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Zvuky kody obrazy
Sounds Codes Images

Jitka Hlavackova, Milos Vojtéchovsky (eds.)

The collective monograph Sounds Codes Images explores the
transitional zone between image and sound, particularly in the fields
where visual arts and music meet and interconnect.

The first section introduces approaches to sound and experimentation
in the field of fine arts from the perspective of so-called sound studies.
It maps the overlaps of image of sound in Czech and Czechoslovak
visual art and synaesthesia from the position of contemporary

music theory. It deals with the echoes of the Fluxus movement, non-
codified principles of musical notation, and graphic scores in the
works of Czechoslovak musicians and artists. It studies the spatial
materialization of music and presents an introduction to sound as a
mathematical phenomenon. It also addresses the contemporary topic
of acoustic ecology.

The second section of the book comprises an introduction to the works
of several dozen Czech, Slovak, and foreign artists who, in their local
contexts, experimented with sound, the sonification of images, or the
visualization of sound: authors of graphic scores, abstract images,
sounding or resonating objects, and instalations or works utilizing
digital media.
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the History of Experimental Thinking
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Anna Kvicalova / Zvuk jako ztraceny kli¢ k evropské modernité

Zvuk si v evropskeé kultufe dlouho udrzoval status
prchavého, obtizné popsatelného a do znacné miry
tajemného fenoménu. Historie akustiky jako védecké
discipliny je ve srovnani s optikou kratka: zatimco akus-
tika byla vyc¢lenéna jako samostatna oblast védeckého
badani na pocatku 18. stoleti, prostorova akustika,
tedy véda schopna pfesného vypoctu doby dozvuku,
se datuje teprve do obdobi po roce 1900." Teoretické

i praktické znalosti o zvuku a sluchu byly sice rozvijeny
davno predtim v kontextu hudby, rétoriky, architektury,
divadla, anatomie nebo nabozenstvi,? kde zvukovost
zastavala rozmanité role; v modernich déjinach zacal
vSak byt sluch Castéji nez ostatni smysly spojovan

s vnitfnim svétem, emocemi a spiritualitou a stal se
negativem vizualné rozvrzeného moderniho svéta
pozorovatele a pozorovaného.?

Historiografie 20. stoleti pevné propojila zapadni
pfistupy k poznavani a interpretovani svéta se zrakem:
evropska modernita® byva charakterizovana prostred-
nictvim vizualnich technik pozorovani, zobrazovani
a komunikace, které se rozvinuly v souvislosti s tech-
nologiemi jako knihtisk, mikroskop, teleskop nebo
fotografie.® Velké historiografické narativy, vypravéjici

1 HUNT, Frederick Vinton. Origins in Acoustics: The Science
of Sound from the Antiquity to the Age of Newton. New Haven,
CT: Yale University Press, 1978; LINDSAY, Bruce (ed.). Acoustics:
Historical and Philosophical Development. Stroudsburg, PA:
Dowden, Hutchinson and Ross, 1973.

2 Viz napf. GOUK, Penelope. Music, Science and Natural Magic
in Seventeenth-Century England. New Haven: Yale University
Press, 1999; SCHMIDT, Leigh Eric. Hearing Things: Religion,
Illusion, and the American Enlightenment. Cambridge, MA:
Harvard University Press, 2000; SMITH, Bruce. The Acoustic
World in Early Modern England: Attending to the O-Factor.
Chicago: University of Chicago Press, 1999; TKAZCYK, Viktoria.
Listening in Circles: Spoken Drama and the Architects of Sound,
1750-1830. Annals of Science 71, 2014, s. 299-334.

3 Historik médii Jonathan Sterne v této souvislosti

mluvi o tzv. audio-vizualni litanii, kdy jsou zvuku a zraku
systematicky prisuzovany protichGdné vlastnosti. STERNE,
Jonathan. The Audible Past. Durham & London: Duke
University Press, 20083, s. 15-19.

4 Modernitou myslim historické obdobi, jehoz pocatek v Evropé
datujeme k prelomu 18. a 19. stoleti, ale také specificky pfistup

ke svétu. O tom, jak ,modernita” pofada svét a do jaké miry je
pritomna v sou¢asném mysleni viz LATOUR, Bruno. We have never

been modern. Cambridge & London: Harvard University Press, 1993.

5 Viz LEVIN, David M. E. Modernity and the Hegemony of
Vision. Berkeley, CA: University of California Press, 1993;
DASTON, Loraine; GALISON, Peter (eds.). Objectivity. New York:
Zone Books, 2007.
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In European culture, sound long maintained the
status of a fleeting, hard-to-describe and large-

ly mysterious phenomenon. Compared to optics,
acoustics as a scientific discipline has a short history.
It was only at the beginning of the 18th century that
it became an independent area of scientific inquiry,
whereas room acoustics, as a science capable of
exact calculation of reverberation time, only dates
back to the early 1900s." Although theoretical and
practical knowledge of sound and hearing had been
developed long before then in the contexts of music,
rhetoric, architecture, theatre, anatomy or religion,?
where sonic elements played diverse roles, modern
history has come to associate hearing, more often
than other senses, with one’s inner world, emotions
and spirituality; hearing has become the opposite of
the visually arranged modern world of the observer
and the observed.?

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

1 HUNT, Frederick Vinton (1973). Origins in Acoustics:
The Science of Sound from the Antiquity to the Age

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

2 See e.g. GOUK, Penelope (1999). Music, Science
and Natural Magic in Seventeenth-Century England.
New Haven: Yale University Press; SCHMIDT, Leigh
Eric (2000). Hearing Things: Religion, Illusion, and the
American Enlightenment. Cambridge, MA: Harvard
University Press; SMITH, Bruce (1999). The Acoustic
World in Early Modern England: Attending to the
O-Factor. Chicago: University of Chicago Press;
TKAZCYK, Viktoria (2014). Listening in Circles: Spoken
Drama and the Architects of Sound, 1750-1830.
Annals of Science 71, p. 299-334.

3 In this regard, media historian Jonathan Sterne
talks about an “audiovisual litany” whereby opposing
qualities are systematically ascribed to sound and
vision. JSTERNE, Jonathan (2003). The Audible Past.
Durham & London: Duke University Press, p. 15-19.

4 | refer to modernity not only as a historic era whose
beginning in Europe dates back to the turn of the 18th
and 19th centuries but also as a specific approach to
the world. For more on the ways modernity organises
the world and the extent to which it is present in
contemporary thought, see LATOUR, Bruno (1993).
We have never been modern. Cambridge & London:
Harvard University Press.

Anna KviCalova / Sound: The Lost Key to European Modernity

or photography.® Great historiographical narratives
of the West have linked modernity with muting the
senses for the sake of rationality, visual objectivity,
and detachment. At the same time, the different sens-
es tend to be associated with specific properties and
qualities: while vision is rational, objective, and allows
for distant observation and description, sound is more
often considered emotional, immersive, ephemeral,
and subjective. Authors like Walter Ong or Marshall
McLuhan, who pioneered systematic inquiry about the
role of hearing and auditory memory in human history,
themselves contributed to such stereotyping, whether
by drawing links between writing and logical thinking
and rationality,® by constructing hearing as a spiritual
sense, or by formulating positivist-like periodisations
of the senses.”

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

5 See LEVIN, David M. E. (1993). Modernity and

the Hegemony of Vision. Berkeley, CA: University of
California Press; DASTON, Loraine; GALISON, Peter
(eds.) (2007). Objectivity, New York: Zone Books.

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

7 Walter Ong described the fading of God's voice

in the world and the “devocalization” of the universe,
see ONG, Walter J. (1967). The Presence of the Word:
Some Prologomena for Cultural and Religious History.
New Haven: Yale University Press, p. 72. For more on
the oral stage of human culture with its characteristic
“tyranny of the ear”, see MCLUHAN (fn 6).

8 KERN-STAHLER, Annette; SCHEUCHZE, Kathrin
(2016). Introduction. In KERN-STAHLER, Annette;
BUSSE, Beatrix; BOER, Wietse de (eds.). The Five
Senses in Medieval and Early Modern Europe.

Leiden: Brill, p. 1-20; see also the book series

of CLASSEN, Constance; TONER, Jerry P.; VILA,

Anne C.; NEWHAUSER, Richard G.; HOWES, David;
ROODENBURG, Herman (eds.) (2014). A Cultural
History of the Senses. London: Bloomsbury Publishing.

pribéh Zapadu, spojuji modernitu s utlumovanim
smysli ve sluzbach racionality, vizualni objektivity

a odstupu. Jednotlivé smysly pfitom byvaji obvykle
spojovany s urcitymi vlastnostmi a kvalitami: zatimco
zrak je rozumovy, objektivni a umoznuje distan¢ni
pozorovani a popis, zvuk je ¢astéji povazovan za emo-
tivni, imerzni, Casové pomijivy a subjektivni. Autofi jako
Walter Ong nebo Marshall McLuhan, ktefi jako jedni

z prvnich vénovali systematickou pozornost roli sluchu
a zvukové paméti v lidskych déjinach, sami podobné
stereotypy pomahali vytvaret, at uz propojenim pisma
s logickym myslenim a racionalitou,® pfedstavou sluchu
jako duchovniho smyslu, nebo vytvafenim pozitivisticky
ladénych smyslovych periodizaci.”

V déjinach zapadni kultury nalezneme mnoho
pokust smysly hierarchicky radit a sestavovat smys-
lové ,Zzebficky” - na jejichz vrcholu se az na vyjimky
objevuje zrak, nasledovany sluchem, ktery je tésné
druhy - ale také ménici se predstavy o tom, kolik
smysld ¢lovék vlastné ma (viz napf. sensus commu-
nis, tj. Sesty smysl; déleni na vnitfni a vnéjsi smysly,
aj.).? Historickym predstavam o zvuku a sluchu se
vénuji badatelé v oblasti sound studies, ktefi v ramci
tzv. obratu ke zvuku (sonic nebo také acoustic turn)
podrobili kritickému zkoumani okularcentrismus,
tedy tendenci preferovat vizualni formy komunikace
ve studiu moderni kultury, a na mnoha prikladech
ukazali, ze sluch a zvuk hrély v jejim vyvoji rozmanité
ulohy, z nichz mnohé pfimo souvisely s ,objektivnim®,

6 ONG, Walter J. Orality and Literacy: The Technologizing of

the Word. London: Routledge, 1988; MCLUHAN, Marshal. The
Gutenberg Galaxy: The Making of Typographic Man. Toronto:
University of Toronto Press, 1962.

7 Walter Ong popisoval utichani Boziho hlasu ve svété

a ,devokalizaci” vesmiru, viz ONG, Walter J. The Presence of the
Word: Some Prologomena for Cultural and Religious History. New
Haven: Yale University Press, 1967, s. 72. O oralnim stadiu vyvoje
lidské kultury, pro ktery je charakteristicka ,tyranie ucha” viz
MCLUHAN (pozn. 6).

8 KERN-STAHLER, Annette; SCHEUCHZE, Kathrin. Introduction.
In KERN-STAHLER, Annette; BUSSE, Beatrix; BOER, Wietse de
(eds.). The Five Senses in Medieval and Early Modern Europe.
Leiden: Brill, 2016, s. 1-20; viz také knizni série CLASSEN,
Constance; TONER, Jerry P.; VILA, Anne C.; NEWHAUSER,
Richard G.; HOWES, David; ROODENBURG, Herman (eds.).

A Cultural History of the Senses. London: Bloomsbury
Publishing, 2014.
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technickym nebo analytickym védénim.® Pojeti vztahu
mezi zrakem a sluchem tedy vyzaduje pfehodnoceni.
Sluch neni ,ten druhy smysl” a zvuk neni doplhkem vizu-
alnich zplGsobl komunikace, naopak, vénujeme-li detailni
pozornost zvukovosti a akustice, mizeme ziskat alterna-
tivni nastroj ke studiu a pochopeni zapadni modernity.
Binarni predstava, ze konkrétni médium, technologie,
uméleckeé dilo nebo dokonce epocha jsou bud'vizualni,
nebo zvukové, haptickeé aj., je ¢asto reduktivni: spi$ nez
klasifikovat riizna média podle toho, ke kterému smyslu
prinalezi, je vhodné sledovat, jak se smysly formuji
kolem konkrétnich technologii, uméleckych forem nebo
védeckych praktik.

Spise nez to, Ze zapadni modernita 19. a 20. stoleti
nastolila primat zraku, mzZeme fici, Ze pfinesla pro-
ménu zpUsob nazirani, smyslového vnimani a zakou-
Seni svéta a artikulovala novou nejistotu ohledné
povahy smyslového poznani a subjektivni percepce.
Pravé tuto nejistotu a zaroven specifickou souvztaznost
mezi jevy tohoto svéta vyjadfuji teorie oscilace a reso-
nance 19. stoleti, jejichz vyrazem jsou i romantické
Uvahy o smyslové synestézii a integraci zrakového
a sluchového vjemu (viz pojmy jako zvukomalba,
Klangmalerei nebo Tongemalde).” Vedle zrakové ana-
lyzy, scénickych pohled(, pikareskni krajiny a geomet-
rického rozloZeni prostoru mame ve stejném obdobi po
ruce i jiny pristup k pfirodé a ¢lovéku, zalozeny na aura-
lité a smyslovém ponoreni, ktery ovéem nepredstavuje
protipdl nebo dokonce odmitnuti moderni objektivity
a vizuality, ale naopak je s ni Uzce propojen.

Monochord, akustické harmonie

a prostupnost hranic

Evropska tradice zkoumani zvuku sahd az do
starovéku, k feckym autordim jako Aristoxenés

a Aristoteles.” Pravé Aristoteles povazoval sluch

® STERNE, Jonathan (ed.). The Sound Studies Reader. New York:
Routledge, 2012; PINCH, Trevor; BIJSTERVELD; Karin (eds.). The
Oxford Handbook of Sound Studies. Oxford: Oxford University
Press, 2013; MORAT, Daniel; ZIEMER, Hansjakob (eds.). Handbuch
Sound. Geschichte - Begriffe - Ansétze. Stuttgart/Weimar: Verlag
J. B. Metzler, 2018.

10 vz také text Michala Nejtka v této publikaci.

" Souhrnné kompendium starofeckych textt o hudbé a akustice
BAKER, Andrew (ed.). Greek Musical Writings Il: Harmonic and
Acoustic Theory. Cambridge: Cambridge University Press, 1990;
viz také Idem. The Science of Harmonics in Classical Greece.
Cambridge: Cambridge University Press, 2007.
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technical or analytical knowledge.® This is why the re-
lationship between sight and hearing needs to be re-
visited. Hearing is not “the second sense” and sound
is not a complement of visual ways of communication.
To the contrary, by paying detailed attention to aurali-
ty and acoustics, one can obtain an alternative means
of studying and understanding Western modernity.
The binary notion that a medium, technology, work of
art or even epoch is either visual or sonic, haptic, etc.
is often reductionist. Instead of classifying different
media by the sense to which they belong, one should
study how the senses are formed around different
technologies, art forms, or scientific practices.

Rather than contending that 19th and 20th
century Western modernity established the primacy
of vision, we might argue that it changed the ways
of perceiving, sensing and experiencing the world,
articulating a new uncertainty about the nature of
sensible knowledge and subjective perception. It was
that uncertainty, along with a specific link between
this world’s phenomena, that was expressed in nine-
teenth-century theories of oscillation and resonance,
with their romantic notions of synesthesia and inte-
gration of visual and sonic perceptions (and concepts
like onomatopoeia, Klangmalerei or Tongemalde).1®
In addition to visual analysis, scenic perspectives,
picturesque landscapes, and geometric arrangements
of space, the same time period provided us with a dif-
ferent approach to nature and man based on aurality
and sensory immersion which, however, does not
represent the opposite or even rejection of objectivity
and visuality - indeed, they are closely interrelated.

The monochord, acoustic harmonies,

and permeability of boundaries

The European tradition of the study of sound goes
back to antiquity, to Greek authors like Aristoxenus
and Aristotle." Aristotle argued that hearing, of all
senses, has the closest link to intelligible knowledge.
His metaphor of sound waves as ripples on the sur-
face of water continued to define our notions of how

® STERNE, Jonathan (ed.) (2012). The Sound
Studies Reader. New York: Routledge; PINCH,
Trevor; BIJSTERVELD; Karin (eds.) (2013). The Oxford
Handbook of Sound Studies. Oxford: Oxford University
Press; MORAT, Daniel; ZIEMER, Hansjakob (eds.).
(2018). Handbuch Sound. Geschichte - Begriffe -
Ansétze. Stuttgart/Weimar: Verlag J. B. Metzler.

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

" For a synthetic compendium of Ancient Greek
texts on music and acoustics, see BAKER, Andrew
(ed.) (1990). Greek Musical Writings Il: Harmonic
and Acoustic Theory. Cambridge: Cambridge
University Press; see also Idem (2007). The Science
of Harmonics in Classical Greece. Cambridge:
Cambridge University Press.
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sound travels till early modernity.'> Medieval authors’
understanding of sound and acoustic harmonies
relied on De Institutione Musica, a 6th century treatise
by the philosopher Boethius that interpreted musical
consonances based on the mathematical-musical
cosmology of Greek philosopher and mathematician
Pythagoras.™®

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

12 ARISTOTLE, De Anima, II. 8 and lll. 2; De sensu, in
BAKER, Greek Musical Writings, p. 66-84.

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

is constituted by certain instruments”), which is
exclusively audible to the human ear. BOETHIUS,
Anicius Manlius Severinus. Fundamentals of Music,
trans. Calvin M. Bower, ed. Claude Y. Palisca (1989),
New Haven, CT: Yale University Press.

14 PRINS, Jacomien; VANHAELEN, Maude (eds.)
(2018). Sing Aloud Harmonious Spheres: Renaissance
Conceptions of Cosmic Harmony. New York and
London: Routledge.

15 ZIELINSKI, Siegfried (2002). Deep Time of the
Media: Toward an Archaeology of Hearing and Seeing
by Technical Means. Cambridge, MA: MIT Press,

p. 104-110.

16 GOUK, fn 3, SCHMIDT, fn 3; PRINS, Jacomien
(2017). Girolamo Cardano and Julius Caesar Scaliger
in Debate about Nature’s Musical Secrets. Journal of
the History of Ideas 78, 2017, p. 169-89; Eadem, fn 15.

Athanasius Kircher: llustrace z knihy o zvuku Musurgia Universalis,
sive Ars Magna Consoni et Disjoin, 1650, zdroj: Creative Commons
Athanasius Kircher, Musurgia Universalis, sive Ars Magna Consoni et
Disjoin, 1650, source: Creative Commons

za smysl nejuzeji spojeny s rozumovym poznanim.
Jeho pfirovnani zvukovych vin k vinkam na vodni
hladiné udavalo predstavy o Sifeni zvuku az do
rané moderniho obdobi.*? Stfedovéci autofi se pfi
chapani zvuku a akustickych harmonii opirali o spis
filozofa Boethia De Institutione Musica ze 6. stoleti,
ktery nabizel interpretaci hudebnich souzvuk( zalo-
Zenou na matematicko-hudebni kosmologii feckého
filozofa a matematika Pythagora.™

Renesancni teorie kosmickych harmonii nava-
zovaly pfimo na Pythagora a Boethia a pracovaly
s predstavou, Ze zvuk a hudba jsou syntetizujicim

12 ARISTOTELES, De Anima, Il. 8 a lll. 2; De sensu, in Baker, Greek
Musical Writings,p. 66-84.

13 Boethius rozliSuje mezi terminy musica mundana (hudba sfér),
musica humana (hudba, ktera propojuje télo a dusi) a musica
quae in qui-busdam constituta est instrumentis (hudba, ktera

je tvofena urc€itymi nastroji), kterd jedina je slysitelna lidskym
uchem. BOETHIUS, Anicius Manlius Severinus. Fundamentals of
Music (trans. Calvin M. Bower, ed. Claude Y. Palisca). New Haven,
CT: Yale University Press, 1989. O hudbé a Cislech viz také text
Milana Gustara v této publikaci.
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prvkem lidského mikrosvéta a kosmického mak-
rosvéta a ze vesmir je tvofen na zakladé harmo-
nickych pomérd, vyjadritelnych matematicky.
Renesanéni u¢enci jako Marsilio Ficino nebo Robert
Fludd byli presvédceni, ze pravé diky principtim
planetarni hudby sfér mohl biblicky David hrou na
spravné naladénou lyru vylécit neduhy krale Saula.
Fluddav monochord, nastroj, ktery mél prostrednic-
tvim matematickych pomér( a harmonii zachycovat
varietu kosmickych a svétovych vztaha, byl vyrazem
pravé takového pojeti vesmiru.' Vedle mechanického
zkoumani zvuku v oborech fyziky a matematiky byl
tedy vyvoj akustiky neoddélitelné spojen s oblastmi
pfirodni magie a renesanc¢niho okultismu. | prace
ucenctl jako Francis Bacon, Marin Mersenne nebo
Athanasius Kircher, ktefi jsou tradi¢né povazovani za
zastupce mechanického a experimentalniho obratu

v historii zkoumani zvuku, byla ¢asto fizena herme-
tickymi nebo ndbozenskymi motivacemi a nebyla
snadno oddélitelna od kosmologickych predstav

o harmonickych proporcich.'® Matematicky pojata
hudba byla povazovéana za zakladni uméni a zvuk za
nejvhodnéjsi prostredek k poznani podstaty vztahu
mezi jednotlivostmi tohoto svéta.

Ozvuky predstav o zvuku a akustickych vibracich
jako jednoticim principu, ktery syntetizuje smyslové
poznani, propojuje materialni svét s duchovnim
a svébytnym zpusobem ukotvuje jedince a jeho vni-
mani v okolnim svété, byly silné pfitomné i v zapad-
nim mysleni na prelomu 19. a 20. stoleti a v nejrliznéj-
Sich podobach je mizeme rozpoznat i v sou¢asném
uméni a védé."” To plati prfedevsim tam, kde je Clovék
predstavovan jako ¢asové a prostorové ne zcela
pfesné ohrani¢ena entita, vstupujici do komplexnich
vztahU s okolnim prostredim: pravé zvuk v podob-
nych pfipadech funguje jako vhodné médium pro

14

14 PRINS, Jacomien; VANHAELEN, Maude (eds.). Sing Aloud
Harmonious Spheres: Renaissance Conceptions of Cosmic
Harmony. New York and London: Routledge, 2018.

15 ZIELINSKI, Siegfried. Deep Time of the Media: Toward

an Archaeology of Hearing and Seeing by Technical Means.
Cambridge, MA: MIT Press, 2002, s. 104-110.

18 GOUK, pozn. 3, SCHMIDT, pozn. 3; PRINS, Jacomien.
Girolamo Cardano and Julius Caesar Scaliger in Debate about
Nature’s Musical Secrets. Journal of the History of Ideas 78, 2017,
169-89; Eadem, poz. 15.

17 ERLMANN, Veit. Reason and Resonance: A History of Modern
Aurality. New York: Zone Books, 2010; ZIELINSKI, poz. 16.
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Hermann von Helmholtz: Rezonatory, 1870, Hunterian
Muzeum a Art Gallery, Glasgow, zdroj: Creative Commons
Hermann von Helmholtz, Resonators, 1870, Hunterian
Muzeum a Art Gallery, Glasgow, source: Creative
Commons

art, and sound as the most suitable means of grasp-
ing the nature of the relations among the singulari-
ties of this world.

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

17 ERLMANN, Veit (2010). Reason and Resonance:

A History of Modern Aurality. New York: Zone Books;
ZIELINSKI, fn 16.

18 KViCALOVA, Anna (2020). Tiché jaro

a ruch antropocénu [The silent spring and
Anthropocene’s bustle]. In POKORNY, Petr; STORCH,
David (eds.). Antropocén [Anthropocene]. Prague:
Academia, p. 344-360.
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The dual roles of sound and the oscillating subject
The study of sound, speculation about its nature, and
experimenting with its spatial and temporal qualities
have never been the exclusive domain of the natural
sciences. Work with sound has been predominantly
interdisciplinary; it preceded the modern division of hu-
man activities into the areas of humanities and science,
arts, religion and philosophy. To simplify, sound and
hearing can be meaningfully studied in two roles: (1) as
objects of inquiry and (2) as instruments of knowledge.
More than the preceding periods, the modern era
was characterised by efforts to standardise and quan-
tify sound. Makers of musical instruments, engineers,
and physicists strived to measure and fix sound using
tuning forks and metronomes, and similar tools were
designed for measuring the physiology of human
hearing."® One of the reasons why German physicist
Ernst Chladni exhibited the now-forgotten instruments
like the euphon or the clavicylinder - that he himself
had designed - was to demonstrate the physical
properties of sound to the general public. Yet his
demonstrations also included elaborate engagement
of the audience, to whom Chladni never explained
how exactly the given instrument worked. He did this
to support the notion of sound as a fleeting and still
somewhat mysterious phenomenon.2° The effort to
grasp sound and hearing in exact terms, using various
epistemic and representative strategies, was shared
by other areas such as psychoanalysis, linguistics,
pedagogy, aesthetics, physiology, theatre studies,
musicology, or history, and the knowledge obtained
in these contexts then lived its “second life” in art or
industry. However, such relations were typically not
unilateral: Western epistemology, or way of inquiry,
formed at the intersections of areas now referred to as
science (anatomy, mechanics, experimental psycholo-
gy, etc.), arts (visual and sonic), philosophy (especially
Naturphilosophie) or religion, whose boundaries were
still in the process of being established at the begin-
ning of the 20th century. It is thus often misleading
to talk about clearly distinct domains of inquiry and
description of the world (not only) when considering
sound. The analysis, regulation, and interpretation of
sound have often transgressed the now usual bound-
aries between humanities, social and natural sciences
as well as between academic and non-academic
forms of knowledge production.

19 TKACZYK, Viktoria (2015). The shot is fired unheard:
Sigmund Exner and the physiology of reverberation.
Grey Room 60, 2015, p. 66-81; Eadem (2018). Whose
larynx is it? Fields of scholarly competence around
1900. History of Humanities 3, 2018, No. 1, p. 57-73.

20 JACKSON, Myles W. (2006). Harmonious Triads:
Physicists, Musicians, and Instrument Makers in
Nineteenth-Century Germany. Cambridge, MA: MIT
Press, p. 14-44.

alternativni vyjadreni vztahl mezi subjekty a objekty,
vnitfnim a vnéjsim nebo ¢lovékem a prirodou, diky
schopnosti artikulovat hranice a prostupnost odlis-
nym zpUsobem nez vizualizace." Takové pojeti zvuku
vyuziva ve své praxi akusticka ekologie, ale i sou-
Casné zvukoveé uméni.

Dvoji role zvuku a chvéjici se subjekt

Zkoumani zvuku, spekulace o ném, experimentovani
a hra s jeho prostorovymi vlastnostmi nikdy nebyla
vyhradni doménou pfirodnich véd. Prace se zvukem,
podobné jako s mnoho obdobnymi jevy, byla pre-
vazné interdisciplinarni, resp. pfedchazela moderni
rozvrzeni lidskych ¢innosti do oblasti humanitnich

a pfirodnich véd, uméni, ndbozenstvi a filozofie. Pro
zjednoduseni Ize Fici, Ze zvuk a sluch Ize smysluplné
zkoumat ve dvou rolich: (1) jako objekty védéni

a (2) jako jeho nastroje.

Moderni éra byla vice nez predchazejici obdobi
charakteristicka snahami zvuk néjakym zpUsobem
standardizovat a kvantifikovat. Vyrobci hudebnich
nastrojl, konstruktéri i fyzici se pokouseli zmérit
a zafixovat zvuk pomoci ladi¢ek a metronomu
a obdobné nastroje byly navrhovany pro méreni
fyziologie lidského sluchu.' Némecky fyzik Ernst
Chladni vystavoval dnes zapomenuté nastroje jako
euphon nebo clavicilinder, které sam zkonstruoval,
mimo jiné proto, aby verejnosti demonstroval fyzi-
kalni vlastnosti zvuku. Soucast jeho demonstraci vsak
byla i promyslena prace s publikem, kterému Chladni
nikdy neobjasnil, jak prfesné pfislusny instrument
funguje. Tim byla opét podporfena predstava zvuku
jako prchavého a stale ¢astec¢né tajemného jevu.?®
Snaha exaktné uchopit zvuk a sluch pomoci nejrliz-
néjsich epistemickych a reprezentativnich strategii
byla spolecna i oblastem, jako byly psychoana-
lyza, jazykovéda, pedagogika, estetika, fyziologie,

18 KVICALOVA, Anna. Tiché jaro a ruch antropocénu. In
POKORNY, Petr; STORCH, David (eds.). Antropocén. Praha:
Academia, 2020, s. 344-360.

19 TKACZYK, Viktoria. The shot is fired unheard: Sigmund
Exner and the physiology of reverberation. Grey Room 60,
2015, s. 66-81; Eadem. Whose larynx is it? Fields of scholarly
competence around 1900. History of Humanities 3, 2018, ¢. 1,
s. 57-73.

20 JACKSON, Myles W. Harmonious Triads: Physicists, Musicians,
and Instrument Makers in Nineteenth-Century Germany.
Cambridge, MA: MIT Press, 2006, s. 14-44.
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Déjiny zvuku ve vizualnim uméni jako
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.(...) utisit ego, aby zbytek svéta mél moznost
vstoupit do vlastni zkusenosti ega... “* John Cage

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

Snahy o revizi pevnych hranic uméleckych
kategorii se objevovaly béhem celé historie jejich
vytvareni. Dekonstrukce odlidsténého, racionalisticky
budovaného systému oddélenych disciplin byla
jednim z hlavnich program( moderny. Explicitné
se tim zabyvali futuristé i dadaisté, nejradikalnéji
definoval svUj antisystémovy pristup - jakozto anti-
-art® - ve druhé dekadé 20. stoleti Marcel Duchamp.
Presto je Higginslv Statement on Intermedia ziejmé
prvnim textem, v némz je konkrétné definovan pojem
intermedialita.* Hnacim motorem zminénych i dalsich
hnuti byla pfedevsim snaha o realny, ,autenticky”

1 CAGE, John. Lecture on the Weather. See RETALLACK, Joan.
Poethics of a Complex Realism.

In PERLOFF, Marjorie; JUNKERMAN, Charles; eds. (1994). John
Cage: Composed in America. Chicago: The University of Chicago
Press, str. 270.

2 HIGGINS, Dick. Statement on Intermedia. New York: 1966 [cit.
2019-04-17]. Dostupné z WWW: <http://www.professores.uff.br/
ricardobasbaum/wp-content/uploads/sites/164/2018/03/Dick-
Higgins-Statement-on-Intermedia.pdf>. Pfeklad Martin Micka.

3 Theodor Adorno v reakci na tvorbu Marcela Duchampa,

ktery byl ziejmé prvnim, kdo (v roce 1914) pouzil termin anti-

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

claim of art seriously.” ADORNO, Theodor W. Asthetische Theorie
(ed. ADORNO Gretel; TIEDEMANN, Rolf.). Frankfurt am Main:
Suhrkamp Verlag, 1970.

4 HIGGINS, Dick. Statement on Intermedia. In VOSTELL, Wolf
(ed.). Dé-coll/age (décollage) * 6. Frankfurt: Typos Verlag; New
York: Something Else Press, 1967.
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.(...) silencing the ego, so that the rest of the
world has a chance to enter into the ego’s own
experience...”' John Cage

In 1966, Dick Higgins, a performance artist and
theorist of the Fluxus movement, formulated what
was to become a legendary pronouncement on
the latest developments in art entitled Statement
on Intermedia. He stated: “For the last ten years
or so, artists have changed their media to suit this
situation, to the point where the media have broken
down in their traditional forms, and have become
merely puristic points of reference. (...) This is the
intermedial approach, to emphasise the dialectic be-
tween the media. A composer is a dead man unless
he composes for all the media and for his world.”?
Less than a year later, Higgins followed this up with
another text entitled Against Movements, in which he
analysed the situation of individual artistic “media”
and criticised the “fashion” for dividing them into
artificial categories or movements.

Attempts to deconstruct sharp boundaries
have always accompanied attempts to draw those
boundaries. The deconstruction of a dehumanised,
rationally constructed system of distinct disciplines
was one of the main programmes of modernism.
The Futurists and Dadaists dealt with this approach
explicitly, and in the 1910s Marcel Duchamp formu-
lated its most radical variety, anti-art.® Nevertheless,
Higgins's Statement on Intermedia is likely the
first text to offer a concrete definition of the term
intermediality.® The main driving force behind the
movement was the quest for a real, authentic expe-
rience: “As with the cubists, we are asking for a new

1 CAGE, John. Lecture on the Weather. See
RETALLACK, Joan. Poethics of a Complex Realism.

In PERLOFF, Marjorie; JUNKERMAN, Charles; eds.
(1994). John Cage: Composed in America. Chicago:
The University of Chicago Press, p. 270.

2 HIGGINS, Dick (1966). Statement on Intermedia.
New York [online; accessed 2019-04-17]. Available
from: <http://www.professores.uff.br/ricardobasbaum/
wp-content/uploads/sites/164/2018/03/Dick-Higgins-
Statement-on-Intermedia.pdf>

3 Marcel Duchamp was probably the first to

use the term anti-art in connection with his
readymades. When reacting to his work, Theodor
Adorno stated that “..The idea of [art’s] abolition
does it homage by honoring its claim to truth.”
ADORNO, Theodor W. (1997). Aesthetic Theory.

(Ed. Gretel Adorno and Rolf Tiedemann, trans. Robert
Hullot-Kentor.) London: The Athlone Press.

4 HIGGINS, Dick. Statement on Intermedia.

In VOSTELL, Wolfed; ed. (1967). Dé-coll/age
(décollage) * 6. Frankfurt: Typos Verlag; New York:
Something Else Press.
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way of looking at things, but more totally, since we
are more impatient and more anxious to go to the
basic images.”®

This paper attempts to combine several temporal
and local levels on a joint thematic basis, namely the
development of sound experimentation and its visual
forms. Though we are operating in the sphere of art,
in which the tendency is to think primarily of the cre-
ative, i.e. often intuitive, aspects, a number of parallels
with scientific experimentation emerge in our context.
In the art world, too, experiment can be defined as an
effort to achieve primary experience, one that takes
place in the pre-conceptual sphere, and to proceed
from witnessing to making sense.® A focus on authen-
tic experience is what links most of the authors who
decided to explore sound as an important reference
trait of human existence. The paper also draws on sev-
eral examples to demonstrate the different approach-
es taken to experimentation in the sphere of sound art
and how they were influenced by scientific methods.

Optics and psychology: Theorising colour

and tone perception

For a long time, experimentation in art went hand

in hand with scientific experimentation, as Miroslav
Venhoda explains in his reflections upon the rela-
tionship between science and art at the end of the
Middle Ages. During this time, the artist “was not so
constrained by his specific external expressive materi-
al - the musician by sound, the painter by colour, etc.
Instead, everyone built their activities on the same
bases, stabilised in a way (...) [and] derived from phil-
osophical structure. (...) Artists (...) were also scientists
in the sense that the word was used at that time.””
Though this “philosophical structure” changed over
time, up until the late modern period it centred on the
idea of a universal order based on a mathematically
determined foundation, albeit one strongly deter-
mined by Christianity and, later on, various esoteric
sources, which unified the ways artists approached
architecture, painting, sculpture and music. However,
the spheres that, by their very nature, formed bridges
between art and science - notably, for our purposes,
optics, acoustics and psychology (the theory of per-
ception) - repeatedly sought and often found mutual
overlaps, for instance in exploring the psycho-physical
processes in the field of colour and sound perception.

See footnote 2.
6 NABELEK, Kamil (2014). Poznamky k pojmu
experiment a jeho roli v kriticko-teoretickém diskursu
[Some Remarks on the Concept of Experiment and
its Role in Critical Theory Discourse]. Sesit pro uméni,
teorii a pfibuzné zény. Vol. 17, p. 18.
7 VENHODA, Miroslav (1946). Uvod do studia
gregorianského choralu. Prague: Vy$ehrad.

prozitek: ,Stejné, jako tomu bylo u kubistl, zddame
i my o novy pohled na svét, jde vSak o zmény zasad-
néjsi, nebot jsme méné trpélivi a zene nas vétsi touha
proniknout k zakladnim obrazdim.”®

Tento text se snazi propojit vzdalené casoveé
i mistni roviny na spoleé¢ném tematickém zakladeé,
jimz je vyvoj zvukového experimentu a jeho
vizualnich podob. Pfestoze se odehrava v ryze
uméleckeé sfére, kde je zvykem uvazovat primarné
o kreativnich, ¢astéji tedy intuitivnich aspektech,
vyvstavaji v nasem kontextu urcité styéné momenty
s experimentem ve védé. Analogicky Ize experiment
v uméleckém rdmci popsat jako usilovani o primarni
zkusenost, odehravajici se v pfedpojmové sfére, v niz
pfechazime od zazitku k tvorbé vyznamu.® Zaméreni
na autentickou zkusenost je praveé to, co spojuje
vétsinu autord, ktefi se rozhodli vénovat zkoumani
zvuku coby vyznamného referencniho priznaku lidské
existence. Dale se pokusime na nékolika prikladech
ukazat rlizné pristupy k uméleckému experimentu na
poli zvukového umeéni a jejich inspirace védeckymi
metodami.

Teorie vnimani barev a téonu

Dlouho stal experiment v uméni po boku védeckého
experimentu tak, jak popisuje Miroslav Venhoda

v Uvaze o vztahu védy a uméni koncem stfedovéku,
kdy umélec ,nebyl tak Uzce omezen na svij speci-
ficky vnéjsi vyrazovy material: hudebnik na zvuk,
malif na barvu, ale vsichni vychazeli ze stejnych,
urcitym zpUsobem stabilizovanych zakladen (...)
vyvozenych z filosofické struktury. (...) Umélci (...) byli
soucasné i védci v tehdejsim slova smyslu.”” Jakkoliv
se tato filosoficka struktura” v ¢ase proménovala,
jeji zéklad spocival az do pokrocilého novovéku

v predstavé univerzalniho fadu, zalozeného na
matematickém, byt kiestanstvim a pozdéji rznymi
esoterickymi vlivy silné determinovaném schématu,
ktery sjednocoval vychodiska pro architekturu,
malbu, plastiku i hudbu. Obory, které ze své podstaty
tvofi mosty mezi uménim a védou, pro nas predevsim

5 Viz pozn. 2.

6 NABELEK, Kamil. Poznamky k pojmu experiment a jeho roli

v kriticko-teoretickém diskursu. Sesit pro uméni, teorii a pribuzné
z0ny 17/2014. Praha: VVP AVU, s. 18.

7 VENHODA, Miroslav. Uvod do studia gregorianského choralu.
Praha: Vysehrad, 1946.
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optika, akustika a psychologie (teorie vnimani), vsak
opakované hledaji - a ¢asto také nalézaji - vzajemné
prlniky, napfiklad formou zkoumani psychofyzickych
procest v oboru vnimani barev a zvukd.

Termin barevna hudba neboli optofonie® vychazi
podle némeckého muzikologa Jorga Jewanského?®
z psychologickych a psychofyzickych predpo-
klad(l. Témi jsou tzv. barevné slyseni'® nebo naopak
tzv. tonové vidéni, podle okolnosti také synestezie,
synopsie nebo podvojné umélecké zaméreni. Uméni
vychazejici z ,barevné hudby” vyuziva predevsim
spojeni mezi zrakovou a sluchovou ¢innosti.
Tzv. synopsie oznacuje jakékoliv spojeni zrakového
a sluchového vjemu, synestezie zase oznacuje
tzv. dvojity pocit - spojeni dvou smyslovych oblasti
v aktu vnimani nebo predstavovani si. Vyzkum synes-
tezii je v souvislosti s vytvarnym uménim jednou
Z nejvice problematizovanych oblasti - od poloviny
devatenactého stoleti byly publikovany stovky praci
z oblasti neurologie, psychologie ¢i psychiatrie,
umeéni nebo lingvistiky. Z bezpoctu svédectvi lze
uvést napriklad vypovédi hudebnich skladatell
Gyorgye Ligetiho (1923-2006) a Oliviera Messiaena
(1908-1992)," kteri se oba k synestetickym schop-
nostem explicitné hlasili. Zejména Messiaen patfi
mezi nejlépe ,védecky zdokumentované synestetiky”.
Jeho forma barevného slyseni byla obousmérna:

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

® JEWANSKI, Jérg. Barvy a hudba. In Manifesty pohyblivého
obrazu: Barevna hudba. Olomouc: Pastiche Filmz, 2010, s. 13-26.
10 Nezaménujme barevné slySeni s barevnou hudbou. Barevna
hudba (optofonie) byva definovana jako audiovizualni projev,

v némz hudba a viditelna kineticka akce simultanné vystupuiji
jako viceméné rovnocenné esteticko-uméleckeé slozky. Srov.
FUKAC, JiFi; VYSLOUZIL, Jifi. Slovnik Seské hudebni kultury.
Praha: Editio Supraphon 1997, s. 658.

" |igeti se ke svym synesteziim vyjadfoval spise obecné, napf.
v tomto smyslu: ,Mé vnimani je synestetické. Zvuky se mi spojuji
s barvami a tvary. Citim, Ze véechna pismena maji, mimo svdj
tvar, také svou barvu. Nemam absolutni hudebni sluch, takze
kdyz reknu, ze je C moll rezava, cervenohnéda a D moll hnéda,
tak to neprameni ze vztahu k uréitému typu ladéni (tonovym
vyskam), ale ze synestetického vidéni graféma, v tomto pfipadé
pismen C a D.” HAUSLER, Josef; LIGETI, Gyérgy; SAMUEL,
Claude; VARNAI, Péter. Ligeti in conversation. London: Eulenburg
Books, 1983, s. 58.
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According to the German musicologist Jérg
Jewanski,® colour music, or optophony® as it is
sometimes known, is based on psychological and
psycho-physical antecedents. These include colour
hearing,® or its antithesis, tonal vision, possibly also
synaesthesia, synopsia, and a dual artistic focus.

Art based on colour music draws primarily on the
link between the activities of the visual and auditory
apparatuses. Synopsia refers to any combination

of visual and auditory perception, while synaesthe-
sia refers to a dual feeling, the combination of two
sensory spheres in the act of perceiving or imagin-
ing. Research into synaesthesia is one of the most
frequently problematised spheres related to fine art,
as hundreds of studies have been published since
the mid-nineteenth century in the fields of neurology,
psychology and psychiatry, aesthetics and linguis-
tics. To name a few of the abundant accounts, the
composers Gyorgy Ligeti (1923-2006) and Olivier
Messiaen (1908-1992)" both claimed to possess
synaesthetic abilities. Messiaen especially is one of
the best-researched synaesthetes. His colour hear-
ing worked in two directions: sound events evoked
colour patterns for him, and colour stimuli were as-
sociated with sounds - all that with a large degree of
internal consistency, according to detailed analyses

8 JEWANSKI, Jorg (2010). Colour and Music.

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

® Basically another way of talking about the
audiovisual. The term “optophonic” was used by the
Czech music teacher Emil Berka in 1958 with regard
to rehearsing songs through intensive learning of
notation or, more generally, graphic representation.
19 One should not confuse colour hearing with colour
music. The latter (optophony) is typically defined as an
audiovisual phenomenon in which music and visible
kinetic action occur simultaneously as more-or-less
equal aesthetic-artistic elements. Cf. FUKAC, Jifi;
VYSLOUZIL, JiFi (1997). Slovnik Seské hudebni kultury.
Prague: Editio Supraphon, p. 658.

" |igeti made the following short, rather general
statement regarding his synaesthesia: “I am inclined
to synaesthetic perception. | associate sounds

with colours and shapes. Like Rimbaud, | feel that

all letters have a colour. (...) | do not have perfect
pitch, so when | say that C minor has a rusty red-
brown colour and D minor is brown this does not
come from the pitch but from the letters C and D.”
HAUSLER, Josef; LIGETI, Gybrgy; SAMUEL, Claude;
VARNAI, Péter (1983). Ligeti in conversation. London:
Eulenburg Books, p. 58.
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of his works." References to the links between colours
and tones and the relationship between metre, tonal
scale and colour sequence date back to the Vedas of
ancient India. The genealogy of the European concept
of the harmony of both music and colour dates back
to the Pythagorean School. The Pythagoreans defined
the colour spectrum as a register divided into seven
colours and a scale of seven tones. Both were aspects
of the cosmological model of the seven known planets
overarched by the theory of the music of the spheres.
A study by Aristotle, based more substantially on
physics, became the second pillar of the science of
sensory perception and remained valid up until the
17th century. In the first of his Parva Naturalia entitled
On Sense and the Sensible,'® Aristotle outlines the
direct link between the perception of the consonance
of certain musical intervals (harmony) and colour
combinations based on the same mathematical ratios.
It was especially in the Renaissance that Pythagorean
cosmological theories, including the harmony of tones
and colours, were highly popular. They were updated
by Leonardo da Vinci, among others. It was around
that time that projects emerged involving the first
colour (and at the same time physical) instruments,
such as the Arcimboldo lute. The Baroque universalist
Athanasius Kircher exerted a powerful influence in this
respect. Based on the musico-cosmological specu-
lations formulated in his book Musurgia Universalis
(1650), he considered the principles of sound and light
to be identical.

The oldest extant document from modern times
is probably the description of synaesthetic manifesta-
tions' in a study by Georg Tobias Ludwig Sachs from
1812. Jan Evangelista Purkyné also sought an ideal or
experimental merger into an acoustic-optical form
and attempted to capture the phenomena embody-
ing this perceptual interface empirically. As a young
man, Purkyné had become acquainted with Louis

Bertrand Castel’s concept of the colour piano, and lat-

er immersed himself in the findings of Ernst Chladni,
one of the founders of acoustics.

12 Cf. BERNARD, Jonathan W. (1986).

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

13 ARISTOTLE. On Sense and the Sensible. Trans.

J. I. Beare. The Internet Classics Archive by Daniel

C. Stevenson, Web Atomics [online; accessed 2019-
04-17]. Available from WWW: <http://classics.mit.edu/
Aristotle/sense.mb.txt>.

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

SR T T T T

Zesilovace a vodice zvuku, rytina, ilustrace z knihy: Athanasius
Kircher, Phonurgia nova..., 1673

Amplifiers and conductors of sound, illustration from the book:
Athanasius Kircher, Phonurgia nova..., 1673

zvukové udalosti vyvolavaly u ného barevné obrazce,
barevné stimuly spoustély zvuky - podle podrobnych
analyz skladatelova dila s vysokou mirou vnitini
konzistence.” Zminky o spojitosti barev a tonl tykajici
se vztahu metra, tdnové stupnice a barevné rady se
objevuji uz ve staroindickych védach. Genealogie
evropské koncepce hudebni i barevné harmonie saha
ke skole Pythagorejci. Ti definovali barevné spektrum
jako $kalu rozdélenou do sedmi barev a stupnici do
sedmi ténd, pficemz oboji bylo soucasti kosmologic-
kého modelu sedmi tehdy znamych planet, zastre-
Seného teorii hudby sfér. Na podstatné fyzictéjsi
roviné je zaloZena aristotelska studie, jez byla druhym
pilifem védy o smyslovém vnimani, platnym az do

17. stoleti. V Gvaze v prvnim ze svych Malych pfiro-
dovédnych pojednani (Parva naturalia) - O vnimani

a vnimatelném" popisuje Aristoteles pfimou sou-
vislost mezi vnimanim souzvuku ténovych interval(
(harmonie) a kombinaci barev na zakladé stejnych
matematickych pomeérl. Zejména v renesanci

byla pythagorejska kosmologicka teorie zahrnujici
harmonii tonl a barev dost popularni. Aktualizoval ji
napfiklad Leonardo da Vinci, do jehoz doby se také
datuji projekty prvnich barevnych (a zaroven fyzikal-
nich) nastrojl jako napfiklad arcimboldovské loutny.

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

13 ARISTOTELES. O vnimani a vnimatelném. In Clovék a pfiroda,
Praha: Svoboda, 1984, s. 327-358.
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Rozhoduijici vliv mél také barokni universalista
Athanasius Kircher, ktery na zakladé hudebné
kosmologické spekulace, kterou formuloval v knize
Musurgia universalis (1650), povazoval principy zvuku
a svétla za identické.

Nejstarsim novodobym dochovanym pisemnym
dokladem vztahu barev a ton( je pravdépodobné
popis synestetickych projevid™ ve studii George
Tobiase Ludwiga Sachse z roku 1812. Touha po ideal-
nim ¢i experimentalnim slouceni v jednotnou akus-
ticko-optickou formu provazela také Jana Evangelistu
Purkyné, ktery usiloval o empirické zachyceni jevu,
ktery percepcni rozhrani ztélesnuje. Purkyné se
v mladi seznamil s konceptem barevného klaviru
L. B. Castela a pozdéji se zabyval poznatky jednoho
ze zakladatel( akustiky Ernsta Chladniho. Ten ve
svych statich' popisoval a demonstroval tzv. zvukové
figury (Klangfiguren): na mosaznou desku, ve stfedu
upevnénou, rozprostiel tenkou vrstvu pisku. Po hrané
desky prejizdél smyccem a pozoroval preskupovani
pisku organizované vzdy shodné v zavislosti na tona-
lité a sile zvuku. Zvukova vibrace ziskala viditelny tvar
a vznikla arabeska, vizualizujici zvukovy impuls, akus-
tickou rezonanci. Chladniho graficky prepis zvuku fas-
cinoval Goetha a umélce jeho okruhu, zejména Philipa
Ottu Rungeho a Caspara Davida Friedricha. Goethe
v té souvislosti jednotlivym zvukdm nastrojl prifazo-
val nejen patfi¢ny tvarovy ornament, ale také psycho-
logicky pfibuznou barevnou tonalitu (zvuk violoncella
mél barvu indigové modrou, housle ultramarinovou,
klarinet zlutou, trubka jasné cervenou, hoboj rizovou,
lesni roh purpurovou, flétna fialovou).*®

14 SACHS, Georg Tobias Ludwig. Historiae naturalis duorum
leucaetiopum: auctoris ipsius et sororis eius. Solisbaci:
Sumptibus Bibliopolii Seideliani, 1812 (védecka studie vénovana
albinismu).

15 CHLADNI, Ernst. Entdeckungen (iber die Theorie des Klanges.
1787; Idem. Traité d’acoustique. 1802.

16 |Informace o Purkynovych vyzkumech a kontaktech

s Chladnim a Goethem jsou pfejaty z: HUBATOVA-VACKOVA,
Lada. Vnitrni zrak. Jan Evangelista Purkyné, laborator vizuality

a moderni uméni, Uméni LIII, 2005, s. 566-585, a Eadem. Vidéni
hudby a slyseni obrazu. Vjemy na smyslovém rozhrani. Vesmir 85,
590, 2006/10. Autorka zde odkazuje mj. na tyto zdroje: Preklad
dopisu vysel u nas v &lanku: SKRAMLIK, Emil von; KOPECKY, M.:
Purkyridiv pokus o analysu zvuku, Ceskoslovenska fysiologie V,

s. 401-406, 1956/4; PURKYNE, Jan Evangelista. PFispévky

k poznani zraku ze subjektivniho hlediska. Brno: 1969, s. 31,

z némciny prelozil a redigoval Vladislav Kruta.
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Jan Pfeiffer, Okazala abstrakce, 2014, zaznam performance
v Colloredo-Mansfeldském palaci, snimek z videa.

Jan Pfeiffer, Ostentatious Abstraction, 2014, recording of
the sound performance at Colloredo-Mansfeld Palace, still
of the video.

In his essays,*® Chladni described and demonstrated
sound figures (Klangfiguren). He spread a thin layer of
sand on a brass plate fixed in the middle. He then ran
a bow along the edge of the plate and observed how
the sand rearranged depending on the tonality and
strength of the sound. Sonic vibration thus acquired

a visible form, an arabesque that visualised the sonic
impulse, acoustical resonance. Chladni’s graphic
transcription of sound fascinated Goethe and his
followers, especially Philipp Otto Runge and Caspar
David Friedrich. In this regard, Goethe attributed to
the individual sounds of the instruments not only
appropriate morphological ornaments but also the
psychologically associated colour tonality (the sound
of the cello was indigo blue, the violin ultramarine, the
clarinet yellow, the trumpet clear red, the oboe pink,
the French horn purple and the flute violet).'® Purkyné
was in contact with both Chladni and Goethe, and in
1823 he sent the latter the results of his experiments,

15 CHLADNI, Ernst (1787; 1802). Entdeckungen (iber
die Theorie des Klanges; Traité d‘acoustique.

18 The information on Purkyné'’s research and
contacts with Chladni and Goethe is taken from:
HUBATOVA-VACKOVA, Lada (2005). VnitFni zrak,

Jan Evangelista Purkyné, laborator vizuality

a moderni uméni, Uméni, LIIl, pp. 566-585, and
HUBATOVA-VACKOVA, Lada (20086). Vidéni hudby

a slyseni obrazu. Vjemy na smyslovém rozhrani. Vesmir
85, 590, 2006/10. Here, she references the following
sources: SKRAMLIK, Emil von; KOPECKY, M. (1956).
Purkyrtiv pokus o analysu zvuku. Ceskoslovenské
fysiologie V, 1956/4, pp. 401-406; PURKYNE, Jan
Evangelista (1969). Prispévky k poznani zraku ze
subjektivniho hlediska. Brno, p. 31 (translated from
German and edited by Vladislav Kruta).
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Ernst Chladni, Obrazce. llustrace z knihy Die Akustik
(1802). Zdroj: Wikimedia Commons

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

glass plates capturing his attempts at a figuration of
sound. Purkyné had built upon Chladni’s approach by
replacing the sand with fixed liquid in order to achieve
a subtler recording."”

In addition to the optical-acoustic observa-
tions outlined above, Goethe, Sachs and Purkyné
examined how the way of “switching” between
senses and synaesthetic interconnections operated
from a psycho-physiological perspective. One of
the ways of explaining the link between visual and
auditory perception was outlined at the start of the
20th century by the physician Jindfich Chalupecky
(father of the art critic of the same name).*®
Chalupecky described the principle of colour music
by drawing on the physical properties of light and
sound as well as the psycho-physical properties of
the human brain. He outlined the internal imag-
es used by those endowed with colour hearing to
ascribe colour to tones, but also to numbers, histor-
ical epochs, different situations, and often vowels
or entire words and sentences, and attributed those

17 According to Lada Hubatova-Vackova, the plates
and the accompanying letter are still deposited

in the collection of Stiftung der Weimarer Klassik,
inv. no. GNP 538.

18 CHALUPECKY, JindFich (1906). Hudba barev [The
Music of Colours]. Prague.

J. E. Purkyné byl v kontaktu s Chladnim

i s Goethem, kterému v roce 1823 poslal vysledky
svych pokus(: sklenéné desticky, zachycuijici jeho
pokusy o figuraci zvuku. Purkyné na nich rozvijel
Chladniho postup nahrazenim pisku fixova-

nou kapalinou s cilem dosahnout subtilnéjsiho
zaznamu."

Goethe, Sachs i Purkyné vedle popsanych
opticko-akustickych pozorovani zkoumali, jak
funguje zpusob ,pfepinani” napfic smysly
a synestetické propojeni z psychofyziologického
hlediska. Jeden z moznych zpUlsobd, jak vysvétlit
souvislosti mezi sluchovym a zrakovym vnimanim,
popsal ve své studii z pocatku 20. stoleti lIékar
Jindfich Chalupecky (otec stejnojmenného teo-
retika uméni).*® Princip barevné hudby popisoval
na zakladé fyzikalnich vlastnosti svétla a zvuku
a také psychofyzickych vlastnosti lidského mozku.
Chalupecky popisuje vnitini pfedstavy, na zakladé
kterych jedinci disponujici barevnym slysenim
zbarvuji tony, ale i Cislice, historické epochy, rizné
situace, velice Casto také samohlasky nebo celd
slova a véty, a odvozuje je od faktu, Ze zakonceni
obou nervd, tedy sluchového i zrakového, konci
v Sedé kiGre mozkové." Jeho publikace Hudba
barev (1906) bezprostiedné nasleduje vydani vlivné
knihy Annie Besant a Charlese W.Leadbeatera
Thought-Forms (1901), ktera predklada theo-
sofickou teorii barev a tvarl jako prostfedkd pro
vyjadreni pocitll, myslenek a prozitkd a hudby.?°
Podobné jako dlouha fada dalsich dobovych
publikaci, i zde je vedle theosofickych teorii
otisténa tabulka vysledk Chladniho fyzikalnich
pokusl se zvukovymi vinami. Teorie spojila
z uméleckého hlediska velmi G¢innou kombinaci

17 podle Lady Hubatové-Vackové jsou desti¢ky i doprovodny
dopis dodnes ulozeny ve sbirkach Stiftung der Weimarer Klassik,
inv. ¢. GNP 538.

18 CHALUPECKY, Jindfich. Hudba barev. Praha: 1906.

1% |bidem, s. 38.

20 BESANT, Annie; LEADBEATER, Charles W. Thought-Forms.
London: 1901. Autory kreseb ,myslenkovych forem” jsou zde
malifi Varley, Prince a McFarlane.
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Od kédu k hmoté
From Code to Material

Martin Flasar

Zimoun, instalace (60 kapacek, voda, ohen, kovové platy, 20x20x4 m), 2013,
foto z vystavy 16-20000 Hz, Galerie MeetFactory, Praha, foto: Michal Ures
Zimoun, installation (60 medical infusion sets, water, fire, metal sheets,
20x20x4 m), 2013, photo from the exhibition 16-20000 Hz, MeetFactory Gallery,
Prague, photo: Michal Ure$
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~Krasa se mozna stane pro lidstvo nepotiebnym
pocitem a uméni bude nééim na pul cesty mezi
algebrou a hudbou.” Gustave Flaubert

.Definitivnim abstraktnim vyrazem kazdého uméni
je ¢islo.”' Vasilij Kandinskij

Velké uméni je uciniti viditelnou skutec¢nosti
neviditelné a nehmotné.” FrantiSek Kupka

Hudba je jednim z nejabstraktnéjsich médii umélec-
kého vyjadreni. Jejim materidlem jsou pouhé vibrace
rdznych materiall reprezentované symbolickou
formou zapisu ¢i zaznamu a prchavym casoprosto-
rem jeji existence je ono benjaminovské ,tady a ted”.
V okamziku, kdy se hudba pfesunula do prostredi
digitalnich médii, zpretrhala posledni vazby na mate-
rialni média a stala se abstraktnim kodem. Uz tak
silna touha umélcl po nécem uchopitelném a fyzicky
tvarovatelném byla zesilena prohlubujici se demate-
rializaci svéta hudby.

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

Dematerializace nematerialniho
AZ do 19. stoleti platilo pro produkci a recepci hudby
aristotelovské pravidlo jednoty mista a ¢asu. Hudba
znéla v ¢asoprostoru, ktery v jednom kontinuu
propojoval interprety s posluchaci. S nastupem
technologii umoznujicich zaznam a reprodukci zvuku
v 19. stoleti dochazi k rozruseni ,tady a ted”. Tradicni
linearni komunikacni schéma vysilac-kanal-pfijimac
bylo prostfednictvim zaznamové techniky roztrhano
v Case a prostoru. Zvuk byl oddélen od akce, ktera jej
produkovala, vytrzen z plivodniho ¢asoprostorového
kontextu, coz umoznilo jeho dal$i uZiti v novych
souvislostech - jako zvukového objektu.

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

1 KANDINSKY, Wassily. O duchovnosti v uméni. Praha: Tridda,
2009, s. 102.
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“Beauty may become a feeling useless to mankind,
and Art will be something midway between algebra
and music.” Gustave Flaubert

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

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

Music is one of the most abstract of all the arts. It is
comprised simply of the vibrations of different mate-
rials represented in the symbolic form of notation or
a recording, and the fleeting space-time of its existence
is Walter Benjamin’s “here and now”. When music
moved over to a digital environment, it broke the last
links to material media and became an abstract code.
The already powerful desire of artists for something
tangible and physically malleable was intensified by the
increasing dematerialisation of the world of music.
Throughout its history music has had to face the
fact of its disappearance. As a passing gesture in
space-time it was always obliged to look for other me-
dia upon which it might inscribe its form and thereby
escape its own transience. Whether this involved hu-
man memory, stone, paper, or any other medium, the
aim was the same: to achieve immortality.

The dematerialisation of the immaterial

Right up until the 19th century, the production and
reception of music were subject to the Aristotelian
unities of place and time. Music was listened to in

a space-time that connected its interpreters and listen-
ers in one continuum. With the arrival of technology
allowing for the recording and reproduction of sound
in the 19th century, the “here and now” was disrupt-
ed. The traditional linear transmitter-channel-receiver
communication structure was torn in time and space
by recording technology. Sound became disconnected
from the action that had produced it and removed from
its original space-time context, and this in turn allowed
it to be used in new contexts as a sound object.

The phonogram, gramophone, tape recorder, CD,
DVD and new media that make it possible to store an
increasingly larger volume of coded musical informa-
tion on a smaller and smaller surface has literally led
to the disappearance of the presence of music from
our world. Dematerialisation, this process of dis-
appearance (typical for new media), is an inade-
quate term in the case of music, since music is one
of the very few artistic genres that was never made
up of physical material.

When music finally rid itself of the necessity
of being recorded visually, either due to the recording

1 KANDINSKY, Wassily (1946). On the spiritual in art. Hilla
Rebay (ed.). New York: Guggenheim Foundation, p. 90.
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technology of the 19th century or under the influence
of conceptual tendencies of the 20th century, it came
face to face with its own transience and had to find
new media of materialisation. It projected its symbolic
representation into visual media other than the written
form (i.e. notation), specifically into the image, sculp-
ture and architecture (which in certain circumstances
we might regard as inside-out sculpture).

The development of musical notation - that is, the
visual representation of music - is a history of human
thought as well as a history of the changes in the coding
of musical notation/recording. The ability to decipher
the appropriate code has been the prerequisite of the
survival of music throughout the ages. This applies as
much to medieval ars nova notation as it does to “lossy
compression” MP3 code. As well as storing music in the
appropriate code, it is necessary to retain its interpreta-
tive framework, i.e., an interface and the necessary tech-
nology that allows us to reconstruct it in the future.

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

Reasons for the materialisation of the abstract

The Greek composer and architect lannis Xenakis
distinguishes between musical structures existing “in
time” and structures existing “outside time”.2He sees
musical notation as being similar to photography (in
a similar way to Igor Stravinsky, see below), in which
individual entities, the relations between them and
the forms they create essentially exist outside time.
He compares these entities to the traces in our mem-
ory: this is not quite accurate since, unlike paper, hu-
man memory succumbs more easily to time. Xenakis
claims that a geographical map of these memory
records is situated “outside” time. This applies, for
instance, to scales, church modes, morphological
formations and higher level structures. They create

2 XENAKIS, lannis; KANACH, Sharon E. (1992).
Formalized music: thought and mathematics in
composition. Rev. ed. Stuyvesant, New York:
Pendragon Press, p. 264. For more on

Xenakis's aesthetics see FLASAR, Martin (2012). Poéme
électronique, 1958. Le Corbusier, E. Varése, I. Xenakis.
Brno: Masarykova univerzita. Chap. 5.

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

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

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

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

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

V nasledujicich kapitolach se pokusime navrhnout
nékolik zakladnich p¥icin tohoto jevu.
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Priciny materializace abstraktniho

Recky skladatel a architekt lannis Xenakis se

snazi rozlisit hudebni struktury existujici v ,Case”

a hudebni struktury existujici ,mimo ¢as".? Xenakis
pfirovnava notovy zapis k fotografii (podobné jako
Igor Stravinskij - viz nize), kde jednotlivé entity,
vztahy mezi nimi i formy, které vytvareji, existuji
zdsadné mimo Cas. Pfirovnava je ke stopam v nasi
paméti, coz neni pfesné, protoze na rozdil od

papiru podléha lidska pamét casu daleko snaze.
Xenakis fikd, ze geografickd mapa téchto paméto-
vych zdznamd je situovana ,mimo” ¢as. To se tyka
napfiklad stupnic, cirkevnich modd, morfologickych
utvarl a struktur vyssi irovné. Vytvareji systémy
abstraktnich pravidel, podobné jako matematika
nebo logika. Tyto entity jsou bezprostredné stale

k dispozici a pfistup k nim neni zavisly na linearnim
toku ¢asu. Prace s temporalnimi zvukovymi struktu-
rami je podle Xenakise mozna jen mimo cCas, a to diky
jejich zachyceni (obrazu) v paméti (i v jakémkoliv
jiném pamétovém meédiu). Pfi tomto procesu dochazi
k prelozeni (translaci) temporalnich udalosti ze sféry
Casu a jeho translaci do sféry prostoru. V pfipadé
hudby k preloZeni sonickych (temporalnich) udalosti
do vizualni (tedy prostorové) sféry.

Relativita ¢asu a prostoru v raném medialnim uméni
Vnimani neoddélitelnosti kategorii Casu a prostoru
se na pocatku 20. stoleti ukazuje jako velmi silné
predevsim v oblasti védy a techniky, ale také v umeéni,
hudbu nevyjimaje.

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

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

3 Einstein formuloval svou specialni teorii relativity v roce 1905
a obecnou teorii relativity v roce 1915.
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Le Corbusier a lannis Xenakis, Pavilon Philips, 1958,
vnéjsi pohled.

Le Corbusier and lannis Xenakis, Philips Pavilion, 1958,
exterior view.

systems of abstract rules similar to mathematics or
logic. These entities are immediately available and ac-
cess to them is independent of the linear flow of time.
According to Xenakis, work with temporal sound
structures is only possible outside time due to their
capture (of an image) in the memory (or in any other
storage medium). During this process, temporal events
are translated from the sphere of time into the sphere
of space. In the case of music, sonic (temporal) events
are translated into the visual (i.e., spatial) sphere.

The relativity of time and space in early media art

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

At the end of the 19th century, the development
of science is marked above all by the overcoming
of Euclidian geometry, which was capable of giving
formal expression to the world in only three (spa-
tial) dimensions. Einstein’s theory of relativity® had
fundamental implications for our perception of time
and space. The hitherto distinct categories of time
and space were combined into one four-dimensional
continuum. Technological developments introduced
new dimensions and experiences into our thinking
that confirmed Einstein’s ideas of the space-time con-
tinuum. Machines offer a new way of regarding time,
speed, determination and quality. They dictate a new
tempo and a new aesthetic. New means of transport
raise questions regarding the overcoming of space,

3 Einstein published his special theory of relativity in
1905 and his general theory of relativity in 1915.
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which is now measured by increasingly shorter time
periods.? Technology creates new means of expres-
sion and communication (media), which in a funda-
mental way form the content that flows through them
or is mediated by them. At the start of the 20th centu-
ry, these new media include photography, film, radio
and the gramophone record. All of these media have
a huge impact on music.

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

Film is a medium connecting space and time. The
method of editing and collage is as typical for Dadaist
art as for film. Films without an image appear, antici-
pating the work of the French concretists with the lin-
ear medium of magnetic tape. As everyone knows, the
movement in a film is the result of a rapid sequence
of static shots creating the illusion of motion. These
days we call a recording method based on phased
movement “sampling”, and in the sphere of digital
technology we use it for different types of time-based
art. Sampling is not the only translation of continuous
sound into discrete digital code. If we consider the
notation that precedes the sound recording, it is to
all intents and purposes a translation from one code
(musical notation) into another (digital).

Radio constitutes a new, virtual space. As Michal
Rataj reminds us,® in the 1920s radio was intended
primarily as a news medium. However, very quickly
its far greater potential was put to use in a number
of artistic projects by the personalities of the day
(Kurt Weil, Bertolt Brecht, Filippo Tommaso Marinetti

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

5 ADORNO, Theodor (1976). Philosophie der Neuen
Musik. Frankfurt am Main: Suhrkamp Verlag, pp. 166-167.
6 RATAJ, Michal (2007). Elektroakusticka hudba

a vybrané koncepty radioartu. Prague: HAMU.

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

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

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

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

Film je médium propojujici prostor a ¢as. Metoda
stfihu a kolaze je typicka pro film, stejné jako pro
dadaistické vytvarné pociny. Objevuji se filmy bez
obrazu, které predjimaji praci francouzskych konkre-
tistd s linearnim médiem magnetofonového pasku.
Jak zndmo, viem pohybu ve filmu vznika rychlym sle-
dem statickych zabérd, ve kterych je skutecny pohyb
rozfazovan. Metodu zdznamu zalozenou na rozfazova-
ném pohybu dnes nazyvame vzorkovanim (samplin-
gem) a v oblasti digitalnich technologii ji uzivame pro
rdzné druhy umeéni zalozenych na ¢ase. Vzorkovani
ovéem neni pouhym ,prekladem” spojitého zvuku do

4V roce 1902 dosahuje zavodni automobil rychlosti 100 km/h,

v roce 1905 bratfi Voisinové konstruuji v Pafizi prvni letadlo, v roce
1909 Blériot prekonava letecky La Manche. Srov. MARTINOVA, Sylvia.
Futurismus. Praha: Slovart / KéIn: Taschen, 2007.

5 ADORNO, Theodor. Philosophie der Neuen Musik. Frankfurt
am Main: Suhrkamp Verlag, 1976, s. 166-167.
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diskrétniho digitalniho kodu: pokud uvazime notovy
zapis predchazejici zvukovému zaznamu, jedna se de
facto o preklad z jednoho kodu (notového zdznamu)
do jiného (digitalniho).

Rozhlas konstituuje novy, virtualni prostor. Jak pfi-
pomina Michal Rataj,® rozhlas byl ve dvacatych letech
minulého stoleti zamyslen v prvé fadé jako médium
zpravodajské. Velmi zahy vsak Siroky potencidl roz-
hlasu rezonoval s celou fadou uméleckych konceptt
a osobnosti té doby (K. Weil, B. Brecht, F. T. Marinetti
a P. Masnata, P. Hindemith, J. Cage a dalsi) a zcela
neodmyslitelné prispél k formovani, vzniku a distri-
buci celé fady klicovych tvlrcich pocinl v oblasti
rodici se hudebni a zvukové avantgardy, elektroakus-
tické hudby a experimentalnich divadelnich forem.
Rataj také dale upozornuje na Foucaultlv pojem hete-
rotopie. Michel Foucault ho ve své prednasce z roku
1967 Des espaces autres, Heterotopias’ vymezuje
jako pandan k utopii. Utopie zde chape jako prostory
dokonale analogické k realiim kazdé spole¢nosti,
presto vSak prostory idealni a nerealné. Heterotopie
oproti tomu definuje jako paralelné existujici ,jiné
prostory”, k nimz realné prostory odkazuji (,svét za
zrcadlem®). Heterotopie je virtualni prostor propojeny
s realnym. Prostor, ktery je podle Foucaulta vymezen
nékolika zakladnimi rysy. Patfi mezi né jasné vyme-
zeni vici nasemu ,redlnému” prostoru a ,redlnému”
Casu. Heterotopie nejsou volné pfistupné prostory.
Bud'je vstup do nich vazan povinnosti (kasarna, véz-
nice) nebo vyzaduje specifické ritualni ukony, které
jedinec musi podstoupit. Zvlastnim druhem hetere-
otopii jsou mista slouzici k oc¢isténi (duchovnimu ¢i
télesnému). Heterotopie jsou také zaroven nejvétsim
rezervoarem imaginace. Ohrani¢enym prostorem,
mistem bez mista, kde plati jiné zakony nez v naSem
Casoprostoru. Jako dobry priklad heterotopie
bychom mohli uvést Poéme électronique, multi-
medialni environment vyuzivajici fizeného pohybu
elektroakustického materialu v architektonickém pro-
storu, kterou pripravila pro prezentaci firmy Philips
na Svétové vystavée v Bruselu (1958) trojice umélcl
Le Corbusier, Edgard Varése a lannis Xenakis. Jak se

€ RATAJ, Michal (2007). Elektroakusticka hudba a vybrané
koncepty radioartu. Praha: HAMU.

7 FOUCAULT, Michel. Of Other Spaces (1967), Heterotopias.
[Cit. 2020-02-08]. Dostupné z WWW: <http://www.foucault.info/
documents/heteroTopia/foucault.heteroTopia.en.html>.
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and Pino Masnata, Paul Hindemith, John Cage, and
others), who made a huge contribution to the forma-
tion, creation and distribution of many key creative
achievements in the sphere of the emerging musical
and audio avant-garde, electro-acoustic music, and
experimental theatre forms. Rataj also draws on
Foucault’s concept of “heterotopia”. In his lecture of
1967 entitled Des Espaces Autres,” Foucault defines
heterotopias as a counterpart to utopia. In this context
the term utopia refers to a space that is not real but
represents a perfected version of society. Heterotopia,
on the other hand, is a parallel existing “other space”
to which real spaces refer (the “world behind the
mirror”). Heterotopia is virtual space connected with
real space and, according to Foucault, is character-
ised by several basic features. These include a clear
definition in relation to our “real” space and “real”
time. Heterotopias are not freely accessible spaces.
Either entry to them is bound to a duty (military bar-
racks, a prison) or requires the individual to under-

go specific initiation rituals. Places for purification
(spiritual or physical) represent a special category of
heterotopia. At the same time, heterotopias are the
largest reservoir of the imagination, a bounded space,
a place without place, in which different laws apply to
those in our space-time. A good example of hetero-
topia would be Poéme électronique, a multimedia
environment drawing on the controlled movement of
electro-acoustic material in an architectonic space
that was created for the Philips company’s presenta-
tion at the 1958 Brussels World Fair by a trio of artists
comprising Le Corbusier, Edgard Varese and lannis
Xenakis. It would appear to be the consequence of

a change in our understanding of space prompted by
radio, with its possibilities for rapid change, synchro-
nicity and the accumulation of different spaces in one
place, a place of listening.

Consequences of the materialisation of

music/sound - music as a body in space

No one really understood the theory of relativity at
the time of its publication. Nevertheless, the pre-war
avant-garde was fascinated by it. One of the first to
refer to it was Guillaume Apollinaire in his lecture
upon the occasion of the opening of the Cubist ex-
hibition in November 1911.8 Varése knew Apollinaire
well. They had met quite frequently in 1913-1916 in
Paris and Varése had contributed to Apollinaire’s mag-

7 FOUCAULT, Michel. Of Other Spaces (1967),
Heterotopias. [Online; accessed 2020-02-08]. Available
from WWW: <http://www.foucault.info/documents/
heteroTopia/foucault.heteroTopia.en.html>.

8 APOLLINAIRE, Guillaume. The New Painting: Art
Notes. In Art in Theory 1900-2000: An Anthology

of Changing Ideas (Orig. in Les Soirées de Paris,
April-May 1912), p. 188.
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Le Corbusier, lannis Xénakis, Klaster Sainte Marie de la
Tourette, 1953-1960, okno, foto: archiv GHMP

Le Corbusier, lannis Xénakis, Monastery of Sainte Marie de
la Tourette, 1953-1960, window, photo: archive of PCG

azine Les Soirées de Paris.® It is to Apollinaire, and
indirectly to Varése too, that Marc Battier'® attributes
the interest shown by the poet and playwright Henri-
Martin Barzun in the idea of simultaneity. Barzun
regarded “metric simultaneity” as one of the really
significant contributions of electro-acoustic music, al-
lowing for the simultaneous organisation of indepen-
dent sound masses."

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

Art, a primarily spatial phenomenon operating
up till then in two or three dimensions (painting and

® MOTTE-HABER, Helga de la (1993). Die Musik von
Edgard Varése: Studienzuseinen nach 1918 entstandenen
Werken. Hofheim/Ts.: WolkeVerlag, p. 186.

10 BATTIER, Marc (2003). A Constructivist approach to
the analysis of electronic music and audio art

- between instruments and faktura. In Organised
Sound 8(3), Cambridge University Press, pp. 249-255.
" VARESE, Louise (1972). Varése. A Looking-Glass
Diary: Vol.. I, 1883-1928. New York: W. W. Norton,

p.. 105. BATTIER, op. cit.

zda, jedna se o dlsledek zmény chapani prostoru,
kterou nastolil rozhlas se svymi moznostmi rychlé
zmeény, synchronnosti a akumulace rliznych prostort
na jednom misté - misté poslechu.

Dusledky materializace hudby/zvuku
- hudba jako téleso v prostoru
Teorii relativity v dobé jejiho zvefejnéni malokdo
skute¢né rozumeél, presto ji byla fascinovana prede-
v§im predvalec¢na avantgarda. Jako jeden z prvnich
se na ni odvolava Guillaume Apollinaire ve své pred-
nasce k otevreni kubistické vystavy v listopadu 1911.2
Edgard Varése se s Apollinairem dobre znal.
Setkavali se pomérné pravidelné v letech 1913-1916
v Pafizi a Varése prispél také do Apollinairova
Casopisu Les Soirées de Paris.® Pravé Apollinairovi,
a zprostfedkované také Varésemu, pficita Marc
Battier'® zajem o ideje simultaneismu propagované
basnikem a dramatikem Henri-Martinem Barzunem.
Ten povazuje ,metrickou simultaneitu” za jeden
z nejvétsich prinosl elektroakustické hudby, ktera
podle néj umoznila simultanni uspofadani nezavis-
lych zvukovych mas."

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

Uméni primarné prostorové, pohybujici se dosud
ve dvou (malifstvi) nebo ve tfech rozmérech (sochafr-
stvi) se snazi dobyt dimenzi ¢asu. At uz prostred-

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

® MOTTE-HABER, Helga de la. Die Musik von Edgard Varése:
Studien zu seinen nach 1918 entstandenen Werken. Hofheim/Ts.:
Wolke Verlag, 1993, s. 186.

10 BATTIER, Marc. A Constructivist approach to the analysis

of electronic music and audio art - between instruments and
faktura. In Organised Sound. 8, 2003, ¢. 3, s. 249-255.

" VARESE, Louise. Varése. A looking-glass diary: Vol. |,
1883-1928. New York: W. W. Norton, 1972, s. 105. Cit. in BATTIER
(pozn.. 9).
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Arne Hosek, Souvislosti barev a tonu, autorsky rukopis,
1932, akvarel, papir, Narodni galerie Praha

Arne Hosek, The Connections between Colours and Tones,
1932, author’s manuscript, watercolour, paper, National
Gallery Prague
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Synestezie je tématem stale aktualnim, presto vsak
malo probadanym. Synesteticka stimulace jednoho
smyslu vyvoldvajici odezvu v jiné smyslové doméné
je specifickym darem, diky némuz komunikuji jinak
oddélené oblasti mozkové klry. Synestezie se odrazi
v komunikaci rznych modtd vnimani ¢i mysleni, které
jsou bézZné povazovany za oddélené. Tato komuni-
kace mUze souviset s komunikaci odliSnych nebo
protikladnych uméleckych vrstev dila.

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

Tento jev je bezpochyby daleko ¢astéjsi - ostatné
diky nému stale pouzivdame fadu metafor, které

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

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

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

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

Synaesthesia is undoubtedly far more com-
mon, and has given rise to a type of metaphor that,
according to Maurice Merleau-Ponty, represents

1 SACKS, Oliver (2018). Musicophilia: Tales of Music
and the Brain. Pan Macmillan.

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

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

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

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

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

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

3 CLARKSON, Austin (1994). Uncursing the Silence:
An Exploration of Sonic Imagination. Musicworks 57,
1994, pp. 38-46.

4 |bid.

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

Margaret Watts Huges, Rostlinné tvary, Imprese, pigment na skle,
nedatovano, majetek: Cyfarthfa Castle Museum and Art Gallery
Margaret Watts Huges, Plant forms, an Impression, pigment on glass,
date unknown. Courtesy of Cyfarthfa Castle Museum and Art Gallery

jsou podle Maurice Merleau-Pontyho ,abstrakcemi

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

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

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

3 CLARKSON, Austin. Sonda do zvukové imaginace. Konserva /
Na hudbu, 1995, ¢. 12, s. 134-173.
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(...) nizké tény a pomalejsi tempo byvaji neménné
spojovany se zemi, zatimco vyssi tony a rychlejsi
tempo jsou vzdy spojeny s kopcem, a nikdy naopak
(...) ba co vic, zvuky zemé jsou popisovany jako
hluboké, tupé, duté, hucivé, buracivé a neménné,
zatimco zvuky z kopce jsou pestré, jasné, pronikavé
a prekotné.”* Existenci synchronestezie potvrzuji
i pokusy rakouského etnomuzikologa Ericha von
Hornbostela, ktery ve tficatych letech minulého
stoleti zkoumal faktor ,jasnosti” pfi vnimani rdznymi
smysly. Zkoumani jedinci pfifazovali konkrétni odstin
Sedé barvy k urcité vini a zvuku - vétSina Ucastnik(
pokusu se shodla na stejném odstinu. Synestetikové
by se na tomto odstinu nikdy neshodli, nicméné
povaha obou fenoménu je velmi podobna.

Zajimavych prikladd, kdy se synestezie, synchro-
nestezie ¢i obecné ,spolecné vnimani” projevuje
v historii uméni, bychom nasli mnoho.® Formou
strucnych sond zde predstavime pouze nékolik malo
prikladd, kdy byla synestezie (Ci jeji nepravé podoby)
skutecné relevantnim faktorem pfi utvareni estetiky
uméleckého dila - dila jako mnohostranného celku,
Gesamtkunstwerku, ve kterém tvofi rozlicné umé-
lecké slozky ,jednotu v mnohosti”. ,Rozdily mezi jed-
notlivymi smysly musi korespondovat s rozdily mezi
jednotlivymi druhy uméni,” pise Erich von Hornbostel
ve stati Jednota smysl(.®

V situaci sou¢asného umeéni, kdy ¢asto dochazi
k pfehodnocovani uméleckych stanovisek i pojm
(styl, jazyk, ale i forma ad.), je zajimavé sledovat pro-
mény uméleckého mysleni, které mohou mit Uzkou
souvislost pravé se synestezii. Nékdy jako by dokonce
dochézelo k proménam ¢i zaménam rliznych modu
mysleni - uméleckych za védecké a podobné. Fyzik
Richard Feynman, ktery si Udajné predstavoval
matematické vzorce v barvé, mél v nékterych svych
pracich velmi blizko uméleckému mysleni - pfi
hledani nového usporadani prvkd ¢i nového tvaru si
velmi ¢asto pomahal vizualni pfedstavivosti. Rozvijel
teorii o blizké pfibuznosti mysleni a vnimani v rdmci

4 |bidem, s. 160.

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

¢ HORNBOSTEL, Erich M. von. The Unity of the Senses.

In A Source Book of Gestalt Psychology. New York: Harcourt -
Brace, 1938, s. 210-216.
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form a “unity in multiplicity”. “To the contrast between
the senses there must correspond a contrast between
the arts,” writes Erich von Hornbostel in his essay “The
Unity of the Senses”.®

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

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

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

7 CAMPEN, Cretien van (2008). The Hidden Sense:
Synesthesia in Art and Science. Cambridge, MA: MIT
Press, p. 22.

8 What we call an active pattern searching person.
Ibidem, p. 76.
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of shape or form,® which changes the way they are
perceived. This “switch” from one mode to another,
which | believe can be applied within the framework
of interdisciplinary artistic thinking, allows us to look
at something with new eyes and often understand it
better or perhaps for the first time.

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

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

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

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

" Ppainter, writer, sculptor and graphic designer
(1892-1960).

vizualniho uvazovani. Albert Einstein Udajné hledal
pomoc pfi feseni teoretickych problém( ve vizuali-
zaci prvkd Casu, prostoru a rychlosti - predstavoval
si je v prostorové konstelaci. Na druhé strané Gyorgy
Ligeti pise o ,zhmotnovani” a smyslovosti abstrakt-
nich ideji: ,Abstraktni koncepty jako kvantita, relace
¢i koheze se mi zjevuji ve smyslové podobé a maji
své misto v imaginarnim prostoru (...), barva, forma

a substance mi evokuji zvuky a naopak.”” Pro skla-
datele Davida Caldwella hraje ,barevné” uvazovani
zéasadni roli pfi procesu tvoreni formy a tektoniky dila:
pokud se proces blizi ke zdarnému cili, barvy v jeho
mysli jsou ,spravné” a dobfe usporadané.

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

Synestezie a jeji metaforické podoby hraly
dulezitou ulohu v nékterych Usecich vyvoje vizual-
niho uméni, zminime zde ve zkratce alespon nékolik
pfipadd. Vsechny tyto jevy spadaji do oblasti uméni
prvni tretiny 20. stoleti, cozZ je epocha, kterou prova-
zel témér prekotny vznik novych uméleckych smért
a myslenek, a zaroven jde o dobu, kdy byla syneste-
zie jako fenomén dukladné zkoumana a brana v potaz
(nez doslo k utlumu zajmu po druhé svétové valce).
Zamérfime se vice na vyzkum téch uméleckych
estetik, které se snazily o propojeni interdisciplinar-
nich pocitkd ¢i viemU, nez na prizkum jednotlivych

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

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

® Znamé z mnoha vizualnich hadanek, kdy se tvar z jiného
pohledu zacne jevit jako néco jiného.
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Jaroslav Stastny (Peter Graham), Orfeova zahrada, 1976-1998,
partitura, tus, fixy, papir, soukroma sbirka

Jaroslav Stastny (Peter Graham), Orpheus’s Garden, 1976-1998,
score, indian ink, felt-tip pen, paper, private collection

Elementarni rozvaha
o grafické hudbé
Some Preliminary Reflections

upon Graphic Notation
Viktor Pantacek
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Kdyz Marcel Duchamp pofidil pisoar, podepsal jej
jménem jeho vyrobce a obeslal jim vystavu, defini-
tivné se rozloucil se svétem uméni, jaké bylo do té
doby. Hudba neméla svého Duchampa a jeji vymano-
vani z tradice bylo pres deklarovanou avantgardnost
spiSe kosmetické. Pofad to byla kompozice, organi-
zace zvukového materialu dle konkrétniho fadu ¢i
planu, ktera byla zapsana coby partitura a predlozena
interpretim k realizaci. Odolavala dadaistickému
nonsensu, snovému nadrealismu, konceptu i ndhodé.
Posluchactim porad znéla hudba, at uz byla utvarena
jakkoliv. Rovnéz intermedialni pfesahy se odehravaly
v partiture, ktera méla zlstat posluchacdm skryta.

Je ostatné otéazkou, zdali viibec muze byt vysled-
kem jakéhokoliv skladatelského procesu staticky gra-
ficky zaznam, nebo je tento zaznam pouhym mezis-
tupném, a vysledkem je az samotna znéjici struktura,
ktera teprve je predkladana recipientdm. Nékterym
moznym aspektlm vizualizace hudebnich partitur,
tedy intermedialnim presah(m vytvarného a hudeb-
niho uméni s pfiklady z byvalého Ceskoslovenska je
vénovana nasledujici rozvaha.

Typ No. 1 ,notova partitura”
Z pohledu notografického neni ziejmé pochyb,
Ze notovy zapis je pokusem o co nejpresnéjsi
zachyceni zvukové struktury, tak aby mohla byt
znovu realizovana. Je zaznamem, ktery vyzaduje
autentickou, poucenou interpretaci vychazejici ze
studia a vytvoreni hypotetické predstavy o dobovém
auralnim prostoru. Partitura, respektive graficky zapis,
vSak v tu chvili pfestava byt pouhym zaznamem,
ale stava se spise mnemotechnickou pomdckou.
Konvencionalizovany systém znak( nam nahrazuje
pismena, slova a véty, je popisem, pribéhem i slovni
htickou, je scénickou i rezijni poznamkou, je v§im
moznym, ale neni vlastnim sdélenim. Mame pevné
zachytné body, ale mnoho dilezitého zlstava mezi
fadky, nezaznamenatelné a bez pfitomnosti tvlrce
zfejmé neinterpretovatelné. | nahravka maze byt
zavadéjici, vzdyt pravé epigonské napodobovani
Jidealnich” interpretl, hledani dokonalosti dfivéjsich
provedeni dehonestuje interpretaci na ,pouhou”
reprodukci. Graficky zdznam muze byt stary, ale hudba
zni pouze tady a ted. Sentiment a nostalgie z Zivo-
taschopného historického dila utvari muzejni relikvii.
Nabizi se myslenka, ze by partitura mohla byt
jednoduse navodem. Soudoba partitura je fixovana
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When Marcel Duchamp got hold of a urinal, signed

it on behalf of its manufacturer and sent it to an
exhibition, he bade a definitive farewell to the world
of art as it had been up until then. Music never

had its Duchamp, and for all of its claims to being
avant-garde, its self-extrication from tradition was
more cosmetic. In essence, it remained a matter

of composition, the organisation of sonic material
according to a specific order or plan that was written
down as a score and then presented to performers
for actualisation. Music resisted Dadaist nonsense,
dreamy surrealism, concept and chance. For listeners
it remained music, however it had been generated.
Any intermedial elements were present in the score,
which remained concealed from listeners.

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

Type 1: sheet music
A musical score is an attempt to capture a sound
structure as accurately as possible in graphic form
in order that it can be activated anew in sonic form.
It is a system of notation that demands an informed in-
terpretation following years of study and the creation
of a hypothetical notion of aural space. However, in
the act of its execution, the notation ceases to be
a simple transcription but becomes a mnemotechni-
cal aid, a form of mnemonic. The conventional system
of symbols replaces letters, words and sentences. It is
a description, narrative and pun, it is a scenographic
and directorial observation, it is just about everything
possible except its own communication. Though
we have fixed points of orientation, much of what is
important remains between the lines, not susceptible
to being notated, and clearly uninterpretable without
the presence of the creator. Even a recording can be
misleading, since it is a pale imitation of an “ideal”
interpretation, the search for the perfection of an
earlier rendition that reduces it to the status of “mere”
reproduction. A graphic score may be old, but music
reverberates here and now. Sentiment and nostalgia
render historical works museum relics.

One might conclude that the score is merely
a set of instructions. The contemporary score has an
umbilical connection to its creator, but the historical
score outlives the composer and issues a invitation to
create new, perhaps even inauthentic interpretations.
Many compositions await their ideal interpreter in
order to make an entrance in the contemporary world.
However, many others are destined to remain doc-
uments that bear witness to the period of their cre-
ation, to be read and interpreted in the domain of his-
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tory and not music. The compositional process is not
only about sound. What is very often more important
is the traditional system of notation we call the score.
Given that the ability to read and write music is far rar-
er than the ability to read words, for many people the
score is simply a visual experience. This is especially
true of manuscripts, which are not so remote from the
sketches or drawings made by artists. Our pleasure is
aroused not only by the gorgeous calligraphy, but by
the musical notation we cannot read. For instance, the
manuscript of The Cunning Little Vixen is a record of
Janacek’s working methods around 1924 for the mu-
sicologist, an aide-mémoire for historically informed
performers, a set of instructions regarding a modern
version of Janacek’s music, and an inspiring drawing.

Type 2: musical score with unconventional

graphic elements

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

On the one hand, we may decide that new forms
of graphic score were devised in response to the
inability of older sheet music to represent new music,
especially what became known as New Music. Leaving
aside the theory of musical notation and the attempts
at a new sol-fa or colour notation associated with
Jean-Jacques Rousseau and G. Roman, along with
speculations regarding the “return” of graphic scores
to the hieroglyphic systems of neumes or even back
further to Egyptian cheironomy, we may conclude that
the traditional system of notation began to prove itself
unfit for purpose around the start of the twentieth
century. To begin with, new symbols only appeared
in order to indicate glissandi or parlando in works by
Schoenberg, Debussy and Bartok or to represent the
expansion of the chromatic scale to include intervals
smaller than semitones. An important role was played
here by the theorist Alois Haba and his students
Miroslav Ponc and Hans Krasa. The beginning of the
twentieth century also saw early attempts made to re-
move accidentals (e.g., modification of the stave to al-
low for 12 tones), the replacement of sharps and flats,
etc. Here we might also make mention of Ferruccio
Busoni, Nikolai Obuckov, Jefim Golyscheff, Herbert
Eimert and many others. Some of these reforms have
long been forgotten, and none of them represented
any real threat to the position of the classical system

1 VALOCH, Jifi (1970). Milan Grygar / Plocha a Zvuk.
Brno: CFVU.

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

Typ No. 2 ,partitura s nekonvencénimi

grafickymi prvky”

.Novou podobu hudebniho zdznamu si na jedné
strané vynucovaly netradi¢ni prace se zvukovym
materidlem v elektronické a konkrétni hudbé, stejné
jako vyuzivani novych postupl pfi praci se zvukovou
strukturou, na druhé strané pak byly ovlivihovany
védomim autorl o pribuznosti novych hledani

v rliznych uméleckych kategoriich a z toho plynouci
snahou pribliZit své vlastni vysledky metodam, nebo
postupdim jiné oblasti...”

Na jedné strané mUzeme prepokladat, ze vysvét-
lenim vzniku grafickych partitur je jednoduse fakt
nedostatecnosti dosavadniho notového zdznamu pro
potieby nové hudby - predevsim té Nové s velkym
N. Vynechame-li teorii hudebniho zapisu, a rovnéz
pokusy o nové solmizacéni ¢i barevné notacni sys-
témy J. J. Rousseaua ¢i G. Romana nyni ponechame
stranou, ziekneme-li se navic spekulaci o ,navratu”
grafickych partitur k naznakovému zaznamu neum
a mozna az k egyptské cheironomii, musime

1 VALOCH, Jifi. Milan Grygar / Plocha a zvuk. Brno: CFVU, 1970.
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konstatovat, Ze konvencionalizovany notacni systém
se projevoval jako nedostacujici od poc¢atku dvaca-
tého stoleti. Nejdfive to byly pouze nové znaky pro
pfesné naznaceni glissand &i parlanda u Schénberga,
Debussyho nebo Bartoka ¢i potfeba grafického
zachyceni tendenci rozsifujici stavajici chromatiku na
mensi intervaly. Zde zasadni Ulohu sehréla teoreticka
¢innost Aloise Haby, stejné jako jeho zakl Miroslava
Ponce ¢i Hanse Krasy. Od pocatku dvacatého

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

12 ton1), s nahrazenim krizkd a bécek apod. Sem
mUzeme zaradit pokusy F. Busoniho, N. Obuchova,

J. Golyseva, H. Eimerta a mnohych dalsich. Nékteré

z téchto reforem zapadly naprosto v zapomnéni

a vlastné zadna nemohla zasadné ohrozit pozici
klasického notacniho systému jako celku, snad pouze
nékteré prvky se staly jeho soucasti. Radikalnim
fezem se ovSem stalo vitézné razeni elektronické

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

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

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

Otazky Casu, tedy rozpohybovani obrazu a zasta-
veni hudby, byly rovnéz naplni fady dél, at jiz za
pomoci optickych a zvukovych klamu, ¢i formou
inspirace, predevsim obrazu hudbou, ale také obrazu
partiturou, nebo ve formé propojeni zvucici struktury
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of notation as a whole but rather involved tinkering at
the edges. However, the situation changed with the
upsurge of interest in electronic music and musique
concréte and the arrival of New Music. The possi-
bilities embedded in these new forms were so vast
that they could no longer be represented by notes,
which in any case could never achieve the accuracy of
graphs or verbal and numerical instructions. This was
no longer about the representation of new musical
elements but rather about an entirely new system, the
graphic portrayal of an entirely new musical structure
called simply New Music. The graphic element played
a secondary role, albeit one with its own special aes-
thetic quality. Many scores no longer performed the
function of a closed code designed to enable charac-
ter-by-character decipherment but instead acquired
the form of a free blueprint, inspirational model and,
in extreme cases, a work in its own right no longer
intended for sonic effectuation. Nevertheless, these
scores have earned the right to be deemed artistic
and function as self-sufficient, original works of art
independent of musical performance.

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

Questions pertaining to time, i.e., the anima-
tion of the image and the suspension of music, were
present in many works. This might involve optical and
sonic illusions, the interaction and mutual inspiration
of music, image and score, or various combinations
of sound structure and image. Such combinations are
probably closest to the graphic score, i.e., the concept
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of a work as music realised directly for the artefact.
Examples would include the collaboration between the
composer Erwin Schulhoff and the artist Otto Griebel,
which resulted in the joint work Zehn Themen op. 30,
and later the highly original Static Composition (1969)

Otto Griebel - Erwin Schulhoff, Téma 4. Z cyklu

10 Thémat. Originalni litografie Otto Griebela k partiture
Erwina Schulhoffa pro klavir

Otto Griebel - Erwin Schulhoff, Theme 4. From the

10 Themes cycle. Original Lithograph by Otto Griebel with
Piano Pieces by Erwin Schulhoff

a obrazu. Z vySe napsaného ma nejblize ke grafické
partiture ziejmé posledni jmenované, tedy koncept
dila coby hudby realizované pfimo k vytvarnému dilu.
Jako priklady mGzZeme uvést spolupraci skladatele
Erwina Schulhoffa s vytvarnikem Otto Griebelem,
ktefi vytvofili spolec¢nou kompozici Zehn Themen
op. 30, nebo z pozdéjsiho obdobi pomérné unikatni
Statickou kompozici (1969) od autor Aloise Pifiose
a Dalibora Chatrného. Vylu¢né postaveni pak ma

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

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

Typ No. 3 ,graficka partitura”

Za grafickou partituru mizeme povazovat takové
dilo, které se neziika hudebni realizace, at jiz pomoci
interpretl, nebo v mysli posluchac, a ke svému gra-
fickému vyjadreni vyuziva takovych prvkl &i systému,
které nepotlacuji svoji vizualni estetickou hodnotu
vyuzivanim konvencionalizovanych notovych

znak( na ukor budouci mozné interpretace. Takto
koncipovana definice je pomérné Siroka a zahrnuje
velké mnozstvi dosti odlisnych projev(. Pokusme se
tedy o mozna ponékud umélé, prece vsak zadouci
rozdéleni. Nejcastéjsi déleni, se kterym se setkavame
ve vétsiné nejen Ceskoslovenskych, ale i zahraniénich

2 KOFRON, Petr. Tén ne! Brno: Host, 1996, s. 54.
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publikaci, pochézi z pera Erharda Karkoschky. Ten ve
své knize Das Schriftbild der Neuen Musik predklada
déleni na tzv. ,Prazise Notation” neboli precizni
zapisy, které vytvareji skutecny notacni systém a jsou
pomeérné presné hratelné. Druhou skupinu nazyva
.Rahmennotation” neboli rdmcové zapisy, ty vyuzivaji
pouze nékterych elementd pro naznaceni pribéhu
improvizace hudebnik{ &i realizatord. Treti skupinu
Kakroschka pojmenovava ,Hinwiesende Notation”
neboli odkazujici zapisy. Tyto notace se nachazeji na
pomezi mezi notaci a hudebni grafikou. Nenabizeji
interpretim zadné konkrétni Udaje pro interpretaci

a jedinym uréenim je ¢as trvani skladby. Zavérecnou
skupinu tvofi tzv. ,musikalische Grafik” neboli
muzikalni grafika. Karkoschka pise: ,Mezi obéma poly
- preciznim zédpisem a muzikalni grafikou se pfiro-
zené nachazi nekoneéné mnozstvi mezistupnd, mezi
nimz Ize rozlisit nasledujici zakladni pfistupy.”® Tyto
pfechodové partitury poté oznacuje jako: a) presna
kostra s podfizenymi grafickymi vlivy; b) nadfazené
grafické vlivy s jednotlivymi presnymi udaji; c) gra-
fika — 1) s ur¢enim tonovych vysek a trvani, 2) bez
urceni, 3) volna volba mezi1a 2.

,Grafika je kresba, ale notovy zdznam je systém
znakU (na tyto rozdily upozornovali uz podrobné
Ligeti a Dahlhaus).”* Na zakladé tohoto tvrzeni
rozdéluje grafické partitury do skupin podle miry
jejich systémové podobnosti s konvenéni notaci
Walter Gieseler. Skupiny definuje predevsim pfiklady
konkrétnich partitur, nikoliv vy¢tem obecnych rysu.
Prvni skupinu zastupuje napfiklad dilo Anestise
Logothetise Styx, druhou Paintings od Louise
Andriessena a treti dilo Mo-No - Musik zum lesen
od Dietera Schnebela. Z podobnych predpoklad
vychazi i text Vladimira Lébla Graficka hudba, jejimz
zakladnim prvkem je podle Lébla pokus o propojeni
vytvarné a hudebni stranky. Grafické partitury jsou
zde déleny na tfi zakladni skupiny: ,Krajnim pfipadem
je hudebni grafika, ktera provadi dislednou eman-
cipaci hudebniho zapisu od hudby a konstituuje se
jako vytvarny projev, pouziva sice znakd hudebniho
zaznamu (nékdy i véetné znakd tradi¢niho noto-
vého pisma), avSak neni bezpodminecné urcena ke

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

4 GIESELER, Walter. Komposition im 20. Jahrhundert. Berlin:
Hermann Moeck Verlag, 1975, s. 78.
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by Alois Pifnos and Dalibor Chatrny. In this part of the
world, Milan Grygar’s Acoustic Drawings are in a cat-
egory of their own and raise the question of whether
their creator is an artist or composer. And of course
we should not overlook the experimental animated
films of Jan Svankmajer (Leonardo’s Diary), Jiti Brde&ka
(Badly Painted Chicken), Slavik and Halada (Svazky)

or the collaboration mentioned above between Pifios
and Chatrny (MFize, Genesis). A composition which,
though based only on an image, was already using
graphic notation is Méso kriza by Ladislav Kupkovic,
inspired by the cycle of paintings by Mikulas Medek.
Rudolf Komorous’s compositions are notated in a high-
ly original way. Komorous sees music in space, not
flowing linearly from left to right, but constantly pres-
ent in space-time. The main role is played by silence,
which, in order to be actualised, is surrounded by
sound. If we open “a musical composition into a space,
similar laws must apply within this space as in painting,
and the work has complete freedom of movement in
all directions around the paper regardless of any time
axis, pitch, etc.?

Type 3: graphic score

A graphic score is the documentation of a work that
does not renounce its own actualisation, be this by
performers or in the minds of its listeners, and draws
on elements and systems that do not suppress its
visual aesthetic value by using conventional music
notation at the expense of future possible interpreta-
tions. This definition is relatively broad and includes

a wide variety of works. So let us try and break things
down further, even at the risk of creating artificial
distinctions. The most common division that we
encounter not only in Czechoslovak but foreign
publications is that invented by Erhard Karkoschka.

In his Das Schriftbild der Neuen Musik, Karkoschka
distinguishes between several categories. The first

is what he calls Préazise Notation or precise notation,
which includes traditional notated scores as well as
post-scriptive notations used by ethnomusicologists
and electronic composers. The second category is
Rahmennotation or framework notation, which resem-
bles traditional notation but for the fact that one or
more elements have been freed. The third category is
Hinwiesende Notation or reference notation, the half-
way house between framework and graphic notation,
which offers performers no specific information and
only specifies the duration of a composition. The final
group is Musikalische Graphik or abstract or action
notation. Karkoschka writes: “Between both poles
[precise notation and abstract/action notation], there
are naturally an infinite number of intermediate levels,
among which the following basic approaches could

2 KOFRON, Petr (1996). Tén ne! Brno: Host, p. 54.
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be distinguished.”® He labels these transitional scores
as follows: a) a precise structure with subordinate
graphic influences; b) predominant graphic influences
with individual precise data; and c) graphics - 1) spec-
ifying pitch and duration, 2) without specification,
3) free choice between 1and 2.

“Graphics is drawing, but notation is a system of
signs (Ligeti and Dahlhaus draw particular atten-
tion to these differences).”* Using this system as his
starting point, Walter Gieseler groups graphic scores
in accordance with their systemic similarities to
conventional notation. He defines the groups using
examples of specific scores rather than listing their
general features. The first group features, for instance,
Anestis Logothetis’s Styx, the second group Paintings
by Louis Andriessen, and the third Mo-No - Musik
zum Lesen by Dieter Schnebel. Similar themes are
explored in the text by Vladimir Lébl Graphic Music,
which attempts to link the visual and musical. Lébl
divides graphic scores into three groups: “An extreme
case would be musical graphics, which emancipate
musical notation from music and become a creative
act. Though they use the symbols of conventional
notation (including the symbols of a traditional score),
a graphic score is not necessarily intended for sonic
transformation. Another case would involve a com-
poser creating a certain artefact, to the elements of
which he entrusts the meaning of the musical code
and submits his work for interpretation. A third in-
stance would involve a composer creating an artefact
with the intention of hearing it actualised in sound
by means of the resources of an electro-acoustic
laboratory.”® According to Vladimir Lébl, these three
instances represent the three degrees leading to the
combination of art and music. The Polish composer
and theorist Bogustaw Schaeffer makes an interesting
point, claiming that “the graphic image may not be
used merely for the sake of it. Only when tradition-
al notation is impractical, i.e., in the case of music
whose primary constituents used to be second-
ary elements (dynamic, colour, articulation, time),
should new graphic notation be used.”® On this basis,
Schaffer divides notation into two groups. The first is
“equivalent graphics”, where the parameters are inter-
changeabile, i.e., duration becomes pitch, the duration
of a tone depends on dynamic, etc. The second group
comprises “aleatory graphics” (aleatory meaning
random, from the Lain aleator or “dice player”) and

3 KARKOSCHKA, Erhard (1966). Das Schriftbild der
Neuen Musik. Berlin: Hermann Moeck Verlag, p. 79.

4 GIESELER, Walter (1975). Komposition im

20. Jahrhundert. Berlin: Hermann Moeck Verlag, p. 78.
5 LEBL, Vladimir (1970). Milan Grygar. In Hudebni
rozhledy, p. 385

€ BEDNARCIK, Ondfej (1969). Graficky prvek v dile
B. Schaffera. In Opus musicum, 1969, p. 172.

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

Graficka partitura jako hudebni text - systém

Znaky, které jsou v této partiture pouzity, nejsou sice
vSeobecné srozumitelné, jejich tvirce vsak muze
jejich dekodovani vysvétlit a interpretace skladeb je
pak v riznych provedenich témér totozna. Systém
je tudiz vytvoren na plné racionalnim zakladé,

jehoz pochopeni néam umozni skladbu realizovat.

5 LEBL, Vladimir. Milan Grygar. In Hudebni rozhledy, 1970,
s. 385.

6 BEDNARCIK, Ondrej. Graficky prvek v dile B. Schaffera. In
Opus musicum, 1969, s. 172.
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Ladislav Kupkovi¢, Maso kFize, partitura, 1962, tus, papir,
Slovensky hudobny fond

Ladislav Kupkovic, Flesh of the Cross, score, 1962, Indian ink,
paper, Slovak Music Fund

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

je, ze se jedna o navod sice prisny, ale neomezuijici,
svobodny a umoznujici, pfi poctivosti interpreta, vzdy
aktualni, a pravé proto pokazdeé jiné unikatni vyznéni.

Grafika jako aleatoricka naznakova notace

Jednad se o skladby, jejichz graficky zaznam dava inter-
pretam vétsi volnost improvizace a grafické prvky
netvori komplexni systém. Vlastni realizace skladby je
ovlivnéna skladatelem pouze naznacenim nékterého
z dllezitych prvkd kompozice: a) melodie; b) rozsah

a vysky tond; c) rozmisténi ve skladbé a ¢as; d) barva.
Samoziejmeé, Zze témér nic se nevyskytuje v Cisté
podobé a nejcastéji dochazi k riznému kombinovani
téchto prvkd, bud pro skladbu celou, nebo pro riizné
Casti, kdy zaleZi pouze na interpretovi, bude-li povaZo-
vat néktery prvek za naznaceni melodie, nebo rytmu.
Tento typ je zdaleka nejrozsifenéjsi. Jako priklad mize
poslouzit fada skladeb Milana Adamciaka.

Mezi prvni a druhou skupinou se téz nachazeji rek-
néme ,mobilni partitury”, jejichz notace je pomérné
presnd, ale zapis dovoluje interpretlim volné kom-
binovani pfedem zkomponovanych ,mobild”, nebo
jejich rtizné cteni.
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involves a liberation from compositional schema and
an increased focus on form. The performer is offered
greater freedom, especially with respect to the organ-
isation of the musical material in time. This material is
subordinate to decisions made by the composer that
form the backbone of the entire composition.

Given that graphic scores arose spontaneously in
several places without being subject to any rules, their
division into groups is largely futile, albeit irresistible.
The main criterion for creating categories might well
be the influence of the composer’s notation on the
resulting structure of the sound.

Graphic score as musical text - system

The symbols used in this type of score are not univer-
sally intelligible. However, the composer can explain
how to decode them, and different interpretations of
the work are then almost identical. This is because we
are dealing with a rational system, an understanding
of which enables us to realise the composition. As

a consequence, these scores can also be defined as
notation. A remarkable example of such a distinctive
musical and visual system is one of the most ambi-
tious graphic compositions in the Czech Republic,
Orpheus’s Garden by Peter Graham. One of the great
charms of this composition is that it involves a set of
instructions that, though precise, are not restrictive
but ruther liberating and, given a serious-minded,
responsible interpreter, always result in a sound that is
fresh and unrepeatable.

Graphic score as aleatory indicative notation

This kind of score offers performers greater room
for improvisation. The graphic elements do not form
a complex system. The composer can only indicate

Viktor Pantticek / Some Preliminary Reflections upon Graphic Notation

certain important elements of the composition:

a) melody; b) range and pitch of tones; c) their dis-
tribution in the composition and time; and d) colour.
Of course, almost nothing appears in pure form, and
most often several of these elements are combined,
either for the whole work or different parts, with the
performers themselves deciding wither a particu-
lar symbol indicates melody or rhythm. This type of
score is very common and we find it often used by
Milan Adamciak.

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

Musical graphics

This type of score lacks most of the elements of
musical notation we are familiar with, and if any such
symbols are present, they have lost their traditional
function and have become standalone symbols. Their
creator is not interested in a new system of musical no-
tation. For the most part, even the parameters of time
and space are ignored, and the score serves simply

as a source of inspiration for players, a way of getting
them to improvise. This category would include works
that are “only” inspired by the concept of musical
experience or the visual form of the score but are not
created for future performers. Though it is virtually
impossible to predict what the music based on these
scores will sound like, and though this is exactly what is
intended by many composers, we should ideally refrain
from identifying what is merely “visual inspiration” with
a graphic score.

Type 4: music to be read

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

Hudebni grafika

Nenese jiZz zadné elementy nam znamého hudebniho
zapisu, pokud ano, ztraceji tyto prvky svoji funkci

a stavaji se pouze nekonvencionalizovanym znakem.
Autor nevytvafi néjaky novy systém pro hudebni
zapis. Vétsinou se zbavuje i pozice ¢asu a prostoru

a graficky zdznam je ,pouhym” inspiracnim zdrojem
pro hrace. Ma provokovat interpreta k improvizaci.
Mezi hudebni grafiky pak mGzeme zaradit i dila,
ktera jsou ,pouze” inspirovana hudebnim zazitkem

¢i vizualni podobou partitury, ale nejsou tvorena pro
budouci interprety. | presto, Ze hudebné je mozné
realizovat témér cokoliv, a nepochybné mnozstvi
vizualnich dél k tomu svadi, neni ziejmé idealni pouhé
Lvizudlni inspirace” oznacovat za grafické partitury.

Typ No. 4 ,hudba ke ¢teni”

Projevy prvni i druhé avantgardy nabouraly predstavy
o umeéni, otevrely prostor pro dila, ktera jiz nepatfrila
jednotlivym uméleckym druhm, jejichz artefaktualni
zobrazeni zUstalo na bazi konceptu, navodu ¢i spo-
luprace. Pro mnoha vyjadreni se stal autor mrtvym

a pozice autorstvi se pfesunula do roviny interpre-
tacni ¢i posluchacské. Mira a podoba interpretace

se stala Zivoucim prostorem vysledného artefaktu,
znéjici struktury a skladatel se stal autorem ,pouhé”
partitury, ndvodu k realizaci. Nejen tim se zasadné
promeénila pozice interpreta i posluchace. Vnimame-li
tedy prostrfedi grafickych partitur jako inovativni,
novy nekonvenc¢ni hudebni prostor, a nikoliv jako
pouhy, mozna jiz definitivné uzavieny médni trend
aktualni a jisté zabavné intermediality Sedesatych

let, musime se ptat zaprvé, co vlastné ocekavame

od interpretace, a zadruhé, zdali je mozné mezni
umélecké projevy pouze vystavovat. Nastésti
neexistuji spravné odpovédi, a proto se ptejme dal.

V ¢em spociva mira autenticity interpretace, jedna

se o hledani a naplnéni autorského zaméru? A je to
vlbec redlné, pokud predklada nekonvencéni navod?
Neméla by byt tedy interpretace spise aktualni, tvirdi,
tedy veskrze autorska a nestava se poté spise impro-
vizaci? Performer realizujici grafickou partituru mdze
byt interpretem, mUze se stat spolutviircem a snad

i tvlircem, vzdy by vSak mél byt téZ posluchacem
vice nez autorem. Poslech na zakladé vidéného miize
pfipominat pozici stopare, ktery z jedné Slépéje utvari
pfibéh, ¢te staticky zdznam chize, tfebas nepozna,
které zvife zanechalo otisk, ale vi, Zze tam skutecné
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Milan Gustar, @ z triptichu w-e-¢, Numerické partitury tvofené rozvojem
iracionalnich ¢isel w-e-¢ v riiznych &iselnych soustavach. VSechna tii Gisla se
objevuiji v racionalnim vyjadfeni mnoha dulezitych vztah( a principd ve védé
i uméni. Digitalni tisk, 2010, soukroma sbirka.

Milan Gustar, w from triptych w-e-¢, Numerical scores formed by the

development of irrational numbers w-e-¢ in various numerical systems.
All three numbers appear in the rational expression of many important
relationships and principles in science and art. Digital print, 2010, private

collection.
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Grafické partitury a exaktni notace
Graphic scores and precise notation
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Notopis uzivany po staleti v Evropé usiloval o co
nejpresnéjsi zachyceni hudby. Nejstarsi formy evrop-
ské notace - ekfonetickd notace, neumy, starorusky
znamenny zpév - vysly z korespondence mezi
zvukem, pohybem a obrazem a obsahuiji grafické
prvky znazornujici rytmicko-melodicky pohyb hudby
odvozeny z pohybu rukou dirigenta. Neobsahuiji
vSak dostatek informaci potfebnych pro interpre-
taci, a slouzily tedy coby pom(cka pro pfipomenuti
znamych skladeb. Dalsi vyvoj pak ved| ke zpfesnovani
a formalizaci systému, vzniku symbolického ,jazyka”
a omezeni podilu grafickych prvk( bezprostiedné
znazornujicich zvukové parametry. Vznikla notace
uzpUsobena pro zaznamenani pevnych ténovych
vysek a pravidelného rytmu.

Dvacateé stoleti vneslo do hudby nové prvky
a principy, mnohé hudebni sméry opustily pevny
systém uslechtilych Cistych tonl stabilnich vysek
a rovnomérného pohybu a vydaly se prozkoumavat
obtizné uchopitelné oblasti rozmanitych zvukd
a hlukl nejriiznéjsiho plvodu a ¢asového vyvoje. Do
hudby zacala stale vice pronikat neurcitost, nepredvi-
datelnost a nahodilost. Potfeba zaznamenat neob-
vyklé prvky a postupy si vyzadala i zmény notového
zapisu. Néktefi autofi se spokojili s obohacenim
tradi¢ni notace, dalsi dospéli k jeji radikalni preméné,
jini se tradic¢ni notace vzdali Uplné a zacali vyuzivat
jiné zpUsoby zapisu hudby.

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

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

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

Na prelomu prvniho a druhého desetileti 20. sto-
leti vydala skupina italskych futuristd nékolik textd,
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The system of musical notation used for centuries
in Europe attempts to offer as precise a visual rep-
resentation of music as possible. The oldest forms
of European notation, i.e., ecphonetic notation,
neumes, and Old Russian Znamenny Chant with its
stolp notation, were based on the correspondence
between sound, movement and image and contain
graphic elements depicting the rhythmic and melod-
ic movement of music derived from the movement
of the hands of a conductor. However, they did not
contain enough information for someone who did
not already know the composition to perform it and
served more as aide mémoires. Further develop-
ments led to the refinement and formalisation of

a system, the emergence of a symbolic “language”,
and a limit placed on the share of graphic elements
directly representing audio parameters. Notation
was created that was specially adapted to record
fixed pitches and regular rhythms.

The twentieth century saw the arrival of new
elements and principles in music. Many styles aban-
doned the fixed system of pure tones and semitones
and regular beats and began to investigate more
demanding spheres involving diverse sounds and
noises of different origin as well as irregular rhythms.
Uncertainty, unpredictability and randomness
increasingly featured in music. The need to record
unusual elements and procedures demanded chang-
es to the system of notation. Some composers were
content to expand traditional notation, others opted
to make radical changes to it, while some musicians
renounced traditional notation completely and
sought other ways of representing music visually.

One example of a unorthodox system of no-
tation would be the empty score created in 1897
by the French writer and humorist Alphonse Allais
entitled Funeral March for the Obsequies of a Great
Deaf Man.

One example of a radically new form of notation
is the graphic score. Composers usually resort to
this form of notation in an endeavour to achieve un-
certainty and ambiguity in interpretation. However,
many such scores are created as artworks in their
own right, without any plan for future performance.

In contrast, sometimes it was the need to find
a more accurate way of representing music than
that afforded by traditional methods that led to
the creation of different forms of graphic notation.
Graphic scores based on an exact correspondence
between image and sound are still often used for the
notational requirements of new instruments and/or
electronically generated sounds.

At the turn of the first and second decades of
the twentieth century, the Italian Futurists published
several texts in which they formulated a new musical
aesthetic characterised by the use of diverse sounds
and noises and new instruments and appliances for
their creation. In 1913, Luigi Russolo began to put

Milan Gustar / Graphic scores and precise notation
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these ideas into practice. He and Ugo Piatti invented
and built a group of experimental musical instru-
ments they called Intonarumori.

Russolo wrote Risveglio di una Citta in 1914 using
his own graphic notation, in which linear segments
represented the duration of sounds and the pitch
intervals between them.

At the start of the twentieth century, the
Australian-born composer George Percy Aldridge
Grainger began to explore the possibility of aban-
doning fixed pitches in favour of glissandi as a basic
building block of his works. He called this music,
liberated from the restraints of traditional pitch and
rhythmic structures, Free Music and developed
a graphic notation using an independent system of
staves for pitches and curved lines in different colours
indicating volume, thus making it easy to distinguish
individual voices.

In order to eradicate the restrictions and imperfec-
tions present in performances given by live musicians,
Grainger sought to have his works performed by an
automatic instrument. This would be fully under the
composer’s control and would make it possible to
play any pitches whatsoever, decide on the speed

at which they were to be played, and oversee their
dynamics. Such an instrument would also allow for
work with irregular rhythms. Grainger worked on this
instrument into the 1950s. In 1938 he wrote: “But
Free Music demands a non-human performance. Like
most true music, it is an emotional, not a cerebral,
product and should pass direct from the imagination
of the composer to the ear of the listener by way of
delicately controlled musical machines. Too long has
music been subject to the limitations of the human
hand, and subject to the interfering interpretation

of a middle-man: the performer. A composer wants
to speak to his public direct. Machines (if properly

v nichz formulovala novou hudebni estetiku cha-
rakterizovanou vyuzitim rozmanitych zvukd a hlukd

a pouzitim novych hudebnich nastrojd a pfistrojd pro
jejich vytvareni. Luigi Russolo zacal v roce 1913 tyto
myslenky uskutecnovat prakticky. Spolecné s Ugem
Piattim zacali stavét soubor hlukovych nastroju, které
nazvali Intonarumori.

Svou skladbu Risveglio di una Citta z roku 1914
zapsal Russolo pomoci vlastni grafické notace, v niz
linearni segmenty zachycovaly trvani zvukd a vyskové
prechody mezi nimi.

Australsky skladatel Percy Aldridge Grainger se
na prelomu 19. a 20. stoleti zacal zabyvat moznosti
opustit pevné dané tonové vysky a pouzit jako
zékladni hudebni prvek glissanda. Takto vytvore-
nou hudbu, neomezovanou tradi¢nimi vyskovymi
a rytmickymi strukturami, nazval Free Music. Pro jeji
zapis vyvinul grafickou notaci vyuzivajici samostatné
systémy osnov pro vysky a pro hlasitosti znazornéné
kfivkami odlisnych barev, coz umoznilo snadno
rozlisit jednotlivé hlasy.

Aby se vyhnul omezenim a nedokonalostem inter-
pretace zivymi hudebniky, chtél Grainger provadét
své skladby pomoci automatického pfistroje. Ten mél
byt plné pod kontrolou skladatele a umoznovat hrani
tonl libovolné vysky, plné ovladat rychlost pfechodt
mezi nimi a pfesné fidit jejich dynamiku. Mél rovnéz
dovolit neomezenou praci s nepravidelnymi rytmy.
Na jeho vyvoji Grainger pracoval az do padesatych
let 20. stoleti. V roce 1938 napsal: ,Je tieba, aby
Free Music neprovadéli Zivi hudebnici. Jako vétsina
opravdové hudby je to emocionalni, a nikoliv inte-
lektualni produkt; méla by prejit pfimo z predstavy
skladatele k uchu posluchace prostfednictvim presné
ovladatelnych hudebnich pfistrojd. Hudba byla
pfilis dlouho vystavovana omezenim lidskych rukou
a ovlivhovana interpretaci prostifednika - hrace.
Skladatel chce ke svému publiku hovofit pfimo.
Stroje (budou-li spravné zkonstruovany a bude-li
pro né spravné napsana hudba) dosahnou takovych
jemnosti emocionalniho vyjadreni, jakych neni lidsky
interpret schopen.”

V prlbéhu 20. stoleti vznikla celd fada automa-
tickych hudebnich nastrojl, elektromechanickych

1 Cit. ze SIMON, Robert. Percy Grainger: The Pictorial
Biography. Grafton, OH: Ludwig Music Publishing Company,
1983, s. 128.
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Zvuk a cisla
Sound and Numbers

Milan Gustar

Milan Gustar, -0+, 2015, digitalni tisk, majetek autora
Milan Gustar, -0+, 2015, digital print, courtesy of the artist
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Milan Gustar / Zvuk a Cisla

Prvni véta ¢lanku o zvuku ceské Wikipedie' uvadi
Casto uzivanou definici: ,Zvuk je mechanické vinéni
v latkovém prostredi, které je schopno vyvolat
sluchovy viem.” A stejné jako ostatni definice entit
z naseho svéta i tato vytvari sporné ,pripady na
okraji“, které jeji platnost znejistuji a zpochybnuiji.
Rozsah slySeni je omezen, rlizni zivoCichové jsou
schopni vnimat zvuky o rGzné frekvenci a intenzité.
Co je zvukem pro netopyra nebo slona, nemusi byt
zvukem pro ¢lovéka. Infrazvuk a ultrazvuk nesly-
Sime, ale fyzikalné je to kmitani stejného druhu jako
slySitelné zvuky. | zvuky neslysitelné slabé si zacho-
vavaji svou podstatu. Stejné tak kmitani natolik
intenzivni, ze by dokazalo sluch ihned nevratné
poskodit. V bézném jazyce uzivame termin zvuk
Sifeji, Casto ve spojeni s médiem - zvuk nahravky,
filmovy zvuk, zvukova stopa... Nékdy byva zvuk
definovan subjektivné, coby pouhy sluchovy viem
nebo jeho interpretace mozkem.

PFi zkoumani vnimaného zvuku vzdy nachazime
fyzikalni podstatu - podnét - a jeho subjektivni, psy-
choakusticky dlsledek - smyslovy viem. Jednotlivym
fyzikalnim vlastnostem zvuku odpovidaiji pfislusné
vlastnosti subjektivni. Frekvenci, tedy rychlosti kmi-
tani, odpovida vnimana vyska zvuku, amplitudé, tedy
velikosti kmitani, odpovida viem hlasitosti a casovému
prabéhu, tedy tvaru kmitd, odpovida viem zvukové
barvy. Mira pravidelnosti kmitani souvisi Cistotou
vnimaného zvuku a jeho umisténim na stupnici tén -
hluk. Uvedené korespondence vsak nejsou zcela
presné a vztahy mezi fyzikalnimi a psychoakustickymi
veli¢inami nejsou jednoduse popsatelné. To, co je
na fyzikalni strané dobte definovatelné, méfitelné,
opakovatelné a objektivizovatelné, je na té subjek-
tivni znacné individualni, neostré a nejednoznacné.?
Paradoxné nas tak hmotna fyzikalni podstata zvuku
sméruje spiSe do nehmotného platonského svéta
dokonalych ideji, nehmotné pocity subjektivné vnima-
ného zvuku odkazuji na nedokonaly svét hmoty.

Sluch se od ostatnich smysl{ principialné odli-
Suje. Zrak, ¢ich, hmat i chut zachycuji pouze inten-
zitu, miru pfislusného pocitku. Vnimame velikost
pUsobiciho tlaku, vyraznost pachu ¢i chutové slozky,
odstin barvy v daném misté zrakového pole. Pouze

1 [Online; cit. 2019-12-08]. Dostupné z WWW: <https://
cs.wikipedia.org/wiki/Zvuk>.
2 SYROVY, Vaclav. Hudebni akustika. Praha: NAMU, 2013.
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The first sentence of the entry on sound on Wikipedia®
reads as follows: “Sound is a vibration that typically
propagates as an audible wave of pressure, through

a transmission medium such as a gas, liquid or solid.”
Immediately we find ourselves in the realm of “marginal
cases” that render the definition questionable or inval-
id. Our range of hearing is limited, and different species
are able to perceive sounds of varying frequency and
intensity. That which is a sound for a bat or an elephant
may not be a sound for a human being. We cannot hear
infrasound and ultrasound, even though physically
they involve exactly the same type of oscillation as the
sounds we can hear. Even sounds that are so weak we
cannot hear them retain their essence, as do oscilla-
tions that are so intense they might damage our hear-
ing irrevocably. In everyday parlance we use the word
“sound” broadly, often in connection with a particular
medium. We speak of sound recordings, sound-on-film,
soundtracks, etc. Sometimes sound is defined subjec-
tively as a mere auditory perception or the interpreta-
tion thereof by the brain.

When examining a perceived sound, we always
find a physical essence. There is always a stimulus
and its subjective, psychoacoustic consequence, i.e.,
the sensory perception. The subjective properties
correspond to the individual physical properties of
the sound impulse. The pitch heard corresponds to
the frequency, i.e., the speed of oscillation; the per-
ception of volume and the flow of time corresponds
to the amplitude, the size of oscillation; and the
perception of audio colour corresponds to the form
of oscillation. The degree of oscillation regularity is
related to the purity of the sound perceived and its
position on a scale of tones - noise. However, these
correspondences are not absolutely precise and the
relationship between physical and psychoacoustic
variables is not easily described. That which physi-
cally can be well defined, measured, repeated and
objectivised is subjectively highly individual, hazy and
ambiguous.? Paradoxically, the material essence of
sound directs us more into the immaterial, Platonic
world of perfect ideas, while intangible feelings of
the subjectively perceived sound refer us back to the
imperfect world of matter.

Hearing differs in principle from the other senses.
Sight, smell, touch and taste capture only the intensity
and level of the sensation in question. We perceive the
magnitude of a pressure acting upon us, the distinc-
tiveness of a smell or flavour, the hue of a colour in
a particular location of the visual field. Only our sense
of hearing analyses the sound dynamically, as a vari-
able pressure, deviation or speed.

1 [Online; accessed 2019-12-08]. Available from
WWW: <https://en.wikipedia.org/wiki/Sound>.

2 SYROVY, Vaclav (2013). Hudebni akustika. Prague:
NAMU.

Milan Gustar / Sound and Numbers

Hearing also differs from the other senses in the
way that spatial information is processed. Senses like
taste or smell provide no immediate spatial informa-
tion. Touch relates to a specific place on the body. In
the case of sight, our image of a three-dimensional
world is reduced to a two-dimensional image on the
retina of the eye, and vision must reconstruct the miss-
ing spatial dimension, namely depth. However, sound
arrives via the eardrum oscillating as a single unit and
thus loses all of its original spatial dimensions. Hearing,
along with an analysis of the course of time of the oscil-
lation, must reconstruct the three spatial components.

Speed of reaction and the propagation of nerve
impulses is limited and not sufficient for a direct
analysis of the entire spectrum of audible sounds. The
auditory apparatus therefore uses several different
mechanisms and levels of processing and is thus the
most complex of our senses. Thus far there is neither
a model nor even a unified theory capable of adequate-
ly describing the functioning of our sense of hearing.

The concept of number can be defined accurately
because it belongs to the ideal world of mathemat-
ics. We take objects, structures and relations from
the mathematical world and look for analogies in our
physical world. The world of mathematics is projected
in the form of the purest ideas into the Platonic world.
It also enters the Pythagorean world, the basic build-
ing blocks of which are numbers and the system of
which is the harmony of perfect numerical relations. In
contemporary mathematics we might define numbers
very generally as elements of algebraic structures.
Numbers as we know them from everyday life are
simply one of the possible cases. However, thanks to
intuition and experience we understand this meaning
of the term number well and without any knowledge
of mathematics. We regard numbers as symbols for
determining a quantity or sequence, as symbols for
labelling and counting things and as symbols with
a deeper “mystical” significance. Zero represents
emptiness, one is for unity, two is for polarity, etc.

Pythagoreans had a similar understanding of
numbers in ancient Greece at the turn of the sixth
and fifth centuries BC. Porphyry?® writes: “Number one
denoted to them the reason of Unity, identity, Equality,
the purpose of friendship, sympathy, and conserva-
tion of the Universe, which results from persistence
in Sameness... Number two, or Duad, signifies the two-
fold reason of diversity and inequality, of everything
that is divisible, or mutable, existing at one time in one
way, and at another time in another way... The same
reasons apply to their use of other numbers, which

3 PORPHYRY. The Life of Pythagoras. Trans. by
Kenneth Sylvan Guthrie [online; accessed 2019-03-
28]. Available from WWW: <http://www.tertullian.org/
fathers/porphyry_life_of_pythagoras_02_text.htm>,
sections 49-52.

sluch analyzuje zvuk dynamicky, coby proménny
tlak, vychylku nebo rychlost.

Sluch se od ostatnich smyslt lisi i zplsobem
zpracovani prostorové informace. Smysly jako chut
nebo cich bezprostiedni prostorovou informaci
neposkytuji viibec, hmat je vazan na konkrétni misto
na téle. V pripadé zraku je obraz tfirozmérného svéta
redukovan na dvojrozmérny obraz na sitnici oka
a zrak musi rekonstruovat jeden chybéjici prostorovy
rozmér - hloubku. Do ucha pfichazi zvuk prostfednic-
tvim bubinku kmitajiciho jako jeden celek, ¢imz ztraci
vSechny své plvodni prostorové rozmeéry a sluch
musi spolu s analyzou ¢asového pribéhu kmitani
rekonstruovat tfi prostorové slozky.

Rychlost reakce a siteni nervovych vzruch( je
omezena a nepostacuje pro primocarou analyzu
celého spektra slysitelnych zvukd. Sluchovy aparat
proto vyuziva nékolika rGiznych mechanism( a néko-
lika Urovni zpracovani, a je tak nejkomplikovanéjsim
z nasich smysld. Doposud neexistuje model ani
ucelena teorie, které by jeho fungovani dostatecné
vystizné popisovaly.

Pojem cisla Ize vymezit zcela presné, nebot je
soucasti idealniho svéta matematiky. K objektam,
strukturdm a vztahlm z matematického svéta pak
hledame analogie ve svété nasem. Svét matematiky
se promita ve formé nejcistsich ideji do platonského
svéta, vstupuje i do svéta pythagorejského, jehoz
zakladnimi stavebnimi kameny jsou Cisla a jehozZ fad je
harmonii dokonalych ciselnych pomérd. V soucasné
matematice Cisla mizeme definovat velmi obecné
coby prvky nékterych algebraickych struktur. Cisla,
jak je zndme z bézného zivota, jsou jen jednim z moz-
nych ptipadd, diky intuici a zkuSenosti véak tomuto
vyznamu pojmu ¢islo pomérné dobfe rozumime i bez
znalosti matematiky. Cisla chapeme jako symboly
pro uréovani poctu nebo poradi, jako symboly pro
oznacovani, ocislovani véci i jako symboly s hlubsim
.mystickym” vyznamem. Nula pro nas reprezentuje
prazdnotu, jednicka jednotu, dvojka polaritu atd.

Podobné chapali Cisla jiz Pythagorejci ve starém
Recku na pfelomu Sestého a patého stoleti pt. n. I.
Porfyrios® k tomu pise: ,A tak oznacili pojem jednoty,
totoznosti, rovnosti, pficinu souhlasu a souciténi

3 KRATOCHVIL, Zdené&k; BOR, D. Z.; PORFYRIOS; IAMBLICH.
Pythagoras ze Samu. Praha: Trigon, 1999.

109



Od konceptualizace zvuku

k dekonstrukci média

From Conceptualising Sound to
Deconstructing the Medium

Jozef Cseres

John Cage, Gert de Ruijter, asi 1988, archiv umélce
John Cage, Gert de Ruijter, c. 1988, artist’s archive
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Jozef Cseres / Od konceptualizace zvuku k dekonstrukci média

V roce 1916 Marcel Duchamp zafixoval ¢tyfmi
Srouby mezi dvé médéné desticky klubko namofnic-
kého provazu, do néhoz predtim Walter Arensberg
vlozil neznamy pfedmeét, takze klubko, kdyz se jim
zatraslo, vydavalo zvuk. Takto vytvoreny ready-
-made nazval Duchamp S tajnym zvukem (A bruit
secret; anglicky With Hidden Noise) a komentoval
slovy: ,Nikdy se nedovim, jestli je uvnitf mince

nebo démant.” Poté, co do desticek vyryl anglicka

a francouzska slova s chybéjicimi pismeny, oznacil
svUj vytvor jako ,cviceni z komparativni ortografie”.
A bruit secret je interaktivni objekt; aby se divak
dopracoval ke konceptu naznaceném v nazvu, musi
jim zatfast. A nebyl to Duchamplv prvni pfispévek
ke zvukovému umeéni. Mezi koncepty k Nevésté
svlékané svymi mladenci, dokonce (La mariée mise a
nu par ses célibataires, méme; 1915-1923) byly totiz
tfi hudebni kusy pochazejici s nejvétsi pravdépo-
dobnosti z roku 1913. Dva mély charakter notované
kompozice, tfeti - Sculpture musicale (Hudebni
skulptura) - byl kraticky textovy fragment, jehoz
interpretace muze potencialné vést ke zvukové
realizaci: Sculpture musicale. Sons durant et partant
de différent points et formant une sculpture sonore
qui dure (Hudebni skulptura. Trvajici a z rozlicnych
bodl vychazejici zvuky vytvareji zvukovou skulp-
turu, jez trva.) Duchamp v Sedesatych letech daroval
text Johnu Cageovi, ten ho prevedl do mezosti-
chu'a v roce 1987 nacetl v hluéném newyorském
prostiedi. PGvodni koncept tak nabyl formu vizualni
i fonické poezie. Jesté predtim, v roce 1974, Petr
Kotik pfepsal numerickou partituru Nevésty do noto-
pisu, na jehoz zakladé Martin Kalve vytvofil nahravku
na dérném pasku pro pianolu. Duchamp v téchto
dilech ukazal, Ze v uméni je mozno vyuzit zvuk jako
komunikacni médium i nehudebnim ¢i nehudeb-
nickym zplGsobem, ¢imz jako vytvarnik anticipoval
nejenom konceptualismus v hudbé, ale téz zvukové
umeéni konce 20. stoleti.

Na cesté ke konceptualizaci zvuku zasel Cage ve
svych mezostisich jesté dal. Tim, Zze je nahlas predna-
Sel (resp. nahraval a prehraval), dekonstruoval jejich
Uplny vyznam, odhalitelny pouze ve vizualni podobé.

1 Mezostich je svérazna podoba akrostichu, kde prostfedni
pismena jednotlivych radkl vytvareji ve vertikalni linii
plnovyznamové slovo nebo slovni spojeni, které, kdyz se cte,
posluchaci unika.
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In the year 1916, Marcel Duchamp used four
screws to fix between two brass plates a ball of
twine in which Walter Arensberg had placed an
unknown object so that the ball, when shaken,
made a sound. Duchamp called his readymade
With Hidden Noise (A bruit secret). He himself did
not know what was inside, making the following
comment: “I will never know whether it is a dia-
mond or a coin”. After engraving the plates with
English and French words with missing letters, he
referred to his creation as an “exercise in compar-
ative orthography”. A bruit secret is an interactive
object: spectators must shake it to work their way
through to the concept suggested in its title. And
this was not Duchamp’s first contribution to sound
art. The underlying concepts of The Bride Stripped
Bare by Her Bachelors, Even (La mariée mise a nu
par ses célibataires, méme; 1915-1923) included
three pieces of music, most likely from 1913. Two
were in the nature of a notated composition, while
the third, called Musical Sculpture, was a brief text
fragment whose interpretation could potential-

ly be enacted through sound: Sculpture musi-
cale. Sons durant et partant de différent points et
formant une sculpture sonore qui dure (Musical
Sculpture. Sounds enduring and coming from dif-
ferent points, thus shaping a lasting sound sculp-
ture). In the 1960s, Duchamp donated his text to
John Cage, who transposed it as a mesostich' and
read it out in a noisy New York environment in
1987. Thus, the original concept was transformed
into poetry both visual and phonic. Even earlier, in
1974, Petr Kotik transcribed the mensural score of
The Bride into modern notation, based on which
Martin Kalve created a player piano roll. In these
works, Duchamp demonstrated that art could use
sound as a medium of communication in non-mu-
sical ways or without musicians; as a visual artist,
he thus anticipated not only conceptualism in mu-
sic but also late 20th century sound art.

In his mesostichs, Cage progressed even
closer to conceptualising music. By presenting
them out loud (or recording and then playing
them), he deconstructed their complete meaning,
one that could only be revealed in visual form.
What is more, in his scenic score Voiceless Essay
for Cunningham'’s ballet Points in Space (1986), he
used a computer to eliminate all speech sounds
except consonants from the mesostich recordings
and disseminated the outcome as a 36-track elec-
tronic record. As underlying sound material for

1 The mesostich is a peculiar form of the acrostic
where the middle letters on each line together form
a full-fledged message on the vertical axis. When
the mesostich is read out, its message becomes
inaccessible to the listener.

Jozef Cseres / From Conceptualising Sound to Deconstructing the Medium

Marcel Duchamp & Walter Arensberg, Tajny hluk (A bruit
secret), 1916, asistovany readymade, 11x13x13 cm
Marcel Duchamp & Walter Arensberg, With Hidden Noise
(A Bruit Secret), 1916, assisted readymade, 11x13x13 cm

this composition, he used his own presentation of
eighteen mesostichs he had computer-generated

from David Henry Thoreau'’s text. The name of Erik
Satie’s unfinished composition, Messe des Pauvres
(Mass of the poor) served as the vertical message.

It is hard to think of a better example of Derridean
deconstruction.

Instructional and graphic scores are two other
examples of conceptualisation in music. While
they have become legitimate genres of intermedia
artistic expression, their rise in the 1960s and 1970s
was boosted by initiatives of the two above-men-
tioned pioneers of conceptual art. However, the list
of Duchamp’s conceptual and instructional pieces
also contains works that refer to sound without
making it conditional on real existence. One of
them was conceived by Duchamp as an imitation
of a music exercise for the deaf, in another one he
proposed only listening to tones from a partially or-
dered set of tones that had not been played. Future
of Music: Credo (1937) is undoubtedly the greatest
musical concept of Cage, a prophetic manifesto
that came to be realised naturally, through subse-
quent development of musical thought.

In the 20th century, traditional notation could
no longer keep up with the dynamic evolution
of music or with the deconstructionist practic-
es of the avant-gardes. This is why Cage started
using unconventional visual symbols to repre-
sent sounds. And once modernist artists parted
with figural representation and started creating
abstract compositions using lines, colours and
patterns derived from nature or mathematical/
geometric configurations, some experimental
musicians and composers, too, came up with
acoustical interpretation of non-musical visual

Ba co vic, ve scénické hudbé Voiceless Essay (Esej
bez hlasu) ke Cunnighamovu baletu Points in Space
(Body v prostoru; 1986) s pomoci pocitace elimi-
noval z namluvenych mezostichl vSechny zvuky
feCi kromé souhlasek a takto ziskany akusticky
destilat dale diseminoval do 36stopové elektronické
nahravky. Jako vychozi zvukovy material pro tuto
kompozici pouzil vlastni pfednes osmnacti mezo-
stich(, které pomoci pocitace vygeneroval z textu
Davida Henryho Thoreaua, pficemz si za verti-

kalni pointu jednotlivych mezostich( zvolil nazev
nedokoncené kompozice Erika Satieho Messe des
Pauvres (Mse chudych). Lepsi priklad derridovské
dekonstrukce si Ize stézi predstavit.

Jinymi pfiklady konceptualizace v hudbé jsou
instruktivni a graficka partitura. | tyto, dnes uz legi-
timni Zanry intermedialniho uméleckého vyjadreni
vdéci za svlij rozmach v Sedesatych a sedmdesa-
tych letech iniciativdm zminénych dvou prakopnikd
konceptualniho uméni. Ale mezi Duchampovymi
konceptualnimi a instruktivnimi kusy najdeme
i takové, jez pfimo odkazuji na zvuk bez toho, aby
ho podminovaly realnou existenci. Jeden z nich si
Duchamp predstavoval jako napodobovani hudeb-
nich cviceni pro hluché, v dalsim navrhoval poslou-
chat jenom ty tony z usporddané mnoziny tond, jez
nebyly zahrany. Cageovym nejvétSim hudebnim
konceptem je nesporné prorocky manifest Future
of Music: Credo (Budoucnost hudby: Credo; 1937),
protoze ho pfirozené realizoval nasledny vyvoj
hudebniho mysleni.

Jelikoz v 20. stoleti jiz tradic¢ni notace dal neod-
povidala dynamickému vyvoji v hudbé ani dekon-
struktivistickym praktikam avantgard, Cage zacal
reprezentovat zvuky nekonvencnimi vizualnimi znaky.
A jakmile se modernisticti malifi rozesli s figuralni
reprezentaci a zacali vytvaret abstraktni kompo-
zice z linii, barev a vzorc( odvozenych z pfirody
nebo matematickych a geometrickych konfiguraci,

i néktefi experimentalni hudebnici a skladatelé

zacali akusticky interpretovat nehudebni vizualni
struktury a vzorce abstraktnich maleb. Obé tendence
se vyrazné projevily zejména v konceptualismu

a minimalismu Sedesatych let a rezonovaly téz

v Cageovych grafickych partiturach integrujicich
estetiku volné kresby a kaligrafie s pragmatismem
instruktivni hudebni notace. Nekonvencni grafickou
notaci si vyzadaly i jeho experimenty v hudbé. Cage
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Fluxus a ceskoslovenska scéna
v 60. letech 20. stoleti

Fluxus and the Czechoslovak
art scene in the 1960s

Helena Musilova

Marian Palla, Kacena, nedatovano, fotografie autora, archiv umélce
Marian Palla, Duck, Photography of artist, artist’s archive
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Helena Musilova / Nejradikalnéjsi umélecké hnuti

Hnuti Fluxus, pUsobici na mezinarodni umélecké
scéné od pocatku Sedesatych let, sehralo v uméni
stfedni Evropy vyznamnou roli zprostfedkovatele
vztahu s celosvétovym aktualnim umeénim inter-
medialni povahy. Jednim z jeho podstatnych rysU
bylo feseni otazek vztahu vizualniho uméni a hudby,
jez - spolu s jazykovou a performativni, respektive
procesudlni slozkou dila - tvofily na koncertech
a vystoupenich Fluxu integralni celek. Nasledujici
text se zabyva fadou aspektd majicich vychodisko
pravé v otevienosti Flux aktivit, které zasadné ovliv-
nily umélecky provoz v tehdejsim Ceskoslovensku,
zejména prostrednictvim plsobeni brnénského kura-
tora a umeélce Jifiho Valocha, prazského uméleckého
aktivisty Milana Knizaka a nékolika dalSich osobnosti
nezavislé scény.

Jak doklada Tomas Pospiszyl v knize Asociativni
déjepis uméni," prvni informace o hnuti Fluxus
v ranych Sedesatych letech ziskal a Uzkému okruhu
svych pratel schazejicich se v ateliéru Mikulase
Medka zprostredkovaval Jifi Kolar. Prave Jifi Kolar
a Jindtich Chalupecky také pomohli navazat vztah
Fluxu a Milana Knizaka, dnes nejznaméjsiho ¢eského
predstavitele tohoto hnuti, disponujiciho titulem redi-
tel Fluxus East. Podobné stal Kolar také u zprostied-
kovani kontakt s hnutim Fluxus pro Jifiho Valocha,
ktery pak léta s fadou aktér hnuti Fluxu intenzivné
komunikoval. Aktivity Fluxu, a zejména otevieny
zpUsob prace a chapani uméleckého dila v jeho
intermedialité jako specifické formy komunikace, se
v urcité dobé staly pro Valochovu tvorbu i ostatni
¢innost naprosto zasadni. Jifi Valoch tyto podnéty
transformoval do specifické podoby, finalné ovliviiu-
jici zejména moravskou a slovenskou ¢ast tehdejsi
Ceskoslovenské umélecké scény na konci Sedesatych
a zaCatkem sedmdesatych let.

1 POSPISZYL, Toma$. Asociativni déjepis uméni. Praha: Tranzit,
2014, s. 51-52. Pospiszyl se v kapitole ,Fluxus v Cechéch a Cesi
ve Fluxu. Komunikacni sité, informacni provoz a hierarchie
uméleckého svéta” zabyva zejména vazbami Jifiho Kolare

a Milana Knizaka s hnutim Fluxus, zminuje zde také obrazem
hnuti Fluxus v dobovych ¢eskych médiich. Ke vztahu ¢eského
prostfedi a hnuti Fluxus viz napf. HAVRANEK, Vit (ed.). Akce,
slovo, pohyb, prostor: experimenty v uméni Sedesatych let. Praha,
1999; STEGMANN, Petra. Fluxus East: Fluxus Networks in Central
Eastern Europe. Berlin, 2007.
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The Fluxus movement, active on the international art
scene during the 1960s and 1970s, played an import-
ant role in Central Europe as mediator of the most
up-to-date global trends in the sphere of intermedial
art. One of its core activities involved asking questions
regarding the relationship of art and music. Along
with the linguistic and performative, i.e., the proce-
dural element of a work, all of these themes were
brought together into an integrated whole at Fluxus
events. This text will examine many of the elements
that emerged from the openness of Fluxus activities
and that had an important influence on art in what
was then Czechoslovakia, especially thanks to the
work of the Brno-based curator and artist Jifi Valoch,
the Prague-based art activist Milan Knizak, and many
other personalities on the independent art scene.

As Tomas Pospiszyl points out in his book An
Associative Art History," it was Jifi Kolaf who was privy
to the first information regarding the Fluxus move-
ment in the early 1960s. He shared this information
amongst the close circle of friends that used to meet
in Mikulas Medek’s studio. And it was Jifi Kolaf and
Jindfich Chalupecky who helped establish the rela-
tionship between Fluxus and Milan Knizak, the latter
the best known Czech representative of the move-
ment who became director of Fluxus East. KolaF was
also responsible for establishing contact between
Fluxus and Jifi Valoch, who was in intensive communi-
cation with a number of its members for several years
afterwards. For a time, the activities of the movement,
above all its open methods of work and its under-
standing of the artwork in its intermediality as a spe-
cific form of communication, were crucial for the
development of Valoch’s work and other activities.
Valoch took these influences and transformed them
into a unique phenomenon that had a huge influence
on the Moravian and Slovak art scenes at the end of
the 1960s and start of the 1970s.

From the start of Valoch’s active engagement
with art (what Milan Knizak was later to call his ob-
session?), i.e., from around the start of the sixties, his

1 POSPISZYL, Tomas (2014). Asociativni déjepis
uméni [An Associative Art History]. Prague: Tranzit,
pp. 51-52. In the chapter entitled “Fluxus v Cechach
a Cesi ve Fluxu. Komunikaéni sité, informaé&ni provoz
a hierarchie uméleckého svéta”, Pospiszyl focuses

on the links between Jifi Kolaf and Milan Knizék and
Fluxus. He also looks at the image of Fluxus in Czech
media at the time. Other literature on the relationship
of Czechoslovakia to the Fluxus movement:
HAVRANEK, Vit (ed.) (1999). Akce, slovo, pohyb,
prostor: experimenty v uméni Ssedesatych let. Prague;
STEGMANN, Petra (2007). Fluxus East: Fluxus Networks
in Central Eastern Europe. Berlin.

2 KNiZAK, Milan. [untitled text]. In KOLECEK, Michal
(ed.) (1999). Jifi Valoch. Usti nad Labem.
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creative work was bound up with his curatorial and
theoretical activities. The roles of artist, poet, curator,
critic, musician, theorist, collector and teacher all
came together in the person of Valoch. His world
was a reflection of language, its visual, semantic

and relational links. He was primarily interested in
multifaceted work drawing on geometry, visual and
conceptual poetry, graphic music and phonic poet-
ry, conceptual and post-conceptual photography,
installation (textual and interventional), events and
interventions in nature. These were modes of expres-
sion that dovetailed nicely with the broader interests
of the Fluxus movement. And it is in his work and
that of his opposite in some respects, Milan Knizak,
that we see the adaptation of the influence of Fluxus
to the Czechoslovak and more generally the Central
European cultural milieu.

In the early days of Fluxus, there was an em-
phasis on thinking through and rediscovering the
classical avant-garde, especially as it pertained to the
relationship between image and letter (the legacy of
Guillaume Apollinaire, Kurt Schwitters and others), to
Dadaism (see the lecture by George Maciunas enti-
tled Neo-Dada in the USA and the concert Neo-Dada
in Music of 1962), and especially to the work of Marcel
Duchamp. To these basic sources must be added the
influence of the composer John Cage, a huge admirer
of Duchamp, whose models of random operations,
aesthetic of the everyday, and new type of subjec-

IWODrE ROV VIADRAR BUSDA
IAZHAMY VEFUPEMEL W GALE PATYZ

manifest [luxu

Od pocatkd Valochova aktivniho souziti s uménim
(které Milan Knizak pozdéji nazval posedlosti?), tedy
zhruba od zacatku Sedesatych let, je jeho autorska
tvorba neoddélitelné spjata s kuratorskou a teo-
retickou ¢innosti. Ve Valochové osobé se prolinaji

a splyvaiji ¢innosti vytvarnika, basnika, kuratora,
kritika, hudebnika, teoretika, sbératele i pedagoga.
Valochovym svétem je reflexe jazyka, jeho obrazové,
sémantické i vztahové vazby. Primarné ho zajima
prace mnohotvarnym zplsobem vyuzivajici jazyk
geometrie, vizualni a konceptualni poezie, grafické
hudby ¢i fonické poezie, konceptualni a postkon-
ceptualni fotografie, instalace (textové i intervencni),
akce a intervence v pfirodé. To jsou formy vyjadreni,
které zapadaji i do Sirokého zabéru hnuti Fluxus.

A praveé na prikladu tvorby a celkového plsobeni
Jifiho Valocha a Milana Knizéaka jako urcitého
Valochova opaku je mozné vidét modifikace impulzl
danych hnutim Fluxus v ceském, obecnéji i stredoev-
ropském prostredi.

2 KNiZAK, Milan. [text bez nazvu]. In KOLECEK, Michal (ed.).
JiFi Valoch. Usti nad Labem, 1999, nestr.
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V pocatcich hnuti Fluxus stoji nové promys-
leni a znovunalézani klasické avantgardy vazici
se zejména ke vztahu obrazu a pisma (dédictvi
Guillauma Apolinaira, Kurta Schwitterse a dalsich),
k dadaismu (viz pfednaska Georga Macinause
Neodada v USA a koncert Neodada v hudbé z roku
1962) a zejména k tvorbé Marcela Duchampa.
K tomuto zasadnimu zdroji se pridruzil vliv hudebniho
skladatele Johna Cage, velkého pfiznivce Duchampova
dila, jehoz modely nahodnych operaci, estetika
vSedniho dne a novy typ subjektivity predznamenaly
a teoreticky podlozily aktivity budouciho hnuti.
Zaroven byl pro zapadni svét dilezity objev radikalniho
odkazu sovétskych avantgard (skupina LEF).? Litevsko-
americky predstavitel Fluxu George Maciunas dosahl
ojedinélého propojeni obou zdanlivé nespojitelnych
poloh - umélecké tradice vychodni (jak ve smyslu
stfedni a vychodni Evropy, tak uméni Asie, zejména
Japonska) a zapadni. Podobné jako on byla fada
aktérd hnuti Fluxus emigranty, nebo spiSe migranty
(ve smyslu svétoobcanstvi). Tato okolnost vedla
k nepredpojatému pfijimani inspirace vychazejici
z uméleckych odkazl napfi¢ celym svétem,
k internacionalité, kterou v sobé hnuti od pocatku
obsahovalo. Tato velkorysa koncepce (tvorena spise
intuitivné nez slozité teoreticky promyslend) zahrnula
také zemé tzv. socialistického bloku, pro ktery se
tak hnuti Fluxus stalo jednim z dalezitych kulturnich
pojitek prochazejicich napfi¢ zeleznou oponou.®
Fluxus v sobé navic od po¢atku obsahoval opozici vici
institucionalizovanému uméleckému svétu, at uz to
v rlznych ¢astech svéta znamenalo cokoliv.

Faktické zahajeni ¢innosti Fluxu se uskutec¢nilo
9. ¢ervna 1962 v galerii Parnass ve Wuppertalu
v zdpadnim Némecku, nasledovalo nékolik evropskych
koncertl a festival( (Fluxus-Internationale Festspiele
Neuster Musik, 1962, Wiesbaden). Nicméné hnuti
Fluxus uvedlo na uméleckou scénu vedle perfor-
manci, happeningd, uméleckych zabayv, flux koncertl
a eventl i dalsi efemérni umélecké projevy, jako byly
drobné akce, mail art ¢i stamp art, tedy nenapadna
gesta na pomezi uméni a realného Zivota, ¢imz se

3 BOIS, Yve-Alain; BUCHLOH, Benjamin; FOSTER, Hal; KRAUSS,
Rosalind. Uméni po roce 1900. Praha: Slovart, 2015, s. 457.

4 Jak utopické vsak tyto predstavy ze strany zakladatelt Fluxu
byly, doklada ve svém clanku pravé Tomas Pospiszyl (pozn. 2),
s. 61.
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tivity foreshadowed and theoretically underpinned
the activities of what was to become Fluxus. Also
important for the Western world was the discovery of
the radical legacy of the Soviet avant-garde (the LEF
group).® The Lithuanian-American representative of
Fluxus, George Maciunas, achieved a unique synthesis
of two seemingly incompatible positions: the artistic
tradition of the East (in the sense of both Central and
Eastern Europe and Asia, especially Japan) and the
West. Like Maciunas himself, many members of Fluxus
were emigrants or rather migrants (in the sense of
being cosmopolitan, artistic nomads). This led to an
open, unbiased acceptance of inspiration from artistic
legacies from around the world and an international-
ism that characterised the movement right from the
start. This open-minded conception (more the result
of intuition than any contorted intellectual thought
process) included the countries of the socialist bloc,
for which Fluxus became one of the important cultural
points of connection passing over the Iron Curtain.?
Furthermore, right from the start Fluxus set itself in
opposition to the institutional art world, whatever this
might mean in different parts of the world.

The Fluxfests began on 9 June 1962 at the
Parnass Gallery in Wuppertal in East Germany. This
was followed by several European concerts and festi-
vals (Fluxus-Internationale Festspiele Neuster Musik,
1962, Wiesbaden). In addition to performance, hap-
pening, artistic divertissement, concerts and events,
Fluxus introduced to the art scene other ephemeral
projects such as small events, mail art and stamp art,
i.e. inconspicuous gestures on the border of art and
real life. In this way it made a significant contribution
to what the American theorist Lucy Lippard calls the
dematerialisation of the artwork. For many Central
European artists, these subtler art forms, including
the phenomenon of an open, collaborating commu-
nity, were perhaps even more important than the

happenings and festivals we tend to remember today.

Most importantly, the very nature of the Fluxus move-
ment was experimental, and, as the title suggests,
“flowing”, “flux” and “evanescent”.® Being part of the
group was less about membership and more about
a kind of affinity.

The movements first festivals and events were
held in 1962 and 1963. This was at a time when Jifi

3 BOIS, Yve-Alain; BUCHLOH, Benjamin; FOSTER,
Hal; KRAUSS, Rosalind (2015). Uméni po roce 1900.
Prague: Slovart, p. 457.

4 However, Tomas Pospiszyl points out just how
utopian these ideas of the founders of Fluxus were in
his article, op cit. in ftn. 1, p. 61.

5 George Maciunas explained the etymology of the
term Fluxus in the anthology Manifesto published in
1963, which contains three other senses of the word:
purge, tide and fuse.
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Valoch had already begun his practical and theoret-
ical exploration of visual poetry and was in contact
with other figures active in Czech new poetry. Just
one year later, Milan Knizak, one of the key players
on the Czechoslovak art scene after 1960, an artist
without any limits whatsoever in terms of medium,
the creator of objects and installations, a perform-

er and initiator of events and musician, mounted

his first happenings, manifestations and artistic
demonstrations in the Novy Svét district of Prague.
In 1965, Knizak began a correspondence with George
Maciunas, with whose broad concept of art he was in
complete agreement. As Tomas Pospiszyl has pointed
out, Knizak was critical of many of the activities of
Fluxus because he felt there was too much empha-
sis placed on art.® At his early events in Prague and
Marianské Lazné, Knizak invited passersby to adopt

a stance regarding a specific “problem” or issue. In
1964, along with like-minded artists (Jan Mach, Vit
Mach, Sona Svecova, Jan Trtilek and Robert Wittman),
he founded the group Aktual. The group’s activities
(manifestations, performances, events held in public
space, etc.) were similar to those of Fluxus, which
Knizak had not yet come across. For Knizak and his
circle, creative activities were less about artefacts or
appearances than a way of life, the defamiliarisation
or estrangement of the quotidian and a quest for
transformation, transition and the dissolution of the
boundaries between life and art. Perhaps the spirit
of this new approach is best captured by the words
initiation or activism.

By 1966, George Maciunas had appointed Knizak
the representative of Fluxus in Prague, thus declaring
complete acceptance of the latter’s activities on the
part of his American friends. This served as import-
ant confirmation for Knizak of the path he had opted
for. His activities intensified, and of especial interest
within the context of this publication is the project
Broken Music and the creation of the band Aktual in
1967. The band featured the guitarists Pavel Tichy and
Ivan Cori and gave its first performance in March of
the same year as part of the celebrations surround-
ing International Women'’s Day in Velka Hledsebe.
Unfortunately, it was forced to bring things to a halt
after only its third song. Knizak was involved in an
extraordinarily wide range of activities at this time as
wel as thinking in terms of global visions, as we see
from his plans for the project Manifestace pospolito-
sti.” In 1968, Knizak left, upon Maciunas’s invitation,
for a two-year stay in the USA. Upon his return in 1970
to a completely transformed social and political sit-
uation, he revived Aktual and organised several con-
certs. However, the band was forced to bring a halt to
its activities at the end of 1972.

€ POSPISZYL, op cit. in ftn. 1, p. 63.
7 POSPISZYL, op cit. in ftn. 1, pp. 71-73.

vyrazné podilel, slovy americké teoreticky Lucy
Lippard, na dematerializaci uméleckého dila. Tyto
meéné napadné umélecké formy, véetné fenoménu
otevreného spolupracujiciho spolecenstvi, se staly
pro fadu umélc stfedni Evropy klicovymi mozna vice
nez dnes ¢asto vzpominané happeningy a festivaly.
Podstatné je, Ze samotna povaha hnuti Fluxus byla
experimentalni, a jak uz je to vlozeno v jeho nazvu,
.plynouci”, ,tekouci”, ,nestala”® U jeho Ucastnikl tedy
neslo o faktické clenstvi, spise o jakousi spfiznénost.

Své prvni festivaly a eventy porfadalo hnuti Fluxus
v letech 1962 a 1963. Jiz v této dobé se Jifi Valoch
zacinal prakticky i teoreticky zabyvat vizualni poezii
a aktivné kontaktovat dalsi protagonisty ¢eské nové
poezie. Jen o rok pozdéji proved| své prvni happe-
ningy, manifestace a umélecké demonstrace v Praze
na Novém Svété Milan Knizak, jedna z nejvyraznéjsich
postav ¢eského uméni po roce 1960, umélec bez
jakychkoliv limitl z hlediska média, autor objektd
a instalaci, performer, iniciator akci a hudebnik.
Minimalné od roku 1965 si Knizak korespondoval
s Georgem Maciunasem, s nimz se zcela shodl
na svém Sirokém pojeti uméleckych projevd. Jak
doklada Tomas Pospiszyl, byl Knizak i k fadé aktivit
hnuti Fluxus kriticky, s tim, Zze se stale pfilis orientuje
na uméni.® Knizak se svymi ranymi akcemi v Praze
a v Marianskych Laznich snazil vyzvat kolemjdouci
k zaujeti stanoviska k nastolenému ,problému” nebo
udalosti. V roce 1964 zalozZil se spratelenymi umélci
(Jan Mach, Vit Mach, Sona Svecova, Jan Trtilek,
Robert Wittman) skupinu Aktual. Formalnimi projevy
(manifestace, performativni vystoupeni, akce ve
vefejném prostoru aj.) se projekty Aktualu bliZily hnuti
Fluxus, jehoz aktivity v té dobé jesté Knizak neznal.
Pro Knizéaka a jeho okruh byla tvirci ¢innost spise nez
o konkrétnich artefaktech nebo uméleckych vystou-
penich o zpUsobu Zivota, ozvlastiovani kazdodennich
situaci a snaze o proménu, prostoupeni, respektive
setfeni hranic mezi zivotem a uménim vibec. Asi
nejlépe mize jeho pojeti charakterizovat slovo iniciace
Ci aktivismus.

UZ v roce 1966 oznacoval George Maciunas
Knizaka za zastupce Fluxu v Praze, ¢imz deklaroval

5 George Maciunas vysvétloval tento termin vedle latinského
prekladu i ve sborniku Manifesto v roce 1963, kde zminoval tfi
vyznamy: ocistit (purge), proudit (tide) a sloucit (fuse).

€ POSPISZYL, pozn. 2, s. 63.

127



Helena Musilova / Nejradikalnéjsi umélecké hnuti

[+33
¥ = Ci
B o
%
T %
197 I‘:II 188 \ [}
- EN E N
J."r < o 120
r ' " T i P . |
£73 42 157 L1 g | oW
y J f * 208
m e f \
/'rn | m
'L |
F
> | \
- \
o o \ ' /
! z/. | I". -'-'da i
s I A o 182 el
i
> ]
o B0 103 Vg
43 i
{[7a] et B e |
] f - 208 s |
| /
/ |
f \ L2 48 04
L= J "3
f
.90 8l
o oo (g —=mee o= 1) ]
| S a
o /
! o o Fy
/ A
- L s
ag p, - S

Toshi Ichiyanagi, Hudba pro electricky metronom, 1960, graficka partitura,
sbirka The Museum of Modern Art, New York, zdroj: Wikimedia Commons
Toshi Ichiyanagi, Music for Electric Metronome, 1960, graphic score, collection:

The Museum of Modern Art, New York, source: Wikipedia Commons

témér absolutni akceptovani jeho dosavadni ¢innosti
americkymi prateli, coZ pro Knizdka znamenalo
dulezité potvrzeni cesty, kterou se vydal. Jeho ¢innost
pak jen nabyla na intenzité; v kontextu této publikace
mUzeme zminit projekty Destruované hudby &i vznik
kapely Aktual v roce 1967. Knizak spolu s kytaristy
Pavlem Tichym a lvanem Corim poprvé vystoupili

v breznu tohoto roku v ramci oslav Mezinarodniho dne
zen ve Velké Hledsebi; koncert véak museli ukoncit
po odehrani treti skladby. Knizakovy aktivity tohoto
obdobi byly mimoradné siroké, uvazujici v globalnich
vizich, jak o tom svédci plany k projektu Manifestace
pospolitosti.” V roce 1968 odjel Milan Knizak na
pozvani Maciunase na témér dvoulety pobyt do USA.
Po navratu v roce 1970 do jiz zcela jinych spolecen-
skych a politickych podminek se mu sice podafilo
obnovit skupinu Aktual a usporadat nékolik koncerta,
nicméné na konci roku 1972 byla kapela donucena
ukongit svoji ¢innost.

7 POSPISZYL, pozn. 2, s. 71-73.
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Valoch's introduction to Fluxus was complete-
ly different. As we have seen, the crucial factor in
Valoch's career path was the meeting arranged by
Ladislav Novak with Jifi Kolar, an important figure
on the European art scene. Through Kolaf, Valoch
met many other well known figures, e.g., Bohumila
Grogerova and Josef Hilsar and the Louny-based
geometrists. He also found himself in the centre of
unofficial art at that time, largely associated with the
circle of people meeting at Medek’s apartment in
Prague. It was also around this time that Valoch began
his obsessive collecting, or rather the creation of his
personal artistic archive. Jifi Kolaf played a key role
here too and during one of their meetings proposed
a swap: one of his “rollages” for Valoch’s typescripts.

Galvanised by these encounters, Valoch struck
out on his own. A career milestone was his member-
ship of the group Mladi pratelé vytvarného umeéni
[Young Friends of Fine Art] (MPVU)8, founded in 1960
at the Brno House of Arts by its director Adolf Kroupa

8 For more on the activities of the MPVU see
MUSILOVA, Helena (2018). Jifi Valoch. Curator,
Theoretician, Collector. Years 1965-1980. National
Gallery in Prague, pp. 31-34, 82-85, 174-177.
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and the theorist Igor Zhof. The group was host to
Valoch's first lectures and also invited Milan Knizak to
Brno, who prepared one of his first public appearanc-
es within the framework of the MPVU. Valoch recalls
how Knizak’s character fascinated him and opened
up a new world untrammelled by convention and
routine. He had first encountered his ideas in 1965

in the pages of Tvar, which had published one of
Knizak’'s manifestos. It is clear from the correspon-
dence between the two men from autumn 1966 that
Knizak was pleased to have been invited to Brno: “[...]
it would be great if you could pay my travel expenses,
etc., though that isn't so important. The main thing is
to disseminate AKTUALNI [meaning topical, though
clearly also a reference to Knizak’s band] ideas.

That’s why, come what may, | will come. I'll bring the
texts you asked for with me.”® The two men agreed on
a two-day programme that would include individual
and collective events in the House of Art and around
the city, a performance lecture, and the projection

of Fluxus films.1® The event took place on 28 and 29
January 1967 and warranted a brief write-up in the lo-
cal media. The people of Brno, blissfully unaware that
this was art, called the police. Luckily an official inves-
tigation was averted since the event had been duly
announced and approved by the National Committee
of the city of Brno as part of the annual programme of
events of the House of Arts and according to its de-
scription was fully in line with other events organised
by the venue.

Around the mid-1960s, Valoch began writing let-
ters to people whose contacts he had obtained from
KolaF, Chalupecky and Knizak. These included Ken
Friedman, Ben Vautier and Alan Kaprow. He enclosed
typescripts and minimal poems, and in return received
short letters, programmes and invitations, in short
the standard package of materials that Friedman sent
around the world, and these too formed another pillar
of Valoch’s collection-cum-archive. Other mem-
bers of the Brno art community followed his lead, for
instance Jifi Hynek Kocman (1947, Brno), whose main
sphere of interest was mail art and stamp art, from
which his own archive gradually emerged.

These newly acquired inputs appeared in
Valoch'’s designs for possible exhibitions for the

® Undated letter from Milan Knizak to Jifi Valoch,
Archive of the Marinko Sudac Collection.

1° For his event, Knizak needed several Christmas
trees in stands, a large pot, a place where he could
cook soup, bowls and spoons, 20 random objects of
various sizes, a bucket and brush.

" The correspondence between Valoch and Vautier is
known in part. Only some of Valoch’s contribution are
extant and are held in the George Maciunas Archive
(The Gilbert and Lila Silverman Fluxus Collection
Archives, Museum of Modern Art, New York).
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JiFi KolaF, Basen ticha, 1962, asamblaz, kaminky, Muzeum
moderniho uméni, Olomouc

Jifi KolaF, Poem of Silence, 1962, assemblage, pebbles,
Museum of Modern Art, Olomouc

Valochova cesta k a v rdmci hnuti Fluxus byla
naprosto odlisna. Jak uz bylo fec¢eno, rozhodujici
pro dalsi profesni drahu Jifiho Valocha bylo setkani
s vyznamnou postavou evropské umélecké scény,
s Jifim Kolarem, které zprostiedkoval Ladislav Novak.
Kolarovo doporuceni otevielo Valochovi cestu
k celé fadé dalsich osobnosti a dostalo ho doslova
do centra aktualniho neoficiadlniho déni rozvijejiciho
se kolem spolecnosti schazejici se v byté u Medkd
v Praze, k Bohumile Grégerové a Josefu Hilsarovi
nebo k Lounskym geometristiim. Za zminku stoji,
Ze do této doby spadaji i pocatky Valochovy obse-
sivni sbératelské cinnosti, respektive vytvareni jeho
osobniho archivu uméni. | zde byl iniciaéni postavou
Jifi Kola¥, ktery pfi jednom ze setkani navrhl vyménu:
za Valochovy strojopisy jednu Kolafovu rolaz.

Po tomto impulzu zac¢al Valoch vyvijet intenzivni
vlastni aktivity, ddlezitym se stal vstup do uskupeni
Mladi pratelé vytvarného uméni (MPVU),? které pri

8 O &innosti MPVU viz napf. MUSILOVA, Helena. Jifi Valoch.
Curator, Theoretician, Collector. Years 1965-1980. Praha: Narodni
galerie, 2018, s. 31-34, 82-85, 174-177.
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Jacob Kirkegaard: Testimonium, dokument bf . y .
z nahravani, 2019, foto: archiv umélce UVOd d O a kUSt I C ke e kO I Og Ie

Jacob Kirkegaard: Testimonium, document from the

recording session, 2019, photo: artist’s archive I ntrOd uction to Acoustic ECOIOgy
Michal Kindernay

136 137



Michal Kindernay / Uvod do akustické ekologie

Kdyz kanadsky skladatel a environmentalista
Raymond Murray Schafer (1933) vydal v roce 1977
The tuning of the world", mozna netusil, ze se text
stane jednou z pomyslnych bibli oslavujicich rGzné
formy zvukovych krajin a jednim z vyznamnych
zdrojl pro dnes souhrnné oznacované soundscape
studies? (studium zvukového prostiedi / zvukovych
krajin). Kniha je dobrodruznym pojednanim o zvuku
a jeho podobach, jez stavi do souvislosti hudebnich,
fyzikalnich i jinych védnich odvétvi. Schafer vede
dialog se svymi studenty a na zvuk (potazmo hudbu)
nahlizi odliSnym a kritickym pohledem. Vypravi
pfibéh zvuku od jeho prvopocatkl pred nastupem
reprodukéni techniky i po prdmyslové revoluci.
Predvida soucasnou alarmuijici situaci akustického
znedcisténi a otevira Siroké spektrum otazek, jak
pristupovat ke zvukovému charakteru méstského

i venkovského prostredi.

Spole¢né se svym asistentem Barrym Truaxem?
(1947) zacal Schafer koncem sedmdesatych let pouzi-
vat vedle vyrazu zvukové krajiny i koncept akustické
ekologie*. Oznacuji tak studium vzajemnych vztah(

a interakci mezi zivymi organismy a jejich zvuko-

vym prostredim. Akusticka ekologie je Siroky obor
zaméreny na vyznam a komplexnost zvuku v Zivotnim
prostiedi, véetné plsobeni ¢lovéka. Schafer sv(j
program neomezuje na pouhou kritiku prdmyslového
zvukového znecisténi, ale pfichazi se souhrnnou

a komplexni filozofii, tykajici se vztahu ¢lovéka,
techniky, spolecnosti a pfirody. Zakladni myslenka
spociva v jeho presvédceni, ze bychom se méli znovu
ucit pozorné naslouchat zvukim okolniho svéta jako
by to byla hudba a rovnéz to, ze jako spolec¢nost jsme
za jeji znéni zodpovédni, mizeme ji spoluvytvaret.

K tomu potfebujeme zbystfit nas sluch, nase auralni

1 SCHAFER, R. Murray (1977). The Tuning of the World. New
York: Random House.

2V akustické ekologii, ktera se zabyva studiem zvukového
prostredi, se pouziva terminu studie zvukového prostredi
(soundscape studies) nebo vyzkum zvukového prostiedi
(soundscape research). Viz RIHACEK, Tomas. Jak zni mésto?
Brno: Masarykova univerzita, 2006.

3 Barry Truax (1947) je kanadskym skladatelem a dalsi
vyznamnou postavou akustické ekologie. Jako prvni
experimentoval s implementaci granularni syntézy v redlném
Case.

4 Pouzivaji se také terminy ekologie zvukového prostiedi
(soundscape ecology), ekologie zvuku (ecology of sound) ¢i
zvukova ekologie (sound ecology).
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When Canadian composer and environmentalist
Raymond Murray Schafer (1933) published The Tuning
of the World (1977),' he may have not expected his
text to become one of the bibles celebrating different
forms of soundscapes and one of the important sourc-
es for what is now collectively referred to as sound-
scape studies.? The book is an adventurous treatise on
sound and its forms, which it contextualises in music,
physics and other scientific fields. In a conversation
with his students, Schafer views sound (and music, by
extension) from a different and critical perspective.
He tells a story of sound from its early beginnings
before the ascent of reproduction technology to the
post-industrial era. He predicts the current alarming
state of noise pollution and opens a broad spectrum
of questions on how to approach the acoustic nature
of the environment, both urban and rural.

By the end of the 1970s, Schafer and his assis-
tant Barry Truax® (1947) started using the concept of
acoustic ecology? in addition to the term soundscape.
Acoustic ecology refers to the study of interrelations
and interactions between living organisms and their
sound environment. As a broad field, it focuses on the
relevance and complexity of sound in the environ-
ment, including human influences. Schafer’s pro-
gramme is more than a critique of industrial sound
pollution: he comes up with a comprehensive and
complex philosophy of the relations between people,
technology, society, and nature. The basic idea is his
belief that we should re-learn how to attentively listen
to the sounds of the surrounding world as if they were
music and also that we as a society are responsible
for, and able to co-create, the ways it sounds. To do
s0, we need to sharpen our hearing, our aural ca-
pacities, at both the individual and the social level.®
(Shafer’s first publication of 1967 was named Ear
Cleaning.) To that end, he develops new terminology
to define the sound specifics of a place. He analyses
its acoustic layers, differentiating keynotes (back-

1 SCHAFER, R. Murray (1977). The Tuning of the
World. New York: Random House.

2 Acoustic ecology, as the study of acoustic
environment, uses the term soundscape research. See
RIHACEK, Tomas (20086). Jak zni mésto? [How does the
City Sound?] Brno: Masarykova univerzita.

3 Barry Truax (1947) is a Canadian composer and
another important figure of acoustic ecology. He
pioneered the experimental implementation of real-
time granular synthesis.

4 Other frequently used terms include soundscape
ecology, ecology of sound, and sound ecology.

5 LEONARDSON, Eric (2014). Acoustic Ecology

and Ethical Listening. [Online; accessed 2020-02-

08]. Available from WWW: <https://www.academia.
edu/7318100/Acoustic_Ecology_and_Ethical_
Listening>.

Michal Kindernay / Introduction to Acoustic Ecology
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Raymond Murray Schafer: The Cityscape of the Future,
kresba z knihy Nova zvukova krajina, 1969

Raymond Murray Schafer: The Cityscape of the Future,
drawing from the book New Soundscape, 1969

ground sounds that cannot be heard all the time but
are locally characteristic and representative of local
geography and climate: the sounds of water, wind,
meadows, woods, birds, insects and animals),® sound
signals (foreground sounds that catch one’s attention:
bells, horns, announcements, sirens), and soundmarks
(analogically to landmarks: concrete typical sounds
associated with the local community). The complete
picture of sound assembled from these elements is in
a way unique and characteristic of a specific acoustic
identity, similarly to the specifics of local architecture
or culture. Furthermore, Schaefer categorises the
acoustic environment into hi-fi (sounds are clearly
distinguished thanks to a low level of ambient noise)
and lo-fi (where acoustic signals disappear due to the
predominant, loud anthropophonic sounds.

As a result of industrialisation, urban and rural
landscapes change, and with them their acoustic
character. Their acoustic dynamics have been radical-
ly transformed by automation as well as road, ship and
air transport. The progress of the industrial revolution
has changed the ways people relate to sound, and
everything has been enveloped in the veil of machine
noise. A continuous layer of noise is formed by the
multitude of sound sources in cities, one that does not
stop even at night. The countryside, too, is deafened
by the repetitive sounds of the engines of cars, mow-
ers, agricultural machinery, airplanes. At the same
time, the acoustic expressions of animals and insects
only occupy a narrow frequency band, on which all
their communication takes place. Those frequency
bands get disrupted by the expanding urban areas,
peripheries and industrial zones. And when mating
signals, for instance, remain unheard, some bird

€ SCHAFER, 1977, ftn. 1.

schopnosti - jak na individualni, tak i spolecenské
urovni® (Shaferova prvni publikace z roku 1967 se
jmenovala Ear Cleansing [Cisténi usi]). K tomu vyviji
novou terminologii, kterd umoznuje definovat zvuko-
vou specificnost konkrétniho mista. Analyzuje jeho
zvukové vrstvy a déli je na zakladni tony (keynotes) -
coz jsou zvuky v pozadi, které nejsou slyset stéle,

ale jsou lokalné charakteristické a jsou pfiznakem
mistni geografie a klimatu, tj. zvuky vody, vétru, luk,
lesa, ptakd, hmyzu a zvirat -,® dale na zvukové signaly
(sound signals) - zvuky v popredi, které upoutavaji
pozornost, tj. zvony, klaksony, hlaseni, sirény - a na
zvukové prvky (soundmarks - analogie krajinného
prvku) - konkrétni typické zvuky vztahujici se k mistni
komunité. Celkovy zvukovy obraz poskladany

z téchto prvkd je jistym zplsobem unikatni a charak-
terizuje zvukové specifickou identitu, podobné jako
muzeme lokalizovat naptiklad mistni architekturu

a kulturu. Schafer dale zvukové prostredi rozdéluje
na hi-fi (zvuky jsou jasné rozeznatelné diky nizké
ambientni hladiné hluku) a lo-fi (v tomto zvukovém
prostiedi se akustické signaly ztraceji kvali dominanci
antropofonnich hlasitych zvuka).

Méstska i ruralni krajina se diky industrializaci
méni a s ni i jeji zvukovy charakter. Automatizace,
silnicni, lodni a letecka doprava vyrazné proménily
jeji zvukovou dynamiku. Prdmyslova revoluce svym
pokrokem promeénila vztah lidi ke zvuku a vSe zahalila
do oblaku hluku stroji. Mnozstvi zvukovych zdroj(
ve méstech vytvari kontinudlni hlukovou vrstvu,
ktera neuticha ani v noc¢nich hodinach. Také venkov
ohlusuji repetitivni zvuky motort aut, sekacek, pil,
zemédélskych strojl i letadel. Zvifata a hmyz pfitom
svymi zvukovymi projevy okupuji jen uzké frekvencni
pasmo, ve kterém probiha veskera komunikace.
Rozsifujici se méstské oblasti, periferie a priimyslové
zbny tato frekvencéni pasma prehlusuji. A pokud
napriklad signaly k pareni zistanou nevyslySeny,
muze to zpUlsobit i vymirani nékterych druh( ptaka.”

5 LEONARDSON, Eric. Acoustic Ecology and Ethical Listening.
2014, dostupné z WWW: <https://www.academia.edu/7318100/
Acoustic_Ecology_and_Ethical_Listening>.

€ SCHAFER, 1977, pozn. 1.

7 Dle poslednich vyzkum( zpUsobuje hluk také chronicky
stres se zdravotnimi nasledky. Viz ORTEGA, Catherine P. Effects
of noise pollution on birds: A brief review of our knowledge.
Ornithological Monographs, 74, 2012, dostupné z WWW: <http
https://sora.unm.edu/sites/default/files/om.2012.74.1.6.pdf>.
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Peter van der Ent: Kircherova trouba, Klaster Plasy, 1993,
foto: Daniel Sperl, Archiv Nadace Hermit

Peter van der Ent: Kircher's Tube, Plasy Monastery, 1993,
photo: Daniel Sperl, Hermit Foundation Archive




Milos Vojtéchovsky / Parazité, echo a rezonance -
Symposia Hermit a pfibéh zvukového uméni

Byvaly klaster Plasy hostil v letech 1992 a7 1999 mezio-
borova sympozia a festivaly Hermit, od roku 1996 pak
program celoro¢nich uméleckych rezidenci. Setkavaly
se zde desitky, celkové nékolik stovek hudebnika,
zvukovych umélct, performerd, divadelnik(, konstruk-
térl hudebnich nastrojl a instalaci, tanec¢nik(, filmard,
videoumélc, spisovatell, teoretik i remeslnik(.
Mensi &ast pochézela z Cech, ostatni ze zahraniéi.
Zvlastnosti bylo, ze $lo nejen o multizanrovy, ale také
o mezioborovy, nebo spi$ nadoborovy projekt, ktery -
prestoze ukotveny v severozapadnich Cechach -
sméroval mimo ramce regionalni i narodni a byl
propojen s dalsimi pfibuznymi a paralelnimi aktivitami
v Evropé. ,Experimentalni hudba” a zvukové uméni
hraly od zac¢atku formuijici roli. Spojujici linii nékolika-
letych aktivit nadace Hermit a Centra pro metamedia,
sidlicich v prizemi budovy byvalé prelatury, bylo spi$
naslouchani a akustika nez divani se a pohledovost.
At se totiz navstévnik prochazel labyrintem konven-
tu, bloumal v okoli kostela Nanebevzeti Panny Marie,
barokni sypky s gotickou Kralovskou kapli, odpocival
prfed omselou prelaturou, nebo obchazel polorozpadlé
hospodarské objekty, nemohl se ubranit plsobeni
mistni zvukové krajiny. Akustické kvality konventu,
zvukové zrcadleni v ambitech, dlouho doznivajici echo
v kaplich svatého Benedikta a svatého Bernarda spolu
s rezonancemi dopravy z nedaleké silnice a kiikem
postolek ohranicovaly ukotveni celého projektu. Lze
predpokladat, ze také kvali sluchové neopakovatelné-
mu zazitku se mnozi do Plas( pravidelné vraceli, at uz
jako divaci a posluchaci, nebo aktivni ucastnici.

Byvaly klaster jsem navstivil kvuli studiu déjin
umeéni po poloviné sedmdesatych let a pozdéji zde
zazil polooficialni vystavu socialni fotografie 9x9,
kterou v konventu v roce 1981 uskutecnila Anna
Farova s kastelanem panem Juhou. V roce 1991 mi
pfisla nabidka pfipravit vystavu pro jednu z mistnosti
konventu. Celkem konvencni projekt se po pfimé
zkusenosti z opusténého zasnézeného a melancholic-
kého komplexu budov zménil v dlouhodobéjsi zamér,
smérfujici k pokusu o zalozeni Mezinarodniho centra
pro uméni a média v byvalé sypce a ke konceptu
metamédii, tedy k pokusu o propojeni rliznych
uméleckych médii a percepcnich modelll do jednoho
totalniho tvaru.

To, Ze dramaturgie sympozii obsahovala pomérné
Casto nestandardni discipliny, jako je pravé zvu-
kova instalace, souviselo také s tim, Ze jsem mél
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Between 1992 and 1999, the former Plasy Monastery
hosted the interdisciplinary Hermit symposia and
festivals, and from 1996 onwards a programme of
year-round art residencies. Dozens, sometimes hun-
dreds of musicians, sound artists, performers, actors,
directors, instrument makers, installation artists,
dancers, filmmakers, video artists, writers, theorists
and craftspeople came together there. Some came
from around the Czech Republic, but most were from
abroad. What was interesting was that the project was
not only multi-genre but multidisciplinary, or rather
supra-disciplinary and, though based in northwest
Bohemia, set its sights well beyond the regional and
national context and was connected with other similar
and parallel activities in Europe. Right from the start,
experimental music and sound art played a crucial
role. The common denominator of the activities of
the Hermit Foundation and the Centre for Metamedia,
based in the building of the former prelate, was more
listening and acoustics than watching and vision.
Whether a visitor explored the convent labyrinths,
wandered around the Church of the Assumption of
the Virgin Mary, the baroque granary with the gothic
Royal Chapel, caught their breath before the dilap-
idated prelate’s building, or took a jaunt around the
ramshackle outbuildings, they could not resist the
effects of the local soundscape. The acoustics of the
convent, the audio mirroring in the cloisters, the long
echo in the chapels of St. Benedict and St. Bernard,
along with the resonances of the traffic from the
nearby road and the calls of the kestrels - all of this
created a sonic anchorage to the entire project. We
can assume that many people regularly returned to
Plasy for its incomparable audio experience, either as
viewers and listeners or as active participants.

| visited the former monastery in order to study
art history during the mid-1970s and later visited
a semi-official exhibition of social photography enti-
tled 9x9, organised in the convent in 1981 by Anna
Farova and the castellan Josef Juha. In 1991, | received
an offer to organise an exhibition for one of the rooms
of the convent. After experiencing for myself the
deserted, snow-covered and melancholic complex
of buildings, what started as a fairly conventional
concept turned into a longer-term plan to create an
international Centre for Art and Media in the former
granary and to the concept of metamedia, i.e., the
combination of different artistic media and their asso-
ciated perceptual modes into one total form.

The fact that the organisational plan of the sym-
posium included relatively nonstandard disciplines
such as sound installation was because | had had the
opportunity to familiarise myself with the programme
of the Apollo House art centre in Eindhoven, Holland.
Het Apollohuis was founded by Paul Panhuysen and
Remco Scha in 1980 in the building of the former
tobacco factory and from that point on had become
a pilgrimage site for artists from around the world.

Milos Vojtéchovsky / Parasites, echoes and resonances -
the Hermit Symposia and the story of sound art

Fred Frith, koncert (s Pavlem Fajtem), Klaster Plasy, 1992,
foto: Iris Honderdos, Archiv Nadace Hermit

Fred Frith, concert (with Pavel Fajt), Plasy Monastery, 1992,
photo: Iris Honderdos, Hermit Foundation Archive

This especially applied to those artists who directly or
indirectly claimed allegiance to the legacy of Fluxus,

a movement espousing a philosophy of the inter-
connection of art and life. The curators of the Apollo
House, Paul and Héléne Panhuysen, organised exhibi-
tions, residencies, concerts and publishing activities
right up until 2001, when they were refused support
because of their “excessively international focus”. Paul
and Heléne had an incredible overview of what was
taking place in the sphere of live art and avant-gar-

de music around the world, including in Eastern and
Central Europe. Het Apollohuis was a breeding ground
for experimentation, networking and solidarity and be-
came an essential communications and organisational
centre of a whole network of similar institutions, from
artistic squats such as Aorta and Silo in Amsterdam,
Melkfabriek in Den Boschi, Het Fabriek in Eindhoven,
via alternative galleries such as Moltkerei Werkstatt in
Cologne, the Mex festival in Dortmund, the Kastrich
Gallery in Mainz, the Art Association Gianozzo in
Berlin, Experimental Intermedia in New York, Transart
Communication in Novy Zamce, Construction in
Process in Lodz, to the Gallery Surge in Tokyo.

In 1992, Het Apollohuis assisted with the selec-
tion of artists who, at their own expense, were willing
to risk travelling to an unknown region in north-west
Bohemia. Paul came to the final two-day festival with
Phill Niblock, filmmaker, media artist and composer,
the founder of the famous New York loft Experimental
Intermedia, and tireless traveller and networker.
Thanks to him and many others, Plasy, a new location
in the recently reconnected Europe with exotic sur-
roundings and unexpected acoustic, made a name
for itself.

Another logical factor in the sonic turn was the
recognition that, within the context of high baroque
architecture, work with sound, if compared to painting
or sculpture, was less invasive and disruptive. The
confrontation between old and new, baroque and

pfilezitost seznamit se s programem uméleckého
centra Apollonlv dim v nizozemském Eindhovenu.
Het Apollohuis zalozili Paul Panhuysen a Remco Scha
v roce 1980 v budoveé byvalé tovarny na tabak, ktera
se od té doby stala poutnim mistem pro umélce

z celého svéta. Zejména pro ty, kdo se pfimo nebo
neprimo hlasili k odkazu hnuti Fluxus, zalozeného

na filozofii propojeni uméni se zivotem. Kuratofi
Apolldnova domu Paul a Heléne Panhuysenovi
zajistovali program galerie, rezidenci, pravidelnych
koncertl a vydavatelstvi az do roku 2001, kdy jim
byla odmitnuta podpora z dlivodu ,,pfili§ mezinarodni
orientace”. Paul a Heléne méli neuvéritelny prehled
o tom, co se délo na poli zivého uméni a avantgardni
hudby ve svété, véetné vychodni a stfedni Evropy.
Het Apollohuis tvofil zivhou pldu pro experiment,
propojovani a solidaritu a stal se podstatnym komu-
nikacnim a organizacnim centrem sité podobné
naladénych mist: od uméleckych squatd, jako byly
Aorta nebo Silo v Amsterodamu, Melkfabriek v Den
Boschi, Het Fabriek v Eindhovenu, pfes alternativni
galerii Moltkerei Werkstatt v Koliné nad Rynem,
festival Mex v Dortmundu, galerii Kastrich v Mainzu,
spolek Gianozzo v Berling, Experimental Intermedia
v New Yorku, Trans Communication festival v Novych
Zamcich, Konstrukcja w Procesie (Construction in
Process) v Lodzi az po galerii Surge v Tokiu.

V roce 1992 Het Apollohuis asistoval u vybéru
prvnich umeélcu, ktefi by se (na vlastni naklady)
odvazili prijet do nezndmého kraje severozapadnich
Cech. Na zavére¢ny dvoudenni festival dorazil Paul
spolecné s filmafem, medialnim umélcem a sklada-
telem, zakladatelem proslulého newyorského loftu
Experimental Intermedia, nevycerpatelnym cesto-
vatelem a networkerem Phillem Niblockem. Diky
nim - a radé dalsich - se Plasy, nova lokace v Cerstvé
znovupropojené Evropé, navic s exotickym okolim
a necekanou akustikou, staly znamymi.

Dalsim logickym faktorem obratu ke zvukovosti
byla zkusenost, ze prace se zvukem - ve srovnani
tfeba s malifstvim nebo sochafstvim - v kontextu
vysoké barokni architektury plisobi méné invazivné
a rusivé, ze konfrontace mezi starym a novym, barok-
nim a souc¢asnym nemusi byt nasilna, ale naopak
synergicka. Proto se v nasledujicich letech zvuk
a poslouchani staly tak ddlezitym motivem sympozii
a festivall v Plasech.
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Milo$ Vojtéchovsky / Parazité, echo a rezonance -
Symposia Hermit a pfibéh zvukového uméni

PFima zkusenost a dokumentace
Zajem o zvuk zUstal v ramci dramaturgie Nadace
Hermit a Centra pro Metamedia celych osm let.
Festivaly byly postaveny na scénografii mist, v nichz
akce probihaly. Dny a vecery sestéavaly pro divaky
i umélce v neustalém pobihani a prfechazeni: od
ozvén hudebnich predstaveni v kaplich pres volny
prostor rajského dvora po ambity konventu, k let-
nimu refektari, do sypek nebo do honosného séalu
prelatury. Vétsina koncertd, performanci a instalaci
byla akusticka a improvizovana, hudba se svobodné
a nékdy odvazné propojovala s performancemi, zvu-
kovymi instalacemi, pozdéji s video projekcemi nebo
prednaskami. Na prvni ro¢nik v roce 1992 jsme ve
spolupraci s Jifim Zemankem pozvali umélce, ktefi se
zvukem dlouhodobé zabyvali: Milose Sejna, Martina
Janicka, Jana Svobodu, Lubose Fidlera, Oldficha
Janotu a Mariana Pallu. Pfes Apollohuis pfijeli dalsi,
vcetné Horsta Rickelse, Victora Wentincka, Haralda
Kubiczaka, Anny Homler, Pierra Bertheta, Michaela
Delia, Ada van Buurena, Bram Cox nebo Baudouina
Oosterlyncka. Néktefi - jako Marian Palla nebo Lubo$
Fidler - figurovali jak na scéné vytvarného uméni,
tak hudby, dalsi, jako Martin Janiéek nebo Milo$ Sejn,
v Plasech ,zarezonovali” s dily nékterych zahranic-
nich umélct. Do té doby spis$ obskurni termin ,zvu-
kové uméni” se postupné, alespon v okruhu kolem
Hermitu, stal obvyklym. V pfiloze prvniho katalogu
Hermit byly vydany tfi kratké prehledové texty o zvu-
kovém uméni v Nizozemi, Belgii a Ceskoslovensku.
V poslednim pfipadé nese ¢lanek nazev Tonina
Ceského vytvarného uméni, nebot jsem se neodvazo-
val zminéné umélce (od Arne Hoska, Alese Veselého
&i Olgy Karlikové po Vladimira Kokoliu a Milose Sejna)
oznacit za , zvukové”.

Prestoze improvizované setkani v Plasich nemélo
v roce 1992 zadny rozpocet, podaftilo se dohodnout
spolupraci s plzenskym nahravacim studiem a ¢ast
koncert( a predstaveni mohla byt zaznamenéna
a pozdéji vydana na audiokazeté jako zvukova pfiloha
katalogu. To se ukazalo jako vhodny model a vétsina
katalogl vydavanych Nadaci Hermit tak obsaho-
vala jako pfilohu CD nosi¢. Nezavisle na katalogu
Hermitu v roce 1992 nahrali v konventu autorské
CD Marian Palla a Ales Miller a tajemna formace
Jind rychlost ¢asu. Pozdéji nahral v kapli Hans van
Koolwijk své autorské aloum Bambuso Sonoro.
Praci s dokumentarnim zvukovym materidlem jsme
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Sharon Kivland: Litanie, zvukova instalace, 1993,
foto: Daniel Sperl, archiv Nadace Hermit

Sharon Kivland: Litany, sound installation, 1993,
photo: Daniel Sperl, Hermit Foundation Archive

contemporary, did not have to be violent but could be
synergetic. And so over the years to come, sound and
listening were important themes of the symposium
and festival.

Direct experience and documentation

An interest in sound remained part of the Hermit
Foundation and the Centre for Metamedia for eight
years. Festivals were based on the properties of the
place where the events were held. Both artists and
visitors spent their days and evenings running from
place to place: from the echoes of concerts in the
chapels, through the open space of the heavenly
courtyard, through the corridors of the cloister, to
the summer refectory, to the granaries or to the
opulent prelate’s hall. Most of the concerts, perfor-
mances and installations were acoustic and impro-
vised. Music was freely and sometimes defiantly
combined with performances, sound installations,
and later on with video projections or lectures. In
the very first year, in cooperation with Jifi Zemanek
we invited artists who had long been involved with
sound, including Milo$ Sejn, Martin Janigek, Jan
Svoboda, Lubos Fidler, Oldfich Janota and Marian
Palla. More arrived from Apollohuis, including
Horst Rickels, Victor Wentink, Harald Kubiczak,
Anna Homler, Pierre Berthet, Michael Delio, Ada
van Buuren, Bram Cox, and Baudouin Oosterlynck.
Some of these, e.g., Marian Palla and Lubos Fidler,
featured in both the art and music segments of

the event, while others, such as Martin Janic¢ek and
Milos Sejn, “resonated” in harmony with the works
of foreign artists. The term “sound art”, obscure
until then, gradually became commonplace, at
least in the circle surrounding Hermit. An appendix
to the first Hermit catalogue had three short texts
about the situation of sound art in Holland, Belgium
and Czechoslovakia. The last of these was entitled
“Tonina ¢eského vytvarného uméni”, because | didn’t

Milos Vojtéchovsky / Parasites, echoes and resonances -
the Hermit Symposia and the story of sound art

dare label the artists in question (from Arne Hosek,
Ales Vesely and Olga Karlikova via Vladimir Kokolia
to Milo$ Sejn) “sound artists”.

Even though the improvised meeting in Plasy
in 1992 had no budget, we managed to secure the
cooperation of a recording studio in Plzen, and
so some of the concerts and performances were
recorded and later released on audio-cassette or as
an audio supplement to the catalogue. This turned
out to be a suitable model, and most catalogues
released by the Hermit Foundation contained a CD.
Independently of the Hermit catalogue, in 1992
Marian Palla and Ale$ Miler, along with the secret
ensemble Jina rychlost ¢asu (Another Speed of
Time) recorded a CD in the convent. Later, Hans van
Koolwijk recorded the aloum Bambuso Sonoro in the
chapel. We tried to approach work with documentary
sound material in such a way as to retain the authen-
tic atmosphere of the place. On the CD Letokruhy
(Growthrings) of 1993, in between individual tracks
you can hear the ticking of a clock and the bells
being struck in the granary (i.e., the sound that can
be heard throughout the monastery and beyond) and
the echoes of steps passing through the corridors.

Over the years, the themes of the symposia
changed and things were set up in such a way that
the guests could remain as long as possible. It was
a chance to take one’s foot off the gas, look around
and listen to the sound landscape of the place. The
festivals that brought the symposia to a close were
a collage of loosely prepared events, installations
and interventions spread over several days and were
usually linked with the space in some way or were
site-specific. New collaborations sprang up sponta-
neously. In the first year the ensemble Orloj snivcl
(The Dreamers' Astronomical Clock) from Prague
was joined by the American Michael Delia. The Koran
brothers Jaroslav and Michal returned with Orloj
snivcl in various guises and played alongside Petr
Nikl, Siri Austen, Martin Alacam, Allan Paivio and Jim

Keiji Haino: performance, Klaster Plasy, 1994,
foto: Daniel Sperl, archiv Nadace Hermit

Keiji Haino: Performance, Plasy Monastery, 1994,
photo: Daniel Sperl, Hermit Foundation Archive

se pokouseli uchopit tak, abychom pokud mozno
zachovali autentickou a specifickou atmosféru mista:
na CD Letokruhy (Growthrings) z roku 1993 je mezi
jednotlivymi stopami slyset tikani hodinového stroje
a odbijeni zvonUl na sypce (tedy zvuk, ktery je slySet
po celém klastere a okoli) a ozvéna krok( v ambitech.

Témata a zaméreni dalSich sympozii se béhem
let ménily, provoz byl nastaven tak, aby hosté pokud
mozno zUstali co nejdéle, méli Sanci zpomalit tempo,
rozhlédnout se a zaposlouchat do zvukové krajiny
mista. Festivaly - zavrsujici sympozia - byly nékoli-
kadenni kolazi lehce predpfipravenych akci, insta-
laci, intervenci, vétSinou propojenych s prostorem
nebo vytvofenych pfimo pro konkrétni misto. Casto
dochazelo k spontannim spolupracim: k souboru
Orloj snivcl z Prahy se v prvnim roéniku pripajil
Americ¢an Michael Delia. Jaroslav a Michal Kofanové
se vraceli s Orlojem v rliznych obménach pravidelné
a spolupracovali napfiklad s Petrem Niklem, Siri
Austen, Martinem Alacamem, Alanem Paivio, Jimem
Menesesem. Hrac¢ na trubku a skladatel Rajesh Mehta
se setkal s Pavlem Fajtem a s Irenou a Vojtéchem
Havlovymi, s nimiz nahrali v roce 1998 v kapli
sv. Benedikta album Day in Benedict.

Nékdy Ize jen tézko vést pevnou hranici mezi
zvukovou instalaci, koncertem a performanci, pro-
toze vSechny jsou provazeny specifickou akustickou
krajinou. V pribéhu let mohli navstévnici v Plasich
vidét a slySet radu zvukovych instalaci i instalaci
na pomezi zvuku, svétla, prostoru a obrazu - jako
napfiklad instalaci Paula Panhuysena (Magicky cCtve-
rec, 1994), Rona Haseldena (Posledni kastrat, 1994,

a Bees in Bush, 1995), Hugha Daviese (1994), Hanse
van Koolwijka (Doremi, 1993), kolektivu Silver (Sirény,
1995), Mariana Pally (Hnizdo, 1992), Akio Suzukiho
(Howling Objects, 1994), Milose Sejna (1992, 1994),
Michaela Delii, Christopha Charlese (Stin zvuku,
1995), Petry Dubach a Mario van Horrika, Bram Cox,
Dana Senna (1998) a dalsich.

Je tfeba se zabyvat po dvaceti letech otazkou,
jakou a zda vlibec zanechal projekt Hermit v Ces-
kém umeéni stopu? Tézko soudit, zda mohl podobny
projekt vzniknout v jiném prostiedi, v misté s jinym
geniem loci, v budovach s jinym kouzlem, jinou akus-
tikou a v jiném case. Model nadzanrového propojeni
v mezioborovém nebo nadoborovém smyslu, které
ovlivnilo ¢eskou a ¢eskoslovenskou kulturni scénu
najdeme i jinde (festival Trans Art Communication
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Jonas Gruska, 02:52492084 a Voodooman, Bludny kamen, Znéjici,
rezonuijici, vibrujici, Hovorny, Opava, foto: Jakub Kozial

Jonas Gruska, 02:52492084 a Voodooman, Bludny kdmen, Sounding,
Resonating, Vibrating, Phone Rooms, Opava, photo: Jakub Kozial
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Martin Klimes a Jakub Frank / Od pisné k hluku, od ténu k praskotu

Bludny kamen je spolek, ktery se od poloviny devade-
satych let zabyva mapovanim a prezentaci soucas-
ného vizualniho uméni a nezavislé a experimentalni
hudby, angazuje se také ve spolec¢ensko-politickych
tématech a v ozivovani opavského verejného pro-
storu. Kontinualné plsobi na opavské a ostravské
umélecké scéné, kde organizuje vystavy, prednasky,
prezentace, projekce, koncerty, zvukové, tane¢ni

i umélecké performance a festivaly soudobé a ex-
perimentalni hudby. Pofada pravidelné vystavy ve
vlastni Galerii Cella a v otevieném galerijnim pro-
storu Hovorny v Opavé. Sidli v opavském Mati¢nim
domé, kde provozuje knihovnu a organizuje koncerty
a kulturné-vzdélavaci programy.

Jaké vrzoty, praskani, treni, jaké rany, klopoty,
bouchani i hrobové ticho provazely pohyb postupné
rostouciho ledovce ve Skandinavii pfed zhruba pl
miliénem let dosahujiciho az na Opavsko? Svou
rozpinajici se silou valil pfed sebou masu zeminy,
kamen, prachu a vSe, co mu stélo v cesté. Bortil
skaly, drtil utesy. Rostliny a Zivocichové putovali jinam
nebo vymirali. Ledovec ménil polohy a tvary kopcd,
hor, rovin a udoli, fek i oceant. Neforemné kusy
hornin ze svédské cervené zuly a ruly se svou pouti
mistem a Casem obrusovaly a jejich nékdejsi hrany
ztratily ostrost a nabyly na oblosti a kulatosti. Bludné
kameny, balvany ve Slezsku, na Opavsku... Postupné,
pomalu a neodbytné.

Od konce 20. stoleti putuje Bludny kdmen
z jednoho mista na druhé, obklopuji jej pfi tom
zvuky, zanechava formy, méni (své) védomi, ohle-
dava hranice moznosti tvar hudby i vytvarného
uméni. Prvni roky organizatorského usili Bludného
kamene se odehravaly ve znameni toho, co v Opavé
posluchactim alternativni hudby, jazzu, rocku nebo
nové Ci jinak experimentalni hudby léta chybélo:
jazzovych a rockovych klub@ a mist pro alternativni
kultury obecné. Od roku 1995 zprostiedkovava
Bludny kdmen koncerty etnické hudby ¢i tvorbu
z etnické hudby vychazejici. Vznika kazdorocné
se opakujici festival Etnojazz, na némz vystupuiji
world-music a jazzové soubory, cikanské kapely,
hrdelni zpévacka z Jakutska, hudebni vandraci
z vychodni Evropy hrajici originalni smésice mést-
ského folku s jazzové-rockovymi rytmickymi a vyra-
zovymi principy jako napfiklad Relaxace, Wooden
Toys, Tam Tam Orchestra, Pozza, lva Bittova nebo
Ghymes. Na samostatné koncerty zve Bludny kdmen
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Bludny kdmen (Erratic Boulder) is an association that
has been charting and presenting contemporary art
and independent, experimental music since the mid-
1990s. It is also involved in socio-political activities
and the revival of public space in Opava. It is very
active on the Opava and Ostrava art scenes, where it
organises exhibitions, lectures, presentations, proj-
ects, concerts, sound, dance and art performances,
and festivals of contemporary and experimental mu-
sic. It holds regular exhibitions in its own Cella Gallery
and in the Hovorna open gallery space in Opava. It is
based in Mati¢ni dam in Opava, where it runs a library
and organises concerts as well as cultural and educa-
tional programmes.

What creaking, cracking and rubbing, what
blows, clamouring and hammering, what sepulchral
silence accompanied the slow progress of the glacier
in Scandinavia approximately half a million years
ago that eventually reached Opava? Its inexorably
expanding force pushed in front of it a mass of earth,
stone and dust, along with everything else that stood
in its way. It crushed boulders and brought down
cliffs. Flora and fauna fled or faced destruction. The
glacier transformed the location and morphology
of hills, mountains, plains and valleys, rivers and
oceans. Shapeless pieces of red granite and gneiss
from Sweden were polished by time and motion, their
once-sharp edges growing rounded and smooth.
Erratic boulders, rocks in Silesia, the Opava region...
Gradually, slowly and inexorably.

From the end of the 20th century onwards,
Bludny kamen has wandered from one place to anoth-
er, surrounded by sounds, leaving forms, changing
(its) consciousness, interrogating the boundaries
of the possibilities of music and art. For the first
few years of its existence, Bludny kamen was about
offering what anyone interested in alternative music,
jazz, rock or new, experimental music had lacked for
so long: jazz and rock clubs and venues for alterna-
tive culture in general. Since 1995, it has organised
concerts of ethnic music or work based on it. An
annual festival has been created called Ethnojazz, at
which you can see world-music and jazz ensembles,
gypsy bands, throat singers from Yakutia, wandering
minstrels from Eastern Europe playing an original mix
of urban folk with jazz-rock rhythms and expressive
principles, such as Relaxace, Wooden Toys, Tam Tam
Orchestra, Pozza, Iva Bittova and Ghymes. Bludny
kamen invites original musicians and jazz and cross-
over bands to give their own concerts in Opava.
These include Vaclav Koubek, Oldfich Janota, Vladimir
Merta, Karel Babuljak, Majerovy brzdové tabulky, Sledé
Zivé sledé, Metamorfosis, DG 307, Koch, Schiitz, the
Studder Trio, Tara Fuki, Brink Man Ship, and many
others. All of these strive to meet the demands of
social presentation, the endeavour to get closer to
the “original” and listen to new or at least a different
sound, one that supports values that are off-kilter with

Martin Klimes a Jakub Frank / From Song to Noise, from Tone to Click

the prevailing direction. We place an emphasis on
the space in which concerts are performed. We have
chosen all kinds of venues - cultivated, rough-hewn,
historical, industrial, rural, intimate or monumental,
whether this is the gardens of a monastery or cha-
teau, an abandoned church, a dilapidated factory,
the hallowed surroundings of the House of Art or the
Moravian Chapel, a beautiful courtyard, wine bar, pub
or medieval cellar. Each venue had its own special
atmosphere and offered different opportunities and
acoustics, and all participated in transforming each
musical event into a unique occasion.

Having formerly been the sole domain of sound,
in the last century music underwent fundamental
changes. Sound began to liberate itself from music.
Traditional musical forms dissolved, and music began
to conceptualise itself, its tonality expanded or was
relinquished altogether and sound and noise were
accepted into the musical language. The complete
emancipation of sound came with the expansion of
the possibilities of reproduction and recycling, its de-
centralisation and the rediscovery of its spatial qual-
ities. Sound began to be treated as a constructional
element of compositions, which no longer needed tra-
ditional scales and harmonies but availed themselves
of the full range of the sonic spectrum. The perform-
ers of this music assumed a new role, their responsi-
bility toward the composition was transformed and
the rendition of the work became the sole, unrepeat-
able experience. The emancipation of sound reached
the point at which all sounds were equal.

Even with Bludny kamen at full stretch, we con-
tinued to search for forms that would fit our vision of
contemporary music. In the 1990s, we organised an
irregular cycle of concerts of contemporary music as
a genre whose dissemination we took upon ourselves
as a mission. We collaborated with local classical
musicians and requested that they play the most re-
cent music. The first concert in our cycle of contem-
porary music was by no means radical and included
works by Bohuslav Martind. In January 1999, we were
offered the rugged interior of the Opava House of Art
for a period of ten years. The walls were white, the
clean spaces intersected and all sorts of perspectives
would appear. We invited Lubo$ Fidler, Oldfich Janota
and Stépan Pegirka to get things resonating. Fidler
placed several of his spatial objects and installations
here, which he played or which gave forth pitches
and tones and rhythms when struck. The installations
were placed all around the House of Art, and during
a performance the musicians and visitors moved
freely around the whole space. There was little music.
Instead, sound prevailed, but a role was also played
by light, location and the visual aspect of the audio
constructions. This event - concert, performance
and exhibition in one - anticipated other activities by
Bludny kamen in the Opava House of Art and slowly
but surely in all its other venues.

do Opavy svébytné hudebni tvlrce, jazzové i nej-
rlznéjsi crossoverové formace, jmenujme alespon
Vaclava Koubka, Oldficha Janotu, Vladimira Mertu,
Karla Babuljaka, Majerovy brzdové tabulky, Sledé
zivé sledé, Metamorfosis, DG 307, Koch, Schiitz,
Studder Trio, Tara Fuki ¢i Brink Man Ship. Ti vSichni
zde naplnovali a naplfiuji potfebu spolecenské
realizace, snahy byt nablizku né¢emu , pGvodnimu”
a poslouchat novy ¢&i alespon jiny zvuk podporujici
hodnotové postoje mimobézné s prevazujicim
spole¢enskym smérfovanim. Dilraz jsme kladli

(a stale klademe) na prostor, v némz se koncerty

a predstaveni odehravaly. Vybirali jsme rlizna

mista - kultivovan3d, syrova, historickd, industrialni,
venkovni, komorni, ¢i naopak monumentalni. At uz
to byla klasterni ¢i zamecka zahrada, nebo byvaly
osirely kostel, doslouzila tovarna, historicky prostor
Domu uméni nebo Moravské kaple, rajského dvora,
vinarny, hospody ¢i stredovékého sklepa. Kazdé
mélo jinou atmosféru, jiné moznosti, jiné akustické
vyznéni a véechna se podilela na podobé té které
hudebni udalosti.

Hudba, ktera dfive byla jedinou doménou zvuku,
doznala v minulém stoleti zcela zasadnich promén.
Zvuk se od ni zac¢al postupné osamostatnovat.
Tradi¢ni hudebni formy se rozpadly a hudba se
zacala konceptualizovat, jeji tonalita se rozsifila nebo
zcela uvolnila, do hudebniho jazyka byl ptijat hluk.
Nasledovala Uplna emancipace zvuku rozsirenim
moznosti reprodukce a recyklace, jeho decentrali-
zaci a znovuobjevenim jeho prostorovych kvalit. Se
zvukem se zacalo nakladat jako se stavebnim prvkem
kompozic, které nepotfebovaly za oporu tradi¢ni
stupnice a harmonické postupy, ale vyuzivaly misto
toho prvky z celého slysitelného spektra. Interpreti
této hudby ziskali zcela novou roli, jejich odpovéd-
nost vici skladbé se proménila a provedeni skladby
se stalo jedinecnym a neopakovatelnym zazitkem.
Emancipace zvuku tak dospéla do bodu, kdy byly
vSechny zvuky zrovnopravnény.

| v této dobé, pro Bludny kdmen dramaturgicky
tak rozkrocené, jsme hledali tvary, které by odpovi-
daly nasi predstavé o soudobé hudbé. V devadesa-
tych letech jsme poradali nepravidelny cyklus kon-
certll soudobé hudby jako Zanru, jehoz Sifeni jsme si
dali jako svij osobni ukol. Spolupracovali jsme s mist-
nimi interprety vazné hudby a chtéli po nich, aby
hrali hudbu co nejsoucasnéjsi. Prvni koncert z cyklu
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Trojrozmérna partitura lll pro dva hrace na smyccové nastroje
a koordinatora, 1969 (Prvy vecer Novej hudby, Ruzomberok),
Robert Cyprich, Jaroslav Vodak, foto: Lubomir Adam¢éiak
Three-Dimensional Score Ill for two string players and a
coordinator, 1969 (First Evening of New Music, Ruzomberok),
Robert Cyprich, Jaroslav Vodak, photo: Lubomir Adamciak
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Dusan Barok / Rozhovor s Milanom Adamciakom

Mladost

pe. Ako ste sa dostal k hudbe a grafickym
partitiram?

ma. Obaja s bratom sme sa narodili rizikovo. Mali sme
vykibené nohy a museli nas davat dohromady. Mia sa
podarilo, ale bratovi nie, zostal invalid a jednu nohu
ma kratsSiu. Rodi¢ia mu vychéadzali v Ustrety, vSetky
jeho zelania im boli svaté. A on chcel byt muzikan-
tom. Zobrali ho na harmoniku do novej hudobnej
Skoly v Ruzomberku. Mna naudil hrat na huslicky Palo
Conka, miestny Rém, ktory roznasal mlieko a vynika-
juci huslista. Ked som mal okolo 13 rokov, v miestnej
hudobnej skole ma prijali do violoncelovej triedy,
kde ma ucil tiez Rom, Jozko Lakatos, strasne dobry
¢lovek. O dva roky som pokracoval vo violoncele na
konzervatériu v Ziline. Coskoro som zistil, Ze viem

o hudbe malo, tak som zacal citat knizky. V priebehu
dvoch rokov som precital vsetko, ¢o v Cestine a slo-
vencine vyslo. A povedal som im, Ze budem teoretik.
Bolo to v 64-tom roku, kedy sa zacalo pisat o sucas-
nej hudbe. Jeden profesor si to v§imol, a povedal mi,
ze nielen hudba je na svete. Priviedol ma k poézii,
nosil nam knihy a odporucal dalsie. Vychadzali vtedy
také stvorcové knizocky o vytvarnom umeni aj o poé-
Zii, tak som sa do toho pustil.

V 64-tom roku, zhodou okolnosti, prisiel do Prahy
John Cage. Mgj profesor pozval mna spolu s dal$im
Studentom k sebe domov. Pustil rddio, prechadzal
frekvencie, a ja mu hovorim stop. Zastavil, a tam...
piip, pip. Hovorim, to je Webern! Nikdy som ho
predtym nepocul. Len som si myslel, ze asi tak nejak
bude zniet. Ked to skoncilo, oznamili, ze to bolo Pat
kusov pre slacikové kvarteto Antona Weberna. Nato
zahlasili, Ze John Cage je v Prahe, s Rauschenbergom
a Cunninghamom, a zacala relacia. Cage povedal,
»mojim zdmerom je nemat zamer.” A ja som povedal,
mojim zamerom je mat nekonecne vela zamerov.
.Cus, poéuvaj.” Arnold Kojnok to ma vo filme, bol za
panom profesorom Edom Bekem, v tej istej miest-
nosti, pod tou istou kniznicou. Nevedel som, Ci si
to bude paméatat, no pre mna to bolo nesmierne
délezité, vtedy som naozaj prvykrat v Zivote pocul
Cagea aj Weberna. Ale predtym som skusal, ako
asi vyzera Webernova hudba, robil som si partituru,
nalinkoval akoby pseudo-osnovu, a tuto bodik, tuto
bodik... a naraz som to pocul nazivo. Vtedy som
sa rozhodol, Ze sa budem venovat hudbe 20-teho
storocCia. V tom istom roku vysiel v Slovenskej hudbe
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Youth

p.B. How did you get into music and graphic scores?
M.A. Both my brother and | were born with complica-
tions. We both had dislocated legs and they had to fix
us, so to speak. They managed with me but not with
my brother, who remained disabled has one leg short-
er than the other. Our parents were always forthcom-
ing with him; all his wishes were holy. And he wished
to be a musician. He got accepted for accordion to

a music school in Ruzomberok. | learnt to play the
violin from Palo Conek, a local Roma who delivered
milk and was an excellent violinist. At around 13, | was
accepted to a violoncello class at the music school
where | was taught by another Roma, Jozko Lakatos,

a really good person. Two years later, | continued with
cello at the conservatory in Zilina. Soon | found out
that | knew too little about music, so | started reading
books. Over the course of two years, | read everything
that had been published in Czech and Slovak. | wished
to become a theorist. That was in 1964, the year they
began to write about contemporary music. One pro-
fessor noticed it and told me there’s more to the world
than music. He introduced me to poetry. And since

at that time, more books on fine arts and poetry were
being published, | delved into it.

Coincidentally, Cage visited Prague in 1964. My
professor invited me and another student to his
apartment. He turned on the radio, flicked through
the stations, and | told him to stop. He stopped, and
there was... beep, beep. | said this must be Webern! I'd
never heard it before. | just thought it might sound like
that. When it was over, they announced it was Anton
Webern’s Five Pieces for String Quartet. They also said
that John Cage was in Prague, with Rauschenberg and
Cunningham, and the radio show started. Cage said:
“My intention is to have no intention.” To which | re-
sponded that my intention is to have infinitely many
intentions. Arnold Kojnok has it in his film. He visited
Professor Edo Beke, in the same room, under the same
library. | wasn't sure if he could remember it. It was
extremely important to me, when | heard Cage and
Webern for the first time in my life. | had explored
Webern's music before, doing a score, linking a pseu-
do-scheme, one point here, one point there, and
suddenly | heard it live. It was at this time that | de-
cided to explore the music of the 20th century. In
the same year, Jaromir Paclt, the second most pro-
gressive musicologist in Prague alongside Vladimir
Lébl, was featured in Slovenska hudba (Slovak
Music) magazine. He wrote about Milan Grygar,
Warsaw Autumn and Palermo Festival. He went
wherever something happened. Anestis Logothetis
gave him a set of music and graphic scores. He
couldn’t get it published in the Czech Republic, so
he published it in Slovakia, in Slovak Music. When
| saw those four pages about Logothetis's scores,
| realised | want to do this - “graphic music”. | was
elated. That was in 1964.

Interview with Milan Adamciak / Conducted by Dusan Barok

Smolenice

p.B. Ligeti, Stockhausen, Kagel and Lutostawski
visited Slovakia for Smolenice Seminars on New
Music in the late 1960s. How did this event come
about?

M.A. Warsaw had its own festival, Warsaw Autumn, and
my colleague, composer, musician and conductor
Laco Kupkovi¢ performed there with Hudba dneska
(Music of Today). Inspired, he wanted to do something
similar in Slovakia. There was no need to organize
another festival, so his colleague, musicologist Peter
Faltin, suggested to do a symposium instead. A sem-
inar with musicologists, theoreticians and musicians.
Since the Smolenice Castle was the workplace of

the Academy of Sciences, a recreation centre where
representative events could be held, they agreed to
host it there. In 1968, | was still at the conservatory
and learned about the first seminar later. At that time,
Stockhausen attended and dedicated his composition
to the Music of Today, and they performed in his pres-
ence. | attended the next year when Ligeti came. They
refused to play his composition, a symphonic poem.

p.B. Why did they reject it?

M.A. Apparently it wasn't music. He brought it along
as a sort of musical joke. There is also a recording,
presented by Jozko Malovec, coincidentally one of
the composers of new music and one of the artists.
He was laughing. It was amusing to him even though
it actually was something serious through which he
wanted to present the rasters used in his symphonic
poems. He was also included in the Fluxus movement
with them because they express it. But the poems
could also be done on a metronome. They didn't man-
age to get 100 metronomes, only around 60-70, and
Ligeti agreed. Six of us executed the piece, includ-
ing Jozko Malovec, composer Juro Hatrik and three
engineers from electroacoustic studios from Prague,
Pilsen, and Bratislava. Laco Kupkovi¢ conducted.

A review was published in the form of a collage by
Ilja Zeljenka, who replaced Kupkovi¢ with a circus
horse. A horse on his back legs, as he conducts. This
was when Ligeti was here... Can you imagine such
nonsense?

At that time, | performed in Smolenice for the first
time. | gave them three propositions. Two of them
got declined, the third one was executed. | opened
for Mauricio Kagel. The piece was called Dislocation.
Eight musicians play checkers against eight others.
They made a 6x6 meter carpet to fit into the hall. The
game was announced through microphones to the
neighbouring room where the musicians were. Above
me stood a musicologist, a chess player, who was
concerned | would lose four figures. I told him, thank
God, go listen to them, | will be glad if they leave,
because they cannot play. We did it twice and the
audience had a chance to see the difference. In order
to give musicians a chance to play it better, | marked

Jaromir Paclt, vedla Vladimira Lébla druhy najprogre-
sivnejsi muzikoldg v Prahe. Pisal o Milanovi Grygarovi,
o Varsavskej jeseni a o festivale v Palerme. Chodil
tam, kde sa nieco dialo. Od Anestisa Logothetisa
dostal konvolut a grafické partitary. V Cechach

mu to odmietli vydat, tak to vydal na Slovensku,

v Slovenskej hudbe. Ked som videl tie Styri strany

o Logothetisovych partiturach, reku boze moj, ved
toto chcem robit -, grafickd hudbu”. Bol som v sied-
mom nebi. Stale sa pisal rok 1964.

Smolenice

pe. Na Slovensko koncom 60-tych rokov zavitali
Ligeti, Stockhausen, Kagel, ¢i Lutoslawski.

O Seminari Novej hudby v Smoleniciach sa ale
dodnes vela nenapisalo. Ako akcia vznikla?

m.a. VarSava mala svoj festival, a moj kolega, skladatel,
muzikant a dirigent Laco Kupkovi¢, na hom koncer-
toval s Hudbou dneska. Videl ako to tam bezi a chcel
spravit nieco podobné na Slovensku. Festival nebolo
treba robit, ked uz jestvoval vo VarSave, tak jeho
kolega, muzikolég Peter Faltin navrhol zorganizovat
sympozium. Seminar s hudobnymi vedcami, teore-
tikmi, aj hudobnikmi. Kedze Smolenicky zamok bol
pracoviskom Akadémie vied, rekreacnym domom,
kde bolo mozné robit reprezentacné poduijatia,
odsuhlasili seminare tam. V 68-mom som bol este
na konzervatériu v Ziline, o prvom seminari som sa
dozvedel az po nom. Vtedy prisiel Stockhausen,
Hudbe dneska venoval svoju skladbu, a ta ju uviedla
za jeho pritomnosti. Dalsi ro&nik navstivil Ligeti,

tam som uz bol. Hudba dneska odmietla hrat jeho
skladbu, symfonicku basen.

ps. Preco ju odmietli?

m.a. Nebola to hudba. Doniesol ju ukazat ako hudobny
vtip. Jestvuje aj nahravka, ktoru uvadza Jozko
Malovec, zhodou okolnosti jeden zo skladatelov novej
hudby a jeden z interpretov. On sa pri tom smeje.

Pre neho to bola sranda. Pritom to bola seridzna

vec, ktorou chcel ukazat rastre, ktoré robi vo svojich
symfonickych basnach. Zaradili ho s nimi aj do Fluxu,
pretoze to vyjadruje. Daju sa spravit aj na metro-
nome. Sto metronomov nezohnali, bolo ich okolo
60-70 a Ligeti s tym suhlasil. Siesti sme to robili,
Jozko Malovec, skladatel Juro Hatrik a traja inzinieri

z elektroakustickych studii v Prahe, Plzni a Bratislave.
Dirigoval Laco Kupkovi¢. Recenzia vysla v podobe
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Milan Adamciak 1946-2017

Hudebnik, skladatel a muzikolog Milan Adamciak se
od zacatku 60. let vénoval experimentalni hudbé,
vizudlni poezii, tvorbé grafickych partitur a hudebnich
performanci. Inicioval nebo byl i¢astnikem mno-

ha lokalnich i mezinarodnich udalosti, happeningt

a koncertl. S Ladislavem Kupkovi¢em interpretovali
v roce 1969 Symfonickou béasen pro 100 metronomu
Gyorgye Ligetiho, s Robertem Cyprichem realizovali
pak o rok pozdéji konceptualni reinterpretaci Han-
delovy Vodni hudby pfimo v plaveckém bazénu. Od
70. let udrzoval cilou korespondenci se zahrani¢nimi
skladateli, umélci a teoretiky, jako byli napf. Max Ben-
se, Marshall McLuhan, Karlheinz Stockhausen, Dick
Higgins, Joseph Beuys, John Cage a dalsi. V letech
1991-1992 pripravil program Festivalu intermedialni
tvorby v Bratislavé (FIT) a v roce 1992 vystavu partitur
Johna Cage v Bratislavé.

1 Milan Adamciak a Robert Cyprich,
Vodni hudba, 1970, ¢ernobilé
fotografie, soukroma sbirka
Milan Adamciak and Robert Cyprich,
Water Music, 1970, b/w photographs,
private collection

2 Music for Eric Dietman (Patafon), 1973,
asamblaz, soukroma sbirka
Music for Eric Dietman (Patafon), 1973,
assemblage, private collection
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In the early 1960s, musician, composer and musicol-
ogist Milan Adamciak began working with experimen-
tal music, visual poetry, graphic scores and music
performances in Slovakia. He initiated or took part in
many events, happenings and concerts both local and
international. In 1969, he and and Ladislav Kupkovi¢
performed Gyorgy Ligeti's Poéme symphonique; in
1970, he and Robert Cyprich staged a conceptual
reinterpretation of Handel’s Water Music with players
and instruments both above and under the water
surface of a public swimming pool. From the 1970s,
he maintained extensive correspondence with foreign
composers, artists and theoreticians such as Max
Bense, Marshall McLuhan, Karlheinz Stockhausen,
Dick Higgins, Joseph Beuys, John Cage, and others.
He prepared the programme of the Intermedia Art
Festival in Bratislava in 1991-1992 and a Bratislava
exhibition of John Cage’s scores in 1992.
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3 Dadafon, 1974, asamblaz, soukroma
sbirka
Dadafon, 1974, assemblage, private
collection

4 Sebastian Poem, 1969, kulickové
pero, tus, papir, 32x45 cm, Slovenska
narodna galéria
Sebastian Poem, 1969, ballpoint pen,
ink, paper, 32x45 cm, Slovak National
Gallery

5 Konfigurace pro velky orchestr, 1968,

graficka partitura, tus na papire,
33x45 cm, Slovenska narodna galéria
Configuration for a large orchestra,
1968, graphic score, black ink on paper,
33x45 cm, Slovak National Gallery
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Karel Adamus '943

Karel Adamus je predevsim autorem vizualni poe-
zie, nékteré z jeho konceptualnich basni cerpaiji

i z oblasti zvuku. Prvni ,basné-obrazy” vznikly
koncem 60. let. Rozdéluje je na Cigaretové basnée
(1969-1970), Pohyblivé basné (1970-1971) a Basné
partitury (1973-1976). Pod vlivem setkani s Jifim Kola-
fem se zacal v 70. letech zabyvat cykly Basni objektd,
Predmétnych basni, Pohyblivych basni a Peripatetic-
kych basni. Vizualni basné jsou obycejné ovlivnény
prostredim, ve kterych vznikly (napf. vystup do

hor), povétrnostnimi podminkami (Vétrné basné).

S Daliborem Chatrnym, Petrem Kvic¢alou, Vacla-

vem Malinou, Milanem Maurem, Marianem Pallou,
Jitfim Valochem a Jifim Sigutem je lenem skupiny
Mékkohlavi. Vedle vizualnich basni se vénuje textlm,
inspirovanych vychodni filosofii.
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Karel Adamus is primarily an author of visual poetry
who draws on the field of sound for some of his con-
ceptual works. His first “poem-pictures” were created
in the late 1960s, and he divides them into Cigarette
Poems (1969-1970), Mobile Poems (1970-1971) and
Score Poems (1973-1976). In the 1970s, influenced by
an encounter with Jifi Kolaf, he began working on the
cycles Object Poems, Subject Poems, Mobile Poems,
and Peripatetic Poems. Visual poems are regularly in-
fluenced by the environment in which they arise (such
as an ascent into the mountains) or by meteorological
conditions (Wind Poems). Along with Dalibor Chatrny,
Petr Kvicala, Vaclav Malina, Milan Maur, Marian Palla,
Jifi Valoch and Jifi Sigut, he comprises the collective
Mékkohlavi [The Softheaded Collective]. In addition to
visual poems, he writes texts inspired by Eastern phi-
losophy: the cycle Po dné a podnéznici [Along the Sea
Floor and the Seafloorists] consists of several volumes
of short stories and talks.

1 Short Speech About Art, 1992, kresba
tuzkou na papifre, soukroma sbirka
Short Speech About Art, 1992, pencil
drawing on paper, private collection

2 Karel Adamus pfi tvorbé Vétrnych
basni, 1991, fotografie Marie
Admusova, archiv umélce
Karel Adamus making Wind Poems,
1991, photography by Marie
Adamusova, artist’s archive

3 Nezapomenutelné pochody,
1977-1978, (nové vytvofeno autorem
1988), kombinovana technika,
Museum Kampa - Nadace Jana a Medy
Mladkovych
Unforgettable Marches, 1977-1978,
(newly created by the author in 1988),
mixed media, Kampa Museum - Jan
and Meda Mladek Foundation

Soubor Vétrnych basni (1984-1992)

je fada kreaci psanych za vétru, kdy za
silného vétru jsou znaky pouze pomysliné,
zatimco zaznam basné je tvofen zméti
k¥ivek a bodt na rozevlatém papiru.
Zvlast u mnohych praci na vétsim formatu
upoustim od jakéhokoli zaméru (text, znak
a pod) a nechavam procesu kresby na
vlajicim papiru volny prabéh.”

(Karel Adamus)

.Peripatetické basné (Fec. peripateo -
prochazim se), kterymi se zabyvam

od roku 19883, vznikaji za chtize na
prochazkach a pésich vyletech v horach
pobliz mésta TFince kde Ziji. Text basni

je vyrazné vizualizovan, pismena jsou
rozlozena ve fragmenty - pfimky, kfivky,
body. Pisi obvykle béznym pismem
(latinkou), ale pouzivam i jinych znakovych
systému napf. piktogram(, tzv. Ogamovy
abecedy, archaickych znaka apod.”
(Karel Adamus)

“The Wind Poems (1984-1992) is a series
of creations written in the wind - a strong
breeze renders the symbols imaginary,
whereas the recording of the poem is
created by a jumble of curves and points
on flowing paper. With many of them,
particularly in my work with larger formats,
| abandon any intention (text, characters,
etc.), letting the process of drawing flow
freely on the fluttering paper.”

(Karel Adamus)

“I' have been writing Peripatetic Poems
(from the Greek peripated - | walk) since
1983. They are written while walking

and hiking in the mountains near the
town of Tfinec where | live. The text of
the poems is strongly visualized, the
letters broken into fragments - straight
lines, curves, points. | usually write with
ordinary letters (the Latin alphabet), but
| also use different character systems
such as pictograms, the so-called Ogham
alphabet, archaic symbols, and so on.”
(Karel Adamus)
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Alois Bilek 1887-1961

Po vétsinu svého zivota byl Alois Bilek figurativnim
malifem. V obdobi mezi lety 1913-14 vsak vytvoril
cyklus abstraktnich nebo poloabstraktnich kompozic,
jejichz nazvy v nékolika pfipadech naznacuji inspiraci
hudbou. V roce 1912, po absolvovani prazské Akade-
mie, odcestoval Bilek na patnact let do Parize, kde

se seznamil s tvorbou nabistickych umélcd v okruhu
Maurice Denise a Emila Verhaerena. Pod vlivem pafiz-
ské avantgardy zacal Bilek rozvijet sv{j zajem o mo-
derni teorie vnimani barev, Vysledkem tohoto zajmu
je vedle zminéného cyklu abstrakci také prednaska

O barvach, vydana cesky v roce 1926 v samostatné
brozure. Abstrakci se Bilek vénoval predevsim pod
vlivem pafizskych vystav v letech 1912-1914 a kon-
taktd s nabistickym okruhem kolem Maurice Denise,
véetné literatd, zvlasté Emila Verhaerena.

1 Radost téZce nad smutkem vitézi, 2 Melodie do temné modré

For most of his life, Alois Bilek was a figurative painter.
In the period between 1913-14, however, he created

a cycle of abstract or semi-abstract compositions, the
names of which in several cases suggest inspiration
from music. In 1912, after graduating from the Prague
Academy, Bilek moved to Paris for 15 years, where

he became acquainted with the work of Nabis artists
in the circle of Maurice Denis and Emile Verhaeren.
Under the influence of the Parisian avant-garde, Bilek
began to develop his interest in modern theories of
color perception. The result of this interest is, in addi-
tion to the aforementioned cycle of abstractions, also
the lecture On colours, published in Czech in 1926

in a separate brochure. Bilek’s abstract works were
influenced mainly by Paris exhibitions of 1912-14 and
his contacts with Les Nabis, a group around Maurice
Denis, as well as writers, especially Emile Verhaeren.

3 Kompozice, 1913-1914, papir, akvarel,

1914, papir, akvarel, podkresba uhlem,

Galerie hlavniho mésta Prahy

With Difficulty the Joy Wins Over
Sadness, 1914, paper, watercolours,
charcoal underdrawing, Prague City
Gallery
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a disharmonie, 1913, papir, akvarel,
podkresba uhlem, Galerie hlavniho
meésta Prahy

Melody in Dark Blue and Disharmony,
1913, paper, watercolour, charcoal
underdrawing, Prague City Gallery

podkresba uhlem, 63x49 cm, Galerie
hlavniho mésta Prahy

Composition, 1913-1914, paper,
watercolours, charcoal underdrawing,
63x49 cm, Prague City Gallery
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Pavel Buchler 1952

V konceptualni tvorbé pracuje Pavel Bichler se zvu-
kem soustavné od konce 90. let. Mezi jeho nejznamé;jsi
prace patfi rozsahla instalace Zamek (2005-2015),
sestavajici ze stovky starych tlampacd pfipominajicich
plvodni design Guglielma Marconiho, které synteticky-
mi hlasy sborové predcitaji uryvek textu romanu Franze
Kafky. Z podobného principu vychazi stala instalace

v hannoverském Muzeu Sprengel, kde pocitacovy soft-
ware recituje basen dadaisty Kurta Schwitterse Urso-
nata z roku 1932. V roce 1999 vydal Biichler LP desku
LIVE, sestavajici ze zaznam( potlesku na 351 ,zivych”
zdznamu koncertl z jeho kolekce gramofonovych
desek. Pozdéji k tomuto projektu vydal SP ENCORE

se zvuky obecenstva z dalsich dvaapadesati koncer-
td. V roce 2006 vydal v Bernu prihlednou vinylovou
desku 3'34", na které jsou zaznamenany navadéci

a vyvadeéci drazky a pauzy mezi stopami na deseti al-
bech s hudbou Johna Cagea. Na Cage odkazuje také
graficka partitura napsana na psacim stroji The Score

z roku 2008. Obsahuje ¢asovou posloupnost od 00:00
do 04:33 a odkazuje na Cageovu ,neslysitelnou” kom-
pozici 4'33". | dalsi Buchlerovy prace ke zvuku odkazuji
svym namétem nebo materidlem: napfiklad Une fois de
plus -, zvonek z recepce hotelu utlumeny hedvabnym
motylkem. Nazev je referenci na prvni slova, ktera za-
zni na zac¢atku filmu Loni v Marienbadu. Fly (Moucha,
20009) je vyrazeny svételny ukazatel nouzového vycho-
du, z néhoz bzuci ,uvéznéna” moucha.
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Pavel Biichler has been exploring sound systemat-
ically in his conceptual work since the late 1990s.
Among his best-known works is the expansive instal-
lation The Castle (2005-2015), featuring one hun-
dred antique loudspeakers based on a design by
Guglielmo Marconi, with a choir of synthetic voices
narrating a fragment from one of Franz Kafka’s nov-
els. In a similar vein, his permanent installation in the
Sprengel Museum in Hannover features a computer
voice reading Kurt Schwitters’s Dada poem Ursonate
(1932). In 1999, Buchler released the LP LIVE, com-
prised of the applause extracted from the 351 ‘live’
albums in his vinyl collection. He later extended the
project with a 7" single ENCORE featuring the sounds
of the audience from another fifty-two concert re-
cordings. In 2006, he released a clear (transparent)
vinyl disc, 3'34”, with recordings of the lead-in and
lead-out grooves and transitions between tracks
from ten John Cage albums. Cage is also referenced
in the 2008 work The Score, typed on a manual
typewriter and consisting of the time notation

from 00:00 to 04:33, referring to the duration of
Cage’s ‘silent’ composition 4'33” from 1952. Many
other of Blichler’s works evoke sound through their
themes and materials, for instance, Une fois de plus -
a reception bell stuffed with a silk bow tie, whose
title is taken from the opening line of the film Last
Year in Marienbad. Fly from 2009 is a decommis-
sioned illuminated exit sign which emits an audio
recording of a fly trapped in a jar.

1 Atelier Schwitters Hannover, 2016,
tlampace, zvukova aparatura, video,
synteticka fe¢, Muzeum Sprengel,
Hannover, foto: Herling, Herling,
Werner
Studio Schwitters Hannover, 2016,
reflex horn loudspeakers, PA system,
video, synthesized speech, Sprengel
Museum, Hannover, photo: Herling,
Herling, Werner

2 Une fois de plus -, 2016, zvonek,
hedvabny motylek, 10 x 13 x 7,5 cm,
archiv autora
Une fois de plus -, 2016, reception bell,
silk bow tie, 10 x 13 x 7.5 cm, courtesy
of the artist

3 Noty, 2008, psaci stroj na papire,
21x 29,7 cm, archiv autora
The Score, 2008, typewriter on paper,
21x29.7 cm, courtesy of the artist

4 Moucha, 2009, svételny ukazatel,
zvukova nahravka, 36 x 20 x 11 cm,
Galerie uméni, Leeds, foto archiv autora
Fly, 2009, illuminated safety sign,

1 audio, 36 x 20 x 11 cm, Leeds Art

Gallery, photo courtesy of the artist
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Peter Cusack 948

Peter Cusack je britsky fonografista a hudebnik se
zdjmem o prirodni prostiedi a akustickou ekologii.
Jeho projekty Cerpaji z oblasti komunitniho uméni,
zkoumani zvuku a smyslu pro misto a dokumentar-
nich zaznama v sonicky zajimavych oblastech (Bajkal,
Aralské mote, Cernobyl, ropna pole v Kaspické panvi
nebo jaderna zarizeni ve Spojeném kralovstvi). Pro-
jekt Sounds from Dangerous Places (Zvuky z nebez-
pecnych mist) zaznamenava a zpracovava

zvuk v oblastech environmentalniho ohrozeni. Dalsi
projekt Your Favorite Sounds ma za téma

akustické prostifedi mést jako Londyn, Chicago, Praha
a dalsi. S ¢eskou scénou je v kontaktu od roku 1994,
kdy vystoupil na festivalu Hermit v Plasech.
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Peter Cusack is a field recordist and musician with

a special interest in environmental sound and acous-
tic ecology. His projects have included community
arts, research into sound and our sense of place, and
documentary recordings in areas of special sonic
interest (Lake Baikal, the Aral Sea, the Chernobyl
exclusion zone, the Caspian oil fields, or UK nuclear
sites). The project Sounds From Dangerous Places
explores soundscapes at the sites of major environ-
mental damage. Cusack initiated the Favourite Sounds
project in London in 1998 with the aim of discovering
what people find positive about their everyday sound
environment. The project has since been established
in Beijing, Berlin, Brussels, Chicago, Prague and
Birmingham. He has been

in touch with the Czech scene since 1994, when he
performed at the Hermit Festival in Plasy.

1 Myslenky od Aralského jezera, 2013,
(video cyclus Aral Sea Stories), foto:
Peter Cusack
Thoughts from the Aral Sea, 2013,
(videocycle Aral Sea Stories), photo:
Peter Cusack

Myslenky od Aralského jezera

Kratké mluvené video Myslenky od
Aralského jezera, nahrané na okraji vy-
schlého dna jezera, nedaleko mist, kde je
dnes pobfrezi. Vsechny fotografie a zvuky
byly pofizeny ze stejného mista. Pfibéhy
Aralského jezera je ukazka zvukové
obdoby fotozurnalismu. Pfed padesati
lety bylo Aralské jezero ¢tvrtou nejvétsi
vnitrozemskou vodni nadrzi nasi planety.
Béhem dalSich desetileti se stalo obéti
zavlazovacich systém, odcerpavajicich
vétsinu vody ze dvou velkych fek, které
do jezera pfitékaji. V poslednich letech
Kazachstan podnikl prekvapivé uspésny
pokus o obnoveni malé ¢asti severni-

ho Aralu, lezici na jeho Gizemi. Hladina
vody stoupla, pocéet ryb se zvysil, volné
Zijici zvifata se vraci. Zlep$eni zivotniho
prostiedi je zfetelné a rybarsky pramysl
zase nabizi v tomto chudém a vylidnéném
Uzemi mistnimu obyvatelstvu praci. Peter
Cusack podnikl od roku 2013 nékolik
vyprav k Aralskému jezeru, kde pofridil

2 Peter Cusack nahrava v ¢ernobylské
vylouéené zéné, 2006/2007
Peter Cusack recording in the
Chernobyl Exclusion Zone, 2006/2007

hodiny terénnich zvukovych nahravek,
fotografoval a mluvil s mistnimi obyvateli.
Aral je zvlastni oblast: nekone¢na vodni
plocha v oteviené, prevazné ploché kra-
jiné, tisice kilometra zde nerostou zadné
stromy a vétsinou vane silny vitr. Poéasi
je extrémni a sebemensi zvuk se rozplyne
v ovzdusi. Videa vznikla ze zvukovych na-
hravek a fotografii, které pofidil v blizkosti
kazasské vesnice Tastubek, nedaleko
Aralského jezera.

Thoughts from the Aral Sea

A short spoken video Thoughts from the
Aral Sea, recorded at the margin of the
lake’s dried floor, near today’s shore. All
photos and sounds were recorded at the
same place. Aral Sea Stories exemplifies
the audio version of photojournalism.
Fifty years ago, the Aral Sea was the
world’s fourth largest landlocked water
reservoir. Over the following decades,

it fell victim to irrigation systems that
drained most of the two major rivers

3

3 Peter Cusack nahrava v hnédouhelném
lomu Bilina, 2015, foto: Milos
Vojtéchovsky
Peter Cusack recording in the lignite
mine Bilina, 2015, photo: Milos
Vojtéchovsky

flowing into the lake. Recently, Kazakhstan
undertook a surprisingly effective

attempt at restoring a small portion

of the northern Aral Sea located in its
territory. The water level rose, the fish
population expanded, and wild animals
started coming back. The environmental
improvement is apparent and the fishing
industry is once again giving jobs to local
people in this poor and depopulated area.
Since 2013, Peter Cusack has undertaken
several tours of the Aral Sea, making many
hours of field sound recordings, taking
photographs, and speaking with locals.
The Aral is a strange area: an endless body
of water in an open, mostly flat landscape
where there are no trees for thousands

of kilometres and the wind is usually
strong. The weather is extreme, and every
sound, no matter how massive, fades in
the atmosphere. The videos consist of the
sound recordings and photographs | took
in the vicinity of the Kazakh village of
Tastubek near the Aral Sea.
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Michael Delia 963

Vytvarny a zvukovy umélec, hudebnik a konstruktér
autorskych hudebnich nastroja Michael Delia z nale-

zenych objektl konstruuje autorské hudebni nastroje.

V roce 1992 se Ucastnil prvniho sympozia Hermit
v klastere Plasy a zahdjil spolupraci s ¢eskymi umélci
a hudebniky (napfiklad se souborem Orloj snivci
Jaroslava a Michala Kofan(, s Petrem Niklem aj.). Zije,
vystavuje a vystupuje stfidavé v Evropé a v USA.
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Visual and sound artist, musician and designer
Michael Delia uses found objects to construct cus-
tom-made musical instruments. In 1992, he attended
the first Hermit Symposium in the monastery of Plasy
and started cooperating with Czech artists and musi-
cians (including Jaroslav and Michal Kofan’s ensemble
Orloj snivel [The Dreamers’ Astronomical Clock], Petr
Nikl etc.) He lives, exhibits and performs between
Europe and the US.

1-2 Po vétvi - pfes struny - na svétlo,

2018, video, zvuk, svétlo, dievo,
kytara, predméty, reproduktory,
videoprojekce, Galerie Cella

v Opavé, foto: Kuba Kozial

Along the branch, across the strings,
to the light, 2018, video, sound, light,
wood, guitar, objects, speakers, video
projection, Cella Gallery Opava,
photo: Kuba Kozial

Dfevo vibrujici zvukem, struny rozezniva-
né divokym vodnim proudem, zrcadleni

svétla. Instalace vznikla pro vystavni pro-
gram organizace Bludny kdmen v Opavé.

A sound and light installation which

transduces the vibration of the recorded
sound of water, flowing in a stream onto
strings excited to sound as light dances.

3

Michael Delia, foto: Radek Kodera,
Plasy 1994, archiv Nadace Hermit
Michael Delia, photo: Radek Kodera,
Plasy 1994, Hermit Foundation
Archive
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Federico Diaz "

Pro prace Federica Diaze je typicka souvislost

s generovanym umeénim a systémovym umeénim.
Elektronické a digitalni technologie klade do kontex-
tu spolecenskych zmén. Zajem o zvuk jako nositele
estetického i metafyzického vyznamu je patrny v jeho
prvni vétsi realizaci Nostalgia (1992) a v instalacich
Dehibernation | a Il. Podle Diaze vnima ¢lovék hudbu
nejen sluchem, ale celym télem, c¢emuz odpovida
jeho pojeti holofonniho zvuku. V letech 1993-1997
vznikla pro GHMP interaktivni instalace 7, vyuzivajici

The works of Federico Diaz are characterised by con-
nections to generative art and systems art. He places
electronic and digital technologies in the context of
social changes. His interest in sound as a medium of
meaning both aesthetic and metaphysical is apparent
in his first major realisation, Nostalgia (1992), and in
his installations Dehibernation | and Il. According to
Diaz, people perceive music not only through hearing
but with their whole bodies, and from this he derives
his approach to holophonic sound. In the years
1993-1997, he created “7”, a motion- and sound-based
interactive installation for Prague City Gallery.

také pohyb a zvuk.

Dehibernation I. II.

Prostor sestavajici ze Sesti vzajemné
propojenych sad 92 reproduktord,
které v rtiznych frekvencich prehravaji
strukturované zvuky a kombinaci slov
v rtiznych jazycich sou¢asné. Kromé
akustického zazitku pfinasi instalace
diky charakteristice své materialové
konstrukce vizualni i hapticky efekt.
Jedna se o prvni DiazGv holofonicky
prostor.

Dehibernation I. II.

It is a particularly created space
equipped with six interconnected sets

of 92 speakers which play abundantly
structured sounds of various frequencies
and a mix of words in different languages
at the same time. Besides the acoustic
perceptions, the installation's effect

is visual and haptic, which is caused

by the characteristics of the material
construction of the artwork. It is Diaz’s
first holophonic space.
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Spin

Audiovizualni environment Spin
zkonstruoval Diaz se spolupracovniky

v roce 1995 v ramci skupinové vystavy
Orbis Pictus ve Valdstejnské jizdarné.
Sestaval se z akustického zrcadla
odrazejiciho zvuky a reagujiciho na pohyb
navstévnika. Vysledny prostorovy zvuk
poté sledoval navstévnika uvniti prostoru
instalace a reagoval s holofonnim
(prostorovym) zvukovym systémem.
Instalace byla doplnéna projekci vizualni
komponenty High Energy Collision.
Stejné jako u zvuku byla projekce
generovana ze vstupnich udajd na
zakladé sledovani pohybu navstévnika.

Spin

The audiovisual environment Spin was
constructed by Diaz and his team of
collaborators in 1995 as part of the group
exhibition Orbis Pictus in the Wallenstein
Riding School. It consisted of an acoustic
mirror reflecting sounds and responding

to the visitor’s movement. The resulting
surround sound then followed the visitor
inside the sculpture and reacted with

a holophonic (surround) sound system.
The installation was complemented by
the projection of the visual component,
High Energy Collision. As with the
sound, the projection was generated
from input data based on monitoring the
visitor’s movement.

Dehibernation I. 1., 1993-1994
Dehibernation I. I., 1993-1994,

Netz Europa, Landesgalerie am

0. O. Landesmuseum Francisco
Carolinum, Austria Tabakwerke, Linz,
Austria, 1994

2 Spin, 1995, audiovizualni environment,
technicka spoluprace Milan Gustar,
foto: archiv umélce
Spin, 1995, audiovisual environment,
technical collaboration: Milan Gustar,
archive of the artist
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H Irena Dodalova (1900-1989)
DOdGIOVI / The DOdaIS Karel Dodal (1900-1986)

Neformalni zakladatelé Skoly ¢eskoslovenského ani-
movaného filmu Irena Dodalova a Karel Dodal v roce
1933 zalozili Studio IRE-film pro reklamni animova-
né filmy i volnou tvorbu. Animovany barevny film
Fantaisie Erotique s hudbou Bedficha Kertena z roku
1936 byl prvnim abstraktnim filmem vyrobenym

v Ceskoslovensku. V komeré&ni verzi se pak promital
jako Hra bublinek (reklama na mydlo Saponia). Pohyb
barevnych kruh( reaguje na hudbu, rytmus a v ba-
revné skale na ,barvu” hudebnich nastrojd. Film byl
s Usp&chem promitan v Ceskoslovenském pavilonu

In 1933, founders of the Czechoslovak school of
animated film Irena Dodalova and Karel Dodal es-
tablished the IREFilm Studio for animated cinema
advertisements and free film art. Fantaisie érotique,
an animated colour movie with music by Bedfich
Kerten from 1936, was the first abstract film made in
Czechoslovakia. Its commercial version, the Saponia
soap advertisement, was screened under the name
Hra bublinek [The Bubble Game]. The movement of
coloured circles responds to music and rhythm while
the colour scale reflects the “colour” of musical instru-
ments. The picture was successfully screened in the
Czechoslovak Pavilion at the 1937 Paris Expo and at

na Expu v Pafizi v roce 1937 a na festivalu v Benat-

kach o rok pozdéji.

1 Myslenka hledajici svétlo, 1938,
fotografie na papife, 37 x 28 cm,
Moravska Galerie v Brné
Idea in Search of Light, 1938,
photography on paper, 37 x 28 cm,
Moravian Gallery in Brno

2 Fantasie érotique, 1936, animovany
film, délka: 2,11 min., Narodni filmovy
archiv
Fantasie érotique, 1936, animated film,
length: 2'11", Courtesy National Film
Archive
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Osmiminutovy ¢ernobily abstraktni film

s melodramatickym hudebnim doprovo-
dem Bedficha Kertena Myslenka hledajici
svétlo je posledni spolec¢na prace Karla

a Ireny Dodalovych, ktery vznikl v praz-
ském studiu IRE. Film byl ve stejném roce
promitan také na festivalu v Benatkach.
Jistou tématickou i formalni podobnost
Ize hledat s abstraktnim filmem Svétlo
pronika tmou Otakara Vavry a Zdenka
Pesanka z roku 1931, nebo s filmem
Myslenka (L'ldée) Bertholda Bartoshe,
ktery autor natocil v Pafizi podle grafik
Franse Masereela na hudbu Arthura
Honeggera v roce 1932.

the Venice Festival a year later.

The eight-minute black-and-white abstract
film with melodramatic music by Bedfich
Kerten Idea in the Search of Light is

the last collaboration of Karel and Irena
Dodalovi, created in the IRE studio in
Prague. The film was screened then also
at the Venice Film Festival the same year.
A certain thematic and formal similarity
can be found with the abstract film Light
Penetrates the Darkness of Otakar Vavra
and Zdenek Pesanek from 1931 or with the
film The Idea (L'ldée) by Berthold Bartosh,
shot by the author in Paris in 1932 based
on the graphics of Frans Masereel and set
to the music of Arthur Honegger.
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Lubos Fidler 195

Lubos Fidler je hudebnik, skladatel, vizualni umélec,
konstruktér hudebnich nastrojd. V 70. a 80. letech
spoluzalozil nékolik legendarnich skupin, jako byly
Stehlik, Svehlik, MCH Band, Kilhets, Janota-Fidler-
-Richter a dalsi. V poloviné 80. let emigroval do NSR.
Vedle své hudebni tvorby se vénuje nékolik desetileti
navrhovani a konstrukci zvukovych objektd - nastrojt
(Fidlerofon, Rozechvély hlinik, Roletofon nebo Péro),
které jsou Casto vytvoreny z nalezenych predmétd.
Fidler se zucastnil nékolika vystavnich projektd zamé-
fenych na propojeni vytvarného uméni, zvukového
umeéni, experimentalni hudby a performance orga-
nizovanych Petrem Niklem (Orbis pictus, Play). Se
Zdenkem Konopaskem hraje v duu Nocni ptak.

Lubos Fidler is a musician, composer, visual artist

and musical instrument designer. In the 1970s and
1980s, he co-founded several legendary ensembles
such as Stehlik, Svehlik, MCH Band, Kilhets, Janota-
Fidler-Richter and others. In the mid-1980s, he
emigrated to West Germany. In addition to music, he
has been involved for several decades in designing
and making sound objects/instruments - Fidlerofon
[The Fidlerophone], Rozechvély hlinik [Tremulous
Aluminum], Roletofon [The Shade-o-phone], or Péro
[The Spring]. Fidler took part in several exhibition proj-
ects aimed at bringing together visual and sound arts,
experimental music, and performances organised by
Petr Nikl (Orbis Pictus, Play). With Zdenék Konopasek,
he performs in the duet No¢ni ptak [Night Bird].

1 Zpivajici tyce, 2019, 1993-2019, zvukova 3 Svételna partitura 2019, 1993-2019,
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instalace, kov (kovové tyée), lanka,
majetek autora, foto: Tomas Soucek
Singing Rods, 2019, 1993-2019,
sound installation, forged aluminium
poles, cables, courtesy of the artist,
photo: Tomas Soucek

Rozechvély hlinik, 1998, kov, drevo.
Zvukova performance (Lubos Fidler,
OldFich Janota, Stépan Pegdirka),
Festival Limbo, klaster Plasy
Tremulous Aluminium, 1998, metal,
wood. Sound performance (Lubo$
Fidler, OldFich Janota, St&pan Pecirka),
Limbo Festival, Plasy Monastery.

kov, vézni hodiny, svételny zdroj, mp3
pfehrava¢, majetek autora, foto: Oto
Palan

Light score, 2019, 1993-2019, metal,
tower clock, light source, mp3 player,
courtesy of artist, photo: Oto Palan

Duch trabantu, 2011-2019, zvukovy
objekt, kov, sklo, dfevo, majetek
autora, foto: Oto Palan

Dancing Spirit of the Trabant de Luxe,
2011-2019, sound object, metal, glass,
wood, courtesy of artist, photo: Oto
Palan

Zvukovou sochu Zpivajici ty¢e (nova verze nastroje
Rozechvély hlinik, 1998) tvofilo pivodné nékolik
volné zavésenych pohybujicich se hlinikovych

tyéi, upevnénych na soustavé dievénych zebftika.
Otacejici se tyce se pfi vzajemném dotyku nebo po
uderu kladivkem rozezni ve ¢tvrttonové ladénych
interferencich.

Singing Rods (a new version of the Tremulous
Aluminium from 1998) originally consisted of several
free-hanging moving aluminum rods mounted on

a system of wooden ladders. The rotating rods sound
in quarter-tone tuned interference when they touch
each other or after being struck with a hammer.
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Floex (Tomas Dvorak) '*78

Tomas Dvorak - Floex - se pohybuje prfedevsim na
poli hudebni produkce a performance, zajimaji ho
vSak presahy hudby do vizualniho uméni. Vedle
hudebniho vzdélani absolvoval také studium v ateli-
éru Michaela Bielického na prazské AVU, pravidelné
spolupracuje s vytvarniky napfiklad s Federicem
Diazem nebo Tomasem Vankem. V ramci vlastnich
multimedialnich instalacia ¢asto reaguje na specific-
ky prostor, kdyz napfiklad zhudebnil provoz silni¢ni
kfizovatky (Crossroad, 2002) nebo v podobé interak-
tivniho laserového hudebniho nastroje Archifon (od
2011) ozivil prostor barokni kaple v arealu olomoucké
univerzity. V projektu Ziva partitura (2006) a RGB
(2002-2008) se pokusil prostiednictvim novych
technologii o re-interpretaci PeSankova projektu
Barevného klaviru.

Tomas Dvorak - Floex — works mainly in the field of
music production and performance, and he is inter-
ested in the overlaps of music into the visual arts.

In addition to his music education, he also studied

at Michael Bielicky's studio at the Academy of Fine
Arts in Prague and regularly collaborates with artists
such as Federico Diaz and Tomas Vanek. As part of
his own multimedia installations, he often responds
to a specific space, like when he set the operation of
a road junction to music (Crossroad, 2002) or revived
the space of a baroque chapel on the campus of the
University of Olomouc in the form of an interactive
laser musical instrument Archifon (since 2011). In the
projects Live Score (2006) and RGB (2002-2008), he
tried to re-interpret Pesanek's Colour Piano project
through new technologies.

1 Tomas Dvorak (Floex), Tomas
Vanék, Ziva partitura, 2008, zaznam
performance, video, majetek autora
Tomas Dvorak (Floex), and Tomas
Vanék, Live score, 2008, recording of
a performance, video, property of the
artist

2 RGB, 2002-201
RGB, 2002-20M
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Interaktivni zvukova instalace umoznuje
skupiné divakl participovat s uéinkujicimi
a vytvaret hudbu v redlném Case.
Ugastnici méli specialné upravené
baterky, kterymi mohli na projekéni
platno svitit zakladni barvy svételného
spektra (RGB). Michanim zakladnich
barev vznikaly nova barevné spektra

a svételna kompozice byla snimana,
analyzovana a prevadéna na hudebni
algoritmy. Vysledkem byla proménliva
hudebni kompozice.

An interactive music installation which
allowed the audience to participate and
create music in real time. Five members
of the audience were provided with
custom-made torches which could emit
the primary colours of the spectrum (red,
green, blue) in concentrated beams.

By mixing the colours, they created new
spectrums. The light composition was
immediately analysed and translated into
musical algorithms, resulting in an ever-
changing musical composition.
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Milan Grygar 1926

Vizualni umélec a tvirce zvukoplastickych kreseb,
akustickych zdznamd, haptickych kreseb a vizu-
alnich partitur Milan Grygar si v roce 1965 koupil
kotoucovy magnetofon a zacal pofizovat v ateliéru
nahravky zvukd, které vznikaly béhem kresleni tusi

a drivkem na papite. Aby rozsifil zvukové spektrum,
zacCal postupné uzivat také dalsi akusticky inspirativni
predméty, jako jsou zvonecky, mechanické hrac-

ky na klicek, rysovadla, Srouby, ozubena kolecka,
sklenice, zvonky, gongy, ¢inely, foukacky, fehtacky,
hraci strojky, metronom nebo ventilator. V obdobi
akustickych a hmatovych, ¢asto zivé predvadénych
kreseb a partitur se na ¢as priklonil ke gestu, hmatu,
procesu a performanci. Diky spolupraci s ceskymi

i zahrani¢nimi hudebniky se mu v 70. letech podafilo
proniknout také na mezinarodni scénu intermedialni-
ho a zvukového uméni. V letech 1970 az 1981 spolu-
pracoval napriklad s Erhardem Karkoschkou a dalSimi
hudebniky na koncertnich provedeni partitur Partitu-
ra sméru zvuku (1970), Architektonicka partitura (1971)
nebo Partitura krajiny (1973) ve Stuttgartu, Gentu,
Saarbrlickenu, Varsavé, Pafizi, Lodzi, New Yorku,
Stockholmu a Praze.
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Visual artist and creator of “sound plastic” drawings,
acoustic recordings, haptic drawings and visual
scores Milan Grygar purchased a reel-to-reel tape
recorder and in his studio, he started recording the
sounds emanating from stylus-and-ink drawing on
paper. In order to expand the sonic spectrum, he
gradually started using other acoustically inspiring
objects such as bells, clockwork toys, ruling pens,
screws, gear wheels, glasses, gongs, cymbals, blow-
pipes, rattles, music boxes, a metronome, or an elec-
tric fan. In his period of acoustic and haptic drawings
and scores, sometimes live-performed, he temporarily
leaned towards gesture, touch, process and perfor-
mance. In the 1970s, thanks to his cooperation with
musicians both Czech and foreign, he successfully
entered the international intermedia and sound art
scene. From 1970 to 1981, he worked, for instance,
with Erhard Karkoschka and other musicians on con-
cert performances of the scores Partitura sméru zvuku
[The Direction of Sound Score], 1970, Architektonicka
partitura [The Architectonic Score], 1971, or Partitura
krajiny [The Landscape Score], 1973, in Stuttgart,
Gent, Saarbriicken, Warsaw, Paris, Lodz, New York,
Stockholm, and Prague.

i

1 Milan Grygar v Galerii Sztuky v Lodzi,
1981, Archiv umélce, foto: Stépan
Grygar
Milan Grygar in the Galery Sztuky
in Lodz, 1981, artist’s archive,
photo: Stépan Grygar
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2 Velka kresba I, 1967, tus, papir na
platné, Galerie hlavniho mésta Prahy
Large Drawing |, 1967, Indian ink, paper
on canvas, Prague City Gallery
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Milan Gustar 963

Prace Milana Gustara jsou od 80. let souc¢asti scény
Ceského experimentalniho filmu, divadla, alternativni
hudby a pozdéji i audiovizualniho uméni. Pro jeho
pfistup je typické vyuziti kombinatoriky, matematic-
kych princip(, teorie tdnovych soustav, informatiky,
aplikované matematiky, modelovani, simulace, mikro-
tonality a algoritmickych postupt. Jeho dilo kombi-
nuje logické uvazovani a smyslové a excentrické. Je
autorem hudebnich kompozic, grafickych partitur,
zvukovych a multimedialnich instalaci a skladeb.

Since the 1980s, the works of Milan Gustar have been
part of the scene of Czech experimental film, theatre,
alternative music, and later also audiovisual arts. His
approach is characterised by the use of combina-
torics, mathematical principles, the theory of tone
systems, informatics, applied mathematics, modelling,
simulation, microtonality, and algorithmic procedures.
His work combines logical, sensory and eccentric
thinking. He has authored music compositions, graph-
ic scores, sound and multimedia installations and
compositions.

1 Trni, graficka partitura z cyklu 2 Pavouci, 1990, 2007, kompozice

Struktury, 2012, digitalni obraz,
archiv autora ready made
Thornbush, graphic score from the

Structures cycle , 2012, digital image,
archive of the author ready made
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a nahravka, 1990-2008, digitalni tisk,

Spiders, 1990, 2007, composition and
recording, 1990-2008, digital print,

.Po zimé jsem nasel ve sklepé desitky tél mrtvych pavouku
pokrytych bilou plisni. Plisen zakryla drobné detaily, zGstaly jen
bilé koule tél a kloub a jejich tenké spojnice. Pokusil jsem se

z kruh(i a ¢ar sestavit jejich obrazy. Text o pavoucich mi dal pred
lety Hynek Cap. Zjistil jsem, Ze se k nému hodi hudebni motiv

z roku 1990, z doby, kdy jsem zkoumal vlastnosti ladéni, déliciho
oktavu na sedm stejnych dili. Ladéni 7 edo se podoba bézné
diatonické stupnici, ma sedm stupii v oktavé jako sedm bilych
klaves klaviru. Neobsahuje vsak celé tony a pultony, ale mezi
sousednimi kldvesami je jednotna vzdalenost 171,4 centu (setin
pulténu), jen o 10 ¢ mensi interval nez maly cely ton - velka
sekunda 10/9. P¥i tvofeni melodii zni tento celoténovy krok tak,
jak jsme zvykli.” (Milan Gustar)

“After the winter, | found dozens of bodies of dead spiders
covered with white mold in the cellar. The mold covered small
details, leaving only white balls of bodies and joints and their
thin ligaments. | tried to assemble their images from circles
and lines. Years ago, Hynek Cap gave me a text about spiders.
| found that the musical motif from 1990, from the time when

| was researching the properties of tuning, dividing an octave
into seven equal parts, suits him. The 7 edo tuning resembles
a standard diatonic scale, with seven degrees in an octave,
like the seven white piano keys. However, it does not contain
whole tones and semitones, but there is a uniform distance of
171.4 cents (hundredths of a semitone) between adjacent keys,
only a 10 ¢ smaller interval than a small whole tone - a large
second 10/9. When creating melodies, this full-tone step sounds
as we are used to." (Milan Gustar)
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Miloslav Sonny Halas 946-2008

Konceptualni umélec, autor kolazi, grafickych partitur
a performer Miloslav Sonny Halas vytvofil v 70. letech
sérii grafickych partitur objektl v podobé gramo-
desek. Jeho siroky zabér vedl od raznych zanrd
vytvarného umeéni pres literarni tvorbu ke scénickym
formam a filmu. V roce 1974 pro akci Jitiho Valocha
50 x 50 mm zpracoval uryvek notového zapisu sklad-
by Richarda Wagnera a dal partitufe nazev Symfonie
pro prostor. V roce 1976 pokracoval v sérii ,nebes-
kych” grafickych partitur Ecliptic Constellations for
Acustic Piano No. 1-4., které pozdéji interpretoval Ja-
roslav Pokorny, skupina Morodochium Zdernka Plaché-
ho, skupina Colophony trio (Jon Rose, Richard Barret,
Meinrad Kneer) a také Tomas Vtipil a Josef Kli¢. Jozef
Czeres v roce 2017 vydal CD s nahravkami skladeb
podle Halasovych partitur Partitury a Smycce.
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In the 1970s, conceptual artist, performer and author
of collages and graphic scores Miroslav Sonny Halas
created a series of graphic score objects in the form
of gramophone records. His broad repertoire included
different genres of visual art, literature, scenic forms,
and film. In 1974, for Jifi Valoch’s action 50 x 50 mm,
Halas contributed a passage from the notation of

a Richard Wagner composition and entitled his score
Symfonie pro prostor [A Symphony for Space]. In 1976,
he continued his series of “heavenly” graphic scores,
Ecliptic Constellations for Acoustic Piano No. 1-4. They
were performed by Jaroslav Pokorny, by Zdenék
Plachy’s ensemble Morodochium, by the Colophony
Trio (Jon Rose, Richard Barret, Meinrad Kneer), and by
Tomas$ Vtipil and Josef Kli¢. Halas’s scores were pre-
sented at the exhibitions Noty jinak [A Different Take
on Notes] (Louny, Emil Julis Gallery, 2015), Partitury

ze Zivota [Life's Scores] (Brno, Mistogalerie, 2016),
Uhlem, perem, skalpelem [In Charcoal, Stylus, Scalpel]
(Olomouc, Museum of Modern Art, 2016). In 2017,
Jozef Cseres published a CD with performances of
Halas’s Partitury a Smycce [Scores and Bows].

1 Grafické partitury, gramodesky,
konec 80. let, sbirka Ivo Dostala
Graphic scores, records, late 1980s,
collection of Ivo Dostal
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3 Ecliptic Constellations for Acoustic
Piano No. 2, 1976, soukroma sbirka
Ecliptic Constellations for Acoustic
Piano No. 2, 1976, private collection

Portrét Miloslava Sony Halase, 4 Briinnh. Richard Wagner - Mil. Halas,

konec 80. let, fotograf neznamy,
z archivu Ivo Dostala

Symfonie pro prostor 50 x50 mm, 1974
Briinnh. Richard Wagner - Mil. Halas,

Miloslav Sony Halas, portrait, late 1980s, A Sympfony for Space 50x50 mm, 1974

photographer unknown, from the
archive of lvo Dostal
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