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Prihovor/Welcome message

Viazené kolegyne,
vazeni kolegovia,
Horizonty umenia patria
neodmyslitelne k jednej
z vyznamnych aktivit
Fakulty muzickych
umeni Akadémie
umeni. Webovych
konferencii a navyse aj
s medzinarodnym
vyznamom, ktoré
vytvaraja priestor na
konfrontaciu ndzorov

z umeleckej, vedecko-
vyskumnej

a pedagogickej oblasti
na Slovensku skutoc¢ne
nie je vela.

Mam radost’, Ze prave Fakulta muzickych
umeni Akadémie umeni sa moZze takouto
aktivitou popysit.

Tento ro¢nik je uz jedenastym ro¢nikom,
atak zaCina druhé desatrolie tradicie
konferencie.

Medzindrodnd vedecka a umelecka
webova konferencia Horizonty umenia je
platformou prezentovania teoretickych
vysledkov vysokoSkolskych pedagdgov,
aktivnych umelcov a skladatelov zo
Sirokej problematiky umenia a jeho
pribuznych odborov.

Vysoko vyzdvihujem fakt, Ze aktivni
ucastnici  konferencie s aj z radov
pedagdégov Fakulty muzickych umeni,

Dear colleagues,
Horizons of Art is
inherently one of the
Important activities of
the Faculty of Music
Arts at the Academy
of Arts.

There are really not
many web
conferences, also with
international
significance, which
create space for the
opinion confrontation
from the artistic,
scientific-research and
pedagogical fields in
Slovakia.

I am happy that the Faculty of
Performing Arts at the Academy of Arts
can organize such an event.

This year is the eleventh year, and
therefore it starts the second decade of
the conference.

The international scientific and artistic
web conference Horizons of Art is a
platform for presenting the theoretical
results of university teachers, active
artists and composers from a wide range
of art and related fields.

I highly commend the fact that active
conference participants are part of the
teaching staff of the Faculty of
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¢im fakulta jasne preukazuje vysoku
urovenn odbornej tvorivej spdsobilosti
vlastnych zamestnancov.

Nemej dolezitym a poteSujucim faktom
je uz jej spominany medzindrodny
charakter. Vdaka tomuto atributu sa
ponuka priestor pre Sirok(l polemiku o
umeni v medzindrodnom kontexte. Aj
prostrednictvom tejto konferencie sa
fakulta dostava do SirSieho eurdpskeho
povedomia.

Roznorodost’ zapojenosti u€astnikov do
konferencie Horizonty umenia hovori o
€] uspesSnosti. Tento rok sa na
konferencii zac¢astnilo 22 ucastnikov a to
nielen z réznych krajin Eurdpy ako
Slovensko, Ceska republika, Ukrajina,
Srbsko, Spojené Kralovstvo, Rusko,
Mad’arsko ¢i Pol'sko, no sme mali ¢est’
privitat’ aj prispevky autorov z USA,
Ciny, Malajzie a Sri Lanky. Tato $iroké
Skala  zapojenych  ucastnikov  len
dokazuje, ze Horizonty umenia st svojou
koncepciou prinosné a
napinaju tak vietky svoje vyty&ené ciele.

zaujimave,

Na zaver chcem podakovat rieSitel'om
konferencie za ich aktivny a

profesionalny  pristup pri  priprave
jednotlivych  ro¢nikov ~ Horizontov
umenia.

Do novej dekady Horizontov umenia im
prajem vel'a d’alSich sil a tvorivého elanu.

Performing  Arts, which clearly
demonstrates the high level of
professional creative competence of its
employees.

No less important and a gratifying fact
is the already mentioned its
international character. Thanks to this
attribute, there is room for a broad
discussion about art in an international
context. Also, through this conference,
the faculty is becoming more widely
known in Europe.

The diversity of the participants'
involvement in the Horizons of Art
demonstrates the conference success.
This year, 22 participants participated
in the conference, who were not only
from various European countries such
as Slovakia, Czech Republic, Ukraine,
Serbia, United Kingdom, Russia,
Hungary, or Poland, but we were
honored to welcome participants also
from the USA, China, Malaysia, and Sri
Lanka. This wide range of participants
only proves that the Horizons of Art
concept is interesting, beneficial and
that it fulfills all goals set.

Finally, I would like to thank the
conference researchers for their active
and professional approach in the
preparation of all volumes of Horizons
of Art. | wish everyone a lot of strength
and creative energy in the new decade
of Horizons of Art.

doc. Mgr. art. Mgr. Peter Spildk, PhD., ArtD.
Dekan FMU AU/Dean of the FMU AU
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Dr. habil. Asztalos Bence DLA
Eszterhazy Karoly Catholic University, Hungary

ORCHESTRA EDUCATION!

ABSTRACT

The drastic decline in the number of classical music concertgoers, the decline in audience
numbers and the ageing of the audience, and the need to reverse this trend are among the most
topical tasks of concert education. The study examines the implementation of the music
education strategy in the operation of the Budapest Festival Orchestra (BFO). After a brief
overview of the pedagogical background of BFO education and a brief history, the study will
introduce some of the educational modules, separating the pedagogical concepts of educating
the audience and the performer.

Keywords: orchestra, education, strategy, audience, performer

As a violinist, [ have been involved in the Budapest Festival Orchestra (BFO)’s special musical
education mission for 30 years. My aim in this study is to showcase the results, providing
practising and prospective music educators with a model of the extra-curricular ways of music
education. The BFO’s education strategy is not only focused on the time spent in educational
institutions, but also on lifelong education. It follows that in many cases BFO education is a
musical education activity outside the educational institution, but this study would like to show
the way, the method and the form in which it is also carried out within the school. It is not only
a strategy to educate the audience, but also the performer, and | will point out the elements of
this strategy.

When it comes to orchestral audience education, Leonard Bernstein’s legendary Young
People’s Concert, widely regarded as the longest-running music education series in the world,
cannot be ignored. Bernstein took the program to new heights as leader of the New York
Philharmonic, leading the NYF in 53 of these concerts at Carnegie Hall and Lincoln Center
between 1958 and 1972. With the involvement of CBS Television — the first televised concert
broadcast from Avery Fisher Hall — hundreds of thousands of parents in 40 countries sat their
children in front of the TV, and these performances inspired musicians and music lovers for
generations.

Nowadays, more and more Hungarian musical institutions are trying to reach (and reach
audiences) with their own educational programmes. From the field of concert education in
Hungary, we should mention the work of Laszl6 Lukin, who was the artistic mediator of the
youth concerts of the National Philharmonic from 1954 until his death. When reviewing the
literature on concert pedagogy in Hungarian, we find mostly works from the last decade and a
half. The most significant of these is the PhD thesis of Zsolt Kérmendy (2015), a lecturer at the

! This study is a revised version of Zenekari nevelési tevékenység (Asztalos, 2018).
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Liszt Ferenc Academy of Music Budapest. In it, the author draws on his experience in concert
pedagogy as a staff member of the Palace of Arts Budapest. Judit Varadi, a professor at the
University of Debrecen, defended her PhD thesis (Varadi, 2010) at the University of Jyviskyld
in Finland. In the years since then, she has enriched the field of pedagogy with lectures and
studies.

One may ask what are the objectives of the institutions (music ensembles, concert
organisers and concert host centres) in the implementation of such an educational programme.
In the opinion of the coordinators of educational programmes in music institutions, the focus is
clearly exclusively on educational objectives in a 10—-15-year perspective. In the longer term,
however, economic considerations are also involved, as they are educating their own future
audiences and ticket buyers through their programmes.

Going to a concert is part of becoming a recipient, of socialising into an audience. The
ambivalent attitude of certain sections of the potential concert-going public towards the concert
experience is also due to the fact that this socialisation process does not take place at the right
age (Retkes & Varkonyi, 2010).

BFO educational modules

The educational function of musical institutions (music ensembles, concert halls, educational
institutions) is expanding, requiring new methods and techniques of transmission. The Budapest
Festival Orchestra realised the importance of this field almost at the same time as it was founded
(1983), and over the last three decades it has developed a systematic and well-functioning
collaboration between the orchestra and public and higher education institutions. All this is in
line with Zoltan Kodaly’s ideas on the quality criteria for the musical experience and the
musical experience for children (Kodaly, 1982). The BFO itself creates and defines the structure
of these programmes, which are important elements in making the environment attractive,
finding new and more informal venues for encountering music, and adapting to the rhythms of
young people’s lives. The orchestra’s artists quickly recognised the importance of this task and
the beauty of the artistic-educational challenge it involves, with the musicians themselves often
inventing new elements of the educational programme and developing the experience they have
gained, incorporating it into their next encounter with young people. The orchestra develops a
musical education strategy that takes into account the age of the target audience, enhancing the
experiential nature of the reception and contributing to the complexity of the musical
experience. The following section highlights important elements from the educational modules
of the BFO.

2022 marked the sixth edition of the SquareDanceConcert (TérTancKoncert). The
programme is not only about music and dance, but the main thrust of the educational strategy
is acceptance and tolerance. Every year, five hundred children — often from the most
disadvantaged regions of the country — dance together to the orchestra’s music in Budapest’s
Heroes’ Square. The schools involved in the large-scale, free outdoor concerts are partners in
getting more Roma and non-Roma, disadvantaged and more fortunate children to dance
together. Performers work in regional centres for months in weekly rehearsals led by dance
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teachers and orchestra artists. The aim is to bring the communities involved together and
strengthen their social skills. This presence together creates what the French sociologist Emile
Durkheim (2003) calls “collective effervescence”, the feeling of belonging to a concrete, real
group. The results confirm that music can build a special bond between people regardless of
gender, social status or ethnicity. The SquareDanceConcert teaches people to work together and
to be open and attentive to each other.

“Young people love classical music, but they need an environment where they can be
together, at a time when their parents are asleep and they are awake” (Fischer, 2017). Leaving
behind the concert halls, the BFO here addresses a community of young adults living the
nightlife by repackaging a single large orchestra concert at 11:30 at night in Budapest’s Varkert
Bazar. To those who are open-minded and like to explore the arts in unusual circumstances.
Unusual, because the audience sits or lies down in the orchestra, sitting on beanbags; from a
completely new perspective, in unique acoustic conditions, in close proximity to the musicians,
where the instruments are at arm’s length. It is also a great experience for the orchestra’s artists,
because the way they play is completely changed by the fact that the audience is often 30-40
cm away from the musician’s instrument, so that every little reaction can be felt, from their
smiles to the rhythmic drumming of their fingers to their yawns. Meanwhile, the audience is
treated to a short, insightful, entertaining introduction to the work by the conductor, one
musician at a time. Midnight Music concerts usually end at half past one in the morning, with
the audience not wanting to go home. It is one of the most popular forms of audience education
at the BFO.

The education module “See what you hear”, in which school students (aged 12-19) will
make a short film using any technique on music given and played by the BFO, will be linked
to the complex audiovisual art form of film. Participants will be asked to write a script following
the musical process, then perform it, and do the cinematography and editing. The aim is to
express the thoughts, feelings and inspirations that the music has awakened in the students. The
works are judged by a prestigious film jury, which includes such filmmakers as Marcell
Jankovics, Ildik6é Enyedi or Kornél Mundrucz6. Based on their decision, the most successful
films are screened at a gala event in the Béla Bartok National Concert Hall of the Palace of Arts
Budapest.

The BFO’s repertoire has included operas for children for many years, which the
orchestra performs in concert halls and then brings to schools in the countryside and Budapest
— and thus to thousands of young people — free of charge. These productions are not only for
children, but often they themselves perform in the operas, making it much easier for the young
people in the audience to identify with the works (Tossenberger, 2017). The selection of works
is based on the importance of their educational value and interpretation. The repertoire itself is
unique in this context: Viktor Ullman’s Der Kaiser von Atlantis, Hans Krasa’s Brundibar, Kurt
Weill’s He who says yes, Benjamin Britten’s Noye’s Fludde all offer pedagogical examples
that take students’ thinking into areas rarely touched upon.

One of the oldest educational programmes is the Cocoa Concert series, which promises
“family-friendly, storytelling weekend afternoons for 5-12 year-olds and, of course, their
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parents and grandparents, making friends with music” (BFZ, 2024). With 3-4 minute solo or
chamber performances, the orchestra leader and a musician “introduce the audience of pre-
school and school children to the world of instruments and music listening habits with humour
and enthusiasm”. Foreign children living in Hungary can participate in English-language
Cocoa concerts, and the orchestra holds special Cocoa concerts for children with autism, for
whom the role of music in their social interactions has been demonstrated by numerous studies
(Kim, Wigram & Gold, 2009). This is in line with the ideas of music director Ivan Fischer: “A
child who finds it difficult to express himself with words can be reached with music, because
his feelings are the same as any other person’s” (Belinszky, 2015).

The BFO wants to achieve the goal of maintaining the level of learning needs in old age.
By visiting the homes of the elderly dozens of times a year, the BFO’s chamber music groups
make music accessible to people who would not be able to do so or would have to make great
efforts to do so.

The orchestra’s musical education strategy also aims to educate the performer. For three
decades, the BFO has not only been cultivating its own audience, but has also developed a
unique way of nurturing its own musicians. In the late 1980s, it set up a scholarship scheme
which offered talented young instrumentalists and graduating university students committed to
the highest standards of orchestral playing the opportunity to participate in BFO productions as
scholarship members after meeting extremely high admission requirements. This is not the
usual practice in musical ensembles (orchestras, opera houses), which in many cases try to play
or sing the missing, minor parts with the minimum financial outlay. In this case, the scholarship
holders became full members of the orchestra, following the instructions of their orchestra
tutor/teacher, and after one or two seasons they became official members of the orchestra.
Perhaps the first step in this work is the initiative to allow young musicians, music high school
students and music academy students to sit in on an orchestral programme (for example, a
movement of a Beethoven symphony) and to experience playing with the BFO during a
performance.

Many studies and professional opinions consider singing as the starting point for all
musical activity. A very important step towards the musical education of the BFO’s musicians
and the maintenance of the demand for knowledge is the fact that the orchestral musicians. The
BFO instrumentalists regularly perform as the BFO’s choir in the official and encore
programmes of large orchestral concerts and as chorus in opera productions. All this requires
the continuous development of the vocal skills of orchestral musicians, so it is common practice
that rehearsals for tutti in the large orchestra regularly begin with singing in and rehearsals for
chorus.

Another important initiative in the maintenance of this need for knowledge is the Sandor
Végh Competition. The competition, named after the great chamber musician, will see the
BFO’s artists prepare a set of works for competition, the best of which will be performed at a
concert for large orchestra in the following season, as decided by a distinguished international
jury. The BFO’s rehearsals can be followed online as a means of maintaining constant control
and high professional standards.
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Conclusion

The educational strategy outlined in this study could be a response to the challenges of modern
music education. The extracurricular approach to music education described above is now a
necessity and must be part of the music teacher’s toolbox. Sir Simon Rattle’s words were
addressed to the musicians of his orchestra, the Berlin Philharmonic, but they now also set the
tone for the educational activities of orchestras: “You’ve been fantastic high priests but you
now have to be evangelists as well” (Jeal, 2017).

References

1.

Asztalos, B. (2018). Zenekari nevelési tevékenység. in: Dombi, J & Varjasi, G (ed.): A
zenepedagogia uj eredményei. Tanulmanykotet. SZTE JGYPK Mivészeti Intézet,
Szeged, pp. 3944, https://www.bfz.hu/kakaokoncertek (retrieved on 10.07.2024)

2. Belinszky, A. (2015). Hogyan segithet a zene? — egy autizmusbarat koncert tapasztalatai.
https://playliszt.reblog.hu/egy-autizmusbarat-koncert-tapasztalatai (retrieved on
10.07.2024)

3. Durkheim, E. (2003). 4 valldsi élet elemi formdi. L/Harmattan, Budapest

4. Jeal, E. (2017). Simon Rattle: ‘I would have been wary about taking the job had | known
about Brexit’. https://www.theguardian.com/music/2017/aug/04/simon-rattle-interview-
london-symphony-orchestra-brexit (retrieved on 10.07.2024)

5. Kim, J.,, Wigram, T. & Gold, C. (2009). Emotional, motivational and interpersonal
responsiveness of children with autism in improvisational music therapy. Autism, 13/4,
pp. 389409

6. Kodaly, Z. (1982). Visszatekintés II. Zenemiikiado, Budapest

7. Kormendy, Zs. (2015). Koncertpedagogia, a befogadova nevelés alternativ utja. Doctoral
(PhD) Thesis. E6tvos Lorand University Budapest

8. Retkes, A. & Varkonyi, T. (ed.) (2010). Zene, miivészet, piac, fogyasztas — NKA kutatasok
5. Kultindex, Budapest

9. Tossenberger, A. (ed.). , Eljiik dat az éromét!” 2018-19 Budapest Festival Orchestra
Season Brochure. Budapesti Fesztivalzenekar Alapitvany, Budapest, 2017

10. Varadi, J. (2010). How to educate an audience to acquire a taste for classical music?
Doctoral (PhD) Thesis. University of Jyvéskyla

Contact

Dr. habil. Asztalos Bence DLA
Eszterhazy Karoly Catholic University, Hungary
asztalos.bence@uni-eszterhazy.hu

12

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni

Horizonty umenia


https://www.bfz.hu/kakaokoncertek
http://playliszt.reblog.hu/egy-autizmusbarat-koncert-tapasztalatai
https://www.theguardian.com/music/2017/aug/04/simon-rattle-interview-london-symphony-orchestra-brexit
https://www.theguardian.com/music/2017/aug/04/simon-rattle-interview-london-symphony-orchestra-brexit
mailto:asztalos.bence@uni-eszterhazy.hu

Mgr. Marie BeneSova, DiS.
ZUS Bediicha Smetany, Plzefi, Ceska republika

THE CHILD'S PERSONALITY IN RELATION TO MUSIC

EDUCATION
OSOBNOST DITETE VE VZTAHU K HUDEBNIMU VZDELAVANI

ABSTRACT

Every child is influenced by many external and internal factors during their development.
External factors, like the environment they grow up in, largely determine which talents they
develop and what kind of person they become. On the other hand, internal factors, which are
innate, also play a big role in their development and affect how they respond to their
environment. Knowing these aspects helps us, as teachers, to convey knowledge and skills to
children in a way that fits their personality.

Personality psychology, developmental and cognitive psychology are significant helpers in this
and should be given more attention. The field of personality psychology includes
a comprehensive theory founded by Carl Gustav Jung, which evolved into the MBTI (Myers-
Briggs Type Indicator) and is currently known in the Czech Republic as Type Theory. Type
Theory gives us insight into children's personalities from the perspective of their innate needs.
If a teacher understands the innate needs of their students and choose the right methods based
on them, they can inspire a love for music in every child.

Keywords: child’s personality, musical development, methodology, innate needs, MBTI

ABSTRAKT

Kazdé dité je béhem svého vyvoje ovliviiovano fadou vnéjsich i vnitinich faktort, které ho
formuji. Vnéjsi faktory, tedy prostredi, ve kterém vyrtstd, od mikrosystému po makrosystém,
od rodiny po Sirokou spolecnost, z velké miry urcuje, které vlohy se u n¢j rozvinou a v jakého
clovéka vyspéje. Z druhé strany velkou roli ve vyvoji hraji i vnitini faktory, které znacné
ovliviuji jeho reakce na prostiedi. Tyto vnitini faktory jsou vrozené. Védét o téchto aspektech
nam, ucitelim, pomaha ve zprosttedkovani védomosti a dovednosti détem takovym zplisobem,
ze v ramci svého osobnostniho nastaveni mohou nami predkladanou latku pfijmout za své.
Zahrat na ty spravné struny ditéte, aby spatrilo krasu hudby, Ize mnoha zpiisoby, ale Zadnym
univerzalnim. Psychologie osobnosti, vyvojova a kognitivni psychologie jsou v tomto
vyznamnym pomocniky, kterym je dulezité vénovat vice pozornosti. Oblast psychologie
podoby MBTI (Myers-Briggs Type Indicator) a v sou¢asné dobé je v Ceské republice zndma
pod pojmem Teorie typti. Pravé Teorie typt nam dava jedno z voditek k osobnostem déti, a to
Z hlediska jejich vrozenych potieb. Pokud ucitel pozné vrozené potieby svého zdka a zvoli
vzhledem k nim spravné metody, mize v kazdém ditéti rozeznit lasku k hudbé.

Kli¢ova slova: osobnost ditéte, hudebni rozvoj, metodika, vrozené potieby, teorie typt
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UvOD

Lidsky mozek se déli na dvé mozkové hemisféry, kdy levad hemisféra mé na starosti analytické
mysleni, logiku, matematické a feCové schopnosti a prava hemisféra zas predstavivost,
kreativitu, intuici a neverbalitu. Aby Cloveék dosahl psychické pohody, je tfeba rozvijet
a propojovat ob€. A hudba ma tu moc zapojit téméf cely mozek.

Tak pravi véda. Pokusme se ale pfevést tuto teorii do praxe a predstavme si, Ze chceme jednim
zpusobem presvédcCit nezasvécenou skupinu lidi, ze 1 kdyz naptiklad matematika zastdva ve
Skolnim systému absolutn¢ nezpochybnitelné misto, velky vliv na rozvoj déti ma i hudebni
vychova. Prvni respondent bude vazné ptikyvovat, protoze argument je logicky, védecky
podlozeny a dava smysl. Druhy respondent ale neni pfesvédCen a zacne zivé argumentovat
a uvadet priklady, ze prava mozkova hemisféra se da rozvijet 1 jinymi zplisoby nez hudbou,
bude si stat pevné za svym nazorem, ze hudebni vychova neni nezbytnym predmétem. Tretiho
respondenta nebudou zajimat tolik logické argumenty, ale bude podporovat hudebni vychovu
s ptesahem do jinych Skolnich predmétt, do psychologie a osobnostniho rozvoje. A ctvrty
respondent ndm bude zive skdkat do feCi se svymi nazory, nebude mit trpelivost si vyslechnout
logické argumenty, nebude ho zajimat hlubsi smysl, ale bude ho zajimat, zda s sebou neméame
hudebni nastroje, které by si mohl vyzkouset, kdyz jsme ti muzikanti.

Ctyii hypotetiGti lidé a &tyii reakce na jednu argumentaci. Je jisté, ze k presvédéent je tieba vic
nez jeden univerzalni piistup, protoze tito lidé byli kdysi détmi, se Skolou a s hudebni vychovou
ziskali rdzné zkuSenosti, ale hlavné do vinku dostali rizné osobnostni nastaveni. Klademe si
tedy otazku, jak bychom my, ucitelé hudebni vychovy, mohli pro hudbu ziskat co nejvice lidi,
ktefi nasledn€ porozumi vyse zminénému faktu a ptijmou ho za své. Odpoveéd’ je nasnade¢.
Jednou z cest je vychovat k hudbé dali generaci. Tuto pravdu hlasal jiz Jan Amos Komensky,
ktery tvrdil, Ze pokud chceme zménit svét, musime dobte vychovat dalsi generaci.

Rekli jsme, Ze univerzalni zptisob presvéddovani, potazmo vyuky neexistuje. Existuji viak
védy, které ndm mohou velmi pomoci. Jedna se o kognitivni a vyvojovou psychologii
a 0 psychologii osobnosti. Pravé do té posledni patii jizZ zminéna Teorie typti.

Teorie typi

Teorie typt je termin, ktery se do povédomi ¢eské vetejnosti zapsal zejména diky psycholozce
Sérce Mikové. Ve svété je ale znam pod terminem MBTI (Myers-Briggs Type Indicator). Jedna
se o typologii osobnosti vytvofenou dvéma Ameri¢ankami — Isabel Briggs Myers a jeji matkou
Katharine Cook Briggs. Zaklady vSak byly polozeny jesté pred témito tfemi Zenami Carlem
Gustavem Jungem.

Hlavni principy spocivaji v tom, ze kazdy clovék ma vrozené preference pro urcité zptisoby
vnimani svéta a rozhodovani. Tato teorie zdlraziuje, ze zadny typ osobnosti neni lepsi nebo
horsi nez jiny, ale kazdy ma své silné a slabé stranky. Porozuméni témto typtim miize pomoci
jednotlivetim lépe komunikovat, fesit konflikty a vyuZzivat své pfirozené schopnosti efektivné;ji.
V Americe z této teorie vznikl jeden z nejrozsifenéjSich osobnostnich testt, ktery firmy velmi
Zasto piedkladaji uchaze¢tim o zaméstnani. V Ceské republice ale vznikl ojedin&ly projekt jiz
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zminéné Sarky Mikové, ktera jakozto détska psycholozka aplikovala Jungovu teorii a MBTI na
déti.

Teorie typa Sarky Mikové

Sarka Mikova je Geska odbornice na psychologii osobnosti, ktera se specializuje na aplikaci
teorie typll v rodinném prostiedi. Svymi knihami, seminafi a kurzy pomahé rodi¢im lépe
porozumeét sobé samym 1 détem. Zameétuje se na podporu individudlniho piistupu, ktery
respektuje jedinecnost kazdého ditéte a rodice. Jeji prace zduraznuje dalezitost sebepoznani
a porozuméni rozdiliim mezi jednotlivymi typy osobnosti, coz vede k lepSim rodinnym
vztahiim a efektivnéjSimu feSeni konflikta.

Stejné jako v ptipadé¢ MBTI vymezuje 16 typli osobnosti, a ty rozdéluje do ¢tyi skupin podle
vrozenych potieb na tzv. NT typy, NF typy, SJ typy, SP typy. Prave tyto ¢tyii skupiny a jejich
potieby jsou pfedmétem mého soucasného vyzkumu.

Ctyfi sady vrozenych potieb ve vztahu k hudebnim aktivitam

NF typy

Déti ze skupiny NF typa jsou obvykle velmi empatické, idealistické a maji silny smysl pro

moralku. Jsou intuitivni a emocionalni, ¢asto je zajimaji lidské vztahy a socialni otazky. Tyto

déti maji bohaty vnitini svét a Casto se zajimaji o uméni a humanitni obory.

Potiebuji emocionalni podporu a pochopeni, aby se citily bezpecné€ a cenény. Vyzaduji prostor

pro vyjadieni svych pocitl a napadi, stejné jako prilezitosti pro tviir¢i ¢innosti a osobni rust. Je

pro n¢ dilezité byt v prostiedi, kde jsou podporovany jejich idealistické vize a kde mohou citit,

7e jejich ndzory jsou respektovany a oceniovany.

Pii vzdélavani déti NF typi je dilezité vytvorit prostiedi, které podporuje jejich kreativitu

a emociondlni inteligenci. Pedagogové by méli vyuzivat metod, které umoziiuji osobni

a hodnotové orientované uceni, jako jsou projektové prace, diskuse a spoluprace. Dulezité je

také zahrnout do vyuky prvky uméni a humanitnich véd, které mohou stimulovat jejich zéjem

0 lidské pribéhy a socialni otazky.

Z hlediska hudebniho rozvoje se jevi tyto déti jako idedlni zaci, protoze obecné pro uméni maji

vrozeny cit. Pfirozené je zajima, ukryva v sob¢ totiz hlubsi smysl a jedinecnost, které tyto déti

vyhledévaji a jsou pro né€ dulezitou zivotni hodnotou. Aktivity zamétené na umélecké vyjadient,

imaginaci, stimulaci fantazie, vyjadfeni emoci, prozkoumavani lidskych vztaht a propojeni

s okolnim svétem jsou piesné ty, které stimuluji jejich dusevni i intelektudlni rozvoj.

Naopak akéni aktivity nebo jasné dand pravidla budou tyto déti vyCerpavat nebo demotivovat.

NT typy

Na druhou stranu déti ze skupiny NT typt se vyznacuji silnou logikou, analytickym myslenim

a zajmem o teoretické koncepty. Jsou zvédavé, Casto kladou otazky a rady zkoumaji, jak véci

funguji. Maji tendenci byt nezavislé a sebevédomé, Casto vyhledavaji mentdlni vyzvy a rady

fesi slozité problémy. Jsou tedy pravym opakem emocionalné zaloZenych déti NF typu.

Tyto déti maji vrozenou potiebu intelektudlni stimulace a autonomniho mysleni. Potfebuji

prostiedi, které¢ podporuje jejich zvédavost a nabizi dostatek piilezitosti pro experimentovani
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a objevovani. Dilezité je také uznani jejich schopnosti a prostor pro rozvoj jejich nezavislosti.
Ceni si pfimé a logické komunikace a mohou byt frustrovany, pokud jsou omezovany
ptiliSnymi pravidly nebo rutinami.

Pro efektivni vzdélavani déti ze skupiny NT typt je kli¢ové poskytnout jim vyzvy a piilezitosti
pro hluboké zkoumani jejich zajmi. Pedagogové by méli podporovat jejich kritické mysleni
a nezavislost tim, Zze jim umozni pracovat na projektech, které vyzaduji feSeni problému
a analytické schopnosti. Individualni pfistup a moznost samostatného studia jsou rovnéz
dilezité, stejn¢ jako oteviena diskuse a moznost zpochybnovat zavedené nazory.

Z hlediska hudebniho rozvoje jsou pro déti NT typu zajimavé hudebni aktivity, kde mohou néco
zkoumat a experimentovat — napiiklad hra na technické hudebni nastroje, klavesy nebo
syntetizatory NT déti pfirozené piitahuje, prace se softwarem na tvorbu hudby stimuluje jejich
analytické a kreativni schopnosti, zkoumani hudebnich struktur a matematickych aspektl
hudby muiZe uspokojit touhu po logickém porozuméni, experimentovani se zvukovymi efekty,
programy, které kombinuji hudbu s technologii podporuje rozvoj jejich analytického mysleni
atd.

O aktivity, které se vyrazné¢ zaméiuji na zapojeni emoci, nebo o aktivity s jasné¢ danou
strukturou NT déti brzy ztraci zajem.

SJ typy

Déti ze skupiny SJ typt jsou obvykle velmi praktické, zodpovédné a spolehlivé. Maji silny
smysl pro povinnost a Casto se drzi tradicnich hodnot. Jsou systematické a rady maji véci
pod kontrolou, pfi¢emz si ceni fadu a stability. Tyto déti jsou ¢asto peclivé a dbaji na detaily,
coZ jim pomaha v plnéni kol a dodrZzovani pravidel.

Déti SJ typt oproti NF a NT typlim potiebuji jasnou strukturu a stabilni prostredi, které
podporuje jejich potfebu bezpeci a fadu. Ceni si jasnych pokynd a ofekavani, stejné jako
pravidelnosti a ptredvidatelnosti v kazdodennich aktivitach. Potiebuji také uznéni a ocenéni
za svou tvrdou praci a spolehlivost. Podpora od dospélych, kteti respektuji jejich potiebu
organizace a systemati¢nosti, je pro né klicova.

Pro déti SJ typt je dulezité poskytovat strukturované a dobfe organizované ucebni prostiedi.
Pedagogové by méli pouzivat jasné a konkrétni instrukce a postupy, které pomahaji témto
détem orientovat se v tkolech. Praktické a aplikované uceni, které ma jasné cile a vysledky,
bude pro n¢ ptinosné. Je také diilezité pravidelné hodnotit a uznavat jejich usili a aspéchy, coz
posiluje jejich motivaci a sebedivéru.

Témto détem nedéla problém se ucit na tradicni hudebni néstroje, nemaji tak silnou pottebu
experimentovat jako NT typy a obecné tihnou k plnéni svych povinnosti. Hudebni teorie mlize
uspokojovat jejich potiebu fadu a systemati¢nosti, hra v souborech zase rozviji jejich smysl pro
povinnost a spolupraci. Pokud jim ucitel zad4 jasné stanoveny tikol, nemivaji problém se do n¢j
pustit a splnit ho dle ocekéavani.

Hudebni aktivity, kde nejsou jasné¢ dand pravidla, jako je naptiklad improvizace
a experimentovani, budou tyto déti velmi stresovat.

SP typy

16

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni Horizonty umenia




Déti ze skupiny SP typtl jsou energické, spontdnni a maji rady dobrodruzstvi. Maji sklon zit
Vv pfitomném okamziku a vyhledavat nové a vzrusSujici zazitky. Jsou praktické a zru¢né, ¢asto
maji vynikajici motorické dovednosti a talent pro feseni praktickych problémti.

Potiebuji svobodu a flexibilitu, aby mohly prozkoumavat svét kolem sebe a vyjadiovat svou
kreativitu. Maji rady fyzické aktivity a pfilezitosti k okamzitému zapojeni a interakci. Potfebuyji
prostfedi, které podporuje jejich nezavislost a umozZiluje jim experimentovat a ucit se
prostiednictvim praktickych zkusSenosti.

Pii vzdélavani SP déti je dulezité zahrnout do vyuky praktické a interaktivni aktivity.
Pedagogové by méli umoznit flexibilni pfistup k uceni, ktery zahrnuje experimentovani
a fyzické aktivity. U€eni by mé&lo byt dynamické a zdbavné, s diirazem na okamzitou aplikaci
ziskanych znalosti. Dulezité je také poskytovat pftilezitosti pro individudlni iniciativu
a kreativitu.

Tyto déti potiebuji svobodu a akci, proto pfi hudebnich aktivitich se nebudou branit
improvizaci, kdy mohou projevit svou spontannost, pii bubnovani a rytmickych aktivitach zas
mohou zapojit svou fyzickou energii a zruénost, pfi tanci mohou vyjadfit svou radost z hudby,
soutéze, hudebni hry nebo vystupovani na vefejnosti jim poskytuje vzruSeni a zaroven dava
okamzitou zpétnou vazbu.

U klidnych aktivit, jako je hledani hlubsiho smyslu, SP déti vétSinou dlouho nevydrzi, protoze
je jejich fyzicka energie nenecha. Brzy ztrati pozornost a za¢nou sebou Sit.

Aplikace ve tridé

Z vySe uvedeného je patrné, ze postavit hodinu hudebni vychovy tak, abychom kazdé¢ dité
rozvijeli, se zdd nemozné. A aby toho nebylo malo, je tieba vzit v potaz i fakt, ze kazdy ucitel
patii do nekteré ze Ctyt uvedenych skupin a Ze tedy tihne k ur€itym aktivitam. Kdyz to hodné
zjednoduSime, NF ucitel mize mit tendenci zakim hodné vypravet a vést je za hlubSim
smyslem hudby, NT ucitel s zdky bude hodné experimentovat, SJ ucitel bude mit vSe jasné
naplanovano a hodina SP ucitele se bude blizit improvizaci.

Pii fesSeni, které v soucasné dobé testuji, se jednd o nastaveni roli. Pii pfipravé hodiny si
pedagog stanovi nejen cil a metody, ale vezme v potaz i vSechny Ctyfi skupiny déti. Témto
ctyfem skupinam da na vybér ze Ctyf odlisnych roli. Kdyz budeme uvazovat nad konkrétnim
projektem, mize to vypadat takto:

NF déti — zpévaci a vypraveéci

NF déti se se svou bohatou predstavivosti mohou ujmout role vypravéce a motivatora.

Piedstavme si napiiklad, Ze s détmi budeme chtit pracovat na jednoduché pisnic¢ce Kocka leze
dirou. NF déti se tedy mohou rozhodnout pro roli trubadirt, kteii k nam pfisli, aby nam
vypravéli a zpivali pribeh, ktery se odehral za ddvnych a davnych ¢asa. Také se mohou ujmout
divadelnich roli, protoze maji vrozenou schopnost vyjadiovat emoce.

SJ déti — radci a organizatofi

Dalsi roli z nabidky mtize byt role radct, pro kterou by se mohly rozhodnout SJ déti, které

nevynikaji sklony k impulzivité a vyrazné kreativité, ale dokazou se podivat na navrhy jinych
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kritickym mysSlenim, vidét ve struktufe slaba mista a navrhnout vylepSeni. Jejich tkolem tak
muze byt role impresaria, ktery celou hru fidi a organizuje.

SJ détem tak umoZznime vychazet z jasnych danosti. Mohou vymyslet, kam se kdo postavi, jak
bude scéna kompozicné postavena atd. Mohou tedy koordinovat kostymy a rekvizity a mohou
pomahat s vedenim zkousek.

NT déti — aranzéfi

Tteti skupina déti dostane svobodu volné experimentovat a zkoumat moznosti hudebnich
nastroji a predméti — dostanou roli aranzérti. Vymysli hudebni a divadelni doprovod k pisni,
seznami s nim ostatni a rozdaji jim ukoly. Mohou byt zodpovédné za rezii ptedstaveni a tvorbu
scénafe. Jejich analytické mysleni pomiiZze s planovanim a organizaci celého ptedstaveni.
Mohou také navrhovat a vytvaret rekvizity a kulisy.

SP déti — improvizatofi a tanecnici

SP typy mohou piedvadét improvizované scény, tanecni vlozky a fyzické komedie. Jejich

energie a spontdnnost ptidaji predstaveni zivost a dynamiku. Mohou také hrat vedlejsi role
a podilet se na hudebnich a tanecnich ¢islech. Nebo naptiklad role kralovského herolda, ktery
bubnovanim pfitdhne pozornost vSech, aby uvedl celé piedstaveni, poskytuje pro SP déti
dostatek improvizace a svobody.

Princip

Dulezitou soucasti takové ptipravy je ale moznost vybéru. Ne kazdé NF dité se v ten urcity den
bude citit na roli vypravéce a radgji se piida ke stabilnim SJ typim. Ne kazdé SP dité bude
Sirokou paletu moznosti na to, aby si vybraly ¢innost, ktera je zaujme a diky které se aktivné
zapoji do déni.

Pokud se ndm to bude dlouhodobé¢ dafit, miizeme motivovat velkou cast déti a nadchneme je
pro hudbu. Dojde k aktivaci celého jejich mozku a za¢nou se budovat spoje mezi neurony, které
polozi zéklad pro jejich budouci vztah k hudebni vychoveé a hudbé samotné.

ZAVER

Aplikace teorie typt na hudebni rozvoj déti je ve fazi vyzkumu, kdy vymyslim aktivity a testuji
je na Sestiletych détech, které u¢im Ptipravnou hudebni nauku. Vychodiskem mi je myslenka
individualizace u¢ebniho procesu s cilem respektovat jedine¢nost kazdého ditéte i presto, ze se
jedna o vyuku kolektivni. Sama patfim k NF typim, kterym je vlastni hledani hlubsiho smyslu.
Pokud se mi ale sejde ve tfid¢ skupina déti, kde jsou vyrazné SP a NT typy, musim vyuku
ptizpusobit tak, abych svym filozofovanim neztratila jejich motivaci a pozornost. V tom mi
velmi pomahaji znalosti z oblasti psychologie osobnosti, protoze chci hrat na ty spravné struny
déti, abych v nich zapalila jiskii¢ku lasky k hudbé a aby z nich vyrostli lidé, ktefi budou mit
k hudbé¢ ptirozeny vztah a budou chapat jeji dulezitost v hudebnim vzdélavani.
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Poccus

THE MAIN EFFECT-AFFECT OF ALFRED SCHNITTKE
ON THE 90TH ANNIVERSARY OF HIS BIRTH

ABSTRACT

The initial thesis of the article is the assertion that the artistic backbone of the creative quest of
composer Alfred Schnittke was the technique of polystylistics. In the subsequent consideration
of this phenomenon, the defining concepts are effect, as a means of expression designed to
create a strong impression, as well as the impression itself, and affect, as a passionate inspiration
experienced by the composer during the use of polystylistics, and those parallels that arise
during its use. Having designated the category of polystylistics, the further presentation is aimed
at determining the role of Schnittke in its justification and his leading role in the development
of this technique with the disclosure of historical horizons of citation and allusive symbolism
(Barogue musical styles, Viennese classics, culture of the XIX century, the most influential
predecessors of Schnittke in the art of the twentieth century). The following review of the most
illustrative examples of Schnittke's polystylistic practice is conducted from the point of view of
identifying the semantic aspects of the implementation of the possibilities of this technique,
which leads to the conclusion that the composer aspired to establish a connection between the
times and realize the heightened sense of historical memory inherent in artistic thinking of the
second half of the twentieth century.

Key words: creativity of Alfred Schnittke, polystylistics, effect and affect as phenomena of its
semantic content.

Let us immediately agree that the artistic backbone of the creative research of the
composer Alfred Schnittke (1934-1998) was the technique of poly-stylistics. And, speaking
about it, it is necessary to agree on the meaning of two similar words from the title of the
proposed article.

Effect (from Lat. action, impact, influence) in this case, we will understand as means of
expression intended to create a strong impression, as well as the impression itself, that is, the
result of the influence of the system of polystylistic forms used by Alfred Schnittke.

Affect (from Lat. passion, emotional excitement) will denote, on the one hand, the
passionate enthusiasm that the composer often experienced when going out to use polystylistics,
and on the other hand, the parallels that involuntarily arise during its use, since this was mainly
due to quotations from the music of the Baroque era, which was just developing the so-called
theory of affects, that is, the ability to evoke certain emotional states using various means of
artistic expression.
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Now we will try to outline the necessary strokes of the creative history of this
phenomenon and reach certain generalizations. These points were previously comprehended in
the author's book "Alfred Schnittke. Contexts and concepts™ [03]. Due to the abundance of
quoted statements in this essay, for the convenience of presentation, they are given in the
specified edition.

As is known, the concept of polystylistics, which implies the use of styles belonging to
different eras in one work, was introduced into the lexicon of musical art by Alfred Schnittke,
who programmatically justified the corresponding aesthetics and technology in his report at the
International Music Congress of 1971.

And it was this composer who happened to become the most significant representative
of this trend in the art of the second half of the twentieth century — the most significant both in
terms of the intensity of the use of diverse resources of polystylistics, and in terms of its content
content.

The real artistic practice of recent times almost invariably requires the author, turning
to various genres, the ability to switch to almost any stylistic dimension. This is especially
necessary for a musician working in the field of cinema.

And it is noteworthy that Schnittke, who became the author of music for six dozen films,
received the initial impetus from the cinema for the formation of a polystylistic trend that was
growing latent in his work.

When creating the sound design for the animated film "Glass Harmonica" (directed by
Andrey Hrzhanovsky) in 1968, he came across an incredibly colorful conglomerate of all kinds
of artistic material that struck his imagination.

"In this film, a huge number of characters from the world of fine art come to life: from
Leonardo to modern artists such as Ernst, Magritte, the Prophets and many others. And when
| saw all this material not yet filmed - here Pinturicchio, here Arcimboldo, here Salvador Dali-
all this made a very strange impression next to it and seemed incongruous.

I did not imagine how it was possible to create something whole out of all this. However, the
director succeeded. And this led me to the idea that, probably, in music, such a kaleidoscopic
combination of different-style elements is possible and can give a very strong effect."

And is it by chance that in the same year 1968 the Second Violin Sonata appears — a
work in which the composer for the first time quite consciously built an artistic concept based
on the confrontation of styles.

Indeed, much is based here on the comparison of the "ultra-temporal” sound technique

with the sharply contrasting neoclassical style (fragments of the chorale texture, episodes of
pathetic sound, the "golden move", a reduced introductory dominant chord).
But it should be noted immediately that later Schnittke moved along this path in his music
independently of external influences, expanding the range of semantic facets of this creative
method in every possible way. It is worth giving confirmation that it was a consciously made
choice.

"In 1968, | decided that it was possible to compare styles in shocking contrast — the first
time I did it was in the Second Violin Sonata. And | felt some kind of liberation. And at the same
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time, | began to think about the First Symphony, which | had been studying for four years,
where these stylistic comparisons were carried out, perhaps, to the maximum extent."”

Schnittke was an amazing, inimitable stylist. He possessed a virtuoso skill of
reproducing any layers of musical culture — from the Middle Ages (mainly in the forms of
Catholic Gregorian singing or Orthodox znamenny chant) to the recent past. But only
occasionally he was occupied with the task of stylization as such.

One of the first and most famous examples of this kind is *"Suite in the Old Style™
(1971). Compiled on the basis of individual episodes of music for the films "The Adventures
of a dentist” and "Sport, Sport, Sport", it refers to a difficult-to-distinguish set of models of
Italian, French and German instrumental music of the first half of the XV1I1 century, mainly in
the rococo version, which corresponds to certain “gallant” details.

The spirit of pastorality dominates here, which is defined from the first play and with
the corresponding designation "Pastoral”. The most noticeable are the echoes with Bach of the
Italian Concerto and the Brandenburg Concertos (in No. 2 "Ballet" and in No. 4 "Fugue"; by
the way, the typically Baroque theme from No. 2 then passed into the second movement of the
First Symphony). There is a distant hint of Mozart (lyrical melancholy No. 3 "Minuet") and, it
would seem, this is the upper limit of the historical origins of the Schnittke suite.

However, in fact, in its developing sections, layers of later time are felt, coming from
the Romantics and even Tchaikovsky (in the techniques of sequential movement). Moreover,
for humorous reasons, the elegant serenade of the last play (No. 5 "Pantomime") is "mixed"
with barely noticeable elements of a Russian chastushka, the "rattling” of a small second and
the interruption of the sound at the end is not on the tonic.

That is, even here, in the "purest” stylization, we are dealing with the freedom of creative
production generally characteristic of Alfred Schnittke.

The main ground of the polystylistic retrospective was formed for Schnittke's work by
three grandiose historical layers: the Middle Ages, the Baroque and the musical classics of the
Enlightenment.

Appealing to the medieval heritage in the widest possible way, he most of all singled
out the Gregorian chorale and the znamenny chant in it, which equally corresponded to the
artistic value of the named pas-mints, and the aspirations of the composer himself.

This sacred array, as the foundation of the musical and spiritual treasury of mankind, was joined
"from below"vby the ancient layer of the synagogue monody, and "from above" by the circle
of Protestant chants.

And what is very characteristic of Schnittke — a "citizen of the world" and a man of
ecumenical views, he once tried to integrate all these four traditions into a certain artistic
integrity, which happened in the Fourth Symphony (1983), where, according to the author's
plan, "the Lutheran chorale, the banner chant, the anniversaries of Catholic church life and
some imaginary Jewish liturgical music are stylized."

* k% %

As for most other musicians of the twentieth century, the" promised land " for the

composer was the Baroque in its fully developed forms, that is, since the end of the XVII
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century. Needless to say, how much the genre model of Concerto grosso meant to Schnittke,
revived by him on the models of Corelli and Handel.

The first of the six opuses of this genre is especially indicative, which begins with the
designation of parts: Preludio (Andante), Toccata (Allegro), Recitativo (Lento), Cadenza,
Rondo (Agitato), Postludio (Andante).

The sensitive ear of this musician could not pass by the exquisitely aristocratic madrigal
culture, the heyday of which falls on the borderline of the Late Renaissance and Early Baroque.
This artistic layer is most clearly represented in three compositions: the vocal and instrumental
cycle ""Three Madrigals™, written on the poems of F. Tanzera (1980), Madrigal in memory
of O. Kagan for violin or cello solo (1991) and the opera ""Gesualdo' (1995), dedicated to an
outstanding representative of the Italian madrigal culture.

We can also name other genre prototypes dating back to the Baroque era — for example,
a Trio-sonata, 1987, or parts of the Pastoral and Ballet from the **Suite in the Old Style™.
We can talk about the important role that the harpsichord acquired in his work- Schnittke used
timbre colors and articulatory features of this instrument very widely and variously, including
in a solo capacity (*"Three Fragments™, 1990).

We can also mention a number of compositional names of that time, which to one degree
or another aroused Schnittke's creative imagination — here, first of all, Vivaldi should be noted.
But most of all, and mainly, Johann Sebastian Bach personified this era for him.

According to the memoirs of Mark Lubotsky, who was a friend of the composer, the
first performer of all three of his violin sonatas and the first two violin concertos, Schnittke
said: "I think that Bach is the center. All music for 2000 years before Bach is the way to Bach,
to the center. And after it, there is nothing without it for 250 years. Everything in the Baha
Center. Even his name is BASN: the divergence of lines in the contradiction of B-H in this
semitone pole ratio that creates energy. Possession of everything and the center of everything."

Mozart turned out to be the key figure for him among the Viennese classics — to some
extent, perhaps, because in 1946, when his father's family temporarily settled in Vienna after
the remote Russian hinterland, the future composer was impressed by the Mozart music he
heard there for the first time felt his vocation.

Allusions to the style of the classic of Austrian music appeared in Schnittke's works
many times, so it is possible to speak with good reason about his Mozartianism. It stretched
from the purest stylization ("Congratulatory Rondo™ for violin and piano, 1974) to a completely
congenial co-creation (Part 11 of the Third Symphony).

At the same time, such qualities as harmony, subtlety, grace, elegance and often signs
of a game beginning were preserved as an indispensable mode, in which a note of aesthetic
sophistication was introduced from time to time.

From the point of view of the Mozartianism characteristic of Alfred Schnittke, the
composition under the title ""Moz-Art™ (1975) is noteworthy-a verbal kunstyuk invented by
him, beating the name of the classic with an emphasis on his belonging to art and on the fact
that he has become a symbol, the personification of musical art — Art.
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"The experience of reconstructing one of Mozart's works" — this is how Schnittke
described his opus with maximum modesty. The fact is that at one time a violin part was found
from some Mozart score (obviously made for the performance of the comedy of masks), and
on the basis of several melodies contained in this part, the composer created an instrumental
fantasy. At first it was written for two violins, then other versions appeared, including with the
participation of the harpsichord.

This was done in the genre of a "musical joke", which again is in agreement with the
preferences of the Viennese classic (one of the most famous Mozart things of this kind is the
"Sextet of village musicians").

In fairness, we note that the name of Mozart in Schnittke's mind invisibly coexisted in
close creative kinship with Haydn, as the name of the chamber-instrumental composition "Moz-
Art a la Haydn" written two years later (for two violins and a chamber orchestra), in which the
style of Viennese classicism is reconstructed as something extra-individual, speaks eloquently
and significantly.

Less often, Schnittke felt the need to turn to the styles of the XIX century. But even here

it is necessary to single out Wagner as one of his "spiritual fathers”, to whom Schnittke
repeatedly erected severe and solemn monuments in his writings.
Although it is often more likely to talk about a completely organic Wagner-Bruckner synthesis.
Direct evidence of this is the Second Symphony with its subtitle "San Florian™ as a sign of its
origin as a result of the composer's visit to the monastery of the same name, where Bruckner
lived, worked and was buried.

Nevertheless, even in relation to the XIX century, we can indicate a fairly representative
range of complementary stylistic "overtones"-for example, vibes emanating from Schubert,
Mendelssohn and even more from Mahler.

Sometimes, even occasionally, Schnittke collected a rather abundant "harvest" from the
legacy of a particular romantic. For example, in the expanded piece A Paganini** for solo
violin (1982), we find whole clusters of selected fragments from the caprices of the legendary
virtuoso, which make up a highly technical collage-concertbook.

From the point of view of the listener's perception (meaning the ease of detecting and
identifying the polystylistic effect), it is more difficult to deal with the interpretation of
reminiscences dating back to individual compositional styles of the twentieth century.

The composer marked his immediate predecessors with a *‘Dedication to Igor
Stravinsky, Sergei Prokofiev and Dmitry Shostakovich™ (1979), introducing one quote from
each of them into this six — part piano piece: A Chinese march from Stravinsky's opera "The
Nightingale", a Humorous Scherzo for four bassoons by Prokofiev, a Polka from Shostakovich's
ballet "The Golden Age" - the selected material predetermined the somewhat eccentric
inclination of this musical "curtsy" to the highly respected masters.

Among the named luminaries of the world art of the twentieth century, Schnittke
additionally singled out Stravinsky and Shostakovich, having done this by creating small
musical memorials in the year of their death: **The Canon in memory of Igor Stravinsky"
(1971) and **Prelude in memory of D. Shostakovich™ (1975).
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And this is understandable, since from each of them he inherited, in my opinion, the most

characteristic:

e from Stravinsky — a penchant for unrestrained experimentation, artistry and the game
element, as well as the principle of virtuoso recreation of all kinds of stylistic models
brought to the limit;

e from Shostakovich-the attraction to deep meditativeness, to the artistic analysis of acute
life problems, to the development of the line of conceptual symphonism, and much more
(for example, the opera "Life with an idiot" reveals obvious similarities with the satirical
grotesque of the opera "The Nose").

* * *

As one could see, the range of polystylistic space of Alfred Schnittke's music turned out
to be truly boundless. Equally impressive was the skill with which he operated with this
extremely diverse material. Moreover, it should be admitted that creating collages was an
extremely exciting activity for him and he sometimes experienced an insatiable passion for such
a combination.

In this regard, his First Symphony, one of the samples of "total collage", became a real
"Everest". Its fabric is woven from countless various extracts.

Only from the memory of Schnittke himself, far from covering the entire list of quotations, we

find the following here.

"In the first part-the transition to the finale from Beethoven's Fifth Symphony and the
beginning of the finale; in the finale-the funeral march (its author is unknown to me), then
Chopin's march and Grieg's "Death of Oz", Strauss's waltz "Tales of the Viennese Forest",
Tchaikovsky's concerto and the rhythm of" Letka-2", then 14 Gregorian melodies™ Sanctus”,
the central episode with" Dies irae "and at the end of Haydn's" Farewell Symphony". All the
other collages are my theater music (marches, polkas, dances, etc.)".

Another example of a "total collage” and a real "Everest" was the Third Symphony
(1981). It was created for the opening of the new Gewandhaus concert hall in Leipzig for the
famous symphony orchestra of the same name, which dates back to 1743 and which at various
times was led by no less famous Felix Mendelssohn, Artur Nikisch, Wilhelm Furtwengler,
Bruno Walter, Franz Konwichny, Kurt Mazur.

The order, initiated by such a famous, truly "historical™ performing group, prompted
Alfred Schnittke to an equally "historical™ artistic idea. The composer described it more than
modestly — just as a desire to "give the Third Symphony the signs of German (Austro-German)
music”. However, in fact, he erected a grand monument to this culture in sounds.

If the listener has special knowledge, then in the course of perception of this work, he
can reconstruct the evolution of Austro-German music at least from Bach and Handel to
Hindemith and Kagel.

The reservation "at least” is necessary, if only because, for example, the author
interpreted Part 111 as "a summary of musical history from the organum to the present”, and we
will keep in mind that the organum is one of the types of European polyphony of the Late
Middle Ages.
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Carrying out a kind of review of Austro-German music (this symphony is sometimes
called the "anthology of German music"), Schnittke introduces a number of relevant quotations.
And again, a reservation is required, because, as the author himself claims, "there are
stylizations and there are pseudo-citations, although there is not a single exact quote".

For example, in the same part I11 there are themes of Bach's d-moll Chaconne, Mozart's
d-moll Piano Concerto, the saraband from Beethoven's Egmont overture and a reminder of the
funeral march from Wagner's Sunset of the Gods. In addition, this part, as a whole, is built on
the dramatic model of Honegger's symphonic poem "Pacific 231"

However, two other principles play an even greater role in the construction of the Third
Symphony.

The first of them consists in the implementation of typical means and especially of
various styles of Austro-German music, and this begins with the fact that the first part had its
prototype in the Introduction to Wagner's "Gold of the Rhine™ (undulating sounds gradually
rising up from the deafness of the extremely low register).

The second principle is that 33 themes are woven into the sound fabric of the work,
which are the names of representatives of this musical culture encoded in the sounds.

And if the finale opens and closes with the VASN monogram, then this seems to emphasize the
fact that our ideas about the great composer are inextricably linked with Leipzig, where the
Gewandhaus Orchestra has led its history since Bach's time.

Having considered the general scheme of the thematic framework of the architectonics
of the Third Symphony, we have to make one more reservation: this is its plan "in form", as for
the "content”, the final result went far beyond the "musical-historical fantasy".

A peculiar echo of the Third Symphony, as a "historical re-construction”, was Concerto
grosso No. 3 (1985), in which each of the five movements is dedicated to the anniversary of an
outstanding musician. The first three of them are addressed to composers of the same age who
were born in the same year 1685: Johann Sebastian Bach, Georg Friedrich Handel and
Domenico Scarlatti.

* * *

The First and Third Symphonies, which are superficially similar in the abundance of
collage material (the two "Everest"), are completely different in their artistic idea and drama,
and, moreover, allow us to say that Schnittke's polystylistics could be "mononational™ (the
Third Symphony) and "polyanational” (the First Symphony). Here are additional illustrations
on this subject.

"Stille Nacht™ ("Silent Night", 1978) is a treatment of a German song, performed for
violin and piano in the style range of Austrian classics from Mozart to Mahler.

In the **Dedication to Paganini** for solo violin (1982), in addition to the music of Paganini
himself, fragments from the works of Corelli, Bach (this is the Baroque era) and Berg (this is
the twentieth century) appear.

We find even greater variation in the Third Quartet — a kind of "carnival of musical
quotations " (S. Volkov): Orlando Lasso, Beethoven, Wagner, Shostakovich. That is, there is a
combination of material that is diverse not only by nationality, but also by time.
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Pursuing various artistic goals, Schnittke generally interpreted the original prototypes very
freely, forming the most unexpected mix structures and sometimes creating paradoxical
hybrids. These include, for example, the baroque thematism from the V part of Concerto grosso
No. 1 and the classical-romantic "serenade™ of the Il part of the Viola Concert, to which the
"enzyme" coming from gypsy music is unexpectedly mixed.

Thus, Alfred Schnittke's work with styles was characterized by exceptional freedom. He
actively developed the principles of Igor Stravinsky's neoclassicism, including in the part that
Sergei Prokofiev once ironically defined with the phrase "bachisms with falsehoods", and in
Schnittke the saturation of quoted or stylized thematism with dissonance can be brought to a
full 12-tone vertical.

But this is only a special case of various methods of transforming a particular historical
prototype, including its radical transformation and deformation, when it turns into something
unrecognizable or into its complete opposite.

The main purpose of such preparations is seen as follows: usually Schnittke actively
modernized the original model, thus introducing it into the context of modernity and thereby
organizing a lively dialogue of epochs, and this dialogue served primarily the tasks of the most
prominent embodiment of the vital problems of the twentieth century.

The marked dialogicality is clearly noticeable even in cases when the work, according
to its external outlines, is just a stylization, sustained in a more or less uniform key. Take, for
example, the recently called Three Madrigals (1980).

Here Schnittke appears in a rather familiar role of a "citizen of the planet”, this time
interpreting one of the most precious acquisitions of Western European civilization-the
madrigal style.

As one would expect, this style is presented in the appropriate qualities: not just subtlety,
elegance, but also aristocratic refinement of expression, whimsical curves of refined lyrical
emotion and, of course, individual-subjective mood.

However, the composer is by no means satisfied with what has been achieved and raises
madrigality as if "in a square”. This begins with "multilingualism”, since the texts of Franz
Tanser are used, written in different dialects — French (No. 1 "On a star"), German (No. 2
"Distance™) and English (No. 3 "Memory").

They tell about the love story in approximately the same words, but in different shades
already according to the "phonetics” itself. The interaction of these shades conveys those facets
of the mysterious, innermost-hidden, which cannot be expressed by the cliches of everyday
consciousness.

A feeling of loss and deep sadness ("Two people met on a star, but ... time passed, and
they returned to Earth™) it required a thinly transparent, insubstantially fragile instrumental
palette and a special manner of vocal writing, including "exorbitant™ means of expression (for
example, the voice should intone in the range from contralto bottoms to coloratura tops).

As a result of such an interpretation of the principles of madrigality, there is an obvious
"transposition™ into the plane of a complicated modern system of intimate feelings.
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Schnittke's polystylistics grew up on the basis of the sharpened contrast that is so characteristic
of his work. Hence the sharpness of stylistic comparisons, which, in turn, strengthen the general
confrontation of images to the limit.

The mentioned First Violin Sonata, where the composer used the BASN motif for the
first time, also contains a grain of future stylistic conflicts: the sublime beauty of neoclassical
sounds and the chaconne in its intonationally complicated, serial interpretation is opposed by
the huge matter of dance genres (the exaggerated dancing of the Russian "Lady" and the ironic
paraphrase of the Latin American smash hit "Cucaracha").

Five years later, in the Second Violin Sonata, polystylistics already openly acts as the
most effective means of exacerbating internal conflict: the confrontation in the consciousness
and mental organization of an individual of two principles — demonstratively rigid, self-willed,
"quarrelsome™ (atonality, chromaticism, "prickly"” dissonance, rhythmic anarchy) and sublime,
positively ideal, self-absorbed (neoclassical tonal thematism with a quote from BASN, clarity
of harmonic cadences, metric poise).

This is one of the many functions that polystylistics has found in Schnittke's work. And
for him, more than for any other modern author, it was characteristic of "many styles" and their
continuous interaction.

This stylistic pluralism ultimately served the goals of creating a multidimensional
picture of the world in its past, present and future. The composer himself saw polystylistics as
a highly "convincing musical means for the philosophical justification of the "connection of
times™". Consequently, the "affects™ served in the most intensive way to achieve various kinds
of" effects " in their range from a simple musical joke to the heights of problematic
conceptualism.

The comprehensive scale of stylistic modes developed by the composer made it possible
to clearly establish this "connection of times" and fully realize the acute sense of historical
memory inherent in the artistic thinking of the second half of the twentieth century. Perhaps
this was the main creative achievement of Alfred Schnittke.
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ON THE ROLE OF SYMBOLIC CONSEQUENCES IN THE PROCESS
OF CONFRONTATION AND SEMANTIC ANALYSIS OF THE
CHARACTER TYPING OF THE MAIN PROTAGONISTS AND THE
PLOT OF SMETANA'S AND DVORAK'S OPERA LEGACY

K ULOZE SYMBOLICKYCH KONSEKVENCI PRI PROCESU KONFRONTACNI
A SEMANTICKE ANALYZY CHARAKTEROVE TYPIZACE HLAVNICH
PROTAGONISTU A SYZETU SMETANOVSKEHO A DVORAKOVSKEHO

OPERNIHO ODKAZU

ABSTRACT

The aim of this study is to provide a description of the above-mentioned relation in opera
literature of B. Smetana and A. Dvorak. Confrontational and semantic analysis makes it
possible to reflect on the mentioned symbolic similarities, which respectively convey a targeted,
intuitively rational insight into the indicated issue.

This text provides a summary of 44 symbols, which we document on 117 examples in the form
of vocal line reproducibility. At the same time, this systematization makes it possible to create
a certain idea about the expression specificity.

Keywords: Sacred linden, symbolism, metasymbolism, Smetana, Dvorak, Wagner

ABSTRAKT

Cilem této studie je podat popis shora uvedenych relaci v operni literatuie B. Smetany a A.
Dvotéka. Konfrontacni a sémantickd analyza umoziuje podat zamysleni pravé nad uvedenymi
symbolickymi podobnostmi, jez sounalezité zprostfedkovavaji cileny intuitivné raciondlni
vhled do naznacené problematiky.

Tento text podava sumarizaci 44 symbolii, coz dokumentujeme na 117 ptikladech ve formé
reprodukcénosti vokalni linky. Tato systematizace soucasn€¢ umoziuje vytvofit si uréitou
predstavu o vyrazové specifite.

Klicova slova: konsekvence, symbolika, opera, A. Dvorak, B. Smetana

UVOD

Ceské operni uméni druhé poloviny devatenactého stoleti vykazuje znamky symbolické
dimenze zkoumanych dél z pozice realizace sémantické a konfrontacni analyzy popisovanych
kompozic, jez se typizuji do racionalné univerzalni konstanty se zacilenym procesem podani
podobnych symbolickych dimenzi.
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Ukazuje se, Ze prave tato podobnost umoziuje podat vhled do symbolickych proporei dél,
které se stavaji poten¢ni reflexi mnohacetné skladebné vyrazovosti.

Smetanovské a dvotrakovské operni uvédomeni se tak stava predmétem zkoumani
symboli¢nosti, kterd pravé v charakterovych typizacich hlavnich hrdind se jevi poznanim
univerzalné funkéni a disfunkéni symbolické akcentovanosti a konstruktivnosti.

SUMARIZACE SYMBOLICKE KONSEKVENTURY
Symbolické konsekventy tak u obou autorti vyty¢ujeme nasledovné:
Jedna se o:
1. mytologizaci
Dvotéakovsky mytologismus vychazi z predpokladu urcité mysterijné apotedzni exaltovanosti.
Smetana pii1 ztvdrnéni mytologizace upfednostiuje hymnicky transfigurativné obrazny
plasticky obraz disfunkce, ve které se mentalni mysticismus jevi urCitou spojnici k
naduniverzalné funk¢ni obraznosti.
Dvorakova ,Maticko, Bozi“ sboru z tvodu 2. aktu opery Tajemstvi se vyrovnava s
multiracionalné fantaskné fiktivni pluralizaci.
Dalsimi konsekventy symboliky se stavaji:
,.Dejzto, Pan Bth*, 1. akt, Marbuel, Cert a Kaca
»Bohové vééni tamo nad oblaky, pokorn¢ vzhlizejte na tuto zem*, 1. akt, LibuSe,
stejnojmennd opera
2. patriotizaci
,»la Ceska pisen dusi jima*, Benes, 2. akt, Dalibor
,»My cizinou jsme bloudili®, Julie, Bohus, 2. akt, Jakobin
3. Symboliku platidla
,Penize nejdou, tak piijdeme my“?, Setnik, 2. akt, Braniboti v Cechach
»Znam jednu divku, ta ma dukaty*, Kecal, Jenik, 2. akt, Prodana nevésta
,Ukazte ji n¢jaké zlato, skoCi po ném*, Marbuel, 2. akt, Cert a Kaca
,Chci v ruce mit zlato®, Kalina, 2. akt, Tajemstvi
,.Slava zlatu mocnému, sbor Certd, 2. akt, Cert a Kaca
,»A tomu grosi, Boniféc, 1. akt, Tajemstvi
4. smirnosti
,»Bud smir mi pokorou®, Chrudos, 3. akt, LibuSe
,,0, lasko ma“, Kalina, 3. akt, Tajemstvi
»~Musim, T¢€, musim zahubit*, Rusalka, 3. akt, stejnojmennd opera
5. zrady
,On prozrazen®, Milada, 3. akt, Dalibor
6. symboliku denni doby
,.Dobry veder”, Marbuel, 1. akt, Cert a Kaca
,Jitro krasné*, Tajemstvi, sbor, 1. akt
,,Pohasnul den a vSe blaZilo se snem*, Milada, 1. akt, Dalibor
1. socidlniho utisku
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,,J4, ubohej ovéagek, Jirka, 1. akt, Cert a Kaca
»Jsem Zebrdk a chud®, Kalina, 2. akt, Tajemstvi
,Udefila nase hodina, prazska se vzbudila chudina®, sbor, 1. jednani, Branibofi v Cechach
,Jak tézky zivot zalainika jest”, Benes, 2. akt, Dalibor
opera Selma sedlak
8. invokaci hlavniho hrdiny
»Slysel sto, priteli, Dalibor, 1. akt, stejnojmennd opera
,Pohadko ma“, princ, 1.. akt, Rusalka
,,Bila moje lani“, princ, 3. akt, Rusalka
,»Muj Vitku*“, Blazenka, 1. jedndni, Tajemstvi
»Muj kvitku®, Vitek, 1. akt, Tajemstvi
9. sebeopojeni
,»Mam, bilé¢ nozky mam*, lesni zinka, 3. akt, Rusalka
»Mam, zlaté vlasky mam®, lesni zinka, 3. akt, Rusalka
10. nacionalismu
,»J1Z vite, jak to krasné kralovstvi®, Vladislav, 1. akt, Dalibor
»Bohové vécni tamo nad oblaky, pokorné vzhlizejte na tuto zem®, LibuSe, 1. akt,
stejnojmennd opera
,,Cesky narod, neskona®, Libuse, 3. akt, stejnojmenna opera
11. marnosti zZivota
,Ni¢im je mi zivot™, Dalibor, 1. akt, stejnojmenna opera
»Ach, pro¢ nezhynu®, Rusalka, 3. akt, stejnojmenna opera
12. symboliku napojového opojent
,,PInymi dousky chei pit“, Kalina, 2. akt, Tajemstvi
»dlava Jitce®, zbrojnosi, 2. akt, Dalibor
,Pripijme jim na zdravi“? Tomes, 1. akt, Hubicka
,»Coze jste tak malo pila?, Marbuel, 1. jednani, Cert a Kaca
13. symboliku socidlné konduktivizované antropologizace
,,Co se to d&je zde?”, Lucifer, 2. akt, Cert a Kaca
,»Lidicky, lidicky*, Skifivanek, 1. jednani, Tajemstvi
14. symboliku ukolébavky
,»Hajej, mij andilku®, Vendulka, 2. akt, Hubic¢ka
,,Letéla bélounka holubicka*, Vendulka, 2. akt, Hubicka
»Synacku, mij kvéte®, Julie, 3. jednani, Jakobin
15. mesicniho svitu
,, Vidis, jak pekné sviti Mésicek?*, Blazenka, 1. akt, Tajemstvi
,»M¢sicku na nebi hlubokém®, 1. akt, Rusalka, stejnojmenna opera
,Hou, hou, hou, sviti Mésic nad fekou*, lesni zinky, 1. akt, Rusalka
16. glorifikaci fauny
,»Slysis, jak pekné zpiva skiivanek?*, Blazenka, 1. jednani, Tajemstvi
,Hlasej, skiivanku®, Barce, 2. akt, Hubicka
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17. hrdinskosti

,Udatny rek to byl®, sbor, 1. akt, Dalibor

,»Lam, v mlhach sotva utvofenych, posledni zafi rek*, Libuse, 3. akt, stejnojmenna opera

,» 1y hrdino, snad v peci nestrasi, burleskni perziflence Sktivanka, 3. akt, Tajemstvi
18. bojového odhodlani

,»Vzhtiru, ty Praho zpy$néla“, Dalibor, 3. akt, Dalibor

,,Prazska se vzbudila chudina®, sbor, 1. akt, Braniboii v Cechach
19. laskyplného poznani

., Tviij, obraz, divko®, Wolfram, 1. akt, Braniboti v Cechach

,» Lak plane laska prava®, Panna Roza, 3. akt, Tajemstvi

»len lasky cas, Matenka, 3. akt, Prodana nevésta

»Jen jedna jedind®, Petr Vok, 3. jednani, Certova sténa

»Na podzim v ofesi, Terinka, 1. akt, Jakobin

,»Len usmév décka, ty lice ruméné®, hrab¢, 3. akt, Jakobin
20. symboliku kolektivniho uvédomeéni

»Radi a veseli“, sbor, 1. akt, Tajemstvi

,Zito krasné“, sbor, 1. akt, Tajemstvi

,,Pusté siné obzivnéte, rozveselte se*, sbor, 3. akt, Jakobin
21. nadeje

,,Ze zalate pokyne zare*, Milada, Jitka, 1. akt, Dalibor

K€z mne muze vysvobodit®, knézna, 3. akt, Cert a Kaca
22. glorifikaci slavy

,.Slava Jitce®, sbor, 2. akt, Dalibor

,,Slava Tobé, nevésto ctnostna®, sbor, 3. akt, Libuse

»Slava pani knézné*, sbor, 3. akt, Cert a Kaca

,On pekla hrizy slavné prekona, slava, slava®, Libuse, 3. akt, stejnojmenna opera
23. liceni prostredi

,»Vodo praveka®, Vodnik, 1. akt, Rusalka

.,V tom zamku &erveném®, Marbuel, 1. akt, Cert a Kaca

,,Cury, mury fuk®, Jezibaba, 1. akt, Rusalka
24. liceni emocnich stavii

,Jak uzko mi“, KnéZna, 3. jednani, Cert a Kaca

»Slysel sto priteli?*, Dalibor, 1. akt, stejnojmenna opera
25. udatenstvi

»Posledni zafi rek®, Libuse, 3. akt, stejnojmenna opera

,Udatny rek to byl®, sbor, 1. jednani, Dalibor
26. symboliku kvétu

,»Muj kvitku®, Vitek, 1. akt, Tajemstvi

»A z rodu Cistého, vypuci kvéty*, ucitel, 2. akt, Jakobin
27. glorifikaci fauny

»Za Stihlou gazelou®, Armida, 1. akt, stejnojmenna opera
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»Hlasej, skfivanku®, Barce, 2. akt, Hubicka
,»Slysis, jak pekné zpiva slavicek?*, Blazenka, 1.akt, Tajemstvi
28. tvrdosijnosti
.. Tak, tvrdosijna divko jsi®, 1. akt, Michélek, Certova sténa
,»Rozmysli si Matfenko, rozmysli“, sextet, 3. akt, Prodana nevésta
opera Tvrdé palice
29. néhy, privetivosti
,,Ten usmév décka“, hrabé, 3. akt, Jakobin
30. kritiku snobismu
»Znadm jednoho pana, zrzavého sr§ana®, 1. akt, Jirka, Jakobin
,»Tohle jsem mu zrovna tek*, Jirka, 1. akt, Cert a Kaca
31. symboliku vodniho zZiviu
,»Vodo praveka®, 1. akt, Vodnik, Rusalka
»Necitelna vodni moci“, Rusalka, 3. akt, stejnojmennd opera
»Mocnd, Ty Vltavo®, Rarach, 3. akt, Certova sténa
32. fantastického surrealismu
»dnad v peci nestrasi, Skiivanek, 3. akt, Tajemstvi
,,Vidino presladka®, princ, 1. akt, Rusalka
,Je sic to trochu daleko®, Marbuel, 1. jednani, Cert a Kaca
33. symboliku nevery
»Jak jsem to fek*, Tomes, 1. akt, Hubicka
,Pospeste za jinou*, knézna, 2. akt, Rusalka
,,L0 haraburdi®, Lukas, 2. akt, Hubicka
34. symboliku moci
,,Moci ¢arovna“, 1. akt, Izmail, Armida
,»Chci v rukou mit zlato, tu ¢arovnou moc*, Kalina, 2. akt, Tajemstvi
»dlava zlatu moenému®, sbor Certd, 2. jednanti, Cert a Kaca
35. carovani
,,Cury, mury fuk, bila para vstava z luk®, Jezibaba, 1. akt, Rusalka
36. symboliku vyprchaného kouzla lasky
,,Uboha Rusalko bleda, béda“, Vodnik, 3. akt, Rusalka
37. vodniho ziviu
,»Ta voda studi“, Rusalka, 3. akt, stejnojmenna opera
38. zklamani
,»Pospeste za svou vyvolenou!*, Knézna, 2. akt, Rusalka
39. pomsty
»Pockejte, vy blazni!*, Purkrabi, 1. akt, Jakobin
,,Zaluji nan, on zloCincem®, Milada, 1. akt, Dalibor
40. kvetiny
,,Kvétiny bilé po ceste”, sbor, 2. jednani, Rusalka
41. symboliku rocnich dob
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,.Carovny vlahy m4j“, Podhajsky, 1. akt, Dv& vdovy
»Na podzim v ofesi*, Terinka, 1. akt, Jakobin
42. stromu
L0, vy lipy*, Pfemysl, 2. akt, Libuse
43. katarze
,»Buh T¢ pomiluj“, Rusalka, 3. akt, stejnojmenna opera
»Za tu dobrotu a milost dékujeme nastokrat®, sbor, 3. jednani, Cert a Kaca
,.Dé&kuji vam, dobii lidé“, knézna, 3. akt, Cert a Kaca
,,0, Rozo ma!“, Kalina, 3. akt, Tajemstvi
»Sem, na nadra ma“, Pfemysl, 3. jednani, Libuse
,On pekla hrizy slavné prekona®, Libuse, 3. jednani, stejnojmenna opera
44, sen
»Jak krasny sen*, Mafenka, 1. akt, Prodand nevésta
»A vtom snu®, Kalina, 2. jednani, Tajemstvi

ZAVER

Provedli jsme sumarizaci symbolickych dimenzi a jejich konsekvenci v operach B. Smetany a
A. Dvotédka, kde ideovy odkaz bikulturdlni multiparadigmatiky se stdva nosnou a cennou
devizou racionalniho poznani.

Operni literatura uvedenych autorti se tak stdva materii, kterd udivuje svou jedinecnou
melodizaci, cantilénizaci, zpévnosti, jez vstitebava odriidy bikulturdlni esenciality

V neuvéfitelné sociofunkéné multilatelarni symbolické vyrazovosti.

Symbolika se ve smetanovskych a dvorakovskych operach stava uréitym zprostiedkovatelem,
ktery jednoznacné a referencné i multiparadigmaticky vytvari urcitou spojnici ve vyrazove
simula¢né koncentrované kompozi¢ni uvédomélosti.

Multistimulace symbolu se téZ jevi mikrofunkcionalizaci a multistrukturalné uniformovanym
prostiedkem, ktery vyrazné ovlivauje proporénost symbolu ve své metareflexivnosti.

Kolik multistimulyjicich symbolizaci pfedstavuje tento operni odkaz ve své svérazné
symbolice, kterd se téz primérné fixuje do svébytnych sémantickych diferencialti s tak
mnohoobrazné sociofunkéné unifikovanou referenénosti!

Je to 1 obraz bohaté tvofivosti, kterd se v kompozicich uvedenych autorti lokalizuje do zcela
jednoznaéné akceptabilnich obrysi svérdznosti, naprosté originality vyrazu, s neuvétitelné
rozezpivanou ¢eskou vroucnosti ve své ideové sociofunk¢ni soundlezitosti.

Z tohoto thlu pohledu se tento odkaz stdvd multifunk¢ni racionalitou bohaté svébytnosti a
sveraznosti.
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TO THE SYMBOLIC PARADIGMA IN THE CONTEXT OF A PARTIAL
REFLECTION ON LIBUSE’S PROPHECY FROM SMETANA'S OPERA
OF THE SAME NAME

K SYMBOLICKEMU PARADIGMATU V KONTEXTU DILCIHO ZAMYSLENI
NAD LIBUSINYM PROROCTVIM ZE STEJNOJMENNE SMETANOVY OPERY

ABSTRACT

The study reflects on the role of symbolism in the context of the prophecy of the Czech princess
LibusSe from the opera of the same name by Bedfich Smetana.

The symbolism of faith and devotion to the Czech nation, which has always overcome all hells
and horrors and gloriously rose to proud heroism, becomes relevant in the sense of attitude
relationships to life awareness.

It is a symbolism that shows the way to a prosperous life and national awareness, a way that
simultaneously facilitates a pacifist relativized awareness.

Keywords: nation, prophecy, princess, symbol, reflection, opera Libuse, B. Smetana

ABSTRAKT

Studie podavéa zamysleni nad tlohou symboliky v kontextu proroctvi ceské knézny Libuse ze
stejnojmenné opery Bedficha Smetany.

Symbolika viry a oddanosti k ¢eskému ndrodu, ktery vzdy piekonal vSechny pekla a hrizy a
slavné se vzedmul do pySnici se heroi¢nosti, se stava aktualni ve smylové postojovych relacich
k Zivotnimu uvédoméni.

Je to symbolika, ktera ukazuje cestu k prosperujicimu zivotu a ndrodni uvédomélosti, cesta, jez
soucasné facilituje k pacifistné relativizované uvédomeélosti.

Klic¢ova slova: narod, proroctvi, kné€zna, symbol, zamysleni, opera, Libuse, B. Smetana

UvoD

Slavnostni opera Libuse Bedficha Smetany piedstavuje dilo svéraznych kvalit, kompozici
naprosto vyjimec¢ného vyznamu, které se v diisledku perfektniho ztvarnéné vize budoucnosti
ceského naroda ve svém LibuSiné proroctvi ukotvuje do dimenzi multiparadigmaticky
dimenzované nadcasovosti.

Je to vyplod, ktery vyvéra z kultu ndrodniho sebeurceni, z té pragmaticky nadcentralizacné
uveédomélé patrioticity, ktera se v proklamacich Ceské pokrokovosti ukonejSuje neobycejné
multicentralizacné erudovanou symbolickou konstitu¢nosti.
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V tomto textu podavame zamysleni nad symbolikou proroctvi ceské knéZny z avizované opery
Z téchto uhll pohledu.

1. Moralnim dogmatem fatického heterosensualismu se jevi pfedev§im univerzalné
kompetitivni racionalismus.

Fatum se vosudové veést'bé ceské knézny tak zcela uvédoméle vtéluje do moréalniho
paradigmatu Utrpnosti a deziluze, kterd je vSak v proroctvi pragmaticky neopozitivizovana
uvédomélosti osudu s dekonstrukci elegie a pantragistické sebepokofenosti.

Je to soucasné symbolika osudovosti ¢eského naroda, kterd preklenuje a prekondva utrpnost a
jez tak mocné se vyrovnava s doktrinou narodné apelativni svobodomyslnosti.

Apel se pravé v kontextu osudové vést by stava relevantni soucasti Cinu, ktery s jako mentalné
facilitujici stimulaci k narodni oddanosti jevi urCitym transreferenéné uvédomélym
aktivizatorem osudovosti.

Heterosensualné ale vyznivaji pfedev§im fatickd dogmata sice z pidorysu urcité pokorné
vyznivajici univerzality.

Je to 1 mysl, ktera se univerzalizuje vésteckou osudovosti, jez se konkretizuje do hermétského
obrazu vroucnosti, oddanosti a boje proti bezpravi a deziluzivni sebepokoftitelnsoti.

Fatum je ale dogmatem racionalné¢ univerzalni chiméry, kterd se piesvédcivé zdokonaluje
vésteckou praobraznosti.

A tak se faticka heterosensualizace vstiebava do obrysti dogmatického schizmatu pokory, viry
ve spasu, €1 v étos dobra a pozitivistické odevzdanosti.

2. LibuSino proroctvi ptedstavuje i paravizudlné¢ simulujici multiobraznost ptredev§im
Z hlediska urcitého zanrove disfunkéniho stfihu, v némz se sledy multiobrazli z ¢eské historie
jevi jako retrospektivné uvédoméla obraznost.

Paravizualni simulace se ale stdva soudinnosti zanrového stiihu 1 z hlediska
multifyziognomické relativity byti a jsoucna i deaktivované patrimoniality.

Pravé paravizudlni simulace multiobrazu ptedstavuje v osudové vést'be uréity metareflexivné
diskoherentni sou¢in hermeticky mysteriorizované tuzby, ktera se v obrysech multiobrazu stava
zcela akceptabilni stabilizaci moralni pevnosti, jednoty i etiky racionalné reaktivované narodni
uvédomélosti.

Paravizualizace v dogmatice mysterijniho hermétstvi se vstfebava do multiobrazu, v némz se
postava Ceské knézny ukotvuje jako pudovost sebezachovy a narodni svrchovanosti, v niz se
slogan o slavé ceského naroda jevi symbolem tuzby a pragmatické narodni oddanosti.

3. Ale i mikrorelativni hermétismus vyvéra z Cistoty knézniny duse, ktera jako patronka ¢eské
statnosti se ponofuje do hermétismu ctnosti, ochrany, jistoty a sebeuvédomeélé vroucnosti.

4. Smetana zobrazuje hlavni hrdinku opery i z pozice mystického esoterismu a sice na piikladu
zpévu o mlhavych vidinach narodniho sebepokoieni.
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KnéZniny vokalizy ve tvaru ,,Tam, v mlhach sotva utvofenych posledni zaii rek, jenZ z naroda
na triin byl povolan®, udivuje mysteriozni ezoterikou narodn¢ oddanému hermétismu.

Ano, mystika se Vv esoterismu knéZninych zpévli jako by roz€arovala do patriotické
fabulatornosti s udivé nad virou ve spaseni, nad virou, ktera se v utrobach esoteriky rozjatuje
do obrysil mentaln€ seberozvijené pozitivistické mysti¢nosti.

5. Téz patrioticko multireferen¢ni vizualismus se v knézniné dusi rozviji do libida vasni a
heroistiky, do heroistiky, vniz se obrysy paravizualni excentricity dojimaji svou
sebeuchvacujici laskou, svou neutuchajici odzou pokotfenosti a neobycejn¢ proklamovanou
virou ve sbliZeni.

Je to vira, ktera s s ebou piinasi vykvét naduniverzalné pragmatizované idealizace, v niZ se vize
rovnostarstvi, svobody a tolerance jevi jako nadunifika¢né celistvy apologém pravdy, krasy a
entuziastistického Zivotniho opojeni.

6. Ale i meditativné polykonstruktivni funkcionalismus se v proroctvi jevi jako pfemitani nad
mirem a valkou, ktery v knézninych zpévech ve tvaru ,,V miru i valce veliky* se zrac¢i postava
Jittho zPodébrad jako multiobrazny symbol intraindividualizované apologeti¢nosti a
patrioticity.

Knéznino meditatorstvi chdpe Smetana jako pfemitani o osudu, jako pfemitani, ve kterém se
mentalné adjektivni vizionafstvi stava predpovedi S casovou nadiazenosti.

7. Specifickou soucasti dil¢ich uvah se stava heterokonfigurace symbolu, kterou Smetana
zobrazuje jako urcité multilatenizované fuzidlni kontribuce symbolu v kontextu naduniverzalné
virtualni pragmati¢nosti.

Knézna je oddana svému narodu v reflexi uctivosti, pravdé a ochrankyné zivotnich jistot.

Jeji tuzby jako by rozkryly heterotransfiguraci ducha symboliky, ktera az s hermeticky
apologizujicim individualismem se pokofuje jsoucnem a intimn¢ idealizovanou pragmati¢nosti.

8. Uvazujeme —li dale, dil¢i soucasti zamysleni se stava i hledisko relativizace ¢asu a obrazu.
Knéznina vize slavy ceského ndroda se spodobnuje i ve zpévu ,,Oni slavné jdou®, kde
vizionafstvi husitské tematiky asové nadcentralizuje do poloh esencializované vyrazovosti.
Glorifikace slavy se stava i reflexi relativizace obrazu, v némz LibuSina ucta, pokora,
vroucnost, ale i mentalni pritbojnost v duchu pansdirektudlni autonomizace tak zcela pokrokove
se dostava do ideového obrazu Ceské statnosti.

Libusino proroctvi se téZ stava metafyzickou synchronizaci ducha s okazalosti i mentalné
dusevni vyspélosti.

Skladatel zobrazuje hlavni hrdinku jako emancipovanou Zenu, bytost ryziho srdce s meditativni
metafyzicko sensualni apodikti¢nosti, Zenu citové erudované ctnosti.

9.,,Co dal?, to mlha oku zahaluje*.
I tento vyrok Ceské knézny se stavd nadtemporalné vizionarskym obrazem.
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LibuSe je konsternovana nadtemporalni vizi Ceské statnosti i z pozice urCité synergické
disfunk¢ni meditativnosti.

Smetana se jako oddany patriot uchyluje v knéZznin¢ vizionaistvi ke ztvarnéni monumentalni
okazalosti se vtélenim se do mystické fabule, do hymnicko transidentické multiobraznosti.

10. Déle se lze zabyvat problematikou unifikace mikrosymbolu a mikrleitmotivu.
Mikrosymbol tvaruje skladatel z pozice jeho unifikovanosti a intervenci do multiloka¢né
flexnich melodicko mikroleitmotivickych segment.

Hlavni hrdinka opery je multifixné vyobrazena prostiednictvim sledu mikrsymbolickych
mikroleitmotivi, které vytvareji homogenizovany strukturalné multifunkéné unifikovany celek
obraznosti.

11. Koneén¢ lze pfipomenout dal$i kompozice z d&jin hudby 18. — 20. stoleti s tematikou
osudové pokotitelnosti.

Vzpomenout lze na Beethovenovu ,,Osudovou symfonii®, kde skladatel vytvaii osudovost jako
transsimulacné aktivaéni tragiku, ¢i na Capkovského symfonickou basen Fatum, ktera udivuje
transreferencnosti multisymbolu jako svérazného archetypu expresivity, ¢i Janackovu operu
Osuds mentalné egoizovanou uvédomeélosti.

ZAVER

V zavéru tak Ize shrnout, Ze patriotické obrysy knéznina proroctvi se v opeie Libuse B. Smetany
stavaji platformou neuvéfiteln¢ propracované doktriny o symbolice ceského statu jako
svrchovaného a autonomniho naroda, ktery vzdy bude utvaret jednotu, bratrskost a
sebeurcenost v kontextu raciondlné univerzifikované patrioticity.

Skladatel tak ve svém dile zobrazuje knéZnu Libusi jako svéraznou, mravné okézalou osobnost,
se superegem preduréenym k etické moralité, k t¢ moralité, jez se pragmatizuje do rovin
neobycejného étosu pravdy, smirnosti, dobra a pokory.

Contact

PhDr. Karel Dichtl
Sidliste 387

382 32 Velesin
Ceska republika

40

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni Horizonty umenia




prof. Andriy Dushniy, Ph.D. in Education
https://orcid.org/0000-0002-5010-9691

Head of the Department of Music Theoretical Disciplines and Instrumental Training
Drohobych Ivan Franko State Pedagogical University, Ukraine

SCIENTIFIC RESONANCE OF THE REPRESENTATIVES
LVIV SCHOOL OF BAYAN-ACCORDION ART: 2005 — 2019 YEARS

ABSTRACT

The founding of the Lviv School of Bayan-accordion Art dates back to 1950, and today, the
school has a strong resonance in the Lviv Region, Ukraine and the world. The activity of its
representatives in the field of scientific activity becomes a significant factor in the
popularization of the phenomenon on a national and international scale. The scientific and
artistic project revealed the key elements of the activity, highlighted the achievements and
development of the outlined direction, and became the basis for future research.

Keywords: Lviv School of Accordion Art, bayan, accordion

The founding of the Lviv School of Accordion Art dates back to 1950 of the 20th century, and
this honorable mission belongs to the graduate of the Kyiv Conservatory Mykhailo
Oberyukhtin. Actually, this iconic figure formed the author's school, which today has a strong
resonance in the Lviv Region, Ukraine and the world.

Among the well-known representatives of the school, it is worth mentioning the following
names:

e laureates of international competitions — Viktor Golubnychyi, Volodymyr Stetsun,
Volodymyr Balyk, Yevgen Datsina, Igor Vlah, Serhii Karas, Viktor Yanchak, Yuriy
Chumak, Yaroslav Oleksiv, Roman Puneiko, Pavlo Gilchenko, etc.;

e numerous teachers — Anatoliy Onufrienko, Alim Batrshin, Viktor Vlasov, Ernest
Mantulev, Serhii Maksymov, Nestor Soroka, Oleksandr Lychenko, Mykhailo
Dmytryshyn, Petro Kravchuk, Svitlana Stegney, Volodymyr Stegney, Yuriy Chumak,
Andriy Dushniy, Yaroslav Oleksiv, etc.;

e composers — Anatoliy Onufrienko, Alim Batrshin, Viktor Vlasov, Ernest Mantulev,
Volodymyr Balyk, Anatoly Nikiforuk, Anatoly Martsenyuk, Yaroslav Oleksiv,
Volodymyr Saliy, Roman Stahniv, Mykola Golovchak, Pavlo Gilchenko, etc.;

e scientists — doctors of science Olga Oleksyuk and Yurii Medvedyk, candidates of
sciences Dmytro Kuzhelev, Andriy Dushniy, Serhii Karas, Yaroslav Oleksiv, Yuriy
Chumak, Ruslan Kundys, Valeriy Shafeta, Galyna Oleksiv, Lyubomyr Martyniv,
Bohdan Kyslyak;
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e organizers of competition and festival events and scientific projects in the Lviv region

— Anatoliy Onufrienko, Viktor Chumak, Serhiy Maksymov, Serhii Karas, Bohdan Pyts,

Andriy Dushniy, Yaroslav Oleksiv.

The next important step in unifying the traditions of the Lviv school was made in 2005.
This year, in the city of Staryi Sambir (Lviv region) on the basis of a music school, the first
scientific and practical conference «Lviv bayan-accordion school and its outstanding
representatives» is being held, with a dedication to the co-founder of the school, Anatoly
Onufriyenko. The conference had several components: a concert-presentation of the «Album
accordionist» from the works of Anatoliy Onufrienko, performed by school students; the
conference itself, with presentations by the scientific community of Drohobych, Lviv, Kyiv,
Odesa, and Ivano-Frankivsk; performances by students of music colleges of the region; lectures
by professors Mykola Davydov and Halyna Padalka from Kyiv; a big concert of representatives
of the school in solo and ensemble performance (Serhii Karas, Andriy Dushniy, Yurii Chumak,
Viktor Yanchak, Yurii Kipen, «Prykarpatskyi Duet of Bayanists» and Ensemble «Zbyrankay).
The conference and its fullness became the foundation for the foundation of the scientific and
artistic project «Lviv School of Bayan-Accordion Art». Through the prism of time, the project
includes a scientific factor, a pedagogical component, composer training, concert and festival
events, support for young musicians, concert activities, participation of representatives in
prestigious international competitions, international cooperation, etc. Professor Andriy Dushniy
and the Department of Music-Theoretical Disciplines and Instrumental Training of Drohobych
Ivan Franko State Pedagogical University of acted as the founder of the project and its associate.
Among the co-founders, it is worth noting the names of Serhii Karas (Lviv) and Bohdan Pyts
(Drohobych).

Therefore, the scientific priority is primarily focused on the process of collecting and
unifying materials both in the middle of the school and in the general and art history context.
Thus, scientific and practical conferences with printing of materials and theses are
systematically held during the specified period. Among them it is worth noting: «Lviv bayan-
accordion school and its outstanding representatives», with a dedication to the founder of the
school Mykhailo Oberyukhtin (Lviv, 2006); «Academic folk-instrumental art and vocal schools
of the Lviv region» (2005); 6 conferences «Creativity for folk instruments of composers of
Ukraine and abroad» (Lviv, Drohobych); 16 conferences «Folk instrumental art at the turn of
the 20th — 21st centuries» (Drohobych, 2007-2023); 8 conferences «Music education of
Ukraine: problems of theory, methods, practice» (Drohobych, 2008-2015); 9 conferences
«Musical art of the 21st century: history, theory, practice» (Drohobych); 2 conferences
«Ukrainian musicology in the context of the Bologna process» (Lviv, 2010, 2014). The
problems of the materials touch on issues of musicology, musical and artistic pedagogy,
personalities, ornaology, creativity, history of musical art and culture, folk instruments of the
academic tradition (bandura, guitar, domra, cymbals), bayan-accordion art, ensemble-orchestral
art of playing folk instruments, concert-creative activity, etc.

In our research, it is worth highlighting the educational and methodological basis of
writing: monographs by Andriy Dushniy «Anatoliy Onufrienko: a life devoted to music»
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(2010); directories of Andriy Dushniy and Bohdan Pyts «Lviv School of Bayan-Accordion
Art» (2010) and «Department of Folk Musical Instruments and Vocals of Drohobych Ivan
Franko State Pedagogical University» (2011), Iryna Ivanochko «Accordion Art: History and
Modernity» (2020); manuals — Dmytro Kuzhelev «Bayan work of Ukrainian composers
(2011) and «Bayan work of Ukrainian composers of the second half of the 20th — beginning of
the 21st century» (2023), Andriy Dushniy «Prykarpattian duo of bayanists: creative and
performing aspect» (2007), Serhii Karas and Yaroslav Oleksiv « Working with an orchestra of
Ukrainian folk instruments» (2008); methodological recommendations — Andriy Dushniy and
Serhii Karas «Working with an orchestra of folk instruments on the example of A. Onufrienko
«Fantasy»: methodological recommendations for higher educational institutions of culture and
arts» (2006); Yaroslav Oleksiv «Concert works for accordion: methodical recommendations
for higher educational institutions of culture and arts» (2007) and others; arrangement of a
series of sheet music editions — «Verkhovyna. Works for duet and trio of accordion players»
(2006), «Creativity for the accordion of composers of the Lviv school» (Issues 1-4),
«Pedagogical repertoire for an ensemble (orchestra) of folk instruments» (Issues 1-8),
«Pedagogical repertoire for folk instruments (from the repertoire of the trio «Harmonia»)»
(2011), «Pedagogical repertoire for an ensemble of accordionists (from the repertoire of the
«Prykarpattian Duo»)» (Issue 1, 2), «Vlasov V. Pedagogical repertoire of a accordionist» (2011,
2017) and «Vlasov V. Children’s album (cycle of plays for electable bayan)» (2012) edited by
Andriy Dushniy, Valeriy Shafeta, Bohdan Pyts, Ernest Mantulev, Yevhen Marchenko, Ivan
Frait, Oksana Maksymova; writing and arrangement of author’s music collections —
«Children’s album for bayan (accordion) Ne 1, 2, 3» by Volodymyr Saliy, «Pedagogical
repertoire for folk instruments» (2010, 2013) by Roman Stahniv, «Pedagogical repertoire of the
bayanist. Vol. 1, 2» (2007, 2011) by Volodymyr Shlyubyk, «Pedagogical repertoire of an
instrumentalist» (2014) by Kostiantyn Sokolov, «Concert works for the bayan» and «Night on
the meadow. Musical illustrations to the dramatic poem Olexandr Oles» by Yaroslav Oleksiv,
«Suite Ne 1 «Sketchesy for accordiony» (2009) by Olesya Kolosovska, «Pedagogical repertoire
for a duet of instrumentalists (bayan, bandura)» (2015) by Oksana Bobechko and Volodymyr
Salii, «Pedagogical repertoire of a bayan (accordion)» (2016, 2017) by Anatoliy Martsenyuk,
«Pedagogical repertoire of a bayaist (from the series «Creativity of composers of the Lviv
Bayan School»)» (2019) by Mykola Golovchak, «Pedagogical repertoire of the bayanist-
accordionist» (2020) by Svitlana Sokolyk and others. The composer’s work consists of original
works for bayan and accordion, an ensemble of bayanist-accordionists, orchestra and ensemble
of folk instruments, professional performers and collectives.

The priority component of the Lviv Bayan School in global scientific research in the
context of the project is the dissertation research of its representatives: Andriy Dushniy
(«Methodology of activation of creative activity of students of pedagogical universities in the
process of musical-instrumental trainingy, 2006), Serhii Karas («Interpretation of baroque
music on bayan (theoretical and performing aspect)», 2006), Yaroslav Oleksiv («Reception of
suite and partita genres in Ukrainian bayan music of the second half of the 20th century», 2011),
Yurii Chumak («Viktor Vlasov’s creativity in the context of accordion-accordion music of
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Ukraine», 2014), Bohdan Kyslyak («Bayan in chamber-ensemble music of Ukrainian
composers: historical and stylistic aspect», 2019), Lyubomyr Martyniv («Stages of
professionalization of the musical life of Drohobychchyna», 2019), Ruslan Kundys («Activities
of the Lviv Bayan School in the Context of Ukrainian Folk Instrumental Art», 2019), Valery
Shafety («Evolution of the collective bayan-accordion performance of the Lviv Region in the
context of national musical traditions of Ukraine of the 20th century», 2021), Halyny Oleksiv
(«Translation genre in modern bayan art: historical and analytical aspects», 2021).

At the same time, the dissertation studies of Nataliya Storonska (Drohobych), Andriy
Shamigov, Valeriy Marchenko, Serhii Nefedov (Kyiv) and Vadym Tyshchyk (Kharkiv) are
tangential to the multi-vector analysis of the activities of school representatives. A separate
caste consists of the publications of Dmytro Kuzhelev, Andriy Dushniy, Bohdan Pyts, lvan
Frayt, Andriy Stashevskyi, Bohdan Syuta, Maryna Bulda, Lilia Pasichnyak, Andriy
Bozhenskyi, Ivan Sobil, Andriy Oleksyuk, Anna Savchyn, Roman Dydyk, Victoria Mazuryk,
Vasyl Suvorov, Yuriy Isevich, Lydia Senkiv and others.

Thus, the activity of representatives of the Lviv school of bayan-accordion art in the
field of scientific activity becomes a significant factor in the popularization of the phenomenon
on a national and international scale. The scientific and artistic project revealed the key
elements of the activity, highlighted the achievements and development of the outlined
direction, and became the basis for future research.

JITEPATYPA
Archives of the Lviv School of Bayan-Accordion Art

Contact

Andriy Dushniy, Ph.D. in Education, Professor
https://orcid.org/0000-0002-5010-9691

Head of the Department of Music Theoretical Disciplines and Instrumental Training
Drohobych Ivan Franko State Pedagogical University

accomobile@ukr.net

44

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni

Horizonty umenia


mailto:accomobile@ukr.net

prof. Viktoria Herencsar, ArtD.
Katedra strunovych nastrojov, Fakulta muzickych umeni, Akadémia umeni v Banskej Bystrici,
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INTERPRETATION OF THE CIMBALOM COMPOSITIONS OF GEZA
ALLAGA (1841-1913)

INTERPRETACIA DIEL GEZU ALLAGA (1841-1913) PRE CIMBAL

ABSTRACT

The lecture was given on August 24, 2023 at the Summer Cimbalom Masterclass at the
Academy of Arts in Banska Bystrica. The lecture presented the interpretation possibilities of
compositions written for dulcimer by the 19th century Hungarian composer Géza Allaga.

Key words: Géza Allaga, cimbalom, interpretation

ABSTRAKT

Prednaska odznela 24. augusta 2023 na Letnom cimbalovom masterclassom na Akadémii
umeni v Banskej Bystrici. Prednaska predstavila interpretaéné moznosti skladieb napisanych
pre cimbal mad’arského skladatela 19. storo¢ia Gézu Allagu.

KPucové slova: Géza Allaga, cimbal, interpretacia

UvOD

Géza Allaga (1841 —1913) violoncelista a skladatel’ je vyznamnou osobnost’ou v historii
hre na cimbale. Bol to on, kto vytvoril literaturu a vyucovanie hry pre tento, pdvodne staroveky
hudobny nastroj, ktorého madarsky variant vytvoril nastrojar Jozsef Schunda Venczel. Pri
spomienke na 110. vyroc¢ie umrtia Allagu povazujem za dolezité hovorit’ o interpretacnych
moznostiach jeho diel napisanych pre cimbal. Skladatelove skladby, ktoré boli v jeho dobe
obl'ibené, v 20. storo¢i upadli do zabudnutia. Vynimku tvoria jeho diela pre cimbal, ktor¢ su
zakladnymi dielami cimbalovej literatiry. Aj ked’ tato situacia nebola taka jednoznacna ani pre
cimbal, kedze bolo obdobie, kedy bolo obzvlast nepopularne hrat' skladby mad’arskych
skladatel'ov 19. storoc¢ia. Hudobni kritici 1 interpreti nepovazovali tieto skladby za hodné
zaradenia do hudobného repertoaru. Cimbalové skladby Gézu Allagu bolo mozné hrat’ tiez len
zriedkavo. Toto negativne hodnotenie podl'a miia vyplynulo z toho, Ze interpreti si neboli
vedomi interpretatnych moznosti tychto skladieb. Ked'Ze vela hudobnych skladieb bolo
napisanych v mad’arskom $tyle so Specidlnymi ozdobami, myslelo sa, Ze to plati pre vSetky
skladby 19. storocia. Ale nie je to tak. Koncertné etudy Gézu Allagu st miestami presiaknuté
mad’arskym citenim, no ich $tyl mozno nazvat’ skér romantickym ako madarskym. Ani
pomenovanie etuda nechdpe kazdy rovnako. Vacsina l'udi to povazuje za technické cvicenie, aj
ked’ nazov etuda v obdobi romantizmu neznamenal iba technické cviCenie, ale koncertné dielo
v Style, v ktorom mohol interpret preukazat’ svoje vynikajice technické zru¢nosti. V tomto
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vyzname skladali etudy aj vtedaj$i znami skladatelia ako Chopin ¢i
Schumann, no za takéto koncertné etudy sa povazuju aj capriccia
Paganiniho ¢1 Wieniawského. V tomto zmysle teda Allagove
skladby nestice nazov etuda nie su len technickymi etudami, ale
hudobnymi skladbami vhodnymi pre koncertnl interpretaciu.

Obrazok 1: Géza Allaga

INTERPRETACIA DIEL GEZU ALLAGA PRE CIMBAL

Allaga napisal Stvorzvidzkovli Cimbalovu Skolu, ktorej prvy zvdzok obsahuje I'ahSie technické
etudy, kym etudy ostatnych troch zvidzkov st povazované za Specificky koncertné etudy,
vyzadujuice vysoku troven techniky hry. Mam skusenost’, Ze viaceri u€itelia vyucuju tieto etudy
len s technickymi poziadavkami a nedbaju na ich hudobné prevedenie. Z tohto ddvodu
povazujem za dolezité uviest' niekol’ko postrehov k interpretacii koncertnych etud Allagu.
Zapis tychto skladieb je dokazom preciznosti autora: vSetky prednesové pokyny napisal do
svojich notovych zdznamov, aby pomohol ich optimalnej interpretécii. Ak sa ¢lovek bude riadit’
tymito pokynmi, zisti, Ze ide o skvelé romantické hudobné skladby. Skladatel’ vo vSeobecnosti
pouzival medzinarodne uznavany zapis, avsak niektoré oznacCenia chépe inac¢, o objasiuje
Vv prvom zvizku Cimbalovej Skoly. Z nich vyberam niekol’ko prikladov.

Skladatel’ vo svojich koncertnych etudach, na rozdiel od spracovani l'udovych piesni, tremolo
pouziva zriedka, s ¢im dokazuje, ze cimbalom nie je vhodny len pre interpretaciu I'udove;j
hudby. V jeho pripade oznacenie tremola je vinovka nad notou, ktora v klasickej hudbe skor
odkazuje na rychle hranie not vedla seba, takzvané trilkovanie, alebo pouziva skratku "trem.".
Znakom trilku je ,,tr*.

Adagio.
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Obrazok 2: Priklad tremola
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Arpeggio oznacuje ako obvyklu vertikdlnu vinova liniu, ktori mozno pouzit' nielen pre
niekol’ko ndt, ale aj pre dve noty. V skladbach Allagu arpeggia zacinaju vzdy zdola bez dorazu
a posledny ton je zdorazneny vtedy, ak tento ton patri k melddii. Ak akord sluzi len ako
prechodny sprievod, potom je vrchny ton tiez neprizvucny.

Obrdzok 3: Priklad arpeggia

V etudach Allagu akcenty hraji velka rolu, nimi sa autor snazi naznacit, kde je melddia,
pripadne aky charakter mdme dat’ dielu. V mnohych etudach najdeme posunuté akcenty, co
dodava hudbe osobity rytmus a ba ¢o viac, miestami az jazzovu atmosféru.
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Obrazok 4: Priklad akcentov

Pri triolach nevypise vzdy Cislo 3 nad noty. Z oznacenia taktu a spojenia skupiny not vidime,
ze ide o triolu. Ani J. S. Bach vo svojich pdvodnych partitirach nevypisal ¢islo 3, aj u neho zo
spojenia not vieme, kol'’ko ndt treba zahrat’ na Stvrtinu alebo osminu.

Obrazok 5: Priklad triolach

Zaujimavostou je aj to, ze slovo tichy vyraz, ktoré¢ sa inak oznacujeme “piano®, je Casto
zastupené slovom ,,dolce®, o v§ak znamena nezne, jemne.

47

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni Horizonty umenia




, 4 Tempol.

Y ——t
S S

O

dolce

—

N

Es

Obrazok 6: Dolce znamena piano

Allaga v partitirach pouzil nielen bezne pouzivané talianske hudobné vyrazy a hudobné znaky,
ale v zapisoch najdeme v mad’ar¢ine poznamky k sposobu interpretacie. Napriklad: andalogva
(prechadzkovo), csak bal kézzel (len T'avou rukou), két kézzel pengetve (brnkanie oboma
rukami), a mohol by som pokracovat’ d’alej. Je pravdepodobné, Ze ich napisal v tejto podobe
pretoze nenaSiel vhodny taliansky hudobny vyraz, ktory by poznali vSetci. Mimochodom,
v danej dobe skladatelia Casto pisali pokyny vo svojom materinskom jazyku. Ti ucitelia hry na
cimbal, ktori nevedia po mad’arsky, ¢asto tvrdia, Ze nevedia, o znamenaji pokyny napisané v
mad’arCine, a preto nevedia, ako maju skladbu interpretovat’. V dnesnej dobe vo svete internetu,
kde ndjdeme mnozstvo prekladacov textov v kazdom jazyku, sa na to neda odvolavat’.
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Obrazok T1: Navod v madarcine

V minulosti sme tito moznost’ nemali. Pamétam si, Ze ked’ som sa napriklad ucila Stravinského

cimbalové party, hl'adala som v kniznici franctizsko-mad’arsky slovnik, aby som rozlustila

francuzsky navod, z ktorého som vylustila, o skladatel chcel. Pri skladbach ruskych

skladatel'ov bola situacia este t'azsia kvoli azbuke, napriek tomu, ze sme sa v skole ucili rustinu.
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VZzdy sa nam podarilo vyriesit’ preklad vSetkych cudzojazycnych pokynov. Teraz je situacia
ovela jednoduchsia s internetovymi prekladacmi textov.

Allaga ako violoncelista pouziva mnozstvo spojovacich oblukov, ktoré sa vztahuju na
melodické frazy, alebo v pripade violoncela na slacikové obluky. My cimbalisti to rieSime
najéastejsie pedalom. Co sa tyka pedalovania, skladatel’ napisal len vel'mi malo pokynov, a to
vzhl'adom na to, Ze vtedy sa pedal pouzival iba na oddelenie akordov alebo po taktoch. Ak sa
nevieme rozhodnut’, ¢i spojovaci obluk, alebo na melodicky obluk ¢o znaci, pozrime sa na
charakter skladby! Takto sa mdzeme rozhodnut’ o tlohe oblikov. Uvedomila som si, Zze pedal
pomaha pri realizacii charakteru hudby. Z tohto dévodu som vyvinula taka pedalovi techniku,
s ktorou vieme realizovat’ vSetky charaktery hudby. Ak sa riadime interpunkciou v notovom
zapise — akcent, staccato, pausa, legato atd’. —, zistime spravne pouzitie pedalov.
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Obrazok 8: Pouzitie peddlu na melodiu

V tych skladbach, kde sa melodia a sprievod musia hrat’ spolu, vzdy postupujte podl'a pokynov
napisanych pre meldodiu!
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Obrazok 9: Pouzitie pedadlu na zaklade interpunkcie
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Teraz sa pozrime na kompozicie Allagu v mad’arskom Style. V 19. storoci bola tradicia riesit
kazda dlhSiu notu na cimbal s tremolom. To sa dodnes pouziva napriklad v Bielorusku, na
Ukrajine, v Moldavsku, v Rumunsku ¢i v azijskych krajinach, kde su dlhé tény s tremolom
preferované nielen v 'udovej hudbe, ale aj v klasickych skladbach a transkripciach. Aj l'udova
hudba sa vyznacuje mnoZstvom ornamentov ¢i rozloZenymi akordmi, z ktorych posledny sltzi
ako sprievod k melddii. Allaga tieto rieSenia vyuziva aj vo svojich dielach v mad’arskom §tyle,
ktoré svojou dynamikou a tempom nadvazuji na charakteristiku vtedajSieho obl'ibeného stylu
verbunk. Vidime, Ze v dielach tohto $tylu Allaga vypisuje kazdl jednu notu 0zdob a akordov,
ktoré musime dodrziavat’ napriek tomu, ze ide o improvizacny $tyl, podobne, ako to mézeme
vidiet napriklad v Lisztovych rapsodiach. Pri ozdobach s rozlozenymi akordmi
vysperkovanych tonov si musime dévat’ pozor, kde prepiname pedale, aby sme neprerusili liniu
melodie, ale aby spolu rezonovali rozne akordy. Pomo6Zze nam v tom dosledné sledovanie
rozneho charakteru hudby. V rychlych Castiach pedal menime cCastejSie a Casto vyuzivame
zatvorenu pedalovu hru, pri pomalych zase moézeme pedél drzat’ dlhSie otvoreny v stlade s
melodickymi frazami. Ak musime hrat’ dlht komplikovani ozdobu alebo narocné behy,
musime sa snazit’ udrzat’ tempo vzdy v stilade s melodiou, aj ked’ to znamend, ze musime zacat’
s ozdobou alebo akordom skor.
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Obrdazok 10: Notovy material v madarskom Style

Skvelym prikladom spravnej notacie pre cimbal s zapisy Gézu Allagu. Ak sa najde skladatel,
ktory nevie napisat’ spravnu notaciu pre cimbal, méze sa poucit’ z notového zdznamu Allagu.
Vsetko, ¢o napisal, je hratel'né a dobre CitateI'né a je to zaklad, ako pisania not pre cimbal. A ak
reSpektujeme jeho pokyny, si uvedomujeme, Ze jeho skladby nie st také bezcenné, ako si mnohi
mysleli.Ale ¢o mame robit’, ak v notach st tlacové chyby? Lebo sa to mdze stat’. Moze byt
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chybna nota alebo rytmus. Vyhl'adajme v zapise podobny motiv, z ktorého vieme vyvodit’
spravny rytmus alebo ton. Ak si nieo také nenajdeme, musime to vydedukovat z okolia

A\IVJ
)u

)

A A o
et e

i

O ;2
. &

2
NG

e
by
1

motivu.

50

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni Horizonty umenia




Obrazok 11: Priklad tlacovej chyby

ZAVER

Koho méame ucit’ etudy Allagu? V prvom zvizku Cimbalovej Skoly uvedené lahSie etudy
mdzeme ucit’ na zékladnej umeleckej Skole. Menej naroéné etudy druhého zvizku moézeme dat’
hrat nadanym ziakom zakladnej umeleckej Skoly, tym, ktori maji rozvinuté technickeé
zruénosti. Tazsie etudy tohto zvizku a etudy d’alsich zvizkov moézeme dat’ dobrym $tudentom
konzervatoéria, alebo skor Studentom akadémie. Mam také skusenosti, Ze pedagodgovia tieto
skladby povazuji za l'ahké a pridel’'ujt ich nie dostatocne rozvinutym ziakom. To preto nie je
dobré, lebo student to nebude vediet’ dobre zahrat’, bude absentovat’ pocit Gspesnosti a mdze
zanevriet’ na skladby Allagu.

Musime vyberat’ také skladby, ktoré vyhovuju technickej irovne ziaka, lebo pocit uspesnosti je
vel'mi délezity. Mozem si vyslovit’ tvrdenie, ze ten, ktory sa nauci hrat’ vSetky etudy Allagu,
ziska také technické a interpretacné zrucnosti, ktoré st potrebné k profesionalnej produkcii bars
ktorého hudobného stylu.
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Slovensko

INTERPRETATION OF CONTEMPORARY MUSIC ON DULCIMER
INTERPRETACIA SUCASNEJ HUDBY NA CIMBALE

ABSTRACT

The lecture was given on August 24, 2023 at the Summer Cimbalom Masterclass at the
Academy of Arts in Banské Bystrica. The lecture presented the interpretation possibilities of
contemporary compositions written for dulcimer.

Key words: cimbalom, contemporary music, interpretation

ABSTRAKT

Prednaska odznela 24. augusta 2023 na Letnom cimbalovom masterclassom na Akadémii
umeni v Banskej Bystrici. Prednéska predstavila interpretacné moznosti skladieb sucasnej
hudby napisanych pre cimbal.

Kracové slova: cimbal, sacasna hudba, interpretacia

UvVoD
Citanie partitary si¢asnej hudby robi hudobnikom &asto problémy, aj ked autor dava navod na
vyrieSenie $pecialnych znakov. V mnohych pripadoch aj vystudovani hudobnici potrebuju
poradit’ s hranim stucasnej hudby. V tejto prezentacii pomdzem cimbalistom Citat’ noty sucasnej
hudby.

INTERPRETACIA SUCASNEJ HUDBY NA CIMBALE

Zaciatok 20. storoCia priniesol zmeny zapisu diel skladieb pre cimbal, a to zasluhou Igora
Stravinského a Clauda Debussyho. Menovani skladatelia nepoznali mad’arské notové zapisy,
nepoznali Gézu Allagu a jeho sti€asnikov, preto pouZzivali $pecificky zapis. Pre zapisu not pre
cimbal pouzivali podobny nota¢ny systém ako pre klavirne skladby. Pri znotovani klavirnych
diel sa zauzival postup: Co hrala prava ruka, bolo napisané v hornom riadku a to, ¢o hrala l'ava
ruka v dolnom riadku. Stravinskij si takto zapisoval skladby napisané pre cimbal, to vSak je
Casto vel'mi naro¢né na Citanie, pretoze ton nie vzdy sedi prave na tu ruku, ktorti Stravinskij
zamyslal. Napriek tomu, Ze slavny skladatel’ sa ucil hrat na cimbal od Aladara Racza,
vyznamného mad’arského cimbalistu daného Casu.
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1. obradzok: Priklad Stravinského notacie 2. obrazok: Priklad Debussyho
notdcie

Zial, skladatelia prijali Stravinského spdsob pisania pre cimbal a takto pisané partitary sa
naozaj vel'mi tazko ¢itajl, ¢asto sa musia prepisovat’. Tento S$tyl zapisu sa vSak po Stravinskom
stal pre skladatel'ov vzorom. Stravinskij urobil aj niekol’ko inovacii v technike hry na cimbal:

- Hranie dvoch not jednou rukou, ¢o opatril vyzna¢enim. To znamend, ze dva tony su
vertikalne zviazané.

] F o,
[ b -
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3. obrdzok: Hranie dvoch nét jednou rukou
- DalSou technickou inoviciou je vymena pali¢iek. Striedanie kovovych pali¢iek
drevenymi palickami. Ked'ze kovové palicky nepouzivame, rieSim to tak, Ze namiesto
kovovych pali¢iek pouZijem palicky s neobalenymi hlavickami, ktoré maji kovovy
zvuk. Tieto pokyny Stravinskij napisal do notového zaznamu vo francuzstine.

7 baguettes en bois _ baguettes en cuir
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4. obrazok: Vymena paliciek

Jeho tret'ou technickou inovaciou bola pouzivanie pedalu v diele Renard, v ktorom je

vo franctzstine pokyn, ze motiv treba zacat’ so zatvorenym pedalom a potom pomaly
pedal viac a viac otvarat’.

ouvrez peu a peu la pédale

Béla Bartdk zrejme poznal Stravinského zapisy, pretoze aj uitho najdeme udieranie dvoch not
jednou pali¢kou, napr. v cimbalovej parte jeho Rapsaodie €. I, ndjdeme aj potrebu menit’ palicky.

5. obrazok: Hranie dvoch nét jednou rukou u Bartoka

53

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni

Horizonty umenia



Zoltan Kodaly zapisoval cimbalovy part hry Janos Hary tradicnym spdsobom. Problematickym
miestom cimbalového partu je hry glissanda. Kodaly predpokladal, ze na cimbale sa dé hrat’
glissando podobne ako na klaviri, kde hra¢ prstami prechddza po kldvesoch a na cimbale hrac¢
taha palic¢ky. Toto vSak nefunguje, pretoze potiahnutim pali¢iek sa zni¢i iba hlava palicky, ale
zvuk nezaznie. Glissandé sa daju vyriesit bud’ brnkanim, alebo ich hranim pali¢kou. V tomto
pripade bud’ striedavo hrajme tony dvojit€¢ho uderu v rychlom tempe, alebo s dvojitymi udermi.

6. obrazok: Glissando u Koddlya

V prvej polovici 20. storo¢ia v zépisoch cimbalovych diel mad’arského Stylu naviazali na
svojich predchodcov. Zmena sa nastala po 60. rokoch, ked’ skladatelia experimentovali so
vSetkymi moznymi technickymi rieSeniami, ktoré si vyZadovali vynajdenie notového zdznamu
a notového zapisu. Vznikli také kompozicie, ktoré za ucelom rozladenia alebo preparovania
nastroja vyzadovali dat’ na struny alebo medzi strunami r6zne predmety, skrutky, gumu, ktisky
dreva a pod., aby sa zmenil zvuk. Predstavovali si ale aj r6zne rieSenia pre materidl pouzity na
tvorenie hlaviciek pali¢iek, ako aj techniku vybrnkdvania pre jedine¢né znenia nastroja. Kazdy
skladatel’ pouziva svoj vlastny zapis, ktory je vysvetleny v legende na zaciatku alebo na konci
partitary. Musime sa naucit’ tieto znaky, aby sme mohli hrat’. Existuji aj medzinarodné zépisy,
ktoré nielen pre cimbal platia, ale pre vsetky hudobné nastroje, napriklad znak zrychlenia alebo
spomalenia skupiny not, znak hrania arpeggia nahor alebo nadol a mohla by som pokracovat’.
No su aj oznacenia, ktoré platia Specidlne len pre cimbal. Tie sa tykaja hlavne pedalu, spdsobu
uderu ¢i brnkania.
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VYSVETLIVKY « ERLAUTERUNGEN

Pali¢ky + Schlegel

Key to the signs

Jelmagyarazat
P= with wadded sticks C{ f = mi‘gkkc‘
% weiche

vattds verfvel

/= with leather-coated sticks t\ /’ = polotvrdé (normélnf)
biéris vervel halbharte (normale)

/= with wooden (thread-coated) sticks \ f = etrdd
fa (cérnas) verdvel 7 \ = harte

jizz. = to be plucked with the hand '
H klzézzeelp l:en etni X hmadien
p g. . mit dem Nagel zu spielen

V = with the nail
krsmmel [ = accelerando | v rdmci fraze

U = with the finger-tip et — ritardando im Rahmen einer Phrase
ujparnaval . . ﬁ: opakovénf ténu (skupiny ténid)

+= at the crossing of strings Wiederholung des Tons (der Tongruppe)
a hirok taldlkozasanal - _ .

X = forceful plucking, nipping the string =5 E:;:Zse;:;zzzian
between two fingers
eriteljes pengetés, ket ujj kizé Posuvka platf jen pro jednu notu.
capre s Mkt Das Versetzungszeichen ist nur fiir eine Note giltig.

7. obrazok: Instrukcie od madarského 8. obrdzok: Instrukcie ceského skladatela
skladatela Pala Karolyiho Vaclava Kuceru

Tieto inStrukcie musime dodrzat’, ale niekedy je to nemozné, ak napriklad nemame vela parov
paligiek réznymi hlavicami, alebo ak sa nAm nastroj poskodi pri preparécii. Co by sme v tomto
pripade mali robit? N4jdime také rieSenie, ktorym dosiahneme podobnu farbu tonov!
Napriklad, ak chcete mékké alebo tvrdé znenie, nemusite napriklad menit’ palicky, ale riesit’ to
technikou tderu. Preladenie (rozladenie) ndstroja je problém, pretoZe nielen cimbalu, ale aj
ostatnym nastrojom vyhovuje stdle rovnaké ladenie. Priamo na koncerte medzi dvoma
hudobnymi skladbami sa neda dlho ladit’. V takom pripade si bud’ musime priniest’ dva nastroje,
alebo ak to nie je mozné, po konzultacii so skladatelom zostaneme pri povodnom ladeni. Na
druhej strane, ak ide o skladbu nezijiceho skladatel’a, musime sa rozhodnut’, ¢i skladbu zahrame
a podujmeme €o najlepsie realizovat’ interpretaciu.

Pri realizcii brnkania ¢asto dostdvame rozne pokyny. Napriklad nechtom alebo koncekom
prsta. Aj tu je niekedy potrebny kompromis. Ak nemate dlhSie nechty alebo nechty nie st pevné,
musite strunu silnejSie brnkat’ konc¢ekom prsta. Zaroven brnkanim udriet’ aj danu strunu.

pizz.

animato e delicatas T f—— 3
4is G gliss ; P i
A + b+t opglss ++4+ +++ P o' = ord. L bd
he—p — % - P
: SXiSE==227 D S—
t colla unghia e i
P - ==

9. obrazok: Priklady pizzicato notdcie

Problémom moéze byt aj interpretacia flazoletov, ktoré na kratkych strundch nevieme
realizovat’. V takychto pripadoch hl'addme vhodné rieSenia, napriklad brnkdme na strunu, alebo
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zahrame ton a jednou rukou pridrZzime strunu na kobylke, alebo hl'adame ton o oktadvu niZsie.
Ale mo6Zeme experimentovat’ aj s inymi moznost’ami.
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10. obrdzok: Priklady notdcie flazoletov

Najviac problémov sa vyskytuje pri pouziti pedalu. Vacsina sucasnych skladatel'ov dava navod
na obsluhu pedélov, napriek tomu, Ze Casto Uplne nepoznaji technické rieSenia ndstroja.
Predpokladaji, Zze cimbalovy pedal ma rovnaka funkciu ako pedal klavira. A to nie je tak. Pri
hudobnych interpretacii pedalizovanie hra doleZita ulohu. Skladatelia sa niekedy v tejto veci
radia s interpretmi, avSak ani samotni cimbalisti pedal nepouzivaji rovnako. Jeden z nich ma
len jednoduchti pedélovl techniku, ini sa snazia pedalom vyjadrit’ hudobné posolstvo, ale ani
toto nie je totozné, ked’ze kolko I'udi, tol'ko r6znych spdsobov prednesu, a ani ten isty umelec
nie vzdy hra skladbu rovnakym sposobom. Aké je rieSenie? M6j ndzor je taky, Ze nech sa ziak
v nejakej forme nauci narabat’ s peddlom a neskor ako zrely umelec pedalovanie bude riesi
podl’a vlastného citenia a vkusu.
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11. obrdzok: Priklady signdlov peddlu

St dva sposoby interpretacie suc¢asnej hudby. Jednym z nich je, Ze vzhl'adom na skladatel'ove
ocakavania verne dodrziavame jeho pokyny, ktoré sa nie vzdy zhoduja s predstavami interpreta,
alebo skladatel’ nechava realizaciu svojho diela na fantazii umelca. Som zastankyna toho
druhého spdsobu, pretoze sa vyskytuju pripady, ked” optimalna interpreticia menej vydarenej
skladby umelcom urobi ju uspesni, no opak sa stava, ked’ dobre skomponovana skladba bola
vyhodnotend ako zl4 pre nendpadity vykon interpreta. Prezentovat’ sic¢asna hudbu si urcite
vyZzaduje fantdziu, pretoZe sa stdva, Ze skladbu zo zaciatku ani mi nerozumieme a pritom ju
mame sprostredkovat’ posluchd¢om. Mdzeme to zvladnut’ tak, Ze zdlhavou premyslenou pracou
vytazime z kompozicie to najlepsie. Vnimam to tak, ako vychovavame svoje deti. Tak, ako
formujeme ich spravanie, navyky a ich vzt'ah k svetu, podobne nardbame aj s hudbou, ktort si
chceme osvojit’. Ide o to, aby vysledok bol ¢o najlepsi.

Existuje skladby, ktoré nemaju oznacenie taktu ¢i absentuju taktové Ciary. Vela l'udi sa boji
hrat’ tieto skladby, pretoze nevedia ako maju chapat rytmus. Je to v§ak vel'mi jednoduché.

V tychto skladbach st aj stvrtové, polovicné, Sestnastinové a iné hodnoty, ktoré si musime
navzajom dat’ do suvisu. V skutocnosti by sa takéto kusky mali hrat’ rubato. V nespocetnych
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pripadoch je koniec motivu oznafeny SO vzduchovou pauzou (preztavkou). Dynamické
oznacenia tiez pomahaju pri hudobnej realizacii. Skladby tohto druhu davaja interpretovi vel'a
prilezitosti na realizdciu svojich hudobnych predstav.V tejto podobe vzniklo viacero
komornych diel. V tomto pripade je vhodné hrat’ z partitary, aby sme videli, kde sa nachadza
nas partner alebo partneri a kedy by sme mali hrat’ svoj part. Je to naro¢nejSia uloha, ked’ze
musime sledovat’ aj iné hlasy, nielen svoje.

Zijeme vo svete improvizacie, ked’Ze z toho vychadza aj jazz, Tudova hudba a world music,
ktord je vel'mi populdrna. Skladatelia sa v poslednom ¢ase pokusaju komponovat’ aj diela
charakteru, ktoré vyzaduju improvizaciu. Nevyhovuje to vSetkym interpretom, lebo
improvizaciu povazuji za komplikovant, aj ked’ v podstate je ovela jednoduchsia ako naucit’
sa komplikovanu skladbu. Kazdy ma schopnost’ improvizovat, ked’ze na$ Zivot si ¢asto
vyzaduje improvizaciu, ked’ sa zrazu ocitneme v situdcii, ktort treba rieSit. Improvizacné
schopnosti deti su uzasné, ale pocas Studia Casto stratia tito spontannu schopnost’, ked’ze vel'a
veci sa musia naucit’ od slova do slova. Tato zru¢nost’ sa v§ak mdze neskor obnovit. Velkym
trendom v hudbe starych ¢ias bola hudobna improvizécia, ktora od konca 19. storoc¢ia za¢ala vo
vaznej hudbe upadat’ avSak pretrvavala v 'udovej hudbe a jazze.

Ked' toho boli schopni umelci starych ¢ias, dokdzeme to aj my! Z cimbalovej literatiry
spomeniem dve skladby, v ktorych treba improvizovat’ kadenciu. Prva je skladba ,,Cimbalovy
koncert s elektronikou” Zoltana Pongracza a druha ,,Concertino pre cimbal a slacikovy
orchester Addma Baraza. So skladbou Zoltana Pongracza sa oplati zaoberat’, pretoZe je prvou
skladbou napisanou pre cimbal, ktora bola kombinovana s elektronickym podkladom. Ziva
hudba s prelinanim strojovej hudby je vzruSujlca aj z hl'adiska ¢itania notového zdznamu. Ak
sa pozrieme na notovy zaznam, vidime tam oznacenie ¢asu, o znamena, ze musime hrat’ spolu
so strojovou hudbou zadelenou na mintty. Zadévanie Casu hrad dolezitd tllohu pri uceni sa
hudobnej skladby, pretoZze nam hovori, kde sa v skladbe nachddzame. Kazdému, kto chce
zvladnut’ tato skladbu, odporacam zacat’ sa ucit’ s notami a hodinkami v ruke a samozrejme so
zapnutou elektronickou hudbou. Neskor, ked’ uz pozname podkladovu hudbu, mézeme nechat’
hodinky a hrat' rovnako ako na koncerte, len namiesto zivého sprievodu symfonického
orchestra hrdme so strojovou hudbou. Ak sa zamyslime nad tym, kol'’ko spevakov a hudobnikov
dnes hré na playback, tento kusok sa ndm uz ani nezdd nemozny. Pri improvizacii kadencie
vSak musite zastavit’ nahravanie a potom ho znova zapnut’, aby sme mohli pokracovat’, takze
potrebujeme niekoho, kto to urobi. Od koncertu Zoltana Pongracza vznikli uz viaceré podobné
skladby roznych skladatel'ov.
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12. obrdzok: Noty Pongrdcza s vyznacenim casu

Pre mnohych interpretov je tiez problém, ak sa musi urcity usek hudby volne opakovat'.
Problém to mdze byt len vtedy, ak sa takyto part nachadza v komornej hudbe, pretoze v tomto
pripade musime venovat’ pozornost’ aj partnerovi, spoluhra¢om, aby sme vedeli, ako dlho sa
ma dany motiv opakovat’.
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13. obrazok: Priklad opakovania motivu

Teraz, ked’ uz pozndme medzinarodnu cimbalovu literaturu, mohli by sme hovorit’ o viacerych
d’alSich interpretacnych moznostiach. Nejaky priklad:
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14 obrazok: Klopanie 15. obrdzok: Zrychlenie 16.0brazok: Tremolo

na telo alebo peddl nastroja
at

!

Sempee dim poce a pece

17. obrazok: Volné glissando
v celom rozsahu nastroja
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18. obrazok: Volné glissando v danom rozsahu
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Pre mna st najzaujimavejSou moznost'ou $pecialne zvuky realizované pomocou palic¢iek inych
typov cimbalov. Hranim ¢inskymi bambusovymi palickami alebo nemeckymi hackbrettovymi
palickami dokdzeme vytvorit' zvuky, ktoré odrézaju atmosféru krajiny poévodu hudobného
diela. Napriklad ¢inska skladba by sa mala hrat’ s ¢inskym bambusovym palic¢kami alebo
nemecka skladba s nemeckymi palickami. Samozrejme, nie kazdy méa moznost’ si takéto palicky
kapit, ale ak mate moznost, vrelo to odpori¢am. Pomocou nich si to mozete sprijemnit’ a
navodit’ zvlastnu atmosféru. Aj divaci si radi vypocuju takto realizovanu suc¢asnt hudbu.

ZAVER

Pri zostavovani programu koncertov sucasnej hudby by sme mali vzdy dbat’ na to, aby bol nas
program pestry a roznorody, pretoze jednotvarnym programom divakov odstrasujeme od
pocuvania sucasnej hudby. Je zaujimaveé, ze deti su otvorenejSie zvukom sucasnej hudby ako
dospeli, preto sa nebojte deti ucit’ si¢asni hudbu a brat’ ich na koncerty.
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WORKS BY JOHN DOWLAND IN THE BARDEJOV AND LEVOCA
COLLECTION OF MUSIC FROM THE 16th AND 17th CENTURY

DIELA JOHNA DOWLANDA V BARDEJOVSKEJ A LEVOCSKEJ ZBIERKE HUDOBNIN
Z0 16. A17.STOROCIA

ABSTRACT

European lute music flourished, especially in the 16th century. The territory of today's Slovakia
in the 16th and 17th centuries was no exception. In our historical sources of music, we can find
evidence of lute music and its representatives or works whose authorship is connected with the
name of a particular lute player. One such example is the works of John Dowland, Europe's
most prolific lutenist. The information we present is the result of our research into the Levoca
and Bardejov music collections from the 16th and 17th centuries and has not been published in
our territory.

Key words: John Dowland, Levoca Collection of Music, Bardejov Collection of Music

ABSTRAKT

Eurdpska lutnova hudba zazivala rozkvet predovietkym v 16. storo¢i. Uzemie dnesného
Slovenska v 16. a 17. storo¢i nebolo vynimkou. V naSich hudobnohistorickych pramenoch
evidujeme pamiatky lutnovej hudby a jej predstavitel'ov, pripadne diela, ktorych autorstvo je
spojené¢ s menom konkrétneho lutnistu. Takymto prikladom st diela Johna Dowlanda
najprofilujucejSicho eurdpskeho lutnistu. Informacie, ktoré uvadzame, st vysledkom nasho
vyskumu Levocskej a Bardejovskej zbierky hudobnin zo 16. a 17. storo€ia a neboli na naSom
uzemi publikované.

Kracové slova: John Dowland, Levoc¢ska zbierka hudobnin, Bardejovska zbierka hudobnin

LUTNOVA HUDBA NA UZEMi DNESNEHO SLOVENSKA - DOTERAJSI STAV
BADANIA

Problematika pamiatok lutnovej hudby je v domaécej, slovenskej muzikologickej literature
reflektovana ojedinele. S parcidlnymi idajmi domacich muzikoldégov sa stretdvame na pode
publikicii domacich autorov?. V druhej polovici 20. storo¢ia sa badatel'sky zaujem o pamiatky
stvisiace s lutnovou hudbou na naSom Uzemi postupne zintenzivnil. D6lezité informacie o
zbornikoch lutnovej tabulatiry na tGzemi dnesného Slovenska zo 17. storoCia prinaSa v

2 Prispevok je riedeny v ramci projektu VEGA 2/0006/21, Transregiondine vztahy hudobnych pramefiov
duchovnej a svetskej hudby z tzemia Slovenska z 12. — 17. storocia.
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monografickej §tadii Antonin Hotejs (BURLAS, Ladislav - FISER, Jan - HOREJS, Antonin,
1954, s. 96-154). Na pode Katedry hudobnej vedy. Filozofickej fakulty UK v Bratislave boli
publikované diplomové prace, dizertatna praca a publikacie monografického charakteru s
lutnovou tematikou autorov: Ingeborg Siskova (SISKOVA, Levoéska lutnova tabulatira
Okolicsaniy-Zsedéniy, 1966), Rébert Dusatko (DUSATKO, 1985), Katarina Macova
(MACOVA, 2002), Elena Vaculova a Michal Hottmar (HOTTMAR, Jean Baptiste Besard.
Thesaurus harmonicus (Koln 1603) : Prva kniha, 2002). Zasadna $tadiu o prepisovani
franctizskej lutnovej tabulatiry priniesla Ingeborg Siskova (SISKOVA, Hlavné zisady
prepisovania franctzskej lutnovej tabulatary, 1981, s. 387-404). V 21. storo¢i sledujeme
publikovanie vedeckych studii s lutnovou tematikou v domacich a zahrani¢nych zbornikoch a
asopisoch, autorov Ladislav Kacic (KACIC, 2016, s. 24) a Michal Hottmar (HOTTMAR,
Renaissance lute tablature prints in the territory of present-day Slovakia, 2013; HOTTMAR,
Pamiatky lutnovej hudby na Gzemi dne$ného Slovenska - Banska Bystrica, Trnava, v 16.
storoci., 2010). V zahranic¢i sa dlhoro¢ne lutnovej problematike venuju muzikoldégovia na pode
anglickej — The Lute Society (LS), americkej — The Lute Society of America (LSA) a d’alsich
lutnovych spoloénostiach. Pamiatkam lutnovej hudby v strednej Eurdpe sa venujt badatelia z
Mad’arska, Pol'ska a Ceska. Vyznamnym zdrojom informaécii pre nas vyskum su priebezne
aktualizované medzinadrodné katalogy a lexikony: Répertoire International des Sources
Musicales (RISM), Grove Music Online (Oxford Music Online, datum neznamy) a publikacia
Instrumental Music Printed before 1600 (Brown, 1965).

Lutnova hudba na uzemi dneSného Slovenska v 16. — 17. storoci

Hudobna kultira na izemi dnesného Slovenska v 16. storo¢i bola ovplyvnena dynamickym
vyvojom ekonomicko-spolocenskych okolnosti. Netispesna bitka pri Mohaci v roku 1526 vSak
nasmerovala dianie v krajine k zvySenému rozvoju ekonomickych, politickych a kultirno-
spolo¢enskych aktivit. Uhorska sl'achta sa postupne presidlila z izemia, ktoré okupovali Turci.
Bratislava (Posonium, Pressburg, Pozsony) sa stala hlavnym mestom Uhorska, kam sa
presidlila z Budina (Buda, Ofen) a z Ostrihomu (Strigonium, Gran, Esztergom), sa prestahovali
cirkevné Urady do Trnavy (Tyrnavia, Tyrnau, Nagyszombat). NajvyznamnejSimi strediskami
hudobnej kultary sa stali kral'ovské mesta, v ktorych sa predovsetkym v druhej polovici 16.
storoCia rozSirila Lutherova reformdcia augsburského vierovyznania (a. v.). Na kultaru
cisarskej Viedne (Vindobona, Wien, Bécs), sa orientovala Bratislava, ktora sa nachadzala v jej
blizkosti. Spisska proveniencia bola centrom viacerych kultar. Nemci Zijici v tejto oblasti
udrziavali kulturne styky nielen s nemeckymi a sliezskymi mestami, ale tieZ s pol'skym
Krakovom (Cracovia, Krakau, Krakko). V mestach dnesného vychodného Slovenska dosiahol
hudobny Zivot popri Bratislave najvyssiu troveti. (KOCISOVA, 2020). Rozsahom i hodnotou
diel to dokumentuju Bardejovska a Levocska zbierka hudobnin zo 16. a 17. storoCia (d’alej ako
BZH a LZH) (HULKOVA, Zhody a odlignosti Bardejovskej a Levoéskej zbierky hudobnin,
1999, s. 150-200.). Mesta, ktoré wuznali protestantské vierovyznanie sa orientovali
predovSetkym na nemeckt hudobni produkciu podla vzoru nemeckych miest. Diela
katolickych skladatel'ov v§ak zaznievali aj na pode evanjelickych cirkevnych spoloCenstiev. Na
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uzemi dneSného Slovenska v 16. az 18. storo¢i sa stretdvame s pamiatkami lutnovej hudby
predovsetkym v spiSskej a SariSskej proveniencii (Levoca, Bardejov), a v oblasti stredného
Slovenska, v Banskej Bystrici. Johannes Dernschwam, vyznamny banskobystricky mest’an,
faktor Thurzovsko-Fuggerovského podniku na tazbu vzacnych kovov, vlastnil v Banske;j
Bystrici rozsiahlu kniZnicu. V nej nachadzame viaceré lutnové tlace zo 16. storo¢ia: Sebastian
Virdung. Musica getutscht (Basel, 1511), Hans Gerle. Musica und Tabulatur (Niirnberg, 1546).
V SariSskej oblasti nachadzame v Bardejovskej zbierke hudobnin zo 16. storo€ia lutnovu tla¢
Matthidusa Waissela: Tabulatura Continens... (Frankfurt an der Oder, 1573), ktora je dnes
uloZena v Statnej Széchényiho kniznici v Budapesti. Ako sucast’ Levocskej zbierky hudobnin
z0 16. — 17. storocia evidujeme viaceré lutnové tlace: Pierre Phalése: Luculentum Theatrum
Musicum (Lovain 1568), Gregorius Krengel: Tabulatura (Frankfurt an der Oder, 1584), obe su
v sti¢asnosti stratené. Jedinou zachovanou lutnovou tlacou v Levocskej zbierke hudobnin (LZH)
zo 17. storo¢ia je Thesaurus Harmonicus (Koln, 1603) zostavovatela a lutnistu Jeana-Baptista
Besarda (1567 — 1617). Z prvej polovice 18. storofia sa zachovala rukopisnd Lutnova
tabulatura Okolitsanyi-Zsedényi, ktora je sucast'ou Levocskej zbierky hudobnin zo 17. storocia.
V sucasnosti sa rukopisny tabulatiry zbornik nachadza v Slovenskom narodnom muzeu —
Hudobnom muzeu (HOTTMAR, Lutnova hudba na uzemi dne$ného Slovenska v 16.-18.
storoc¢i, 2018, s. 44-114).

Levoca

Mesto Levoca predstavovalo v 16. a 17. storo¢i jedno z kultrno-ekonomickych centier horného
Uhorska, regionu SpiS, kde sa koncentrovala predovSetkym nemeckéd cCast obyvatel'stva
protestantského vierovyznania. Nemci predstavovali intelektualnu a ekonomicku elitu krajiny.
Mesto udrziavalo tzke hospodarske a kulturne kontakty predovsetkym s nemecky hovoriacimi
centrami Eur6py, taktieZ Sliezskom, Pol'sko-Litovskou tiniou. Hudobna kultira mesta je bohato
prezentovana Levocskou zbierkou hudobnin zo 17. storocCia, ktora obsahuje vrstvu vokalnej
vokélno-in§trumentalnej a Cisto inStrumentidlnej hudby duchovného ale aj svetského
charakteru. Vyznamné miesto tu mala tvorba nemeckych protestantskych skladatel'ov 16. - 17.
storo¢ia, Scheidt, Schein, Schiitz a inych ako aj skladatelov talianskej polychoérie
gabrieliovského typu. Medzi mnohymi dielami sledujeme uz spominané lutnové tlace, kde v
stcasnosti dominuje Besardov Thesaurus. Stc¢ast’ou tejto monumentalnej antologie su aj diela
Johna Dowlanda. Vic¢sina Dowlandovej lutnovej hudby je zaloZena na tane¢nych formach:
pavana, galliarda, alemanda a skladbach typu gig. Nespajal do parov tance pavana a gagliarda.
Velmi obl'uboval gagliardu, poukazuje na to 30 zachovanych skladieb, ale jeho
najpopularnejSie skladby boli pavany. Pretransformoval ich na piesne ako Flow my tears,
nachadzaju sa vo viac ako 100 rukopisoch a tlaciach roznych solo a ensemblovych upravach.
Lachrimae st novym Dowlandovym pohl'adom na tane¢nt hudbu. To znamena prechod od
funk¢nej tanecnej hudby na abstraktnti inStrumentdlnu hudbu. Dowlandove fantazie maja
tendenciu byt prisnejSie kontrapuntické na rozdiel od jeho kolegov anglickych lutnistov snad’
preto, ze poznal viac repertoaru pre konsorty a hudbu pre klavesové néstroje. Dowland Casto
pouzival kontrapuntické pasaze vyuzivajuce chromatické kvarty, proporcionalne zmeny metra
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a pouzitie cantu firmu. Jeho hudba je brilantne virtudézna s idiomatickym charakterom.
Sucastou lutnovej zbierky Thesaurus harmonicus zo zaciatku 17. storo€ia je popri inych
vyznamnych lutnovych autoroch aj John Dowland. V tlaci sa stretneme s r6znymi podobami
jeho mena ako loannis Dooland Angli fol. 16v a fol. 120v; lannis Doland fol. 107v; Doolandi
fol. 139v a loannis Doolandi fol. 170v. V textovej Casti tejto antologie sa v mennom zozname
autorov nachadza meno Johna Dowlanda v podobe Joanes Dooland Anglus fol. §3v. Pri §tadiu
sekundarnych pramenov sme vychadzali z rozsiahlej Stadie anglickej muzikologic¢ky Julie
Craig-McFeely, ktora skumala existenciu anglického lutnového repertoaru v anglickych a
kontinentalnych zbierkovych fondoch. V prilohach jej Studie sa nachadzaju obsahy
jednotlivych skiimanych lutnovych prameiniov s uvedenim jednotlivych skladieb a ich
konkordanciami (Craig-McFeely, 2024). Medzi nimi nachadzame aj skladby pripisované
Johnovi Dowlandovi v Besardovom Thesaure (BESARD, 1975).

FANTASIA LACHRIMAE, FOL. 16V

Uvedena skladba sa nachadza v druhej knihe Besardovej antoldgie na foliu 16v s autorskym
oznac¢enim loannis Dooland Angli. Lachrimae. Diana Pulton ju sice zarad'uje do zoznamu
Dowlandovych skladieb, no spochybiiuje jeho autorstvo (POLTON, 1978). Julia Craig-
McFeely v stipci konkordancii uvadza katalégové (poradové) &islo P15 vypracované Dianou
Pulton (Craig-McFeely, 2024). Ide o variaéné spracovanie motivu z Pavany Lachrimae.
Skladba po transkripcii z franctzskej tabulatrnej notacie do modernej notacie je v rozsahu 51
taktov modalneho charakteru in g. Je ¢lenena na diely s hlavnou témou a diely s varidciami.
Prva téma je v rozsahu 8 taktov a ako uvadza samotny nazov, ide o tému Lachrimae (siz), ktora
je spracovavana v Dowlandovej tvorbe mnohymi sposobmi (pavana, air de cour, gagliarda a
pod.) (HOLMAN & O’'DETTE, 2024)..Nasledujuci diel, takty 9-18, predstavuje varidcie
diminuéného charakteru kopirujice melodicko harmonicky plan prvého tematického dielu.
Variaény diel je zakonceny kadenénym spojom V- I (dur.) Od taktu 19 nasleduje druhy
tematicky diel za¢inajici B-durovym akordom. Diel kon¢i taktom ¢. 26, D-durovym akordom
(durovou dominantou k centru g). Od taktu 27 po takt 35 nasleduje opat’ variaény diel
imitaéného charakteru konc¢iaci dominantou in g. Treti tematicky diel za¢ina na dominante in g
(D-dur) v rozsahu 6smich taktov (takty 36-44) predstavuje tematické zakoncenie skladby
spojom V- I (dur). Zavere¢ny variacny diel predstavuje takty 45-53 s technikou diminucii,
sekvencii a imitacii. Z formového hl'adiska uvedena fantdzia predstavuje nasledujuci plan A -
at - B - b' - C - c¢&. Ako sme uZ spominali motiv ,,siz bol v Dowlandovej tvorbe vel'mi
popularny, on sam sa nechal inSpirovat’ Marenziovou a Lassovou madrigalovou tvorbou
(O'DETTE, 1997, s. 26). Melodicko-tematicka podstata predlozenej fantazie vychadza z airu
Flow my tears, ktory bol prvy krat publikovany v The Second Booke of Songs or Ayres of 2,
4. and 5. parts (London, 1600) fol. 4v. V lexikone Grove Music Online nachadzame uvedent
pavanu v zozname prac pripisanych Dowlandovi. Jeho autorstvo tejto fantazie vSak nie je
doteraz jednoznacne preukdzané a na tieto otdzky odpovie d’alsi vyskum (HOLMAN &
O’'DETTE, 2024).
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GALLIARDA IOANNIS DOLAND FOL. 107V

Julia Craig-McFeely v stipci konkordancii uvadza katalégové (poradové) ¢islo P19 a uvadza
nazov originalu Dowlandovej skladby: Captain Digorie Piper's Galliard. Rukopisnu
poznamku N. B. (Nota Bene) nachddzame margindliu uvedeného fo6lia, z toho mozeme
predpokladat’, ze skladba mohla byt predmetom interpretacie. Pri Stidiu sekundarnych
pramenov sme objavili skuto¢nost, Ze uvedena galiarda sa zhoduje s Dowlandovou skladou If
my complaints could passions move, ako aj jej upravou pre consort (HOLMAN & O'DETTE,
2024). Rozsahom sa jedna o kratku skladbu v rozmedzi 22 taktov. Pri transkripcii do sucasnej
notacie sme Casto narazili na mnohé rytmické nezrovnalosti, ktoré bolo nutné korigovat’ za
ucelom zachovania rytmického charakteru galiardy: 6 0 6 6. € 6. Téma uvedenej skladby sa
Ciasto¢ne zhoduje s melodickym materialom skladby Captain Digorie Piper's Galliard. V
Besardovej antologii nachadzame skladbu v rovnakej tonine ako uvadza Poulton (g-mol) v
trojdobom metre. Varidcie ,,Dowlandovej* galiardy uvedené¢ v Besardovom exempldri su v
rozsahu 22 taktov.

GALLIARDA IOANIS DOLAND, FOL. 120V

Podl’a stadie Julie Craig-McFeely nesie original skladby nazov To Plead My Faith Galliard a
autorstvo je pripisané¢ Daniel Bachelerovi na zdklade konkordancii z oxfordského rukopisu
Mathew Holmes lute book Dd. 2. 11 99v/1; Dd. 4. 22 6v-7; Dd. 9. 33. V Thesaure pri tejto
pamiatke taktiez nachadzame rukopisni pozndmku N. B.

CHOREA ANGLICANA FOL. 139V.

Original skladby nesie nazov Lady Laiton's Almain. Julia Craig-McFeely v stipci konkordancii
uvadza katalogové (poradové) Cislo P48. Skladbu nachddzame v siedmej knihe Besardove;j
antologie uréenej tancu alemanda na foliu 139v. Podobne ako pri fantazii fol. 16v, Lachrimae
sa stretdivame s podobnym formovym c¢lenenim tanca. Autor uvedenej fantdzie rozdelil
povodnu skladbu Lady Laiton’s Almain na jednotlivé tematické diely, ktoré potom variacne
spracovava virtu6znou diminu¢nou technikou. Prvy tematicky material sa nachadza od taktu ¢.
1-3, za nim nasleduju diminucie, ktoré variruji melodicky material v taktoch 4-6. Druhy
tematicky material nastupuje v taktoch €. 7-9, za ktorym bezprostredne nasleduju dimintcie
(takty 9-11). Od taktu ¢. 12 sledujeme treti tematicky material, ktory kon¢i taktom ¢. 14.
Varia¢ny diel skladby nastupuje v rovnakom takte a trva v rozsahu troch taktov (takty 13-15).
Posledna téma, ktora je nasledne varirovand sa nachadza v taktoch €.17-19. Diminucné
spracovanie posledného tematického materialu sledujeme v taktoch ¢. 19-21. Formovy plan
uvedenej chorei predstavuje nasledujiicu schému A-a'-B-b!-C-cl. Pri komparicii tematického
materidlu chorei s alemandou Lady Laiton’s Almain uvedenou v publikacii Diany Poulton
predstavuju tematické materialy ABC takmer Uplnti zhodu s exemplarom v Besardovom
Thesaure. Tematicky material ma prevazne homofonny charakter v kontraste s diminticiami
melodického charakteru.

FANTASIA, FOL. 170V
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Uvedena skladba ma konkordanciu v tla¢i Roberta Dowlanda Varietie of Lute-Lessons
(London, 1610) a Jane Pickeringe Lute book (London 1616), fol. 24v-25/1". Uvedena Fantasia
je variacného charakteru, konkordancia sa nachadza v rukopise Jane Pickeringes Lute book
(1616) a zachovala sa aj v tla¢i Johanna Daniela Myliusa s nazvom Thesaurus Gratiarum
(Frankfurt am Main, 1622), kde je skladba pripisovana autorovi s nazvom "Rosideri
Angligeneroso”. Na zaklade podobnosti s niektorymi chromatickymi fantaziami Johna
Dowlanda bola skladba zahrnuta do siborného vydania Dowlandovych lutnovych skladieb od
Diany Poulton a bola dlho povazovana za sucast’ jeho tvorby. Ako sa dozvedame z textu
bookletu k CD Jane Pickeringes Lute book skladba bola pripisana Myliusovi. Z doterajSich
sekundarnych informdcii vieme, ze v Levoci zila Dorothea Balduin, ktord sa v 17. storoci
pristahovala do mesta spolu so svojim manzelom, evanjelickym fardrom. Dorothea mala
povest’ virtudznej hracky. Aj napriek tomu, Ze v Levo¢skom exemplari Thesaura nachadzame
sporadické interpretacné zapisy dokazujliice pouzivanie tlace, nemoézeme s urcitost'ou tvrdit’, ze
to bola prave Dorotea, ktora Besardovu knihu vlastnila a pouzivala.

BARDEJOV

Bardejov patril k stredne velkym mestdm Uhorska a stal sa doleZitou vd’aka tomu, Ze lezal na
medzinarodnej obchodnej ceste medzi Ciernym a Baltskym morom v severovychodnej &asti
Uhorska v blizkosti pol'skych hranic. Kultarny zivot mesta v 16. a 17. storo¢i urcovali dve
skuto€nosti: prijatie reformacie a ¢innost’ jeho prestiznej Skoly, ktoré boli vysledkom usilia
Leonarda Stockela (1510 — 1560). V meste posobil vyznamny organista Zacharias Zarevutius,
pochadzajuci z ned’alekého spiSského mesta Spisska Nova Ves, ktory sa v prvej polovici 17.
storoCia pristahoval do Bardejova. Ako organista mal na starosti hudobny zZivot v meste,
preovSetkym sa staral o hudobnu produkciu v protestantskom kostole. Jeho ulohou bolo
rozsirovat’ hudobnu zbierku, ktora bola vytvorena pre potreby mesta, cirkvi a Skoly. Okrem
kompozi¢nej c¢innosti odpisoval diela z predloh vyznamnych zbierok (A. Schadea:
Promtuarium musicum, E. Bodenschatza Florilegium Musici Portensi), ktoré sa nachadzali v
jeho dosahu. Jeho zasluhou sa v BZH zachovali odpisy diel od Handla-Galla, Hasslera, Lassa,
Lowensterna, Molinara, Monteho, H. Praetoria, Scheidta, Vulpia, Wallisera a inych. Na zaklade
informacii, ktoré nam poskytuje posledna publikacia zaoberajiica sa Dowlandovou tvorbou
americkej muzikologicky K. Dawn Grapes z roku 2020, John Dowland: A Research and
Information guide, sme objavili skutoénost, Ze v Statnej Széchényiho kniznici v Budapesti
(Orzsagos Syéchényi Konyvtar) sa nachadzaji dve skladby, ktoré maju suvislost’ s tvorbou
Johna Dowlanda. Vzhl'adom na fakt, Ze signatira Ms. mus. Bartfa 27 je stcastou tzv.
Bardejovskej zbierky hudobnin (BZH) zo 16. a 17. storocia, pochadzajica z mesta Bardejov,
dnesné tizemie Slovenska, nas tato skuto¢nost’ zaujala, nakol’ko nam v predchadzajucom badani
o lutnovej hudbe na Slovensku, jej predstavitel'och a skladateloch unikla. BZH vznikla pre
potreby protestantskej obce mesta Bardejov, predovsetkym pre potreby kostola sv. Egidia a
mestskej Skoly v 16. a 17. storo¢i. Na jej vzniku sa podielal bardejovsky Skolsky rektor,
vyznamny vzdelanec, Leonard Stockel a jeho brat Peter (HULKOVA, Italian Music in the 17th
century in ther Region Spis and Sari§ in Evangelical Churches, 2018). V 80. rokoch 20. storo¢ia
BZH spracoval, skatalogizoval mad’arsky muzikolog Robert Arpad Muranyi (MURANYI,
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1991), kde nachadzame aj dve Dowlandove skladby uvedené K. Dawn Grapes. Muranyiho
katalog uvadza pod signaturou Ms. mus. Bartfa 27, ¢. 2277 skladbu Paduana Lachrimae, ide o
variacie zapisané novou nemeckou organovou tabulatirou. Skladba sa nachadza na fol. 34v-
36r. Jej autorstvo/ uprava je pripisané J. P. Sweelinckovi. Dawn Grapes uvadza, ze predlohou
k Sweelinckovej skladbe je Dowlandova Pavana Lachrimae (D15/P 15). Skladba je po
transkripcii do modernej notacie v rozsahu 91 taktov, vel'mi zretelne Citatelny rukopis bez
vacsich chyb. Paduana je zapisana horizontidlne aby sa umoznilo jednoduchSie citanie
tabulaturneho zéapisu. Aj podla zapisu v signatire vidime, Ze je urcend pre interpretaciu na
organie. Druhou skladbou z rovnakej signatiry Ms. mus. Bartfa 27, ¢. 2287 odkazujicou na
Dowlandove dielo je Gagliarda Dulenti Variri Sam. Sch., ktora predstavuje variacie
nemeckého ranobarokového skladatel'a Sammuea Scheidta, f. 50v-53r. Dawn Grapes uvadza
ako predlohu Dowlandovu kompoziciu King Denmark’s galliard (D40/ P42). Pamiatka je
zapisana novou nemeckou organovou tabulatirou (Ammerbachovou tabulaturou) v rozsahu
Styroch strdn v Stvorhlasnej sadzbe. Rukopis je velmi dobre cCitatelny, no vykazuje par
zaujimavosti. Konkrétne ide o oznacenie variacii, na foliu 50v sledujeme oznacenie 3 varia, 5
varia a 6 varia, zatial’ ¢o na foliu 51r nachadzame oznacenie 2 varia, 4 varia. Z toho je zrejmé,
ze zapisovatel zapisal skladbu v smere zl'ava doprava, nie zhora nadol. Je to logické kvoli
jednoduchému ¢itaniu tabulaturneho zapisu. Skladba je ¢lenena po Stvortaktiach v rozsahu 121
taktov po prepisani do modernej notacie. Vzhl'adom na skuto¢nost, Ze v Bardejove pdsobil v
17. storo¢i vyznamny organista Zacharias Zarewutius, je velmi pravdepodobné Ze vyber
Dowladovych skladieb vo forme uprav pre klavesovy nastroj nemusel byt’ na zaklade poznania
jeho diel, no mohol byt uskutoéneny s ohladom na rozSirovanie repertoaru a skladieb
protestantskych skladatelov v regione Sari§, predovietkym organistov. Podla skladieb
zapisanych v organovych tabulatirnych zbornikoch, v Bardejovskej zbierke hudobnin bol
Zarevutius vel'mi zruénym hracom virtuézneho charakteru.

ZAVER

Napriek tomuto zisteniu je uZasné, Ze sa Dowlandova hudba dostala prostrednictvom rukopisov
a tlacenej hudby aj do severnych kultirnych centier dnesného Slovenska (historického Horného
Uhorska), Levoce a Bardejova, ktoré predstavovali v 16. a 17. storo¢i v podstate eurdpsku
perifériu, no boli vyspelymi kultirnymi centrami Kral'ovského Uhorska. Dowlandovu hudbu
tak mali sprostredkovant obyvatelia Levoce v podobe lutnovej tabulatiry ako aj bardejov¢ania,
ktory sa o jeho hudbe mali moznost’ dozvediet’ sprostredkovanie cez Sweelinckove organove
variacie.
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ROBINSON IN THE MIDDLE WORLD EMPIRE

ABSTRACT

There was one Mister Robinson, who wrote intensely and often lonely about past achievements
of his British countrymen in China. One of these people was Amy Wilkinson who developed a
notation for the blind in Chinese cities. It was first applied through a group of young blind boys
who travelled Great Britain and were obviously of extraordinary musicality. Contemporary
newspapers were full of praise. However, the notation and memory help used now in local
choirs of the elderly who practice weekly in their community rooms is far different. The
outcome is surprisingly equally praised. At least in the narratives of the choir members and the
volunteers, who accompany these activities. Having lived over 8 years in crowded Shanghai
neighbourhoods and overcoming endless difficulties in a multi-age and multi-abled group of
people, the author wants to point out the missing understanding of special needs in social
entities and suggest a list of ethical questions that may challenge a common musicology and
the integration of music therapy as an aid. Finally, the question which overshadows all previous
questions is: For what do we do all that in musicology? For a deeper understanding of oneself.
Key words: Music for disabled, Music for aged people, Blind Boys Band, Wilkinson, UK and
Shanghai

OVERVIEW ON THE TOPIC AND THE METHODS
This short paper will have 2 main parts:

One is the data presentation from Keith Robinson and Wang Lingli’s article on Amy Oxley
Wilkinson and the Blind Boys Band and secondly the way of practicing singing in modern
Shanghainese communities of elderly people.

The main methods used in this paper are literature re-researching and making some experiments
with the findings as well as active participating in the lessons at ZEPHEI I 452 (Xiangyang Nan
Lu 452) in the centre of the city Shanghai, Xuhui Qu. One of the most outstanding methods
was checking the writings with the real experience of musicality in an area where many former
music students or becoming music students live.

3 Gisa Jaehnichen, Prof. Dr. phil., is currently teaching and researching at Shanghai Conservatory of
Music and independently working. Her many writings are distributed all over the world. For more
information: gisajaehnichen@web.de.
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Introduction

Robinson and Wang Lingli described a map of places visited in October and November 1922
by the Blind Boys Band from China:

Visitations in October of the year 1922:

Leamington Spa, 2" October, 1922.
Birmingham, 4" October, 1922.
Stoke, 9" October, 1922.
Stockport, 10" October, 1922.
Newcastle, 11" October, 1922.
Sunderland, 30" -31% October, 1922.
Sheffield, 1%, 9" and 12" November, 1922.
Leeds, 7" November, 1922.
Nottingham, 13" November, 1922.
Derby, 15" -16" November, 1922.
Leicester 251" November, 1922.
Reading 28" November, 1922.
Tunbridge Wells 8" December, 1922.
London 29" January, 1923.

Figure 1: Visitations in October of the year 1922 (Robinson and Wang Lingli, 2023, p. 77).

Robinson and Wang Lingli mention right on the first page of their writing:

70

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni

Horizonty umenia



“The missionaries working in China were all from different denominations...often their
teaching methods working with the Chinese blind were very different and uncoordinated.
It was also a time of great invention and entrepreneurship, and this led to many different
ideas and inventions being tried in different parts of China, often at the same time. Some
of these approaches to teaching the Chinese blind to read were short-lived and became
obsolete and were very quickly displaced by better methods.” (Robinson and Wang
Lingli, 2023, p. 77).

SOME DATA

There has to be mention this embossed method to depict letters, which was then used by
Moon (figure 2) and Lucas (figure 3 and figure 4).

ALCOT Mol | [126¢iovt.
Yoo f ke @ Jem o

Moouw;J<L—|l\’or-'_'\ wm'-‘|>'\r{}j
— n LL S§ FP TH SH PH CH NG WH GH &e.
S/T UV >JZS /"'\JC_J:"‘:"D.?\

Figure 2 (left): Moon’s use of existing embossed systems, photo by courtesy of New York
Special Education Institute.

Figure 3 (right): Lucas was teaching ‘Writing Systems for the Blind’.
https://www.bbk.ac.uk/research/centres/peltz-gallery). Last accessed 22 April, 2023.
Photography by courtesy of New York Institute for Special Education.
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Figure 4: This is a printed page of this material. To be found at the National Library of
Scotland, RefMMSID: 9930185233804341, and here used with permission.

This embossed script shows, how seriously taken was music notation of a hymn by early

notation-inventors. Here is the Braille Alphabet simply noted down in teaching books of that
time.
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BRAILLE ALPHABET.
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Figure 5: National Institute for the Blind Youth. 2023. Reused with permission.

Some other figures on that way were William Hill Murray William Hill Murray (1843-1911)
and William Campbell (1841-1921) who both employed modifications of the Braille script as
embossed combinations of dots (figure 5).

All that led to Amy Oxley Wilkinson (1868-1949), who made widely use of her predecessors’
inventions. She used all of the existing imporvements of the Braille letters, mainly Braille’s
efforts for text, and added only minimal signs for agogics. Robinson wrote: “The blind musician
has to read the music with their fingers and then remember it and then learn to play it on their
instrument. So, Braille piano music has to be read first by the right hand and memorized; then
the next line will be the same phrase but for the left hand. Once both hands have been
memorized, then the pianist can play them together. The next section of the music is then learnt

in the same way. It is easy to understand that a big work like a Chopin Impromptu can take a
long time to prepare.

The system is capable of giving the most detailed information to the player, but the player needs
time to read it, memorize it, and then play it on their instrument. To be of any use, the player

must also have a good understanding of music theory and harmony.” (Robinson and Wang
Lingli, 2023, p. 85).

| believe strongly in the high impact of this experiences among the few blind people who were
gathered in such music schools within the city Shanghai. The most skilled boys travelled the
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UK, which was at that time like travelling the world, with great success everywhere like some
pictures may prove (figures 6-8):

Figure 6: The Blind Boys Band. Image courtesy of Jamie Carstairs and Special Collections,
University of Bristol Library.

Figure 7: This was the way of transportation at that time. Photograph reproduced with
permission from the London Transport Museum.
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Figure 8: On the right is a dizi, erhu, sanxian, yueqin, and jinghu. Depiction reused with
permission.
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Figure 9: Using the bottom dot on the right-hand side means that the length is Crotchet.
Anything that uses the bottom left-hand dot gives the length of Minim. If we use both bottom
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dots, then the length is semibreve. Overview printed with permission (Robinson & Wang
Lingli, 2023, p. 85).

OLD SINGING TECHNIQUES IN SHANGHAI WITH SOMEWHAT OLD
REPERTOIRE: DISCUSSION

Figures 10a and 10b) Singing lessons at the community hall of Jian Xin ZE/H £ 452
(Xiangyang Nan Lu 452) in the centre of the city Shanghai, Xuhui Qu. Residential Committee
and Cultural Team of Jianxin-Community: Choir activities (Lianjuwei Culture Record), 14th
December, 2023. The author participated actively.

Amy Wilkinson was also praised by Keith Robinson in his conclusion:

“What stands out most is that Amy Oxley Wilkinson was a brilliant administrator. She had the
ability to see what each individual student’s aptitude might be and then organize the school to
allow that potential to develop. So just looking at the senior students, they play many different
instruments. These need to be taught; they need time to practice and memorize their music, but
at the same time, they are learning to read Braille, studying the scriptures, making matts,
learning shoemaking, or tuning pianos...” (Robinson & Wang Lingli, 2023, p. 91).
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Figure 11: A copy made by the author of a music-sheet in “normal notation”. Here is
depicted song number 37, which is a Shanghai song on love from the 1940s and 1950s called

BEE.

This is the notation where one can find different interesting points to compare, mainly the pitch-
importance is impressive (figure 11) as it wasn’t meant to be the most impressive when having
taken this cipher notation. Rather the harmonic structure was the core, in times when the blind
boys were performing in the UK. Now, it is very common, at least from the viewpoint of the
author, to find pitch orders more important than harmonic progressions. The musicians in the
karaoke-style recording improvised the song, possibly using the same notation. One can see
that bars and rhythmic issues are presented according to staff notation. The current conservatory
people put the song aside due to completely other reasons: performed by non-professionals with
a weak voice, the song cannot be sold, cannot be put on stage or cannot be told again as a text-
analysis may be able to show. When listening to just one couplet sung by the group, listeners
might identify that some try to escape the scheme by starting to sing earlier or later.

CONCLUSION
One can easily see that there is a talk on a specific music learning that occupied wide areas of

Asia coming from the Western world via records, broadcasting, and film. These were the early
sources of understanding the Western world. They preceded obviously any other
understandings and were strongly connected to the transmitting tools. As Braille was important
as a tool to teach music, staff notation was the main thing that could prove Westerness.
Therefore, it is no wonder that later, all music teaching used a kind of cipher-bastard-notation
and that, in an outbreak of traditional music writing, songs and pieces were all re-translated into
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that cipher-bastard-notation that is still used among the musically ‘advanced’ elderly in
Shanghai living communities, where the formerly so-called educated people in singing give the
main signal. The nearly blind teacher had to comply. To him it was just one of many tasks. He
did what he could in a very successful way. He made all of them singing in unison and the
nearly right rhythm. While playing piano to accompany the song, he reduced the speed. Only
during the karaoke-style singing in the last rehearsals, he speeded up. The singers could
obviously follow. Therefore, song Number 37 was chosen to be performed during a New Year
gig that was prepared for the community.
Coming back to the Blind Boys Group, one also can easily see that the author Robinson has a
specific longing for further teachings and that he feels only of use as an ultimate supervisor.
This might be the one serious problem that cannot be solved in one step. Whatsoever, one can
start to stop thinking in a colonial way and one can begin to think that the tools of transmission
made an impact one never dreamt of. One also should stop trying to control historical ideas.
The author Keith Robinson together with his colleague Wang Lingli tried hard to describe the
situation over 100 years ago, now it is up to current researchers to make use of their knowledge.
A very short list of some questions remains:
1. What can be done about the disabled and aged people who do not participate in the
global competition?
2. Why do those people have chosen to be a rather accepted than promoted singer, when
getting in the age of above 60?
3. | personally would also like to ask, whether the repertoire has any limitations in the
future?
These and many other questions need to be investigated as soon as possible. People cannot wait
for their outcomes on both sides of the knowledge thread (the givers and the receivers). If such
things are not investigated while the active singers are still alive, a lot of information will be
lost forever and cannot be recovered.
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SANLUCAR AND HIS TREATISE ON FLAMENCO THEORY OF
MUSIC

ABSTRACT

Manolo Sanlucar, the respected grand master of flamenco guitar, contemporary of Paco de
Lucia, died in 2022. He dedicated his life to interpreting and studying flamenco, and left
musicologists his theoretical research work on the flamenco guitar and on the origins and theory
of flamenco music, in a body of work still mostly unpublished and whose existence is
practically unknown outside the inner circles of flamenco.

After a long career as an outstanding flamenco interpreter and composer of guitar and orchestral
works, he published a book in 2005, his first formal incursion in the field, in order to explain
flamenco to the music theorists, and eventually left the interpretation to dedicate his life to
learning and writing. However, his books, only published in Spanish and largely ignored, are
currently out of print.

Three years before his passing, he set up a foundation to perpetuate his legacy and to hold his
memorabilia and all his works, including three other mayor books. In November 2023, the
foundation was introduced to the public and presented its plans to disseminate the legacy
entrusted to them by opening a museum and an academy to teach flamenco guitar after Manolo
Sanlicar’s method, which is grounded in the works mentioned, and include recordings made to
that effect for a period of thirteen years.

Keywords: Flamenco, Sanlucar, guitar, music theory, Andalusia, art foundation

I. BRIEF BIOGRAPHICAL NOTE

“I have lived enslaved by the guitar.” (Manolo Sanlicar)*

Manolo Sanlucar (born Manuel Mufioz Alcén, 24 November 1943 — 27 August 2022)° took his
artistic name from his birthplace, Sanlticar de Barrameda, the town where the Guadalquivir
river, descending from Sevilla, melts with the Atlantic, just a few miles from Cadiz and Jerez,
in the womb of flamenco.

4 https://www.flamencologia.org/manolo-sanlucar-raiz-y-paloma/
5 lbid Note 1
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Sanlucar® dedicated his life to flamenco, the guitar, and his beloved land. He explained: “I
would like to be a messenger for you. My guitar is at the service of my people, and wherever
my people are, I will be there.” Together with Paco de Lucia, Vicente Amigo and Tomatito,
among many others, he was one of the figures who has guided the evolution of the flamenco
guitar from the last half of the 20th century until today.’

Sanliicar matured his art by accompanying top rated flamenco singers and dancers since an
early age. Soon he began composing for guitar, and, towards the end of the 1970’s, Sanlucar
started his recital career, already some ten years after having published, among others, his first
solo album in 1968, and his three-album series entitled “Mundo y formas de la guitarra
flamenca” (The world and forms of flamenco guitar), a seminal work in the field (1971-72).
During four decades he toured as soloist in recitals and concerts around the world, published
over 20 albums with both his guitar compositions and later with his flamenco works for
orchestra, and received the most coveted flamenco awards and undisputed recognition.
Eventually, he stepped down from the stage, left behind his career as interpreter, and dedicated
the last years of his life to study, read, and write a series of works in order to leave a personal
vision of his world: Andalusia and flamenco. He does this through a series of books aimed to
explaining what flamenco’s origins are, both historical and musical, and the imbrication of the
music in the land; this is his attempt to explain flamenco to the world.

Coming from a very humble origin, he learned the guitar at home, from his father, and sold
meat at the market before he started earning money with his playing. Once, when asked if he
ever took a vacation, he said “Only twice, two fifteen-day vacations. And | went to get to know
Galicia well. I wanted to go and know it because my mother came from Galicia, my
grandmother came from there, and they formed our family here. I'm more mixed than a
gazpacho [a mixed vegetables soup]. My grandfather was Sephardi, and the other grandmother
was Moorish... and I..., let's see who classifies me (laughs)... because | would like to know who
[ am.”8

A terribly sorrowful chapter in his life was the loss of his only child. Maybe that is what caused
him to say, “Life does not belong to God, but to the one that suffers it.”® The book we review
is dedicated to the memory of his son, and he signed the dedicatory “from his father, orphaned
(of the son),” reflecting the profound mark left by the loss.

6 We will be using only part of Manolo Sanlticar’s artistic name, hoping to improve readability
in English.
" https://cordopolis.eldiario.es/cultura/muere-guitarrista-manolo-sanlucar_1_9270871.html “Yo
quisiera ser para ustedes un mensajero. Mi guitarra estd al servicio de mi pueblo y alla donde mi
pueblo esté, estaré yo”, dijo también en mayo pasado. Junto con Paco de Lucia, Vicente Amigo y
Tomatito, entre otros muchos, fue una de las figuras que ha guiado la evolucion de la guitarra
flamenca desde la ultima mitad del siglo XX hasta hoy.
(Translation of this article’s author, as well as all the other quotes from Manolo Sanlucar that appear
in English.)
8 https://www.flamencobarcelona.org/manolo-sanlucar-la-miseria-moral-con-la-que-han-tratado-a-
este-pais
® https://www.buscabiografias.com/biografia/verDetalle/5599/Manolo%20Sanlucar
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Il. ON THE FLAMENCO GUITAR. THEORY AND SYSTEM FOR FLAMENCO
GUITAR®Y

Sanlucar published this 200-page book in 2005, while still active as a guitarist. In its brief
introduction, he already states the objective of the work: “I hope to have defined our musical
constitution from inside its own system, without the Occidental School'! need to translate us
with their tonal language, not akin to our essence.”*2

We can see through the work that Sanlucar studied classical music (which he calls the
Occidental School) in detail, so as to make his explanations apparent to the classically trained
scholars from their point of view. The study of music started late in his life and allowed him to
compose classical orchestral works based on flamenco principles, which appear for the first
time through him.

Here follow a few highlights, with mention of the page, to give the reader an idea of the book
contents and depth, trying to illustrate its interest without being exhaustive or excessively
detailed, as the density and importance of the materials will not yield to it.

1. On flamenco, he states it comes from an old tradition transmitted orally, though never
explained: “In order to [educate] our youth with solid steps [in flamenco] we need to nurture
them with the forms and the rules that our elders created...that were called flamenco...the
scholastic!® rules cannot be followed and respected if they are not known.” (Sanlucar, 2005,
21).

2. On the flamenco guitar, he considers it is key in the development of flamenco: “While it is...
cante (flamenco singing). the fundamental kernel of... Flamenco, it is the guitar... that opens
roads with its harmonic contribution to expanding the creative possibilities of the cante.”
(Sanltcar, 2005, 35).
“The guitar, having only six strings, forces us to invert the chord orders on each
position. This circumstance alters the color of chords [so] even singers, who do not
know guitar, recognize the different géneros (types of songs) by the timbre of the
fundamental chords.” (Sanltcar, 2005, 36).

— On the “Taranta [style]...that shows the tonic chord of FA# with two or three alterations
of its natural form: (from low to high) fa#, do#, fa# 82, la#, si and mi. Or natural sol
instead of la#. We observe here a chord so characteristic, so personalized, that it will be
impossible (without a capo) to carry it to another tonality, not even to another position.
In any other place it will have lost its character, its timbre, its physiognomy and its
identity.” (Sanlucar, 2005, 41).

10 Sobre la guitarra flamenca. Teoria y Sistema para la guitarra flamenca. 2005. ISBN 84-89409-80-3
1 Ibid note 5, page 8

12 https://www.mael-goldwaser.com/projet/acerca-de-sobre-la-guitarra-flamenca-de-manolo-sanlucar/
13 For Sanlucar, scholastic sp. escolasticas are those ground rules on which the genres and the
styles are based (p. 26)
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3. On the original Cadencia Andaluza: it is based on Greek music scales and mixed with the
Arabic music in the flourishing Seville. Ecclesiastic music also descends from a modification
of these scales, all this before tonal scales existed. Andalusian Cadence is the essence of
flamenco, according to Sanlucar: it comprises four basic chords, read in descendant order, as a
result of their origin: la, sol, fa, mi, the Greek Doric tetra-chord. This is the basis of Flamenco:
cante jondo plus the other similar géneros (genders) that have been absorbed by it.” (Sanltcar,
2005, 51).

4. The Greek musical modes Dorian, Phrygian, Lydian and Mixolydian and their developments
(the hyper- and hypo- modes associated with these) are the development of the Cadencia
Andaluza and form the complete system. Sanlucar mentions there is a difference in how the
scales develop in the system he explains with the Occidental school’s, this one not following
what the Greek system explains. (Sanlucar, 2005, 182).

5. The Occidental school, with its Tonal system, does not explain flamenco as seen below,
which is, according to Sanltcar, how it is played: (Sanlucar, 2005, 84).

Principal chords in Tonic Dominant Median Subdominant
Tonal system LAm MI major ~ ----- RE m
Flamenco Mi major FA major SOL major LA mM

6. The origins of Flamenco go back to the VI and VII centuries, sponsored by Saint Isidore,
bishop of Seville. There it meets the arab music, and creates a unique fusion of styles. 2005:120

7 “Flamenco concentrates on a canon which is always present, and in some géneros it is
constantly repeated.” (Sanltacar, 2005, 129).
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Figure 1: Tetrachords in Flamenco (Sanlucar, 2005, 129)
With the 1% [tetrachord] Granaina was built, that accompanies cante, singing and defines the
toque, guitar playing. And any sophistry done by the guitar on top of the cadencia chords come

to its end in this phrase that the tetrachord expresses. (Sanlucar, 2005, 129).

7. Inthe Buleria, the cadencia behaves in the following manner:

Figure 2: Cadencia in Buleria (Sanlucar, 2005, 131)
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Observe that the do note will be altered or not depending on the (artist) feeling. Also, as in the
Tangos, Siguiriya and other géneros that belong to this cadencia, they combine the cadencia
series by these rasgueados.4

There is so much more to discover, analyze, and review, within this and the other works he left,
that it becomes a challenging attempt to resume it in an article. However, this may hopefully
awake the curiosity on these materials for scholarly reviews.

Sanlucar’s book has not generated a lot of critical reviews since it was written almost twenty
years ago, in spite of the author’s importance and the popularity of flamenco worldwide, likely
because of its limited exposure. We found only one review, from Mr. Goldwasser, in 2018%°,
and a mention and a few citations from Dr. Scionti’s doctoral thesis of 2017.1°

Goldwasser “met the great master [Sanltacar] in 2013... and decided two years later to take a
Master’s Degree in musicology, writing my dissertation on his musical and theoretical work.”
“Despite the author's fame, this book did not have much impact, going almost unnoticed in the
world of flamenco. The main interest of this article is that there is no critical review of the book,
as we were able to verify during our research.”

Concluding his analysis, Goldwasser’s points at a weak point of Sanlucar’s theories, (which
Goldwasser finds already in the work of Hipolito Rossy?’) is that all the styles of the Fandango
rhythmic family are missing and outside the theory. On the other hand, he thinks, “Sanlucar
goes beyond guitarists who share their knowledge in pedagogical works that use musical theory,
because, in his case, theory also constitutes a new way of creating, of giving meaning to his
music” Finally, he finds the work especially useful for understanding Sanlticar’s work.

In Scionti’s thesis, we find the work quoted in several places, but offers just the following
analysis: Sanlucar’s book “aims to reveal the codes of flamenco music and its association with
the Greek ways... flamenco music operates with its own harmonic structure and, although it has
certain similarities to Western music, its characteristics are finally different and unique. On the
other hand, he defends that flamenco music is designed from the guitar and, therefore, any
approach has to consider the characteristics and idiosyncrasies of this instrument. The maestro's
work is praiseworthy and presents ideas that have been rarely discussed in the flamenco, they
offer a good starting point for future musical and theoretical research.”

III. MANOLO SANLUCAR’S OTHER WRITINGS

14 The words ‘rasgueo’ o ‘rasgueado’ (from the Spanish verb ‘rasguear,” meaning ‘to strum.”), refer to
the techniques used when one or more right-hand fingers strum the guitar. The most common rasgueos
are: 1) a single stroke with the index finger, and 2) the four-fingers consecutive stroke, a longer rolling
technique.
15 https://www.mael-goldwaser.com/projet/acerca-de-sobre-la-guitarra-flamenca-de-manolo-sanlucar/
16 La guitarra flamenca: tradicion e innovacion. lan Miles Scionti. 2017.
https://core.ac.uk/outputs/157761804/?utm_source=pdf&utm_medium=banner&utm_campaign=pdf-
decoration-v1
17 ROSSY, Hipolito, Teoria del cante jondo, Barcelona, CREDSA, 1998 (primera edicion: 1966).
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Besides this book on flamenco guitar, he wrote other books that we hope will be reprinted at
some point in the near future, so we may study and understand both the point of view of such a
figure and also to gain insights into a world that is so important musically and so little expressed
from its own point of view.

A book of utmost importance for Sanltcar is “Andalucia: la Otra Historia”, in which he presents
his view on the Andalusian culture and its kernel, flamenco, which reflects the idiosyncrasy of
Andalusia®,

Two further books are “La Escuela” (The School), where Sanlucar presents his
academic/artistic model on the flamenco world and the flamenco guitar. Also of great relevance
is “La guitarra flamenca” (The flamenco guitar), made in audiovisual format, developed and
directed by Sanlacar himself over thirteen years. It presents the palos, or different styles of
flamenco, as seen from the guitar, and includes collaborations by some forty top artists.°

He also left a written autobiography, “El alma compartida” (The shared soul), and a TV
documentary with his views on the guitar, his socioeconomic and cultural environments,
relations, and some philosophical thoughts.?

IV. ON THE FOUNDATION “LA FUNDACION MANOLO SANLUCAR AURA
SEGUROS” AND ITS OBJECTIVES?*

The foundation is a not-for-profit, privately supported institution. Its objectives are to preserve
and disseminate the Andalusian culture through flamenco, house a museum, and promote the
dissemination of the artistic and human legacies of the guitarist Manolo Sanlucar.

At the presentation of the foundation in Barcelona (in which this author was honored to attend),
the now president, Mr. José Martinez Talavera, said it was born shortly after his friend Manolo
Sanlucar confessed that his last wish was to have a foundation that would also house a
‘museum’, a place that would transcend his person and last over time. Martinez “then proposed
that he convert his long-developed pedagogical method into the Manolo Sanlticar International
Flamenco Guitar Institute, where he could train students from all over the world following his
teaching, the one from which figures such as Vicente Amigo, Rafael Riqueni, David Carmona,
or himself emerged. Juan Carlos Romero, a disciple who directs the institute by direct
appointment of his friend and teacher.”??

Please excuse me and allow me to mention here my heartfelt thanks to the generosity of the
president of the foundation?®, Mr. Martinez Talavera, for presenting me with a copy of the out-

18 Fede Ced¢. https://www.lavanguardia.com/local/barcelones-nord/20231105/9350569/legado-
artistico-vital-manolo-sanlucar-preserva-promueve-santa-coloma.html

19 Cedé, note 1010

20 Canal Sur. 2020. https://www.youtube.com/watch?v=55hg91LamEs&t=123s. Documentary on
Manolo Sanlucar.

21 Fundacion https://www.fundacionmanolosanlucar.org/la-fundacion/

22 Cedo, note 5

23 Fundacion note 13
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of-print book on the flamenco guitar during the day of the foundation’s presentation. Without
his generosity, this article would not exist.

CONCLUSION

Manolo Sanlucar, one of the most important guitar interpreters of his time and of flamenco
music, has left behind a trove of knowledge and experience to benefit not only all the flamencos
but also the music lovers, guitarists, scholars, and musicians.

In my opinion, it is characteristic in the flamenco world that efforts such as this do not get either
the Spanish or Andalusian government support to promote and disseminate such rich sources
of knowledge, which otherwise are continuously hoped for by an existing worldwide
community.

The book | have briefly reviewed is a formal academic attempt to connect two musical worlds,
the flamenco and the classical, in a new way. Its value is for musicologists to decide, but for
this evaluation to happen, the work needs to be published (and probably translated), promoted,
and introduced in Academia.

I sincerely wish and hope that the foundation is able to bring to the world Manolo Sanltcar’s
legacy so the benefits of his life efforts shall benefit us all.
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that appear in English.)
https://www.flamencobarcelona.org/manolo-sanlucar-la-miseria-moral-con-la-que-han-
tratado-a-este-pais
https://www.buscabiografias.com/biografia/verDetalle/5599/Manolo%?20Sanlucar

Sobre la guitarra flamenca. Teoria y Sistema para la guitarra flamenca. 2005. ISBN 84-
89409-80-3

Ibid note 5, page 8
https://www.mael-goldwaser.com/projet/acerca-de-sobre-la-guitarra-flamenca-de-
manolo-sanlucar/

La guitarra flamenca: tradicion e innovacion. lan Miles Scionti. 2017.
https://core.ac.uk/outputs/157761804/?utm_source=pdf&utm_medium=banner&utm ca

mpaign=pdf-decoration-v1

10" ROSSY, Hipdlito, Teoria del cante jondo, Barcelona, CREDSA, 1998 (primera edicion:
1966).
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https://www.flamencologia.org/manolo-sanlucar-raiz-y-paloma/
https://cordopolis.eldiario.es/cultura/muere-guitarrista-manolo-sanlucar_1_9270871.html
https://www.flamencobarcelona.org/manolo-sanlucar-la-miseria-moral-con-la-que-han-tratado-a-este-pais
https://www.flamencobarcelona.org/manolo-sanlucar-la-miseria-moral-con-la-que-han-tratado-a-este-pais
https://www.buscabiografias.com/biografia/verDetalle/5599/Manolo%20Sanlucar
https://core.ac.uk/outputs/157761804/?utm_source=pdf&utm_medium=banner&utm_campaign=pdf-decoration-v1
https://core.ac.uk/outputs/157761804/?utm_source=pdf&utm_medium=banner&utm_campaign=pdf-decoration-v1

11

12
13

14

15
16

Fede Cedod. https://www.lavanguardia.com/local/barcelones-
nord/20231105/9350569/legado-artistico-vital-manolo-sanlucar-preserva-promueve-
santa-coloma.html

Cedo, note 1010

Canal Sur. 2020. https://www.youtube.com/watch?v=55hq91LamEs&t=123s.

Documentary on Manolo Sanltcar.
Fundacion https://www.fundacionmanolosanlucar.org/la-fundacion/

Cedo, note 5
Fundacion note 13

Contact

Enrigue Martinez, M.A.

Educator, technologist, and writer, New York City, USA
enriquemail@gmail.com
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https://www.lavanguardia.com/local/barcelones-nord/20231105/9350569/legado-artistico-vital-manolo-sanlucar-preserva-promueve-santa-coloma.html
https://www.lavanguardia.com/local/barcelones-nord/20231105/9350569/legado-artistico-vital-manolo-sanlucar-preserva-promueve-santa-coloma.html
https://www.youtube.com/watch?v=55hq91LamEs&t=123s
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CHURCH, CATHOLIC HYMNAL BY JOZEF CHLADEK: RELIGIOUS
CHRISTIAN

CIRKEVNY, KATOLICKY SPEVNIK JOZEFA CHLADKA: NABOZNY KRESTAN

ABSTRACT

The hymnal Nébozny krest'an was one of the joint ,,projects* of the Ruzomberok parish priest
Andrej Hlinka, regenschori in the Church of St. Andrew in Ruzomberok, composer, conductor,
pedagogue Jozef Chladek Sr. and his son Jozef Chladek Jr. The hymnal became known and
used almost throughout the whole territory of today's Slovakia and to some extent became one
of the predecessors of the Jednotny katolicky spevnik of Mikuld$ Schneider-Trnavsky. The aim
of this paper is to introduce the hymnal in more detail.

Keywords: Jozef Chladek, Religious Christian, notated hymnal

ABSTRAKT

Spevnik Nébozny krestan bol jednym zo spolo¢nych ,,projektov* ruzomberského farara
Andreja Hlinku, regenschoriho v Kostole sv. Ondreja v Ruzomberku, skladatel’a, dirigenta,
pedagoéga Jozefa Chladka st. ajeho syna Jozefa Chladka ml. Spevnik sa stal znamym
a pouzivanym takmer na celom Uzemi dnesného Slovenska a do istej miery sa stal jednym
Z predchodcov Jednotného katolickeho spevnika MikuldSa Schneidra-Trnavského. Cielom
prispevku je spevnik podrobnejSie predstavit’.

Kracové slova: Jozef Chladek, Nabozny krest’an, notovany spevnik

UvoOD

Najvacsim cirkevnym dielom Jozefa Chladka je notovany spevnik Nabozny krest'an.
O spevniku najdeme zmienky vo viacerych zbornikoch €i publikaciach, ktoré prinaSaji jeho
struény popis (napr. Hoza, 1946, Potucek, 1952, Sykorova, 1986, Zahradnikova, 2011),
pripadne je su¢ast'ou inej skimanej problematiky (napr. Seligova, 2011, Pokludova-Adamkova,
1998, Lengova, 2015). Spevnik vznikol na zadklade iniciativy ruzomberského farara Andreja
Hlinku, ktory bol autorom a zostavovatel'om textovej ¢asti. Organovy sprievod k piesiiam, ako
samostatnil notovant publikaciu, spracoval Jozef Chladek spolu so synom. V prispevku sa
venujeme vydaniam, pricom by sme chceli upozornit’ na niektoré nespravne tvrdenia, tykajice
sa vydania spevnika v Amerike a v mad’arskom jazyku. Nasa pozornost’ sa zameriava hlavne
na notovanu verziu spevnika, radi by sme poukdzali na jeho inspira¢né zdroje, Gpravy piesni,
reflexie v dobovej tlaci. Prispevok, ktory je sucastou grantového projektu VEGA 1/0678/24
Vyskum a katalogizacia hudobnej pozostalosti rodiny Zaskovskych, je ukonéeny tabulkou
s podrobnym prehl'adom piesni.
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NébozZny krest'an vySiel v dvoch verziach. Ako notovany spevnik s poctom stran 124
a ako modlitebné knizka a cirkevny katolicky spevnik s po¢tom stran 550 (vydania z roku 1906,
1912, 1917, 1926), pripadne v mierne rozsirenej verzii s poctom stran 567 (vydania z roku
1920, 1930). Po prvykrat bol vydany v oboch verzidch v roku 1906. Ako notovany spevnik
nakladom vydavatelov a tlaCou Jozefa Eberle vo Viedni. Na titulnej strane vydania nachadzame
nadpis: ,,Nabozny krestan. Cirkevny, katolicky spevnik. Obsahuje okolo 400 piesni a nespor na
vSetky vyrocité slavnosti, jako aj o svdtych bozich, v rozlicnych potrebach a uzkostiach. Napevy
pripravili a opravili Jozef Chladek st. a ml. S udobrenim ordinariatu spisského pod cisl.
4011/1905“ (Chladek, 1906). Ako modlitebna knizka a cirkevny katolicky spevnik vysiel
nakladom vydavatel'ov, tlacou Klimes a Pivko v Liptovskom Sv. Mikulasi, po¢tom vytlaCkov
5000. Na titulnej strane je uvedeny text: ,,Nabozny krestan: modlitebna knizka a cirkevny
katolicky spevnik. Obsahuje okolo 500 modlitieb, piesni a nespor na vsetky vyrocité slavnosti
Padna, ako aj svdtych Bozich, v rozlicnych potrebach a uzkostach a uplné obrady a piesne
pohrabné. Modlitby usporiadal Andrej Hlinka, farar ruzombersky. Napevy pripravili a opatrili
Chladek st. aml. “ (Hlinka, 1906). Notovany spevnik vySiel v nezmenenej podobe po druhykrat
v roku 1928 (Chladek, 1928). Modlitebna knizka a cirkevny katolicky spevnik bol opdtovne
vydany viackrat a to v rokoch 1912, 1917, 1920, 1926, 1930.

K vydaniam dve poznamky. V prispevku Jozef Chladek od Stefana Hozu je uvedené:
.,V Amerike vydal Michal Sincak-Cibavsky roku 1937 Spevnik (z kontextu vyplyva, Ze autor
myslel spevnik Nabozny krestan; poznamka autorky prispevku) pod heslom: Spevom k srdcu
naroda!“ (Hoza, 1946, s. 190). Na zaklade naSich najnovSich zisteni bol spevnik vydany
v Monessen v roku 1938, s poctom stran 99 a obsahoval 1000 slovenskych hymien, basni,
Pudovych spevov a prilezitostnych verSovanok (Slovakiana, 2020, online). Vzhl'adom na obsah
a pocet stran neslo o cely spevnik Nabozny krestan, ale len vyber urCitych piesni. Radi by sme
tiez poopravili informaciu o tom, ze spevnik vySiel v mad’arskom jazyku pod nazvom
Katholikus gyermek v roku 1912. Tento nespravny udaj ziskala autorka prispevku z diplomove;j
prace (Janciova, 2000, s. 19), zaoberajucej sa chramovym katolickym spevokolom
v Ruzomberku a sama ho nekriticky pouZzila v jednom zo svojich prispevkov (Matejova, 2015,
s. 114). Plny nazov spevnika v mad’arskom jazyku je Ajtatos Katholikus Gyermek a v Ziadnom
pripade nejde o preklad Nabozného krestana do mad’arského jazyka. Ide o preklad spevnika
Nabozné katolicke dieta. Cirkevny katolicky notovany dvojhlasny spevnicek s modlitbami pre Skolské
dietky, ktorého tvorcami boli rovnaki autori ako v pripade Nabozného krestana (Hlinka —
Chladek st. aml., 1911).

Pri desifrovani inSpiracnych zdrojov spevnika je ndpomocny text z druhého vydania:
., Pramene, z nichz sme cerpali piesne a modlitby, boly:,, Nabozné Vylevy"; spevniky Jana
Egriho, bratov Zaskovsky a Otta Matzenauera. Sbierku tychto sme doplnili piesiiami, Zijlicimi
v ustach ludu okolia Ruzomberku a Liptova vobec “(Hlinka, 1912, s. 4). lde o spevniky z 2/2
19. storo¢ia: Radlinsky, Andrej: Nabozné vylevy duse krestanskej, Egri, Jan: Katolicky spevnik
so sprievodom organa, Zaskovsky FrantiSek — Zaskovsky Andrej: Manuale musico-
lithurgicum, Matzenauer, FrantiSek Otto — Mathulay, Jozef: Duchowny Spewnik katolicky. Pri
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niektorych piesiiach Jozef Chladek uvadza autorov: Zsasskovszky (€. 34, 35, 220e, 2201, 220g,
220h, 221, 225, 229, 232, 356b, 361, 362), Matzenauer (. 35, 241), Witt (€. 2, 5), Knappov
spevnik (¢. 3), Bella (€. 222b), Fiihrer (¢. 350a), Palestrina (¢. 373a). Pri piesiiach €. €. 220a,
220b, 220c, 220d, 373c priznava autorstvo uvedenim svojho priezviska. Piesne ¢. 136, 142,
143, 211, 212, 213, 345 su opatrené pozndmkou Obecnd nota. Okrem uvedenych piesni
nevieme momentalne s istotou urcit’ autorstvo ostatnych. Podobne, ako pri inych spevnikoch
a kancionaloch z daného obdobia, by bola potrebna podrobna analyza, vychadzajica
z komparacie s inymi pramenmi (Lengova, 2015, s. 162).

Vicsina piesni je upravena pre jeden hlas so sprievodom organa. Vyskytuje sa niekol’ko
piesni (€. 12a, 12b, 12e, 12f, 12g, 12h, 89, 90, 111, 352), v ktorych sa s6lo useky (oznacené
SOLO) striedaji so zborovymi (oznatené SBOR, VSETCI, TUTTI, MUZSKY SBOR). Do
spevnika st zaradené aj skladby pre muzsky zbor (¢. 220a — 220d, 373b, 373c) a skladby pre
miesany zbor (¢. 220e — 220h, 350a). Vynimoc¢ne st pri piesnach uvedené tempové (Zdlha,
Vel'mi zdlha, Mierne, Allegro, Con moto, Allegro con motto, Moderato), agogické (Cantabile,
Maestoso, S citom Zalostnym) a dynamické oznacenia (predovsetkym v zborovych skladbach).
Predznamenania piesni su do 3# a 3b. 127 piesni zo spevnika nemé samostatni melodiu, ale len
odkaz na inu piesen, ktorej ndpev sa ma pri interpretacii pouZzit’.

Po prvom vydani bol spevnik v dobovej tlaci prijaty pozitivne. Napriklad v periodiku
Narodnie noviny vysli dve kladne ladené recenzie (23. 06. 1906 a 12. 07. 1906). Prva
anonymnd, druhd pochédzajica od Milana Licharda, ktory spevnik podrobne zhodnotil po
hudobnej stranke na takmer dvoch stranach: ,,Autori s uspokojenim mozu hladet na vykonanu
pracu, smerodajné kruhy nech ju teda odmenia rozsirovanim knihy tejto. Ja ju s hudobného
stanoviska odporiicam o najvrelejsie “ (Potacek, 1968, s. 85). Daliu pozitivnu reflexiu mozno
najst’ v ¢lanku Jozefa Chladka, ktory pise: ,,Nabozny krestan, choralna kniha pre organistov
sloZend, dosavad’ tu najvdcsiu pochvalu ziskala nie len od mnohych casopisov, dost. p. fardarov
a kantorov, ale aj od velkych znalcov cirkevnej hudby: medziinymi aj od p. M. Licharda v Turc.
sv. Martine, aj od dost. p. farara dr. Berhely v Amerike... “ (Chladek, 1907, s. 2).

V nasledujucej Tabulke €. 1 prindSame prehlad piesni. Kvoli obmedzenému poctu stran
prispevku neuvadzame nazov, ale len cCislo piesne. Pri kazdom ¢isle je uvedené, k akej
prilezitosti bola pieseni urend. Pri niektorych autori uvddzaju odporti€anti polovicu omse,
viaceré piesne obsahuju dopliujaci tdaj, napriklad v rdmci akej Casti omSe sa odporuca
interpretovat’ (pravopis preberame zo spevnika).

Tabul’ka €. 1 Prehl’'ad piesni zo spevnika Nabozny krest’an.

Cislo piesne | rozdelenie piesni podl'a odporucana dopliiujaci udaj
prilezitosti polovica omse
1 Piesne. Pred kéaznou.
2-3 Ku kropeniu I'udu svitenou Mimo Casu
vodou pred sv. omSou. velkonoc¢ného.
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4-5 Ku kropeniu I'udu svitenou V case velkono¢nom.
vodou pred sv. omsou.

6-11 K sv. Omsi. Pred Do pol omse.
pozdvihovanim.

12a—12h Dr’a rozli¢ného napevu. Kyrie. Na Gloria. Na
Evanjelium. Na Credo.
Na Obetovanie. Na
Sanctus. Po
pozdvihovani. Na
prijimanie.

13 -28 Dr’a rozli¢ného napevu.

29 -33 Na koniec sluzieb Bozich.

34-41 Adventné. K sv. omsi Rorate.
Pred sv. omSou
,,Rorate.” Kyrie. Ku sv.
oms$i Rorate. Na Gloria.
Na Kredo. Na
Obetovanie. Na
Sanctus. Po
pozdvihovani.

42 Adventné. Do pol omse. K sv. omsi.

43-60 Adventné. Od pdl omse.

61 Adventné. V advente v nedel’u po
litaniach.

62 Adventné. Anjelské pozdravenie.

V advente po roratoch,
lebo po sv. omsi.

63 — 74 Na Vianoce. Kyrie. Na Gloria. Na
Evanjelium. Na Kredo.
Na Obetovanie. Na
Sanctus. Kyrie et
Gloria. Na Gloria.

Na Kredo. Na
Obetovanie. Sanctus.
Kyrie eleison, Na
Gloria.

75-76 Na Vianoce.

7783 Na Vianoce. Kyrie. Na Gloria. Na
Graduale. Na Kredo.
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Na Obetovanie.

Sanctus. Po
pozdvihovani.

84 Na Vianoce.

85-90 Na Gloria. Kredo.
Na Obetovanie. Na
Sanctus. Benedictus.
Agnus. Dona.

91-131 Na Vianoce.

132 - 133 Na posledny vecer roku.

134 - 135 Na novy rok.

136 — 137 Na Tri Kréle.

138 — 141 K najsv. menu Jezis.

142 V sv. poste. Na skaredt
stredu.

143 — 144 Na zaciatku postu.

145 — 146 Na zaciatku postu. Do pdl omse.

147 — 161 Na zaciatku postu. Od podl omse.

162 — 167 O najsv. krvi Krista Pana.

177 Pasia na kvetnt nedel’u
a velky piatok.

178 O paiti ranach Krista Pana.

179 Na zeleny Stvrtok pri
vSeobecnom prijimani.

180 Na zeleny Stvrtok pri
prenasani kalicha.

181 Na velky piatok.

182 K poklone sv Kriza.

183 Pri pochovévani najsv. Tela
JeZiSa Krista.

184 O siedmych slovach Krista
Péna.

185 O skonani Krista P4dna na
krizi.

186 U Bozieho hrobu.

187 - 190 Na deil sedmibolestnej P.
Marie.

191 Na koniec sluzieb Bozich
V sv. pOste.
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192

Na vel’ka noc. (Pri omsi
svitej.)

Do p6l omse.

193 - 200 Na velku noc. (Pri omsi Od pdl omse.
svitej.)
201 Po litaniach.
202 — 207 O najsv. Srdcu Pana Jezisa.
208 — 213 Na sv. Ducha. Do pdl omse.
214 — 215 Knajsv. Trojici Bozej.
216 — 220 O prevelebnej Sviatosti
Oltarne;j.
220a—220d | Na slavnost’ Bozieho Tela. Pri prvom oltari. Pri
druhom oltari. Pri
tretom oltari. Pri
Stvrtom oltéari.
220e — 220h | Na slavnost’ Bozieho Tela. Pri prvom oltéri. Pri
druhom oltari. Pri
tretom oltari. Pri
Stvrtom oltéari.
221 Na slavnost’ Bozieho Tela.
222a, 222b, Pange lingua. Prvy népev. Druhy
223 napev. Treti napev.
224 — 240 Na slavnost’ Bozieho Tela.
241 Na posvitenie chramu.
242 — 243 Piesne o blah. Panne Marii. | Do p6l omse.
244 — 247 Iné piesne.
248 Na Hromnice (Piesen ku
procesii.)
249 — 274 Piesne o blah. Panne Marii.
275 ThZba prebl. Panny Marie
Levocske;.
276 — 285 Piesne o blah. Panne Marii.
286a —286e | Litanie loretanske. (K
blahosl. Panne Marii.)
286f Litanie k sv. Janovi
2869 Litanie na vianoce.
286h Litanie k najsv. menu Jezis
za duse v ocistci.
287a—287d, | Antifony marianske. Adventna. Adventna
288a — 288b, (Od Adventu do

hromnic). Hromni¢na.
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289a, 289b —

(Od hromnic az do

289d, 290 zeleného Stvrtku).
Hromnic¢na (Od
hromnic az do zeleného
Stvrtku). Vel'kono¢na.
(Od bielej soboty do
najsv. Trojice.)
Velkonoc¢na. (Od bielej
soboty do najsv.
Trojice.) Troji¢na.
Troji¢na. (Od najsv.
Trojice po Advent.)
291 - 302 Ruzencové piesne. (Na den
najsv. Ruzenca.)
303 - 317 Piesne k najsv. Srdcu Jezis.
318 — 338 K nektorym Svitym.
339 - 340 K vSetkym Svitym.
341 Za urodu zemsku.
342 — 344 Za vyjasnenie.
345 - 348 Za dazd'.
349 V case jakejkol'vek tizkosti.
350a —350b | Privitanie biskupa
k udel'ovaniu sviatosti
birmovania.
351 Pri udel'ovani sviatosti
birmovania.
352 K vyprevadzaniu biskupa
sviatost’ birmovania
udelovavsieho.
353 -355 Za papeza.
356a — 356b | Chvalospev sv. Ambroza
a Augustina.
356¢ Pod’akovacie pieseil. Te
Deum.
357 — 362 Pohrebné piesne Do pdl omse.
363 - 372, Od pdl omse.
373a—373c
374 Vesperae.
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375a —375¢, | Daktor¢ latinské hymny. Hymnus na posvétenie

376, 377a — chrdmu. Hymnus na

377b, 378 — posvitenie chramu.

383 Hymnus na Vianoce.
(Hody.) Hymnus na den

narodzenia Pana.
Hymnus in Festis B.
Mariae Virginis.
Hymnus na den sv.
Ducha. Hymnus

k najsv. Trojici.
Hymnus na Bozieho
Tela.

384 Responzoria ad Missam.

ZAVER

V obdobi vydania spevnika Nébozny krestan silneli na tizemi dne$ného Slovenska
mad’ariza¢né snahy. Aj napriek neuteSenej situacii sa po 15-tich rokoch usilovnej prace podarilo
Jozefovi Chladkovi, povodom Cechovi, poskytniit’ veriacim cirkevné piesne v zrozumitelnom
jazyku a tak aspon ¢iasto¢ne zabranit’ prenikaniu mad’arizacie do kostolov. Podl'a informacie
z Ludovych novin z roku 1907, pouzivali spevnik v 937 kostoloch (Chladek, 1907, s. 3), ¢o je
urcite uctyhodny pocet. Viaceré piesne sa stali podkladom pre iné spevniky ¢i kanciondly,
napriklad pre ,,Aleluja® kancional Stefana Janovéika, ktory Jozefa Chladka spomina v jeho
uvode (Janovcsik, 1917). O kvalitne spracovanom spevniku vSak urcite sved¢i fakt, Ze okolo
20 piesni bolo ako textovy, hudobny alebo hudobno-textovy prameii pouzité pri zostavovani
JKS.
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DISABLED PEOPLE AND THEIR RELATIONSHIPS TO ABLED
PEOPLE IN CURRENT MUSICOLOGICAL STUDIES

ABSTRACT

The growing interest around music therapy and the health business with music making and
listening is part of current musicological practice. It is wonderful to have such tools at hand and
easy-going technical equipment that enables, as far as it is known ‘everyone’ of using these
tools such as meditation, dance lessons, aerobic workouts with music, driving out boredom with
listening while working out, music lists for road trips and the many clinical applications for the
elderly with a decreasing mobility and a fading memory or with patients that need to overcome
pain.

Yet there is obviously not enough balance in science needed as science on music making and
consumption may also include these parts of investigations as interdisciplinary researches are
not a rare appearance anymore. Firstly, one may have to look into what is given as “abled”
through the gaze of a wider social entity. Then the question of what is “disabled” is raised.
Secondly, examples can teach practical lessons from the past and the now. What can be
expected and why is it such a booming field of studies at this moment? Thirdly and finally, one
may conclude further developments and the insight that a balance, that is classified in these
viewpoints, will always be the unreached goal.

Keywords: Musicology, Music therapy, Disabled, Aged, Balance

INTRODUCTION

Looking from a rather unqualified and general viewpoint of current literature: A
person’s disablement can be congenital (present at birth) or acquired later in life due to illness,
injury, or aging. It seems that, to be more ethical, these persons are called as ‘differently abled’
in the society. However, these terms and similar terms used to call them raises many questions
and do not satisfy all the perspective such as precise illness or ethical concerns. As a fact, it is
hardly noticed the therapeutic activities that involve music or any other performing arts related
activities designed for disabled people in general. They can be musically treated individually
and in groups depends on what is to be achieved. In some cases, in Sri Lanka, such as the
soldiers who lost legs or hands during the LTTE war, have been treated with music programmes

24 prof. Dr. Chinthaka Prageeth Meddegoda is teaching and researching at the University of the Visual
and Performing Arts in Colombo, Sri Lanka. He is also the director of the Quality Assurance Centre
and published widely in diverse fields. More information can be collected via email:
chinthaka.pm@vpa.ac.Ik.
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organised by NGOs, GOs and volunteer individuals. The musics being performed in these
events are not designed especially for disabled people but what the performers think as suitable
for them (Dias & Nettavong, 2016; Manaranjanie, 2019). These programmes were intended for
therapeutic purposes, unfortunately the results can hardly be measured due to lacking of
adequate tools that may recognise positive changes. The common conclusions of such studies

and activities says that music therapy helped for social skill development, confidence building,
building self-esteem and motivation and many more. Perhaps the doing and listening to music

help to balance the psyche of the person who is understood as disabled or ill so that the physical
treatments become effective in the view of that specific society.

MUSIC AND PHYSICALITY

Music and sound in general are seemingly a physicality. The human body is a physicality with
a limited procession capacity and a local boundness. It is a body that can be average and it can
be an ill or old body, on the verge to become another shape of physicality. The very physicality
of the body makes music therapy being a tool of shaping the human mind. Humans may be able
to reproduce or produce music as physical entities in using waves and timbres to enhance and

modify individual meanings. The music they create or recreate can be seen as a material object
that consists of many features.
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Figure 1: “Differently abled” people
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CLINICAL APPLICATIONS AND SOCIAL APPLICATIONS

One may strive for the better equipment for music therapy in a clinical setting. Yet the original
causes of the need for music therapy are not solved. Similarly, music education can only help
for the betterment in any society if this music education is based on social interactions between
diverse people and if the definition of music is based on real actions in those societies. It can
be strictly assumed that decolonization has to start much earlier in life and in society, namely
in the dealing with sound, with auditive differentiation of various people’s features. This
decolonizing work includes self-colonizing habits such as only allowing for specific music or
sound to be discussed or only allowing for specific talents to be supported. In a social context
as the case of Sri Lanka, music therapy evolves as part of an industry and an inclusive tool for
overcoming stagnations in healing or to improve mental health in some patients. These
improvements could be made measurable thus working as justifications for a musicology in a
society of measurable things like the Sri Lankan society. One can easily find similar ideas in
other societies with other colonizing backgrounds (Reid & Sydney, 2022). Sri Lanka might
have to overcome a double colonization, in which European-classical-music-based and
Hindustani-classical-music-based interpretations of music therapy start to be urgently
questioned as given patterns in a hierarchy or ranking. Also, industrialization of art objects and
musicians as workers need to be questioned. This example shows that colonization has not
always to do with personal contacts and that the tools of transmission (in this case a specific
performance site stimulation through early mass media) are seemingly more important to the
process than the topic in general: music or sound. In the following discussion some issues are
touched that need to be re-researched soon:

Figure 2: Disabled people among abled people from the internal viewpoint of a specific
society. Caretakers are often disregarded as seen on this public sign for physical therapy that
is distributed worldwide.
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DISCUSSION
1. Is the growing interest in music therapy an answer to the problem of social necessity
and what does music therapy do indeed as a tool of justification for a kind of
musicology?

Music therapy may have a great impact on healing processes in a clinical context and meaning
to larger groups of patients with losing memory that cannot be reached otherwise. However, to
a number of people, music is not only performing and participating in consumption of musical
products offered. It can be that people have a rather mixed concept of the use of sound and of
the purpose of auditive qualities. Performing is just one kind of participation in the wealth and
a way of making music a source of income. If this is the case, people may face the problems of
all workforces: They face exchangeabilities, replacements, overworking habits, avoidances of
urgent topics. This becomes a source of stress. It would be completely contradictory to therapies
of any kind.

2. Is the diversely applied music therapy locally diverse, too or do exist local differences?

There are local differences in the use of and the way of production as well as in the way of
consuming outcomes. These musics and sounds can be very different and there is no general
solution to complexity or human brain capacities (Manaranjanie, 2019; Gouk & Erlmann,
2004). Undifferentiated ways of using anything that includes a definition of music in the wider
social framework can be insufficient.

3. What can be the goal of a holistic approach to health and age problems that can be solved
with music therapy?

The true goal of music therapy might be the improvement of healing processes that is included
in the functioning of the socially and individually conditioned mind. Music therapy as being a
part of sound therapy may better focus on the reasoning of conditions than on the way of being
conducted without being concerned about the given conditions.

4. Does local music respond to the necessities for the entire social body or to the body of
an individual? Is music in the end a reflective feature of the human mind in any society?

Music therapy might be then seen as a general approach in terms of psychology and as a kind
of treatment for the ill and aged in a specified social context, today pigeonholes are prepared
nation-wise. This social context outweighs the features of music and can be only accepted as a
study of social norms in a psychological approach for each individual.

5. What can be done to enhance musicology as a science of music or a science of sound?
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Possibly it would be a good idea to focus more on the education and the therapeutic treatment
of the non-ill and the non-aged, that will then continue the dealing with music and sound in all
its shapes and regardless of their provenience. Musicianship was never choosy, but making sure
that musicmaking as a specific type of production in public will have successors. Now, the task
might be to ensure any kind of succession. Also, the not produced, the less possible ways in
doing and communicating sound.

7 Figure 3 Celebration of the Dzﬁ‘erently Abled Day in Sri Lanka 2023. Hzerarchlcal
celebration patterns are visibly included. Photo in the public domain.

CONCLUSION

In order to achieve a balance within different approaches of current musicological researches,
one has to exclude quasi-musicology, meaning all kinds of product advertisement for musical
features including musicianship and music-only-approaches (Bakan, 2012).

A balance can be found in creative applications of inter-disciplinarities such as between
education and physical therapy, social studies and psychology. These pairings do not involve
any musicology, yet this does not mean, they are free of music or sound, which are the basics
in musicology (Gouk & Erlmann, 2004). Also, and that might be of extra-ordinary importance,
the clearer definition of music and/or sound and their sub-ordinates can contribute to more and
a better reputation of scientists dealing with any specific kind of sound.

Here is the point reached of which can be assumed that music is in its features just a specific
sound, which only makes sense through its immediate production. On stage or not is another
field. As therapy principle or as individual relaxation is also another field.
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Can be that music education should better focus on teaching the unsupported, the disabled, the
aged, the so-called ‘non-musical’. This might be a long-term task which could lead to a survival
of mankind as it is at this moment.

Years ago, | was laughing about such questions of survival or the specific contribution to the
existence of humankind. Now, | may know better. Circumstances and observations humbled
down what seems to have been an overconfidence. After all, everyone needs music, not only as
a tool to enhance mood and health, but to enhance being a human, which applies to all
differently abled people that are also called disabled from the viewpoint of internally needed
workforces. Finally, it is not the way how people that do not fit a society are called but how
those are treated and integrated into a rapidly unbalanced world.
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DIALOGUE WITH OTHER SPECIES USING MUSIC PRACTICE

ABSTRACT

My art practice and research is engaged with dialogues with Non-human Animal Species. When
daily video filming of non-human species, a dialogue is formed with pigeons, geese and ducks
and recorded in sound and video. From the analyses of these dialogues live improvised
saxophone playing is included either directly with the geese or ducks or when the visual or
sound artwork is exhibited or presented. If we believe that language is formed through
movement, such as dance, then moments from the birds are a form of language used by them
to communicate their world and life, resulting in rhythms which | interact with.

This paper explores how understanding can be created through sound, constructed through
interwoven methods. Resulting in co-production and co-authorship is working with non-human
animal species.

What this demonstrates is how live saxophone playing through engaging in a ‘dialogue’ alters
the other. This is not through a pre-decided intention, or music score which suggests an
hierarchical position. But one that enables agency in all participants as subjects and not objects.
This artwork reveals how the produced outcome was created with non-human species’
interaction, field recordings, live improvised saxophone playing and digital electron interfaces.
Keywords: Dialogue, Practice, Sound, non-human.

My art practice incorporates: music; installation; photography; painting; drawing; performance;
video and sound. | also play tenor saxophone. | produce artwork that considers interaction,
interconnection and encounters with non-human species.

My art and music practice and research is engaged with dialogues with Non-human Animal
Species. When daily video filming of non-human species, a dialogue is formed with pigeons,
geese and ducks and recorded in sound and video. From the analyses of these dialogues live
improvised saxophone playing is included either directly with the geese or ducks or when the
visual or sound artwork is exhibited or presented. If we believe that language is formed through
movement, such as dance, then moments from the birds are a form of language used by them
to communicate their world and life, resulting in rhythms which | interact with.

INTRODUCTION
The text below is a commentary and to be seen with the live presentation

Using experimental practice-based research within an art practice context when using the
following; voice, sound, timbre, gesture, and touch with a non-human avian species.
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| believe that at the dawn of the Time/Earth there was one language, conducted through timbre,
sound, gesture, and rhythm as well as touch and smell. This language was uttered by all species
in communication with each other. Some humans lost their ability to use this. Part of my art
practice and research is to rediscover and have dialogues or natters with non-human species
that form a language. | am opposed to speciesism ( discrimination by a single species to any
other species) and hierarchical concepts.

This practice-led research is positioned in visual and sound artwork centred around Canada
Geese, Greylag Geese, Mallard Ducks and Pigeons.

We, the non-human Avians and myself make non-hierarchical, co-productions based on
empathy and respect . The following is the ‘Set of conditions’ when working with the non-
human co-producers: no tripods, extension rods etc. One camera is used, and one small mic. |
sit on the ground, I bring openness and observation, they bring stories. Does the camera connect
or distance us? | use a 360 lens enabling me to sit at a respectful distance, they do come up and
touch me, the mic and lens. The close up aspect of the lens brings a particular aesthetic
connection to the receiver, one | feel is inclusive to the avians. This use of a camera gives a
‘specific agency’ to their voice. Each day's filming is placed in a separate folder and dated.
Every encounter has a log to analyse and remember the event.

This talk will reveal how my research impacts and produces outcomes which were created with
non-human species’ interaction, field recordings, live improvised saxophone playing and digital
electron interfaces. The produced language is then transferred into a language formed through
art practice. This in turn produces a dialogue between the final artwork and receiver.
Consequently, there is evidence that co-production and co-authorship with non-human animal
species is possible. This is not through a pre-decided intention, or music score which suggests
a hierarchical position. In contrast, it is one that enables agency in all participants as subjects
and not objects.

These uses of art language sit outside ‘wildlife documentation’ photography or video. The
French writer and theorist Nicolas Bourriaud writes that * ...art creates a space for the emissions

of other species and for coactivities that entangle the human and nonhuman to become visible”
(2022, 82).

These encounters of co-productions between non-human avians and myself, are exhibited in
galleries and discussed in conferences and symposiums.

Methods and Discussion.

This presentation explores the position that when working with a non-human species, empathy,
deeper understanding and a widening of knowledge occurs. Working not through having a
hypothesis to prove, but through observation, not-knowing, (Jones, 2013) risks and patience. |
will demonstrate that through using art practice, the connection made through inter-species
dialogue, enlarges an understanding. One that speaks of that humans are part of nature and not
vice versa. Therefore, any destruction of nature is in turn a destruction of all.

The action that is not seen is The Pigeon is sat on my lens and then takes off in order to fly.
We do not see the flight, but we understand their life through the result of their action.
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From their voice

Co Production is expressed through gesture

Consequences of and outcomes from our actions

The pigeon is showing us an action

Through their perceived disruption

What we are shown is a question

What do actions do?

By appearing to be disruptive to our understanding of visual art

Is the pigeon asking us to consider our actions ?

Demonstrating that all actions have consequences

Demonstrating their world and life through action and Their movement.
Producing language through Their movements, forming a dialogue with us

The research and art work is situated in ‘Intuitive Interspecies Communication’ (IIC) based
within the research definitions outlined by Barrett, Hinz, Wijngaarden, and Lovrod (2021).
Investing in how dialogue forms language between non-humans and humans, this presentation
explores why forming language with another species enables humans to have a greater
understanding of our inclusion with this planet? I question my ethical position. Is the exchange
only one way? Am | taking their voice in order to form my voice? Are my technical choices, in
lens and editing a distortion of their view of their world?

Gesture

Duck and movement as Dance as communication.

Not to Illustrate but to natter or dialogue

Difference and instrument

Possible echo of movement in the tones

Timbre in iridescence and tones

Texture: how does this communicate ? clothes have texture a demonstrate

| do translations from one language into another from texture to video. | suggest that texture is
connected to touch in using the senses, and is a method of dialogue akin to gesture, movement
and sound.

Each day there is a subtle change in our knowledge of each other which can be attributed to our
developing understanding, including touching. The social anthropologist, Tim Ingold (2021),
when holding a tree, writes on ‘touch’, asking if the tree is holding us through a surface to
surface connection. Why is this important? Ingold demonstrates how we interact with non-
humans, which is echoed in my artwork interconnection.

The artwork produced videos and images which are received by the viewer and or receiver’s
eyes and ears in a form of touch through wavelengths.

Although not directly related to watching video, the usage of light frequencies does contribute
to the senses. Lighting Hz, have flicker-fusion frequencies which have been evidenced to affect
bird’s well-being, Stevens (2021.) Therefore, each aspect of the encounter contributes to the
dialogue and consequential language that is formed.

When working, | am aware that my behaviour changes theirs. If | wore a shiny coat that made
a sound, they would be nervous of me. Martin Stevens (2021), Professor of Sensory and
Evolutionary Ecology, writes on the debate of birds having a different colour viewing field,
including UV. This again demonstrates to me, how my conversations with my avian co-
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producers have a multitude of complex nuances.Own sounds and joining sound and the use of
abstraction
Talk about Their role in showing us through sound

Action formed through sound and image is understood in interspecies dialogue.

Just as the ripples on the water are a sign of an action, the head nodding, walk, look etc are all
signs to be recognised. Each day is different and each action to be contextualised within the
other actions, the light, heat and who and what age of non human is there

Showing us stillness

The theorist Brian Massumi writes that nonhumans improvise, through play and the
circumstances of the day. Although in a different context | echo this through my resulting
inclusion of live improvised saxophone playing that is physical and ‘of the moment’ included
either directly with the Geese or Ducks, or alternatively, when the visual or sound artwork is
formally exhibited or presented. The artwork addresses conceptual ideas on the post-human and
opposes speciesism.

Sound and call for action

I would recognise gesture, sound, volume, mimicry, looks from the eyes, movement, plus the
complexities of physical moment, position of each participant, timbre and etiquette as a sign.
One that changes depending on the context of whom this is with, where; in how the location
contributes, and how temperature and lighting also influence the meanings.

What can art bring to the discussion when considering a phonological connection, the feeling
of the interconnection with the non-human. The artist as shaman, a conduit through which a
voice from a non-human is transmitted (Bourriaud, 2022). In one sense | would say that | am a
‘conduit’; knowledge from their understanding of their world is interpreted by me. My
interpretation is then realised through the videos (with or without sound) art work. How do the
participants participate in the production of the sound and videos? This is partly through the
senses, in the following: Gesture, physical position, and touch all form part of the construction
to the dialogue. When working with the location and situations, | discovered that as part of the
processes used in making my artworks, was through what | considered dialogue based on
cohesive and interactive actions. Jeremy Narby refers to it as a similarity of forms based from
Nature taking in signs.

The structure of the feathers and the iridescent tone. When | am sitting with them, they peck
me gently whilst standing beside me or when I have my back turned. This | interpret as asking
for attention or just to chat and engage with me. Each goose touches me in their individual way.
How is this conveyed visually? | believe that the choice of a 360 millimetre lens, has a particular
visual aesthetic, one that brings the subject in closer to the viewer, and which delivers an
understanding on texture. Our wearing of clothes communicates something of ourselves to
another, clothes are textures that produce in us a phenomenological understanding of
experiencing touch. Therefore, the geese and ducks and pigeons are communicating something
of themselves. Through my choice of lens | am translating texture and touch to a receiver or
viewer.
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To remind ourselves: As Barrett et al. (2021) write, asking the non-human animals what their
view is, provides the next steps in our understanding of each other’s species.

Therefore, a dialogue is required, one that is initiated through a set of conditions. The artist
filmmaker puts themselves in the place of the subjects in front of the camera lens. | choose to
work with the Geese and Mallard Ducks, the Pigeons choose to work with me.

Therefore encompassing their way of living in the natural world that they share with us. The
final art outcome is a visual surface encounter that is always in transition and always an
exchange.

The video presentation will now show Conduit and the construction
Shaking and co-production also the conduit

The receiver of the artwork has a separate dialogue which forms a language between them. This
language could contain many of the above elements, however, the receiver also brings their
own understanding and perception.

The viewer or receiver’s interconnection with the final artwork, could be said to echo the
involvement that the avians have when producing the original language. The viewer's individual
understanding of their environment, cultural history and position in the community brings
unique elements to the comprehension of the artwork. The intention in making the art work is
always to have a shared experience of equality that brings agency to the non-human avians.
Therefore encompassing their way of living in the natural world that they share with us. The
final art outcome is a visual surface encounter that is always in transition and always an
exchange.

Pauses

Not knowing
Getting it wrong
Risky

Shaking necks

How does the arts contribute to the discussion and expand environmental awareness through
the art practice. One example is the artist as an activist bringing the conversation to the gallery
and museum space. Borriaud writes that “The artist practices a vehicular language that prides
itself on translating the language of the Other, on adopting exogenous modes of framing”
(Bourriaud, 2022,75). The Serpentine Gallery, London, is one arts organisation that has a
dedicated section entitled, ‘General Ecologies’: https://www.serpentinegalleries.org/general -
ecology/. This site includes symposiums and exhibitions and exemplifies art practices of all art
genres that explore our relationship to Earth and all Species through discussion, exhibiting,
informing and writing, and constantly updating the information.

CONCLUSION

This presentation explored how language can be created with dialogues with non-human avian
species. This language is formed to facilitate an interconnection, dialogue and interaction
between artist and non-human with the intention of making artwork to create change to
challenge our colonialist attitude to working with the non-human.

Word Count: 2658
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Extra:

Artist and filmmaker, Ross Birrelle in conversation with critic and writer, Fillipa Ramos, speaks
of the importance of appropriate use of language when working with non-human animals. For
example, on the film set, the term ‘shooting or shot’ is replaced by ‘filming or filmed'.
https://soundcloud.com/cca-glasgow/ross-birrell-in-discussion-with-filipa-ramos

The outcomes explore how dialogue between non-humans and humans forms language. These
encounters enable transformation into visual artwork, some with sound or live improvised
saxophone. As Lorraine Daston (2005) writes that ‘understanding another mind could only
mean seeing with another’s eyes.. (nose etc)....” (2005, 53).
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MgA. BcA. Be. Vendula Noskova

Janackova akademie miizickych uméni v Brng, Ceska republika

PEDAGOGY OF HARPSICHORD AT THE ELEMENTARY LEVEL:
CURRENT TRENDS AND CHALLENGES

VYUKA HRY NA CEMBALO NA ELEMENTARNIM STUPNI: SOUCASNE
TRENDY A VYZVY

ABSTRACT

This study is the result of research into teaching the harpsichord to children and youth students
in the Czech Republic. Analyzes methodical materials, which are subsequently tested in
practice at the Basic Art School. Traditional historical sources form the basis of modern
teaching materials, which should be adapted to the mentality and needs of today's children.
Emphasis is placed on the connection of historical principles with modern music pedagogy, the
goal is to support the effort to create a comprehensive methodology for teaching the harpsichord
and historical interpretation in the context of the 21st century.

Keywords: Harpsichord, pedagogy, thorough bass, historically informed performance

ABSTRAKT

Studie je vysledkem vyzkumu vyuky hry na cembalo u déti a dospivajicich studentii v Ceské
republice. Analyzuje metodické materidly, které jsou ndsledné testovany v praxi na Zakladni
umeélecké Skole. Tradi¢ni historické prameny tvoii zaklad modernich vyukovych materiala, ty
by vSak soucasné mély byt prizplisobeny mentalité a potfebam dnesnich déti. Diraz je kladen
na propojeni historickych principti s moderni hudebni pedagogikou, cilem je podporovani
snahy o vytvofeni komplexni metodiky pro vyuku cembala a historické interpretace v kontextu
21. stoleti.

Kli¢ova slova: Cembalo, pedagogika, generalbas, historicky poucena interpretace

Historicky poucend interpretace zazivad v poslednich letech napfi¢ evropskym
kontinentem uspésné obdobi a tési se zajmu interpretli, védct 1 posluchacii. O tento specificky
smér hudebni interpretace projevuji zdjem nejen hudebni profesiondlové, ale také amatérsti
hudebnici ¢i zacinajici hraci (Christensen 2023, s. 261). Je dnes jiz béznou praxi mnoha hract
interpretace na odpovidajici historicky nastroj. Jako v kazdém bézném hudebnim oboru vsak i
hra na historicky nastroj musi mit dobfe polozeny zaklad — v této specifické oblasti se v§ak ve
veétsSing pripada jednd o zaklady navdzané na piedchozi ovladnuti moderniho nastroje, tedy
casto az v dosp€lém veéku interpreta.

Tato studie pfiblizuje vyzkum, jenz je soucdsti projektu mapujici situaci na poli vyuky
historicky poucené interpretace — specificky v oboru hry na cembalo v détském véku a u
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dospivajicich studenti.”® Autorka studie postupné monitoruje situaci i v ostatnich evropskych
zemich a taméjSich hudebnich institucich, vysledky tohoto zkouméni snad v budoucnu ptinesou
ucelengjsi obraz o soucasném sméefovani vyuky historicky poucené interpretace 1 za hranicemi
Ceské republiky.

V ramci vyzkumu bylo analyzovano mnoZstvi metodickych materialii a nasledné jejich
pouziti zkoumano v ramci praktické vyuky zaka navstévujicich Zakladni uméleckou skolu,
komparace a zhodnoceni efektivnosti a vhodnosti materiali dale provadéno se studenty oboru
Historicka interpretace Janackovy akademie muzickych uméni v Brn¢.

Vzhledem k velkému rozvoji evropské klavirni pedagogiky se tato té$i obrovskému
zajmu uciteld, kteti pravidelné publikuji moderni a inovativni metodické materidly a ucelené
klavirni Skoly. Maloktery détsky klavirni pedagog by se jal vyucovat pouze z historickych
materiall, jelikoZz ma k dispozici nepteberné mnoZstvi publikaci, pfiblizenych mentalité
dnesniho ditéte. Zcela jina situace vSak nastava v ptipad€, Ze se objevi détsky zajemce o
elementarni vyuku hry na cembalo. Tento nastroj pro svou specifickou profilaci vétSina
interpretd u nés voli jako nadstavbu klavirniho vzdélani, obvykle jako vedlejsi obor pii studiu
na konzervatofi. Na uzemi Ceské republiky jiz ma viak détsky zdjemce k dispozici hned nékolik
Zakladnich uméleckych $kol nabizejicich vyuku hry na cembalo s vypracovanym Skolnim
vzdélavacim planem pro tento obor. Mezioborové lze na vybranych Skolach také propojit vyuku
I s modernim nastrojem, napiiklad moznosti volby oboru Hra na klavir s pripravou hry na
cembalo (SVP 2022, ZUS Isi Krejé¢iho Olomouc). Volba studia cembala je samoziejmé
limitovana vysokou finan¢ni naroc¢nosti pii koupi nastroje, ptipadné¢ nutnosti navstévovat za
ucelem cviceni prostor s timto néstrojem.

Moderni hudebni pedagogika by neméla uzce vymezit zacinajiciho hrace — cembalistu
jako interpreta se zdjmem pouze o star$i hudebni slohova obdobi, jelikoZ pii spravném vedeni
pedagogem se i historicky nastroj stava prostfedkem ke komplexnimu hudebnimu vzdélani
véetné soudobé hudby, komorni hry, prostiednictvim hry cCislovaného basu samoziejmé i
hudebni teorie a improvizace. Mnoho dnesnich pedagogii sleduje také zamér znovu zapojit
vyuku bassa continua do bézné¢ho hudebniho vzdélani hraci na klavesové nastroje (Allery 2023
s. 357). Vyhoda této discipliny, jenz byla v poslednich n¢kolika desetiletich vysadou cembalistli
a varhaniki, spo¢ivda mimo jiné ve variabilité jeji aplikace a enormnimu piinosu v oblasti
improvizace a pochopeni kompozi¢nich principti. Allery v Givaze, zaloZené na vlastni vyucovaci
praxi, vyzdvihuje ptedevs§im rozdil mezi studiem ¢islovaného basu pouze teoreticky a Cisté
prakticky se sluchovou a hmatovou podporou u nastroje. Pokud je studovano pouze teoreticky
bez propojeni s ostatnim repertoarem, nenajde basso continuo vyuZiti v ostatnim hudebnim
pusobeni dnesniho interpreta. Thomas Christensen se ve své studii (Christensen 2023, s. 264)
zaméiuje na improvizaci zalozenou na pravidlech italského partimenta, kterd stimuluje zajem
o dal§i formu improvizace mezi cembalisty a umoznuje nasledné také propojeni s ostatnimi
hudebnimi oblastmi stav€jicimi na improvizacnich principech, specificky napftiklad jazzu.

2 Tento piispévek vznikl na Hudebni fakulté Jandgkovy akademie muzickych uméni v ramei projektu Inovace
Historické metodiky: Hleddni novych smérii a pristupii v historické metodice a jejich vyzkum podporen¢ho z
prosttedk ucelové podpory na specificky vysokoskolsky vyzkum, kterou poskytlo MSMT na rok 2024.
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Zaméfeni pozornosti na basovou linku, jeZ je zasadni ve vSech podobach c¢islovaného basu,
vcetné zfetele na vztahy ostatnich hlasii smérem k basu, Zdkiim velmi napomahé nejen v ramci
literatury obdobi baroka, ale je zésadni také pro interpretaci klavirni literatury pozdnéjSich
slohovych obdobi. Nachazime tedy velké mnozstvi propojovacich linii, které zakovi oteviraji
cestu do hudebniho svéta i daleko za hranicemi starSich slohovych obdobi.

Pro zaCinajiciho cembalistu v dospélém ve&ku, ktery navic stavi na zkuSenostech ze
studia jiného klavesového nastroje, bude i v dneSni dobé stézejni seznamit se postupné
S historickymi materiadly zaméfujicimi se na hudebni estetiku, nastrojovou metodiku ¢i principy
Cislovaného basu (ve vSech jeho riznych podobach a ozna¢enich). Konzervatoristé ¢i studenti
hudebnich akademii nachazeji mezi zakladnimi materidly traktat Principes de
I"’Acompagnement du Clavecin (1718) Jeana-Frangoise Dandrieu, obsahlou esej Carla Phillipa
Emanuela Bacha Versuch iiber die wahre Art das Clavier zu spielen (1753, 1762), ¢i zakladni
material pro péstovani cembalového uhozu a francouzské zvukovosti L’Art de Toucher le
Clavecin (1716) Frangoise Couperina a mnoho dalSich materiald. V oblasti ¢islovaného basu je
momentalné velmi oblibenym modernim materidlem ucebnice na zaklad¢ téchto historickych
prament uspofaddand cembalistou Jesperem Bgje Christensenem (1992), jenz je asto vyuZzivana
Sirokym spektrem interpretli se zdjmem o prohloubeni znalosti v této oblasti. Pti individualnim
pretvoteni kreativnim pedagogem se mize jednat o material vhodny také pro mladsi zaky, je
vsak nutno pracovat komplexnéji se zfetelem na détskou psychiku a kratsi trvani koncentrace
ditéte.

Vyuka dle historickych materialii a traktatt je vSak pro ucely dnesni elementarni détské
ptedloha nové vznikajicim metodickym materialim, jez jsou svym uspotfadanim, jazykem c¢i
grafickou strankou pfibliZeny mentalité dneSniho ditéte. V ¢eském prostiedi se zatim jednd o
problematiku velmi ¢erstvou, objevuji se vak jiz pokusy o vytvofeni materialti pfizptisobenych
potiebam ditéte, jednim z nich je naptiklad inovativni diplomovéa prace Kristyny Kloko¢nikove,
jenz predstavuje ditéti zdkonitosti hry na cembalo hravou formou pomoci mnozstvi pfirovnani
ze zvifeci fiSe, tato metoda také komplexné pracuje s zadkovou predstavivosti a motivaci
(Kloko¢nikova, 2024). Kvalitnim materidlem osvédcenym v praxi klavirnich pedagogt,
propojujicim skrze praktickou vyuku u ndstroje 1 hudebni teorii, jsou metodické seSity
Klavihratek autorek Ivy Oplistilové a Zuzany Hancilové (2003-2006). Na zadklad¢é téchto
materiall je mozno velmi nenasilné zaka pfimo u nastroje seznamit s intervaly, obraty akordi
1 harmonii, pfi mirné Gprave se jedna o vhodnou cestu i pro cembalovou vyuku od nejmensich
déti. Zak dany problém z oblasti hudebni teorie fesi za pomoci nastroje a tim padem i zn&lé
hudby, rovnou si dany problém osvojuje i sluchové a hmatové. Diky velkému darazu na
pochopeni principa stavby akordli, vedeni melodie a rozeznéani rozdili ve znéni intervali se
jedna o velmi vhodny dopliujici materidl i pro elementarni cembalovou vyuku v ¢eském
jazykovém prostiedi, navic je svou barevnosti a vtipnymi ilustracemi obliben dne$nimi détmi 1
diky své vizualni grafické podobé.

VéEtsi spektrum materialll nabizi zahrani¢ni autofi cembalovych Skol. Jiz Couperin ve
své cembalové Skole urCuje idealni vék pro zahajeni hudebniho vzdélavani mezi Sestym a
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sedmym rokem ditéte, coz odpovida dnesni zvyklosti zahdjeni vyuky hry na néstroj (Couperin
1716). Podivame-li se vSak na ptiklady a postup skol sedmnactého a osmnactého stoleti zblizka,
od modernich elementarnich hudebnich materialt se li$i nejen formou vykladu, ale pfedevsim
i obrovskou rychlosti postupu. Dlouhd 1éta v ¢eském Skolstvi uzivané materialy Marie Boxall
a Keese Rosenharta z dvacatého stoleti také neobstoji pfed vyzvou elementarni vyuky dnesnich
déti a mladeze. Pomalejsi pfistup ve spojeni s podélnym formétem textu a vétSimi notovymi
piiklady voli Catherine Zimmer ve své ucebnici Des Lys Naissants (2002), uréené pro nejmensi
déti v predskolnim véku, princip Skoly vSak pocitd nejen s vyukou hry na cembalo, ale rovnou
také vnimani bassa continua. Pfestoze mozné z diivodu zachovani jisté seridznosti historické
interpretace chybi ilustrace a prostor pro otevieni détské fantazie, jedna se o material sledujici
trendy moderni hudebni pedagogiky a pocitd s komplexni vyukou napii¢ vSemi soucastmi
hudebniho vzdélani. Rychleji postupujici, nicméné velmi prehledny material nabizi Richard
Siegel (2007), pro uplné zacateCniky nabizi dva seSity s nazvem Apprendre a toucher le
clavecin un choix dexercices et de pieces pour débutants en deux volumes, V netradicni
ctyifjazyéné formé. Ucebni ptiklady vyuzivaji zpocatku Tiirkovu Skolu, objevuji se vSak
piiklady samotného autora, lidové pisné€ i nékolik ilustraci. Tento material naznacuje vhodnou
cestu propojeni historicky poucené interpretace se vSemi souvisejicimi pravidly a informacemi
s elementarni pedagogikou zavislou na nutnosti zaujmout détského interpreta. Ani kvalitni a
moderni ucebnice ¢i metodicka pfirucka vSak nepomtize, pokud bude pedagogovi chybét
kreativita a porozuméni potiebdm daného Zika, je tedy nezbytné zanalyzovat individualitu
kazdého ditéte a v idedlnim ptipad¢ zapojit mnozstvi dopliujicich her, pomiicek a také vyuzit
vyhod kolektivni vyuky. Nelze opomenout také détskou pfirozenou soutézivost, jenz je
Vv ostatnich nastrojich podporovana mnozstvim akci, mimo jiné pravidelnymi soutéZemi
Zéakladnich uméleckych skol — zatim vSak bohuzel s chybé&jicim oborem Hra na cembalo.

ZAVER

Ukolem dne$nich pedagogii je pristupovat k problematice rozvoje metodiky historické
interpretace velmi komplexné, volit materidly mezioboroveé se zietelem na potieby dnesniho
zaka a nutnosti jeho motivace, zarovenl vSak vyuzit vSechny benefity, jeZ s sebou hudebni
vzdélani skrze historicky ndstroj a poucenou interpretaci piina$i. Neni spravné uzce
vyprofilovat tento obor pro velmi malé procento zdjemci a zakii, naopak bychom méli hledat
cesty, jak otevfit tento obor SirSim fadam i nejmensich hudebnikii a spoluvytvaret moderni
smétovani elementarni vyuky historickych nastrojii, zasazenych do principti svéta 21. stoleti.
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Mgr. art. Milan OlSiak, PhD.
PinkHarmony Conservatory, Zvolen; Brillant Orchester Milana Olsiaka, Banska Bystrica,
Slovakia

MUSIC IN THE COLOR OF THE SEA — NIKOLAI RIMSKIJ-
KORSAKOV

HUDBA VO FARBE MORA - NIKOLAJ RIMSKIJ-KORSAKOV

ABSTRACT

Nikolai Rimsky-Korsakov is one of the leading personalities of Russian and world music. This
year we celebrate the 180th anniversary of his birth, during which his main works were
performed at numerous concert and opera events. In our post, we bring mosaic-like information
about his life and work to remind us of his great contribution to the art of music. We focus on
selected basic relevant facts as well as popularizing information and authentic expressions of
the composer.

Keywords: Nikolai Rimsky-Korsakov, music, composer, anniversary

ABSTRAKT

Nikolaj Rimskij-Korsakov patri k poprednym osobnostiam ruskej i svetovej hudby. V tomto
roku oslavujeme 180. vyroCie jeho narodenia, pocas ktorého na pocetnych koncertnych
a opernych podujatiach odzneli jeho taziskové diela. V nasom prispevku prindSame
mozaikovité informécie o jeho Zivote a tvorbe, aby sme si pripomenuli jeho velky vklad do
hudobného umenia. Zameriavame sa na vybrané zakladné relevantné fakty i popularizacné
informacie a autentické vyjadrenia skladatela.

Kracové slova: Nikolaj Rimskij-Korsakov, hudba, skladatel’, vyrocie

UvOD

18. marca 2024 uplynulo 180 rokov od narodenia velkého ruského skladatela Nikolaja
Rimského-Korsakova. Vyucil sa podl'a rodinnej tradicie za nAmorného dostojnika, ale nakoniec
sa stal skladatel'om, profesorom na konzervatériu a napisal 15 opier vratane Cdrovej nevesty,
jednej z najCastejsie uvadzanych opier na svete.

Rimskij-Korsakov, majster hudobno-dramartickych diel, obdivovatel’ ruskej 'udovej hudby,
videl hudbu farebne a k jeho prinosu patri 0. i. vytvorenie vlastnej stupnice. Jeho hudba znie vo
viac ako 150 filmoch a televiznych serialoch.
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Obrdazok 1: Autor prispevku Milan Olsiak
pri Pamdtniku Nikolaja Rimského-
Korsakova v Petrohrade (Rusko); Zdroj:
viastny

Zo zivota skladatel’a - detstvo
Rimskij-Korsakov sa narodil v roku 1844 v
malom mestecku Tikhvin v provincii
Novgorod v Slachtickej rodine. Ked sa
Nikolaj narodil, jeho otec mal takmer 60
rokov, bol na déochodku a byval s manzelkou
a bratom vo vlastnom dome.

Ked mal Nikolaj 12 rokov, jeho otec ho vzal
do Petrohradu do namorného kadetného
zboru.

Zdoverenie sa skladatel’a v denniku:

,, Od malicka som svoje hudobné schopnosti prejavoval na starom klaviri, na ktorom hral méj
otec celkom slusne, aj ked’ nie zvlast plynule... Moja mama mala tiez velmi dobry sluch... Mala
vo zvyku spievat vsetko, co si pamdtala, ovela pomalsie, ako by mala... Ked’ som mal dva roky,
uz som vedel jasne rozlisit vsetky melodie, ktoré mi mama spievala; potom, v troch-styroch
rokoch, som dokonale sprevadzal otca na hrackarskom bubne, ked’ hral na klaviri... Ked som
mal Sest rokov, zacali ma ucit’ hrat' na klaviri. Tejto ulohy sa ujala stara pani, ista Jekaterina
rozpraval o svojom detstve skladatel’ v publikécii

I3

Nikolajevna Unkovskaja, nasa suseda, ‘
Kronika mojho hudobného Zivota.
Rimsky-Korsakov priznal, ze v tom ¢ase nemal hudbu obzvlast rad: ,, Toleroval som to a

‘

Studoval som dost usilovne... Nepamdtam si, Ze by na mina vtedy hudba urobila silny dojem.*
(Rimskij-Korsakov, 1958)
Buduci skladatel’ si sam dokonca vymyslel hry napodobmiujiace dospelych.

Zaujimavé fakty

— Nikolaj Rimskij-Korsahov povedal, ze videl hudbu v kvetoch a farbach. Napriklad
tonine E dur, v ktorej st napisané jeho ,,morské* diela, priradil farbu modru.

— V roku 1898 boli manzelia Rimskij-Korsakovci pozvani na navstevu K spisovatel'ovi
Levovi N. Tolstému, s ktorym mal skladatel’ mal vazny spor: Tolstoj tvrdil, Ze hudba je
hanebna a Skodliva. Rimskij-Korsakov s nim, samozrejme, nesthlasil.

— Rimskij-Korsakov patri medzi 30 svetovych skladatel'ov, ktorych diela su najcastejSie
uvadzané. Cdrova nevesta patri do stovky najpopularnejsSich opier na svete.

— Skladatelova hudba je vo svete velmi ziadand: znie vo viac ako 150 filmoch a
televiznych serialoch, vratane Teodrie Velkého tresku a serialu Ako som spoznal vasu
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matku. Jeho najznamejsie diela zahrnuté v soundtrackoch st Let ¢meliaka z opery
Pribeh cdra Saltana a Aria indického kupca z opery Sadko.

— N. Rimskij-Korsakov sa pocas svojho Zivota sa oddal naplno hudbe a kompozicii. Dva
dni pred smrtou dostal od riaditel'stva cisarskych divadiel list, Ze diela, ktoré
komponoval boli odmietnuté — politicka satira v librete bola prili§ ostra.

— Nikolaj Andrejevi¢ po sebe zanechal bohaté dedi¢stvo. Vytvoril si vlastni Skolu
kompozicie, vychoval asi dvesto Studentov vratane Alexandra Glazunova, Michaila
Gnesina, Sergeja Prokofieva, Igora Stravinského.

— Jeho dedi¢stvom su tri symfonie, vela symfonickych diel, 15 opier vratane Cdrova
nevesta, Pribeh cara Saltana, Pribehy neviditelného mesta Kitezh a panny Fevronia.

— Rimskij-Korsakov svoju poslednti operu Zlaty kohut na javisku nevidel.

Skladatel’ovo priznanie

,,Moj hudobny Zivot bol rozdvojeny: v jednej polovici som bol v Balakirevovom kruhu
povazovany za talentovaného skladatela, zlého klaviristu, milého a uzkoprseho dostojnika, v
druhej polovici som bol medzi priatelmi a pribuznymi rodiny Voina Andrejevica namornym
dostojnikom, vynikajucim hrdacom na klaviri a znalcom vaznej hudby, ktory mimochodom, nieco
sklada, “ napisal Rimsky-Korsakov vo svojom zivotopise. (Rimskij-Korsakov, 1958)

Mozaika faktov o skladatelovi

Ako 27-ro¢ny sa Rimskij-Korsakov stal profesorom kompozicie a orchestralnej tvorby na
konzervatoriu v Petrohrade. Vahal, ¢i ma pozvanie prijat’, ked’ze bol samoukom a povazoval sa
za ,,uplne nepripraveného®: ,, V Zivote som nenapisal jediny kontrapunkt, nemal som jasnejsiu
predstavu o Strukture fugy, Nepoznal som ani ndzvy zvdicSenych a zmensenych intervalov,
akordov, okrem hlavného kvintakordu...* (Rimskij-Korsakov, 1958)

Jeho Prvu symfoniu zahral orchester pod vedenim Milija Balakireva (v programe koncertu bolo
aj Mozartovo Requiem). Rimskij-Korsakov, ktory sa ako autor objavil v dostojnickej uniforme,
divakov vel'mi prekvapil.

Vd’aka Balakirevovi sa mlady skladatel’ zoznamil s ruskymi a orientdlnymi piesiiami a zacal sa
zaujimat’ o I'udova hudbu. ,,Sluzba ma velmi nezamestndvala... Moje povolanie spocivalo v
sluzbe v posddke a skladoch namorného oddelenia, zvaného New Holland, niekedy som bol
prideleny na straznu sluzbu vo vizeni, ““ uviedol o sebe autor. (Rimskij-Korsakov, 1958) Pocas
cesty si Nikolaj uvedomil, Ze nemé rad ndmornu sluzbu a nie je jej schopny: ,, Ukdzalo sa, zZe
som uplne neschopny davat rozkazy vojenskym sposobom, kricat, nadavat, schvalovat,
vyzadovat, hovorit séfovym tonom s podriadeny. “ (Rimskij-Korsakov, 1958)
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Rimskij-Korsakov navstivil Anglicko, prekonal Atlanticky ocean, zil v USA, potom v Brazilii,
a napokon sa vratil do Eurépy. Mnoho ciest zrealizoval pocas trojroénej plavby na palube
zamorskej lode Almaz (v preklade Diamant).

Korsakov spomina na svoje cesty a namornu sluzbu: ,, Mnoho nezmazatelnych spomienok na
nadhernu prirodu dalekych krajin a dalekého mora, mnoho nizkych, hrubych a odpudivych
dojmov z namornej sluzby... Na hudbu sa zabudlo a tuzba po umeleckej ¢innosti bola utimena...
sny boli uplne rozptylené. (Rimskij-Korsakov, 1958)

Vo svojich skladbach sa snazil o spravnost’ vedenia hlasov, ¢o dosahoval instinktivne a podl'a
sluchu. Ked’ sa stal profesorom, intenzivne sa venoval $tudiu a podla vlastného priznania sa
nakoniec ,, stal jednym z najlepsich Studentov *.

Po udalostiach Krvavej nedele v roku 1905 sa Rimskij-Korsakov postavil na stranu svojich
Studentov a podporil ich poziadavku vylacit’ z hudobného timu konzervatéria vojakov, ktori sa
zacastnili na masakre demonstrantov. Teraz nesie konzervatorium v Petrohrade jeho meno.

V decembri 1871 sa Rimskij-Korsakov ozenil s klaviristkou Nadezdou Purgoldovou, s ktorou
mal neskor sedem deti.

V roku 1873 bol skladatel’ vymenovany za in§pektora hudobnych zborov namorného oddelenia,
¢o ,,podnietilo jeho dlhotrvajiicu tuzbu zozndmit' sa so Strukturou a technikou orchestrdlnych
nastrojov ‘. Naucil sa teda hrat’ na trombodne, Klarinete, flaute a inych dychovych nastrojoch.

V tom istom Case bol Rimskij-Korsakov pozvany, aby vystupil na koncerte v prospech
hladujacich Tudi v provincii Samara ako dirigent: ,, Vietko islo dobre, ale hladujicich
obyvatelov Samary sme nenakrmili, kedZe tam nebolo vela publika a naklady na orchester,
osvetlenie atd’. * (Rimskij-Korsakov, 1958) A potom Nikolaj viedol Slobodni hudobnti skolu
namiesto Balakireva.

Rimskij-Korsakov viedol aktivny spoloc¢ensky zivot. 12 rokov posobil v carskom Dvornom
zbore, d’alej vyuCoval na konzervatoriu, bol stdlym dirigentom Ruskych symfonickych
koncertov a s orchestrom vystupoval na Svetovej vystave v Parizi.

Neustale komponoval: dokong¢il 3. symfoniu, napisal svoju prvi operu Zena z Pskova (ktora
zdokonal'oval v priebehu nasledujiicich 20 rokov), orchestralnu suitu Sekerezdda, operu
Majova noc (zalozena na Vecery na farme nedaleko Dikanky) a Snegurocka [Snehulienka]. Ta
mala premiéru v Mariinskom divadle s vel’kym uspechom, no do roka bola stiahnutd z javiska.
Autor hry Nikolaj Ostrovskij prijal dielo Rimského-Korsakova s radost’ou, no kritici ho privitali
skor chladne.

118

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni Horizonty umenia




Podobny pribeh mala aj jeho d’alsia opera Sadko. Mariinské divadlo ju povazovalo za prili§
zlozité na inscenaciu. Po sprave riaditela cisarskych divadiel Ivana VsevolZského cisarovi
Mikulasovi I1. bol Sadko vymazany z repertoaru. Mikulas II napisal: ,, Nech manazment ndjde
namiesto tejto opery nieco zabavnejsie. “ Skladatela to vel'mi rozrusilo: ,, Posluchdci zrejme
nicomu nerozumeli a opera sa nikomu nepacila... Moja opera v ociach Vsevolozského zjavne
zlyhala... Rozhodol som sa nechat riaditelstvo na pokoji a nikdy ich opdt neotravovat’ s
navrhom mojich opier.“ Nasledne bol Sadko uvedeny v Moskovskej sukromnej opere S. I.
Mamontovej. V ulohe varjazského host’a sa potom objavil znamy Fjodor Saljapin.

Skladatel’ zomrel 21. jina 1908 na infarkt vo veku 64 rokov. Pochovali ho na Novodevi¢ijskom
cintorine v Petrohrade a v 30. rokoch minulého storocia bol jeho popol preneseny do Nekropoly
majstrov umenia Lavra Alexandra Nevského. Sucasnici pripomenuli, ze pocas pohrebu
Rimského-Korsakova bol kostol preplneny a pohrebny sprievod sprevadzalo viac ako 10 000
l'udi.
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REALISATION OF ONLINE VIOLIN INSTRUCTION DURING THE
COVID - 19 PANDEMIC: PERSPECTIVES OF MUSIC SCHOOL
TEACHERS

ABSTRACT

Given that the COVID-19 pandemic necessitated the introduction of online teaching, the music
education system underwent extensive transformation, and teachers faced numerous obstacles
and challenges in their work. In this regard, we aimed to provide a concise insight into violin
teaching in primary music schools that was conducted after the pandemic was declared. The
study sought to determine the difficulties teachers encountered in their work, the extent to which
they overcame them, and what they would retain in future practice based on their current
experience.

Key words: violin lessons, distance learning, teachers, students, pandemic, COVID-19

INTRODUCTION

Present in contemporary social frameworks, the pronounced dynamics of technological
development have a fundamental impact on all aspects of modern society. Along with the
changes it has brought to today’s living and working environments, from communication
methods to business organization, the need for work qualifications and new knowledge,
technology is making radical changes in the field of education. Given that its use has been
recognized as a significant determinant for modifying and improving the education system, the
last decades of the twentieth and the beginning of the twenty-first century have been marked
by the intensification of the implementation of distance learning in the virtual space.

Distance learning can imply the relativization of the category of space, but also the temporal
distance between teachers and students, depending on which two-way communication
technology is in use (synchronous and/or asynchronous). Numerous improvements in
instrumental teaching have been recorded, which include a combination of synchronous and
asynchronous technologies, particularly highlighting the efficient acquisition of musical
knowledge and skills (Pike & Shoemaker, 2013; Karahan, 2014; Damon & Rockinson-Szapiw,
2018; Enloe & al., 2013). On the other hand, factors that undermine the efficiency of this type
of teaching have also been recorded, and in theoretical considerations, limitations often include
the deficit of social interaction with the teacher, which has a demotivating effect on students
(Kousoupidou, 2014), the lack of appropriate technical equipment, and poor quality of audio
and video signal transmission over the internet (Kruse & al., 2013; Ververis & Apostolis, 2020),
insufficiently developed digital competencies of teachers, and the lack of concrete support for
teachers from state authorities regarding the implementation of online teaching (Calderén &
Carnicer, 2021). The fact that the application of technology in instrumental teaching is still in
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its developmental phase, and that certain approaches that work well in direct teaching are not
yet effective in online teaching, is evidenced by the “digital shift” (Camlin & Lisboa 2021,
p.129), following which, during the state of emergency declared due to the Covid-19 pandemic,
schools were closed and direct teaching was suspended.

Thus, suspended at all levels, the teaching of musical instruments such as the violin took place
in the form of online learning with a complete curriculum. However, due to the aforementioned
unforeseen circumstances, the teaching model was developed in a short time and was
implemented with limited resources. With such an ad hoc approach to distance learning,
teachers found themselves “under pressure” to adapt as quickly as possible to the new work
system (Schiavio, Biasutti & Antonini, 2021; Skojo & Ristivojevié, 2021; Svalina, V., &
Ristivojevi¢, A.). Previous relevant studies that examined instrumental teaching practices in
music schools after the pandemic declaration pointed to numerous difficulties that teachers in
many countries faced during their work, as well as their solutions that somewhat yielded
positive results in teaching practice. First, most teachers faced problems with poor sound and
image quality during synchronous communication with students, making it impossible to
realistically assess and evaluate students’ work and progress. Wanting to hear the students’
playing in full, teachers resorted to a solution that involved combining synchronous and
asynchronous communication technology, thus having the opportunity to analyze the students’
work based on the recordings sent to them (Ververis & Apostolis, 2020; ABRSM, 2020, Cheng
& Lam, 2021; Kivi & all, 2021; Encarnacao & all, 2021). Furthermore, teachers highlighted the
frequent problems of weak internet signals and the lack of rooms that meet the conditions for
uninterrupted teaching. However, the most dominant problem, due to which teachers
unanimously state that students, especially beginners, cannot successfully progress in distance
learning, is the lack of a technological solution for the problem of the process of forming
performance techniques with the participation of the senses. The posture of each instrument is
extremely complex and requires direct contact with the student, especially in situations where,
as teachers believe, the student’s holding of the instrument, posture, and relaxation of their
hands during playing are being checked (Kivi & all, 2021; Encarnacao & all, 2021; Ververis &
Apostolis, 2020; Mednanska & Strenacikova, 2021; Moscardini & Rae, 2020; Koutsoupidou,
2015; ABRSM, 2020). Another problem, which teachers consider still unresolved, encountered
during the “digital shift,” is the lack of material, methodological resources, and concrete
instructions from state authorities (Calderon & Carnicer, 2021; Daubney & Fautley, 2020;
Encarnacao & all, 2021; Moscardini & Rae, 2020).

Given the results of the aforementioned studies, whose research context, in which online
teaching was determined as the only possible mode of work, is the same as the one in which we
conducted our research, then the decision of the Government of the Republic of Serbia to
suspend the implementation of teaching (“Official Gazette of RS”, No. 30/20), and the fact that
modern technology had not been used in regular teaching in the implementation of instrumental
teaching until then, we wanted to examine the attitudes of teachers to more closely determine
the way of conducting violin distance learning and the use of information and communication
technology in teaching in the period after the declaration of the COVID-19 pandemic. In this
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regard, the aim was to identify obstacles to the efficient implementation of online violin
teaching and the advantages that could be integrated into traditional teaching after the end of
the pandemic.

METHODS

The aim of this research was to determine the opinions of Serbian violin teachers employed in
music schools about distance learning and whether their opinions differ based on their age.
Additionally, the goal was to examine the obstacles teachers encountered in implementing such
teaching and what they would like to retain from the experience of distance learning in future
practice. Based on this goal and a detailed analysis of relevant research, we defined the
following four research tasks: (1) Determine how teachers generally coped with conducting
violin lessons remotely; (2) determine if there is a statistically significant difference in teachers’
opinions about their adaptation to distance learning based on their age; (3) identify the methods
of online teaching most frequently used by teachers and how they use them; (4) examine
teachers’ opinions on whether students can progress equally well in distance violin lessons as
in traditional ones, and if not, why; (5) identify the dominant difficulties teachers encountered
in implementing distance learning; (6) examine teachers’ opinions on the potential benefits of
online teaching that could be retained in future teaching practice.

During the research, we used appropriate procedures and instruments for data collection. A
survey method was applied, using a questionnaire as the instrument. The survey was
anonymous. The first part of the questionnaire contained questions to collect sociodemographic
data about the research participants: gender, age, occupation, and the place or city where the
music school employing the violin teachers is located. For data collection within the first two
research tasks, a Likert scale with five agreement alternatives (1 = strongly disagree, 2 = mostly
disagree, 3 = neither agree nor disagree, 4 = agree, 5 = strongly agree) was used. The third
research task was achieved using two questions. While the first question was closed-ended,
with offered answers - platforms and applications, aimed at identifying the dominant method
of conducting distance learning, the second question, open-ended, related to how teachers used
the services they chose in the previous question. In this regard, a qualitative analysis of teachers’
responses was conducted, and statements were coded based on aspects of synchronous and
asynchronous communication with students. The fourth research task was achieved using a
closed-ended question where teachers confirmed or denied whether students could progress in
distance learning, and a qualitative analysis of teachers’ responses to an open-ended question
regarding the reasons for their negative answer. The fifth and sixth research tasks were achieved
through a qualitative analysis of teachers’ responses to open-ended questions. Since the open-
ended questions did not contain previously offered options, we can say that rich and valuable
material for analysis was provided. For data processing and evaluation, both quantitative and
qualitative analyses were used. Basic descriptive parameters were calculated from the obtained
results, and certain inferential statistical procedures were applied. For statistical data
processing, the SPSS Statistics V26 program was used. To compare differences in responses
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based on teachers’ age, the non-parametric Kruskal-Wallis test (H) was used with statistical
significance at the level of 0.05.

The research sample consists of 401 violin teachers employed in music schools from the
Republic of Serbia. The gender structure of the convenient sample of surveyed teachers from
both states includes 267 women (66.58%) and 193 men (33.42%). The sample was formed by
dividing the teacher population into four groups. The first group, which is also the largest
(38.90%), consists of teachers aged 34 or younger (A). A slightly smaller number of teachers
(33.42%) make up the second age group from 35 to 44 years (B), and the third group (19.45%)
from 45 to 54 years (C). The smallest number of teachers (8.23%) belongs to the age group of
55 and older (D). In addition to being sent in electronic form to the professional associates of
music schools in Serbia, and then further forwarded by them to the teachers, the questionnaire
was also distributed on social networks for a period of three weeks.

RESULTS

Wanting to examine how violin teachers adapted to the implementation of online teaching after
the COVID-19 pandemic was declared, we asked the respondents to share their opinions on this
matter. The vast majority of teachers reported successfully managing the planning of distance
learning (M = 4.39), the implementation of cooperation and communication with students (M
= 4.35) and parents (M = 4.34), and working with technical devices (M = 4.23). A slightly
smaller number of teachers reported having the necessary technical conditions for conducting
distance learning (M = 4.19), investing much more time in preparing for distance learning than
for regular teaching (M = 3.67), and finding it very difficult to assess learning outcomes with
the new method due to the lack of a complete insight into the students’ real activities (M =
3.63). Additionally, teachers were not completely satisfied with the support and assistance from
the relevant ministry in organizing distance instrument teaching (M = 3.35). The greatest
dispersion in responses was found for the statement about the difficulty of conducting authentic
student knowledge assessments (o = 1.26), and the least for responses related to satisfaction
with cooperation and communication with parents (¢ = 0.81). Given the obtained results, we
can say that most teachers are generally satisfied with their own adaptation to conducting online
violin teaching, but not with the support and assistance from the relevant ministry, which leads
us to believe that teachers mostly managed the new aspects of teaching on their own.

We divided the teachers into four age groups: teachers aged 34 and younger (A), from 35 to 44
years (B), from 45 to 54 years ©, and 55 years and older (D). We compared their opinions on
how they adapted to the implementation of online music instrument teaching during the first
three months. The results showed that the youngest teachers were the most satisfied with their
knowledge of working with technical devices (M = 4.60) and, compared to other groups of
teachers, most frequently stated that they had all the necessary technical conditions for
conducting distance learning (M = 4.26). Additionally, the youngest teachers were somewhat
more satisfied with their planning of online teaching (M = 4.29) than their older colleagues,
while their older colleagues aged 45 to 54 were more satisfied with cooperation and
communication with parents (M = 4.40), and teachers aged 35 to 44 were more satisfied with
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cooperation and communication with students (M = 4.43). The oldest teachers reported that,
unlike preparing for direct teaching, they invested more time in preparing for online teaching
(M = 4.15). Overall, all teachers, especially the oldest ones (M = 4.15), were not satisfied with
the support provided by the relevant ministry regarding the organization of music instrument
teaching, specifically the violin. We wanted to find out if there was a statistically significant
difference in the responses of violin teachers regarding the implementation of distance learning
based on their age. Therefore, we conducted the Kruskal-Wallis H-test, which showed
statistically significant differences at the level of 0.01 for the statement about teachers’
adaptation to working with technical devices (H = 19.077, p = <.001). Thus, based on the
obtained results, we can say that younger teachers are better at using technical devices in
distance learning compared to older teachers.

For the implementation of distance music instrument teaching, teachers use various platforms
and mobile applications, most commonly Viber (31%), Zoom (15%), Google Classroom (16%),
YouTube channel (16%) and Skype (10%). Given that the Viber application is one of the most
used for communication in everyday life, this result is not surprising.

Explain how you used the selected platforms and mobile applications in distance learning,”
87% of teachers responded. Given that violin lessons were conducted exclusively in real-time,
teachers used services that provide synchronous communication. However, considering the
problems in synchronous communication, such as poor sound and image quality, frequent
interruptions, and occasional misalignment, most teachers additionally applied asynchronous
communication with students. Due to occasional inability to hear the student’s playing
completely and without interruption during video calls, teachers, as they claim, asked their
students to record an audio-visual recording of their performance and send it to them. Only in
this way, as teachers emphasize, could they thoroughly analyze the student’s work and provide
precise feedback and further instructions based on it. Additionally, teachers practice sending
recordings of their own playing so that students who may not have fully understood certain
content during the online lesson can listen to the recording multiple times and thus not be
deprived of the necessary knowledge. Also, asynchronous communication with students was
realized through messages via digital media (writing feedback on playing based on the audio-
visual recording sent by the student, sending sheet music, etc.).

I conducted the lessons using Viber and Skype applications, but since | often had
problems with sound and image during online classes, | practiced sending recordings
to students to correct their playing if I noticed something unclear. Additionally, students
sent me recordings of their playing so that I could hear everything from start to finish,
as this was not always feasible during the lesson through the applications (Belgrade,
42 years old)

We asked the teachers to highlight the key difficulties they encounter during the implementation
of online teaching. The most dominant difficulties are poor sound and image quality during
video calls (310, 77.31%) and weak internet connection (91, 22.69%), which results in the lack

of quality interpretation related to the elaboration of details in compositions (dynamics,
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phrasing, etc.). Teachers also pointed out problems such as: the lack of two-way
communication—a key condition for solving the problems of developing technical-performing
habits of students (especially beginners), tuning the violins that students play at home, difficulty
in elaborating dynamic details during playing, lack of technical equipment in some students’
homes, and inadequate conditions in which they attend classes.

Sometimes the internet connection is really bad, so we often have problems with the
quality of sound and video transmission over Viber and Skype. When the video freezes,
I can’t see how the students are holding the violin, the position of their hands, especially
when it comes to the youngest ones. Also, when the sound is bad, I can’t hear the
students playing in full. The atmosphere is definitely more serious in traditional
teaching than in distance learning, and mutual contact is impossible! (Novi Sad, 34
years old)

To the question “Do you think that students can progress equally in distance learning as in
traditional teaching?” the majority of teachers (369; 92.02%) answered negatively, while only
7.98% of teachers believe that students can progress equally.

We asked the teachers who responded that they believe students cannot progress equally in
distance learning as in traditional teaching to state the reasons for their opinion. The dominant
reason highlighted by teachers is the problem of developing students’ technical-performing
habits, especially beginners. As teachers emphasize, due to the lack of direct contact with the
student, it is impossible to work on issues such as perfecting the correct posture for the
instrument, the position, coordination, and flexibility of the students’ hands while playing,
which is necessary for achieving a beautiful and expressive tone. In this regard, teachers believe
that direct contact is essential for addressing these issues. Additionally, teachers pointed out the
lack of non-verbal communication in online teaching, a key element, as they say, for correctly
interpreting students’ emotions and attitudes, which is also relevant for reducing
misunderstandings when conveying information. Teachers also mentioned the problem of
tuning instruments and changing strings, as well as the inability of students to have live
rehearsals with an accompanist due to poor sound and image quality during video calls.
Teachers stated the following:

| absolutely believe that students cannot progress with this method of teaching through
their work and learning... Namely, we have no direct contact, and for teaching playing,
contact with students, touching their hands, and similar actions are crucial. Speaking
of beginners, this is especially a big problem. The hand slowly becomes either stiff or
limp, too low, too high, and | am not physically present to help them. Developing a sense
of touch in the fingers and hands is impossible without contact with the teacher!
Additionally, beginners cannot tune their instruments! (Belgrade, 26 years old)

To the question “What would you retain from the current experience of distance learning for

the future?” teachers most frequently mentioned the possibility of internet communication with
125

Akadémia umeni
v Banskej Bystrici
— Fakulta
muzickych
umeni Horizonty umenia




students who, due to illness or other justified reasons, are unable to attend in-person classes.
Therefore, they would retain the practice of sending audio and video recordings of students’
playing, forwarding various audio and video materials, and their own recordings of
compositions in full or specific segments. Additionally, according to a smaller number of
teachers, this type of teaching should be applied as additional lessons for gifted students, as
well as supplementary lessons for those who have certain learning difficulties. Some teachers
emphasized that they would retain communication with students through virtual classrooms
(Google Classroom, etc.), where they can send recorded video lectures, audio-video recordings
of individual compositions, and organize quizzes and various research tasks. Some teachers
particularly highlighted that recording their own playing is very useful for students, as by
comparing and analyzing their recordings in detail, they develop a degree of independence and
the ability for self-assessment and self-evaluation.
Teachers also mentioned the following:
Conducting additional and supplementary online classes for gifted students or students
who have difficulties mastering the material. | would retain the possibility of sending
video and audio recordings, as | could see from the recordings sent by the students
whether they have practiced or not (Trstenik; 38 years old).

DISCUSSION

Given that the ad hoc approach to distance violin teaching due to the COVID-19 pandemic
brought a series of problems and challenges that teachers encountered, we can say that the “vital
functions” of the music education system were somewhat preserved. Teachers generally
managed well in conducting online violin lessons and maintained quality communication with
students. However, according to the teachers, the educational process almost exclusively
depended on their capabilities, as specific instructions and technological solutions to support
the specificity of music instrument teaching (in this case, violin) from the relevant ministry
were lacking.

Analyzing available research on distance violin teaching during the pandemic period, we did
not find data indicating lower technical competence of older teachers. In this regard, younger
teachers, unlike older ones, managed more successfully in conducting distance violin lessons,
especially in terms of using technical devices and having the technical conditions for work.
Considering that the lack of technical conditions for older teachers can lead to their poor
adaptation to using modern technologies, and the period of schooling and upbringing of younger
teachers, it is not surprising that older teachers did not adapt to online teaching as successfully
as their younger colleagues.

Regarding the methods of conducting distance violin lessons, the results showed that teachers
use platforms and applications that provide both synchronous and asynchronous
communication. The Viber application proved to be the most used. The reason for these results
is presumably the prior familiarity with communication tools that both teachers and students
used in everyday life even before the pandemic. Describing the teaching system, teachers
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emphasized that violin lessons were conducted exclusively in real-time, and activities between
lessons were carried out through asynchronous communication. The dominant reason for
including asynchronous communication with students was to compensate for the lack of quality
image and sound during video calls. Teachers, as they say, were unable to have a clear insight
into their students’ work, among other things. Thus, thanks to the audio-video recordings sent
by the students, teachers could continuously and thoroughly listen to and analyze their students’
playing. Additionally, to address specific issues that a student has during practice, teachers
practiced sending audio-video recordings of their own playing.
Describing the difficulties they faced in the online teaching system, teachers most often
highlighted technical problems such as poor internet connection and frequent low-quality sound
and image during video calls, which prevented them from having a clear insight into their
students’ work. Teachers also faced significant issues with the lack of two-way communication,
a key condition for solving the problems of developing students’ technical-performing habits,
and the deficit of students’ home conditions for work, primarily in terms of uninterrupted
teaching. When discussing the problems, teachers particularly pointed out the lack of specific
instructions and support from the relevant ministry. As our respondents further state, the
approaches offered by the relevant ministry for continuing school work under difficult
conditions do not function in an online environment. This is understandable, as the complexity
and specificity of music instrument teaching require a completely different methodology (for
example, approaches related to the formation of performing techniques are unfeasible without
the physical presence of the teacher), so the approaches offered by the relevant ministry for
online teaching are not effective for the type of teaching aimed at developing musical
knowledge and skills. On the other hand, it should be noted that the new and unexpected
pandemic circumstances imposed an important goal on the ministry, which was to complete the
school year within the scheduled time. In this regard, the approaches offered by the relevant
ministry for continuing school work under difficult conditions could not provide specific
instructions and technological solutions in such a short period that would successfully support
the complexity of violin teaching and ensure conditions favorable for student progress.
In this context, when asked whether students can progress equally in the current conditions for
distance learning as in traditional teaching, 92.2% of teachers gave a negative answer. The
reasons for this stance are that online teaching lacks non-verbal communication, which, in their
opinion, is crucial for correctly interpreting students’ emotions and attitudes and reducing
misunderstandings when conveying information. Furthermore, there is a lack of direct contact
with students, which is a key condition for working on the technique of mastering the skill of
playing the violin. Teaching any instrument, especially in the initial period of music education,
is extremely complex, and situations such as checking the holding of the instrument, the
physical posture of the student, and the posture of their hands while playing are absolutely
unfeasible without direct contact. As Alan Fraser, a Canadian pedagogue, says: “We learn the
structure of music with maximum kinesthetic richness and clarity” (Fraser, 2011, p.388).
The negative experiences and numerous obstacles that teachers faced during the unprepared
transition from direct to online teaching do not necessarily cause conservative attitudes towards
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the meaningful application of technology in music education. Therefore, teachers would retain
the possibility of communicating with students via video calls in the future, in the form of
additional lessons for gifted students and supplementary lessons for those who have certain
learning difficulties. It is also desirable to retain the practice of sending audio and video
recordings of both the student’s and the teacher’s playing to solve some problems the student
has during practice and to check their knowledge. Some teachers even believe that the situation
in which a student compares their recordings is suitable for developing their healthy self-
criticism and the ability for self-assessment.

CONCLUSION

A relevant implication arising from our results, as well as findings from related research,
pertains to the area of logistical-financial and professional support both in the domain of
competencies related to distance teaching and in the field of forming a coordinated, clear
strategic plan and appropriate technology that could be a successful solution for implementing
all approaches characteristic of violin teaching. In this regard, it would be interesting to examine
to what extent the specificities of direct violin teaching, such as the process of forming
performing techniques, could be substituted with virtual reality (of course, if this system were
to be included in the curriculum in the future).
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ABOUT THE COLOURS OF MUSIC

O BARVACH HUDBY

ABSTRACT

The article deals with the issue of perception and evaluation of music in terms of its timbre
characteristics. Colour is one of the basic properties of tone, but the author points out that timbre
cannot be expressed only by optical colours, but its sound characteristics and their naming come
from different areas of our sensory perception. This also applies to didactic analysis when
listening to music in school.

Key words: tone colour, timbre character, music perception, synaesthesia

ABSTRAKT

Clanek se zabyva problematikou vnimani a hodnoceni hudby z hlediska jeji témbrové
charakteristiky. Barva je jednou ze zakladnich vlastnosti tonu, avSak autorka upozoriuje na
skutecnost, Ze témbr nelze vyjadfit pouze optickymi barvami, nybrz jeho zvukové
charakteristiky a jejich pojmenovani vychéazeji z riznych oblasti naSeho smyslového vnimani.
To se tyka i didaktické analyzy pti poslechu hudby ve skole.

Kracové slova: barva tonu, témbrovy charakter, vnimani hudby, synestézie

UvVoD

Pti poslechovych ¢innostech v hudebni vychové je zaktim Casto kladena otazka: Jakou barvu
ma hudba v této skladbeé? Kterou barvou bys skladbu vyjadril/vyjadrila? Sami ucitelé, a tim
spiSe zaci Casto nevédi, kterou z barev maji ke skladbé ptitadit a z jakého diivodu; vétSinou tedy
pouziji barvu, kterd je intuitivné napadne nebo kterou jen maji po ruce.

Pokusime se problematiku barev v hudbé a barevného vyjadieni hudebniho vnimani blize
analyzovat a také posoudit, zda podobné zadani tkolu Zakim béhem prace s poslechovou
skladbou je vhodné.

BARVA TONU Z HLEDISKA FYZIOLOGICKE AKUSTIKY

Barva nebo také témbr (z franc. timbre) je jednou ze ctyf zdkladnich vlastnosti tonu.
Z tyzikalniho hlediska je ddna poCtem a intenzitou svrchnich tonti harmonickych, tzv.
alikvotnich tont, které souznéji s tobnem zdkladnim. Tony, které vnimame, jsou tony slozené
z frekvence tonu zakladniho a s nim souznéjicich tont alikvotnich. Barva ténu nam umoziuje
sluchem rozlisit dva slozené tony, které maji stejnou absolutni vysku, ale rozdilnou barvu,
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danou v nich obsazenymi souzné&jicimi svrchnimi harmonickymi tony. Rozdilna barva ténu pii
zpévu nebo hie na hudebni nastroje je ddna odliSnym zpisobem tvoieni tonu v rtiznych
rezonatorech, které se od sebe lisi velikosti, materidlem, tvarem apod.

Z hlediska fyziologické akustiky je diilezity poznatek, ze na vjemu barvy se podili nejen pocet
harmonickych sloZek a velikost jejich intenzity v tonovém spektru daného tonu, ale také
ptechodové déje, ozyvajici se na poc¢atku a konci tvofeného tonu jako riizné doprovodné Sumy
a Selesty, a dale téz tzv. formanty, tj. rezonancni oblasti ozvucnych skiinék hudebnich nastroj.

HLEDISKO HUDEBNE PSYCHOLOGICKE

Hudebni psychologie pfisla s dilezitym zjisténim, ze vjem vysky tonu obsahuje dvé slozky:
extenzitu, danou frekvencni charakteristikou tonu, a kvalitu (témbr), které vnimame soucasné
a ve vzajemném propojeni. Plati, ze zvySujeme-li frekvenci tonu (vysku), jevi se nam vyssi ton

S 24

témbrove jako svétlejsi, lehci, tenci. U tonh hlubSich je tomu naopak, jevi se jako temnéjsi,
téz81, mohutngjsi. Je to zplisobeno tim, Ze u vysokych tonit vnimame jen ¢ast alikvotnich tonil,
zatimco Cast jich je jiz za hranici slySeni. U tont hlubSich slySime celé nebo téméf celé spektrum
alikvotnich tond a tim vjem tonu nabyva na objemu. Uvedeny jev dvou slozek vysky tonu hraje
znacnou roli ve vniméni déti nebo méné zkuSenych posluchact hudby: zamétuji pozornost vice
k témbrové kvalité nez k vlastni vy$ce dané tonovou frekvenci (Sedlak, Vanova, 2013, s. 254).
Na tento jev poprvé upozornil a vyzkumné jej potvrdil A. N. Leontjev se svymi
spolupracovniky, jimz se podafilo zrekonstruovat zéklady hudebniho sluchu u osob evidentné
nehudebnich, a to pravé na zdklad¢ poznatki o témbrovém sluchu jako sloZzce hudebniho
sluchu.

Tonova barva (témbr) hraje vyznamnou tlohu pfi riznych hudebnich aktivitach a zejména také
pti vnimani hudby. Témbr jako slozka hudebniho vyrazu je spojovan s instrumentaci hudebnich
skladeb a na rozdil od absolutni vysky nebo intenzity tonu je témbr jevem kvalitativnim.
Pfesnymi pfistroji lze zjistit, ze prevazuji-li v tonovém spektru alikvotni tony sudé (vétsi pocet
a jsou vyrazngjsi), je vysledny ton barevné meékci az zastieny — u dievénych dechovych néstroja
nebo smyccu. Prevaha a zvyraznéni lichych alikvotnich tonl zpisobuje naopak kovovy lesk,
praraznost, ostrost zvuku, jak je typické napt. pro dechové nastroje zestové.

K oznaceni riznych témbrovych kvalit tont uziva psychologie hudebniho vniméni (Téplov,
1965, s. 46) nasledujici vyrazy:

piedstavy svételné — svétly, temny, leskly, matny;
pfedstavy hmatové — mé&kky, drsny, suchy, ostry;

predstavy prostorové objemové — plny, prazdny, Siroky, masivni.

Nabizi se otazka, nakolik jsou hudebni vnimani a také vyjadifovaci dovednosti zédka 1. nebo 2.
stupné zakladni Skoly pfiméfené adekvatnimu verbalnimu zachyceni subjektivniho dojmu
Z hudebni skladby nebo jeji vybrané ¢asti, aby odpovidaly asponl piiblizn€ vyse uvedenym
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vyraziim. K moznostem barevného citéni a vyjadfovani hudby se bliZe vyjadiuje jeste dalsi jev,
tykajici se spojeni hudebniho a vytvarného vyjadieni: synestézie. Ten muze k otazce, jaké barvy
pfifadit k hudebnim skladbam, vyznamné ptispét.

SYNESTEZIE

Zvlastnim jevem, jimz se projevuje spojeni dvou nebo vice smyslovych vjemu ¢lovéka, jsou
synestézie (z fec. syn = spojeni a aesthesis = citéni, vjem). Synestézie v hudb& znamenaji, Ze
vnimatel muze mit pfi poslechu hudby asociace z dalSich smyslovych oblasti, nejcastéji
vizualnich. 1. Poledndk (1977, s. 374) nazyva jevy, kdy dochazi k propojeni akustickych a
optickych kvalit, pojmem synopsie; dochazi-li pfi akustickych podnétech k souasnému
vnimani pestrych barev, hovoii se o chromatické synopsii, ,,barevném slySeni*. Polediiak
odkazuje na vyzkumy tohoto jevu, prokazujici, ze schopnost synoptického vnimani se objevuje
pfiblizné u 12 % populace a spiSe v détském veéku, béhem ontogeneze tyto projevy mizi.
Vyzkumy v zahrani¢i i u nas také potvrdily, ze co se ty€e konkrétnich barev ve vazb¢ k vniméani
urcitych tontl, tonin nebo hudebnich tutvarii, neni v nich, az na vyjimky, shoda a projevuje se
V nich zna¢nd variabilita.

HLEDISKO HUDEBNE VEDNE

Zajimavé postiehy k problematice barvy a témbru v hudbé pfinési studie muzikologa Jaroslava
Smolky (2002, s. 59-65). Autor se podivuje jiz nad tim, ze pro tak dilezitou vlastnost hudby,
jakou je barva neboli témbr, nemd evropska hudba vlastni termin, ktery by nebyl odvozen
Z jinych oblasti smyslového vnimani. Jedinym jazykem, ktery rozliSuje barvu slySenou od
barvy vizualni, je ném¢ina. Pro oznaceni barvy optické ma slovo Farbe, kdezto pro vyjadieni
barvy slySené ma vyraz Klangfarbe. V ostatnich jazycich musime vzit na védomi, Ze pojmy
barva nebo témbr jsou v hudebni terminologii uzivany ve smyslu metaforickém. Takto ostatné
vznikly i terminy jako vyska, hloubka, dynamika. U barvy ¢i t¢émbru hudebniho méme ¢asto na
mysli presnéjsi specifikace, jako svétlost a tmavost, ostrost a matnost (mlhavost), sytost a

bledost atd. Jedna se ovSem o metaforicka pieneseni vyznamu z oblasti vytvarného uméni na
hudbu.

Svét vizudlnich barev, uzivanych ve vytvarném uméni, je obrovsky v poctu barev a jejich
odstintl. Pfesto lze fici, Ze jejich pocet je v soucasné dobé uzavien: vytvorit novou barvu nebo
jeji odstin je jiz prakticky nemoZné, ani po zapojeni pocitacové techniky. Jinak je tomu ve svété
hudebnich témbri. Smolka pfipomind, ze od starovéku pres stredovék az do novoveku jsou
zakladnimi zvukovymi charakteristikami témbr aerofonl, chordofonli, membranofont a
idiofont, rovnéz tak i témbry vokalniho projevu, jehoz meze jsou ddny moznostmi anatomie a
fyziologie ¢lovéka. V ramci kazdého druhu hudebnich instrumentl vSak v toku staleti probiha
vyvoj témbri, rozvoj interpretacni techniky a experimentovani se zdroji zvuki, diive v hudbé
neslychanymi (napft. ve 20. stoleti roste zdjem o uplatnéni novych akustickych moznosti zvuka
generovanych elektroakusticky, pfejimanim a Gpravami zvuka z piirody apod.).

Z hlediska hudebni védy a hudebni publicistiky se podle J. Smolky pojem barvy ¢i témbru

hudby v dané skladbé poji s terminy, vyjadiujicimi zvuk konkrétnich hudebnich nastrojt. A tak
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hovotime o barvé i témbru housli, klarinetu, hoboje, trubky atd. S tim, ze 1 zvuk a barva
hudebnich nastroji se mohou ménit podle skladatelova zdméru — riznymi zpisoby ovladani
hry levé ruky a smykt, napt. houslové pizzicato, vibrato nebo nonvibrato, sul ponticello, sul
tasto, con sordino a mnoho jinych. Pouzité hudebni prostiedky vzdy ovliviiuji vyraz skladby
nebo jeji ¢asti, vzdy ovlivni témbr zvuku, ale bylo by zcela nejednozna¢né, kdybychom dali
n¢komu za ukol vyjadfit jeho poslechovy dojem konkrétni barvou optickou, barvou z malifské
palety. K podobnému nazoru dochazi i hudebni pedagogika.

HLEDISKO HUDEBNE PEDAGOGICKE

Jednim z hlavnich cili poslechu hudby na zékladni Skole je vést Zaky k uvédomélému vnimani
hudebnich skladeb. Formou didaktické analyzy je Zak veden k tomu, aby dokézal soustfedéné
naslouchat hudebni ukéazce a najit uzité dominantni hudebné vyjadiovaci prostiedky, jejichz
analyzou zdivodni, jak je hudba ,,ud€lana®, Ze na n¢j ptasobi praveé urcitym dojmem, vzbuzuje
piislusné nalady, emocionalni stavy, evokuje urcité piedstavy hudebni nebo nehudebni.

Casto reflektovanym vyjadfovacim prostiedkem hudby je i barva zvuku, témbr. Zaci vétSinou
maji dostatek poslechovych zkuSenosti, aby jiz od nejnizSich ro¢niki dokéazali rozeznat zvuk
hlavnich néstrojovych skupin symfonického orchestru i nékteré jednotlivé hudebni ndastroje
podle jejich charakteristické zvukové barvy. Od pocatki hudebné vychovné prace by vSak
ucitel nemél spojovat vyjadfovani zvukové barvy vyhradné s barvou optickou. Neni vhodné,
aby zak musel pfemyslet o tom, zda kantilénovou melodii orchestru nebo i s6lového nastroje
by bylo vhodnéjsi vyjadiit barvou modrou, zelenou nebo syté rizovou, zvlasté kdyz nevidi
zadny davod k vybéru konkrétni optické barvy.

Diivodt, proc ucitelé sahaji k ukolu vyjadfovat hudebni ukdzku konkrétni pastelovou barvou,
je ziejmé vice. Nejjednodussim zdiivodnénim je zaméstnat zaky béhem poslechu néjakou
¢innosti, nejlépe motorickou, aby pii poslechu nevyrusovali. Vzhledem k tomu, Ze doporuc¢ena
délka poslechovych skladeb ¢ini na 1. stupni zakladni Skoly 2-4 minuty, neni takové
zduvodnéni opodstatnéné: mnohem ucinnéjsi je dostate¢né zaky k poslechu motivovat a zadat
jim realné poslechové tkoly, pfiméfené jejich poslechovym zkuSenostem.

Jinou funkci ma malovani a vybarvovani pfi hudbé ve specialni pedagogice. Jednou z technik
psychoterapie jsou i volné asociace, kdy dit¢ vnima hudbu zcela volné, bez analytického
pfistupu, a vyjadiuje své proZitky a pocity volné asociovanymi verbalnimi vyrazy nebo také
neverbalné: malbou, kresbou, ptipadné pohybem. I tuto metodu, tzv. emociondlni pfistup
k poslechu (spontanni poslech), miizeme obcas v hudebni vychové zaradit, avSak spiSe pro
relaxaci, uvolnéni po naro¢né praci.

Jaroslav Herden (1992, s. 20), ktery podrobn¢ rozpracoval teorii i praxi didaktiky a metodologie

poslechu hudby ve skole, zdiiraznuje, Zze dobrym posluchacem je ten, kdo si na hudebni ukazce

dovede vS§imat i podrobnosti, a také kdo umi dynamické stupné a barevné odstiny pojmenovat.

Vyuziva k tomu zkusenosti, které mu poskytl jeho sluch (zde Herden hovoii o témbrovych

kvalitach tohoto druhu: hromovy, burdcivy, svitivy, Selestivy, plizivy, sotva slysitelny atd.), jeho

zrak (jasny, ohnivy, svitivy, trpytivy, matny, nezietelny, bezbarvy aj.), jeho hmat (Zhavy,
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chladivy, drsny, sametovy, mékky, lehounky, hedvabny aj.), jeho chut (sladky, horky, palcivy
atd.). S timto zpisobem vyjadifovani hudebnich barev a témbrt nelze nez souhlasit.

ZAVER

Zvukova a tobnova barva neboli témbr je vyznamnym vyrazovym prostfedkem hudby. Chceme-
1i vSak verbalné vyjadrit témbrovou kvalitu slySeného tonu nebo hudebni skladby ¢i jeji ¢asti,
musime mit na védomi, Ze veskera slovni vyjadieni této kvality hudby jsou metaforickd a uziva
se jich v pfeneseném vyznamu. Pfi hledani vhodnych vyrazi pro vyjadieni hudebniho témbru
je tfeba uzivat hodnoticich vyrazii z riznych oblasti smyslového vnimani, nejen vizudlni, a
predevsim nikoliv pfevazne nebo vyhradné na zakladé ptifazovani k optickym barvam obvykle
uzivaného barevného spektra. Pouhé malovani barvami ve vztahu k dané skladb& vétSinou
nema zadny hlubsi smysl a velmi malo souvisi se skutecnymi témbrovymi kvalitami hudebni
skladby. Toho by si méli byt védomi 1 pedagogové pii poslechovych ¢innostech a misto
malovani barev by méli vést Zaky k vicerozmérnému vyjadfovani pocith pfi prozivani
témbrovych charakteristik hudby, ve vazb¢ na dalsi zvukové kvality a hudebné vyjadfovaci
prostiedky, uZzité skladatelem.
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Mick Stern, Professor Emeritus

New York University, Adjunct Instructor, Department of Undergraduate Film and TV, New
York, USA

Poet, Author, Screenwriter

SELECTED POEMS ABOUT ART BY MICK STERN

ABSTRACT

The article consists of selected poems written by Mick Stern, the American poet, author and
screenwriter. The author touches the artistic topics, especially those linked to visual art and
music art. The poems show his ability to catch and verbalize both subtle nuanses and key
characteristics of famous artistic figures and their works.

Key words: Glenn Gould, Vincent van Gogh, Georgio de Chico, Seurat

Glenn Gould: The Perfectionist

He was more than a mere celebrity — he was an idoL.
The world showered him with blank checks.

One day, without warning or explanation,

He cancelled all his performances

and moved to a small town in Ontario

where he could walk the streets

without being recognized.

He wore the same overcoat indoors and out,
Played in gloves with cut- off fingers.
Snow covered the windows.

day or night.

He tried to immerse himself
In the celestial machinery of Bach,
but perfection is elusive, not granted to us.

He became dependent on pills.
Theme and variation
gave way to ice and isolation.

At the age of 50 he died of an overdose,

Perfection does not last long.
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It soon
begins to rot.

Vincent Van Gogh: Sunflowers in a Vault
Vincent Van Gogh spent his last years in an asylum
He. Was broke and incurably sad.

He was provided with art supplies.
A bit of tobacco for his daily pipe.

He painted furiously,
but he only sold one painting in his whole life

In the end, the angels took pity on him
They began to whisper strange stories
into his wounded ear

One day he would regarded
as one of greatest artists of all | time.
His work would break records at auctions

One day his paintings of sunflowers would be so valuable
that they were kept in a massive vault

Van Gogh looked at the angels and shrugged.
“But this has nothing to do with me”.

Georges Seurat: The Pointillist
Every Sunday Georges Seurat

sets up his easel on a park bench,
opens a bottle of wine
and begins to paint dots.

Everything is made of dots:
the sky above, the river below.

Ladies with parasols

glide by arm in arm

Men recline in sleeveless shirts.

A little girl holds a pet monkey on a leash.
All day the brush goes dot, dot, dot.
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The organ grinder’s ballads
The Stock Exchange,

the working class.

The blue twilight —

None of these are solid objects

We pick up the picnic blanket
and scatter Seurat’s dots
all over the evening sky.

Grigorio di Chirico: The Inexplicable
This is or station

but we don’t recognize it

Empty courtyards
Skewed perspectives
Rows of black classical arches.

A red rubber glove

A green ball

A toy train

Are they omens, promises, memories?

The emperor’s shoulders are made of marble
The world rolls off his back

A puff of white smoke

more solid than the engine that released it
hangs over the horizon

We cannot wake or flee

Slowly, calmly,
havoc grips existence at the core.

Contact

Mick Stern, Professor Emeritus

Tisch School of the Arts, York University
New York City, NY 1000
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SAINT CECILIA. ROMAN NOBLEWOMAN'S ROAD TO
CHRISTIANITY

SVATA CECILIA. CESTA RIMSKEJ SCACHTICNEJ KU KRESTANSTVU

ABSTRACT

The life story of St. Cecilia represents an important part of history and developing Christianity.
It reflects the transition from ancient Roman values to new Christian ideals. The text provides
information about the important patrician family of St. Cecilia, about her life, martyrdom and
the interpretation of the meaning of the name. It draws on the hagiographic texts Legenda aurea
and Acta Sanctae Caeciliae, which combine facts with both, the legends and the results of
scientific historical and ecclesiastical research.

Keywords: Saint Cecilia, Christianity, martyr, legend

ABSTRAKT

Zivotny pribeh sv. Cecilie predstavuje dolezita sucast’ historie a rozvijajiiceho sa krestanstva.
Odraza prechod od antickych rimskych hodnét k novym krestanskym idedlom. Text prinasa
informacie o vyznamnom patricijskom rode sv. Cecilie, o jej zivote, mucenickej smrti
a interpretacii vyznamu mena. Cerpa z hagiografickych textov Legenda aurea a Acta Sanctae
Caeciliae, ktoré kombinuju fakty s legendami a rezultatov vedeckych historickych a cirkevnych
vyskumov.

KPacové slova: svita Cecilia, krest’anstvo, mucenik, legenda

UvOD

Zivotny pribeh sv. Cecilie je siastou majestatnej historie krestanstva a hudobnej kultary.
Rozvijal sa v prostredi cisarskej epochy antického Rima, ktord formovali pohanské bozstva
a orientalne kulty, rozsirujuce sa krest'anstvo, polarizovana socialna Struktara, vyspely pravny
systém a impozantna kultira. To vSetko determinovalo Zivot sv. Cecilie od narodenia cez
prenasledovanie za vieru aZ po mucenicku smrt’. V ranokrestanskej dobe bol jej kult vel'mi
rozsireny a vplyvny. Dnes je svdta Cecilia vnimana ako symbol prechodu od antickych
rimskych hodnét k novym krest'anskym idealom, ktoré sa naplnili v jej nezlomnej viere a ako
patrénka hudobnikov, ktorej meno nest kompozicie najvyznamnejsich skladatel'ov, svetovych
hudobnych institucii, umeleckych festivalov a podujati.
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GENEALOGIA

Podl'a poc¢etnych legiend, mnozstva hagiografickych spisov a skromnych historickych faktov
sa sv. Cecilia narodila na zaciatku 3. storocia v Rime. Mesto Rim, ,, ktorému bolo sudené stat
sa velkym* (Cornel, Matthews, 1995, s. 11) zabezpecilo starobylému aristokratickému rodu
Ceciliovcov vSetky vysady, prava a privilégia: mohli zastavat’ verejné funkcie, zapdjat sa do
spravy S§tatu, zGcastfiovat’ sa na zasadaniach senatu (Groch, Hejzlar, 1972, s. 13). Hoci
autentické listinné dokazy zatial’ nie su k dispozicii, zachovali sa staroveké texty Skutky sv.
Cecilie (Acta Sanctae Caeciliae), ktoré pontukaju taziskové informacie o slavnom patricijskom
rode Cecilia i0 zivote a zazrakoch samotnej sv. Cecilie. Skutky ako viacsina vtedajSich
hagiografickych textov obsahujii kombinaciu historickych faktov a legiend, no Zivotopisci a
badatelia vytrvalo patraji po doveryhodnych svedectvach a tdajoch v dielach literarnych
autorit staroveku. Predostieraji rodokmen vzneSeného patricijského rodu Cecilia, ktory podla
reverenda Prospera Guérangera siaha az ku Cai Cecilii Tanaquil, manZelke Lucuma Tarquinia,
legendarneho piateho krala starovekého Rima. (Guéranger, 1866, s. 31) ,, Medzi Zenami tohto
slavneho rodu, ktoré su spominané V historii, nachiadzame mena ako Cecilia, dcéra Metella
Balearica, o ktorej Cicero uvadza niekolko zdazracnych okolnosti; Cecilia, dcéra Metella
Dalmatica, najprv vydata za Emilia Scaura a neskor za diktatora L. Sullu, Cecilia, dcéra Q.
Metella Cretica a manzelka Crassa, ktorej pamiatke bol postaveny velky a nadherny pomnik,
ktory je dodnes hlavnym monumentom Via Appia...“ (Guéranger, 1866, s. 31) NajznadmejSia
a najpopularnejsia Zenska predstavitel’ka rodu je sv. Cecilia. Jej meno rezonuje tak v profannom
priestore ako i v sakralnych a nabozenskych kontextoch mnohych krest'anskych denominacii.
Napr. v rimskokatolickej liturgii je pre svoju vieru a oddanost az po mucenicku smrt
spominana v 1. kinone (Canon Romanus) spolu s d’al§imi Siestimi sviticami.

HAGIOGRAFIA

Podl’a tradovanych modifikécii legendy vyrastala krasna mladé krest'anka Cecilia v uvedenej
patricijskej rodine. Od detstva mala silny vztah ku Kristovi a ,, veriac v evanjelium, stale ho
nosila so sebou a casto ho citala*™. (Luckett, 2009, s. 40) Rodicia jej podla zauzivanych
pravidiel vybrali Zenicha. Mladého, spoloc¢ensky primeraného bohatého pohana Valeriana.
Pocas svadobnej noci mu prezradila, ze ,,pri nej stoji anjel ako ochranca jej Cistoty, ktoru
oddala Kristovi. Valerian odpovedal, Ze prijme slub zdrzanlivosti, ked sam uvidi anjela*.
(Czerninova, 2019) Cecilia mu vysvetlila, ze sa musi najskor stat’ krestanom a sprostredkovala
stretnutie Valeriana a papeza Urbana I. na tretom mil'niku Via Appia. Papez ho tajne pokrstil
a Valerian uvidel Panovho anjela bdiet’ nad svojou manzelkou. Anjel ich ,,0boch korunoval
vencom z ruzi a lalii, ktoré nikdy nezvidnu ani nestratia svoju vonu. Potom anjel povedal
Valerianovi, aby si prial cokolvek a jeho najuprimnejsie Zelanie bude splnené. Valerian,
radujuc sa zo svojej novej viery, poziadal, aby jeho brat Tiburtius, ktory mu bol drahsi ako
ktokolvek iny, nasiel milost poznat’ pravdu, ktoru prave zazil. “. (Howard, 2015, s. 17) Obaja
bratia sa stali horlivymi krestanmi. Podporovali novych bratov a sestry, pochovavali
umucenych krestanov, evanjelizovali, rozdavali almuznu nidznym az do chvile, ked’ ich dal
rimsky miestodrzitel Turcius Almachius zatknit'. Almachius nariadil, ze sa musia vzdat
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krestanskej viery a obetovat’ rimskym pohanskym bozstvdm a modlam. Za neuposluchnutim
nasledovalo vyvleCenie na namestie, bi¢ovanie a napokon statie.

Obr. 1: Aspertini Amico: Pohreb sv. Valeridna a Tiburcia (1504 — 1506)

Cecilia vedela, ze ju ¢aka rovnaky osud. Rozsiahly majetok rozdavala chudobnym, odhodlane
vzdorovala obvineniu z buriéstva voci $tatu a verejne predniesla: ,, Stratit' mladost znamend iba
Jju zamenit. Tento Zivot je len blatom, za ktoré dostanu veriaci zlato... Moj Boh a Jezis Kristus,
Jeho jednorodeny syn neddva rovné za rovné, ale jeden funt prijima a nahradzuje stondasobne,
za sucasne muky dava vecny a blazeny zivot.“ (Masima, 2022) Modlar Almachius bol
rozhodnuty za kazdl cenu a ¢o najskor ukoncit’ Ceciliin zivot, ale obaval sa nariadit’ verejnti
popravu nenavidenej krestanky vzhladom na jej vzneSeny pdvod a Sirokt popularitu.
Alibisticky sa chcel pred sympatizujucimi I'ud'mi zbavit’ zodpovednosti a rozhodol o krutej
alternative. Dal odviest Ceciliu do jej vlastného domu, kde sa mla udusit’ v parach
rozhoruceného kupela, ktory pripravili a udrziavali strazcovia. ,, Po jednom dni a jednej noci
nasli strazcovia Ceciliu zazracne Zivu, zabalenu do nebeskej rosy.* (Radio Vaticana, 2023)
Almachius v zlrivosti nariadil statie hlavy. Kat zasadil tri presné tdery do §ije, no zranena
Cecilia pri poprave nezomrela. Zila ete tri dni... Podla Zlatej legendy (Legenda aurea)
dominikanskeho mnicha Jacoba z Voragine sa mucenie Cecilie uskuto¢nilo okolo roku 230.
(Voragine, n.d.) Warren H. Caroll vSak upresnil, ze na zdklade exaktnej analyzy historickych
dat, ktorti previedol franc. vedec Quentin bola Cecilia umucend pocas Dioclecianovho
masivneho prenasledovania krest'anov v rokoch 304 — 312. (Caroll, n. d.) Papez Urban 1. ju dal
pochovat’ v Kalistovej katakombe (Catacombo di San Callisto).

Pribeh martyrky Cecilie jej smrt’ neuzavrela. Hodnoverny vyskum potvrdzuje, ze v roku 821
dal papez Paschal I. previezt’ jej pozostatky do novej Baziliky Santa Cecilia v Trastavere, ktora
podla tradicie bola vybudovand na mieste povodného kostola postaveného nad domom sv.
Cecilie. Podl'a autobiografickej spravy papeza Paschala 1. zachovanej v Liber Pontificalis sa
,,jej neporusené telo naslo v rakve z cyprusového dreva zabalené do rubdsa zdobeného zlatou
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nitou a S ocividne zakrvavenymi latkami zvinutymi pri jej nohdch. Osobne uloZil relikvie
a rakvu do mramorového sarkofagu.““ (Churches of Rome, n. d.) O d’alsich osem storoci, 20.
oktobra 1599, sa pri obnove interiéru kostola vedené¢ho kardinalom Paolom Sfondratim objavil
mramorovy sarkofag so stidle neporusenym telom svitice. Tato vynimoc¢nd udalost’ je
zaznamenand kardindlom Cesareom Baroniom, ktory zastupoval chorého papeZza Klementa
VIIL., vyznamnym jezuitskym archeoldogom Antoniom Bosiom a d’al§imi o€itymi svedkami
(Howard, 2015, s. 21) Pritomny bol aj mlady sochar Stefano Maderno (1576 - 1636), ktory
podl’a vlastnych slov zachytil verny obraz umucenej sv. Cecilie. Majstrovsku skulpturu vytvoril
ako symbol tragiky mucenictva a nezlomnej viery svitice (aj v poslednej chvili zivota, ked’ uz
nevladala rozpravat’, vyznavala vieru v NajsvitejSiu Trojicu tromi vystretymi prstami pravej
ruky). Socha je umiestnena na hlavnom oltari trastaverskej baziliky. Dlhé roky k nej pradia
davy vyznavacCov sv. Cecilie, obdivovatelov Madernovho umenia, historikov 1 nahodnych
turistov.

Obr. 2: Stefano Maderno. Svdta Cecilia. (1600)

VYZNAM MENA CECILIA

U vynimoc¢nych osobnosti sa v zmysle antického rimskeho ,,nomen omen* tradi¢ne hl'ada
vyznam ich mena, vlastnosti nositelov, dokonca menom preduréeny osud. Procesu
identifikacie povodu a prvotného vyznamu a interpretdcie vyznamu mena Cecilia sa celé
storoCia venovala aj tzv. 'udova laicka etymologia a k dispozicii su dnes viac ¢i menej
podlozené vyznamy ako nebeska lalia, cesta pre slepych, slepa k vlastnej krase a pod. Exaktne
podlozena vedeckd etymoldgia pontka vysvetlenie z prekladu latinského slova ,,caecus®, ¢o
znamena slepy a V prenesenom vyzname aj nevidiaci, kratkozraky.

Rozne vyklady mena Cecilia zahffiaju nielen jeho etymologicky vyznam, ale aj historické
spojenie s rimskym rodom, nabozensky vyznam spojeny so svitou Ceciliou a moderné
symbolické asociacie s hudbou, umenim, odvahou a odhodlanostou. Pozoruhodné az fantazijné
interpretacie mena Cecilia uvadza ,,otec anglicke;j literatary* Geooffrey Chaucer (1343 - 1400)
v diele Canterburské poviedky (The Canterbury Tales). Do svojho slavneho diela vlozil aj
Pribeh druhej mnisky (The Second Nun'’s Tale), v ktorom cerpal o. i. zo spominanej zbierky
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zivotopisov svitcov Zlaté legenda. (Chaucer, n. d.) PribliZuje mnohé interpretacie mena Cecilia
ale ,,v zmysle stredovekej praxe sa zameriava na rézne interpretdacie, z ktorych Ziadna
nevylucuje ostatné, takze objekt interpretacie ziskava na bohatstve vyznamov a rozsahu
odkazov*. (Cooper, 1999, s. 108) Podl'a Chaucera je vyznam mena Cecilia napr. kontemplacia
neba, nebo pre l'udi, aby nan hl'adeli, aktivny Zivot, ako keby chybala slepota, cesta pre slepych,
nebeska lalia...

Tieto romantické az poetické vykladz vyznamu mena sv. Cecilie nezodpovedaju realite
starovekych rimskych mien. Vyssie vrstvy Rimanov pouzivali mena s trojdielnou Struktiurou
(tria nomina), ktoru tvorilo osobné meno - praenomen, rodové meno —nomen gentile a rodinné
meno - cognomen. NajdoleZitejSie bolo nomen gentile, ktoré oznacovalo prislusnost k uréitému
rodu (gens) so spolocnym predkom. Koncovka muzskych mien bola ,,ius“, zenskych ,,ia*.
Praenomen zodpoveda priblizne su¢asnému krstnému menu. Rody vdcSinou uprednostiiovali
len niektoré praenomen, takze ich pocet bol obmedzeny, priblizne na ¢islo 18. Cognomen
poukazovalo na charakteristické vlastnosti, alebo ¢iny ¢lena rodu. (Groh, Hejzlar, 1972,
Janovjak, Spaiiar, 1969)

Prikladom mozZe byt meno Gaius Julius Caesar, kde Gaius je osobné meno - praenomen, Julius
je nomen - rodové meno, teda prislusnost’ k rodu Juliovcov a o cognomen Caesar jestvuje
niekol’ko etymologii, napr. ze pochddza z latinského ,,caesaries*, ¢o znamena husté vlasy, alebo
hriva, pripadne z punskeho ,,caesai‘ teda slon za predpokladu, Ze niektory predok sa vyznacoval
silou slona.

V kontexte starorimskej tradicie je meno Cecilia nomen, rodové meno (nomen gentile).
Odvodzuje sa od starobylého a vplyvného rodu Caecilius (gens Caecilia). Zeny dostavali meno
odvodené od rodového mena, takze kazda ¢lenka rodu Caeciliovcov sa volala Caecilia. Vyznam
mena Cecilia je hlboko zakoreneny v antickej rimskej tradicii. Ludova etymologia, literarne
interpretacie a historické interpretdcie mena zdoraziiuju jeho rodovi vahu. Zaroven
symbolizuj prepojenie mena s uzndvanym kultirnym a ndbozenskym dedi¢stvom.

ZAVER

Zivot svitej Cecilie a nezlomna viera mladej mudenice zanechali trvaly odkaz v krestanskej
kultare. Text poukazuje na symbolické asociacie s odvahou, oddanost’ou a duchovnou silou.
Kult sv. Cecilie sa rozsiril po celom svete a pretrvava dodnes, ¢im sa stava inSpiraciou pre
mnohych veriacich a umelcov a historikov.
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IMPLEMENTATION OF CRITICAL THINKING ASPECTS IN THE
AESTHETIC EXECUTION OF THE STUDENTS” PRACTICAL PART
OF THE FINAL EXAM AT VOCATIONAL HIGH SCHOOLS

VYUZITIE ASPEKTOV KRITICKEHO MYSLENIA PRI ESTETICKOM
PREVEDENI PRAKTICKEJ CASTI ZAVERECNEJ SKUSKY ZIAKOV
STREDNYCH ODBORNYCH SKOL

ABSTRACT

The study completion in culinary vocational fields arestudent’s final exams. The practical part
of these exams provides an opportunity for the realization of creative ideas. Students must
approach the assigned tasks on predetermined topics with sufficient aesthetic sensitivity in all
fields. To avoid creating Kitschy results, they must be familiar with modern trends in
gastronomy and hotel services. Additionally, they need to think critically to consistently
separate misleading inputs and poor shady trends from those that are appropriate and stylish. A
critically thinking student can evaluate what the media presents as a trend. (S)he can select from
the available information and stimuli, and subsequently aesthetically appreciate and stylishly
execute his/her creative intention.

Key words: critical thinking, creativity, aesthetics, trends, media

ABSTRAKT

Zavisenim Stadia Ziakov v gastro ucebnych odboroch su ich zavereéné skusky. Najmid v
praktickej ¢asti st priestorom pre realizaciu kreativnych napadov. Ziaci zadané tlohy na vopred
dané témy musia vo vSetkych odboroch ponat’ najmé s dostatoénym estetickym precitenim. Ak
sa maju vyhnut' gycovej realizacii svojho vytvoru, musia sa orientovat’ v modernych trendoch
gastronomie a hotelierstva. NavySe musia kriticky mysliet, aby désledne oddel'ovali mylné
podnety a nevkusné trendy od tych vhodnych a vkusnych. Kriticky mysliaci ziak dokaze
zhodnotit’ ¢o mu média pontkaju, ako trend. Vie si z pontikanych informacii a podnetov vybrat
a nasledne esteticky precitit’ a vkusne zrealizovat’ svoj vytvor.

Klacové slova: kritické myslenie, kreativita, estetika, trendy, média

UVOoD
Predmetom estetiky a jej skiimania je predovSetkym tzv. umelecké esteticno, mimoumelecké
esteti¢no ale aj prirodné esteti¢no.
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Ponimanie stucasnej, dnesSnej estetiky nie je celosvetovo rovnaky. Existujii rézne nézorové
Skoly, smery a zamerania, ato ivramci jednej krajiny. Zuska (2001, s. 132) uvadza, Ze:
,,Predmetom estetiky je esteticka situdcia, tvorena niekolkymi zakladnymi zlozkami, ktoré sa
mozu stavat hlavnymi predmetmi estetickeho skumania bez toho, aby sa vytratilo zapojenie
skumaného dielcieho predmetu do celku situdcie. * (Zuska, 2001, 132).

Estetické citenie ide takpovediac ruka v ruke stvorivostou. Podla Vasasovej (2006), je
potrebné poznat’ problematiku tvorivosti a pripravit’ sa na tvorivost’ v zivote, v praci, pocas
oddychu, vediet’ s iou narabat’ a zdokonal'ovat’ svoju osobnost’ (Vasasova, 2006).

Ak spomenieme tvorivost’, resp. kreativitu, tak ndm casto pride na um napriklad umelec, ktory
so svojou fantdziou dok4ze namalovat’ na platno majstrovské umelecké dielo, ¢i vytesat’ sochu.
S tvorivostou sa spaja aj schopnost’ zlozit symfoniu. Kreativita sa uplatiiuje aj v inych
oblastiach zivota, Casto krat sa aj ako kuchar alebo cukrar prejavuje svojim spdsobom, ako
umelec, ktory vie pripravit gastronomicki pochutku z obmedzenych surovin, pripadne
famo6zny dezert, ktory potesi vSetky zmysly, nie len chutové, ale aj vizualne. Tvorivost’ si v§ak
vyZzaduje aj rozhl'ad, intelekt a kritické myslenie. Prave kritické myslenie by sa malo rozvijat’
a podporovat’ uz v skolach.

Vyucba kritického myslenia na strednych Skolach je vel'mi potrebna z niekol’kych dévodov.
Schopnost’ kriticky mysliet je nutnou vybavou a zikladnou kompetenciou vSeobecne
rozhl'adeného a vnimavého ¢loveka. Tyka sa to kazdej zivotnej sféry, Skolstvo, umenie a
estetiku nevynimajuc. Akékol'vek umelecké ponimanie I'udskej tvorby, ako v Skolach s gastro
zameranim si vyzaduje pre zorientovanie sa v stuc¢asnych trendoch za predpokladu vyhnutia sa
gyCu vyuzivanie kritického myslenia. V sucasnosti st Ziaci formovani digitalnymi
technoldgiami, multimedidlnymi technolégiami a médiami pozitivne, ale ¢asto aj negativne.

KRITICKE MYSLENIE, ESTETICKE CITENIE A KREATIVITA V KONTEXTE SO
SUCASNYM UMENIM
Kritické myslenie
V odbornej literatire je dostupnych mnoho definicii kritického myslenia, odliSuju sa vSak
minimalne a Ziadna z nich nespochybniuje jeho hodnotu pre ¢loveka. Korene kritického
myslenia siahaju az do obdobia antickej filozofie. Je mozné ich definovat’ ako Sokratovsky
rozhovor. Na Slovensku sa o kritickom mysleni v pedagogike zacalo intenzivnejSie hovorit’
zaCiatkom devitdesiatych rokov minulého storo€ia. Skutocnost’ hodnd zamyslenia je, ze
v pedagogickej praxi, resp. v Skole sa toho od tych ¢ias vel'a nezmenilo.
Duchovicova et al. (2018) uvadzajt, Ze hodnotenie predstavuje posudenie spolahlivosti tvrdeni
a kvality argumentov. Zahfna tieZ hodnotenie spol'ahlivosti zdroja informacii, identifikaciu
logickych medzier v argumentécii, posudenie silnych a slabych stranok alternativnych teorii,
hodnotenie zdévodneni (Duchovicova, et al., 2018)
Ako uvadza Coughlin (2010), kritické myslenie nie je prirodzenou 'udskou schopnostou a ako
uvadzaju viaceri autori, je potrebné sa ho naucit’ (Kurfiss, 1988; Sumner, 1959; Van-Gelder,
2005). Ako také by malo byt sucast'ou vzdelavania. Ucitelia na strednych Skolach zohravaju
klac¢ovu ulohu v rozvoji kritického myslenia pri svojich ziakoch. Moznosti a potreby l'udi pre
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zivot v 21. storoci su oproti predchddzajucim rokom vyznamne zmenené a Ziaci sa potrebuji
naucit’ autenticku, kooperativnu pracu, s moznostou vyuzitia dneSnych technoldgii, ziskat
zodpovednost’ za svoje vzdelavanie a naucit’ sa hodnotit’ rozne podklady (Coughlin, 2010).
Napriklad Kost'alova (2009) upozorfiuje na meniacu sa dobu a s fiou i hodnoty. V skorsich
dobéch deti zili v jednotnom prostredi, v ktorom rodicia, ucitelia a farar vyznavali jednotné
hodnoty a hovorili takmer rovnako. Bolo jednoduchsie rozpoznat, ¢o je dobré, a ¢o zlé. V
dnesnej dobe je prostredie rozli¢né, kazdy vyznava odlisné hodnoty a pre mladu generéciu je
tazSie poznatelné Comu maju verit a comu nie. Kritické myslenie, opret¢ o hodnoty a
pouzitelné i bez zastity autorit a presvedCenia o tom, o je dobré a €o nie, pomaha sa v tomto
prostredi pohybovat’ a jednat’ na zdklade vlastného uvazenia (Kost'alova, 2009).

Estetické citenie a kreativita

Pojem estetika sa zacal objavovat’ uz v 18. Storo¢i. Ako prvy tento termin zaviedol do
povedomia svojich sucasnikov nemecky filozof A. G. Baumgarten. Prispelo k tomu
predovsetkym jeho dielo Aesthetica, ktoré bolo publikované v roku 1750 a od tej doby je
estetika povazovana za ,.Specificku oblast’ skumania filozofie a umenia*. (Souriau, 1994, s.
939).

Estetika bola od Baumgartenovych dob ponatd ako veda, zaoberajica sa senzitivhym
poznanim. Centrom pozornosti sa stala oblast’ krasna ako takého. Vo svojich pociatkoch bola
estetika ponimana ako veda zaoberajica sa zmyslovym poznanim a bola teda vedou o0 krasne.
Krésa bola podl'a uvah A. G. Baumgartena vnimand, ako dokonalost’ veci samotnej. Jej hlavnou
snahou bolo skumanie senzitivneho poznania a oblasti krasy. Vyrazne sa vyznacuje zasadnymi
rozdielmi, medzi materidlnym a nematerialnym, teda tym, ¢o je spojené s naSou existenciou
a tym co prisliacha mysli.

Ako uvadza Zahradka (2010, s. 302): ,,Estetické poznanie pre Baumgartena je prostrednikom
medzi vseobecnostou rozumu a partikularnosti zmyslov: esteticno ma sice ucast na dokonalosti
rozumu, ale iba ,,zmdtene . Estetika je tak ,,sestrou* logiky, akousi nizsou Zenskou analogiou
rozumu Vv rovine materidalneho Zivota. Ako svojho druhu konkrétna myslienka alebo zmyslova
analogia pojmu sa podiela na racionalnom i redalnom... “ (Zahradka, 2010, s. 302).

S terminom estetika uzko suvisi aj termin ,,vkus®. Vkus nema presny vyznam a preto nie pre
vsetkych je jednoduchou a urcitou ideou, ¢ize vkus podlieha nejasnostiam a zmenam.

Mozno povedat, ze prostrednictvom poznatkov z praxe sa tedria vkusu cibri, vyvija,
zuslachtuje, a to u kazdého jedinca, ktory ma estetické citenie. Vzhl'adom k tomu, ze vkus
mozno cibrit’, je mozné tvrdit, Ze niekto ma lepsi vkus nez iny, Co je legitimne, hoci vzdy ide
o subjektivny postoj.

Vystizne to povedal Jan Svankmajer (Giboda, 2010; s. 35): ,,0 umeni se neda demokraticky
hlasovat’, pretoze va¢§ina mu nerozumie” (Giboda, 2010).

Vkus sa tyka kazdej sféry umenia, ale aj su¢asnych trendov v gastrondmii, realizaciu ktorych
podmieniuje kreativita.

Ako uvadza Szobiova (2004, s.13), pojem tvorivost — kreativita pochddza z latinského
»creare, teda ,,tvorit,, vytvorit, plodit, rodit* (Szobiova, 2004, s.13).
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Autor Zak (2004) tvorivostou uéil suhrn kreativity, ako schopnost predstavit' si, alebo
vymysliet’ nieco nové, t.j. schopnost’ tvorit’ ndpady, rieSenia, myslienky a pod., a to s pouzitim
kombinacie, zmeny a replikidcie uz znamych a danych existujicich napadov. Jedna sa teda o
postoj jednotlivca, ktory charakterizuje suhlas s prijatou zmenou, d’alej sa jedna o prijatie
noviniek, tieZ o ochotu hrat’ sa s ndpadmi a myslienkami. Je to flexibilita v pohl'ade na vec.
Tento proces je podla autora charakterizovany tvrdou pracou, ale aj kontinudlnou
myslienkovou ¢innostou na generovanie rieSeni a aj vyznamnym priestorom pre pripadna
improvizaciu (Zak, 2004).

Krativitu mozno charakterizovat’, ako schopnost’ nachadzat’ v Zivote stale nieco nové. To nové
okolo je casto impulz, ktory je podporeny fantdziou, inSpiraciou, intuiciou a vo vyznamnej
miere aj potrebou sebarealizacie. Pri prejavoch kreativity je pre d’alsi 'udsky, spolocensky a
technologicky rozvoj dolezité prijatie inovacie a novosti.

Vplyv médii na Ziakov

Vyraz médium sa dnes pouziva vel'mi Casto. Jedna z prvych myslienok, ktori ndm médium
evokuje, je komunika¢ny prostriedok, ale toto slovo ma aj podstatne hlbSi vyznam. Slovo
medium pochadza z latinCiny a znamena ,,prostriedok. Mozeme sa nim stretnut’ v r6znych
vednych disciplinach, napriklad vo fyzike, chémii, vypoctovej technike ale aj v odboroch, ktoré
sa tykaju medzil'udskej komunikécie v psycholégii a socioldgii. Jedna sa o to, ze medium v
akejkol'vek podobe ndm sprostredkovava nejaka informaciu pochadzajicu od producenta k
recipientovi.

Strenacikova (2015, s. 280) uvadza, Ze: ,,Hodnotné informécie treba vediet’ vyselektovat medzi
informacnym Sumom a odpadom. Hoci kazdy jedinec je neustale vystavovany nepretrzitému
(neraz zavéadzajucemu) vplyvu masmédii, komerénych televiznych stanic a Casopisov s
prispevkami bez faktickej vypovednej hodnoty, najviac je ohrozend mlada generacia, ktora je
navyse pohltend enormnym prisunom informacii z internetu* (Strenacikova, 2015, s. 280).

Aj vo svete gastrondmie vnimame r6zne meniace sa trendy, ¢i uz vkusné alebo nevkusné, hoci
vkus je relativny a vel'mi subjektivny pojem. Kazdopadne, ak média chapeme v pozitivnhom
cerpat’ poznatky o novych surovinach, o novych trendoch v zdobeni, servirovani a podobne.
Prevedenie zavereénej skiSky na strednej odbornej $kole

V sucasnosnej pedagogickej praxi sa uplatiiuji novsie koncepcie vyucovania a pri ich
uplatiiovani zohrava ucitel’ a jeho styl prace so ziakmi najpodstatnejSiu tllohu. Ide najma o stlad
formalnej a procesudlnej stranky vyucovania.

Podla psychologického slovnika, ako to uvaddzaju Hartlovd a Hartl (2009), je tvorivost’
definovand, ako schopnost’, pre ktoru su typické také dusevné procesy, ktoré vedu k napadom,
rieSeniam, koncepciam, tedridm ¢i vyrobkom a tie st tzn. Jedinecné (Hartlova, Hartl, 2009).
Podrla tsudku Luzinskej (2014) je nevyhnutné Sirenie inovacii a ich zavadzanie do vyucby
(Luzinska, 2014).

V gastrondmii sa neustale objavuju nové trendy, ktoré ovplyviiuji sposob pristupov k vareniu,
spracovaniu surovin, servirovaniu a prezentacii jedal. Tieto trendy su dolezité, pretoze nam
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umoznuju objavovat’ nové chute, inovativne techniky a zaroven sa zameriavat’ na udrzatelnost’
a zdravie.
Odborné¢ vzdeldvanie a priprava na strednych odbornych skolach sa vymedzujt ako vzdelavanie
a priprava, ktorych cielom je vybavit' mladych l'udi a dospelych znalost'ami, zru¢nostami a
kompetenciami. Ziaci strednych odbornych $kél v nadviznosti na odborné vzdelavanie
rozvijaju svoje schopnosti a vlohy aj v praktickom vyu€ovani realizovanom najmai v skolskych
prevadzkach, ale aj mimo nich.
Ziaci okrem vlastnej tvorivosti musia vyuzivat' aj kritické, resp. hodnotiace myslenie, aby si
vedeli zvolit’ vhodné materidly a postupy pri realizécii svojich kreativnych aktivit.
Pocas Studia sa maju Ziaci moznost’ zdokonalovat’ v rameci teoretického vyu€ovania na ktoré
priamo nadvizuje praktické vyu¢ovanie formou odborného vycviku. Nezanedbatelnou sa stava
aj moznost’ zapdjania sa do réznych odbornych gastro sut’azi, kde si ziaci z podobnych $kol,
resp. odborov maju moznost’ jednak odprezentovat’ svoje vlastné schopnosti a zru¢nosti, ale aj
vymenit’ si skusenosti a informacie. Ziakom Gspechy povznasaji sebavedomie a postivaju ich
vpred a samozrejme pre Skolu je to pozitivna reklama, ktord moze prilakat’ d’alSich Sikovnych
ziakov k $tadiu na strednej odbornej §kole. Ziaci sa zadastiuji sutazi, ako napr. kuchari -
Danubius Gastro v Bratislave, Sweet Cup Presov, Four Fest v Rimavskej Sobote, Gastro Cup
v Banskej Bystrici, ¢asnici a servirky — St. Nicolaus Cup, Akademik gastro a cukrari — sitaz o
najkrajSiu tortu, celoslovenska sutaz ziaov strednych $k6l vo vyrobe praliniek, sitaz o
najlepsieho cukrara Skoly a mnoho iného.
Zavtsenim $tadia je u¢ebnych gastro ucebnych odboroch 2964 H cukrar, 6445 H kuchar, 6444
H casnik, servirka je prakticka a teoreticka Cast’ zdverecnej skuSky. V spominanych gastro
odboroch si ziaci v ramci praktickej zaverecnej skisky na vopred zadané témy vypracuju
pisomnu zavere¢ni pracu, tzv. Libretto. Nasledne Ziaci musia aplikovat nadobudnuté
vedomosti, zru€nosti, kreativitu a kritické myslenie do praktickej pripravy zdvere¢nej skusky.
Ziaci si vzdy vytiahnu niekol’ko tyzdiiov vopred tému a zadant tému spractivaju do pisomnej
zaverecnej prace. V zavislosti od konkrétneho odboru je stcast'ou pisomnej zaverecnej prace,
napr. v pripade uc¢ebného odboru H kuchar presny zoznam surovin potrebnych na zhotovenie
konkrétneho pokrmu. Ziaci si musia navrhnit’ kompletné menu — predjedlo, polievku, hlavné
jedlo a dezert. VSetky poZzadované suroviny si Ziaci musia vynormovat’ a napokon podla
pripravy v ramci praktickej Casti zavereCnej skisSky zrealizovat. Samozrejme, musia mat’
premyslent koncepciu stolovania, prestierania, pouZitia vhodného inventaru a podobne. VSetko
sa to tyka vsetkych horeuvedenych u¢ebnych odborov.
Ziaci si vo vlastnom ziujme povinni kriticky mysliet, sledovat’ trendy surovin, ale aj
estetického stvarnenia pripravy vysledného vytvoru.
Rozvoj poznania a novych technoldgii modze nadobudat’ rézne etické hodnoty. Nové
technologie sa samé stdvaju témou umeleckého stvarnenia. Cely tento posun by sa dal
najstru¢nejSie charakterizovat, tak, ako uvadza Giboda (2010, s.35-57), ako ,,formovanie
integrovaného ¢loveka“ (Giboda, 2010).
Umenie v Sirokom vyzname je sucastou vedy. Veda v kazdom stupni poznavania sklada vel'ky
a celkovy obraz o svete. V zmysle tohto ponimania by medzi umeleckym dielom a vedeckou
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pracou nemuseli byt vyrazné a podstatné rozdiely. Prikladom je maliarov postup préc a aktivit.
Tvorbu jeho umeleckého diela tiez nevieme priamo pozorovat, resp. zachytit’ jeho sled
myslienok. Ako uvadza Giboda (2010, s. 40), slavny Picasso, to vyjadril nasledovne: ,,Bolo by
vel'mi zaujimavé fotograficky dokumentovat metamorfézu obrazu. Tak by sme mozno
vystopovali mozgové postupy pri realizacii snov” (Giboda, 2010).

IS ) = A T L L R ) e )L A VIR

Stredna odborna skola hotelovych sluzieb a dopravy Luc¢enec
) Zavereéné skusky 2023/2024
i odleak U&ebné odbory - Cukrar 2964 H, Casnik, servirka 6444 H, Kuchar 6445 K
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Obr. 1: Ukazka z praktickej casti zaverecnych skusok ucebnych odborov

Zdroj: vlastné spracovanie

ZAVER

Ako uvadzaji autori LokSova a Loksa (1999), tvorivost’ sa vo vyucovacom procese rozvija
najmd, ak sa navodzuje tvoriva aktivita Ziakov a to prostrednictvom tvorivych situdcii, ¢i iloh
tvorivého charakteru, pri rieSeni problémov a pod. Medzi prioritné stratégie tvorivého
vyuCovania sa zaraduju problémové metddy, nakol’ko nedovoluja vytvarat ziadne
myslienkové stereotypy a napomahaju k rozvoju alternativneho a tvorivého myslenia
(Loksova, Loksa, 1999).

Ziaci si vyberaji strednt §kolu, resp. odbor v ktorom sa chcu vzdelavat’ predovietkym na
zéaklade svojich vlastnych zdujmov a preferencii. Hlavne v u¢ebnych odboroch je podstatné
zamerat’ sa aj na praktickl strdnku pripravy na ich buducu profesiu. Je dolezité sa v tomto
pripade zamerat’ na zdujmové¢ vyucovanie alebo vzdelavanie.
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Ako uvéadzaju Hajek et al. (2011), zaujmové vzdelavanie sa predovSetkym vyznacuje
nenutenostou, moznostou slobodného vyberu, rozhodnutia, vlastnej iniciativy, formalnosti 1
neformalnosti zaujmového vzdelavania (Hajek et al., 2011).

Nakoneény (1997) dopliia, Ze termin zaujmového vzdelavania je o¢ividne odvodeny od slova
zaujem, a ten moZeme charakterizovat’ ako afektivne zalozeny vztah, ktorého podstatnym
znakom je vyberova a trvalejSia pohotovost’ pozornosti voci ur¢itym objektom. Je to zaoberanie
sa niecim, ¢o vyvolava hlboké zaujatie. (Nakonecny, 1997).

Koléf et al. (2012) vnimaja tvorivost’ ako subor vlastnosti, ktoré umoznuji tvorivi ¢innost’
a tvorivé rieSenie problémov. Uvadzaju tiez, Ze v sicasnosti predstavuje tvorivost komplexny
fenomén majuci svoje kognitivne, afektivne, socidlne ako aj biologicko-fyziologické aspekty,
ktoré vzdy suvisia s originalitou a uzito¢nostou. Tvorivost’ je aktivita prindsajuca doteraz
nezname a spolocensky hodnotné vytvory. Vyskum zamerany na tvorivost’ sa zameriava na
Styri hlavné oblasti posobenia — tvoriva osobnost’, tvorivy proces, tvorivy produkt a tvorivé
prostredie. Kazda oblast’ suvisi s vychovou a vzdelavanim (Kolaf, et al., 2012).

Zaujem o buducu profesiu je pre ziakov motivujicim faktorom pre sebarozvoj, pre ziskavanie
informacii z ich oblasti zaujmu. Ak ziaci chct uspiet’ vo svojej budicej profesii alebo v priprave
na buducu profesiu, musia na sebe pracovat’. Je ziadlce, aby sa zapajali do Skolskych aktivit,
do sGtazi a tym naberali potrebné skusensti. Ziakov to zaiste posuva d’alej vpred, ale
samozrejme, aby sa pohli postuvat’ a drzat’ krok s modernou novodobou gastronomiou, musia
aj kriticky mysliet’ a domyselne triedit’ informacie.

Zaverom by sme mohli skonStatovat’, ze ucCast’ na kulturnych aktivitach rézneho typu vedie
mladého c¢loveka k rozvoju jeho osobnosti. Dolezitym faktorom je vytvorenie kontaktu s
umenim, ktor¢ je sprevadzané estetickym prezivanim.
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Akadémia umeni v Banskej Bystrici, Fakulta muzickych umeni, Banské Bystrica, Slovensko

OL’GA HROMADOVA — THE SOPRANO OPERA SINGER OF MANY
FACES

OLGA HROMADOVA — SOPRANISTKA MNOHYCH TVARI

ABSTRACT

The soprano opera singer Ol'ga Hromadova very significantly shaped the face of the Banska
Bystrica opera for many years. The artist's uniqueness lies in her creative equivalent portrayal
of characters in the space of opera, operetta, and musical literature. Her artistic activity with the
State Opera in Banska Bystrica is connected with forty-two years of artistic activity. She created
a large number of tragic and comic roles covering the stylistic period of classicism,
romanticism, and music of the 20th and 21st centuries.

Key words: opera, operetta, opera figures, operetta and musical characters

ABSTRAKT

Opernd spevacka sopranistka Ol'ga Hromadova velmi vyrazne dlhé roky formovala tvar
banskobystrickej opery. Unikéatnost’ umelkyne spociva v jej kreativnom rovnocennom stvarneni
postav v priestore opernej, operetnej a muzikalovej literatury. Jej umelecké pdsobenie so
Statnou operou v Banskej Bystrici sa spaja so $tyridsatdvaroénou umeleckou ¢innostou.
Vytvorila velky rad roli tragickych i komickych zasahujucich Stylové obdobie klasicizmu,
romantizmu a hudby 20. a 21. storocia.

Klucové slova: opera, opereta, stvarnenie, operné postavy, operetné a muzikalové postavy

Tvar banskobystrickej opernej scény dlhé roky jedinecne formovala solistka —
sopranistka Ol'ga Hromadovd. Hned’ po ukonceni Stidia na bratislavskom S$tatnom
konzervatoriu tu bola angazovana v roku 1982. V tomto roku ukonéuje svoju 42-ro¢nt
umeleckt cestu aluci sa so scénou, kde vyrazne zanechdva svoje vynimoc¢né umelecké
poOsobenie.

Spevacke zaciatky OI'gy Hromadovej su spojené s pedagogickym vedenim profesorky
Idy Cerneckej. Po nastupe na profesionalnu scénu sa dalej zdokonal'uje a &erpa zo vzacnych
dlhoro¢nych skusenosti divy banskobystrickej opery Dagmar Rohovej-Boksovej. Vynimoc¢na
mnohostrannost’ interpretky sa podpisala pod velky rad réznorodych postav zastupenych
v dielach opernych — komickych i tragickych, operetnych avneposlednom rade aj
muzikalovych. PresvedCivo interpretovat’ tento Siroky repertoar sved¢i o spolahlivej vokalno-
technickej zdatnosti sopranistky, hereckej kreativnosti a pohybovej kultivovanosti. Dolezité je
uviest’ aj jej schopnost’ kreovat’ postavy réznych stylovych obdobi — klasicizmu, romantizmu
i hudby 20. a 21. storoc¢ia s doslednym naplnenim Specifik prislichajiacich danym $tylovym
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obdobiam. Pestra je i1 paleta interpretovanych roli hudobnych majstrov r6znych proveniencii.
Jej jasny zvonivy vyborne posadeny lyricky sopran so schopnostou l'ahko tvorenych
pohyblivych pasazi pocas jej dlhoro¢ného pdsobenia sa rokmi tvaroval tieZ do dramatickejSich
poléh. Mozno s istotou povedat, Ze jej interpretacné majstrovstvo naslo skutocne Siroké
uplatnenie.

Prva operna postava, ktorou vstupila na profesionalnu drahu, bola z pera talianskeho
operného skladatel'a Giacoma Pucciniho — Lauretta (1983) z opery Gianni Schicchi. Podu
Pucciniho roli rozSiruje stvarnenim Lissetty (1996) v diele Lastovicka, ale aj S velkou
citovostou a lyrizmom naplnenou tlohou Mimi (2005) v opere Bohéma. Bola sucastou
inscenacie Sestra Angelika, kde mala svoj zastoj ako ucitel’ka noviciek (2007). Jej repertoar
tvoria aj tlohy d’alsich talianskych skladatel'ov, ktorych kontary presvedcivo plasticky kreovala
Vv intenciach belcanta — Gaetano Donizetti: Zvonéek — Serafina (1989), Napoj lasky — Adina
(1993), o ktorej podani recenzent Miloslav Blahynka napisal: ,, Postavu Adiny nastudovala
Olga Hromadova s hereckou noblesou a spevdckou istotou.** (Blahynka, 1993, s. 3). Svojim
stvarnenim Adiny oslovila aj d’alSiu odbornli obec a ziskala Cenu Slovenského literarneho
fondu (1993). Prevtelila sa takisto do roly Sofie (1992) v opere Il Signor Bruschino Gioacchina
Rossiniho. Na adresu umelkyne recenzent Pavol Unger uviedol: ,,... rolu Sofie hravo zvlddla
O. Hromadova.” (Unger, 1992, s. 5). Taliansku neapolska $kolu prezentuje Domenico
Cimarosa, s ktorého nie I'ahkou vokalnou re¢ou sa sopranistka vysporiadala v opere Tajné
manzelstvo ako Carolina (1985).

V roku 1991 uviedla banskobystrickd opera dielo skladatel'a obdobia klasicizmu
Christopha Willibalda Glucka Orfeus a Eurydika, kde dostiva rolu Amora. Specifika
klasicizmu pretavuje aj v operach Cosi fan tutte ako Sibalka Despina (1990), ako noblesna
Donna Elvira (1994) v dramme giocoso Don Giovanni a rozkosna Papagena a tiez prva dama
(1997), ale aj ako druh4 dama (2016) v singspiele Carovna flauta Wolfganga Amadea Mozarta.
Nemaly zastoj ma umelkyna aj v operach romantizmu. Z tvorby franctizskych opernych
skladatel'ov prezentovala tlohu Lucindy (1985) v opere Lekarom proti svojej voli Charla
Gounoda. Do roly oddanej a krehkej Micaely v opere Carmen Georgea Bizeta sa vzila dvakrat
Vv inscenaciach v roku 1989 a 2004. V troch uvedeniach Eugena Onegina Piotra Iljica
Cajkovského sa ponorila do lyricko-dramatickej vasiiami zmietanej Tatjany (1987, 1995), ale
neskor aj do jej matky Lariny (2012). Neobislo ju ani dielo nemeckého romantizmu Carostrelec
Carla Mariu von Webera, v ktorom vytvorila postavu Agaty (2002) a v singspicle Veselé
panicky windsorské nemeckého romantika Otta Nicolaia sa predstavila v ilohe pani Fluthove;.

Z dielne Ceskych velikanov si uzila laskyplnu a temperamentom prekypujucu Matenku
(2001), 0 vyse 20 rokov si obliekla aj kostym matky Cudmily (2022) v komickej opere Predana
nevesta Bedficha Smetanu. S l'ahkostou rozohrala taktiez prva lesnt Zzienku (1989)
v Dvofdkovej Rusalke, avSak s velkym ¢asovym odstupom arokmi nadobudnutymi
spevackymi skusenostami sa zhostila aj dramatickej roly Cizi knézny (2014). V inom
rozpoloZeni vytvorila Karolku (1998) v Janackovej Jej pastorkyni.
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Obrazok 1: Ol'ga Hromadova ako Marenka a Peter Svetlik ako Vasek
vV Smetanovej opere Prodana nevésta (2001)
foto: René Miko, archiv Statnej opery BB

Vybornu farebnt vokalnu tvarnost’ OI'ga Hromadova dosiahla 1 v dielach slovenskych
autorov. V roku 1997 zaradila dramaturgia banskobystrickej opery Cikkerovo dielo Mr.
Scrooge, Vv ktorom vytvorila tlohu Mary. Jej uchopenie zaujalo recenzentku Mariu Glockovu,
ktora uviedla v Hudobnom Zivote: ,, Vynikajuca, z aspektu idedlnosti interpretdacie v ramci
domdcich moznosti a vyberu, bola mitva zena Mary — Olga Hromadovd. Stihla, takmer
priesvitnd, s nabielenou tvdarou, bola ozajstnym zdhrobim. Chlad a mrazenie islo z takmer
bezfarebného sopranu, razantného, miestami akoby vypreparovaného od alikvotov. Oteplenie
priniesla iba vo chvilach intimity s manzelom.“ (GLOCKOVA, 1998, s. 4) Excelentna
banskobystrickd inscendcia Mr. Scroogea bola uvedena aj na scéne Opery Slovenského
narodného divadla v Bratislave v ramci Bratislavskych hudobnych slavnosti v roku 1998.
Repertoar banskobystrickej scény obohacovala aj d’alsia slovenska tvorba, kde mala zastupenie
Olga Hromadovd ako Milka (1984) v Cikkerovom Jurovi JanoSikovi, Jano (1988)
v Suchoniovej Krathave, Milica (1994) vo FreSovej opere pre deti Martin a slnko
a v rozpravkovej opere Igora Bazlika Polepetko si zahrala princezna Pletenu (2003).

Vyskusala si aj hudobny jazyk Carla Orffa v tragikomickej rozpravke Kral' a mudra
zena, kde bola sedliakovou dcérou (2007). Ambiciézna dramaturgia do svojho portfolia vzdy
zarad’ovala aj diela menej zname a v naSom prostredi uvadzané premiérovo. Jednym z nich bola
aj opera Zuzankino tajomstvo taliansko-nemeckého skladatel'a Ermanna Wolfa-Ferrariho
tvoriaceho na prelome 19. — 20. storo¢ia. Part Zuzanky (1989) ozivila OI'ga Hromadova.

Mimoriadne pdsobivo interpretovala umelkyna na svojej umeleckej ceste bohato
zastupené postavy v klasickych operetach. Umoznili jej to rovnocenne s velkou déavkou
zruénosti naplnené vsetky zlozky, ktoré opereta obsahuje — spevacku, herecku, pohybovo-
tanecnu v neposlednom rade prirodzeny hovorovy prejav, ktory byva kametiom turazu
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u opernych spevakov. Treba vyzdvihnat jej jedinecny Sarm, ktory vzdy vedela patri€ne
,predat* divakovi. Pocas svojho dlhoro¢ného uc¢inkovania sa prevtelila, prezliekla kostym
a nadobudla mnoho tvari v podobe subriet, primadon a starokomiciek, ¢o dokumentujt
nasledovné postavy. Priestor na to jej poskytla opereta Cardasova princezna Emmericha
Kalmana, na ploche ktorej sa postupne s casovym odstupom vcitila do troch vekovo aj
charakterovo odlisnych roli — Anastdzia (1987), Sylva Varescu (2001), Cecilia (2014). Obmenu
troch postav si ,,vychutnala®“ aj v troch inscenaciach d’alsej Kalmanovej operety v Grofke
Marici ako sladka Liza (1982), skvostna Marica (1996) a zrela Kiazna Rosenthalova (2017).
V tvorbe Franza Lehara prezentovala vo Veselej vdove Valenciu (1993), ktori recenzentka
Ludmila Cervena videla takto: ,, V role vyslancovej manzelky Valencie vyuzila mladd Olga
Hromadovd svoj dievéensky povab, ktory imponoval hlavne v ndrocnejsSej tanecnej kredcii
grizetky.“ (CERVENA, 1993, s. 5). O takmer 15 rokov prichadza na scénu Vesela vdova
v novom Sate, kde vinej podobe ako v predoSlej inscenacii vystupuje Ol'ga Hromadova,
tentokrat ako Hanna Glawari (2005). S tymto predstavenim sa banskobystricky stibor predstavil
aj v sidle Novohradskej zupy, kde zozal velky Gspech. Bez odozvy samozrejme nezostala ani
Hromadovej Hanna Glawari. Hudobny a literarny kritik Csongrady Béla v tla¢i Nograd megyei
hirlap napisal: ,, Titulnu ulohu Hanu Glavariovu, pritazlivi rovnako kvoli peniazom, ale aj
krdse, stvariuje svojim elegantnym zjavom pévabna Olga Hromadovd.“(CSONGRADY,
2005, s. 8). Pretavila taktiez part mladej vdovy ako Liza (1994) v Zemi tsmevov. Leharovu
tvorbu rozsirila o naro¢nu rolu Giuditty (2008) v rovnomennom diele, Miss Mary Lloyd vo
Vojvodkyni z Chicaga (2010) ashlbokou emociou nasytila part Ilony (2011) v d’alSom
Leharovom titule Ciganska laska. Svojim farebnym hlasom umelkyina posobivo rozozvucala
a hereckou iskrou naplnila i party v operetnych skvostoch Johanna Straussa ml. ako oc¢arujtca
Rosalinda (1993, 2006) v Netopierovi a ako roztomila Arsena v Ciganskom barénovi, ktora
zaujala recenzentku Evu Michalovu: ,,... Jeho povabna dcéra Arsena popri vidy perfektne
pripravenej a pésobivej Ol'ge Hromadovej vyznela dieviensky roztopasne... (MICHALOVA,
1991, s. 6). Do tplne inej podoby a vyrazovej polohy sa vzila o vel'a rokov neskor ako Czipra
(2015). Predstavila sa tiez gracioznost'ou naplnenou rolou grofky (2003) v poslednej operete J.
Straussa Viedenskej krvi. Po€as svojej dlhorocnej kariéry sa stretla umelkyna aj s d’al§imi
operetnymi postavami roznych skladatelov. V Nedbalovej Pol'skej krvi plnokrvnostou
pretavila Helenu Zarembova (1991). Doslova rozvibrovala tlohu ,,potvory* Eurydiky (1992)
v Offenbachovom Orfeovi v podsveti, o com sved¢ia aj slova z pera Evy Michalovej. ,, Z radu
ucinkujucich najviac zaujme postava Orfea, Eurydiky a boha Jupitera v stvarneni Jdanom
Zemkom, Ol'gou Hromadovou a Stefanom Babjakom. Toto herecké a spevicke trio je tak vzité
do svojich roli, Ze v pozadovanej hereckej nadsazke inspirativne podnecuje k posobivej kreacii
vSetkych ucinkujucich, c¢im udrZuje divaka v neustalom ovzdusi vtipu a pohody.*
(MICHALOVA, 1992, s. 6). Bola ucastna aj v Parizskom Zivote ako Mettela (1999).
Z Dusikovej tvorby precitila krasne melodie Sylvy (2002) v Modrej ruZzi a rozohrala tiez tilohu
llonky (1983) a Ani¢ky (2013) v Hrnéiarskom bale. Neobisla ju ani opereta Zobravy tudent
Carla Millockera, kde sa prezentovala ako Kristina (2004). Sopranistka bola aj sicastou operety
banskobystrického skladatel'a Jana Moryho Sle¢na vdova, kde ozivila postavu Patrizie (2019).
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Mimoriadne tvorivy potencial OI'gy Hromadovej sa v plnom rozsahu a vysokej kvalite
prejavoval aj v jedineéne stvarnenych tlohach v muzikalovych bonboénikoch. Tu treba vysoko
ocenit’ jej schopnost nastudovat’ a interpretovat’ subezne roly s diametrdlne odliSnymi
poziadavkami pri ich uchopeni — opera, opereta, muzikal. Je potrebné pripomenit, ze
interpretovat’ spevacke party muzikalovych postav vyzaduje hlas znely a nosny aj v niZSich
polohach bez tlacenia a forsirovania. V tomto bola umelkyna vokéalno-technicky vynimocne
podkuta a jej spev znel ucelene a hladko vo vSetkych hlasovych polohach. Doslova vyrazajiace
dych bolo jej stotoznenie sa s Lizou Doolittleovou v muzikali My Fair Lady Fredericka
Loeweho — Alana Jaya Lernera (1986, 2000) v obidvoch inscenaciach, ktoré opuncovala svojou
osobnostnou jedine¢nost’ou. Prvé nastudovanie dosiahlo 116 repriz. Typovo, herecky, spevacky
vratane nie jednoduchej prézy vrchovato naplnila najvyssie kritéria kladené na tato tlohu. Jej
Liza by celkom isto zaujala aj na zahrani¢énych scénach. Dokopy prezila osud Lizy 250-krat.
Vytvorila tiez Denisu (1991) sjej prirodzenou hereckou napaditostou a podmanivym
spevackym prejavom v Hervého Mamzelle Nitouche, o ¢om svedcia slova recenzenta Pavla

3

Ungera: ,,Sarmantnou hlasovo prijemnou a vyraznou Denisou bola Olga Hromadova. "
(UNGER, 1992, s. 4).

Cestné miesto vo vytvorenych ulohach Ol'gy Hromadovej nepochybne zaujima d’alsia
muzikalova rola Dolly Leviovd z muzikdlu Hello, Dolly! Michaela Stewarta & Jerryho
Hermana. Aj tu nasla umelkyna zivni pddu na sugestivne rozospievanie, rozohratie
a roztancovanie vSetkych emdcii Dolly Leviovej (1999, 2018). Dolly ju sprevadzala vel'a rokov
a vcitila sa do nej uctyhodnych 80-krat. Recenzent Miloslav Blahynka sa k jej prvej Dolly
vyjadril nasledovne: ,,V hlavnej ulohe Dolly Leviovej sa predstavila Olga Hromadova.
Umelkyna dala svojej postave potrebny charakter aj spevacku istotu. “ (BLAHYNKA, 1999, s.
5). Vynimoéné podanie Dolly Leviovej nezostalo bez ocenenia. Bola jej udelend Cena
Slovenského literarneho fondu (1999).
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Obrdzok 2: Olga Hromadovad ako Dolly Leviovd v muzikali Michaela Stewarta & Jerryho Hermana
Hello Dolly! (1999)
foto: Ing. Jozef Lomnicky, archiv Statnej opery BB

Je potrebné vyzdvihnut', Ze pohybova kultivovanost’ a vyrazovost’ spievajicej umelkyne
nasli dokonca uplatnenie aj v klasickej baletnej inscenacii Sergeja Prokofieva Romeo a Julia,
na ploche ktorej stvarnila pestinku (2018).

Umeleckda cinnost Ol'gy Hromadovej obsahuje aj velké mnoZstvo koncertnych
vystipeni na domacich i zahrani¢nych podiach. Velku €ast’ tvoria prezentacie v Japonsku, kde
(¢inkovala na 28 turné s d’alimi solistami Statnej opery po celej krajine vratane obrovskych
miest — Tokio, Sapporo, Jokohama a iné.

Jej umelecké vykony st zaznamenané aj v televiznych adaptaciach operiet — Netopier,
Grofka Marica, Zem tsmevov a Sle¢na vdova. Divaci mali moZnost’ vidiet’ ju taktiez v Opere
Slovenského narodného divadla v Bratislave a na Novej scéne. Vyznamné su zaroven jej
ucinkovania na zahrani¢nych scénach: Rakusko — Bregenz, Salzburg, Bulharsko — Stara Zagora,
Cyprus — Nikoézia, Ceska republika — Narodni divadlo Praha, Divadlo Karlin Praha, Mad’arsko
— Véc, Salgotarian.

Umelkyna za svoju vynimo¢na umelecku ¢innost’ ziskala viacero oceneni:

Cena Slovenského literarneho fondu — 1993, 1999
Cena primatora mesta Banské Bystrica — 2012
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Unikatne je takisto jej 6-nasobné ocenenie divakmi ako drzitel’ky Ceny divakov. To jasne
potvrdzuje jej prirodzené, pravdivé a expresivne prenasanie réznorodych emocii na divéka.
Odkaz divakov bol pre nu vel'mi doleZity a inSpirujuci, pretoZze ho s pokorou prijimala ako
spol’ahliva spitnu vidzbu.

Sopranistka Ol'ga Hromadova s odovzdanostou vzacne tvorivo kreovala tvar
banskobystrickej scény. Sucet naStudovanych postav, v ktorych s hlbokym ponorom precitila
rozmanité osudy, je obdivuhodny. Prezila Gizasnu atmosféru 110 premiér, kde jej divaci plnym
pravom vysielali hlasné spontdnne bravo, ktorym ju samozrejme ocenovali aj v beznych
predstaveniach. Umelkyiia sa natrvalo zapisala do dejin Statnej opery v Banskej Bystrici ako
vyrazna interpretka. Umelecké hodnoty, ktoré dlhé roky vytvarala, si nepochybne hodnotami
vysoko cenenymi v kontexte slovenského hudobného umenia.
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