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Slovo ivodem

Koncepty zapadni modernity se formovaly po
nékolik staleti, nejintenzivnéji pak ve druhé poloviné
devatendactého a na prelomu dvacatého stoleti. Jejich
vyvoj byl ramovan fascinaci zrakem, v§im viditelnym,
osvétlenym a prehlednym. Spojovala je hegemonie
oka, pohled upreny do dalky, nebo naopak na detail
a dovnitf véci a prostoru. Devatenacté stoleti byva
také definovano jako obdobi uréované rychlym rozvo-
jem observacnich technologii a naslednou kolonizaci
prostoru, véetné nitra hmoty a jevd. Historik médii
Jonathan Crary oznacuje ve své knize Techniky pozo-
rovatele devatenacté stoleti za dobu zrozeni metony-
mické vazby oka a optickych nastrojll, dobu, ve které
byl zrak vniman jako privilegovany, ,boZsky nastroj”.
Vizualni paradigma moderny urcovalo kulturni, eko-
nomické i sociadlni modely vztahu ¢lovéka a prirody
a tyto obrysy moderniho svéta drzel pohromadé
pojmovy a mocensky aparat pfesnych popist, znak
a kategorii.

Ale samotné podlozi projekce osvicenského
univerza, kde Ize ,objektivnim okem” vse spatfit,
prozkoumat, popsat, nakreslit, zaradit do registru,
do souvislosti a do logické taxonomie, obsahovalo
zarodek nedlvéry k zrakové percepci a nejistotu, jak
uchopit, definovat a ovladat to, co nasemu ,pfiroze-
nému” i ,rozsifenému” pohledu unika. Kam zaradit
to, co je prilis pohyblivé, prilis tmavé, prlsvitné,
nehmatatelné, nedohledatelné nebo pouze slysi-
moderniho a hlavné postmoderniho univerza této
vysostné vizualni, distan¢ni konstrukci svéta vzpira.

K imaginativni, tisnivé a nejisté hranici viditelného
a neviditelného smérovaly analytické i syntetické
nastroje psychoanalyzy, fenomenologie, theosofie,
antroposofie, kvantové fyziky a kontinualné toto
uzemi osidlovalo také vytvarné uméni, hudba,
literatura, divadlo a nové médium pohyblivého
obrazu. Zvukové uméni, akusticka ekologie nebo
obor zvukovych studii mohou byt z této perspektivy
vnimany jako pozdni revize modernistickych projekci
hegemonie zraku.

Tato publikace je prlizkumem teritoria takovych
.nejasnosti”, periferii mezi obrazem a zvukem, které
ve vytvarném umeéni, hudbé i dalsich oblastech rezo-
novaly béhem dvacatého stoleti az do soucasnosti.
Jeji obsah Cerpa predevsim z materialQ, které vznikly

Introduction

Western Modernity is built upon concepts de-
veloped over many centuries, but this development
accelerated in the second half of the 19th and early
20th centuries. During this period, the zeitgeist was
often framed by a fascination with sight and the
visual, emphasizing the spectacular, illuminated and
synoptic. Subscribing to the hegemony of the eye,
sensory agency was focused on observing the distant;
or conversely, the minute and microscopic. The 19th
century also transpired as a period characterized by
the rapid development of instruments fabricated for
observation, and by the consequent colonization of
space, including downward into the depths of matter
and phenomena. Media historian Jonathan Crary in his
book Techniques of the Observer described the 19th
century as having been dominated by the metonym-
ic connection between the retina and optical tools,

a time when the eye was considered a privileged and
“divine instrument”. The visual paradigm of Modernity
determined the cultural and economic concepts, and
the social models which were used to mediate the
relationship between man and nature, including a sys-
tem of detailed categories, descriptions, and meta-
phors which shaped the contours of the visible world.

But buried within this enlightened universal foun-
dation, which posited that there’s an “objective eye”
capable of seeing, describing, drawing, cataloging
and contextualizing based on its logical taxonomy,
there was a kernel of doubt: How can we grasp, define
and control that which escapes “natural” or “augment-
ed” sight? How do we handle that which is too dy-
namic, too dark, transparent, immaterial, untraceable,
or solely audible? What gradually emerged, and what
was the feeling that there were layers of the (post-)
modern universe that existed outside such constructs
of the world based on the paradigms of visibility and
distance?

While analytical and synthetic methods of psy-
choanalysis, phenomenology, theosophy, anthro-
posophy and quantum physics sought to explore the
imaginative and ill-defined border between the visible
and invisible, it also attracted interest from other quar-
ters: of art, music, literature, theatre and the novel
medium of the moving image. From this perspective,
we can consider emerging disciplines such as sound
art, acoustic ecology and sound studies to be late
revisions to the hegemony of sight.

This publication presents an inquiry into the
terrain and its “inconsistencies” and the liminal area
between image and sound that has persisted in fine
art and music from the beginning of the 20th century
to the current day. It draws principally on texts written
for an interdisciplinary colloquium that took place in
autumn 2014 focusing on Czech music, sound and
visual art of the 20th century, organized under the
auspices of VIVAT MUSICA! in the National Gallery in



v kontextu projektd iniciovanych Jitkou Hlavackovou:
mezioborového kolokvia o hudbé, zvuku a vytvarném
umeéni ve dvacatém stoleti, usporadaného k vystavé
VIVAT MUSICA! v Narodni galerii v Praze na podzim
roku 2014, a dél vystavenych na tematické vystavé
Zvuky Kody Obrazy - Akusticky experiment ve vizual-
nim uméni v Galerii hlavniho mésta Prahy v |été 2019.
V intencich obou zminénych projektl stadlo mapovani
souvislosti a rezonanci mezi nejrliznéjsimi artefakty
a uméleckymi sméry a koncepty béhem dvacatého
a jednadvacatého stoleti a podobny pristup je také
klicem ke strukture této publikace. Tendence ke
spojovani sluchu a zraku jsou privodnimi jevy v kul-
turnich a spolecenskych konstelacich nejen soucas-
ného audiovizualniho umeéni, ale cerpaji napriklad
z turbulenci experimentu Sedesatych let, z predva-
le¢né a mezivalecné avantgardy i z dédictvi obdobi
starsich. Stejné jako v zapadni kulture obecné, tak
i v nasi kulturni oblasti najdeme zejména za posledni
.dlouhé” stoleti fadu pfipadd narusovani hranic,
hybridizaci ZzanrQ a prekracovani zavedenych kate-
gorii a disciplin, oscilujicich mezi zvukem, obrazem,
textem, hudbou, vytvarnym uménim, literaturou,
filmem, divadlem a digitalnimi sitovymi technologi-
emi. Filozof Régis Debray ve svém textu Zivot a smrt
obrazu (Vie et mort de I'image) sice soucasnost ozna-
Cil jako vyvojovou epochu videosféry a vraci se tak
k pavodni koncepci hegemonie zraku, ale implicitné
je zde pro soucasnou kulturu a spole¢nost obsazeno
pfiznani dalezitosti zvuku, naslouchani znéni svéta
a experimentovani se zvukovou zkusenosti obecné.
Trinact teoretickych textd v této publikaci
predstavuje vybrané spektrum pfistupd k tématim
zvuku a experimentu na poli uméni z rozdilnych
oborovych, metodologickych, historickych, gene-
racnich a geopolitickych vychodisek. Naznacuiji, jak
se zvuk postupné osamostatnoval a zbavoval vazeb
na pevné hudebni kategorie, jak metamorfoval
do procesualnich forem a gest, materializoval se
v podobé zvukovych soch nebo zvukové architektury.
Zkoumaiji také, jaké psychologické a socialni Ci fyzi-
kalni a matematické predpoklady urcovaly jeho formy
od média malby a kresby az po digitalni doménu.
Anna Kvicalova otvira teoreticky a historicky rémec
zvuku ve spolecenskych i psychologickych aspek-
tech devatenactého a dvacatého stoleti z pohledu
relativné nového interdisciplinarniho akademického
oboru zvukovych studii, ktery se etabluje v rdémci
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Prague, as well as artworks exhibited in the exhibi-
tion Sounds, Codes, Images - Acoustic Experiment

in Visual Art, which took place in the Prague City
Gallery in the summer of 2019. The intention of the
two projects — both initiated by Jitka Hlavackova —
was to map the relationships and resonances between
diverse works of art and artistic currents and concepts
during the 20th and the beginning of the 21st centu-
ries. A similar comparative approach also provides the
key to the structure of this publication. The practice of
linking sight and sound, which is common and wide-
spread in current audiovisual art and its cultural and
social constellations, draws on the legacy of previous
periods, in particular from the turbulence of the ex-
periments of the 1960s, and from the pre-war and in-
terwar avantgardes. In the preceding century, Western
cultural sphere has experienced numerous instances
of frontiers being violated, of hybridized genres, and
the transgression of established categories and disci-
plines, oscillating between sound, image, text, music,
visual art, literature, film, theatre, and finally digital
technologies. Although philosopher Régis Debray
calls to mind the idea of hegemonic sight when he
refers to the current era as the videosphere (Vie et
mort de l'image, 1996), there is growing and implicit
acknowledgment of the importance in contemporary
culture of the aural and sonorous, of listening to the
world and of experiencing sound in general.

The thirteen theoretical and historical texts in this
publication introduce a broad spectrum of approach-
es to the topic of sound and experimentation in the
field of art. The book draws on diverse disciplines and
methodological, historical, generational, and geopo-
litical point of views. They illustrate how sound has
gradually become more autonomous from established
musical forms and categories, how it has metamor-
phosed into processual forms and gestures, and has
been materialized in the form of sound sculpture and
sound architecture. The authors also explore how
psychological and social, as well as physical and
mathematical circumstances have defined its forms,
from the medium of painting and drawing to the dig-
ital domain. Historian Anna Kvicalova approaches the
theoretical and historical ramifications of sound in the
social, scientific and psychological modes of the 19th
and 20th centuries, from the perspective of the rela-
tively young, interdisciplinary academic field of Sound
Studies. This book’s primary editor, and the author
behind its conception, Jitka Hlavackova investigates
the genealogy of various “mésalliances” of image and
sound in Czech and Czechoslovak art in the European
context. The composer Michal Nejtek approaches the
phenomenon of hearing colors through the prism of
contemporary music theory and shows how synesthe-
sia is reflected in the constellations of various modes
of perception which we would otherwise consider
separate.

Several studies draw especially on the theory,
history and praxis of visual art: art historian Helena
Musilova maps the character of the dynamic collab-
oration between members of the Fluxus movement
and the so-called Brno Circle. Dusan Barok’s interview
with Milan Adamciak, a key figure in Czechoslovak ex-
perimental music, provides a personal account of the
history of sound-conceptual art of the 1970s and 80s
in Slovakia. Viktor Panticek explores a non-codified
system of musical notation, and presents a sketch of
graphical score typologies, with occasional case stud-
ies on the work and collaborations of Czechoslovak
musicians and visual artists. Martin Flasar focuses
on the spatial materialization of music since the
second half of the 20th century, and describes the
circumstances of the visual representation of sound,
where the musical form is transformed into the code
of digital media. He claims that virtualization in the
music world has influenced art, and the aspiration to
create something graspable and physically malleable
led to the formation of new disciplines, such as sound
sculpture and amplified architecture. Jozef Cseres,
who has long focused on the work of Milan Grygar,
contextualizes the comparative method of his work
with sound and image into wider contexts which were
explored in the 1950s by John Cage. Two short texts
by Milan Gustar serve as an introduction to the realm
of modern sound perceived as a mathematical object.
Michal Kindernay describes the “acoustic turn ” in the
late 1960s within the context of environmental studies
of sound pollution, and the renaissance of the act of
“listening” within the field of Acoustic Ecology. The
texts of Milo$ Vojtéchovsky, Martin Klimes and Jakub
Frank offer brief reports on the projects of the Hermit
Center for Metamedia in Plasy and the Bludny Kamen
society in Opava, which have been active in the field
of sound and audiovisual art since the 1990s.

The second part of the book showcases work by
several dozen Czech, Slovak and a few foreign authors
that focus on experimentation with sound, the sonifi-
cation of images and the visualization of sound within
a local context. The works presented include many
graphic scores, abstract paintings, sound-producing
or resonating objects, and installations, as well as
those partially or exclusively employing digital media.
A timeline of selected dates and events mapping the
genealogy of audiovisual art provides the context for
the topics covered in the publication.

When editing this publication, we made the
spectrum of the documented fields of image and
sound as wide as possible, while still maintaining
a regional focus. For various reasons, the combina-
tion of topics and authors is by no means us to leave
out some names and events. However, we hope we
have managed to trace at least the contours of the
creative approaches which have often eluded art his-
torians and historians of 20th-century music, perhaps
because they were too inter-disciplinary. Let's hope

mezioborovych platforem AV CR. Editorka a autorka
koncepce knihy Jitka Hlavackova prostudovala gene-
alogii rGiznych ,mesalianci” obrazu a zvuku v ¢eském
a Ceskoslovenském uméni. Hudebni skladatel Michal
Nejtek pristupuje k barevnému slySeni perspektivou
soucasné teorie hudby a ukazuje, jak se schopnost
synestézie odrazi v konstelacich rliznych modi vni-
mani, které bychom bézné povazovali za oddélené

Nékolik studii vychazi zejména z metodologie teo-
rie, d&jin i praxe vytvarného uméni: Helena Musilova
mapuje reflexi hnuti Fluxus na autory tzv. ,brnén-
ského okruhu” a na jejich spolupraci v mezinarodnim
méfitku. Autenticky pohled na pfibéh zvukové-kon-
ceptualniho uméni sedmdesatych a osmdesatych let
na Slovensku v $irs§im spolecenském i zahrani¢nim
kontextu otvira rozhovor Dusana Baroka s klic¢ovou
postavou slovenské a ¢eskoslovenské experimentalni
hudby a zvukového uméni Milanem Adamciakem.
Viktor Pantli¢ek zkouma témata nekodifikovaného
systému hudebni notace a predklada nastin typologie
grafickych partitur s pripadovymi studiemi tvorby
¢eskoslovenskych hudebnik( a vytvarnych umélcd
a jejich spoluprace. Martin Flasar se zabyva prostoro-
vou materializaci hudby od druhé poloviny dvacatého
stoleti po soucasnost a popisuje okolnosti pokust
o vizualni reprezentaci zvuku, tak jak byl hudebni tvar
transformovan na kédovany systém prostiedi digital-
nich médii. Ukazuje, jak tendence k uchopitelnému
a fyzicky tvarovatelnému pod vlivem virtualizace
hudebniho svéta vyustilo v obory zvukové skulptury
nebo zvukové a ozvucené architektury. Jozef Cseres,
ktery se dlouhodobé vénuje dilu Milana Grygara,
zasazuje komparativni metodou jeho prace se zvukem
a obrazem do Sirsich kontextd, které od padesatych
let zkoumal John Cage. Dva kratké texty skladatele
a vizualniho umélce Milana Gustara jsou Uvodem
do oblasti moderniho zvuku jakozto matematické
veli¢iny. V pfibéhu popisujicim ,obrat ke zvuku®, ke
kterému od konce Sedesatych let dochazi vlivem
rostouciho zvukového znecisténi a renesance aktu
.poslouchani, se z hlediska akustické ekologie vénuje
Michal Kindernay. Texty Milose Vojtéchovského,
Martina Klimese a Jakuba Franka podavaji stru¢né
zpravy o projektech Centra pro metamedia a Nadace
Hermit v Plasich a sdruzeni Bludny Kdmen v Opave,
které se od devadesatych let zaméruji na oblast
zvukového a audiovizualniho uméni.

Druhou ¢ast knihy tvofi ukazky praci nékolika



desitek ¢eskych, slovenskych i zahrani¢nich autorq,
ktefi se v mistnim kontextu vénovali nebo vénuji expe-
rimentu se zvukem, sonifikaci obrazu nebo vizualizaci
zvuku. Jsou zde zastoupeni autofi grafickych partitur,
abstraktnich obraz(, znéjicich ¢i rezonujicich objektl
a instalaci i prace vyuzivajici Caste¢né nebo vyhradné
digitalni média. Sirsi kontexty vybranych témat, které
byly do publikace zahrnuty, doplnuje genealogie

s prehledem vybranych udalosti mapujicich déjiny
audiovizualniho uméni a technickych vynalez(.

| kdyzZ se editofi snazili oblast uméni mezi obra-
spektru, je jisté, ze vybér témat a jména autorl neni
vycerpavaijici, ze nékteré dllezité osobnosti, uda-
losti a sméry zde z rliznych divodu zUstaly stranou.
Nicméné véfime, Ze se ndm podafilo predstavit
alespon obrysy tvarcich pristupd v této oblasti,
ktera z dlivodu své oborové ,neukotvenosti” dlouho
unikala pozornosti jak déjin vytvarného uméni, tak
déjin hudby dvacatého stoleti. Doufame, Ze kniha
v prostfedi rostouci otevienosti a zdjmu o fenome-
nologické, komparativni a performativni slozky déjin
umeéni, nezatizené pohledem oborovych specialist(,
mUZe inspirovat dalsi, ve vétsi mife mezinarodni
a interdisciplinarni projekty.

Publikace by nevznikla bez usili, pomoci, podpory
dlouhé fady spolupracovnikd. Zejména bychom radi
podeékovali véem zapujcitelim dél pro vystavu Zvuky
Kody Obrazy, na niz navazujeme, a tém, kdo umoznili
publikovani reprodukci uméleckych dél, tedy soukro-
mym majiteldm autorskych prav i vefejnym institucim za
poskytnuti obrazovych material( a licenci. Za odbornou
pomoc pfi vzniku knihy bychom radi podékovali véem,
na jejichz praci jsme bezprostredné navazovali, a ktefi
nam poskytli cenné rady a konzultace, mezi jinymi
Jifimu Zahradkovi, Michalu Murinovi, Borisovi Krsnakovi,
Jaroslavu Stastnému, Jarmile Doubravové, Lence
Dolanové, Alené Pomajzlové, Ladé Hubatové-Vackové,
Vojtéchu Lahodovi, Hané Rousové a Lence Pastyrikové.
Dékujeme také autoram fotografii, ktefi laskavé poskytli
dokumentaci jednotlivych dél, zejména Otu Palanovi,
Tomasi Souckovi, Adéle Leinweberové a Romanu
Nerudovi. V neposledni fadé dékujeme také vsem spolu-
autorlm publikace a zuc¢astnénym umélcam.

Jitka Hlavackova, Milo$ Vojtéchovsky
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that an increased openness and interest in phenome-
nological and performative approaches to art history
— approaches unburdened by the perspective of
disciplined experts — could mean that this book will
stimulate new and more international and interdisci-
plinary projects.

The publication was developed and created over
the span of a few years and is the outcome of many
collaborators whom we would like to thank for their
time and energy. We are also grateful to the authors,
estate proprietors, public or private collections and
institutions for providing the visual materials and
licenses for this publication. We especially wish to
thank those who helped with the financial support
which made this publication possible.

Jitka Hlavackova, Milo$ Vojtéchovsky



Hans Jenny: Kymatické rezonance
fotografie, zdroj: Wikimedia Commons
Hans Jenny: Kymatick - wave resonance
photography, source: Wikimedia Commons
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Zvuk jako ztraceny klic¢ k evropské modernite

Sound: The Lost Key to European Modernity

Anna Kvicalova
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Anna Kvicalova / Zvuk jako ztraceny kli¢ k evropské modernit

Zvuk si v evropské kultufe dlouho udrzoval sta-
tus prchavého, obtizné popsatelného a do zna¢né
miry tajemného fenoménu. Historie akustiky jako
védecké discipliny je ve srovnani s optikou kratka:
zatimco akustika byla vyc¢lenéna jako samostatna
oblast védeckého badani na pocatku 18. stoleti,
prostorova akustika, tedy véda schopna presného
vypoctu doby dozvuku, se datuje teprve do obdobi
po roce 1900.* Teoretické i praktické znalosti
o zvuku a sluchu byly sice rozvijeny davno predtim
v kontextu hudby, rétoriky, architektury, divadla,
anatomie nebo nabozenstvi, * kde zvukovost zasta-
vala rozmanité role; v modernich déjinach zacal
vSak byt sluch ¢astéji nez ostatni smysly spojovan
s vnitfnim svétem, emocemi a spiritualitou a stal se
negativem vizualné rozvrzeného moderniho svéta
pozorovatele a pozorovaného. 3

Historiografie 20. stoleti pevné propojila
zapadni pfistupy k poznavani a interpretovani svéta
se zrakem: evropska modernita* byva charak-
terizovana prostfednictvim vizualnich technik
pozorovani, zobrazovani a komunikace, které se
rozvinuly v souvislosti s technologiemi jako knih-

1 Frederick Vinton Hunt, Origins in Acoustics: The Science of
Sound from the Antiquity to the Age of Newton, New Haven,

CT: Yale University Press, 1978; Bruce Lindsay, ed., Acoustics:
Historical and Philosophical Development, Stroudsburg, PA:
Dowden, Hutchinson and Ross, 1973.

2 Viz napf. Penelope Gouk Music, Science and Natural Magic in
Seventeenth-Century England, New Haven: Yale University Press,
1999; Leigh Eric Schmidt, Hearing Things: Religion, Illusion,

and the American Enlightenment, Cambridge, MA: Harvard
University Press, 2000; Bruce Smith, The Acoustic World in Early
Modern England: Attending to the O-Factor, Chicago: University
of Chicago Press, 1999; Viktoria Tkazcyk, Listening in Circles:
Spoken Drama and the Architects of Sound, 17750-1830, Annals
of Science 71, 2014, s- 299-334.

3 Historik médii Jonathan Sterne v této souvislosti mluvi o tzv.
,audio-vizualni litanii, kdy jsou zvuku a zraku systematicky
pfisuzovany protichtdné vlastnosti. Jonathan Sterne, The
Audible Past, Durham & London: Duke University Press, 2003,

s. 15-19.

4 Modernitou myslim historické obdobi, jehoz pocatek v Evropé
datujeme k prelomu 18. a 19. stoleti, ale také specificky pfistup
ke svétu. O tom, jak ,modernita” porada svét a do jaké miry je
pfitomna v sou¢asném mysleni viz Bruno Latour, We have never
been modern, Cambridge & London: Harvard University Press,
1993.
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In European culture, sound long maintained the
status of a fleeting, hard-to-describe and largely mys-
terious phenomenon. Compared to optics, acoustics
as a scientific discipline has a short history. It was only
at the beginning of the 18th century that it became an
independent area of scientific inquiry, whereas room
acoustics, as a science capable of exact calculation
of reverberation time, only dates back to the early
1900s 1. Although theoretical and practical knowledge
of sound and hearing had been developed long before
then in the contexts of music, rhetoric, architecture,
theatre, anatomy or religion, 2 where sonic elements
played diverse roles, modern history has come to
associate hearing, more often than other senses, with
one’s inner world, emotions and spirituality; hearing
has become the opposite of the visually arranged
modern world of the observer and the observed. ®

In 20th century historiography, Western ap-
proaches to experiencing and interpreting the world
were linked with vision: European modernity 4 tends
to be characterised through the visual techniques
of observation, visualisation, and communication
that arose out of technologies such as the printing
press, the microscope, the telescope, or photogra-

1 Frederick Vinton Hunt, Origins in Acoustics: The
Science of Sound from the Antiquity to the Age

of Newton, New Haven, CT: Yale University Press,
1978; Bruce Lindsay, ed., Acoustics: Historical and
Philosophical Development, Stroudsburg, PA: Dowden,
Hutchinson and Ross, 1973.

2 See e.g. Penelope Gouk, Music, Science and
Natural Magic in Seventeenth-Century England, New
Haven: Yale University Press, 1999; Leigh Eric Schmidt,
Hearing Things: Religion, Illusion, and the American
Enlightenment, Cambridge, MA: Harvard University
Press, 2000; Bruce Smith, The Acoustic World in Early
Modern England: Attending to the O-Factor, Chicago:
University of Chicago Press, 1999; Viktoria Tkazcyk,
Listening in Circles: Spoken Drama and the Architects
of Sound, 1750-1830, Annals of Science 71, 2014,

p. 299-334.

3 In this regard, media historian Jonathan Sterne
talks about an “audiovisual litany” whereby opposing
qualities are systematically ascribed to sound

and vision. Jonathan Sterne, The Audible Past,
Durham & London: Duke University Press, 2003,

p. 15-19.

4 | refer to modernity as a historic era whose
beginning in Europe dates back to the turn of the 18th
and 19th centuries, but also as a specific approach to
the world. For more on the ways modernity organises
the world and the extent to which it is present in
contemporary thought, see Bruno Latour, We have
never been modern, Cambridge & London: Harvard
University Press, 1993.
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phy. 3 Great historiographical narratives of the West
have linked modernity with muting the senses for the
sake of rationality, visual objectivity, and detach-
ment. At the same time, the different senses tend to
be associated with specific properties and qualities:
while vision is rational, objective, and allows for
distant observation and description, sound is more
often considered emotional, immersive, ephemeral,
and subjective. Authors like Walter Ong or Marshall
McLuhan, who pioneered systematic inquiry about the
role of hearing and auditory memory in human history,
themselves contributed to such stereotyping, whether
by drawing links between writing and logical thinking
and rationality, ¢ by constructing hearing as a spiritual
sense, or by formulating positivist-like periodisations
of the senses.”

The history of Western culture has seen many
attempts for a hierarchical “ranking” of the senses,
with sight typically on top, followed by hearing as its
close second, but also changing notions of how many
senses humans actually have (e.g., the issue of sensus
communis or the sixth sense, the distinction between
inner and outer senses, etc.)® Scholarly attention to
historic notions of sound and hearing comes from the
field of sound studies. The so-called sonic or acoustic
turn has seen scholarly critique of ocularcentrism or
the tendency to prefer visual forms of communication
in the study of modern culture, with many examples
of the diverse roles hearing and sound have played in
that culture, often directly associated with “objective”,

5 See David M. E. Levin, Modernity and the Hegemony
of Vision, Berkeley, CA: University of California

Press, 1993; Loraine Daston and Peter Galison, eds.,
Objectivity, New York: Zone Books, 2007.

6 Walter J. Ong, Orality and Literacy: The
Technologizing of the Word (London: Routledge, 1988);
Marshal McLuhan, The Gutenberg Galaxy: The Making
of Typographic Man, Toronto: University of Toronto
Press, 1962.

7 Walter Ong described the fading of God’s voice

in the world and the “devocalization” of the universe,
see Walter J. Ong, The Presence of the Word: Some
Prologomena for Cultural and Religious History, New
Haven: Yale University Press, 1967, p. 72. For more on
the oral stage of human culture with its characteristic
“tyranny of the ear”, see McLuhan (fn 7).

8 Annette Kern-Stéhler - Kathrin Scheuchze,
Introduction, in Annette Kern-Stahler - Beatrix Busse —
Wietse de Boer, eds., The Five Senses in Medieval and
Early Modern Europe, Leiden: Brill, 2016, p. 1-20; see
also the book series of Constance Classen - Jerry P.
Toner - Anne C. Vila - Richard G. Newhauser - David
Howes - Herman Roodenburg, eds. A Cultural History
of the Senses, London: Bloomsbury Publishing, 2014.
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tisk, mikroskop, teleskop nebo fotografie.® Velké
historiografické narativy, vypravéjici pribéh Zapadu,
spojuji modernitu s utlumovanim smysld ve sluz-
bach racionality, vizualni objektivity a odstupu.
Jednotlivé smysly pfitom byvaji obvykle spojovany
s uréitymi vlastnostmi a kvalitami: zatimco zrak je
rozumovy, objektivni a umoznuje distan¢ni pozoro-
vani a popis, zvuk je Castéji povazovan za emotivni,
imerzni, Casové pomijivy a subjektivni. Autofi jako
Walter Ong nebo Marshall McLuhan, ktefi jako
jedni z prvnich vénovali systematickou pozornost
roli sluchu a zvukové paméti v lidskych déjinach,
sami podobné stereotypy pomahali vytvaret, at uz
propojenim pisma s logickym myslenim a raciona-
litou, ¢ predstavou sluchu jako duchovniho smyslu,
nebo vytvarenim pozitivisticky ladénych smyslo-
vych periodizaci.”

V déjinach zapadni kultury nalezneme mnoho
pokusl smysly hierarchicky radit a sestavovat
smyslové ,zebficky” - na jejichZ vrcholu se az na
vyjimky objevuje zrak, nasledovany sluchem, ktery
je tésné druhy - ale také ménici se predstavy o tom,
kolik smysla ¢lovék vlastné ma (viz napf. sensus
communis, tj. Sesty smysl; déleni na vnitfni a vnéjsi
smysly, aj.).® Historickym predstavam o zvuku a slu-
chu se vénuji badatelé v oblasti “sound studies”,
ktefi v ramci tzv. ,obratu ke zvuku” (sonic nebo
také acoustic turn) podrobili kritickému zkoumani
okularcentrismus, tedy tendenci preferovat vizu-

5 Viz David M. E. Levin, Modernity and the Hegemony of Vision,
Berkeley, CA: University of California Press, 1993; Loraine Daston
and Peter Galison, eds., Objectivity, New York: Zone Books,
2007.

¢ Walter J. Ong, Orality and Literacy: The Technologizing of
the Word (London: Routledge, 1988); Marshal McLuhan, The
Gutenberg Galaxy: The Making of Typographic Man, Toronto:
University of Toronto Press, 1962.

7 Walter Ong popisoval utichani Boziho hlasu ve svété

a ,devokalizaci” vesmiru, viz Walter J. Ong, The Presence of the
Word: Some Prologomena for Cultural and Religious History,
New Haven: Yale University Press, 1967, s. 72. O oralnim stadiu
vyvoje lidské kultury, pro ktery je charakteristicka ,tyranie ucha”
viz McLuhan (pozn. 7).

8 Annette Kern-Stahler - Kathrin Scheuchze, Introduction, in
Annette Kern-Stahler - Beatrix Busse - Wietse de Boer, eds., The
Five Senses in Medieval and Early Modern Europe, Leiden: Brill,
2016, s. 1-20; viz také knizni série Constance Classen - Jerry P.
Toner - Anne C. Vila - Richard G. Newhauser - David Howes,
-Herman Roodenburg, eds. A Cultural History of the Senses,
London: Bloomsbury Publishing, 2014.
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alni formy komunikace ve studiu moderni kultury,

a na mnoha prikladech ukazali, ze sluch a zvuk
hraly v jejim vyvoji rozmanité ulohy, z nichz mnohé
pfimo souvisely s ,objektivnim”, technickym nebo
analytickym védénim.’® Pojeti vztahu mezi zrakem
a sluchem tedy vyzaduje pfehodnoceni. Sluch neni
Lten druhy smysl” a zvuk neni doplnkem vizualnich
zplsobl komunikace, naopak, vénujeme-li detailni
pozornost zvukovosti a akustice, mizeme ziskat
alternativni nastroj ke studiu a pochopeni zapadni
modernity. Binarni predstava, ze konkrétni médium,
technologie, umélecké dilo nebo dokonce epocha
jsou bud'vizualni, nebo zvukové, haptické aj., je
Casto reduktivni: spi$ nez klasifikovat rizna média
podle toho, ke kterému smyslu pfindlezi, je vhodné
sledovat, jak se smysly formuji kolem konkrétnich
technologii, uméleckych forem nebo védeckych
praktik.

Spise nez to, ze zapadni modernita 19. a 20. sto-
leti nastolila primat zraku, mizeme fici, ze prinesla
proménu zpUsobU nazirani, smyslového vnimani
a zakouseni svéta a artikulovala novou nejistotu
ohledné povahy smyslového poznani a subjek-
tivni percepce. Pravé tuto nejistotu a zaroven
specifickou souvztaznost mezi jevy tohoto svéta
vyjadruji teorie oscilace a resonance 19. stoleti,
jejichz vyrazem jsou i romantické Uvahy o smys-
lové synestézii a integraci zrakového a sluchového
viemu (viz pojmy jako zvukomalba, ,Klangmalerei”
nebo ,Tongemalde”).* ® Vedle zrakové analyzy,
scénickych pohledd, pikareskni krajiny a geometric-
kého rozlozeni prostoru mame ve stejném obdobi
po ruce i jiny pfistup k pfirodé a ¢lovéku, zalozeny
na auralité a smyslovém ponofreni, ktery ovéem
nepredstavuje protipdl nebo dokonce odmitnuti
moderni objektivity a vizuality, ale naopak je s ni
Uzce propojen.

9 Jonathan Sterne, ed., The Sound Studies Reader, New York:
Routledge, 2012; Trevor Pinch and Karin Bijsterveld, eds., The
Oxford Handbook of Sound Studies, Oxford: Oxford University
Press, 2013; Daniel Morat and Hansjakob Ziemer, eds., Handbuch
Sound. Geschichte - Begriffe - Ansétze. Stuttgart/Weimar:
Verlag J.B. Metzler, 2018.

10 V/iz také text Michala Nejtka v této publikaci.
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technical or analytical knowledge.? This is why the re-
lationship between sight and hearing needs to be re-
visited. Hearing is not “the second sense” and sound
is not a complement of visual ways of communication.
To the contrary, by paying detailed attention to aurali-
ty and acoustics, one can obtain an alternative means
to studying and understanding Western modernity.
The binary notion that a medium, technology, work of
art or even epoch is either visual or sonic, haptic etc.
is often reductionist. Instead of classifying different
media by the sense to which they belong, one should
study how the senses are formed around different
technologies, art forms, or scientific practices.

Rather than contending that 19th and 20th
century Western modernity established the primacy
of vision, we might argue that it changed the ways
of perceiving, sensing and experiencing the world,
articulating a new uncertainty about the nature of
sensible knowledge and subjective perception. It was
that uncertainty, along with a specific link between
this world’s phenomena, that were expressed in 19th
century theories of oscillation and resonance, with
their romantic notions of synesthesia and integra-
tion of visual and sonic perceptions (and concepts
like onomatopoeia, Klangmalerei or Tongemalde). *®
In addition to visual analysis, scenic perspectives,
picturesque landscapes, and geometric arrangements
of space, the same time period provided us with a dif-
ferent approach to nature and man based on aurality
and sensory immersion which, however, does not
represent the opposite or even rejection of objectivity
and visuality - indeed, they are closely interrelated.

The monochord, acoustic harmonies,
and permeability of boundaries

The European tradition of the study of sound
goes back to antiquity, to Greek authors like
Aristoxenus and Aristotle.1? Aristotle argued that
hearing, of all senses, has the closest link to intelli-
gible knowledge. His metaphor of sound waves as
ripples on the surface of water continued to define

¢ Jonathan Sterne, ed., The Sound Studies Reader,
New York: Routledge, 2012; Trevor Pinch and Karin
Bijsterveld, eds., The Oxford Handbook of Sound
Studies, Oxford: Oxford University Press, 2013; Daniel
Morat and Hansjakob Ziemer, eds., Handbuch Sound.
Geschichte - Begriffe - Ansétze. Stuttgart/Weimar:
Verlag J.B. Metzler, 2018.

12 See also Michal Nejtek’s paper in this volume.

11 For a synthetic compendium of Ancient Greek texts
on music and acoustics, see Andrew Baker, ed., Greek
Musical Writings II: Harmonic and Acoustic Theory,
Cambridge: Cambridge University Press, 1990.; see
also Idem, The Science of Harmonics in Classical
Greece, Cambridge: Cambridge University Press,
2007.
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our notions of how sound travels till early moderni-
ty. 22 Medieval authors’ understanding of sound and
acoustic harmonies relied on De Institutione Musica,
a 6th century treatise by the philosopher Boethius
that interpreted musical consonances based on the
mathematical-musical cosmology of Greek philoso-
pher and mathematician Pythagoras.®3

Following directly in the footsteps of Pythagoras
and Boethius, the renaissance theories of cosmic
harmony treated sound and music as synthetising el-
ements of the human microworld and of the cosmic
macroworld, arguing that the cosmos forms on the
basis of harmonic relations that can be expressed
mathematically. Renaissance scholars like Marsilio
Ficino or Robert Fludd believed that it was because
of the principles of music of the spheres that David
could cure the biblical King Saul by playing his
lyre.14 This same conception of the universe un-
derlay Fludd’s monochord. The instrument was sup-
posed to capture a variety of cosmic and global re-
lations using mathematical ratios and harmonies. 5
Thus, in addition to mechanical studies of sound in
the fields of physics and mathematics, the evolu-
tion of acoustics was profoundly shaped by natural
magic and renaissance occultism. Even the works
of scholars like Francis Bacon, Marin Mersenne or
Athanasius Kircher, who have been traditionally
considered as representatives of the mechanical and
experimental turn in the history of acoustics, were
often driven by hermeneutic or religious motivations
and were hard-to-distinguish from the cosmological
notions of harmonic proportions.1¢ A mathematical-
ly conceived music was considered as the funda-

12 Aristotle, De Anima, Il. 8 and lIl. 2; De sensu, in
Baker, Greek Musical Writings, 66-84.

13 Boethius distinguishes between musica mundana
(i.e. music of the spheres), musica humana (music
that connects body and soul) and musica quae in
quibusdam constituta est instrumentis (“music that

is constituted by certain instruments”), which is
exclusively audible by the human ear. Anicius Manlius
Severinus Boethius, Fundamentals of Music, trans.
Calvin M. Bower, ed. Claude Y. Palisca, New Haven,
CT: Yale University Press, 1989. For more on music and
numbers, see also Milan Gustar’s paper in this volume.
14 Jacomien Prins - Maude Vanhaelen, eds., Sing
Aloud Harmonious Spheres: Renaissance Conceptions
of Cosmic Harmony, New York and London:
Routledge, 2018.

15 Siegfried Zielinski, Deep Time of the Media: Toward
an Archaeology of Hearing and Seeing by Technical
Means, Cambridge, MA: MIT Press, 2002, p. 104-110

16 Gouk, fn 3, Schmidt, fn 3; Jacomien Prins, Girolamo
Cardano and Julius Caesar Scaliger in Debate about
Nature’s Musical Secrets, Journal of the History of
Ideas 78, 2017, 169-89; Eadem, fn 15.
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Athanasius Kircher: llustrace z knihy o zvuku Musurgia Universalis,
sive Ars Magna Consoni et Disjoin, 1650, zdroj: Wikimedia Commons
Athanasius Kircher, Musurgia Universalis, sive Ars Magna Consoni et
Disjoin, 1650, source: Wikimedia Commons

Monochord, akustické harmonie
a prostupnost hranic

Evropska tradice zkoumani zvuku saha az do
starovéku, k feckym autorlim jako Aristoxenés
a Aristoteles.** Pravé Aristoteles povazoval sluch za
smysl nejuzeji spojeny s rozumovym poznanim. Jeho
pfirovnani zvukovych vin k vinkdm na vodni hladiné
udavalo predstavy o Sifeni zvuku az do rané moder-
niho obdobi.*? Stfedovéci autofi se pfi chapani
zvuku a akustickych harmonii opirali o spis filozofa
Boethia De Institutione Musica ze 6. stoleti, ktery
nabizel interpretaci hudebnich souzvuk( zalozenou

11 Souhrnné kompendium starofeckych textl o hudbé

a akustice Andrew Baker, ed., Greek Musical Writings |l:
Harmonic and Acoustic Theory, Cambridge: Cambridge
University Press, 1990.; viz také Idem, The Science of Harmonics
in Classical Greece, Cambridge: Cambridge University Press,
2007.

12 Aristoteles, De Anima, Il. 8 a lll. 2; De sensu, in Baker, Greek
Musical Writings, 66-84.
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na matematicko-hudebni kosmologii feckého filozofa
a matematika Pythagora.*®

Renesancni teorie kosmickych harmonii navazo-
valy pfimo na Pythagora a Boethia a pracovaly s pred-
stavou, Ze zvuk a hudba jsou syntetizujicim prvkem
lidského mikrosvéta a kosmického makrosvéta a ze
vesmir je tvoren na zakladé harmonickych pomérd,
vyjadritelnych matematicky. Renesan¢ni uéenci jako
Marsilio Ficino nebo Robert Fludd byli pfesvédceni,
Ze praveé diky principtim planetarni hudby sfér mohl
biblicky David hrou na spravné naladénou lyru
vylécit neduhy krale Saula.** Fluddlv monochord,
nastroj, ktery mél prostfednictvim matematickych
pomeérl a harmonii zachycovat varietu kosmickych
a svétovych vztahd, byl vyrazem pravé takového
pojeti vesmiru. ** Vedle mechanického zkoumani
zvuku v oborech fyziky a matematiky byl tedy vyvoj
akustiky neoddélitelné spojen s oblastmi prirodni
magie a renesancniho okultismu. | prace ucencu
jako Francis Bacon, Marin Mersenne nebo Athanasius
Kircher, ktefi jsou tradi¢né povazovani za zastupce
mechanického a experimentalniho obratu v historii
zkoumani zvuku, byla ¢asto fizena hermetickymi
nebo nabozenskymi motivacemi a nebyla snadno
oddélitelna od kosmologickych pfedstav o harmonic-
kych proporcich.*¢ Matematicky pojata hudba byla
povazovana za zakladni uméni a zvuk za nejvhodnéjsi
prostredek k poznani podstaty vztahd mezi jednotli-
vostmi tohoto svéta.

Ozvuky predstav o zvuku a akustickych vibracich
jako jednoticim principu, ktery syntetizuje smyslové

13 Boethius rozlisSuje mezi musica mundana (tj. hudba sfér),
musica humana (hudba, ktera propojuje télo a dusi) musica
quae in qui- busdam constituta est instrumentis (,hudba, ktera
je tvofena urcitymi nastroji”), ktera jedina je slysitelna lidskym
uchem. Anicius Manlius Severinus Boethius, Fundamentals of
Music, trans. Calvin M. Bower, ed. Claude Y. Palisca, New Haven,
CT: Yale University Press, 1989. O hudbé a Cislech viz také text
Milana Gustara v této publikaci.

14 Jacomien Prins - Maude Vanhaelen, eds., Sing Aloud
Harmonious Spheres: Renaissance Conceptions of Cosmic
Harmony, New York and London: Routledge, 2018.

15 Siegfried Zielinski, Deep Time of the Media: Toward an
Archaeology of Hearing and Seeing by Technical Means,
Cambridge, MA: MIT Press, 2002, s. 104-110

16 Gouk, pozn. 3, Schmidt, pozn. 3; Jacomien Prins, Girolamo
Cardano and Julius Caesar Scaliger in Debate about

Nature’s Musical Secrets, Journal of the History of Ideas 78, 2017,
169-89; Eadem, poz. 15.
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Hermann von Helmholtz: Rezonatory, 1870, Hunterian
Muzeum a Art Gallery, Glasgow, zdroj: Wikimedia Commons
Hermann von Helmholtz, Resonators 1870, Hunterian Muzeum
a Art Gallery, Glasgow, source: Wikimedia Commons

mental art, and sound as the most suitable means
to grasping the nature of the relations among the
singularities of this world.

The notions of sound and acoustic vibrations as
a unifying principle that synthetises sensible knowl-
edge, connects the material and spiritual worlds,
and specifically grounds the individual and his/her
perceptions in the surrounding world, continued to
strongly reverberate in Western thought of the turn of
the 19th and 20th centuries, and various forms there-
of can still be recognised in contemporary art and
science.7? This applies at least to instances when
a person is constructed as an entity whose temporal
and spatial boundaries are not entirely distinct, who
enters complex relations with his/her environment:
it is precisely sound that provides, in cases like this,
a suitable medium for an alternative formulation of
the subject-object, inner-outer, man-nature relations,
as it lends to a different articulation of boundaries and
permeability than visualisation. 8 The practices of
acoustic ecology, but also contemporary sound art,
rely on this conception of sound.

17 Veit Erlmann, Reason and Resonance: A History
of Modern Aurality, New York: Zone Books, 2010;
Zielinski, fn 16.

18 Anna Kvicalova, Tiché jaro a ruch antropocénu
[The silent spring and Anthropocene’s bustle],

in: Petr Pokorny - David Storch, eds., Antropocén
[Anthropocene], Praha: Academia, 2020, 344-360.
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The dual roles of sound and the
oscillating subject

The study of sound, speculation about its nature,
and experimenting with its spatial and temporal qual-
ities have never been an exclusive domain of natural
sciences. Work with sound has been predominantly
interdisciplinary; it preceded the modern division
of human activities into the areas of humanities and
science, arts, religion and philosophy. To simplify,
sound and hearing can be meaningfully studied in two
roles: (1) as objects of inquiry and (2) as instruments of
knowledge.

More than the preceding periods, the modern era
was characterised by efforts to standardise and quan-
tify sound. Makers of musical instruments, engineers,
and physicists strived to measure and fix sound using
tuning forks and metronomes, and similar tools were
designed for measuring the physiology of human
hearing.1? One of the reasons why German physicist
Ernst Chladni exhibited the now-forgotten instruments
like the euphon or the clavicylinder - that he himself
had designed - was to demonstrate the physical prop-
erties of sound to the general public. Yet his demon-
strations also included elaborate engagement of the
audience, to whom Chladni never explained how ex-
actly the given instrument worked. He did this to sup-
port the notion of sound as a fleeting and still-some-
what-mysterious phenomenon. 22 The effort to grasp
sound and hearing in exact terms, using various
epistemic and representative strategies, was shared
by other areas such as psychoanalysis, linguistics,
pedagogy, aesthetics, physiology, theatre studies,
musicology, or history, and the knowledge obtained
in these contexts then lived its “second life” in art or
industry. However, such relations were typically not
unilateral: Western epistemology, or way of inquiry,
formed at the intersections of areas now referred to as
science (anatomy, mechanics, experimental psycholo-
gy etc.), arts (visual and sonic), philosophy (especially
Naturphilosophie) or religion, whose boundaries were
still in the process of establishing at the beginning
of the 20th century. It is thus often misleading to talk
about clearly distinct domains of inquiry and descrip-
tion of the world (not only) when considering sound.
The analysis, regulation, and interpretation of sound
have often transgressed the now-usual boundaries
between humanities, social and natural sciences as

19 Viktoria Tkaczyk (2015). The shot is fired unheard:
Sigmund Exner and the physiology of reverberation,
Grey Room 60, 2015, p. 66-81, 2015; Eadem, Whose
larynx is it? Fields of scholarly competence around
1900, History of Humanities 3, 2018, No. 1, p. 57-73.
20 Myles W. Jackson, Harmonious Triads: Physicists,
Musicians, and Instrument Makers in Nineteenth-
Century Germany, Cambridge MA: The MIT Press
2006, p. 14-44.
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poznani, propojuje materialni svét s duchovnim

a svébytnym zplsobem ukotvuje jedince a jeho vni-
mani v okolnim svéte, byly silné pfitomné i v zapad-
nim mysleni na prfelomu 19. a 20. stoleti a v nejrliznéj-
Sich podobach je mlzeme rozpoznat i v souc¢asném
umeéni a védé. '’ To plati predevsim tam, kde je Clovék
predstavovan jako ¢asové a prostorové ne zcela
pfesné ohrani¢ena entita, vstupujici do komplexnich
vztah( s okolnim prostiedim: pravé zvuk v podob-
nych pfipadech funguje jako vhodné médium pro
alternativni vyjadreni vztaht mezi subjekty a objekty,
vnitinim a vnéjsim nebo ¢lovékem a pfirodou, diky
schopnosti artikulovat hranice a prostupnost odlis-
nym zpUsobem nez vizualizace. *® Takové pojeti zvuku
vyuziva ve své praxi akusticka ekologie, ale i sou-
Casné zvukové uméni.

Dvoji role zvuku a chvéjici se subjekt

Zkoumani zvuku, spekulace o ném, experimen-
tovani a hra s jeho prostorovymi vlastnostmi nikdy
nebyla vyhradni doménou pfirodnich véd. Prace se
zvukem, podobné jako s mnoho obdobnymi jevy,
byla prevazné interdisciplinarni, resp. predchazela
moderni rozvrzeni lidskych ¢innosti do oblasti huma-
nitnich a pfirodnich véd, uméni, ndbozenstvi a filo-
zofie. Pro zjednoduseni Ize Fici, Ze zvuk a sluch lze
smysluplné zkoumat ve dvou rolich: (1) jako objekty
védéni a (2) jako jeho nastroje.

Moderni éra byla vice nez predchazejici obdobi
charakteristicka snahami zvuk néjakym zplsobem
standardizovat a kvantifikovat. Vyrobci hudebnich
nastrojl, konstruktéri i fyzici se pokouseli zmérit
a zafixovat zvuk pomoci ladicek a metronom
a obdobné nastroje byly navrhovany pro méreni
fyziologie lidského sluchu.** Némecky fyzik Ernst
Chladni vystavoval dnes zapomenuté nastroje jako
euphon nebo clavicilinder, které sam zkonstruo-
val, mimo jiné proto, aby verejnosti demonstroval

17 \eit Erlmann, Reason and Resonance: A History of Modern
Aurality, New York: Zone Books, 2010; Zielinski, poz. 16.

18 Anna Kvicalova, Tiché jaro a ruch antropocénu, in: Petr
Pokorny - David Storch, eds., Antropocén, Praha: Academia,
2020 (v tisku).

19 Viktoria Tkaczyk (2015). The shot is fired unheard: Sigmund
Exner and the physiology of reverberation, Grey Room 60, 2015,
s. 66-81, 2015; Eadem, Whose larynx is it? Fields of scholarly
competence around 1900, History of Humanities 3, 2018, ¢. 1,

s. 57-73.
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fyzikalni vlastnosti zvuku. Soucast jeho demonstraci
vsak byla i promyslena prace s publikem, kterému
Chladni nikdy neobijasnil, jak presné pfislusny instru-
ment funguje. Tim byla opét podporena predstava
zvuku jako prchavého a stéle ¢astecné tajemného
jevu.?° Snaha exaktné uchopit zvuk a sluch pomoci
nejriiznéjsich epistemickych a reprezentativnich
strategii byla spole¢na i oblastem, jako byly psy-
choanalyza, jazykovéda, pedagogika, estetika,
fyziologie, divadelni véda, muzikologie nebo historie
a poznatky ziskané v téchto kontextech pak prozi-
valy ,druhy zZivot” v uméni ¢i primyslu. Takovy vztah
vSak obvykle nebyl jednosmérny: zdpadni episte-
mologie, tedy zplsob poznavani, byla utvarena

na pranicich oblasti, které bychom dnes oznacili
jako véda (anatomie, mechanika, experimentalni
psychologie, aj.), uméni (vizualni i zvukové), filozofie
(zejména pak naturphilosophie) nebo nabozenstvi,
jejichz hranice a disciplinarni vymezeni byly vSak na
prahu 20. stoleti teprve ustavovany. Mluvit o jasné
oddélenych doménach poznani a popisu svéta je tak
(nejen) v pfipadé Uvah o zvuku mnohdy zavadéjici.
Zvukova analyza, regulace zvuku i jeho interpretace
Casto prekracovaly dnes obvyklé hranice mezi
humanitnimi, spole¢enskymi a pfirodnimi védami

i mezi akademickymi a neakademickymi formami
produkce védéni.

Jednim z klicd ke genealogii moderniho pojeti
sluchu je kategorie pozornosti, nové definované jako
jeden ze zakladnich komponent smyslové zkuse-
nosti. Uz koncem 19. stoleti byla reflexe technologic-
kého pokroku spojovana s predstavou percepcniho
pfetiZzeni a s nutnosti pfizpQsobit se rychle se ménici
smyslové texture vnéjsiho svéta. Historik a teoretik
umeéni Jonathan Crary mluvi o dramatické reorgani-
zaci moderni vizuality na konci 19. stoleti v souvislosti
s predstavou selektivni pozornosti jako zakladni
psychické kategorie, ktera vzdy vyZzadovala potlaceni
nebo dokonce anestesii néjaké ¢asti vnimaného
spektra.?* Modernita je tak charakteristicka konkrét-
nimi projevy disciplinovani péti smysl{, které jsou

20 Myles W. Jackson, Harmonious Triads: Physicists, Musicians,
and Instrument Makers in Nineteenth-Century Germany,
Cambridge MA: The MIT Press 2006, s. 14-44.

21 Jonathan Crary, Suspension of Perception: Attention,
Spectacle, and Modern Culture. Cambridge, MA: MIT Press,
2001.
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well as between academic and non-academic forms of
knowledge production.

The category of attention, newly defined as one
of the fundamental components of sensory expe-
rience, is one of the keys to the genealogy of the
modern conception of hearing. It was already in the
late 19th century that reflections on technological de-
velopment introduced the notion of perceptual over-
load and the need to adapt to a dynamically changing
sensory texture of the outer world. Art historian and
theoretician Jonathan Crary talks about a dramatic
reorganisation of modern visuality at the end of the
19th century: based on the fundamental psychological
category of selective attention, it has been argued
that some part of the perceived spectrum always has
to be suppressed or even anesthetised. 2 Thus, mo-
dernity is characterised by specific ways of disciplin-
ing the five senses, which are muted or, conversely,
trained and improved as needed in order to perform
their due functions in diverse areas of human activity
such as education, science, etiquette, or arts. In such
a model, human perception is not only an object, but
also one of the necessary conditions, of inquiry and
experimentation. That alone would be nothing new or
revolutionary. However, it was precisely in that time
period, more than ever, that questions were asked
not only about the credibility and general validity of
sensible knowledge, 22 but particularly about the roles
of individual observers/hearers and the uniqueness
of their subjective perceptions. Central European
physiology (conceived by its founder, Jan Evangelista
Purkyné, as an interdisciplinary field strongly influ-
enced by German Naturphilosophie and with overlaps
to arts and metaphysics) increasingly distinguished
between physiological and cultural-historic aspects of
sensory perception. 23

German romanticist Naturphilosophie also revived
the notion of sound and acoustic vibrations as uni-
versal elements that represent the microcosm-mac-
rocosm relation, one between the internal Innenwelt
and the external Umwelt. According to J. W. Ritter,
the world and all its parts, big or small, are in a con-
stant state of oscillation, one that can be expressed
spatially and temporally through sound. These spatial
figurations of sound were introduced in 1787 by the
above-mentioned Ernst Chladni, whose experiments
with a thin layer of sand on glass or metal plates of
different shapes demonstrated that various acoustic

21 Jonathan Crary, Suspension of Perception:
Attention, Spectacle, and Modern Culture. Cambridge,
MA: MIT Press, 2001.

22 Cf. Anna Kvicalova, Listening and Knowledge

in Reformation Europe: Hearing, Speaking and
Remembering in Calvin’s Geneva, Cham: Palgrave
Macmillan, 2019.

23 Zielinski, fn 16, Erlmann, fn 18.
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frequencies form specific figures (Klangfiguren) on
the surface. Inspired by Lichtenberg’s visualisations
of electric polarity (1777), Chladni’s experiments were
highly popular at the time and sparked the imagina-
tion of many authors, including J. W. Goethe or J. E.
Purkyné, who further refined his works. 24 Such a visu-
al conveyance of sound seemed to be something be-
yond arbitrary, unlike music notation or writing; sound
itself seemed to produce an objective visual record,

a direct reflection of its physical properties.

It was precisely on the background of such
considerations that the relation between the mind,
individual sensory perception, and the outer world
was newly formulated. Purkyné’s famous work on the
so-called subjective vision, also fundamentally relied
on the notion of a vibrating state of the world that can
be best expressed through sound. Purkyné viewed
oscillations and vibrations as the basis of subjective
perception. After his initial sound experiments, he for-
mulated an original theory of perception that assumed
the existence of shared objective causes of both hear-
ing and vision. 25 Thus, modern sound research was
not only complementary to or derived from the study
of visual perceptions, but also represented a distinct
tradition of thought and practice, a mix of thorough
empiricism and experimentation with a belief in uni-
versal music harmony and sound’s ability to articulate
perceptive unity through vibrations and frequen-
cies. 2¢ The notion that any knowledge is inseparable
from the way it is obtained goes back precisely to his-
toric considerations of sound and its ability to define
(and permeate), differently from vision, the boundary
between the individual and the perceived world. Such
an approach was typical not only of the romanticist
Naturphilosophie and a part of the 19th century meth-

24 Zjelinsky, fn 16, p. 159-204; Lada Hubatova-
Vackova, Vnitini zrak. Jan Evangelista Purkyné,
laboratof vizuality a moderni uméni [Inner vision: Jan
Evangelista Purkyné, the visuality lab and modern art],
Umeéni LIll, 2005, p. 566-585.

25 Jan Evangelista Purkyné, Beobachtungen und
Versuche zur Physiologie der Sinne, Bd 1: Beitrage zur
Kenntniss des Sehens in subjectiver Hinsicht. Praha:
Calve, 1819; MULLER-TAMM, J. (2011) “Die Empirie
des Subjektiven bei Jan Evangelista Purkinje. Zum
Verhaltnis von Sinnesphysiologie und Aesthetik im
frithen 19. Jahrhunderts, Studien zur Geschichte
visuelle Kultur um 1800” (Dresden), p. 153-164; Emil
Skramlik - M. Kopecky: Purkynlv pokus o analysu
zvuku [Purkyné’s attempt to analyse sound],
Ceskoslovenska fysiologie V, 1956, No. 4, p. 401-406.
2¢ Zielinsky, fn 16, p. 169-182. Vaclav Cilek, et al, Jan
Evangelista Purkyné: Utrzky ze zapisniku zemFelého
prirodovédce [Jan Evangelista Purkyné: Fragments
from a deceased biologist’s notebook]. Praha:
Academia, 2010.
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podle potfeby utlumovany, nebo naopak trénovany
a vylepsovany tak, aby mohly plnit patficné ulohy
v rozmanitych oblastech lidské ¢innosti, jako byly
vzdélani, véda, etiketa nebo uméni. V takovém
modelu vnimani je tedy lidska percepce nejen
objektem zkoumani a experimentu, ale také jednou
z jeho nutnych podminek. To by samo o sobé nebylo
nic prevratné nového. Pravé v tomto obdobi se vak
vice nez jindy zacinaji klast otazky nejen po dlvéry-
hodnosti a obecné platnosti smyslového poznani, 2
ale predevsim o roli individualniho pozorovatele/
posluchace a unikatnosti jeho subjektivniho viemu.
Stiedoevropska fyziologie - mezioborova véda, po
vzoru svého zakladatele J. E. Purkyné vyznamné ovliv-
néna némeckou naturphilosophii s presahy do oblasti
umeéni a metafyziky - vzrlstajici mérou rozliSovala
mezi fyziologickymi a kulturné-historickymi aspekty
smyslového vnimani. 23

Némeckéa romanticka naturphilosophie ozivila také
predstavu zvuku a akustickych vibraci jako univerzal-
niho prvku, vyjadfujiciho vztah mezi mikrokosmem
a makrokosmem, vnitinim Innenweltem a vnéjsim
Umweltem. Podle J. W. Rittera byl svét a vSechny jeho
Casti, velké i malé, ve stavu neustalé oscilace, casové
i prostorové vyjadritelné prostfednictvim zvuku. Tyto
prostorové figurace zvuku predstavil v roce 1787
jizzminény Ernst Chladni, jehoz pokusy s tenkou
vrstvou pisku na rGzné tvarovanych sklenénych nebo
kovovych destickach ukazaly, Ze odlisSné akustické
frekvence tvofi na povrchu specifické obrazce
(Klangfiguren). Chladniho pokusy, samy inspirované
Lichtenbergovymi vizualizacemi elektrické polarity
(1777), byly ve své dobé velmi popularni a podnitily
imaginaci mnoha autor( véetné J. W. Goetheho nebo
J. E. Purkyné, ktery jeho prace dal upresnil.?* Zdalo
se, ze obrazovy zaznam zvuku nemusi byt jen vysled-
kem arbitrarniho rozhodnuti, jako v pfipadé notového
zapisu nebo pisma, ale Ze samotny zvuk produkuje
objektivni vizualni zapis, ktery je pfimym odrazem
jeho fyzikalnich vlastnosti.

22 Srov. Anna Kvicalova, Listening and Knowledge in
Reformation Europe: Hearing, Speaking and Remembering in

Calvin’s Geneva, Cham: Palgrave Macmillan, 2019.

23 Zjelinski, pozn. 16, Erlmann, pozn. 18.

24 Zielinsky, poz. 16, s. 159-204; Lada Hubatova-Vackova, Vnitrni
zrak. Jan Evangelista Purkyné, laboratofr vizuality a moderni
umeéni, Uméni LIlI, 2005, s. 566-585.
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Vztah mezi mysli, individualni smyslovou percepci
a vnéjsim svétem byl nové formulovan pravé na
pozadi podobnych uUvah. Slavna prace J. E. Purkyné
o tzv. subjektivnim zraku, nebo také ,zrakovém
nazoru”, byla ve svém zakladu také zalozena na pred-
stavé vibrujiciho stavu svéta, nejpfesnéji vyjadireného
pravé zvukem. Purkyné chapal oscilace a vibrace jako
zédklad subjektivniho vnimani a po pocatecnich expe-
rimentech se zvukem vytvoril vlastni teorii percepce,
pracujici s predstavou spolec¢nych objektivnich pricin
sluchu a zraku. 2®* Moderni vyzkum zvuku tedy nebyl
pouze doplnkem nebo derivatem studia zrakovych
viemd, ale predstavoval také svébytnou tradici
mysleni a praxe, kombinujici dikladny empirismus
a experiment s virou v hudebni harmonii vesmiru
a ve schopnost zvuku artikulovat jednotu percepce
prostfednictvim vibraci a kmitoc¢td. ?¢ Predstava, ze
jakékoli poznani je neoddélitelné spojeno se zpUso-
bem jeho ziskavani, vychazi pravé z historickych uvah
o zvuku a jeho schopnosti definovat (a prostupovat)
hranici mezi jedincem a vnimanym svétem odlisné,
nez to déla zrak. Takovy pfistup byl typicky nejen
pro romantickou naturphilosophii a ¢ast metody
védeckého popisu svéta 19. stoleti, ale predzname-
nal moderni pojeti subjektu a vnimatelného svéta,
které se v rliznych podobach projevilo v uméni
20. a 21. stoleti.

Piekladani zvuku do obrazu

Pokusy vizualné zachytit zvuk, at uz formou
ilustraci, diagramd nebo mentélnich obrazli, zname
uz od starovéku. Historicky proménlivé jsou vSak
motivace obrazového vyjadieni zvuku a pokus(
o prostorovou figuraci jevd, které za béznych
okolnosti nelze pozorovat pouhym okem. Zapadni
modernita investovala mnoho ¢asu, prostiedkd

28 Jan Evangelista Purkyné, Beobachtungen und Versuche zur
Physiologie der Sinne, Bd 1: Beitrdge zur Kenntniss des Sehens
in subjectiver Hinsicht. Praha: Calve, 1819; MULLER-TAMM, J.
(2011) “Die Empirie des Subjektiven bei Jan Evangelista Purkinje.
Zum Verhaltnis von Sinnesphysiologie und Aesthetik im friihen
19. Jahrhunderts, Studien zur Geschichte visuelle Kultur um
1800" (Dresden), s. 153-164; Emil Skramlik - M. Kopecky:
Purkyftiv pokus o analysu zvuku, Ceskoslovenska fysiologie V,
1956, ¢. 4, s. 401-4086.

26 Zielinsky, pozn. 16, s. 169-182. Vaclav Cilek, et al, Jan
Evangelista Purkyné: Utrzky ze zapisniku zemfelého
pfirodovédce. Praha: Academia, 2010.
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od of scientific description of the world, but it also
foreshadowed the modern conception of the subject
and the perceptible world that emerged, in various
ways, in 20th and 21st century art.

Translating sound into image

Attempts to capture sound visually, whether
through illustrations, diagrams or mental images,
date back to antiquity. What has changed throughout
history, though, are the motivations behind visual con-
veyance of sound and attempts for a spatial figuration
of phenomena that cannot be normally observed with
the naked eye. Western modernity invested a great
deal of time, money and invention in the efforts to vi-
sually capture and express phenomena like magnetic
field, electricity, or sound. The notion that sound and
other sensory perceptions give rise to inner images in
human mind, i.e. that they are stored in visual form,
was in the heart of ancient and later medieval memory
techniques, the so-called ars memorativa, and mod-
ern scholars, too, like the above-mentioned Chladni,
Purkyné, or Goethe, engaged in the quest for objec-
tive principles of translating sound into visual form. 27
In the 1960s, their sound vibration experiments were
directly followed up on by Hans Jenny, a Swiss physi-
cian, artist and researcher whose spatial figurations of
the human voice and language importantly influ-
enced intermedia art. 28 Jenny went in the footsteps of
authors who viewed acoustic vibrations as a unifying
natural principle, one that defines various forms of the
material world, including human health.

In addition to attempts to capture sound phe-
nomena on sand or water surface, the development
of photography also played an important role in visu-
alisation of sound. In the 1920s, Franz Max Osswald
of the ETH Zurich applied acoustics labs pioneered
the so-called schlieren technique to capture sound

27 Plato’s Theaetetus represents the classic source
of this idea; for a more detailed discussion, see Mary
Carruthers, The Book of Memory: A Study of Memory
in Medieval Culture, Cambridge: Cambridge University
Press, 2008, p. 21-23; and Frances Yates, The Art of
Memory, London: Routledge, 1966.

28 Hans Jenny, Cymatics: The Study of Wave
Phenomena. A complete compilation of the original
two volumes (1967/1974), Eliot, ME: MacroMedia
Publishing, 2001. Jenny worked with an apparatus of
his own making, the tonoscope, to directly control
sound frequencies and amplitudes, thus allowing

for a more detailed study of the human voice. When
studying visual transcripts of some languages’
phonetics, he also set out on a quest for a “sacred
language” whose sound would be able to directly
influence the material world, heal the body etc.
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photochemically - a sound photography. 2 Albeit
Osswald’s visualisations did not allow for studying
new aspects of sound and were criticised by contem-
poraries as imprecise and reductionist, they became
highly popular at their time. A fundamentally similar
example, Bell Labs’ voiceprint identification, reached
its height in the second half of the 20th century and
importantly shaped, among others, the practice of
Czechoslovak forensic fonoscopy. 3° Based on the
assumption that the human voice exhibits equally
reliable individual characteristics as fingerprints, fo-
rensic science developed spectrographic techniques
for objective visualisation of sound. Sonograms, i.e.
voice images thus produced, were ultimately rather
complementary to forensic listening analysis and
served as court evidence of the validity of acoustic
analysis. Although the information on the observed
phenomena produced by the above sound imaging
techniques was not fundamentally different from
or more detailed than that acquired by hearing, the
techniques were still frequently used. In addition to
their aesthetic value, which also sparked curiosity, like
in the case of Chladni or Jenny’s figurations, the visual
articulations of sound seem to have met a different
type of demand. While Osswald’s photographs did not
shed light on new aspects of sound, they had high ex-
planatory value for laymen and experts alike; like voice
sonograms, they worked affirmatively, i.e. supported
something that was already known.

As opposed to listening, sound images facilitate
rapid comparison of different records and provide
a useful means of communication. At the same time,
they satisfy the demand for a visual type of evidence
which, beyond its potential secondary value, legiti-
mises the objective and scientific status of a piece of
knowledge. Albeit sound and hearing may operate as
distinct instruments of academic as well as non-aca-
demic knowledge and may provide specific informa-
tion, e.g. about relations in a specific environment
(see Michal Kindernay’s chapter on acoustic ecology),
they have not yet become the gold standard. The sta-
tus of these instruments is, both consciously and un-
wittingly, shaped by the cultural stereotypes we have

29 Sabine von Fischer, A Visual Imprint of Moving
Air: Methods, Models, and Media in Architectural
Sound Photography, ca. 1930, Journal of the Society of
Architectural Historians 76, 2017, No. 3, p. 326-348.
30 Anna Kvicalova, “The search for auditory
objectivity in the Czechoslovak fonoskopy”, draft
paper presented at the Slicing Sound workshop,
Berlin 11/10, 2019; Jan Malek - Vaclava Musilova,
Fonoskopie [Forensic phonetics]. Praha: 1989; see
also Xiaochang Li - Mara Mills, Vocal Features:
From Voice Identification to Speech Recognition by
Machine, Technology and Culture, Volume 60, 2019,
supplement No. 2, p. 129-160.

The Lost Key to European Modernity

a invence do snah vizualné postihnout a vyjadfrit
jevy jako magnetickou silu, elektfinu nebo zvuk.
Predstava, ze zvuk i jiné smyslové vjemy vyvolavaji
v lidské mysli vnitini obrazy, tedy ze se smyslova
percepce uklada ve vizualni formé, byla zakladem
uz antickych a pozdéji sttredovékych pamétovych
technik, tzv. artis memorativae, a pokusy nalézt
objektivni zdsady pro preklad zvuku do obrazové
podoby zaméstnavaly i moderni u¢ence, jako

byli jiz zminéni Chaldni, Purkyné nebo Goethe. 2’
V 60. letech 20. stoleti na jejich pokusy se zvuko-
vymi vibracemi pfimo navazal Hans Jenny, Svycar-
sky lékat, umélec a vyzkumnik, jehozZ prostorové
figurace lidského hlasu a jazyka mély podstatny
vliv na intermedialni uméni.2® Jenny byl dalSim

v fadé autorU, ktefi povazovali akustické vibrace
za jednotici pfirodni princip, ktery definuje formy
materialniho svéta vcetné lidského zdravi.

Kromé pokusd zachytit zvukové jevy pomoci
obrazct v pisku nebo na hladiné hral ve vizuali-
zaci zvuku vyznamnou ulohu rozvoj fotografie. Ve
Svycarskych laboratorich aplikované akustiky na
ETH v Curychu predstavil ve 20. letech Franz Max
Osswald tzv. ,schlieren technique”, tedy techniku
fotochemického zachyceni zvuku, zvukovou foto-
grafii.?? Prestoze Osswaldovy vizualizace neumoz-
novaly zkoumat nové aspekty zvuku a soucasniky
byly kritizovany jako nepresné a reduktivni, staly
se ve své dobé velmi popularnimi. Jinym, i kdyz
v zdsadé podobnym prikladem, byl vyzkum tzv.
Lotiskd hlasu” (voiceprint identification) v Bellovych

27 Klasickym zdrojem této ideje je Platonliv Theaetetus; pro
podrobnéjsi diskuzi viz Mary Carruthers, The Book of Memory:
A Study of Memory in Medieval Culture, Cambridge: Cambridge
University Press, 2008, s. 21-23; a Frances Yates, The Art of
Memory, London: Routledge, 1966.

28 Hans Jenny, Cymatics: The Study of Wave Phenomena.

A complete compilation of the orginal two volumes (1967/
1974), Eliot, ME: MacroMedia Publishing, 2001. Jenny pracoval

s pristrojem vlastni vyroby, tonoscopem, ktery umoznil pfimo
kontrolovat zvukové frekvence a amplitudy a tedy podrobnéji
zkoumat lidsky hlas. Studium vizualniho pfepisu fonetiky
nékterych jazykl jej vedlo mimo jiné k hledani ,posvatného
jazyka“, jehoz zvuk by dokazal pfimo ovlivihovat materialni svét,
|écit télo atp.

29 Sabine von Fischer, A Visual Imprint of Moving Air: Methods,
Models, and Media in Architectural Sound Photography, ca.
1930, Journal of the Society of Architectural Historians 76, 2017,
¢. 3, s.326-348.
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laboratofich, ktery dosahl svého vrcholu ve druhé
poloviné 20. stoleti a vyznamné se promitl napf.

i do ¢innosti ceskoslovenské kriminalistické fono-
skopie.*° Forenzni véda pracovala s pfedstavou, Ze
lidsky hlas obsahuje stejné spolehlivé individualni
charakteristiky jako otisk prstu a vyvijela techniky
objektivniho vizualniho zapisu zvuku pomoci
spektrografu. Sonogramy, tedy obrazy hlasu vzniklé
timto zplUsobem, byly ve vysledku spise dopliikem
expertni poslechové analyzy a byly vyuzivany jako
doklad spravnosti akustické analyzy pfed soudem.
Zminéné priklady obrazového zachyceni zvuku
neumoznovaly ziskat o sledovanych jevech zasadné
presto hojné vyuzivané. Kromé estetické hodnoty,
ktera navic podnécovala zvédavost, jako v pripadé
Chladniho nebo Jennyho figuraci, se zd3, Ze tyto
vizualni artikulace byly zaroven odpovédi na jiny typ
poptavky. Osswaldovy fotografie sice neobjasno-
valy nové skute¢nosti o povaze zvuku, ale mély vel-
kou explanac¢ni hodnotu smérem k laické i odborné
verejnosti a podobné jako hlasové sonogramy
fungovaly afirmativné, tedy potvrzovaly néco, co uz
se védélo.

Zvukoveé obrazy oproti poslechu umoznuji
rychlejsi komparaci riznych zaznamu a jsou
dobrym prostfedkem komunikace. Zaroven uspo-
kojuji poptavku po vizualnim typu ddkazu, ktery,

i kdyZz mUze mit sekundarni hodnotu, legitimizuje
objektivni a védecky status konkrétniho poznani.
Ackoli zvuk a sluch mohou fungovat jako svébytné
nastroje akademického i neakademického védéni
a mohou poskytovat specifické informace napfr.

o vztazich v konkrétnim prostredi (viz kapitola

o akustické ekologii Michala Kindernaye), stale
nejde o standardné vyuzivané instrumenty a jejich
status je, védomeé i nevédomé, ovlivnén kultur-
nimi stereotypy, jako je subjektivita, emocionalita
a efemérnost, které jsme si zvykli se zvukem pojit.

32 Anna Kvicalova, ,The search for auditory objectivity in

the Czechoslovak fonoskopy, ,draft ¢lanku prezentovany na
workshopu Slicing Sound, Berlin 11/10, 2019; Jan Malek - Vaclava
Musilova, Fonoskopie. Praha: 1989; viz také Xiaochang Li - Mara
Mills, Vocal Features: From Voice Identification to Speech
Recognition by Machine,” Technology and Culture, Volume 60,
2019, suplement ¢. 2, s. 129-160.
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RiiZena Zatkova (1885-1923)

RGzena Zatkova, Senzibilita, hluky a rytmické sily, 1916,
rekonstrukce 2011

Asamblaz z nestalych materialu jako klize, celofan, sklo

a dfeva byla pokusem do hmoty a tvar( prevést zvuk

a pohyb demoli¢niho stroje nedaleko umél¢ina ateliéru

v Italii. Tvarovou rekonstrukci navrhl Michal Gabriel a na 3D
tiskarné vyrobila firma MCAE Systems v roce

RUZena Zatkova, Sensitivity, Noises and Rhythmic Forces, 1916,
reconstruction, 2011

The assemblage made of unstable materials such as leather,
cellophane, glass and wood was an attempt to transform

the sound and movement of a demolition machine near

an artist's studio in Italy into matter and shape. The shape
reconstruction was designed by Michal Gabriel and produced
by a MCAE Systems company in a 3D printer.

Siréna, Charles Cagniard de la Tour (1777-1859), rytina,
Londyn, 1874, souce: Wikimedia Commons

Sirén, Charles Cagniard de la Tour (1777-1859), Engraving,
London, 1874, source: Wikimedia Commons

Anna Kvicalova / Sound: The Lost Key to European Modernity

grown to associate with sound such as subjectivity,
emotionality and ephemerality.

Coined by R. Murray Schafer in his acoustic ecolo-
gy project, 31 the term soundscape and its success
can be viewed as part of the attempt to reconfigure
the modern regime of perception that is based on
visual description of the world. The so-called acoustic
turn, initiated by acoustic ecology, increased general
sensitivity to the sounds of the environment and
motivated researchers, artists and laypeople alike
to search for new instruments of learning about the
world and ways of representation of its changes. Yet
acoustic ecology, too, often works with binary cate-
gories based on visual perception of space, such as
a clearly delimited observing (or listening!) subject
and the world that lies before him/her. In some cases,
sound art has taken the next step and followed up
on the tradition of experimenting with articulation of
time, of present and of the relation between people
and their environment. 32 The properties ascribed to
sound, whether rightly or wrongly, such as ephemeral-
ity, finitude and fluidity, can be studied as both perfor-
mative and rhetoric means to setting new boundaries
between the human and the non-human, culture and
nature, or subjects and objects, boundaries that nat-
ural and social scientists have been rethinking in con-
temporary debates on the Anthropocene. Sound art
may contribute creatively to exploring, permeating,
and redrawing such boundaries, bringing attention to
the ways the listener emerges from complex relations
with the resonating, oscillating world.

The writing of this paper has been funded by the
Czech Science Foundation under the research project,
The Second Sense: Sound, Hearing and Nature in
Czech Modernity (20-30516

31 Raymond Murray Schafer, The Soundscape: Our
Sonic Environment and the Tuning of the World,
Toronto: McClelland and Stewart, 1994/1977; Barry
Truax, Soundscape Studies: An Introduction to the
World Soundscape Project, Numus West 5, 1974,

p. 36-39.

32 See e.g. the experimental work of Turner Prize
(2010) laureate Susan Philipsz, on permeability of the
boundaries between people and their environment.

Uspé&ch pojmu soundscape, ktery v projektu akus-
tické ekologie pfived| k Zivotu R. Murray Schafer, 3*
mUzeme chapat jako soucast pokusu o rekonfiguraci
moderniho rezimu vnimani, zalozeném na vizualnim
popisu svéta. Tzv. ,acoustic turn”, u jehoz pocatku
stala zvukova ekologie, zvysil obecnou vnima-
vost vUci zvukam prostiedi a motivoval badatele,
umélce i laickou vefejnost k hledani novych nastrojl
pro poznavani svéta a zplsobU reprezentace jeho
zmén. | akusticka ekologie vsak Casto pracuje
s binarnimi kategoriemi, zalozenymi na vizualnim
rozloZeni prostoru, jako je jasné ohrani¢eny pozoru-
jici (nebo naslouchajici!) subjekt a svét, ktery se pred
nim rozklada. Zvukové umeéni jde vsak v nékterych
pfipadech jesté dal a navazuje na tradici experimentu
s artikulaci ¢asu, pfitomnosti a vztahu mezi ¢lovékem
a prostfedim. 32 Vlastnosti - at uz pravem nebo nepra-
vem - prisuzované zvukovosti jako prchavost, konec-
nost a promeénlivost, tak mohou byt prozkoumany
jako performativni i rétorické prostfedky, umoznujici
nové ustavovani hranic mezi lidskym a ne-lidskym,
kulturou a pfirodou nebo subjekty a objekty, které
pfirodni a spolecenské védy znovu promysli v sou-
¢asnych debatach o antropocénu. Zvukové uméni
mUze kreativné pfispét k ohledavani, prostupovani
a prekreslovani podobnych hranic a prfenést pozor-
nost k tomu, jak se posluchac vynotuje z komplex-
nich vztahU s rezonujicim, chvéjicim se svétem.

Tento text vznikl v rdmci vyzkumného projektu The Second
Sense: Sound, Hearing and Nature in the Czech Modernity
(20-30516Y) financovany GACR.

31 Raymond Murray Schafer, The Soundscape: Our Sonic
Environment and the Tuning of the World, Toronto: McClelland
and Stewart, 1994/1977; Barry Truax, Soundscape Studies: An
Introduction to the World Soundscape Project, Numus West 5,
1974, s. 36-39.

32 iz napt. prace Susan Philipsz, laureatky Turnerovy

ceny (2010), ktera ve své praci se zvukem experimentuje

s prostupnosti hranic mezi ¢lovékem a jeho prostiedim.
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Déjiny zvuku ve vizudlnim uméni jako
déjiny experimentalniho mysSleni

The History of Sound in the Visual Arts
as the History of Experimental Thinking

Jitka Hlavackova
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Miroslav Ponc, Kresba ¢. 1, kolem 1925, kombinovana technika
(papir, sololit) 52x151 cm, Galerie hlavniho mésta Prahy

Miroslav Ponc, Drawing Nr. 1, around 1925, combined technique
(paper, sololit) 52x151 cm, Prague City Gallery
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.(...) silencing the ego, so that the rest of the world has a chance to enter into the ego’s

own experience...”’ John Cage

V roce 1966 zformuloval performer a teoretik
hnuti Fluxus Dick Higgins své prvni legendarni
prohlaseni k aktualnimu vyvoji uméni pod ndzvem
Statement on Intermedia. Mimo jiné v ném uvadi:
.V poslednich asi tak deseti letech prechazeji umélci
podle situace od jednoho média k druhému, a to
v takové mife, Ze tato média ztratila své tradicni
formy a staly se z nich pouhé referen¢ni body. (...)
Intermedialni pristup klade ddraz na dialektiku mezi
médii. Netvofi-li autor pro véechna média a pro
svdj svét, je mrtvy.” 2 Tri Ctvrté roku po Statement
on Intermedia nasledovalo v kvétnu 1967 dalsi
Higginsovo prohlaseni s nazvem Against Movements,
v némz analyzuje situaci jednotlivych vytvarnych
.médii” a kritizuje jejich ,mddni” déleni do umélych
kategorii - movements.

Snahy o revizi pevnych hranic uméleckych
kategorii se objevovaly béhem celé historie jejich
vytvareni. Dekonstrukce odlidsténého, racionalisticky
budovaného systému oddélenych disciplin byla jed-
nim z hlavnich programd moderny. Explicitné se tim
zabyvali futuristé i dadaisté, nejradikalnéji definoval
svlj antisystémovy pfistup - jakozto anti-art® - ve
druhé dekadé 20. stoleti Marcel Duchamp. Presto je
Higginsliv Statement on Intermedia zfejmé prvnim
textem, v némz je konkrétné definovan pojem inter-
medialita.* Hnacim motorem zminénych i dalsich
hnuti byla predevsim snaha o realny, ,autenticky”
prozitek: ,Stejné, jako tomu bylo u kubist(, Zadame
i my o novy pohled na svét, jde vSak o zmény

1 Cage, Lecture on the weather, 1975 - viz Joan Retallack,
Poethics of a Complex Realism, in: Marjorie Perloff - Charles
Junkerman (eds.), John Cage. Composed in America, Chicago:
The University of Chicago Press, 1994, s. 270.

2 Dick Higgins, Statement on Intermedia, 3. zafi 1966, New
York, preklad Martin Micka.

3 Theodor Adorno v reakci na tvorbu Marcela Duchampa,
ktery byl ziejmé prvnim, kdo (v roce 1914) pouzil termin

anti-art v souvislosti se svymi ready-mades, uvedl: ,(...) even
the abolition of art is respectful of art because it takes the

truth claim of art seriously.” Theodor W. Adorno, Asthetische
Theorie, ed. Gretel Adorno, Rolf Tiedemann, Frankfurt am Main:
Suhrkamp Verlag, 1970.

4 Dick Higgins, Statement on Intermedia, in: Wolf Vostell (ed.),
Dé-coll/age (décollage) * 6, Frankfurt: Typos Verlag, - New York:
Something Else Press, 1967.
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In 1966, Dick Higgins, a performance artist and
influential supporter and theorist of the Fluxus move-
ment, formulated what was to become a legendary
pronouncement on the latest developments in art en-
titled Statement on Intermedia. “For the last ten years
or so, artists have changed their media to suit this situ-
ation, to the point where the media have broken down
in their traditional forms, and have become merely
puristic points of reference. (...) This is the intermedial
approach, to emphasise the dialectic between the me-
dia. A composer is a dead man unless he composes for
all the media and for his world.”* Less than a year later,
Higgins followed this up with another text entitled
Against Movements, in which he analyses the situation
in individual artistic media and criticises the fashion for
dividing them into artificial categories or movements.

Attempts to deconstruct theoretical categories
have been a constant feature of certain spheres of art,
since a ceaseless striving for innovation is what art is
about. Yet though the process of crossing established
boundaries continues apace, normative aesthetics
and conventional creative approaches continue to
perceive individual domains as inherently discrete.
The deconstruction of a dehumanised, rationally
constructed system of individual disciplines was one
of the main tasks set by modernism. The Futurists
and Dadaists were quite clear on the concept, and
in the 1910s Marcel Duchamp adumbrated this
approach most radically as anti-art. 2 Nevertheless,
Higgins’s Statement on Intermedia is the first text to
offer a concrete definition of the term intermediality®
The driving force behind the movement was the quest
for a real, authentic experience: “As with the cubists,
we are asking for a new way of looking at things, but
more totally, since we are more impatient and more
anxious to go to the basic images.” 4

1 Dick Higgins, “Statement on Intermedia”, 3 August
1966, New York, available at http://www.professores.
uff.br/ricardobasbaum/wp-content/uploads/
sites/164/2018/03/Dick-Higgins-Statement-on-
Intermedia.pdf (accessed on 17 April 2019).

2 When reacting to the work of Marcel Duchamp,
probably the first to use the term anti-art in
connection with his readymades, Theodor Adorno
stated that “..The idea of its [art’s] abolition does

it homage by honoring its claim to truth.” (Adorno,
Theodor W. Aesthetic Theory. Ed. Gretel Adorno and
Rolf Tiedemann, trans. Robert Hullot-Kentor, The
Athlone Press, London, 1997)

3 (Dick Higgins, “Statement on Intermedia”, in: Wolf
Vostell (ed.): Dé-coll/age (décollage) * 6, Typos Verlag,
Frankfurt - Something Else Press, New York 1967.)

4 See footnote 2.

Our publication attempts to combine several tem-
poral and local levels on a joint thematic base, namely
the development of sound experimentation and its ar-
tistic forms. Though we are operating in the sphere of
art, in which the tendency is to think primarily of the
creative, i.e. often intuitive, dimension, a number of
parallels exist with purely scientific experimentation.
The word experiment comes from the Latin experiri,
meaning to try out empirically. In the art world too
an experiment can be defined as “a kind of pre-con-
ceptual sphere in which we proceed to the creation
of meaning from the very start.”® A focus on authentic
experience is what links most of the artists who decid-
ed to explore sound as an important reference point
of human existence. Later on in this text | shall draw
on several examples to demonstrate the different
approaches taken to experimentation in the sphere of
sound art and how they were influenced by science.

Optics and Psychology: the Perception
of Colours and Tones

For the greater part of human history, experi-
mentation in art has gone hand in hand with scientif-
ic experimentation, as Miroslav Venhoda explains in
his reflections upon the relationship between science
and art at the end of the Middle Ages. During this
time, the artist “was not so constrained by specif-
ic external expressive material - the musician by
sound, the painter by colour, etc. Instead, everyone
based their activities on the same stabilised bases
(...) derived from philosophical structure. (...) Artists
(...) were also scientists in the sense that the word
was used at that time.” ¢Though this “philosophical
structure” changed over time, up until the late mod-
ern period it centred on the idea of a universal order
based on a mathematically determined foundation,
albeit one influenced by Christianity and, later on,
other esoteric sources, which unified the way that
artists approached architecture, painting, sculpture
and music.” The spheres that, by their very nature,
formed bridges between art and science - for our
purposes optics, acoustics and psychology (the
theory of perception) - repeatedly sought and often
found mutual points of intersection, for instance in
an exploration of the psycho-physical process as it
applied to the perception of colour and sounds.

5 Nabélek, K. “Some Remarks on the Concept of
Experiment and its Role in Critical Theory Discourse”.
Sesit pro umeéni, teorii a pfibuzné zony, vol. 17, 2014,
pp. 7-19.

¢ Miroslav Venhoda, Uvod do studia gregorianského
choralu, Praha, Vysehrad, 1946.

zasadnéjsi, nebot jsme méné trpélivi a Zene nas vétsi
touha proniknout k zékladnim obrazdm.”®

V tomto textu se pokusim propojit vzdalené
¢asové i mistni roviny na spoleéném tematickém
zakladé, jimz je vyvoj zvukového experimentu a jeho
vizualnich podob. PfestoZe se odehrava v ryze
uméleckeé sfére, kde je zvykem uvazovat primarné
o kreativnich, ¢astéji tedy intuitivnich aspektech,
vyvstavaji v nasem kontextu urcité stycné momenty
s experimentem ve védé. Analogicky |ze experiment
v uméleckém ramci popsat jako usilovani o primarni
zkusenosti, ,jakousi pfedpojmovou sféru, v niz od
zazitku prechazime k tvorbé vyznamu”.® Zaméreni
na autentickou zkusenost je prave to, co spojuje
vétsinu autorq, ktefi se rozhodli vénovat zkoumani
zvuku coby vyznamného referencniho pfiznaku lidské
existence. Dale se pokusime na nékolika prikladech
ukazat rlizné pfistupy k uméleckému experimentu na
poli zvukového umeéni a jejich inspirace védeckymi
metodami.

Optika a psychologie: teorie vnimani barev a tont
Dlouho stal experiment v uméni po boku védec-
kého experimentu tak, jak popisuje Miroslav Venhoda
v Uvaze o vztahu védy a uméni koncem stredovéku,
kdy umélec ,nebyl tak uzce omezen na svUj speci-
ficky vnéjsi vyrazovy material: hudebnik na zvuk,
malif na barvu, ale vSichni vychazeli ze stejnych,
uréitym zplGsobem stabilizovanych zakladen (...)
vyvozenych z filosofické struktury. (...) Umélci (...) byli
soucasné i védci v tehdejsim slova smyslu.”” Jakkoliv
se tato ,filosoficka struktura” v case proménovala,
jeji zaklad spocival az do pokrocilého novovéku
v predstavé univerzalniho fadu, zalozeného na
matematickém, byt kiestanstvim a pozdéji rliznymi
esoterickymi vlivy silné determinovaném schématu,
ktery sjednocoval vychodiska pro architekturu,
malbu, plastiku i hudbu. Obory, které ze své podstaty
tvori mosty mezi uménim a védou, pro nas predevsim
optika, akustika a psychologie (teorie vnimani), vsak
opakované hledaji - a Casto také nalézaji - vzajemné

5 Viz pozn. 2.

6 Kamil Nabélek, Poznamky k pojmu experiment a jeho roli

v kriticko-teoretickém diskursu, Sesit pro umeéni, teorii a pfibuzné
zoény, vol. 17, 2014, s. 19.

7 Miroslav Venhoda, Uvod do studia gregorianského choralu,
Praha: Vysehrad, 1946.

29



praniky, napfiklad formou zkoumani psychofyzickych
procesl v oboru vnimani barev a zvuk.

Termin barevna hudba neboli optofonie® vychazi
podle némeckého muzikologa Jérga Jewanského?
z psychologickych a psychofyzickych predpokladd.
Témi jsou tzv. barevné slyseni*® nebo naopak tzv.
tonové vidéni, podle okolnosti také synestezie,
synopsie nebo podvojné umélecké zaméreni. Umeéni
vychazejici z ,barevné hudby” vyuziva predevsim
spojeni mezi zrakovou a sluchovou ¢innosti. Tzv.
synopsie oznacuje jakékoliv spojeni zrakového
a sluchového vjemu, synestezie zase oznacuje tzv.
dvojity pocit - spojeni dvou smyslovych oblasti v aktu
vnimani nebo predstavovani si. Vyzkum synestezii je
v souvislosti s vytvarnym umeénim jednou z nejvice
problematizovanych oblasti - od poloviny devatenac-
tého stoleti byly publikovany stovky praci z oblasti
neurologie, psychologie ¢i psychiatrie, uméni nebo
lingvistiky. Z bezpoctu svédectvi Ize uvést napfiklad
vypovédi hudebnich skladateld Gyorgye Ligetiho
(1923-2006) a Oliviera Messiaena (1908-1992), **
ktefi se oba k synestetickym schopnostem explicitné
hlasili. Zejména Messiaen patfi mezi nejlépe ,védecky
zdokumentované synestetiky”. Jeho forma barev-
ného slyseni byla obousmérna: zvukové udalosti

8V podstaté jiny termin pro spojeni audiovizualni tendence.
Vyraz optofonicky pouzil ¢esky hudebni pedagog E. Berka v roce
1958 v souvislosti s problematikou nacviku pisni intenzivnim
osvojovanim notacniho a vibec grafického zaznamového
principu.

9 Jorg Jewanski, Barvy a hudba, kompilace z ¢lankd autora

v lexikonu Die Musik in Geschichte und Gegenwart, 1994-2008,
in: Manifesty pohyblivého obrazu: Barevna hudba, Olomouc:
Pastiche Filmz, 2010, s. 13-26.

12 Nezaménujme barevné slySeni s barevnou hudbou. Barevna
hudba (optofonie) byva definovana jako audiovizualni projev,

v némz hudba a viditelna kineticka akce simultanné vystupuji
jako viceméné rovnocenné esteticko-umélecké slozky. Srov. Jifi
Fukac - Jifi Vyslouzil, Slovnik ¢eské hudebni kultury, Praha: Editio
Supraphon 1997, s. 658.

11 7Zdenék Bartosik (2014): Ligeti se ke svym synesteziim vyjadfril
pomérné struc¢né, spise obecné, napf. vtomto smyslu: ,Mé
vnimani je synestetické. Zvuky se mi spojuji s barvami a tvary.
Citim, Ze vSechna pismena maji, mimo svUj tvar, také svou
barvu. Nemam absolutni hudebni sluch, takze kdyz reknu, ze je
C moll rezava, cervenohnéda a D moll hnéda, tak to neprameni
ze vztahu k urc¢itému typu ladéni (ténovym vyskam), ale ze
synestetického vidéni graféma, v tomto pfipadé pismen C a D.*
Srov. Josef Hausler - Gyorgy Ligeti - Claude Samuel - Péter
Varnai, Ligeti in conversation, London: Eulenburg Books, 1983,
s. 58.
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According to the German musicologist Jorg
Jewanski, 7 colour music, or optophony as it is some-
times known, 8 is based on psychological and psy-
cho-physical antecedents. These are colour hearing, ¢
or its antithesis tonal vision, synaesthesia, synopsia,
and a dual artistic focus. Though not everyone exhibits
symptoms, the condition is often prevalent amongst
musicians. Art based on colour music draws primarily
on the link between the activities of the visual and au-
ditory apparatuses. Synopsia refers to any combination
of visual and auditory perception, while synaesthesia
refers to a dual feeling, the unintentional combina-
tion of two sensory spheres in the act of perceiving
or imagining. Research into synaesthesia is the most
problematic sphere in respect of fine art, and hundreds
of studies have been published since the mid-20th
century in the fields of neurology, psychology and psy-
chiatry, aesthetics and linguistics. In the 20th century,
the composers Gyorgy Ligeti (1923-2006) and Olivier
Messiaen (1908-1992) 1@ both claimed to possess
synaesthetic abilities. Messiaen especially is one of
the best researched synaesthetes. His colour hearing
worked in two directions, i.e. not only did sound events
evoke colour patterns, but colour stimuli were associ-
ated with sounds, according to detailed analyses of his
works with a large degree of internal consistency. 11

7 Jorg Jewanski, Colour and Music, a compilation

of articles contained in Die Musik in Geschichteund
Gegenwart 1994-2008, in: Manifesty pohyblivého
obrazu: Barevnd hudba, Pastiche Filmz, Olomouc
2010, pp. 13-26.

8 Basically another way of talking about the audiovisual.
The term “optophonic” was used by the Czech music
teacher Emil Berka in 1958 in association with the
teaching of a song by means of the intensive acquisition
of a notational or graphic recording principle.

9 We should not confuse colour hearing with colour
music. The latter (optophony) is defined as an audiovisual
phenomenon in which music and visible kinetic action
simultaneously enter into a more or less equal aesthetic-
artistic entity. Cf. Fukac, Jifi; Vyslouzil, Jifi. Slovnik ¢eské
hudebni kultury. Editio Supraphon Praha 1997, p. 658.

1o Bartosik 2014: Ligeti had the following to say
regarding his synaesthesia: “| am inclined to
synaesthetic perception. | associate sounds with
colours and shapes. Like Rimbaud, | feel that all letter
have a colour. | do not have perfect pitch, so when

| say that C minor has a rusty red-brown colour and

D minor is brown, this does not come from the pitch
but from the letters C and D.” Cf. Hausler, Josef;

Ligeti, Gyoérgy; Samuel, Claude; Varnai, Péter. Ligeti in
conversation. London: Eulenburg Books 1983, p. 58.
11 Cf. Bernard, Jonathan W. “Messiaen’s Synaesthesia:
The Correspondence between Color and Sound
Structure in His Music”. Music Perception: An
Interdisciplinary Journal Vol. 4, No. 1 Fall, 1986, p. 41-68.

However, reflections upon this sensory process
first begin long ago. We find references to the links
between colours and tones and the relationship
between metre, tonal scale and colour sequence in
the Vedas of ancient India. Our idea of the har-
mony of both music and colour is taken from the
Pythagoreans, who defined the colour spectrum as
a register divided into seven colours and a scale of
seven tones. Both were aspects of the cosmological
model of the seven known planets overarched by
the music of the spheres. Aristotle’s study on these
themes was substantially more physical in nature and
remained the second pillar of the science of sensory
perception up until the 17th century. In the first of his
Parva Naturalia entitled On Sense and the Sensible, 12
Aristotle outlines the direct link between the percep-
tion of the consonance of certain musical intervals
(harmony) and colour combinations on the basis of
the same mathematical ratios. In the Renaissance,
Pythagorean cosmological theories especially, in-
cluding the harmony of tones and colours, were very
prevalent and updated by, among others, Leonardo
da Vinci. It was around this time that projects emerge
involving the first colour (and physical) instruments,
such as the Arcimboldo lute. The Jesuit Athanasius
Kircher played a decisive role in this respect, declaring
sound and light to be identical on the basis of the mu-
sico-cosmological speculations formulated in his opus
magnum Musurgia Universalis (1650).

The oldest extant document from modern times
is probably the description of synaesthetic manifes-
tations 1% in a study by Georg Tobias Ludwig Sachs of
1812. The scientist Jan Evangelista Purkyné also sought
an ideal or experimental merger of acoustic-optical
form and attempted to capture the phenomena em-
bodying this sensory interface empirically. As a young
man Purkyné had become acquainted with the colour
piano invented by Louis Bertrand Castel, and while
a student had immersed himself in the findings of
Ernst Chladni, one of the founders of acoustics. In
his essays, 4 Chladni described and demonstrated
sound figures (Klangfiguren). He spread a thin layer
of sand on a brass plate fixed in the middle. He then
ran a bow along the edge of the plate and observed
the reordering of the sand in accordance with the to-

12 Aristotle, On Sense and the Sensible, trans. J. I.
Beare, The Internet Classics Archive by Daniel C.
Stevenson, Web Atomics. Available at http://classics.
mit.edu/Aristotle/sense.mb.txt (accessed on 17 April
2019)

13 Sachs, Georg Tobias Ludwig. Historiae naturalis
duorumleucaetiopum: auctorisipsius et sororiseius.
Solisbaci: Sumptibus Bibliopolii Seideliani. 1812
(dissertation on the topic of albinism).

14 Ernst Chladni, Entdeckungen tber die Theorie des
Klanges, 1787; Traitéd’acoustique, 1802

vyvolavaly u ného barevné obrazce, barevné stimuly
spoustély zvuky - podle podrobnych analyz sklada-
telova dila s vysokou mirou vnitfni konzistence. *2
Zminky o spojitosti barev a ton0 tykajici se vztahu
metra, tonové stupnice a barevné rady se objevuji
uz ve staroindickych védach. Genealogie evropské
koncepce hudebni i barevné harmonie saha ke skole
Pythagorejcl. Ti definovali barevné spektrum jako
skalu rozdélenou do sedmi barev a stupnici do sedmi
tondl, pficemz oboji bylo soucasti kosmologického
modelu sedmi tehdy zndmych planet, zastfeSeného
teorii hudby sfér. Na podstatné fyzictéjsi roviné

je zaloZena aristotelska studie, jez byla druhym
pilifem védy o smyslovém vnimani, platnym az do
17. stoleti. V vaze v prvnim ze svych Malych priro-
dovédnych pojednani (Parva naturalia) - O vnimani
a vnimatelném*® popisuje Aristoteles pfimou sou-
vislost mezi vnimanim souzvuku tonovych intervalt
(harmonie) a kombinaci barev na zakladé stejnych
matematickych pomérd. Zejména v renesanci

byla pythagorejska kosmologicka teorie zahrnujici
harmonii tonl a barev dost popularni. Aktualizoval

ji naptiklad Leonardo da Vinci, do jehoz doby se
také datuji projekty prvnich barevnych (a zaroven
fyzikalnich) nastroja jako napfiklad arcimboldovské
loutny. Rozhodujici vliv mél také barokni universa-
lista Athanasius Kircher, ktery na zakladé hudebné
kosmologické spekulace, kterou formuloval v knize
Musurgia universalis (1650), povazoval principy zvuku
a svétla za identické.

Nejstar§im novodobym dochovanym pisemnym
dokladem vztahu barev a ténl je pravdépodobné
popis synestetickych projev( ** ve studii George
Tobiase Ludwiga Sachse z roku 1812. Touha po ideal-
nim ¢i experimentalnim slouceni v jednotnou akus-
ticko-optickou formu provéazela také Jana Evangelistu
Purkyné, ktery usiloval o empirické zachyceni jevu,
ktery percepcni rozhrani ztélesnuje. Purkyné se

12 Srov. Jonathan W. Bernard, Messiaen’s Synaesthesia: The
Correspondence between Color and Sound Structure in His
Music, Music Perception: An Interdisciplinary Journal, Vol. 4, No.
1Fall, 1986, s. 41-68.

13 Aristoteles, O vnimani a vnimatelném, in: Clovék a pfiroda,
Praha: Svoboda, 1984, s. 327-358.

14 Georg Tobias Ludwig Sachs, Historiae naturalis duorum
leucaetiopum: auctoris ipsius et sororis eius. Solisbaci:
Sumptibus Bibliopolii Seideliani, 1812 (védecka studie, disertacni
prace vénovana albinismu).
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v mladi seznamil s konceptem barevného klaviru L.
B. Castela a pozdéji se zabyval poznatky jednoho ze
zakladatel( akustiky Ernsta Chladniho. Ten ve svych
statich *s popisoval a demonstroval tzv. zvukové
figury (Klangfiguren): na mosaznou desku, ve stfedu
upevnénou, rozprostiel tenkou vrstvu pisku. Po hrané
desky prejizdél smyccem a pozoroval preskupovani
pisku organizované vzdy shodné v zavislosti na tona-
lité a sile zvuku. Zvukova vibrace ziskala viditelny tvar
a vznikla arabeska, vizualizujici zvukovy impuls, akus-
tickou rezonanci. Chladniho graficky prepis zvuku
fascinoval Goetha a umélce jeho okruhu, zejména
Philipa Ottu Rungeho a Caspara Davida Friedricha.
Goethe v té souvislosti jednotlivym zvukdm nastrojd
prifazoval nejen patficny tvarovy ornament, ale také
psychologicky pfibuznou barevnou tonalitu (zvuk
violoncella mél barvu indigové modrou, housle
ultramarinovou, klarinet zlutou, trubka jasné cer-
venou, hoboj rlizovou, lesni roh purpurovou, flétna
fialovou).*¢ J. E. Purkyné byl v kontaktu s Chladnim
i s Goethem, kterému v roce 1823 poslal vysledky
svych pokus(: sklenéné desticky, zachycuijici jeho
pokusy o figuraci zvuku. Purkyné na nich rozvijel
Chladniho postup nahrazenim pisku fixovanou kapali-
nou s cilem dosahnout subtilnéjsiho zaznamu. *”
Goethe, Sachs i Purkyné vedle popsanych
opticko-akustickych pozorovani zkoumali, jak funguje
zpUsob ,prepinadni” napfic¢ smysly a synestetické
propojeni z psychofyziologického hlediska. Jeden
z moznych zpUsobd, jak vysvétlit souvislosti mezi slu-
chovym a zrakovym vnimanim, popsal ve své studii
z pocatku 20. stoleti Iékar Jindfich Chalupecky (otec

15 Ernst Chladni, Entdeckungen Uber die Theorie des Klanges,
1787; Idem, Traité d’acoustique, 1802.

16 Informace o Purkynovych vyzkumech a kontaktech

s Chladnim a Goethem jsou prejaty z: Lada Hubatova-Vackova,
Vnitini zrak. Jan Evangelista Purkyné, laboratof vizuality

a moderni uméni, Uméni LI, 2005, s. 566-585, a Eadem, Vidéni
hudby a sly$eni obrazu. Vjemy na smyslovém rozhrani, Vesmir
85, 590, 2006/10. Autorka zde odkazuje mj. na tyto zdroje:
Preklad dopisu vysel u nas v ¢lanku Emila von Skramlik a M.
Kopeckého: Purkyritlv pokus o analysu zvuku, Ceskoslovenska
fysiologie V, 401-406, 1956/4; Jan Evangelista Purkyné, Prispévky
k poznani zraku ze subjektivniho hlediska, Brno 1969, s. 31,

z némciny prelozil a redigoval Vladislav Kruta.

17 Podle Lady Hubatové-Vackové jsou desticky i doprovodny
dopis dodnes ulozeny ve sbirkach Stiftung der Weimarer Klassik,
inv. ¢. GNP 538.
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nality and strength of the sound. Sonic vibration thus
acquired a visible form. A natural arabesque emerged
that contained a sonic dimension, namely musical
resonance. Chladni’s graphic transcription of sound
fascinated Goethe and his follows, especially Philipp
Otto Runge and Caspar David Friedrich. Goethe
attributed not only the morphological ornament to
the individual sounds of the instruments, but also the
psychologically associated colour tonality (the sound
of the cello was indigo blue, the violin ultramarine, the
clarinet yellow, the trumpet clear red, the oboe pink,
the French horn purple and the flute violet). *5 Purkyné
was in contact with both Chladni and Goethe, and in
1823 he sent the latter the results of his experiments,
glass plates on which his attempts at a figuration
of found were captured. Purkyné had extended
Chladni’s approach by replacing the sand with a fixed
liquid in order to achieve a subtler recording. ¢

In addition to the optical, acoustic observations
outlined above, Goethe, Sachs and Purkyné also ex-
amined how “switching” between senses and synaes-
thetic interconnections operated from a psycho-phys-
iological perspective. One of the ways of finding a link
between visual and auditory perception was outlined
at the start of the 20th century by the physician
Jindfich Chalupecky (father of the art critic of the
same name). 17 Chalupecky describes the principle of
colour music drawing on the physical properties of
light and sound and the psycho-physical properties of
the human brain. He outlines the internal images on
the basis of which certain individuals ascribe colour
to tones, as well as numbers, historical epochs, situa-
tions, and often vowels, entire words and sentences,
and concludes that the ending of both nerves, i.e. the
auditory and visual, are to be found in the gray matter
of the brain. *# His publication Music of Colors (1906)

15 The information on Purkyné’s research and
contacts with Chladni and Goethe is taken from:

Lada Hubatova-Vackova: Vnitini zrak, Jan Evangelista
Purkyné, laborator vizuality a moderni uméni, Uméni,
LllI/ 2005, p. 566-585, and Lada Hubatova-Vackova,
Vidéni hudby a slyseni obrazu. Vjemy na smyslovém
rozhrani., Vesmir 85, 590, 2006/10, which references
the following sources: Pieklad dopisu vysel u nas

v ¢lanku Emila von Skramlik a M. Kopeckého: Purkyrntv
pokus o analysu zvuku, Ceskoslovenska fysiologie V,
401-406, 1956/4; Jan Evangelista Purkyné, Pfispévky

k poznani zraku ze subjektivniho hlediska, Brno 1969,
p. 31, translated from the German and edited by
Vladislav Kruta.

16 According to Lada Hubatova-Vackova the plates
and accompany letter are to be founded in the
collection Stiftung der Weimarer Klassik, inv. no. GNP
538.

17 Jindfich Chalupecky, Hudba barev, Praha 1906.

15 |bid., p. 38.

Ernst Chladni, Obrazce. llustrace z knihy Die Akustik (1802).
Zdroj: Wikimedia Commons

Ernst Chladni, Patterns. Die Akustik, (1802). Source: Wikimedia
Commons

immediately follows the publication of the influen-

tial book Annie Besant and Charles W. Leadbeater
Thought-Forms (1901), which presents a theosophical
theory of colors and shapes as a means of expressing
feelings, thoughts and experiences and music. *? Like
a long series of other period publications, in addition
to theosophical theories, a table of the results of
Chladni’s physical experiments with sound waves

is printed. From an artistic point of view, the theory
combined a very effective combination of physical
and psychological properties of visual means. Sexten
Ringbom described this situation in the catalog
Spiritual in Art (1986): “... The key role of theosophy
for the emergence of unrepresentative art becomes
unquestionable. In a seemingly endless stream of pub-
lications, theosophy provided artists with a number of
artistically usable ideas and images. Most important
was his interpretation of the spiritual as formless in

a physical but not absolute sense. Theosophy intro-
duced a new realm of colors and shapes, first in verbal
descriptions and later through color illustrations.” 22

19 Annie Besant, Charles W. Leadbeater; Thought-
Forms, London 1901.

20 Sixten Ringbom, Transcending the Visible: The
Generation of the Abstract Pioneers, in: The Spritual in
Art: Abstract Painting 1890-1985 (Edward Weisberger,
ed.), Los Angeles 1986, pp.147

stejnojmenného teoretika uméni). ** Princip barevné
hudby popisoval na zakladé fyzikalnich vlastnosti
svétla a zvuku a také psychofyzickych vlastnosti lid-
ského mozku. Chalupecky popisuje vnitfni predstavy,
na zakladé kterych jedinci disponujici barevnym
slySenim zbarvuji tony, ale i Cislice, historické epochy,
razné situace, velice casto také samohlasky nebo
cela slova a véty, a odvozuje je od faktu, ze zakonceni
obou nervd, tedy sluchového i zrakového, konci

v Sedé klife mozkové.*’ Jeho publikace Hudba barev
(1906) bezprostiedné nasleduje vydani vlivné knihy
Annie Besant a Charlese W. Leadbeatera Thought-
Forms (1901), ktera predklada theosofickou teorii
barev a tvarl jako prostifedkd pro vyjadreni pocitd,
myslenek a prozitkd a hudby. 22 Podobné jako dlouha
fada dalsich dobovych publikaci, i zde je vedle theo-
sofickych teorii otisténa tabulka vysledkd Chladniho
fyzikalnich pokust se zvukovymi vinami. Teorie spo-
jila z uméleckého hlediska velmi uc¢innou kombinaci
fyzickych a psychologickych vlastnosti obrazovych
prostredkl. Tuto situaci popsal v katalogu Spiritual in
Art (1986) Sexten Ringbom: ,.... klicova role theo-
sofie pro vznik nereprezentativniho uméni se stava
nezpochybnitelnou. Ve zdanlivé nekone¢ném proudu
publikaci poskytla theosofie umélcGim mnozZstvi umé-
byla jeho interpretace duchovniho jako beztvarého ve
fyzickém, ale ne absolutnim smyslu. Theosofie pred-
stavila novou sféru barev a tvard, nejprve ve slovnich
popisech a pozdéji pomoci barevnych ilustraci.” **

V tomto kontextu je obzvlasté zajimava tvorba
okultismem silné ovlivnéné svédské malitky Hilmy af
Klint (1862-1944), jejiz prvni abstraktni malby pocha-
zeji nejpozdéji z roku 1906. Podobné jako o malo
pozdéji u FrantiSka Kupky (a také u Aloise Bilka) nebo
kolem roku 1912 u Vasilije Kandinského, je zde ¢astym
principem ,paralelni reprezentace”, tedy kombi-
nace figurativnich a Cisté abstraktnich prvkd. Klint

18 Jindfich Chalupecky, Hudba barev, Praha 1906.

19 |bidem, s. 38.

20 Annie Besant, Charles W. Leadbeater; Thought-Forms, London
1901; Autory kreseb ,myslenkovych forem” jsou zde malifi Varley,
Prince a McFarlane.

21 Sixten Ringbom, Transcending the Visible: The Generation of

the Abstract Pioneers, in: The Spritual in Art: Abstract Painting
1890-1985 (Edward Weisberger, ed.), Los Angeles 1986, s. 947.
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tento princip pouziva napftiklad ve svych rozsahlych
panoramatech s obrazy kosmického vyvoje nebo
v malbach vytvorenych na zakladé okultniho pozoro-
vani rostlin a jinych organickych forem: vedle kazdé
rostliny zde pripojuje geometrické motivy. Tyto dvé
roviny zjevné zachycuji kontrast mezi zobrazenim
fyzického svéta a vyssi (zde zjevené) ideje. ??
Podobné analogie smyslovych viem{ vyuziva
ve své hudebni estetice také Eduard Hanslick
(1825-1904), autor hojné citované studie Vom
Musikalisch-Schénen,23 zaméfené proti tzv. citové
estetice, tedy proti schopnosti hudby nést a vyvo-
lavat mimohudebni obsah a odkazy. Hanslick velmi
dusledné rozlisuje mezi tdnovymi viemy, které mohou
podnécovat urcité abstraktni ideje (sila, pohyb,
krasa), a subjektivnimi emocemi, které nemohou byt
soucasti hudebniho sdéleni, nebot Cisté abstraktni
podstata hudbé nedovoluje zprostiedkovavat
konkrétni (vizualni, narativni ani emocionalni) obsahy.
Podle studii Petera Verga24 Hanslickovy teorie
vyrazné ovlivnily rané abstrakcionisty, zejména Paula
Kleea, zprostiedkované také Vasilije Kandinského 2*
a Rudolfa Steinera. Stejné jako pro Hanslicka
také pro tyto umeélce reprezentovala hudba jednu
z nejvyssich duchovnich kvalit. Umélci vsak zcela
nepfijali Hanslickovu kritickou pozici vici pfimé
fyzické souvislosti mezi emocionalnim pdsobenim
hudby a jinych médii, véetné objektivnich paralel
mezi barvou a tény. V okruhu Bauhausu zkoumala
zéakladni vztahy zvuku, barvy a pohybu od roku 1914

22 Sjxten Ringbom, Transcending the Visible: The Generation of
the Abstract Pioneers, in: The Spritual in Art: Abstract Painting
1890-1985 (Edward Weisberger, ed.), Los Angeles 1986, s. 943.

23 Eduard Hanslick, Vom Musikalisch-Schénen. Ein Beitrag zur
Revision der Aesthetik der Tonkunst, Leipzig 1854 a pozdéjsi
vydani.

24 peter Vergo, Hanslick and the visual arts, Uméni 61, 2013, ¢. 5,
s. 437-443, zde s. 443.

28 \/ almanachu Der blaue Reiter i v knize O duchovnosti v uméni
Vasilij Kandinskij pfedstavuje svou teorii obrazové harmonie:
,Pokud je barva prostfedkem ovliviiujicim dusi, mazeme Fici, Ze
obrazové uméni bude v budoucnu pouzivat barvy jako zvuky

a obrazy budou rozdéleny do dvou kategorii: jednoduché
skladby (melodie) a sloZité (symfonie).” Wassily Kandinsky - F.
Marc, Der blaue Reiter, Monaco, maggio 1912.
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In this context, the work of the occultist, strongly
influenced Swedish painter Hilma af Klint (1862-1944),
whose first abstract paintings date back to 1906 at
the latest, is similarly interesting. in Vasily Kandinsky,
there is a common principle of “parallel representa-
tion”, ie a combination of figurative and purely ab-
stract elements. Klint uses this principle, for example,
in his extensive panoramas with images of cosmic
evolution or in paintings created on the basis of occult
observations of plants and other organic forms: he
attaches geometric motifs next to each plant. These
two planes clearly capture the contrast between the
depiction of the physical world and the higher (re-
vealed) ideas here. 21

Similar analogies of sensory perception are
used in his music aesthetics by Eduard Hanslick
(1825-1904), author of the oft-cited Vom Musikalisch-
Schonen 22, which takes aim at “emotional aesthetics”,
i.e. the ability of music to carry and evoke non-musi-
cal content and references. Hanslick makes a clear
distinction between tonal perception, which can
stimulate certain abstract ideas (strength, movement,
beauty, etc.) and subjective emotions that cannot be
part of music since the purely abstract essence of mu-
sic does not allow for the mediation of concrete (visu-
al, narrative or emotional) content. According to Peter
Vergo,23Hanslick had an immediate influence on the
early abstractionists, especially Paul Klee, and indi-
rectly on Wassily Kandinsky 24 and Rudolf Steiner, for
whom music represented one of the supreme spiritual
qualities. Musicians did not fully accept Hanslick’s crit-
ical position in respect of the direct physical con-
nection between the emotional effect of music and
other media, including his objective parallels between
colour and tone. Nevertheless, Hanslick undoubtedly
had a huge influence even beyond music. He expand-
ed the analogy between musical and visual form, and,
for instance, was responsible for introducing the term
arabesque into music terminology. It is worth noting
in this respect that Kandinsky named his first abstract
paintings “compositions”, and his famous theatre
project of 1912, in which he attempted to cultivate

21 Gixten Ringbom, Transcending the Visible: The
Generation of the Abstract Pioneers, in: The Spritual in
Art: Abstract Painting 1890-1985 (Edward Weisberger,
ed.), Los Angeles 1986, pp.143.

22 Eduard Hanslick, Vom Musikalisch-Schénen.

Ein Beitragzur Revision der Aesthetik der Tonkunst,
Leipzig 1854 and later editions.

23 Peter Vergo, Hanslick and the Visual Arts, Uméni.
Casopis Ustavu dé&jin uméni Akademie véd Ceské
republiky, vol. 61, no. 5 (2013), pp. 437-443., p. 443.
24 Wassily Kandinsky introduced his theory of visual
harmony in the almanach Der blaue Reiter and in his
book Concerning the Spiritual in Art: W. Kandinsky - F.
Marc, Der blaue Reiter, Monaco, maggio 1912.

FrantiSek Kupka. Newtonovy kruhy z knihy Tvofeni v uméni
vytvarném (1923).

Frantisek Kupka, Newton circles from his book La Création dans
les arts plastiques (1923).

and connect intersensory channels, was called The
Yellow Sound. 25 Sometime around 1914, the Berlin
musician Gertrud Grunow (1870-1944)26 began

her investigations into the fundamental relationship
between sound, colour and movement, but from the
other end of the scale. In 1919, the same year that
Walter Gropius announced that “The Bauhaus strives
to bring together all creative effort into one whole, to
reunify all the disciplines of practical art-sculpture,
painting, handicrafts, and the crafts as inseparable
components of a new architecture”. 27 Grunow began
a series of lectures on this theme in Berlin. Her meet-

25 | ada Hubatova-Vackova, Seeing music and hearing
images. Perceptions on the sensory interface, Vesmir
85, 590, 2006/10.

26 See Radrizzani, René (Hg.): Die Grunow-Lehre. Die
bewegende Kraft von Klangund Farbe, Beitrdgezur
Tanzkultur, 4, Wilhelmshaven: Noetzel, 2004; Grunow,
Gertrud: Der Gleichgewichtskreis. Ein Bauhaus-
Dokument, hg.v. Achim PreiB3, Weimar: VDG, 2001.

27 Walter Gropius: Aim of the Bauhaus, 1919 Bauhaus
manifesto.

berlinska hudebnice Gertruda Grunow (1870-1944). 2¢
V roce 1919, tedy ve stejném roce, ve kterém Walter
Gropius formuloval program Bauhausu jako ,The
Bauhaus strives to combine (...) all the arts - sculp-
ture, painting, applied art and visual art - as the
inseparable components of a new architecture”, *’
zacala Grunow o tomto tématu prednaset v Berliné.
Setkani s Gropiem pak vyustilo ve spolupraci na skole
Bauhausu ve Vymaru, kde Grunow v letech 1919-1923
vyucovala teorii harmonie.

Neni pochyb, ze hudba byla jednim z kli¢ovych
inspiracnich zdroj abstraktnich malif( bez rozdilu
narodnosti - vedle némeckych, francouzskych
i téch, ktefi tvofili v jiném lokalnim kontextu. Pfesné
v intencich Hanslickovych teorii jim bylo vzorem cisté
umeéni, které nenapodobuje, nezobrazuje ani zadnym
zplUsobem neoznacuje realitu tak, jak ji zname ze zku-
Senosti. To vSak nebranilo obvykle na bazi popularni
theosofie nebo psychologie zkoumat zakonitosti,
které by byly vytvarnému umeéni a hudbé spolecné.
Barveé prikladali funkci tonl a strukturu abstraktni
obrazové kompozice chapali jako obdobu struktury
hudebni skladby. Podobné jako Hanslick inovoval
analogie mezi hudebni a obrazovou formou, napfi-
klad kdyz zaved| do hudebniho nazvoslovi termin
arabeska, také Vasilij Kandinskij své prvni abstraktni
obrazy pojmenovaval Kompozice a divadelni projekt
zalozeny na propojeni smysli nazval Der gelbe Klang
(Zluta znélost, 1912). 28 V tomto kontextu je tieba pfi-
pomenout vyznam francouzské skupiny Les Artistes
Musicalistes, kterd byla v Pafizi zaloZzena v roce
1932 a sdruzovala hudebniky i vytvarné umélce.
Skupina poradala vystavy v rliznych méstech Evropy
a Ameriky a diky jedinému c¢eskému ¢lenu architektu
Arnu Hoskovi v roce 1935 také v Praze.

Hudebni inspirace se promitly v rané abstrakci
Frantiska Kupky a Aloise Bilka, v jejichz dilech na
hudebni vazby upozornuji predevsim nazvy a v nékte-
rych pfipadech i pfipsané texty. Hanslickovym

26 \/iz René Radrizzani (ed.), Die Grunow-Lehre. Die bewegende
Kraft von Klang und Farbe, Wilhelmshaven: Noetzel, 2004;
Gertrud Grunow, Der Gleichgewichtskreis. Ein Bauhaus-
Dokument, ed. Achim PreiB, Weimar: VDG, 2001.

27 Walter Gropius: Aim of the Bauhaus, 1919 Bauhaus manifesto,
dostupné z http://mariabuszek.com/mariabuszek/kcai/
ConstrBau/Readings/GropBau19.pdf.

28 | ada Hubatova-Vackova, Vidéni hudby a sly$eni obrazu.
Vjemy na smyslovém rozhrani, Vesmir 85, 590, 2006/10.
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teoriim blizky pfistup k pojeti hudby, ale i abstrakt-
niho uméni jakozto striktné nezobrazivych forem, Ize
vysledovat zejména u FrantiSka Kupky, ktery k ,Cisté
abstraktni formé” — hudebni i obrazové - pristupo-
val stejné zdsadové, pficemz vzdjemné analogie
vyuzival pouze na Urovni verbalni. Nazvy s hudebni
konotaci jako fuga nebo rytmy poukazuji v inten-
cich Hanslickovych teorii spi$ na blizkost formy nez
na specifickou, napriklad emocionalni, souvislost
zobrazeného motivu s konkrétnim hudebnim tvarem.
Kupka ostatné kladl velky ddraz na logicky, respektive
védecky pristup k teorii uméni. Jeho literarni spis
Tvoreni v uméni vytvarném?® (1910) doklada jeho
fascinaci vyvojem fotografie a kinematografie i obec-
néji vyzkumy optiky, a pfedevsim teorie barev. Ve
studii, stejné jako pfimo v tvorbé - zejména v obraze
Newtonovy kruhy, véetné mnoha studii k nému -
odkazuje Kupka na teorie Isaaca Newtona, v jiném
kontextu také Johna Daltona a zejména na francouz-
ského Iékarfe Williama Nicatiho, ktery byl naslednikem
J. E. Purkyné.?®

Studium fyzikalnich vlastnosti barev a jejich
zpUsobu vnimani je samostatnou kapitolou. K zasad-
nimu védeckému obratu, k némuz se zpétné upinaly
generace malifll, doslo tehdy, kdy Isaac Newton
demonstroval rozklad bilého slune¢niho svétla na
spektralni barvy pfi jeho prichodu sklenénym hrano-
lem (1671-1672). Byl to dlkaz, ze barva je z hlediska
naseho vnimani jen kvalitou svétla. Indexem lomu
definoval frekvence a poradi jednotlivych barev,
které sestavil do kruhového schématu, umoznujiciho
stanovovat komplementarni barvy. Barvy rozmistil
po obvodu kruhu tak, aby, jak se domnival, jejich
relativni vzdalenost odpovidala intervalim ton0
v oktavé. O sto padesat let pozdéji v navaznosti na
teorii anglického fyzika Thomase Younga (ktery pro-
kazal, ze véechny existujici barvy lze namichat ze tfi
barev zakladnich) upozornil némecky prirodovédec

29 FrantiSek Kupka, Tvofeni v uméni vytvarném, SVU Manes,
1923, z francouzského rukopisu z roku 1910 prelozila Véra
Urbanova.

30 William Nicati, Psychologie naturelle, Paris 1998. Odkaz na
tento spis uvadi Kupka v Tvofeni v uméni vytvarném na s. 88.
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ing with Gropius culminated in a collaboration at the
Staatliches Bauhaus in Weimar, where from 1919 to
1923 Grunow taught the theory of harmony.

It would appear that music was one of the key
sources of inspirations of abstract painters regard-
less of their nationality. For Hanslick it was a model of
a pure art that did not imitate, depict or signify reality
as we know it from experience. However, this not get
in the way of attempts to discover the laws common to
art and music, usually drawing on popular theosophy
and psychology. Colour was ascribed the function of
tones and the structure of an abstract visual “compo-
sition” (a term also derived from music) was regarded
as analogous to the structure of a piece of music. This
is a good moment to remark upon the importance of
the French group Les Artistes Musicalistes, founded
in Paris in 1932 and made up of both musicians and
artists. The group organised exhibitions around Europe
and America and, thanks to its sole Czech member, the
architect Arne Hosek, in Prague in 1935.

The influence of music can be discerned in the
early abstract works of FrantiSsek Kupka and Alois Bilek,
both of whom used titles and sometimes texts to draw
attention to the links with music. A similar approach to
the concept of music and abstract art as Hanslick, i.e.
as strictly nonrepresentational forms, can be seen in
the case of FrantiSek Kupka, who approached “purely
abstract form”, both musical and visual, uncompro-
misingly, though he used the mutual analogy only on
a verbal level. According to Hanslick, titles including
musical expressions, e.g. fugue or rhythm, tell us
far more about form than they do any emotional link
between the motif depicted and a concrete musical
idea. Kupka laid far greater emphasis on everything
that took place on a logical level, on a scientific basis
of thinking. His well known literary text Tvofeni v uméni
vytvarném 28 (1910) illustrates his fascination with de-
velopments in the sphere of photography and cinema-
tography and with more general research findings in
the sphere of optics, especially the theory of colours.
In both his theoretical and practical work, explicitly in
the painting Disks of Newton and the many studies de-
voted to it, Kupka makes reference to Newton'’s theo-
ries, along with the work of John Dalton and the French
physician William Nicati, successor to Purkyné 2%

An overview of studies into the physical properties
of colours and the manner in which they are perceived
would form a separate chapter. For our purposes it
suffices to note the long period of development up
to the end of the 17th century, at which point there is

28 FrantiSek Kupka, Tvofeni v uméni vytvarném, SVU
Manes,1923, translated from the French manuscript of
1910 by Véra Urbanova.

29 William Nicati, La psychologie naturelle, Paris
1998. Kupka references this work in Tvofeni v uméni
vytvarném on p. 88.

a scientific turn that had a huge effect on subsequent
generations of painters. This is the moment when Isaac
Newton presented what was at the time a provocative
demonstration of the breakdown of white sunlight into
spectral colours as it passed through a glass prism
(1671-72). He thus proved that colour is in reality light,
and that the frequency and sequence of individual co-
lours, which he organised in a circle allowing the com-
plementary colours to be determined, was determined
by the refractive index. He spaced the colours around
the perimeter of the circle so that their relative distance
corresponded to the intervals of tones in an octave.
Newton’s research initiated a series of other the-
ories from other physicists. A hundred years later, the
German naturalist Hermann von Helmholtz 3, drawing
on the theories of the English physicist Thomas Young
(who showed that all the colours that existed could
be derived from combinations of the three primary
colours), demonstrated that different quantities of two
complementary colours are needed to create white.
On this basis he concluded that, as a shape, the circle
was insufficient to capture the physical properties
of colour and proposed instead the curve, on which
different distances from various places around the
perimeter to the centre indicates which of the colours
is needed more and which less for the purpose of
neutralisation. 31

32 Hermann Ludwig Ferdinand von Helmholtz (1821-
1894), professor of psychology at Heidelberg University,
was one of the most influential scientists of the 19th
century. Among other things, he was the founder of an
experimental studio researching visual and auditory
perception and the inventor of the ophthalmoscope,

an instrument for monitoring the activities of the eye,
and especially the retina. He published his theory of
colour perception, generally known under the title
Sensations of Tone, in the book Die Lehre von den
Tonempfindungen als physiologische Grundlage fiir die
Theorie der Musik, Braunschweig 1863.

31 According to Helmholtz's trichromatic theory of
colour vision, also known as the Young-Helmholtz
theory, the human eye has only three primary colours
for the purposes of perception (red, green and blue).
This theory was disproved twenty years later by the
Germany physiologist Ewald Hering, who distinguished
three pairs of receptors on the retina corresponding

to the following pairs of complementary colours: blue-
yellow, red-green and black-white, of which only one
at a time was ever activated. Modern psycho-physical
research has shown that each of these theories
correctly describes part of the physiological process
of perception. Karl Ewald Konstantin Hering (1834~
1918) worked at Charles University in Prague from 1870
to 1895. In the 20th century, along with Young and
Helmholtz, he was recognised as one of the founders
of the modern science of colour perception.

Hermann von Helmholtz®! na to, Ze k vytvoreni bilé
barvy je zapotrebi rizného mnozstvi dvou komple-
mentarnich barev. Z tohoto divodu oznacil kruh jako
tvar vystihujici fyzikalni vlastnosti barev za nevy-
hovujici a navrhl kfivku, na niz nestejna vzdalenost
od rdznych mist po obvodu k centru indikuje, které
Z barev je k neutralizaci potfeba méné a které vice. 32
Vedle Newtona a Helmholtze se stal pro umélce
vyznamnym zprostfedkovatelem zakonitosti optiky
litevsky Némec Wilhelm Ostwald (1853-1932). Tento
chemik a fyzik, jenz se stal devatym nositelem
Nobelovy ceny za chemii, byl také filozofem a ama-
térskym malifem, basnikem a hudebnikem a jeho
vyzkumy v oblasti teorie barev zasadné ovlivnily
uméleckou scénu (vytvarnou i hudebni) zejména
ve dvacatych letech v Némecku. Od pocatku 20.
stoleti navazal na starsi teorie barev, vedle Newtona
reagoval na myslenky Wolfganga Goetha a americ-
kého malife A. H. Munsella (1858-1918). Stejné jako
posledni jmenovany si vytkl za cil vytvofit exaktni
terminologii barevnych odstin(, jejich standardizaci
a prozkoumani nejen jejich vzajemnych vztahd,
ale také vztah( barev, tvar(l a ton(. Mezi nékolika
obsahlymi pracemi o teorii barev byla v uméleckych
kruzich oblibena shrnujici Die Farbenfibel (1917).
Vydaval také periodikum Die Farbe, publikoval
své dopisy malifdm (Malerbriefe) a ve spolupraci
s Vasilijem Kandinskym a s Alexandrem Skrjabinem

31 Hermann Ludwig Ferdinand von Helmholtz (1821-1894),
profesor psychologie na univerzité v Heidelbergu, byl jednim

z nejvlivnéjsich prirodovédct 19. stoleti. Byl mimo jiné
zakladatelem experimentalniho studia zrakového a sluchového
vnimani a vynalezce oftalmoskopu, pfistroje pro sledovani
¢innosti oka, zejména sitnice. Svou teorii vnimani barev, obecné
znamou pod nazvem Sensations of Tone publikoval v knize Die
Lehre von den Tonempfindungen als physiologische Grundlage
flr die Theorie der Musik (Braunschweig 1863).

32 podle Helmholtzovy (trichromatické ¢i Young-Helmholtzovy)
teorie je lidské oko disponovano k vnimani pouze tfi

zéakladnich barev (Cervené, zelené a modré). Tuto teorii vyvratil
o dvacet let pozdéji némecky fyziolog Ewald Hering, ktery
rozpoznal na sitnici tfi pary receptorl odpovidajici dvojicim
komplementarnich barev modra-zluta, cervena-zelena a ¢erna-
bila, z nichz je aktivovana vzdy jen jedna. Moderni psychofyzicky
vyzkum ukazal, ze kazda z téchto teorii spravné popisuje ¢ast
fyziologického procesu vnimani. Karl Ewald Konstantin Hering
(1834-1918) plsobil v letech 1870-1895 na prazské Karlové
univerzité. Ve 20. stoleti byl vedle T. Younga a H. von Helmholtze
uznan za jednoho ze zakladatel(l moderni védy o barevném
vnimani.

37



(autorem barevného klaviru) sepsal pojednani
Musical Art and the Art of Light (1925). V lednu 1927
pfijal pozvani Waltera Gropia, aby se podilel na
vyuce skoly Bauhausu v Desavé, kde jeho myslenky
jiz dfive uplatiiovali predevsim Johannes Itten, Vasilij
Kandinskij a Paul Klee a jen o néco méné také Oskar
Schlemmer, Laszlo Moholy-Nagy a Josef Albers.
Ostwaldova teorie ,harmonické kompozice barev
v umeéni” byla v tomto prostiedi experimentalnich
tendenci pfijimana castecné kriticky, o to vice vsak
ovlivnila Siroky proud zde vznikajiciho sméru umélec-
kého designu.

Jako pravdépodobné jeden z mala Cechfl pFisel
s témito idejemi do styku hudebni skladatel, kla-
virista a malif Miroslav Ponc (1902-1976). Ve dvaceti
letech odesel studovat do Berlina, kde stravil zasadni
tvlrci obdobi mezi lety 1922 a 1924. Na jeho pozna-
vani tamni umélecké avantgardni scény Ize dobre
demonstrovat zpUlsoby pronikani novych tendenci
z oblasti hudebni a vytvarné tvorby do ceského
prostredi. Prvni rok studoval u skladatele Aloise
Haby, od néhoz prevzal a dale systematicky rozvijel
rozhodujici podnét své pozdéjsi hudebni i hudeb-
né-vytvarné tvorby: ¢tvrttonovy tonalni systém. 33
Ponc se Ucastnil pravidelnych setkavani berlinského
sdruzeni mladych vytvarnikl, spisovatell a skladatel(
Novembergruppe, kde se seznamoval s dily hudeb-
niho atonalniho expresionismu Arnolda Schénberga,
Bély Bartoka, Albana Berga, Antona Weberna,
Philippa Jarnacha, Paula Hindemitha a kde se sezna-
mil s se svym pozdéjsim mimoradné vyznamnym
spolupracovnikem Ervinem Schulhoffem. Pod vlivem
téchto impulzd zacal pracovat na prvnim hudebnim
dile ve znameni konstruktivismu a abstrakce, jez
nese nazev Velké kanonické preludium (op. 2). Jde
o mnohohlas komponovany v duchu racionalni
konstrukce, tedy matematickych vypoctl (zékladni
¢lenéni: 168 taktl délenych po Ctyfech), geomet-
rickych nakres( apod., predevsim vsak korelaci
urcitych barev a hudebnich témat, na néz navazal

33 |nspiraci pro vytvoreni tohoto inovativniho sméru nalezl

A. Haba v moravské lidové hudbé, aby jej posléze rozvinul do
Sestinotdnového a osminoténového systému, jejichz predobrazy
nalezli jiz oba spolupracujici autofi v hudbé asijskych kultur.

PFi tvorbé svych systémd vychazeli vSak oba skladatelé z praci
hudebniho teoretika, snad prvniho prikopnika ¢tvrtténové
hudby R. H. Steina.
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As well as Newton and Helmholtz, another im-
portant writer on the laws of optics as they pertained
to art was Wilhelm Ostwald (1853-1932). This German
chemist and physicist, the ninth winner of the Nobel
Prize for chemistry, was also a philosopher and am-
ateur painter, poet and musician, whose findings in
the sphere of colour had a great influence on cultural
figures (both artists and musicians) during the 1920s
in Germany. In his research from the early 1920s he
examined older theories of colour, including the ideas
propounded by Goethe and the American painter
Albert Henry Munsell (1858-1918). Like the latter, he
attempted to create a standardised terminology of
colour shades, their mutual relationships, as well as
the relationships between colour, shape and tone. He
wrote several large works on the topic, including Die
Farbenfibel (The Colour Primer) (1917), which was pop-
ular in artistic circles. He also oversaw the journal Die
Farbe, published his letters to painters (Malerbriefe),
and in collaboration with Kandinsky and Alexander
Scriabin (inventor of the clavier a lumiéres) wrote
Musical Art and the Art of Light (1925). In January
1927, he accepted an invitation from Walter Gropius to
give a series of lectures on teaching at the Bauhaus in
Dessau, where his ideas had already been promoted
mainly by Johannes Itten, Kandinsky and Klee, as well
as, to a lesser extent, by Oskar Schlemmer, Laszlo
Moholy-Nagy and Josef Albers. In this citadel of exper-
imentation, Ostwald’s theory of the “harmonic com-
position of colours in art” came in for some criticism,
though this served to increase the effect it had on the
newly emerging sphere of design.

Miroslav Ponc (1902-1976), composer, pianist
and painter, was one of the few Czechs to come into
contact with these ideas. Between 1922 and 1924, he
studied in Berlin, and this proved to be a formative
experience. His findings regarding the latest trends in
avant-garde music and art serve to demonstrate the
spread of these ideas into Czechoslovakia. During the
first year in Berlin he was a student of the composer
Alois Haba, from whom he adopted and systematically
expanded the quarter-tone system 32 that was to be
the driving force behind his subsequent work. During
his first year, he also attended regular meetings of the
Novembergruppe association of young artists, writers
and composers, where he became acquainted with
atonal expressionist works by Schoenberg, Bartok,
Berg, Webern, Jarnach, Felix Petyrk and Hindemith,

32 Alois Haba sought inspiration for this innovative
direction in Moravian folk music. He eventually
developed it into a sixth and eighth-tone system, the
prototypes for which both Haba and Ponce found in
Asian music. However, when creating their systems,
both composers drew heavily on the work of the
music theorist and pioneer of microtonal music,
Richard H. Stein.

Miroslav Ponc, kresba, kol. 1925, akvarel, papir, Galerie
hlavniho mésta Prahy

Miroslav Ponc, drawing, watercolor, paper, around 1925, Prague
City Gallery

and where he first made the acquaintance of Erwin
Schulhoff, who was to become a hugely important
model and collaborator. Under the influence of these
figures, Ponc began to work on his first composition,
Great Canonical Prelude (op. 2), in which the influence
of both constructivism and abstraction can be dis-
cerned. The work is polyphonic and composed using

a rational method, in this case a mathematical calcu-
lation (168 bars divided into sets of four), geometric
drawings of individual tonal outlines and thematic
relationships, etc., but above all the correlation (the
plans for which have been preserved) of certain co-
lours and musical themes, all of which Ponc drew on in
subsequent works on similar, albeit more developed,
principles. A turning point in Ponc’s oeuvre came

in 1924, when he moved away from purely musical
composition and toward art. This meant an increasing
focus on optic-acoustic projects, which eventually
comprised his sole output. The catalyst for an already
latent feature of his work was encountering the work of
Moholy-Nagy at his joint exhibition with the portraitist
Hugo Schreiber at the Sturm exhibition hall. Here Ponc
had the opportunity to examine machine-made enamel
images produced in accordance with Ostwald’s co-
lour chart using a raster grid. Ponc was particularly
impressed by a sketch of a “mechanical eccentricity”,
an experimental score in which Moholy-Nagy indi-
cated graphically and artistically the organisation of
visual and acoustic stage elements for the theatre. 33
This experience represented the start of Ponc’s con-

33 The horizontal axis of the four-column score
depicted the simultaneity of “events” and their form
on a three-part stage combined with light, colour
and sound (music) The vertical axis represented all
the transformations of the elements as they moved
through space and time.

pozdéji dalsimi skladbami na podobnych - rozvinutéj-
Sich - principech. Zasadnim zlomem pro Poncovu
tvorbu byl rok 1924, kdy u néj doslo k tvlrcimu
obratu od ¢isté hudebniho projevu k vytvarnému
umeéni a zfetelnéjsimu zaméreni na opticko-akustické
projekty a koncepce. Katalyzatorem pro dosud skryté
rozvijené myslenky bylo setkani s dilem Moholy-
Nagye ve vystavni sini Sturmu. Ponc mél moznost
spatfit strojové emailové obrazy, vyrobené podle
Ostwaldovy barevné tabulky pomoci rastrové mrizky.
Ponce zaujala predevsim skica ,mechanické excen-
triky”, experimentalni partitury, v niz Moholy-Nagy
graficky a vytvarné vyznacil organizovanost vizual-
nich a akustickych scénografickych i dramatickych
prvkl na scéné. ** Tato zkuSenost znamenala pro
Ponce pocatek jeho vytvarné konstruktivistickych
tendenci®® a seznameni se s Ostwaldovou koncepci
syntetickych vztah( barev, ktera jej v pozdéjsim
obdobi ,barevnych experimentd” inspirovala. Z nich
vzesel cyklus svébytnych akvarelovych partitur
Kompozice melodické linie barevné *¢. Dalsi impulzy
pak pfinesla dila umélct skupiny Der Sturm, jejimz
¢lenem se na prelomu let 1924 a 1925 Ponc sam stal.
Vedle Kupky a Ponce se jak prakticky v malbé, tak
teoreticky ve svych spisech vénovali teorii barev

a jejich vztahu k hudbé, pfipadné vlastnimu vyzkumu
v oblasti psychofyzickych dispozic i dalsi cesti
umélci. Z podobnych zdrojd jako Kupka mohl kolem
roku 1913 Cerpat Alois Bilek - je mozné, Ze se inspiro-
val pfimo u Kupky, nebot pobyval v Pafizi ve stejném
obdobi. Alois Bilek je autorem rozsahlé prednasky

O barvach, jejiz vynatek vysel ve dvacatych letech
jako priloha k jednomu z autorovych katalogu. 3’

K tvorbé abstraktnich nebo poloabstraktnich kompo-
zic se jinak figurativni malif Alois Bilek uchylil pouze
béhem kratkého obdobi na pocatku svého pobytu

34 Horizontalni prifez partitury o ¢tyfech sloupcich znazornoval
soucasnost ,déni” a jeho forem na tfidilné scéné ve spojeni se
svétlem, barvou a zvukem (hudbou). Vertikalni osa partitury
zachycovala véechny promény slozek v jejich ¢asoprostorovém
prabéhu.

35 Pod vlivem této vizualni zkusenosti se Ponc také pfihlasil do
psychologicky motivovanych kurzd malifstvi u Lothara Sreyera
ve Sturmu.

36 Ty se dnes nachazeji ve sbirce Galerie hlavniho mésta Prahy.
37 Malit Alois Bilek, Vynatek z pfednasky ,O barvach®, archiv
Narodni galerie Praha, pf. ¢. AA 3036/1/52.
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v Pafrizi. *® Doslo k tomu patrné pod vlivem tehdejsich
parizskych vystav a kontaktd s nabistickym okruhem
Maurice Denise, vCéetné nékterych literatl, zvlasté
gurua modernich smérl Emila Verhaerena, s nimz
Bilka spojovalo tésné pratelstvi.

Kresby dal$iho z c¢eskych umélcu, architekta
a malife Arneho Hoska, nazvem casto odkazuji na
zcela konkrétni skladby a svédci o snaze vyjadrit na
zéakladé synestetické schopnosti konkrétni hudebni
skladby abstraktnimi obrazovymi prostredky.
Vystupem jeho naro¢ného vyzkumu v oblasti synes-
tezie je predevsim nevydany rukopis knihy O souvis-
losti tond a barev.*’ Ten svédci o jeho mimofadném
zaujeti barevnou synestezii vztahem harmonie,
rytmu a architektonickych proporci a akustiky. Hosek
se coby architekt vénoval i stavbam a prestavbam
verejnych sall (kino Alfa v Moravské Ostraveé aj.).*°
Jeho zajmu neunikly ani rozhlas a elektronicka hudba,
Lkreslena hudba” nebo zvukovy film.

PFfimym spojenim vytvarného uméni s hudbou,
pohybem a svétlem se v téze dobé zabyval také
sochar a architekt Zdenék Pesanek, ktery na svych
projektech spolupracoval také se skladatelem
Ervinem Schulhoffem. Jeho nejznamé;jsim interak-
tivnim dilem je tzv. barevny klavir neboli Spektrofon.
Jeho inspiraci byl pfedevsim barevny klavir Louise-
Bertranda Castela. Jednalo se o klavir upraveny
tak, ze pfi hrani na jeho klaviaturu se na socharsky
pojatém nastavci rozsvécovaly barevné obrazce,
vyvolané stiskem urcité klavesy. Podobnymi pokusy
se zabyvala dlouha fada jeho prfedchldcUl i soucas-

38 Do Pafize prijel Alois Bilek pocatkem roku 1913 jako Cerstvy
absolvent skoly Maxe Pirnera na prazské akademii a zGstal zde az
do roku 1928.

39 Rukopis se nachazi ve sbirce kresby Narodni galerie Praha
pod inventarnim ¢islem K 56192.

40 Napriklad Arne Hosek, Stavebni akustika, Stavba, 1931, ¢. 11;
Idem, Prostor akusticky a prostor znéjici, Kli¢ - hudebni revue Il,
&. 11; Idem, Hudba a stavebni akustika, Architektura I, 1938, €. 7,
s. 157-159, 161-162; a dalsi.
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structivist period, 34 as well as his familiarisation with
Ostwald’s concept of the synthetic relationships of
colours, which became a source of inspiration in his
later period of colour experimentation. This was the
inspiration for cycle of distinctive watercolor scores
Composition of the melodic colour line 35. Yet another
important impulse was Ponc’s growing acquaintance
with the work of artists belonging to Der Sturm, which
Ponc himself became a member of at the end of 1924.

Kupka and Ponc were not the only Czech artists to
take an interest in theories of colour and its relation-
ship to music or to their own research in the sphere
of psycho-physical dispositions. Around 1913, Alois
Bilek was in a position to draw from similar sources
to Kupka. It is possible (as yet unconfirmed) that Bilek
was inspired directly by Kupka, since he was living in
Paris during the same period. Bilek wrote the lecture
“On Colours”, an extract from which was probably
published in the 1920s as an appendix to one of his
catalogues. 3¢ Bilek, essentially a figurative painter,
only experimented with abstract or semi-abstract
compositions for a short period during his first trip to
Paris. 37 This was undoubtedly under the influence of
the exhibitions taking place in Paris at the time and
his contacts in the artists of Les Nabis associated with
Maurice Denis, which included several writers, notably
the guru of modernism Emile Verhaeren, with whom
Bilek became close friends.

The drawings of another Czech architect and
painter, Arne Hosek, often refer in their titles to spe-
cific compositions and highlight Hosek’s ambition to
depict pieces of music by means of abstract visual
images drawing on his synaesthetic abilities. However,
the main output of his painstaking research into
synaesthesia is the unpublished manuscript of a book
entitled O souvislosti tont a barev (The Relationship
of Tones and Colours) 38. This testifies to the extraor-
dinary interest he had not only in synaesthesia itself,
but also in questions pertaining to the relationship be-
tween harmony, rhythm and architectural proportions,
above all the problem of acoustics, since, as an ar-
chitect, Hosek had investigated the construction and

34 Under the influence of this visual experience, Ponc
also enrolled on the painting courses given by Lothar
Sreyer in Sturm with their emphasis on psychological
motivation.

35 Today they can be found in the collection of the
Prague City Gallery.

36 Malif Alois Bilek - Extract from the lecture “On
Colours”, National Gallery Archive, inv. no. AA
3036/1/52

37 Alois Bilek arrived in Paris at the start of 1913 as

a fresh graduate of the Max Pirner School at the
Academy of Arts and remained here until 1928.

38 The manuscript is in the drawing collection of the
Prague National Gallery under inv. no. K 56192.

refurbishment of public halls (e.g. the Alpha cinema
in Ostrava, Moravia). #? He was also interested in radio
and electronic music, “drawn music”, and sound film.
Another Czech of this period interested in the
links between art and music, as well as movement and
light, was the sculptor and architect Zdenék Pesanek,
who often collaborated with the composer Ervin
Schulhoff. Pesanek’s best known interactive creation
is the colour piano, known as the Spectrophone,
basically modelled on the colour piano invented by
the Jesuit Louis-Bertrand Castel. When the keyboard
was played, each note would cause light patterns to
appear on a relief object. Similar attempts had been
made by many of his predecessors, especially by
music theorists. 42 The first attempts at “colour music”
were in 1725 and 1735, when Castel unveiled the de-
sign of his clavecin oculaire, which projected colours
using candles and coloured glasses whenever a key
was pressed. The instrument was designed to paint
sounds with corresponding colours in such a way that,
according to its maker, a deaf person could enjoy
and judge the beauty of a piece of music by means
of the colours it created, and a blind person might
experience colours by means of sound. Though Castel
never actually built his instrument, he inspired many
later creators of colour instruments, one of the first of
which was built in 1754. In the mid-19th century, D. D.
Jameson, who created his own musical notation and
wrote a theoretical study entitled Colour Music (1844),
created an instrument using glass containers and
coloured fluids. Another version of a similar design
was created around the middle of the century by the
mathematician and philosopher Bernard Bolzano,
who lived in Prague. In 1869-73, Georges Frédéric
Eugeéne Kastner constructed what he called a “pyro-
phone” (also known as a “fire/explosion organ”) and
on 16 January 1877 the American designer Bainbridge
Bishop patented his own colour organ, which project-
ed electrical light through coloured glass upon a key
being In 1895, the Englishman Alexander Wallace
Rimington conceived of a small electrified music
boxwhich contained many holes covered with glass.

39 E.g. Arne Hosek, Stavebni akustika, Stavba, 1931
vol. 11.; Prostor akusticky a prostor znéjici, Kli¢ -
hudebni revue, IlI, vol. 11.; Hudba a stavebni akustika,
Architektura, 1.,7.1939, pp. 157-159, 161-162.; et al.

40 Other instruments of this type included

Thomas Wilfred’s Clavilux, the Farblichtklavier of
Alexander Laszl6 and others from the first half of
the 20th century, which gave rise to other colour
instruments using different technology, e.g. R. E.
Williams's photoelectric organ, patented in 1964,
Carl S. Nelson’s Low Distortion Optical Organ,

1973), Blomeyer’s Opto-Orgel (“ein Lichtgesteuertes
elektronisches Musikinstrument in LSL-Technik”) and
Bondarenk’s electronic Termenvox, patented in 1972.

nikd, nejcastéji z fad hudebnich teoretikd. ** Prvnim
pokusem o ,barevnou hudbu” v letech 1725 a 1735
byl Castellv detailni navrh clavecin oculaire [ocni
cemballo], ktery mél podle zahraného ténu promitat
barvy pomoci svicek a barevnych skel. Pfistroj byl
ur¢en k malovani zvuk( s odpovidajicimi barvami
tak, aby ,hluchy ¢lovék mohl vychutnat a posoudit
krasu hudebniho dila prostfednictvim barev, které
vytvoril, a slepy mohl zakouset barvy skrze zvuk®”.

| kdyz L. B. Castel nastroj nikdy nerealizoval, inspiro-
val fadu tvlrcl mechanickych barevnych nastrojd;
jeden z prvnich byl zkonstruovan jiz v roce 1754. D.
D. Jameson, ktery je tézZ autorem vlastni hudebni
notace a vlivné teoretické prace o barevné hudbé
Colour Music (1844), vytvoril v poloviné 19. stoleti
pfistroj vyuzivajici sklenénych nadob s barevnymi
tekutinami. Jinou verzi podobného feseni navrho-
val kolem poloviny 19. stoleti matematik a filozof
Bernard Bolzano, zijici v Praze. Frédéric Kastner
zkonstruoval v letech 1869-1873 pyrophon (varhany
na plyn) a 16. ledna 1877 patentoval své barevné
varhany americky konstruktér Bainbridge Bishop,
ktery pfi hrani poprvé promital pres barevna skla
elektrické svétlo. V roce 1895 Anglican Wallace
Rimington koncipoval malou elektrifikovanou
hudebni skfinku, obsahujici otvory s barevnymi
skly, kterymi se pomoci bezhlu¢né klavesnice barvy
promitaly. Jedna z mnoha verzi barevného klaviru
byla realizovana a predstavena na Svétové vystavé
v Pafizi v roce 1900. Novy podnét pfinesl az clavier
a lumiéres z roku 1911, jehoz vznik inicioval Alexandr
Skrjabin, kdyz pro néj v roce 1909 napsal partituru
pro symfonickou basen Prometheus, jejiz nékteré
Casti obsahuji poznamky vztahujici se k barevnym
svétlim. Sestrojenim barevného nastroje poveéril
Skrjabin elektromechanika Alexandra Mozera.
Pfistroj nebyl nikdy pIné provozuschopny a je vysta-
ven v muzeu A. Skrjabina v Moskvé.

41 K nastrojiim tohoto typu patfil i tzv. clavilux Thomase
Wilfreda, Farblichtklavier Alexandra Laszlo a jiné pokusy

z prvni poloviny 20. stoleti, na které navazuji dalsi barevné
nastroje, vyvijejici se souc¢asné s technikou a vyuzivajici

jinych technologickych princip(, napf. varhany R. E. Williamse
(Photoelectric Organ, patent z r. 1964), varhany Nelsonovy (Low
Distortion Optical Organ, 1973), varhany Blomeyerovy (Opto-
Orgel, ,ein Lichtgesteuertes elektronisches Musikinstrument

in LSL-Technik”) a Bondarenkv elektrofonicky nastroj typu
Termenvox patentovany v r. 1972.
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Specifikum Pesankova nastroje spocivalo v roz-
Sifeni vizualni formy barevné hudby o tvary, takze
mohl zachdazet s tdnem, barvou a formou jako se
tfemi nezavislymi fenomény. Pro Pesankav pristup
je podstatna disledna teoreticka reflexe, shrnuta
v knize Kinetismus*? (1941), a rozvinuti ustfedniho
principu propojeni zminénych tfi estetickych forem
v dalSich realizacich. Sv(j vynalez, ktery za intenzivni
podpory prazskych Elektrickych zavod( sam zkon-
struoval, prezentoval 13. dubna 1928 ve Smetanové
sini Obecniho domu, kde na nastroj hral Ervin
Schulhoff skladby Alexandra Skrjabina. S velkym
entuziasmem se Pesanek vénoval propagaci nejen
synesteticky zaméfeného nastroje, ale i obecné
vyznamu elektrifikace a svételného kinetismu.
Zucastnil se ¢tyr kongresl Farbe-Ton-Forschungen na
univerzité v Hamburku, kde mél v roce 1930 moznost
setkat se s ostatnimi tvlrci barevnych klavir( jako
napfiklad L. Hierschfeldem-Mackem nebo Oskarem
Fischingerem.

Verejny prinos byl pro Pesanka jednou z hlavnich
motivaci. Jak plyne z jeho obsahlé koresponden-
ce, *® barevny klavir zamyslel uplatnit jako pomUcku
v Ustavech pro hluchonémé. V tomto smyslu
absolvoval nékolik uspésnych demonstraci dila
a rozjednal dohody s pecovatelskymi Ustavy napfic¢
Evropou. Vzhledem k politickym i jinym okolnos-
tem se vSak kromé prvniho prototypu zadny dalsi
exemplar nepodarilo dokoncit. Principy kinetismu
Pesanek presto Uspésné uplatnil - nikoliv ve sféfe
hudebni, ale ve svych z&asti realizovanych navrzich
pro verejné plastiky, pomniky a fontany. Z hlediska
zminénych Pesankovych ideji je to hlavné svételné-ki-
neticka plastika pro Edisonovu transformacni stanici
Prazskych elektrickych zavodu a Fontana lazenstvi,
realizovana v roce 1937 v Ceskoslovenském pavilonu
Expo v PafizZi, za niz PeSanek (resp. prazské Elektrické
zavody) ziskal nejvyssi ocenéni - zlatou medaili.

Umeéni hluku a dekonstrukce tonality

Vznik experimentalnich hudebnich nastrojd byl
Casto svazan se specifickou inovativni notaci, a vyraz-
nymi intervencemi do standardniho hudebniho
zapisu. Béhem dvacatého stoleti doslo k lavinovitému

42 7denék Pesanek, Kinetismus, Praha 1941.
43 Archiv autora je ulozen v Archivu architektury v Technickém
muzeu v Praze.
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These holes, through which colours were project-

ed onto a white screen, were opened and closed

by means of a silent keyboard. One of these later
versions of a colour piano was built and introduced

at the Exposition Universelle of 1900 in Paris. No real
headway was made in this area until 1911 and the
clavier a lumiéres, the creation of which was thanks to
the Russian composer Scriabin, who in 1909 included
the instrument in a score for the symphonic poem
Prometheus, several parts of which contain notes
relating to coloured lights. Scriabin commissioned the
electrical engineer Alexandr Mozer to construct the in-
strument, and though it was never fully operational, to
this day it remains exhibited at the Alexander Scriabin
Memorial Museum in Moscow.

A feature specific to Pesanek’s instrument was the
expansion of the visual form of colour music to include
shapes, and so tone, colour and shape were now treat-
ed as three independent phenomena. However, more
important were the artist’s theoretical reflections upon
the entire theme summarised in his Kinetism 41(1941),
as well as the development of the central principle
of the connecting up of the three aesthetic forms
referred to in other, now publicly presented, works.
Pesanek collaborated on the construction of the piano
with the old Elektrické Zavody Prague and presented
it to the public on 13 April 1928 at the Smetana Hall of
the Municipal House, where Ervin Schulhoff used it to
play a work by Scriabin. Pesanek threw himself with
great enthusiasm into enlightening the public, not only
regarding his synaesthetic instrument, but electrifi-
cation and light-kinetics in general. He participated
at four of the Farbe-Ton-Forschungen congresses at
Hamburg University, where in 1930 he also had the op-
portunity to meet other creators of colour pianos, such
as Ludwig Hirschfeld Mack and Oskar Fischinger.

Pesanek was motivated by the benefits accruing
to the public and the recognition he received. As we
see from his extensive correspondence, 42 he also had
plans to use the colour piano in institutes for the deaf
and dumb. He gave several successful demonstra-
tions of the instrument and reached agreement with
several such institutes across Europe. However, given
the political situation at that time, no other instrument
apart from the prototype was ever built. Nevertheless,
Pesanek successfully applied the principles of kineti-
cism, not in the sphere of music, but in his only partly
realised designs for public sculptures, monuments and
fountains. Perhaps the best example of such ideas was
the light-kinetic sculpture for the Edison transformer
station of Prazské Elektrické zavody, created along with
the Spa Fountain in 1937 for the Czechoslovak pavilion
for the Paris Expo, for which he won a gold medal.

41 Zdenék Pesanek, Kinetismus, Praha 1941.
42 Peganek’s archive is stored at the architecture
archive of the Technical Museum in Prague.

Acoustics: the art of noise and the
deconstruction of tonality

The history of experimental musical instruments
is long and complex and has been subject to much
research. The invention of a new instrument was
often associated with the emergence of an innovative
form of notation (most of which have unfortunately
not survived). During the 20th century, traditional
notation branched into new forms and variations.
One of the first to address systematically the rele-
vance of traditional notation and the possibility of its
radical transformation was the Italian composer and
pianist Ferruccio Busoni, who summarised his ideas
in Sketch of a New Aesthetic of Music, published in
1907 43, Busoni expresses his dissatisfaction with the
excessive formalism of music and anticipates that,
in the future, music will be based on the division of
the octave into more than twelve tones. His convic-
tion that “music was born free; and to win freedom
is its destiny” had a great influence on his students,
especially Edgard Varése and Percy Grainger, both
of whom went on to play an important role in the de-
velopment of music in the 20th century. Busoni also
draws attention to electronic and other new forms of
music as a source of inspiration for the future.

In 1912, the American composer Henry Cowell
experimented with a modified piano (supplemented
with various-sounding objects). Cowell has expres-
sively developed previously used non-traditional
ways of playing the piano (palms, forearms, strings,
etc. - the so-called cluster) and is also the author
of the Elastic Composition, whose length varies
according to the will of the performer and vari-
ous external circumstances - uses the principle of
chance (aleatory principle). Around the same time,
Marcel Duchamp came up with his all-note scores of
Errata’s compositions.

Edgar Varese, one of the pioneers of so-called
new music, used a number of unusual instruments or
acoustic objects (sirens, etc.) to consciously follow
the work of Italian futurists. In 1930, he completed
one of his most famous “non-electronic composi-
tions,” lonization, for percussion and fictional instru-
ments, which he had just predicted to exist. However,
he described the nature of their sound and ideas
about how and how to achieve it. The composer thus
became the discoverer and designer of sound possi-
bilities and techniques leading to new dimensions of
understanding music. Thanks to grant support for the
development of new instruments, Varése designed
the so-called “fingerboard theremin”, one of the first
electronic instruments, adapted as a cello, which he
then used and further developed.

43 Ferruccio Busoni, Sketch of a New Aesthetic of
Music, 1907.

rozkladu notace do mnoha variaci a inovaci. Jednim
z téch, kdo se systematicky zabyval moznostmi jeji
radikalni promény, byl italsky skladatel a klavirista
Ferruccio Busoni, ktery své myslenky shrnul v roce
1907 v knize Nova estetika hudby.** Kritizuje pfiliSnou
formalni svazanost dosavadni hudby a predvida,

ze hudba budoucnosti bude zalozena na rozdéleni
oktavy na vice nez dvanact tona. Jeho teze, ze

L hudba se zrodila svobodna a ziskani svobody je jejim
osudem”, hluboce ovlivnila jeho studenty, zejména
Edgarda Varése a Percyho Graingera, ktefi pozdéji
sehréli vyznamnou roli v rozvoji hudby 20. stoleti.
Busoni poukazuje na elektrické a jiné nové formy
hudby, které se stanou inspiraci pro hudbu budouci.

V roce 1912 experimentoval s upravenym klavirem
(doplnénym o rdzné znéjici predméty) americky skla-
datel Henry Cowell. Cowell expresivné rozvinul dfive
pouzivané netradicni zplsoby hry na klavir (dlani,
predloktim, na struny apod. - tzv. cluster) a je také
autorem Elastické skladby, jejiz délka se méni podle
vlle interpreta a rliznych vnéjsich okolnosti - vyuziva
princip nahody (aleatorni princip). Zhruba ve stejné
dobé prisel se svymi aleatornimi partiturami skladeb
Errata Marcel Duchamp.

Edgar Varése, jeden z prikopnikd tzv. nové
hudby, vyuzival mnozstvi neobvyklych néstroj
nebo akustickych predmétd (sirény apod.)

a védomé navazovat na tvorbu italskych futuristd.

V roce 1930 dokoncil jednu ze svych nejslavnéjsich
.neelektronickych skladeb” lonisation, uréenou

pro perkuse a fiktivni nastroje, jejichz existenci teprve
predvidal. Popsal v§ak charakter jejich zvuku a pred-
stavy o zpUsobu a metodach, jak ho dosahnout.
Hudebni skladatel se timto stal objevitelem a navrho-
vatelem zvukovych moznosti a technik sméfujicich

k novym dimenzim chapani hudby. Diky grantové
podpofe na vyvoj novych nastrojd Varése navrhl

tzv. ,hmatnikovy téremin”, jeden z prvnich elektro-
nickych nastroju, upraveny jako violoncello, jenz pak
vyuzival a dale rozvijel.

V uzkém kontaktu s Ferucciem Busonim byli
néktefi z umélcu, ktefi se zapojili do futuristického
hnuti. Skupina kolem Filippa Tommasa Marinettiho
a Luigiho Russola se Busoniho dilem inspirovala
a jednou z jejich prvnich aktivit byl projekt futuris-

44 Ferruccio Busoni, Nova estetika hudby, 1907.
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tické hudby, ktery Russolo formuloval v roce 1913

v manifestu Uméni hluku a v dalsich textech. Nova
hudebni estetika spocivala ve vyuziti Siroké skaly
zvukU a hlukd a v pouziti novych hudebnich nastroju
a pristroju. Luigi Russolo v roce 1913 zacal tyto
myslenky uskutecnovat prakticky a s Ugem Piattim
zkonstruovali soustavu dvaceti deviti hlukovych
nastroju, které nazvali Intonarumori. Manifest Uméni
hluku doplnoval a ucelené shrnoval proklamace

k nové hudebni estetice z prvniho manifestu (1911),
na jehoz zakladé usporadal Russolo s Marinettim
koncert Uméni hluku v Teatro dal Verme v Milané.
Byly pouzity readlné zvuky jako Soupani, vyti, Fvani

¢i mumlani a koncert se skladal ze ¢tyrf ¢asti -
Procitnuti mésta, Setkani automobil( a letadel,

Jidlo na hotelové terase a Sarvatka v odze - a byl
doprovazen zvuky devatenacti ,hfmotici”. *s Zdroj
nastroju byl elektricky a mechanicky a byly rozezv-
ucovany klikami umisténymi na zadni sténé skfini,
kde byly paky pro ovladani vysky, pfipadné i barvy
zvuku. | kdyz byl Russolo plodnym autorem, z jeho
hudebni pozUstalosti se dochovaly pouze dvé
skladby, které nahodou ve zvukovych dokumentech
objevil némecky muzikolog Fred K. Prieberg. Slo

o choral a serenadu ze staré, témér znicené desky
His Masters Voice R 6919.*¢ Po zminéném koncertu
se konaly jesté dalsi tfi koncerty futuristické hudby
v Théatre des Champs Elysées v Pafizi.

Nékteré principy futuristické hudby v roce 1917
prejala skupina Sesti pafizskych umélct z okruhu
experimentatora par excellence Jeana Cocteaua,
zaloZena z iniciativy Henriho Colleta pod nazvem
Sestka.*” Skladby hrali asto na nastroje, na néz
zpravidla hrat pfilis neuméli nebo na ne-nastroje,
jako byla napfiklad Druha sestava nabytkové hudby
(Chez un ‘bistrot’ a Un Salon, 1920). Skladali spo-
le¢né hudbu na texty Jeana Cocteaua, napfiklad
slavny balet Les Mariés de la Tour Eiffel (1921). Vedle
Cocteaua byl tvlréim duchem jejich okruhu Eric

45 Luigi Russolo, L'art des bruits, Manifeste futuriste 1913, Paris
2009.

46 \Vladimir Lébl, O meznich druzich hudby, in: Nové cesty
hudby Il, Praha 1970, s. 14.

47 Jméno prejala skupina podle slavné ruské skupiny Pétka

a jejimi cleny byli: Arthur Honegger, Louis Durey, Darius Milhaud,
Georges Auric, Francis Poulenc a skladatelka Marcelle Germaine
Tailleferre. Viz Benjamin Ivry, Francis Poulenc, Phaidon Press
Limited, 1996.
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Several artists were in close contact with Busoni,
who shortly afterwards became involved with the
Futurist movement. The Italian artists around Filippo
Tommaso Marinetti and Luigi Russolo were inspired by
Busoni’s work and one of their first projects involved
futurist music, the concept of which was published in
1913 by Luigi Russolo in his famous The Art of Noises,
as well as other texts. Russolo formulated a new musi-
cal aesthetic featuring the utilisation of diverse sounds
and noises and the use of new musical instruments
and devices for their creation. In 1913, Russolo began
to realise these ideas practically and with Ugo Piatti
built a set of instruments called Intonarumori.

The manifesto The Art of Noises was not the
first of its kind, but simply summarised declarations
already made regarding the new musical aesthetic
in the first manifesto of 1911, on the basis of which
Russolo and Marinetti organised a concert of Futurist
music at the Teatro dal Verme in Milan entitled The
Art of Noise. The music at this concert was made up
of real sounds, such as shuffling, howling, roaring and
muttering. There were four parts: The Awakening of
a City, The Meeting of Automobiles and Aeroplanes,
Dining on the Hotel Terrace and Skirmish at the Oasis,
and the concert featured all nineteen noise instru-
ments (Intonarumori) created by Russolo and Uggo
Piatti. #4 The mechanical instruments were powered by
cranks located on the rear wall of a cabinet where the
levers were also placed that controlled the pitch and
colour of the sound. Though Russolo was a prolific
composer, only two of his works have been preserved,
which by coincidence were discovered by the German
musicologist Fred K. Prieberg. These are a chorale
and serenade and feature on an old, almost destroyed
record His Master’s Voice R 6919 45. Another three con-
certs of Futurist music were organised in the Théatre
des Champs-Elysées in Paris.

Certain principles of Futurist music were later
adopted (in 1917) by a group of six Parisian artists from
the circle surrounding the experimenter par excel-
lence Jean Cocteau. The group was formed on the ini-
tiative of Henri Collet and called Les Six. 4¢ They gave
their concerts using instruments they often had no
idea how to play or on non-instruments, e.g. Musique
d’ameublement (Chez un Bistrot and Un Salon, 1920).
They created joint compositions using texts by Jean
Cocteau, for instance the ballet Les Mariés de la Tour
Eiffel (1921). Another of the group’s creative spirits
was Eric Satie, with whom several members of Les

44 Luigi Russolo, L'art des bruits, Manifeste futuriste
1913, Paris 2009

45 Vl]adimir Lébl, O meznich druzich hudby, in: Nové
cesty hudby I, Praha 1970, p. 14.

46 The name was inspired by Mily Balakirev’s The
Five. The members of Les Six were Honegger, Durey,
Tailleferre, Auric, Poulenc and Ivry.

Six produced a performance of Parade, during which
(according to Ivry) “they played some noise-emitting
instruments supplied by Cocteau”.

The first experiments using a piano modified
by various add-ons also go back to 1912 and were
conducted by the American composer Henry Cowell,
who was later followed by Edgar Varése and John
Cage. Cowell expanded the unconventional ways
of playing the piano used up until then (palm of the
hand, forearm, strumming the strings, clusters, etc.).
He also advanced the elastic form, the duration of
which changes according to the will of the interpreter
and various external circumstances using the aleatory
principle, at roughly the same time as Duchamp was
creating his own random Erratum Musical.

Edgar Varése, one of the earliest and most famous
pioneers of New Music, used many unusual instru-
ments or acoustic objects (sirens, etc.), following in
the wake of the Futurists. In 1930, he completed one
of his most famous non-electronic compositions,
lonisation. The piece is scored for thirteen percussion-
ists and instruments yet to see light of day. However,
the composer had described the character of the
sound they were to emit and his suggestions regarding
how they were to achieve it, and in this way became
the inventor and proponent of sonic possibilities and
technigues opening up new dimensions in under-
standing music. Using grants for the development of
new instruments, Varése created the theremincello,
an adapted theremin and one of the first electronic
instruments, which he went on to use and develop in
many of his works.

Within the framework of their experimental
potential, these instruments attempt to produce
sounds in a new way and encourage new forms of
perception and, later on, recording. They usually try
to give a sense of some aspect of reality. Castela’s co-
lour piano and most of its later iterations attempt to
mediate the genuine experience of synaesthesia (the
continuum-based perception of sounds or rhythms
and colours or two other traditionally separate quali-
ties). The connection between Russoli’s concept of the
Intonarumori and reality is clear, and involves getting
as close as possible to a real-world sonic situation (The
Awakening of a City, The Meeting of Automobiles and
Aeroplanes, Dining on the Hotel Terrace and Skirmish at
the Oasis), not only on an abstract emotional level like
impressionist music, but through the most accurate
imitation of real sounds. Though this involves a game
played according to a plan stipulated in advance and
recorded in prospective notation, the approach allows
for considerable freedom of interpretation in contrast
to traditional notation.

Russoli’s The Art of Noises had a huge influence
on the emergence of musique concréte, which placed
the use of non-musical sounds, i.e. noises, on the same
level as musical. Pierre Schéffer, founder and advocate
of musique concreéte, consciously followed in the foot-

Satie, s nimz néktefi élenové Sestky produkovali
predstaveni Parade, v némz (podle Benjamina Ivryho)
Lhréli na néjaké hluky vydavajici nastroje dodané
Cocteauem”.

Russolovo Uméni hluku bezprostifedné ovliv-
nilo genezi fenoménu konkrétni hudby - musique
concréte, ktera zrovnopravnila vyuziti ,nehudeb-
nich zvukd”, tedy hluk(. Pierre Schaffer, zakladatel
a propagator konkrétni hudby, navazal na tvorbu
Luigiho Russola a od roku 1948 zacala v Groupe de
Recherche de Musique Concréte - nové zalozeném
nahravacim studiu v Paf¥izi vznikat studiova sbirka
ruchl a hlukd.

Kdyz Luigi Russolo v roce 1913 napsal v Manifestu
hluku: ,pojdme se toulat velkym modernim méstem
a pozorujme vic usima nez o¢ima, rozlisujme zvuk
vody, vzduchu nebo plynu v kovovém potrubi, jemné
vréeni stroji, které zcela nepochybné dychaji a pul-
zuji jako zivé, tep zaklopek, dunéni pistd, skfipani
prevodd, narazy kol tramvaje na kolejnice, praskani
bicem, tfepotani platénych rolet a vlajek. Budeme
se bavit tim, Ze v mysli sestavime orchestr z hlukt
rolet vykladnich skfini, bouchani dveri, ruchu spé-
chajiciho davu, ohromné vravy Zeleznicni stanice,
kovarskych vyhni, mlynd, tiskarenskych strojd,
elektraren a podzemni drahy,” *® jako by popisoval
jednani soucasného zvukového umélce hlasiciho se
k mezinarodnimu hnuti akustické ekologie. Vnitini
étos i motivace souc¢asného umeélce - posluchace
méstské symfonie - je vSak o Russolova diametralné
odlisny. V soucasnosti jde spi$ nez o esteticky
akusticky zazitek o kritické ohledavani expanzivnich
hranic civilizacnich dopad( na krajinu, jeji ekosys-
témy a o hledani novych cest koexistence pfirody
a lidské civilizace. **

48 Dostupné napf. z: http://www.o-p-o.cz/links/Russolo, Luigi_
Umeni_hluku_CZ.pdf, cit. 17. 3. 2019.

49 \/ nasem prostredi Ize mluvit o pfimém a radikalnim pfijeti
myslenek futuristickych ideji predevsim v konceptu Broken
Music z poloviny Sedesatych let Milana Knizéka, ale také ve
vyrazné viné tvorby experimentalnich hlukovych nastroja,
tak jak k nim v poslednich desetiletich pfistupuji autori jako
Martin Janicek, Lubos Fidler, Robert Vlasak a dalsi, a také
fada noisovych uskupeni - napfiklad Openning Performance
Orchestra, ktery se vedle vlastni tvorby vénuje interpretaci
hudby futurist nebo Knizakové Broken music
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Nahoda nebo vyssi princip

Jednim z vyznamnych moment( dekonstrukce
tradi¢niho kompozi¢niho systému se stal prin-
cip paralelniho prednesu. Oblibeny prostfedek
Johna Cage, ktery vyuzil na svych koncertech
a nahravkach nescetnékrat, ma zarodek v produkci
Cabaretu Voltaire, zalozeném Hugo Ballem a Emmy
Henningsovou 5. unora 1916 v Curychu. V jejich
dynamicky se vyvijejici, provokativni poetice méla
paralelni recitace nékolika basni vyznamné misto.
Jean Arp, Tristan Tzara a Walter Serner zkomponovali
cyklus basni pro simultanni prednes Hyperbola o kro-
kodylu-kadernikovi a holi sSpacirce. V této kompozici,
jez byla zarodkem automatickych textd, napsali
kazdy stridavé jednu vétu. Podobné vyznamnou
roli sehréla u dadaistl i technika provokace Spilani
publiku (= kravaly). Dalsim principem, vedoucim
k rozpadu tradi¢nich tvlrcich forem jak v hudebni,
tak vytvarné oblasti, bylo zapojeni ndhody. Tento
princip prosazoval za plnohodnotny tvaréi prvek,
reprezentujici urcity obrat k pfirozenému radu
Marcel Duchamp. Jeho prvni ready-made objekty
pochazeji z jara roku 1910. Mezi lety 1912 a 1915,
béhem pafrizského (a castecné mnichovského)
obdobi, pred presunem do New Yorku, kdy tvofil
sva zasadni dila jako Akt sestupujici ze schodd &. 2
(1912) nebo Nevésta (1912) a znamé ready-mades
Bicycle Wheel (1913), Bottle Dryer (1914) a dalsi,
pracoval Duchamp s nékolika originalnimi hudebnimi
ideami. Vétsina jeho pokust se nezachovala, podle
tfi dochovanych |ze vSak Duchampa prokazatelné
oznacit za jednoho z prvnich experimentatord nejen
s vytvarnymi, ale rovnéz s hudebnimi formami.
Zachovaly se dvé skladby zalozené na ,,chance ope-
rations” a jedna partitura pro hudebni happening:
notace s nazvem Erratum Musical pro tfi hlasy z roku
1913 byla publikovana az v roce 1934. Duchamp ji
vytvofril na zdkladé ndhodného generovani Cisel,
podle nichz umistil noty do notové osnovy. Druha
skladba La Mariée mise a nu par ses célibatai-
res méme. Erratum Musical (1913) nebyla nikdy
dokoncena a za Duchampova Zivota publikovana.
Podle instrukci v rukopisu notace méla byt skladba
interpretovana kromé klaviru také mechanickymi
nastroji (predmeéty), pficemz role interpreta méla byt
redukovana na vykonavatele urcitych mechanickych
procesu. Instrukce obsahuji popis ,aparatu, generu-
jiciho a zaznamenavajiciho jednotlivé hudebni useky,
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steps of Luigi Russoli, and beginning 1948 a collection
of noises began to be created in the newly created
recording studios in Paris.

With his words written in 1913 in his famous man-
ifesto The Art of Noises: “Let’s walk together through
a great modern capital, with the ear more attentive
than the eye, and we will vary the pleasures of our
sensibilities by distinguishing among the gurglings of
water, air and gas inside metallic pipes, the rumblings
and rattlings of engines breathing with obvious animal
spirits, the rising and falling of pistons, the striden-
cy of mechanical saws, the loud jumping of trolleys
on their rails, the snapping of whips, the shipping of
flags. We will have fun imagining our orchestration of
department stores’ sliding doors, the hubbub of the
crowds, the different roars of railroad stations, iron
foundries, textile mills, printing houses, power plants
and subways.” 47 as if Luigi Russolo described the ac-
tions of a contemporary sound artist committed to the
international movement of acoustic ecology. However,
the inner ethos and motivation of the contemporary
artist - the listener of the city symphony - is diamet-
rically different from Russoli’s. At present, rather than
an aesthetic acoustic experience, it is a critical search
for the expansive boundaries of civilizational impacts
on the landscape, its ecosystems and the search
for new ways of coexistence of nature and human
civilization. 48

Probability theory: randomness or a higher principle
One of the milestones in the deconstruction of
the traditional system was the principle of parallel
performance. This was one of John Cage's favourite
techniques and originated in the productions of the
Dadaist Cabaret Voltaire, founded by Hugo Ball and
his partner, later wife, Emmy Hennings, on 5 February
1916 in the Spiegelgasse, Zurich. The simultaneous
recitation of several poems played a significant part
in the couple’s dynamic, provocative work. Hans
Arp, Tristan Tzara and Walter Serner jointly com-
posed a cycle of poems for simultaneous recitation
entitled Hyperbola of the Crocodile Hairdresser and
the Walking Stick. In this work, the germ of what later

47 Available at http://www.artype.de/Sammlung/pdf/
russolo_noise.pdf, accessed on 17 March 2019.

48 |n Czechoslovakia we see a radical application
of Futurist ideas in Milan Knizak’s Broken Music

of the mid-1960s, as well as in the creation of
unconventional noise instruments over the last few
decades by figures such as Martin Janic¢ek, Lubo$
Fidler, Robert Vlasak, and others. Various noise
groups have sprung up, and one of them, Opening
Performance Orchestra, will play at our exhibition.
As well as its own material, the orchestra features
compositions from the past, including the music of
the Futurists and Knizak’s Broken Music.

became automatic texts, the writers took it in turns
to write a sentence. Later on, Dada widened its rep-
ertoire to include deliberately setting out to offend
audiences.

A more serious factor that contributed to the
breakdown of traditional creative forms, both in music
and art, was the involvement of chance in the process
of creation. One of the first to adopt this principle
as an integral part of the creative process, one that
represented in its way a turn to the natural order, was
Marcel Duchamp, whose first readymades go back to
spring 1910. Between 1912 and 1915, during his Paris
(and in part Munich) period, before moving to New
York, i.e. at the same time as he was creating such
pivotal works as Nude Descending a Staircase, No. 2,
1912, or Bride, 1912, and famous readymades Bicycle
Wheel (1913), Bottle Dryer (1914), etc., Duchamp
also worked with several original musical ideas.
Unfortunately, most of these experiments have not
been preserved. However, based on the three ex-
tant examples, we are fully justified in claiming that
Duchamp was one of the first experimenters, not only
with artistic but also musical forms, even though it
appears he never intended to realise the latter. Two
compositions have been preserved based on chance
operations, and one score for a musical happening.

The score of Duchamp’s Erratum Musical for three
voices of 1913 was only published in 1934. The artist
selected where to write notes on a stave on the basis
of random number generation. The second compo-
sition is The Bride Stripped Bare by Her Bachelors,
Even. Erratum Musical (1913), which remained incom-
plete and unpublished during Duchamp’s lifetime.
According to the instructions in the manuscript, the
composition was to be played by piano and me-
chanical instruments (objects), while the role of the
interpreter was simply to execute certain mechanical
processes. Duchamp’s title for the system is “An ap-
paratus automatically recording fragmented musical
periods”. This apparatus comprised funnel, several
open-end cars, and a set of numbered balls. Each
number on a ball represented a note (pitch). 4?

These compositions predate by some consider-
able time John Cage’s work with chance, e.g. Music of
Changes (1951) 5°, a work often considered ground-
breaking in this regard. Moreover, unlike most other
avant-garde examples, in the case of Duchamp the
phenomenon of a score attains the status of happen-

49 Petr Kotik. Liner Notes to CD “The Music of Marcel
Duchamp”, Edition Block + Paula Cooper Gallery, 1991.
Over recent years several attempts have been made
to interpret these works, some of which are available
on the internet, e.g. at https://vimeo.com/54930332.
Accessed 12 March 2019.

50 Sylvére Lotringer, Becoming Duchamp. www.
Toutfait.com. Accessed 12 March 2019.

sloZeného z trychtyre, nékolika vozik( a velkého
poctu kouli, oznacenych Cisly”.®°

Tyto skladby s velkym predstihem predzname-
naly kanonické skladby Johna Cage, zaloZzené na
principech nahody, napfiklad Imaginary Landscape
No. 1 pro dva gramofony s proménnou rychlosti,
frekvencni nahravky, upraveny klavir a ¢inel nebo
Music of Changes (1951) **. Na rozdil od vétsiny
dalsSich avantgardnich tvirc( vytvarnych partitur se
u Duchampa dostava fenomén partitury do kontextu
vytvarného happeningu nebo spiSe eventu - malého
experimentalniho Utvaru usilujiciho o propojeni
nékolika uméleckych oblasti, ktery zname z aktivit
Fluxu z Sedesatych let. V podstaté vSechny zminéné
postupy, rozsifené o fadu dalSich pouzil také John
Cage, jehoz vyznam spociva v dUslednosti, s niz své
myslenky realizoval. Cageovy rané pokusy s aleato-
rikou, s upravenym klavirem a alternativnmi zdroji
zvukd maji prokazatelné zaklad v jeho kontaktech
s Varésem, Cowellem a zprostifedkované s futuristy.
John Cage svym zaujetim, dislednosti a programo-
vou otevienosti véem vnéjsim i zcela niternym impul-
z0m dokazal tyto dilci ideje pretvorit v univerzalni
princip otevieni se nevycerpatelnému potencialu
uméleckého experimentu.

Zasadnim momentem pro novou hudbu i pro
konceptualni uméni je Cageova formulace teorie
neurcenosti (principu nahody). Podobné jako Russolo
a daslednéji Duchamp Cage vzdy deklaroval sv(j
respekt k vnéjsim okolnostem tvorby. Tato schop-
nost interakce s vnéjsi realitou vyzaduje otevienost,
respektive nezamérnost (indeterminancy). Cageova
tvorba vychazi se systému, ktery historicka Joan
Retallack ®? nazyva ,komplexnim realismem”. Jeho
soucasti je konfrontace nasich oc¢ekavani (v ramci
konfrontace dila) s readlné komplexni situaci, v niz
jsme nuceni vzit na védomi, ze skutecny stav véci

50 Petr Kotik, Liner Notes to CD “The Music of Marcel Duchamp”,
Edition Block + Paula Cooper Gallery, 1991. V poslednich letech
doslo k nékolika pokustiim o interpretaci téchto skladeb, nékteré
je mozné zhlédnout na internetu, napfiklad: https://vimeo.
com/54930332, cit. 12. 3. 2019.

51 Sylvere Lotringer, Becoming Duchamp. Dostupné z: www.
Toutfait.com, cit. 12. 3. 2019.

52 Joan Retallack, Poethics of a Complex Realism, in: Marjorie
Perloff - Charles Junkerman (eds.), John Cage. Composed

in America, Chicago: The University of Chicago Press, 1994,

s. 242-274.
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je nesrovnatelné bohatsi, pestiejsi a nevyzpytatel-
néjsi nez ten, na ktery jsme zvykli v ramci uméle
(umélecky) vymezené situaci. Ve studii Poethics of
a Complex Realism z roku 199453 na rozboru dvou
Cageovych dél ukazuje, jak v praxi teoretické prin-
cipy Cageovy tvorby fungovaly. Jednim z referenc-
nich pfipadd je popis prabéhu koncertu pod Sirym
nebem na dvorku v MOMA, ktery narusil dést a toho,
jak na necekanou situaci Cage reagoval. Princip
weather system vychazi ze vztahu Cage umélce
k pocasi jakozto modelovému pfipadu nepredvidatel-
nosti, respektive neurcitosti projevll pfirozeného pro-
stfedi. Clanek je uveden odkazem na estetickou teorii
filozofa Johna Deweye, ** jenz zdUraznuje potiebu
opétovného priblizeni se uméni redlnému zivotu,
lidské zkusenosti: ,,A conception of fine art, that sets
out from its connection with discovered qualities
of ordinary experience will be able to indicate the
factors and forces that favor the normal development
of common human activities into matters of artistic
values.” ** To demonstruje na Cageoveé pfiméru o jeho
praci jakozto o pocasi, které je nejbéznéjsi okolnosti
kazdodenniho zivota: ,/ like to think of my music as
weather, as part of the weather”, *¢ stejné nahodilé,
nevyzpytatelné, napinavé a podmanivé. Cage uvadi
podstatné srovnani své prace s pristupem mete-
orologu a fyzik(l - zejména Richarda Feynmana,
s nimz opakované spolupracoval -, ktefi pouze berou
v potaz dané podminky a zkoumaji, co se za téchto
podminek déje. Z Cageovych spolecnych vyzkumi
s Feynmanem a dalSimi vyplyva, ze podminek je
v realném svété nahodilé a nekone¢né mnozstvi.
Primym dasledkem téchto zjisténi bylo Cageovo pfi-
jeti teorie chaosu jako dalsiho z tvlrcich princip. To,
co Cage nazyval chaosem, bylo hluboce zakofenéno
v jeho usili pfirodu nenapodobovat (jako zobrazivé
uméni), nybrz zachytit procesy v ni probihajici. (,The
structuring of what Cage called chaos was deeply in
accord with his pledge to imitate not nature but her
processes.”*7)

Z jiného pohledu tutéz situaci nahlizi teoreticka
N. Katherine Hayles. Ve studii Chance Operation:

53 |bidem.

54 Art as Experience, New York 1958.
55 Retallack (pozn. 51), s. 198.

56 |bidem, s. 244.

57 |bidem, s. 251.
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ing or event, i.e. a small experimental formation striv-
ing to connect multiple artistic spheres, something we
know well from the activities of the Fluxus movement
in the 1960s.

Basically, all of the procedures we have looked
at up till now, plus many more, were used by John
Cage, whose significance lies more than anything else
in the consistency with which he realised his ideas.
Cage's early experiments with aleatoricism as well as
with prepared piano and different sound sources are
clearly based on his exposure to the work of Varése,
Cowell and the Futurists. However, Cagoe, with his
enthusiasm, consistency and openness to all outer
and inner impulses, achieved the comprehensive
application of what was a primarily philosophical
principle of openness to the inexhaustible potential of
experimentation.

A pivotal moment for new music and conceptu-
al art is the formulation of the uncertainty principle.
Like Russoli and Duchamp before him, Cage always
declared his respect for the external circumstances
of creation (most obviously in 4'33” or Silence, 1952).
He went on to make explicit this respect for the world,
nature and reality in his utilisation of the principle of
chance, which he systematically incorporated into his
life and work. This ability to interact with external real-
ity demands great openness and a respect for indeter-
minacy. The structure of that which Cage called chaos
was deeply rooted in his endeavour not to imitate
nature (as in the case of figurative art), but to capture
the processes taking place within it.

All of these inner principles of Cage’s work create
a system that the historian Joan Retallack 5t calls “com-
plex realism”. Part of this system is the confrontation of
our expectations (within the framework of our confron-
tation with the work) with a certain real-life complex
situation, during which we come to understand that
the genuine state of things is incomparably richer and
more varied (and unpredictable) than we are used to
perceiving it within the framework of an artificially
(artistically) delineated situation. In her study Poethics
of a Complex Realism from 1994, 52 Retallack shows in
an analysis of two of Cage’s works how the theoretical
principles of his work operate in practice. One of her
reference points is a description of the course of an
outdoor concert in the courtyard at MOMA that was
interrupted by rain, and how Cage responded. The
“whether” system principle is based on the relationship
of Cage as artist to the weather qua case study of the
unpredictability or uncertainty of the environment. The
article contains a reference to the aesthetic theory of

51 Joan Retallack: Poethics of a Complex Realism, in:
Marjorie Perloff, Charles Junkerman (eds.), John Cage:
Composed in America, The University of Chicago
Press, Chicago 1994, pp. 242, 274.

52 jbid.

the philosophy John Dewey 53, which emphasises the
need for art to encounter repeatedly real life and hu-
man experience: “A conception of fine art that sets out
from its connection with discovered qualities of ordi-
nary experience will be able to indicate the factors and
forces that favor the normal development of common
human activities into matters of artistic value.” 34 This
is then demonstrated with recourse to Cage’s com-
parison of his work to weather, the commonest reality
of our everyday lives: “I like to think of my music as
weather...” 55 i.e. random, unpredictable, thrilling and
captivating. Cage compares his work to that of mete-
orologists and physicists, especially Richard Feynman,
with whom he often collaborated, who examine change
within the framework of set conditions. On the basis
of the joint research carried out with Feynman and
others, it becomes clear that in the real world there is
a random and infinite number of such conditions. What
Cage discovered led him to accept chaos as another
element of the creative process. “The structuring of
what Cage called chaos was deeply in accord with his
pledge to imitate not nature but her processes.” %¢.

In a study called Chance Operations: Cagean
Paradox and Contemporary Science, the historian N.
Katherine Hayes examines what is often thought of as
the pivotal creative source of Cage’s work. Drawing
on her background in the natural sciences, Hayes
offers three mutually complementary ways of inter-
preting Cage’s compositional method: “intersecting
worldliness, temporal asymmetry, and informational
incompressibility.”

The first of these is based on the physical theory
of worldlines, i.e. virtual traces representing the
path of each body in space-time. The conjunction
of different independent worldlines creates different
situations and entire narratives ensuing therefrom.
Cage opted to respect these worldlines and promote
them at the expense of his own will. For instance,
when transcribing his work, he included in the score
the defects to the paper on which he was writing.
Later he began to generate random situations based
on chance operations often derived from the ancient
Chinese divination text | Ching or from random
numerical tables. This respect for the given made
him appreciate sound for its unique sensory quality,
independent of the intention that informs the way it
is interpreted and presented. He assigned a liberating
power to randomness to free us from the limitations of
our own expectations.

53 Art as Experience, New York 1958.

54 Joan Retallack: Poethics of a Complex Realism, in:
Marjorie Perloff, Charles Junkerman (eds.), John Cage:
composed in America, The University of Chicago
Press, Chicago 1994, p. 244

55 ibid., p. 244

56 ibid., p. 251

Cagean paradox and Contemporary Science zkouma
Cageovu stézejni tvlirci metodu chance operation.
Na zakladé poznatkl z pfirodnich véd nabizi autorka
tfi vzajemné se doplnujici mozZnosti interpretace
Cageovy metody: ,intersecting worldlines, temporal
asymmetry, and informational incompressibility”.

Prvni z nich se zaklada na fyzikalni teorii tzv.
svétocar, jez jsou virtualni stopou predstavujici drahu
kazdého télesa v ¢asoprostoru. Konjunkce rliznych
nezavislych svétocar vytvareji rlizné situace a z nich
celé pribéhy. Cage se rozhodl nezavislé svétocary -
nahodilé situace a pfibéhy nahodné mu vstupujici do
cesty - respektovat a povysit je na Ukor vlastni vile.
PFi rozepisovani vlastnich notaci zatradil do partitury
defekty papiru, na néjz pravé psal. Pozdéji zacal
generovat ndhodné situace z ndhodnych operaci
odvozenych &asto z &inské véstecké knihy I Ting
nebo z ndhodnych ciselnych tabulek. Skrze tento
respekt k danému dospél k ocenéni zvuku pro jeho
jedinecné smyslové kvality, nezavisle na zaméru,

s nimz je ten zvuk interpretovan a prezentovan.
Nahodé, chapané jako propojeni nezavislych svéto-
Car prikladal osvobozujici moc zprostit nas omezeni
vlastnich ocekavani. ,(...) nahoda ma sanci otevrit nas
svétu takovému, jaky je, nikoliv jen jaky si myslime, ze
je nebo jaky by mél byt.”

Druha interpretace je zaloZzena na Cageoveé
neortodoxnim pfistupu k ¢asu a prostoru v hudebni
performanci. Autorka porovnava Cageovy predstavy
o Case s fyzikalnimi teoriemi o smérech proudéni
Gasu a teorii fraktalniho ¢asu (podle nizZ je Cas slozen
z nekonec¢né malych navzajem si podobnych ¢asti).
Cage se pta, pro¢ musi byt hraci a zvuky nakupeni na
jednom misté v jednom case, kdyz (jeho) zamérem
neni fuze zvukd, ale spiSe zdUraznéni jedinecnych
kvalit kazdého samostatného zvuku. (,Why should
musicians (and sounds) be grupped together in space
and time, when the Intend is not to have sounds fuse
but rather to allow each sound its unique autonomous
qualities.” ®¢)

58 Chance, understood as connection between independent
worldlines, has the liberating power to release us from the
limitations of our expectations. (...) chance has a chance to open
us to the world as it is, not merely as we thing it will or it should
be.” N. Katherine Hayles, Chance Operation: Cagean paradox
and Contemporary Science, in: Marjorie Perloff - Charles
Junkerman (eds.), John Cage. Composed in America, Chicago:
The University of Chicago Press, 1994, s. 234.
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Dvacatého devatého srpna 1952 méla premiéru
Cageova ziejmé nejslavnéjsi skladba 4°33“, kompo-
zice o trech ,Castech” bez jediného ,,zamérného”
zvuku. Autor uvadi dvé bezprostiedni priciny jejiho
vzniku: zkusenost z pobytu ve zvukotésné komore,
mistnosti, jejiz stény pohlcuji véechny zvuky a Zadné
neodrazeji, kterou navstivil ve druhé poloviné
Ctyricatych let 20. stoleti na Harvardoveé univerzité.
Cage do ni vstoupil ocekavaje, ze uslysi ticho, ale:
.Slysel jsem dva zvuky, vysoky a nizky. Kdyz jsem to
popsal mistnimu technikovi, fekl mi, ze vysoky zvuk
vytvarel mdj nervovy systém a nizky muj krevni obéh.
Druhym bezprostfednim impulzem k napsani této
skladby byla pro Cage série Bilych obraz(i Roberta
Rauschenberga z roku 1951. Prazdna platna byla pry
zcela prazdna a reflexivni tak, ze jejich povrch reago-
val a ménil se v zavislosti na svételnych podminkach
a stinech prochazejicich osob, ,takZe byste skoro
mohli Fict, kolik lidi je pravé v mistnosti,” jak pozna-
menal sdm Rauschenberg. To inspirovalo Cage k uziti
podobné myslenky ticha jako akusticky prazdného
platna, pohlcujiciho ambientni zvuky.

Art without work, jak skladbu nékdy nazyval
Cage, navazuje na ,groundbreaking concepts of
avant-garde” ze zacatku stoleti a aktualizuje je,
zejména Duchampovy ready-mades, jez sam jejich
autor charakterizoval jako ,works without art”.
PrestoZe se 4'33” Casto nazyva Silent piece, neni
vlastné pfilis o tichu, ani o konkrétnim zvuku. Je
zalozena na aktivnim naslouchani okolnim (ambi-
entnim) zvukdm, hluku prostfedi, zvukam, jez nas
neustale obklopuji, v tomto specifickém pfipadé
nezamérnych zvukd, jez se vyskytnou v prabéhu
performance. 4'33” je chvile miceni, vysek reality,
prazdny ram... Pokud vSak vezmeme v Uvahu jeji
umeélecky dopad, stava se z ni jeden z nejhlasitéjsich
vykfikd v déjindch uméni i hudby.

“

Intermedialni experiment v Ceskoslovensku 60. let
Muzikolog Vladimir Lébl napsal v textu z roku

1966: ,Sedesata |éta prinesla ,zvukovou sprchu’ -

¢tyrhodinovy projekt Petra Kotika a skupiny Quax

v menze Pravnické fakulty. Soubor slovenského

skladatele Ladislava Kupkovice ozvucil ve velkém

projektu cely hrad Smolenice. Brnénska Skupina

A poradala happeningy, v nichz kvaziprofesori vedli

dialogy s kvaziexotickymi cizinci. Skladatel Josef

Berg skladal miniopery, vznikla Musica viva pragensis
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Hayes’s second way of interpreting Cage’s music
is based on the composer’s unorthodox approach to
time and space in musical performance. She com-
pares Cage’s ideas regarding time with physical theo-
ries regarding the directions in which time flows and
the theory of fractal time (according to which time is
composed of infinitely small, ever more complicat-
ed cycles). Cage asks: “Why should musicians (and
sounds) be grouped together in space and time, when
the intent is not to have sounds fuse but rather to allow
each sound its unique autonomous qualities”. 57

Hayes then goes on to draw on the principles of
an (extreme) theory of information, according to which
randomly generated clusters of letters carry more in-
formation than consciously written text. She examines
Cage’s poetry and music and concludes that this theory
works better in music than in the written text, regarding
which Cage did not apply the theory as consistently.

On 29 August 1952, the premiére took place of
what is undoubtedly Cage’s most famous compo-
sition, 4'33”, a composition in three “movements”
without a single sound. Cage himself offers two expla-
nations of why he wrote the work. The first involves
his experience of an anechoic chamber, i.e. a room
whose walls, ceiling and floor absorb all sounds rather
than reflecting them as echoes, which he visited in
the latter half of the 1940s at Harvard university. Cage
entered the room expecting to hear silence, but this
was not to be the case: “I heard two sounds, one high
and one low. When | described them to the engineer
in charge, he informed me that the high one was my
nervous system in operation, the low one my blood in
circulation.” The second reason for writing the work
was his encounter with White Paintings, the series
by Robert Rauschenberg of 1951. The canvases were
completely empty and reflexive in such a way that
their surface reacted and changed depending on light
conditions and the shadows of new arrivals, so much
so that “you could almost tell how many people are
in the room”, as Rauschenberg himself observed. This
inspired Cage to use a similar idea of theory as an
auditory empty canvas that would reflect the flow of
sound from its surroundings.

This “art without work”, as Cage sometimes called
the composition, followed on from and updated the
“groundbreaking concepts of the avant-garde” of the

57 “Chance, understood as connection between
independent worldlines, has the liberating power to
release us from the limitations of our expectations.”
“...change has a chance to open us to the world as it
is, not merely as we think it will or it should be.”, in: N.
Katherine Hayes, Chance Operations: Cagean Paradox
and Contemporary Science, in: Marjorie Perloff,
Charles Junkerman (eds.), John Cage: Composed in
America, The University of Chicago Press, Chicago
1994, p. 234

beginning of the century, especially Duchamp’s ready-
mades that the artist himself described as “works
without art”. Though 433" is often called a silent
composition, it is not really about either silence or
even noise (sound). It is more about an active listening
to surrounding (ambient) sounds, the noise of the
environment, the sounds that envelop us constantly,
albeit in this case unintentional sounds that oc-

cur during the course of the performance. 4'33" is

a moment of muteness, a cut-out of reality, an empty
frame. However, judged in terms of the impact it had,
it is one of the loudest screams in the history of art
and music.

Intermedial experiments of the 1960s: graphic scores
The 1960s brought a “sound shower” in the form
of the four-hour project overseen by Petr Kotik and
the group Quax in the refectory of the Faculty of Law.
Led by the Slovak composer Ladislav Kupkovic, the
ensemble filled the whole of Smolenice Castle with
sound. The Brno-based Group A organised happen-
ings in which “professors” conducted interviews with
“exotic” foreigners. Josef Berg composed mini-operas,
Musica Viva Pragensis was formed for the interpreta-
tion of works by Schoenberg and Webern, and three
electronic music studies were created for radio and
several other smaller ones for film studies. 58 The first
seminar devoted to electro-acoustic music was held
in Plzen in May 1964 and was inaugurated by Vladimir
Lébl, chair of the Cybernetic Commission of the
Association of Czechoslovak Composers. Fifty-seven
people participated. Three areas were available for
visitors: a stereophonic listening hall, a large studio,
and the Red Corner, so that everyone present could
familiarise themselves with the instruments. 57
Because of the political situation, these events
and many other experimental procedures often only
arrived in Czechoslovakia after a ten-year delay. In
general, the acceptance of experimental tendencies,
albeit by a small circle of independent artists and their
audiences, followed in the wake of the visit paid by
John Cage and George Maciunas to Prague in 1963.
Starting in the 1950s, the Dadaist and Futurist
inspired Fluxus movement found a counterpart in
Czechoslovakia in the form of the absurdist activities
of the Smidra group and its successor, the KfiZovnické
Skoly cistého humoru bez vtipu (the Order of Crusaders
for Pure Humour without Jokes). Otherwise, however,
these tendencies engendered almost no response
in this country. The group Aktual (Aktualni uméni or
Topical Art) around Milan Knizak, which can be viewed
as one of the main consequences of neo-Dadaist ten-

58 Jarmila Doubravova, Hudba ve vytvarném uméni,
Praha 1982.

59 | ébl, Vladimir. Elektronicka hudba. Statni hudebni
nakladatelstvi, 1966, vol. 104, no. 1, pp. 68-70

zamérena na interpretaci skladeb Schénbergovych
a Webernovych, vznikla tfi studia elektronické hudby
u rozhlast a dal$i mensi u filmovych studii.” ** Prvni
seminar elektroakustické hudby se odehral v Plzni
v kvétnu 1964: ,(...) byl zahajen referatem pred-
sedy Kybernetické komise Svazu ceskoslovenskych
skladatel( Vladimirem Léblem. Zucastnilo se ho 57
ucastniky. Pro navstévniky byly k dispozici tfi prostory,
stereofonni poslechova sin, velké hudebni studio
a Rudy koutek, tak aby se umoznilo vsem pfitomnym
seznamit se s pfistroji co nejlépe.” ¢°

Zminéné akce, ale i mnohé dalsi experimentalni
postupy pronikaly do mistniho prostredi vlivem
politickych udalosti ¢asto s vice nez desetiletym
zpozdénim. V principu Ize urcité prijeti experimental-
nich tendenci - byt stéle jen velmi uzkym okruhem
nezavislych umélct a publika - spojit pfiblizné
s obdobim kolem navstévy Johna Cage a Georga
Maciunase v Praze v roce 1963.

Vyse zminéna dadaisticka a futuristicka vycho-
diska hnuti Fluxus méla od padesatych let, tedy
s odstupem nékolika desetileti, lokalni odraz
v absurdné ladénych aktivitach skupiny Smidrc
a Kfizovnické skoly ¢istého humoru bez vtipu, jinak
tyto sméry mély az do konce 50. let v nasich zemich
ohlas minimalni. Skupina Aktual (Aktualni uméni)
kolem Milana Knizaka, ktera mGze byt povazovana za
jednu z hlavnich formaci nasledujicich neodadais-
tiské tendence, se formovala zacatkem roku 1960.
Od roku 1964 vydavala vlastni samizdatovy Casopis,
v jehoz uvodnim cisle byl zvefejnén Prvni manifest
aktualniho umeéni. Jak pise Pavlina Morganova v kata-
logu Fluxus East**: ,Radikalnost a progresivnost (aktu-
alnost) myslenek skupiny Aktual si evidentné v nicem
nezadala s vyvojem kdekoliv ve svété. Skupina svdij
program prosazovala intenzivni ¢innosti: poradanim
eventl (happeningti), a vydavanim casopisu Aktualni
uméni a celé rfady dalsich tiskovin. Velmi brzy se
skupina prostrednictvim Jindficha Chalupeckého kon-
taktovala s Georgem Maciunasem a hnutim Fluxus.
Chalupecky byl hnutim Fluxus (tedy zrejmé predevsim

59 Jarmila Doubravova, Hudba ve vytvarném uméni, Praha 1982.
62 \Vladimir Lébl, Elektronicka hudba, Praha: Statni hudebni
nakladatelstvi, 1966, s. 68-70.

61 Pavlina Morganova, in: Fluxus East (kat. vyst.), Berlin 2007; Vit
Havranek (ed.), Akce slovo pohyb prostor. Experimenty v uméni
Sedesatych let (kat. vyst.), Praha: GHMP, 1999.
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Maciunasem, s nimz si korespondoval) povéren,

a v roce 1966 zorganizoval festival Fluxus v Praze -
prvni festival Fluxu ve stfedni a vychodni Evropé.
George Maciunas ustanovil Knizaka ,feditelem pro
vychodni Evropu’, a ten pak spoluorganizoval Fluxus
festival a dalsi eventy.”

S aktivizaci fluxového hnuti v Ceskoslovensku se
na bratislavské nezavislé scéné zacal etablovat okruh
tzv. slovenské neoavantgardy. Jednim z prvnich sig-
nall vyloZené fluxového charakteru bylo zvefejnéni
parodického manifestu akéniho uméni Happsoc 1¢?
(1965) Alexe Mlynarcika, Stana Filka a teoreticky Zity
Kostrové. Ve stejném roce vydal Julius Koller manifest
Anti-Happening (Systém subjektivni objektivity), ktery
definoval autorovu tvorbu minimalnich akci a inter-
venci do verejného prostoru. Pfed polovinou Sedesa-
tych let zacal v bratislavském okruhu rozvijet hudebni
koncepty Milan Adamciak. Vedle Siroké skaly dalsich
aktivit se tak na Ceské i slovenské scéné obijevil feno-
mén grafickych partitur, ktery Ize pro mistni interdis-
ciplinarni tendence povazovat za charakteristicky.

Tvorbu autort Ize rozliSovat podle oborovych
vychodisek - na partitury od ,hudebnikd” na jedné
a vytvarnikd” na druhé strané. Tim vSak paradoxné
popirdme mezioborovou podstatu téchto dél
usilujicich o zafazeni do interdisciplinarni sféry.
Uvedeny aspekt z(stava ziejmé nepominutelny,
pokud chceme tento material zkoumat z hlediska
jeho pfipadné interpretace, ktera ovsem nemusi byt
podminkou. Déleni a klasifikaci grafickych partitur
timto prismatem se zabyvala fada hudebnich teore-
tikd, naposledy Viktor Pantlicek v textu obsazeném
v této publikaci. Pokusim se zde pro zménu nahléd-
nout jejich povahu z hlediska interdisciplinarniho -
jakozto ryze konceptualniho experimentu. Z tohoto
hlediska - v intencich tradice Duchampa i Cage -
mUlzeme pristoupit k této problematice Sifeji a zara-
dit sem formy vizualnich zvukovych ¢i hudebnich
zdznamu, které v uzs§im sémantickém smyslu parti-
turami nejsou, nebo tzv. navody, ¢asto k ¢innostem
odehravajicich se v ,tichu”. Pfinejmensim od doby,
kdy John Cage demonstroval vizi redlné umélecké
situace v dile 4'33“, se timto postojem od hudebni
oblasti nevzdalujeme.

Pred polovinou 60. let se objevuji na ¢eské

62 Nazev obsahuje slova happening, happy, society a socialism.
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dencies, was formed around the start of 1960. In 1964,
the group began publishing its own samizdat journal,
the first issue of which included the First Topical

Art Manifesto. As Pavlina Morganova é° writes in the
catalogue Fluxus East: “The radical, progressive (top-
ical) nature of Aktual’s ideas cannot be compared to
developments anywhere else in the world. The group
organised a host of activities in order to promote itself.
These included events and happenings and the pub-
lication of the journal Aktualni uméni and a great deal
of other material. Very soon the group was in contact
with George Maciunas and Fluxus through the good
offices of Jindfich Chalupecky. The latter had been
approved by Fluxus (through Maciunas, with whom he
was in contact), and in 1966 organised the Fluxus festi-
val in Prague, the first of its kind in Central and Eastern
Europe. Maciunas made Knizak “director of Central
Europe”, and Knizéak thereafter co-organised the Fluxus
festival and other events.”

Alongside the activation of Fluxus in
Czechoslovakia, the Slovak avant-garde began to
form on the Bratislava independent scene. One of the
first signals of its very Fluxus-like character was the
publication of a parodic manifesto of action art called
Happsoc I ¢t (1965) by Alex Mlynarcik, Stan Filko and
the theorist Zita Kostrova. It was around this time that
Julius Koller issued his manifesto “Anti-Happening
(a System of Subjective Objectivity)”, the subject
of which was his minimal actions and interventions
in public space. In the early 1960s, Milan Adamciak
began to develop his musical ideas within the frame-
work of the Bratislava circle. Alongside a range of
other activities, graphic scores, much associated with
interdisciplinary trends, began to appear on both the
Czech and Slovak art scenes.

The work of artists who addressed the relation-
ship between sound and art can be assessed from
various perspectives. Perhaps the most natural thing
to do would be to distinguish by discipline, i.e. scores
by “musicians” on the one hand and by “artists” on the
other. However, this is to underplay the interdisciplin-
ary basis of these works. This aspect is indispensible if
we want to explore this material from the perspective
of its performance. Many music theorists have looked
at the division and classification of graphic scores
from this angle, including Viktor Pantlicek in an article
in this catalogue. Let us instead consider things from
an interdisciplinary perspective in terms of a concep-
tual experiment. This affords us a broad field of vision
that, following in the tradition of Duchamp and Cage,

62 Pavlina Morganova, in: Fluxus East, exh. cat, Berlin
2007; Vit Havranek (ed.), Akce slovo pohyb prostor.
Experimenty v uméni Sedesatych let, (exh. cat.),
GHMP, Prague 1999.

61 The title is an amalgam of the words happening,
happy, society and socialism.

allows us to include forms of visual sound or music re-
cordings that in a narrow sense are not scores, as well
as instructions regarding activities often conducted

in “silence”. As we know from John Cage’s vision of

a realist artistic situation in 4'33”, this strategy will by
no means lead us away from music.

Let us begin with three prominent personalities
who deserve special attention since, unlike the others,
they have devoted almost the whole of their career to
the visual depiction of sound. From the 1970s to the
1990s, the painter Olga Karlikova (1923-2004) system-
atically recorded the sounds of nature, above all the
sounds of birds, frogs and fish. From the latter half of
the 1960s onwards, Karlikova explored the conceptual
implications of the “return to nature” in drawn records
of birdsong that externalised the poetic experience
of listening. She created a symbolic form of notation
of birdsong in a large cycle of scores on long paper
scrolls, with a sound recording of the calligraphy of
tone of the specific time segment. The ethical princi-
ples of an emerging planetary consciousness and her
compassion with those creatures in respect of which
modern human civilisation has committed such injus-
tice is the determining factor in her work, more so than
aesthetic principles. Karlikova displays a deep sensitiv-
ity for the language of nature, for Melic (lyrical) forms
that she records as the shapes of tones that penetrate
the abstract topography of a landscape illuminated by
an inner light. In 1965, the painter Milan Grygar (*1926)
stumbled across sound recordings when working on
ink and wood drawings. He became aware of their
acoustic component, the rhythm of his drawings. He
realised that the sounds that accompany the act of
drawing have their own expressive value, that their
utilisation leads to what would otherwise be simply
a graphic work acquiring a temporal and acoustic
dimension. In order to emphasise the sonic element he
used unconventional resources, such as metal wheels,
bells and mechanical toys. He then recorded the entire
process of the creation of his drawings on tape and
presented both elements of the work, the visual and
acoustic, along with documentation of the creative
process, as an independent work. Like Cage, in pro-
cesses reminiscent of the happening he was attract-
ed by the element of chance (or uncertainty), which
lent things a new tension. Another important figure in
the world of scores is the Bratislava-based composer
and music theorist Milan Adamdiak (1946-2017), who
from the mid-sixties created and performed a huge
number of graphic, verbal and purely conceptual
scores. Adamciak began with instructions in the style
of Fluxus and later experimented with a huge number
of new variants on music graphics. One only has to
think of the cycle of typewritten poems on the basis
of folk ornament entitled Typo-ornaments (1969) or
Inventiongrams and Intentiongrams (1969-1970), as
well as the recordings of fictive or absurd events and
relationships between abstract concepts.

scéné tfi vyrazné osobnosti, které zasvétily vizual-
nimu zachyceni zvuku témér celou svou uméleckou
drahu. Malirka Olga Karlikova od Sedesatych az do
devadesatych let systematicky zaznamenavala zvuky
pfirody, pfedevsim hlasy ptakd, zab nebo ryb. Od
druhé poloviny Sedesatych let rozvijela v kresebnych
zdznamech kadence ptac¢iho zpévu, zpfitomnujicich
basnickou zkusenost naslouchani, konceptualni
pfistupy ,navratu k pfirodé”. Vytvarela vizualni ,zna-
kové pismo” adekvatni intonacnimu spektru ptacich
hlast pro rozsahly cyklus partitur ptaciho zpévu na
dlouhych svitcich papiru, pozdéji na libovolnych
formatech kreseb tusi i olejomaleb. Etické principy
rodiciho se planetarniho védomi a souciténi s tvory,
na nichz se ¢lovék soucasné civilizace dopousti
bezpravi, uréuji tvorbu Karlikové vice nez estetické
principy. V jejim dile se projevuje hluboka intuice
pro porozuméni feci prirody, pro mélické formy,
které zaznamenava kaligrafickou formou. Malif Milan
Grygar dospél v roce 1965 ke zvukovym zaznamdam
pfi praci na svych kresbach vytvarenych tusi a dfiv-
kem. Uvédomil si jejich akustickou slozku - rytmus
svych kreseb: zvuky, doprovazejici akt kresleni, maji
vlastni vyrazovou hodnotu a jejich vyuziti by mohlo
pfinést obohaceni dosud cisté grafického projevu
o Casovy a akusticky rozmér. Pro zvyraznéni zvukové
stopy zacal vedle dfivek vyuzZivat i rlzné atypické
nastroje jako kovova kolec¢ka, zvonecky ¢i mecha-
nické hracky. Proces vzniku kreseb zacal nahravat
na magnetofonové pasky a obé slozky - vizualni
i akustickou - spolu s dokumentaci tvlrciho procesu
prezentoval jako samostatna dila. Podobné jako
Johna Cage ho na postupech blizicich se happe-
ningu pritahoval prvek nepredvidatelnosti, ktery do
procesu vnasel nové napéti. Mezi celozivotnimi tvlrci
partitur ma zcela vysadni postaveni bratislavsky skla-
datel a hudebni teoretik Milan Adamciak (1946-2017).
Zhruba od poloviny sedesatych let vytvofil mnozstvi
grafickych, verbalnich i Cisté konceptualnich partitur.
Adamciak zacinal instrukcemi na fluxovy zpUsob
(Syzifovské roboty), pozdéji zkousel v ramci zanru
hudebni grafiky extrémni mnozstvi novych poloh - za
vSechny jmenujme napfiklad cyklus strojopisnych
basni na bazi lidového ornamentu Typoornamenty
(1969) nebo Invenciogramy a Intenciogramy (1969-
1970): zdznamy fiktivnich ¢i absurdnich déjd a vztah(
mezi abstraktnimi pojmy.

Milana Knizaka jsme zminili jakozto iniciatora
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hnuti Aktual a zprostfedkovatele fluxovych ideji

do ceského prostiedi. Jeho vlastni tvorba ramci
enormneé Sirokého zabéru zahrnula fadu konceptu-
alnich a grafickych partitur (napfiklad cykly Hudba
tusena a myslena) i hudebnich objektl. Zcela
mimoradné jsou riizné polohy jeho projektu ,archi-
tektonické” hudby, ktery rozvijel od roku 1968 mimo
jiné formou grafickych partitur.

S podobné konzistentnim pristupem se setka-
vame i u Jana Steklika, spoluzakladatele Kfizovnické
Skoly ¢istého humoru bez vtipu, tvirce kolazi, akci,
kreseb a her. Se sobé vlastni hravosti zkoumal Steklik
moznosti hrani¢nich (strukturalnich) forem kresby,
naptiklad v podobé propalovanych, perforovanych
a vystfihovanych partitur. Jan Steklik se systematicky
vénoval zaznamUm prirodnich procesl - napfiklad
letu ptakd (Ptaci partitury), pficemz konceptualni
a performativni pristupy se u néj, podobné jako
u Karlikové, Milana Maura, Mariana Pally, Milose
Sejna, Milana Kozelky &i Vladimira Havlika, snoubi
s ekologicko-environmentalistickym povédomim.

Jednim z nejvlivnéjsich umélcd, zejména s ohle-
dem na moravskou uméleckou komunitu, je Jifi
Valoch, ktery se dlouhodobé zabyval predevsim vizu-
alni poezii, ale vytvarel také strojopisné a ojedinéle
i grafické parafraze partitur, verbalni ndvody k akcim
a textové koncepty hudebniho charakteru (Hudba).
K dal$im autor@im, zahrnujicim praci s plivodné
hudebnimi partiturami do svého zajmu o letristickou
tvorbu, patii Karel Adamus. Basné-partitury tvofi
jednu ze skupin typogram{, jeho partitury vétsinou
pracuji s jednotlivymi sémantickymi znaky notaci
a podobné jako v experimentalni poezii jsou zde
materialem pismena a slova. Dal$im, kdo pfistu-
puje k tvorbé za pouziti svébytné neokonstruktivni
grafické metody, je Pavel Rudolf. Jeho partitury jsou
postavény na matematickém, respektive geomet-
rickém kodu, jehoz vychodiskem je bod, ktery je
zaroven jednou ze soufadnic vizualni (kédované)
notace. Dezider Toth, alias Monogramista T.D, je
autorem jednoho z nejrozsahlejsich cykld hravych,
myslenkové konceptualnich partitur, ktery u nas
vznikl (Partitury 1.-LXIX.). Pfesto je tfeba konstatovat,
explicitni ticho, které se v jeho tvorbé stava motivem
nebo jen pfirozenou kulisou individualnich koncep-
tualnich akci, objektl i nékterych partitur (napfiklad
Partitura padajicich vlocek, 2018). Jan Wojnar realizo-
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Milan Knizak has already been referred to as the
initiator of the Aktual movement and mediator of
Fluxus's ideas in Czechoslovakia. However, his own
highly diverse oeuvre included many conceptual
and graphic scores (e.g. the cycles Music Intuited,
Imagined) and musical objects. Of particular inter-
est is his “architectonic” music, which he has been
developing since 1968 in different forms, including
graphic scores. We find a similar, albeit less consistent,
approach in the case of Jan Steklik, co-founder of the
Crusader School of Pure Humour Without Jokes and
creator of collages, actions, drawings and games. With
his trademark playfulness, Steklik interrogated the
possibilities of marginal (structural) forms of drawing,
for instance in the form of burnt, perforated and cut
out scores. Like Milan Maur, he applied himself to sys-
tematically recording natural processes, e.g. the flight
of birds and like Karlikova, Maur, Marian Palla and Milo$
Sejn and Vladimir Havlik he unites conceptual and per-
formative approaches with an ecological environmental
awareness. Another artist with a huge influence on the
Moravian art scene was Jifi Valoch, who for a long time
worked primarily with visual poetry, though also cre-
ated typewriter poems and on occasion graphic para-
phrases of scores, verbal instructions for actions, and
textual concepts of a musical character Karel Adamus
was another artist who incorporated work with origi-
nally musical scores into his interest in Lettrism, with
poem-scores forming one of a group of typograms.

His scores usually feature individual semantic nota-
tional symbols, just as letters and words form the raw
materials of his experimental poetry. Pavel Rudolf also
adopts a distinctive neo-constructivist albeit graphic
method. His scores are based on a geometric code, the
building block of which is the point, which is also one
of the coordinates of the visual notation. Dezider Téth
alias Monogramista IT is an artist who works more with
silence than sound. This becomes a motif, a natural
backdrop to individual conceptual actions, objects and
visual scores. Even so, Téth is author of the one of the
largest cycles of playful, conceptual scores ever written
Jan Wojnar created many paraphrases of the musical
stave as part of his “grid poems”, in which he examines
the relationships between two visual structures. His
Presypaci basné / Hourglass Poems are also interesting
for the way they link the form of the visual score with
an authentic sound element.

Another group of artists deploy the graphic score
in order to create genuine musical notation. These are
composers who draw on graphic possibilities often
in a search for an alternative means of communicat-
ing with performers and as part of their endeavour to
widen the bandwidth of music in a way conventional
notation does not permit. Of the composers reformu-
lating scores using drawings, graphs, collages, actions
and objects, one of the most consistent is Jaroslav
Stastny (alias Peter Graham). One finds conceptually
and visually expressive approaches being used by

Jaroslav Stastny (Peter
Graham), Dreamy Sketch,
1975-1976

Jaroslav Stastny (Peter
Graham), Dreamy Sketch,
1975-1976

Rudolf Komorous, for instance, who perceived music
spatially, i.e. not simply as flowing linearly in time,
but forever present in space-time. Spatial scores
were the natural outcome of this concept. Something
very close to a complete symbiosis is the audiovisual
Statickd kompozice (1969) by Alois Pinos and Dalibor
Chatrny for electronic music and slides, and the vari-
ations on the same theme Mrize (1969) [68] for piano
and film and Geneze (1969) for chamber ensemble
and film, where the relationship between the optical
and acoustic elements is based on morphological
and compositional similarities. Later on, Piflos was to
expand the idea of the “visual projection of music”
by a spatial installation in Adorace (1974) for various
sound-producing hanging objects. From the end of
the 1960s to the start of the 1980s, Ladislav Kupkovi¢
was another involved in the creation of spatial no-
tation intended for real-life actualisation. Mention is
made of his first spatially monumental experimental
project (Smolenice, 1968) in the introduction to this
chapter. This involves the concept of a musical “mac-
ro-composition” created specifically for a particular
architectural space (e.g. the corridors, cloakroom
and foyer of the Berlin Academy of Art, 1969; the
Cruciform Corridor of the Old Town Hall in Brno,
1969), or even for the entire city of Bonn in the case of
Invaze na hlavni mésto Bonn / Invasion of the Capital
City of Bonn (1971). During the performance of this
twelve-hour long composition, Bonn was surrounded
by at least seven (military and other) orchestras. After
the initial offensive, these orchestras met up in the
city marketplace, where the first “battle” took place,
followed by others scattered around the city.

val fadu parafrazi systému notové osnovy v rdmci své
koncepce ,mrizkovych béasni”, v nichz zkouma vztahy
mezi dvéma vizualnimi strukturami. Pozoruhodné
jsou jeho Presypaci basné, které spojuji formu vizu-
alni partitury s realnou autentickou zvukovou slozkou.
Specifickou skupinou autord grafickych partitur
jsou tvlrci hudebnich notaci - skladatelé, ktefi se
grafickym fesenim vénuji z pohnutek jen ¢astecné
konceptualnich - ¢asto v rdmci hledani alternativniho
zpUsobu komunikace s interprety a jejiho rozsifeni
o aspekty, které bézna notace zprostiredkovat neumi.
Mezi skladateli - autory experimentalnich notaci,
jako jsou vizualni parafraze partitur formou kreseb,
graf(, kolazi, akci i objekt(, je ziejmé nejdlslednéjsim
Jaroslav Stastny (alias Peter Graham), ktery se tvorbé
vizualnich partitur vénuje priibézné po celou dobu
své skladatelské drahy. Velmi konceptualné i vizu-
alné vyrazné pristupy lIze nalézt napfiklad u Rudolfa
Komorouse, ktery vnimal hudbu pfirozené prostorove,
tedy nejen jako udalost plynouci linearné v Case, ale
také stale pfitomnou v ¢asoprostoru. Pfirozenym
dUsledkem tohoto pojeti se staly také prostorové parti-
tury. Velmi blizko k Uplnému propojeni stoji audiovizu-
alni Statickd kompozice (1969) Aloise Pinose a Dalibora
Chatrného pro elektronickou hudbu a diapozitivy
a jeji dalsi varianty Mrize (1969) [1968] pro klavir a film
a Geneze (1969) pro komorni soubor a film, v niz je
vztah optické a akustické slozky zalozen zejména na
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tvarové a kompozi¢ni podobnosti. Pozdéji Alois Pinos
ideu ,vizualni projekce hudby” rozsifuje o prostorovou
instalaci ve skladbé Adorace (1974) pro rlizné roze-
zvucené zavésené predméty. Podobnym pfistupem,
tedy tvorbou vytvarnych a prostorovych notaci urce-
nych ke skutecné realizaci, se od konce Sedesatych do
pocatku osmdesatych let zabyval Ladislav Kupkovic,
skladatel a vedouci experimentalniho bratislavského
souboru Hudba dneska a autor mnoha pozoruhod-
nych cykld vizualnich partitur véetné elektronickych.
Jeho prvni prostorové monumentalni experimentalni
projekt (Smolenice, 1968) zminujeme v Uvodu této
kapitoly. Jde o koncept hudebni ,makrokompozice”,
vytvorené specificky pro urcity architektonicky prostor
(chodby a satny a foyer berlinské Akademie uméni,
1969; Kfizova chodba Staré radnice v Brné, 1969,
atd.) nebo dokonce pro celé mésto, jako v pfipadé
skladby Klingende Invasion auf Bonn (Zvukova invaze
na Bonn, 1971), kterou slozil a realizoval jako reakci na
obsazeni Ceskoslovenska vojsky Varsavské smlouvy.
Béhem této akeni dvanactihodinové skladby byl Bonn
Lobklicen” péti (armadnimi i civilnimi) orchestry,
které se po ,utoku” sesly na misté méstského trhu,
kde se odehrala prvni zvukova ,bitva”, nasledovana
dalsimi v jinych ¢astech mésta. Vinu experimentalnich
umeéleckych aktivit nasilné ukoncil politicky zvrat

v roce 1968. Na druhé strané se vsak jesté béhem
roku 1969 podafilo uskutecnit fadu vyznamnych akci,
které byly vzhledem k politické situaci ¢asto vnimany
jako zavrseni vyvoje predchozich let. V hudebni

sféfe se napfiklad odehral prvni (a nadlouho také
posledni) ro¢nik mezinarodni skladatelské soutéze
elektroakustické hudby Musica nova. Ve Smolenici se
konal 2. seminarf nové hudby za Gc¢asti vyznamnych
zahranic¢nich hostU a v Praze se jesté na podzim
odehral dalsi Seminar elektronické hudby, vedeny
holandskymi odborniky z Utrechtské univerzity. ¢3
Jeden z vrcholnych pocint ¢eské hudebni scény se
odehral na podzim 1969 (jesté pred uzavienim hranic
statu v fijnu) - IV. mezinarodni hudebni festival v Brné
Musica Vocalis. Této hudebni udalosti se zucastnilo
pfes 1500 interpretd, z toho 410 zahrani¢nich a pres
130 hudebnich teoretikl a kritik(l z dvaceti stat.

63 Miloslav Kabelac, Elektronické konfrontace, Hudebni rozhledy
XXII, 1969, s. 641-645, zaznam debaty, in: Zdenék Nouza,
Miloslav Kabela¢, Praha: Kabinet hudebni historie Etnologického
Gstavu AV CR, 2010, s. 342-349.
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Czechoslovak artists’ hopes of joining the main-
stream of social and cultural developments in the free
countries of the West were cruelly dashed in 1969.
Nevertheless, the same year saw many important
cultural events take place that, in light of the politi-
cal situation, were often viewed as the culmination
of developments of previous years. The exhibition
Sculpture and City was held in Liberec, New Figuration
took place in the Manes Gallery in Prague, and the
association Jazzova Sekce was formed. In the musical
sphere this was the first (and for a long time the last)
year of the Musica Nova international electro-acoustic
music competition. The second seminar devoted to
new music was held in Smolenice with the participa-
tion of important guests, and in autumn Prague played
host to another electronic music seminar led by Dutch
experts from Utrecht University ¢2. A highlight of the
Czechoslovak music scene took place in autumn 1969
(prior to the closure of the state borders in October):
the IV Musica Vocalis International Music Festival in
Brno. This spectacular event involved more than 1,500
performers (410 from abroad) and 130 theorists and
critics from twenty different countries, and was rated
highly in other countries for its outstanding concert
programming and the many inspiring colloquia on
music. ¢3An exhibition of experimental notation en-
titled Scores took place as part of the festival in the
Brno House of Arts curated by Jifi Valoch, which was
reprised the following year in the Prague City Gallery
under the title Musical Graphics. Both the festival and
the exhibition can be regarded as the apex of cultural
internationalism during the entire period of politi-
cal repression in Czechoslovakia, with 76 artists in
attendance, of which almost 60 were from abroad. It
is worth observing the remarkable parallels between
Valoch'’s curatorial activities and John Cage’s proj-
ect Notations ¢4. This latter work was a collection of
graphic scores, samples of notational systems (in
the broadest sense of the word), published in 1969.

It contains 269 notational systems by the same
number of artists, mainly composers, from around
the world. The systems are listed alphabetically, with
fragments of texts by their creators selected using
the | Ching after many days spent tossing coins with
the co-editor Alison Knowles. Cage obtained the
notation and commentary from the artists by means
of an invitation sent out in 1965, with the intention of

62 Miloslav Kabelac, Elektronické konfrontace,
Hudebni rozhledy XXI11/1969, pp. 641-645, a recording
of the debate in: Zdenék Nouza, Miloslav Kabelag,
AVCR 2010, pp. 342-349

63 Rudolf Pe¢man, Festival Musica vocalis o¢ima
zahranicni kritiky. Zpravodaj Kruhu pratel hudby pfi
PKO v Brné, 1969/XI, p.12.

64 Cage, John; Knowles, Alison, Notations. New York:
Something Else Press 1969.

organising a benefit exhibition for his Foundation for
Contemporary Performance Arts, founded in 1963 for
the support of experimental art. ¢5 Valoch also availed
himself of the correspondence (mail-art) method of
obtaining contributions from individual artists, both
for the exhibition Scores (1969) as well as for the book
of the same name ¢¢ published in 1980, which with
hindsight does the job of exhibition catalogue, even
though neither the contents nor the publication date
correspond. Furthermore, it was thanks to the exhibi-
tion Scores that a collaboration was initiated between
the Brno International Music Festival and the House of
Arts. We see how positive were responses to the event
in the text by Milos Stédron in the publication cele-
brating 100 years of the House of Arts: “At the end of
the 1960s, a new approach amongst the organisers of
experimental concerts at the House of Arts led to the
idea of “exhibiting” music, i.e. an attempt to disrupt
the hackneyed ritual of the concert and replace it with
an “exhibition” of music outside conventional concert
venues. The House of Arts was the natural centre of
avant-garde projects and its management (the last
year of Adolf Kroupa's incumbency), displayed admira-
ble interdisciplinary foresight.” 67

With a certain delay compared to Western Europe
and especially to the USA, a new field of art began
to form in Eastern Europe during the 1970s on the
border between electronic music and art using new
media, especially video art. Musicians and visual artists
formed close alliances, often completely vaporizing the
boundaries between the two areas. Milan Knizak and
the group Aktual, Plastic People of the Universe with
Martin M. Jirous, or the group DG 307 formed various
forms of artistic-musical performances, which, radi-
cally beyond the boundaries of the artistic media, also
radically defined themselves against the restrictions
imposed by political power. Within this circle, for exam-
ple, Zorka Saglova moved on the edge of musical per-
formance when during the interactive event Seno (Hay,
1969), in which spectators created their own forms of
installation from bales of yellow straw and green alfalfa
to the sounds of grasshoppers and rock music.

While, in addition to structural film, interme-
dia action art and art installations, video art pen-
etrated the spectrum of artistic expressions, the
Czechoslovak art scene in the field of electronic me-
dia remained more or less isolated from world events

65 Silverman Kenneth, Begin Again: A Biography of
John Cage, Alfred A. Knopf, New York 2010, pp. 220-
225.

66 Partitury, Graficka hudba, fénicka poezie, akce,
parafraze, interpretace, Jazzpetit no. 3, Jazzova sekce,
Prague, 1980.

67 Ninety Years of the Brno House of Arts / List of
Exhibitions and Catalogues, Dim uméni mésta Brna,
2000

Festival byl zejména v zahranici ocenovan pro vyni-
kajici hudebni dramaturgii, doplnénou mnozstvim
podnétnych hudebnévédnich kolokvii.** V ramci festi-
valu se v Domé uméni mésta Brna uskutecnila vystava
experimentalnich notaci s ndzvem Partitury kuratora
Jifiho Valocha, jejiz repriza probéhla v nasledujicim
roce v Galerii hlavniho mésta Prahy pod nazvem
Hudebni grafika. Festival i vystavu |ze povaZzovat za
urcity vrchol internacionalismu v kulturnim déni za
celé nesvobodné obdobi Ceskoslovenska: na vystavé
bylo zastoupeno 76 autord, z toho 59 zahrani¢nich

a 17 ceskoslovenskych. Pozoruhodnou okolnosti je rov-
néz paralela Valochovy kuratorské aktivity s kniznim
projektem Johna Cage Notations.¢® Kniha grafickych
partitur, respektive ukazek notaci (ve velmi Sirokém
smyslu), byla publikovana v roce 1969. Obsahuje

269 notaci od stejného mnozstvi autorl, prevazné
hudebnich skladatell z celého svéta. Notace jsou
fazeny podle abecedy a jsou opatfeny utrzky textd,
které byly vybrany z velkého mnozstvi autorskych
komentar k dotéenym notacim aleatorni metodou

z &inské Knihy promén - | Ting, béhem nékolika dnd,
které Cage stravil se spolueditorkou Alison Knowles
hazenim minci. Jak notace, tak komentare ziskal Cage
od autortd na zakladé vyzvy ve prospéch Foundation
for Contemporary Performance Arts, kterou zalozil

v roce 1963 na podporu experimentalnich uméni. ¢
Podobné jako Cage vyuzil i Jifi Valoch korespondencni
(mail-artovou) metodu k ziskani prispévkl od jednot-
livych autor( jak pro vystavu Partitury (1969), tak pro
stejnojmennou publikaci®’ vydanou v roce 1980, ktera
z dnesniho pohledu nahrazuje katalog vystavy. Jak
doklada citat Milose Stédroné v publikaci ke 100 let&im
Domu uméni v Brné, intermedialita a interdisciplina-
rita se zde stala pro mezinarodni setkani pfirozenym

a funkénim modelem: ,Koncem 60. let vedla nova
umélecka mentalita organizatort experimentalnich
koncertti v Domé uméni k népadu ,vystavovat’ hudbu -
k pokusu zrusit osvédceny ritual koncertu a nahradit

64 Rudolf Pe¢man, Festival Musica vocalis o¢ima zahrani¢ni
kritiky, Zpravodaj Kruhu pratel hudby pfi PKO v Brné XI, 1969,
¢.12, nestr.

65 John Cage - Alison Knowles, Notations, New York: Something
Else Press, 1969.

6¢ Silverman Kenneth, Begin Again: A Biography of John Cage,
New York: Alfred A. Knopf, 2010, s. 220-225.

67 Partitury, Graficka hudba, fonicka poezie, akce, parafraze,
interpretace, Jazzpetit ¢. 3, Praha: Jazzova sekce, 1980.
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tento ritual ,expozici’ hudby v jiném nez koncertnim
prostoru. Dim umeéni byl prirozenym centrem avant-
gardnich snah, a jeho vedeni (tehdy jesté poslednim
rokem Adolf Kroupa) mélo projev interdisciplinarni
proziravosti na nejvyssi trovni.” ¢®

S urcitym zpozdénim oproti zadpadni Evropé a pre-
devsim vic¢i USA se zacala v priibéhu sedmdesatych
let ve vychodni Evropé formovat nova oblast uméni
na pomezi elektronické hudby a uméni vyuzivajicich
nova média, zejména videoartu. Hudebnici a vytvarni
umeélci vytvareli tésné aliance, ¢asto zcela vaporizujici
hranice mezi obéma oblastmi. Milan Knizak a skupina
Aktual, Plastic People of the Universe s Martinem M.
Jirousem, nebo skupina DG 307 formovali rlizné
podoby vytvarné-hudebnich performanci, které se
prekracovanim hranic uméleckych médii radikalné
vymezovaly i vi¢i omezenim, které jim kladla politicka
moc. V rdmci tohoto okruhu se na hrané hudebni
performance pohybovala napfiklad Zorka Saglova,
kdyz pfi interaktivni akci Seno (1969), ve které divaci
vytvareli vlastni podoby instalace z balikd ZIluté slamy
a zelené vojtésky za zvukd kobylek a rockové hudby.

Zatimco vedle strukturalniho filmu, intermedial-
niho akéniho uméni i uméleckych instalaci pronikal
do spektra uméleckych projev( videoart, zlstavala
Ceskoslovenska umélecka scéna na poli elektronic-
kych médii az do roku 1989 viceméné izolovana od
svétového déni. Dlvodem byly nejen tézko prostupné
hranice a nedostupnost novych technologii, ale
i dominantni zaméreni zdejSiho uméni na existencialni
umélecky prozitek, ktery se v té dobé zdal byt s vyuzi-
tim novych technologii neslucitelny. V technologické
roviné zacala s rozhranim zvukového a vizualniho
uméni pracovat v Ceskoslovensku pravdépodobné
az na pocatku 80. let Skupina optofonického experi-
mentu Via Lucis, ktera spolecné s Tomasem Rullerem
uskutecnila dvé technologicky naro¢né performance:
Oslava... (1981, plivodné Oslava preletu ptakd) a Mezi
tim (1983). Prestoze hlavnim prostiredkem, tak jako ve
vétsiné performance a happeningl 60.-80. let, bylo
performerovo télo, pfedstaveni vyuzivalo zaroven
bohatou skalu zvukovych i optickych efekt: svételné
i laserové projekce, dia- a videoprojekce a hudbu.
Alespon heslovité je zde treba zminit tvorbu Woodyho

68 Seznam vystav a katalogu, in: 90 let Domu uméni mésta Brna,

Brno: Dim uméni mésta Brna, 2000.
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until 1989. The reason was not only the hard-to-pen-
etrate borders and the unavailability of new tech-
nologies, but also the dominant focus of local art
on the existential artistic experience, which at the
time seemed to be incompatible with the use of new
technologies. At the technological level, the group of
the optophonic experiment Via Lucis, which together
with Tomas Ruller performed two technologically
demanding performances: Oslava... (Celebration...,
1981, originally Celebrating the Flight of Birds)
and Mezi tim (Meanwhile, 1983), began to work in
Czechoslovakia with the interface of sound and visual
art. Although the main means, as in most performanc-
es and happenings of the 60s.-80s. years, was the
performer’s body, the performance used a rich range
of sound and optical effects: light and laser projec-
tions, slide and video projections and music. It is
necessary to mention the work of Woody and Steina
Vasulka, even though it originated in the USA. This is
not only because this artistic duo is one of the most
important pioneers of world events in the field of dig-
ital sound and image, but also because its influence
on the generations of the first Czech artists working
with electronic image and sound is indispensable.
Woody Vasulka, a native of Brno and a graduate of
the Department of Documentary at FAMU in Prague,
followed up with his wife Steina on the first genera-
tion of experimenters with video and digital sound
technology. In 1965, the Vasulkas left Iceland for the
United States, where they began experimenting with
new technologies in the late 1960s, reflecting on cur-
rent topics in the relationship between art, science
and technology, living and inanimate nature, real and
digital images and sound. From 1971 to 1973, they
operated in New York the “Electronic Media Theater
for Video, Film, Music and Performance”, the exper-
imental multimedia studio The Kitchen, where they
organized concerts, video performances and mainly
performances combining visual and audio compo-
nents in real time. ¢8

In further work, formed by a cosmopolitan life-
style and culture for several decades, Vasulka moved
on the border between technical and scientific and
artistic, on the borders of the media of image and
sound. Although the term “experiment” appears only
occasionally in the vocabulary of their and subse-
quent generations of artists thinking and performing
programmatically outside the fixed categories of
disciplines, this principle of verifying the unknown
can be described as a factor that connects the 60s
generation with contemporary art. Wider social
and cultural contexts framing current trends in art,
perhaps even science, grow out of the constant
interconnection and mutual critical assessment and

68 | enka Dolanova, Dialog s démony nastroju. Steina
a Woody Vasulkovi, NAMU a JSAF, Prague 2011

influence of systemic, discursive, semantic forms of
knowledge and sensory, non-discursive, sub-semantic
patterns of knowledge. From the many examples that
offer rich variations in the changes in the position of
sound relative to other media and disciplines and the
more general thinking about 20th century sonority,
the crucial role that sound has played and contin-

ues to play in these processes and situations can be
traced and read.

Pohled do vystavy Zvuky-Kody-Obrazy. Akusticky experiment
ve vizualnim uméni, 5. 6.-13.10. 2019, Galerie hlavniho mésta
Prahy, kuratorka: Jitka Hlavackova, foto: Oto Palan
Sounds-Codes-Images. Audio Experimentation in the Visual
Arts, Prague City Gallery, 5. 6.-13.10. 2019, exhibition view,
curator: Jitka Hlavackova, photo: Oto Palan

a Steiny Vasulkovych, prestoze vznikala v USA. A to
nejen proto, zZe tato umélecka dvojice patfi k nejvy-
znamnéjsim prakopnikim svétového déni v oblasti
digitalniho zvuku a obrazu, ale i proto, ze jeji vliv

na generace prvnich ¢eskych umélct, pracujicich

s elektronickym obrazem a zvukem, je nepominutelny.
Woody Vasulka, brnénsky rodak a absolvent katedry
dokumentu na prazské FAMU, navazoval spole¢né se
SVou Zenou Steinou na prvni generaci experimenta-
tord s technologii videa i digitalniho zvuku. V roce
1965 Vasulkovi odesli pres Island do USA, kde od
konce 60. let zacali experimentovat s novymi techno-
logiemi a zamysleli se nad aktudlnimi tématy vztahu
uméni, védy a technologii, Zivé a nezivé pfirody, real-
ného a digitalniho obrazu i zvuku. V letech 1971-1973
provozovali v New Yorku s nékolika spolupracovniky
.divadlo elektronickych médii pro video, film, hudbu
a performance”, experimentalni multimedialni studio
The Kitchen, kde poradali koncerty, video-perfor-
mance a hlavné predstaveni kombinujici vizualni

a zvukovou slozku v redlném case. **

Vasulkovi se v dalsi tvorbé, formované kosmo-
politnim stylem Zivota i kultury po nékolik desetileti,
pohybovali na pomezi mezi technickym a védeckym
a uméleckym, na hranicich médii obrazu a zvuku.
PrestozZe se ve slovniku jejich i nasledujicich generaci
umélcd, uvazujicich a vystupujicich programové mimo
pevné kategorie obord, vyraz ,experiment” objevuje
jen obcas, Ize tento princip ovérovani neznamého
oznacit za Cinitel, ktery spojuje generaci 60. let se sou-
&asnou tvorbou. Sirsi spoledenské a kulturni souvis-
losti ramujici aktudlni tendence uméni, mozna i védy,
vyrUstaji z neustalého propojovani a vzajemného
kritického posuzovani a ovlivihovani systémovych,
diskursivnich, sémantickych forem poznani a smy-
slového, nediskursivniho, subsémantického vzorce
poznani. Z mnoha priklad{, které nabizeji bohaté
variace promeén postaveni zvuku vc¢i ostatnim médiim
a oborlim a obecnéjsiho uvazovani o zvukovosti 20.
stoleti, Ize vysledovat a vycist zasadni roli, kterou
zvuk v téchto procesech a situacich hral a hraje do
soucasnosti.

69 Lenka Dolanova, Dialog s démony nastrojt. Steina a Woody
Vasulkovi, NAMU a JSAF, Praha 2011
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0d kédu k hmoté

From Code to Material

Zimoun, instalace (60 kapacek, voda, ohen, kovové platy, 20x20x4 m), 2013,
foto z vystavy 16-20 000 Hz, Galerie MeetFactory, Praha, foto: Michal Ures
Zimoun, instalace (60 medical infussion sets, water, fire, metal sheets,

20x20x4 m), 2013, photo from the exhibition 16-20 000 Hz, MeetFactory Gallery,
Prague, photo Michal Ures

Martin Flasar

61



~Krasa se mozna stane pro lidstvo nepotrebnym
pocitem a uméni bude néc¢im na ptl cesté mezi
algebrou a hudbou.” Gustave Flaubert

Definitivnim abstraktnim vyrazem kazdého uméni
je gislo.”* Vasilij Kandinskij

,Velké uméni je u€initi viditelnou skute¢nosti
neviditelné a nehmotné.” Frantisek Kupka

Hudba je jednim z nejabstraktnéjsich médii
umeéleckého vyjadreni. Jejim materialem jsou
pouhé vibrace rliznych materiald reprezentované
symbolickou formou zéapisu ¢i zaznamu a prchavym
Casoprostorem jeji existence je ono benjaminovské
Jtady a ted”. V okamziku, kdy se hudba presunula do
prostredi digitalnich médii, zpretrhala posledni vazby
na materialni média a stala se abstraktnim kodem.
Uz tak silna touha umélc po né¢em uchopitelném
a fyzicky tvarovatelném byla zesilena prohlubuijici se
dematerializaci svéta hudby.

Po celou dobu svych déjin musela hudba
Celit faktu svého mizeni. Jako pomijivé gesto
v Casoprostoru vzdy byla nucena hledat jind média,
do kterych by otiskla svou podobu, a vyhnula se
vlastni pomijivosti. At uz to byla lidska pamét, kdmen,
papir nebo jind média, vzdy $lo o jediné: dosahnout
vlastni nesmrtelnosti.

Dematerializace nematerialniho

Az do 19. stoleti platilo pro produkci a recepci
hudby aristotelovské pravidlo jednoty mista a Casu.
Hudba znéla v ¢asoprostoru, ktery v jednom konti-
nuu propojoval interprety s posluchaci. S nastupem
technologii umoznujicich zaznam a reprodukci zvuku
v 19. stoleti dochazi k rozruseni ,tady a ted”. Tradi¢ni
linearni komunikaéni schéma vysilac-kanal-prijimac
bylo prostfednictvim zaznamové techniky roztrhano
v Case a prostoru. Zvuk byl oddélen od akce, ktera jej
produkovala, vytrZzen z plvodniho ¢asoprostorového
kontextu, coz umoznilo jeho dalsi uziti v novych
souvislostech - jako zvukového objektu.

Fonogram, gramofonovéa deska, magnetofonovy
pas, CD, DVD a nova média umoznujici uchovani

1 Kandinskij, Wassily. O duchovnosti v uméni. Praha: Triada
20089, s.102.
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“Beauty may become a feeling useless to mankind,
and Art will be something midway between algebra
and music.” Gustave Flaubert

“The figurative remains as the final abstract
expression in any art.”* Wassily Kandinsky

“Great art creates a visible reality of the invisible
and immaterial.” Frantisek Kupka

Music is one of the most abstract of all the arts.
It is comprised simply of the vibrations of differ-
ent materials represented in the symbolic form of
notation or a recording, and the fleeting space-time
of its existence is Walter Benjamin’s “here and now”.
When music moved over to a digital environment, it
broke the last links to material media and became an
abstract code. The already powerful desire of artists
for something tangible and physically malleable was
intensified by the increasing dematerialisation of the
world of music.

Throughout its history music has had to face the
fact of its disappearance. As a passing gesture in
space-time it was always obliged to look for other me-
dia upon which it might inscribe its form and thereby
escape its own transience. Whether this involved hu-
man memory, stone, paper, or any other medium, the
aim was the same: to achieve immortality.

The dematerialisation of the immaterial

Right up until the 19th century, the produc-
tion and reception of music were subject to the
Aristotelian unities of place and time. Music was
listened to in a space-time that connected its in-
terpreters and listeners in one continuum. With the
arrival of technology allowing for the recording and
reproduction of sound in the 19th century, the “here
and now” was disrupted. The traditional linear trans-
mitter-channel-receiver communication structure
was torn?in time and space by recording technology.
Sound became disconnected from the action that had
produced it and removed from its original space-time
context, and this in turn allowed it to be used in new
contexts as a sound object.

The phonogram, gramophone, tape recorder, CD,
DVD and new media that make it possible to store an
increasingly larger volume of coded musical informa-
tion on a smaller and smaller surface has literally led
to the disappearance of the presence of music from
our world. Dematerialisation, this process of disap-
pearance (typical for new media), is an inadequate
term in the case of music, since music is one of the

1 Kandinsky, Wassily. On the spiritual in art. Published
by the Solomon R. Guggenheim Foundation, for the
museum of non-objective painting, New York City,
1946. Hilla Rebay (ed.), s. 90.

very few artistic genres that was never made up of
physical material.

When music finally rid itself of the necessity of
being recorded visually, either due to the recording
technology of the 19th century or under the influence
of conceptual tendencies of the 20th century, it came
face to face with its own transience and had to find
new media of materialisation. It projected its symbolic
representation into visual media other than the written
form (i.e. notation), specifically into the image, sculp-
ture and architecture (which in certain circumstances
we might regard as inside-out sculpture).

The development of musical notation in the sense
of the visual representation of music is the histo-
ry of thinking in the same way as the history of the
transformations to the coding of musical recording.
The ability to decipher the appropriate code has been
the prerequisite of the survival of music throughout
the ages. This applies as much to medieval ars nova
notation as it does to “lossy compression” MP3 code.
As well as storing music in the appropriate code, it is
necessary to retain its interpretative framework, i.e. an
interface and the necessary technology that allows us
to reconstruct it in the future.

A major turning point in the development of
music coding was its digitalisation, i.e. its transfer into
the form of numerical code. Digitalisation “melted”
all artworks into a homogenous code that could be
re-composed (interpreted) within the framework of
any type of art. This enabled ease of transferability be-
tween different types of art. By means of code, music
can suddenly become image, sculpture or architec-
ture. Digitalisation represents the completion of the
abstraction of art. Somewhat paradoxically, in the era
of peak musical abstraction we see the beginnings
of the materialisation of music in another medium. In
the following sections we will examine some of the
reasons for this.

Reasons for the materialisation of the abstract

The Greek composer and architect lannis Xenakis
distinguishes between musical structures existing “in
time” and structures existing “outside time”.2 He sees
musical notation as being similar to photography (in
a similar way to Igor Stravinsky, see below), in which
individual entities, the relations between them and
the forms they create essentially exist outside time.
He compares these entities to the traces in our mem-
ory: this is not quite accurate since, unlike paper, hu-

2 Xenakis, lannis and Sharon E. Kanach. Formalized
music: thought and mathematics in composition.

Rev. ed. Stuyvesant, N.Y.: Pendragon Press,

1992. Harmonologiaseries, p. 264. For more on
Xenakis's aesthetics see Flasar, Martin. Poéme
électronique, 1958. Le Corbusier, E. Varése, |. Xenakis.
Brno: Masarykova univerzita, 2012. Chap. 5.

stale vétsiho objemu kédované hudebni informace
na fyzicky ¢im dal mensi plose vedly doslova

k vymizeni pfitomnosti hudby z naseho svéta.
Dematerializace, jako proces vymizeni (typicky pro
nova média), by nebyla v pfipadé hudby adekvat-
nim oznacenim, protoze hudba - jako jeden z mala
druh( umeéni - nebyla nikdy tvorena fyzickym
materialem.

V okamziku, kdy se hudba definitivné zbavila
nutnosti svého vizualniho zapisu, at uz pod vlivem
zdznamovych technologii 19. stoleti, nebo pod
vlivem konceptualnich tendenci 20. stoleti, musela
tvari v tvar vlastni pomijivosti najit nova média
materializace. Svoji symbolickou reprezentaci
promitla do jinych vizualnich médii, nez je pismo
(resp. notace), a to do obrazu, sochy ¢&i architektury
(kterou za urcitych okolnosti mGZzeme chapat jako
sochu naruby).

Vyvoj hudebni notace - rozuméjme vizualni
reprezentace hudby - je déjinami lidského mysleni,
stejné jako déjinami promén kédovani hudebniho
zapisu/zaznamu. Schopnost dekodovat prislusny
kod je predpokladem preziti hudby celych histo-
rickych epoch. To plati jak pro ¢teni stfedovékych
notovych zapist obdobi ars nova, tak pro chapani
ztratového komprimacniho kédu MP3. Spolu s ucho-
vanim hudby v prislusném kodu je nutné uchovavat
i jeji interpretacni ramec - rozhrani ¢i technologii,
abychom v budoucnu byli schopni tuto hudbu
rekonstruovat.

Zasadnim prelomem ve vyvoji kodovani hudby
byla jeji digitalizace, tedy prevod do podoby
¢iselného kédu. Digitalizace ,rozpustila” véechna
dila véech druh uméni do homogenniho kodu,
ktery muze byt nové slozen (interpretovan) v ramci
jakéhokoliv druhu uméni. Zajistila tak jejich jed-
noduchou prevoditelnost mezi rdznymi druhy
umeéni. Prostrednictvim kédu se nahle hudba mize
stat obrazem, skulpturou nebo architekturou.
Digitalizace se stala dovr§enim procesu abstrakce
umeéni. Ponékud paradoxné spadaji do tohoto
obdobi vrcholné abstrakce hudby také pocatky
tendenci k materializaci hudby v jiném médiu.

V nasledujicich kapitolach se pokusime navrhnout
nékolik zékladnich pficin tohoto jevu.
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Priciny materializace abstraktniho

Recky skladatel a architekt lannis Xenakis se
snazi rozlisit hudebni struktury existujici v ,Case”
a hudebni struktury existujici ,mimo ¢as”.? Xenakis
prirovnava notovy zapis k fotografii (podobné jako
Igor Stravinskij - viz nize), kde jednotlivé entity,
vztahy mezi nimi i formy, které vytvareji, existuji
zdsadné mimo cas. Pfirovnava je ke stopam v nasi
paméti, coz neni pfesné, protoze na rozdil od
papiru podléha lidska pamét casu daleko snaze.
Xenakis fika, ze geograficka mapa téchto paméto-
vych zaznamu je situovana ,mimo” Cas. To se tyka
napfiklad stupnic, cirkevnich mod(, morfologickych
Utvard a struktur vyssi urovné. Vytvareji systémy
abstraktnich pravidel, podobné jako matematika
nebo logika. Tyto entity jsou bezprostfedné stale
k dispozici a pfistup k nim neni zavisly na linearnim
toku Casu. Prace s temporalnimi zvukovymi struktu-
rami je podle Xenakise mozna jen mimo cCas, a to diky
jejich zachyceni (obrazu) v paméti (Ci v jakémkoliv
jiném pamétovém médiu). Pfi tomto procesu dochazi
k prelozeni (translaci) temporalnich udalosti ze sféry
Casu a jeho translaci do sféry prostoru. V pfipadé
hudby k prelozeni sonickych (temporalnich) udalosti
do vizualni (tedy prostorové) sféry.

Relativita ¢asu a prostoru
v raném medialnim uméni

Vnimani neoddélitelnosti kategorii ¢asu a pro-
storu se na pocatku 20. stoleti ukazuje jako velmi
silné predevsim v oblasti védy a techniky, ale také
v uméni, hudbu nevyjimaje.

Rozvoj védy je charakterizovan predevsim pre-
konanim euklidovské geometrie, ktera byla schopna
formalné vyjadrit svét pouze ve tiech (prostorovych)
rozmérech, koncem 19. stoleti. Z Einsteinovy teorie
relativity * plynou dusledky, jez jsou zasadni pro
vnimani ¢asu a prostoru. Dosud oddélené kategorie
¢asu a prostoru se spojuji do jednoho ¢tyfrozmér-
ného kontinua. Technologicky rozvoj vnasi do uva-

2 lannis Xenakis - Sharon E. Kanach, Formalized music: Thought
and mathematics in composition (rev. ed.), Stuyvesant, NY:
Pendragon Press, 1992, s. 264. K dal$im bodtm Xenakisovy
estetiky viz Martin Flasar, Poéme électronique, 1958. Le
Corbusier, E. Varese, I. Xenakis, Brno: Masarykova univerzita,
2012, kap. 5.

3 Einstein formuloval svou specialni teorii relativity v roce 1905
a obecnou teorii relativity v roce 1915.
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lannis Xenakis: Sketch for the Philips Pavilion. Source:

R. Nijsse. Rebuilding Le Corbusier’s World Exhibition
Pavilion; The Poéme Electronique in Brussels, 1958. Tailor
Made Concrete Structures - Walraven & amp; Stoelhorst
(eds) © 2008 Taylor & amp; Francis Group, London, ISBN
978-0-415-47535-8. Available at http://www.abece.com.
br/web/restrito/restrito/Pdf/CHO12.pdf.

lannis Xenakis: Sketch for the Philips Pavilion. Source: R.
Nijsse. Rebuilding Le Corbusier’s World Exhibition Pavilion;
The Poéme Electronique in Brussels, 1958. Tailor Made
Concrete Structures - Walraven & amp; Stoelhorst (eds)

© 2008 Taylor & amp; Francis Group, London, ISBN 978-0-
415-47535-8. Available at http://www.abece.com.br/web/
restrito/restrito/Pdf/CHO12.pdf.

man memory succumbs more easily to time. Xenakis
claims that a geographical map of these memory
records is situated “outside” time. This applies, for
instance, to scales, church modes, morphological
formations and higher level structures. They create
systems of abstract rules similar to mathematics or
logic. These entities are immediately available and
access to them is independent of the linear flow

of time. According to Xenakis, work with temporal
sound structures is only possible outside time due to
their capture (of an image) in the memory (or in any
other storage medium). During this process, temporal
events are translated from the sphere of time into the
sphere of space. In the case of music, sonic (tempo-
ral) events are translated into the visual (i.e. spatial)
sphere.

The relativity of time and space
in early media art

At the start of the 20th century, time and space
were perceived to be indivisible, especially in the sphere
of science and technology, but also in art and music.

At the end of the 19th century, the development
of science is marked above all by the overcoming
of Euclidian geometry, which was capable of giving
formal expression to the world in only three (spa-

tial) dimensions. Einstein’s theory of relativity3 had
fundamental implications for our perception of time
and space. The hitherto distinct categories of time
and space were combined into one four-dimensional
continuum. Technological developments introduced
new dimensions and experiences into our thinking
that confirmed Einstein’s ideas of the space-time con-
tinuum. Machines offer a new way of regarding time,
speed, determination and quality. They dictate a new
tempo and a new aesthetic. New means of transport
raise questions regarding the overcoming of space,
which is now measured by increasingly shorter time
periods. 4 Technology creates new means of expres-
sion and communication (media), which in a funda-
mental way form the content that flows through them
or is mediated by them. At the start of the 20th centu-
ry, these new media include photography, film, radio
and the gramophone record. All of these media have
a huge impact on music.

Igor Stravinsky said of his composition Piano Rag
that it was a “snapshot” (photograph) of jazz, thus ad-
mitting to the distance typical of all recorded media.
Stravinsky’s ambition was not to compose jazz, but
music that represented his view of jazz. In this respect
Theodor Adorno speaks of meta-music, i.e. music
about music. 5 Though he deems this characteristic of
music of the beginning of the 20th century, he tracks
it back into works by Mahler, Wagner, Spohr and as
far back as Mozart. They key terms in this respect are
quote, pastiche and the overcoming of originality.
Adorno’s explanation is purely musical: the exhaustion
of a limited number of combinations of traditionally
organised tonal material. What he fails to take into
account is the possible influence of recording media,
which makes it possible to think and work with higher
aggregates of sound material: no longer with the tone
as the basic unit, but with entire musical sections, i.e.
motifs, themes, etc.

Film is a medium connecting space and time.
The method of editing and collage is as typical for
Dadaist art as for film. Films appear without an image
that anticipate the work of the French concretists
with the linear medium of magnetic tape. As everyone
knows, the movement in a film is the result of a rapid
sequence of static shots creating the illusion of mo-
tion. These days we call a recording method based on
phased movement “sampling”, and in the sphere of

3 Einstein published his special theory of relativity in
1905 and his general theory of relativity in 1915.

4 In 1902 a racing car reached speeds of 100 km/h,
in 1905 the Voisin brothers constructed the first
aeroplane in Paris, in 1909 Blériot made the first
aeroplane flight over La Manche. Cf. MARTIN, Sylvia.
Futurism. Taschen, 2005.

5 Philosophie der Neuen Musik. Frankfurt am Main:
SuhrkampVerlag, 1976, pp. 166-167.

Zzovani nové rozméry a zkusenosti, které Einsteinovy
myslenky spojitého ¢asoprostorového kontinua
potvrzuji. Stroje pfinaseji nové vnimani ¢asu, rych-
losti, determinace a kvality. Diktuji nové tempo

i novou estetiku. Nové dopravni prostiedky kladou
otazky prekonavani prostoru, které se méfi stale krat-
§imi casovymi Useky.* Technologie pfinasi také nové
vyjadfovaci a komunikaéni prostiedky (média), které
zasadnim zpUsobem formuji obsah, ktery jimi protéka
nebo je jimi zprostfedkovan. Mezi takova nova média
na pocatku 20. stoleti patfi fotografie, film, rozhlas

a gramofonova deska. VSechna tato média maiji
zasadni vliv také na hudbu.

Igor Stravinskij o své skladbé Piano Rag Music
hovofi jako o0 momentce (fotografii) jazzu, ¢imz se
pfiznava k distanci typické pro vSechna zdznamova
média. Ambici Stravinského neni komponovat jazz,
ale hudbu, ktera je jeho pohledem na jazz. Theodor
Adorno v této souvislosti hovofi o metahudbé, tedy
hudbé o hudbé.5 Ackoliv je pro néj priznakem hudby
pocatku 20. stoleti, sleduje retrospektivné tuto ten-
denci pres Mahlera, Wagnera, Spohra az k Mozartovi.
Klicovymi pojmy jsou zde citat, pastiche, prekonani
originality. Adornovo vysvétleni je ryze hudebni:
vycerpani omezeného pocétu kombinaci tradicné
tonalné organizovaného materialu. Co Adornovi spise
unika, je mozny vliv zaznamovych médii, ktery umoz-
nuje myslet a pracovat s vyssimi celky zvukového
materialu: uz nikoliv s tdnem jako zakladni jednotkou,
ale s celymi hudebnimi Useky: motivy, tématy apod.

Film je médium propojujici prostor a ¢as. Metoda
stfihu a kolaze je typicka pro film, stejné jako pro
dadaistické vytvarné pociny. Objevuiji se filmy bez
obrazu, které predjimaji praci francouzskych konkre-
tistl s linearnim médiem magnetofonového pasku.
Jak znamo, vjem pohybu ve filmu vznika rychlym sle-
dem statickych zabér(, ve kterych je skute¢ny pohyb
rozfazovan. Metodu zdznamu zaloZenou na rozfazova-
ném pohybu dnes nazyvame vzorkovanim (samplin-
gem) a v oblasti digitalnich technologii ji uzivame pro
rdzné druhy umeéni zalozenych na ¢ase. Vzorkovani

4V roce 1902 dosahuje zavodni automobil rychlosti 100 km/h,
v roce 1905 bratfi Voisinové konstruuji v Pafizi prvni letadlo,

v roce 1909 Blériot prekonava letecky La Manche. Srov. Sylvia
Martinova, Futurismus, Praha: Slovart - KoIn: Taschen, 2007.

5 Philosophie der Neuen Musik, Frankfurt am Main: Suhrkamp
Verlag, 1976, s. 166-167.
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ovsem neni pouhym ,pfekladem” spojitého zvuku do
diskrétniho digitalniho kodu: pokud uvazime notovy
zapis predchazejici zvukovému zaznamu, jedna se de
facto o preklad z jednoho kédu (notového zaznamu)
do jiného (digitalniho).

Rozhlas konstituuje novy, virtualni prostor. Jak pfi-
pomina Michal Rataj, ¢ rozhlas byl ve dvacatych letech
minulého stoleti zamyslen v prvé radé jako médium
zpravodajské. Velmi zahy vsak Siroky potencial roz-
hlasu rezonoval s celou fadou uméleckych koncept(
a osobnosti té doby (K. Weil, B. Brecht, F. T. Marinetti
a P. Masnata, P. Hindemith, J. Cage a dalsi) a zcela
neodmyslitelné prispél k formovani, vzniku a distri-
buci celé fady klicovych tvlrcich pocinl v oblasti
rodici se hudebni a zvukové avantgardy, elektroakus-
tické hudby a experimentalnich divadelnich forem.
Rataj také dale upozornuje na Foucaultlv pojem hete-
rotopie. Michel Foucault ho ve své prednasce z roku
1967 Des espaces autres, Heterotopias’ vymezuje
jako pandan k utopii. Utopie zde chape jako prostory
dokonale analogickeé k redliim kazdé spolec¢nosti,
presto vSak prostory idedlni a nerealné. Heterotopie
oproti tomu definuje jako paralelné existujici ,jiné
prostory”, k nimz realné prostory odkazuji (,svét za
zrcadlem”). Heterotopie je virtualni prostor propojeny
s realnym. Prostor, ktery je podle Foucaulta vymezen
nékolika zakladnimi rysy. Patfi mezi né jasné vymezeni
vic¢i nasemu ,redlnému” prostoru a ,redlnému” Casu.
Heterotopie nejsou volné pristupné prostory. Bud'je
vstup do nich vazan povinnosti (kasarna, véznice)
nebo vyzaduje specifické ritualni Ukony, které jedinec
musi podstoupit. Zvlastnim druhem hetereotopii
jsou mista slouzici k o¢isténi (duchovnimu ¢i téles-
nému). Heterotopie jsou také zaroven nejvétsim
rezervoarem imaginace. Ohranicenym prostorem,
mistem bez mista, kde plati jiné zakony nez v nasem
Casoprostoru. Jako dobry pfiklad heterotopie bychom
mohli uvést Poéme électronique, multimedialni
environment vyuzivajici fizeného pohybu elektroakus-
tického materialu v architektonickém prostoru, kterou
pfipravila pro prezentaci firmy Philips na Svétové

6 Michal Rataj, Elektroakusticka hudba a vybrané koncepty
radioartu, Praha: HAMU, 2007.

7 Michel Foucault, Of Other Spaces (1967), Heterotopias.
Dostupné z: http://www.foucault.info/
documents/heteroTopia/foucault.heteroTopia.en.html,
vyhledano 8. 2. 2008.
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digital technology we use it for different types of time-
based art. Sampling is not the only translation of con-
tinuous sound into discrete digital code. However, if
we bear in a mind sheet preceding the sound record-
ing, it is to all intents and purposes a translation from
one code (musical notation) into another (digital).
Radio constitutes a new, virtual space. As Michal
Rataj reminds us, in the 1920s radio was intended
primarily as a news medium. However, very quickly
its far greater potential was put to use in a number
of artistic projects by the personalities of the day
(Kurt Weil, Bertolt Brecth, Filippo Tommaso Marinetti
and Pino Masnata, Paul Hindemith, John Cage, and
others), who made a huge contribution to the forma-
tion, creation and distribution of many key creative
achievements in the sphere of the emerging musical
and audio avant-garde, electro-acoustic music, and
experimental theatre forms. Rataj also draws on
Foucault’s concept of “heterotopia”. In his lecture of
1967 entitled Des Espaces Autres, 7 Foucault defines
heterotopias as a counterpart to utopia. In this context
the term utopia refers to a space that is not real but
represents a perfected version of society. Heterotopia,
on the other hand, is a parallel existing “other space”
to which real spaces refer (the “world behind the
mirror”). Heterotopia is virtual space connected with
real space and according to Foucault is character-
ised by several basic features. These include a clear
definition in relation to our “real” space and “real”
time. Heterotopias are not freely accessible spaces.
Either entry to them is bound to a duty (military bar-
racks, a prison) or requires the individual to under-
go specific initiation rituals. Places for purification
(spiritual or physical) represent a special category of
heterotopia. At the same time, heterotopias are the
largest reservoir of the imagination, a bounded space,
a place without place, in which different laws apply to
those in our space-time. A good example of hetero-
topia would be Poéme électronique, a multimedia
environment drawing on the controlled movement of
electro-acoustic material in an architectonic space
that was created for the Philips company presenta-
tion at the 1958 Brussels World Fair by a trio of artists
comprising Le Corbusier, Edgard Varése and lannis
Xenakis. It would appear to be the consequence of
a change in our understanding of space prompted by
radio, with its possibilities for rapid change, synchro-
nicity and the accumulation of different spaces in one
place, a place of listening.

¢ Rataj, Michal. Elektroakustickd hudba a vybrané
koncepty radioartu. Edice Disk - mala fada,

sv. 3. Praha: HAMU, 2007.

7 Foucault, Michel. Of Other Spaces (1967),
Heterotopias [online]. [accessed 8 February 2008].
Available at: http://www.foucault.info/documents/
heteroTopia/foucault.heteroTopia.en.html.

Consequences of the materialisation of music/
sound - music as a body in space

No one really understood the theory of relativity
at the time of its publication. Nevertheless, the pre-
war avant-garde was fascinated by it. One of the first
to refer to it was Guillaume Apollinaire in his lecture
upon the occasion of the opening of the Cubist ex-
hibition in November 1911. 8 Varése knew Apollinaire
well. They had met quite frequently in 1913-1916 in
Paris and Varése had contributed to Apollinaire’s mag-
azine Les Soirées de Paris.? It is to Apollinaire, and
indirectly to Varése too, that Marc Battier 1 attributes
the interest shown by the poet and playwright Henri-
Martin Barzun in the idea of simultaneity. Barzun
regarded “metric simultaneity” as one of the really
significant contributions of electro-acoustic music,
allowing for the simultaneous organisation of indepen-
dent sound masses. 11

Apollinaire defended the stance adopted by
painters of that time, who, he said, were being ac-
cused of taking an excessive interest in geometry. As
he pointed out, geometry as the science concerned
with space, its measurement and relationships, was
always the most fundamental rule of painting. The
artists of his time, he claimed, were obliged to react to
the new findings of scientific research that transcend-
ed the boundary of the three dimensions of Euclidian
geometry in the direction of a fourth dimension. And
the implications for art? Above all, the endeavour to
enrich art with another dimension.

Art, a primarily spatial phenomenon operating
up till then in two or three dimensions (painting and
sculpture respectively), now attempts to capture the
dimension of time. This might be by means of theme
(moving objects, body parts, etc.) or form. In the first
third of the 20th century a term more usually asso-
ciated with music is increasingly used in relation to
painting, sculpture and architecture - rhythm. A good
example would be the Futurist paintings by Giacomo
Balla Dynamism of a Dog on a Leash or The Hand of
the Violinist (1912). In Bohemia we see the influence of
Futurism in the work of the oft-forgotten painter and

8 Apollinaire, Guillaume. The New Painting: Art
Notes. In: Art in Theory 1900-2000: An Anthology of
Changing Ideas (Orig. in Les Soirées de Paris, April-
May 1912.), s. 188.

9 Motte-Haber, Helga de la. Die Musik von Edgard
Varese: Studienzuseinen nach 1918 entstandenen
Werken. Hofheim/Ts.: WolkeVerlag, 1993, p. 186.

1o Battier, Marc. A Constructivist approach to the
analysis of electronic music and audio art - between
instruments and faktura. Organised Sound 8(3),
Cambridge University Press, 2003, pp. 249-255.

11 Varese, Edgard. Varése. A Looking-Glass Diary:
Vol. I, 1883-1928. New York: W. W. Norton, 1972,

p. 105. Cit. in BATTIER, Marc. op. cit.

vystavé v Bruselu (1958) trojice umélct Le Corbusier,
Edgard Varése a lannis Xenakis. Jak se zd3, jedna se
o dUsledek zmény chapani prostoru, kterou nastolil
rozhlas se svymi moznostmi rychlé zmény, syn-
chronnosti a akumulace rdznych prostord na jednom
misté - misté poslechu.

Dusledky materializace hudby/zvuku -
hudba jako téleso v prostoru

Teorii relativity v dobé jejiho zvefejnéni malokdo
skutecné rozumeél, presto ji byla fascinovana prede-
v§im predvalecna avantgarda. Jako jeden z prvnich
se na ni odvolava Guillaume Apollinaire ve své pred-
nasce k otevreni kubistické vystavy v listopadu 1911.8
Edgard Varése se s Apollinairem dobfe znal. Setkavali
se pomérné pravidelné v letech 1913-1916 v Pafizi
a Varése prispél také do Apollinairova ¢asopisu
Les Soirées de Paris.’® Pravé Apollinairovi, a zpro-
stredkované také Varésemu, pricita Marc Battier *°
zajem o ideje simultaneismu propagované basnikem
a dramatikem Henri-Martinem Barzunem. Ten pova-
zuje ,metrickou simultaneitu” za jeden z nejvétsich
pfinost elektroakustické hudby, ktera podle néj
umoznila simultanni usporadani nezavislych zvuko-
vych mas.*

Apollinaire obhajuje postoj soudobych malifl
a rika, Ze jsou obvinovani z priliSné naklonnosti ke
geometrii. Podle néj ale geometrie - véda, ktera se
zabyva prostorem, jeho méfenim a vztahy - byla vzdy
nejzakladnéjsim pravidlem malby. Dnesni umélci jsou
nuceni reagovat na nové vysledky védeckého badani,
které prekrocilo hranice tfi rozmér( euklidovské
geometrie smérem ke ctvrté dimenzi. Jaké z tohoto
zjisténi vyplyvaji dlsledky pro uméni? Predevsim
snaha obohatit uméni o dalsi rozmeér.

Uméni primarné prostorové, pohybujici se dosud
ve dvou (malifstvi) nebo ve tfech rozmérech (sochar-

8 Guillaume Apollinaire, The New Painting: Art Notes, in: Art in
Theory 1900-2000: An Anthology of Changing Ideas [orig. in:
Les Soirées de Paris, 1912, April-May], s. 188.

? Helga de la Motte-Haber, Die Musik von Edgard

Varése: Studien zu seinen nach 1918 entstandenen Werken,
Hofheim/Ts.: Wolke Verlag, 1993, s. 186.

1 Marc Battier, A Constructivist approach to the analysis of
electronic music and audio art - between instruments and
faktura, Organised Sound 8, 2003, ¢. 3, s. 249-255.

11 | ouise Varése, Varése. A looking-glass diary: Vol. I, 1883-1928,
New York: W. W. Norton, 1972, s. 105. Cit. in Battier (pozn. 9).

67



stvi) se snazi dobyt dimenzi ¢asu. At uz prostred-
nictvim nameétu (pohybujici se predmeéty, casti téla
apod.) nebo pomoci formy. V prvni tietiné 20. stoleti
se také v malifstvi, sochafstvi a architekture objevuje
pojem typicky hudebni - rytmus. Jako pfiklad m{ze-
me zminit futuristické malby Giacoma Bally Dinami-
smo di un cane al guinzaglio ¢i Le mani del violinista
(1912). V ¢eském prostredi nachazime futuristicky vliv
v tvorbé pozapomenuté malirky a socharky Razeny
Zatkové, jejiz Beranidlo (1916) bylo dokonce trojroz-
mérnou reprezentaci zvukovych vin, kterou zndme
napriklad z Marinettiho tvorby. 2

V primarné ¢asovém umeéni (tedy napt. v hudbé)
se naopak objevuje snaha ovladnout, absorbovat,
objevit v sobé prostor (E. Varése, P. Schaeffer, I. Xe-
nakis, K. Stockhausen, P. Boulez a dalsi). S odstupem
Casu zacina byt jasné, ze prostor byl v hudbé vzdy
implicitné pfitomen a zakddovan, a tak se jedna spise
0 vyvojovy proces uvédomeéni si této skutecnosti.

Zakladni spis A. Gleizese a J. Metzingera Du
Cubisme (1912) ** pfinasi koncepci formy zalozené na
pohybu. Jako smér pracujici s geometrickou abstrak-
ci a mnohosti perspektiv pouziva techniky rotace
a translace. Francouzsky skladatel Edgard Vareése,
Zijici pozdéji v USA, chape hudbu jako trojrozmérny
objekt, ktery se pohybuje a rotuje v prostoru. V uvod-
ni poznamce ke své kompozici Intégrales uvadi, ze
byla koncipovana pro prostorovou projekci a akus-
tické moznosti, které jesté neexistuji, ale drive nebo
pozdéji budou k dispozici.**

Hudba jako skulptura

K vyznamnému pokusu o ztvarnéni hudby
v podobé skulptury doslo v roce 1961 v Helsinkach.
Uz Gtyfi roky po umrti nejvétsiho finského skladatele
Jeana Sibelia (v roce 1957) zvitézila ve dvoukolové
soutézi na navrh jeho pomniku finska umélkyné Eila
Hiltunenova. Svij projekt nazvala Passio Musicae a ve
vysledné verzi se jednalo o zhruba Sest set ocelovych
trubek svafenych do klastru, ktery mohl reprezento-
vat jak Sibeliovu hudbu, tak bfezovy haj nebo polarni

12 Srov. Vilém Faltynek, Zapomenutéa malifka RiZena Zatkova.
Dostupné z: https://www.radio.cz/cz/rubrika/kultura/
zapomenuta-malirka-ruzena-zatkova, vyhledano 17. 3. 2019.
13 Albert Gleizes - Jean Metzinger, Du “Cubisme”, Eugéne
Figuiére Editeurs: Paris, 1912.

14 De la Motte-Haber (pozn. 8), s. 197.
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sculptress Rizena Zatkova, whose Beranidlo (1916)
was a three-dimensional representation of sound
waves that we are familiar with in Marinetti’s work. 12

On the other hand, in primarily temporal art (e.g.
music), there is an attempt to control, absorb and
discover the space within (Varése, Pierre Schaeffer,
Xenakis, Karlheinz Stockhausen, Pierre Boulez and
others). With the passage of time it becomes clear
that space had always been implicitly present and en-
coded in music, and that the process was more about
a burgeoning awareness of this fact.

The treatise co-authored by Albert Gleizes and
Jean Metzinger Du “Cubisme” (1912) 1® introduc-
es the concept of forms based on movement. This
trend, which works with geometrical abstraction
and a multiplicity of perspectives, draws on tech-
niques of rotation and translation. Varése, a French
composer who later moved to the USA, understood
music as a three-dimensional object that moves and
rotates in space. In the introduction to his composi-
tion Intégrales he states that the work was designed
for spatial projection and acoustic possibilities that
did not yet exist but that would sooner or later be
available. 14

Music as sculpture

An important attempt to create music in the form
of sculpture took place in 1961 in Helsinki. Four years
after the death of the great Finnish composer Jean
Sibelius in 1957, the Finnish artist Eila Hiltunen won
a two-round competition for the design of a monu-
ment to his memory. She called her project Passio
Musicae and in its final version it contained approx-
imately 600 cluster-welded steel tubes that might
represent both Sibelius’s music and a birch grove or
the aurora borealis. 15 As Hiltunen herself said, the
silver tubes reflect the changes of the seasons and
the light, echoing the birdsong, and activated by the
wind blowing off the sea or by the rumble of thunder.
In addition, the monument is installed above head
height and so the sky and drifting clouds can be seen
through several of the gaps in the mass of metal.
Under pressure from the public, the artist later had to
add an abstract shape featuring the figurative mask of
the composer installed several metres away. It would
appear the public was unable to accept an abstract

12 Cf, Faltynek, Vilém. Zapomenuta malifka RGZena
Zatkova [online]. [Accessed 17 March 2019].
Available at https://www.radio.cz/cz/rubrika/kultura/
zapomenuta-malirka-ruzena-zatkova.

13 Gleizes, Albert - METZINGER, Jean. Du “Cubisme”.
Eugeéne Figuiére Editeurs: Paris, 1912.

14 Motte-Haber, Helga de la, op. cit., 1993, p. 197.

15 Eila Hiltunen [online]. [accessed 5 October 2014].
Available at http://www.eilahiltunen.net/monument.
html.

Eila Hiltunen, Passio Musicae. Pomnik Jeanu Sibeliusovi. 1961,
Helsinky, foto: Martin Flasar
Eila Hiltunen, Passio Musicae. A Monument to Jean Sibelius. 1961,
Helsinki. Photo: Martin Flasar

monument devoted to music. Is this not related to
the fact that we view the history of music anthropo-
morphically as the history of its composers? Is not the
person of the composer inseparably associated in the
public’s mind with their art? Are we even capable of
accepting music in its purely abstract form?

Music as architecture

In 1934, Edgard Varése wrote of his utopian
project Espace (1929): “Music and architecture are
the only arts alive today - architecture because of
the need of it, and out of which anaesthetic sense
will grow; music because it is the one art capable of
reaching the masses. Architecture, however, does not
necessarily crystallize the tendency of the day.” 16

Reflecting on the relationship between music and
architecture we return to lannis Xenakis. A key role is
played by his cooperation with Le Corbusier on the
project of the Dominican convent La Tourette near
Lyon (1953-1960). It was Xenakis who enriched the
design of the modern concept of the monastery with
a glazed ambulatorium or passageway. He calculated
the form of its windows, called pans de verre ondula-
toires (undulatory glass surfaces) on the basis of the
proportions of the human body and the golden sec-
tion, thus giving the windows a quasi musical rhythm.

Xenakis then projected these two-dimensional
sound spaces into a three-dimensional space, thus
creating the design of the Philips presentation re-
ferred to above. The aim was to minimise the share of
architecture in the complex of the multimedia work.
In an effort to dematerialise the pavilion’s architecture

16 |n Varése and Contemporary Music, Trend, May-
June, 1934, pp. 124-128. Cit. Ouellette, Fernand.

A Biography of Edgard Varése. Translated from

the French by Derek Coltman. New York: Orion
Press, 1968, p. 125.

zari.*® Jak uvadi autorka, stribrité trubice odrazeji
zmény ro¢nich obdobi a svétla, dodavaji ozvénu
pta¢imu zpévu a samy jsou rozeznivany vétrem
vanoucim od mofe nebo dunénim hromu. Pomnik je
navic instalovan nad hlavou divéka, a tak Ize néko-
lika prarvami v mase kovu spatfit nebe a plynouci
oblaka. Pod tlakem vefejnosti musela autorka pozdéji
doplnit abstraktni tvar o figurativni masku skladatele,
ktera je instalovana nékolik metrd opodal. Vefejnost
evidentné nedokazala prijmout abstraktni pomnik
vénovany hudbé. Nesouvisi tato udalost s tim, ze
déjiny hudby vnimame antropomorfné jako déjiny
skladatel(? Nepredstavuje pro vétsinu spolecnosti
hudbu pravé osobnost skladatele? Jsme vibec
schopni pfijmout hudbu v jeji Cisté abstraktni formé?

Hudba jako architektura

Edgard Varése v roce 1934 v souvislosti se svym
utopickym projektem Espace (1929) pise: ,Music
and architecture are the only arts alive today -
architecture because of the need of it, and out of
which an aesthetic sense will grow; music because
it is the one art capable of reaching the masses.
Architecture, however, does not necessarily crysta-
|lize the tendency of the day.” *¢

V Uvahach o vztazich hudby a architektury se
vracime zpét k jiz zminénému lannisi Xenakisovi.
Jako klicovou mlzeme vnimat jeho spolupraci s Le
Corbusierem na projektu dominikanského konventu
La Tourette pobliz Lyonu (1953-1960). Byl to pravé
Xenakis, ktery ndvrh moderniho pojeti klastera
obohatil o prosklené ambulatorium. Formu jeho oken
nazvanych pans de verre ondulatoires (vinité skle-
néné plochy) vypocital na zakladé proporci lidského
téla a zlatého fezu, a okndim tak udélil kvazi hudebni
rytmus.

Princip pouzity pfi navrhu téchto architektonic-
kych prvkd pak uplatnil ve své kompozici Metastaseis
(prem. 1955 v Donaueschingen). Partitura této
skladby urcené pro velky orchestr pracuje s extrém-
nim rozdélenim hlas( az na jednotlivé nastroje. Tyto
nastroje jsou vedeny v pfimkach v dlouhych glissan-

15 Eila Hiltunen. Dostupné z: http://www.eilahiltunen.net/
monument.html, dostupné 5. 10. 2014.

1¢ Varese and Contemporary Music, Trend, May-June, 1934,
s. 124-128. Cit. dle Fernand Ouellette, A biography of Edgard
Varése, New York: Orion Press, 1968, s. 125.
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dech, ktera se vzajemné kfizi, a vytvareji tak v parti-
tufe linearni plochy.

Tyto dvojrozmérné zvukové prostory pak Xenakis
pouzil k projekci do trojrozmérného prostoru a na
jejich zakladé vytvofil navrh zminéného pavilonu
Philips. Cilem navrhu bylo maximalné eliminovat
podil architektury na komplexu multimedialniho
dila. Ve snaze co nejvice dematerializovat architek-
turu pavilonu jej Le Corbusier pojimal jako pouhou
,hadobu”, ktera bude obsahovat svétlo, zvuk, pohyb
a barvy.

Své snahy Xenakis pozdéji vysvétlil ve svém
zasadnim spise Formalizovana hudba: ,[I] need to
consider sound and music as a vast potential reser-
voir in which a knowledge of the laws of thought
and the structured creations of thought may find
a completely new medium of materialization, i.e., of
communication.”*” Jak Xenakis shrnuje, oblast zvuku
poskytuje Siroky prostor pro vznik zcela novych
forem komunikace zaloZzenych na materializaci zako-
nitosti tvarcéiho lidského mysleni.

Text vznikl v ramci specifického vyzkumu Vyzkumné sondy
k déjinam hudebni kultury na Moravé, predevsim v Brné.

as much as possible, Le Corbusier conceived of it as

a mere “vessel” that would contain light, sound, move-

ment and colour.

Xenakis later explained what he was trying to
achieve in Formalised Music: “need to consider sound
and music as a vast potential reservoir in which
a knowledge of the laws of thought and the struc-
tured creations of thought may find a completely new
medium of materialization, i.e., of communication.” 17
As Xenakis says, the realm of sound provides a huge
space for the emergence of completely new forms of
communication based on the materialisation of the
laws of creative human thought.

Pepsi Pavilon, Osaka, 1970, uvnitf zrcadlového domu, foto: Shunk-Kender, Roy Lichtenstein
Foundation, E.A.T. Zvukovy koncept: David Tudor, Gordon Mumma, Fred Waldhuer

The Pepsi Pavilion, Osaka, 1970, Inside the Mirror Dome, Photo: Shunk-Kender, Roy Lichtenstein
Foundation, courtesy E.AT. Sound concept: David Tudor, Gordon Mumma, Fred Waldhuer

17 Xenakis (pozn. 1), Preface, s. IX.
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17 Xenakis, op. cit., 1992, Preface, p. IX.
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Synestezie je tématem stale aktualnim, presto
vSak malo probadanym. Synesteticka stimulace
jednoho smyslu vyvolavajici odezvu v jiné smyslové
doméné je specifickym darem, diky némuz komuni-
kuji jinak oddélené oblasti mozkové kary. Synestezie
se odrazi v komunikaci rznych mod0 vnimani ¢i
mysleni, které jsou bézné povaZovany za oddélené.
Tato komunikace mUze souviset s komunikaci odlis-
nych nebo protikladnych uméleckych vrstev dila.

Slovo synestezie je pravdépodobné staroreckého
plvodu a jde o vyraz slozeny ze dvou ¢asti - syn
(spolu) a aisthesis (pocitek, vjem), tedy cosi, co by se
dalo prelozit jako ,spojené vnimani“, ,spojeny viem".
V zdsadé jde o spolupraci dvou ¢i vice smysl{ - sti-
mulace jednoho smyslu, naptiklad sluchovy pocitek,
vyvola reakci smyslu jiného, napriklad barevnou
predstavu. Jako by urcité ¢asti mozku, které jsou
zodpovédné za prijem smyslového signalu pomoci
nervovych vlaken (tzv. smyslové domény) a které jsou
bézné oddélené, spolu najednou zacaly komuniko-
vat a vyvijet jakysi ,pfeshrani¢ni dialog”, crosstalk.
Pomérné presnou definici synestezie podava anglicky
neuropsycholog a spisovatel Oliver Sacks ve své knize
Musicophilia z roku 2007: ,Synestezie je fyziologic-
kym fenoménem zavisejicim na integrité urcitych
oblasti kliry mozkové a spojich mezi nimi.”* V sou-
Casné dobé existuje v podstaté Sest teorii vysvétlu-
jicich vznik synestezie - podle tfi z nich synestezie
vznika jako produkt mozkové dysfunkce, zbylé tfi opo-
zitné hodnoti tento jev jako produkt prace normalné
fungujiciho mozku. Typ( synestezie je pfitom mnoho
a stale se objevuiji dalsi, takze v tuto chvili neni mozné
jejich pocet uzavrit a presné kategorizovat.? Stejné
jako vétsinu zatim malo probadanych jev( i synestezii
mUlzeme vymezit spiSe negativné, tedy spise tim, co
neni, nez tim, co je. MZeme v8ak pomérné velmi
presné rozliSovat mezi synestezii a synchronestezii,
coz je viem, ktery vznika stimulaci dvou a vice smysli
(na rozdil od synestezie, kdy stimulace jednoho smy-
slu vyvola viem v jiné smyslové doméné).

Tento jev je bezpochyby daleko ¢astéjsi - ostatné
diky nému stéle pouzivame fadu metafor, které

1 Oliver Sacks, Musicophilia, Praha: Dybbuk, 2009, s. 166.

2 Sean Day na své webové strance (http://www.daysyn.com/
index.html) uvadi v tabulce vyzkumu zhruba 60 typu synestezie,
pricemz pfevazuji typy spojené s barvami. Richard Cytowic pise
dokonce o 152 zaznamenanych typech.
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Despite its being a fascinating and highly relevant
topic, synaesthesia remains poorly researched. It is
a condition in which the stimulation of one sensory
pathway triggers a response in a different senso-
ry pathway, and is a particular gift thanks to which
regions of the cerebral cortex that would otherwise
remain separate communicate with each other.
Synaesthesia is reflected in the communication of
various modes of perception or thinking often thought
to be unconnected. This sometimes applies to the
communication of different or opposing levels of an
artwork.

The word synaesthesia comes from Greek and
comprises two parts - syn (together) and aisthesis
(feeling or perception). We might therefore translate
it as “connected perception” or “connected feeling”.
Basically, it involves the cooperation of two or more
senses. The stimulation of one sense, e.g. hearing,
induces a reaction in other, e.g. colour vision. It is
as if certain parts of the brain responsible for the
reception of a sensory signal by means of nerve fibres
(i.e. sensory domains) that are ordinarily separate
suddenly begin to communicate and develop what
we call a crosstalk. A relatively precise definition of
synaesthesia was given by Oliver Sacks, the English
neuropsychologist and writer, in his 2007 book
Musicophilia: “Synaesthesia [is] a physiological phe-
nomenon, dependent on the integrity of certain areas
of the cortex and the connections between them.”*
There are at present basically six theories explaining
the origin of synaesthesia. Three of them claim that it
is a symptom of cerebral dysfunction, while the other
three insist it is the work of a normally functioning
brain. There are many different types of synaesthesia
and more are being discovered all the time, and so it
is impossible to state precisely how many types exist
and categorise them with certainty. 2

As in the case of most phenomena of which we
know little, it is easier to define synaesthesia nega-
tively, i.e. in terms of what it is not rather than what
it is. However, with some degree of certainty we can
distinguish between synaesthesia and what we call
synchronaesthesia. The latter is a perception that aris-
es by means of the stimulation of two or more senses
(unlike synaesthesia, in which the stimulation of one
sense triggers a perception in a different sensory
domain).

Synaesthesia is undoubtedly far more com-
mon, and has given rise to a type of metaphor that,

1 Sacks, Oliver. Musicophilia: Tales of Music and the
Brain, Picador Classics, Pan Macmillan, 2018.

2 |n a research table on his website (http://www.
daysyn.com/index.html), Sean Day lists approximately
60 types of synaesthesia, the majority of which relate

to colour. Richard Cytowic claims there are as many as
152 recorded types.
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according to Maurice Merleau-Ponty, represents
“abstractions from a preconscious unified synaesthet-
ic experience” (examples would be “loud colours” or
“sharp cheese”). In the same vein, the American neu-
rologist Richard Cytowic believes that the synaesthet-
ic associations of our ancestors were a prototype of
the abstract metaphors that have become accepted
into everyday use. By means of the crosstalk referred
to above, these metaphors drew attention to the
fundamental connections between different modes of
perception and referred to a primordial, still undif-
ferentiated “state” of being. The musicologist Austin
Clarkson has similar things to say of synaesthesia

and synchronaesthesia in his lecture Uncursing the
Silence: An Exploration of Sonic Imagination *. For him
the process of becoming aware of and experiencing
unconscious synaesthetic experience is represent-

ed by the development of what he calls the imaginal
intelligence, which helps us uncover half-forgotten
layers of perception and imagination. According to
Clarkson, in our everyday lives this imagination is
manifest in language in the form of intuitive premises:
“that which is often intuitively deemed to be true con-
firms the figurativeness of active fantasy... low tones
and slower tempi are invariably linked with the land,
while higher pitches and faster temp are associated
with mountains, and never the other way round... what
is more, the sounds of the land are described as deep,
dense, dull, humming, rumbling and immutable, while
the sounds of the mountain are colourful, clear, sharp
and rapid.” 4 The existence of synchronesthesia is
confirmed by experiments performed by the Austrian
ethnomusicologist Erich von Hornbostel, who in the
1930s explored the factor of “lucidity” during the act
of perception by different senses. The subjects of his
experiments assigned a particular shade of grey to

a certain scent and sound, with most of them agree-
ing on the same shade. Synaesthetics would never
have agreed on this shade, though the character of
both phenomena is very similar.

There are many fascinating examples of syn-
aesthesia, synchronesthesia or simply “joint percep-
tion” to be found in the history of art. ® What follows
are a few examples of when synaesthesia (or some
less pure form) is a genuinely integral factor in the
formation of the aesthetic of an artwork, an artwork
as multifaceted whole, Gesamtkunstwerk, in which

3 Clarkson, Austin., Uncursing the Silence: An
Exploration of Sonic Imagination, Musicworks 57
(winter 1994, pp. 38-46. Translation not available.

4 |bid. S160.

5 From the Greek chroia, which was used to describe
both colour and musical timbre, via the combination
of intervallic and colour scales, the clavecin oculaire
of Louis Bertrand Castel, various attempts at a colour
organ, to the work of Olivier Messiaen.

Margaret Watts Huges, rostlinné tvary, Imprese, pigment na skle,
nedatovano, zdroj: Cyfarthfa Castle Museum and Art Gallery

Margaret Watts Huges, Plant forms, an Impression, pigment on glass,
date unknown. Courtesy of Cyfarthfa Castle Museum and Art Gallery

jsou podle Maurice Merleau-Pontyho ,abstrakcemi

z nevédomé jednotné synestetické zkusenosti” (napf.
Jtemny zvuk”, ,ostry syr” atd.). Ve stejném smyslu
pise ve svych publikacich zabyvajicich se synestezii
i americky neurolog Richard Cytowic: synestetické
asociace nasich predkl jsou podle néj predobra-
zem soucasnych abstraktnich metafor, které bézné
uzivdme a na kterych se vétsinou shodneme. Tyto
metafory jako by formou zminovaného crosstalku
upozornovaly na bytostné souvislosti riznych mod
vnimani a odkazovaly k praplvodnimu, jesté neroz-
liSenému ,stavu” byti. Podobné hovofi o synestezii

a synchronestezii i muzikolog Austin Clarkson ve své
prednasce Sonda do zvukové imaginace.® Proces
uvédomovani si a zakouseni nevédomych syneste-
tickych zkusenosti pro néj predstavuje rozvijeni tzv.
imaginativni inteligence, kterd ndam pomaha rozkryvat
polozapomenuté vrstvy vnimani a predstavivosti.
Tato predstavivost se podle Clarksona projevuje

v bézném Zivoté a v jazyku ve formé jakychsi intuitiv-
nich premis: ,(...) to, co se Casto intuitivné povaZuje
za pravdu, potvrzuje obraznost aktivni fantazie

3 Austin Clarkson, Sonda do zvukové imaginace, Konserva / Na
hudbu, 1995, ¢. 12, s. 134-173.
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(...) nizké tony a pomalejsi tempo byvaji neménné
spojovany se zemi, zatimco vyssi tony a rychlejsi
tempo jsou vzdy spojeny s kopcem, a nikdy naopak
(...) ba co vic, zvuky zemé jsou popisovany jako
hluboké, tupé, duté, hucivé, buracivé a neménné,
zatimco zvuky z kopce jsou pestré, jasné, pronikavé
a prekotné.”* Existenci synchronestezie potvrzuji
i pokusy rakouského etnomuzikologa Ericha von
Hornbostela, ktery ve tficatych letech minulého
stoleti zkoumal faktor ,jasnosti” pfi vnimani rznymi
smysly. Zkoumani jedinci pfifazovali konkrétni odstin
Sedé barvy k urcité vini a zvuku - vétsina ucastnikd
pokusu se shodla na stejném odstinu. Synestetikové
by se na tomto odstinu nikdy neshodli, nicméné
povaha obou fenoménu je velmi podobna.
Zajimavych pfikladl, kdy se synestezie, synchro-
nestezie Ci obecné ,spolec¢né vnimani” projevuje
v historii uméni, bychom nasli mnoho.*® Formou
stru¢nych sond zde predstavime pouze nékolik méalo
pfikladl, kdy byla synestezie (Ci jeji nepravé podoby)
skutecné relevantnim faktorem pfi utvareni estetiky
umeéleckého dila - dila jako mnohostranného celku,
Gesamtkunstwerku, ve kterém tvofi rozlicné umé-
lecké slozky ,jednotu v mnohosti“. ,Rozdily mezi jed-
notlivymi smysly musi korespondovat s rozdily mezi
jednotlivymi druhy uméni,” pie Erich von Hornbostel
ve stati Jednota smysla. ¢
V situaci sou¢asného umeéni, kdy ¢asto dochazi
k pfehodnocovani uméleckych stanovisek i pojmu (styl, jazyk,
ale i forma ad.), je zajimavé sledovat promény uméleckého
mysleni, které mohou mit Gizkou souvislost pravé se synestezii.
Nékdy jako by dokonce dochazelo k proménam ¢i zaménam
riznych modu mysleni - uméleckych za védecké a podobné.
Fyzik Richard Feynman, ktery si idajné pfedstavoval
matematické vzorce v barvé, mél v nékterych svych pracich
velmi blizko uméleckému mysleni - pf¥i hledani nového
usporadani prvkl ¢i nového tvaru si velmi ¢asto pomahal
vizualni predstavivosti. Rozvijel teorii o blizké pfibuznosti
mysleni a vnimani v rdmci vizualniho uvazovani. Albert Einstein

udajné hledal pomoc pfi feseni teoretickych problém ve

4 |bidem, s. 160.

5 Od reckého pojmu chroia, ktery oznacoval barvu i hudebni
témbr, pfes spojovani intervalovych a barevnych skal, clavecin
oculaire Louise Bertranda Castela, rizné pokusy o colour organ
az k tvorbé Oliviera Messiaena.

¢ Erich M. von Hornbostel, The Unity of the Senses, in: A Source
Book of Gestalt Psychology, New York: Harcourt - Brace, 1938,

s. 210-216.
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miscellaneous artistic components come together to
form a “unity in multiplicity”. “To the contrast between
the senses there must correspond a contrast between
the arts” writes Erich von Hornbostel in his essay “The
Unity of the Senses”. ¢

As regards contemporary art, a sphere in which
there is an ongoing revaluation underway in the
spheres of aesthetics and terminology (as it applies
to style and language, as well as form), it is interest-
ing to track the transformations in artistic thinking
that in some way reflect synaesthesia. It is as though
transformations or exchanges are taking place to the
very modes of thinking, the artistic and scientific,
etc. The physicist Richard Feynman, who reported
seeing mathematical symbols in colour, came very
close to artistic thinking in several of his works. When
searching for a new organisation of elements or a new
form, his visual imagination often came to the rescue.
He developed a theory of the close kinship between
thought and perception by drawing on visualisation.
And when resolving theoretical problems, Albert
Einstein allegedly resorted to visualising elements of
time, space and speed, imagining them within a spa-
tial constellation. Gyorgy Ligeti on the other hand
writes of the “materiality” and sensuality of abstract
ideas: “... abstract concepts like quantity, relationship,
cohesion... appear to me in sensual form and have
a location in an imaginary space.” 7 For the composer
David Caldwell “coloured” thinking plays a crucial role
during the process of creating the form and tectonics
of a work: if the process is getting close to the desired
objective, the colours in his mind appear “correct” and
well organised.

The work of gestalt psychologists deserves
a chapter of its own given its importance to our
understanding of synaesthetic perception and its
place within a wider context. They believe that human
perception is a process that looks for patterns in the
immediate surroundings, selects the “correct” stimuli,
and creates a meaningful and comprehensive image
from them. 8@ These patterns, forms or shapes (gestalt),
which may appear in many different sectors that at
first sight are unrelated, help us make sense of the
world and orientate our way around it. The funda-
mental phenomenon is the gestalt switch, i.e. the
regrouping or rearrangement of elements of shape or

6 Hornbostel, Erich M. von. The Unity Of The Senses.
In: A Source Book Of Gestalt Psychology. New York:
Harcourt - Brace, 1938, pp. 210-216.

7 Campen, Cretien van. The Hidden Sense:
Synesthesia in Art and Science. Cambridge,
Massachusetts: The MIT Press, 2008, p. 22.

8 What we call an “active pattern-searching person”.
Campen, Cretien van. The Hidden Sense: Synaesthesia
in Art and Science. Cambridge, Massachusetts: The
MIT Press, 2008, p. 76.
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form, * which change the way they are perceived. This
“switch” from one mode to another, which | believe
can be applied within the framework of interdisciplin-
ary artistic thinking, allows us to look at something
with new eyes and often understand it better or per-
haps for the first time.

Synaesthesia and its metaphorical forms have
played an important role in the development of sever-
al spheres of fine art, and | would like to briefly men-
tion a few examples. All of these are drawn from art of
the first third of the 20th century, an epoch charac-
terised by a rapid proliferation of new directions and
ideas and a period in which synaesthesia was subject
to thorough investigation and deemed worthy of
serious interest (after which it fell from fashion after
the Second World War). | will focus more on interdis-
ciplinary approaches rather than individual, isolated
appearances of the phenomenon, and on spheres in
which synaesthesia as a metaphor (and “meta-form”)
of homogenous creativity was a basic condition for
the formation of a new language or world and its
representation.

The movement in which parallel multisenso-
ry perception played an important role was Italian
futurism. As we see today, Futurism was in many
respects way ahead of its time. It was the first to
discover the artistic potential of film (only a few years
after its invention) - between 1911 and 1916 sever-
al Futurist films were made that shared a common
denominator, namely a synaesthetic aesthetic that
sought a unified experience through the stimulation
of several sensory zones. 1° Several years prior to
Dadaism, the Futurists (along with the Cubists albeit
by different means) had explored the possibilities
of the collage, and long before the visual poetry of
the 1960s, Filippo Tommaso Marinetti, founder of
the Futurists, was creating collage-texts. In 1927,
Fortunato Depero 1t created the first book-as-object
Depero Futurista. Finally, we have Luigi Russolo and
his “Intonarumori”, who as far back as 1913 was laying
the foundations of musique concréte and working
with non-tonal acoustic structures.

? A common feature of visual puzzles, in which one
object can appear to change into another depending
on what angle we look at it.

10 |n 1911, the Florentine Ginanni-Corradini brothers
made four short, abstract films, and in 1916 the most
famous, though now lost Futurist Life, on which they
were joined by the giants of the first generation of
Futurism, the painter Giacomo Balla and the writer
and spokesman of the movement Filippo Tommaso
Marinetti. Of all the Futurist films made, unfortunately
only one has been preserved, Thais by Anton Giulio
Bragaglia, from 1916.

11 painter, writer, sculptor and graphic designer
(1892-1960).

vizualizaci prvki ¢asu, prostoru a rychlosti - pfedstavoval si

je v prostorové konstelaci. Na druhé strané Gyorgy Ligeti pise
o ,zhmotnovani” a smyslovosti abstraktnich ideji: ,,Abstraktni
koncepty jako kvantita, relace ¢i koheze se mi zjevuji ve
smyslové podobé a maji své misto v imaginarnim prostoru (...),
barva, forma a substance mi evokuji zvuky a naopak.” ” Pro
skladatele Davida Caldwella hraje ,barevné” uvazovani zasadni
roli pfi procesu tvoreni formy a tektoniky dila: pokud se proces
blizi ke zdarnému cili, barvy v jeho mysli jsou ,spravné” a dobre
usporadané.

Dllezitou kapitolou pro porozuméni synestetic-
kému vnimani a jeho zasazeni do SirSich souvislosti
jsou prace psychologl tzv. Gestaltu. Podle nich
je lidské vnimani procesem, ktery vyhledava tzv.
vzorce (patterns) v nasem okolnim prostredi, vybira
.spravné” podnéty a z nich pak sklada smysluplny
a komplexni obraz.® Tyto vzorce, formy &i tvary
(Gestalt), které se mohou vyskytovat v rliznych
navzajem spolu pfili$§ nesouvisejicich odvétvich,
nam pomahaji v rozumeéni svétu a v lepsi orientaci
v ném. Zasadnim fenoménem je tzv. Gestalt switch,
preskupeni ¢i nové usporadani prvkl tvaru,® které
zméni jeho vnimani. Toto ,pfepnuti” z jednoho modu
do druhého, které Ize podle mého soudu aplikovat
i v ramci uméleckého interdisciplinarniho mysleni,
umozni podivat se na véc ,jinyma ocima” a ¢asto ji
timto zpUsobem lépe ¢i viibec pochopit.

Synestezie a jeji metaforické podoby hraly
dulezitou ulohu v nékterych Usecich vyvoje vizual-
niho uméni, zminime zde ve zkratce alespon nékolik
pripadd. Vsechny tyto jevy spadaji do oblasti uméni
prvni tretiny 20. stoleti, coz je epocha, kterou prova-
zel témér prekotny vznik novych uméleckych smér(
a myslenek, a zaroven jde o dobu, kdy byla syneste-
zie jako fenomén dutkladné zkoumana a brana v potaz
(nez doslo k utlumu zajmu po druhé svétové valce).
Zamérime se vice na vyzkum téch umeéleckych este-
tik, které se snazily o propojeni interdisciplinarnich
pocitkd ¢i viemU, nez na prlzkum jednotlivych a vice-
meéné izolovanych vyskyt( synestetického fenoménu.
Na vyzkum oblasti, ve kterych byla synestezie coby
metafora (a ,meta-forma”) homogenni umélecké

7 Cretien van Campen, The Hidden Sense: Synesthesia in Art
and Science, Cambridge, MA: The MIT Press, 2008, s. 22.

8 Tzv. active pattern - searching person. Ibidem, s. 76.

? Znamé z mnoha vizualnich hadanek, kdy se tvar z jiného
pohledu zac¢ne jevit jako néco jiného.
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tvorby zakladni podminkou utvafeni nového jazyka,
svéta Ci jeho obrazu.

Uméleckym smérem, ve kterém hralo paralelni
vicesmyslové vnimani dalezitou ulohu, byl italsky
futurismus. Futurismus, jak se dnes ukazuje, pred-
béhl hned v nékolika smérech svou dobu. Jako prvni
objevil pro moderni uméni film (vlastné teprve par let
po jeho vzniku) - mezi lety 1911 a 1916 vzniklo nékolik
futuristickych filmu, které mély spole¢ny znak: v pod-
staté synestetickou estetiku, snazici se o jednotny
zazitek pomoci stimulace vice smyslovych oblasti.*®
Nékolik let pred dadaismem pouzivali futuristé
(spolecné s kubistickymi tvirci, ale jinym zplsobem)
metodu vytvarné kolaze, davno pred vizualni poezii
Sedesatych let piSe spisovatel a zakladatel hnuti
Filippo Tommaso Marinetti své kolaze textové. V roce
1927 vytvoril mnohostranny vytvarnik Fortunato
Depero** vibec prvni knihu-objekt Depero futurista.
A v neposledni fadé Luigi Russolo se svymi intonaru-
mori polozil uz v roce 1913 zaklady konkrétni hudby,
pracujici s neténovymi zvukovymi strukturami.

Dulezité jsou dva zakladni pojmy futuristické este-
tiky: dynamika a simultaneita. Dynamika ve zkratce
znamena integraci fenoménu pohybu do vytvarného
dila. Fascinace pohybem, a hlavné rychlym pohybem
jakozto novym a aktualnim fenoménem, je ziejma
u v8ech futuristickych dél. ,Prohlasujeme, ze nadhera
svéta byla obohacena o novou krasu: o krasu rych-
losti,” napsal Marinetti.*2 Fenomén rychlosti nasledné
ovliviluje dalsi veliciny - prostor a Cas - a vytvari
nové stimuly. ,Prostor a ¢as se stavaji variabilnimi
dimenzemi: mohou se zhustovat, nasobit nebo se
jevit jako nekonecné,” pise vytvarna teoreticka Sylvia
Martinova ve své knize Futurismus. ** Simultaneita je
pojem, ktery byl uzivan uz kubistickymi a orfistickymi
umélci v Parizi pocatkem desatych let 20. stoleti,

10 \/ roce 1911 vznikly ¢tyfi krat$i abstraktni filmy florentskych
bratrd Ginanni-Corradiniovych, v roce 1916 pak asi nejslavnéjsi,
dnes zfejmé ztraceny Futuristicky Zivot, na kterém se kromé vyse
zminénych tvlrcl podilely i zdsadni osobnosti prvni generace
futurismu - malif Giacomo Balla a spisovatel a mluvéi hnuti
Filippo Tommaso Marinetti. Ze vSech futuristickych filma se

véak bohuzel zachoval pouze jediny - Thais od Antona Giulia
Bragaglii, taktéz z roku 1916.

11 Malif, spisovatel, sochaf a graficky designér (1892-1960).

12 Citovano podle: Sylvia Martinova, Futurismus, Praha: Slovart -
Koéln: Taschen, 2007, s. 24.

13 |bidem, s. 52.
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Two of the basic concepts of the Futurist aesthet-
ic are important: dynamics and simultaneity. Basically,
dynamics refers to the integration of the phenom-
enon of movement into the artwork. A fascination
with movement, especially rapid movement as a new,
current phenomenon, is evident in all Futurist works.
“We affirm that the world’s magnificence has been
enriched by a new beauty: the beauty of speed,” wrote
Marinetti. 22 The phenomenon of speed subsequently
impacted other variables like space and time, as well
as creating new stimuli. “Space and time become
variable dimensions: they can thicken, multiply or
appear infinite”, writes the art theorist Sylvia Martin
in her book Futurism. 13 Simultaneity is a term that
was already a term in currency amongst cubist and
orphic artists in Paris at the start of the 1910s. For the
futurists it meant “the simultaneous course of fast
events and their crystallisation in the artwork”, and in
a broader sense it referred to “optical and emotional
perception, as well as recollections and associations
of thoughts and feelings”. 24 To achieve the simulta-
neity of these mental states in the artwork was the
aim of the Futurists, and in parallel to depict the most
varied sensory impressions so as to create a “new
internal reality” and, indeed, a brand new language of
art composed of “tones, noises and smells”. 15 What is
important to note is that the Futurists did not attempt
to create this new, compact reality by using abstract
laws or concepts, but by means of completely up-
to-date artistic or non-artistic means and above all
by respecting the importance of the role of sensory
perception and the mental life, i.e. by accentuating
the role of the perceiver as co-creator and her subjec-
tive perspective as being crucial to the creation of an
entire artistic universe.

The Futurists were most influenced by life on
the streets of the modern metropolis. The white-hot
energy and the audio and visual diversity of the city,
at the same time homogenous when viewed from
a different perspective, with a cohesive atmosphere
linking sensory perceptions at the end of an artistic
process. Futurist artists used dynamic forms and
shapes such as ellipses or cones, along with flexible
and curved lines, all rendered in bright, vibrant
colours. 1¢

12 Marinetti, Filippo Tommaso, The Founding and
Manifesto of Futurism, Thames and Hudson Ltd,
London, 1973.

13 Martin, Syvlia, Futurism. Trans. John W. Gabriel,
Taschen, 2005.

14 |bid.

15 The Painting of Sounds, Noises, and Smells is the title
of a manifesto drawn up in 1913 by the Futurist artist
Carlo Carra.

16 Compare Futurist shapes with the “form constants”
of Heinrich Kluver.
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Most first-generation Futurists were active in
several artistic spheres. Some even refused to draw
a line between them, for instance Boccioni: “Nothing
is more stupid than to fear to deviate from the art we
practice. There is neither painting, nor sculpture, nor
music, nor poetry. The only truth is creation.” 17 One
might take issue with this claim, since it was thanks to
poetry in the broadest sense of the word (i.e. a poetic
view of the world) that an attempt could be made to
see the universe in its entirety and to view the artwork
as a synthesis of perceptions, sensory experiences
and memories. Thanks to poetry, the laws of which
are not and cannot be strictly logical, the Futurists
were able to forge in the furnace of their enthusiasm
for the modern world their own parallel world, which
does not exclude the real, but integrates and sublates
it and lends it an overarching meaning. In the Futurist
poetics, disparate worlds permeate each other,
overspill the barriers dividing them and seek their
own form of gestalt switch. This is best illustrated in
the titles they gave their works - Dilatation of Poetry,
Rhythms of Objects and The Noise of the Street
Penetrates the House. By virtue of its movement
and rhythm, public space influences private space,
objects and constructions dance, and art is an inte-
gral and fundamental part of life. “Art must become
a function of life,” writes Boccioni. 18

The Czech response to Futurism was Poetism,
whose founder and main theorist, Karel Teige, not
only outlined a radical vision of a new art without
boundaries between genres, but even spoke directly
of synaesthesia, ascribing it universal significance.
According to Teige, the synthesis of artistic media
must be based on the identification of internal princi-
ples and not on a superficial combination of external
symbols. Synaesthesia, he claimed, represented such
an internal principle, and Poetism had the potential to
realise such a synthesis. “In the presentiment of the
correspondence and unity of artistic emotion and in
attempts at the fusion, synthesis and identification of
the individual arts, Poetism sees a sign of a profound
artistic transformation, the dawn of a new universal
poetry as a new comprehensive art of the nine Muses,
a kind of ars maior, developing after the disappear-
ance of the historical arts and crafts.” ?

Though the Poetists counted composers amongst
their number, there was never a Poetist style of music.
Nonetheless, music enjoyed its own status within the
group. One of the members of the Devétsil group

17 Boccioni, Umberto, Technical Manifesto of Futurist
Sculpture, available at https://www.unknown.nu/
futurism/techsculpt.html, accessed 15 March.

18 Coen, Ester, Umberto Boccioni, trans. Robert Erich
Wolf, The Metropolitan Museum of Art, New York 1988,
p. 257.

19 TEIGE, Karel, Poetism Manifesto, 1928.

pro futuristy znamena ,soucasny prabéh réznych
udalosti a jejich krystalizaci v uméleckém dile”,
v Sirsim slova smyslu potom ,,optické a emocionalni
vnimani pravé tak jako vzpominky a asociace mys-
lenek a pocitd”. ** Simultaneita téchto dusevnich
stavll v uméleckém dile je cilem futurist(. A nejen
to - také paralelni zobrazeni nejrliznéjsich smyslo-
vych dojmd tak, aby doslo k vytvoreni ,nové vnitini
reality” a vlastné zbrusu nového uméleckého jazyka,
slozeného z ,tonl, Sumu a pach@”.*¢ Dllezité je, ze
se futuristé pokouseji o vytvareni této nové celis-
tvé reality nikoliv za pouZiti abstraktnich zakonl ci
pojm, ale pomoci zcela aktualnich uméleckych ¢&i
mimouméleckych prostfedkd, a hlavné za respekto-
vani dllezité role smyslového vnimani a dusevniho
Zivota - tj. akcentuji vnimatele coby spolutvirce
a jeho subjektivni pohled jako podstatny pfi tvorbé
celku uméleckého univerza.
v ulicich moderniho velkomésta, fenomén navysost
zivy, aktualni, vizualné i zvukové rozmanity, presto
vSak z urcitého pohledu homogenni, s jednotnou
atmosférou, na konci uméleckého procesu spojujici
smyslové pocitky. Futuristicti vytvarnici proto uzivali
dynamické vytvarné formy a tvary, jako napfriklad
elipsy ¢i kény, podobné jako flexibilni a zakfivené
linie - vSe v pestrych a zivych barvach. ¢

Vétsina tvlrcl prvni generace futurismu se
vénovala paralelné vice uméleckym obordm, nékteri
dokonce nerozlisovali, jako jiz zminovany Boccioni:
.Z&dny strach neni hloup&jsi ne7 ten, ktery v nas
vyvolava obavu, Ze prekro¢ime obor uméni, v némz
pUsobime. Neexistuje malifstvi, socharstvi, hudba,
poezie. Existuje pouze tvorba.”17 Pokud bychom méli
Boccioniho ¢astecné doplnit ¢i opravit, pak snad
z toho Uhlu pohledu, Ze diky poezii v SirSim slova
smyslu (nebo poetickému pohledu na svét) mohl
vzniknout pokus o celistvé vidéni univerza, o celis-
tvy pohled na uméleckeé dilo jako syntézu vjem,
smyslovych pocitkd a vzpominek. Diky poezii, jejiz
zakony nejsou a ani nemohou byt prisné logické,

14 |bidem, s. 16.

15 Malifstvi ténd, $umi a pachu je nazev manifestu, sepsaného
v roce 1913 futuristickym vytvarnikem Carlem Carrou.

1¢ Srovnejme futuristické tvary s ,formovymi konstantami”
Heinricha Klivera.

17 Martinova (pozn. 12), s. 18.
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tvofi futuristé v nadseni z moderniho svéta svij svét
paralelni, ktery ten skutecny nevylucuje, ale integruje
a prekracuje, respektive dava mu celkovy smysl.
Pfisné oddélené svéty se ve futuristické poetice pro-
stupuiji, prolamuiji bariéry k sobé navzajem a pokou-
Seji se o svého druhu Gestalt switch, coz je nejlépe
mozné dokumentovat na nazvech futuristickych dél -
Rozpinani poezie, Rytmy objekt( ¢i Hluk ulice pronika
do domu. Verejny prostor u futuristl ovliviiuje svym
pohybem a rytmem prostor soukromy, objekty a kon-
strukce tanci a umeéni je integralni soucasti Zivota,
dokonce jednou ze zakladnich. ,Uméni se musi stat
zivotni funkci,” pise Boccioni. *®

Ceskou odpovédi na futurismus byl poetismus,
jehoz zakladatel a hlavni teoretik Karel Teige ve svych
textech nejen nastinil radikalni vizi nového uméni bez
hranic mezi uméleckymi zanry, ale dokonce hovoril
primo o synestezii a pfikladal ji univerzalni vyznam.
Syntéza uméleckych druhd musi byt podle Teigeho
zalozena na ztotoznéni vnitfnich principd, nikoliv na
povrchnim spojovani vnéjsich znakd a synestezie
podle néj takovym vnitinim principem je a poetismus
ma potencial onu syntézu realizovat. ,V tuseni kore-
spondence a jednotnosti umélecké emoce, v poku-
sech o fuzi, syntézu a identifikaci jednotlivych umén
navzajem spatfuje poetismus znamku hlubokého
umeéleckého prerodu, svitani nové univerzalni poezie
jakozto nového kompletniho uméni deviti Muz, jakési
ars maior, rozvijejici se po odumrti historickych
uméleckych femesel.” *?

Ackoliv ¢leny poetistické skupiny byli i sklada-
telé, nevznikla - na rozdil od literatury ¢i vytvarného
uméni - zadna vyslovené , poetistickd” hudba. Presto
vSak hudba svou roli v poetismu hrala - clenem
Devétsilu byl naptiklad i Zdenék Pesanek, vytvarnik
a architekt, jeden z prakopnikd kinetického a mul-
timedialniho uméni, 2° stejné jako Miroslav Ponc,
skladatel, vytvarnik, klavirista a dirigent. Ponc byl
studentem Aloise Haby, psal studie ve ¢tvrttonovém,
Sestinotdonovém i osminoténovém systému. Kromé

18 |bidem, s. 22.

19 |bidem, s. 583.

20 peganek zkonstruoval mimo jiné i tzv. barevny klavir, nastroj
umoznujici simultanni projekci barevnych tvart do hudby diky
spinacim kontaktim pod klavesami. Nastroj byl predstaven na
koncerté, ktery se konal 13. 4. 1928 v prazském Obecnim domé,
Skrjabinovy skladby hral Ervin Schulhoff.
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was Zdenék Pesanek, an artist and architect and one
of the pioneers of kinetic and multimedia art 22, and
another was Miroslav Ponc, composer, artist, pianist
and conductor. Ponc was a student of Alois Haba

and wrote studies using quarter tones, sixth tones
and eighth tones. In addition, as far back as 1922 he
had been reflecting upon the connections between
colours and tones and created his own version of
“colour music” based both on his own colour hearing
(it is very possible he was a synaesthesiac) and the
systemisation of both components. When exploring
the relationship between colours and tones he drew
on the colour wheel designed by Wilhelm Ostwald, 2t
which contains 24 colours (or hues). Ponc’s musical
equivalent of the colour wheel was a quarter-tone,
bichromatic series, i.e. 12 chromatic tones and 12
quarter-tones. When transposed up or down an oc-
tave, the pitches retain the same colour and differ only
in respect of the saturation or intensity of the hue. In
1922, he wrote the Great Canonic Prelude, in which
he assigns individual colours to musical themes and
systematises their relationship using a simple additive
principle. A point worth noting is that the structure of
the composition is based on two notional right-angled
triangles; this was, inter alia, the principle shape in
Johann Wolfgang Goethe’s colour wheel 22 and forms
the basis of Wassily Kandinsky’s spiritual, aesthetic
theory. From 1924-1925, Ponc painted several pictures
on the theme of “colour music”. 23 These are abstract
coloured graphic scores that can be played musically
(one was played in 1996 by Petr Kofron with the Agon
Orchestra), 24 and the artist supplemented several
with musical parallels. In 1925, he mounted a produc-

20 pesanek also constructed a “colour piano”, which
allowed for the simultaneous projection of coloured
shapes into the music using a contact switches beneath
the keys. The instrument was introduced at a concert
on 13 April 1928 at the Municipal House in Prague.
Scriabin’s works were played by Erwin Schulhoff.

21 A German philosopher, physicist, chemist and
researcher (1853-1932), who created a system for

the categorisation of colours. He worked with the full
colour spectrum, to which he added a purple tone.

22 |n his Theory of Colours (Zur Farbenlehre) of 1810,
Goethe works with a colour wheel inside there are two
intersecting triangles - the peaks of the upper triangle
touch the three primary colours (red, blue and yellow)
and the peaks of the lower triangle the secondary
(violet, green and orange). His theories regarding the
spiritual symbolism of colours were often rejected

for being subjective and at odds with the theories of
Isaac Newton.

23 See the illustration in the appendix.

24 See Kofron, Petr + Smolka, Martin. Grafické
partitury a koncepty, audio ego, Miracle 7, Votobia,
Spolec¢nost pro novou hudbu, Praha / Olomouc 1996.
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tion of Model opery €. 1, which incorporates other
components into the synthesis of elements. In his
programme notes he calls this production “audiovisual
form in movement”. 25 In essence it was a multimedia
project including colour film projection, lights, moving
figures on stage, abstract text and music.

Perhaps the best known figure as regards the
synthesis of music and art and who himself may well
have been a synaesthesiac was the Russian Painter
Wassily Kandinsky. Kandinsky began painting at a rel-
atively advanced age, but this spurred him to explore
even more intensively the relationship between colour
and tone, the spiritual symbolism of colours, and the
liberation of art from representation and objectivity. At
almost exactly the same time as the Futurists, mem-
bers of Kandinsky’s group Der Blaue Reiter were pon-
dering the relationship between music and art, though
unlike the Futurists their findings possessed a spir-
itual dimension and objective. They were inspired
by European medieval art, Primitivism, Fauvism and
Cubism, and their aim was to create a new, non-objec-
tive, abstract art based on spiritual foundations.

Kandinsky formulated his spiritual aesthetic the-
ory in Concerning the Spiritual in Art, first published
in 1912. It should be noted that his thoughts on the
spiritual basis of non-material art and his comparison
with music are in many respects a continuation of the
ideas of the 19th century symbolists. 26 For Kandinsky
different forms of art share a common objective and
exert a mutual influence. This influence is successful if
focused on their internal principles. Kandinsky writes
of different expressive codes embedded in artistic
genres (as did his predecessors Schopenhauer and
Busoni), and maintains that if these are not respected,
a new autonomous artwork cannot be created. Like
Schopenhauer, he believes that music is detached
from the external world and expresses itself direct-
ly, without mediation, and in its own language. Fine
art must learn from music’s example and instead of
superficial representation must attempt to express
directly the deepest spirituality of humankind. New
art must abide by a single principle abstracted from
the non-material, namely, “the principle of inner
need.” 27 Every artwork has its internal and spiritual

25 Cited in Matulova, Jana. Barevna hudba. Brno,
2008. Bakalafska prace. Masarykova univerzita,
Filozoficka fakulta, p. 33.

26 Mention should also be made of the influence on
Kandinsky of the theosophy of the Russian mystic
Helena Petrovna Blavatsky (1831-1891) and his
contacts with anthroposophy and its founder Rudolf
Steiner (1861-1925).

27 Kandinsky, Wassily, Concerning the Spiritual in Art,
trans. Michael T. H. Sadler, Gutenberg Project, 2011,
http://www.gutenberg.org/cache/epub/5321/pg5321-
images.html (accessed 11 March 2019).

toho jiz od roku 1922 promyslel souvislosti barev
a tonl a tvoril svou verzi ,barevné hudby”, ktera byla
jednak podlozena jeho vlastnim barevnym slysenim
(je mozné, ze byl synestetikem) a jednak zaloZena
na podobné systematizaci obou slozek. PFfi utvareni
vztahu mezi barvami a tony vychazel z barevného
kruhu Wilhelma Ostwalda, 2* ktery obsahuje 24 barev
(respektive odstind). Poncovym pandanem k tomuto
kruhu byla ¢tvrttonova bichromaticka rfada, tedy
12 tonl chromatiky a 12 ¢tvrttond. Tony v oktavoveé
transpozici maji barvy stejné, lisi se pouze sytosti
odstinu. V roce 1922 napsal Velké kanonické pre-
ludium, ve kterém prifazuje k hudebnim tématim
jednotlivé barvy a pomoci jednoduchého aditivniho
principu systematizuje jejich vztah. Zajimavé je, ze
formu kompozice stavi na imaginaci dvou pravouh-
lych trojuhelnikd; trojuhelnik byl mimo jiné principial-
nim tvarem uz v barevném kruhu Johanna Wolfganga
Goetha?? a téz je zdkladem duchovné-estetické teorie
Vasilije Kandinského. Mezi lety 1924-1925 namaloval
Ponc nékolik obraz( s tematikou ,barevné hudby”.
Jde vlastné o abstraktni barevné grafické partitury
s moznosti hudebni realizace (jednu z nich vytvoril
v roce 1996 Petr Kofron s Orchestrem Agon), 2
nékteré autor doplnil hudebnimi paralelami. V roce
1925 prezentoval scénickou realizaci Model opery
¢. 1, ktera zapojuje do syntézy element( dalsi slozky.
Ve svych poznamkach hodnoti tuto realizaci jako
Laudiovizualni formu v pohybu”. 25 V podstaté $lo
o multimedialni projekt za Ucasti barevné filmové
projekce, svétla, scénického pohybu postav, abstrakt-
niho textu a hudby.

Snad nejzndmé;jsim tvlrcem, ktery svym mysle-

21 Némecky filozof, fyzikalni chemik a badatel (1853-1932), ktery
vytvoril systém kategorizace barev. Ve svém barevném kruhu
pracuje se spektrem, jez doplnuje o purpurovy ton.

22 \/e své Teorii barev (Zur Farbenlehre) z roku 1810 Goethe
pracuje s barevnym kruhem, uvnitf kterého jsou prekfizené

dva trojuhelniky - vrcholy svrchniho se dotykaji tfi primarnich
barev (Cervena, modra a Zlutd) a vrcholy spodniho sekundarnich
(fialova, zelena, oranzova). Jeho teorie, dotykajici se duchovniho
symbolismu barev, byla jako subjektivni a protichtidna s teorii
Isaaca Newtona ¢asto odmitana.

23 \/iz obrazova pfiloha.

24 iz Petr Kofron - Martin Smolka, Grafické partitury a koncepty,
Praha - Olomouc: audio ego, Miracle 7, Votobia, Spole¢nost pro
novou hudbu, 1996.

25 Citovano podle: Jana Matulova, Barevna hudba (bakalafska
prace), FF MU Brno, 2008, s. 33.
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nim a dilem prispél k syntetizaci hudby a vytvarného
umeéni byl rusky malif Vasilij Kandinskij. Kandinskij
zacal malovat v pomérné pozdnim véku, ale o to
intenzivnéji promyslel vztahy mezi barvami a tony,
duchovni symboliku barev a osvobozeni tvorby od
znazornovani a predmétnosti. Prakticky ve stejné
dobé jako futuristé se ¢lenové Kandinského sdruzeni
Der Blaue Reiter zamysleli nad vztahy mezi hudbou
a vytvarnym umeénim, na rozdil od futuristll ovéem
s duchovnim presahem a zacilenim. Inspirovali se
evropskym stfedovékym uménim, primitivismem,
fauvismem ¢i kubismem a jejich cilem bylo vytvorit
nové, nepredmétné abstraktni uméni, zalozené na
duchovnim zakladé.

Kandinskij poprvé zformuloval svou duchov-
né-estetickou teorii v knize Du Spirituel dans l'art
(O duchovnosti v uméni), ktera poprvé vysla roku
1912. Nutno podotknout, ze jeho myslenky o duchov-
nim zakladé nepfedmétného uméni a jeho srovnavani
s hudbou v mnohém navazuji na symbolisty 19. stoleti
a leckde jsou pokracovanim jejich estetiky. ?¢ Pro
Kandinského maiji rizné druhy uméni spolecny cil
a navzajem se silné ovlivauji. Jejich ovlivhovani je
uspésné tehdy, pokud se koncentruji na své vnitini
principy. Kandinskij pise o riznych vyjadfovacich
kodech uméleckych druht (podobné jako pred nim
Schopenhauer ¢i Busoni), bez jejichz respektovani
nemUze vzniknout nové autonomni umélecké dilo.
Hudba je pro néj - stejné jako pro Schopenhauera -
oddélena od externiho svéta, vyjadfuje se nezpro-
stfedkované, direktné, svym jazykem. Vytvarné uméni
si musi v tomto vzit z hudby pfiklad a misto povrch-
niho zobrazovani se pokusit vyjadrit pfimo nejhlubsi
spiritualitu ¢lovéka. Nové umeéni musi dodrzovat
jediny princip, abstrahovany od nepodstatného:
Lprincip vnitfni nutnosti”. ?” Kazdé uméleckeé dilo ma
svlj vnitfni obsah, svou duchovni napln. A umélec
je .prorok”, ktery k tomuto obsahu ukazuje cestu.
Uméni je dobré tehdy, pokud dokéaze ,rozeznit” ¢i
,rozvibrovat” lidskou dusi. To je samoziejmé mozné
uskutecnit rdznymi zpUlsoby - plsobenim, tonu,

26 Musime zminit téz fakt, ze Kandinskij byl ovlivnén teosofii
ruské mysticky Heleny Petrovny Blavatské (1831-1891)

a antroposofii a byl v kontaktu s jejim zakladatelem Rudolfem
Steinerem (1861-1925).

27 Vasilij Kandinskij, O duchovnosti v uméni, Praha: Triada, 1998,
s. 49, 61.
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content. The artist is a “prophet” who reveals the way
to this content. Art is good to the extent that it is able
to “rozeznit” or ,rozvibrovat” the human spirit. This

of course can be accomplished in different ways,
through action, tone, harmony or colour. And “colour
is a power which directly influences the soul. Colour is
the keyboard, the eyes are the hammer, 28 the soul is
the piano with many strings.” 2?

The chapter The Psychological Working of Colour
finds Kandinsky in full synaesthetic flow. 3@ His ex-
planation of synaesthetic connections or metaphors
works with the sensory stimuli resonating in the
human soul: “...the way to the soul is so direct and the
soul itself so impressionable, that any impression of
taste communicates itself immediately to the soul,
and thence to the other organs of sense (in this case,
the eyes). This would imply an echo or reverberation,
such as occurs sometimes in musical instruments
which, without being touched, sound in harmony with
some other instrument struck at the moment.”31In
the same chapter he draws on the generally accepted
sense-colour metaphor: “And finally the sound of co-
lours is so definite that it would be hard to find anyone
who would try to express bright yellow in the bass
notes, or dark lake in the treble.” 32

Colour plays an important role in Kandinsky’s aes-
thetic theory, and has essentially two effects: 1/ physi-
cal, superficial, and of short duration, and 2/ psychic,
mental (and thus spiritual). The physical effect is like
a path along which “colour enters the soul”. 33 Spirit
and body are not two separate domains, as perhaps
used to be thought, but on the contrary: “The soul
being one with the body, the former may well expe-
rience a psychic shock caused by association acting
on the latter. For example, red may cause a sensation
analogous to that caused by flame.” 34 Kandinsky’s at-
tribution of properties and psychic effects to colours

28 | e, the hammer of a piano.

29 Kandinsky, Wassily, Concerning the Spiritual in Art,
trans. Michael T. H. Sadler, Gutenberg Project, 2011.
30 |t is not known whether Kandinsky was
synaesthetic or not. Some writers are convinced

he was and make reference to his description of

the colour visions he experienced upon hearing
Wagner’s Lohengrin in Moscow. There is also the

fact of his observations regarding the colours of
instrumental sounds: a trumpet is yellow, a viola and
an alto voice orange, a tuba and drum red, a bassoon
violet, a cell and organ blue, and a violen green. See
Campen, Cretien van. The Hidden Sense: Synaesthesia
in Art and Science. Cambridge, Massachusetts: The
MIT Press, 2008, p. 56.

31 Kandinsky, Wassily, Concerning the Spiritual in Art.
32 |bid.

33 |bid.

34 |bid.
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Hilma af Klint, Strom védéni, ¢. 1, akvarel, kvas, tuha

a metalicka barva na papire, 1913, Hilma af Klint
Foundation, Stockholm, zdroj: Wikimedia Commons
Hilma af Klint, Tree of Knowledge, No. 1, watercolor, gouache,
graphite, and metallic paint on paper, 1913, Hilma af Klint
Foundation, Stockholm, Wikimedia Commons

is not arbitrary but systematic (and draws in part on
Goethe’s theory developed in Zur Farbenlehre). He
places colour within opposing pairs and tendencies.
The basic pair is yellow (worldly, aggressive and
dynamic) and blue (heavenly, calm), between which
there is a “dynamic contrast”. Yellow is inclined to
warmth, it is eccentric movement, while blue is cool,
concentric. By combining these two colours one gets
green, a colour of total immobility and peace. The sec-
ond pair is white (clarity, quiet, the prenatal state) and
black (darkness, nothingness, hopelessness, the void),
the contrast between which is “static”. By mixing white
and black you get grey, the embodiment of immobil-
ity, but unlike green a hopeless torpor. Combinations
of colours create “vibrating frequencies” analogous to
the chords played on a piano.

Like colour, shapes too have a spiritual meaning
for Kandinsky. The basic shape, symbolising the spiri-
tual life, is the pyramid (triangles rising to a point from
a polyhedron), the apex of which points to the future
and is the site of the art and the artist of tomorrow.
The pyramid is not static, but reaches upwards. Art is
evolving and where the peak is today, tomorrow there

harmonie ¢i barvy. A ,barva je prostfedkem bezpro-
stfedné plsobicim na dusi. Barva je klavesou. Oko
je kladivem. 28 Duse je pianem s velkym mnozstvim
strun.”??

V kapitole USinky barvy uvazuje Kandinskij ryze
synesteticky. *® Jeho vysvétleni synestetickych spo-
jeni ¢i metafor pracuje se smyslovymi podnéty rezo-
nujicimi v lidské dusi: ,Cesta od smyslového organu
k dusi je pfima a rychla a svymi vibracemi zasahne
i cesty spojujici dusi s dal$imi smysly (v nasem
pfipadé s okem) (...). Je to cosi, co pfipomina ozvénu
nebo resonanci, s niz se mizeme setkat u hudebnich
nastroju, jez se rozezni spolecné s jinym hrajicim
nastrojem, aniz se jich dotkneme. Takto vysoce
citlivi jednotlivci pfipominaji Casto pouzivané kvalitni
housle, resonujici s kazdym dotekem smycce az do
nejmensiho vlakénka dreva, z néhoz byly vyrobeny.” 3
Ve stejné Casti textu zminuje obecné sdilené smyslo-
vé-barevné metafory: ,Konec konct mizeme barvy
také slyset, a to tak presné, Ze nikoho by snad ani
nenapadlo hledat hudebni ekvivalent pro syté zlutou
mezi basovymi klavesami piana, a sotva by se asi
nékdo odvazil prirovnat kraplak tmavy k sopranu.” 2

Dulezitou ulohu hraje v Kandinského estetické
teorii Ucinek barvy, ktery je v zdsadé dvoji: 1) fyzicky,
povrchni, nemajici dlouhého trvani a 2) psychicky,
dusevni (a potazmo duchovni). Fyzicky ucinek je
jakoby drahou, po niz ,barva pronikne do duse”.33
Duse a télo nejsou dvéma odliSnymi veli¢inami, jak
se mozna kdysi véfilo, naopak: ,Mezi dusi a télem
existuje velmi tésné spojeni, a Ize si proto predstavit,
Ze urcité psychické hnuti mlze asociativné vyvolat
hnuti dali. Cervena barva m@ze napfiklad vyvolat

28 Zfejmé minéno ,kladivko” piana.

29 Vasilij Kandinskij, O duchovnosti v uméni, Praha: Triada, 1998,
s. 49.

32 Dodnes neni jasné, zda Kandinskij byl synestetikem, ¢i
nikoliv. Néktefi autori tvrdi, Ze ano, a poukazuji pfitom na jeho
liceni fantastickych barevnych vizi po vyslechnuti Wagnerova
Lohengrina v Moskvé. Taktéz se dochovaly jeho poznamky

k barvam zvuk( nastrojd: trubka zni podle nich Zluté, viola a alt
oranzové, tuba a bici nastroje cervené, fagot fialové, violoncello
a varhany modfe a housle zelené. Viz van Campen (pozn. 7),

s. 56.

31 Vasilij Kandinskij, O duchovnosti v uméni, Praha: Triada, 1998,
s. 48.

32 |bidem.

33 |bidem, s. 46.
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podobnou psychickou vibraci jako plamen.”3*
Kandinskij pfisuzuje barvam vlastnosti a psychické
ucinky, a to nikoliv nahodné, ale systematicky
(navazuje ¢astec¢né na Goethovu teorii, rozpracova-
nou ve zminované Zur Farbenlehre). Barvy spojuje
do protikladnych dvojic a tendenci. Zakladni dvojici
je zluta (pozemska, agresivni, dynamicka) a modra
(nebeska, klidna) - mezi touto dvojici je ,dynamicky
kontrast”. Zluta tihne ke vielosti, je excentrickym
pohybem, modra naopak ke chladu, je koncentricka.
Kombinaci téchto dvou barev vznikne zelena, barva
totalni nehybnosti, naprostého klidu. Druhou dvo-
jici je bila (jasnost, ticho, prenatalni stav) a ¢erna
(temnota, nicota, beznadéj, prazdno), jejich kontrast
je kontrastem ,statickym”. Smisenim bilé a cerné
vznika Seda, ztélesnéni nehybnosti, ale - na rozdil od
zelené - nehybnosti beznadéjné. Kombinace barev
tvori ,vibracni frekvence”, které jsou analogické
akordlm hranym na klavir.

Podobné jako barvy i tvary maji pro Kandinského
duchovni vyznam. Zakladnim tvarem symbolizuiji-
cim duchovni Zivot je pro néj pyramida (zmnozeny
trojuhelnik), jejiz vrchol ukazuje do budoucnosti
a spociva na ném umeni zitrka - a taktéz umélec
zitfrka. Pyramida neni staticka, posunuje se vzhlru
neboli - uméni se vyviji, tam, kde je dnes vrchol, je
zitra dalsi ¢ast. Zakladni geometrické tvary (Ctverec,
kruh, kosoctverec, kosodélnik + mnoho dalSich vari-
ant) jsou pro néj abstraktnimi fenomény, reprezen-
tanty abstraktni fise - tedy fiSe uméni budoucnosti.
Dulezitym symbolem je kruh - je dokonalym tvarem,
symbolem lidské duse.

Prifrazovanim psychickych ¢i duchovnich ucinka
barvam ¢i tvarim samoziejmé Kandinského synes-
tetické uvazovani nekonci. Jednim z jeho cill bylo
dodat svym dilim ,zvukovou” dimenzi (Klangen),
ktera by byla vnimatelna - ovlivihovala by recepci
obrazu. Experimentoval téZ s mezioborovym trans-
ferem uméleckych informaci: muzikant si mél vybrat
jeden jeho akvarel, takovy, ktery ma ,nejcCistsi”
hudebni formu, a ten pak ,zahrat”. Nasledné mél
tanecnik tuto hudebni interpretaci ,zatancit” a svdj
vykon zpétné konfrontovat s plvodnim vytvarnym
dilem.

Hudba ovliviiovala Kandinského i po strance for-

34 |bidem, s. 47.

84

will be another part added. The basic geometrical
shapes (square, circle, lozenge, rhombus, and many
other variants) are abstract phenomena, representa-
tives of the abstract realm, i.e. the realm of art of the
future. The circle is an important symbol, a perfect
shape, symbol of the human soul.

By no means do Kandinsky’s synaesthetic consid-
erations end with the attribution of psychic or spiritual
effects to colours and shapes. One of his objectives
was to add a “sound” (“Klangen”) dimension to his
works that would be perceptible and impact on the
way a painting was received. He also experimented
with the interdisciplinary transfer of artistic informa-
tion: a musician was to select one of his watercolours
that had the “purest” musical form and then “play” it.
Following this a dancer was instructed to dance to the
musical interpretation and then compare their own
work with the original.

Music also influenced Kandinsky in respect
of form and contour. He categorised his works as
“impressions”, “improvisations”, and “compositions”.
While impressions were based on external reality,
improvisations and compositions reflected more
the unconscious and spiritual realm of the artist.

[

Miroslav Ponc, Kresba €. 3, 1925, tus a kvas na papire,
30x16 cm, Galerie hlavniho mésta Prahy

Miroslav Ponc, Drawing Nr. 3, 1925, ink and gouache on paper,
30x16 cm, Prague City Gallery
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Miroslav Ponc, Kresba ¢&. 3, 1925, akvarel na papire,
30x16 cm, Galerie hlavniho mésta Prahy

Miroslav Ponc, Drawing Nr. 3, 1925, aquarel on paper,
30x16 cm, Prague City Gallery

Composition was formal, more firmly fixed. On this ba-
sis he distinguished (taking his cue from constructivist
tendencies in painting) “melodic” compositions with

a more easily interpreted “movement”, and “symphon-
ic” compositions, the form of which was more difficult
to decipher.

It is clear that Kandinsky combines metaphorical
reflections with hints of or references to “true” syn-
aesthesia, something that was uncommon at the time.
We are far more likely to encounter situations in which
either one or other predominates. It is rare to find
a similar attempt to systematise artistic elements and
the interpretation of their spiritual content.

Synaesthesia both in art and beyond is an inex-
haustible theme that, in addition, has huge impli-
cations for many other spheres. It is very difficult to
speak of it without digressions and interdisciplinary
crossovers. Many of these remain poorly researched
and open. However, research continues and over the
past few years has drawn upon new scientific and
technological methods yielding fascinating results.

malni ¢i formové. Sva dila kategorizoval na imprese,
improvizace a kompozice. Zatimco imprese byla
zalozena na externi realité, improvizace a kompozice
odrazely vice podvédomi a duchovni stranku umélce,
pficemz kompozice byla vice formalni, pevnéji fixo-
vana. Taktéz rozliSoval (v souvislosti s , konstruktiv-
nimi” tendencemi v malifstvi) kompozice melodické,
s jednoduseji ¢itelnym ,pohybem” a kompozice
symfonické, jejichz forma je slozitéji zasifrovana.

Je zfejmé, ze Kandinskij spojuje ve svém textu
metaforické uvazovani s naznaky ¢i odkazy na ,pra-
vou” synestezii, coz neni Uplné bézné; daleko Castéji
se setkavame se situaci, kdy se vyskytuje jedno nebo
druhé. Malokdy téz najdeme podobny pokus o sys-
tematizaci uméleckych prvkd a interpretaci jejich
duchovniho plsobeni.

Synestezie v uméni i mimo néj je nevycerpatelné
téma, které navic obsahuje mimoradné mnozstvi
konsekvenci a odkaz(, takze je skoro nemozné mluvit
o ném bez nejrdznéjsich odbocek a mezioborovych
presahll. Mnohé zlstava neprobadano a otevieno,
nicméné badani pokracuje - v poslednich letech
i diky novym védeckym ¢&i technologickym metodam
se zajimavymi vysledky.

Text vznikl Upravou nékolika ¢asti doktorské prace Synestezie
jako tvirci a percepéni faktor u soucasnych hudebné-scénickych
forem (JAMU Brno, 2015).
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Jaroslavvét'astn)" (Peter Graham), Orfeova Zahrada, 1976-1998, archiv autora
Jaroslav Stastny (Peter Graham), The Garden of Orpheus, 1976-1998, archive of artist
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Marcel Duchamp pofidil pisoar, podepsal jej jmé-
nem jeho vyrobce a obeslal jim vystavu, definitivné
se rozloucil se svétem uméni, jaké bylo do té doby.
Hudba neméla svého Duchampa a jeji vymanovani
z tradice bylo pres deklarovanou avantgardnost spise
kosmetické. Porad to byla kompozice, organizace
zvukového materialu dle konkrétniho fadu ¢i planu,
ktera byla zapsana coby partitura a predlozena
interpretlim k realizaci. Odolavala dadaistickému
nonsensu, snovému nadrealismu, konceptu i nadhodé.
Poslucha¢lim pofad znéla hudba, at uz byla utvarena
jakkoliv. Rovnéz intermedialni presahy se odehravaly
v partitufe, ktera méla zlstat posluchaclim skryta.

Je ostatné otazkou, zdali viibec maze byt vysled-
kem jakéhokoliv skladatelského procesu staticky gra-
ficky zdznam, nebo je tento zdznam pouhym mezis-
tupném, a vysledkem je az samotna znéjici struktura,
ktera teprve je predkladana recipientim. Nékterym
moznym aspektlim vizualizace hudebnich partitur,
tedy intermedialnim presahdim vytvarného a hudeb-
niho uméni s priklady z byvalého Ceskoslovenska je
vénovéana nasledujici rozvaha.

Typ No. 1, notova partitura”

Z pohledu notografického neni ziejmé pochyb,
Ze notovy zapis je pokusem o co nejpresnéjsi
zachyceni zvukové struktury, tak aby mohla byt
znovu realizovana. Je zaznamem, ktery vyZzaduje
autentickou, poucenou interpretaci vychazejici ze
studia a vytvoreni hypotetické predstavy o dobovém
auralnim prostoru. Partitura, respektive graficky zapis,
v8ak v tu chvili prestava byt pouhym zdznamem,
ale stava se spiSe mnemotechnickou pomdckou.
Konvencionalizovany systém znak{ ndm nahrazuje
pismena, slova a véty, je popisem, pfibéhem i slovni
hrickou, je scénickou i rezijni poznamkou, je v§im
moznym, ale neni vlastnim sdélenim. Mame pevné
zachytné body, ale mnoho dilezitého zlstava mezi
fadky, nezaznamenatelné a bez pfitomnosti tvirce
ziejmé neinterpretovatelné. | nahravka muize byt
zavadéjici, vzdyt pravé epigonské napodobovani
Jidedlnich” interpretd, hledani dokonalosti dfivéjsich
provedeni dehonestuje interpretaci na ,pouhou”
reprodukci. Graficky zaznam muze byt stary, ale hudba
zni pouze tady a ted. Sentiment a nostalgie z zivo-
taschopného historického dila utvari muzejni relikvii.

Nabizi se myslenka, Ze by partitura mohla byt
jednoduse navodem. Soudoba partitura je fixovana
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When Marcel Duchamp got hold of a urinal,
signed it on behalf of its manufacturer and sent it
to an exhibition, he bade a definitive farewell to the
world of art as it had been up until then. Music never
had its Duchamp, and for all of its claims to being
avant-garde, its self-extrication from tradition was
more cosmetic. In essence it remained a matter of
composition, the organisation of sonic material ac-
cording to a specific order or plan that was written
down as a score and then presented to performers
for actualisation. Music resisted Dadaist nonsense,
dreamy surrealism, concept and chance. For listeners
it remained music, however it had been generated.
Any intermedial elements were present in the score,
which remained concealed from listeners.

One therefore has to ask whether sheet music
itself is the outcome of the compositional process, or
whether it is merely an intermediate stage, with the
true outcome being the sound structure that has yet
to be invoked. The following text examines certain
aspects of the visualisation of music, the intermedial
points of intersection and overlap of fine art and mu-
sic, using examples from the former Czechoslovakia.

Type 1: sheet music

A musical score is an attempt to capture a sound
structure as accurately as possible in graphic form
in order that it can be activated anew in sonic form.
It is a system of notation that demands an informed in-
terpretation following years of study, and the creation
of a hypothetical notion of aural space. However, in
the act of its execution, the notation ceases to be
a simple transcription but becomes a mnemotechni-
cal aid, a form of mnemonic. The conventional system
of symbols replaces letters, words and sentences. It is
a description, narrative and pun, it is a scenographic
and directorial observation, it is just about everything
possible except its own communication. Though
we have fixed points of orientation, much of what is
important remains between the lines, not susceptible
to being notated, and clearly uninterpretable without
the presence of the creator. Even a recording can be
misleading, since it is a pale imitation of an “ideal”
interpretation, the search for the perfection of an
earlier rendition that reduces it to the status of “mere”
reproduction. A graphic score may be old, but music
reverberates here and now. Sentiment and nostalgia
render historical works museum relics.

One might conclude that the score is merely
a set of instructions. The contemporary score has an
umbilical connection to its creator, but the historical
score outlives the composer and issues a invitation
to create new, perhaps even inauthentic interpreta-
tions. Many compositions await their ideal interpreter
in order to make an entrance in the contemporary
world. However, many others are destined to remain
documents that bear witness to the period of their
creation, to be read and interpreted in the domain of

Viktor Pantlcek / Some Preliminary Reflections upon Graphic Notation

history and not music. The compositional process is
not only about sound. More important very often is
the traditional system of notation we call the score.
Given that the ability to read and write music is far rar-
er than the ability to read words, for many people the
score is simply a visual experience. This is especially
true of manuscripts, which are not so remote from the
sketches or drawings made by artists. Our pleasure is
aroused not only by the gorgeous calligraphy, but by
the musical notation we cannot read. For instance, the
manuscript of The Cunning Little Vixen is a record of
Janacek’s working methods around 1924 for the mu-
sicologist, an aide-mémoire for historically informed

PRARTITURY

graficka hudba
fonickd poezie
akce
parafiize
inferpreface

VLLAZTPETITYY

Ji¥i Valoch, obalka publikace Partitury. Graficka
hudba, fonicka poezie, akce, parafraze, interpretace.
Uvod a vybér ukazek Jifi Valoch, Jazzova sekce,
Jazzpetit €. 3. 1980. 134 stran.

Jifi Valoch, cover of publication Partitury. Graphic
music, fonic poetry, actions, paraphrase, interpretation.
Intro and selection of examples Jifi Valoch, Jazzova
sekce, Jazzpetit nr. 3.1980. 134 pages

Predstaveni autofi / introduced authors: Milan
Adamciak, Karel Adamus, Eric Andersen, Ben,
George Brecht, Earle Brown, Sylvano Bussotti,
Giuseppe Chiari, Bob Cobbing, Betty Danono, Ken
Friedman, Pierre Garnier, Milan Grygar, Roman
Haubenstock-Ramati, Pavel Holous, Ernst Jandl,
Bengt Emil Johnson, Mauricio Kagel, Olga Karlikova,
Roland Kayn, Ale$ Lamr, Anestis Logothetis, George
Maciunas, Tamas Marc, Boris Myslivecek, Ladislav
Novak, Alfred Peschek, Tom Phillips, Jaroslav
Pokorny, Paolo Renosta, Josef Anton Riedl, Alina
Rogolska-Kaémova, Pavel Rudolf, Kazimierz Serocki,
Boguslaw Schéffer, Dieter Schnebel, Mieko Shiomio,
Jan Steklik, Yasuna Tane, Dezider Toth, Arrigo-Lory
Totin, Jifi Valoch, Michael Vetter, Vaclav Vokolek,
Robert Watts, Peter Weibel, Jan Wojnar, La Monte
Young, hnuti/movement Fluxus.

na svého autora, ale ta historicka ho preziva, stava
se vyzvou k nové, tiebas i neautentické interpretaci.
Mnohé skladby cekaji na svého idedlniho interpreta,
aby mohly vstoupit do souc¢asného svéta, mnohé
v$ak zlistanou jen dokladem doby svého vzniku,
uréenym ke Cteni a interpretaci v oblasti dé&jin, nikoliv
hudby. Vysledkem skladatelovy prace neni pouze
hudba, ale velice ¢asto je na prvnim misté konvenci-
onalizovany notovy zdznam, ktery nazyvame partitu-
rou. Uvédomime-li si, ze ¢teni a psani not je mnohem
vzacnéjsi nez ¢teni abecednich znak(, napadne nas,
Ze pro mnohé je partitura pouhym vizualnim zazit-
kem. To plati pfedevsim o autografech, které ¢asto
nejsou vzdaleny skicam i kresbam expresivnich
vytvarnikd. Pocit libosti v nas tak vyvolava nejen
dokonale funkéni kaligrafie, ale i notopis, ktery je
necitelny. Napfiklad rukopis Prihod lisky Bystrousky
se mUze stat zaznamem podoby Janackovy tvorby
kolem roku 1924 pro hudebniho védce, mnemotech-
nickou pomdckou pro historicky poucenou interpre-
taci Uzasné opery, vyzvou a ndvodem pro hledani
soucasného rozeznéni Janackovy hudby, ale téz
inspirativni kresbou.

Typ No. 2 ,partitura s nekonvencnimi
grafickymi prvky”

.Novou podobu hudebniho zdznamu si na jedné
strané vynucovaly netradi¢ni prace se zvukovym
materialem v elektronické a konkrétni hudbé, stejné
jako vyuzivani novych postupt pfi praci se zvukovou
strukturou, na druhé strané pak byly ovliviiovany
védomim autort o pfibuznosti novych hledani
v rliznych uméleckych kategoriich a z toho plynouci
snahou priblizit své vlastni vysledky metodam, nebo
postuplm jiné oblasti...”*

Na jedné strané mlzeme prepokladat, ze vysvét-
lenim vzniku grafickych partitur je jednoduse fakt
nedostatec¢nosti dosavadniho notového zaznamu pro
potfeby nové hudby - predevsim té Nové s velkym
N. Vynechame-li teorii hudebniho zapisu, a rovnéz
pokusy o nové solmizacni ¢i barevné notacéni sys-
témy J. J. Rousseaua ¢i G. Romana nyni ponechame
stranou, ziekneme-li se navic spekulaci o ,navratu”
grafickych partitur k naznakovému zdznamu neum

t Jifi Valoch, Milan Grygar / Plocha a zvuk, Brno: CFVU, 1970,
nestr.
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a mozna az k egyptské cheironomii, musime kon-
statovat, Ze konvencionalizovany notacni systém se
projevoval jako nedostacujici od poc¢atku dvacatého
stoleti. Nejdfive to byly pouze nové znaky pro presné
naznaceni glissand ¢i parlanda u Schonberga,
Debussyho nebo Bartdka ¢i potfeba grafického
zachyceni tendenci rozsifujici stavajici chromatiku na
mensi intervaly. Zde zdsadni Ulohu sehrala teoreticka
¢innost Aloise Haby, stejné jako jeho zak( Miroslava
Ponce ¢i Hanse Krasy. Od pocatku dvacatého

stoleti se také zacalo experimentovat s moznostmi
odstranéni posuvek (napf. modifikace osnovy pro

12 tén0), s nahrazenim kfizk( a bécek apod. Sem
mUzZeme zaradit pokusy F. Busoniho, N. Obuchova,

J. GolySeva, H. Eimerta a mnohych dalsich. Nékteré
z téchto reforem zapadly naprosto v zapomnéni

a vlastné Zzadna nemohla zdsadné ohrozit pozici
klasického nota¢niho systému jako celku, snad pouze
nékteré prvky se staly jeho soucasti. Radikalnim
fezem se ovsem stalo vitézné razeni elektronické

a konkrétni hudby, jakoz i projevi hudby Nové. Jeji
moznosti byly natolik rozsahlé, Ze jiz nestacilo pouze
zachyceni notami, které by stejné nikdy nemohly
dosahnout presnosti grafd ¢i slovnich a ciselnych
pokynl. U mnohych skladeb jiz neslo o pouhé feseni
zobrazeni novych prvk(, ale o novy systém, o gra-
ficky zapis nové hudebni struktury, Nové hudby.
Graficky prvek zde hral sekundarni roli, pfesto mu
nemuazeme upfit vlastni estetickou kvalitu. Mnohé
partitury tak prestaly mit funkci relativné uzavieného
kodu uréeného k rozsifrovani znak po znaku a naby-
vaji podobu volného projektu, inspiracniho modelu

a v krajnim pfipadé i dila, u kterého se jiz ani nepo-
¢ita se zvukovou realizaci. Presto si i tyto partitury
vyhrazuji pravo byt hodnoceny jako umélecké, a tudiz
mohou fungovat i jako svébytné originalni dilo neza-
vislé na hudebnim provedeni.

Na strané druhé hrala v rozvoji grafickych partitur
nemalou roli aktualni poptavka po intermedialité,
pravé presahy hudby a vytvarného uméni byly
naprosto stézejni. Synestezie barev a ténin ovlivho-
vala tvorbu fady skladatell a kupfikladu néktera dila
Miroslava Ponce je ziejmé nejvhodnéjsi analyzovat
pomoci Ostwaldovy nauky o barvach.

Otazky casu, tedy rozpohybovani obrazu a zasta-
veni hudby, byly rovnéz néaplni fady dél, at jiz za
pomoci optickych a zvukovych klam, ¢i formou
inspirace, predevsim obrazu hudbou, ale také obrazu
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Gordon Monahan: kresba pro instalaci A Piano Listening
To Itself - Brno Variation, Villa Tugendhat, Brno, ¢erven-
srpen 2013, archiv Expozice nové hudby

Gordon Monahan: A Drawing for the sound installation

A Piano Listening To Itself - Brno Variation, Villa Tugendhat,
Brno, Czech Republic, June-August 2013, Archive of Expozice
nové hudby

performers, a set of instructions regarding a modern
version of Janacek’s music, and an inspiring drawing.

Type 2: musical score with unconventional
graphic elements

“The new form of musical notation was on the
one hand made necessary by unconventional work
with sound material in electronic music and musique
concreéte and the utilisation of new procedures during
work with sonic structures, and on the other was
influenced by the awareness of composers of the
experimentation taking place in other art forms and
the attempt to bring their own results closer to the
methods or procedures of other domains...”

On the one hand we may decide that new forms
of graphic score were devised in response to the
inability of older sheet music to represent new music,
especially what became known as New Music. Leaving
aside the theory of musical notation and the attempts
at a new sol-fa or colour notation associated with
Jean-Jacques Rousseau and G. Roman, along with
speculations regarding the “return” of graphic scores
to the hieroglyphic systems of neumes or even back
further to Egyptian cheironomy, we may conclude that
the traditional system of notation began to prove itself
unfit for purpose around the start of the twentieth
century. To begin with new symbols only appeared
in order to indicate glissandi or parlando in works by
Schoenberg, Debussy and Bartok, or to represent the
expansion of the chromatic scale to include intervals
smaller than semitones. An important role was played
here by the theorist Alois Haba and his students
Miroslav Ponc and Hans Kréasa. The beginning of the

1 Valoch, Jifi: Milan Grygar / Plocha a Zvuk, CFVU,
Brno 1970.
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twentieth century also saw early attempts made to
remove accidentals (e.g. modification of the stave to
allow for 12 tones), the replacement of sharps and flats
etc. Here we might also make mention of Ferruccio
Busoni, Nikolai Obuckov, Jefim Golyscheff, Herbert
Eimert and many others. Some of these reforms have
long been forgotten and none of them represented
any real threat to the position of the classical system
of notation as a whole, but rather involved tinkering at
the edges. However, the situation changed with the
upsurge of interest in electronic music and musique
concréte, and the arrival of New Music. The possi-
bilities embedded in these new forms were so vast
that they could no longer be represented by notes,
which in any case could never achieve the accuracy
of graphs or verbal and numerical instructions. This
was no longer about the representation of new musi-
cal elements, but about an entirely new system, the
graphic portrayal of an entirely new musical structure
called simply New Music. The graphic element played
a secondary role, albeit one with its own special aes-
thetic quality. Many scores no longer performed the
function of a closed code designed to enable charac-
ter-by-character decipherment, but instead acquired
the form of a free blueprint, inspirational model and,
in extreme cases, a work in its own right no longer
intended for sonic effectuation. Nevertheless, these
scores have earned the right to be deemed artistic,
and function as self-sufficient, original works of art
independent of musical performance.

On the other hand, a large part in the develop-
ment of graphic scores was played by the growing
popularity of intermedial activities and the increasing
overlap of music and fine art. The synaesthesia of
colours and tonalities influenced the work of many
composers, and several works by Miroslav Ponc, for
example, are best analysed using the Ostwald colour
system.

Questions pertaining to time, i.e. the animation of
the image and the suspension of music, were present
in many works. This might involve optical and sonic
illusions, the interaction and mutual inspiration of
music, image and score, or various combinations of
sound structure and image. Such combinations are
probably closest to the graphic score, i.e. the concept
of a work as music realised directly for the artefact.
Examples would include the collaboration between the
composer Erwin Schulhoff and the artist Otto Griebel,
which resulted in the joint work Zehn Themen op. 30,
and later the highly original Static Composition (1969)
by Alois Pifos and Dalibor Chatrny. In this part of the
world, Milan Grygar’s Acoustic Drawings are in a cat-
egory of their own and raise the question of whether
their creator is an artist or composer. And of course
we should not overlook the experimental animated
films of Jan Svankmajer (Leonardo’s Diary), Jifi Brdecka
(Badly Painted Chicken), Slavik and Halada (Svazky)
or the collaboration mentioned above between Pinos

partiturou, nebo ve formé propojeni zvucici struktury
a obrazu. Z vy$e napsaného ma nejblize ke grafické
partiture zfejmé posledni jmenované, tedy koncept
dila coby hudby realizované pfimo k vytvarnému dilu.
Jako priklady mizeme uvést spolupraci skladatele
Erwina Schulhoffa s vytvarnikem Otto Griebelem,
ktefi vytvofili spolecnou kompozici Zehn Themen

op. 30, nebo z pozdéjsiho obdobi pomérné unikatni
Statickou kompozici (1969) od autor( Aloise Pinose

a Dalibora Chatrného. Vyluéné postaveni pak ma

v nasem prostredi tvorba Akustickych kreseb Milana
Grygara, u néjz vyvstava otazka, jedna-li se o vytvar-
nika ¢i skladatele. V dobovém kontextu téz nemu-
Zeme opomenout experimentalni animované filmy
Svankmajerovy (Vinciho denik), Brde&kovy (Spatné
namalovana slepice), Slavika a Halady (Svazky) ¢i jiz
zminovanych Pinose s Chatrnym (MFiZe, Geneze).

Za hudebni dilo vzniklé sice coby pouha inspirace
obrazem, ale ve vysledku jiz vyuzivajici grafické
notace mizeme oznacit napriklad skladbu Méaso
kriza od Ladislava Kupkovice, ktera byla inspirovana
cyklem obraz Mikuldse Medka. Specifickou gra-
fickou podobu pak maji zdaznamy skladeb Rudolfa
Komorouse, ktery vnimal hudbu jako prostor neply-
nouci linearné zleva doprava, ale neustale pritomny
v ¢asoprostoru, v némz hlavni roli sehravalo ticho,
které aby mohlo zaznit, bylo ohrani¢eno zvukem.
Rozvineme-li ,hudebni skladbu do plochy, musi na
této plose platit podobné zakony jako v malifstvi, a ve
vysledku ma uplnou volnost pohybu po papiru ve
vSech smérech bez ohledu na néjaké osy Casu, vysky
tona atd.”?

Typ No. 3 ,graficka partitura”

Za grafickou partituru miZzeme povazovat takové
dilo, které se nezfika hudebni realizace, at jiz pomoci
interpretl, nebo v mysli posluchaca, a ke svému gra-
fickému vyjadreni vyuziva takovych prvkud ¢i systému,
které nepotlacuji svoji vizualni estetickou hodnotu
vyuzivanim konvencionalizovanych notovych
znak{ na ukor budouci mozné interpretace. Takto
koncipovana definice je pomérné siroka a zahrnuje
velké mnozZstvi dosti odliSnych projevd. Pokusme se
tedy o mozna ponékud umélé, prece vSak zadouci

2 Rudolf Komorous, in: Petr Kofron, Tén ne! Citanka pro ty, kdo
pochybuji o smyslu nové hudby, Brno: Host, 1996, s. 54.
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rozdéleni. Nejcastéjsi déleni, se kterym se setkdvame
ve vétsiné nejen Ceskoslovenskych, ale i zahrani¢nich
publikaci, pochazi z pera Erharda Karkoschky. Ten

ve své knize Das Schriftbild der Neuen Musik pred-
klada déleni na tzv. ,Prazise Notation”, které vytvareji
skutecny notacni systém a jsou pomérné presné
hratelné. Druhou skupinu nazyva ,Rahmennotation”,
ty vyuzivaji pouze nékterych elementll pro naznaceni
pribéhu improvizace hudebnikl ¢i realizator(. Treti
skupinu Kakroschka pojmenovava ,Hinwiesende
Notation”. Tyto notace se nachazeji na pomezi mezi
notaci a hudebni grafikou. Nenabizeji interpretiim
zadné konkrétni udaje pro interpretaci a jedinym
uréenim je Cas trvani skladby. Zavérecnou skupinu
tvori tzv. ,musikalische Grafik”. Karkoschka pise:
.Zwischen beide Polen [rozuméj Prazise Notation

a musikalische Grafik] gibt es naturgemass unendlich
viele Zwischenstufen, unter denen man folgende
grunsatzliche Ansatze unterscheiden konnte.”* Tyto
pfechodové partitury poté oznacuje jako: a) presna
kostra s podrfizenymi grafickymi vlivy; b) nadrazené
grafické vlivy s jednotlivymi pfesnymi udaiji; c)
grafika - 1) s uréenim tonovych vysek a trvani, 2) bez
uréeni, 3) volna volba mezi1a 2.

.Graphik ist Zeichnung, Notation aber ein Systém
von Zeichen (auf diese Unterschiede machen Ligeti
und Dahlhaus besenders aufmerksam).”* Na zakladé
tohoto tvrzeni rozdéluje grafické partitury do skupin
podle miry jejich systémové podobnosti s konvenéni
notaci Walter Gieseler. Skupiny definuje predevsim
priklady konkrétnich partitur, nikoliv vyétem obec-
nych rysu. Prvni skupinu zastupuje napriklad dilo
Anestise Logothetise Styx, druhou Paintings od
Louise Andriessena a tfeti dilo Mo-No - Musik zum
lesen od Dietera Schnebela. Z podobnych predpo-
kladt vychazi i text Vladimira Lébla Graficka hudba,
jejimz zakladnim prvkem je podle Lébla pokus o pro-
pojeni vytvarné a hudebni stranky. Grafické partitury
jsou zde déleny na tfi zakladni skupiny: ,Krajnim pfi-
padem je hudebni grafika, ktera provadi dslednou
emancipaci hudebniho zapisu od hudby a konstituuje
se jako vytvarny projev, pouziva sice znakl hudeb-
niho zdznamu (nékdy i véetné znakl tradi¢niho noto-

3 Erhard Karkoschka, Das Schriftbild der Neuen Musik, Berlin:
Hermann Moeck Verlag, 1966, s. 79.

4 Walter Gieseler, Komposition im 20. Jahrhundert, Berlin:
Moeck Verlag, 1975, s. 78.
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and Chatrny (Mrize, Genesis). A composition which,
though based only on an image, was already using
graphic notation is Méso kriza by Ladislav Kupkovi¢,
inspired by the cycle of paintings by Mikulas Medek.
(illus. Maso kriza). Rudolf Komorous’s compositions
are notated in a highly original way. Komorous sees
music in space, not flowing linearly from left to right,
but constantly present in space-time. The main role is
played by silence, which, in order to be actualised, is
surrounded by sound. If we open “a musical compo-
sition into a space, similar laws must apply within this
space as in painting, and the work has complete free-
dom of movement in all directions around the paper
regardless of any time axis, pitch, etc.” 2

Type 3: graphic score

A graphic score is the documentation of a work
that does not renounce its own actualisation, be this
by performers or in the minds of its listeners, and
draws on elements and systems that do not suppress
its visual aesthetic value by using conventional music
notation at the expense of future possible interpreta-
tions. This definition is relatively broad and includes
a wide variety of works. So let us try and break things
down further, even at the risk of creating artificial dis-
tinctions. The commonest division that we encounter
not only in Czechoslovak but foreign publications
is that invented by Erhard Karkoschka. In his Das
Schriftbild der Neuen Musik, Karkoschka distinguish-
es between what he calls Prézise Notation or precise
notation, which includes traditional notated scores as
well as post-scriptive notations used by ethnomusi-
cologists and electronic composers. The second cat-
egory is Rahmennotation or framework notation, and
resembles traditional notation but for the fact that one
or more elements have been freed. The third category
is Hinwiesende Notation or reference notation, the
halfway house between framework and graphic nota-
tion that offers performers no specific information and
only specifies the duration of a composition. The final
group is Musikalische Graphik or abstract or action
notation. Karkoschka writes: “Zwischen beide Polen
(rozuméj Prazise Notation a musikalische Grafik) gibt
es naturgemass unendlich viele Zwischenstufen, unter
denen man folgende grunsatzliche Ansatze unter-
scheiden konnte.” ® He labels these transitional scores
as follows: a) a precise structure with subordinate
graphic influences; b) predominant graphic influences
with individual precise data; and c) graphics - 1) speci-
fying pitch and duration, 2) without specification, 3)
free choice between 1and 2.

2 Komorous, Rudolf in: Kofrori, Petr: Rudolf
Komorous: Tén ne!, Host, Brno 1996, p. 54

3 Karkoschka, Erhard: Das Schriftbild der Neuen
Musik, 1. vydani, Hermann Moeck Verlag, Berlin, 1966,
p. 79
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“Graphik ist Zeichnung, Notation aber ein Systém
von Zeichen (auf diese Unterschiede machen Ligeti
und Dahlhaus besenders aufmerksam).” 4 Using this
system as his starting point, Walter Gieseler groups
graphic scores in accordance with their system-
ic similarities to conventional notation. He defines
the groups using examples of specific scores rather
than listing their general features. The first group
features, for instance, Anestis Logothetis’s Styx, the
second group Paintings by Louis Andriessen, and the
third Mo-No - Musik zum Lesen by Dieter Schnebel.
Similar themes are explored in the text by Vladimir
Lébl Graphic Music, which attempts to link the visual
and musical. Lébl divides graphic scores into three
groups: “An extreme case would be musical graphics,
which emancipate musical notation from music and
become a creative act. Though they use the symbols
of conventional notation (including the symbols of
a traditional score), a graphic score is not necessar-
ily intended for sonic transformation. Another case
would involve a composer creating a certain artefact,
to the elements of which he entrusts the meaning of
the musical code and submits his work for interpre-
tation. A third instance would involve a composer
creating an artefact with the intention of hearing it
actualised in sound by means of the resources of an
electro-acoustic laboratory.” 8 According to Vladimira
Lébl, these three instances represent the three de-
grees leading to the combination of art and music.
The Polish composer and theorist Bogustaw Schaeffer
makes an interesting point, claiming that “the graphic
image may not be used merely for the sake of it. Only
when traditional notation is impractical, i.e. in the case
of music whose primary constituents used to be sec-
ondary elements (dynamic, colour, articulation, time),
should new graphic notation be used.” ¢ On this basis
Schaffer divides notation into two groups. The first is
“equivalent graphics”, where the parameters are inter-
changeable, i.e. duration becomes pitch, the duration
of a tone depends on dynamic, etc. The second group
comprises “aleatory graphics” (aleatory meaning
random, from the Lain aleator or “dice player”) and
involves a liberation from compositional schema and
an increased focus on form. The performer is offered
greater freedom, especially in respect of the organi-
sation of the musical material in time. This material is
subordinate to decisions made by the composer that
form the backbone of the entire composition.

Given that graphic scores arose spontaneously in
several places without being subject to any rules, their

4 Gieseler, Walter: Komposition im 20. Jahrhundert,
1. vydani, Moeck Verlag, Berlin, 1975, p. 78

5 Lébl, Vladimir: Milan Grygar, Hudebni rozhledy,
1970, p. 385

6 Schaffer, Boguslav in: Bednarcik, Ondrej: Graficky
prvek v dile B. Schaffera, Opus musicum, 1969, p. 172

vého pisma), avSak neni bezpodminec¢né uréena ke
zvukové transformaci. Druhy pfipad nastava, jestlize
skladatel vytvori urcity vytvarny artefakt, jehoz prv-
klim svéfi vyznam hudebniho kodu, a preda své dilo
k zvukové interpretaci, kone¢né treti pfipad nastane,
jestlize skladatel vytvofi urcity vytvarny artefakt se
zamérem presné zvukové transformace, uskutecnény
prostredky elektroakustické laboratore.”® Tyto tfi
pfipady jsou podle Vladimira Lébla tfemi stupni smé-
fujicimi ke spojeni vytvarného a hudebniho projevu.
Se zajimavym délenim se setkame také u polského
skladatele a teoretika Boguslava Schaffera. Ten
vychazi pfi svém déleni z predpokladu, ze , graficky
obraz nesmi byt samoucelny. Teprve tam, kde je
tradi¢ni notace prakticky nepouzitelna, tj. u hudby,
kde se zakladnimi formotvornymi Ciniteli stavaji
prvky kdysi druhotné (dynamika, barva, artikulace,
¢as), je mozno pouzit nového grafického zaznamu.”*
Tento predpoklad vede Schaffera k déleni notaci do
dvou skupin. Prvni je ,ekvivalentni grafika”, kdy je
mozné zaménovat dané parametry, délka se stane
vyskou, na dynamice je zavislé ¢asové trvani tonu
apod. Druhou skupinou je ,grafika aleatorni”, ktera
je zalozena na koncepci spocivajici v osvobozeni
od kompozi¢nich schémat a ve vétsi koncentraci na
problematiku formy. Interpretovi je dana vétsi volnost
zejména v oblasti uspofadani hudebniho materialu
v Case. Tento material je podfizovan urcité nadrazené
autorskeé ideji, ktera tvofi pojitko celé skladby.
Uvédomime-li si, ze grafické partitury vznikaly
na mnoha mistech zaroven zcela spontanné, bez
umysiné oddanosti pravidlim, je pravdépodobné
jakékoliv déleni do skupin bezucelné, presto vsak
neodolatelné. Hlavnim kritériem pro vytvoreni viast-
nich kategorii nam mdze byt mira vlivu autorského
zdznamu na vyslednou znéjici strukturu.

Graficka partitura jako hudebni text - systém

Znaky, které jsou v této partiture pouzity, nejsou
sice vSeobecné srozumitelné, jejich tvirce vsak mize
jejich dekddovani vysvétlit a interpretace skladeb je
pak v rlznych provedenich témér totozna. Systém
je tudiz vytvoren na plné racionalnim zaklade,
jehoz pochopeni nam umozni skladbu realizovat.

5 Vladimir Lébl, Milan Grygar, Hudebni rozhledy, 1970, s. 385.
¢ Boguslav Schaffer, in: Ondfej Bednarcik, Graficky prvek v dile
B. Schaffera, Opus musicum, 1969, s. 172.
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Jifi Valoch, Partitura One, Two, Three, Four, Five, 1969, 21x28 cm, cyklostyl, papir, Moravska galerie v Brné
Jifi Valoch, Partitura One, Two, Three, Four, Five, 1969, 21x28 cm, cyclostyl, paper, Moravian Gallery in Brno

Tim tato kategorie také fakticky naplnuje definici
notace. Unikatnim pfikladem takového svébytného
hudebniho i vizualniho systému je nepochybné jedna
z nejrozsahlejsich grafickych kompozic u nds, a to
Zahrada Orfeova od Petera Grahama. Mozna parado-
xem, mozna ale hlavnim pfinosem této kompozice

je, ze se jedna o navod sice pfrisny, ale neomezujici,
svobodny a umoznuijici, pfi poctivosti interpreta, vzdy
aktualni, a pravé proto pokazdé jiné unikatni vyznéni.

Grafika jako aleatoricka naznakova notace

Jedna se o skladby, jejichz graficky zaznam dava
interpretim vétsi volnost improvizace a grafické
prvky netvofi komplexni systém. Vlastni realizace
skladby je ovlivnéna skladatelem pouze naznace-
nim nékterého z dalezitych prvkd kompozice: a)
melodie; b) rozsah a vysky ténU; c) rozmisténi ve
skladbé a Cas; d) barva. Samoziejmé, Ze témér nic
se nevyskytuje v Cisté podobé a nejcastéji dochazi
k riznému kombinovani téchto prvkd, bud pro
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division into groups is largely futile, albeit irresistible.
The main criterion for creating categories might well
be the influence of the composer’s notation on the
resulting structure of the sound.

Graphic score as musical text - system

The symbols used in this type of score are not
universally intelligible. However, the composer can
explain how to decode them and different interpre-
tations of the work are then almost identical. This is
because we are dealing with a rational system, an
understanding of which enables us to realise the
composition. As a consequence these scores can
also be defined as notation. A remarkable example
of such a distinctive musical and visual system is one
of the most ambitious graphic compositions in the
Czech Republic, Orpheus’s Garden by Peter Graham.
(illus. Orpheus’s Garden). One of the great charms of
this composition is that it involves a set of instruc-
tions that, though precise, are not restrictive but
liberating and, given a serious minded, responsible
interpreter, always result in a sound that is fresh and
unrepeatable.
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Graphic score as aleatory indicative notation

This kind of score offers performers greater room
for improvisation. The graphic elements do not form
a complex system. The composer can only indicate
certain important elements of the composition: a)
melody; b) range and pitch of tones; c) their distri-
bution in the composition and time; and d) colour.
Of course, almost nothing appears in pure form and
most often several of these elements are combined,
either for the whole work or different parts, with the
performer themselves deciding wither a particular
symbol indicates melody or rhythm. This type of
score is very common and we find it often used by
Milan Adamciak.

In between the first and second groups we find
what we might term “modular” scores, which feature
relatively precise notation but allow their performers
to read and combine modules composed in advance
as they wish.

Musical graphics

This type of score lacks most of the elements of
musical notation we are familiar with, and if any such
symbols are present, they have lost their traditional
function and have become standalone symbols. Their
creator is not interested in a new system of musical
notation. For the most part even the parameters of time
and space are ignored, and the score serves simply as
a source of inspiration for players, a way of getting them
to improvise. This category would include works that are
“only” inspired by the concept of musical experience
or the visual form of the score, but are not created for
future performers. Though it is virtually impossible to
predict what the music based on these scores will sound
like, and though this is exactly what is intended by many
composers, we should ideally refrain from identifying
what is merely “visual inspiration” with a graphic score.

Type 4: music to be read

Works associated with both the first and second
avant-gardes broke down entrenched notions of art
and opened up a space for works that did not belong
to any particular genre or whose artefactual represen-
tation remained on the level of concept, instruction or
cooperation. We saw the death of the author and their
role shift to the level of interpreter, listener, recipient.
The degree and form of interpretation became the
living space of the resulting work, the sonic structure,
while the composer was given credit merely for the
score, the instruction manual. Alongside other fac-
tors, this transformed the status of performer and lis-
tener. If we regard the environment of graphic scores
to be innovative, a new musical space, and not simply
an entertaining intermedial trend of the 1960s that is
now definitively over, the question arises as to what
we expect from interpretation and whether it is possi-
ble simply to exhibit marginal artworks. Luckily there
are no correct answers, and so we keep asking. And it

skladbu celou, nebo pro rlizné ¢asti, kdy zalezi pouze
na interpretovi, bude-li povazovat néktery prvek za
naznaceni melodie, nebo rytmu. Tento typ je zdaleka
nejrozsirenégjsi. Jako priklad mdze poslouzit fada
skladeb Milana Adamciaka.

Mezi prvni a druhou skupinou se téz nacha-
zeji reknéme ,mobilni partitury”, jejichz notace je
pomérné presnd, ale zapis dovoluje interpretiim
volné kombinovani pfedem zkomponovanych
.mobild”, nebo jejich rizné c¢teni.

Hudebni grafika

Nenese jiz zadné elementy nam znamého hudeb-
niho zapisu, pokud ano, ztraceji tyto prvky svoji funkci
a stavaji se pouze nekonvencionalizovanym znakem.
Autor nevytvari néjaky novy systém pro hudebni
zapis. Vétsinou se zbavuje i pozice ¢asu a prostoru
a graficky zdznam je ,pouhym” inspiracnim zdrojem
pro hrace. Ma provokovat interpreta k improvizaci.
Mezi hudebni grafiky pak mGzeme zaradit i dila,
ktera jsou ,pouze” inspirovana hudebnim zazitkem
¢i vizualni podobou partitury, ale nejsou tvorena pro
budouci interprety. | pfesto, Ze hudebné je mozné
realizovat témér cokoliv, a nepochybné mnozstvi
vizualnich dél k tomu svadi, neni zfejmé idealni pouhé
Lvizudlni inspirace” oznacovat za grafické partitury.

Typ No. 4 ,hudba ke ¢teni”

Projevy prvni i druhé avantgardy nabouraly
predstavy o uméni, otevrely prostor pro dila, ktera
jiz nepatiila jednotlivym uméleckym druhdm, jejichz
artefaktudlni zobrazeni zlstalo na bazi konceptu,
navodu ¢i spoluprace. Pro mnoha vyjadreni se stal
autor mrtvym a pozice autorstvi se pfesunula do
roviny interpretacni ¢i posluchacské. Mira a podoba
interpretace se stala Zivoucim prostorem vysledného
artefaktu, znéjici struktury a skladatel se stal autorem
Lpouhé” partitury, navodu k realizaci. Nejen tim se
zasadné promeénila pozice interpreta i posluchace.
Vnimame-li tedy prostredi grafickych partitur jako
inovativni, novy nekonvenc¢ni hudebni prostor, a niko-
liv jako pouhy, mozna jiz definitivné uzavieny médni
trend aktudlni a jisté zabavné intermediality Sedesa-
tych let, musime se ptat zaprvé, co vlastné oceka-
vame od interpretace, a zadruhé, zdali je mozné
mezni umélecké projevy pouze vystavovat. Nastésti
neexistuji spravné odpovédi, a proto se ptejme dal.
V ¢em spociva mira autenticity interpretace, jedna
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se o hledani a naplnéni autorského zaméru? A je to
vibec realné, pokud predklada nekonvenéni navod?
Neméla by byt tedy interpretace spise aktualni, tvarci,
tedy veskrze autorska a nestava se poté spise impro-
vizaci? Performer realizujici grafickou partituru mdze
byt interpretem, mdze se stat spolutvircem a snad

i tvlircem, vzdy by vsak mél byt téz posluchacem

vice nez autorem. Poslech na zakladé vidéného mize
pripominat pozici stopafe, ktery z jedné slépéje utvari
pribéh, Cte staticky zaznam chlize, trebas nepozn3,
které zvife zanechalo otisk, ale vi, ze tam skute¢né
bylo a mize odhadovat dlivod. Nebo se jedna o vizu-
alni hudbu a graficka partitura je Kolafovym analfab-
etogramem, ” jako by psal ten, co neumi Cist a psat,
nebo ten, ktery Cist a psat nechce, protoze jiz vée
bylo napsano, nebo to, co hodla sdélit, napsat nejde?
Kazdopadné to vypada, Ze je mozné hudbu pouze cist
a grafické partitury maji k poslucha¢tim mnohem bliz,
nez by se na prvni pohled mohlo zdat.

Hudbou ke cteni je pro kazdého néco jiného,
nékdo skutecné slysi hudbu na zakladé notového
zdznamu, nékomu barvy evokuji redlné hudebni
pfedstavy, nékdo si pfedstavi znéjici zvuk z jedné
¢ary a nékdo vnima znéjici prostor skrz naznacena
gesta dirigenta.

Skladatel ve vétsiné pripadd pise grafickou podobu
hudby pro interprety, nikoliv pro posluchace. Podnika
zakladni vyzkum neomezeného prostoru tonl a zvukl
a hleda idedlniho interpreta, ktery by byl schopny jeho
predstavy realizovat a predloZit posluchac¢dm. Od nich
pak ocekava, Ze projdou stejnym prizkumem a stejnou
fascinaci jako skladatel, ackoliv se s grafickou podo-
bou, partiturou, nikdy neseznami. Posluchac vlastné
nepozna, je-li skladba zapsana pomoci ¢ar, vinovek,
skvrn, nebo not, pauz a agogickych znamének.

V dnesni dobé navic mlze byt hudebné interpretovano
témér cokoliv. Vizualni stranka partitur se tak maze
jevit jako zcela irelevantni a hodnoceno by mélo byt
pouze to, co ma zaznit, ¢i to, co zazniva. Pfijmeme-li
vSak moznost, ze grafickd podoba hudebniho zapisu
ma pfimy vliv na vyslednou znéjici strukturu, tak
nemuzeme pochybovat o intermedialnim charakteru
audiovizuality grafické hudby a procitani partitur mdze
byt fascinujici cestou k uchopeni skladatelova dila.

7 Hesla z Kolafova slovniku, Vytvarné uméni, 1968, ¢. 9-10,
s. 428-436.
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is here that the authenticity of interpretation resides:
it is the search for and fulfilment of the artist’s inten-
tion and it is completely feasible as long as it offers an
unconventional instruction. So should not an interpre-
tation be new, creative, i.e. predominantly authorial,
and does it not thereby become improvisation? A per-
former playing a graphic score can be an interpreter,
co-creator and even creator. However, they should
also be listener more than author. Listening on the ba-
sis of sight might resemble the approach of a tracker.
We take a footprint and construct a story, we read the
static record of dynamic movement, we don’t know
what animal left a mark but we know it was here and
we can guess why. Or might this be visual music and
the graphic score an example of an analphabetogram
by KolaF, 7 as written by someone who cannot read
and write, or someone who does not want to read
and write because everything has already been writ-
ten, or because that which they want to communicate
cannot be written? Whatever the case, it would seem
that one can if one wants simply read music and that
graphic scores are far closer to listeners that they
seem at first glance.

Music for reading means something different to
everyone. Some will read notation and hear music. For
others colours will evoke musical ideas. Someone else
will hear a sound on the basis of a single line, while
someone will perceive a sonic space indicated by the
gestures of a conductor.

In most cases the composer writes a graphic
form of music for performers and not listeners. She
carries out basic research into the unlimited space
of tones and sounds and searches for the ideal
interpreter, someone able to realise her ideas and
communicate them to listeners. The latter are then
expected to conduct the same research and exhibit
the same fascination as the composer, though they
are not familiar with the graphic form of the score.
The listener does not know if the work was written us-
ing lines, curves, stains or notes, pauses and agogic
accents. Nowadays, almost anything can be inter-
preted musically. The visual aspect of scores can thus
seem irrelevant. Only what is or should be heard is to
be evaluated. However, if we accept the possibility
that graphic forms of musical notation impact directly
on the resulting sound structure, we cannot deny the
intermedial character of the audiovisuality of graphic
music, in which case browsing through the score can
be a fascinating way to increase our understanding
of the work.

7 Entry from Kolaf’s dictionary, in. Vytvarné uméni
1968, no., 9-10, p. 428-436

Viktor Pantlcek / Some Preliminary Reflections upon Graphic Notation

Bibliografie / Bilbliography

Adamdiak, Milan - Murin, Michal (eds.), Archiv Il notacie
a grafické partitary (1. vyd. / 1st edition), Kosice: Dive buky,
2012-2013.

Bednarc¢ik, Ondfej, Graficky prvek v dile B. Schaffera, Opus
musicum, 1969, s./pp. 170-174.

Dennis, Brian, Cardewovo Treatis, Konserva / Na hudbu, 1991,
¢. 10, s./pp. 36-45.

Gieseler, Walter, Komposition im 20. Jahrhundert (1. vyd. /
1st edition), Berlin: Moeck Verlag, 1975.

Horyna, Mojmir, Nastin geneze syntetismu v uméni, in: Jifi
Valoch (ed.), Partitury. Graficka hudba, fonicka poezie, akce,
parafraze, interpretace, Jazzpetit ¢./no. 3, Praha: Jazzova
sekce, 1980.

Karkoschka, Erhard, Das Schriftbild der Neuen Musik (1. vyd. /
1st edition), Berlin: Moeck Verlag, 1966.

Kesting, Marianne, Muzikalizace divadla a teatralizace hudby,
Hudebni rozhledy, 1970, s./pp. 112-119.

Kofrof, Petr, Tén ne! Citanka pro ty, kdo pochybuji o smyslu nové
hudby (1. vyd. / 1st edition), Brno: Host, 1996.

Kofron, Petr - Smolka, Martin, Grafické partitury a koncepty
(1. vyd. / 1st edition), Olomouc: Votobia, 1996.

Lébl, Vladimir, Milan Grygar, Hudebni rozhledy, 1970, s./p.385.

Lébl, Vladimir, O meznich druzich hudby, Nové cesty hudby, ¢. 2,
1970, s./pp. 216-248.

Nyman, Michael, Experimental Music - John Cage and Beyond
(1. vyd. / 1st edition), New York: Macmillan publishing, 1981.

Paclt, Jaromir, Miroslav Ponc - Neznama kapitola z déjin
mezivalecné avantgardy (1. vyd. / 1st edition), Praha: Editio
Supraphon, 1990.

Pudlak, Miroslav, Zbynék Vostiak. Idea a tvar v hudbé (1. vyd. /
1st edition), Praha: H and H, 1998.

Pukl, Oldrich, Konstanty, dominanty a varianty Schulhoffova
skladebného stylu (1. vyd. / 1st edition), Praha: Academia,
1986.

Valoch, Jifi, Milan Grygar / Plocha a zvuk, Brno: CFVU, 1970.

Valoch, Jifi, Partitury, in: Jifi Valoch (ed.), Partitury. Graficka
hudba, fénicka poezie, akce, parafraze, interpretace,
Jazzpetit ¢. 3, Praha: Jazzova sekce, 1980.

Zelingr, Ivo, Notografie, Praha: Editio Supraphon, 1986.

97



Milan Gustar, w-e-, Numerické partitury tvofené rozvojem iracionalnich &isel w, e a v riznych
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Grafické partitury a exaktni notace

vztah( a principu ve védé i uméni. Digitalni tisk, 2010, majetek autora
Numerical scores formed by the development of irrational numbers w, e, in various numerical

systems. All three numbers appear in the rational expression of many important relationships and
principles in science and art. Digital print, 2010, artist's archive
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Notopis uzivany po staleti v Evropé usiloval
o co nejpresnéjsi zachyceni hudby. Nejstarsi formy
evropské notace - ekfonetickd notace, neumy, staro-
rusky znamenny zpév - vysly z korespondence mezi
zvukem, pohybem a obrazem a obsahuji grafické
prvky znazornujici rytmicko-melodicky pohyb hudby
odvozeny z pohybu rukou dirigenta. Neobsahuiji
vSak dostatek informaci potfebnych pro interpre-
taci, a slouzily tedy coby pomicka pro pfipomenuti
znamych skladeb. Dalsi vyvoj pak ved| ke zpfesrovani
a formalizaci systému, vzniku symbolického ,jazyka”
a omezeni podilu grafickych prvk( bezprostiedné
znazornujicich zvukové parametry. Vznikla notace
uzpUsobena pro zaznamenani pevnych ténovych
vysek a pravidelného rytmu.

Dvacaté stoleti vneslo do hudby nové prvky
a principy, mnohé hudebni sméry opustily pevny
systém uslechtilych Cistych tonl stabilnich vysek
a rovnomérného pohybu a vydaly se prozkoumavat
obtizné uchopitelné oblasti rozmanitych zvuk{

a hluk( nejriznéjsiho plvodu a ¢asového vyvoje. Do
hudby zacala stale vice pronikat neurcitost, nepredvi-
datelnost a nahodilost. Potfeba zaznamenat neob-
vyklé prvky a postupy si vyzadala i zmény notového
zapisu. Néktefi autofi se spokojili s obohacenim
tradi¢ni notace, dalsi dospéli k jeji radikalni pfeméné,
jini se tradi¢ni notace vzdali Uplné a zacali vyuzivat
jiné zplsoby zapisu hudby.

Mezi nestandardni notové zapisy lze zaradit
napriklad prazdnou partituru, kterou v roce 1897
vytvoril francouzsky bohém Alphonse Allais a nazval
ji Marche funébre composée pour les funérailles d’'un
grand homme sourd.

Mezi radikalné proménéné formy notace pak patfi
také grafické partitury. Ty skladatelé obvykle vytvareji
se zdmérem dosahnout neurcitosti a nejednoznac-
nosti pfi interpretaci. Mnohé vsak vznikaji coby
svébytna vytvarna dila bez vize budouci hudebni
interpretace.

K vytvoreni rliznych forem grafické notace vsak
nékdy vedla naopak potreba presnéjsiho zachyceni
hudebnich prvkd, pro které tradi¢ni notace nedosta-
Covala. Grafické partitury zaloZzené na presné kore-
spondenci mezi obrazem a zvukem byly a jsou ¢asto
uzivany pro notaci novych nastroji nebo elektronicky
generovanych zvukd.

Na pfelomu prvniho a druhého desetileti 20. sto-
leti vydala skupina italskych futuristt nékolik text(,
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The system of musical notation used for centuries
in Europe attempts to offer as precise a visual repre-
sentation of music as possible. The oldest forms of
European notation, i.e. ecphonetic notation, neumes,
and Old Russian Znamenny Chant with its stolp no-
tation, were based on the correspondence between
sound, movement and image, and contain graphic
elements depicting the rhythmic and melodic move-
ment of music derived from the movement of the
hands of a conductor. However, they did not contain
enough information for someone who did not already
know the composition to perform it, and served more
as aide mémoires. Further developments led to the
refinement and formalisation of a system, the emer-
gence of a symbolic “language”, and a limit placed
on the share of graphic elements directly represent-
ing audio parameters. Notation was created that was
specially adapted to record fixed pitches and regular
rhythms.

The twentieth century saw the arrival of new
elements and principles in music. Many styles aban-
doned the fixed system of pure tones and semitones
and regular beats, and began to investigate more
demanding spheres involving diverse sounds and
noises of different origin, as well as irregular rhythms.
Uncertainty, unpredictability and randomness increas-
ingly featured in music. The need to record unusual
elements and procedures demanded changes to the
system of notation. Some composers were content to
expand traditional notation, others opted to make rad-
ical changes to it, while some musicians renounced
traditional notation completely and sought other ways
of representing music visually.

One example of a unorthodox system of notation
would be the empty score created in 1897 by the
French writer and humorist Alphonse Allais entitled
Funeral March for the Obsequies of a Great Deaf Man.

One example of a radically new form of notation
is the graphic score. Composers usually resort to this
form of notation in an endeavour to achieve uncer-
tainty and ambiguity in interpretation. However, many
such scores are created as artworks in their own right,
without any plan for future performance.

In contrast, sometimes it was the need to find
a more accurate way of representing music than that
afforded by traditional methods that led to the cre-
ation of different forms of graphic notation. Graphic
scores based on an exact correspondence between
image and sound are still often used for the notational
requirements of new instruments and/or electronically
generated sounds.

At the turn of the first and second decades of
the twentieth century, the Italian Futurists published
several texts in which they formulated a new musical
aesthetic characterised by the use of diverse sounds
and noises and new instruments and appliances for
their creation. In 1913, Luigi Russolo began to put
these ideas into practice. He and Ugo Piatti invented
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and built a group of experimental musical instruments
they called Intonarumori.

Russolo wrote Risveglio di una Citta in 1914 using
his own graphic notation, in which linear segments
represented the duration of sounds and the pitch
intervals between them.

At the start of the twentieth century, the
Australian-born composer George Percy Aldridge
Grainger began to explore the possibility of abandon-
ing fixed pitches in favour of glissandi as a basic build-
ing block of his works. He called this music, liberated
from the restraints of traditional pitch and rhythmic
structures, Free Music, and developed a graphic
notation using an independent system of staves for
pitches and curved lines in different colours indicating
volume, thus making it easy to distinguish individual
voices.

In order to eradicate the restrictions and imper-
fections present in performances given by live musi-
cians, Grainger sought to have his works performed
by an automatic instrument. This would be fully under
the composer’s control and would make it possible
to play any pitches whatsoever, decide on the speed
at which they were to be played, and oversee their
dynamics. Such an instrument would also allow for
work with irregular rhythms. Grainger worked on this
instrument into the 1950s. In 1938 he wrote: “But Free
Musicl demands a non-human performance. Like
most true music, it is an emotional, not a cerebral,
product and should pass direct from the imagination
of the composer to the ear of the listener by way of
delicately controlled musical machines. Too long has
music been subject to the limitations of the human
hand, and subject to the interfering interpretation
of a middle-man: the performer. A composer wants
to speak to his public direct. Machines (if properly
constructed and properly written for) are capable of
niceties of emotional expression impossible to a hu-
man performer.”

During the course of the twentieth century, many
automatic musical instruments, electro-mechanical
and electronic compositional systems were created,
as well as many other devices making it possible for
graphic notation to be transformed into sound using
a predefined method.

The predecessors of these devices include
optophonic instruments combining the electronic
generation of sound with the projection of graphic
structures. Perhaps the best known example is the
Optophonic Piano, which the Russian Futurist paint-
er Vladimir Baranoff Rossiné began working on in
1916. This instrument generated sounds and projected
patterns onto a wall or ceiling by directing a bright

1 Cited in Simon, Robert, Percy Grainger: The
Pictorial Biography, Ludwig Music Publishing
Company, Grafton 1983, p. 128

v nichz formulovala novou hudebni estetiku cha-
rakterizovanou vyuzitim rozmanitych zvukd a hluk

a pouzitim novych hudebnich nastrojd a pfistrojd pro
jejich vytvareni. Luigi Russolo zacal v roce 1913 tyto
myslenky uskute¢novat prakticky. Spole¢né s Ugem
Piattim zacali stavét soubor hlukovych nastroj, které
nazvali Intonarumori.

Svou skladbu Risveglio di una Citta z roku 1914
zapsal Russolo pomoci vlastni grafické notace, v niz
linedrni segmenty zachycovaly trvani zvuka a vyskové
prechody mezi nimi.

Australsky skladatel Percy Aldridge Grainger se
na prelomu 19. a 20. stoleti za¢al zabyvat moznosti
opustit pevné dané tonoveé vysky a pouzit jako
zakladni hudebni prvek glissanda. Takto vytvore-
nou hudbu, neomezovanou tradi¢nimi vyskovymi
a rytmickymi strukturami, nazval Free Music. Pro jeji
z4apis vyvinul grafickou notaci vyuzivajici samostatné
systémy osnov pro vysky a pro hlasitosti znazornéné
kfivkami odlisnych barev, coz umoznilo snadno
rozlisit jednotlivé hlasy.

Aby se vyhnul omezenim a nedokonalostem inter-
pretace zivymi hudebniky, chtél Grainger provadét
své skladby pomoci automatického pfistroje. Ten mél
byt pIné pod kontrolou skladatele a umoziovat hrani
tonl libovolné vysky, plné ovladat rychlost prechod
mezi nimi a pfesné Fidit jejich dynamiku. Mél rovnéz
dovolit neomezenou praci s nepravidelnymi rytmy.
Na jeho vyvoji Grainger pracoval az do padesatych
let 20. stoleti. V roce 1938 napsal: ,Je tieba, aby Free
Music neprovadéli zivi hudebnici. Jako vétsina oprav-
dové hudby je to emocionalni, a nikoliv intelektualni
produkt; méla by prejit pfimo z predstavy skladatele
k uchu posluchace prostfednictvim presné ovlada-
telnych hudebnich pfistroji. Hudba byla prilis dlouho
vystavovana omezenim lidskych rukou a ovliviiovana
interpretaci prostrednika - hrace. Skladatel chce ke
svému publiku hovofit pfimo. Stroje (budou-li spravné
zkonstruovany a bude-li pro né spravné napsana
hudba) dosahnou takovych jemnosti emocionalniho
vyjadreni, jakych neni lidsky interpret schopen.”

V prabéhu 20. stoleti vznikla cela fada automa-
tickych hudebnich nastrojl, elektromechanickych
a elektronickych kompozi¢nich systém( a dalsich
pfistrojd umoznujicich definovanym zplsobem
prevadét na zvuk graficky zapis.

Za jejich predchidce miZeme povazovat opto-
fonické nastroje, kombinujici elektronické vytvareni
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zvuku s promitanim grafickych struktur. K nim patfi
napriklad optofonické piano, na jehoz vyvoji pracoval
od roku 1916 rusky futuristicky malif Vladimir Baranov-
Rossine. Nastroj pomoci soustavy ¢ocek, hranold

a filtr promital barevné obrazce namalované na ota-
Cejicich se sklenénych kotoucich. Prochazejici svétlo
zaroven ovlivhovalo zvuk generovany nastrojem.

Z Ruska pochazi i optoelektronicky kompo-
ziéni systém ANS, ktery na konci padesatych let
v Sovétském svazu postavil Jevgenij Alexandrovi¢
Murzin a ktery byl hojné vyuzivan tvlrci elektroakus-
tické hudby. Partitura je tvofena pohyblivou sklené-
nou deskou pokrytou vrstvou neprUsvitné pryskyfrice,
do niz se vyryvaji obrazce ftidici zvukovy generator.

PocitaCcovy systém pro graficky fizené generovani
hudby navrhl pro vyzkumné stredisko Centre d’Etu-
des de Mathématiques et Automatiques Musicales
Vysky, trvani tona a dalsi parametry kompozice
se zadavaly v grafické podobé pomoci grafického
tabletu - digitizéru. Systém UPIC (Unité Polyagogique
Informatique du CEMAMu) byl podle jeho navrha
postaven roku 1977. V nasledujicim roce jej Xenakis
vyuzil pfi realizaci své skladby Mycénes Alpha.

Za grafické partitury Ize povazovat i perforované
pasy, disky a dalsi média nesouci data pro mecha-
nické klaviry, orchestriony a dal$i automatofony,
graficky znazornéna MIDI data hardwarovych ¢i
softwarovych sekvencerd nebo vizualizovana data
kompozi¢nich program.

RGzné formy grafického zapisu pouzivali néktefi
skladatelé 20. stoleti jako pracovniho mezistupné
pfi kompozici. Napfiklad lannis Xenakis pfi kompo-
novani své skladby Metastasis z roku 1954 vyuzil
pro glissanda smyccové sekce grafického zaznamu,
jehoz vizualni podoba vychazela z architektonickych
struktur. Vyslednou partituru pak zapsal pomoci
tradi¢ni notace.

Némecky skladatel a jeden ze zakladatel(
elektronické hudby Karlheinz Stockhausen vytvoril
vlastni grafickou notaci k zaznamu zvukovych blok{
pro svou skladbu Elektronische Studie Il z roku
1954. Podobné jako Grainger vyuzil samostatné
systémy osnov pro vysky a pro hlasitosti.

V rozmezi let 1951-1953 zkomponoval John Cage
skladbu Williams Mix pro osm magnetofonovych
pasu. Jejim zédkladem byly magnetofonové nahravky
rdznych zvukovych zdrojl, které byly rozstfihany
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light through a series of revolving painted glass disks.
The light also influenced the sound generated by the
instrument.

Russia was also the home to the ANS synthesiser,
built at the end of the 1950s in the Soviet Union by
Yevgeny Alexandrovich Murzin and used extensively
by electro-acoustic composers. The score consist-
ed of a moveable glass plate covered with a layer of
opaque resin on which visible images of the sound
wave were engraved.

A computer system for the graphically controlled
generation of music was designed for the research
centre of the Centre d’Etudes de Mathématiques et
Automatiques Musicales (CEMAMu) in Paris by the
Greek composer Xenakis. Pitch, duration and other
parameters were entered graphically using a graphic
tablet or digitiser. According to the design documents,
the UPIC system (Unité Polyagogique Informatique du
CEMAMu) was built in 1977. Xenakis used it the follow-
ing year when composing Mycénes Alpha.

The perforated strips, discs and other media stor-
ing data for the mechanical pianos, orchestrions and
other automatophones can be regarded as graphic
scores, along with the graphically represented MIDI
data of the hardware or software sequencers or the
visualised data of the composition programs.

Many different kinds of graphic notation were
used by twentieth century composers as interim
stages in the compositional process. For instance,
when composing Metastasis in 1954, lannis Xenakis
deployed a graphic image for the glissandi of the
string section, the visual form of which was based on
architectural structures. He then wrote the final score
using traditional notation.

Karlheinz Stockhausen, the German composer
and one of the founders of electronic music, created
his own graphic notation for the sound blocks of
his composition Elektronische Studie Il of 1954. Like
Grainger, he used independent axial systems for pitch
and volume.

From 1951 to 1953, John Cage composed Williams
Mix for eight independent quarter-inch magnetic
tapes. The basis of the composition comprised tape
recordings of different audio sources, which were
then cut and spliced in accordance with random
operations based on the Chinese | Ching or Book of
Changes. A 193-page score was used as a template for
the processing of the tapes, which depicted individual
fragments of the initial tapes and how they were to be
connected in graphic form.

Graphic notation acquired a new dimension with
the arrival of contemporary computer systems, which
allow for the easy transformation of any data into data
of a different kind and thus the conversion of any
visual template into an audio or musical structure.
Effectively this means we can now view any visual el-
ements and objects as graphic notation. Sonification,
i.e. the conversion of any type of data into sound,
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combined with the perceptualisation of this data,
allows the entire process to be expanded further and
any data to be used as the basis of a musical compo-

sition and to create the corresponding graphic score.

Computer analysis and subsequent visualisation then
allows us to create a graphic score for an existing
musical composition.

a znovu pospojovany podle nahodnych operaci
vychazejicich z ¢inské Knihy promén. Jako predloha
pro zpracovani past slouzila partitura o 193 strankach
graficky znazornujici jednotlivé fragmenty vychozich
pasu a zpUsob jejich spojovani.

Novy pohled na grafickou notaci ptinaseji
soucasné pocitacové systémy umoznujici snadnou
transformaci jakychkoliv dat na data jiného druhu,

a tedy i prevod libovolné obrazové predlohy na zvuk
nebo hudebni strukturu. Za grafickou notaci proto
muzeme povazovat jakékoliv vizualni prvky a objekty.
Sonifikace, umoznujici prevést na zvuk data libovol-
ného typu, ve spojeni s vizualizaci tychzZ dat dovoluje
naznaceny proces dale rozsifit a jakakoliv data pouzit
jako zaklad hudebni kompozice a souc¢asné k nim
vytvofit i odpovidajici grafickou partituru. Pocitacova
analyza a nasledna vizualizace zase dovoli vytvorit
grafickou partituru k existujici hudebni kompozici.

Milan Gustar, Flex Nr. 46 Tetraktys, 2013, Kompozice pro &tyfi sinusové generatory,
doba trvani: 4:32'1", pohled do instalace v DOX Praha, foto: archiv umélce

Milan Gustar, Flex Nr. 46 Tetraktys, 2013, Composition for four sine generators, Duration:
4:32'1", an installation view, DOX Praha, photo: artist’s archive
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Milan Gustar

Milan Gustar, -0+, 2015, digitalni tisk, majetek autora
Milan Gustar, -0+, 2015, digital print, courtesy of the artist
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Prvni véta ¢lanku o zvuku ceské Wikipedie * uvadi
Casto uzivanou definici: ,Zvuk je mechanické vinéni
v latkovém prostredi, které je schopno vyvolat
sluchovy vjem.” A stejné jako ostatni definice entit
z naseho svéta i tato vytvari sporné ,pripady na
okraji“, které jeji platnost znejistuji a zpochybnuiji.
Rozsah slySeni je omezen, rlizni Zivo¢ichové jsou
schopni vnimat zvuky o rlizné frekvenci a intenzité.
Co je zvukem pro netopyra nebo slona, nemusi byt
zvukem pro ¢lovéka. Infrazvuk a ultrazvuk nesly-
Sime, ale fyzikalné je to kmitani stejného druhu jako
slysitelné zvuky. | zvuky neslysitelné slabé si zacho-
vavaji svou podstatu. Stejné tak kmitani natolik
intenzivni, Zze by dokazalo sluch ihned nevratné
poskodit. V béZném jazyce uzivame termin zvuk
Sifeji, Casto ve spojeni s médiem - zvuk nahravky,
filmovy zvuk, zvukova stopa... Nékdy byva zvuk
definovan subjektivné, coby pouhy sluchovy viem
nebo jeho interpretace mozkem.

Pfi zkoumani vnimaného zvuku vzdy nachazime
fyzikalni podstatu - podnét - a jeho subjektivni, psy-
choakusticky dUsledek - smyslovy vijem. Jednotlivym
fyzikalnim vlastnostem zvuku odpovidaji pfislusné
vlastnosti subjektivni. Frekvenci, tedy rychlosti
kmitani, odpovida vnimana vyska zvuku, amplitudé,
tedy velikosti kmitani, odpovida viem hlasitosti
a Casovému pribéhu, tedy tvaru kmitd, odpovida
vjem zvukové barvy. Mira pravidelnosti kmitani
souvisi ¢istotou vnimaného zvuku a jeho umisténim
na stupnici ton - hluk. Uvedené korespondence
vSak nejsou zcela presné a vztahy mezi fyzikalnimi
a psychoakustickymi veli¢inami nejsou jednoduse
popsatelné. To, co je na fyzikalni strané dobfe defino-
vatelné, méfitelné, opakovatelné a objektivizovatelné,
je na té subjektivni zna¢né individualni, neostré
a nejednoznacné.? Paradoxné nas tak hmotna fyzi-
kalni podstata zvuku sméruje spiSe do nehmotného
platonského svéta dokonalych ideji, nehmotné pocity
subjektivné vnimaného zvuku odkazuji na nedokonaly
svét hmoty.

Sluch se od ostatnich smysld principialné
odlisuje. Zrak, ¢ich, hmat i chut zachycuji pouze
intenzitu, miru pfislusného pocitku. Vnimame velikost
pUsobiciho tlaku, vyraznost pachu ¢i chutové slozky,

1 Viz https://cs.wikipedia.org: Zvuk.
2 Vaclav Syrovy, Hudebni akustika, Praha: NAMU, 2013 (3. vyd.).
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The first sentence of the entry on sound in
Wikipedia ! reads as follows: “Sound is a vibration that
typically propagates as an audible wave of pressure,
through a transmission medium such as a gas, liquid
or solid.” Immediately we find ourselves in the realm
of “marginal cases” that render the definition ques-
tionable or invalid. Our range of hearing is limited,
and different species are able to perceive sounds
of varying frequency and intensity. That which is
a sound for a bat or an elephant may not be a sound
for a human being. We cannot hear infrasound and
ultrasound, even though physically they involve ex-
actly the same type of oscillation as the sounds we
can hear. Even sounds that are so weak we cannot
hear them retain their essence, just as oscillations do
that are so intense they might damage our hearing
irrevocably. In everyday parlance we use the word
“sound” broadly, often in connection with a particular
medium. We speak of sound recordings, sound-on-
film, soundtracks, etc. Sometimes sound is defined
subjectively as a mere auditory perception or the
interpretation thereof by the brain.

When examining a perceived sound we always
find a physical essence. There is always a stimulus
and its subjective, psychoacoustic consequence, i.e.
the sensory perception. The subjective properties
correspond to the individual physical properties of the
sound impulse. The pitch heard corresponds to the
frequency, i.e. the speed of oscillation: the perception
of volume and the flow of time corresponds to the
amplitude, the size of oscillation: and the perception
of audio colour corresponds to the form of oscillation.
The degree of oscillation regularity is related to the
purity of sound perceived and its position on a scale
of tones - noise. However, these correspondences are
not absolutely precise and the relationship between
physical and psychoacoustic variables is not easily
described. That which physically can be well defined,
measured, repeated and objectivised is subjectively
highly individual, hazy and ambiguous2. Paradoxically,
the material essence of sound directs us more into the
immaterial, Platonic world of perfect ideas, while in-
tangible feelings of the subjectively perceived sound
refer us back to the imperfect world of matter.

Hearing differs in principle from the other senses.
Sight, smell, touch and taste capture only the intensity
and level of the sensation in question. We perceive the
magnitude of a pressure acting upon us, the distinc-
tiveness of a smell or flavour, the hue of a colour in
a particular location of the visual field. Only our sense
of hearing analyses the sound dynamically, as a vari-
able pressure, deviation or speed.

Hearing also differs from the other senses in the

1 https://en.wikipedia.org/wiki/Sound.
2 Vaclav Syrovy: Hudebni akustika, Nakladatelstvi
Akademie muzickych uméni v Praze, Praha, 2013.

Milan Gu$tar / Sound and Numbers

way that spatial information is processed. Senses like
taste or smell provide no immediate spatial informa-
tion. Touch relates to a specific place on the body. In
the case of sight, our image of a three-dimensional
world is reduced to a two-dimensional image on the
retina of the eye, and vision must reconstruct the
missing spatial dimension, namely depth. However,
sound arrives via the eardrum oscillating as a single
unit and thus loses all of its original spatial dimen-
sions. Hearing, along with an analysis of the course
of time of the oscillation, must reconstruct the three
spatial components.

Speed of reaction and the propagation of nerve
impulses is limited and not sufficient for a direct
analysis of the entire spectrum of audible sounds. The
auditory apparatus therefore uses several different
mechanisms and levels of processing and is thus
the most complex of our senses. Thus far there is
neither a model nor even a unified theory capable of
adequately describing the functioning of our sense of
hearing.

The concept of number can be defined accurately
because it belongs to the ideal world of mathemat-
ics. We take objects, structures and relations from
the mathematical world and look for analogies in our
physical world. The world of mathematics is projected
in the form of the purest ideas into the Platonic world.
It also enters the Pythagorean world, the basic build-
ing blocks of which are numbers and the system of
which is the harmony of perfect numerical relations. In
contemporary mathematics we might define numbers
very generally as elements of algebraic structures.
Numbers as we know them from everyday life are
simply one of the possible cases. However, thanks to
intuition and experience we understand this meaning
of the term number well and without any knowledge
of mathematics. We regard numbers as symbols for
determining a quantity or sequence, as symbols for
labelling and counting things and as symbols with
a deeper “mystical” significance. Zero represents
emptiness, one is for unity, two is for polarity, etc.

Pythagoreans had a similar understanding of
numbers in ancient Greece at the turn of the sixth
and fifth centuries BC. Porphyry 3 writes: “Number one
denoted to them the reason of Unity, identity, Equality,
the purpose of friendship, sympathy, and conserva-
tion of the Universe, which results from persistence
in Sameness... Number two, or Duad, signifies the two-
fold reason of diversity and inequality, of everything
that is divisible, or mutable, existing at one time in one
way, and at another time in another way... The same
reasons apply to their use of other numbers, which

3 Porphyry, The Life of Pythagoras, trans. by Kenneth
Sylvan Guthrie, available at http://www.tertullian.
org/fathers/porphyry_life_of_pythagoras_02_text.htm
sections 49-52 (accessed 20 October 2020)

odstin barvy v daném misté zrakového pole. Pouze
sluch analyzuje zvuk dynamicky, coby proménny tlak,
vychylku nebo rychlost.

Sluch se od ostatnich smyslt lisi i zplsobem
zpracovani prostorové informace. Smysly jako chut
nebo ¢ich bezprostiedni prostorovou informaci
neposkytuji viibec, hmat je vazan na konkrétni misto
na téle. V pfipadé zraku je obraz tfirozmérného svéta
redukovan na dvojrozmérny obraz na sitnici oka
a zrak musi rekonstruovat jeden chybéjici prostorovy
rozmér - hloubku. Do ucha pfichazi zvuk prostrednic-
tvim bubinku kmitajiciho jako jeden celek, ¢imz ztraci
vSechny své plvodni prostorové rozméry a sluch
musi spolu s analyzou ¢asového pribéhu kmitani
rekonstruovat tfi prostorové slozky.

Rychlost reakce a Sifeni nervovych vzruch( je
omezena a nepostacuje pro pfimocarou analyzu
celého spektra slysitelnych zvuka. Sluchovy aparat
proto vyuziva nékolika rdznych mechanismU a néko-
lika Urovni zpracovani, a je tak nejkomplikovanéjsim
z nasich smysl{. Doposud neexistuje model ani
ucelena teorie, které by jeho fungovani dostatecné
vystizné popisovaly.

Pojem cisla |ze vymezit zcela pfesné, nebot je
soucasti idealniho svéta matematiky. K objektam,
strukturdm a vztahlm z matematického svéta pak
hledame analogie ve svété naSem. Svét matematiky
se promita ve formé nejcistsich ideji do platonského
svéta, vstupuje i do svéta pythagorejského, jehoz
zakladnimi stavebnimi kameny jsou Cisla a jehoz fad je
harmonii dokonalych ciselnych pomérd. V soucasné
matematice Cisla mizeme definovat velmi obecné
coby prvky nékterych algebraickych struktur. Cisla,
jak je zname z bézného Zivota, jsou jen jednim z moz-
nych ptipadd, diky intuici a zkuSenosti vS§ak tomuto
vyznamu pojmu cislo pomérné dobfe rozumime i bez
znalosti matematiky. Cisla chapeme jako symboly
pro uréovani poctu nebo poradi, jako symboly pro
oznacovani, ocislovani véci i jako symboly s hlubsim
.mystickym” vyznamem. Nula pro nds reprezentuje
prazdnotu, jednicka jednotu, dvojka polaritu atd.

Podobné chapali ¢isla jiz Pythagorejci ve starém
Recku na prelomu $estého a patého stoleti pf. n. I.
Porfyrios®k tomu pise: , A tak oznacili pojem jednoty,

3 Porfyrios, lamblich, Zdenék Kratochvil, D. Z. Bor, Pythagoras
ze Samu, Praha: Trigon, 1999.
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totoznosti, rovnosti, pficinu souhlasu a souciténi ves-
miru a pric¢inu zachovani toho, co si podrzuje nemén-
nou identitu, slovem jedno (monada). Pojem rliznosti,
nerovnosti, véeho délitelného, ménlivého a chova-
jiciho se pokazdé jinak nazvali dvojitym, dvojici -
dyadou, nebot takova je v ¢astech povaha dvojiho.
Kazdé ¢islo odpovida néjake sile. Existuji pfece véci,
které maji pocatek, stied a konec, a takové formé
pfisoudili ¢islo tfi (tridda - trojice). VSechno dokonalé
ma takovy pocatek a je upraveno v souladu s nim.
Nejdokonalejsim Cislem je vSak desitka (dekada),
kterd v sobé zahrnuje vSechny rozdily ¢isel, vSechny
druhy vztah( a véechny umérnosti.”

Diogenes Laertios ve svém dile O Zivoté a uceni
slavnych filosof(* uvadi, ze podle Pythagora ,byla
na pocatku jednota, z ni vznikla dvojnost, z nich pak
vznikaji Cisla, z ¢isel body, z bodu ¢ary, z ¢ar plosné
tvary a z plosnych tvar( tvary prostorové. Z nich
pak vznikla smysly vnimatelna télesa, k nimz patfi
i Gtyfi Zivly: ohen, voda, vzduch a zemé. Z téchto
ZivlG vznika odusevnény, rozumem nadany vesmir.”
Pythagoras nehleda zaklad svéta v pralatce jako
mnozi jeho soucasnici, ale v prazakonu, kterym jsou
neménné Ciselné vztahy mezi véemi soucastmi svéta.

Podobné shrnuti je i v zakladni knize tacismu Tao
te ting, ° kterou jeji Udajny autor Lao ¢’ sepsal nékdy
mezi Sestym a Ctvrtym stoletim pf. n. |., tedy pfiblizné
v Pythagorové dobé. ,Tao rodi jedno, jedno rodi dvé,
dvé rodi tfi, tfi rodi vse.”

Pythagorejci si téz povsimli souvislosti Cisel
a zvuku. Znamou legendu o jejim objevu zaznamenal
Nikomachos, od néhoz ji prevzal napfiklad Boéthius:*
.Pythagoras, usilovné premyslejici o problému mate-
matického vysvétleni ustalenych intervall stupnice,
nahodou, z milosti bozi, pfi prochdzce méstem mijel
kovarnu a jeho pozornost byla upoutana dosti harmo-
nickym busenim kladiv o kovadlinu. Byla to prilezitost
k prozkoumani tohoto problému za novych podminek,
které nemohl odolat. Vesel a dlouho pozoroval. Pak
jej napadlo, ze rlizné tony jsou snad Umérné sile
muzl. Pozadal je, aby si mezi sebou vyménili kladiva.
Ukazalo se, ze jeho prvni napad nebyl spravny, nebot

4 Diogenes Laértius, The Lives and Opinions of Eminent
Philosophers, London: G. Bell and Sons, Ltd., 1915.

s OldFich Kral, Texty staré Ciny, Praha: Mlada fronta, 1994.

¢ Benjamin Farrington, Véda ve starém Recku a jeji vyznam pro
nas, Brno: Rovnost, 1950.
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were ranked according to certain powers. Things that
had a beginning, middle and end, they denoted by the
number Three, saying that anything that has a middle
is triform, which was applied to every perfect thing...
All other things were comprehended under a single
form and power which they called Decade, explaining
it by a pun as decad, meaning comprehension. That

is why they called Ten a perfect number, the most
perfect of all as comprehending all difference of num-
bers, reasons, species and proportions.”

Anaxander in Sotion’s Successions of
Philosophers* claims that, according to Pythagoras,
in the beginning there was unity, from which emerged
duality, from which emerged numbers, whence points,
then lines, flat surfaces, and finally spatial forms. From
these arouse entities observable through the senses,
which included the four classical elements: fire, water,
air and earth. These elements comprise the animate
universe endowed with reason. Unlike many of his
contemporaries, Pythagoras does not seek the foun-
dation of the world in the primordial element, but in
the primordial law, i.e. in invariable numerical relations
between all parts of the world.

A similar summary is to be found in the Tao Te
Ching, the keystone work of Taoism 4, containing
teachings attributed to Lao Tzu and written between
the sixth and fourth centuries BC, i.e. at approximately
the same time as Pythagoras. “The Tao gives birth to
One. One gives birth to Two. Two gives birth to Three.
Three gives birth to all things.”

The Pythagoreans also noticed the connection
between numbers and sound. A famous legend of
their discovery is recounted by Nicomachus, adopted
by others, including Boethius : “[Pythagoras] was
once engaged in intense thought about whether he
could find some precise scientific instrument to assist
the sense of hearing, as compass and rule and the

4 Sotion: Successions of Philosophers

5 Lao Tzu: Tao Te Ching, trans. by Stephen Mitchell,
chapter 42, available at https://genius.com/Laozi-
tao-te-ching-stephen-mitchell-translation-annotated
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Athanasius Kircher: llustrace z knihy o zvuku Musurgia
Universalis, sive Ars Magna Consoni et Dissoni, 1650
Athanasius Kircher: Image from the book Musurgia
Universalis, sive Ars Magna Consoni et Dissoni, 1650

measurement of angles assist the sight and scales and
weights and measures assist touch. Providentially, he
walked past a smithy, and heard the hammers beating
out the iron on the anvil. They gave out a melody of
sounds, harmonious except for one pair. He rec-
ognised in them the consonance of octave, fifth and
fourth, and saw that what lay between the fourth
and fifth was in itself discordant, but was essential
to fill out the greater of the intervals. Rejoicing in the
thought that the gods were helping on his project, he
ran into the smithy, and discovered by detailed ex-
periments that the difference of sound was in relation
to the weight of the hammers, not the force used by
those hammering, the shape of the hammer heads, or
any change in the iron as it was beaten out.

Notwithstanding the fact that this interpretation
is neither historically accurate nor mathematically
correct, it demonstrates just how important sound
was as the symbol of universal harmony. Given the
beauty and perfection of its organisation according to
numerical relations, Pythagoras baptised this harmony
the “cosmos”, meaning order, as well as ornament,
something beautiful. The order of universal harmony
is omnipresent: it pervades everything and is the mea-
sure of everything. For this reason cosmos also means
world, all and everything, the universe.

According to Pythagoras, the harmony of the
organisation and movement of the celestial bodies

zvuk zlstal nezménén. Vysvétleni bylo tieba hledat

v kladivech samych, nikoli u muzd. V ¢innosti bylo pét
kladiv. Zeptal se, zda je smi zvazit. Div divouci! Vahy
Styf z nich byly v poméru 12, 9, 8, 6. Paté, jehoz vaha
neméla zadny vyznamny Ciselny vztah k ostatnim, bylo
to, které rusilo harmonii. Bylo odstranéno a Pythagoras
naslouchal opét. Ano, zvuk nejtézsiho kladiva, jez
vazilo dvakrat tolik nez nejlehci, byl o oktavu nizsi.
Nauka o Umérnosti v aritmetice a harmonii vedla ho

k pochopeni zjevu, Ze ostatni kladiva davaji ostatni
pevné tony, aby pokracoval ve svych pokusech.
Spociva cela pfi¢ina harmonie onéch tond na mate-
matickych vztazich, které pozoroval? Pythagoras to
vyzkousel na novém prostredku, na chvéjicich se
strunach. Shledal, ze ton je Umérny délce struny. Ale
jak je tomu s tloustkou a s napétim struny? Témto
dvéma otazkam se také podival na kloub. Konec¢né,
vraceje se k vztahdm délky, vyzkousel to znovu na
rakosovych pistalach. Pak teprve si byl jist.”

Ac tento vyklad neni historicky pfesny ani
fyzikalné spravny, ukazuje nam, jak dulezity byl zvuk
coby symbol univerzalni harmonie. Tuto harmonii
Pythagoras pro krasu a dokonalost jejiho usporadani
podle ciselnych vztahd oznacoval slovem ,kos-
mos”, které znamenalo Fad, pravidelné usporadani
a zaroven i ozdobu, néco krasného. Rad univerzalni
harmonie je vSudypfitomny, prostupuje vse a je
mirou véeho. Proto je kosmos i oznacenim svéta,
veskerenstva, vesmiru - vSehomira.

Téz harmonie usporadani a pohybu nebeskych
téles je podle Pythagora obdobou harmonie hudebni,
nemUzeme ji vSak vnimat sluchem. Z této myslenky
vychéazeji pojmy ,hudba sfér” a ,harmonie svéta”,
objevujici se v dilech mnoha mysliteld nasledujicich
svou tisicileti. Muzika, tedy nauka o veskeré harmonii,
se stala spolu s aritmetikou, geometrii a astronomii
soucasti kvadrivia, které spolu s triviem (gramatikou,
rétorikou a logikou) tvofilo sedm svobodnych uméni
vychazejicich z antické tradice, vyucovanych na
stfedovékych univerzitach.

Pythagorejské uceni se po Pythagorové smrti
rozdélilo na dva sméry. Akusmatici (akousmatikoi)
dbali na co nejpresnéjsi uchovani slyseného - pavod-
nich Pythagorovych promluv, které se pro né staly
nabozenskymi dogmaty. Matematici (mathemati-
koi), v tehdejsim vyznamu slova uc¢enci, se snazili
zachovavat a rozvijet Pythagorovo poznani. Opét se
zde setkavaiji Cisla, tedy podstata pythagorejského
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poznani, se zvukem, v tomto pfipadé zvukem slov,
ktera toto poznani nesou.

Koncentrovanym vyjadienim pythagorejského
pojeti zakladnich ciselnych vztah( je tetraktys -
¢iselny vztah 1+ 2 + 3 + 4 =10 - nebo trojuhelnikovity
obrazec obsahujici deset bodU usporadanych do
Ctyr fad podle stejného pravidla. Tetraktys vyjadfuje
zvlastni vyznam Cisla deset, které Pythagorejci pova-
Zovali za nejdokonalejsi ze véech Cisel, nebot v sobé
zahrnuje vse, a je proto bozskym neboli Cistym Cis-
lem. Tetraktys obsahuje i zaklady geometrie, jednicka
symbolizuje bod, dvojka pfimku, trojka trojuhelnik
a Ctyrka Ctyrstén. Ten ma kromé Ctyr stén téz Sest
hran, tedy celkem deset prvka.

Tetraktys coby symbol svéta mél pro Pythagorejce
posvatny vyznam, objevuje se v nékolika mod-
litbach a byl i soucasti prisahy noveé prijimanych
74ka: ,Prisaham pfi tom, kdo nasi dusi dal poznani
Tetraktys, v nizZ jsou obsazeny prameny vécné pri-
rody. Pfisaham pfi tom, kdo mou dusi naudil poznavat
samu sebe a tim mne uved| do stavu pochopeni celé
pfirody, jejimZz zmensenym obrazem je duse.”’

Tetraktys v sobé symbolicky zahrnuje vse, nepre-
kvapi tedy, ze umoznuje odvodit i zakladni hudebni
intervaly. Jsou to unisono s Ciselnym pomérem 1
: 1, oktdva s pomérem 2 : 1, kvinta 3 : 2 a kvarta 4
: 3. Jejich skladanim Ize pak ziskat intervaly dalsi.
Cely tén 9 : 8 je rozdilem kvinty a kvarty nebo dvou
kvint a oktavy, velka sexta 27 : 16 je rozdilem tfi kvint
a oktavy atd.®

Harmonii Ize zkoumat u zvukd s dobre defino-
vanou vyskou, u tond, tedy u periodickych kmitd.

V pfipadé zvuku je tudiz vyjadienim fadu pravidelné
kmitani, kmitani nepravidelné je obrazem chaosu.
Odtud pochazi i tradi¢ni evropské déleni zvuk( na
zvuky hudebni - tény - a zvuky nehudebni - hluky.
Evropska hudba byla odedavna vyjadrenim radu,
nauka o hudebni harmonii byvala ¢asto vnimana v Sir-
§im vyznamu. Zaméreni na harmonii, nejprve v sym-
bolické a pozdéji i praktické podobé, vedlo v pribéhu
staleti k tomu, Ze se harmonicko-melodicky princip
stal ustfednim prvkem evropské hudby a nositelem
jejiho vyznamu. Cisla a &iselné vztahy byly vzdy nedil-

7 Viz https://cs.wikipedia.org: Zvuk.

8 Hermann von Helmholtz - Alexander Ellis, On the sensations
of tone as a physiological basis for the theory of music, London:
Longmans, Green and Co., 1885.
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is similar to the harmony present in music, even
though we cannot perceive this through our sense of
hearing. This gave rise to the “music of the spheres”
and “harmony of the world”, concepts that would be
appropriated by many thinkers over the following
two millennia. Music, i.e. the science of all harmo-
ny, joined arithmetic, geometry and astronomy to
become the quadrivium that, along with the trivium
(grammar, rhetoric and logic), comprised the seven
liberal arts of classical antiquity that were taught at
medieval universities.

After he died, Pythagoras’s teachings bifurcated
in two directions. The acousmatics (akousmatikoi)
focused on preserving Pythagoras’s teachings to
the last detail, and these became religious dog-
mas. The mathematicians (mathematikoi), which
at that time meant scholars, attempted to develop
Pythagoras's findings. Again one encounters the
association of numbers, i.e. the basis of Pythagorean
knowledge, with sound, in this case the sound of
words that convey this knowledge.

A condensed expression of the Pythagorean
concept of the basic numerical relations is the tetrac-
tys, the numerical sequence 1+ 2+ 3 + 4 =10 or the
triangular figure containing ten points organised into
four rows according to the same rule. The tetractys
expresses the special meaning of the number ten,
which Pythagoreans considered to be the most per-
fect of all numbers, since it included everything with-
in itself and was therefore a divine or pure number.
The tetractys also contains the foundations of geom-
etry: the number one symbolises a point, two a line,
three a triangle and four a tetrahedron. In addition to
four faces, the tetrahedron has six edges, i.e. a total
of ten elements.

As a symbol of the world the tetractys had a sa-
cred significance for the Pythagoreans. It featured
in several prayers and was part of the oath sworn by
new disciples: “By that pure, holy, four lettered name
on high, nature’s eternal fountain and supply, the
parent of all souls that living be, by him with faith find
oath, | swear to thee.” ¢

The tetractys symbolically encompassed every-
thing, and it comes as no surprise, therefore, that it
can be used to derive the basic intervals in music.
There is the unison with the numerical ratio 1:1, the
octave with 2:1, the perfect fifth with 3:2, and the per-
fect fourth with 4:3. These can be combined to obtain
other intervals. The whole tone 9:8 is the difference
between the perfect fourth and the perfect fifth or
two perfect fifths and an octave. The major sixth with

6 Boethius: Boethian Number Theory: A translation
of the De Institutione Arithmetica, trans. Michael Masi,
Radopi, NY 2006. Cit. Parker, James E. K., Acoustic
Jurisprudence: Listening to the Trial of Simon Bikindi,
Oxford University Press, Oxford, 2015

Milan Gu$tar / Sound and Numbers

the ratio 27:16 is the difference of three perfect fifths
and an octave, etc.”

Harmony can be analysed in the case of sounds
with a well defined pitch, tones, i.e. periodic os-
cillations. A regular oscillation expresses order, an
irregular oscillation chaos. This then gives rise to the
traditional European division into musical sounds, i.e.
tones, and non-musical sounds, i.e. noise. European
music has long been an expression of order, the study
of musical harmony perceived within a broader con-
text. A focus on harmony, to begin with in symbolic
and later in practical form, led over the centuries
to the principle of harmony and melody becoming
the core elements of European music and the way it
created meaning. Numbers and numerical relations
were always an integral part of the European musical
tradition and the theoretical aspects of music were
studied not only by musicologists but important
mathematicians and physicists.

During the 20th century, musical structures were
separated from their sonic realisation. In the 1920s,
the American composer Charles lves wrote: “My
God! What has sound got to do with music!” 8, thus
expressing his belief in the importance of structures
in music. Not long before, the Italian composer and
theorist Ferruccio Busoni, in his Sketch of a New
Aesthetic of Music ?, predicted that music would
abandon the tonal system and set forth on the path
to “eternal harmony”. Soon after, the Italian Futurists
urged the complete repudiation of tradition and the
utilisation of all sound possibilities: “We must break
at all cost from this restrictive circle of pure sounds
and congquer the infinite variety of noise-sounds.” 1°
European music began to abandon the world of
pure tones, perfect chords and received noise, with
all its concomitant chaos, as one of its means of
expression.

7 Hermann von Helmholtz, Alexander Ellis: On the
Sensations of Tone as a Physiological Basis for the
Theory of Music, Dover Publications, inc., New York
1954.

8 Charles Ives: Essays Before a Sonata, Project
Gutenberg, 2009, p. 5, available at https://www.
gutenberg.org/files/3673/3673-h/3673-h.htm

? Ferruccio Busoni: Entwurfeinerneuen Asthetik der
Tonkunst, Leipzig: Insel-Verlag, No. 202, n.d. (ca 1916).
10 | uigi Russolo: The Art of Noises, trans. by Robert
Filliou, ubuclassics 2004, p. 6.

nou soucasti evropské hudebni tradice a teoretickymi
aspekty hudby se zabyvali nejen muzikologové, ale
i vyznamni matematici a fyzici.

Ve 20. stoleti doslo k oddéleni hudebnich struktur
od jejich zvukové realizace. Ve druhém desetileti
20. stoleti americky skladatel Charles Ives napsal:
.Proboha, co ma zvuk spole¢ného s hudbou?!”?,
a vyjadril tak své presvédceni o vyznamu struktur
v hudbé. Nedlouho pred nim italsky skladatel a teo-
retik Ferruccio Busoni ve svém Nacrtu nové hudebni
estetiky*° predpovidal, Ze hudba opusti dosavadni
tonovy systém a vyda se na cestu k ,nekonecné
harmonii”. Brzy potom zacali ital$ti futuristé nabadat
k Uplnému odvrzeni tradice a vyuzivani veskerych
zvukovych moznosti: ,Musime se vymanit z tohoto
uzkého okruhu ¢istych hudebnich zvuk( a dobyt
nekonec¢nou rozmanitost hlukd - zvuka.” ** Evropska
hudba zacala opoustét svét radu Cistych tona
a dokonalych souzvuki a pfijala mezi své vyjadiovaci
prostredky i hluk s jeho chaotickymi aspekty.

Milan Gustar, Diagram pro kineticky objekt, 2003,
Kineticky objekt, archiv umélce

Milan Gustar, Diagrame for kinetic object, 2003, Kinetic
object, artist’s archive

? Charles Ives, Essays Before a Sonata, Project Gutenberg,
20009, s. 5. Dostupné z: https://www.gutenberg.org/
files/3673/3673-h/3673-h.htm.

1o Ferruccio Busoni, Entwurf einer neuen Asthetik der Tonkunst,
Leipzig: Insel-Verlag, n. d. [ca 1916], No. 202.

11 | uigi Russolo, Uméni hluku, pieklad Petr Studeny. Dostupné z:
https://www.hisvoice.cz/umeni-hluku-umeni-hluku/.
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Od konceptualizace zvuku
k dekonstrukci média

From Conceptualising Sound
to Deconstructing the Medium

Jozef Cseres

John Cage, Gert de Ruijter, asi 1988, archiv umélce
John Cage, Gert de Ruijter, about 1988, artist’s archive
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V roce 1916 Marcel Duchamp zafixoval ¢tyfmi
Srouby mezi dvé médéné desticky klubko nédmornic-
kého provazu, do néhoz predtim Walter Arensberg
vlozil neznamy predmét, takze klubko, kdyz se jim
zatfaslo, vydavalo zvuk. Takto vytvoreny ready-
-made nazval Duchamp S tajnym zvukem (A bruit
secret; anglicky With Hidden Noise) a komentoval
slovy: ,Nikdy se nedovim, jestli je uvnitf mince
nebo démant.” Poté, co do desticek vyryl anglicka
a francouzska slova s chybéjicimi pismeny, oznadil
svlj vytvor jako ,cviceni z komparativni ortografie”.
A bruit secret je interaktivni objekt; aby se divak
dopracoval ke konceptu naznaceném v nazvu, musi
jim zatfast. A nebyl to Duchamp(v prvni pfispévek
ke zvukovému uméni. Mezi koncepty k Nevésté
svlékané svymi mladenci, dokonce (La mariée mise a
nu par ses célibataires, méme; 1915-1923) byly totiz
tfi hudebni kusy pochazejici s nejvétsi pravdépo-
dobnosti z roku 1913. Dva mély charakter notované
kompozice, tieti - Sculpture musicale (Hudebni
skulptura) - byl kraticky textovy fragment, jehoz
interpretace mlze potencialné vést ke zvukové
realizaci: Sculpture musicale. Sons durant et partant
de différent points et formant une sculpture sonore
qui dure (Hudebni skulptura. Trvajici a z rozli¢nych
bodu vychazejici zvuky vytvareji zvukovou skulpturu,
jez trva.). Duchamp v Sedesatych letech daroval
text Johnu Cageovi, ten ho preved| do mezostichu?
a v roce 1987 nacetl v hluéném newyorském pro-
stfedi. Pavodni koncept tak nabyl formu vizualni
i fonické poezie. Jesté predtim, v roce 1974, Petr Kotik
pfepsal numerickou partituru Nevésty do notopisu,
na jehoz zakladé Martin Kalve vytvofil nahravku na
dérném pasku pro pianolu. Duchamp v téchto dilech
ukazal, ze v uméni je mozno vyuzit zvuk jako komu-
nikacni médium i nehudebnim ¢i nehudebnickym
zpUsobem, ¢im jako vytvarnik anticipoval nejenom
konceptualismus v hudbé, ale téz zvukové uméni
konce 20. stoleti.

Na cesté ke konceptualizaci zvuku zasel Cage ve
svych mezostisich jesté dal. Tim, ze je nahlas pfedna-
Sel (resp. nahraval a prehraval), dekonstruoval jejich
uplny vyznam, odhalitelny pouze ve vizualni podobé.

1 Mezostich je svérazna podoba akrostichu, kde prostfedni
pismena jednotlivych radkd vytvareji ve vertikalni linii
plnovyznamové slovo nebo slovné spojeni, které, kdyz se Cte,
posluchaci unika.
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In the year 1916, Marcel Duchamp used four
screws to fix between two brass plates a ball of
twine in which Walter Arensberg had placed an
unknown object so that the ball, when shaken,
made a sound. Duchamp called his readymade
With Hidden Noise (A bruit secret). He himself did
not know what was inside, making the following
comment: “I will never know whether it is a dia-
mond or a coin”. After engraving the plates with
English and French words with missing letters, he
referred to his creation as an “exercise in compar-
ative orthography”. A bruit secret is an interactive
object: spectators must shake it to work their way
through to the concept suggested in its title. And
this was not Duchamp'’s first contribution to sound
art. The underlying concepts of The Bride Stripped
Bare by Her Bachelors, Even (La mariée mise a nu
par ses célibataires, méme; 1915-1923) included
three pieces of music, most likely from 1913. Two
were in the nature of a notated composition, while
the third, called Musical Sculpture, was a brief text
fragment whose interpretation could potentially
be enacted through sound: Sculpture musicale.
Sons durant et partant de différent points et
formant une sculpture sonore qui dure (Musical
Sculpture. Sounds enduring and coming from dif-
ferent points, thus shaping a lasting sound sculp-
ture). In the 1960s, Duchamp donated his text to
John Cage, who transposed it as a mesostich:
and read it out in a noisy New York environment in
1987. Thus, the original concept was transformed
into poetry both visual and phonic. Even earlier, in
1974, Petr Kotik transcribed the mensural score of
the Bride into modern notation, based on which
Martin Kalve created a player piano roll. In these
works, Duchamp demonstrated that art could use
sound as a medium of communication in non-mu-
sical ways or without musicians; as a visual artist,
he thus anticipated not only conceptualism in mu-
sic but also late 20th century sound art.

In his mesostichs, Cage progressed even
closer to conceptualising music. By presenting
them out loud (or recording and then playing
them), he deconstructed their complete meaning,
one that could only be revealed in visual form.
What is more, in his scenic score Voiceless Essay
for Cunningham'’s ballet Points in Space (1986), he
used a computer to eliminate all speech sounds
except consonants from the mesostich recordings
and disseminated the outcome as a 36-track elec-
tronic record. As underlying sound material for

1 The mesostich is a peculiar form of the acrostic
where the middle letters on each line together form
a full-fledged message on the vertical axis. When
the mesostich is read out, its message becomes
inaccessible to the listener.

Jozef Cseres / From Conceptualising Sound
to Deconstructing the Medium

Marcel Duchamp & Walter Arensberg, Tajny hluk (A bruit
secret), 1916, asistovany readymade, 11x13x13 cm, sbirka
Louise a Walter Arensbergovych, prava: Collectiton
Timothy Brawn, New York

Marcel Duchamp & Walter Arensberg, With Hidden Noise

(A Bruit Secret), 1916, assisted readymade, 11x13x13 cm

The Louise and Walter Arensberg Collection, credit:
Collectiton Timothy Brawn, New York

this composition, he used his own presentation of
eighteen mesostichs he had computer-generated

from David Henry Thoreau’s text. The name of Erik
Satie’s unfinished composition, Messe des Pauvres
(Mass of the poor) served as the vertical message.
It is hard to think of a better example of Derridean

deconstruction.

Instructional and graphic scores are two other
examples of conceptualisation in music. Albeit
they have become legitimate genres of intermedia
artistic expression, their rise in the 1960s and 1970s
was boosted by initiatives of the two above-men-
tioned pioneers of conceptual art. However, the list
of Duchamp’s conceptual and instructional pieces
also contains ones that refer to sound without
making it conditional on real existence. One of
them was conceived by Duchamp as an imitation
of a music exercise for the deaf, in another one he
proposed only listening to tones from a partially or-
dered set of tones that had not been played. Future
of Music: Credo (1937) is undoubtedly the greatest
musical concept of Cage, a prophetic manifesto
that came to be realised naturally, through subse-
quent development of musical thought.

In the 20th century, traditional notation could
no longer keep up with the dynamic evolution
of music or with the deconstructionist practic-
es of the avant-gardes. This is why Cage started
using unconventional visual symbols to repre-
sent sounds. And once modernist artists parted
with figural representation and started creating
abstract compositions using lines, colours and

Ba co vic, ve scénické hudbé Voiceless Essay (Esej
bez hlasu) ke Cunnighamovu baletu Points in Space
(Body v prostoru; 1986) s pomoci pocitace eliminoval
z namluvenych mezostich( véechny zvuky fec¢i kromé
souhlasek a takto ziskany akusticky destilat dale
diseminoval do 36stopové elektronické nahravky.
Jako vychozi zvukovy material pro tuto kompozici
pouzil vlastni pfednes osmnacti mezostich(, které
pomoci pocitace vygeneroval z textu Davida Henryho
Thoreaua, pricemz si za vertikalni pointu jednotlivych
mezostichd zvolil nazev nedokoncené kompozice
Erika Satieho Messe des Pauvres (MSe chudych).
Lepsi priklad derridovské dekonstrukce si Ize stézi
pfedstavit.

Jinymi pfiklady konceptualizace v hudbé jsou
instruktivni a graficka partitura. | tyto, dnes uz legi-
timni zanry intermedialniho uméleckého vyjadreni
vdéci za svlij rozmach v Sedesatych a sedmdesatych
letech iniciativdam zminénych dvou prakopnik
konceptualniho uméni. Ale mezi Duchampovymi kon-
ceptualnimi a instruktivnimi kusy najdeme i takové,
jez pfimo odkazuji na zvuk bez toho, aby ho podmi-
novaly readlnou existenci. Jeden z nich si Duchamp
predstavoval jako napodobovani hudebnich cviceni
pro hluché, v dalsim navrhoval poslouchat jenom ty
tony z usporadané mnoziny ténd, jez nebyly zahrany.
Cageovym nejvétsim hudebnim konceptem je
nesporné prorocky manifest Future of Music: Credo
(Budoucnost hudby: Credo; 1937), protoze ho pfiro-
zené realizoval nasledny vyvoj hudebniho mysleni.

Jelikoz v 20. stoleti jiz tradi¢ni notace dal neod-
povidala dynamickému vyvoji v hudbé ani dekon-
struktivistickym praktikdm avantgard, Cage zacal
reprezentovat zvuky nekonvencnimi vizualnimi znaky.
A jakmile se modernisticti malifi rozesli s figuralni
reprezentaci a zacali vytvaret abstraktni kompo-
zice z linii, barev a vzorc( odvozenych z pfirody
nebo matematickych a geometrickych konfiguraci,

i néktefi experimentalni hudebnici a skladatelé

zacali akusticky interpretovat nehudebni vizualni
struktury a vzorce abstraktnich maleb. Obé tendence
se vyrazné projevily zejména v konceptualismu

a minimalismu Sedesatych let a rezonovaly téz

v Cageovych grafickych partiturach integrujicich
estetiku volné kresby a kaligrafie s pragmatismem
instruktivni hudebni notace. Nekonvencni grafickou
notaci si vyzadaly i jeho experimenty v hudbé. Cage
mél experimentovani v povaze a v padesatych letech
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privedl uméni notace za funkéni omezeni a etabloval
grafickou partituru jako autonomni zanr konceptual-
niho umeéni.

Nejslavnéjsi a nejdiskutovanéjsi Cagellv koncept
je véak kompozice 4'33”, (1952). Premiérové byla
uvedena na klaviru v roce svého vzniku Davidem
Tudorem a predstavuje kulminac¢ni bod skladatelova
intenzivniho zajmu o zenovou filozofii, indeterminis-
mus a ambivalenci fenoménd zvuku a ticha. Vymezily
ho dvé udalosti: 1) navstéva zvukotésné anechoické
komory na Harvardoveé univerzité, kde prekvapeny
Cage slysel dva zvuky, nizky, zplsobeny krevnim
obéhem, a vysoky, zplsobeny nervovou soustavou;
2) samotna skladba ticha, zkomponovana a uvedena
posléze. Jeji partitura nepredepisovala interpretovi
zadnou aktivitu kromé casu ¢tyf minut a ttiatficeti
vterin, kdy nesmi vyluzovat na svém hudebnim
nastroji zadné zvuky. Svét uméni, prestoze v té dobé
uz castecné akceptoval Duchampovy ready-mades
a jiné podoby ,antiuméni”, jesté dlouho nedokazal
pochopit Cageovu radikalni kompozici jinak nez
jako prvoplanovou provokaci, kanadsky Zertik, hravy
dadaismus anebo, v lepsim pripadé, jako zenovou
meditaci, gesto amatérského filozofa ¢i extravagantni
experiment avantgardniho umélce. Cageliv koncept
ticha byl prvoplanové asociovan se zvukem, ¢as-
tecné proto, Ze jeho autor byl hudebnik, hlavné vsak
proto, Ze byl konvencéné a institucionalné potvrzen
hudebni partiturou a jeji interpretaci na tradi¢nim
hudebnim nastroji. Vice nez absenci zvuku pfitom
manifestoval absenci aktivity, jez zménila aktéra kusu:
misto hudebnika se jim staly zvukové charakteristiky
prostiedi a publikum. Kus 4'33” je plny paradox, je
to vlastné hudba, v niz absentuje hudba jejiho autora,
a tato absence autorské hudby je verejné manifesto-
vana hudebnickym zplsobem (partitura, vydavatel,
hudebni nastroj, renomovany interpret, prestizni
platforma). Je to absence intencionalnich zvuk{

a zaroven prezence neintencionalnich zvukd v ramci
socialné kodifikovaného ritualu (koncertu).

Poté, co se duchampovsko-cageovské hudebni
koncepty etablovaly a rozvinuly v hnuti Fluxus
a pozdéjsim sound artu, zajem umélc pracujicich
se zvuky se vétsinou presunul z jejich imanentnich
a prostorovych vlastnosti na zvuky jako komunikacéni
meédium. Ale nikoliv v tradi¢nim sémantickém, nybrz
syntakticko-pragmatickém smyslu. Svét uméni jako
by konec¢né pochopil, ze bez zvuku se nedéje nic
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patterns derived from nature or mathematical/
geometric configurations, some experimental mu-
sicians and composers, too, came up with acousti-
cal interpretation of non-musical visual structures
and abstract painting patterns. While both tenden-
cies importantly shaped especially the 1960s con-
ceptualism and minimalism, they also resonated

in Cage's graphic scores in which he integrated
the aesthetic of free drawing and calligraphy with
the pragmatism of instructional music notation.
His musical experiments, too, required an uncon-
ventional graphic notation. Experimentation was
Cage’s second nature and in the 1950s, he took
the art of notation beyond its functional limits and
established the graphic score as an autonomous
genre of conceptual art.

However, the composition entitled, 4'33”,
(1952) is the most famous and frequently debated
concept of Cage. Premiered by David Tudor on pi-
ano in the year of its emergence, it represents the
climax of the composer’s intensive engagement
with Zen philosophy, indeterminism, and the am-
bivalent phenomena of sound and silence. It was
delimited by two events: (1) Cage’s visit to a sound-
proof anechoic chamber at Harvard University,
where the surprised author heard two sounds,

a low-pitch one caused by his circulatory system
and a high-pitch one caused by his nervous sys-
tem; and (2) the silence composition itself that he
created and introduced subsequently. Its score did
not instruct any activity, the performer was merely
prohibited from making any sounds on his musi-
cal instrument for four minutes and thirty-three
seconds. Albeit the world of art had somewhat ac-
cepted Duchamp’s readymades and other anti-art
forms, it long struggled to view Cage's radical
composition as anything beyond deliberate prov-
ocation, a prank, playful Dada or, at best, a Zen
meditation, an amateur philosopher’s gesture or
an avant-garde artist’s extravagant experiment.
Cage’s silence concept was intuitively associated
with sound, partly because the author was a mu-
sician but primarily because it was conventionally
and institutionally reaffirmed with a music score
and performance on a traditional musical instru-
ment. However, rather than the absence of sound,
it manifested the absence of activity that replaced
the actor of the piece: instead of the musician, the
acoustic features of the environment and the audi-
ence were now the actor. 4'33” is full of paradoxes,
it is in fact music from which the author’s music is
absent whereas such absence of authorial music is
publicly manifested in musical ways (a full score,

a publisher, a musical instrument, a renowned
performer, a prestigious platform). It is the ab-
sence of intentional sound and simultaneously the
presence of unintentional sounds in the context of
a socially codified ritual (concert).

Jozef Cseres / From Conceptualising Sound
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JiFi KolaF, Basen ticha, 1962, asamblaz, kaminky,
Muzeum Olomouc

Jifi Kolat, Poem of Silence, 1962, assemblage, pebbles,
Museum Olomouc

After the Duchampian-Cagean music concepts
became established and developed into the Fluxus
movement and later into sound art, the attention
of sound artists mostly shifted from sound’s imma-
nent and spatial properties to sounds as commu-
nication medium - but in a syntactical-pragmatic
sense, rather than in the traditional semantic
sense. As if the world of art had finally under-
stood that nothing of substance goes on without
sound, that to ignore, downplay, mute, or instead
excessively amplify the sounds of real or virtual
spaces, whether generated naturally or artificially,
is the same as to retouch paintings and to hone
the surfaces of art objects. In short, it goes against
the representative principles of the art of life and
against the strategies of deconstruction.

The acoustic drawings of Milan Grygar are an
excellent example of the deconstructive approach
to a visual art medium. They represent his tempo-
rary departure from the traditional static medium
of visual art (painting) in favour of gesturality,
hapticity, processuality, and relationality. From this
perspective, acoustic drawings are an interme-
dium par excellence. The artist created them to
study the ephemeral relations between the ges-
ture, rhythm, sound, and track of the act of draw-
ing, on one hand, and space-time and movement,
on the other hand. He created them to emphasise

podstatného, Ze ignorovat, bagatelizovat, tlumit
nebo naopak neumérné zesilovat zvuky realnych

i virtualnich prostord, at uz pfirozené, nebo uméle
generované, je totéz jako retusovat obrazy a cizelovat
povrchy vytvarnych objektd. Je to zkratka proti repre-
zentacnim principlm umeéni Zivota i proti strategiim
dekonstrukce.

Skvélym prikladem dekonstruktivniho pfistupu
k vytvarnickému médiu jsou akustické kresby Milana
Grygara. Predstavuji jeho docasny rozchod s tra-
di¢nim statickym vytvarnickym médiem (malbou)

a prechod ke gesticnosti, hapti¢nosti, procesualnosti
a vztahovosti. Z tohoto hlediska jsou akustické kresby
intermédium par excellence. Vytvarnik v nich zkou-
mal efemérni vztahy mezi gestem, rytmem, zvukem

a stopou kresebného aktu na jedné strané a prostoro-
¢asem a pohybem na strané druhé. Zdlraznil tim, Ze
v lidské tvorivosti nema intermedialita technologic-
kou podstatu, nybrz tkvi v nasi pfirozenosti, protoze
nase zkusenost je Casoprostorova. Lze tudiz fict, ze
umeéni bylo intermedialni ddvno predtim, nez viibec
bylo uménim.

Grygarovy akustické kresby jsou prlseciky pro-
storu, svétla a pohybu. A jelikoz kazdy pohyb a kazda
aktivita generuji pravodni zvuk, tento se stava inte-
gralni soucasti vytvarnikova zajmu i vyjadreni. Grygar
chape kresbu jako zaznam, stopu, co koresponduje
s dekonstruktivnim pfistupem k tvorbé i interpretaci
jakychkoliv textt (dél), jak ho svého ¢asu postuloval
filozof Jacques Derrida. Dekonstruovat totiz obecnéji
znamena odmitnout uvazovani ve stabilizujicich
pojmech metafyziky - pojmech, jako jsou pravda,
stfed, pocatek, konec, fad, predvidatelnost apod. -

a vyznavat nestabilitu a procesualitu jako nezbytny
tvorivy princip. Ve svétle dekonstrukce se ukazuje,

ze ani malifrské médium neni ,Cisté”, protoze malba
neni pouze fixovany barevny natér na néjaké plose,
ale i proces, ktery mu predchazel, véetné malifo-
vych myslenek, gest a realizacnich aktl. Ignorovat

a retusovat gesta a zvuky doprovazejici malitsky
nebo kreslifsky akt znamena ochudit ho o Zivotné
dulezité komunikacni a persuazni aspekty, jelikoz jsou
integralni soucasti tvofivého procesu.

Grygar ve svych akustickych, Zzivych a mecha-
nickych kresbach i v nékterych partiturach vlastné
dekonstruuje moznost ¢istého média. Jeho perfor-
mativni kresleni je skvélym pfispévkem do interme-
dialniho uméni v celosvétovém kontextu. Autor pfi
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Milan Grygar: PGdorysna partitura (Partitura pro choral a maly
ariston), 1968, tus, tempera, pastel na lepence, 51x73 cm
soukroma sbirka, foto: Jifi Benak

Milan Grygar: Floor Plan score (Score for chant and small ariston), 1968,
ink, tempera, pastel on cardbord, 51x73 cm, private collection, photo:
Jifi Benak

realizaci téchto kreseb pouzil kromé kresleni tusi
rizné predméty (rysovadla, Srouby, ozubena kolecka,
sklenice, zvonky, gongy, Cinely, foukacky, fehtacky),
mechanické hracky, hraci strojky a jina zarizeni
vydavajici zvuk (metronom, ventilator). V nékterych
sehraly dllezitou roli zvuky okoli, protoze nic se
nedéje ve ,zvukoprazdnu”. Rozsifeny arzenal kresli-
cich prostredk je vyrazem Grygarovy snahy rozsifit
vizualitu o akusticky a gesticky rozmeér, posilnit

jeji expresivnost a pevnéji ji ukotvit v pfirozeném
Casoprostorovém ramci. Vlastné nejde o skutecné,
dodatec¢né rozsiteni, nybrz o zachovani priivodnich
procest samotného kresleni - efemérnich gest

a zvuk( -, bez nichz by kresba nikdy nevznikla.

A nezanedbatelna byla téz pozdéjsi snaha umélce
osvobodit ruku od idey a pfenést dil odpovédnosti
za vysledek tvlrciho zaméru na strojové generovani
audiovizudlni kompozice, tj. distribuci tuSovych stop
po plose papiru ¢astecné samovolnymi mechanismy
(rotujicimi predméty, mechanickymi hrackami, aris-
tony apod.). Jinymi slovy, zvidavy duch experimen-
tujiciho umeélce zplodil nové intermédium, v némz
se umélecky zamér rozplynul v nehierarchické
Casoprostorové konfiguraci vizualnich, gestickych

a akustickych znak(. Tyto eventy komponované na
papirové plose byly navic snimany mikrofony, jez

jim vnutily Casoprostorové koordinaty jako nezbytny
orientacni rdmec pro percepci. Akustické, respektive
mechanicko-akustické kresby Milana Grygara na sebe
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that in human creativity, the nature of interme-
diality is not technological, that it derives from
our nature - because our experience is a tempo-
ral-spatial one. Therefore, it can be argued that art
was intermedial long before it was art at all.

Grygar'’s acoustic drawings are intersections
of space, light and movement. And since every
movement and every activity generate their ac-
companying sounds, the latter became objects
of the artist’s interest and integral parts of his
expression. Grygar treats drawing as a record,

a track, which corresponds with the deconstruc-
tive approach to interpretation of any texts (works)
as postulated in Jacques Derrida’s philosophy.
Indeed, to deconstruct means to reject thinking
in the stabilizing terms of metaphysics, such as
truth, centre, beginning, end, order, predictabil-
ity etc., and instead to embrace instability and
processuality as the necessary creative principle.
In the light of deconstruction, even the painting
medium proves far from “pure” because painting
is not only a fixed paint of colour on a surface but
also the process that preceded it, including the
artist’s thoughts, gestures, and performative acts.
To ignore and retouch the gestures and sounds
accompanying the act of painting or drawing
means to deprive it of its vital communicative and
persuasive aspects, as the latter are integral parts
of the creative process.

In his acoustic, living, and mechanical draw-
ings and in some of his music scores, Grygar in
fact deconstructs the possibility of a pure medi-
um. His performative drawing is a great contri-
bution to intermedial art in the global context. In
making these drawings, the author used not only
the pen-and-ink technique but also various objects
(ruling pens, gear wheels, glasses, bells, gongs,
cymbals, blowpipes, rattles), mechanical toys,
music boxes and other sound devices (a metro-
nome, an electric fan). An important role in some
of them was played by environmental sounds, as
nothing takes place in a vacuum, devoid of sound.
Grygar'’s extensive repertoire of drawing devices
reflects his quest to expand visuality by including
the acoustic and gestural dimensions, strength-
ening its expressiveness, and grounding it more
firmly in the natural temporo-spatial framework.
This is in fact not an actual subsequent expansion
but rather preservation of the very processes ac-
companying drawing, of the ephemeral gestures
and sounds without which a drawing would never
come to exist. Also of significance was the art-
ist’s subsequent struggle to free the hand from the
idea and to transfer a part of the responsibility for
the creative effort’s outcome to a machine-gen-
erated audiovisual composition, i.e. distribution
of ink traces on paper surface by semiautomat-
ic mechanisms (rotating objects, mechanical

Jozef Cseres / From Conceptualising Sound
to Deconstructing the Medium

toys, music machines etc.) In other words, the
experimenting artist’s curious spirit gave rise to

a new intermedium in which the artistic intent
disappeared in a non-hierarchical temporo-spa-
tial configuration of visual, gestural, and acous-

tic symbols. Moreover, such events composed

on paper surface were caught on microphones,
which forced upon them time-space coordinates
as a necessary perceptual framework of reference.
Milan Grygar’s acoustic, or mechanical-acous-

tic, drawings take dual forms: visual (as paper

and sometimes also film) and acoustic (as sound
recordings). But the most authentic of all is, of
course, the primary, fleeting, unique original per-
formance with its unpredictable outcome, one that
is made exciting precisely by the real-time gestural
composition. It is the latter that deconstructs the
possibility of a pure medium.

berou dualni formu - vizualni (papirovou a nékdy

i filmovou) a akustickou (jako zvukové nahravky). Ale
nejautentictéjsi je samozrejmeé ta primarni, prchava
a neopakovatelna - plvodni performance s nepred-
vidatelnym vysledkem, jez je vzrusujici pravé diky
gestickému komponovani v realném case. To ona
dekonstruuje moznost ¢istého média.

Jifi KolaF, Hudebni kruh, 1965, reliéfni chiasmaz, 100x70 cm, sbirka Nadace
Jana a Medy Mladkovych, Museum Kampa, copyright Wikimedia Commons
Jifi Kolaf, Musical circle, 1965, relief chiasmage, 100x70 cm, collection of Museum

Kampa Foundation, copyright Wikimedia Commons
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Fluxus a c¢eskoslovenska scéna
v Sedesatych letech dvacatého stoleti

Fluxus and the Czechoslovak art scene
in the 1960s

Helena Musilova

Marian Palla: Ka¢ena, nedatovano, fotografie autora, archiv umélce
Marian Palla: Duck, Photography of artist, artist’s archive
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Tento text vychazi z pfispévku pfedneseného na kolokviu

k vystavé Vivat Musical, pofadané v roce 2014 u pfrilezitosti
stejnojmenné vystavy ve Veletrznim palaci ve spolupraci

s Narodni galerii v Praze a Ustavem pro dé&jiny uméni Filozofické
fakulty Univerzity Karlovy.

Hnuti Fluxus, plsobici na mezinarodni umélecké
scéné od pocatku Sedesatych let, sehralo v uméni
stfedni Evropy vyznamnou roli zprostiedkovatele
vztahu s celosvétovym aktualnim uménim inter-
medialni povahy. Jednim z jeho podstatnych rys
bylo feseni otazek vztahu vizualniho uméni a hudby,
jez - spolu s jazykovou a performativni, respektive
procesualni slozkou dila - tvofily na koncertech
a vystoupenich Fluxu integralni celek. Nasledujici
text se zabyva fadou aspektl majicich vychodisko
pravé v otevienosti Flux aktivit, které zasadné ovliv-
nily umélecky provoz v tehdejsim Ceskoslovensku,
zejména prostrednictvim plsobeni brnénského kura-
tora a umélce Jifiho Valocha, prazského uméleckého
aktivisty Milana Knizaka a nékolika dalSich osobnosti
nezavislé scény.

Jak doklada Tomas Pospiszyl v knize Asociativni
déjepis uméni,* prvni informace o hnuti Fluxus
v ranych Sedesatych letech ziskal a Uzkému okruhu
svych pratel schazejicich se v ateliéru Mikulase
Medka zprostiedkovaval Jiti Kolar. Pravé Jifi Kolar
a Jindfich Chalupecky také pomohli navazat vztah
Fluxu a Milana Knizaka, dnes nejznaméjsiho ¢eského
predstavitele tohoto hnuti, disponujiciho titulem redi-
tel Fluxus East. Podobné stal Kolar také u zprostied-
kovani kontakt s hnutim Fluxus pro Jifiho Valocha,
ktery pak |éta s fadou aktérd hnuti Fluxu intenzivné
komunikoval. Aktivity Fluxu, a zejména otevieny
zpUsob prace a chapani uméleckého dila v jeho
intermedialité jako specifické formy komunikace, se
v urcité dobé staly pro Valochovu tvorbu i ostatni
¢innost naprosto zasadni. Jifi Valoch tyto podnéty
transformoval do specifické podoby, finalné ovliviu-

1 Tomas Pospiszyl, Asociativni déjepis uméni, Praha: Tranzit,
2014, s. 51-52. Pospiszyl se v kapitole ,Fluxus v Cechach a Cesi
ve Fluxu. Komunikacni sité, informacni provoz a hierarchie
uméleckého svéta” zabyva zejména vazbami Jifiho Kolafe

a Milana Knizaka s hnutim Fluxus, zminuje zde také obrazem
hnuti Fluxus v dobovych ¢eskych médiich. Ke vztahu ceského
prostredi a hnuti Fluxus viz napf. Vit Havranek (ed.), Akce, slovo,
pohyb, prostor: experimenty v uméni $edesatych let, Praha 1999;
Petra Stegmann, Fluxus East: Fluxus Networks in Central Eastern
Europe, Berlin 2007.
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This essay is based on a talk given at the colloquium
accompanying the exhibition Vivat Musica!, which
took place in 2014 on the occasion of the exhibition
of the same name at the Trade Fair Palace with the
cooperation of the National Gallery in Prague and the
Institute of Art History of the Faculty of Arts, Charles
University in Prague.

The Fluxus movement, active on the internation-
al art scene during the 1960s and 1970s, played an
important role in Central Europe as mediator of the
most up-to-date global trends in the sphere of inter-
medial art. One of its core activities involved asking
questions regarding the relationship of art and music.
Along with the linguistic and performative, i.e. the pro-
cedural element of a work, all of these themes were
brought together into an integrated whole at Fluxus
events. This text will examine many of the elements
that emerged from the openness of Fluxus activities
and that had an important influence on art in what
was then Czechoslovakia, especially thanks to the
work of the Brno-based curator and artist Jifi Valoch,
the Prague-based art activist Milan Knizak, and many
other personalities on the independent art scene.

As Tomas Pospiszyl points out in his book An
Associative Art History %, it was Jifi Kolaf who was privy
to the first information regarding the Fluxus move-
ment in the early 1960s. He shared this information
amongst the close circle of friends that used to meet
in Mikulas Medek'’s studio. And it was Jifi Kolar and
Jindfich Chalupecky who helped establish the rela-
tionship between Fluxus and Milan Knizak, the latter
the best known Czech representative of the move-
ment who became director of Fluxus East. KolaF was
also responsible for establishing contact between
Fluxus and Jifi Valoch, who was in intensive communi-
cation with member of its members for several years
afterwards. For a time, the activities of the movement,
above all its open methods of work and its under-
standing of the artwork in its intermediality as a spe-
cific form of communication, were crucial for the
development of Valoch’s work and other activities.
Valoch took these influences and transformed them
into a unique phenomenon that had a huge influence

1 Tomas Pospiszyl, Asociativni déjepis uméni,
Tranzit, Praha 2014, pp. 51-52. In the chapter entitled
Fluxus v Cechach a Cesi ve Fluxu. Komunikaéni sité,
informacni provoz a hierarchie uméleckého svéta,
Pospiszyl focuses on the links between Jifi Kolar and
Milan Knizak and Fluxus. He also looks at the image
of Fluxus in Czech media at the time. Other literature
on the relationship of Czechoslovakia to the Fluxus
movement: Vit Havranek (ed.), Akce, slovo, pohyb,
prostor: experimenty v uméni Sedesatych let, Praha
1999; Petra Stegmann, Fluxus East: Fluxus Networks in
Central Eastern Europe, Berlin 2007, et al.
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on the Moravian and Slovak art scenes at the end of
the 1960s and start of the 1970s.

From the start of Valoch’s active engagement
with art (what Milan Knizak was later to call his ob-
session 2), i.e. from around the start of the sixties, his
creative work was bound up with his curatorial and
theoretical activities. The roles of artist, poet, curator,
critic, musician, theorist, collector and teacher all
came together in the person of Valoch. His world
was a reflection of language, its visual, semantic
and relational links. He was primarily interested in
multifaceted work drawing on geometry, visual and
conceptual poetry, graphic music and phonic poet-
ry, conceptual and post-conceptual photography,
installation (textual and interventional), events and
interventions in nature. These were modes of expres-
sion that dovetailed nicely with the broader interests
of the Fluxus movement. And it is in his work and
that of his opposite in some respects, Milan Knizak,
that we see the adaptation of the influence of Fluxus
to the Czechoslovak and more generally the Central
European cultural milieu.

In the early days of Fluxus there was an em-
phasis on thinking through and rediscovering the

2 Milan Knizak, [untitled text], in: Michal Kolecek (ed),
JiFi Valoch, Usti nad Labem 1999, nestr.

OO0 OV VIADREE BSOS,
IAZHAMY WERPEMEL W GALER PLATYZ

manifest [luxu

jici zejména moravskou a slovenskou ¢ast tehdejsi
Ceskoslovenské umélecké scény na konci Sedesatych
a zacatkem sedmdesatych let.

Od pocatkl Valochova aktivniho souziti s uménim
(které Milan Knizak pozdéji nazval posedlosti?), tedy
zhruba od zacatku Sedesatych let, je jeho autorska
tvorba neoddélitelné spjata s kuratorskou a teo-
retickou ¢innosti. Ve Valochové osobé se prolinaji
a splyvaji ¢innosti vytvarnika, basnika, kuratora,
kritika, hudebnika, teoretika, sbératele i pedagoga.
Valochovym svétem je reflexe jazyka, jeho obrazoveé,
sémantické i vztahové vazby. Primarné ho zajima
prace mnohotvarnym zplsobem vyuzivajici jazyk
geometrie, vizualni a konceptualni poezie, grafické
hudby ¢&i fonické poezie, konceptualni a postkon-
ceptudlni fotografie, instalace (textové i intervencni),
akce a intervence v pfirodé. To jsou formy vyjadreni,
které zapadaji i do Sirokého zabéru hnuti Fluxus.

A pravé na prikladu tvorby a celkového pusobeni

2 Milan Knizak, [text bez ndzvu], in: Michal Kolecek (ed.), Jifi
Valoch, Usti nad Labem 1999, nestr.
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Jifiho Valocha a Milana Knizéaka jako urcitého
Valochova opaku je mozné vidét modifikace impulzd
danych hnutim Fluxus v ceském, obecnéji i stfedoev-
ropském prostredi.
V pocatcich hnuti Fluxus stoji nové promys-
leni a znovunalézani klasické avantgardy vazici
se zejména ke vztahu obrazu a pisma (dédictvi
Guillauma Apolinaira, Kurta Schwitterse a dalsich),
k dadaismu (viz pfednaska Georga Macinause
Neodada v USA a koncert Neodada v hudbé z roku
1962) a zejména k tvorbé Marcela Duchampa.
K tomuto zédsadnimu zdroji se pfidruzil vliv
hudebniho skladatele Johna Cage, velkého pfiznivce
Duchampova dila, jehoz modely ndhodnych operaci,
estetika vSedniho dne a novy typ subjektivity
pfedznamenaly a teoreticky podlozZily aktivity
budouciho hnuti. Zaroven byl pro zapadni svét
dulezity objev radikalniho odkazu sovétskych
avantgard (skupina LEF). ® Litevsko-americky
predstavitel Fluxu George Maciunas dosahl
ojedinélého propojeni obou zdanlivé nespojitelnych
poloh - uméleckeé tradice vychodni (jak ve smyslu
stfedni a vychodni Evropy, tak uméni Asie, zejména
Japonska) a zapadni. Podobné jako on byla fada
aktér hnuti Fluxus emigranty, nebo spise migranty
(ve smyslu svétoobcanstvi). Tato okolnost vedla
k nepfedpojatému pfijimani inspirace vychazejici
z uméleckych odkazl nap¥ic¢ celym svétem,
k internacionalité, kterou v sobé hnuti od pocatku
obsahovalo. Tato velkorysa koncepce (tvorena spise
intuitivné nez slozité teoreticky promyslena) zahrnula
také zemé tzv. socialistického bloku, pro ktery se
tak hnuti Fluxus stalo jednim z dllezitych kulturnich
pojitek prochazejicich napfic¢ zeleznou oponou.*
Fluxus v sobé navic od pocatku obsahoval opozici
vUci institucionalizovanému uméleckému svétu, at uz
to v rdznych ¢astech svéta znamenalo cokoliv.
Faktické zahajeni cinnosti Fluxu se uskutecnilo
9. ¢ervna 1962 v galerii Parnass ve Wuppertalu
v zapadnim Némecku, nasledovalo nékolik
evropskych koncertU a festivall (Fluxus-Internationale
Festspiele Neuster Musik, 1962, Wiesbaden). Nicméné

3 Yve-Alain Bois - Benjamin Buchloh - Hal Foster - Rosalind
Krauss, Uméni po roce 1900, Praha: Slovart, 2015, s. 457.

4 Jak utopické vsak tyto predstavy ze strany zakladatel Fluxu
byly, doklada ve svém &lanku pravé Tomas Pospiszyl (pozn. 2),
s. 61.
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classical avant-garde, especially as it pertained to the
relationship between image and letter (the legacy of
Guillaume Apollinaire, Kurt Schwitters and others), to
Dadaism (see the lecture by George Maciunas enti-
tled Neo-Dada in the USA and the concert Neo-Dada
in Music of 1962), and especially to the work of Marcel
Duchamp. To these basic sources must be added the
influence of the composer John Cage, a huge admirer
of Duchamp, whose models of random operations,
aesthetic of the everyday, and new type of subjec-
tivity foreshadowed and theoretically underpinned
the activities of what was to become Fluxus. Also
important for the Western world was the discovery

of the radical legacy of the Soviet avant-garde (the
LEF group) 3. The Lithuanian-American representa-
tive of Fluxus, George Maciunas, achieved a unique
synthesis of two seemingly incompatible positions,
the artistic tradition of the East (in the sense of both
Central and Eastern Europe and Asia, especially
Japan) and the West. Like Maciunas himself, many
members of Fluxus were emigrants or rather migrants
(in the sense of being cosmopolitan, artistic nomads).
This led to an open, unbiased acceptance of inspira-
tion from artistic legacies from around the world and
an internationalism that characterised the movement
right from the start. This open-minded conception
(more the result of intuition than any contorted intel-
lectual thought process) included the countries of
the socialist bloc, for which Fluxus became one of the
important cultural points of connection passing over
the Iron Curtain. 4 Furthermore, right from the start
Fluxus set itself in opposition to the institutional art
world, whatever this might mean in different parts of
the world.

The Fluxfests began on 9 June 1962 at the
Parnass Gallery in Wuppertal in East Germany. This
was followed by several European concerts and festi-
vals (Fluxus-Internationale Festspiele Neuster Musik,
1962, Wiesbaden). In addition to performance, hap-
pening, artistic divertissement, concerts and events,
Fluxus introduced to the art scene other ephemeral
projects such as small events, mail art and stamp art,
i.e. inconspicuous gestures on the border of art and
real life. In this way it made a significant contribution
to what the American theorist Lucy Lippard calls the
dematerialisation of the artwork. For many Central
European artists, these subtler art forms, including
the phenomenon of an open, collaborating commu-
nity, were perhaps even more important than the
happenings and festivals we tend to remember today.

3 Yve-Alain Bois, Benjamin Buchloh, Hal Foster and
Rosalind Krauss, Uméni po roce 2000, Slovart Praha,
p. 457.

4 However, Tomas Pospiszyl points out just how
utopian were these ideas of the founders of Fluxus in
his article, op cit. in ftn. 1, p. 61.
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Most importantly, the very nature of the Fluxus move-
ment was experimental, and, as the title suggests,
“flowing”, “flux” and “evanescent”. ® Being part of the
group was less about membership and more about

a kind of affinity.

The movements first festivals and events were
held in 1962 and 1963. This was at a time when Jifi
Valoch had already begun his practical and theoret-
ical exploration of visual poetry and was in contact
with other figures active in Czech new poetry. Just
one year later, Milan Knizak, one of the key players
on the Czechoslovak art scene after 1960, an artist
without any limits whatsoever in terms of medium,
the creator of objects and installations, a perform-
er and initiator of events and musician, mounted
his first happenings, manifestations and artistic
demonstrations in the Novy Svét district of Prague.
In 1965, Knizak began a correspondence with George
Maciunas, with whose broad concept of art he was
in complete agreement. As Jifi Pospiszyl has pointed
out, Knizak was critical of many of the activities of
Fluxus because he felt there was too much empha-
sis placed on art. ¢ At his early events in Prague and
Marianské Lazné, Knizak invited passersby to adopt
a stance regarding a specific “problem” or issue. In
1964, along with like-minded artists (Jan Mach, Vit
Mach, Sona Svecova, Jan Trtilek and Robert Wittman),
he founded the group Aktual. The group’s activities
(manifestations, performances, events held in public
space, etc.) were similar to those of Fluxus, which
Knizadk had not yet come across. For Knizak and his
circle creative activities were less about artefacts or
appearances than a way of life, the defamiliarisation
or estrangement of the quotidian and a quest for
transformation, transition and the dissolution of the
boundaries between life and art. Perhaps the spirit
of this new approach is best captured by the words
initiation or activism.

By 1966, George Maciunas had appointed Knizak
the representative of Fluxus in Prague, thus declar-
ing complete acceptance of the latter’s activities
on the part of his American friends. This served as
important confirmation for Knizak of the path he had
opted for. His activities intensified, and of especial
interest within the context of this publication is the
project Broken Music and the creation of the band
Aktual in 1967. The band featured the guitarists Pavel
Tichy and Ivan Cori and gave its first performance in
March of the same year as part of the celebrations
surrounding the International Women'’s Day in Velka
Hledsebe. Unfortunately it was forced to bring things

5 George Maciunas explained the etymology of the
term Fluxus in the anthology Manifesto published in
1963, which contains three other sense of the word:
purge, tide and fuse.

6 Pospiszyl, op cit. in ftn. 1, p. 63.

hnuti Fluxus uvedlo na uméleckou scénu vedle
performanci, happeningl, uméleckych zabayv, flux
koncertl a eventl i dalsi efemérni umélecké projevy,
jako byly drobné akce, mail art ¢i stamp art, tedy
nendpadnd gesta na pomezi uméni a redlného zivota,
¢imz se vyrazné podilel, slovy americké teoreticky
Lucy Lippard, na dematerializaci uméleckého dila.
Tyto méné napadné umélecké formy, véetné feno-
meénu otevieného spolupracujiciho spolecenstvi,
se staly pro fadu umélct stredni Evropy klicovymi
mozna vice nez dnes ¢asto vzpominané happeningy
a festivaly. Podstatné je, Ze samotnda povaha hnuti
Fluxus byla experimentalni, a jak uz je to vlozeno
v jeho nazvu, ,plynouci”, ,tekouci”, ,nestala”.®
U jeho ucastnikl tedy neslo o faktické ¢lenstvi, spise
o jakousi spfiznénost.

Své prvni festivaly a eventy poradalo hnuti Fluxus
v letech 1962 a 1963. Jiz v této dobé se Jifi Valoch
zacinal prakticky i teoreticky zabyvat vizualni poezii
a aktivné kontaktovat dalsi protagonisty ceské nové
poezie. Jen o rok pozdéji proved| své prvni happe-
ningy, manifestace a umélecké demonstrace v Praze
na Novém Svété Milan Knizak, jedna z nejvyraznéjsich
postav ¢eského uméni po roce 1960, umélec bez
jakychkoliv limitd z hlediska média, autor objektd
a instalaci, performer, iniciator akci a hudebnik.
Minimalné od roku 1965 si Knizak korespondoval
s Georgem Maciunasem, s nimz se zcela shodl
na svém Sirokém pojeti uméleckych projevu. Jak
doklada Jifi Pospiszyl, byl Knizak i k fadé aktivit hnuti
Fluxus kriticky, s tim, ze se stale pfili$ orientuje na
uméni.6 Knizék se svymi ranymi akcemi v Praze
a v Marianskych Laznich snazil vyzvat kolemjdouci
k zaujeti stanoviska k nastolenému ,problému” nebo
udalosti. V roce 1964 zalozil se spratelenymi umélci
(Jan Mach, Vit Mach, Sofa Svecova, Jan Trtilek,
Robert Wittman) skupinu Aktual. Formalnimi projevy
(manifestace, performativni vystoupeni, akce ve
verejném prostoru aj.) se projekty Aktualu blizily hnuti
Fluxus, jehoz aktivity v té dobé jesté Knizak neznal.
Pro Knizéaka a jeho okruh byla tvrci ¢innost spise
nez o konkrétnich artefaktech nebo uméleckych
vystoupenich o zpUsobu Zivota, ozvlastnovani kaz-

5 George Maciunas vysvétloval tento termin vedle latinského
prekladu i ve sborniku Manifesto v roce 1963, kde zminoval tfi
vyznamy: oCistit (purge), proud (tide) a sloucit (fuse).

6 Pospiszyl (pozn. 2), s. 63.
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Toshi Ichiyanagi, Hudba pro electricky metronom, 1960, graficka partitura,
sbirka The Museum of Modern Art, New York, zdroj: Wikimedia Commons
Toshi Ichiyanagi, Music for Electric Metronome, 1960, graphic score, collection:

The Museum of Modern Art, New York, source: Wikipedia Commons

dodennich situaci a snaze o proménu, prostoupeni,
respektive setfeni hranic mezi zivotem a uménim
vlbec. Asi nejlépe muze jeho pojeti charakterizovat
slovo iniciace ¢i aktivismus.

Uz v roce 1966 oznacoval George Maciunas
Knizaka za zastupce Fluxu v Praze, ¢imz deklaroval
témér absolutni akceptovani jeho dosavadni Cinnosti
americkymi prateli, coz pro Knizaka znamenalo dule-
Zité potvrzeni cesty, kterou se vydal. Jeho ¢innost
pak jen nabyla na intenzité; v kontextu této publikace
mUzZeme zminit projekty Destruované hudby ¢i vznik
kapely Aktual v roce 1967. Knizak spolu s kytaristy
Pavlem Tichym a Ivanem Corim poprvé vystoupili
v bfeznu tohoto roku v rdmci oslav Mezinarodniho
dne zen ve Velké Hledsebi; koncert vSak museli
ukoncit po odehrani tieti skladby. Knizakovy aktivity
tohoto obdobi byly mimoradné siroké, uvazujici
v globalnich vizich, jak o tom svédc¢i plany k projektu
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to a halt after only its third song. Knizak was involved
in an extraordinarily wide range of activities at this
time and thinking in terms of global visions, as we see
from his plans for the project Manifestace pospolito-
sti.7In 1968, Knizak left upon Maciunas’s invitation for
a two-year stay in the USA. Upon his return in 1970
to a completely transformed social and political sit-
uation, he revived Aktual and organised several con-
certs. However, the band was forced to bring a halt to
its activities at the end of 1972.

Valoch’s introduction to Fluxus was complete-
ly different. As we have seen, the crucial factor in
Valoch'’s career path was the meeting arranged by
Ladislav Novak with Jifi Kolaf, an important figure
on the European art scene. Through Kolaf, Valoch
met many other well known figures, e.g. Bohumila
Grogerova and Josef Hilsar and the Louny-based geo-
metrists. He also found himself xin the centre of unof-

7 Pospiszyl, op cit. in ftn. 1, pp. 71-73.
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ficial art at that time largely associated with the circle
of people meeting at Medek’s apartment in Prague.

It was also around this time that Valoch began his
obsessive collecting, or rather the creation of his
personal artistic archive. Jifi Kolar played a key role
here too, and during one of their meetings proposed
a swap: one of his “rollages” for Valoch’s typescripts.

Galvanised by these encounters, Valoch struck
out on his own. A career milestone was his member-
ship of the group Mladi pratelé vytvarného uméni
(Young Friends of Fine Art) (MPVU)8, founded in 1960
at the Brno House of Arts by its director Adolf Kroupa
and the theorist Igor Zhot. The group was host to
Valoch'’s first lectures and also invited Milan Knizak to
Brno, who prepared one of his first public appearanc-
es within the framework of the MPVU. Valoch recalls
how Knizak’s character fascinated him and opened
up a new world untrammelled by convention and
routine. He had first encountered his ideas in 1965
in the pages of Tvar, which had published one of
Knizak’s manifestos. It is clear from the correspon-
dence between the two men from autumn 1966 that
Knizak was pleased to have been invited to Brno: [...]
it would be great if you could pay my travel expenses,
etc., though that isn’t so important. The main thing is
to disseminate AKTUALNI [meaning topical, though
clearly also a reference to Knizak’s band] ideas.

That's why, come what may, | will come. I'll bring the
texts you asked for with me.? The two men agreed on
a two-day programme that would include individual
and collective events in the House of Art and around
the city, a performance lecture, and the projection

of Fluxus films. @ The event took place on 28 and 29
January 1967 and warranted a brief write-up in the lo-
cal media. The people of Brno, blissfully unaware that
this was art, called the police. Luckily an official inves-
tigation was averted since the event had been duly
announced and approved by the National Committee
of the city of Brno as part of the annual programme of
events of the House of Arts, and according to its de-
scription was fully in line with other events organised
by the venue.

Around the mid-1960s, Valoch began writing
letters to people whose contacts he had obtained
from Kolaf, Chalupecky and Knizak. These includ-
ed Ken Friedman, Ben Vautier and Alan Kaprow. He

8 For more on the activities of the MPVU see Helena
Musilova, Jifi Valoch. Curator, Theoretician, Collector.
Years 1965-1980, National Gallery in Prague, 2018,
pp. 31-34, 82-85, 174-177.

9 Undated letter from Milan Knizak to Jifi Valoch,
Archive of the Marinko Sudac Collection.

10 For his event Knizak needed several Christmas
trees in stands, a large pot, and a place where he
cook soup, bowls and spoons, 20 random objects of
various sizes, a bucket and brush.

Manifestace pospolitosti.” V roce 1968 odjel Milan
Knizak na pozvani Maciunase na témér dvoulety
pobyt do USA. Po navratu v roce 1970 do jiz zcela
jinych spolecenskych a politickych podminek se mu
sice podafilo obnovit skupinu Aktual a usporadat
nékolik koncertl, nicméné na konci roku 1972 byla
kapela donucena ukoncit svoji ¢innost.

Valochova cesta k a v rdmci hnuti Fluxus byla
naprosto odlisna. Jak uz bylo fec¢eno, rozhodujici
pro dalsi profesni drahu Jitiho Valocha bylo setkani
s vyznamnou postavou evropské umélecké scény,

s Jitim Kolarem, které zprostiedkoval Ladislav Novak.
Kolafovo doporuceni otevielo Valochovi cestu

k celé radé dalsich osobnosti a dostalo ho doslova
do centra aktualniho neoficialniho déni rozvijejiciho
se kolem spolecnosti schazejici se v byté u Medkd

v Praze, k Bohumile Grégerové a Josefu HilSarovi
nebo k Lounskym geometristlim. Za zminku stoji,

ze do této doby spadaji i pocatky Valochovy obse-
sivni sbératelské cinnosti, respektive vytvareni jeho
osobniho archivu uméni. | zde byl iniciacni postavou
Jifi Kolaf, ktery pfi jednom ze setkani navrhl vyménu:
za Valochovy strojopisy jednu Kolafovu rolaz.

Po tomto impulzu zacal Valoch vyvijet intenzivni
vlastni aktivity, ddlezitym se stal vstup do uskupeni
Mladi pratelé vytvarného uméni (MPVU),8 které pri
Domé uméni mésta Brna zalozili v roce 1960 jeho
feditel Adolf Kroupa a teoretik Igor Zhot. Na této
platformé probéhly prvni Valochovy prednasky,
ale také pozvani do Brna pro Milana Knizéka, ktery
v ramci MPVU pripravil jedno ze svych prvnich
verejnych vystoupeni. Valoch vzpomina, jak ho
Knizakova postava fascinovala a jak se mu otevrel
novy svét, nesvazany konvencemi a béznym uvazo-
vanim; poprvé se s jeho myslenkami setkal v roce
1965 v Casopise Tvar, v némz byl otistén jeden
z Knizakovych manifestl. Z korespondence Milana
Knizaka Jifimu Valochovi z podzimu roku 1966 je
patrné, Ze mél z pozvani radost: ,(...) budu rad, kdyz
mUzete zaplatit cestu apod., ale jinak jsou tyhle
problémy nedulezity. Jde mi vZidycky a predevsim
o to, rozéifovat AKTUALNI myslenky. Proto urgité a za
kazdych podminek pfijedu. Texty, co zadate privezu

7 Pospiszyl (pozn. 2), s. 71-73.

8 O ¢innosti MPVU viz napf. Helena Musilova, Jifi Valoch.
Curator, Theoretician, Collector. Years 1965-1980, Praha: Narodni
galerie, 2018, s. 31-34, 82-85, 174-177.
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s sebou.”? Knizak se s Valochem domluvil na dvou-
dennim programu, jehoz soucasti byly individualni

i kolektivni akce v galerii i v prostorach mésta, akeni
pfednaska a promitani Flux-filma. *° Akce se usku-
tecnila 28. a 29. ledna 1967, stru¢né o ni informovaly
i mistni média. Na zakladé upozornéni od Briand,
ktefi nevédéli, Ze se jedna o uméleckou akci, se
chystalo policejni vySetfovani, které ale odvratil fakt,
Ze akce byla fadné nahlasena a Narodnim vyborem
mésta Brna v rdmci celoro¢niho programu Domu
umeéni schvalena, protoze dle popisu odpovidala
poradlim, které se tam jiZ odehravaly.

Po poloviné sedesatych let zacal Jifi Valoch psat
dopisy lidem, jejichz kontakty ziskal prostfednictvim
Kolare, Chalupeckého i Knizaka: Kenu Friedmanovi,
Benu Vautierovi, Alanu Kaprowovi a dal§im. Zasilal
jim své strojopisy ¢i minimalni basné, oplatkou mu
pfichazely stru¢né dopisy, programy, pozvanky -
tedy ,balik” standardnich materialQ, které Friedman
i ostatni rozesilali po celém svété - coz se stalo
také dal§im zakladem Valochovy sbirky-archivu. **
Podobnym zplsobem zacali komunikovat a tvofit
i dalsi clenové brnénské umélecké komunity, napfi-
klad J. H. Kocman (1947, Brno), jehoz velkym polem
zajmu se stal mail art a stamp art a z nich vychazejici
budovani vlastni archivni sbirky.

Nové ziskané poznatky se projevovaly i ve
Valochovych navrzich moznych vystav pro Ddm
uméni mésta Brna, v jehoz ramci tehdejsi feditel
Adolf Kroupa daval prostor i mladym autorlim
a teoretikdm. Valoch, poucen o aktualnim déni ve
svété a ve snaze vysvétlit ostatnim dila autor nebo
prace, jimiz byl osobné fascinovan, pripravil v roce
1967 vystavu Nové vytvarné postupy.*? Fluxem
podniceny zajem o intermedialitu ho ved| k zajmu

9 Nedatovany dopis Milana Knizaka Jitimu Valochovi, Archiv
Marinko Sudac Collection.

12 Pro akci potfeboval Knizédk nékolik vanocnich stromkd ve
stojancich, velky hrnec a misto, kde je mozné vafrit polévku,
hrnecky a Izice, 20 libovolnych pfedmétt libovolné velikosti, kybl
a Stétku.

11 Vlastni korespondence mezi Valochem a Vautierem je zndma
Castecné, na Ceské strané je dochovana torzovité, Valochovy
zpravy jsou ulozeny v Archivu George Maciunase (The Gilbert
and Lila Silverman Fluxus Collction Archives, Museum of Modern
Art, New York).

12 Zahrnujici napriklad Boudnikovu strukturalni grafiku, kolaze
Jifiho Kolarfe a Ladislava Novaka &i lettristické struktury Eduarda
Ovcacka.
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enclosed typescripts and minimal poems, and in
return received short letters, programmes and invi-
tations, in short the standard package of materials
that Friedman sent around the world, and these too
formed another pillar of Valoch’s collection-cum-ar-
chive. 1t Other members of the Brno art community
followed his lead, for instance Jifi Hynek Kocman
(1947, Brno), whose main sphere of interest was mail
art and stamp art, from which his own archive gradu-
ally emerged.

These newly acquired inputs appeared in
Valoch’s designs for possible exhibitions for the Brno
House of Arts, where the director Adolf Kroupa was
known for supporting the work of young artists and
theorists. Valoch, versed in current events and in
an effort to explain the work of artists that he was
particularly drawn to, in 1967 organised an exhibition
entitled Nové vytvarné postupy 12 His Fluxus-inspired
interest in intermediality led him to New Music and
its visual quality, including the as yet embryonic
world of electronic music, as well as photography
and the possibilities of sharing it. All of this was
reflected in two exhibitions organised by Valoch:
in 1968, he introduced the Czechoslovak public to
the possibilities of computers with the exhibition
Computer Graphics at the Brno House of Arts 13,
and a year later he organised the exhibition Partitury
(Scores), 14 at which he displayed for the first time
a large international collection of graphic music,
verbal scores and instructions for events, phonic
poetry scores, and other related forms. In addition,
as one of the members of the Club of Concretists, he
began work on an exhibition of artists expanding the
language of geometry, gradually taking over the role
previously occupied by the theorist Arsén Pohribny,

11 The correspondence between Valoch and Vautier is
known in part. Only some of Valoch’s contribution are
extant and are held in the George Maciunas Archive
(The Gilbert and Lila Silverman Fluxus Collection
Archives, Museum of Modern Art, New York).

12 The exhibition included Boudnik’s structural
graphics, collages by Kolar and Ladislav Novak, and
the lettrist photography of Eduard Ovcacek.

13 Exhibitors included Charles Csuri (USA), Leslie
Mezei (Canada), Frieder Nake (GDR), Georg Ness
(FRG), Michael Noll (USA) and Lubomir Sochor
(CSSR), and the catalogue contained part of a text

by Professor Max Bens from Stuttgart and Frieder
Nake, also from Stuttgart and a mathematic and
pioneer of computer graphics. For more details see
Ondrej Chrobak - Pavel Kapel - Jana Pisafikova,
1968:computer.art - prava hemisféra; 1968:computer.
art - leva hemisféra, Moravska galerie Brno, 2018;
Musilova, op cit. in ftn. 9, pp. 51-57.

14 See the text by Jitka Hlavackova in this publication,
also Musilova, op cit. in ftn. 9, pp. 76-81.
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who emigrated in 1968. In 1970, he brought this era
of freedom to a symbolic close with two events: an
eight-hour exhibition of work by Dalibor Chatrny, at
which visitors participated in accordance with rules
laid down by the artist in a kind of Czechoslovak
version of Fluxus-style events, and by commencing
the refurbishment of the House of Arts, which was
brought to a standstill by the expanding exhibition
programme.

The participation of artists from around the
world in Fluxus-style activities is clearly to be seen
in the well known international project that many
Czech artists were involved in, namely the series of
nine Spatial Poems by the Japanese composer and
artist Mieko Shiomi, which ran between 1965 and
1975. Shiomi drew inspiration from the original Fluxus
concerts comprising individual events, the basis of
which were action plans referred to as scripts, scores
or events cards that contained brief instructions as to
how the event was to be realised. This might take the
form of description, idea or suggestion. It was left to
those participating to decide how to proceed. 13

Mieko Shiomi referred to her project as a global
event, in which the world was conceived as a single
large venue for collective experience. Over several
years on nine occasions the artist invited artists of all
nationalities to create a minimal event, intervention
or performance, often private and highly personal.
Each of these nine events had a particular theme to
which the participant would respond. Shiomi created
a precise schedule event events depending on the
location of the participating artists and specified
the exact time when the activity was to take place.
The individual artists then sent her a short message
regarding their personal activities. The outputs of
each event were presented at many joint occasions
with Fluxus, including several publications reminis-
cent of an artist’s book. It was clear from these that
each artist had read the initial “score” in a different
way, often depending on the cultural space they
were from or settled in. Over the years, the fol-
lowing artists from Czechoslovakia participated at
least once on Spatial Poems: Jindfich Chalupecky,
Bohumila Grégrova, Jifina Haukova, Cestmir Janosek,
Dusan Klimes, Jifi Hynek Kocman, Jifi KolaF, Herberta
Masarykova, Ladislav Novak and Jifi Valoch. This
typical example of a mail-art project represented for
young artists from Central and Eastern Europe an un-
expected opportunity to “exhibit” within an interna-
tional context that included the possibility of appear-
ing in a joint publication with members of the global
avant-garde at that time, however marginal was their
influence on international or local art in reality.

18 Dana Toncrova, Fluxus a hudba, in: Sbornik praci
Filozofické fakulty Brnénské univerzity, Q6/2003, Brno,
p. 175.

o novou hudbu a o jeji vizualni kvality vcetné rodi-
ciho se svéta elektronické hudby, a také o médium
fotografie a moznosti jejiho sdéleni. To se odrazilo

i na dvou Valochem pfipravenych vystavnich pro-
jektech: v roce 1968 predstavil v Ceskoslovensku
prvni vystavu pocitacové grafiky (Computer graphic,
DUMB)*? a o rok pozdéji vystavu Partitury, ** na niz se
rovnéz poprvé ukazal rozsahly mezinarodni soubor
grafické hudby, verbalnich partitur i navodu k akcim,
partitur fonické poezie a dalsSich pfibuznych forem.
Vedle toho jako jeden ze ¢lenl Klubu konkretist(
zacal pfipravovat i vystavy autorl rozvijejicich jazyk
geometrie - postupné nahrazoval v roli teoretika
Arséna Pohribného, ktery v roce 1968 emigroval do
zahranici. Rok 1970 uzavrel tuto svobodnou epochu
symbolicky dvéma akcemi - osmihodinovou vystavou
Dalibora Chatrného, na které podle pravidel danych
autorem participovali samotni navstévnici, byla

tedy jakousi odpovédi na eventy Fluxu, a zahajenim
rekonstrukce Domu uméni, ¢imz se progresivné se
rozvijejici vystavni program zastavil.

ZpUsob participace umélcl z celého svéta na
typicky fluxovych aktivitach Ize dobre demon-
strovat na znamém mezinarodnim projektu, do
néhoz se zapojila také fada ceskych umélci: na
sérii deviti Spacial Poems japonské skladatelky
a vytvarnice Mieko Shiomi, realizovanych v letech
1965-1975. Shiomi pfi jejich koncipovani vycha-
zela z plvodnich Fluxovych koncertd, sestavenych
Z jednotlivych ,events”, jejichz zakladem byly akcni
plany, oznacované jako scénare, partitury nebo tzv.
Levents cards”, které prinasely stru¢ny navod, jakym
ma byt akce provedena - miZe to byt popis, napad,
naznaceni... -, ovsem vlastni provedeni je ponechano
na tom, kdo bude event realizovat. **

13 Vlystavovali Charles Csuri (USA), Leslie Mezei (Kanada),
Frieder Nake (NDR), Georg Ness (DDR), Michael Noll (USA),
Lubomir Sochor (CSSR), v katalogu byla otisténa i Gast textu
profesora Maxe Bense ze Stuttgartu a Friedera Nakeho, také
odtamtud, matematika a prikopnika pocitacové grafiky, vice viz
Ondrej Chrobdk - Pavel Kapel - Jana Pisafikova, 1968: computer.
art - prava hemisféra; 1968: computer.art - leva hemisféra, Brno:
Moravska galerie, 2018; Musilova (pozn. 9), s. 51-57.

14 Viz text Jitky Hlavackové v této publikaci, dale Musilova (pozn.
9), s. 76-81.

15 Dana Toncrova, Fluxus a hudba, Sbornik praci filozofické
fakulty brnénské univerzity, sv. 52, Q 6, 2003, s. 175.
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Mieko Shiomi oznacovala svij projekt jako glo-
balni eventy, svét v nich byl pojiman jako jedno velké
misto spole¢ného prozitku ¢i udalosti. Umélkyné
v prabéhu nékolika let postupné devétkrat korespon-
denc¢né vyzvala autory z celého svéta k vytvoreni
minimalni akce, intervence ¢i performance, ¢asto
soukromé a velmi osobni. Kazdy z téchto deviti
eventl mél vlastni téma, na které participujici aktér
reagoval. Shiomi vytvorila pfesny harmonogram akci
podle mist participujicich umélct a urcila presny Cas,
kdy ma ¢i aktivita probéhnout. O své osobni aktivité
pak Ucastnici zaslali Shiomi kratkou zpravu. Vystup
z konkrétniho eventu byl poté prezentovan na radé
akci spojenych s Fluxem, vcetné nékolika kniznich
projektl blizicich se provedenim autorské knize. Na
nich je zfetelné vidét, jak vstupni ,partituru” precetl
kazdy ucastnik jinym zpGsobem, ¢asto podminénym
i kulturnim prostorem, v némz se nachazel. Z Cechd
se v rliznych letech minimalné jednou zucastnili
projektu Spacial Poems Jindfich Chalupecky,
Bohumila Grégrova, Jifina Haukova, Cestmir Janosek,
Dusan Klimes, Jiti Hynek Kocman, Jifi Kolaf, Herberta
Masarykovd, Ladislav Novak a Jifi Valoch. Tento
typicky mail-artovy projekt predstavoval pro mladé
autory ze stfedni a vychodni Evropy nec¢ekanou
moznost, jak ,vystavovat” v mezinarodnim kontextu,
coz zahrnovalo predev§im mozZnost objevit se ve
spolecném tisténém vystupu s Casti tehdejsi svétové
avantgardy, jakkoliv marginalni byl ve skute¢nosti jeji
realny vliv na tehdejsi svétové i lokalni uméni.

Na rozdil od koncertl a dalSich verejnych vystou-
peni Fluxu, které sice Jifiho Valocha a ¢leny budou-
ciho brnénského okruhu zajimaly, ale nebyly jim z hle-
diska mozné realizace vlastni, pfedstavovala aktivita
Mieko Shiomi daleko ,uchopitelnéjsi” situaci. Spacial
Poemes, jejichz zadanim byly drobné, kifehké eventy,
které je mozné chapat jako urcitou témér meditativni
¢innost, odkazujici k vychodnimu plvodu japonské
iniciatorky, ale také k blizkému provazani ideji Fluxu
a zen-buddhismu, umoznily rozvijet individualnim
pristupem prvky nahody, hry a jazyka. Zprava o akci
méla nejcastéji podobu slovniho sdéleni, obrazova
dokumentace byla posilana daleko méné.

Projekt Mieko Shiomi inspiroval k samostatnym
projektlim podobného typu také J. H. Kocmana -

v roce 1972 inicioval vznik nékolika kolektivnich alb.
V textu, ktery o JHK napsal Jifi Valoch v roce 1973-
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Though Valoch and members of what would
become the Brno circle took a great interest in the
concerts and other public performances organised
by Fluxus, they were not in a position to organise
anything similar in Czechoslovakia. However, what
Mieko Shiomi was doing had a far more personal
appeal. Spatial Poems, involving small, subtle events
that could be interpreted almost as a form of medi-
tation reflecting the origin of their Japanese initiator
as well as being close to the ideas of Fluxus and Zen
Buddhism, allowed for the evolution of an individual
approach to elements of randomness, play and lan-
guage. The report on the event sent to Shiomi most
often took the form of a verbal message, while visual
documentation featured far less often.

Mieko Shiomi’s project also inspired Jifi Hynek
Kocman to try his hand at something similar, and in
1972, he initiated several collective albums. In the
text that Valoch wrote about JHK in 1973-1974, he
speaks of activities 1¢ focussing on the relationship
between artist and recipient. Two albums deserve
a mention, JHK LOVE and JHK STAMP ACTIVITY,
which we might regard as anthologies of rubber
stamp art. The first project saw the participation
of 24 artists, including Hervé Fischer, Klaus Groh,
Ben Vautier, Imre Bak and others from the Brno
and Moravian circle, as well as Jan Wojnar, based
in Tfinec. The latter is represented on JHK STAMP
ACTIVITY, which is a collection of 124 original rubber
stamps by 25 artists, which Kocman bound into 30
copies and distributed. This activity also featured Ken
Friedman, who alongside his own work devoted him-
self to theoretical issues surrounding Fluxus. It is also
worth mentioning that in 1972, Friedman was invited
to be guest editor of the 11th issue of the journal
Source Music of the Avant-Garde, devoted entirely
to Fluxus. The selection of Czechoslovaks included
in the issue, namely Milan Knizak, Eugen Brikcius,
Olaf Hanel, Zorka Saglova and Jifi Valoch, testifies
to the contacts enjoyed with Chalupecky and his
recommendations. We also see how broadly the term
“music” is to be interpreted. Valoch, for instance, is
represented by photographs taken during land-art
events realised with the M Group comprising some of
the members of MPVU, including Kocman.

Projects such as Flux-Kit and Spatial Poems
inspired not only Kocman's aloums but many other
smaller works, e.g. the Berlin aloum hommage a jifi
valoch, released by the young avant-garde publisher
Armin Hundertmark in 1972, when forty signed works
were collected. The selection included drawings,
scores, collages, silkscreen prints, postcards, written
texts and examples of stamp art mainly by Jifi Valoch

16 |n Czechoslovakia it was Milan Knizak who began
to use the word “activities” to describe his artistic
projects.
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Jifi Valoch u pracovniho stolu, archiv umélce
Jifi Valoch by his desk, artist’s archive

and friends he had invited: Karel Adamus, Dalibor
Chatrny, Ivan Chatrny, J. K. Kocman, Karel Nepras,
Ladislav Novak, Petr Stembera, Jan Steklik and Jan
Wojnar, as well as a recording of acoustic drawings
by Milan Grygar and photography from acoustic
performances.

The Brno circle’s knowledge of and preoccupa-
tion with the activities and personalities of Fluxus
can be traced in another direction. For instance, Ben
Vautier’s concept of total art was received with great
enthusiasm, and in 1972, Kocman prepared a sam-
izdat publication of his texts (Edition SP Brno), 17
and many of Kocman'’s rubber stamps represent
a reaction to Ben. All of these activities reinforced in
the participants an awareness of the importance of
their work on projects that had almost zero chance
of being presented and understood on the official
art scene. The unassuming form of correspondence
(since even in the wake of the Prague Spring it was
not forbidden to send packages anywhere in the
world) made it possible to send small artworks, es-
pecially on paper, and thus opened up the possibility
of exhibitions being organised abroad, even though
the artist could not be physically present. It was also
possible via postal channels to receive a critical or
theoretical response to one’s work, something that
many artists working with traditional media could
only dream of.

Valoch’s curatorial work also finds its origin in his
familiarisation with the Fluxus movement. These days
we might well describe this aspect of his activities
as networking. During the normalisation period it
provided much-needed support for many artists at
the start of their career. This network in its smaller,
Central and Eastern European iteration connected

17 The J. H. Kocman archive. For more details, see
Musilova, op cit. in ftn. 9, p. 107.

1974, mluvi o aktivitach, *¢ které jsou zaméfeny na
vztah autora a adresata. Za povSimnuti svoji zejména
dvé alba - JHK LOVE a JHK STAMP AKTIVITY, ktera se
daji oznacit jako urcita antologie rubber stamp artu.
Prvniho z projektd se zuc¢astnilo dvacet ¢tyri umélcl
vcetné Hervé Fischera, Klause Groha, Bena Vautiera,
Imre Baka a dalsich, z brnénského, respektive morav-
ského okruhu pak napfiklad tfinecky Jan Wojnar.

Ten je zastoupen i v albu JHK STAMP AKTIVITY, které
je souborem 124 plvodnich razitek od dvaceti péti
autor(, jez Kocman svazal do 30 kopii a rozeslal.
Této aktivity se zucastnil i Ken Friedman, ktery se
vedle vlastnich aktivit vénoval i teoretické ¢innosti
reflektujici hnuti Fluxus. Stoji také za zminku, ze

Ken Friedman byl v roce 1972 pfizvan za hostujiciho
editora 11. Cisla Casopisu Source music of the avant-
-garde, které bylo celé vénovano Fluxu. Vybér Cechll
v ném uvedenych - Milan Knizak, Eugen Brikcius,
Olaf Hanel, Zorka Saglova a Jiti Valoch - svédci
mimo jiné o stycich s J. Chalupeckym a jeho dopo-
rucenich. Zaroven je vidét, jak Siroce bylo chapano
slovo ,music”: napfiklad Jifi Valoch je zde predstaven
fotografiemi z land-artovych akci uskutec¢nénych se
Skupinou M, tvofenou nékterymi ¢leny MPVU véetné
J. H. Kocmana.

Projekty, jako byly Flux-Kit nebo Spatial Poems,
inspirovaly nejen Kocmanova alba, ale i fadu
dalsich drobnéjsich projev(, napriklad berlinské
avantgardniho nakladatele Armina Hundertmarka
v roce 1972, v némz bylo shromazdéno étyficet
signovanych praci. Vybér zahrnoval kresby, parti-
tury, kolaze, sitotisky, pohlednice, psané texty nebo
stamp-artové realizace - zejména od Jifiho Valocha
a od jim vyzvanych pratel: Karla Adamuse, Dalibora
Chatrného, Ivana Chatrného, J. K. Kocmana, Karla
Neprase, Ladislava Novaka, Petra Stembery, Jana
Steklika a Jana Wojnara a kromé jiného také nahravku
akustickych kreseb Milana Grygara a fotografie
z akustickych performanci.

Znalost a zaujeti ¢Cinnostmi a osobnostmi pred-
stavitel( hnuti Fluxus se da vysledovat u brnénského
okruhu i jinak. Velkou odezvu nalezl napfiklad
koncept totalniho uméni Bena Vautiera: J. H. Kocman

16 Slovem ,aktivity” zaCal u nas oznacovat své umélecké projevy
Milan Knizak.
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pfipravil v roce 1972 samizdatové vydani jeho textd
(Edition SP Brno)*” a také cela fada Kocmanovych
razitek na Bena reaguje. VSechny popsané aktivity
posilovaly ve zGcastnénych védomi smyslupl-
nosti prace na projevech, které mély na oficialni
scéné minimalni sanci na prezentaci a pochopeni.
Nenaroc¢na forma korespondencni aktivity (nebot ani
po prazském jaru nebylo vylouceno posilat si obalky
napfi¢ celym svétem) umoznovala zasilani drobnych
vytvarnych dél zejména na papire, a tedy moznost
realné vystavovat v zahranici, i kdyz zde autor fyzicky
nemohl byt pfitomen. Skrze postovni komunikacéni
kanaly tak bylo mozné ziskat také kritickou &i teore-
tickou odezvu vlastnich praci, o c¢emz fada autor(
zabyvajicich se tvorbou v klasickych médiich mohla
jenom snit.

V seznameni se s fungovanim hnuti Fluxus
jsou i pocatky Valochovy prace kuratorské, kterou
bychom mohli dnesni terminologii oznacit jako
networking a kterd méla v obdobi normalizace pro
fadu vytvarnik( iniciacni vyznam. D4 se fici, Ze tato
sit v mensim, stfedo- a vychodoevropském provedeni
navazovala na sit mezinarodni, jejiz nedilnou sou-
Casti se stalo nékolik ceskych umélca. Jak uvadi Jiri
Valoch, ,fluxaci chtéli rozsifit stavajici pojeti uméni
a dat mu novou socidlni dimenzi”, ** coz se svym
zplsobem také Jifimu Valochovi v domacim prostiedi
na Cas povedlo.

17 Archiv J. H. Kocmana, vice Musilova (pozn. 9), s. 107.
18 Jifi Valoch, Fluxus v Némecku 1962-1964, Ateliér 10, 1997,
¢.12,s.16.
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up to the international network of which several
Czechoslovak artists became an integral part. As

Jiti Valoch explained, “Fluxus wanted to expand the
existing concept of art by a new social dimension” 18,
something that, for a time and in his own way, Jifi
Valoch also succeeded in doing in his own country.

18 Jifi Valoch, Fluxus v Némecku 1962-1964, Ateliér,
1997, vol. 10, no. 12, p. 16.
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Milan Knizak, Notace, kolaz, nedatovano, archiv autora
Milan Knizak, Notace, collage, undated, archive of the author
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Jacob Kirkegaard: Testimonium, document from the recording session, 2019, photo: artist’s archive

Introduction to Acoustic Ecology

Michal Kindernay
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Kdyz kanadsky skladatel a environmentalista
Raymond Murray Schafer (1933) vydal v roce 1977
The tuning of the world*, mozna netusil, Ze se text
stane jednou z pomysinych bibli oslavujicich rlizné
formy zvukovych krajin a jednim z vyznamnych
zdrojd pro dnes souhrnné oznacované soundscape
studies ? (studium zvukového prostredi / zvukovych
krajin). Kniha je dobrodruznym pojednanim o zvuku
a jeho podobach, jez stavi do souvislosti hudebnich,
fyzikalnich i jinych védnich odvétvi. Schafer vede
dialog se svymi studenty a na zvuk (potazmo hudbu)
nahlizi odliSnym a kritickym pohledem. Vypravi
pfibéh zvuku od jeho prvopocatkl pred nastupem
reprodukéni techniky i po pramyslové revoluci.
Predvida soucasnou alarmuijici situaci akustického
znecisténi a otevira Siroké spektrum otazek, jak
pfistupovat ke zvukovému charakteru méstského
i venkovského prostredi.

Spolecné se svym asistentem Barrym Truaxem 3
(1947) zacal Schafer koncem sedmdesatych let pouzi-
vat vedle vyrazu zvukoveé krajiny i koncept akustické
ekologie*. Oznacuiji tak studium vzajemnych vztahl
a interakci mezi zivymi organismy a jejich zvuko-
vym prostredim. Akusticka ekologie je Siroky obor
zaméreny na vyznam a komplexnost zvuku v Zivotnim
prostredi, véetné plsobeni ¢lovéka. Schafer svij
program neomezuje na pouhou kritiku primyslového
zvukového znecisténi, ale pfichazi se souhrnnou
a komplexni filozofii, tykajici se vztahu ¢lovéka,
techniky, spole¢nosti a pfirody. Zakladni myslenka
spociva v jeho presvédceni, ze bychom se méli znovu
ucit pozorné naslouchat zvuklim okolniho svéta jako
by to byla hudba a rovnéz to, ze jako spolec¢nost jsme
za jeji znéni zodpovédni, mizeme ji spoluvytvaret.

K tomu potiebujeme zbystfit nas sluch, nase auralni

1 R. M. Schafer, The Tuning of the World, New York, 1977.
2V akustické ekologii, ktera se zabyva studiem zvukového
prostiedi, se pouziva terminu studie zvukového prostredi
(soundscape studies) nebo vyzkum zvukového prostredi
(soundscape research): Tomas Rihagek, Jak zni mésto, Brno,
2006.

3 Barry Truax (1947) je kanadskym skladatelem a dalsi
vyznamnou postavou akustické ekologie. Jako prvni
experimentoval s implementaci granularni syntézy v realném
Case.

4 Pouzivaji se také terminy ekologie zvukového prostredi
(soundscape ecology), ekologie zvuku (ecology of sound) ¢i
zvukova ekologie (sound ecology).
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Raymond Murray Schafer: The Cityscape of the Future
kresba z knihy Nova zvukova krajina, 1969

Raymond Murray Schafer: The Cityscape of the Future
drawing from the book New Soundscape, 1969

When Canadian composer and environmentalist
Raymond Murray Schafer (1933) published The Tuning
of the World (1977), * he may have not expected his
text to become one of the bibles celebrating different
forms of soundscapes and one of the important sourc-
es for what is now collectively referred to as sound-
scape studies. 2 The book is an adventurous treatise on
sound and its forms, which it contextualises in music,
physics and other scientific fields. In a conversation
with his students, Schafer views sound (and music, by
extension) from a different and critical perspective.
He tells a story of sound from its early beginnings
before the ascent of reproduction technology to the
post-industrial era. He predicts the current alarming
state of noise pollution and opens a broad spectrum
of questions on how to approach the acoustic nature
of the environment both urban and rural.

By the end of the 1970s, Schafer and his assistant
Barry Truax 3 (1947) started using the concept of
acoustic ecology4 in addition to the term sound-
scape. Acoustic ecology refers to the study of interre-
lations and interactions between living organisms and

1 R. M. Schafer, The Tuning of the World, New York,
1977.

2 Acoustic ecology, as the study of acoustic
environment, uses the terms soundscape studies or
soundscape research: Tomas Rihagek, Jak zni mésto?
[How Does the City Sound?], Brno, 2006.

3 Barry Truax (1947) is a Canadian composer and
another important figure of acoustic ecology. He
pioneered the experimental implementation of real-
time granular synthesis.

4 Other frequently used terms include soundscape
ecology, ecology of sound, and sound ecology.
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their sound environment. As a broad field, it focuses
on the relevance and complexity of sound in the envi-
ronment, including human influences. Schafer’s pro-
gramme is more than a critique of industrial sound
pollution: he comes up with a comprehensive and
complex philosophy of the relations between people,
technology, society, and nature. The basic idea is his
belief that we should re-learn how to attentively listen
to the sounds of the surrounding world as if they
were music; and also that we as society are respon-
sible for, and able to co-create, the ways it sounds.

To do so, we need to sharpen our hearing, our aural
capacities, at both the individual and the social level. &
(Shafer’s first publication of 1967 was named Ear
Cleaning). To that end, he develops new terminology
to define the sound specifics of a place. He analyses
its acoustic layers, differentiating keynotes (back-
ground sounds that cannot be heard all the time but
are locally characteristic and representative of local
geography and climate: the sounds of water, wind,
meadows, woods, birds, insects and animals), ¢ sound
signals (foreground sounds that catch one's attention:
bells, horns, announcements, sirens), and soundmarks
(analogically to landmarks: concrete typical sounds
associated with the local community). The complete
picture of sound assembled from these elements is in
a way unique and characteristic of a specific acoustic
identity, similarly to the specifics of local architecture
or culture. Furthermore, Schaefer categorises the
acoustic environment into hi-fi (sounds are clearly
distinguished thanks to a low level of ambient noise)
and lo-fi (where acoustic signals disappear due to the
predominant, loud anthropophonic sounds.

As a result of industrialisation, urban and rural
landscapes change, and with them their acoustic
character. Their acoustic dynamics have been radical-
ly transformed by automation as well as road, ship and
air transport. The progress of the industrial revolution
has changed the ways people relate to sound, and
everything has been enveloped in the veil of machine
noise. A continuous layer of noise is formed by the
multitude of sound sources in cities, one that does not
stop even at night. The countryside, too, is deafened
by the repetitive sounds of the engines of cars, mow-
ers, agricultural machinery, airplanes. At the same
time, the acoustic expressions of animals and insects
only occupy a narrow frequency band, on which all
their communication takes place. Those frequency
bands get disrupted by the expanding urban areas,
peripheries and industrial zones. And when mating
signals, for instance, remain unheard, some bird

5 Eric Leonardson, Acoustic Ecology and Ethical
Listening, 2014

6 R. M. Schafer, The Tuning of the World, New York,
1977.

schopnosti - jak na individualni, tak i spolecenské
urovni® (Shaferova prvni publikace z roku 1967 se
jmenovala Ear Cleansing [Cisténi usi]). K tomu vyviji
novou terminologii, ktera umoznuje definovat zvuko-
vou specifi¢nost konkrétniho mista. Analyzuje jeho
zvukové vrstvy a déli je na zakladni tony (keynotes) -
coz jsou zvuky v pozadi, které nejsou slyset stéle,

ale jsou lokalné charakteristické a jsou pfiznakem
mistni geografie a klimatu, tj. zvuky vody, vétru, luk,
lesa, ptakd, hmyzu a zvifat -, ¢ dale na zvukové signaly
(sound signals) - zvuky v popredi, které upoutavaji
pozornost, tj. zvony, klaksony, hlaseni, sirény - a na
zvukové prvky (soundmarks - analogie krajinného
prvku) - konkrétni typické zvuky vztahujici se k mistni
komunité. Celkovy zvukovy obraz poskladany

z téchto prvkd je jistym zplsobem unikatni a charak-
terizuje zvukové specifickou identitu, podobné jako
muzeme lokalizovat napfiklad mistni architekturu

a kulturu. Schafer dale zvukové prostiedi rozdéluje
na hi-fi (zvuky jsou jasné rozeznatelné diky nizké
ambientni hladiné hluku) a lo-fi (v tomto zvukovém
prostiedi se akustické signaly ztraceji kvali dominanci
antropofonnich hlasitych zvuk).

Méstska i ruralni krajina se diky industrializaci
meéni a s ni i jeji zvukovy charakter. Automatizace,
silni¢ni, lodni a letecka doprava vyrazné proménily
jeji zvukovou dynamiku. Priimyslova revoluce svym
pokrokem promeénila vztah lidi ke zvuku a vse zahalila
do oblaku hluku stroji. MnoZzstvi zvukovych zdroj
ve méstech vytvari kontinualni hlukovou vrstvu,
ktera neuticha ani v no¢nich hodinach. Také venkov
ohlusuji repetitivni zvuky motor( aut, sekacek, pil,
zemédélskych strojl i letadel. Zvifata a hmyz pfitom
svymi zvukovymi projevy okupuji jen uzké frekvenéni
pasmo, ve kterém probiha veskera komunikace.
Rozsitujici se méstské oblasti, periferie a primyslové
zony tato frekvencni pasma prehlusuji. A pokud
napriklad signaly k pafeni zGstanou nevyslyseny,
mUze to zpUsobit i vymirani nékterych druhl ptakd.’
Schafer doslova mluvi o kultufe strojii a motort
a apeluje na zvukovou prevenci.®

5 Eric Leonardson, Acoustic Ecology and Ethical Listening, 2014
6 R. M. Schafer, The Tuning of the World, New York, 1977

7 Dle poslednich vyzkum zpUsobuje hluk také chronicky stres
se zdravotnimi nasledky. Catherine Ortega, Chapter 2: Effects of
noise pollution on birds: A brief review of our knowledge, 2012.

8 R. M. Schafer, The thinking ear, Toronto, 1986.
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Hi-fi zvukova krajina je co do urovné, spektra
a rytmu zvukové vyvazena, zatimco lo-fi ma témér
konstantni prlibéh a Uroven hlasitosti. Zvukova zed,
ktera tak vznika, nas izoluje od pfirozeného prostredi.
V lo-fi krajiné neslysime sami sebe, neslysime vlastni
télo, ke zvuku si vytvarime si odcizeny, nezaujaty
vztah. S tim, jak ,pfirozend” zvukova krajina destrukci
pfirodniho prostfedi mizi, stava se zvuk né¢im, co se
spiSe snazime nevnimat. Lo-fi krajina a jeji na zvuky
chuda skladba nema co nabidnout.

Dal$i podstatné zvukové promény nejen méstské
krajiny zpUsobila revoluce elektronicka. Vynalezy
jako telegraf, telefon, fonograf a rddio mély na akus-
tiku signifikantni vliv. Nové reprodukéni technologie
umoznily neomezené kopirovani, prehravani zvukd
a jejich multiplikaci, manipulaci se zvukovymi zdroji
a jejich amplifikaci. Schafer tento jev, kdy je zvuk
oddélen od svého zdroje, oznacuje jako schizofonii®.
Novou, syntetickou zvukovou krajinu vsichni zname.
Sami do ni prispivame ,,neplvodni” amplifikova-
nou hudbou prostrednictvim domacich televiznich
pfijimacd nebo zvukové techniky a zaroven ji jsme
vystaveni neustale i venku na ulicich, kde se line
z reproduktord obchodu. Hlukovou stopu nasledu-
jeme i na verejnych akcich, koncertech, v kinech,

v supermarketech, restauracich, barech atd. Na tuto
intenzivni hlukovou vrstvu jsme si jiz zvykli natolik,
Ze pokud se octneme v tiché situaci, citime se nesvi
a uzkostni.

Na konci sedesatych let Schafer inicioval World
Soundscape Project (WSP)*¢, ktery se posléze stal
mezinarodni platformou zaméfenou na mezioboro-
vé studium akustické ekologie. Spociva v hledani
feseni pro ekologicky vyvazeny zvukovy prostor,

v némz jsou vztahy mezi ¢lovékem a jeho (zvuko-
vym) prostfedim v harmonii. Autofi projektu kladli
dudraz na spolupraci mezi riznymi obory, aplikacni
a vyukovou cinnost. Terénni studie zvukové krajiny
Vancouveru zahrnovala akusticka méreni i zvukové
nahravky, vzniklo nékolik publikaci, zvukova knihov-
na*!a vyzkum byl dale prezentovan i jinde v Kanadé
a v Evropé. Mimo jiz zminéné publikace The tuning

9 Tomas Rihacek, Jak zni mésto?

1o World Soundscape Project (WSP) je mezinarodni vyzkumny
projekt zalozeny na konci Sedesatych let na Simon Fraser
University v Kanadé.

11 World Soundscape Library.
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species may even go extinct.? In the context of what
he explicitly refers to as a culture of machines and
engines, Schafer calls for a sound prevention. 8 The
hi-fi soundscape is balanced as to the level, spectrum
of rhythm of sound, whereas the lo-fi has constant
volume and other characteristics. The sound wall thus
erected insulates us from our natural environment.

In the lo-fi soundscape, we cannot hear ourselves,
our own bodies; we relate to sound in alienated, de-
tached ways. As the “natural” soundscape fades with
the destruction of the natural environment, sound is
becoming something we prefer not to perceive. The
lo-fi soundscape and its poor acoustic diversity have
nothing to offer.

The electronic revolution has brought about
further substantial acoustic changes (not only) to the
urban soundscape. Acoustics has been significantly
shaped by inventions such as the telegraph, the tele-
phone, the phonograph, and radio. New reproduction
technologies allowed for unlimited copying, playing
and multiplication of sounds, including manipulation
and amplification of sound sources. This phenome-
non, the splitting of sound from its source, is referred
to by Schafer as schizophonia.® We all know the new,
synthetic soundscape. We all contribute to it the
“unoriginal” amplified music from our home TV sets
or sound systems, and at the same time, we are con-
stantly exposed to it not only outside on the streets,
where it pours out of the loudspeakers of commer-
cial outlets. We follow a sound track in public events,

concerts, cinemas, supermarket, restaurants, bars etc.

We are so used to such an intensive layer of noise that
silent situations make us uncomfortable and anxious.
In the late 1960s, Schafer and his colleagues initi-
ated the WSP, 12 which later became the international
platform for the interdisciplinary study of acoustic
ecology. WSP seeks solutions for an ecologically bal-
anced sound space with harmonic relations between
people and their (acoustic) environment. The proj-
ect’s authors emphasised interdisciplinary collabora-
tion, applied research, and instruction. Comprised of
both acoustic measurements and sound recordings,
their field studies of the Vancouver soundscape gave
rise to several publications, a sound library, ** and
subsequent conference presentations elsewhere in

7 According to recent studies, noise also causes
chronic stress and related health impairment.
Catherine Ortega, Chapter 2: Effects of noise pollution
on birds: A brief review of our knowledge, 2012.

8 R. M. Schafer, The thinking ear, Toronto, 1986.

9 Tomas Rihagek, Jak zni mésto? [How does the City
Sound?]

1o The World Soundscape Project (WSP) is an
international research project launched in the late
1960s at the Simon Fraser University in Canada.

11 World Soundscape Library.
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Udo Noll nahrava v hnédouhelném lomu v Garzweilleru
foto: Peter Cusack, 2018

Udo Noll recording in Garzweiller lignite mine

foto: Peter Cusack, 2018

Canada and in Europe. In addition to the above-men-
tioned The Tuning of the World, WSP also initiated
the publication of Barry Truax’s Handbook of Acoustic
Ecology (1978), 12 which summarises the majority of
relevant sound concepts in the fields of phonetics,
acoustics, psychoacoustics, electroacoustics, com-
munication, and noise regulation, including novel
terms that accompanied the new study programme.
In 1993, members of the already large international
community founded the World Forum for Acoustic
Ecology, 13 which has been active and continuously
expanding to present day.

In the context of education, Schafer proposed
a variety of listening exercises with the central
goal to maintain a high level of acoustic percep-
tion. Collectively referred to as ear cleaning, 4 his
practices to improve listening and hearing formed
the basis of his experimental music course at the
School of Communication, Simon Fraser University.
Soundwalking was another important part of these
practices: peripatetic listening exercises helping us
realise our immediate acoustic context. The attention
of many artists and musicians was caught by acoustic
ecology topics such as creative listening, rediscover-
ing one’s aural perception, or reflecting the urban and
natural sound environment. “Soundwalking” allows
one to literally feel the acoustic textures of a place

12 Barry Truax, Handbook for Acoustic Ecology, WSP,
Vancouver, 1978, available online: https://www.sfu.ca/
sonic-studio-webdav/handbook/index.html.

13 The international organisation WFAE brings
together member organisations and individuals

who share a general interest in the state of the
world’s sound environment. It regularly publishes the
scholarly journal Soundscape: The Journal of Acoustic
Ecology and organises international conferences.

14 R. M. Schafer, Ear Cleaning, 1967.

of the world iniciovalo WSP vydani rovnéz Handbook
for Acoustic Ecology (1978) 2 Barryho Truaxe, ktera
shrnula vétsinu dalezitych pojm zabyvajicich se
zvukem z oblasti fonetiky, akustiky, psychoakustiky,
elektroakustiky, komunikace a regulace hluku, véetné
novych termind doprovazejicich novy studijni obor.
V roce 1993 zalozili ¢lenové v té dobé jiz pocetné
mezinarodni komunity World Forum for Acoustic Eco-
logy** (Svétové forum pro akustickou ekologii), které
pUsobi dodnes a déle se rozsituje.

V pedagogickém kontextu navrhl Schafer nejriz-
néjsi sluchova cviceni, jejichz hlavnim cilem je udr-
zovat vysokou uroven zvukového vnimani. Praktiky
naslouchani a zbystfeni sluchu souhrnné nazval ear
cleaning ** a staly se zdkladem jeho experimentalniho
hudebniho kurzu na Fakulté komunikacnich studii
Univerzity Simona Frasera. DUlezZitou soucasti praktik
byly také zvukové prochazky poslechova cvice-
ni v chizi, kterd ndm pomahaji uvédomit si nase
bezprostiedni akustické okoli. Kreativni poslech,
opétovné nalezeni ztraceného sluchového vnimani,
reflexe méstského a pfirodniho zvukového prostredi
a dal$i témata spojena s akustickou ekologii zaujaly
celou fadu umélct a hudebnikd. ,Zvukovymi pro-
chazkami” Ize pomoci pokrocilych forem poslechu
doslova ohmatavat akustické textury mista prostred-
nictvim kritické reflexe zvukového znecisténi, ale
i z perspektiv estetickych, socialnich, ekologickych
a psychoakustickych. Zvukové prochazky se mohou
konat v méstském i venkovském prostredi, ale i v di-
vociné. Na vybéru mista zaleZi stejné jako na formé
a obsahu. Organizuji se individualné i ve skupinach,
v soustfedéné tichosti, nékdy se zakrytyma oc¢ima
pro zintenzivnéni prozitku, pfipadné v rozsirené
podobé se zvukovymi intervencemi. Lze z nich
potizovat zvukovy zaznam, mohou byt reproduko-
vany akusticky nebo ve sluchatkach a za pomoci
chytrych telefontd v kontextu konkrétniho mista
a Casu. Zvukové prochazky mély v rdémci aktivit WSP

12 Barry Truax, Handbook for Acoustic Ecology, WSP, Vancouver,
1978, kniha online: https://www.sfu.ca/sonic-studio-webdav/
handbook/index.html.

13 WFAE je mezinarodni organizace pfidruzenych dcefinnych
organizaci a jednotlivcu, ktefi sdileji véeobecny zajem o stav
svétového zvukového prostiedi. Pravidelné vydava odborny
Casopis Soundscape: The Journal of Acoustic Ecology

a organizuje mezinarodni konference.

14 R. M. Schafer, Ear Cleaning, 1967.
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predevsim edukativni potencial. Hildegard Wester-
kamp*°(1946), kanadska zvukova ekolozka a skla-
datelka proménila koncept zvukového prochazeni

v partitury hudebnich kompozic, které byly pozdéji
odvysilany komunitni radiem ve Vancouveru. Zvuko-
vé prochazky zprostiedkovala Sirsi bazi posluchacl
prostrednictvim formatu rozhlasového dokumentu

s vlastnim komentarem, diskusemi souvisejicimi se
spolecenskymi tématy a problematikou méstského
hluku. Jejim zamérem bylo poukazat na jiné perspek-
tivy vSedniho zvukového prostredi, a proto pracovala
s uryvky textd dalsich autord, nékdy s jasnym ekolo-
gickym a politickym apelem.

S ponékud odlisnym, ale pfibuznym konceptem
méstského poslechu pfisel Max Neuhaus*¢ (1939) ve
svém projektu Listen*’. Ten od roku 1966 zorganizoval
nékolik intervenci, zamérenych na prosté nasloucha-
ni véednim pouli¢nim zvuklm. Neuhaus navazoval
na Johna Cage a jeho inovativni pfistupy k aktivni-
mu vnimani a dekonstrukci plvodnich hudebnich
struktur. V nékterych pomahal zivym pouli¢nim
zvukam proniknout pfimo do koncertniho salu. Citil
vSak, Ze musi jit jesté o krok dal, a tak vyzval skupinu
Ucastnikd, které predtim orazitkoval slovem ,Listen”,
k bezprostiednimu poslechu méstského prostredi,
napfiklad dunici elektrarny na Lower East Side nebo
konstrukce Brooklynského mostu, rozechvélé tihou
dopravniho ruchu*®. Sérii poslechovych prochazek
varioval v rliznych formatech participace az do sedm-
desatych let.

Blind walks Francisca Lopeze !’ (1964) posunuiji
format zvukovych prochazek jinym smérem. U&astni-
ci prochazky maji zavazané oci a jsou méstem prova-
zeni nevidomymi. Posléze stale oslepeni poslouchaiji
upraveny zvuk méstské krajiny uvnitf imerzivni zvu-
kové instalace. Lopez se dlouhodobé zajima o nevi-
zualni realné a virtualni svéty, jez reflektuje ve svych

15 Hildegard Westerkamp, Soundwalking, Sound Heritage,
Volume lll, Victoria B.C., 1974.

16 Max Neuhaus (1939-2009) byl americkym hudebnikem
a zvukovym umélcem. V nové kategorii zvukového uméni
se etabloval svymi permanentnimi zvukovymi instalacemi
a zvukovymi sochami.

17 Max Neuhaus, Listen, 1966 (http://www.max-
neuhaus.info/soundworks/vectors/walks/LISTEN/).

18 |bid.

19 Francisco Lopez (1964) je $panélsky experimentalni hudebnik,
zvukovy umeélec a biolog.
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by using advanced listening forms, through critical
reflection of sound pollution, but also from aesthet-
ic, social, ecological and psychoacoustic perspec-
tives. Soundwalks can be taken in both urban and
rural contexts, including wilderness. The choice of
place matters just as much as the form and content.
Organised individually or for groups, they are taken
in concentrated quietness, sometimes with covered
eyes for a more intensive experience - or in extend-
ed forms that include deliberate sound interference.
Soundwalks can be tape-recorded or reproduced
acoustically or in headphones, using smartphones in
the concrete context of place and time. Within WSP
activities, soundwalking was organised primarily

for its educational potential. Hildegard Westerkamp
(1946), 5 a Canadian sound ecologist and composer,
transformed the soundwalking concept into music
scores, and her compositions were later performed
for a Vancouver community radio. She introduced
soundwalking to a broader audience using the radio
documentary format and adding her own commen-
tary, discussions on social issues, and urban noise.
In an effort to demonstrate alternative perspectives
on everyday acoustic environments, she worked with
passages from other authors’ texts, at times with clear
environmentalist and political messages.

In his Listen Project, *¢ Max Neuhaus 17 (1939)
came up with a somewhat different but related
concept of urban listening. From 1966, he organised
several interventions centred upon the simple act of
listening to everyday street sounds. He followed in the
footsteps of John Cage and his innovative approaches
to active perception and deconstruction of original
musical structures. In some of them, he let live street
sounds in to infiltrate the concert hall. Yet since he
felt he had to take one step further, he invited a group
of participants, stamped them with the word “Listen”,
and asked them to listen directly to the urban envi-
ronment: the bustling power plant in Lower East Side
or the Brooklyn Bridge construction set vibrating by
the heavy traffic. 8 He kept varying the formats of his
soundwalking series until the 1970s.

The blind walks of Francisco Lopez1? (1964) shift
the format of soundwalking in a different direction.
His walk participants are blindfolded and guided

15 Hildegard Westerkamp, Soundwalking, Sound
Heritage, Volume I, Victoria B.C.

16 Max Neuhaus, Listen, 1966 (http://www.max-
neuhaus.info/soundworks/vectors/walks/LISTEN/).
17 American musician and sound artist Max
Neuhaus (1939-2009) established himself in the new
category of sound art through his permanent sound
installations and sound sculptures.

18 |bid.

19 Francisco Lopez (1964) is a Spanish experimental
musician, sound artist and biologist.
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by blind people through the city. Still blindfold-

ed, they enter an immersive sound installation and
listen to a manipulated version of the urban sound-
scape. Real and virtual world are the long-term
focus Lopez's work. He reflects them in his perfor-
mances and installation, where listeners are taken
into complete darkness to facilitate active listening.
The blindfolded and blind-accompanied walks give
rise to a relationship between extremely different
groups of listeners, one based on a rare, possibly
extreme experience. That relationship is an important
element of Lopez’s compositions, his installations,
and his critical approach to the sound space and its
perception, which requires active concentration and
comprehension.

In addition to audible soundscapes, there are
also frequency spectra inaccessible to the human
ear. Those have been in the focus of Electric Walks,
German sound artist Christina Kubisch’s (1948) 2@
long-term project started in the 1980s. Kubisch con-
structed a special headset that mediates inaudible
frequencies to the human ear. Just as the sound scen-
ery of a city changes, so does its electromagnetic
layer. The environment around us is contaminated by
parasitic electromagnetic signals of mobile opera-
tors, wireless internet, Bluetooth, radars, security and
navigation systems etc. We live immersed in electro-
magnetic noise. In contrast to the auditory systems
of some animals, our auditory system is incapable of
perceiving that layer of sound. In this way, Kubisch
comes up with a different soundwalking concept,
bringing attention to the omnipresent electromag-
netic field.

Sound artist Janet Cardiff 21 (1957) made another
contribution to the (not only) urban soundwalking
“portfolio”. However, her Audio Walks are based on
a largely different concept: while she borrows the
soundwalking form, Cardiff works primarily with
sound design and a clear narrative, preparing a con-
textual soundtrack for the walk. She combines real
sounds from concrete places with dramatic mono-
logues, often accompanied by sound effects. Her
participants walk through concrete places wearing
headphones in which reality is mixed with a thought-
fully designed and directed imaginary context. They
are provided with hidden (psychological as well as
sensory) dimensions of the real and fictional places
they walk through.

20 Christina Kubisch (1948) is a German composer,
sound artist, performer, and Professor at the Academy
of Fine Arts, Saarbriicken, and at the Berlin University
of the Arts.

21 Canadian artist Janet Cardiff (1957) is best known
for her sound installations and audio walks, often in
collaboration with her husband George Bures Miller.

performancich a instalacich, kde posluchace zavadi
k aktivnimu poslechu do uplné tmy. Pfi prochazkach
poslepu v doprovodu nevidomych vznika vztah mezi
velmi odlisnymi skupinami posluchacu. Vztah na
zakladé zkusenosti, ktera je nebo mlze byt extrém-
ni. Vztah, ktery je dalezitym prvkem Lopezovych
kompozic, instalaci i kritického pristupu k zvukovému
prostoru a jeho percepci, jez vyzaduje aktivni sou-
stfedénost a porozuméni.

Mimo slysitelné zvukové krajiny jsou tu i frekvenc-
ni spektra lidskému sluchu nedosazitelna. S témi
uZ od osmdesatych let pracuje némecka zvukova
umélkyné Christina Kubish 2° (1948) v dlouhodobém
projektu Electric walks. Kubisch sestrojila specialni
sluchatka umoznujici zprostredkovat pro lidské ucho
neslysitelné frekvence. Stejné jako se méni zvukova
kulisa mésta, proménuje se i jeho elektromagneticka
vrstva. Prostredi kolem nas je kontaminované para-
zitnimi elektromagnetickymi signaly telefonnich ope-
ratorll, bezdratového internetu, bluetooth, radar,
bezped&nostnich a navigaénich systémd atd. Zijeme
v elektromagnetickém ,noisu”. Na rozdil od sluchové-
ho ustroji nékterych zvirat nam nase sluchové Ustroji
tuto zvukovou vrstvu slySet neumoznuje. Kubisch
tak pfichazi s jinym konceptem zvukové prochazky
a upozornuje na vsudypfitomnost elektromagnetic-
kého pole.

Dal$im prispévkem do ,portfolia” zvukového
(nejen) méstského prochazeni jsou Audio walks
zvukové umeélkyné Janet Cardiff 2 (1957). Koncepcéné
se vSak znacné lisi: Cardiff pracuje predevsim se
zvukovym designem a jasnym narativem, ktery si
propujcuje zvukoveé prochazky formalné a vytvari
pro né kontextualni soundtrack. Cardiff vrstvi realné
zvuky konkrétnich mist s dramatickymi monology,
&asto doprovazenymi zvukovymi efekty. Ugastnici
prochazeji konkrétnimi misty se sluchatky, v nichz se
realita micha s imaginarnim prostfedim, diimysiné
navrzenym a rezirovanym. Prochazky zprostiedkova-
vaji ucastnikdm skryté (psychologické a smyslové)
dimenze skutecnych i fiktivnich mist, jimiz prochazeji.

20 Christina Kubisch (1948) je némecka sklatelka, zvukova
umélkyné, performerka a profesorka na Akademii vytvarnych
umeéni v Saarbriicken a Univerzité uméni v Berliné.

21 Janet Cardiff (1957) je kanadska umélkyné, znama predevsim
svymi zvukovymi instalacemi a audio prochazkami ¢asto ve
spolupraci se svym manzelem Georgem Buresem Millerem.
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Viv Corringham ?? kombinuje téma aktivniho
poslechu a zvukovych prochazek s vlastnim vokalnim
experimentovanim. Jeji prochazky, pfi nichz pofizuje
terénni nahravky a rozhovory s mistnimi lidmi a také
fotografuje a sbira nalezené predmeéty, které poté
usti v dalsi souvisejici umélecké vystupy, se nékdy
podobaiji psychogeografickym 2® mapam 2*. Jessica
Thompson ?* ve svém projektu Walking machine zase
chdizi doslova amplifikuje. U&astnici prochazky dosta-
nou malé mikrofony se zesilovacem, které si pripevni
na boty, a sluchatka. Thompson nas vybizi k hravé
interakci s rdznymi materialy a povrchy a s rliznoro-
dou akustikou méstského prostoru pfi chlzi, ktera se
stava percepcnim a behavioralnim experimentem.
Podobné prozkoumava zvukové struktury mésta
némecka umélkyné Katrinem. V sérii site-specific
prochéazek tentokrat vyuziva bot, které akusticky
rezonuiji. Katrinem je ptirovnava k hudebnimu nastroji
a vyzyva Ucastniky, aby se zaméfili na svoje kroky
v dialogu s konkrétnim prostredim, jako by se ucast-
nili hudebniho predstaveni.

Soundwalking ma vyznamnou roli v sou¢asném
zvukovém vyzkumu i v umélecké praxi. Uvedené
pfiklady shrnuji rdzné pristupy k zvukovym prochaz-
kam, jejichz pojeti se dnes méni i vzhledem k novym
digitalnim a bezdratovym technologiim. Spojujicim
prvkem ale zUstava aktivni proces poslechu a reflexe
realného zvukového prostredi v dialogu s jeho fik-
tivnimi Ci virtualnimi variantami. V kontextu filosofie
a aktivit WSP, sluchové hygieny a hudebnosti zvukové
krajiny, jez Schafer pfi aktivnim poslechu vnima jako
nekonecnou hudebni kompozici v redlném cCase, je
zde jesté nutno zminit odkaz kanadské feministické
skladatelky a performerky Pauline Oliveros ?¢ (1932).
Oliveros, v 50. letech jedna z klicovych osobnos-

22 \/jv Corringham (1959) je anglicka vokalistka a zvukova
umélkyné.

23 psychogeografie je termin spojeny s hnutim situacionistd

a konceptem dérive.

24 Sumanth Gopinath, Jason Stanyek, The Oxford Handbook of
Mobile Music Studies, USA, 2014

258 Jessica Thompson je kanadska intermedialni umélkyné
experimentujici na poli zvukovych a mobilnich technologii

a performance.

26 Pauline Oliveros (1932-2016) zalozila The Deep Listening Band
v roce 1988. Hudebni seskupeni se specializovalo na improvizace
v jedine¢nych rezonujicich prostorach (katedraly, podzemni
vodni nadrz s 45 sekundovym dozvukem atd.).
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Peter Cusack: Sounds From Dangerous Places, Baku,
Azerbajdzan, 2009, foto: archiv umélce

Peter Cusack: Sounds From Dangerous Places, Baku,
Azerbaijan, 2009, foto: artist’s archive

Viv Corringham 22 mixes the topic of active lis-
tening and soundwalking with her vocal experimen-
tation. During her walks, she makes field recordings,
interviews locals, takes pictures, and collects found
objects. All this results in artworks that sometimes
resemble psychogeographic 23 maps 24. In her Walking
Machine project, Jessica Thompson 25 literally ampli-
fies walking. Her participants obtain small micro-
phones with amplifiers, attach them to their shoes,
and connect them with a headset. Thompson invites
us to playfully interact with different materials and
surfaces, with the diverse acoustics of the urban
space experienced when walking: a perceptual and
behavioural experiment. German artist Katrinem
explores urban sound structures in similar ways. In
her site-specific walking series, she uses acoustically
resonating shoes. She likens them to a musical instru-
ment and invites participants to focus on their steps
in dialogue with the specific environment as if taking
part in a music performance.

Soundwalking plays an important role in con-
temporary sound research and artistic practice. The
above examples represent a variety of approaches to
soundwalking, an area that has been in flux not only
due to new digital and wireless technologies. In any
cases, the common denominator remains: an active
process of listening to and reflecting real acoustic
environment in dialogue with its fictitious or virtual
variants. In the context of WSP philosophy and activi-
ties, acoustic hygiene, and the musicality of sound-

22 \/jv Corringham (1959) is an English vocalist and
sound artist.

23 The concept of psychogeography is associated
with the Situationist movement and the dérive.

24 Sumanth Gopinath, Jason Stanyek, The Oxford
Handbook of Mobile Music Studies, USA, 2014

25 Canadian intermedia artist Jessica Thompson
undertakes experiments in the field of audio and
mobile technologies and performance.
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scape - perceived by the actively listening Schafer
as perpetual musical composition in real time -, one
must also mention the heritage of Canadian feminist
composer and performer Pauline Oliveros (1932).
One of the central figures of 1950s electronic music,
Oliveros gradually created a highly peculiar and con-
centrated acoustic world for herself. She experiment-
ed with sustained drones on the accordion, with voice
and with forming improvisation music ensembles
where she mixed pad sounds with breathing and mo-
tion in specific, often extreme acoustic situations. 2¢
In 1974, she published one of her key works, the Sonic
Meditation. Escaping the traditions and notations of
Western music, the book consisted of compositions,
rhythmic exercises and instructions on how to work
with one’s voice and breath, how to use meditation
techniques and one’s cultivated musical perception
to approach the extensive positions of deep listening.
Oliveros distinguishes between two types of listen-
ing: focal (concentrated) and global (open-minded,
summary, receptive) listening. In order to perceive all
sounds both around and within us, including imagi-
native sounds or ones stored in our memory, we must
relax our aural focus. 27 Deep listening is an intensive
process of perceiving the natural sounds of everyday
life and nature, the sounds of thoughts and music. It
“involves going below the surface of what is heard,
expanding to the whole field of sound while finding
focus. This is the way to connect with the acoustic en-
vironment, all that inhabits it, and all that there is.” 28
As a basic prerequisite of perceiving sensitively
the different layers of soundscapes, deep listening
was implied in the repertoire of acoustic ecologists
from the very beginning. The increasing global noise
pollution, as predicted by Schafer in his first book of
1977 and further elaborated on in The Book of Noise
(1968) 27, is a result of the disrupted relationship be-
tween people and their acoustic environment. Despite
growing environmental awareness, the necessary
regulations are being adopted only slowly and to an
insufficient extent. Urban noise is still on the rise,
causing social segregation and health impairment. 3¢
Schafer constantly returns to the absence of silence,
which he also views metaphysically, as the primordial

26 pauline Oliveros (1932-2016) founded The Deep
Listening Band in 1988. Her ensemble specialised

in improvisation in unique resonating premises
(cathedrals, an underground water reservoir with

a 45-second reverberation time etc.)

27 | enka Dolanova, Hluboky poslech v IGLOO [Deep
Listening at the IGLOO], HIS Voice, 2018.

28 Pauline Oliveros, Sounding the Margins: Collected
Writings 1992-2009.

29 R. M. Schafer, The Book of Noise, Milburn, 1970.

3¢ Thomas McMullan, Cities are louder than ever - and
it's the poor who suffer most, The Guardian, 2019.

ti elektronické hudby, si postupné vytvofila velmi
osobity a soustfedény zvukovy svét. Experimento-
vala s tahlymi drony pfi hrani na akordeon, s hlasem
a formovanim improvizacnich hudebnich téles, kde
kombinovala hudebni plochy s dychanim, pohybem
a ve specifickych, ¢asto extrémnich akustickych situ-
acich.?”V roce 1974 vydala jedno ze svych klicovych
dél Sonic Meditation, knihu, ktera opustila tradice
zapadni hudby i jeji notace a obsahovala kompozice,
rytmicka cviceni a instrukce, jak pracovat s hlasem
a dechem, jak se s meditacnimi technikami a kulti-
vovanou hudebni percepci pfiblizit k extenzivnim
poloham hlubokého poslechu. Oliveros rozliSovala
dva zpUsoby poslechu: ,focal” (zaostfené posloucha-
ni) a “global” (tedy oteviené, souhrnné, receptivni
poslouchani). Abychom mohli vnimat veskeré zvuky
kolem ale i uvnitf sebe, imaginativni zvuky, nebo ty,
které mame ulozené v pameéti, je tfeba usi rozostfrit.
Deep listening - Hluboky poslech je intenzivni proces
vnimani pfirozenych zvukd kazdodenniho Zivota
a prirody, zvuka myslenek a hudby. ,Je tfeba jit pod
povrch toho, co je slySet, rozsifit pozornost na celé
zvukové pole a zaroven ji konkrétné zamérit. Tak se
mUGzeme propojit s akustickym prostfedim, se vSim,
co je obyva, vS§im, co obsahuje.” 2®

Hluboké naslouchani je zékladnim predpokladem
k senzitivnimu vnimani rznych vrstev zvukovych kra-
jin a jako takové tedy bylo v podvédomém arzenalu
akustickych ekologli od pocatku. Zvysujici se globalni
zvukové znedisténi, které Schafer predpovédél ve
své prvni knize v roce 1977 a dale rozvijel v The Book
of Noise?* (1968), je disledkem naruseného vztahu
¢lovéka k jeho zvukovému prostredi. Pres nardstajici
ekologické povédomi dochazi k potfebnym regu-
lacim jen pomalu a v nedostatecné mire. Hluk ve
méstech stale roste, zplsobuje socialni segregaci
a ma i negativni zdravotni dopady. *® Schafer se neu-
stale vraci k absenci ticha, chapaného i metafyzicky
jako ,prvotni prazvuk”, ktery jiz nemUzeme (vzhledem
k docasnosti svého plisobeni na Zemi) zakusit. Ne-
ustaly hfmot mést, aglomeraci a dalnic se zakusuje

27 Lenka Dolanova, Hluboky poslech v IGLOO, HIS Voice, 2018.
28 Pauline Oliveros, Sounding the Margins: Collected Writings
1992-2009.

29 R. M. Schafer, The Book of Noise, Milburn, 1970

30 Thomas McMullan, Cities are louder than ever - and it's the
poor who suffer most, The Guardian, 2019.
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hluboko do venkova. Tam, kde jej odstini terén hor,
ho spolehlivé zastoupi doprava letecka. Doba kazdo-
denniho neklidu nas nuti vyrovnavat vsudypfitomnou
hladinu zvuku i v soukromi a vytvaret doma nebo ve
vefejném prostoru zvukovou alternativu. Radio, tele-
vize, ale i domaci spotfebice zplsobuji akustické za-
vislosti. Ticho ¢asto chapeme jako néco negativniho
a skliéujiciho. Schafer ovsem hledal prostfednictvim
svych vyzkumU pozitivni pfistup k problematice zvu-
kového znecisténi a environmentalni akustiku vnimal
vzdy jako pozitivni didakticky studijni obor. ** Labora-
torni vyzkum nahradil terénnimi studiemi v konkrét-
nim realném prostoru. A véril, ze po symptomatickém
znecitlivéni vsudypritomnym hlukem znovu nalezne-
me schopnosti naslouchat a sami destruktivni zvuky
odstranime.

Kazdé mésto zni trochu jinak a kromé regulaci,
které méstu zvukové ulevi, je treba naopak nékteré
kulturné specifické zvuky chranit. Zvuky urcitych
akustickych kvalit jsou s historickymi a kulturnimi
souvislostmi i bizarnostmi soucasti méstského jazyka.
Londynsky zvukovy umélec Peter Cusack *?inicioval
v roce 1998 projekt Favourite Sounds, ktery si kladl za
cil odhalit, co pozitivniho nalézame v lokalni méstské
zvukoveé krajiné a jak se specifickymi zvuky interagu-
jeme. Projekt zacal jako v Londyné jako rozhlasovy
program pro stanici Resonance FM a pokracuje
dodnes v réznych variacich v Pekingu, Birminghamu,
Manchesteru, Southend-on-Sea, Torontu, Berliné,
Chicagu, New Yorku ¢i Bruselu. Bylo zaznamenano
mnoho zvukd, které odrazi fyzikalni a kulturni geo-
grafii, a jsou archivovany na CD nosicich a on-line
na interaktivni mapé. Cusack spole¢né s Milosem Voj-
téchovskym **iniciovali v roce 2006 i prazskou verzi
projektu Oblibené zvuky Prahy / Favourite Sounds
of Prague. Webova stranka sonicity.cz je obsahlou
databazi zvuk( Prahy véetné popisu a souvislosti
zvukovych udalosti.

Spolu s novymi a dostupnéjsimi on-line moznost-

31 Marie Thompson, Beyond Unwanted Sound: Noise, Affect and
Aesthetic Moralism, USA, 2017.

32 peter Cusack (1948) je britsky biolog, zvukovy novinaf

a hudebnik, zaméruje se na zvuky prostiedi a akustickou
ekologii. Je ¢lenem CRiSAP (Creative Research in Sound

Arts Practice), Zije a pUsobi jako pedagog sttidavé v Berliné

a Londyné.

33 Milo$ Vojtéchovsky (1954) je kurator, historik uméni,
audiovizualni umélec, kritik a pedagog pusobici v Praze.
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sound that we can no longer experience (because our
existence on Earth is temporary). The incessant bustle
of cities, agglomerations and motorways expands
deep into the countryside; and wherever blocked by
mountain terrain, it is readily replaced by air traffic.
The era of everyday restlessness faces us with an
omnipresent level of sound, even in the privacy of
our homes, and forces us to produce an acoustic
alternative at home or in the public space. As radio,
television, but also home appliances cause acoustic
addictions, we often perceive silence as something
negative and depressing. However, Schafer’s stud-
ies took a positive approach to the issues of sound
pollution; he always viewed environmental acoustics
as a positive programme of instruction. 3t He replaced
laboratory research with field studies in specific real
spaces. And he believed that the symptomatic numb-
ing through omnipresent noise can be replaced with
a rediscovered ability to listen - and that we will delib-
erately remove the destructive sounds.

Every city sounds a bit different, and we need
not only regulations to provide acoustic relief to the
urban space but also protection of some culturally
specific sounds. Sounds of certain acoustic qual-
ities, with their historic and cultural specifics and
bizarreness, are a part of the urban language. In
1988, London sound artist Peter Cusack 32 initiated
the Favourite Sounds project to discover the different
positive aspects we find in our local urban sound-
scape and how we interact with specific sounds.
Started in London as a radio show for Resonance FM,
the project continues in different versions in Beijing,
Birmingham, Manchester, Southend-on-Sea, Toronto,
Berlin, Chicago, New York, or Brussels. Many sounds
reflecting different physical and cultural geogra-
phies have been recorded and archived on CDs or in
online interactive maps. In 2006, Cusack and Milo$
Vojtéchovsky 33 initiated the project’s Prague version

entitled, Favourite Sounds of Prague. Its website sonic-

ity.cz provides an extensive database of the sounds of
Prague, including description and contextualisation in
sound events.

With new and readily available online tools, the
number of such mapping projects has been on the
rise. As if the absence of silence and the recession of
natural and extraordinary sounds invited us to archive

31 Marie Thompson, Beyond Unwanted Sound: Noise,
Affect and Aesthetic Moralism, USA, 2017.

32 British biologist, sound journalist and musician
Peter Cusack (1948) focuses on environmental sounds
and acoustic ecology. A member of CRiSAP (Creative
Research in Sound Arts Practice), he lives and teaches
between Berlin and London.

33 Milos Vojtéchovsky (1954) is a curator, art historian,
audiovisual artist, critic and educator working in
Prague.
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JiFi Valoch: Tato slova jsou jen zvuky, Text pro vefejny
prostor, 2013, MeetFactory, Praha, foto: Daniel Vicek

Jifi Valoch: Those words are just sounds, Text piece in public
space, 2013, MeetFactory, Prague, photo: Daniel VIcek

them. In contrast to other sound-mapping projects -
such as Berlin artist Udo Noll’s 34 global soundmaps -
Cusack’s project is site-specific. Its purpose is to

find “positive” acoustic characteristics of a city and
explore how its inhabitants perceive their environ-
ment. To date, the emerging sonic portrait of Prague
contains over a thousand recordings with personal
interpretations and commentaries. Cusack is not
unknown to the Czech scene: a regular visitor since
2002, he has participated in multiple local exhibi-
tions, symposia and projects on acoustic ecology, led
workshops on field recording and forms of listening,
and collaborated with the Czech Public Radio. His
consistent attention and sensitive approach to sound
in its environmental context, and acoustic ecology,
has influenced a great many artists. He is interested in
the ways sound is shaped by migration of inhabitants
as well as new technologies. In his long-term project,
Sounds from Dangerous Places, he recorded sonic re-
flections of Chernobyl, the Aral Sea, and other places
devastated by human civilisation. But he also explored
the acoustic properties of Lake Baikal or the oil fields
of Azerbaijan.

When speaking of dangerous sounds, one must
mention the invisible but fatal threat of underwater
noise pollution. Few would expect to find the sounds
of human activity in the depths of the world’s oceans
and seas. Unfortunately, there is almost no place left
in the sea where human sounds cannot be detect-
ed. The loudest and most destructive anthropogenic
sounds originate from military sonars, oil exploration,
and mass freight shipping. #5 The deafening sounds of
the propellers of giant intercontinental cargo vessels
travel hundreds of kilometres in open sea. Long-range
sonars used for navigation by ships and submarines

34 See https://aporee.org/maps/.
35 Center for Biological Diversity - Ocean Noise,
https://www.biologicaldiversity.org.
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mi pocet podobnych mapuijicich projektt roste. Jako
by nas absence ticha a Ubytek ptirodnich a vyjimec-
nych zvuk( nabadaly k jejich archivovani. Na rozdil
od jinych projektd mapujicich zvuky - napfiklad
globalni zvukové mapy ** berlinského umélce Udo
Nolla - je Cusacklv projekt mistné specificky. Jeho
smyslem je hledat ,pozitivni“ zvukové charakteristi-
ky mésta a zkoumat, jak jeho obyvatelé vnimaji své
okoli. Formujici se zvukovy portrét Prahy cita jiz pres
tisic nahravek s osobnimi interpretacemi a komentafi.
Cusack neni na ceské zvukové scéné neznamy, od
roku 2002 se do Cech pravidelné vraci, G&astnil se
zde mnoha vystav, sympozii a projektd s tématem
akustické ekologie, ved! dilny zamérené na pofizovani
terénnich nahravek, na formy poslechu a spolupraco-
val s Ceskym rozhlasem. Zvukem v environmentalnim
kontextu a akustickou ekologii se zabyva soustavné,
a svym citlivym pfistupem k tématu ovlivnil celou
fadu umélcl. Zajima ho, jak se zvuk méni vlivem
migrace obyvatel i novych technologii. Ve svém dlou-
hodobém projektu Sounds from Dangerous Places
zaznamenal sonické reflexe Cernobylu, Aralského
jezera a dalsich civilizaci zdevastovanych mist. Zkou-
mal také napriklad zvukové vlastnosti jezera Bajkal
nebo azerbajdzanskych ropnych nalezist.

Hovofime-li o zvucich nebezpecénych, je tieba
zminit neviditelnou, ale fatalni hrozbu, jiz se stalo
zvukové znecisténi mofi a oceand. V jejich hlubinach
bychom zvuky lidskych aktivit necekali. Bohuzel
ve svétovych oceanech neexistuje prakticky zadné
misto, kde by lidské zvuky nebyly detekovatelné.
pochazeji z vojenského sonaru, prizkumu ropy
a primyslové lodni dopravy. ** Ohlusujici zvuky
lodnich sroubl gigantickych mezikontinentalnich
prepravnich lodi se ve vodé Sifi stovky kilometrd.
Velkoplo$né pouzivané sonary - zafizeni pro orientaci
lodi a ponorek - funguji na podobném principu, jaky
vyuzivaji velryby: vysilaji ultrazvukové signaly a pfiji-
maji jejich odrazy. Armada vyuziva vysoce vykonné
aktivni sonary, které ptsobi kytovclm, od béluh az
po vorvané, stres a bolest. Dal$im problémem je pro-
zkoumavani morského dna tézarskymi lodémi. Kazda
takova lod vystieluje pomoci dvanacti az osmacty-

34 \/iz https://aporee.org/maps/.
35 Center for Biological Diversity - Ocean Noise, https://www.
biologicaldiversity.org.
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ficeti seizmickych vzduchovych dél do mofskych
hlubin stlaceny vzduch pfiblizné jednou za deset
sekund, bez prestavky po dlouhé mésice. Zplsobené
zvukové viny jsou slysitelné na vzdalenost az 4000
kilometra. Mofrsti biologové upozornuji, ze hluk
poskozuje velrybam sluch, narusuje jejich zakladni
komunikac¢ni a navigacni signaly a mize vést ke
krvaceni do mozku. Hluk ohrozuje i ryby, chobotnice
a zooplankton. Doposud neexistuje Zddna regulace ¢i
dohoda o ochrané mofskych Zivocich v mezinarod-
nich vodach. Mofskému zvukovému prostiedi a dal-
§im kfehkym a lidem nedosazitelnym ekosystémim
se vénuje norska umélkyné Jana Winderen ¢ Hloubky
mof¥i zkouma pomoci nejnovéjsich technologii. Jeji
prace reflektuji krasu a komplexnost podvodniho,
lidmi nespatfeného svéta.

Tématim akustické ekologie se dnes vénuje cela
fada dalsich umélct a odbornikd z rdznych védnich
disciplin. Obor reflektuje i globalni environmentalni
otazky, jako je ztrata biologické rozmanitosti, znecis-
téni a zména klimatu. V uzsim geografickém kontextu
v roce 2018 vznikla mysSlenka Stfedoevropské sité
pro sonické ekologie (CENSE). *” Mezinarodni sit
umélcd, organizatorl a vyzkumnikd sepsala manifest
deklarujici otevienost, zaméreni na eko-kulturni
rozvoj a vzdélavani, sdileni zdrojl a znalosti, dliraz
na udrzitelnost vztahu ¢lovéka a pfirodniho prostredi

3¢ Jana Winderen (1965) je norska zvukova umélkyné
experimentujici s terénnimi (nejen) podvodnimi nahravkami.
V Oslu vystudovala matematiku, chemii a vénovala se i nauce
o rybach.

37 \iz https://cense.earth/
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operate on a similar principle as whales: emitting
ultrasonic pulses and listening for their echoes. The
military uses high-performance active sonars that
cause stress and pain to cetaceans, from belugas

to cachalots. Seafloor exploration by the mining
industry is another issue. Every such vessel uses
twelve to forty-eight seismic airguns to fire bubbles
of compressed air approximately every ten seconds,
non-stop for many months. The resulting sound waves
are audible over a distance of up to 4000 km. Marine
biologists remind us that the noise damages whales’
auditory systems, disrupts their basic communication
and navigation signals, and may cause bleeding in
the brain. The sound also threatens fish, octopi and
zooplankton. To date, there is no regulation or treaty
to protect marine fauna in international waters. The
marine acoustic environment and other fragile eco-
systems out of human reach have become the focus
of Norwegian artist Jana Winderen 3¢, She explores
the deep sea using innovative technologies, and her
works reflect the beauty and complexity of the under-
sea world unseen by people.

Nowadays, the topics of acoustic ecology are
elaborated by a great many other artists and scientists
from different disciplines as well. The field also re-
flects global environmental issues such as biodiversity
loss, pollution, and climate change. In a narrower geo-
graphical context, the Central European Network for
Sonic Ecologies (CENSE) 37 was established in 2018,
bringing together artists, organisers and research-
ers. Its manifesto declares openness, orientation to
eco-cultural development and education, the sharing
of knowledge and resources, an emphasis on sustain-

36 Norwegian artist Jana Winderen (1965) undertakes
experiments with (not only) underwater field
recordings. She studied mathematics and chemistry
in Oslo and also has a background in fish ecology.

37 See https://cense.earth/.
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able ways of relating to one’s natural environment,
and an overall belief in formulating better solutions for
the development of contemporary societies. Activities
of the acoustic ecology movement have helped us
reflect current environmental problems and provided
a critically important mechanism in our time's central
challenge to fundamentally revise the civilisation’s de-
structive behaviour towards natural systems.

a celkovou viru ve formulovani lepsich feSeni pro
rozvoj soucasnych spolecnosti. Aktivity hnuti akus-
tické ekologie reflektuji soucasné environmentalni
problémy a jsou dilezitym a kritickym mechanismem
v dnes natolik zasadni vyzvé ke komplexnimu
prehodnoceni destruktivniho chovani civilizace vici
pfirodnim systémam.

Louise K. Wilson / Michal Kindernay, Sound Tracking, zvukova performance,
festival MEETINGS 2019, Zapadni Jutsko, Dansko, foto: archiv umélce
Louise K. Wilson & Michal Kindernay, Sound Tracking, sound performance,

MEETINGS 2019 festival, West Jutland, photo: archive of artist
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Symposia Hermit a pribéh zvukového uméni

Byvaly klaster Plasy hostil v letech 1992 az 1999
mezioborova sympozia a festivaly Hermit, od roku
1996 pak program celoro¢nich uméleckych rezidenci.
Setkavaly se zde desitky, celkové nékolik stovek
hudebnikl, zvukovych umélc, performer(, divadel-
nika, konstruktérd hudebnich nastrojl a instalaci,
tanecnikd, filmard, videoumélc, spisovatel(, teore-
tikC i femesInik(. Mensi ¢ast pochazela z Cech, ostatni
ze zahranici. Zvlastnosti bylo, Ze $lo nejen o multizan-
rovy, ale také o mezioborovy, nebo spi$ nadoborovy
projekt, ktery - prestoze ukotveny v severozapadnich
Cechach - sméfoval mimo ramce regionalni i narodni
a byl propojen s dalsimi pribuznymi a paralelnimi
aktivitami v Evropé. ,Experimentalni hudba” a zvukové
uméni hraly od zac¢atku formuijici roli. Spojujici linii
nékolikaletych aktivit nadace Hermit a Centra pro
metamedia, sidlicich v pfizemi budovy byvalé prela-
tury, bylo spi$ naslouchani a akustika nez divani se
a pohledovost. At se totiz navstévnik prochazel laby-
rintem konventu, bloumal v okoli kostela Nanebevzeti
Panny Marie, barokni sypky s gotickou Kralovskou
kapli, odpocival pred omselou prelaturou, nebo
obchazel polorozpadlé hospodarské objekty, nemohl
se ubranit plsobeni mistni zvukové krajiny. Akustické
kvality konventu, zvukové zrcadleni v ambitech,
dlouho doznivajici echo v kaplich svatého Benedikta
a svatého Bernarda spolu s rezonancemi dopravy
z nedalekeé silnice a kfikem postolek ohranicovaly
ukotveni celého projektu. Lze predpokladat, Ze také
kvlli sluchové neopakovatelnému zazitku se mnozi do
Plasti pravidelné vraceli, at uz jako divaci a posluchaci,
nebo aktivni ucastnici.

Byvaly klaster jsem navstivil kvlli studiu déjin
umeéni po poloviné sedmdesatych let a pozdéji zde
zazil polooficialni vystavu socialni fotografie 9 x
9, kterou v konventu v roce 1981 uskutec¢nila Anna
Farova s kasteldnem panem Juhou. V roce 1991 mi
prisla nabidka pripravit vystavu pro jednu z mistnosti
konventu. Celkem konvencni projekt se po pfimé
zkusenosti z opusténého zasnézeného a melancholic-
kého komplexu budov zménil v dlouhodobéjsi zamér,
smérujici k pokusu o zalozeni Mezinarodniho centra
pro uméni a média v byvalé sypce a ke konceptu
metamédii, tedy k pokusu o propojeni riznych
umeéleckych médii a percepcnich modell do jednoho
totalniho tvaru.

To, Ze dramaturgie sympozii obsahovala pomérné
¢asto nestandardni discipliny, jako je pravé zvukova
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Between 1992 and 1999, the former Plasy
Monastery hosted the interdisciplinary Hermit sympo-
sia and festivals, and from 1996 onwards a programme
of year-round art residencies. Dozens, sometimes
hundreds of musicians, sound artists, performers, ac-
tors, directors, instrument makers, installation artists,
dancers, filmmakers, video artists, writers, theorists
and craftspeople came together here. Some came
from around the Czech Republic, but most were from
abroad. What was interesting was that the project was
not only multi-genre but multidisciplinary, or rather
supra-disciplinary and, though based in northwest
Bohemia, set its sights well beyond the regional and
national context and was connected with other similar
and parallel activities in Europe. Right from the start,
experimental music and sound art played a crucial
role. The common denominator of the activities of
the Hermit Foundation and the Centre for Metamedia,
based in the building of the former prelate, was more
listening and acoustics than watching and vision.
Whether a visitor explored the convent labyrinths,
wandered around the Church of the Assumption of
the Virgin Mary, the baroque granary with the gothic
Royal Chapel, caught their breath before the dilap-
idated prelate’s building, or took a jaunt around the
ramshackle outbuildings, they could not resist the
effects of the local soundscape. The acoustics of the
convent, the audio mirroring in the cloisters, the long
echo in the chapels of St. Benedict and St. Bernard,
along with the resonances of the traffic from the
nearby road and the calls of the kestrels - all of this
created a sonic anchorage to the entire project. We
can assume that many people regularly returned to
Plasy for its incomparable audio experience, either as
viewers and listeners or as active participants.

| visited the former monastery in order to study
art history during the mid-1970s and later visited
a semi-official exhibition of social photography en-
titled 9x9, organised in the convent in 1981 by Anna
Farova and the castellan Josef Juha. In 1991, | received
an offer to organise an exhibition for one of the rooms
of the convent. After experiencing for myself the
deserted, snow-covered and melancholic complex
of buildings, what started as a fairly conventional
concept turned into a longer-term plan to create an
international Centre for Art and Media in the former
granary and to the concept of metamedia, i.e. the
combination of different artistic media and their asso-
ciated perceptual modes into one total form.

The fact that the organisational plan of the sym-
posium included relatively nonstandard disciplines
such as sound installation was because | had had the
opportunity to familiarise myself with the programme
of the Apollo House art centre in Eindhoven, Holland.
Het Apollohuis was founded by Paul Panhuysen and
Remco Scha in 1980 in the building of the former
tobacco factor, and from that point on had become
a pilgrimage site for artists from around the world.

Milo$§ Vojtéchovsky / Parasites, echoes and resonances -
the Hermit Symposia and the story of sound art

Fred Frith a Pavel Fajt: koncert, Klaster Plasy, 1992,
foto: Iris Honderdos, Archiv Nadace Hermit

Fred Frith and Pavel Fajt: concert, Plasy Monastery, 1992
photo: Iris Honderdos, Hermit Foundation Archive

This especially applied to those artists who directly or
indirectly claimed allegiance to the legacy of Fluxus,

a movement espousing a philosophy of the inter-
connection of art and life. The curators of the Apollo
House, Paul and Héléne Panhuysen, organised exhibi-
tions, residencies, concerts and publishing activities
right up until 2001, when they were refused support
because of their “excessively international focus”. Paul
and Heléne had an incredible overview of what was
taking place in the sphere of live art and avant-gar-

de music around the world, including in Eastern and
Central Europe. Het Apollohuis was a breeding ground
for experimentation, networking and solidarity and be-
came an essential communications and organisational
centre of a whole network of similar institutions, from
artistic squats such as Aorta and Silo in Amsterdam,
Melkfabriek in Den Boschi, Het Fabriek in Eindhoven,
via alternative galleries such as Moltkerei Werkstatt in
Cologne, the Mex festival in Dortmund, the Kastrich
Gallery in Mainz, the Art Association Gianozzo in
Berlin, Experimental Intermedia in New York, Transart
Communication in Novy Zamce, Construction in
Process in £6dZ, to the Gallery Surge in Tokyo.

In 1992, Het Apollohuis assisted with the selec-
tion of artists who, at their own expense, were willing
to risk travelling to an unknown region in north-west
Bohemia. Paul came to the final two-day festival with
Phill Niblock, filmmaker, media artist and composer,
the founder of the famous New York loft Experimental
Intermedia, and tireless traveller and networker.
Thanks to him, and many others, Plasy, a new location
in the recently reconnected Europe with an exotic
surroundings and unexpected acoustic, made a name
for itself.

Another logical factor in the sonic turn was the
recoghnition that, within the context of high baroque
architecture, work with sound, if compared to painting
or sculpture, was less invasive and disruptive. The
confrontation between old and new, baroque and

instalace, souviselo také s tim, ze jsem mél prilezi-
tost seznamit se s programem uméleckého centra
Apolonlv dim v nizozemském Eindhovenu. Het
Apollohuis zalozZili Paul Panhuysen a Remco Scha

v roce 1980 v budové byvalé tovarny na tabak, ktera
se od té doby stala poutnim mistem pro umélce

z celého svéta. Zejména pro ty, kdo se pfimo nebo
nepfimo hlasili k odkazu hnuti Fluxus, zalozeného

na filozofii propojeni uméni se zivotem. Kuratofi
Apolonova domu Paul a Heléne Panhuysenovi
zajistovali program galerie, rezidenci, pravidelnych
koncertll a vydavatelstvi az do roku 2001, kdy jim
byla odmitnuta podpora z dlvodu ,,pfili§ mezinarodni
orientace”. Paul a Heléne méli neuvéritelny prehled
o tom, co se délo na poli zivého uméni a avantgardni
hudby ve svété, véetné vychodni a stfedni Evropy.
Het Apollohuis tvofil Zivnou pladu pro experiment,
propojovani a solidaritu a stal se podstatnym komu-
nikacnim a organizacnim centrem sité podobné
naladénych mist: od uméleckych squatd, jako byly
Aorta nebo Silo v Amsterodamu, Melkfabriek v Den
Boschi, Het Fabriek v Eindhovenu, pres alternativni
galerii Moltkerei Werkstatt v Koliné nad Rynem,
festival Mex v Dortmundu, galerii Kastrich v Mainzu,
spolek Gianozzo v Berliné, Experimental Intermedia
v New Yorku, Trans Communication festival v Novych
Zamcich, Konstrukcja w Procesie (Construction in
Process) v Lodzi az po galerii Surge v Tokyu.

V roce 1992 Het Apollohuis asistoval u vybéru
prvnich umélcu, ktefi by se (na vlastni naklady)
odvazili prijet do nezndmého kraje severozapadnich
Cech. Na zavéreény dvoudenni festival dorazil Paul
spolecné s filmafem, medialnim umélcem a sklada-
telem, zakladatelem proslulého newyorského loftu
Experimental Intermedia, nevycerpatelnym cesto-
vatelem a networkerem Phillem Niblockem. Diky
nim - a radé dalSich - se Plasy, nova lokace v Cerstvé
znovupropojené Evropé, navic s exotickym okolim
a necekanou akustikou, staly znamymi.

Dalsim logickym faktorem obratu ke zvukovosti
byla zkusenost, Ze prace se zvukem - ve srovnani
tfeba s malifstvim nebo sochafstvim - v kontextu
vysoké barokni architektury plsobi méné invazivné
a rusivé, ze konfrontace mezi starym a novym, barok-
nim a sou¢asnym nemusi byt nasilna, ale naopak
synergeticka. Proto se v nasledujicich letech zvuk
a poslouchani staly tak ddlezitym motivem sympozii
a festivalQ v Plasech.
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PFima zkuSenost a dokumentace

Zajem o zvuk zlstal v ramci dramaturgie Nadace
Hermit a Centra pro Metamedia celych osm let.
Festivaly byly postaveny na scénografii mist, v nichz
akce probihaly. Dny a vecery sestavaly pro divaky
i umélce v neustalém pobihani a pfechazeni: od
ozvén hudebnich predstavni v kaplich pfes volny
prostor rajského dvora po ambity konventu, k let-
nimu refektari, do sypek nebo do honosného salu
prelatury. Vétsina koncertl, performanci a instalaci
byla akusticka a improvizovana, hudba se svobodné
a nékdy odvazné propojovala s performancemi, zvu-
kovymi instalacemi, pozdéji s video projekcemi nebo
prednaskami. Na prvni ro¢nik v roce 1992 jsme ve
spolupraci s Jifim Zemankem pozvali umélce, ktefi se
zvukem dlouhodobé zabyvali: Milose Sejna, Martina
Janicka, Jana Svobodu, Lubose Fidlera, Oldficha
Janotu a Mariana Pallu. Pfes Apollohuis prijeli dalsi,
vCetné Horsta Rickelse, Victora Wentincka, Haralda
Kubiczaka, Anny Homler, Pierra Bertheta, Michaela
Delia, Ada van Buurena, Bram Cox nebo Baudouina
Oosterlyncka. Néktefi - jako Marian Palla nebo Lubos$
Fidler - figurovali jak na scéné vytvarného umeéni,
tak hudby, dal$i, jako Martin Janiéek nebo Milo$ Sejn,
v Plasech ,zarezonovali” s dily nékterych zahranic-
nich umélcl. Do té doby spis obskurni termin ,zvu-
kové uméni” se postupné, alespon v okruhu kolem
Hermitu, stal obvyklym. V pfiloze prvniho katalogu
Hermit byly vydany tfi kratké prehledové texty o zvu-
kovém uméni v Nizozemi, Belgii a Ceskoslovensku.
V poslednim pripadé nese ¢lanek nazev Toénina
ceského vytvarného uméni, nebot jsem se neodvazo-
val zminéné umeélce (od Arne Hoska, Alese Veselého
&i Olgy Karlikové po Vladimira Kokoliu a Milose Sejna)
oznadit za ,,zvukové”.

Prestoze improvizované setkani v Plasich nemélo
v roce 1992 zadny rozpocet, podarilo se dohodnout
spolupraci s plzenskym nahravacim studiem a ¢ast
koncertl a predstaveni mohla byt zaznamenana
a pozdéji vydana na audiokazeté jako zvukova pfiloha
katalogu. To se ukazalo jako vhodny model a vétsina
katalogd vydavanych Nadaci Hermit tak obsahovala
jako prilohu CD nosi¢. Nezavisle na katalogu Hermitu
v roce 1992 nahrdli v konventu autorské CD Marian
Palla a Ales Miiller a tajemna formace Jina rychlost
Casu. Pozdéji nahral v kapli Hans van Koolwijk své
autorské album Bambuso Sonoro. Praci s dokumen-
tarnim zvukovym materialem jsme se pokouseli ucho-
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Sharon Kivland: Litanie, zvukova instalace, 1993,
foto: Daniel Sperl, archiv Nadace Hermit

Sharon Kivland: Litany, sound installation, 1993,
photo: Daniel Sperl, Hermit Foundation Archive

contemporary, did not have to be violent but could be
synergetic. And so over the years to come sound and
listening were important themes of the symposium
and festival.

Direct experience and documentation

An interest in sound has remained part of the
Hermit Foundation and the Centre for Metamedia for
eight years. Festivals were based on the proper-
ties of the place where the events were held. Both
artists and visitors spent their days and evenings
running from place to place: from the echoes of
concerts in the chapels, through the open space of
the heavenly courtyard, through the corridors of the
cloister, to the summer refectory, to the granaries or
to the opulent prelate’s hall. Most of the concerts,
performances and installations were acoustic and im-
provised. Music was freely and sometimes defiantly
combined with performances, sound installations,
and later on with video projections or lectures. In
the very first year, along with Jifi Zemanek we invit-
ed artists who had long been involved with sound,
including Milog Sejn, Martin Janiéek, Jan Svoboda,
Lubos Fidler, Oldfich Janota and Marian Palla. More
arrived from Apollohuis, including Horst Rickels,
Victor Wentink, Harald Kubiczak, Anna Homler, Pierre
Berthet, Michael Delio, Ada van Buuren, Bram Cox,
and Baudouin Oosterlynck. Some of these, e.g.
Marian Palla and Lubos Fidler, featured in both the
art and music segments of the event, while others
such as Martin Janiéek and Milos Sejn, “resonated” in
harmony with the works of foreign artists. The term
“sound art”, obscure until then, gradually became
commonplace, at least in the circle surrounding
Hermit. An appendix to the first Hermit catalogue
had three short texts about the situation of sound
art in Holland, Belgium and Czechoslovakia. The
last of these was entitled “Tonina ¢eského vytvar-
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ného uméni”, because | didn’t dare label the artists
in question (from Arne Hosek, Ales Vesely and Olga
Karlikovéa via Vladimir Kokolia to Milo$ Sejn) “sound
artists”.

Even though the improvised meeting in Plasy
in 1992 had no budget, we managed to secure the
cooperation of a recording studio in Plzen, and
so some of the concerts and performances were
recorded and later released on audio-cassette or as
an audio supplement to the catalogue. This turned
out to be a suitable model and most catalogues
released by the Hermit Foundation contained a CD.
Independently of the Hermit catalogue, in 1992
Marian Palla and Ales Miler, along with the secret
ensemble Jina rychlost ¢asu (Another Speed of
Time) recorded a CD in the convent. Later, Hans van
Koolwijk recorded the album Bambuso Sonoro in the
chapel. We tried to approach work with documentary
sound material in such a way as to retain the authen-
tic atmosphere of the place. On the CD Letokruhy
(Growthrings) of 1993, in between individual tracks
you can hear the ticking of a clock and the bells
being struck in the granary (i.e. the sound that is to
be heard throughout the monastery and beyond) and
the echoes of steps passing through the corridors.

Over the years the themes of the symposia
changed and things were set up in such a way that
the guests could remain as long as possible. It was
a chance to take one’s foot off the gas, look around
and listen to the sound landscape of the place. The
festivals that brought the symposia to a close were
a collage of loosely prepared events, installations
and interventions spread over several days and usual-
ly linked in some way with the space or were site spe-
cific. New collaborations sprang up spontaneously. In
the first year the ensemble Orloj snivct (Horolage of
Dreamers) from Prague was joined by the American
Michael Delia. The Koran brothers Jaroslav and
Michal returned with Orloj snivcl in various guises
and played alongside Petr Nikl, Siri Austen, Martin

Keiji Haino: performance, Klaster Plasy, 1994, foto: Daniel
Sperl, archiv Nadace Hermit

Keiji Haino: Performance, Play Monastery, 1994, photo: Daniel
Sperl, Hermit Foundation Archive

pit tak, abychom pokud mozno zachovali autentickou
a specifickou atmosféru mista: na CD Letokruhy
(Growthrings) z roku 1993 je mezi jednotlivymi sto-
pami slySet tikani hodinového stroje a odbijeni zvon(
na sypce (tedy zvuk, ktery je slyset po celém klastere
a okoli) a ozvéna krokd v ambitech.

Témata a zaméreni dalSich sympozii se béhem
let ménily, provoz byl nastaven tak, aby hosté pokud
mozno zUstali co nejdéle, méli Sanci zpomalit tempo,
rozhlédnout se a zaposlouchat do zvukové krajiny
mista. Festivaly - zavrsujici sympozia - byly nékoli-
kadenni kolazi lehce predpfipravenych akci, insta-
laci, intervenci, vétSinou propojenych s prostorem
nebo vytvofenych pfimo pro konkrétni misto. Casto
dochazelo k spontannim spolupracim: k souboru
Orloj snived z Prahy se v prvnim roéniku pfipojil
American Michael Delia. Jaroslav a Michal Kofanoveé
se vraceli s Orlojem v rliznych obménach pravidelné
a spolupracovali napfiklad s Petrem Niklem, Siri
Austen, Martinem Alacamem, Alanem Paivio, Jimem
Menesesem. Hrac na trubku a skladatel Rajesh Mehta
se setkal s Pavlem Fajtem a s Irenou a Vojtéchem
Havlovymi, s nimiz nahrali v roce 1998 v kapli
sv. Benedikta aloum Day in Benedict.

Nékdy lze jen tézko vést pevnou hranici mezi
zvukovou instalaci, koncertem a performanci, pro-
toze véechny jsou provazeny specifickou akustickou
krajinou. V priibéhu let mohli navstévnici v Plasich
vidét a slySet fadu zvukovych instalaci i instalaci
na pomezi zvuku, svétla, prostoru a obrazu - jako
napriklad instalaci Paula Panhuysena (Magicky Ctve-
rec, 1994), Rona Haseldena (Posledni kastrat, 1994,

a Bees in Bush, 1995), Hugha Daviese (1994), Hanse
van Koolwijka (Doremi, 1993), kolektivu Silver (Sirény,
1995), Mariana Pally (Hnizdo, 1992), Akio Suzukiho
(Howling Objects, 1994), Milose Sejna (1992, 1994),
Michaela Delii, Christopha Charlese (Stin zvuku,
1995), Petry Dubach a Mario van Horrika, Bram Cox,
Dana Senna (1998) a dalsich.

Je tfeba se zabyvat po dvaceti letech otazkou,
jakou a zda vibec zanechal projekt Hermit v ces-
kém uméni stopu? Tézko soudit, zda mohl podobny
projekt vzniknout v jiném prostfedi, v misté s jinym
geniem loci, v budovach s jinym kouzlem, jinou akus-
tikou a v jiném case. Model nadZanrového propojeni
v mezioborovém nebo nadoborovém smyslu, které
ovlivnilo ¢eskou a ceskoslovenskou kulturni scénu
najdeme i jinde (festival Trans Art Communication
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Martin Janicek: Litofon, zvukova instalace, 1992,
foto: Iris Hinderdos, Archiv Nadace Hermit
Martin Janicek: Litophon, sound installation, 1992,
photo: Iris Hinderdos, Hermit Foundation Archive

v Novych Zamcich, aktivity sdruzeni mamapapa nebo
4 dny v pohybu). U Hermitu se jednalo o zkuSenost
natolik svazanou s topologii, psychoakustikou a his-
torickym i dobovym kontextem, natolik zavisejici na
magii,specific site”, Ze byla nepfenositelna a vlastné
i Casové determinovana. V napUl opusténém, nepa-
tficném a nikdy nedokonceném torzu mohutného
klasterniho komplexu v uréitém momentu samovolné
vzniklo néco, co - v paradoxni, groteskni, zamlzené
a ,postmoderni” podobé - zrcadlilo starou a preh-
nané ambiciozni myslenku cisterciackych opatd, ktefi
v 18. stoleti v Plasich touzili vybudovat jedno z evrop-
skych center vzdélanosti a kultury.

Pavodni nazev Hermit byl v textech katalogli
vydavanych nadaci Hermit ¢asto spojovan nejen
s fenoménem poustevnika, ale i s bohem Hermem,
poslem bohd, patronem poutnikd i zlodéjd, s patro-
nem skrytého védéni Hermem Trismegistem. Michael
Serres v komplikované a oblibené metafofe o povaze
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Alacam, Allan Paivio and Jim Meneses. The trumpeter
and composer Rajesh Mehta came face to face with
Pavl Fajt and Irena and Vojtéch Havlovy, and in 1998
they together recorded the album Day in Benedict in
the Chapel of St. Benedict.

Sometimes it is difficult to draw a line between
sound installation, concert and performance, since
all three are accompanied by a particular acoustic
landscape. Over the years, visitors to Plasy have
had the opportunity to see and hear many sound
installations and other events on the very border of
sound, light, space and image, such as features in
works by Paul Panhuysen (A Magic Square, 1994),
Ron Haselden (The Last Castrato, 1994, and The
Bees in the Bush, 1995), Hugh Davies (1994), Hans
van Koolwijka (Do-Re-Mi, 1993), Silver (Sirens, 1995),
Marian Palla (Hnizdo, 1992), Akio Suzuki (Howling
Objects, 1994), Milos Sejn (1992, 1994), Michael Delio,
Christophe Charles (Sound Shadow, 1995), Petra
Dubach and Mario van Horrik, Bram Cox, Dan Senn
(1998), and others.

Twenty years on, is it really necessary to ask
what effect the Hermit project has had on Czech art?
Could such a project have been created in a different
environment, with a different genius loci, in buildings
with a different magic and acoustic? We find a similar
inter- and multidisciplinary model elsewhere (e.g.
Trans Art Communication in Nové Zamky, mamapapa
and Four Days in Movement). However, Hermit was
an experience so bound up with the topological,
psycho-acoustic and historical context, so embedded
in the specific site, that it could not have arisen any-
where else or even at any other time. In the half-aban-
doned, unbecoming and sometimes unfinished
remains of a huge monastery at a particular moment
in time and space something spontaneously arose
that, in a paradoxical and hazy postmodern form, mir-
rored the old, overly ambitious plans of the Cistercian
abbots who wanted to build a European centre of
education and culture in Plasy in the 18th century.

The original name Hermit was often linked in
the catalogue texts the foundation published with
Hermes, messenger of the gods, patron saint of
pilgrims and thieves, as well as with the patron of
secret knowledge Hermes Trismegistus. In a popular,
complex metaphor about the nature of art, Michel
Serres speaks of “dark organisational structures” and
“parasitical layers of deeper levels of social commu-
nication”. Serres’ interpretation of the metaphor con-
tained in his five-volume Hermés published between
1969 and 1980 is linked with the themes of transfer,
transmission and communication. “Metaphor, in fact,
means ‘transport’. That's Hermes'’s very method: he
exports and imports; thus, he traverses. He invents
and can be mistaken - because of analogies, which
are dangerous and even forbidden - but we know no
other route to invention. The messenger’s impres-
sion of foreignness comes from this contradiction:
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plar fabricae aurnum conftinarus fit , minam ad foros congregandos
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Tubus Oticus cochleartus,

Athanasius Kircher: Naslouchaci nastroj, ilustrace z knihy
Athanasii Kircheri Phonurgia nova, sive, Conjugium
mechanicophysicum artis & natvra paranympha phonosophia
concinnatum, Campidona, 1673, zdroj: Wikimedia Commons
Athanasius Kircher: hearing aid, image from the book Athanasii
Kircheri Phonurgia nova, sive, Conjugium mechanicophysicum
artis & natvra paranympha phonosophia concinnatum,
Campidona, 1673, source: Wikimedia Commons

that transport is the best and the worst thing, the
clearest and the most obscure, the craziest and the
most certain.”*

The marginal and low-key face of sound art was
difficult to integrate into the economic and social
systems of the 1990s. Parasitically, perhaps even by
virtue of a “dark and foolish” error, the parasite Hermit
was to be found for several years in the bowels of
a rundown building. This intruder did no harm to its
host and after a short time there was nothing left
of the symposia and the Centre for Art and Media.
Volatility, ephemerality and fluidity temporarily
vibrated through the architecture and surrounding
landscape, and invisible but audible resonances,
“electro-magnetic waves”, in the end benefited their
host. These days part of the monastery buildings
belong to the National Technical Museum and two
years ago a Centre for Building Heritage in Plasy was
opened here. 2

1 Latour, Bruno; SERRES, Michel. Conversations

on Science, Culture, and Time. Trans. By Roxanne
Lapidus, University of Michigan Press, 1995, p. 66.

2 An online archive on the Hermit project and the
Plasy Centre for Metamedia, including audio, visual
and video documentation is available at https://
agosto-foundation.org/cs/nadace-hermit-a-centrum-
pro-metamedia-plasy

uméni uvazuje o ,temnych organizacnich struktu-
rach”, pfipadné o ,parazitickych vrstvach hlubsich
pater socialni komunikace”. Serresova interpretace
metafory, obsazena v pentalogii Hermés, vydavané
mezi lety 1969 a 1980, je spojena s Uvahami o pre-
nosu, transmisi a komunikaci obecné. ,Pfesnym
vyznamem metafory je pfenos. Pravé prenos je
metodou Herma: odnasi a ptinasi, kfizuje prostor;
objevuje a mUze se mylit, protoze pracuje s analogii,
a to je nebezpecné a také zakazané, chceme-li zacho-
vat pfisnost... Fakt, Ze posel plsobi cize a neznamé,
vychazi z nasledujiciho protimluvu: pfenos je tou
nejlepsi i nejhorsi metodou, nejjasnéjsi i nejtemnéjsi,

Okrajovy, nesnadno prenositelny a zaznamena-
telny zanr zvukového umeéni bylo v devadesatych
letech nesnadné integrovat do mistnich ekonomic-
kych a spolecenskych systému vytvarného uméni
nebo do hudebni scény. Paraziticky - snad dokonce
Ltemnym a posetilym” omylem - se na nékolik let
parazit Hermitu zachytil v itrobach omselé barokni
budovy. Vettelec hostiteli nijak neskodil, a tak po
nékolika letech nezlistalo po sympoziich a Centru
pro uméni a média skoro nic. Tékavost, efemérnost,
tekutost nakratko chvély monumentalni Santiniho
architekturou i jejim okolim a neviditelné, ale slysi-
telné rezonance, ,elektromagnetické vinéni” meta-
bolismu hostitele v disledku snad dokonce prospély.
Dnes spravuje ¢ast pavodné klasterniho komplexu
Narodni technické muzeum a bylo zde otevieno
Centrum stavitelského dédictvi Plasy. 2

1 Bruno Latour - Michel Serres, Eclaircissements, Paris:
Flammarion, 1994, s. 101.

2 Online archiv o projektu Hermit a Centrum pro metamedia
Plasy vcetné obrazové, zvukové a video dokumentace Ize
zhlédnout na https://agosto-
foundation.org/cs/nadace-hermit-a-centrum-pro-
metamedia-plasy.
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From Song to Noise, from Tone to Click
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Jonas Gruska: 02:52492084 a Voodooman, Bludny kamen, Znéjici,
rezonuijici, vibrujici, Hovorny, Opava, foto: Jakub Kozial

Jonas Gruska: 02:52492084 a Voodooman, Bludny kdmen, Sounding,
Resonating, Vibrating, Phone Rooms, Opava, photo: Jakub Kozial
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Bludny kamen je spolek, ktery se od poloviny
devadesatych let zabyva mapovanim a prezentaci
soucasného vizualniho umeéni a nezavislé a expe-
rimentalni hudby, angazuje se také ve spolecen-
sko-politickych tématech a v ozivovani opavského
vefejného prostoru. Kontinualné plsobi na opavské
a ostravské umélecké scéné, kde organizuje vystavy,
pfednasky, prezentace, projekce, koncerty, zvukové,
tanec¢ni i umélecké performance a festivaly soudobé
a experimentalni hudby. Porada pravidelné vystavy
ve vlastni Galerii Cella a v otevieném galerijnim pro-
storu Hovorny v Opavé. Sidli v opavském Matic¢nim
domé, kde provozuje knihovnu a organizuje koncerty
a kulturné-vzdélavaci programy.

Jaké vrzoty, praskani, treni, jaké rany, klopoty,
bouchani i hrobové ticho provazely pohyb postupné
rostouciho ledovce ve Skandinavii pfed zhruba pul
milidnem let dosahujiciho az na Opavsko? Svou
rozpinajici se silou valil pfed sebou masu zeminy,
kamend, prachu a vse, co mu stalo v cesté. Bortil
skaly, drtil utesy. Rostliny a zivo¢ichové putovali jinam
nebo vymirali. Ledovec ménil polohy a tvary kopcu,
hor, rovin a udoli, fek i oceanll. Neforemné kusy
hornin ze svédské cervené Zuly a ruly se svou pouti
mistem a Casem obrusovaly a jejich nékdejsi hrany
ztratily ostrost a nabyly na oblosti a kulatosti. Bludné
kameny, balvany ve Slezsku, na Opavsku... Postupné,
pomalu a neodbytné.

Od konce 20. stoleti putuje Bludny kamen
z jednoho mista na druhé, obklopuiji jej pfi tom zvuky,
zanechdva formy, méni (své) védomi, ohledava
hranice moznosti tvar(l hudby i vytvarného uméni.
Prvni roky organizatorského usili Bludného kamene
se odehravaly ve znameni toho, co v Opaveé poslu-
chacdim alternativni hudby, jazzu, rocku nebo nové ¢i
jinak experimentalni hudby léta chybélo: jazzovych
a rockovych klub@ a mist pro alternativni kultury
obecné. Od roku 1995 zprostfedkovava Bludny
kdmen koncerty etnické hudby ¢i tvorbu z etnické
hudby vychazejici. Vznika kazdorocné se opakujici
festival Etnojazz, na némz vystupuji world-music
a jazzové soubory, cikanské kapely, hrdelni zpévacka
z Jakutska, hudebni vandraci z vychodni Evropy hra-
jici originalni smésice méstského folku s jazzové-roc-
kovymi rytmickymi a vyrazovymi principy jako napfi-
klad Relaxace, Wooden Toys, Tam Tam Orchestra,
Pozza, lva Bittova nebo Ghymes. Na samostatné kon-
certy zve Bludny kdmen do Opavy svébytné hudebni
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Bludny kamen (Erratic Boulder) is an association
that has been charting and presenting contempo-
rary art and independent, experimental music since
the mid-1990s. It is also involved in socio-political
activities and the revival of public space in Opava. It
is very active on the Opava and Ostrava art scenes,
where it organises exhibitions, lectures, presen-
tations, projects, concerts, sound, dance and art
performances, and festivals of contemporary and
experimental music. It holds regular exhibitions in its
own Cella Gallery and in the Hovorna open gallery
space in Opava. It is based in Mati¢ni diim in Opava,
where it runs a library and organises concerts as well
as cultural and educational programmes.

What creaking, cracking and rubbing, what
blows, clamouring and hammering, what sepulchral
silence accompanied the slow progress of the glacier
in Scandinavia approximately half a million years
ago that eventually reached Opava? Its inexorably
expanding force pushed to the sides a mass of earth,
stone and dust, along with everything else that stood
in its way. It crushed boulders and brought down
cliffs. Flora and fauna fled or faced destruction. The
glacier transformed the location and morphology of
hills, mountains, plains and valleys, rivers and oceans.
The shapeless pieces of red granite and gneiss from
Sweden rock were polished by time and motion
and their edges lost their sharpness and roundness.
Erratic boulders, rocks in Silesia, the Opava region...
Gradually, slowly and inexorably.

From the end of the 20th century onwards,
Bludny kdmen has wandered from one place to anoth-
er, surrounded by sounds, leaving forms, changing
(its) consciousness, interrogating the boundaries
of the possibilities of music and art. For the first
few years of its existence, Bludny kamen was about
offering what anyone interested in alternative music,
jazz, rock or new, experimental music had lacked for
so long: jazz and rock clubs and venues for alterna-
tive culture in general. Since 1995, it has organised
concerts of ethnic music or work based on it. An
annual festival has been created called Ethnojazz, at
which you can see world-music and jazz ensembles,
gypsy bands, throat singers from Yakutia, wandering
minstrels from Eastern Europe playing an original mix
of urban folk with jazz-rock rhythms and expressive
principles, such as Relaxace, Wooden Toys, Tam Tam
Orchestra, Pozza, lva Bittova and Ghymes. Bludny
kamen invites original musicians, jazz and crossover
bands to give their own concerts in Opava. These
include Vaclav Koubek, Oldfich Janota, Vladimir
Merta, Karel Babuljak, Majerovy brzdové tabulky, Sledé
Zivé sledé, Metamorfosis, DG 307, Koch, Schiitz, the
Studder Trio, Tara Fuki, Brink Man Ship, and many oth-
ers. All of these strive to meet the demands of social
presentation, the endeavour to get closer to the “orig-
inal” and listen to new or at least a different sound,
one that supports values that are off-kilter with the
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prevailing direction. We lay an emphasis on the space
in which concerts are performed. We have chosen all
kinds of venues - cultivated, rough-hewn, historical,
industrial, rural, intimate or monumental, whether this
be the gardens of a monastery or chateau, an aban-
doned church, a dilapidated factory, the hallowed sur-
roundings of the House of Art or the Moravian Chapel,

a beautiful courtyard, wine bar, pub or medieval cellar.

Each venue had its own special atmosphere and
offered differed opportunities and acoustics, and all
participated in transforming each musical event into
a unique occasion.

Having formerly been the sole domain of sound,
in the last century music underwent fundamental
changes. Sound began to liberate itself from music.
Traditional musical forms dissolved and music began
to conceptualise itself, its tonality expanded or was re-
linquished altogether, sound and noise were accepted
into the musical language. The complete emancipa-
tion of sound came with the expansion of the possi-
bilities of reproduction and recycling, its decentralisa-
tion and the rediscovery of its spatial qualities. Sound
began to be treated as a constructional element of
compositions, which no longer needed traditional
scales and harmonies, but availed themselves of the
full range of the sonic spectrum. The performers of
this music assumed a new role, their responsibility
toward the composition was transformed and the
rendition of the work became the sole, unrepeatable
experience. The emancipation of sound reached the
point at which all sounds were equal.

Even with Bludny kdmen at full stretch, we con-
tinued to search for forms that would fit our vision of
contemporary music. In the 1990s, we organised an
irregular cycle of concerts of contemporary music as
a genre whose dissemination we took upon ourselves
as a mission. We collaborated with local classical mu-
sicians and requested that they play the most recent
music. The first concert in our cycle of contempo-
rary music was by no means radical, and included
works by Bohuslav MartinG. In January 1999, we were
offered the rugged interior of the Opava House of Art
for a period of ten years. The walls were white, the
clean spaces intersected and all sorts of perspectives
would appear. We invited Lubo$ Fidler, Oldfich Janota
and Stépan Pedirka to get things resonating. Fidler
placed several of his spatial objects and installations
here, which he played or which gave forth pitches
and tones and rhythms when struck. The installations
were placed all around the House of Art, and during
a performance the musicians and visitors moved
freely around the whole space. There was little music.
Instead, sound prevailed, but a role was also played
by light, location and the visual aspect of the audio
constructions. This event - concert, performance
and exhibition in one - anticipated other activities by
Bludny kamen in the Opava House of Art and slowly
but surely in all its other venues.

tvlrce, jazzové i nejrizné;jsi crossoveroveé formace,
jmenujme alespon Vaclava Koubka, Oldficha Janotu,
Vladimira Mertu, Karla Babuljaka, Majerovy brzdové
tabulky, Sledé zivé sledé, Metamorfosis, DG 307,
Koch, Schiitz, Studder Trio, Tara Fuki ¢i Brink Man
Ship. Ti vSichni zde napliovali a naplniuji potiebu
spolecenské realizace, snahy byt nablizku nécemu
Lplvodnimu” a poslouchat novy ¢i alespon jiny zvuk
podporujici hodnotové postoje mimobézné s pre-
vazujicim spole¢enskym smérovanim. Dlraz jsme
kladli (a stale klademe) na prostor, v némz se kon-
certy a predstaveni odehravaly. Vybirali jsme rizna
mista - kultivovana, syrova, historicka, industrialni,
venkovni, komorni, ¢i naopak monumentalni. At uz
to byla klasterni ¢i zdmecka zahrada, nebo byvaly
osirely kostel, doslouzila tovarna, historicky prostor
Domu uméni nebo Moravské kaple, rajského dvora,
vinarny, hospody ¢i stfedovékého sklepa. Kazdé mélo
jinou atmosféru, jiné moznosti, jiné akustické vyznéni
a vSechna se podilela na podobé té které hudebni
udalosti.

Hudba, ktera dfive byla jedinou doménou zvuku,
doznala v minulém stoleti zcela zasadnich promén.
Zvuk se od ni zacal postupné osamostatfiovat.
Tradi¢ni hudebni formy se rozpadly a hudba se
zacala konceptualizovat, jeji tonalita se rozsifila nebo
zcela uvolnila, do hudebniho jazyka byl pfijat hluk.
Néasledovala Uplna emancipace zvuku rozsifenim
moznosti reprodukce a recyklace, jeho decentrali-
zaci a znovuobjevenim jeho prostorovych kvalit. Se
zvukem se zacalo nakladat jako se stavebnim prvkem
kompozic, které nepotfebovaly za oporu tradicni
stupnice a harmonické postupy, ale vyuzivaly misto
toho prvky z celého slysitelného spektra. Interpreti
této hudby ziskali zcela novou roli, jejich odpovéd-
nost vici skladbé se proménila a provedeni skladby
se stalo jedineénym a neopakovatelnym zazitkem.
Emancipace zvuku tak dospéla do bodu, kdy byly
v§echny zvuky zrovnopravnény.

| v této dobég, pro Bludny kdmen dramaturgicky
tak rozkrocené, jsme hledali tvary, které by odpovi-
daly nasi predstavé o soudobé hudbé. V devadesa-
tych letech jsme poradali nepravidelny cyklus kon-
certll soudobé hudby jako zanru, jehoz Sifeni jsme si
dali jako svUj osobni ukol. Spolupracovali jsme s mist-
nimi interprety vazné hudby a chtéli po nich, aby
hrali hudbu co nejsoucasnéjsi. Prvni koncert z cyklu
soudobé hudby rozhodné nebyl nijak radikalni: mél
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na programu mimo jiné Bohuslava Martin0. V lednu
roku 1999 dostal Bludny kamen k dispozici ¢lenité
prostory opavského Domu uméni, byvalého klastera,
které mél obyvat pristich celych deset let. Stény byly
vybileny, Cisté prostory se prostupovaly a uplatfiovala
se fada nejrliznéjsich prihledd. Pozvali jsme Lubose
Fidlera, OldFicha Janotu a Stépana Ped&irku, aby nam
tyto prostory rozezvucili. Fidler zde umistil nékolik
svych prostorovych objektl a instalaci, na které hral,
Ci které udavaly rytmus a ,nakopnuty” pak samy
dohrévaly tony a zvuky. Instalace byly rozestavéné po
Domé uméni a hudebnici i navstévnici se pohybovali
béhem predstaveni po celém jeho prostoru. Hudby
bylo malo, zvuky pfevazovaly, ale svou roli hralo také
svétlo, misto a vizualni stranka zvukovych konstrukci.
Tato udalost - koncert, performance a vystava

v jednom - pfedznamenala dalsi ¢innost Bludného
kamene v Domé uméni v Opavé a postupné i ve
vSech ostatnich prostorech.

Zvuk je soucasti dvou odlisnych prostriedi.
Prostfedi, ve kterém se odehrava, a prostredi, které
vytvari posluchaci. To prvni lze nazvat prostredim
Sifeni zvuku. Urcuji jej fyzikalni vlastnosti zvuku
navazané na akustické pfedpoklady mista - vibrace
a jejich frekvence, rezonancni moznosti a materialy,
které zvuk Sifi nebo odrazi. Fyzikalni vlastnosti tako-
vého prostredi se navzajem ovliviuji a jejich vza-
jemné plsobeni utvari specifické podminky pro siteni
zvuku, ktery je poté zpracovavan nasim sluchovym
aparatem, daji se zméfit nebo vypocitat a jejich skala
je témér nekonecna. Vlastnosti druhého prostredi
nespadaji do fyziky, ale spise do psychologie a socio-
logie. Mohli bychom jej nazvat prostfedim vnimani
zvuku. Na jedné strané je takové prostiedi vlastni kaz-
dému posluchaci a vznika spolecné s jeho subjektiv-
nim prozivanim a s jeho zkusenosti, na strané druhé
je prostredi spolec¢né pro posluchac¢skou skupinu,

Vv niz spojeni subjektivnich prozitkd utvari urcitou
atmosféru, kterd zpétné ovliviiuje poslechovy zazitek.

Podmanivy prostor sousedniho kostela
sv. Vaclava, ktery dvé posledni staleti slouzil jako
skladisté rakouské armady, nas inspiroval k vytvo-
feni intermedialniho festivalu Pohyb-Zvuk-Prostor,
ktery od roku 2000 uskutec¢nujeme jednou rocné
dodnes. Vznikl také festival 2 dny soudobé hudby,
pfisnéji zaméreny na experimentalni hudbu.

S volnou improvizaci k ndm pfijeli poprvé ¢lenové
Zapomenutého orchestru zemé snivci a Orloje
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Sound is part of two different environments: that
in which it takes place, and that created by its listen-
ers. The first can be called the sound propagation en-
vironment. It is determined by the physical properties
of the sound ensuing from the acoustic of the place,
the vibrations and their frequencies, the resonance,
and the materials that propagate or reflect the sound.
These physical properties interact and create specific
conditions for the propagation of sound, which is
then processed by our auditory apparatus, can be
measured or calculated, and the scale of which is
almost infinite. The second environment is more about
psychology and sociology. It could be called sound
perception. On the one hand, such an environment
is different in the case of each listener and arises in
conjunction with their subjective experience and
prior knowledge. On the other, it is an environment
common to the listeners of a group in which the com-
bination of subjective experiences creates a certain
atmosphere that then retroactively influences the
listener’s experience.

The enchanting premises of the neighbouring
Church of St. Wenceslas, which for two hundred
years served as storage space for the Austrian
army, inspired us to found the intermedia festival
Movement-Sound-Space, which we have held once
a year since 2000. Another festival was established
called Two Days of Contemporary Music, focusing
on experimental music. We played host to the free
improvisation groups Zapomenuty orchestr zemé
snivcl (Forgotten Orchestra of Dreamland or F.0.0.D)
and Orloje snivcl (Horologe of Dreamers). As the
performers, dispersed around the church, flooded
every nook and cranny with the the sounds of their
instruments, they filled this spellbinding place with
the flow of free energy. The worn walls of the church
to this day retain the sound shadows or echoes of
these sounds. Our interest has shifted more and
more towards the creation of sound, its course and
transformation. We were fascinated by sound archi-
tecture, we agreed with John Cage that every organ-
ised sound can be music, we discovered a world of
sounds around us, and we listened to this world and
learned to use it. The sounds might be subtle, harsh
or unpleasant, they might be deep or high, natural
and artificial, so loud it hurt, or so soft they could
barely be heard, sounds that disappear, reform and
create layers, inconspicuous sounds, unobtrusive to
the point of being incidental, poorly executed, bro-
ken and faulty... We were captivated by randomness
as an essential creative principle, and the lightness
of free improvisation as a method of being deeply
immersed in music. Unexpected and new, rehearsing
and searching at concerts has become a necessity.

Musical experimentation and the search for the
internal laws of music, along with the exploration of
the organisation of the individual sounds that make
up music, have transformed our perception of music.
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Jonas Gruska ve zvukové instalaci Pabla Sanze, Znéjici,
rezonuijici, vibrujici Ostrava, Bludny kamen, 2017,

foto: Martin Popelsky

Jonas Gruska in the sound installation of Pablo Sanz,
Znéjici, rezonuijici, vibrujici Ostrava, Bludny kamen, 2017,
photo: Martin Popelsky

The passive listener has become an active observer
who no longer regards music as a storyline leading
from the first to the last tone, but is aware not only of
the linear temporal element of music but also the non-
linear and spatial. Such a listener no longer perceives
only the properties of a sound, but focuses on their
own perceptions, on the mode of listening a given
situation demands. This way of perceiving music re-
quires a mindful and holistic approach to the entirety
of the surrounding world.

For more than ten years, Bludny kdmen, with the
cooperation of the Gallery of Fine Arts in Ostrava,
has been organising regular concerts of improvised
and experimental music. Both local and internation-
al musicians and ensembles have appeared at the
Ostrava House of Art, including Martin Kiichen, Ruy
Hankil, Xavier Charles, Martin Klapper, Magda Mayas
and Tony Buck, as well as IQ+1, Peter Ferenc, Tomas
Vtipil and Ivan Palacky, and Jaroslav Stastny - and
this is just off the top of our heads. Visitors to these
events are fully acquainted with the fact that they
are not coming to listen to “music” as such, but or-
ganised sounds. These are situations in which even
the movements of the sound creator have their own
functions, along with the knowledge of how individu-
al sounds take place. Sounds acquire new meanings
when played live, for instance in an unusual fashion
on a traditional instrument, or a recognisable sound
created electronically. During this kind of production
there is a revaluation of many terms that we have
up till now accepted without question. We suddenly
discover that words like music, concert, musician,
composer, musical instrument, game, etc. are no
longer fit for purpose, and we search for and use
new, more precise terminology: sound performance,
sound event, sound creator, sound performer, sound
generator, etc. Bludny kdmen organises an Electronic

snived. Kdyz rozptyleni v kostele posilali zvuky svych
nastrojl do kazdého mista, zaplavil tento uhrancivy
prostor zvukovy tok svobodné energie. Omselé zdi
kostela v sobé dodnes urcité uchovavaji zvukové
stiny ¢i ozvény onéch zvukd. Na&s zajem se stéle vice
presouval k tvofeni zvuku, jeho pribéhu a proméné.
Zajimala nas zvukova architektura, pochopili jsme
spolu s Johnem Cagem, Ze kazdy organizovany zvuk
muze byt hudbou, objevili jsme svét zvukd okolo nas,
naslouchali mu a ucili se ho pouzivat. Zvuky jemné,
drsné a nepfijemné, zvuky hluboké a vysoké, pfiro-
zené a umélé, zvuky hlasité az bolestivé, ale i sotva
slySitelné a zcela tiché, zvuky zanikajici, tvorici a vrst-
vici se, zvuky nenapadné, nepatrné jakoby mimo-
chodné, nepovedené, zlomené a chybné... Zaujala
nas nahoda jako podstatny tvQréi princip a lehkost
svobodné improvizace jako metoda byt v hudbé hlu-
boce ponoren. Necekané a nové, zkouseni a hledani
se pro nas na koncertech stalo né¢im samozfejmym
a nepostradatelnym.

Hudebni experiment a hledani vnitinich zékoni-
tosti hudby, stejné jako zkoumani organizace jednot-
livych zvukd, kterymi je hudba utvarena, proménily
percepci hudby. Z pasivniho posluchace vychovaly
pozorného vnimatele, ktery uz nechape hudbu
pouze jako pFibéhovou linii, vedouci od uvodniho
k zavérecnému tonu, ale uvédomuje si kromé
linearni - Casové - slozky hudby také tu nelinearni -
prostorovou. Posluchac zaroven uz nevnima pouze
vlastnosti zvuku, ale zamérfuje se také na vlastni
percepci, na zpUsob poslechu, ktery dana situace
vyzaduje. Takovy zpUsob vnimani hudby nevratné
predznamenava také zkoumani celého okolniho svéta
i sebe sama.

Ve spolupraci s Galerii vytvarného uméni
v Ostravé pofada Bludny kdmen uz vice nez deset
rok( pravidelné koncerty improvizované a experi-
mentalni hudby. V ostravském Domé umeéni vystu-
puji zdejsi i mezinarodni tvlrci nebo soubory jako
napfiklad Martin Kiichen, Ruy Hankil, Xavier Charles,
Martin Klapper, Magda Mayas a Tony Buck nebo
IQ+1, Peter Ferenc, Tomas Vtipil a Ivan Palacky nebo
Jaroslav Stastny - abychom jmenovali jen ty, ktefi
nas napadaji jako prvni. Navstévnici téchto udalosti
davno vi, ze nechodi poslouchat ,hudbu”, ale orga-
nizované zvuky. Jsou to situace, ve kterych maiji svou
funkci i jednotlivé pohyby zvukového tvirce, znalost,
jakym zptsobem k jednotlivym zvukim dochazi. Jiné
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vyznamy nabyva zvuk tvoreny zivé, napfiklad netra-
di¢nim zplsobem ,hrani” na tradi¢ni hudebni nastroj
nez obdobné znéjici zvuk tvoreny elektronicky.

U takovychto produkci dochazi k prehodnoceni fady
pojm, které jsme az dosud bezproblémové pouzi-
vali. ZjiStujeme, ze pojmenovani jako hudba, koncert,
hudebnik, skladatel, hudebni nastroj, hra apod. nam
davno nevyhovuiji a hleddme a pouzivdme nové

a presnéjsi nazvy: zvukova performance, zvukova
udalost, zvukovy tvlrce, zvukovy performer, genera-
tor zvuku apod. Minimaraton elektronické hudby jako
biendle porada Bludny kamen v ramci Ostravskych
dnl opét spolecné s Galerii vytvarného uméni

v Ostravé. Minimaraton ve svém prvnim ro¢niku
uvadél na jedno podium tvlrce vazné hudby, klubové
experimentalni elektroniky a elektronického under-
groundu. Jiné ro¢niky predstavily umélce pohybujici
se suverénné nad hranicemi téchto kategorii. Festival
se nesoustrfedi pouze na tvorbu generovanou elektro-
nicky, ale ¢asto uvadi i propojeni elektroniky s klasic-
kym hudebnimi a zvukovymi néstroji, jako tomu bylo
v zatim poslednim ro¢niku, na némz po sobé zahrali
PraZzsky improvizacni orchestr a Krakovsky improvi-
zacni orchestr.

Zvuk zavisi na zdroji, ktery ho vydava, a vnimani
zvuku se tak vzdy poji se situaci, ve které zvuk
poslouchame. Uslysime-li pfi prochazce lesem tukani
datla, nebudeme pochybovat, Ze jde o zvuky vyda-
vané udery zobaku do stromu. V pfipadé, Ze tentyz
zvuk uslySime v koncertnim nebo galerijnim prostoru
jako soucast skladby vychazejici z reproduktoru,
nebudeme si ziejmé uplné jisti, jde-li o nahravku
datla, udery perkusnich nastrojl, nebo digitalné
vytvorené zvuky v pocitaci. Zbaveni zvuku jeho pfiro-
zeného zdroje a jeho reprodukce umoznuji vytvareni
umeélych zvukovych prostredi oddélené od jejich
plvodniho kontextu, a tim i specifickych konstelaci
zvuku a prostoru. Vidéné ovliviuje slysené a slysené
ovliviiuje vidéné.

V opavském Domé umeéni jsme na cesté Bludného
kamene ucinili dalsi krok - zacali jsme hudbu
a zvuky také vystavovat. Velka vystava Echo v roce
2002 umoznila navstévnikam, aby se stali aktivnimi
Ucastniky, aby zvuky nejen poslouchali, ale také
hledali a sami vytvareli. Soucasti vystavy byl i projekt
Karnola. V doslouzilé funkcionalistické tovarné mladi
zvukovi umélci Ladislav Zelezny, Jan Dufek nebo
Ales Kilian pod kuratorskym dohledem Jennifer Helia
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Ladislav a Adam Zelezny, Tabula Rasa, 2017, vystava
v ramci festivalu Znéjici, rezonuijici, vibrujici Ostrava,
Galerie Dole, foto: Martin Popelsky

Ladislav and Adam Zelezny, Tabula Rasa, 2017, exhibition
at the festival Znéjici, rezonuijici, vibrujici Ostrava, Galerie
Dole, photo: Martin Popelsky

Music Mini-Marathon every two years as part of the
Ostrava Days festival, again with the cooperation of
the Ostrava Gallery of Fine Arts. In its first year the
Mini-Marathon featured classical musicians, club-
based experimental electronics and the electronic
underground. Subsequent years saw artists operating
with great confidence on the boundaries of these cat-
egories. The festival does not concentrate only on the
creation of electronics but often combines electron-
ics with classical musical and sound instruments, as
in the case of the Prague Improvisation Orchestra and
the Krakow Improvisation Orchestra.

A sound depends on its source, and the percep-
tion of sound is always dependent on the situation
in which we hear it. If we hear a woodpecker going
about its work as we saunter through a forest, we have
no doubt that it is a bird’s beak tapping the tree. If we
hear the exact same sound at a concert or in a gallery
as part of a composition being emitted from loud-
speakers, we shall no longer be completely sure if it is
a recording of a woodpecker, a percussion instrument
being struck, or a digitally created sound. Removing
a sound from its natural source and reproducing it
allows for the creation of artificial sound environ-
ments separated from their original context and thus
for the creation of particular constellations of sound
and space. What we see influences what we hear, and
what we hear influences what we see.

In the Opava House of Arts we have taken
another step forward. We have begun to exhibit
music and sound. In 2002, the large exhibition Echo
allowed visitors to become active participants. No
longer did they simply listen to sounds, but sought
them out and created them. The event included the
project Karnola. In an old functionalist factory build-
ing, young sound artists Ladislav Zelezny, Jan Dufek
and Ales Kilian created different sonic environments
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under the curatorial direction of Jennifer Helia De
Felice. We exhibited these sounds alongside visual
works at the exhibition Na houby / for John Cage in
2012 and two years later at the exhibition Vy troubo
/ k pocté Jifiho Koléare. Elsewhere there were live
readings of texts from a sound journal in the building
interior accompanied by the sound of the hustle and
bustle of the city relayed into the building. The Cella
Gallery also examined the creation of sound and
light, and this culminated in 2017 with the exhibition
Sounding, Resonating, Vibrating, which was spread
over gallery and non-gallery premises in Ostrava
and Opava. The exhibition investigated the creation
of found environments, the transmission of sound
and sound situations, silence and its absence, the
circumstances accompanying sound, and sound
journals and documentaries. Each of the artists
exhibited a very specific form of work examining
the theme of sound and the context of its creation
or propagation. The exhibition featured works by
Jonas Gruska, Michal Kindernay, Ulrike Kénigshofer,
Daniel Koniusz, Pawel Kulczynski, Gordon Monahan,
Ivan Palacky, Pablo Sanz, Magda Stawarska-Beavan,
Zimoun, Ladislav and Adam Zelezny.

More and more often we are encountering sound
as the material of artworks. Several such works use
a sonic element as an integral part of the medium in
which they are presented, while others use the audio
and visual components independently and experi-
ment with both. Others combine the audio and visual
in order to offer different ways of perceiving a work
via a multiplicity of senses and in order to find the in-
terrelations and overlaps between them. Other works
use sound and image (or sound and light) as specific
materials with the ability to create or transform space,
intervene in space and transform the way it is per-
ceived. Both the audio and visual elements embody
specific meanings that only emerge during the careful
observation of both. It is only by finding the points of
contact and connecting up these meanings that we
are able to appreciate the unity of the work and expe-
rience it in its entirety.

Bludny kamen is blazing a path through contem-
porary music. It is not moving rapidly, but movement
is visible. Gradual, slow and inexorable.

De Felice vytvareli v industrialni architektufe rlizna
zvukova prostfedi. Zvuky spolecné s vizualnimi dily
jsme vystavovali také na vystavé Na houby / for John
Cage v roce 2012 a o dva roky pozdéji na vystavé Vy
troubo / k pocté Jifiho Kolare. Jindy probéhlo zivé
Steni text( ze zvukového deniku ve vnitfnim prostoru
domu doprovazené méstskymi ruchy prenasenymi
zvenku dovnitf. Nékolikaleta ¢innost Bludnokamenné
Galerie Cella byla vénovana tvorbé zvukové a své-
telné, ktera vyvrcholila v roce 2017 vystavou Znéjici,
rezonuji, vibrujici, ktera probéhla v nékolika galeriich
i v negalerijnich prostorach v Ostravé a v Opaveé.
Vystava byla vénovana tvorbé zvukovych prostiedi,
pfenaseni zvuku a zvukovych situaci, tichu a jeho
nepritomnosti, okolnostem zvuk doprovazejicim,
zvukovym deniklim a dokumentim. Kazdy z vystavu-
jicich umélcl predvedl velmi specifickou podobu dila
tematizujiciho zvuk a kontext jeho vzniku nebo Sifeni.
Vystavy se zUcastnili Jonas Gruska, Michal Kindernay,
Ulrike Konigshofer, Daniel Koniusz, Pawel Kulczynski,
Gordon Monahan, lvan Palacky, Pablo Sanz, Magda
Stawarska-Beavan, Zimoun, Ladislav a Adam Zelezny.

Stale Castéji se setkavame se zvukem jako mate-
ridlem uméleckych dél. Néktera takova dila vyuzivaji
zvukovou slozku jako integralni soucast média,
ve kterém jsou prezentovana, pripadné zvukovou
a vizualni slozku vyuzivaji nezavisle a rizné s nimi
experimentuji. Jina spojuji plsobeni vizualni slozky
s audialni, aby prostfednictvim rdznych smysl{
nabidla rlzné moznosti vnimani dila a aby mezi nimi
hledala rGizné vztahy a souvislosti. Dalsi pracuji se
zvukem a obrazem (nebo také zvukem a svétlem)
jako se specifickymi matériemi, které maji schop-
nost vytvaret ¢i transformovat prostor, zasahovat
do néj a proménovat jeho vnimani. Jak zvukova,
tak vizualni slozka s sebou nesou své specifické
vyznamy, které se vyjevuji az pfi pozorném vnimani
kazdé z nich. Teprve nalezeni sty¢né plochy a pro-
pojeni téchto vyznamd ndm umoznuje uvédomit si
jednotu dila a prozit ho v jeho celku.

Bludny kdmen si razi cestu souc¢asnou hudbou,
vlbec se nepohybuje rychle, ale jisté hnuti pozorovat
|ze. Postupné, pomalu a neodbytné.
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Trojrozmérna partitura lll pro dva hrace na smyccové nastroje a koordinatora, 1969
(Prvy vecer Novej hudby, Ruzomberok), Robert Cyprich, Jaroslav Vodak

foto: Lubomir Adaméiak

Three-Dimensional Score Il for two string players and coordinator, 1969

(First Evening of New Music, Ruzomberok), Robert Cyprich, Jaroslav Vodak

foto: Lubomir Adamciak
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Mladost

ps. Ako ste sa dostal k hudbe a grafickym
partitiram?

m.a. Obaja s bratom sme sa narodili rizikovo. Mali sme
vykibené nohy a museli nas davat dohromady. Mna sa
podarilo, ale bratovi nie, zostal invalid a jednu nohu
ma kratsiu. Rodi¢ia mu vychadzali v Ustrety, vsetky
jeho Zelania im boli svaté. A on chcel byt muzikan-
tom. Zobrali ho na harmoniku do novej hudobne;j
skoly v Ruzomberku. Mna naucil hrat na huslicky Palo
Conka, miestny Rém, ktory roznasal mlieko a vynika-
juci huslista. Ked som mal okolo 13 rokov, v miestnej
hudobnej skole ma prijali do violoncelovej triedy,

kde ma ucil tiez Rém, Jozko Lakatos, strasne dobry
¢lovek. O dva roky som pokracoval vo violoncele na
konzervatoriu v Ziline. Coskoro som zistil, Ze viem

o hudbe malo, tak som zacal Citat knizky. V priebehu
dvoch rokov som precital vsetko, ¢o v ¢estine a slo-
vencine vyslo. A povedal som im, Ze budem teoretik.
Bolo to v 64-tom roku, kedy sa zacalo pisat o sucas-
nej hudbe. Jeden profesor si to v§imol, a povedal mi,
Ze nielen hudba je na svete. Priviedol ma k poézii,
nosil nam knihy a odporucal dalsie. Vychadzali vtedy
také stvorcové knizocky o vytvarnom umeni aj o poé-
Zii, tak som sa do toho pustil.

V 64-tom roku, zhodou okolnosti, prisiel do Prahy
John Cage. Mgj profesor pozval mna spolu s dalsim
Studentom k sebe domov. Pustil radio, prechadzal
frekvencie, a ja mu hovorim stop. Zastavil, a tam...
piip, pip. Hovorim, to je Webern! Nikdy som ho
predtym nepocul. Len som si myslel, ze asi tak nejak
bude zniet. Ked to skoncilo, oznamili, ze to bolo Pat
kusov pre slacikové kvarteto Antona Weberna. Nato
zahlasili, Ze John Cage je v Prahe, s Rauschenbergom
a Cunninghamom, a zacala relacia. Cage povedal,
“mojim zdmerom je nemat zamer.” A ja som povedal,
mojim zamerom je mat nekonecne vela zamerov.
“Cus, po&uvaj.” Arnold Kojnok* to mé vo filme,
bol za paAnom profesorom Edom Bekem, v tej istej
miestnosti, pod tou istou kniznicou. Nevedel som, ¢i
si to bude pamétat, no pre mna to bolo nesmierne
délezité, vtedy som naozaj prvykrat v zivote pocul
Cagea aj Weberna. Ale predtym som skusal, ako
asi vyzera Webernova hudba, robil som si partitaru,

1 Slovensky filmovy rezZisér a producent, o Adamciakovi natodil
dva dokumentarne filmy.

166

Youth

p.8. How did you get into music and graphic scores?
M.A. Both my brother and | were born with complica-
tions. We both had dislocated legs and they had to fix
us, so to speak. They managed with me, but not with
my brother who remained disabled and one of his legs
is shorter. Our parents were always forthcoming with
him, all his wishes were holy. And he wished to be

a musician. He got accepted for accordion to a music
school in Ruzomberok . | learnt to play the violin from
Palo Conek, a local Roma who delivered milk and was
an excellent violinist. At around 13 years, | was accept-
ed to a violoncello class at the music school where

| was taught by another Roma, Jozko Lakatos, a really
good person. Two years later, | continued cello at the
conservatory in Zilina. Soon | found out that | knew
too little about music, so | started reading books.
Over the course of two years | read everything that
had been published in Czech and Slovak. | wished to
become a theorist. It was in 1964, the year they began
to write about contemporary music. One professor
noticed it and told me there’s more to the world than
music. He introduced me to poetry. And since at that
time, more books on fine arts and poetry was being
published, | delved into it.

Coincidentally, Cage visited Prague in 1964. My
professor invited me and another student to his
apartment. He turned on the radio, flicked through it,
and | told him to stop. He stopped, and there was...
beep, beep. | said this must be Webern! I'd never
heard it before. | just thought it might sound like
that. When it was over, they announced it was Anton
Webern'’s Five Pieces for String Quartet. They also said
that John Cage was in Prague, with Rauschenberg
and Cunningham, and the radio show started. Cage
said: ,My intention is to have no intention.” To which
| responded that my intention is to have infinitely
many intentions. Arnold Kojnok has it in his film 2. He
visited Professor Edo Beke, in the same room, under
the same library. | wasn’t sure if he could remember
it. It was extremely important to me, | heard Cage
and Webern for the first time in my life. | had explored
Webern’s music before, doing a score, linking a pseu-
do-scheme, one point here, one point there, and sud-
denly | heard it live. It was at this time that | decided
to explore the music of the 20th century. In the same
year, Jaromir Paclt, the second most progressive
musicologist in Prague alongside Vladimir Lébl, was
featured in Slovenska hudba (Slovak Music) maga-
zine. He wrote about Milan Grygar, Warsaw Autumn
and Palermo Festival. He went wherever something
happened. Anestis Logothetis * gave him a set of mu-

1 Acity in northern Slovakia.

2 Slovak film director and producer made two
documentaries about Adamciak.

3 Greek avant-garde composer.

Interview with Milan Adam¢iak / Conducted by DusSan Barok

sic and graphic scores. He couldn’t get it published
in the Czech Republic, so he published it in Slovakia,
in Slovak Music. When | saw those four pages about
Logothetis’ scores, | realised | want to do this -
.graphic music”. | was elated. That was in 1964.

Smolenice

p.B. Ligeti, Stockhausen, Kagel and Lutostawski
visited Slovakia for Smolenice Seminars on New
Music in the late 1960s. How did this event come
about?

M.A. Warsaw had its own festival, Warsaw Autumn, and
my colleague, composer, musician and conductor
Laco Kupkovi¢ performed there with Hudba dneska
(Music of Today). Inspired, he wanted to do something
similar in Slovakia. There was no need to organize
another festival, so his colleague, musicologist Peter
Faltin, suggested to do a symposium instead. A sem-
inar with musicologists, theoreticians and musicians.
Since the Smolenice Castle was the workplace of

the Academy of Sciences, a recreation centre where
representative events could be held, they agreed to
host it there. In 1968, | was still at the conservatory,
and learned about the first seminar later. At that time,
Stockhausen attended, dedicated his composition to
the Music of Today and they performed in his pres-
ence. | attended next year when Ligeti came. They
refused to play his composition, a symphonic poem.

p.B. Why did they reject it?
M.A. Apparently it wasn't music. He brought it along
as a sort of musical joke. There is also a recording,
presented by Jozko Malovec, coincidentally one of
the composers of new music and one of the artists.
He was laughing. It was amusing to him even though
it actually was something serious through which he
wanted to present the rasters used in his symphonic
poems. He was also included in the Fluxus movement
with them because they express it. But they could also
be done on a metronome. They did not managed to
get 100 metronomes, only around 60-70 and Ligeti
agreed. Six of us executed the piece, including Jozko
Malovec, composer Juro Hatrik and three engineers
from electroacoustic studios from Prague, Pilsen, and
Bratislava. Laco Kupkovi¢ conducted. A review was
published in the form of a collage by llja Zeljenka, who
replaced Kupkovi¢ by a circus horse. A horse on his
back legs, as he conducts. This was when Ligeti was
here... Can you imagine such nonsense?

At that time, | performed in Smolenice for the first
time. | gave them three propositions. Two of them
got declined, the third one got executed. | opened
for Mauricio Kagel 4. The piece was called Dislocation.
Eight musicians play checkers against eight others.
They made a 6x6 meter carpet to fit into the hall. The

4 German-Argentine composer.

nalinkoval akoby pseudo-osnovu, a tuto bodik, tuto
bodik... a naraz som to pocul nazivo. Vtedy som

sa rozhodol, Ze sa budem venovat hudbe 20-teho
storocia. V tom istom roku vysiel v Slovenskej hudbe
Jaromir Paclt, vedla Vladimira Lébla druhy najprogre-
sivnejsi muzikoldg v Prahe. Pisal o Milanovi Grygarovi,
o Varsavskej jeseni a o festivale v Palerme. Chodil
tam, kde sa nieco dialo. Od Anestisa Logothetisa?
dostal konvolut a grafické partitary. V Cechach

mu to odmietli vydat, tak to vydal na Slovensku,

v Slovenskej hudbe. Ked som videl tie Styri strany

o Logothetisovych partiturach, reku boze moéj, ved
toto chcem robit - “grafickd hudbu”. Bol som v sied-
mom nebi. Stale sa pisal rok 1964.

Smolenice

ps. Na Slovensko koncom 60-tych rokov zavitali
Ligeti, Stockhausen, Kagel, ¢i Lutoslawski.

O Seminari Novej hudby v Smoleniciach sa ale
dodnes vela nenapisalo. Ako akcia vznikla?

ma. VarSava mala svoj festival, a moj kolega, skladatel,
muzikant a dirigent Laco Kupkovi¢, na hom koncer-
toval s Hudbou dneska. Videl ako to tam bezi a chcel
spravit nie¢o podobné na Slovensku. Festival nebolo
treba robit, ked uz jestvoval vo Varsave, tak jeho
kolega, muzikolég Peter Faltin navrhol zorganizovat
sympozium. Seminar s hudobnymi vedcami, teore-
tikmi, aj hudobnikmi. KedZe Smolenicky zamok bol
pracoviskom Akadémie vied, rekreaénym domom,
kde bolo mozné robit reprezentacné podujatia,
odsuhlasili seminare tam. V 68-mom som bol este
na konzervatériu v Ziline, o prvom seminari som sa
dozvedel az po nom. Vtedy prisiel Stockhausen,
Hudbe dneska venoval svoju skladbu, a ta ju uviedla
za jeho pritomnosti. Dalsi ro&nik navétivil Ligeti,

tam som uz bol. Hudba dneska odmietla hrat jeho
skladbu, symfonicku basen.

ps. Preco ju odmietli?

ma. Nebola to hudba. Doniesol ju ukazat ako hudobny
vtip. Jestvuje aj nahravka, ktoru uvadza Jozko
Malovec, zhodou okolnosti jeden zo skladatelov novej
hudby a jeden z interpretov. On sa pri tom smeje.

Pre neho to bola sranda. Pritom to bola seridézna

vec, ktorou chcel ukazat rastre, ktoré robi vo svojich

2 Grécky avantgardny skladatel.
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symfonickych basnach. Zaradili ho s nimi aj do Fluxu,
pretoze to vyjadruje. Daju sa spravit aj na metro-
nome. Sto metronomov nezohnali, bolo ich okolo
60-70 a Ligeti s tym suhlasil. Siesti sme to robili,
Jozko Malovec, skladatel Juro Hatrik a traja inzinieri

z elektroakustickych studii v Prahe, Plzni a Bratislave.
Dirigoval Laco Kupkovi¢. Recenzia vysla v podobe
kolaze llju Zeljenku, ktory Kupkovi¢a nahradil cirkuso-
vym konom. Kén na zadnych, ako diriguje. Vtedy, ked
tu bol Ligeti... Vie$ si predstavit tuto idiotinu?

Vtedy som v Smoleniciach prvykrat ucinkoval.
Ponukol som im tri veci. Dve z nich odmietli a tretia
sa uskutocnila. Robil som predkapelu Kagelovi. Volalo
sa to Dislokacia. Osem hudobnikov hra proti 6smym
damu. Vyrobili koberec 6x6 metrov, aby sa vmestil do
saly. Priebeh hry sa oznamoval mikrofonmi do sused-
nej miestnosti, kde boli hudobnici. Nadomnou stal
muzikoldg, Sachista, ktory sa bal, ze pridem o Styri
figury. A ja mu hovorim, chvalabohu, chod'si ich
vypocut, budem rad ked odtial odidu, lebo nevedia
hrat. Spravili sme to dvakrat a publikum malo moz-
nost vidiet rozdiel. Aby som dal hudobnikom sancu
zahrat to lepSie, mal som kriedou oznacené figurky,
ktoré treba vyhodit ¢o najskor. Lebo islo o muziku,
nie o to aby som vyhral vdame.

ps. Ako dlho trvala ta performance?

m.a. Ako partia damy. 12 minut? 20? Chceli to nahra-
vat, no neprial som si to, lebo som vedel, ze to neza-
hraju dobre. Vobec to predtym necvicili... Paradoxne
ma vzapati pozvali do Darmstadtu. Ale Styri roky som
nesmel vycestovat. V 74-tom som tam Siel tajne,

dali mi ansambl. Po Stvrtej skiske som povedal, ze
nechcem, nevedia to zahrat. Spi¢kovi muzikanti.
“ESte dve skusky... A budes si to riadit.” Takisto som
im povedal, Ze nechcem nahravku. Ale oni ju archi-
vovali. Vlani som ju dostal k mojim narodenindm. Ked
sa ma spytali, povedal som im, Ze to nehrali ako mali.
Maju ma za naroéného. Spickovy klavirista Herbert

Henck, ktory mi viedol ten subor, sa ma spytal, ze ked

som vedel, ako to ma byt, preco som to tak nena-
pisal. Ja som ale chcel, aby to bolo tak ako to vedia
oni, lebo hraju oni, nie ja. Nazyval som ich “projekty”.
Nikdy ich neuviedli tak ako som chcel, “podla pro-
jektu Milana Adamciaka”, nie hra Adamciaka. Zaradila
ma ako skladatela do lexikonu slovenskych sklada-
telov, tak som im vynadal. “Ved ja nie som skladatel,
kde ste to nabrali?” “Hrali sme tvoje skladby.” “Nehrali
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Milan Adamciak, First Page For John-Cage, kresba na
papiru, 1967, 30x21cm

Milan Adamciak, First Page For John-Cage, drawing on paper,

1967, 30%21cm

game was announced through microphones to the
neighbouring room where the musicians were. Above
me stood a musicologist, a chess player, who was
concerned | would lose four figures. | told him, thank
God, go listen to them, | will be glad if they leave,
because they cannot play. We did it twice and the
audience had a chance to see the difference. In order
to give musicians a chance to play it better, | marked
with chalk the figures to throw out as soon as possi-
ble. Because it was about music, not about winning
checkers.

p.B. How long did the performance last?

M.A. Like one game of checkers. 12 minutes? 20?
They wanted to record it, but | disagreed because

| knew they wouldn’t play well. They did not rehearse
together... Paradoxically, soon after, they invited me
to Darmstadt. But | had not been allowed to trav-

el for four years. In 1974, | secretly went there and
got an ensemble. After four rehearsals | told them

I don’t want to do it, they can't play it. These were top
musicians. ,Two more rehearsals... And you're going
to manage it.” | also told them | didn’t want a record-
ing. But they archived it. | received it last year for my
birthday. When they asked me, | said they didn't play
as they should have. They find me difficult... The top
pianist Herbert Henck, who led the ensemble, asked
me that if | knew how it should be, why | hadn’t written
it that way. But | wanted it to be the way they can
play, not me, because it's them who play it. | called
them “projects”. They never presented them the way

| wanted: playing according to Milan Adamciak’s proj-
ect, rather than playing Adamciak. They included me
as a composer in the lexicon of Slovak composers, so
| scolded them. ,| am not a composer, where did you
get it?” ,We played your compositions.” “You didn't
play my compositions, you played my project.” Music
is often compared to architecture. The architect can
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do various projects, but there is a builder and a brick-
layer between him and the occupant of the house,
who can change it quite significantly. And then the
resident who can totally mess it up. Or improve it.

| have a friend, a semiotic ant. When he gets his hand
on a composition, he gnaws it to the point no one can
put it back together. He goes to the bottom of things,
down to their bone. Eugen Suchon told me, “don’t
write it, leave a little secret. For the listener. Even for
the composition.”

p.B. What were the discussions at the Smolenice
seminaries about? Participants came from different
backgrounds.

M.A. We would have guests from Germany, Slovakia,
Czechia, Poland, Hungary and elsewhere. Guests from
Russia, Romania and Bulgaria were invited, but they
did not come. Things were discussed as it is done in
contemporary arts. What is the issue? Music. How?
The problem of harmony, the problem of rhythm, the
problem of perception of this, the sociology of that,
the psychology of contemporary music. The psychol-
ogy of German contemporary music is quite different
from that of Czech music, so it was discussed. How
come every present composer had different approach
to composing when they had been working in the
same field for years? For me as a student it was fan-
tastic, | was in heaven. | had already had five years of
experience in Warsaw because | had been attending
the Warsaw Autumn festival since 1965. And | was
cheeky. | went to the musicians and composers and
asked them to explain something or just to chat. But
this was work, there were no random attendees.

D.B. Atthe time of Smolenice, the Experimental
Studio had been already operating in Bratislava.

M.A. In 1964 the first electronic music workshop took
place in Pilsen, organized by the Research Institute of
Radio and Television. At that time, Pilsen was given
permission to establish an experimental studio. They
had engineers and composers. | learned about it
about half a year later from the magazines | sub-
scribed to. | wrote to the Institute and received their
magazine Radio and Television Work. All the texts from
the Smolenice seminar were in there. Later the pro-
ceedings were also published. From Slovakia, Jozko
Malovec joined the Pilsen studio, he had some experi-
ence and made music, and Ivan Stadtrucker, an engi-
neer. The composer Peter Kolman was a radio drama-
turg at that time and decided that a studio would also
be created in Slovakia. The Slovak Television (STV) had
set up a work unit. Jozko Malovec began working at
TV as well. The experimental radio studio in Bratislava
was established and approved later, in 1965. The
communication between them was very friendly.

| talked about Ligeti’s metronomes in Smolenice in
1969. Milos Blaha from the studio as well as Jezek,
Jaromir and Peto Janik immediately went there to deal

ste moje skladby, hrali ste podla mojho projektu.”
Hudba sa prirovnava k architekture. Architekt méze
spravit rézny projekt, ale medzi nim a obyvatelom
domu je este stavbar a murar, ktory to mézu velmi
markantne zmenit. A potom obyvatel, ktory to

moze totalne sprznit. Alebo skraslit. Mam kamarata,
semiotického mravca. Ked vezme skladbu, ohloda ju
tak, Ze ju uz nikto neda dohromady. Ide az na dno, na
lebku. Suchon mi povedal, “nepis to, nechaj trosku
tajomstva. Pre posluchaca. Aj pre skladbu.”

ps. O ¢om sa viedli diskusie na smolenickych
seminaroch? Ué&astnici pochadzali z velmi
rozdielnych prostredi.

ma. Mavali sme hosti z Nemecka, Slovenska, Ceska,
Polska, Madarska. Pozyvali sme aj z Ruska, Rumunska
a Bulharska, ale neprisli. Diskutovalo sa tak ako to
byva pri si¢asnom umeni. Co je problém? Hudba.

A odkial pokial? Problém harmonie, problém rytmu,
problém vnimania toho, sociolégia tamtoho, psycho-
|6gia sucasnej hudby. Psychologia nemeckej sucas-
nej hudby je Uplne ina ako u Ceskej, tak sa o tom
debatovalo. Mame tu skladatelov, nech povedia ako
to robia, preco je kazdy iny, ked roky robia na tom
istom hniezdocku? Pre mna ako Studenta to bolo
fantastické, bol som v siedmom nebi. Mal som uz
patrocné skusenosti z Varsavy, lebo od 65-teho som
chodieval na Varsavsku jesen. A bol som drzy, isiel
som za hudobnikmi a skladatelmi, nech mi nieco
vysvetlia, alebo podebatia. Ale boli to pracovné
stretnutia, nemali sme nahodnych divakov.

ps. V ¢ase Smolenic uz v Bratislave fungovalo
Experimentalne studio.

ma. V 64-tom bol prvy seminar elektronickej hudby
v Plzni, ktory organizoval vyskumny ustav rozhlasu

a televizie. Vtedy dostala Plzen suhlas na zalozenie
Experimentalneho studia. Boli tam inzinieri a skla-
datelia. Ja som sa o nom dozvedel asi o pol roka
neskér z Casopisov, ktoré som odoberal. Napisal
som na vyskumny Ustav a dostal ich ¢asopis
Rozhlasova a televizni prace. Boli tam vsetky texty zo
Smolenického seminara. Neskor vysiel zbornik. Zo
Slovenska tam bol Jozko Malovec, uz mal skidsenosti,
uz robil hudbu, a lvan Stadtrucker, inzinier. Peter
Kolman, skladatel, bol vtedy rozhlasovy dramaturg

a rozhodol sa, Ze studio vznikne aj na Slovensku.

V Slovenskej televizii (STV) vzniklo pracovisko.
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Jozko Malovec zacal tiez robit v televizii. Rozhlasové
experimentalne studio odsuhlasili neskér, v 65-tom.
Komunikacia medzi nimi bola bohovsky priatelska.
Spominal som Ligetiho v Smoleniciach. Milos Blaha
zo Studia, rovnako ako Jezek, Jaromir a Peto Janik

Sli naozaj okamzite obsluzit tie metronomy. Bolo pre
nich samozrejmé Zit s tou hudbou. Navzajom spolu

aj komunikovali, neexistovala rivalita. Mali nesmierne
priatelské vztahy. Ludsky aj profesionalne. Ked sme
robili prvy festival elektronickej hudby a vysiel aj
Casopis a CD-¢ka, bolo samozrejmé, ze je to otvorené
vSetkym, ¢Ci z Plzne, Brna, Prahy i Bratislavy. Nase
studio bolo urobené podla varsavského modelu, lebo
jeho zakladatelia, Dobrowolski a Patkowski, boli nasi
osobni priatelia. Ja som bol este soplos, ale brali ma
ako kolegu. Bol som zvedavy a scitany. Mal som si

s nimi ¢o povedat. Mal som $tastie, natrafil som na
tych lepsich. M6Zzem povedat, Ze na tych najlepsich.

ps. Bol naplanovany aj stvrty ro¢nik Smolenic?

m.a. Bol. Mali tiez hrat moju vec, dokonca mi mal prist
sUbor z Holandska. Tretie Smolenice robil Ivan Parik.
Chceli sa zapacit, tak pozvali aj narodnych umelcov
a inych ludi, ktorych to vobec nemuselo zaujimat.
Robila sa Kupkovicova skladba Ad libitum, vo vset-
kych priestoroch bol spraveny grafikon, diagram,
ktory kazdy z nas dostal. “Tu si mozes zahrat na
huslickach, tam na bubnoch, tuna chod potichu, tam
kri¢, tam si zaspievaj, tam pocuvaj...” V novinach to
sprznili. Ukazali narodného umelca ako hra na roz-
hodcovskej pistalke, a prisiel nam prikaz od ustred-
ného vyboru strany - koniec. Kupkovi¢ emigroval.
Peto Faltin po nom.

ps. Hrala ta recenzia taku dolezitu ulohu?

m.a. Samozrejme. Nasinci to spravili, neurobil to
politik, ale jeden zo zavistlivcov, ktory to potreboval
zosmiesnit. V 70-om roku este nebola normalizacia,
policajti este na to nemali vplyv. My sme boli este na
akademickej péde, kam vplyv mat nemohli, aj keby
chceli. Pre mna bol sok, ked som sa to dozvedel.
Bolo to nepochopitelné, ved sa to rozbehlo. Ini ludia
nechapali ¢oho sa bojim. Bol som uz po hladovke

za Jana Palacha, a policajti ma mali v palci, vedeli aj
o tomto. Aj ja som vedel, ¢o si mézem dovolit, a ¢o
uzZ nie. Po rokoch som sa dozvedel, Zze Sebastian Pont
sa v Smoleniciach neuviedol, lebo jeden skladatel
povedal, Ze je to zdkerna skladba. Viete o com je
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with it. It was obvious for everyone involved to live
with the music. They also communicated with each
other, there was no rivalry. They had extremely friend-
ly relationships. Humane and professional. When we
organized the first electronic music festival and pub-
lished a magazine and CD'’s, anybody could have been
there, regardless whether from Pilsen, Brno, Prague
or Bratislava. Our studio was made according to the
Warsaw model because its founders, Dobrowolski and
Patkowski, were our personal friends. | was still a kid
really, but they treated me as a colleague. | was curi-
ous and well-read. | was able to talk with them. | was
lucky to come across the better ones. The best ones,
in fact.

p.B. Was there a fourth year of Smolenice planned?
M.A. Yes. They were also supposed to play my piece,
by an ensemble from Holland. The third edition of
Smolenice was put together by Ivan Parik. They want-
ed to appease and invited national artists 5 and others
who might have not cared about it. Kupkovi¢’s com-
position Ad libitum was performed, with a graphicon,
a diagram made for each room, that each of us re-
ceived. ,Here you can play the violin, there the drums,
go quietly here, scream over there, sing there, listen
here..” They ridiculed it in the papers, showing a na-
tional artist playing on the referee’s whistle, and con-
sequently we received an order from the party’s cen-
tral committee - it was the end. Kupkovi¢ emigrated.
Peto Faltin followed.

p.B. Did the review play such an important role?

M.A. Of course. It was someone from our circles who
did it. It wasn’t a politician, but one of the envious
who needed to ridicule it. In 1970 there had been no
normalization yet, and the police had no influence. We
were still on academic grounds where they couldn’t
intervene even if they wanted to! | was shocked when
| found out. It was hard to believe, as it only got going.
Some people didn't understand what | was scared

of. But after | took part in the hunger strike for Jan
Palach ¢, the police kept an eye on me and they were
also aware of this. | knew what | could afford to do and
what not. | learned years later that Sebastian Pont was
not included, because one composer said it was a ma-
licious piece. Do you know what Saint Sebastian is all
about? His own soldiers were to shoot him because
he became a Christian. This was my allusion to the
arrival of the Soviet troops, with Catholic undertones.
Suddenly | received a telegram that Sebastian Pont
could not be realized for technical reasons. Well.

5 A state honorary title awarded to exceptional artists
in the postwar Czechoslovakia.

6 Czech student whose self-immolation was a protest
against the invasion of the Warsaw Pact troops in 1968.
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East-West

p.B. Recently | learned about a center in Austria,
where scientists from the East and the West worked
side by side on so-called non-contentious topics in
the 1970s, among them also the first experiments
with the Internet. In 1977, a three-week telematics
conference experiment happened between centers
in Vienna, Wroclaw, Kiev and San Francisco.
Bratislava was also involved in the development of
the international computer network. What was your
experience with the West?

M.A. | was at the Slovak Academy of Science between
1972 and 1991. During this time | learned about the
East-West collaboration. In 1987, the Americans pro-
posed a cooperation to Czechoslovakia. In December,
three of us attended a conference in Prague. We were
told that by January - in a month’s time - we should
propose topics for a 10-year cooperation between
Czechoslovak academies and US institutions. The
center was called IREX, and was supposed to deal
with history, present, forecasting topics, and mutual
research. We would explore American reality and they
the European one. The Americans already had a pre-
cise topic for the first meeting. The first event took
place in May 1988 in the US. It was a conference about
Leos Janacek. They invited specialists from all over the
world: seven people from Czechia, from Slovakia my
boss was supposed to go. It was an attempt at wheth-
er we could communicate at all, whether there would
be clashes during the conference already, before

the longer term research. My boss got scared. When
he found out who was coming, he refused to go.

The Americans insisted that there must be a Slovak
person participating. In April | was told that next
month I should have a presentation in Saint Louis, US.
I had a lot to do to become an expert on Janacek in

a month. But | ended up going and found out that the
Czechs had been there before, through the Czech-
American Society of Antonin Dvorfak. Thanks to the
New World Symphony, Americans consider Dvorak

to be an international composer. It was a shock to

me when my colleague told me he was there for the
seventh time. | was wondering how the hell could he
get there? It was simply impossible. Everything was
possible, the Americans paid for it. And the Americans
also visited us.

p.B. Slowly it has been coming to the surface what
sort of rapport was happening.

M.A. I'm convinced that it started right away. As soon
as Russia emerged as a superpower. Theremin was in
the United States in the 1920s as a Russian electron-
ics specialist, along with Henry Cowell. They even
invented the drum machine. But Theremin returned to
Russia, and got sent to a labour camp, or the labora-
tories, to be precise, even though he was the person
Lenin had allowed to conduct electronic research.
The Russians had the most advanced research on

svaty Sebastian? Vlastni vojaci ho mali zastrelit, lebo
sa stal krestanom. A to je narazka Adamciaka na
prichod sovietskych vojsk, este aj katolicky oriento-
vana. Naraz mi prisiel telegram, Ze Sebastian Pont
nemoze byt z technickych dévodov realizovany. No
tak nebude, no ¢o.

Vychod-Z3apad

pes. Nedavno som sa dozvedel o centre v Rakusku,

v ktorom v 70-tych rokoch vedla seba pracovali vedci
z VVychodu a Zapadu na takzvanych nekonfliktnych
témach. Jednou z nich boli aj prvé pokusy

s internetom. V 77-mom prebehla trojtyzdenny
experiment telematickej konferencie medzi centrami
vo Viedni, Wroclawi, Kyjeve a San Franciscu. Do
vyvoja medzinarodnej pocitacove;j siete bola
zapojena aj Bratislava. Aké ste mal skisenosti

v spojeni so Zapadom?

ma. Na Akadémii vied som bol od 1972 do 1991. Za
cely ten ¢as som sa dozvedal o spolupraci Vychod-
Zapad. V 87-mom navrhli Americania spolupracu
Ceskoslovensku. V decembri sme boli traja na
konferencii v Prahe. Povedali nam, ze do januara,
Cize za mesiac, mame navrhnut témy na 10-roénu
spolupracu medzi ¢eskoslovenskymi akadémiami

a americkymi institiciami. Centrum sa nazyvalo IREX,
malo ist o dejiny, sucasnost, prognostické témy, aj
vzajomny vyskum. Mali sme skumat americku skutoc-
nost, oni eurépsku. Americ¢ania uz mali presnu tému
na prvé stretnutie. Prva akcia sa robila v m4ji 1988

v Amerike. Slo o konferenciu o Leo$ovi Janackovi.
Pozvali $pecialistov z celého sveta, z Ciech tam bolo
7 ludi, zo Slovenska mal ist moj $éf. Bol to pokus, Ci
spolu dokazeme vbébec komunikovat, ¢i neddjde ku
konfliktom priamo pocas konferencie, a nieto este pri
dlhodobejsom vyskume. M6j $éf dostal strach. Ked'
sa dozvedel, kto tam pride, odmietol ist. Americania
trvali na tom, ze tam musi byt Slovak. Prvého aprila
mi prisli oznamit, ze druhého maja mam mat pri-
spevok v Saint Louis v Spojenych statoch. Mal som
¢o robit, aby som sa za mesiac stal odbornikom

na Janacka. No ale $iel som a zistil, ze Cesi tam uz
chodievali aj predtym, prostrednictvom Cesko-
americkej spolo¢nosti Antonina Dvordka. Americania
vdaka Novosvetskej symfonii povazuju Dvoraka za
medzinarodného skladatela. Pre mna bol sok, ked mi
kolega povedal, ze je tam uz siedmykrat. Hovorim si,
kristepane, ako si sa sem mohol dostat? Ved to bolo
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nemozné. Vsetko bolo mozné, Americania to predsa
zaplatili. A aj Americania boli u nas.

ps. Velmi pomaly vychadza na povrch, aké vselijaké
kontakty prebiehali.

m.a. Ja som presvedcéeny, Ze to zacalo hned. Hned ako
Rusko vzniklo ako velmoc. Theremin bol v 20-tych
rokoch v Spojenych statoch ako rusky Specialista na
elektroniku, spolu s Henrym Cowellom. Vymysleli
dokonca bici automat. No ale Theremin sa vratil

do Ruska, a iSiel do lagru, presnejsie ho poslali do
laboratorii, pritom to bol chlap, ktorému Lenin povolil
robit elektronicky vyskum. Rusi mali najrozvinutejsi
vyskum elektronickych nastrojov a radiotechniky.
Preco? Lebo Theremin povedal Leninovi, Ze sa to da
vyuzit, vojensky. Theremin vymyslel odhlu¢novac,
mohli odpocuvat ponorky, s oceanografickymi
mikrofonmi. Jeho dcéra nevedela, kde je otec, a otec
o tom nesmel povedat, lebo musel slibit mlc¢anlivost.
Ale mozno sa mal ako prasa v Zite. Ked bol v Rusku
hlad, jeho americky kolega Cowell medzi americkymi
intelektualmi zozbieral peniaze, a poslal do hladuju-
ceho Ruska.

pe. Oblast pésobenia mnohych experimentatorov

s hovymi technolégiami presahovala do narodnej
obrany a bezpeénosti.

ma. Nikto z nas sa nedozvie, ze do akej miery isli do
hibky. Odkial pokial. Preco robil Galejev vyskum
svetelnej hudby. Bol inzinierom na vojenskom letisku
v Kazani, kde bol povinny robit vyskum o pésobeni
farieb na ¢loveka. Pilotom, ktori sa orientuju podla
svetiel, staci zaviest iny systém, a mame naprosto
jednoznacnu manipuléciu. Najvacsie vyskumy

v Amerike v si¢asnom umeni sa v poslednom ¢ase
robia na MIT. Preco? Lebo je to vojenské praco-
visko. Ked tam poslali Glinthera Ueckera alebo Otta
Pieneho za $éfov, Eurdpa si povzdychla. Americania
vedeli, Ze umelci vidia tieZ dopredu. V tomto sme my
bohuzial klavi.

Intermédia

os. Casto ste vnimany ako intermedialny umelec. Na
jednej strane mézeme zobrat akékolvek discipliny,
nielen umelecké, ale aj vedné, a akonahle tam mame
prienik, uz su to intermédia. Alebo na ne nazerat
kultirne, cez Fluxus, konkrétnych umelcov, skupiny,
odkazy na ne. Ako vnimate tento termin?
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electronic tools and radio technology. Why? Because
Theremin told Lenin that it could be used for military
purposes. Theremin devised the denoiser, a sound
absorber, and thus they were able to intercept subma-
rines with oceanographic microphones. His daugh-
ter had no clue where her father was, and the father
couldn't tell for he had to sign confidentiality. But
maybe he lived like a pig in rye. During the famine in
Russia, his US colleague, Cowell, raised money among
American intellectuals and sent it to the starving
Russia.

p.B. The work of many experimenters with new
technologies transgressed to national defense and
security.

M.A. None of us will ever know about the extent of
their activities. Why did Galeyev research light music?
He was an engineer at the military airport in Kazan and
he was obliged to conduct research on how colours
affect humans. It is enough to introduce pilots, who
orient themselves according to lights, to a different
system, and we have clearcut manipulation in place.
The largest research in contemporary art in the US has
recently been done at MIT. Why? Because it's a military
workplace. When they sent Giinther Uecker or Otto
Piene as bosses there, Europe gasped. The Americans
knew that artists could also see ahead of their time.
Unfortunately, we ourselves fail at this.

Intermedia

p.B. You are often perceived as an intermedia artist.
On the one hand, we can take any discipline, not

just artistic, but also scientific, and once there’s an
intersection, it's branded as intermedia. On the
other, we can look at them culturally, through Fluxus,
specific artists, groups, links to them. How do you
perceive this term?

m.A. Nowadays in a different way than ten years ago.
The terms ,interdisciplinary” and ,intermedia” origi-
nated in the 1960s. While interdisciplinary was used
in science and technology, intermedia was applied in
the arts. Where theater has become something more
than a theater - something other than theater - al-
though theater itself is intermedia, but this is obvious.
Originally, it was syncretical, united, and out of this
came painting, sculpture, dance, singing, music. Once
it was a ritual that connected everything: from crafts
to social life to ideologies. Gradually, it separated,
and then it again searched for its way back to reunite.
Theater thus incorporated film projection, music
absorbed elements from theatre, poetry integrated
the visual and vice versa. In the 1960s it was roughly
defined that these were intermedia. When it’s not
clear if it is music or theater, if it is music or drawing.
Dick Higgins, coincidentally a member of the Fluxus
movement, was the creator of the term “intermedia”.
The term “interdiscipline” came about earlier. When
Russian formalists encountered the issue of the the-
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atralization of poetry and dramatization of literature,
they realized that it goes beyond linguists and, for
example, sociologists need to be involved as well, the
term interdiscipline came into being.

D.B. In the 1970s-1980s the term transformed.

M.A. In the 1960s it got generally accepted, indeed.
Lettrism originated in visual arts; visual poem in po-
etry; geometric painting and concretism in painting;
concrete poetry in literature; while in music it was
music graphics or graphic music. Nowadays, graphic
music is considered drawing according to music, but
it has established itself. Marshall McLuhan began to
speak of the media as mass media, with the media
shifting from the hand to the typewriter, or he spoke
of car and clothing as an extension of body and skin.
Anything could suddenly become the media. Mass
media culture ensued, and it was necessary to choose
the medium that would be key. Today, intermedia
means what works between the media. Historically, it
is necessary to speak about old media, or intermedia,
and about traditional, classical and historical ones and
about contemporary media. Current intermediality
allows for human interaction with different technolo-
gies, information channels and so on.

When we were doing this, information channels
didn't play a big role. The fact that | wanted to find out
who was active in this field was my personal interest,
and | didn’t necessarily need it. When | showed my
poems to Lada Novak 7, we found an identical one. He
also made constellations, and used the letters “N”, but
in addition he had an “U”, and | had an “H". Mine was
called Outlook, but it could also be called A Giraffe
Between the Antelopes, and it would be the same -

a joke - letters based on the visual. When | showed
my poems to Gerhard Ruhm 8, he told me that he

7 Czech painter and illustrator.
8 Austrian author, composer and visual artist.

ma. Dnes inak ako pred desiatimi rokmi. Terminy
“interdisciplinarny” a “intermedialny” vznikli v Sestde-
siatych rokoch. Interdisciplinarny znamenal vo vede
a technoldgiach, intermedialny medzi umeniami.
Tam, kde sa z divadla stalo ¢osi viac ako divadlo, Cosi
iné ako divadlo, hoci divadlo samo je intermedialne,
ale to je prirodzené, poévodne, najprv bolo synkre-
tické, spojené, potom sa vyclenila malba, plastika,
tanec, spev, hudba. Kedysi to bol ritual, ktory spajal
vsetko. Od remesiel, cez spolocensky zivot, az po
ideoldgie. Postupne sa to separovalo, a potom si to
znovu hladalo cestu k sebe. Do divadla sa tak dostala
filmova projekcia, alebo do hudby divadelné prvky,
do poézie vizual a spat. A v 60-tych rokoch sa zhruba
definovalo, Ze to su intermédia. Ked je tazké pove-
dat, ¢i to je hudba alebo divadlo, ¢i je to hudobny
zapis alebo kresba. Dick Higgins, zhodou okolnosti
¢len Fluxu, bol tvorca terminu intermédia. Termin
interdisciplina vymysleli predtym. Ked narazila Ruska
formalna skola na problém teatralizacie poézie a dra-
matizacie literatury, ked'si uvedomili, ze to presahuje
ramec lingvistov a musia sa tym zaoberat napriklad aj
sociolégovia, vznikol termin interdisciplina.

ps. V 70-80-tych rokoch ten termin menil charakter.
ma. V 60-tych rokoch sa prijal obecne, naozaj. Vo
vytvarnom umeni vznikol lettrizmus, v poézii vizu-
alna basen, v maliarstve geometrické maliarstvo,
konkretizmus, no a v literature konkrétna poézia,

v hudbe vznikla hudobna grafika, alebo graficka
hudba, hudobna grafika. Dnes sa graficka hudba
chape skor ako kresba podla hudby, ale akceptovalo
sa to. Marshall McLuhan zacal hovorit o médiach
ako masmeédiach, média posunul od ruky cez pisaci
stroj, alebo hovoril o aute a odeve ako rozsireni tela
a pokozky. Médiami sa naraz stalo cokolvek. Prisla
masmedialna kultura, a bolo treba si vybrat médium,
ktoré bude kluc¢om. Dnes intermedialny znamena to,
¢o funguje medzi médiami. Historicky treba hovorit
o starych médiach, alebo intermédiach, a o tradic-
nych alebo klasickych alebo historickych a o sucas-
nych. Sucasna intermedialita pocita s interaktivitou
¢loveka, s réznymi technoldgiami, informacnymi
kanalmi a tak dale;j.

Ked sme toto robili, informacné kanaly nehrali
velku rolu. To, Ze som patral po tom, kto sa tomu
vsetko venuje, bol mdj osobny zaujem, ja som to
nepotreboval. Ked som ukazal moje basnicky Ladovi
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Novakovi, natrafili sme na jednu identicku. On tiez
robil konstalacie, a tiez pouzil pismena “N”, ale on
tam mal “U”, a ja “H"”. Moja sa nazyvala Rozhlad, ale
mobhla sa nazyvat aj Zirafa medzi antilopami, bolo

by to to isté, vtip, na vizualnej stranke postavené
pismena. Ked som ukazal moje basne Gerhardovi
Ruhmovi, povedal mi, Ze robi to isté. Vytvarnik Edo
Ovcacek pracoval s pisacim strojom, a pouzival
kruhové struktury, ktoré su takmer identické s moj-
imi. My sme sa na tom zasmiali, kazdy z nas to robil

z iného pohladu. Ked to dnes daju vedla seba, mne je
jedno ako sa na to divaju. Dnes uz to je samostatné
médium, ktoré nepotrebuje pitvat kontexty. Ak chces
robit dejiny pocitacového umenia, tak tie kontexty
nemézes obist.

Nazval by som ich skice pre sérigrafie. Niektoré
z Edovych sérigrafii su zvacseniny toho, ¢o robil na
pisacom stroji. Ked som ich prvykrat videl, rovno som
mu povedal, ze som ich nemal vidiet. Bol prekva-
peny. Vytiahol som zo svojho Suflika takuto istu a on
sa rozosmial a povedal, Ze na tom nezalezi, mam si
to nechat. Daroval mi svoje grafiky, aj typografické
knizky. Ked som nemal z ¢oho zit, bol som desat
rokov nezamestnany, predaval som vsetko, o som
mal. knihy, obrazy, grafiky. Ked som ho stretol, vtedy
uz bol $éfom sérigrafickej dielne, prvé ¢o sa ma spy-
tal bolo, ¢i si nechcem urobit sérigrafie. Povedal som
mu, Ze som jeho sérigrafie predal, lebo som nemal
z ¢oho Zit. A on mi odpovedal “Milan, ved ja som ti
ich dal na to”. Kurnik Sopa... vies aké to bolo krasne?
Ja som sa rozplakal.

Vcera sa ma Kata Rusnakova spytala, preco mam
takyto vztah k svojim veciam. Vela veci som daro-
val, vela sa znicilo, stratilo, vymenil som za vselico.
Odpovedal som, Ze som muzikant. Viem ¢o som
pocul, viem ¢o som urobil, mne to chybat nebude.

Rozhovor vznikol v aprili 2012 v Banskej Bystrici. Dusan Barok
by rad podakoval Michalovi Murinovi za dohodnutie stretnutia
a Katarine Sido za prepis.
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does the same. The artist Edo Ovcacek ? worked with
a typewriter and created circular structures which are
almost identical to mine. We laughed at it, each of

us did it from a different perspective. When they put
it side by side today, | don't care how they look at it.
Today it is a separate medium that does not need to
dissect contexts. If you want to explore the history of
computer art, you can’t bypass those contexts.

I would call them sketches for screen printing.
Some of Edo’s screen-prints are enlargements of what
he did on a typewriter. The first time | saw them, | told
him straight away | shouldn’t have seen this. He was
puzzled. | pulled an identical one from my drawer and
he laughed and said it doesn’t matter, | should keep it.
He gifted me both the graphics and his typographic
books made on a typewriter. When | had no money
because | was unemployed for ten years, | sold every-
thing | had: books, pictures, graphics and so on. When
I met him, he was already head of a screen-printing
workshop, the first thing he asked me was if | want to
make some screen prints myself. | told him that | sold
his screen prints because | was destitute. And he
retorted: “Milan, that's why | gave them to you.” | was
floored. It made me cry.

Yesterday, Kata Rusnakova t° asked me why do
| have such a relationship with my work. | gave away
a lot, much has been destroyed, lost, | traded it a lot.
And | replied that I'm a musician. | know what I've
heard, | know what I've done, | will not miss it.

The interview was conducted in April 2012 in Banska
Bystrica. The interviewer would like to thank Michal
Murin for arranging the meeting, Katarina Sido for
transcription, and Lucia Udvardyova for translation.
A slightly longer version of this translation previously
appeared on the website of Unearthing the Music in
December 2019.

7 Czech visual poet, graphic designer, painter,
sculptor, photographer, curator, professor.
1 Slovak curator, art theorist and historian.

Interview with Milan Adam¢iak / Conducted by DusSan Barok

Piano Hotel, Samorin, 1997, z archivu Michala Murina
Piano Hotel, Samorin, 1997, archive of Michal Murin
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Milan Adamciak

Hudebnik, skladatel a muzikolog Milan Adamciak
se od zacatku 60. let vénoval experimentalni hudbé,
vizualni poezii, tvorbé grafickych partitur a hudebnich
performanci. Inicioval nebo byl u¢astnikem mnoha
lokalnich i mezinarodnich udalosti, happeningl a kon-
certl. S Ladislavem Kupkovi¢em napsali symfonickou
basen Gyorgye Ligetiho, s Robertem Cyprichem roku
1970 provedli na plovarné s hraci a nastroji pod i nad
vodni hladinou konceptualni reinterpretaci Handelovy
Vodni hudby. Od 70. let udrzoval ¢ilou korespondenci
se zahrani¢nimi skladateli, umélci a teoretiky, jako
byli napf. Max Bense, Marshall McLuhan, Karlheinz
Stockhausen, Dick Higgins, Joseph Beuys, John Cage
a dalsi. V letech 1991-1992 ptipravil program Festivalu
intermedialni tvorby v Bratislavé (FIT) a v roce 1992
vystavu partitur Johna Cage v Bratislavé.

Sebastian Poem, 1969, kulickové pero, tus, papir, Slovenska
narodna galéria

Sebastian Poem, 1969, ballpoint pen, ink, paper, Slovak
National Gallery

Tetraktys I., 1969, tus na papife, 33x44 cm, Slovenska narodna galéria
Tetraktys I., 1969, ink, paper, 33x44 cm, Slovak National Gallery
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1946-2017

In the early 1960s, musician, composer and mu-
sicologist Milan Adamciak began working with experi-
mental music, visual poetry, graphic scores and music
performances in Slovakia. He initiated or took part in
many events, happenings and concerts both local and
international: he and Ladislav Kupkovi¢ performed
Gyorgy Ligeti's Poeme symphonique; in 1970, he and
Robert Cyprich staged a conceptual reinterpretation
of Handel’s Water Music with players and instruments
both above and under the water surface of a pub-
lic swimming pool. From the 1970s, he maintained
extensive correspondence with foreign composers,
artists and theoreticians such as Max Bense, Marshall
McLuhan, Karlheinz Stockhausen, Dick Higgins,
Joseph Beuys, John Cage, and others. He prepared
the programme of the Intermedia Art Festival in
Bratislava in 1991-1992 and a Bratislava exhibition of
John Cage’s scores in 1992.

M
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Konfigurace pro velky orchestr, 1968, graficka partitura, tus
na papife, 33x45 cm, Slovenska narodna galéria
Configuration for big orchestra, 1968, graphic score, black ink on
paper, 33x45 cm, Slovak National Gallery
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80 - Hommage a John Cage. Pre osem kazetovych
magnetofonov, 1992, soukroma sbirka

80 - Hommage a John Cage. For eight cassette recorders, 1992,
private collection
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private "p

Music for Eric Dietman (Patafon), 1973, asamblaz, soukroma sbirka
Music for Eric Dietman (Patafon), 1973, assemblage, private collection
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Karel Adamus 1943

Soubor vétrnych basni

Prvni ,basné&-obrazy” Karla Adamuse vznikly The first “picture poems” of Karel Adamus (1984-1992) je Fada Kreaci
koncem 60. let. Rozdéluje je na Cigaretové bésné er.nerged in the late 1960s. He dlstl.ngulshes between psanych za vétru, kdy za
oL, L. Cigarette Poems (1969-1970), Mobile Poems (1970- silného vétru Ils?u Z"?kY
(1969-1970), Pohyblivé basné (1970-1971) a Basné 1971) and Score Poems (1973-1976). Influenced by his ?g:::rﬁﬁr;g:ér}:ﬁ:;;co
partitury (1973-1976). Pod vlivem setkani s Jifim encounter with Jifi Kolaf, he began working on the zméti kfivek a bodii
Kolafem se zacal v 70. letech zabyvat cykly Basni cycles Object Poems, Subject Poems, Mobile Poems na rozevlatém papiru.
. . R . mnohych zvlast u praci na
objektti, PFedmétnych basni, Pohyblivych basni and Peripatetic Poems in the 1970s. His visual poems vétsim formatu upoustim
are typically affected by the environment in which od jakéhokoli zaméru (text,

a Peripatetickych basni. Vizualni basné jsou obycejné )
o L, B . s they emerged (such as a mountain tour), weather
ovlivnény prostiedim, ve kterych vznikly (napf. vystup conditions (Wind Poems) etc. With Dalibor Chatrny,

znak a pod) a nechavam
procesu kresby na vlajicim
papiru volny prabéh.

do hor), povétrnostnimi podminkami (Vétrné basne). Petr Kvidala, V4clav Malina, Milan Maur, Marian Palla, o
S Daliborem Chatrnym, Petrem Kvicalou, Vaclavem Jifi Valoch and Jifi Sigut, he comprises the collective gz:‘iggizgﬁk:gim‘;(:°-
Malinou, Milanem Maurem, Marianem Pallou, Mékkohlavi [The Softheaded] collective. In addition to se), kterymi se zabyvam

Jifim Valochem a Jifim Sigutem ie &lenem skupin visual poems, he creates texts inspired by Eastern phi- / odoroku 1983, vznikaji za
9 J piny losophy: the cycle Po dné a podnéznici [Along the Sea chtize na prochazkach

X 7 oAl feni SA1 i ° a pésich vyletech v horach
Mékkohlavi. Vedle vizualnich basni se venuje textum, Floor and the Seafloorists] consists of several volumes | pobliz mésta Trince kde
inspirovanych vychodni filosofii. Cyklus kratkych pfi- of short stories and talks. ] Ziji. T?xt bésni je vyrazné

v .o v . ’ . vizualizovan, pismena jsou
béhl a promluv vydal v nékolika dilech pod nazvem

rozlozena ve fragmenty -
Po dné a podnéznici. pFimky, kfivky, body. Pisi

— obvykle béznym pismem
f ; (latinkou), ale pouzivam
) i jinych znakovych systému
napf. piktogram, tzv.

[ Ogamovy abecedy,

| | | archaickych znakd apod.
Nezapomenutelné pochody, 1977-1978,
(nové vytvoreno autorem 1988),
kombinovana technika, Museum Kampa -
Nadace Jana a Medy Mladkovych
Unforgettable Marches, 1977-1978, (newly
created by the author in 1988), combined
technique, Kampa Museum - Jan and Meda
Mladek Foundation

I i The Wind Poems (1984-1992)
{ ] f is a serie of works written
‘i in the wind, when in strong
! ' winds are the signs only
A virtual, while the record
/ of the poem is created by
' a crisscross of curves and
points on torn paper. Many
of them, especially when
| was working. Many of them,
especially when | was using
a larger format, abandon any

- R - intention (text, characters,
Karel Adamus pfi tvorbé Vétrnych basni, 1991, etc.) and leave the process

fotografie Marie Admusova, archiv umélce of drawing entirely on the
Karel Adamus making Wind Poems, 1991, paper flowing in the wind.
photography by Marie Adamusova, artist's archive

With Peripatetic Poems (in
Greek means peripateo -

I walk), | have been dealing
with since 1983. They are
written while | walk and

hike in the mountains near
the town of Tfinec where

| live. The text of the poems
is significantly visualized,

the letters are arranged in
fragments - lines, curves,
points. | usually write in
ordinary letters (Latin), but

| also use other character
systems such as pictograms,
the so-called Ogam alphabet,
archaic characters, etc.

Karel Adamus, Short Speech About Art, 1992,
kresba tuzkou na papire, soukroma sbirka

Karel Adamus, Short Speech About Art, 1992, pencil
drawing on paper, private collection

180 181



Alois Bilek 1887-1961

Malif Alois Bilek mezi lety 1913 a 1928 pobyval Painter Alois Bilek resided in Paris from 1913 to
v Pafizi, kde se zabyval intenzivnim studiem teorii 1928, where he devoted himself to intensive study of

b ichoz vsledk byl zeimeé K skolik colour theory, which resulted primarily in a cycle of
arev, jenoz vysiedkem byl zejmena cykius nexolika several dozen aquarelles with abstract or semiabstract

desitek akvarelovych kreseb s abstraktnimi nebo compositions. His theoretical studies of colour per-
semiabstraktnimi kompozicemi. Zajem o teorii vni- ception were summarised in the lecture On Colours.
mani barev shrnul v pfednasce O barvéch. Abstrakci Bilek’s abstract works were probably influenced main-

ly by Paris exhibitions of 1912-14 and his contacts with
Les Nabis, a group around Maurice Denis, as well as
writers, especially Emil Verhaeren.

se Bilek vénoval zfejmé predevsim pod vlivem pafiz-

skych vystav v letech 1912-1914 a kontaktU s nabistic-
kym okruhem kolem Maurice Denise, véetné literatq,
zvlasté Emila Verhaerena.

’i_‘_. il ]
-|r > _' -
by =S e A L’.‘
Radost tézce nad smutkem vitézi, 1914, papir, akvarel, podkresba Melodie do temné modré a disharmonie, 1913, papir, akvarel,
uhlem, Galerie hlavniho mésta Prahy podkresba uhlem, Galerie hlavniho mésta Prahy

With Difficulty the Joy Wins Over Sadness, 1914, paper, watercolours, Melody in Dark Blue and Disharmony, 1913, paper, watercolour,
charcoal underdrawing, Prague City Gallery charcoal underdrawing, Prague City Gallery

Kompozice, 1913, papir, akvarel, podkresba uhlem, Galerie Kompozice, 1913, papir, akvarel, podkresba uhlem, Galerie
hlavniho mésta Prahy hlavniho mésta Prahy

Composition, 1913, paper, watercolours, charcoal underdrawing, Composition, 1913, paper, watercolours, charcoal underdrawing,
Prague City Gallery Prague City Gallery
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Kompozice, 1913-1914, papir, akvarel, podkresba uhlem,
63x49 cm, Galerie hlavniho mésta Prahy

Composition, 1913-1914, paper, watercolours, charcoal
underdrawing, 63x49 cm, Prague City Gallery
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Dalibor Chatrny
Alois Pinos

Kolem roku 1969 spolupracoval vytvarny umélec
Dalibor Chatrny s brnénskou hudebni skupinou
A a zejména s Aloisem Pinosem na skladbé Staticka
kompozice pro elektroniku a diapozitivy (1969).
Spolecné vytvofili variantu audiovizualni kompozice
pro klavir a film Mrize (1969), respektive pro komorni
soubor a film Geneze (1969). Koncept ,vizualni
projekce hudby” pozdéji Pifnos rozsifil o prostoro-
vou instalaci pro rezonujici zavésené predméty ve
skladbé Adorace (1974). V poloviné 80. let se Chatrny
zacal zajimat o moznosti obourucnich kreseb a vytvo-
fil sérii perkusivnich zaznam( pohybu tuzky na papire
nazvanou Rytmické tdery (1985).

Vyrazny predstavitel ceské hudby 60. a 70. let
Alois Pinos se zajimal o hudebni happeningy,
hudebni divadlo, podiové (scénické) produkce,
audiovizudlni kompozice, elektroakustickou hudbu,
tymové kompozice a site-specific tvorbu. Napfiklad
v kompozicich Speleofonie a Katefinské hry (polovina
70. let) vyuzil terénnich nahravek zvuku krapnika
a reky Punkvy. Nahravky zpracoval v rozhlasovém
Experimentalnim studiu v Bratislavé a pfehravané
byly pfimo v Katefinské jeskyni Moravského krasu.
Kompozice Kontrapunkty pfirody (1978) tematizuje
terénni nahravky vody, vétru, zvirat a lidskych hlas(
a jde o vyjimecnou ukazku ceského pfinosu do
oblasti akustické ekologie a site-specific uméni.

Dalibor Chatrny: Rytmické udery, 1984, Kresba
obouruéné tuzkou na papife, Moravska galerie
Dalibor Chatrny: Rhythmic Strikes, 1984, Two-handed
pencil drawing on paper, Moravian Gallery
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1925-2012
1925-2008

Around the year 1969, visual artist Dalibor Chatrny
collaborated with “A”, a music group in Brno, and es-
pecially with Alois Pifos on the Static Composition for
Electronics and Slides (1969). Together they created
versions of the audiovisual compositions MriZze [The
Bars] for piano and film (1969) and Geneze [Genesis]
for a chamber orchestra and film (1969). Later, Pifnos
extended his concept of “visual projection of music”
to include a spatial installation for resonating hanging
objects in his composition Adorace [Adoration] (1974).
In the mid-1980s, Chatrny took an interest in the
possibilities of drawing with both hands and created
a series of percussive recordings of the movement of
pencil on paper entitled Rytmické tdery [Rhythmic
Strikes] (1985).

A leading figure of 1960s and 1970s Czech music,
Alois Pinos took interest in music happenings, music
theatre, scenic performances, audiovisual composi-
tions, electroacoustic music, team compositions and
site-specific art. For example, in his mid-1970s com-
positions Speleofonie [Speleophony] and Katerinské
hry [The Katherine Plays], he used field recordings of
the sounds of stalactites and the underground river of
Punkva. Edited in a Bratislava Public Radio studio, the
recordings were played directly in the Katherine Cave,
Moravian Karst. His composition Kontrapunkty pfirody
[Counterpoints of Nature] (1978) thematises field re-
cordings of water, wind, animals and human voices. It
exemplifies an extraordinary Czech contribution to the
field of acoustic ecology and site-specific art.

Alois Pifios: Zivly - grafické znazornéni tektoniky, 1978,
archiv Moravského zemského muzea

Alois Pinos: Elements - Graphic Representation of Tectonics,
1978, Archive of Moravian Museum

Alois Pinos a Dalibor Chatrny, Akustickoopticka hudba:
Staticka hudba - partitury, 1969, 8 list(, rytiny, tuzka,
kombinovana technika, papir, soukroma sbirka, Brno

Alois Pinos and Dalibor Chatrny, Acoustic Optical Music: Static
Music - Scores, 1969, engravings, pen, multimedia, paper,
private collection, Brno
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Jozef Cseres

Jozef Cseres je estetik a teoretik uméni, kura-
tor, organizator. Zabyva se otazkami reprezentace
a symbolismu v uméni, strukturalnimi vztahy mezi
hudbou a mytem, déjinami intermédii a multimédii,
experimentalni a improvizovanou hudbou. Je auto-
rem knih Hudobné simulakra (Bratislava, 2001), Zenei
Szimulakrumok (Budapest, 2005), Hermes’ Ear (Nové
Zamky, 2006) a Hermes’ Ear/The Rosenberg Museum
(Brno, 2009) a mnozstvi studii, esejd, ¢lankdl, recenzi
a prekladd. Kromé védecké a pedagogické kariéry
je aktivni jako kurator a vydavatel. Pod uméleckym
jménem HE"*RME?®'S pouzivad mezni formy vyjadreni,
v nichz balancuje na pomezi uméni a hry, vytvareje
performance, instalace, audiovizualni asamblaze
a intermedialni dila. Od 90. let pracuje na projektu
Hermovo ucho, v rdmci kterého realizoval vystavy,
instalace, performance a publikace.

1961

Art historian and theoretician, curator and
organiser Jozef Cseres studies issues of represen-
tation and symbolism in art, the structural relations
between music and myth, the history of intermedia
and multimedia, and experimental and improvised
music. He authored the books Hudobné simulakra
[Music Simulacra] (Bratislava, 2001), Hermes’ Ear:

The Rosenberg Museum (Brno, 2009), LENGOW &
HE"RME®S: Gambling with Arts (2010), and a number
of studies, essays, articles, reviews and translations.
In addition to his career as scientist and educator, his
works as curator and publisher. Under his pseudonym,
HEyeRMEarS, he uses other forms of expression be-
tween art and play, creates performances, installa-
tions, audiovisual assemblages, and intermedia art.
Since the 1990s, he has been working on the Hermes’
Ear project and preparing exhibitions, installations,
performances, publications.

nalezeny objekt, archiv autora
found object, archive of artist

Peter Cusack

V projektu Sounds from Dangerous Places (Zvuky
z nebezpecnych mist) britsky fonografista a hudeb-
nik se zajmem o pfirodni prostredi a akustickou
ekologii Peter Cusack zaznamenava a zpracovava
zvuk v oblastech environmentalniho ohroZeni.
Dalsi projekt Your Favorite Sounds ma ma za téma
akustické prostfedi mést jako jsou Londyn, Chicago,
Praha a dalsi. Cusack pUsobi v londynském insti-
tutu CRIPS, vyucuje na katedfe zvukového uméni
a designu na London College of Communication a na
UdK v Berliné. S ¢eskou scénou je v kontaktu od roku
1994, kdy vystoupil na festivalu Hermit v Plasech.

Kratké mluvené video, nahrané na okraji vyschlého dna jezera,
nedaleko mist, kde je dnes pobfezi. Vsechny fotografie a zvuky
byly pofizeny ze stejného mista. Pfibéhy Aralského jezera je
ukazka zvukové obdoby fotozurnalismu. Pfed padesati lety bylo
Aralské jezero Ctvrtou nejvétsi vnitrozemskou vodni nadrzi nasi
planety. Béhem dalsich desetileti se stalo obéti zavlazovacich
systému, odcerpavajicich vétsinu vody ze dvou velkych fek,
které do jezera pritékaji. V poslednich letech Kazachstan podnikl
piekvapivé uspésny pokus o obnoveni malé ¢asti severniho
Aralu, lezici na jeho tzemi. Hladina vody stoupla, pocet ryb se
zvysil, volné Zijici zvifata se vraci. Zlepseni zivotniho prostiedi
je zfetelné a rybarsky pramysl zase nabizi v tomto chudém

a vylidnéném Gzemi mistnimu obyvatelstvu praci. Peter Cusack
podnikl od roku 2013 nékolik vyprav k Aralskému jezeru, kde
poridil hodiny terénnich zvukovych nahravek, fotografoval

a mluvil s mistnimi obyvateli. Aral je zvlastni oblast: nekone¢na
vodni plocha v oteviené, prevazné ploché krajiné, tisice
kilometrt zde nerostou zadné stromy a vétsinou vane silny vitr.
Pocasi je extrémni a sebemensi zvuk se rozplyne v ovzdusi.
Videa vznikla ze zvukovych nahravek a fotografii, které pofridil

v blizkosti kazasské vesnice Tastubek, nedaleko Aralského jezera.

A short spoken video recorded at the margin of the lake’s dried
floor, near today’s shore. All photos and sounds were taken at

the same place. Aral Sea Stories exemplify the audio version of
photojournalism. Fifty years ago, the Aral Sea was the world's fourth
largest landlocked water reservoir. Over the next decades, it fell
victim to irrigation systems that drained most of the two major rivers
flowing into the lake. Recently, Kazakhstan undertook a surprisingly
effective attempt at restoring a small portion of northern Aral
located in its territory. The water level rose, the fish population
expanded, and wild animals started coming back. The environmental
improvement is apparent and once again, the fishing industry is
giving jobs to local people in this poor and depopulated area. Since
2013, Peter Cusack has undertaken several tours of the Aral Sea,
making many hours of field sound recordings, taking photographs,
and speaking with locals. The Aral is a strange area: an endless
body of water in an open, mostly flat landscape where there are no
trees for thousands of kilometres and the wind is usually strong. The
weather is extreme and every sound, no matter how massive, fades
in the atmosphere. The videos consist of the sound recordings and
photographs | took in the vicinity of the Kazakh village of Tastubek
near the Aral Sea.

1948

British phonographer and musician Peter Cusack
takes interest in the natural environment and acoustic
ecology. In his project Sounds from Dangerous Places
he records and edits sound in areas of environmen-
tal hazard. Another project, Your Favorite Sounds,
thematises the acoustic environment of cities like
London, Chicago, Prague and others. Cusack works
at London’s CRiSAP institute and teaches sound arts
and design at the London College of Communication
and at the Berlin University of the Arts. He has been
in touch with the Czech scene since 1994, when he
performed at the Hermit Festival of Plasy.

._;‘ - '_‘

Peter Cusack, Myslenky od Aralského jezera, 2013, (video cyclus
Aral Sea Stories), foto: Peter Cusack

Peter Cusack, Thoughts from the Aral Sea, 2013, (videocycle Aral Sea
Stories), photo: Peter Cusack

Peter Cusack nahrava v hnédouhelném lomu Bilina, 2015,
foto: Milo$ Vojtéchovsky

Peter Cusack recording in lignite mine Bilina, 2015, photo:
Milos Vojtéchovsky
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Michael Delia 1963

Vytvarny a zvukovy umélec, hudebnik a konstruk- Visual and sound artist, musician and designer
tér autorskych hudebnich nastrojd Michael Delia Michael Delia uses found objects to construct cus-

| 'ch obiekti k . ké hudebni tom-made musical instruments. In 1992, he attended
z nalezenych objektu konstruuje autorske huaebni the first Hermit Symposium in the monastery of Plasy

nastroje. V roce 1992 se ucastnil prvniho sympozia and started cooperating with Czech artists and musi-
Hermit v klastere Plasy a zahdjil spolupraci s ceskymi cians (including Jaroslav and Michal Kofan's ensemble
umélci a hudebniky (napfiklad se souborem Orloj Orloj snivet [The Dreamers’ Astronomical Clock], Petr

Nikl etc.) He lives, exhibits and performs between

snivcy Jaroslava a Michala Kofan(, s Petrem Niklem
Europe and the US.

aj.). Zije, vystavuje a vystupuije stfidavé v Evropé
av USA.

Po vétvi - pfes struny - na svétlo, 2018, video, zvuk, svétlo, drevo, kytara,
predméty, reproduktory, videoprojekce, foto: Kuba Kozial

Drevo vibrujici zvukem, struny rozeznivané divokym vodnim proudem, zrcadleni
svétla. Instalace vznikla pro vystavni program organizace Bludny kamen v Opaveé.

Along the branch, across the strings, to the light, 2018, video, sound, light, wood,
guitar, objects, speakers, video projection, photo: Kuba Kozial

A sound and light installation which transduces the vibration of the recorded sound
of water, flowing in a stream onto strings excited to sound as light dances.

188 189



Federico Diaz

Pro prace Federica Diaze je typicka souvislost
s generovanym umeénim a systémovym umeénim.
Elektronicka a digitalni technologie klade do kon-
textu spolecenskych zmén. Zajem o zvuk jako nositel
estetického i metafyzického vyznamu je patrny v jeho
prvni vétsi realizaci Nostalgia (1992) a v instalacich

1971

The works of Federico Diaz are characterised
by connections to generative art and systems art.
He places electronic and digital technologies in the
context of social changes. His interest in sound as
a medium of meaning both aesthetic and metaphysi-
cal is apparent in his first major realisation, Nostalgia
(1992), and in his installations Dehibernation | and II.

According to Diaz, people perceive music not only
through hearing but with their whole bodies, and from
this he derives his approach to holophonic sound. In

Dehibernation | a Il. Podle Diaze vnima ¢lovék hudbu
nejen sluchem, ale celym télem, cemuz odpovida

jeho pojeti holofonniho zvuku. V letech 1993-1997 the years 1993-1997, he created “7”, a motion- and
vznikla pro GHMP interaktivni instalace 7, vyuZivajici sound-based interactive installation for Prague City
také pohyb a zvuk. Gallery.

Federico Diaz, SPIN, 1995, audiovizualni environment, technicka
spoluprace Milan Gustar, foto: archiv umélce

Federico Diaz, SPIN, 1995, audiovisual environment, technical
collaboration: Milan Gustar, archive of the artist

Audiovizualni environment Spin zkonstruoval Diaz s tymem
spolupracovniki v roce 1995 v ramci skupinové vystavy Orbis
Pictus ve Valdstejnské jizdarné. Sestavala z akustického zrcadla
odrazejiciho zvuky, reagujici na pohyb navstévnika. Vysledny
prostorovy zvuk pak navstévnika uvniti prostoru sochy sledoval
a reagovala holofonickym (prostorovym zvukovym systémem).
Instalace byla doplnéna vizualni komponentou projekce High
Energy Collision. Stejné jako u zvuku byla projekce generovana
na zakladé vstupnich udajua ziskanych sledovanim pohybu
navstévnika.

The audiovisual environment Spin was constructed by Diaz and his

team of collaborators in 1995 as part of the group exhibition Orbis

Pictus in the Wallenstein Riding School. It consisted of an acoustic

mirror reflecting sounds and responding to the visitor's movement.

The resulting surround sound then followed the visitor inside

the sculpture and reacted with a holophonic (surround) sound

system. The installation was complemented by projection of

visual component High Energy Collision. As with the sound, the

projection was generated from input data based on monitoring the
Dehibernation I.1I. 1993-1994 visitor's movement.

Federico Diaz, SPIN, 1995, audiovizualni environment,
technicka spoluprace Milan Gustar, foto: archiv umélce
Federico Diaz, SPIN, 1995, audiovisual environment, technical
collaboration: Milan Gustar, archive of the artist
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Dodalovi / The Dodals

Zakladatelé skoly ceskoslovenského animova-
ného filmu Irena Dodalova a Karel Dodal v roce 1933
zalozili Studio IRE-film pro reklamni animované filmy
i volnou tvorbu. Animovany barevny film Fantaisie
Erotique s hudbou Bedficha Kertena vznikl v roce
1936. V komercni verzi se pak promital jako Hra bub-
linek (reklama na mydlo Saponia). Pohyb barevnych
kruh( reaguje na hudbu, rytmus a v barevné skale
na ,barvu” hudebnich nastrojd. Film byl s uspéchem
promitan v Ceskoslovenském pavilonu na Expu
v Pafizi v roce 1937 a na festivalu v Benatkach o rok
pozdéji.

Irena a Karel Dodalovi, film-still z filmu Fantasie érotique, 1936,
animovany film, délka: 2,11 min., Narodni filmovy archiv

Irena and Karel Dodal, film-still from the film Fantasie érotique, 1936,
animated film, length: 211 min., Courtesy National Film Archive
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Irena Dodalova (1900-1989)
Karel Dodal (1900-1986)

In 1933, founders of the Czechoslovak school
of animated film Irena Dodalova and Karel Dodal
established the IREFilm Studio for animated cinema
advertisements and free film art. In 1936, they created
Fantaisie érotique, an animated colour movie with
music by Bedfich Kerten. Its commercial version, the
Saponia soap advertisement, was screened under
the name Hra bublinek [The Bubble Game]. The
movement of coloured circles responds to music and
rhythm while the colour scale reflects the “colour”
of musical instruments. The picture was successful-
ly screened in the Czechoslovak Pavilion at the 1937
Paris Expo and at the Venice Festival a year later.
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Lubos Fidler

Lubos Fidler je hudebnik, skladatel, vizu-
alni umélec, konstruktér hudebnich nastroja.
V 70. a 80. letech spoluzalozil nékolik legendarnich
skupin, jako byly Stehlik, Svehlik, MCH Band, Kilhets,
Janota-Fidler-Richter a dalsi. V poloviné 80. let emi-
groval do NSR. Vedle své hudebni tvorby se vénuje
nékolik desetileti navrhovani a konstrukci zvukovych
objektd - nastrojt (Fidlerofon, Rozechvély hlinik,
Roletofon nebo Péro), které jsou Casto vytvoreny
z nalezenych predmétd. Fidler se zucastnil néko-
lika vystavnich projektl zamérenych na propojeni
vytvarného umeéni, zvukového uméni, experimentalni
hudby a performance organizovanych Petrem Niklem
(Orbis pictus, Play). Se Zdenkem Konopaskem hraje
v duu No¢éni ptak.

Lubos Fidler is a musician, composer, visual artist
and musical instrument designer. In the 1970s and
1980s, he co-founded several legendary ensembles
such as Stehlik, Svehlik, MCH Band, Kilhets, Janota-
Fidler-Richter and others. In the mid-1980s, he
emigrated to West Germany. In addition to music, he
has been involved for several decades in designing
and making sound objects/instruments - Fidlerofon
[The Fidlerophone], Rozechvély hlinik [The Quivering
Aluminium], Roletofon [The Shade-o-phone], or Péro
[The Spring]. Fidler took part in several exhibition proj-
ects aimed at bringing together visual and sound arts,
experimental music, and performances organised by
Petr Nikl (Orbis Pictus, Play). With Zdenék Konopasek,
he performs in the duet Nocni ptak [Night Bird].

Rozechvély hlinik, 1998, kov,
dfevo. Zvukova performance

(Lubos Fidler, Oldfich Janota,
Stépan Pedirka), Festival Limbo,
klaster Plasy

Rozechveély hlinik, 1998, kov, dievo.
Zvukové performance (Lubos Fidler,
Oldfich Janota, Stépan Pecirka),
Festival Limbo, klaster Plasy

Zpivajici tyce, 2019, zvukova
instalace, kov (kovové tyce),
lanka, majetek autora,

foto: Tomas Soucek

Singing Rods, 1993-2019, sound
installation, forged aluminium
poles, cables, courtesy of the artist,

Svételna partitura 2019, 1993-2019, kov, vézni hodiny, svételny
zdroj, mp3 piehravaé, majetek autora, foto: Oto Palan

Light score, 2019, 1993-2019, metal, vézni hodiny?, light source,
mp3 player, courtesy of artist, photo: Oto Palan
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photo: Tomas Soucek

Zvukovou sochu Zpivajici tyée
(nova verze nastroje Rozechvély
hlinik, 1998) tvofilo ptiivodné
nékolik volné zavésenych
pohybuijicich se hlinikovych
tyéi, upevnénych na soustavé
drevénych Zebfikl. Otacejici se
tyée se pfi vzajemném dotyku,
nebo po uderu kladivkem
rozezni ve étvrttonové ladénych
interferencich.

Zpivajici tyCe (nova verze nastroje
Rozechveély hlinik, 1998) tvorilo
pavodné nékolik volné zavésenych
pohybuijicich se hlinikovych tyci,
upevnénych na soustavé dievénych
Zebrikd. Otacejici se tyce se pri
vzajemném dotyku, nebo po Uderu
kladivkem rozezni ve Ctvrtténové
ladénych interferencich.

Duch trabantu, 2011-2019, zvukovy objekt, kov, sklo, dievo,
majetek autora, foto: Oto Palan

Dancing Spirit of the Trabant de Luxe, 2011-2019, sound object,
metal, glass, wood, light, courtesy of artist, photo: Oto Palan
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Floex (Toméas$ Dvoréak) 1978

Tomas Dvorak je zvukovy designér a skladatel, Tomas Dvorak is a sound designer and music
vystupuje pod nickem Floex. Absolvoval FAMU composer, performing under the nickname Floex. He

lier Novveh médii AVU. Spol . , graduated from FAMU and the New Media Studio at
a atelier Novych medil - Spolupracuje s vytvar- AVU. He collaborates with artists such as Federico Diaz

niky jako Federico Diaz, nebo Tomas Vanék, inspiruje or Toméas Vanék. He creates multimedia installations -
se jejich tvorbou (Zdenék Pesanek), vytvari multi- for example, sonication of a crossroads (Crossroad,
medialni instalace - napfiklad sonifikace kfizovatky 2002), Live Score (2006), RGB (2002-2008), or inter-
(Crossroad, 2002), Jiva partitura (2006), RGB active laser music instrument Archifon (since 2011).
(2002-2008), nebo interaktivni laserovy hudebni

nastroj Archifon (od 2011).

RGB, 201
RGB, 2011

Interaktivni zvukova instalace umoznuje skupiné divaku participovat

s udinkujicimi a vytvaret hudbu v realném &ase. Udastnici méli specialné
upravené baterky, kterymi mohli na projekéni platno svitit zakladni
barvy svételného spektra (RGB). Michanim zakladnich barev vznikaly
nova barevné spektra a svételna kompozice byla snimana, analyzovana
a prevadéna na hudebni algoritmy. Vysledkem byla proménliva hudebni
kompozice.

The interactive sound installation allows a group of viewers to participate
with the performers by creating music in real time. Participants had specially
adapted flashlights to project the basic colors of the light spectrum (RGB)
on a projection screen. By mixing basic colors, new colors are created and
the light composition is scanned, analyzed and converted into musical
algorithms. The result was a aleatoric musical composition.
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Milan Grygar
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Vizualni umélec a tvlirce zvukoplastickych kreseb, Visual artist and creator of “sound plastic 3 q.. s B Sy = -
akustickych zaznam(, haptickych kreseb a vizu- drawings, acoustic recordings, haptic drawings and ; T S oy Li5. Rt A
o, . . . . visual scores, Milan Grygar purchased a reel-to-reel " b @ : 1
alnich partitur Milan Grygar si v roce 1965 koupil +7 ' i o g ]

kotoucovy magnetofon a zacal pofizovat v ateliéru
nahravky zvuka, které vznikaly béhem kresleni tusi

a drivkem na papire. Aby rozsifil zvukové spektrum,
zacal postupné uzivat také dalsi akusticky inspirativni
pfedméty, jako jsou zvonecky, mechanické hracky
na klicek, rysovadla, srouby, ozubena kolecka,
sklenice, zvonky, gongy, Cinely, foukacky, fehtacky,
hraci strojky, metronom nebo ventilator. V obdobi
akustickych a hmatovych, ¢asto zivé predvadénych
kreseb a partitur se na Cas priklonil ke gestu, hmatu,
procesu a performanci. Diky spolupraci s ceskymi

i zahrani¢nimi hudebniky se mu v 70. letech podafilo
proniknout také na mezinarodni scénu intermedi-
alniho a zvukového uméni. V letech 1970 az 1981
spolupracoval napfiklad s Erhardem Karkoschkou

a dalsimi hudebniky na koncertnich provedeni
partitur Partitura sméru zvuku (1970), Architektonicka
partitura (1971) nebo Partitura krajiny (1973) ve
Stuttgartu, Gentu, Saarbriickenu, Varsavé, Pafizi,
Lodzi, New Yorku, Stockholmu a Praze.

tape recorder and in his studio, he started recording
the sounds emanating from stylus-and-ink drawing
on paper. In order to expand the sonic spectrum, he
gradually started using other acoustically inspiring
objects such as bells, clockwork toys, ruling pens,
screws, gear wheels, glasses, gongs, cymbals,
blowpipes, rattles, music boxes, a metronome, or

an electric fan. In his period of acoustic and haptic
drawings and scores, sometimes live-performed, he
temporarily leaned towards gesture, touch, process
and performance. In the 1970s, thanks to his coop-
eration with musicians both Czech and foreign, he
successfully entered the international intermedia and
sound art scene. From 1970 to 1981, he worked, for
instance, with Erhard Karkoschka and other musicians
on concert performances of the scores, Partitura
sméru zvuku [The Direction of Sound Score], 1970,
Architektonicka partitura [The Architectonic Score],
1971, or Partitura krajiny [The Landscape Score], 1973,
in Stuttgart, Gent, Saarbriicken, Warsaw, Paris, £6dz,
New York, Stockholm, and Prague.
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Velka kresba I, 1967, tus, papir na platné,
Galerie hlavniho mésta Prahy

Milan Grygar, Large Drawing |, 1967, Indian ink,
paper on canvas, Prague City Gallery

Milan Grygar v Galerii Sztuky v Lodzi, 1981,
Archiv umélce, foto: Stépan Grygar

Milan Grygar in the Galery Sztuky in £6dz, 1981,
artist’s archive, photo: Stépan Grygar
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Milan GusStar 1963

Prace Milana Gustara jsou od 80. let soucasti Since the 1980s, the works of Milan Gustar have
scény Geského experimentalniho filmu, divadla, been part of the scene of Czech experimental film,

It tivni hudb daii i audiovizualnih _ theatre, alternative music, and later also audiovisual
alternativni huaby a pozdeji | audiovizuainino ument. arts. His approach is characterised by the use of com-

Pro jeho pfistup je typické vyuZiti kombinatoriky, binatorics, mathematical principles, the theory of tone
matematickych princip(, teorie tonovych soustav, systems, informatics, applied mathematics, modelling,
informatiky, aplikované matematiky, modelovani simulation, microtonality, and algorithmic procedures.

. . . e N His work combines logical, sensory and eccentric
simulace, mikrotonality a algoritmickych postupd. . ) -
thinking. He has authored music compositions, graph-

Jeho dilo kombinuje logické uvazovani a smyslove ic scores, sound and multimedia installations and
a excentrické. Je autorem hudebnich kompozic, compositions. His works take the form of cognitive
grafickych partitur, zvukovych a multimedialnich concepts, patents.

instalaci a skladeb. Jeho realizace maji podobu mys-

lenkovych koncept(, osobnich patentd.

Pavouci, 1990, 2007, kompozice a nahravka,
1990-2008, digitalni tisk, ready made
Spiders, 1990, 2007, composition and recording,
1990-2008, digital print, ready made

Po zimé jsem nasel ve sklepé desitky tél mrtvych pavoukt pokrytych bilou
plisni. Plisen zakryla drobné detaily, zGstaly jen bilé koule tél a kloubl a jejich
tenké spojnice. Pokusil jsem se z kruhti a ¢ar sestavit jejich obrazy. Text

o pavoucich mi dal pred lety Hynek Cap. Zjistil jsem, ze se k nému hodi hudebni
motiv z roku 1990, z doby, kdy jsem zkoumal vlastnosti ladéni, déliciho oktavu
na sedm stejnych dilil. 7 edo se podoba bézné diatonické stupnici, ma sedm
stupna v oktavé jako sedm bilych klaves klaviru. Neobsahuje vsak celé tony

a pultony, ale mezi sousednimi klavesami je jednotna vzdalenost 171,4 centu
(setin pultonu), jen o 10 ¢ mensi interval nez maly cely ton - velka sekunda
10/9. P¥i tvofeni melodii zni tento celotonovy krok presné tak, jak jsme zvykli.

After the winter, | found dozens of bodies of dead spiders covered with white mold
in the cellar. The mold covered small details, leaving only white balls of bodies and
joints and their thin ligament. | tried to assemble their images from circles and lines.
Years ago, Hynek Cap gave me a text about spiders. | found that the musical motif
from 1990, from the time when | was researching the properties of tuning, dividing
an octave into seven equal parts, suits him. The 7 edo resembles a standard diatonic
scale, with seven degrees in an octave, like the seven white piano keys. However,

it does not contain whole tones and semitones, but there is a uniform distance of
171.4 cents (hundredths of a semitone) between adjacent keys, only 10 ¢ smaller
interval than a small whole tone - a large second 10/9. When creating melodies, this
full-tone step sounds exactly as we are used to.
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Jolana Havelkovéa
Lucie Vitkova

Jolana Havelkova pracuje s fotografii, videem,

zvukem a kresbou. Ve spolupraci s Lucii Vitkovou se
nékolikrat vénovala grafickym partituram v projektu
Navrh na zménu partitury I., inspirovaném hudebnim

skladatelem a dirigentem Frantiskem Kmochem
a v samostatnych projektech (Navrh na zménu

partitury 11.). Vénuje se také nahravani a odposlechim

zvuku z vefejnych prostranstvi. V sérii Short forms
(2015) nechala fotografie stop brusli hudebniky
pfevést do zvuku.

Lucie Vitkova je skladatelka, improvizatorka a per-
formerka. Spolupracuje s vytvarnymi umélci jako je

Jolana Havelkova nebo Pavel Korbicka. Jeji kompo-

zice jsou zalozeny na sonifikaci nebo na abstraktnich
modelech odvozenych z fyzickych objektd, zatimco

v improvizacni praxi zkouma oblasti interakce mezi
zvukem a pohybem. Posledni prace se zabyvaji

hudebnim odkazem Morseovy abecedy a spolecen-

sko-politické aspekty hudby a uméni ve vztahu ke
kazdodennimu zivotu.

Short Form Pieces, od 2014
Short Form Pieces, from 2014

Na projektu zacala Jolana Havelkova spolupracovat
s Lucii Vitkovu v roce 2014. Cernobilé fotografie
pFipominajici minimalistické kresby se staly
partiturami - pfedlohou pro vznik skladeb

s kratkou dobou trvani (Short Form Pieces). Ve
skladbach hraje roli nejen pocit z obrazd, ale
charakter car, jejich smér, struktura ¢i jejich
rozmisténi v obrazu. Délka kompozic vétsinou
odpovida poctu prvki na fotografii.

Jolana Havelkova and Lucii Vitkova began work on
this project in 2014. Black-and-white photographs
reminiscent of minimalist drawings became scores,

a model for short-form pieces. Not only the feelings
evoked by the images, but also the character,
direction, structure and distribution of the lines within
the image play an important role. The duration of

a composition usually corresponds to the number of
elements in a photograph.
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1966
1985

Jolana Havelkova works with photography, video,
sound, and drawing. She elaborated several graph-
ic scores in the projects Navrh na zménu partitury I.
[Motion to Change Score 1] inspired by music com-
poser and conductor Frantisek Kmoch (in cooperation
with Lucie Vitkova) and Navrh na zménu partitury Il.
[Motion to Change Score II] (independently). She also
records and intercepts the sounds of public places.

In her series, Short Form Pieces (2015), she asked
musicians to translate the photographs of skate tracks
into sound.

Lucie Vitkova is a composer, improviser, and per-
former. She collaborates with visual artists like Jolana
Havelkova or Pavel Korbicka. Her compositions are
based on sonification, or on abstract models derived
from physical objects. In her improvisation practice,
she explores areas of interaction between sound and
movement. Her latest works deal with the music her-
itage of the Morse code and with the social-political
aspects of music and art in relation to everyday life.
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Navrh na zménu partitury, 2011
Altering of the Score, 2011

Vizualné akusticky projekt Navrh na zménu partitury vznikl v 2011
pro vystavu v galerii Skolska 28. Jolana Havelkova sbirala notové
sesity s pisnémi skladatele a dirigenta Frantiska Kmocha (1848-
1912) Naskenované stranky z nich pak manipulovala - nékdy

v nich Ize poznat zbytky notového zapisu, promazané osnovy

a naklonované noty, jindy je vysledkem abstraktni mozaika.
Partitury interpretovala skladatelka a improvizatorka Lucie
Vitkova. Nahravky vznikly v Koliné v prostorach jako je kostel,
tanecni sal, sokolovna, Kmochuv ostrov. Vitkova vétsinou v kazdé
skladbé pracuje s jednim témbrem: akordeonem, varhanami,
klavirem, foukaci harmonikou, vlastnim hlasem. Nékdy vyuzije
studiovou techniku k vrstveni hlast, pfida uder do bubnu nebo
cvakavy rytmus mechaniky akordeonu.

Visual / acoustic project The proposal for Altering of the Score was
created in 2011 for an exhibition in the Skolsk4 28 gallery. Jolana
Havelkova collected music notebooks with songs by composer

and conductor Frantisek Kmoch (1848-1912). She then manipulated
the scanned pages - sometimes one can recognize the remnants

of music notation, erased outlines and cloned music, other times
the result is an abstract mosaic. The scores were interpreted by the
composer and improviser Lucie Vitkova. The recordings were made
in Kolin in public spaces such as a church, a dance hall, a Gym hall,
Kmoch's island. Vitkova usually uses one timbre for each composition:
accordion, organ, piano, wind accordion, her own voice. Sometimes
she uses the studio technique to layer voices, adding a punch to the
drum or a clicking rhythm of accordion mechanics.
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Vladimir Havlik

Vladimir Havlik se zabyva performance, rea-
lizacemi v krajiné, videem, kresbou a malbou.
Dokumentace akcnich partitur, hranicicich s télo-
vym uménim (Hudba pro télo, Hudba pro oblicej),
podobné jako napfiklad jedna z minimalnich akci
Prehrani J. S. Bacha vétru napovida o jeho dlouho-
dobém zajmu o pfirodu a krajinu. V jeho pracich je
vyrazny prvek metafori¢nosti a poetického principu.
Casto klade dGraz na t&lesné a smyslové vnimani,
participaci, spolupraci, na vyvazovani protiklada.

Prehrati J. S. Bacha vétru, 1979,
foto: Marta Havlikova

Playing J. S. Bach by the wind, 1979
photo: Marta Havlikova

Partitura pro obli¢ej, 1980,
foto: Radek Horacek
Score for face, 1980,

photo: Radek Horacek

Partitura pro ruce, 1980,
foto: Radek Horacek
Score for hands, 1980,
photo: Radek Horacek
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Vladimir Havlik deals with the art of performance,
landscape realisations, video, drawing, and painting.
The documentation of his action scores bordering on
body art (Hudba pro télo [Music for the Body], Hudba
pro obli¢ej [Music for the Face], as well as one of his
minimalist actions, Pfehrani J. S. Bacha vétru [Playing
J. S. Bach for the Wind], suggest a long-standing
interest in nature and landscape. His works contain
a strong element of metaphor and the poetic princi-
ple. He often emphasises bodily and sensory percep-
tion, participation, cooperation, and the balancing of
opposites.

PFirodni partitura, 1980,
foto: Vladimir Havlik
Nature score, 1980,
photo: Viadimir Havlik

Koncert pro destovou kapku, 1981,

foto: Jaroslav Vacek

Concert for the rain drop, 1981,

photo: Jaroslav Vacek

Na pfelomu 70. a 80. let Havlik realizoval

sérii performativnich aktivit, vztahujicich se
ke konceptu zvuku a hudby. V akci Pfehrani

J. S. Bacha vétru (1979) ,spolupracoval”

s vétrem, jejz nechal “prehrat” do vzduchu
vyhozenou gramofonovou desku s nahravkou
Bachovy varhanni hudby. Paralelné s dalsimi
ceskymi a slovenskymi umélci ohledaval
moznosti grafickych partitur jako rozhrani mezi
kresbou, textem, gestem a zvukem: Partitura
pro oblicej, Partitura pro télo ¢i Partitura pro
ruce (1980) spocivaly v pfeneseni notové
osnovy ¢ernou tusi na vlastni télo, které pri
pohybu ,interpretovalo”, tedy rozsifovalo

¢i smrstovalo prazdné horizontalni linie
notové osnovy. Skupinové akce Partitura

pro les (1980) a Partitura pro pole (1980) se
uskutecnily v exteriéru, kde Ucastnici rozvinuli
pét pruhti papiru a nasledné vlastnimi tély
predstavovali noty. V Hudbé pro Malevice
(1981) naznadil Havlik pomysinou notovou
osnovu natazenim provazkd mezi dvéma
kmeny a upevnil v ni ¢erny ¢tverec. Stejnou
osnovu vyuzil pak v PFirodni partiture (1981),
kde notaci upravoval vkladanim vétvicek mezi
provazky. Pfirodni prvek je také pfitomen

v Hudbé pro vitr (1981), kdy poryvy vétru
pohybuji papirovymi pruhy natazenymi
horizontalné mezi stromy. Psychologicka
hudba (1981) spogivala v napnuti péti pruha
papiru pfes cestu v parku a vystaveni chodct
»zachycenych” v notové osnové bezprostiedni
reakci. Na akci Sedm koncertii v Lipniku nad
Becvou (1981) Havlik ve fraku a s rekvizitami

v pouzdru na housle koncertoval nejprve

v exteriéru zahrady a pozdéji uvnitf bytu -
ateliéru. ,Koncert pro destovou kapku” (1981)
spocival pouze v natazeni ruky a ¢ekani, dokud
do dlané z vétve stromu nespadne kapka vody.
Nejradikalnéjsi performance Konfrontace:
bolest stromu a bolest ¢lovéka (1981) spocivala
ve spaleni notové osnovy tvoiené pruhy papiru
na kmeni stromu a nasledné na hrudi. Kromé
akénich partitur vytvoril Havlik v prvni poloviné
80. let sérii konceptualnich hudebnich objektu
a autorskych knih.

At the turn of the 1970s and 1980s, Havlik realised

a series of performative activities referring to

the concept of sound and music. In his Playing

J. S. Bach for the Wind (1979), he “collaborated” with
the wind by letting it “play” a gramophone record
of Bach's organ music thrown into the air. In parallel
with other Czech and Slovak artists, he explored
the possibilities of graphic scores as an interface
between drawing, text, gesture and sound: In his
Partitura pro oblicej [A Score for the Face], Partitura
pro télo [A Score for the Body] and Partitura pro
ruce [A Score for the hands] (1980), he used black
ink to transfer the stave onto his own body, whose
movements “interpreted”, i.e. expanded or shrank,
the stave’s empty horizontal lines. The group works
Partitura pro les [A Score for the Forest] (1980) and
Partitura pro pole [A Score for the Field] (1980) were
realised in an interior where participants rolled out
five strips of paper and subsequently used their
own bodies to represent music symbols. In Hudba
pro Malevice [Music for Malevich] (1981), Havlik
stretched strings between two trunks to represent
the stave and then affixed a black square onto it.
He used the same stave in Piirodni partitura [The
Natural Score] (1981), modifying the notation by
inserting twigs between the strings. A natural
aspect is also present in Hudba pro vitr [Music for
the Wind] (1981), where strips of paper stretched
horizontally between trees were moved by gusts of
wind. Psychologické hudba [Psychological Music]
(1981) consisted of stretching five strips of paper
across a path in the park and eliciting an immediate
response in the walking individuals ‘caught” in the
stave. At his action Sedm koncert( v Lipniku nad
Becvou [Seven Concerts in Lipnik nad Be¢vou]
(1981), Havlik wearing tails performed “concerts”
using props in a violin case, first in a garden exterior
and then inside his flat/studio. Koncert pro destovou
kapku [A Concert for a Raindrop] (1981) consisted
of merely extending one’s hand and waiting for

a drop of water from a tree branch to fall on the
palm. His most radical performance Konfrontace:
bolest stromu a bolest ¢loveka [Confrontation: The
Tree's Pain and the Man's Pain] (1981) consisted of
burning a stave represented by paper strips on

a tree trunk and subsequently on a person’s chest.
In addition to his action scores, Havlik created

a series of conceptual musical objects and
authored books in the first half of the 1980s.
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Arne Hosek

Kresby architekta a malife Arneho Hoska nazna-
¢uji synesteticky talent transformovat hudebni kom-
pozici do abstraktnich vizualnich forem. Vysledkem
jeho vyzkumu synestezie a hudebni analyzy je
rukopis knihy O souvislosti tént a barev, ve kterém
se zabyva vztahem harmonie, rytmu, architektonic-
kych proporci a akustiky. Hosek byl také autorem
navrh( staveb a prestaveb verejnych prostor (kino
Alfa v Moravské Ostraveé aj.), zajimal se o tvorbu pro
rozhlas, o ,elektrickou hudbu”, ,kreslenou hudbu”
nebo zvukovy film.

1885-1941

The drawings of architect and painter Arne
Hosek suggest a synesthetic talent for transforming
a music composition into abstract visual forms. His
studies of synesthesia and music analysis resulted in
the book manuscript O souvislosti tént a barev [On
the Relations between Tones and Colours], in which
he dealt with the links between harmony, rhythm,
architectonic proportions, and acoustics. Hosek also
authored constructions and reconstructions of public
structures (Alfa Cinema in Ostrava etc.) He took inter-
est in radio art, “electric music”, “animated music” and
sound film.
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Kresby, nedatovano (30. Iéta 20. stoleti), akvarel,
karton, Narodni galerie Praha

Drawings I-IV,undated, c. 1930s, watercolour, card,
National Gallery in Prague

Souvislosti barev a tond, autorsky rukopis 1932, akvarel,
papir, Narodni galerie Praha

The Connections between Colours and Tones, 1932, author’s
manuscript, watercolour, paper, National Gallery in Prague
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Tomas$ Hrlza

Tomas Hrdza pracuje v oblasti multimedialni
a interaktivni scénografie, spolupracuje na scénic-

kych projektech pro ¢eska i svétova divadla a plsobi

jako pedagog na FaVU v Brné.

Stal, 20083, interaktivni zvukové prostfedi, stdl, Zidle, elektronika,
software, reproduktory, technicka podpora: Stanislav Filip

Table, 2003, interactive sound environment, table, chair, electronics,
software, speakers, technical support: Stanislav Filip

Interaktivni instalace / hudebni nastroj vznikla na zavér Hrizova
studia na FaVU. Vyuziva rozhrani pfevodu pohybu tuzky po archu
papiru, poloZzeném na desce stolu na zvuk, pfehravaném v redlném
Case v prostoru, kde je stal umistén. Pohyby ruky jsou snimany
pomoci ultrazvukového zafizeni, méfFiciho vzdalenost mezi rukou od
daného nulového bodu. Vzdalenost je imérna hodnotam modulace
vytvaFené zvukové struktury. Samotny zvuk vznika tak, ze hodnoty
ziskané z akustického snimani pohybu tuzky jsou pfevedeny na
MIDI signal. Ten je nasledné mapovan zvukovym samplerem,

ktery pfehrava banku zvuk, sestavenou napfiklad z fragmentt
archivnich americkych instruktaznich film nebo z nahravek
raznych hudebnich nastrojl. Vystupem je zvuk, ale i zvukové kresby
vytvoFené uzivateli jako zpétna vazba mezi obrazem a zvukem.

208

Tomas Hrliza works in the field of multimedia
and interactive scenography, collaborates on stage
projects for theatres in Czechia and elsewhere in the
world, and teaches at the Faculty of Fine Arts, Brno
University of Technology.

The interactive installation/musical instrument was created to
conclude Hraza's studies at the Faculty of Fine Arts. It uses an interface
to convert the movement of a pencil on a sheet of paper placed on

a desk and play the result in real time in the space where the desk is
located. The movements of the hand are scanned by an ultrasound
device measuring the distance between the hand and a given zero
point. The distance is proportional to the levels of modulation of the
sound structure produced. The sound itself emerges when the values
obtained from the acoustic scanning of the movement of the pencil
are transformed into a MIDI signal. That signal is subsequently mapped
by a sound sampler that plays sounds from a bank that contains, for
instance, fragments of archival US instructional films or recordings

of different musical instruments. The resulting sound, but also the
user-created sound drawings, provides a feedback between image
and sound.

A"
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Martin Janicek

Od roku 1991 konstruuje zvukovy umélec, sochar
a hudebnik Martin Jani¢ek experimentalni hudebni
nastroje, interaktivni zvukové objekty a zvukové insta-
lace. Vystupuje sam nebo spolupracuje s hudebniky,
divadelniky a vytvarnymi umélci. Jako ¢len sdruzeni
mamapapa se podilel na fadé mezinarodnich site-
-specific projektd, napf. Srdce PQ, Industrialni safari
Kladno, Proroci pisma, Phonart. Vystavoval a vystupo-
val v projektech symposia Hermit v klastere Plasy od
roku 1992, Tvary tond, Orbis Fictus, Jitro Kouzelnikd,
Expo 2005, Na pocatku bylo ticho aj. Zabyva se také
prostorovou akustikou a problematikou zvukové
architektury.

Kamenny disk, 2013-2014, kdmen, kov, majetek autora
Stone disc, 2013-2014, stone, metal, courtesy of the artist

Kamenny disk je pfikladem jiného z Janickovych soch / hudebnich
nastroju, tentokrat jde o aluzi na paleoliticky gramofon. Otacejici se
kruhova deska je rozeznivana kameny zavéSenymi na kruhové konstrukci.
V roce 1992 pouzil Jani¢ek nastroj vytvoieny z kament (Litofon) jako
zvukovou instalace.

Kamenny disk [Stone Disc] is another example of Janicek's sculptures/
musical instruments, this time an allusion to a palaeolithic turntable. The
revolving round board is resounded by stones hanging from a round
construction. In 1992, Janicek used a stone-based instrument, Litofon, as
a sound installation.
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1961

Since 1991, sound artist, sculptor and musician
Martin JaniCek has been designing experimental musi-
cal instruments, interactive sound objects, and sound
installations. He performs alone or in collaboration
with musicians, theatre artists, and visual artists. As
member of the mamapapa association, he took part
in a number of international site-specific projects:
Srdce PQ [The Heart of the Prague Quadrennial],
Industrialni safari Kladno [The Kladno Industrial Safari],
Proroci pisma [The Prophets of Writing], and Phonart.
He exhibited and performed in the following projects:
the Hermit Symposia in the monastery of Plasy since
1992, Tvary tént [The Shapes of Tones], Orbis Fictus,
Jitro kouzelnikd [The Morning of the Magicians], Expo
2005, Na pocatku bylo ticho [In the Beginning Was
Silence]. He also works with spatial acoustics and
issues of aural architecture.

Gong - pohybliva vizualni partitura, 2013, papir
(architektonické plany Josefa Pleskota), plastova folie,
elektrické zafizeni (baterie), majetek autora

Gong - pohybliva vizualni partitura, 2013, papir (architektonické

plany Josefa Pleskota), plastova folie, elektrické zarfizeni (baterie),

courtesy of the artist

Vizualni partitura Gong je inspirovana rekonstruovanym
ostravskym plynojemem, dnes kulturnim prostorem
nazvanym Gong. Partitura se sklada z nékolika
prostupujicich se vrstev paidorysnych plant stavby od
architekta Josefa Pleskota, autora jeji rozsahlé rekonstrukce.
Partitura se méni v ase tim, zZe je odkryvan vzdy jiny jeji
segment, tak jako na ciferniku hodin.

Martin Janicek’s visual score, The Gong, is inspired by a former
gas holder in Ostrava that has been rebuilt into the eponymous
multipurpose cultural hall. The score consists of several
interlocking layers of the building’s ground plan by architect
Josef Pleskot, who authored the extensive reconstruction.

The score changes in time as its different segments become
unveiled, like on a clock face.

Resonator, 2013, ocelovy plech, modfinové dievo, struny,
plexisklo, majetek umélce, foto z archivu umélce
Resonator, 2013, steel sheet, larch wood, courtesy of artist,
photo: artist's archive

Hudebni nastroj / socha Resonator nabizi divakovi moznost vstoupit
do nitra ozvuéného prostoru a nechat na sebe plsobit rizné hluboké
frekvence rozeznénim napjatych pianovych strun na vnéjsi strané
objektu. Objekt tvarem pfipomina vertikalni verzi japonského nastroje
koto a zvukem pak preparované piano v basovych polohach.

The musical instrument/sculpture Resonator helps the spectator enter the
sounding space and experience the effects of different frequencies by
sounding piano strings stretched along the structure’s exterior. The shape
of the structure is reminiscent of a vertical version of Japanese instrument
koto and its sound of the bass part of a string piano.
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Olga Karlikové

Zajem o pfirodu, sluch a textury se v dile malitky,
kreslitky a plvodné textilni designérky Olgy Karlikové
objevuje v obrazech s tématem more z pocatku
Sedesatych let. V poloviné 60. let se Karlikova dopra-
covala ke svému Zivotnim tématu zachyceni ptaciho
zpévu a pohybu. Kreslila tuzkou nebo tusi na dlouhé
svitky, do bloku nebo na volné papiry podle skutec-
nosti. Bez prilezitosti vystavovat setrvavala v pravidel-
ném jitinim kresleni od jara do podzimu skoro do své
smrti. Zpév a pohyb ptakd zaznamenavala vétSinou
pfimo v krajiné, jen obc¢as pracovala v studiu a kres-
lila podle zvukovych zaznam, kdy rozsifila rejstiik na
hlasy Zab, pfipadné velryb. Kresby jsou vyjadienim
osobniho vztahu ke konkrétni krajiné severnich Cech,
ale také k prirodé a strukturam biologickych déju
obecné. Synestetickym pfistupem vizualizace zvuko-
vych krajin pfedjimala v ceskoslovenském kontextu
prace napriklad Dalibora Chatrného, Mariana Pally,
Miloge Sejna, Inge Koskové, Pavla Holouse, Milana
Maura a dalSich a jeji prace rezonuji v mnohé s mezi-
narodni scénou.

Sedmihlasek, 2003, zaznam ptaciho zpévu,
kresba tuzkou, soukroma sbirka

Icterine Warbler, 2003, transcription of birds voice,
pencil on paper, private collection
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1923-2004

Painter, draughtswoman and textile designer by
training Olga Karlikova's interest in nature, hearing and
textures is reflected in her marine-themed pictures
from the early 1960s. In the mid-1960s, she worked
herself through to her life’s theme, namely the captur-
ing of birdsong and bird movement. She used pencil
or ink to produce realistic drawings on long scrolls, in
a pad, or on loose sheets. Deprived of the oppor-
tunity to exhibit, she persisted in her early morning
drawing routine every year from spring to autumn
till her death. She typically recorded birdsong and
bird movement directly in the landscape; sometimes
she also worked in her studio, drawing on the basis
of sound recordings and expanding her repertoire to
include the voices of frogs and whales. Her drawings
reflect how she personally related to the specific
North Bohemian landscape but also more generally
to nature and the structure of biological processes.
Her synesthetic approach to visualising soundscape
foreshadowed, in the Czechoslovak context, the works
of Dalibor Chatrny, Marian Palla, Milo$ Sejn, Inge
Koskova, Pavel Holous, Milan Maur and others, and
many aspects of her work resonate with the interna-
tional scene.

Pénkava, 2003, zaznam ptaciho zpévu,
kresba tuzkou, soukroma sbirka
Finch, 2003, transcription of birds voice,
pencil on paper, private collection

Seveleni, 2003, zaznam ptaéiho zpévu,
kresba tuzkou, soukroma sbirka

Murmurance, 2003, transcription of birds
voices, pencil on paper, private collection
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Michal Kindernay

Umeélec a kurator Michal Kindernay se v posled-
nich letech zabyva akustickou ekologii, sonifikaci
védeckych dat a interaktivnim videem. Je autorem
videi, kompozic sestavenych z terénnich nahravek,
audiovizudlnich instalaci a vystoupeni. Studoval na
FaVU a v Centru audiovizualnich studii FAMU. Pasobil
v Galerii Skolska 28, v nadaci Agosto Foundation,
spolupracuje s umélci a uméleckymi kolektivy v ces-

1978

In recent years, artist and curator Michal
Kindernay has been focusing on acoustic ecolo-
gy, sonification of scientific data, and interactive
video. He has authored videos, compositions based
on field recordings, audiovisual installations, and
performances. He studied at the Faculty of Fine Arts,
Brno University of Technology, and at the Center
for Audiovisual Studies, Film and TV School of the
Academy of Performing Arts in Prague. He has worked

kém i mezinarodnim kontextu.

Praha 2015-2019, papir, digitalni tisk,
majetek autora

Prague 2015-2019, papir, digitalni tisk,
courtesy of the artist

Kreslim na zvukové mapé mésta. Potichu, po tichych mistech.
Rychleji po hluénych, kfiklavych. Zvukové kresby délim na
propletené vlakny a indikované stopami. Vlakna nejsou linearni,
sly$im je i v kofenech, v oddencich, v méstském podhoubim.
Stopy jsou na kazdém kroku, tvofi méstské struktury, obkresluji
ulice, ¢tvrti, sidlisté. Slysim jejich klidové zony i hlukové bariéry.
Hledam zkratky ze systému, jak nenarazit na zvukové zily mésta,
jak proniknout do organické struktury. Jako chodec (méstsky
lovec pf¥i stopovani klidu) zvifete, hledim lehce pfehlédnutelné
otisky zvuki v méstském hluku a barvy ohrozenych zvukovych
spekter.”
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at Skolské 28 Gallery and at Agosto Foundation and
collaborated with artists and art collectives in the
Czech and international contexts.
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| draw on a soundmap of the city. Silently in quiet places. More quickly

in noisy, flamboyant places. | divide the sound drawings into interwoven
threads indicated by traces. The threads are not linear. | hear them in
roots, in the rhizomes, in the urban mycelium. The traces are at every
corner and form the urban structure tracing out streets, neighbourhoods,
housing estates... | hear their resting zones and sound barriers. I'm looking
for shortcuts from the system, how not to collide with the sound veins of
the city, how to penetrate the organic structure. As a pedestrian / urban
hunter tracking down tranquillity / animals, | search for easily overlooked
tracks of sounds in the urban noise and the colours of threatened sound
spectra.

Sonata meteorologica di Komorany
NO. 1. Circulum2020, foto: Michal
Kindernay

Sonata meteorologica di Komorany
NO. 1. Circulum2020, photo: Michal
Kindernay

Projekt je postaven na syntéze
zvuku, obrazu a dat ziskanych

z procest probihajicich v atmosfére.
Mobilni pozorovaci a rozhlasova
stanice umisténa docasné v arealu
Ceského hydrometeorologického
ustavu v Komoranech vysila lokalné
terestricky a pFes server Locusonus.
org audiostream sonifikujici hodnoty
emisi, snimané siti senzortt CHMU.

The project is based on the synthesis
of sound, image and data stream

from processes in atmosphere. The
mobile radio observation, temporarily
located on the premises of the Czech
Hydrometeorological Institute in
Komorany, broadcasts locally terrestrial
and via the Locusonus.org server an
audiostream, sonificating the values of
emission captured by the CHMI sensor
network.

Michal Kindernay & Louise K Wilson,
Meetings ET4U, West Jutland,
Denmark, 2019, foto: Michal Kindernay
Michal Kindernay & Louise K Wilson,
Meetings ET4U, West Jutland, Denmark,
2019, photo: Michal Kindernay

Audiovizualni Instalace je studii
Jutska pohledu zivého oka i nezivého
objektu. Vodorovna ¢ara vodni hladiny
predstavuje priichodnou hranici mezi
svétem lidi a svétem pFirody, bublajici
s vInicimi se odrazy vnéjsi reality
doprovazenymi poryvy vétru, hlasu
aticha.

The sound and video installation
explores the Danish part of Jutland

from the view of both a living eye and
an inanimate object. The horizontal

line of the water surface represents

a penetrable borderline between the
world of people and the world of nature,
bubbling with rippling reflections of the
outer realities while accompanied with
wind, voice and silence blasts.
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Milan Knizak

Vytvarny umélec a hudebnik, tvirce akci, kon-

ceptualnich i grafickych partitur i hudebnich objekt
Milan Knizak rozsiril zacatkem 60. let své umélecké

1940

In the early 1960s, visual artist and musician,
event creator and author of conceptual and graph-
ic scores as well as musical objects Milan Knizak
included sound in his artistic activities. He started and

aktivity o praci se zvukem. Zalozil a vedl undergroun- led the underground music and action art ensem-

dovou skupinu Aktual (1963-1967), pohybuijici se

ble Aktual (1963-1967). Later he obtained the title of

mezi akénim uménim a hudbou. Pozdé&ji dostal titul “Flux Director for Central and Eastern Europe”. He has

Jfeditele Fluxu pro stfedni a vychodni Evropu”. Je

autorem rady konceptualnich a grafickych partitur,

authored a number of conceptual and graphic scores,
performances and musical objects. In the mid-1960s,
he focused on Broken Music and from 1968 he also

performanci i hudebnich objektl. V poloviné Sede- created a series of graphic scores called “architecto-
nic” music.

satych let se vénoval destruované hudbé (Broken

music) a od roku 1968 také ,architektonické” hudbé

v sérii grafickych partitur.

Broken music, 1965

.V roce 1963-1964 jsem zpomalené nebo zrychlené prehraval
gramofonové desky, tim ménil kvalitu skladby a tvofil vlastné
skladbu jinou. V roce 1965 jsem zacal desky destruovat: Skrabat,
probodavat, lamat. Jejich pfehravanim (které nicilo gramofonové
jehly i gramofony samotné) vznikla zcela nova hudba -
necekana, drasajici, itoéna i humorna. Skladby trvajici vtefinu
anebo téméF nekonecné dlouho (to kdyz jehla uvizla v hlubokém
vrypu a neustale pfehravala jedinou frazi). Rozvijel jsem dale
tento zpusob. Zacal jsem desky prelepovat, pifemalovavat,
spalovat ohném, rozfezavat a slepovat ¢asti riznych desek do
sebe atp., abych docilil co nejvétsi zvukové riiznosti”

Milan Knizak
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"In 1963-1964, | played gramophone records in slow or fast motion,

thus changing the quality of a composition and actually creating

a different composition. In 1965, | began to destroy the vinyl records:
scratching, stabbing, breaking. By playing them (which destroyed the
gramophone needles and the gramophones themselves), a completely
new music - unexpected, thrilling, aggressive and humorous was created.
Compositions lasting a second or almost infinitely long (when the needle
got stuck in a deep scratch and kept playing a single phrase all the time).

| further developed this method. | started to glue the boards, repaint, burn
them with flame, cut and glue parts of different boards into each other,
etc., in order to achieve the greatest possible sound diversity.”

Milan Knizak
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Rudolf Komorous

Hudebni skladatel Rudolf Komorous byl spo-
lec¢né s vytvarniky Karlem Neprasem, Bedfichem
Dlouhym, Janem Koblasou a Jaroslavem Vozniakem
&lenem sdruzeni Smidrové (1955-1969). Komorous je
autorem kompozic Sladka kralovna (1962), Olympia
(1964), Chamsin, Nahrobek Malevi¢iv a Mignon
(1965). V okruhu kolem souboru Musica viva pragen-
sis byl ovlivnén hudebnim minimalismem a vénoval
se kolazim, skladbam-permutacim a prostorovym
partituram. Od roku 1969 zije v Kanadé.
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1931

Hudebni skladatel Rudolf Komorous byl spole¢né
s vytvarniky Karlem Neprasem, Bedfichem Dlouhym,
Janem Koblasou a Jaroslavem Vozniakem ¢clenem
sdruzeni Smidrové (1955-1969). Komorous je autorem
kompozic Sladka kralovna (1962), Olympia (1964),
Chamsin, Nahrobek Malevic¢tv a Mignon (1965).
V okruhu kolem souboru Musica viva pragensis byl
ovlivnén hudebnim minimalismem a vénoval se
kolazim, skladbam-permutacim a prostorovym parti-
turam. Autor od roku 1969 Zije v Kanadé.
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Kvitecky, generalni partitura, nedatovano, tus, kolaz, papir, Museum Kampa -

Nadace Jana a Medy Mladkovych: Z podsbirky Jifiho a Bély Kolarovych
Kvitecky, generalni partitura, nedatovano, tus, kolaz, papir, Museum Kampa -
Nadace Jana a Medy Mladkovych: Z podsbirky Jifiho a Bely Kolafovych
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Milan Kozelka

Multimedialni umélec, performer, basnik, prozaik,
kurator a provokatér Milan Kozelka se od 70. let
vénoval performanci a happeningu, land artu, tvorbé
parodickych kolazi a také specifickych hudebnich
partitur. Z jeho experimentalni tvorby autorskych
forem vizualnich partitur jsou nejznaméjsi partitury
pro elektroakustickou hudbu a tzv. Raghy, ovlivnéné
jeho zdjmem o vychodni kultury, véetné hudebni
sféry. Kozelkovy Raghy, v indické tradici urcité
hudebni sekvence nebo modlitby, mély nejcastéji
tvar abstraktni kresby, ale nékdy také prostorovych -
land artovych - objekta.

Raga pro I$varakrsnu (raga avjakta), 1987, soukroma sbirka
Raga for I$varakréna (raga avjakta), 1987, private collection
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1948-2014

From the 1970s, multimedia artist, performer,
poet, prose writer, curator and provocateur Milan
Kozelka focused on performances and happenings,
but also land art, parodic collages and specific music
scores. His best-known experimental visual scores
include those for electroacoustic music and so-called
Ragas, the latter influenced by his interest in Eastern
cultures and their musical aspects. In Indian tradition,
ragas are certain melodic sequences or also prayers.
Kozelka's ragas typically took the shape of abstract
drawings but also spatial, land art objects.
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soucast triptychu, graficka partitura, 1983, tuzka,
fix, nité na papife, soukroma sbirka

part of the Triptych, graphic score, 1983, pencil, fix,
threads on paper, private collection

B

Milan Kozelka, Michal Murin, Vaclav Stratil, Partitura pro prostor - instalace a performance, 1988,
Experimentalni umélecko-literarni festival, Nové Zamky, foto: Ondrej Berta, archiv Michala Murina
Milan Kozelka, Michal Murin, Véclav Stratil, Score for space - installation and performance, 1988,
Experimental art-literature festival, Nové Zamky, photo: Ondfej Berta, archive of Michal Murin
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Jan Krticka 1979

Jan Krti¢ka je sochaf a zvukovy umélec, pra- Sculptor and sound artist Jan Krticka works with
cuje's konceptem a uspoFédénim 2vuku v prostoru the concept and arrangement of sound in space and

. Prakticky i ick bV h . time. He practically and theoretically elaborates the
a v case. Prakticky | teoreticky se zabyva vztahy mezi relations between the artistic act and its reflection, be-

uméleckym aktem a jeho reflexi, mezi skute¢nosti tween reality and narration, visual or audio documen-
a vypravénim, obrazovou nebo zvukovou dokumen- tation, or the penetration of a multifaceted landscape
taci nebo priinikem lidského elementu do mno- by the human element.

hotvarné krajiny.

Interpretace textu Johna Cage Pfednaska o ni¢em. Text ma grafické rozlozeni
podobné dvanactifadkové partiture, nebo dvanactistopé struktuie zvukového
editaéniho programu. Kazdému radku textu nalezi jedna zvukova stopa pfehravana
v jednom reproduktoru. Dvanact reproduktor( je rozmisténo v prostoru podobné,
jako jednotlivé nastroje malého orchestru. Nahrany text se ozyva z riiznych
reproduktort v rtiznou dobu, pfesné podle Cageova zapisu.

Interpretation of John Cage’s text Lecture on nothing. The text has a similar graphic
layout twelve-line score, or twelve-track the structure of the sound editing program. To
each line of text belongs one audio track being played in one speaker. There are twelve
speakers distributed in spacein a system reminding instruments in a chamber orchestra.
The recorded text sounds from different speakers at different

Vysilani, 2018, zvukova instalace (Diim uméni, Instalace &tyficeti rozhlasovych pfijimacl naladénych na rizné frekvence,

Usti nad Labem), zvukové nahravky, rozhlasové jejichz nastaveni hlasitosti se v Case automaticky rtizné proménuje. Vedle

vysilani, rozhlasové pfijimace, foto Jifi Dvorak béznych radiostanic jsou v prostoru galerie vysilany taky autorsky editované

Broadcasting, 2018, sound installation (House zvukové zaznamy na péti rtiznych frekvencich. Vznika tak neustale proménliva

of Art, Usti nad Labem), sound recordings, radio kolaz spojujici realné a fiktivni vysilani.

broadcasting, radio receivers, photo Jifi Dvorak Installation of forty radio receivers tuned to different frequencies, whose volume
settings automatically change differently over time. In addition to conventional radio

o : . S8 I stations, in the space of the gallery are also broadcasted artist’s sound recordings
oL o W

in five different frequencies. This creates a constantly changing audio collage
combining real and fictional broadcasting.

et

John Cage: Pfednaska o nicem, 2013, zvukova instalace,
MeetFactory, Praha, zvukova smycka, reproduktor, foto Michal Ures
John Cage: Lecture on Nothing, 2013, sound installation, MeetFactory,
Prague, sound loop, speakers, times, exactly according to the

Cage’s notation, Photo: Michal Ures
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Frantisek Kupka

Malif Frantisek Kupka byl ovlivnén dobovymi
diskuzemi o vztahu malifstvi a hudby, teosofii,
spiritismem a metodami, jak zaznamenat astralni télo
nebo kosmickou energii nezobrazivymi tvary a bar-
vami. Pro ndzvy studii, obrazl a kreseb se od inspi-
roval barokni i soudobou hudbou (Fuga, Nokturno,
Tepla chromatika, Kombinovana harmonie, Hudba).
Poukazoval na fyzikalni i mentalni propojenost uni-
verzalnich principl svéta ve smyslech zraku i sluchu.
Kupka byl u¢astnikem i proponentem uvah o holistic-
kém ¢i orfickém propojeni uméleckého a védeckého,
pojmového mysleni. Text Tvoreni v uméni vytvarném
z roku 1910 svédci o hlubokém zajmu o nové tech-
nologie, jako byly fotografie, kinematografie, letectvi
i o védecké poznatky optiky, biologie, geologie nebo
teorie barev. | kdyz se Kupka uz nevydal mimo ramec
meédia malitstvi a grafiky, jeho snahy zachytit ves-
mirné principy v pohybu a ¢ase propojuji jeho tvorbu
se soucasniky jako Oskar Fishinger nebo Viking
Eggeling, ktefi sméfovali k novému syntetizujicimu
médiu kinematografie v podobé konceptu vizualni
hudby a absolutniho filmu.

1871-1957

Painter Frantisek Kupka was influenced by con-
temporary debates on the relations between painting
and music, theosophy, spiritism, and methods for
capturing the astral body or cosmic energy through
nonrepresentational shapes and colours. From 1906,
the names he gave to his studies, paintings and
drawings were inspired by music both baroque and
contemporary (Fugue, Nocturne, Warm Chromatics,
Harmony, Music). He referred to the physical and
mental links between the world’s universal principles
and the senses of sight and hearing. Kupka was a par-
ticipant and proponent of considerations about “ho-
listic” or “Orpheist” connections between artistic and
scientific, conceptual thinking. His 1910 text Tvoreni
v uméni vytvarném [Creating Visual Art] demonstrates
Kupka’s profound interest in new technologies such
as photography, cinematography or aviation and in
the scientific knowledge of optics, biology, geology
or colour theory. Even when not venturing beyond the
painting and print medium, Kupka strived to capture
the cosmic principles in motion and time, which
brings him together with contemporaries like Oskar
Fishinger or Viking Eggeling, who aimed at the new
synthesising medium of cinematography through their
concepts of visual music and absolute film.

V§imam si morfologickych vztah(i mezi riznymi tvary. (...)
Proto vedle rovnych ¢ar pouzivam také oblé. Totéz plati pro
barvy, které musi znit v§echny v durové, nebo v mollové
toniné. (...) Urcité musime pro divaka pridat k aktivitam
zrakového nervu také cichové a zvukové prozitky.
Frantisek Kupka, 1913

| take care of the morphologic units of the relations between
different forms. (...) This is why | use together with the
rectangular lines all the rounding angles. It is the same with
colours, which must all be either in the major or minor key. (...)
The public certainly needs to add to the action of the optic
nerve those of the olfactory, acoustic and sensory ones.
Frantisek Kupka, 1913

A. W. Warshawsky, “Orpheism” Latest of Painting Cults’
Interview with Kupka. The New York Times, 19 October 1913.

Studie pro Newtonovy kruhy, 1911-1912, akvarel, kvas, papir,
Museum Kampa - Nadace Jana a Medy Mladkovych

Studie pro Newtonovy kruhy, 1911-1912, akvarel, kvas, papir,
Museum Kampa - Nadace Jana a Medy Mladkovych

Promenada bilé ¢ary 1919-1921, kvas, tus, karton,
Museum Kampa - Nadace Jana a Medy Mladkovych
Promenada bilé ¢ary 1919-1921, kvas, tus, karton,
Museum Kampa - Nadace Jana a Medy Mladkovych
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Ladislav Kupkovic

Slovensky hudebni skladatel Ladislav Kupkovi¢
byl od 60. let vyraznou osobnosti experimentalni
hudebni ceskoslovenské scény, i kdyz roku 1970
emigroval do Némecka. V roce 1963 vytvoril sérii
grafickych partitur (Méso kriza) a od konce Sedesa-
tych do zacatku osmdesatych let zorganizoval nékolik
tzv. Wandelkonzerte, coz byly site specific ,mak-
rokompozice” komponované pro konkrétni misto.
Spolecné se skladateli, jako jsou Péter Eotvos, Bojidar
Dimov, Daniel Chorzempa, John McGuire, Mesias
Maiguashca a Clarence Barlow, je Kupkovic fazen
k takzvané ,Kolinské skole”. V Bonnu se mu podafilo
uskutecnit dvanactihodinovou skladbu Invaze na
hlavni mésto Bonn (1971) pro nékolik armadnich
i jinych orchestr(, které probihala v riznych ¢astech
mésta. Obdobné masové hudebni happeningy
v 90. letech realizoval v Brné skladatel Zdenék Plachy.

LADISLAV
KUPKOVIC
KLANG=
INVASION
BONN
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1936-2016

Slovak music composer Ladislav Kupkovi¢
was a remarkable representative of the 1960s
Czechoslovak experimental music scene, despite his
emigration to Germany in 1970. In 1963, he created
a series of graphic scores, Méso kriZa [The Flesh of
The Cross], and from the late 1960s to the early 1980s,
he organised several site-specific “macro-composi-
tions” named Wandelkonzerte [Walking Concerts].
Along with composers such as Péter E6tvos, Bojidar
Dimov, Daniel Chorzempa, John McGuire, Mesias
Maiguashca and Clarence Barlow, Kupkovi¢ is consid-
ered part of the so-called Cologne School. In Bonn,
he achieved to realise Klanginvasion auf Bonn (1971),
a twelve-hour composition for several military and
other orchestras playing at various venues around the
city. In the 1990s, composer Zdenék Plachy realised
similar music happenings in Brno.

Klanginvasion auf Bonn (Zvukova invaze na Bonn),
1971, plakat, Slovensky hudobny fond

Klanginvasion auf Bonn (Sound invasion to Bonn), 1971,
poster, Music Fund Slovakia
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Klanginvasion auf Bonn (Zvukova invaze na Bonn), 1971
instrukce pro performanci, dokumentace (originaly a autorské

xerokopie), Slovensky hudobny fond

Klanginvasion auf Bonn (Sound invasion to Bonn), 1971, instructin for

the performance, dokumentation, Music Fund Slovakia
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Slavek Kwi 1963

Slavek Kwi je hudebnik, cestovatel a sbératel Musician, traveller and sound collector Slavek Kwi
zvuku. Zabyva se fenomenologii vnimani, zvuko- focuses on the phenomenology of perception, acous-
, . . . tic environment, and electroacoustic onomatopoeia.
vym prostfedim a elektroakustickou zvukomalbou. He assembles his field recordings into aural situations
Z terénnich nahravek sestavuje zvukové situace, that he presents as subjective radio broadcast, as “cin-
které prezentuje jako subjektivni rozhlasové vysilani, ema for the ears”, as compositions for surround sound

jako ,biograf pro usi”, jako kompozice pro prostorovy and concerts. The appro.ach ta.ken in.hi§ p.rojects
zvuk a koncerty. Spektrum jeho pfistupu saha od ranges from purely musical to interdisciplinary and au-

o , . , L, diovisual. In the early 1990s, he started the label and
Cisté hudebnich k mezioborovym a audiovizualnim publishing house Artificial Memory Trace. He works as

projektim. Za¢atkem 90. let zalozil znacku a vydava- art therapist. In the early 1980s, he left Czechoslovakia
telstvi Artificial Memory Trace. Pracuje jako artete- to live in Belgium and The Netherlands. He studied
rapeut. Zaatkem 80. let odesel z Ceskoslovenska with Frederik Rzewski in Liege. He currently resides in

Zil v Belgii, Holandsku, v Lieége studoval u Frederika Ireland.

Rzewskyho. V soucasnosti Zije v Irsku.

“from one point to another point” by slavek kwi 12202015
{for any number of instruments)

total duration: indefinite

option (1) it can be agreed in advance, each path has its own tempo, but the same duration
option (2) score can be played in repeat mode (loop), each path has its own tempo and different duration

instructions: everybody starts from point A simultaneously, follow the path in the drawing leading to point B in any way you wish
{you can alse “jump” from one path to another on any “cross-road” as suggested within drawing). interpretation is free: you have

free choice of instruments to create tonal and textural sounds

Graficka partitura, kresba na papife, nedatovano, archiv autora
Graphic score, drawing on paper, undated, archive of artist

VsSechno to jsou riizna akusticka zafizeni - pomucky, které
pouzivam pro vytvoreni pocitu harmonické rovnovahy mezi
mnou jako ,ja“ a mym bezprostiednim zvukovym prostiedim

(= skutecnosti). Nékteré jsou v zahradé, kde zesiluji vlivy
povétrnostnich podminek - jde o néco jako zvukovou kaligrafii,
(obkresluji ozvény) a anticipaci obecné ,nalady/naladéni” -
prostiedi - (atmosférické napéti) v okoli mého studia. Jsou

to jednoduché rezonatory: rtizné zvonkohry (bambusové

nebo kovové), zvonky a vlajky, vytvofené z riiznych Sustivych
materialt. Casto si také na sebe pFipeviuiji rolnic¢ky, mala
chrastitka z pingpongovych mickd a zvukova , kfidla” (podobné
jako vlajky), vytvarejici akustické zvyraznéni mych pohybt. Kdyz
hraju na ,mluvici bubinek” nebo se prosté pohybuji, mam na
prstech zvukové prsteny, sféricka chrestitka s rizné velkymi
umélymi perlickami a zrnky pisku.
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All these are various acoustical devices used in the attempt to
create irrational sense of harmonious balance in between_within
me as “I” and immediate surrounding sound-environment (=the re-
reAlity itSelf). Some are placed in the garden to amplify swelling of
the weather circumstances _ as sort-of-sound-calligraphy _ echoes
and anticipations of general “mood” _ambiance - atmospheric
tension in circulation of air in vicinity of studio. the devices are
simple resonators as various chimes, bells and weather-sensitive
flags. Also often | attach various jingle-bells, little rattles created
from pingpong balls and sound“wings” on my body creating
acoustic accentuation of my natural movements. Little spherical
shakers contain various grain of artificial pearls and sand, wearing
those as rings on fingers while playing talking drum or simply
moving around.

Zvukové objekty, foto archiv autora, nedatovano
Sound objects, photo archive of artist
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Miloslav Sonny Halas

Konceptualni umélec, autor kolazi, grafickych
partitur a performer Miloslav Sonny Halas vytvoril
v 70. letech sérii grafickych partitur objekt v podobé
gramodesek. Jeho siroky zabér ved| od rGznych
zanr( vytvarného uméni pres literarni tvorbu ke
scénickym formam a filmu. Jeho grafické partitury si
nasly cestu do rdznych vystavnich prostor i k rliznym
hudebnim interpretdm. V roce 1974 pro akci Jifiho
Valocha 50 x 50 mm zpracoval Halas Uryvek noto-
vého zapisu skladby Richarda Wagnera a dal partiture
nazev Symfonie pro prostor. V roce 1976 pokracoval
v sérii ,nebeskych” grafickych partitur Ecliptic
Constellations for Acustic Piano No. 1-4. V roce 1978
je interpretoval Jaroslav Pokorny a v roce 1996 sku-
pina Morodochium Zdenka Plachého, 2014 skupina
Colophony trio (Jon Rose, Richard Barret, Meinrad
Kneer), 2016 Tomas Vtipil a Josef Kli¢. Halasovy
partitury byly predstaveny na vystavach Noty jinak
(Louny, Galerie Emila Julise, 2015), Partitury ze Zivota
(Brno, Mistogalerie, 2016), Uhlem, perem, skalpe-
lem (Olomouc, Muzeum uméni 2016). Jozef Czeres
v roce 2017 vydal CD s nahravkami skladeb podle
Halasovych partitur Partitury a Smycce / Scores and
Bows.

Portrét Miloslava Sony Halase, konec 80. let,
fotograf neznamy, z archivu Ivo Dostala

Miloslav Sony Halas, portrait, late 80's, photographer
unknown, from the archive of Ivo Dostal
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1946-2008

In the 1970s, conceptual artist, performer and
author of collages and graphic scores Miroslav Sonny
Halas created a series of graphic score objects in the
form of gramophone records. His broad repertoire in-
cluded different genres of visual art, literature, scenic
forms, and film. His graphic scores found their way
both into various galleries and to music performers. In
1974, Halas contributed to Jifi Valoch’s action 50 x 50
mm a passage from the notation of a Richard Wagner
composition and entitled his score Symfonie pro
prostor [A Symphony for Space]. In 1976, he contin-
ued his series of “heavenly” graphic scores, Ecliptic
Constellations for Acoustic Piano No. 1-4. They were
performed by Jaroslav Pokorny in 1978, by Zdenék
Plachy’s ensemble Morodochium in 1996, by the
Colophony Trio (Jon Rose, Richard Barret, Meinrad
Kneer) in 2014, and by Tomas Vtipil and Josef KIi¢ in
2016. Halas’ scores were presented at the exhibitions
Noty jinak [A Different Take on Notes] (Louny, Emil
Juli$ Gallery, 2015), Partitury ze Zivota [Life’s Scores]
(Brno, Mistogalerie, 2016), Uhlem, perem, skalpelem
[In Charcoal, Stylus, Scalpel] (Olomouc, Museum of
Modern Art, 2016). In 2017, Jozef Cseres published
a CD with performances of Halas’ Partitury a Smycce
[Scores and Bows].

Grafické partitury, gramodesky, konec 80. let, sbirka Ivo Dostala
Graphic scores, records, late 80's, collection of Ivo Dostal

ECLIFEH CONSTELLATIONS
FolE ACOUSTIC PIA NG

PAIT A 2

Miloslav Sony Halas Ecliptic Constellations

for Acustic Piano No. 2, 1976, soukroma sbirka

Miloslav Sony Halas Ecliptic Constellations for

Acustic Piano No. 2, 1976, private collection

Brinnh. Richard Wagner - Mil. Halas,
Symfonie pro prostor 50x50 mm, 1974
Brdinnh. Richard Wagner - Mil. Halas,
Symfonie pro prostor 50x50 mm, 1974




Morgan O’Hara

Morgan O’Hara byla ve své tvorbé ovlivnéna
osobnim setkanim s Johnem Cagem. Cykly ges-
tickych kreseb Prenosy v pfimém prenosu / Live
transmissions jsou grafickymi zaznamy orchestrace
pohybu. Morgan sleduje a zaznamenava motoriku
lidského téla, hudebniky pfi hrani, rytmy dechu,
tep srdce, chovani zvifat nebo zdanlivé chaotickou
choreografii déja v krajiné. Velkoformatové nasténné
malby redukuji pdvodni kresby do organickych
struktur plné nebo negativni siluety a asociuji bytosti
na Rorschachovych psychologickych testech.

Jeji kresby obéma rukama s nékolika tuzkami jako
seismograficky nastroj zachyceni vzorcd skutecnosti
sblizuje O’'Haru s nékterymi autory ¢eského umeéni:

s tvorbou Dalibora Chatrného, Olgy Karlikové,
Vladimira Kokolii nebo Tomase Varika. Morgan O’Hara
Zije a pracuje v Italii a v New Yorku, od 90. let navsté-
vuje Ceskou republiku, kde spolupracovala napfiklad
s Jifim Valochem nebo Jaroslavem Stastnym.

1941

In her art, Morgan O’Hara was influenced by a per-
sonal encounter with John Cage. Her gestural draw-
ings, Live Transmission, are in fact graphic records of
orchestration of movement. For example, Morgan ob-
serves and records the motor coordination of human
body, playing musicians, breath rhythms, heartbeat,
animal behaviour, or the seemingly chaotic choreog-
raphy of processes in the landscape. Her large-format
wall paintings reduce the original drawings to organic
structures of a full or negative silhouette and asso-
ciate creatures using the psychological Rorschach
tests. Through her drawing with both hands and
several pencils, as a seismographic instrument to
capture the patterns of reality, she comes close to
Czech artists such as Dalibor Chatrny, Olga Karlikova,
Vladimir Kokolia, or Tomas Vanék. Morgan O’Hara lives
and works in Italy and New York and has been visiting
Czechia since the 1990s, where she has collaborated
with Jifi Valoch, Jaroslav Stastny and others.

Morgan O’Hara pfi kresleni, zabér z videa
Morgan O’Hara while drawing, screen from video
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Live Transmission (koncert Ceské filharmonie, dirigent Ashkenazy),
2002, kresba tuskou na papife, majetek umélkyné

Live Transmission (concert of the Czech Philharmonic, conductor
Ashkenazy), 2002, pencil drawing on paper, courtesy of the artist

Live Transmission (Pre-thanksgiving Jazz, Knitting Factory, New York,
1995, kresba tuskou na papife, majetek umélkyné

Live Transmission (Pre-thanksgiving Jazz, Knitting Factory, New York,
1995, pencil drawing on paper, courtesy of the artist
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Pavel Mrkus

1970

Pavel Mrkus ve své tvorbé pouziva zejména nové In his art, Pavel Mrkus uses primarily new tech-

technologie. O svych videoinstalacich uvazuje jako
o obrazech oprosténych od hmoty a pUsobicich

nologies. He conceives of his video installations as
pictures freed from matter and working in time, as
a quest for a balance between the rational and the

v Case, jako o hledani rovnovahy mezi racionalnim spiritual, the traditional and the innovative, civilisation
a spiritualnim, tradi¢nim a inovativnim, civilizaci and nature; they often exhibit inspirations by the cul-

a pfirodou, Ize v nich ¢asto vysledovat inspiraci
vychodoasijskou kulturou a duchovni tradici. Prace

ture and spiritual tradition of East Asia. His work Sky
Backup (2011) is a collage of three different records: of
the movement of computer hard drives, of the flow of

Sky Backup (2011) je kolazi tfi rGznych zaznam(: clouds on the sky, and of birdsong.
pohybu pevnych pocitacovych diskd, plynuti mrakd

na obloze a ptac¢iho zpévu.

Sky Backup, zabér z videa, 2011
Sky Backup, screen from video, 2011

Tri pevné disky rotuji vysokou rychlosti

a jejich cteci hlavy vyhledavaji soubory

dat. Rychlé kmitani provazeji synchronni
zvuky zpévu ptaka. Vypada to, jakoby zvuky
vychazely pfimo z diskd. Ma predpoklad,

Ze vse Ize zalohovat, jiz blizko k utopii, kde
technologie generuji harmonicky svét?

Three hard drives spin in high speed while
accessing the data on their platters. Their
oscillations are synchronised to natural sounds
of birds. It seems that the sound comes directly
from the discs. Is the assumption that we can
backup anything so close to utopia when
technologies generate a world of harmony?
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Night Wave, 2013-2020, generovana audioreaktivni animace, zvuk: autorska
nahravka no¢ni pfirodni scenérie, Kilifi, Kenia, foto: archiv umélce

Night Wave, 2013-2020, generated audioreactive animation, sound source: field
recording od nocturnal landscape, Kilifi, Kena, photo: artist’s archive
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Michal Murin

Michal Murin je slovensky intermedialni umélec,
organizator, autor instalaci, objektl, divadelnik,
performer, pedagog. Jako kurator a vydavatel se
zabyva zvukovym uménim, novymi médii, koncep-
tualnim umeéni a radiofonickou tvorbou. Vychazel
ze scény alternativniho, experimentalniho a neo-
ficidlniho umeéni. V roce 1985 napsal manifest
Plays of the Plays. Je zakladajicim ¢lenem sdruzeni
Spolocnost pre nekonvencnu hudbu (1990) a KRUH
(1994), které vydava casopis PROFIL sucasného
vytvarného umenia. Je mezinarodnim poradcem
Rosenbergova muzea a feditelem Hotelu pro Piana,
autorem projektu @rtzoom. SpoluzaloZil skupinu
Balvan (1987-1992), jako kurator a organizator
pUsobil v Transmusic comp. (s Milanem Adamciakem
a Peterem Machajdikem, 1989-96), Musicsolarium
cyklus (1993-1994), Sound Off festival (1995-2002),
Lengow & HEyeRMEarS (s Jozefem Cseresem), Sneh
a Warps.

1963

Michal Murin is a Slovak intermedia artist, or-
ganiser, author of installations and objects, theatre
artist, performer, and educator. In his work as curator
and publisher, he focuses on sound art, new media,
conceptual art and radiophonic art. He grew out of
the alternative, experimental and underground art
scene. In 1985, he wrote the manifesto, Plays of the
Plays. He co-founded the Society of Unconventional
Music (Spoloc¢nost pre nekonvencnu hudbu, 1990)
and the PROFIL Circle of Contemporary Art (Kruh
stcasného umenia PROFIL, 1994) which publishes the
eponymous art magazine. He serves as international
advisor to the Rosenberg Museum and director of the
Piano Hotel project. He authored the @rtzoom project
and co-founded the Balvan ensemble (1987-1992).

He worked as curator and organiser with Transmusic
Comp. (with Milan Adamciak and Peter Machajdik,
1989-96), the Musicsolarium cycle (1993-1994), the
Sound Off festival (1995-2002), the Lengow & the
HEyeRMEarS (with Jozef Cseres), Sneh and the World
Association for Ruined Piano Studies (WARPS).

Coffin Piano For Cage’s Silence, At Home Gallery (Synagéga Samorin)
Coffin Piano For Cage's Silence, At Home Gallery (Synagdga Samorin)

Play a Piano, 1989-1990
Play a Piano, 1989-1990
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Petr Nikl

Petr Nikl je vytvarny umélec, hudebnik, perfor-
mer, divadelnik, producent a kurator. Od poloviny
80. let se vedle vytvarné tvorby zabyva hranim.
Divadlo Mehedaha vzniklo v okruhu pfatel, jejichz
vytvarné experimenty se postupné propojily do
performanci s objekty, svétlem, texty a zvukem.

V Niklovych divadelnich predstavenich a perfor-
mancich postupné ziskava zvuk a pozdéji zpév, hra
na hudebni nastroje a improvizace dulezité misto.
Od roku 2000 pripravil jako kurator a producent

v tymu s Ondfejem Smeykalem nékolik divadelnich
pfedstaveni a rozsahlych mistnich i mezinarodnich
skupinovych vystavnich interaktivnich projektt na
téma hra, svétlo, zvuk. Je autorem a vydavatelem

1960

Petr Nikl is a visual artist, musician, performer,
theatre artist, producer and curator. In addition to vi-
sual art, he has been active as music performer since
the mid-1980s. The Mehedaha theatre emerged from
a circle of friends whose visual experiments gradually
spilled over to performances with objects, light, texts
and sound. An important role in Nikl's theatre perfor-
mances came to be played by sound, later also by
singing, musical instruments and improvisation. From
2000, he teamed up with Ondfej Smeykal and curated
and produced several extensive collective interactive
exhibition projects, both local and international, on
the topics of play, light and sound, and theatre perfor-
mances. He authored and published many publica-
tions in which he brought together poetry, drawings
and sound media.

mnoha publikaci, ve kterych propojuje poezii, kresby

a zvukové nosice.

Asi v roce 1995 jsem navstivil lvana Kavku a tak dlouze jsem si na
chodbé do klavirniho téla bez nohou a klaves potukaval, az mi lvan
fekl, Ze mi ho za odvoz vénuje. Preparovany klavir jsem napied
pouzival jako podium domaciho loutkového divadla MEHEDAHA.
Pozdéji, pro vystavu Jitro kouzelnikd jsem klavir z divadla

vyjmul a vytvofil z néj samostatny zvukové divadelni objekt,
ktery se zahy pro mé stal fascinujicim zdrojem hry, postupné
pohlcujici dalsi komponenty. Ob¥i fresnerova lupa, kterou mi

do nedohledna zapuijéil FrantiSek Skala, uréila podobu stroje
jako kokpitu s pfednim sklem, jehoz deformace dotvarely jeho
bizarnost. V ostrahou hlidaném Veletrznim palaci jsem v prabéhu
nékolikamési¢ni vystavy neustale néco pFinasel a odnasel a sam
jsem se pomalu stal inventafem vlastniho nastroje. Vyhlidkovym
zafizenim jsem ho nazval, jelikoz byl umistén ve étvrtém patie

u zabradli na hrané dvacetimetrové propasti Malé Dvorany.
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Around 1995, when | visited Ivan Kavka, | tapped in the hallway into

a the piano body without legs and keys for so long, that Ivan told me
that he would give it to me for the costs of transportation. first time

| used the prepared piano as a stage for the MEHEDAHA home puppet
theater. Later, for the exhibition The Dawn of the Magicians, | removed
the piano from the theater and created a separate sound and theater
object from it, which became a fascinating source of play for me, and
gradually absorbed other components. The giant Fresner magnifier,
which Frantigek Skala lent me, determined the shape of the machine
as a cockpit with a windshield, the deformations of which completed
its bizarreness. During the several-month exhibition, | kept bringing
and taking away something in the Trade Fair Palace, and | myself slowly
became the inventory of my own instrument. | called it a lookout device
because it was located on the fourth floor by the railing on the edge of
the twenty-meter abyss of Maléd Dvorana. (Petr Nikl, 2020)

Vyhlidkové letecké zafizeni Flip, 1997-2001, zvukové vizualni
nastroj, jehoz akusticky i tvarovy zaklad tvofi preparovany klavir
s proménlivym prislusenstvim.

Vyhlidkové letecké zafizeni Flip, 1997-2001, zvukové vizualni
nastroj, jehoz akusticky i tvarovy zaklad tvofi preparovany klavir

s promeénlivym prislugenstvim.
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Ladislav Novak

Basnik, vytvarnik a prekladatel Ladislav Novak
se od druhé poloviny 50. let vénoval experimen-
talni, konkrétni, vizualni a od 60. let také zvukové -
fonické - poezii. Zabyval se propojenim médii
zvuku, obrazu a textu riznorodou tvorbou kolazi,
alchymazi, froasazi, kresbou, psanym a mluvenym
slovem, onomatopoickymi basnémi, typogramy
a konstelacemi, preparovanymi texty, drippingy
a lettristickymi objekty. Vlastni hlas nahraval od roku
1962 na kotoucovy magnetofon Sonet duo. S fran-
couzskymi spatialisty si vyménoval magnetofonové
pasky s fonickymi experimenty. Vytvarel texty po
vzoru logickych uloh, psal aleatorické basné a naru-
Soval sémantické uzly technikou tzv. ,specenych
text(”. Novakovy experimenty mély Sirsi spektrum
inspirace nez vlivné zaméreni Benseho stuttgartské
skoly, kterou v mistnim okruhu experimentalni poezie
60. let propagovali Bohumila Grogerova a Josef
Hirsal. Novak cerpal z tradice experiment( ¢esko-
slovenské avantgardy, automatickych textd a poe-
tistickych her. Hlas jako nastroj umoznuje vyjadrit
télesnost, podobné jako je tomu v gestické malbé.
V roce 1969 mél Novak moznost nékteré své basné
nahrat v libereckém rozhlasovém studiu. Od 60. let
udrzoval korespondencni kontakty s fadou ¢eskych
i zahranicnich autord, jako byli napfiklad dadaista
Raoul Hausmann, Henri Chopin, Bob Cobbing,
Bernard Heidsieck, Pierre Garnier, Ernst Jandl nebo
Maurice Lemaitre. Od roku 1986 jsou Novakovy prace
zafazovany do mnoha zahrani¢nich vystav. Zvukové
nahravky basni z libereckého rozhlasového studia
z roku 1969 proslavily Novaka v zahranici. Navazali na
néj néktefi cesti umélci jako Jaromir Typlt nebo Pavel
Novotny.

Casti partitury Zkapalnéni geometra Descarta, soukroma sbirka
Part of the score Liquefaction of Descartes' Geometer, private collection
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1925-1999

From the mid-1950s, poet, visual artist and
translator Ladislav Novak focused on experimental,
concrete, visual, and from the 1960s also phonic
poetry. He explored combinations of the audio, visual
and textual media in his diverse works including
collages, “alchemages”, froissages, drawings, written
and spoken word, onomatopoeic poems, typograms
and constellations, prepared texts, drip paintings, and
Lettrist objects. He used the Sony Duo reel-to-reel
tape recorder to record his own voice from 1962. He
exchanged tape recordings of phonic experiments
with French Spatialists. He created texts inspired by
logic exercises, wrote aleatoric poems, and used the
“hard-baked texts” technique to disrupt semantic
nodes. The inspirations behind Novak’s experiments
went beyond Bense’s Stuttgart School as promoted
by Bohumila Grégerova and Josef Hirsal in the 1960s
local circle of experimental poetry. Novak drew from
the tradition of Czechoslovak avant-garde exper-
iments, automatic texts, and Poetist plays. Like in
gestural painting, the sound as an instrument helps
us express the bodily. In 1969, the Liberec public
radio studio gave Novak the opportunity to record
some of his poems. From the 1960s, he maintained
correspondence with a number of Czech and foreign
authors, including the Dadaist Raoul Hausmann (who
had resided in Prague before WWII), Henri Chopin,
Bob Cobbing, Bernard Heidsieck, Pierre Garnier, Ernst
Jandl, or Maurice Lemaitre. From 1986, Novak’s works
were included in a number of international exhibi-
tions. The Liberec sound recordings of 1969 made him
famous abroad and were followed up by Czech artists
such as Jaromir Typlt or Pavel Novotny.
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Partitura Finis coronat opus, soukroma sbirka
Finis coronat opus, score, private collection
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Partitura k nahravani basné Les miroirs aux alouettes, soukroma sbirka
Score to record the poem Les miroirs aux alouettes, private collection

Magnetofon

Technicky vynalez, ktery se nam nabizi jako novy prostfedek
basnického zapisu. Pfitom se nespokojuje tim, aby uz hotovy text
byl do ného namluven, a tak snadno uchovan a rozmnozovan,
ale zada si své vlastni, specialni basnické postupy. Pokusim

se charakterizovat alespon dva nejvyznamnéjsi. Druhy postup
je vlastné druhem fonické kolaze a vznika tim zpisobem, ze
jeden nebo nékolik (¢asto automaticky mluvenych) text( se
rlizné zpracovava (zpomaluje, zrychluje, stfiha, prekryva,
deformuje). PFi tomto postupu se musime vyvarovat nebezpeci,
abychom jazykovy material nerozlozili v ryze abstraktni”
fonickou strukturu, a nedostali se tak do nebezpe¢ného
sousedstvi konkrétni hudby. Je nutné vytvaret uprostied
zvukového toku zneklidnujici sémantické ostravky, vytrhujici
celou nahravku z tzce estetické oblasti. Na zavér nemohu
smicet své presvédceni, Ze magnetofon je basnickou technikou
budoucnosti. Uz také proto, Ze vyslovené strani neoficialnim,
spontannim, hovorovym slozkam poezie, a tim je nejlepsim
prostfedkem proti katastrofalné postupujicimu véeobecnému
sklerotismu.

Zdroj: Maly slovnik nau¢ny Ladislava Novaka

Tape Recorder

A technical invention that offeres us a new medium of poetic
notation. In doing so, it is not satisfied with the already finished text
recorded into it, and so easily preserved and reproduced, but it
demands his own, special poetic practices. | will try to characterize
at least the two most important. econd procedure is actually

a kind of phonic collage and is created in a way that one or more
(often automatically spoken) texts are processed in different ways
(slowed down, accelerated, cuted, overlaped, deformed). At In this
procedure we must avoid the danger of being linguistic they did not
decompose the material into a purely "abstract" phonical structure,
and did not receive it into the dangerous neighborhood of a music
concrete. It is necessary in the middle of the sonic flow to create
disturbing semantic islands, ripping the whole recording from

a narrow aesthetic area. In conclusion, | cannot conceal my belief
that a tape recorder is the poetic technology of the future. Also
because it explicitly sides with unofficial, spontaneous, colloquial
components of poetry, and thus is the best tool against the
catastrophic general sclerosis.

Source: Small educational dictionary by Ladislav Novak
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Marian Palla

Marian Palla je vytvarny umélec, performer,
spisovatel a hudebnik. Na brnénské konzervatofi
vystudoval hru na kontrabas a hral v orchestru
Janackovy opery v Brné. Od 80. let se vénuje vytvar-
nému umeéni - kresbé, malbé a objektim a také
improvizované a experimentalni hudbé a literature.
Jeho poetika je inspirovana hnutim Fluxus. Spole¢né
s Petrem Kvicalou a Milanem Magni koncem 80. let
zalozili a kratce provozovali akce jako hudebné-
-performacni seskupeni Florian. Palla vydal nékolik
knih a od roku 1994 vyucoval na FaVU v Brné. Jeho
partituru interpretoval Agon Orchestra s dirigentem
Petrem Kofronem.

Skladba, ktera by se mohla jmenovat,
ale nejmenuije se.

Vlastni provedeni: Jak je uvedeno na nakresu, existuje Sest
hracu s nastroji a jeden dirigent. Hraci jsou ocislovani kvali
zaznamu v partitufe, Zadna Cisla na dresech mit nemusi [...]
Zacina ¢. 6. Tento hra¢ ma namotané klubko provazu na
jednom klacku, po pokynu dirigenta zacne provaz plynule

a pomalu pfemotavat na klacek druhy. Pfemotavani provazu
urci délku skladby. Az je veskery provaz namotan na druhém
klacku, skladba skon¢i. Vratme se vsak k pocatku. Dirigent
ukaze na ¢. 6, a potom ukazuje na dalsi cisla, tak jak jsou za
sebou napsana v partiture. Na dirigentovi zalezi, jak dlouhy
prostor da tomu ¢i onomu hraci. Vzdy, kdyz ukaze na cislo
nové, predchazejici ¢islo se odmlci a ¢eka, az na ného opét
dojde. Mezi jednotlivymi ¢isly mohou byt i pasy ticha, vse
zélezi na uvazeni dirigenta. Tohle se tyka ¢isel napsanych
cerné. U Cisel cervenych (tvofi vzdy fady) je tomu jinak.
Prvni Cervené cislo zac¢ne hrat, ale nekon¢i, hraje dal, i kdyz
da dirigent pokyn dal$imu a jesté dalSimu, az k posledni-

Ticho, nedatovano, pigment a tus na platné
majetek autora, ztraceno

Silence, undated, pigment and ink on canvas
archive of artist, lost
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1953

Marian Palla is a visual artist, performer, writer
and musician. He studied the double bass at Brno
Conservatory and played in the opera ensemble of the
Janacek Theatre in Brno. From the 1980s, he focused
on visual arts - drawing, painting and objects, but also
improvised and experimental music and literature. His
poetic is perhaps inspired by the Fluxus movement. At
the end of the 1980s, he started the Florian ensem-
ble for music and performance (with Petr Kvicala and
Milan Magni) and briefly organised events. Palla pub-
lished several books and from 1994 he taught at the
Faculty of Fine Arts, Brno University of Technology. His
score was performed by Agon Orchestra with conduc-
tor Petr Kofron.

mu ¢ervenému cislu (véetné) - vzniknou shluky. Potom
nastupuje opét cislo ¢erné, které hraje samo.Pro dirigenta
navrhuji néjaky jednoduchy systém, napf. pravou rukou uka-
zuje zacCatky a konce nastupti Cisel, a pokud zvedne pravou
levou, znamena to, Ze cCisla jsou Cervena a hraji vsechny az
do klesnuti levé ruky. Ale kazdy dirigent muze zvolit systém,
jaky chce. Co se tyce nastroju, chtél bych hrace upozornit,
Ze napf. pisek se da nejen presypavat dlani, ale je mozné

i do néj zasouvat ukazovacek a opét ho vytahovat, stejné tak
pracovat s vodou, neznamena jen ji nabirat dlani a poustét
po kapkach zpét, Ize tam také ponofit celou hlavu a napf.
nedychat atd. Vétve Ize ohlazovat, skrabat se snimi po téle,
&i je koulet nebo oskrabavat o sebe.Zadné rytmy ani zvuky
nejsou podminkou a zalezi ¢isté na hracich, co budou v tu
chvili citit. Dirigent jim nema co radit, ten udava pouze
nastupy a sleduje pozorné €. 6 - pfemotavace, aby skladbu
véas ukon¢il. Pokud partitura skon¢i dfiv nez pfemotavac,
muze se dirigent vratit zpét a zacit opakovat cisla, ktera

se mu zdala zvlast vydafena. Pred vlastnim provedenim
doporucuji jen jednu velmi kratkou zkousku, kdy se snesou
nastroje, hudebnici si je podle vlastnich dispozic rozeberou,
rozestavi se podle nakresu a dirigent si domluvi gesta. Vse
ostatni nechte na chvili. Nesnazte se pfedem nic nazkouset!
Ochudili byste sami sebe!

Technicka poznamka: Na koncerté by neskodilo hrat ve
fracich. Namotavani klubka provazu za 70 K¢ trva kolem
15 minut.

Marian Palla 8. 12. 1992

A composition that might have
a title but it doesn't.

Manual for the performance: As indicated in the drawing, there
are six performers with instruments and one conductor. The
performers are numbered because of the record in the score,
they do not have to have any numbers on their jerseys? [...] It
starts with No. 6. This performer has a ball of rope wound on
one stick, after the conductor’s instruction he starts to wind

the rope smoothly and slowly on the other stick. Winding the
rope determines the length of the song. When the entire rope is
wound on the second stick, the composition ends. But let’s get
back to the beginning. The conductor points to No. 6, and then
points to the other numbers as they are ordered in a row in the
score. It depends on the conductor how much time he gives

to this or that performer. Each time he points to a new number,
the previous number pauses and waits for it to reach him again.
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There may be silence between the individual numbers, it all
depends on the conductor’s discretion. This applies to numbers
written in black. It is different with red numbers (they are always
forming rows). The first red number starts playing, but does not
end, it continues to play, even if the conductor instructs another
and even more, up to the last red number (inclusive) - clusters
form. Then comes the black number again, which plays itself.
For the conductor, | suggest a simple system, for example, the
right hand shows the beginnings and ends of numbers, and

if he picks up the right left, it means that the numbers are red
and all play until the left hand drops. But every conductor can
choose the system he wants. As for the tools, | would like to
warn the performer that, for example, sand can not only be
poured with the palm of your hand, but it is also possible to
insert the index finger into it and pull it out again, as well as
work with water, it does not just take it with the palm and drop
it back, it is also possible to immerse the whole head there and,
for example, not to breathe, etc. The sticks can be smoothed,
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scratched with the body, or rolled or scraped. No rhythms or
sounds are a condition and it is entirely up to the performers
how they will feel at that moment. The conductor has nothing
to advise them, he only gives the starts and watches carefully
No. 6 - rewinders to finish the song on time. If the score ends
before the rewinder, the conductor can go back and start
repeating numbers that he found particularly successful. Before
the actual performance, | recommend only one very short
rehearsal, in which the instruments come down, the musicians
disassemble them according to their own dispositions, they are
arranged according to the drawing and the conductor arranges
the gestures. Leave everything else for a while. Don't try to try
anything in advance! You would impoverish yourself!

Technical note: It would not hurt to play in factions at a concert.
It takes about 15 minutes to wind a ball of rope for 70 CZK.

Marian Palla December 8, 1992
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Paul Panhuysen

Vizualni a zvukovy umélec, kurator s vydavatel
Paul Panhuysen zalozil a do konce 90. let ved|
galerii a vydavatelstvi Het Apollohuis v Eindhovenu,
umélecké centrum, které se od zacatku 80. let stalo
dalezitym bodem mezinarodni sité intermedialniho,
zvukového uméni a experimentalni a improvizované
hudby. Panhuysen nejprve sméroval k abstraktnimu
expresionismu a minimalismu, pod vlivem myslenek
hnuti Fluxus se zacal vénovat experimentalni hudbé,
performanci a instalacim. Zalozil sdruzeni skupiny
Band of Blue Hand (1965) nebo Maciunas Ensemble
(1968-2015). Jeho nejznaméjsi zvukové instalace
byly vytvoreny z dlouhych strun a rezonatord, byly
pouzivany také jako hudebni nastroj, rozezvuceny tre-

1934-2015

Visual and sound artist, curator and publisher
Paul Panhuysen founded and, from the late 1990s,
led Het Apollohuis, a gallery and publishing house in
Eindhoven. In the early 1980s, the art centre became
an important hub of the international network of inter-
media/sound art and experimental/improvised music.
Although Panhuysen originally aimed at abstract
expressionism and minimalism, he was influenced by
the Fluxus ideas and started focusing on experimental
music, performances and installations. He started the
Band of Blue Hand association (1965) or the Maciunas
Ensemble (1968-2015). His best-known sound instal-
lations consisted of long resonator strings or were
used as musical instruments sounded by rubbing by
hand. Apollohuis published a number of CDs and cata-
logues. From the early 1990s, Panhuysen regularly ex-
hibited and performed in Czechia (the Hermit in Plasy,
Klatovy, Praha, Brno) and made a fundamental impact

on the emerging Czech sound art and experimental

nim dlani. Od zacatku 90. let Panhuysen pravidelné ;
music scene.

vystavoval a vystupoval v Ceské republice (Hermit
Plasy, Klatovy, Praha, Brno) a zasadné ovlivnil vznika-
jici Ceskou scénu zvukového uméni a experimentalni
hudby.

‘La vie est une guitar sur la quelle vous n‘aimez jouer Zvukova instalace se sklada z 12 kruhovych ocelovych desek o priaméru
que mame air eternellement’ Francis Picabia, 1994, 45 cm. Desky tvofi mfizku, magicky &tverec (podle Bacheta de Maziriac)
foto: Daniel Sperl 5x5 metru Etvereénich, a jsou ocislovany od jedné do dvanacti. Pod

‘La vie est une guitar sur la quelle vous n‘aimez jouer kazdou deskou je maly zesilovag. Elektricky kabel pfipojuje kazdy

que mame air eternellement’ Francis Picabia, 1994, zesilovaé k dvanacti identicky naprogramovanym zvukovym &ipim
photo: Daniel Sper! umisténych v boxu (pfepinacim relé) mimo magicky &tverec. Opakuje

se dvanact stejnych melodii. Délku a tonalitu pro kazdé pfipojeni &ipt
Ize ménit. Timto zpisobem vznika neustale se ménici vzorec dvanacti
melodii.

The sound installation consists of 12 round steel plates 45 cm in diameter.
The plates comprise a grid, a magic square (following Bachet de Méziriac) of
five square metres, and are numbered from one to twelve. A small amplifier
is located under each plate. An electric cable connects each amplifier to
twelve identically programmed sound chips placed in a box (a relay) outside
the magic square. Twelve identical melodies are repeated. The length

and tonality can be modified for each chip connection. This produces

a constantly changing pattern of twelve melodies.

TR T A T

Diagram pro instalaci, 1994, kresba na papife, archiv autora
Diagram of the installation, 1994, drawing on paper, artist's archive

Paul Panhuysen, foto: Daniel Sperl, 1994
Paul Panhuysen, photo: Daniel Sperl, 1994
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Zdenék Pesanek

Clen Devétsilu, architekt a sochaf Zden&k Pesanek
zacal priblizné od roku 1922 rozvijet origindlni
koncepci kinetického uméni. To vnimal jako dyna-
mickou syntézu médii svétla, barvy, zvuku, hmoty
a pohybu. Principy kinetismu v té dobé artikuloval
v pfipravované publikaci (i kdyzZ vysla teprve v roce
1941) a uplatnil v nékolika ¢astecné realizovanych
navrzich vefejnych plastik, pomnikd, reklamy a fon-
tan. Nejznaméjsi realizaci je patrné opto-kineticka
plastika pro praceli Edisonovy transformacni stanice
Prazskych elektrickych zavodt nebo Fontana lazen-
stvi, realizovana v roce 1937 pro Ceskoslovensky
pavilon Expo v Pafizi. Na barevném klaviru neboli
spektrofonu spolupracoval se skladatelem Erwinem
Schulhoffem. Filmovy rezisér Otakar Vavra pouzil
Pesankovu plastiku pro Edisonku v roce 1930 jako
vizual v kratkém experimentalnim némém filmu
Svétlo pronika tmou. V roce 1932 se PeSanek vratil
ke spolupraci s Erwinem Schulhoffem na (nerea-
lizovaném) ambiciéznim happeningu zhudebnéni
Marxova Komunistického manifestu. Kantata méla byt
provedena na vefejném prostranstvi velkym orches-
trem se sdlisty, smisenym a détskym sborem a méla
byt provazena scénografii svételnych a zvukovych
efektll a ohnostroji. Pro Pesanka bylo mésto total-
nim uméleckym dilem a technika, elektrické svétlo
a mechanicky pohyb hybnymi prvky, otvirajicimi
cestu k Stastné budoucnosti lidstva.

1896-1965

From approximately 1922, member of the Devétsil
Artistic Federation, architect and sculptor Zdenék
Pesanek developed an original concept of kinetic
art. He perceived it as a dynamic synthesis of the
media of light, colour, sound, matter, and motion.
Around the same time, he articulated the principles
of Kinetism in a draft publication (which only came
out in 1941) and applied them in several partly realised
designs for public sculptures, monuments, adver-
tisements, and fountains. His best-known realisation
is likely the optokinetic sculpture for the front of the
Edison Distribution Substation of the Prague Power
Corporation, or the Fountain of the Spa Industry re-
alised for the Czechoslovak pavilion at the 1937 Paris
Expo. He built his colour piano, the Spectrophone,
in collaboration with composer Erwin Schulhoff.
Pesanek’s Edison Substation sculpture was used as
a visual in director Otakar Vavra's 1930 experimental
silent short, Svétlo pronika tmou [Light Penetrating
Darkness]. In 1932, Pedanek resumed collaboration
with Erwin Schulhoff on an ambitious (but unrealised)
happening, a music performance of Marx’ Capital,
The Manifesto. The cantata was intended for a public
space performance by a large orchestra with solo-
ists and a mixed and children’s choir, accompanied
by scenic light and sound effects and fireworks. To
Pesanek, the city was a total work of art and tech-
nology, electric light and mechanical motion were
the agents opening the way to a happy future for
mankind.
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Studie ke svételnému,
klaviru I-111, 1924-1926, tus,
tuzka, pastel, papir, Narodni
galerie Praha

Studie ke svételnému, klaviru
I-111,1924-1926, tus, tuzka,
pastel, papir, Narodni galerie
Praha

Studie ke svételné-kinetické
plastice, kolem 1928, dfevo, kov,
barveni, Galerie hlavniho mésta
Prahy

Studie ke svételné-kinetickeé plastice,
kolem 1928, dfevo, kov, barveni,
Galerie hlavniho mésta Prahy

Vizualizace barevného klaviru,
2019, snimky obrazovky
Visualisation of the Colour Piano,
2019, Screenshots
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Mirislav Ponc

Hudebni skladatel, dirigent a klavirista Miroslav
Ponc v letech 1922 az 1924 studoval v Berliné, kde od
Aloise Haby prevzal ctvrtténovy tonalni systém, ktery
pozdéji rozvijel. Od roku 1925 byl ¢lenem skupiny Der
Sturm. Pod vlivem dojmu z vystavy opticko-akustic-
kych projektd Moholy-Nagye v roce 1924 a ovlivnén
Ostwaldovou koncepci syntetickych vztahl barev se
zacCal vénovat studiu a vizualizaci hudby. Vznikla série
abstraktné konstruktivistickych akvarel(l ,Kompozice
melodické linie barevné”.

1902-1976

In the years 1922 to 1924, music composer,
conductor and pianist Miroslav Ponc (1902-1976)
studied in Berlin. He adopted and later developed
Alois Haba's quarter-tone system. In 1925, he joined
Der Sturm collective. Under the impression of a 1924

exhibition of Moholy-Nagy’s optoacoustic projects and

Ostwald’s concept of synthetic colour relations, he
focused on the study and visualisation of music. He
created a series of abstract constructivist aquarelles

Kompozice melodické linie barevné [A composition of

a melodic colour line].

MiroslavPONC
Invence ® 1922

pre klavir unn‘ ‘
II| “ #

Kresby a obalky partitur, kol. 1925, akvarel, papir,
Galerie hlavniho mésta Prahy

Drawings and designs of the jackets for the scores,
¢. 1925, watercolour, paper, Prague City Gallery
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Kresby a obalky partitur, kol. 1925, akvarel, papir,
Galerie hlavniho mésta Prahy

Drawings and designs of the jackets for the scores, c. 1925
watercolour, paper, Prague City Galler

Kresba €. 6, kol. 1925, kombinovana technika, karton, papir,

16x23 cm, Galerie hlavniho mésta Prahy

Drawing no. 6, ¢. 1925, combined technique, cardboard, paper,

16x23 cm, Prague City Gallery

Kresba ¢. 2, kol. 1925, tus, kvas, karton, papir, 37x41cm,
Galerie hlavniho mésta Prahy

Drawing no. 2, c. 1925, ink, quash, cardboad, paper, 37x41 cm,
Prague City Gallery

Kresba €. 7, 1925, akvarel, papir, 22x30 cm,
Galerie hlavniho mésta Prahy

Drawing no. 7, 1925, watercolor, paper, 22x30 cm,
Prague City Gallery
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Blahoslav Rozboril

Sociolog, pedagog, performer Blahoslav Rozbofil
se od poloviny 80. let spolecné s Josefem Dartkem
vénoval performanci a konceptu ve stylu brnénské
grotesky. Vystupovali s pfednaskami referatd, paro-
dickych proslovl a persiflazemi védeckych predna-
Sek. Rozboril je prilezitostnym autorem grafik, véetné
pfistroje fyziofonografu, uréeného pro prehravani
fonolinoryt(, obrazli vyrytych do gumovych platd/
desek.

Obal gramfonové desky, galerie U dobrého pastyie, 1996
LP cover, U dobrého Pastyre gallery, 1996
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1959

From the mid-1980s, sociologist, educator, per-
former Blahoslav Rozbofil ooperated with Josef Danék
on performances and conceptual art in the style of
the Brno grotesque. They presented reports, parodic
speeches, and persiflages of scientific lectures.
Rozbofil is an occasional author of prints, including
the Physiophonograph, a device to play phonolinocuts
or pictures carved into rubber plates/sheets.

L ALERIE
U IHRREHO PASTY R

Linorytové desky, 1995, majetek autora
Phonolynoicuts, 1995, archive of artist
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v
3 & 3 Navrh instalace Body
M 1 Lo S S e ] n 1947 Videosonic Lightning —
Fungus - prizkum mista,
1994, kresba tuzkou, inkoust
na papire, majetek umélce
Design for the installation
Body Videosonic Lightning —
Fungus - Inquiry of Place, 1994,
drawing pencil, ink on paper
courtesy of the artist

Milog Sejn is a Czech intermedia artist and edu-
cator, primarily in the fields of visual art and per-

Milo$ Sejn je esky intermedialni umélec a peda-
gog, pracujici zejména v oblastech vizualniho uméni e
. , i formance. He focuses on perception issues, holds

a performance. Zabyva se otazkami percepce, workshops, and cultivates an expressive language on
pofadé workshopy, vénuje se kultivaci expresivniho the border between text, visual track, gesture, sound,
jazyka mezi textem, vytvarnou stopou, gestem, voice, and movement in space. His art was formed
zvukem, hlasem a pohybem v prostoru. Jeho tvorba from young age, when he undertook voyages into the
byla formovana od mladi, kdy se vydaval na cesty do nature. From the early 1960s, during his trips, he en-

., L. . L 3 ) gaged in taking pictures, drawing, collecting samples,
pfirody. Od pocatku Sedesatych let na svych vypra- and describing his nature observations. His current
vach fotografoval, kreslil, sbiral vzorky a popisoval main focus is on the possibilities of the relations
sva pozorovani pfirody. V soucasnosti se zaméruje between the historically humanised landscape and
hlavné na moznosti, vychazejici ze vztah( historické integral nature.

humanizované krajiny a celistvé pfirody.
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Body Videosonic Lightning, 1994, performance, foto: Daniel Sperl, archiv Nadace Hermit
Body Videosonic Lightning, 1994, performance, photo: Daniel Sperl, archive of Hermit Foundation

Slo mi tenkrat o totalni uchopeni prostoru klastera, a to od
vodniho podzemi (to mne asi fascinovalo nejvic) pfes patro

s kaplemi az po stfechu. Moje télova akce ve vodnim zrcadle byla
obrazové snimana a zaroven zvukové dekédovana a nasledné

on line prezentovana jako videoinstalace v kapli sv. Benedikta.
Zvuk z dal$ich reproduktort byl veden celou budovou klastera.
Nikdo z navstévniki tedy tehdy nemohl vidét nebo zazit vie
naraz, ale pouze ¢aste¢né béhem prochazeni budovou. O nékolik
dni pozdéji pak pfi Gpliku jsme vée jesté jednou opakovali ze
zaznamu, tedy s absenci télové intervence.

Milo$ Sejn, 2017
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My intention was to encounter the space of the monastery in its
totality, starting from the water underground system (for me the
most fascinating element) to the first floor with two chapels, up to
the roof. My body event in the water basin was captured on video
and transcoded into sound and simultaneously transmitted online
to the Chapel of St. Benedictus. The sound from the performance
was distributed across the entire building. But the visitor did not
have a chance to perceive the whole simultaneously, only partially,
while walking on the corridors. Several days later at midnight, we
repeated the event using the videorecording, but without the live
body intervention.

Milos Sejn, 2017

Body Videosonic Lightning, pohled
do instalace, foto: Daniel Sperl, 1994,
archiv Nadace Hermit

Body Videosonic Lightning, installation
view, photo: Daniel Sperl, 1994, archive
of Hermit Foundation

Body Videosonic Lightning, pohled do
instalace, detail, foto: Daniel Sperl, 1994,
archiv Nadace Hermit

Body Videosonic Lightning, installation view,
detail, photo: Daniel Sperl, 1994, archive of
Hermit Foundation

253



Jaroslav Stastny (Peter Graham) 1952

Jaroslav Stastny - Peter Graham je hudebni
skladatel, pedagog a prekladatel. Pracoval jako
rozhlasovy hudebni rezisér, v Ceském hudebnim
fondu, v Ceské televizi, v letech 1993-2009 byl dra-

Jaroslav Stastny - Peter Graham je hudebni skla-
datel, pedagog a prekladatel. Katedry. Pracoval jako
rozhlasovy hudebni rezisér, v Ceském hudebnim fon-
du, v Ceské televizi, v letech 1993-2009 byl dramatur-
gem festivalu Expozice nové hudby v Brné. Jako Peter

maturgem festivalu Expozice nové hudby v Brné. Jako ~ Graham hraje mj. v souborech Peter Graham Trio, New

Peter Graham hraje mj. v souborech Peter Graham
Trio, New Jazz Trio, Rod Paton and Friends a Duo

Palagraccho. Od sedmdesatych let se zabyva vizual-

nimi partiturami (Orfeova zahrada). Stastny ¢asto
vyuziva grafickou podobu notového textu odliSnou

Jazz Trio, Rod Paton and Friends a Duo Palagraccho.
Od sedmdesatych let se zabyva vizualnimi partiturami
(Orfeova zahrada) aj, Stastny vyuziva éasto grafickou
podobu notového textu, odliSnou od standardniho
zapisu. Jeho grafické partitury tvofi ¢asto pisme-

na a nabizeji jak hudebni, i vytvarnou i literarni

od standardniho zapisu. Jeho grafické partitury tvofi interpretaci.
pismena a nabizeji jak hudebni, tak vytvarnou ¢i
literarni interpretaci.
& & & ® @ B & @& B ® & & & & = - ® & & & # Ba s s oa
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Orfeova Zahrada, 1976-1998

Zahrada Orfeova je rozmérna kolekce grafickych partitur
zalozena na podobnosti notového pisma a florealnich motiva.
Inspiraci k nim byla stejnojmenna kresba Paula Kleea (Ein

Garten fiir Orpheus, 1926). V letech 1976-1992 vzniklo celkem
96 listl. Jednotlivé listy - nékteré jsou ovsem spolu propojeny

v nékolikadilné cykly - je mozno navzajem libovolné kombinovat
a vytvaret z nich riizné vybéry, podobné jako se miizeme
prochazet rozlehlou zahradou. Dilo bylo zamysleno predevsim
pro klavir v riznych podobach (napf. amplifikovany, preparovany,
rozladény, poskozeny atp.), ale mohou se pouzit i jiné nastroje.

V zasadé by vsak mély zaznivat rGizné interpretace soucasné,
napf. nahravka a zivé provedeni. Téz je mozno provést skladbu
formou zvukové instalace, kde zaznivaji nahravky z riznych mist,
pFipadné mohou byt aktivovany navstévniky. Jinou moznosti

je pousténi nahravek pomoci dalkovych ovladact ucinkujicimi

v tane¢nim predstaveni.
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The Garden of Orpheus, 1976-1998

The Garden of Orpheus is a large collection of graphic scores based
on the similarity of sheet music and floral motifs. They were inspired
by Paul Klee's drawing of the same name (Ein Garten fir Orpheus,
1926). In the years 1976-1992, a total of 96 sheets were created. The
individual sheets - some of which are, however, interconnected in
several cycles - can be freely combined with each other and create
various constellations, similar how we can take a walk through

a large garden. The work was intended primarily for the piano in
various forms (eg amplified, prepared, detuned, damaged, etc.),

but other instruments may be used. In principle, however, different
interpretations should sound simultaneously, such as a recording
and a live performance. It is also possible to perform a song in the
form of a sound installation, where recordings are made from various
places, or they can be activated by visitors. Another option is to play
recordings using remote controls by actors in a dance performance.
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Orfeova zahrada, 1976-1998, partitura, tus, fixy, papir, soukroma sbirka
Orpheus’s Garden, 1976-1998, score, indian ink, felt-tip pen, paper, private collection
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Orfeova zahrada, 1976-1998, partitura, fixy, papir, soukroma sbirka
Orpheus’s Garden, 1976-1998, score, felt-tip pen, paper, private collection



Jan Steklik

Pro kreslife, malite, performera, kolazistu, tvirce
vizualnich basni, spoluzakladatele Kfizovnické skoly
Cistého humoru bez vtipu Jana Steklika bylo typické
vyuziti technik rozsifené kresby. Ve volné tvorbé
(napriklad v cyklu Para musica) se nechal ovlivnit
hudbou a myslenkami Johna Cage, tvorbou Karla
Neprase a dalsich prazskych pratel z undergroundu.
V hudbou ovlivnénych kresbach pouzival rtizné
netradicni techniky, jako je propalovani, obtisko-
vani, perforovani a vystfihovani kreseb / partitur.
Konceptualné-vizualni etudy rytmizovanych obra-
zovych struktur smérovaly mimo horizont uméni
k svobodnému projevu a svobodé poezie. Steklikovy
grafickeé partitury nebyly ur¢eny pro interpretaci
profesionalnich hudebnikd, ale pro ,,ochotniky”, ktefi
by byli ochotni vyuzit moznosti svobody, které jim
autor nabizi.

1937-2017

Draughtsman, painter, performer, collagist and
author of visual poems Jan Steklik, who co-found-
ed KFizovnicka skola Cistého humoru bez vtipu (The
Knights of the Cross School of Pure Witless Humour)
typically went beyond traditional drawing techniques.
In his free art, e.g. the Para Musica cycle, he was in-
fluenced by the music and ideas of John Cage and by
the art of Karel Nepras and other Prague underground
friends of his. In his music-inspired drawings, he used
unconventional techniques such as burning through,
imprinting, perforating, and cutting out drawings/
scores. His conceptual-visual études of rhythmed pic-
torial structures aimed beyond the horizon of art, to-
wards free expression and free poetry. Steklik’'s graph-
ic scores were not intended for performance by
professional musicians, but rather by amateurs willing
to tap the possibilities of freedom provided by the
author.

Cajova partitura, kol. 1990,
kombinovana technika, notovy papir,
soukroma sbirka

Tea Score, c. 1990, multimedia,
manuscript paper, private collection
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Bez nazvu (Paramusica), 1964, kolaz, tuz, akvarel, papir, Muzeum uméni, Olomouc
Untitled (Paramusica), 1964, collage, Indian ink, watercolour, paper, Museum of Modern Art, Olomouc

Nadrovkaa, kol. 2000, soukroma sbirka
Nadrovka, c. 2000, private collection

Propalovana partitura, kol. 2000, soukroma sbirka
Burnt Score, ¢. 2000, private collection
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Jiri Suchéanek 1979

Zvukovy umélec, hudebnik a konstruktér hudeb- Sound artist, musician and musical instrument
nich néstroj JiFi Suchanek se ve své tvorbé zaméfuje designer Jifi Suchanek designs and constructs inter-

desi k trukei kinetickveh KOVE . active kinetic sound-light sculptures and installations.
na design a konstrukel Kinetickych a zvukove-sve- He places some of his objects in interiors, others in

telnych interaktivnich skulptur a instalaci. Objekty the nature or public spaces (a cave, an astronomical
umistuje nékdy do interiérq, jindy do pfirodnich nebo  observatory, a bridge etc.) He takes interest in the
vefejnych prostor (jeskyné, astronomicka observa- conceptual and artistic issues of interconnections

between sound, light, hardware and code, often in the
broader context of a confrontation between the natu-
ral and technological elements.

tof, most apod.). Zajimaji jej koncepcni a umélecké
otazky propojeni zvuku, svétla, hardware a koédu,
Casto v Sirsich souvislostech konfrontace mezi
pfirodnim a technologickym elementem.

Perplex, 2018, roboticka zvukové-svételna instalace
Perplex, 2018, robotic sound/light installation

VIny, cymaticka AV instalace, 2015, basovy reproduktor, misa, laser, rbg ledka, kovova
konstrukce, mikroprocesor, reproduktor, foto: Michaela Dvorakova

Waves, cymatic AV installation, 2015, bass speaker, aluminium bowl, line laser, rgb led, stainless
steel construction, pushbuttons, microprocessor, amplifier, photo: Michaela Dvorakova
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VAL - Voies et Aspectes du

V roce 1965 umélecka skupina VAL - Voies et
Aspectes du Lendemain - Alex Mlynarcik (1934),
Ludovit Kupkovic¢ (1943) a Vera Meckova (1933) -
realizovala v Bratislavé sérii happeningt a akci na
pomezi fikce, manipulace a recese, véetné vydani
manifestu akéniho uméni Happsoc I. a Il. (neolo-
gismus vznikly ze slov happening, happy, society
a socialism).

Projekt utopické architektury Akusticon -
Hommage a Miroslav Filip (1969-1971) je svébytnym
hudebnim nastrojem umisténym do kontextu mésta
jako Kolumbovo vejce. Skupina tzv. prospektivni
architektury VAL (Voies et Aspectes du Lendemain -
Cesty a aspekty zitrka). Velké projekty ve spolupraci
se Skolenymi architekty, pfipravované do nejmen-
sich technickych detaild, byly intervencemi do
krajiny, radikalnim gestem reagujicim na jeji plizivou
devastaci. Patfi sem prstenec olympijského mésta
pro 60000 obyvatel polozeny na tatranskych
vrcholech (Heliopolis, 1968-1974) nebo Pamatnik
E. A. Cernanovi (Pocta nadeji a odvahe, 1974-1975).
Méstské krajiné byl urcen projekt vejcité koncertni
siné, v niz hudbu a vizualni vjemy vytvari pfimo pub-
likum (Akustikon, 1969-1971), bratislavska pfistavni
megastruktura (Istroport, 1974-1976) nebo mrakodrap
E-Temen-An-Ki jako obraz prerostlé Babylonské véze
(1980-1994).

Lendemain

In Bratislava in 1965, the art collective VAL - Voies
et Aspectes du Lendemain - Alex Mlynarcik (1934),
Ludovit Kupkovic¢ (1943) and Vera Meckova (1933) - re-
alised a series of happenings and actions on the bor-
der between fiction, manipulation and prank, includ-
ing the publication of action art manifestos Happsoc
I'and Il (happening, happy, society and socialism).

The utopian architecture project, Akusticon -
Hommage a Miroslav Filip (1969-1971), is a peculiar
musical instrument placed in the urban context like an
egg of Columbus. The so-called prospective architec-
ture collective VAL (Voies et Aspectes du Lendemain /
Ways and Aspects of Tomorrow/) prepared its major
projects, elaborated to the slightest detail in collabo-
ration with trained architects, as interventions in the
landscape, radical gestures responding to the creep-
ing devastation thereof. They include the ring-shaped
Olympic city for 60,000 inhabitants located on the
peaks of the Tatra Mountains (Heliopolis, 1968-1974,
Museum of Modern Art, Olomouc) or the E. A. Cernan
Monument (Homage to Hope and Courage, 1974~
1975). Intended for the urban landscape were the
project of an oval concert hall in which the audience
itself creates music and visual perceptions (Akustikon,
1969-1971, Museum of Modern Art, Olomouc), the
harbour megastructure of Bratislava (Istroport, 1974~
1976), or the skyscraper E-Temen-An-Ki as a picture of
an overgrown Tower of Babel (1980-1994).

HAPPSOC I., doplnené vydanie, 1975, plakat, 17 x 29 cm, sbirka Artandconcept Gallery
HAPPSOC ., supplemented edition, 1975, poster, 17 x 29 cm, Artandconcept Gallery
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Akusticon - Pocta M. Filipovi, 1968-1974, architektonicky navrh, urbanisticka studie (fotomontaz), koncepce: Alex Mlynargéik, architektura:
Viera Meckova, Ladislav Kupkovi¢, akustika: Miroslav Filip, fotograficky papir, platno, Muzeum moderniho uméni, Olomouc

Akusticon - Tribute to M. Filip, 1968-1974, architectural design, urban study (photomontage), concept: Alex Mlynarcik, architecture: Viera
Meckova, Ladislav Kupkovic¢, acoustics: Miroslav Filip, photographic paper, canvas, Museum of modern art, Olomouc

Akusticon - Pocta M. Filipovi, 1969-1971, model a urbanisticka studie zvukového objektu, koncepce: Alex Mlynarcik, architektura:
Viera Meckova, Ladislav Kupkovi¢, akustika: Miroslav Filip, Muzeum moderniho uméni, Olomouc

Acousticon - Homage to M. Filip, 1969-1971, model and town-planning study for the sound object, conception: Alex Mlynarcik, architecture:
Viera Meckova, Ladislav Kupkovi¢, acoustics: Miroslav Filip, Museum of modern art, Olomouc
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Petr Valek

Petr Valek je malif, kreslit, ilustrator, hudebnik,
performer a sochar - konstruktér elektro-mechanic-
kych, mechanickych a kinetickych brikolazi, sesta-
venych z nalezenych objektl, spotfebni elektroniky
a akustickych hudebnich nastrojl. Pod nickem
Der Marebrechst vystupuje na koncertech nebo
v soukromi svého domaciho studia, kde nahrava na
youtube stovky “instruktaznich” videi, nékdy sarkas-
ticky komentovanych osobnim zaumném jazykem
nebo esperantem. V poslednich letech vystupuje
s robo ansamblem pohyblivych, nicméné invalidnich
strojkll, pohanénych tuzkovymi bateriemi. Herci
mechanického loutkového divadla se bezmocné toci
kolem své osy, potaceji se, Skobrtaji, hfmoti, klapou
a narazeji, ¢imz vzbuzuji na socialnich sitich i v redlu
velky zajem divaka.

Modular, 2018, asamblaz, majetek autora
Modular syntethiser, 2018, assemblage
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1976

Painter, draughtsman, illustrator, musician,
performer and sculptor Petr Valek (1976) designs elec-
tro-mechanical, mechanical and kinetic bricolages
assembled from found objects, consumer electronics,
and acoustic musical instruments. He uses the nick-
name Der Marebrechst when performing in concerts
or in the privacy of his home studio, when upload-
ing hundreds of “instructional” videos on YouTube,
sometimes with sarcastic commentary in his personal
Zaum or Esperanto. Over the past years, he has been
performing with his robotic ensemble of moving but
disability-stricken AA-battery-fuelled clockworks. By
helplessly turning on their axis, staggering, stum-
bling, rumbling, clapping and bumping, the actors of
his mechanical puppet theatre elicit interest both on
social media and in real contexts.

Silentizer, 2019, majetek umélce,
foto: Petr Valek.

Silentizer ma mnoho tlagitek

a ovladacich prvka, ale vystup je vidy
stejny: ticho.

Silentizer, 2019, Courtesy of artist,

photo: Petr Vélek.

Silentizer has many buttons and controls,
but the output is always the same:
silence.

Pruziny, 2019, foto: Petr Valek
Springs, 2019, photo: Petr Valek




Jiri Valoch

Teoretik a kritik uméni, publicista, kurator, tvirce
vizualni a konceptualni poezie, fotografické poezie
a fotografickych konceptd, textovych instalaci a kon-
ceptualnich partitur Jifi Valoch se od poloviny 60. let
zabyva vizualni poezii, strojopisnymi, grafickymi
parafrazemi partitur, verbalnimi navody k akcim ¢i
textovymi koncepty hudebniho charakteru. Od 70. let
plsobil jako kurator Domu uméni mésta Brna, kde
pfipravil fadu vystav.

1946

Teoretik a kritik uméni, publicista, kurator, tviirce
vizualni a konceptualni poesie, fotografické poesie
a fotografickych konceptd, textovych instalaci
a konceptualnich partitur Jifi Valoch (1946) se zabyva
od poloviny 60 let vizualni poezii, strojopisnym,
grafickym parafrazim partitur, verbalnimi navody k ak-
cim, textovym konceptdm hudebniho charakteru. Od
70. let plsobil jako kurator Domu umeéni mésta Brna,
kde pfipravil fadu vystav.
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Vyslovovani slova ,hrouda”, 1969, fotografie,
Moravska galerie v Brné

Vyslovovani slova Hrouda, 1969, fotografie,
Moravska galerie v Brné
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Eofty Jlappaningy pre Sefsobes
J1FL wmlsah, 1SESS1NTO

Happeningy pro jednoho, 1969/1970, papir, strojopis. 30x21cm,
Moravska galerie v Brné

Happenings for one, 1969/1970, paper, typescript. 30x21 cm,
Moravian Gallery in Brno

Partitura One, Two, Three, Four, Five, 1969, 21x28 cm,
milimetrovy papir, modra propiska, Moravska galerie v Brné

Partitura One, Two, Three, Four, Five, 1969, 21x28 cm, graph paper,

blue ballpoint pen, Moravian Gallery in Brno
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Jitka Valova

Sestry Kvéta a Jitka Valovy jsou povazovany za
dalezité, i kdyz dlouho opomijené osobnosti ceského
vytvarného uméni druhé poloviny 20. stoleti. Sestry -
dvojcata zily v rodinném domku v Kladné a az do
smrti Kvéty v roce 1998 se vzajemné ve své tvorbé
podporovaly a dopliovaly. V poloviné sedesatych
letech sestry vynalezly osobni techniku ,litych kre-
seb”, kterou pak Jitka pouzila pro cyklus grafickych
zaznamU hudby, tedy ve stejné dobé jako vznikaly
prvni pokusy s akustickymi kresbami Milana Grygara,
nebo zapisy zpévu a pohybu ptakl Olgy Karlikové.

V sedmdesatych a osmdesatych letech se Jitka

k hudbé a technice lité, spontalni kresby vracela.
Vznikly dalsi série zaznam( poslechu klasické hudby -
drobné spontanni kresby tuzkou, nebo tusi, Casto na
rubu opatfené nazvem skladatele a skladby.

Hudebni zaznamy, 1965, ¢erna tus, papir, soukroma sbirka
Musical Records, 1965, Indian ink on paper, private collection
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1922-2011

Sisters Kvéta and Jitka Valovy are considered im-
portant, albeit long-neglected personalities of Czech
fine art of the second half of the 20th century. The
twin sisters lived in a family house in Kladno, and until
Kvéta's death in 1998, they supported and comple-
mented each other in their work. In the mid-1960s,
the sisters invented the personal technique of "cast
drawings", which lJitka then used for a cycle of graphic
recordings of music, ie at the same time as the first
experiments with acoustic drawings by Milan Grygar,
or recordings of birds singing and moving by Olga
Karlikova. In the 1970s and 1980s, Jitka returned to the
music and technique of cast, spontaneous drawing.
There were other series of recordings of listening to
classical music - small spontaneous drawings in pen-
cil or ink, often on the reverse with the name of the
composer and the composition.

lita kresba (z cyklu podle Leo$e Janacka, Taras Bulba),
nedatovano (kol. 2007), kvas, platno, soukroma sbirka
flow drawing (from cyclus after Leo$ Janacek, Taras Bulba),
undated (c. 2007), quash, line, private collection
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Bohuslav Woody VasSulka
Steina Vasulka

Plvodem cesky dokumentarista, filmar, tvirce
videa, autor interaktivnich instalaci, hudebnik,
kurator a sbératel Bohuslav Woody Vasulka v roce
1965 emigroval z Prahy na Island a do USA. Roku 1971
spolu se svou uméleckou a zZivotni druzkou Steinou
v New Yorku zalozili scénu The Electronic Kitchen, na
které nékolik let spolupracovali s fadou hudebnikd,
filmard, performer( a inzenyr( tehdejsi newyorské
avantgardni scény. Woody se v 70. letech zabyval
hlavné navrhy a konstrukci prototyp( aparatd pro
manipulaci a generovani zvukového i obrazového
signalu a jejich moznym vyuzitim pro umélce. Se
Steinou pozdéji vyucovali v Centru pro medialni
studia v Buffalu, kde spolupracovali s fadou dal-
Sich umélcl a experimentalnich filmard. Woody
zde dokoncil digitalné ovladané zafizeni Digital
Image Articulator a po presidleni do Nového Mexika
pokracoval v tvorbé videofilm( (The Art of Memory)
a komplexniho robotického environmentu Bratrstvi /
The Brotherhood.

Multimedialni umélkyné a hudebnice Steina
Vasulka se narodila na Islandu a studovala hru na
housle a hudebni teorii na prazské HAMU. V New
Yorku se jakou soucast The Vasulkas zabyvala moz-
nostmi propojeni videosignalu, zvuku a gesta (Violin
Power) Pozdéji se ve své tvorbé zamérila na koncept

orchestrace krajiny na video (Borealis), na navrhovani

nastrojl, manipulaci signalu. Vytvofila fadu prosto-
rovych vice-kanalovych instalaci nebo kinetickych
kamerovych systému se zrcadly.
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1937-2019
1940

Czech-born documentary, film and video maker,
author of interactive installations, musician, curator
and collector Bohuslav Woody Vasulka emigrated
from Prague to Iceland and the US in 1965. In 1971, he
and his art and soul mate Steina started the Electronic
Kitchen, a New York scene in which they spent several
years collaborating with musicians, filmmakers, per-
formers and engineers of New York’s avant-garde. In
the 1970s, Woody mainly focused on designing and
prototyping apparatuses for manipulating and gen-
erating audio and video signal with possible artistic
uses. He and Steina later taught at the Department of
Media Study, University of Buffalo, where they coop-
erated with a number of other artists and experimen-
tal filmmakers. This is where Woody completed his
digitally controlled device, Digital Image Articulator.
After relocating to New Mexico, he continued making
videos (The Art of Memory) and his complex robotic
environment, The Brotherhood.

Multimedia artist and musician Steina Vasulka
(1940) was born in Iceland and studied violin and
music theory at the Music and Dance Faculty,
Academy of Performing Arts in Prague. As part of The
Vasulkas in New York, she focused on the possibili-
ties of connecting video signal, sound, and gesture
(Violin Power). Later, in her own works, she focused
on the concept of orchestrating landscape on video
(Borealis), designed signal manipulation tools, and
created a number of multi-channel space installations
or kinetic camera systems with mirrors.

Violin Power, 1970-1978, videoframe, Vasulka archive
Violin Power, 1970-1978, videoframe, Vasulka archive

Noisefield - Lights Reviseted, 1974-2001, audiovizualni instalace, systém polopropustnych
zrcadel a video projekce, Galerie hlavniho mésta Prahy, foto: Oto Palan

Noisefield - Lights Reviseted, 1974-2001, Installation - color video projection, system of mirrors
and video projection, Prague City Gallery, photo: Oto Palan

Woody Vasulka, 1970,
fotografie, Vasulka archive
Woody Vasulka, 1970,
photography, Vasulka archive
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Robert Vlasak

Socharské prace a instalace Roberta Vlasaka se
nachazi na nejisté hranici mezi estetickym artefaktem
a vynalezem. Pracuje s fyzikalnimi zakony, technic-
kymi patenty a vychazi obc¢as z poetiky nalezeného
objektu a asamblaze, zabyva se vyuzitim jevl jako
pohyb, klid, rovhovaha, trvani, mechanické, optické
magnetické a zvukové vlastnosti. V procesu tvorby
vyuziva svych znalosti material( i fyzikalnich zakonl
a prozkoumava princip inzenyrské mechaniky, optiky,
elektroniky i akustiky. Jeho zajem o akustické moz-
nosti socharského a konstruktérského pristupu je
v mistnim kontextu osamoceny. Tabula rasa je dva
metry Siroky ocelovy kotoug€. pfipominajici gramo-
fon, ale bez drazek. Diky ¢tyfem prenoskam vnika
kolaz sestavena ze Ctyf rlznych zvukd. K desce jsou
pfipojeny reproduktory, které se diky zvukovym
vinam sam otaci. Zvukova instalace Siréna (2017) je
variaci pfistroje vynalezeného Augustem Seebeckem
v poloviné 19. stoleti a rozsifeného o stary kompre-
sor. Zdanlivé jednoduchym zasahem do konstrukce
stroje odkryva jeho patafyzickou vrstvu. Siréna je osy
se otacejici kovovy kotouc, rozezvuceny proudem
vzduchu, narazejiciho na soustiedné umisténé otvory
na plose disku. V pohybu se ze statického galerijniho
artefaktu méni disk v obrovsky fenakistiskop, zootrop
nebo jiny proto-kinematograficky pfistroj, pouzivany
kdysi pro animaci, simulaci pohybu. Plvodni funkce
sirény spocivala v Sifeni zvukového signalu a varovani
pfed nebezpecim.
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1978

The sculpted works and installations of Robert
Vlasak exist at the uncertain border between aesthetic
artefact and invention. He works with the laws of
physics, technological patents, and often builds on
the poetics of found objects and assemblage, focus-
ing on the applications of phenomena like motion,
rest, equilibrium, duration, mechanical, optical, mag-
netic and sonic properties. In his creative process, he
uses his knowledge of materials and laws of physics,
exploring the principles of mechanical, optical, elec-
tronic and acoustical engineering. His interest in the
acoustic possibilities of a sculpting and engineering
approach is unique in the local context. Tabula Rasa is
a two-metre-wide steel disc that resembles a turnta-
ble, yet a grooveless one. Thanks to four cartridges,

a collage of four sounds emerges. Attached to the
disc are speakers, which themselves turn as a result of
soundwaves. The 2017 sound installation Siréna [The
Siren] is a variation of a mid-1900s device invent-

ed by August Seebeck expanded to include an old
compressor. The seemingly simple intervention in the
machine’s design uncovers its pataphysical layer. The
Siren is a metal disc turning on its axis and resound-
ed by a stream of air hitting a series of openings
made concentrically into the disk’s surface. Motion
transforms the disc from a static gallery artefact into
a giant phenakistiscope, zoetrope, or another pro-
to-cinematographic device used to animate, simulate
movement. In its original function, the siren served to
transmit sound signal and warn against danger.

Tabula rasa, 2019, ocel, motory, audiotechnika,
40x400x400 cm (pramér disku 198 cm), majetek
autora, foto: Oto Palan

Tabula rasa, 2019, steel, engines, 40x400x400 cm,
courtesy of the artist, photo: Oto Palan

vznikaji étyfi druhy zvukd. Ke gramofonu jsou
pfipojeny reproduktory na stojanu, ktery diky
zvukovym vinam rotuje.

The movement of a two-meter steel disc with four
transmissions creates four types of sounds. Speakers

thanks to sound waves.

Dvoumetrovy ocelovy kotou¢ se ¢tyfmi prenoskami,

are connected to the turntable on a stand, which rotates

Regi, 2015, variabilni rozméry, ocel,
HDPE folie, 3D tisk, reproduktory,
elektronika (Sestnactikanalova
zvukova instalace), majetek autora,
foto: Oto Palan

Tongues, 2015-2017, sound
installation, steel, HDPE, 3D print,
loudspeakers, electronics and
electro-installation material, courtesy
of the artist, photo: Oto Palan
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Daniel V1lcek

Vytvarny umélec a hudebnik Daniel Vicek své
dosavadni aktivity v oblasti vytvarného uméni
a hudby zhodnocuje v sérii instalaci ozvu¢enych
obraz(. Povrchy rozmérnych platen s geometrickymi
vzory, pokrytych vrstvami akrylovych a olejovych
barev nebo jinych materialll, ozvucuje s cilem vytvo-
fit akustickou paralelu jejich povrchovych struktur.
Napriklad ¢erny monochrom z instalace ,Mumble
Buzz” (2019), v némz VIcek mimo jiné uzil vceli vosk
a Castecky kovovych pilin, spoustél na pokyn mag-
netickych senzor( zmanipulované smycky vcéeliho
bzuceni. Vedle vlastnich vytvarnych a hudebnich
aktivit se Vlcek vénuje fuzim vytvarné a hudebni
praxe pod znackou politicky zamérené Groupe Guma
Guar (s Richardem Bakesem a Milanem Mikulastikem)
a prilezitostné i jako kurator vystav zamérenych na
fenomeén zvuku v sou¢asném umeni.

1978

Visual artist and musician Daniel VIcek (1978)
builds on his previous visual arts and music activities
in a series of sounding paintings. He adds sound to
the surfaces of his large canvasses, with geometric
patterns and covered by layers of acrylic and oil paint
or other materials, with a view to creating an acoustic
parallel to their surface structures. For example, in
a black monochrome from the Mumble Buzz installa-
tion (2019), ViIcek used bee wax and particles of steel
shavings and installed magnetic sensors to control
the descent of a manipulated loop of bee buzz. In
addition to his own visual and music activities, Daniel
Vicek merged both practices under the politically
oriented Groupe Guma Guar (The Guar Gum Group /
with Richard Bake$§ and Milan Mikulastik/). He also
occasionally curated exhibitions on the phenomenon
of sound in contemporary art.

Mumble Buzz, 2019, étyfkanalova zvukova instalace, véeli vosk, kovovy prach, magnety, magnetické senzory,
modularni systém. Pohled do instalace vystavy Pfi¢iny a nasledky, Drdova Gallery, Praha, 2019.
Mumble Buzz, 2019, four channel audio installation, beeswayx, iron dust, magnets, magnetic sensors, modular system.

Installation view of the exhibition Cause and Effect, Drdova Gallery, Prague, 2019.
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Nasledky a pfi¢iny Il., 2019, 160x140 cm, akryl, olej na platné, majetek umélce
Cause and Effect Il., 2019, 160x140 cm, acrylic, oil on canvas, courtesy of the artist
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Letopisy propojeni zvuku a obrazu

Chronicle of the Interrelations Between

Sound and Image

Genealogie propojovani obrazu a zvuku v
souvislostech uméni a technickych vynalez(
v regionalnich i mezinarodnich souvislostech
v prabéhu zhruba sta let s pfesahem skoro do
soucasnosti.

Milos$ Vojtéchovsky, Jitka Hlavackova, Milan Gustar,
Jozef Cseres

1858

Mezi Skotskem a kanadskym ostrovem Newfoundland
byl poloZen prvni transatlanticky telegrafni
podmorsky kabel.

1877

Thomas Alva Edison (1847-1931) sestavil fonograf -
pfistroj na mechanicky zapis a prehravani zvukové
stopy na otacejici se valecek.

1881

Théatrophone jako prvni systém dvoukanalového
pfenosu prostorového zvuku: inzenyr a vynalezce
Clément Ader rozmistil fadu telefonnich mikrofon(
na jevisté parizské Opery a snimany zvuk posilal do
sluchatek v sale Priimyslového palace.

1889

William Kennedy-Laurie Dickson (1860-1935) spojil
v Edisonovych laboratofich fonograf s kinetoskopem
a vytvoril prvni zvukovy ,film”.

1891

Na Jubilejni vystavé v Praze byl pfedstaven fonograf.
Jiz predtim Jan Tomas zaznamenaval na valecky hlasy
herct ve svém fotoateliéru u Vaclavského namésti.

1896

Madarsky etnograf Béla Vikar pouzil fonograf
k zdznamu lidové hudby.

A genealogy of both regional and international at-
tempts to connect image and sound in the context of
art and technological inventions over approximately
one hundred years, with contemporary relevance.

Milos Vojtéchovsky, Jitak Hlavackova, Milan Gustar,
Jozef Cseres

1858

The first undersea telegraph cable is installed between
Scotland and Newfoundland.

1877

Thomas Alva Edison (1847-1931) constructs a device
for the mechanical recording and reproduction of
sound track using a rotating cylinder, the phonograph.

Théatrophone as the first system of two-channel distri-
bution of stereophonic sound: engineer and inventor
Clément Ader places a series of telephone transmit-
ters on the stage of the Paris Opera and transmits the
sounds caught on the microphones to headphones in
a Palace of Industry hall.

1889

In the Edison lab, William Kennedy Laurie Dickson
(1860-1935) connects the phonograph with the
Kinetoscope and creates the first “sound film”.

1891

The phonograph is presented at the General Land
Centennial Exhibition in Prague. In a photographic
studio near the Wenceslas Square, photographer
Jan Tomas records actors’ voices on phonograph
cylinders.

1896

In Budapest, ethnographer Béla Vikar uses the phono-
graph to record folk music.

1897

Welsh singer, songwriter, scientist and philanthropist
Margaret Watts Hughes demonstrated the eidophone
for the Royal Society in London. She is recognized

as the first to experiment with and observe the
phenomenon of visualizing resonating sound using
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1897

Vel$ska zpévacka, skladatelka, védkyné a filantropka
Margaret Watts Hughes predvedla pro Kralovskou
spole¢nost v Londyné vlastni vynalez - eidofon.
Hughes je povaZzovana za jednoho z prvnich
experimentator, ktefi studovali vizualizaci
akustické rezonance v estetickém kontextu. Pomoci
eidofonu vznikaly jako efekt vibrace lidského hlasu
geometrické vzory. Vysledné obrazce pfipominaji
abstraktni obrazy, které autorka oznacovala jako
~hlasové figury”. Roku 1904 vysla jeji kniha The
Eidophone; Voice Figures: Geometrical and Natural
Forms Produced by Vibrations of the Human Voice
(Eidofon; hlasové figury: geometrické a pfirozené
formy vytvarené vibracemi lidského hlasu).

1898

Vynalezce Valdemar Poulsen (1869-1942)

sestrojil zafizeni pro zaznam zvuku vyuzivajici
elektromagneticky princip. Zdokonaleny pfistroj
Telegraphone, zaznamenavajici zvuk na ocelovy drat
jako predchlidce magnetofond, pfedvedl| v roce 1900
na vystavé v Pafizi.

1906

Jindfich Chalupecky publikoval v Praze pfirucku
oftalmologie Hudba barev, studie medicinska

i literarni. Vynalezce Thaddeus Cahill (1867-1934)
otevrel na Broadwayi koncertni sin s elektrofonickymi
varhanami - telharmoniem, jejichz zvuk byl po
telefonni siti pfenasen do restauraci, hoteld

a jinych verfejnych i soukromych budov. Skladatelé
Béla Bartok a Zoltan Kodaly se vydali na vypravu

za lidovou hudbou s fonografem na Slovensko.
Folklorista, hudebnik a malif Ludvik Kuba své vypravy
za lidovou kulturou od roku 1885 (Slovensko), 1886
(Luzice, Hali¢, Ukrajina), 1887 (Rusko),1888-1893
(Cerna Hora a Bosna-Hercegovina) podnikal bez
fonografu a ru¢né prepisoval notaci pisni a texty.
1907 - Ferruccio Busoni (1866-1924) publikoval knihu
Entwurf einer neuen Asthetik der Tonkunst (Naért
nové hudebni estetiky), v niz pfedpovida, Ze evropska
hudba se odpouta od dobovych konvenci a bude
vyuzivat jemnéjsi déleni oktavy nez dvanact tonl.
Litevsky malif a skladatel Mikalojus Konstantinas
Ciurlionis (1875-1911) dokongéuje tfinactidilny
synesteticky cyklus Stvoreni svéta.
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a device she invented. The device or instrument
produced geometric patterns from the resonation

of human voice. She referred to images as “Voice-
Figures"and they resemble abstract painting. Her re-
search resulted in a book titled The Eidophone; Voice
Figures: Geometrical and Natural Forms Produced by
Vibrations of the Human Voice, published in 1904.

1898

Inventor Valdemar Poulsen (1869-1942) constructs an
electromagnetic sound recording device. At a 1900
exhibition in Paris, he presents an improved version of
the device, the telegraphone, which records sound on
a steel wire - a predecessor of tape recorders.

1906

In Prague, Jindfich Chalupecky publishes his mono-
graph, Hudba barev, studie medicinska i literarni [The
Music of Colours: A medical and literary study]. On
Broadway, inventor Thaddeus Cahill (1867-1934) opens
a concert hall with the Telharmonium, an electric
organ whose sound is wired over the telephone into
restaurants, hotels and other public or private build-
ings. Composers Béla Bartdk and Zoltan Kodaly set
out on a phonograph-supported folk song collecting
trip to Slovakia. Folklorist, musician and painter Ludvik
Kuba’s folk culture collecting tours of Slovakia (1885),
Lusatia, Galicia, and Ukraine (1886), Russia (1887), and
Montenegro and Bosnia-Herzegovina (1888-1893) are
undertaken without a phonograph, using pen-and-pa-
per transcription of the melodies and lyrics.

1907

Ferruccio Busoni (1866-1924) publishes the book,
Entwurf einer neuen Asthetik der Tonkunst [Sketch
of a New Aesthetic of Music], in which he expects
European music to depart from conventions of the
time and embrace a division of the octave into more
than 12 semitones. Lithuanian painter and composer
Konstantinas Ciurlionis (1875-1911) finishes his thir-
teen-part synesthetic cycle, Creation of the World.

1909

In Paris, FrantiSek Kupka (1871-1957) finishes his paint-
ing, Piano Keyboard/Lake.

191

In Les Tilleuls boarding house, Clarens, Switzerland,
Igor Stravinsky begins composing The Rite of Spring.

1912

In Paris, Frantisek Kupka paints his Fugue in Two
Colours. Der Blaue Reiter almanac publishes the
libretto of Wassily Kandinsky’s synesthetic opera, Der
gelbe Klang of 1909 - the first of his four colour-based
dramas. Albert Einstein, having arrived in Prague

a year before, starts thinking about time as the fourth
dimension.

1913

Composer Luigi Russolo (1885-1947) publishes his
manifesto, L'arte dei rumori [The Art of Noises]. In

a New York Times interview with Abel Warshawsky, an
American painter living in Paris, Frantisek Kupka refers
to his latest paintings (Amorpha, Warm Chromatics,
Fugue in Two Colours) as

“something between sight and hearing and | can pro-
duce a fugue in colors, as Bach has done in music”.

1914

In Milan, Luigi Russolo’s concert for noise-generating
devices, Intonarumori, causes a scandal. Russolo de-
veloped graphic scores as notation for his devices.

1916

In New York City, Marcel Duchamp and Walter
Arensberg assemble a sound object/readymade,

A Bruit Secret [With Hidden Noise]. In Zurich’s Cabaret
Voltaire, Hugo Ball reads the Dada Manifesto.

1921

In Prague, F. T. Marinetti presents his Intonarumori and
concludes one of the evenings with a proclamation:
“In the name of Rizena Zatkova, long live Futurism!
Long live Futurist Prague!”

1919-1920

Dadaists Raul Hausmann (1886-1971) and Richard
Hulsenbeck tour Dresden, Leipzig, Teplice, Prague,
Karlovy Vary and Hamburg.

1920

Raul Hausmann, Johannes Baader and Richard
Hulsenbeck attend Prague’s Dada Festival, where
Hausmann dances the Dada-Trot (sixty-one step). In
Russia, Lev Sergeyevich Termen constructs the first
electronic musical instrument, the theremin (he pres-
ents it to Lenin two years later and to Albert Einstein
in 1927).

1921

In Prague, Hausmann declaims his optophonetic
poem, K’perioum, and the phoneme fmsbwtézau.
Hausmann, Schwitters and Hannah Hoch take a train
together and Schwitters conceives the idea for the
Ursonate [Primeval Sonata] (1921-1932). In Berlin,
Walther Ruttmann presents his first abstract motion
picture, the orchestra-accompanied Lichtspiel Opus 1.

1922

In Baku, composer Arseny Mikhailovich Avraamov
(1886-1944) realises his Symphony of Factory Sirens
to celebrate the fifth anniversary of the October
Revolution. He deploys foghorns of the Caspian flo-
tilla, two Red Army artillery batteries, trucks, several
hydro-airplanes, 25 steam locomotives, and choirs.

1909

FrantiSek Kupka (1871-1957) dokoncil v PafizZi obraz
Klavesy piana. Jezero.
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Od podzimu se v penzionu Les Tilleuls v Clarens
ve Svycarsku Igor Stravinskij vénuje komponovani
Svéceni jara.

1912

FrantiSek Kupka namaloval v Pafizi Dvoubarevnou
fugu. V almanachu Der Blaue Reiter vychazi libreto
synestetické opery Vasilije Kandinského ¢tyf obrazl
Der gelbe Klang z roku 1909. Albert Einstein, ktery rok
predtim navstivil Prahu, za¢ina uvazovat o Case jako
o Ctvrtém rozméru prostoru.

1913

Skladatel Luigi Russolo (1885-1947) zvefejnil
manifest L'arte dei rumori (Uméni hluku). V rozhovoru
s americkym malifem Abelem Warshawskym pro
New York Times uvazuje Frantisek Kupka o svych
poslednich obrazech Amorfa, Teplad chromatika

a Dvoubarevna fuga jako o ,Cemsi mezi zrakem

a sluchem” - chtél vytvorit ,fugu v barvach, tak, jako
to udélal Bach v ténech”.

1914

Koncert pro hlukové nastroje Intonarumori Luigiho
Russola v Milané zpUsobil verejny skandal. K notaci
hlukovych nastrojl byly pouzity grafické partitury.

1916

Marcel Duchamp a Walter Arensberg sestavuji v New
Yorku zvukovy objekt-readymade A Bruit Secre (Se
skrytym zvukem) a Hugo Ball v curysském Cabaret
Voltaire pfecetl Manifest Dada.

1921

F. T. Marinetti v Praze ukazal, jak zné&ji Intonarumori.
Jeden z vecer( koncil provolanim: ,Jménem RGzeny
Zatkoveé slava futurismu! Slava prazskym futuristm!”

1919-1920

Dadaisté Raul Hausmann a Richard Hiilsenbeck se
vydali na turné a vystoupili v Drazdanech, Lipsku,
Teplicich, Praze, Karlovych Varech a Hamburku.
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1920

Raul Hausmann, Johannes Baader a Richard
Hilsenbeck se zUc¢astnili prazského Dada festivalu,
kde Hausmann zatancil Dada-Trot (Sixty-One Step).
Lev Sergejevi¢ Térmen zkonstruoval v Rusku prvni
elektronicky hudebni nastroj téremin (dva roky nato
jej predved! Vladimiru llji¢i Leninovi a v roce 1927
Albertu Einsteinovi).

1921

Hausmann v Praze deklamuje opto-fonetickou basen
K'perioum a fonickou basen fmsbwtdzau. Spolecna
cesta Hausmanna, Schwitterse a Hannah Hochové
inspiruje Schwitterse k Ursonate (Pra-sonaté) (1921-
1932). Walther Ruttmann v Berliné predstavil sv{j
prvni abstraktni film Lichtspiel Opus 1, doprovazeny
orchestrem.

1922

V Baku realizuje na oslavu patého vyroci fijnové
revoluce skladatel Arsenij Michailovi¢ Avraamov
(1886-1944) Symfonii sirén. Pouzil lodni sirény
kaspickeé flotily, dvé baterie délostrelectva Rudé
armady, nakladni auta, nékolik hydropland, 25
parnich lokomotiv a pévecké sbory.

1923

V Ceskoslovensku bylo zahajeno pravidelné
rozhlasové vysilani.

1925

Kurt Weill (1900-1950) vola v textu Moglichkeiten
absoluter Radiokunst po ,absolutnim radiu” jako
nutné reakci na médium némého filmu. Ma jit

o ,armadu z méstskych ruch(, zvuk( prirody

a dosud neslysenych zvuk(”. Skladatel Alois Haba
(1893-1973) na prazské konzervatofi zaklada oddéleni
mikrotonalni hudby, kde se studenti zabyvaji
ctvrttonovymi, tfetinotonovymi, pétinoténovymi,
Sestinotonovymi ¢i dvanactinotdonovymi stupnicemi.
Skladatel George Antheil (1900-1959) dokoncuje
hudbu k experimentalnimu filmu Ballet Mécanique
Fernanda Légera, Man Raye a Dudleyho Murphyho.

1926

Bertolt Brecht zverejnil Der Rundfunk als
Kommunikationsapparat (Radio jako nastroj
komunikace), kde vola po revizi rozhlasového
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1923

Regular radio broadcasting begins in Czechoslovakia.

1925

In his Méglichkeiten absoluter Radiokunst, Kurt
Weill (1900-1950) calls for an absolute radio as the
necessary response to the silent film medium. He
conceives it as “calls of human and animal voic-
es, voices of nature... and an entire army of new,
unheard-of sounds”. At the Prague Conservatory,

composer Alois Haba (1893-1973) establishes the de-

partment of microtonal music where students work
with quarter-tone, third-tone, fifth-tone, sixth-tone
or twelfth-tone scales. Composer George Antheil
(1900-1959) finishes music for Fernand Léger, Man
Ray and Dudley Murphy’s experimental motion pic-
ture, Ballet Mécanique.

1926

Bertolt Brecht publishes his essay, Der Rundfunk als
Kommunikationsapparat [The Radio as an Apparatus
of Communication], calling for revising the radio me-
dium as unidirectional distribution of information and
changing it into a horizontal system to facilitate under-
standing among people. After five years of engage-
ment with “kinetic art” as a synthesis of the mediums
of light, colour, sound and motion, Zdenék Pesanek
(1896-1965) finishes building his colour piano, the

Spectrophone. In Leningrad, Alexander F. Shorin elabo-

rates the principle of mechanical sound recording and
designs a portable recorder, the Shorinophone.

1927

In Berlin, Raoul Hausmann finalises his Optophone,

a photoelectrical device to transform colours and
shapes into sound (patented 1935 in London). The first
sound film, Alan Crisland’s The Jazz Singer, premieres.

1928

At the invitation of Alois Haba, Emil Frantisek
Burian’s ensemble Voiceband performs at the Siena
International Music Festival.

1929

Physician and electronics engineer Joseph Armand
Givelet and organ builder Edouard Eloi Coupleux con-
struct a four-voice electronic instrument controlled
by a perforated roll of the type used in contemporary
player pianos - the first synthesiser and likely the first
electronic automatic musical instrument. In Moscow,
Mikhail Tsekhanovsky, Evgeny Sholpo and Arseny
Abramov explore the possibilities of graphical sound
drawn onto film stock.

1930

Dziga Vertov finishes the first Soviet sound film,
Enthusiasm: Symphony of the Donbass. Walter
Ruttman creates his audio montage, Wochenende,

an optical soundtrack of urban bustle recorded on
film stock.

1932

Erwin Schulhoff (1894-1942) joins Zdenék Pesanek
to write a script for and prepare The Manifesto (The
Communist Manifesto), a cantata intended for light-
show-accompanied performance in the streets of
Prague.

1933

In Warsaw, Stefan and Franciszka Themerson finalise
their three-minute spot, Moment Musical, with music
by Maurice Ravel.

1935

A Prague exhibition of the group Les Artistes
Musicalistes (Louis Baudon, Jean Marie Euzet,
Georges Filiberti, Arne HosSek, Louise Janin, Ernst
Klausz, Frantisek Kupka, Marcel Lempereur-Haut,
Felix Del Marle, Lancelot Ney, Jan et Joél Martel,

Otto Freundlich, Ossip Zadkine, Rob Mallet Stevens
etc). In Berlin, AEG introduces its recording device,
Magnetophon K1. As it uses a paper tape covered by
a magnetic layer instead of the formerly used wire, the
record can be edited by cutting and rejoining. Percy
Grainger presents Free Music No. 1, a composition for
a string quartet in which rhythm and melody escape
the conventional quantization.

1939

In a Seattle radio studio, John Cage writes the first
composition of the series Imaginary Landscapes for
records, string piano and Chinese cymbal.

1943

Oskar Fischinger purchases his abstract motion pic-
ture Allegretto back from Paramount Pictures.

1946

In Darmstadst, the first of a series of summer courses
in new music, Ferienkurse fiir Neue Musik, takes place.
Composer Raymond Scott establishes Manhattan
Research, Inc., with the goal to develop electroacous-
tic instruments for producing electroacoustic compo-
sitions for radio and television ads.

1947

In New York City, Bebe and Louis Barron obtain the
first tape recorder for their experimental recording
studio, which gives rise to a number of early electro-
acoustic works.

1948

Pierre Schaeffer uses magnetic tape recordings of
steam locomotives to compose Etude aux Chemins de
Fer, thus establishing the genre of musique concréte
[concrete music].

média jako jednostranné distribuce informaci

a jeho proméné v horizontalni systém, umoznujici
porozumeéni mezi lidmi. Zdenék Pesanek
(1896-1965), ktery se uz od roku 1922 vénuje
Jkinetickému uméni” jako syntéze média svétla,
barvy, zvuku a pohybu, dokoncuje konstrukci
barevného klaviru - spektrofonu. Alexander F. Sorin
v Leningradu pracuje na principu mechanického
zaznamenavani zvuku a navrhuje pfenosny
rekordér Soronofon.

1927

Raul Hausmann v Berliné dokoncil optofon, pfistroj
na fotoelektrickém principu, ktery prevadi barvy

a tvary na zvuk (patent 1935 v Londyné). Premiéra
prvniho filmu se zvukovou stopou The Jazz Singer
reziséra Alana Crislanda.

1928

Na pozvani Aloise Haby vystoupil na Mezinarodnim
hudebnim festivalu v Siené soubor Voiceband
Emila Frantiska Buriana.

1929

Fyzik a elektronik Joseph Armand Givelet

a varhanar Edouard Eloi Coupleux postavili
¢tyrhlasy elektronicky nastroj, fizeny dérnym
pasem podobného typu, jaky se v té dobé pouzival
v mechanickych pianech - prvni syntetizér

a pravdépodobné prvni elektronicky automaticky
hudebni nastroj. Michail Cechanovskij, Jevgenij
Solpo a Arsenij Avraamov v Moskvé zkoumaji
moznosti ,kresleného zvuku” na filmovém pasu.

1930

Dziga Vertov dokoncil prvni sovétsky zvukovy film
Entuziazm: Simfoniia Donbassa. Vznika hudebni
kolaz Wochenende filmare Waltera Ruttmana,
sestavena ze zvukovych nahravek ruchl mésta

a nahrana na opticky filmovy pas

1932

Erwin Schulhoff (1894-1942) se Zdenkem Pesankem
spolupracuje na scénari a pripravé kantaty Manifest
(Komunisticky manifest), ktera méla byt provedena
v ulicich Prahy a doprovazena svételnou show.
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1933

Stefan a Franciszka Themersonovi ve Varsavé
dokoncuji Moment Musical - tfiminutovy film na
hudbu Maurice Ravela.

1935

V Praze vystavuje skupina Les Artistes Musicalistes
(Louis Baudon, Jean Marie Euzet, Georges Filiberti,
Arne Hosek, Louise Janin, Ernst Klausz, Frantisek
Kupka, Marcel Lempereur-Haut, Felix Del Marle,
Lancelot Ney, Jan a Joél Martelovi, Otto Freundlich,
Ossip Zadkine, Rob Mallet Stevens). V Berliné firma
AEG predstavila zaznamovy pristroj Magnetophon
K1, ktery pouzival namisto dfive uzivaného dratu
papirovy pasek pokryty magnetickou vrstvou. To
umoznilo zaznam stfihat a spojovat. Percy Grainger
uved| kompozici Free Music No. 1 pro smyccové
kvarteto, v niz rytmus i melodie opustily jakykoliv
pevny rastr.

1939

John Cage v Seattlu napsal v rozhlasovém studiu
prvni skladbu ze série Imaginary Landscape ¢. 1 pro
gramofon, preparované piano a ¢insky cymbal.

1943

Oskar Fischinger kupuje sv(j abstraktni film
Allegretto zpét od spolecnosti Paramount.

1946

Prvni ro¢nik Ferienkurse fiir Neue Musik
(Darmstadtskych letnich kurz( nové hudby).
Skladatel Raymond Scott zaklada spolecnost
Manhattan Research, kde se vénuje vyvoji
elektroakustickych pfistroj pro vyrobu
elektroakustickych kompozic pro rozhlasové
a televizni reklamy.

1947

Bebe a Louis Barronovi ziskavaji magnetofon, ktery
se stal zakladem newyorského experimentalniho
nahravaciho studia, kde vznikla fada ranych
elektroakustickych dél.

1948

Z nahravek parnich lokomotiv, zaznamenanych na
magnetofonovy pasek, komponuje Pierre Schaeffer
skladbu Etude aux Chemins de Fer a zaklada novy
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1949

Pierre Schaeffer meets Pierre Henry. In 1951, they start
Groupe de Recherche de Musique Concréte (GRMC),
a new studio at the French public broadcaster, RTF.

1951

In New York City, John Cage introduces his Imaginary
Landscape No. 4 (March No. 2), a composition for 24
players and 12 radio receivers. During the premiere

of Symphonie pour un homme seul, Pierre Schaeffer
implements an electronic device that enables sur-
round effects by controlling the transmission of the
signal into several loudspeaker systems located in the
hall. Schaeffer coins the term acousmatic music to
refer to music that intentionally works with the spatial
information and separates the hearing perception
from the source of the sound. He calls his new spatial
sound system the Acousmonium. In New York City,
composers John Cage, Earle Brown, Christian Wolff,
David Tudor and Morton Feldman establish The Music
for Magnetic Tape Project. At the initiative of physicist
Werner Meyer-Eppler and musicologist and composer
Herbert Eimert, the Studio for Electronic Music of the
West German Radio is established in Cologne.

1952

In Woodstock, David Tudor performs John Cage's icon-

ic composition, 4'33", integrating environmental
sounds into music.

1953

Guitarist and inventor Les Paul - Lester William
Polsfuss (1915-2009) commissions Ampex Company
to build an eight-track tape recorder based on his
design, making overdubbing recording technique
possible. Multitrack recording revolutionises studio
work and becomes the new state of the art.

1955

The group Smidrové is established, with members
including Bedrich Dlouhy, Jan Koblasa, Karel Nepras,
Ales Vesely, Jaroslav Vozniak, Jan Bedfich, Cestmir

Janosek, and composers Rudolf Komorous, Jan Klusak,

Petr Petak Lampl, Ladislav Placatka, Miroslav Stuchlik,
Dusan Trestik.
1956

The first year of the Warsaw Autumn Music Festival.

1957

In Warsaw, Jozef Patkowski establishes PRES, the ex-
perimental studio of Polish Public Radio.

1958

At the Brussels Expo, the Philips pavilion designed
by lannis Xenakis features Poéme électronique, an
electroacoustic composition by the composer Edgard
Varése synchronised with image projection and re-

produced in surround sound using several hundred
loudspeakers. The Czechoslovak pavilion presents the
multimedia theatre project, Laterna Magika, directed
by Alfréd and Emil Radok and with scenic design by
Josef Svoboda and other artists.

1959 - In Budapest, the film club Béla Balazs Studio is
founded. In 1961, it is re-established as a cooperative
dedicated to Hungarian experimental film. George
Brecht writes the score for Drip Music (drops of water
falling to the bottom of an empty container). The
Columbia-Princeton Electronic Music Center is estab-
lished in New York. In London, Daphne Oram builds
her Oramics Machine, which allows to feed slides into
the machine to define pitch, vibrato, volume and tim-
bre of the electronic composition.

1960

In Bratislava, the public television broadcaster starts
building a studio for making electronic and concrete
music to accompany theatre or TV plays and motion
pictures.

1961

The journal Literarni noviny publishes the arti-
cle Hudba, ktera se rodi v laboratofi [Music that is
Conceived in a Lab].

1962

Ladislav Novak purchases the Sonet Duo reel-to-

reel tape recorder and starts recording his phonetic
poems on tape. Pauline Oliveros, Morton Subotnick
and Ramon Sender start an educational society, San
Francisco Tape Music Center, with a view to organ-
ising concerts and teaching work with the magnetic
tape as a new music medium. The first Fluxus Festival
in Wiesbaden organized by George Maciunas under
the name International Festival of Newest Music.

1963

After a walk around the Prague Castle, Olga Karlikova
(1923-2004) draws her first graphic recordings of
the sounds and flight of birds. Later she visualis-

es birdsong and the movements of other animals.
Ladislav Kupkovi¢ (1936-2016) creates one of the
first Czech graphic scores, The Flesh of The Cross,
after the eponymous painting by Mikulas Medek. The
Cybernetic Committee of the Czechoslovak Writers
Association is established. The Musicology Institute
of the Czechoslovak Academy of Sciences establish-
es an electroacoustics lab for theoretical research of
“electronic music”. La Monte Young (1935) starts The
Theatre of Eternal Music, later also referred as The
Dream Syndicate, an ensemble dedicated to music
based on long sustained tones.

1964

Aktual ensemble publishes its action art manifesto and
eponymous samizdat magazine. In Prague, Eric and

zanr konkrétni hudby (musique concrete).

1949

Pierre Schaeffer se seznamuje s Pierrem Henrym
a v 1951 zaklada pfi Francouzském rozhlasovém
institutu studio Groupe de Recherche de Musique
Concréte (GRMC).

1951

John Cage v New Yorku uved| kompozici pro 24
hracl a 12 radiopfijimacd Imaginary Landscape

No. 4 (March No. 2). Pierre Schaeffer pfi premiére
skladby Symphonie pour un homme seul pouzil
elektronické zarizeni, kterym bylo mozné v realném
Case ovladat smérovani prehravaného signalu do
nékolika reproduktorovych soustav umisténych

v sale a vytvaret tak prostorové efekty. Pro hudbu
cilené pracujici s prostorovou informaci a oddélujici
sluchovy vjem od zvukového zdroje navrhl Schaeffer
termin akusmaticka hudba. Novy zvukovy systém

s prostorovym zvukem nazval akusmonium. V New
Yorku John Cage, Earle Brown, Christian Wolff, David
Tudor a Morton Feldman zakladaji spolek The Music
for Magnetic Tape Project. Z iniciativy fyzika Wernera
Meyer-Epplera a muzikologa a skladatele Herberta
Eimerta vznika v Koliné nad Rynem experimentalni
Studio pro elektronickou hudbu WDR.

1952

David Tudor hraje ve Woodstocku ikonickou skladbu
Johna Cage 4'33" a integruje zvuky prostredi do
hudby.

1953

Kytarista a vynalezce Les Paul (vlastnim jménem
Lester William Polsfuss) si nechal podle vlastniho
navrhu u firmy Ampex postavit osmistopy
magnetofon, umoznujici postupny synchronni
zaznam. Vicestopé nahravani se stalo béznou
studiovou technikou a zcela zménilo studiovou praci.

1955

Vznikd skupina Smidrové, ve které se sesli Bedfich
Dlouhy, Jan Koblasa, Karel Nepras, Ales Vesely,
Jaroslav Vozniak, Jan Bedfich, Cestmir Janosek

a skladatelé Rudolf Komorous, Jan Klusak, Petr Petak
Lampl, Ladislav Placatka, Miroslav Stuchlik a Dusan
Trestik.
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1956

Prvni ro¢nik hudebniho festivalu Varsavsky podzim.

1957

Zalozeni PRES - Experimentalniho studia Polského
rozhlasu ve Varsavé (Jozef Patkowski).

1958

Soucasti expozice pavilonu firmy Philips,
projektované lannisem Xenakisem pro svétovou
vystavu EXPO v Bruselu, je elektroakusticka
kompozice Poeéme électronique skladatele Edgarda
Varese, synchronizovana s obrazovou projekci

a prostorové reprodukovana pomoci nékolika
stovek reproduktor(l. V Ceskoslovenském pavilonu
byl pfedstaven projekt multimedialniho divadla
Laterna Magika v rezii Alfréda a Emila Radokovych,
scénografa Josefa Svobody a dalSich autord.

1959

V Budapesti je zalozeno Studio Bély Balazse, fungujici
zprvu jako filmovy klub a od roku 1961 jako kolektiv
filmard vénujicich se madarskému experimentalnimu
filmu. George Brecht piSe partituru pro skladbu Drip
Music (kapky vody dopadaji na dno prazdné nadoby).
V New Yorku vznika stfedisko Columbia-Princeton
Electronic Music Center. V Londyné dokoncila
Daphne Oram konstrukci pfistroje Oramics Machine,
prevadeéjici znaky namalované na filmovém péasu

do vysky tonu, vibrata, hlasitosti a barvy vysledné
elektronické kompozice.

1960

V Bratislavé zadalo budovani studia Ceskoslovenské
televize pro vytvareni elektronické a konkrétni hudby
k divadelnim a televiznim hram a filmam.

1961

V Literarnich novinach vysel ¢lanek Hudba, ktera se
rodi v laboratofi.

1962

Ladislav Novak si koupil kotouc¢ovy magnetofon Tesla
Sonet duo a zacal na pasky nahravat své fonické
basné. Pauline Oliveros, Morton Subotnick a Ramon
Sender zalozili vzdélavaci spole¢nost San Francisco
Tape Music Center, aby mohli organizovat koncerty

a poskytovat prostor pro vyuku prace s magnetickym

Tony Anderson give lectures on the Fluxus movement,
and Hudebni informacni stfedisko [Music Information
Centre] is established. Milan Grygar (1926) records
the acoustic element of drawing, starts recording

the sounds on magnetic tape and editing them. In
Prague and Pilsen, the first seminar on electronic mu-
sic is organised by the Cybernetic Committee of the
Czechoslovak Writers Association and the Radio and
Television Research Institute. In Pilsen, Czech Public
Radio establishes an experimental sound studio for
electroacoustic music.

1965

In Bratislava, HAPPSOC | is realised by Stano Filko,
Alex Mlynarcik and Zita Kostrova. In his Broken Music
project, Milan Knizak starts damaging (his own) vinyl
records. Slovak Public Radio establishes an experi-
mental studio in Bratislava, and Czech Public Radio
holds the second seminar on electronic music in
Prague. In Prague and Ostrava, John Cage and Robert
Rauschenberg’s Merce Cunningham Dance Company
gives three performances.

1965-1969

Jindfich Chalupecky, Jifi Kolar, Milan Knizak and Jifi
Valoch join the international Eternal Network commu-
nity and the mail art movement. The graphic scores of
George Maciunas, George Brecht, Ben Vautier or Wolf
Vostell arrive in Czechoslovakia.

1966 - In Prague, Pierre Schaeffer, Frangois Bayle and
Guy Rebeil perform with Groupe des recherches musi-
cales, and add a seminar on musique concrete to their
concert. In New York City, Max Neuhaus (1939-2009)
holds a sound tour of 14th Street and imprints the
word LISTEN onto the hands of attendees. In Prague,
Milan Knizak organises a Fluxus concert with Ben
Vautier, Jeff Berner, Serge Oldenbourg, Dick Higgins
and Alison Knowles. In New York, Billy Kluver, Robert
Rauschenberg, Robert Whitman join the Bell labs to
prepare the intermedia series, 9 Evenings: Theatre and
Engineering; in Church Street, La Monte Young and
Marian Zazeela (1940) open their permanent instal-
lation, Dream House, with coloured lighting and the
sound of sine wave generators.

1967-1969

In Smolenice (Slovakia), Stockhausen, Ligeti, Kagel,
Lutostawski and others participate in two years of the
Seminar of New Music.

1967

In Amsterdam, musicians Peter Schat, Konrad
Boehmer, Jan van Vlijmen, Misha Mengelberg, Louis
Andriessen, Reinbert de Leeuw and Dick Raaymakers
establish the Studio for Electro Instrumental Music
(STEIM). Hans Jenny publishes his study of the effects
of sound vibrations on fluids, powders and liquid
paste, Cymatics: The Study of Wave Phenomena.

In Bratislava, Milan Adamciak, Robert Cyprich and
Jozef Revallo start the music and performance group
Ensemble Comp.

1968

In Vancouver, composer and philosopher Raymond
Murray Schafer publishes the instructional hand-
book, The New Soundscape. In 1970, he publishes The
Book of Noise, thus introducing the issue of acoustic
ecology and sound pollution. Warsaw’s Contemporary
Art Gallery features Spatial-Musical Composition, an
installation by the trio Teresa Kelm, Zygmunt Krauze
and Henryk Morel.

1969

Mary and Alvin Lucier realise their composition

I Am Sitting in the Room at the Brandeis University
Electronic Music Studio. The first year of the
Exposition of Experimental Music takes place in

Brno. In Stockholm, the phonetic poetry almanac
Text. Sound. Compositions 4, 5, 6 features works by
Ladislav Novak. In Prague’s Music F club, a multime-
dia performance of the Primitive Group Bird Feast
rock band is held. The Interior Ministry authorises the
establishment of the Jazz Section of the Czechoslovak
Musicians Association by Karel Srp, which publishes
a number of works on contemporary experimen-

tal art and music over the years. In Brno, the fourth
Musica Vocalis international music festival is attended
by a number of music theorists and critics from 20
countries. At the Brno City House of Art, Jifi Valoch
curates an exhibition of experimental graphic nota-
tions for music and art (76 authors, including 59 from
abroad and 17 from Czechoslovakia). The Semester of
Experimental Art is held in Liberec. Radiophonic art-
works of Ladislav Novak, Vaclav Havel, Josef Hirsal and
Bohumila Grogerova, Jifi Kolaf and Gerhard RUhm.

1970

In San Francisco, the Sound Sculpture As exhibition
features Arlo Acton, Allan Fish (Tom Marioni’s pseud-
onym), Terry Fox, Mel Henderson, Paul Kos, Peter
Macan, Jim Melchert, Jim McCready and Herb Yarno.
Paul Kos exhibits his iconic sound installation, The
Sound of Ice Melting. Alois Pinos (1925-2008) and
Dalibor Chatrny’s (1925-2012) Staticka kompozice
[Static Composition] for electronic music and
projector slides, and its subsequent variants, Mrize
[The Bars] (1970) for piano and film and Geneze
[Genesis] (1970) for a chamber orchestra and film. Just
Transistor Radios, a performance by Szabolcs Esztényi
and Krysztof Wodiczko: in accordance with the score,
the players turn the controls of 12 transistor radios as
a variation to John Cage Imaginary Landscape No. 4.
At Osaka Expo, the Pepsi pavilion is designed by E.AT.:
David Tudor creates a composition for 37 loudspeak-
ers and wireless headphones, Tony Martin designs the
light system.

pasem jako novym hudebnim médiem. Ve
Wiesbadenu probéhl International Festival of Newest
Music - prvni Fluxus Festival, pfipraveny Georgem
Maciunasem.

1963

Olga Karlikova (1923-2004) po prochazce v okoli
Prazského hradu kresli prvni grafické zaznamy
ptacich hlas( a let(, pozdéji vizualizuje zpév

a pohyby dalsich zvirat. Ladislav Kupkovi¢
(1936-2016) podle obrazu Mikulase Medka vytvoril
jednu z prvnich ¢eskych grafickych partitur - Maso
kiize. Cinnost zahajila Kyberneticka komise Svazu
&eskoslovenskych skladateltl. Pfi Ustavu pro hudebni
védu Ceskoslovenské akademie véd byla zaloZzena
elektroakusticka laborator, zamérena na teoreticky
vyzkum elektronické hudby. La Monte Young zaklada
hudebni soubor The Theatre of Eternal Music, pozdéji
oznacovany také jako The Dream Syndicate, ktery se
vénuje hudbé zalozené na velmi dlouhych ténech.

1964

Vychazi ineditni manifest aktualniho uméni Skupiny
Aktuadl a vydani stejnojmenného samizdatového
Casopisu. Erik a Tony Andersonovi poradaji v Praze
prednasky o hnuti Fluxus. Je zaloZzeno Hudebni
informacni stfedisko (HIS) v Praze. Milan Grygar
zaznamenava akustickou slozku kresleni, zac¢ina
nahravat zvuky na magnetofonovy pasek a stfihat
je. Kyberneticka komise Svazu ceskoslovenskych
skladatelll a Vyzkumny Ustav rozhlasu a televize

v Praze poradaji v Plzni prvni seminar elektronické
hudby. Je zalozeno plzenské experimentalni zvukové
studio Ceskoslovenského rozhlasu, zaméfené na
elektroakustickou hudbu.

1965

Stano Filko, Alex Mlynarcik a Zita Kostrova

v Bratislavé uskutec¢nuji Happsoc. Milan Knizak

v ramci projektu Broken Music zacal poskozovat
(vlastni) vinylové desky. Pfi Slovenském rozhlase

v Bratislavé bylo zaloZzeno Experimentalni studio

a v karlinském rozhlasovém Studiu A se kona druhy
seminar elektronické hudby. Spole¢nost Merce
Cunningham Dance Company s Johnem Cagem

a Robertem Rauschenbergem ma tfi predstaveni

v Praze a Ostravé.
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1965-1969

Jindfich Chalupecky, Jifi Kolaf, Milan Knizak a Jifi
Valoch se zapojuji do mezinarodni komunity Eternal
Network a hnuti mailartu. Do CSSR se dostaly
grafické partitury George Maciunase, George
Brechta, Bena Vautiera nebo Wolfa Vostella.

1966

V Praze vystoupili Pierre Schaeffer, Frangois Bayle

a Guy Rebeil s Groupe des recherches musicales,
koncert byl doplnén seminarem o konkrétni hudbé.
Max Neuhaus (1939-2009) obtiskl na ruce lidi, které
pozval na zvukovou prochazku v newyorské 14th
Street, slovo LISTEN. Milan Knizak v Praze organizuje
Fluxus koncert, kde vystupuje Ben Vautier, Jeff
Berner, Serge Oldenbourg, Dick Higgins a Alison
Knowles.

V New Yorku pfipravili Billy Kluver, Robert
Rauschenberg, Robert Whitman s podporou
Bellovych laboratofi intermedialni sérii 9 Evenings:
Theatre and Engineering a v Church Street zahdjili
La Monte Young a Marian Zazeela permanentni
instalaci Dream House s barevnymi svétly a zvukem
sinusovych generatoru.

1967-1969

Dvou ro¢nikll Seminafe nové hudby ve Smolenici
(Slovensko) se zucastnili Stockhausen, Ligeti, Kagel,
Lutostawski a dalsi.

1967

Skupina hudebnikl - Peter Schat, Konrad Boehmer,
Jan van Vlijmen, Misha Mengelberg, Louis
Andriessen, Reinbert de Leeuw a Dick Raaymakers -
zaklada amsterdamské Studio pro elektroakustickou
hudbu (STEIM). Fyzik a umélec Hans Jenny vydal
prvni dil publikace Cymatics: The Study of Wave
Phenomena. Obsahem byla pisemna a obrazova
dokumentace ucinku zvukovych vibraci v tekutinach,
prachu a tekutych pastach. Milan Adamciak, Rébert
Cyprich a Jozef Revallo zaloZili v Bratislavé hudebné-
performacni skupinu Ensemble Comp.

1968

Skladatel a filosof Raymond Murray Schafer ve
Vancouveru vydava pedagogickou priru¢ku The
New Soundscape (Nova zvukova krajina) a o dva
roky pozdéji knihu The Book of Noise (Kniha hluku),
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In Ladislav Kupkovic's twelve-hour action composi-
tion Klanginvasion auf Bonn, the city is “encircled” by
five orchestras, including two military ones, moving
around the city and waging musical “battles” in ac-
cordance with the libretto. In New York City, Woody
Vasulka (1937-2019) and Steina - Steinunn Briem
Bjarnadottir (1940) establish The Electronic Kitchen
scene.

1973

Pavel Zajicek (1951) and Milan Hlavsa (1951-2001)
establish DG 307, a band of musicians and non-musi-
cians whose noise, minimalist and aleatory composi-
tions refer to trends in contemporary classical music
and foreshadow the works of later industrial bands.

1976

Karel Adamus creates the object Zvucna baser
[Sounding Poem], which consists of music paper, nails
and a hammer.

1977

In Texas, Fort Worth Art Center Museum curator
Germano Celant prepares The Record as Artwork:
From Futurism to Conceptual Art.

1978

In Amsterdam, René Coelho establishes MonteVideo,
a gallery for electronic image. Alois Pinos’s composi-
tion Kontrapunkty pfirody [Counterpoints of Nature]
uses field recordings of the elements: water, wind,
animals and human voices.

1979

British art rock band Art Bears performs at the 8th
Prague Jazz Days. In 1980, the prohibited 10th Prague
Jazz Days are to feature the French band Art Zoyd and
a listening programme on the sound works of Terry
Fox.

1980

In Berlin and later Paris, René Block opens his iconic
exhibition on the relations between art and music,
Fir Augen und Ohren. In Eindhoven, Paul Panhuysen,
Remco Scha and Héléne Panhuysen establish the
space and project Het Apollohuis, a centre of inter-
national reference for experimental music and sound
art, whose activity peaks in the 1980s and 1990s. The
Jazz Section publishes the book of Czech and foreign
experimental music scores Partitury, edited by Jifi
Valoch.

1981

In Berlin, Ursula Block establishes gelbe MUSIK,

a store and gallery for intermedia art. In Prague, sculp-
tor Cestmir Suska, filmmaker Michal Baumbruk and
musician Pavel Richter introduce their visual theatre

ensemble Vytvarné divadlo Koloto¢ with the premiere
of Panaci a vycpanaci [Dummies and Puppets].

1982

Petr Rezek of the Jazz Section publishes Télo, véc

a skutecnost v soucasném umeéni [Body, Object and
Reality in Contemporary Art], his collected lectures
of 1976-1981. Jarmila Doubravova publishes the study
Hudba a vytvarné uméni [Music and Fine Arts].

1983

Sculptor and Zabi hlen [Frog Phlegm] improvisation
ensemble member Ale$ Vesely records on tape the
drawing of a bow against his metal sculptures: Zvuky
soch [The Sounds of Statues].

1986

In Berlin, Rolf Langebartels follows up on the Gianozzo
Gallery for sound art and starts the Gianozzo
association.

1987

In Cracow, the first Audio Art Series for experimental
music and sound art takes place under the curatorship
of Marek Chotoniewski. From 1993, it continues under
the brand Audio Art Festival. Studio Erté, devoted to
the performance and intermedia art founded by Jézsef
R. Juhasz, Otto Mészaros, llona Németh and Attila
Simon in Nové Zamky.

1990

In Bratislava, Milan Adamdiak, Michal Murin and Peter
Machajdik establish the Society of Unconventional
Music (Spolocnost pre nekonvenénd hudbu - SNEH).
Petr Kofron and Michal Blazek start publishing
Konserva na hudbu [Musical Can], a magazine of con-
temporary art and experimental music. The first year
of the Exposition of New Music takes place in Brno.

1991

The Intermedia Art Festival takes place in Bratislava.
In Brno, Zdenek Plachy and David Subik establish
Sklenéna louka [Glass Meadow], a scene for con-
temporary music and visual art. Prague City Gallery,
Hana Rousova prepared the exhibition Arne Hosek:
Connections of Colors and Tones. Musical work of the
thirties.

1992

At the invitation of Milan Adamciak, John Cage arrives
in Bratislava and opens an exhibition of his music
scores at the Slovak National Gallery. First interdisci-
plinary symposium Hermit was organized in the Plasy
Monastery.

1995

First Festival Sound Off in Bratislava, continues in
Samorin, Nové Zamky, Nitra until 2002

jimiz otevira problematiku akustické ekologie

a zvukového znecisténi. Instalace Spatial-Musical
Composition uméleckeé trojice Teresy Kelm,
Zygmunta Krauzeho a Henryka Morela ve varsavské
galerii Wspodlczesna.

1969

Mary a Alvin Lucier v Electronic Music Studio na
Brandeisové univerzité realizuji kompozici | Am
Sitting in the Room. Prvni rocnik festivalu Expozice
experimentalni hudby v Brné. Ve Stockholmu
vychazi sbornik fonické poezie Text. Sound.
Compositions 4, 5, 6 s dily Ladislava Novaka.

V Music F klubu na Smichové je multimedialni
performance rockové skupiny Primitive Group

Bird Feast. Ministerstvo vnitra povoluje zaloZeni
Jazzové sekce pfi Svazu hudebnikd, kde

v prabéhu let vychazi fada publikaci o souc¢asném
experimentalnim vytvarném uméni a hudbé. IV.
Mezinarodniho hudebniho festivalu Musica Vocalis
v Brné se zucastnila fada hudebnich teoretikl

a kritik( ze dvaceti statl. Jiti Valoch v Domé uméni
mésta Brna pfipravil vystavu experimentalnich
hudebnich a vytvarnych notaci (76 autor(, z toho
59 zahranic¢nich a 17 ¢eskoslovenskych). Rozhlasovy
projekt Semestr experimentalni tvorby v Liberci

a radiofonicka tvorba Ladislava Novéka, Vaclava
Havla, Josefa Hirsala a Bohumily Grogerové, Jifiho
Kolare a Gerharda Rihma.

1970

Sanfranciské vystavy Sound Sculpture As se
zUcastnili Arlo Acton, Allan Fish (pseudonym

Toma Marioniho), Terry Fox, Mel Henderson, Paul
Kos, Peter Macan, Jim Melchert, Jim McCready

a Herb Yarno. Paul Kos vystavil ikonickou zvukovou
instalaci Sound of Ice Melting (Staticka kompozice,
1969) Aloise Pinose a Dalibora Chatrného pro
elektronickou hudbu a diapozitivy a jeji dalsi
varianty Mrize (1970) pro klavir a film a Geneze
(1970) pro komorni soubor a film. Performance Just
Transistor Radios Szabolcse Esztényiho a Krysztofa
Wodiczka: hraci podle partitury otaci knofliky 12
tranzistorovych radii jako variace na Imaginary
Landscapes no.4 Johna Cage. Na EXPO v Osace
navrhla skupina E.A.T. Pepsi Pavilon - David Tudor
vytvofil kompozici pro 37 reproduktor( a bezdratova
sluchatka, svételny systém navrhl Tony Martin.
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1971

Dvanactihodinova akéni skladba Ladislava Kupkovice
Invaze na hlavni mésto Bonn, ve které bylo mésto
Lobkliceno” péti orchestry (z nich dvéma armadnimi),
které se podle libreta pohybovaly méstem a svadély
hudebni ,bitvy”. Woody Vasulka (1937-2019) a Steina
Vasulka (1940) zakladaji v New Yorku scénu The
Electronic Kitchen.

1973

Pavel Zajicek (1951) s Milanem Hlavsou (1951-2001)
zakladaji skupinu DG 307, slozenou z hudebnik

i nehudebnikd, jejiz hlukové, minimalistické

a aleatorni kompozice pfipominaji trendy soudobé
vazné hudby a pfedznamenavaji tvorbu pozdéjsich
industrialnich kapel.

1976

Karel Adamus vytvari objekt Zvuéna basen,
sestavajici z notového papiru, hiebikd a kladiva.

1977

Vystava The Record as Artwork: From Futurism to
Conceptual Art, kurator Germano Celant v Fort Worth
Art Center Museum, Texas, USA.

1978

René Coelho zaklada v Amsterdamu galerii
MonteVideo, vénovanou elektronickému obrazu.
Alois Pinos v kompozici Kontrapunkty prirody vyuziva
terénni nahravky zivl( - vody, vétru, zvitat a lidskych
hlasu.

1979

Na 8. Prazskych jazzovych dnech poradanych
Jazzovou sekci vystoupila britska art rockova skupina
Art Bears. Na zakazanych 10. Prazskych jazzovych
dnech v roce 1980 méla vystoupit francouzska
kapela Art Zoyd a probéhnout poslechovy program
vénovany zvukovym dilim Terryho Foxe.

1980

René Block otevira v Berliné a pozdéji v Pafizi
ikonickou vystavu o vztahu vytvarného uméni

a hudby Fir Augen und Ohren (Pro oci a usi). Paul
Panhuysen, Remco Scha a Heléne Panhuysen

v Eindhovenu zakladaji prostor a projekt Het
Apollohuis, centrum mezinarodniho kontextu pro
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1996

The first year of the Sonambiente sound art festival
takes place in Berlin. In Opava, Martin Klimes opens
the campus tearoom Bludny kamen [The Boulder].

1999

Petr Kotik establishes the Ostrava Center for New
Music and organises the first biennial Ostrava Days
Festival. The exhibition Action - Word - Movement -
Space, curated by Vit Havranek is organised in Prague
City Gallery.

2000

Kassak Centre for Intermedia Creativity in Nové Zamky
founded by Jozef Cseres and Jozsef R. Juhasz.

2001

His Voice Magazine is founded.

2003

Michal Rataj becomes the editor of Radioateliér,
a radio programme for acoustic arts, and establishes
Radiocustica, a radio art portal of Czech Public Radio.

2004

Glissando, an interdisciplinary journal for Central
European new music, is established in Warsaw.

2013

The exhibition 16-20000 Hz curated by Daniel
Vicek focused on sound in fine arts took place in
MeetFactory gallery in Prague. The first bigger
retrospective of Milan Gustar at DOX Center for
Contemporary Ar in Praguet.

experimentalni hudbu a zvukové umeéni, aktivni
zejména v 80. a 90. letech. V Jazzové sekci vydava
Karel Srp publikaci Partitury Jifiho Valocha.

1981

Ursula Block zaklada v Berliné obchod a galerii gelbe
MUSIK, vénované intermedialnimu uméni. Sochar
Cestmir Suska, filmaF Michal Baumbruk a hudebnik
Pavel Richter predstavuji v Praze premiérou Panaka
a vycpanakl Vytvarné divadlo Kolotoc.

1982

Petr Rezek vydava v Jazzové sekci soubor svych
prednasek z let 1976-1981 Télo, véc a skutecnost
v souc¢asném umeéni.

1983

Clen improvizaéni skupiny Zabi hlen, sochaf Ale$
Vesely, zaznamendava na magnetofon hrani smyccem
na své kovové skulptury (Zvuky soch).

1986

Rolf Langebartels v Berliné zaklada spolek Gianozzo
jako pokracovani Galerie Gianozzo, zaméfrené na
zvukové umeéni.

1987

Prvni série prehlidky experimentalni hudby

a zvukového uméni Audio Art Series v Krakové
(kurator Michat Chotoniewski) pokracuje od roku
1993 pod znackou Audio Art Festival. Jozsef R.
Juhdsz, Ottd Mészaros, llona Németh a Attila Simon
v Novych Zamkach zakladaji Studio erté, zamérené
na umeéni performance a intermedii.

1990

V Bratislavé zakladaji Milan Adamciak, Michal Murin
a Peter Machajdik Spolo¢nost pre nekonvenénu
hudbu - SNEH. Petr Kofron a Michal Blazek zacinaji
vydavat Casopis Konzerva / Na hudbu, vénovany
soucasnému vytvarnému umeéni a experimentalni
hudbé. Prvni ro¢nik Expozice nové hudby v Brné.

1991

V Bratislavé probiha prvni Festival intermedialnej
tvorby - FIT. Je zaloZzena brnénska scéna Sklenéna
louka (Zdenék Plachy a David Subik), zaméfena na
propagaci soucasné hudby a vizualniho uméni.
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1992

Na pozvani Milana Adamciaka pfijizdi do Bratislavy
John Cage a zahajuje vystavu svych partitur

v SNG. V klastere Plasy probiha prvni mezioborové
sympozium Hermit.

1996

Prvni ro¢nik festivalu pro zvukové uméni v Berliné

Sonambiente. V Opavé otevira pfi Univerzitnim klubu

Martin Klimes ¢ajovnu Bludny kamen.

1999

Petr Kotik zaklada Ostravské centrum nové hudby
a porada prvni bienale Ostravské dny nové hudby.
Pro Galerii hlavniho mésta Prahy pfipravil Vit
Havranek vystavu Akce, Slovo, Pohyb, Prostor.

2000

Jozef Cseres a Jozsef R. Juhasz zakladaji v Novych
Zamkach Kassak Centre for Intermedia Creativity.

2001

Zalozeni ¢asopisu HIS Voice v Praze.

2003

Michal Rataj se stava redaktorem programu
Radioateliér, zaméreného na akustickd uméni, a pfi
CRo zaklada radioartovy portal Radiocustica.

2004

Ve Varsaveé je zaloZzen ¢asopis Glissando jako
mezioborova platforma pro novou hudbu ve stfedni
Evropé.

288

289



Autori
Authors

Anna Kvicalova (1986) je historicka védy, ndbozenstvi
a percepce. Studovala v Brné, Amsterdamu a Berliné.
2013 az 2017 byla ¢lenkou vyzkumného kolektivu
Epistemes of Modern Acoustics na Institutu déjin
védy Maxe Plancka v Berliné. Je autorkou publikace
Listening and Knowledge in Reformation Europe
(Palgrave, 2019) a dalSich text( o zvuku, slySeni

a akustice. V soucasné dobé vede vyzkumny projekt
The Second Sense: Sound, Hearing and Nature in
Czech Modernity v Centru pro teoreticka studia

v Praze (Univerzita Karlova a AV CR).

Jitka Hlavackova (1976) je teoreticka uméni pUsobici
v Galerii hlavniho mésta Prahy, kde je kuratorkou
sbirky fotografie a novych médii. Nékolik let zde
pfipravovala cyklus pro zacinajici umélce Start Up.
Ve svém vyzkumu se zabyva déjinami a teorii akustic-
kého umeéni, fotografie, videoartu a obecné&ji uménim
reflektujicim soucasné technologické kontexty
zivota. Paralelné se vénuje také hledani ,verejného
jazyka uméni” v souvislosti se socialni, genderovou

a komunitni problematikou. Je autorkou a editorkou
nékolika katalogl a monografii (napf. Bohumil Kr¢il,
Torst 2007, Sochar Jifi Seifert, ArtHouse Hejtmanek,
2019). Od 2020 je koordinatorkou metodickych
vystupl programu Magistratu hlavniho mésta Prahy
Uméni pro mésto. Prilezitostné piSe pro ¢asopis

Art & Antique.

Martin Flasar (1979) je odborny asistent na Ustavu
hudebni védy Masarykovy univerzity v Brné. Mezi jeho
specializace patfi soucasna hudba a média, multi-
meédia a elektroakustickd hudba. Je autorem knihy
Poéme électronique, 1958: Le Corbusier, E. Varése, |.
Xenakis. Fakta, kontexty, interpretace a spoluautorem
nékolika monografii, zamérenych na soucasnou hudbu
a audiokulturu ve stfedni Evropé, zejména Uméni

a nova média (MUNI Press, 2011), Sound Exchange:
Experimentelle Musikkulturen in Mitteleuropa (PFAU
Verlag, 2012), Zvukem do hlavy (NAMU, 2012),
Electronic Music Today: Where Are We Going and What
Are We Doing? (JAMU, 2014), The Oxford Handbook

of Faust in Music (2019) a Remediation: Crossing
Discursive Boundaries (Peter Lang, 2019).

Anna Kvic¢alova (1986) is a historian of science, reli-
gion and the senses. She studied in Brno, Amsterdam
and Berlin; between 2013 and 2017 she was a member
of the research group Epistemes of Modern Acoustics
at the Max Planck Institute for the History of Science
in Berlin. She is the author of Listening and Knowledge
in Reformation Europe (Palgrave, 2019) and other texts
on sound, hearing and acoustics. Currently she is the
leader of the research project The Second Sense:
Sound, Hearing and Nature in Czech Modernity at the
Centre for Theoretical Study (Charles University & the
Czech Academy of Sciences) in Prague.

Jitka Hlavaékova (1976) is an art theorist and curator
of photography and new media collection in Prague
City Gallery, where she has curated also a program
centered on young artists, Start Up. In her research,
she is interested in the history of acoustic art, pho-
tography, video, and generally in art reflection of the
current technological contexts of life. She is dealing
with the popularization of art and searching for “the
language of public art “ in connection with social,
gender, and city communities’ topics. She is an author
or editor of number of catalogues and monographs
(e.g. Bohumil Kr¢il, Torst 2007, Sculptor Jifi Seifert,
ArtHouse Hejtmanek, 2019). She also works as a theo-
rist for Prague city program Arts for City. Occasionally
she publishes in Art & Antique magazine.

Martin Flasar (1979) is an Assistant Professor at the
Department of Musicology, Masaryk University in Brno.
Among his specializations are contemporary music
and media, multimedia, and electroacoustic music. He
is the author of the book Poéme électronique, 1958:

Le Corbusier, E. Vareése, I. Xenakis. Facts, Contexts,
Interpretations, and the co-author of several monog-
raphies focused on the contemporary music and
audio culture in Central Europe: Uméni a nova média
(MUNI Press, 2011), Sound Exchange: Experimentelle
Musikkulturen in Mitteleuropa (PFAU Verlag, 2012),
Zvukem do hlavy (NAMU, 2012), Electronic Music
Today: Where Are We Going and What Are We Doing?
(JAMU, 2014), The Oxford Handbook of Faust in

Music (2019), and Remediation: Crossing Discursive
Boundaries (Peter Lang, 2019), among others.

Michal Nejtek (1977) is a musician and composer
dedicated to contemporary music, as a soloist and
has worked in different ensembles as Jazzbox, Four
Roses, with Lee Davison. He was later a member of the
jungle-jazz band Jaromir Honzak’s Face Of The Bass
and the Limbo group. Currently he is the leader of the
punk-jazz-experimental unit NTS, works in the group
of David Koller and since 2012 he has been collaborat-
ing with Michal Pavlicek.

291



Michal Nejtek (1977) je hudebnik a skladatel, vénuje
se soudobé hudbé jako solista, plsobil v prazskych
jazzovych skupinach (Jazzbox, Four Roses, Lee
Davison). Pozdéji byl ¢lenem jungle-jazzové formace
Jaromira Honzaka Face Of The Bass ¢i skupiny Limbo.
Nyni vede punk-jazz-experimentalni jednotku NTS,
pUsobi ve skupiné Davida Kollera a od roku 2012
spolupracuje s Michalem Pavlickem.

Viktor Pantticek (1977) je hudebni védec a drama-
turg, zije a pracuje v Brné. Obor hudebni véda na
brnénské Masarykové univerzité absolvoval v roce
2003 a od té doby v Ustavu hudebni védy plisobi
jako pedagog. Byl dlouholetym dramaturgem festi-
valu Expozice nové hudby a od roku 2015 dramatur-
gem souboru soudobé hudby Brno Contemporary
Orchestra.

Milan Gustar (1963) je skladatel, programator,
vydavatel a audiovizualni umélec. Ve své tvorbé
pouziva ¢asto kombinatoriku, matematické principy,
teorii tonovych soustav, informatiku, aplikovanou
matematikou, modelovani, simulaci, mikrotonalitu

a algoritmické postupy. Jeho rliznorodé dilo obsahuje
prvky logického uvazovani a kombinatoriky a nazna-
Cuje i zaujeti pro smyslové, magické a excentrické.
Vytvoril fadu hudebnich kompozic, grafickych parti-
tur, zvukovych a multimedialnich instalaci a skladeb
probihajicich v realném case. Jeho realizace maji
podobu myslenkovych konceptll, osobnich patent(.
Pokud autor odhali a vytvori novy koncept, je jeho
fyzicka podoba jen ovérenim ocekavaného. Napsal
a vydal encyklopedii Elektrofony I. a Il. vénovanou
déjindm vynalezU, konstruktérd a tvarcl hudebnich
nastrojl, vyuzivajicich elektfinu a stru¢né dé&jiny
firem vénujicich se vyrobé elektronickych a elektro-
mechanickych hudebnich nastrojd.

Helena Musilova (1974) je kuratorka, teoreticka a his-
toricka uméni, zamérfuje se na Ceské a stfedoevrop-
ské uméni 20. stoleti, zejména na uméleckou scénu
60., 70. a 80. let. Intenzivné se vénuje fotografii

v kontextu vytvarného umeéni. Pracovala jako kura-
torka sbirky ceské malby 20. stoleti, kuratorka novych
médii a sbirky Jifiho Valocha v Narodni galerii v Praze,
kde byla v letech 2014-2016 feditelkou Sbirky moder-
niho a sou¢asného umeéni. V soucasnosti je hlavni
kuradtorkou Muzea Kampa.
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Viktor Pantiéek (1977) is a musicologist and curator,
living and working in Brno, Czech Republic. Panticek
graduated in musicology at the Masaryk University

in Brno in 2003, and since then he has been an as-
sistant professor at the Department of Musicology.
He was the long-time, programmer of the New Music
Exposition and since 2015 as well the programmer of
the Brno Contemporary Orchestra.

Milan Gustar (1963) is a composer, programmer,
publisher and audiovisual artist. In his work he often
uses combinatorics, mathematical principles, theory
of tonal systems, computer science, applied math-
ematics, modeling, simulation, microtonality and
algorithmic procedures. His diverse work contains
elements of logical reasoning and combinatorics

and also a passion for the perception, magical and
anomalous. He has created a number of musical
compositions, graphic scores, sound and multimedia
installations and compositions in real time and his
realizations are shaped as mind concepts, or personal
patents. If the author discovers and creates a new
concept, its physical form is only a verification of what
is expected. He wrote and published the encyclopedia
Electrophones I. and II. collecting inventions, design-
ers and constructors of musical instruments using
electricity and a brief history of companies engaged
in the production of electronic and electromechanical
musical instruments.

Helena Musilova (1974) is a curator, theorist and art
historian focusing on Czech and Central European
art of the 20th century, especially the art scene of
the 60s, 70s and 80s. She focuses on photography

in the context of fine arts. She worked as a curator of
the collection of Czech painting of the 20th century,
curator of new media and the collection of Jifi Valoch
at the National Gallery in Prague, where she was the
head curator (2014-2016) of the Collection of Modern
and Contemporary Art. She is currently the head cura-
tor of the Kampa Museum.

Jozef Cseres (1961) is a lecturer on aesthetics and
the philosophy of music, visual arts and interme-

dia at Masaryk University in Brno, Czech Republic.
The main topics of his research are the problems of
symbolism and representation in the arts, intermedia
and multimedia, and experimental and improvised
music. Alongside his scientific and pedagogic career,
he is also active as a curator and publisher. Since
1997 he is the director of the international project
The Rosenberg Museum in Violin, Slovakia. Between
1999 and 2010 he was an editorial board member

of the international journal for literature and arts,
Magyar MUhely (Hungarian Workshop). Since 2001 he
has been running the HEyeRMEarS label, devoted to
experimental and improvised music and intermedia
creativity.

Michal Kindernay (1978) is an intermedia artist work-
ing with interactive connections of sound, image, and
other inputs, recently he became active in the field of
acoustic ecology. His works include video perfor-
mances, installations and interactive projects. He
studied at the Faculty of Fine Arts at Brno University of
Technology and at the Center of Audiovisual Studies
at FAMU. Since 2006 he is also working with live video
(Opthalmodensis). He collaborated on the research

of interrelating the image, sound and atmospheric
processes using modified recording devices (Noise
Calypsos; Art Pollution Kit; Wind[cam], Calendarium
Ceeli MMXIX, etc). He is a co-founder of the artist
collective yo-yo, member of RurArtMap, Skolska 28,
Agosto Foundation in Prague. He has exhibited his
work internationally.

Dusan Barok (1979) is a PhD candidate at the Media
Studies Department of the University of Amsterdam,
completing his dissertation on Publishing and
Contemporary Art Preservation. He is founding editor
of the Monoskop platform for studying arts, culture
and media, and his practice involves networked me-
dia, participatory events, experimental publishing, and
art preservation.

Milos Vojtéchovsky (1955) is a curator and peda-
gogue. Since the mid-1970s he has been engaged
in experimental music and fine arts here and there.
Collaboration with the Imaginary Museum Projects
(mediaarcheological project Orbis Pictus Revised,
ZKM 1992-1997), worked at the Department of Art
Theory and History at the Faculty of Fine Arts of the
Brno University of Technology and at the Center for
Audiovisual Studies at FAMU. Initiator of numerous
cultural projects such as The Hermit Foundation,
Frontiers of Solitude project, or Sonicity.cz, etc.

Martin Klimes (1960) is a curator and conceptual
artist, lives and works in Opava. Since 1981, he has
founded, managed or co-operated several exhibition
spaces such as the Gallery in the Chapel in Janské
Koupele near Opava, the Small Gallery of the VSV

in Brno, the Studio of the Youth Club in Opava, the
House of Arts in Opava, the Albertovec Gallery and
the Cella Gallery in Opava. In 1996, he founded the
association Bludny kdmen. As a curator and organizer
since the early 80’s organizes exhibitions of contem-
porary art, concerts and festivals of contemporary ex-
perimental music (Movement-Sound-Space, Two Days
of Contemporary Music, Minimarathon of Electronic
Music). Publishes articles on fine and sound art in
exhibition catalogs and professional publications, and
as artist participated in a number of solo and group
exhibitions in Czech Repubic and abroad.

Jozef Cseres (1961) prednasi estetiku a filosofii
hudby, vytvarného uméni a intermédii na Masarykové
univerzité v Brné. Hlavnim tématem jeho vyzkumu
jsou problémy symboliky a reprezentace v uméni,
intermédiich, multimédiich, experimentalni a impro-
vizované hudbé. Vedle své védecké a pedagogické
drahy pUsobi také jako kurator a vydavatel. Od

roku 1997 je reditelem mezinarodniho projektu
Rosenbergovo muzeum ve slovenském Violiné.

V letech 1999 az 2010 byl ¢lenem redakéni rady mezi-
narodniho ¢asopisu pro literaturu a uméni Magyar
Muhely. Od roku 2001 provozuje label HEY* RME®'S,
zaméfeny na experimentalni a improvizovanou
hudbu a intermedialni tvorbu.

Michal Kindernay (1978) je intermedialni umélec

a kurator. V poslednich letech se zabyva akustickou
ekologii, sonifikaci védeckych dat a interaktivnim
videem. Je autorem videi, kompozic sestavenych

z terénnich nahravek, audiovizualnich instalaci

a vystoupeni (Noise Calypsos; Art Pollution Kit;
Wind[cam], Calendarium Caeli MMXIX, atd). Studoval
na FaVU v Brné a v Centru audiovizualnich studii
FAMU. PGsobil v galerii Skolska 28, v nadaci Agosto
Foundation, spolupracuje s umélci a uméleckymi
kolektivy, ¢asto v mezinarodnim kontextu. Inicioval
umeélecky kolektiv yo-yo a RurArtMap. Vystavoval na
fadé vystav a symposii v Cesku a zahranié&i.

Dusan Barok (1979) je doktorand katedry medialnich
studii na Amsterdamskeé univerzité, kde dokoncuje
disertaci na téma publikovani a uchovavani soucas-
ného uméni. Je zakladajicim redaktorem platformy
Monoskop pro studia uméni, kultury a médii. Jeho
zajem a vyzkum se zamérfuje na oblasti jako sitova
média, participativni akce, experimentalni publiko-
vani a uchovavani uméni.

Milos Vojtéchovsky (1955) je kurator a pedagog. Od
poloviny 70. let se zabyva experimentalni hudbou

a vytvarnym umeénim. Spolupracoval na mediaarcheo-
logickém projektu v rdmci Imaginary Museum Projects
(Orbis Pictus Revisited, ZKM, 1993). Pracoval v Narodni
Galerii v Praze, vyucoval na Katedre teorie a dé&jin uméni
FaVU VUT v Brné a v Centru audiovizudlnich studii
FAMU, spolupracoval s galerii Skolska 28, byl iniciatorem
projektd jako nadace Hermit a Centra pro Metamedia
Plasy, radiojeleni.cz, sonicity.cz, Na pomezi samoty atd.
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Martin Klimes (1960) je kurator a konceptualni
umélec, Zije a pracuje v Opavé. Od roku 1981 zalozil,
vedl nebo spoluprovozoval nékolik vystavnich pro-
stor, jako jsou Galerie V kapli v Janskych Koupelich
u Opavy, Mala galerie VSV v Brné&, Studio Klubu
mladych v Opaveé, Ddm uméni v Opavé, Galerie
Albertovec u Opavy nebo Galerie Cella v Opavé.

V roce 1996 zalozil spolek Bludny kdmen. Jako kura-
tor a organizator od pocatku 80. let pofada vystavy
soucasného vytvarného uméni, koncerty a festivaly
soudobé experimentalni hudby (napf. Pohyb-Zvuk-
Prostor, Dva dny soudobé hudby, Minimaraton
elektronické hudby). Publikuje ¢lanky o vytvarném

i zvukovém umeéni v katalozich vystav a v odbornych
publikacich, ucastnil se fady samostatnych a skupi-
novych vystav u nas i v zahranici.

Jakub Frank (1993) pracuje jako kurator Muzea uméni
Olomouc a projektu Central European Art Database.
V letech 2018-2019 pUlsobil jako manazer PR a komu-
nikace v galerii PLATO v Ostravé. Od roku 2013 je
kurdtorem Galerie Cella a Hovoren a ¢lenem spolku
Bludny kdmen v Opavé. Od roku 2017 je kuratorem
vystavni sekce festivalu Luhovany Vincent a ¢lenem
olomouckého hudebné promotérského kolektivu
8848. Od roku 2020 je spolukuratorem ostravského
festivalu uméni ve vefejném prostoru Kukacka.
Zabyva se mapovanim a propagaci nezavislé audiovi-
zualni kultury a sou¢asného uméni.

294

Jakub Frank (1993) works as curator of the Museum
of Fine Arts in Olomouc and of the project Central
European Art Database. Between 2018-2019 worked
as PR and comunication manager in Galerie PLATO,
Ostrava. Since 2013, he worked as curator of Galerie
Cella a Hovoren and is a member of Bludny Kamen
asociation in Opava. Since 2017, he was curator of
the exhibition department of the Luhovany Vincent
festival. He is member of the music collective 8848,
since 2020 he has been co-curator of the art festival
Kukacka, taking place in public spaces in Ostrava. He
is interested in mapping and supporting independent
audiovisual culture and contemporary art.
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