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Na pfelomu ¢ervna a ¢ervence 2022 vyvrcholil v Kroméfizi jiz XXXIII. roénik Mezinarodniho festivalu sou¢asného
uméni s duchovnim zamérenim FORFEST CZECH REPUBLIC. Vzdor ¢etnym pfekazkam v covidové a vale¢né
dobé zachovava svoiji originalni, nezaménitelnou tvarnost — dramaturgické hledacstvi ve sférach nikoliv
podbizivych, zato cilenych do hloubky lidstvi. Vdék za to si zaslouzi pofadatelé, neinavna kroméfizska dvojice
manzell Zderiky a Vaclava Vaculovi¢ovych, ktera jiz po léta tento projekt, tuto svoji originalni ideu doslova hycka
a za v8ech pfiznivych i nepfiznivych okolnosti udrzuje v kondici. Zastitu nad letoSnim ro¢nikem pfevzali

Mgr. Martin Baxa, ministr kultury Ceské republiky a Jan Graubner, arcibiskup olomoucky.

Pfedkladany pohled je zaméren jen na nékteré z akci bohatého letoSniho programu konaného v kouzelném &ase
proto jen ty nejdulezitéjsi akce. Zacal uz 27. dubna v Kojetiné klavirnim recitalem slovenské klaviristky Eleny
Lethianové, pokracoval vernisazi Vystavy pro Ukrajinu 29. kvétna v Hustopecich, 16. ervna koncertem sboru

19. éervna.

20. ¢ervna vystoupil v Chramu svatého Mofice sbor Permonik z Karviné s rozsahlym programem, sestavenym
pfevazné ze soudobé tvorby. Vytvarnou kapitolu Forfestu reprezentovala dalSi vernisaz, tentokrat v Krajské
galerii ve Zling, vystava nese nazev Naléhavost Casu — Velké formaty. 23. ¢ervna méla v Chramu svatého Jana
Kftitele premiéru skladba Te Deum Petra Vaculovice.

Vyraznym tvar¢im Cinem se stal violoncellovy recital, ktery pfednesl naprosto skvélym, presvédcivym zptsobem
Stépan Filipek. Na uvod provedI skladbu Corona - v Némecku Zijici rumunské skladatelky Violety Dinescu,

totiz sestaven vyhradné z damské hudebni produkce) se Filipek zna z Brna, vSechny vychazeji z okruhu
konzervatofe a Janackovy akademie muzickych uméni. Svoje vystoupeni interpret prabézné komentoval, ¢imz
mu dodal sympaticky hfejivy, bezprostfedni charakter. Po Violeté Dinescu proved! skladby Soni Vetché
(Hypnoza), Markéty Brothankové (Uspavanka), Petry Ctverackové (Stfidmost), Hany Foss (Malé radosti), Dariny
Zurkové (Tfes) a Zuzany Michlerové (Svétlo svéta). Zavér svého vystoupeni vSak vyhradil pro jednu skladbu

z muzské produkce, od Daniela Kessnera /USA/.

Program Forfestu v nedéli 26. Cervna se konal v pfednaskovém sale Muzea Kroméfizska. Po poledni tam bylo
zahéjeno kolokvium Duchovni proudy v sou¢asném uméni. Na prvni pohled ponékud odtazité téma hned v jeho
Gvodu nastolil Stépan Filipek, kdyZ pojednal o Lidické tragédii, jejiz smutné vyro&i si pravé pfipominame. Oznadil
ji za kulminaéni bod druhé svétové valky a zejména pak pfipomenul, jak se promitla do ¢eské kompozi¢ni tvorby
nasledujicich let. V této souvislosti poukazal na dila skladatel Bohuslava Martind, Klementa Slavického,
Miloslava IStvana, Vaclava Lidla, a Milana Bachorka.

Na aktualni téma — Uméni a kultura v dobé pandemie — pohovofil Jan Vrko€. Vzpomenul personalni ztraty, které
nam virus zpuUsobil a jak doslova otfasl hudebnim Skolstvim, koncertnim provozem a naladami ve spole¢nosti.

Jako rozhovor o hudbé byl v programu Forfestu avizovan pfispévek Jifiho Bezdéka, ktery pfitomnym predstavil
vSestrannou a neobycejné agilni plzerfiskou osobnost JUDr. Karla Pexidra. Prezentoval jej nejen jako skladatele
a klaviristu, ale i jako literata a filosofa, tedy jako osobnost renesanéniho typu. Pozornost intelektualnich kruh(

si Pexidr podle Bezdéka zaslouzi i pro sv(j lidsky nadhled a zpUsob, jakym se v jeho tvorbé vSechny tviréi obory
vzajemneé prolinaji a doplfiuji. Za pfipomenuti stoji rovnéz jeho sponzorskeé aktivity, kterymi podporuje ¢etné
kulturni akce nejen lokalniho vyznamu.

Dominantou nedélniho odpoledne se v3ak stal koncertni pofad s nazvem Soudoby €esky koncertni melodram.
Zasvécenym slovem jej uvedla Doc. PhDr. Véra Sustikova, Ph.D., prazska muzikoloZka, ktera se timto tématem
soustavné zabyva jiz po cela desetileti. Pro letoSni ro€nik Forfestu sestavila koncert ,Nova vina ¢eského
melodramu® z tvorby hned nékolika generaci hudebnich tvircd. Do nejmladsi skladatelské generace, ktera
koncert zahgjila, patfi Michaela Augustova. Byla uvedena jeji kompozice na text llji Hurnika s nazvem
Kosmologie. DalSi mladou skladatelkou melodramu je Katefina Pincova. Jeji skladba na text Chérie Carter
Scottové (v pfekladu Vladimira Vitvara) nese nazev Melodramaticka freska. Lukas Sommer formou melodramu



zhudebnil lyricky text Karly Erbové ,Davno mé nikdo nepohladil®, naopak az dadaisticky pusobici text Josefa
HirSala s nazvem ,Basnég, tfasné, rohypnol“ se stal literarnim podkladem pro skladbu Jifiho Pakandla. Cesty,

to je ndzev melodramu Markéty Mazourové na text Roberta RoZzdéstvenského v prekladu Jany Moravcové.
Nasledovaly skladby jiz zralych skladatelskych osobnosti. Satiricky naboj ma melodramaticka kompozice Josefa
Marka, ktera se opira o text Williama Shakespeara. Skladatel ji nazval Senator. Ze Shakespeara tézil rovnéz Emil
Viklicky, ktery zhudebnil Sonet ¢. 66 v pfekladu E. A. Saudka. Odkazem na lidovou tvofivost je melodram Jifiho
Bezdéka s nazvem Tancil, jako dabel. Vyrazné vypointovany konec celému melodramatickému odpoledni dodala
skladba Milo$e Stédroné na text Pavla Eisnera nazvana ,Je to mozné?“. Ve funkci meziher zaznéla v pribéhu
koncertu dvé klavirni preludia (mezi Pincovou a Sommerem a mezi Viklickym a Bezdékem). To prvni napsal
Pavel Samiec, to druhé Karel Pexidr. Nejen je, ale i kompletné vS§echny naro¢né instrumentalni party melodrama
prenesla klaviristka Véra Miillerova. Jeji vykon byl opravdu skvély a zaslouZzi si obdiv nejen pro sv(j rozsah
(zahrala celkem 11!! skladeb), ale i proto, Ze se uvolila hrat ne na skute¢ny klavir. Muzeum Kroméfizska ma

ve své prednaskové sini (jak jiz o tom byla zminka v pfedeSlém textu) k dispozici pouze elektronicky nastroj
znacky Technics, ktery je sice té vyspélejSi technologické kategorie, avSak pfisnému srovnani s akustickymi
nastroji tradi¢niho typu, pro které vSichni skladatelé komponovali, stale jesté nestadi. Nejvétsi pozornost publika
byla vSak pochopitelné soustfedéna na recitatory. Byli dva - Marta Hrachovinova (ztvarnila melodramatické party
v Augustinové, Sommerovi, Mazourové, Viklickém a Bezdékovi) a Filip Sychra (recitoval v Pincové, Pakandlovi,
Markovi a Stédrofiovi). Na svoje role byli velmi dobfe pFipraveni. Ostatné jedna se o dramatické umélce, ktefi

se v oboru suverénné pohybuiji jiz cela Iéta. Bylo pozitkem je sledovat, jak citlivé reaguji na déni v hudebni
sloZce, jak souzni nejen s jejim ¢asovym parametrem, ale i s vyrazem a prlilbéhem dynamiky. Dobfe védi, kdy
maji nasadit jakou dynamiku, kdy civilni vyraz a kdy naopak pateticky tén, takovy, ktery je v mnoha pfipadech
stale jesté platnou normou, dédictvim zlatého véku Ceské Fibichovskeé éry.

V pondéli dopoledne 27. 6. pokragovalo druhym blokem leto$ni kolokvium. V jeho Gvodu PhDr. Véra Sustikova
hovofila o historii a sou¢asnosti éeského melodramu, €imzZ z historického a hudebné teoretického hlediska
navazala na koncert ze v€erejSiho odpoledne. Analyzou vlastni tvorby, Proroctvi 1zaiaSovo pokracoval skladatel
Pavel Zemek — Novak. Z programu tfetiho bloku letoSniho kolokvia je tfeba poukazat na pfispévek z oblasti
psychologie a mediciny, v némz Dr. Marek Pavka pojednava o tom, zda mlze poslech Mozarta podpofit 1Q.

Renomované Dolezalovo kvarteto (Vaclav Dvorak, Jan Zrostlik — housle, Martin Adamovi¢ — viola, Vojtéch Urban
— violoncello) pfedneslo v pondéli / 27. 6. / veCer v chramu svatého Mofice ¢Ctyfi soudobé kvartetni kompozice
vzacné jednotného vyrazu a jednotné volby kompoziénich prostfedkud. Prvni dvé, Chiaroscuro od Giji Kanceliho
a Pramen z jeskyné& bezmoci Ondfeje Stochla, jsou jednovété skladby piné lyrického citu a smutku. Plynou
pomalu, v fidké faktufe, jen ob&as nas prekvapi erupce jakéhosi vzdoru, vystfidané plochami az dramatického
pianissima.

Pozdni uterni odpoledne / 28.6. / v Muzeu Kroméfizska patfilo dvojici hraéu na smy€cové nastroje — violistovi
Josefu Jandovi a violoncellistovi Petru Chudobovi. Pfednesli soudoby repertoar ( Kurtdg, Poppe, Lang, Kral).

Dal$i gisté Zenskou interpretaéni dvojici na leto$nim Forfestu byla flétnistka Monika Streitova z Portugalska
a sopranistka Nao Higano z Japonska. Pfednesly repertoar japonsko-slovensko-&esko-rakousky (Hattori,
Matsumoto, Szeghy, Rataj, Schénberg), prezentujici nejen séla a dua, ale i souginnost elektroakustické stopy.

Komorni koncert &tvrteéniho /30.6/ odpoledne patfil brnénskému dechovému Triu Aperto (Barbora Steflova —
hoboj, Jan Charfreitag — klarinet a Pavel Horak — fagot). | tato sestava nabidla soudobou tvorbu spojenou

s elektroakustikou (Trio Ondfeje Kyase), dale pak skladby Radima Bednafika (Mikrosvéty IX), Jifiho Barty (Trio),
Michala Nejtka (Some strange bird), Dalibora Spilky (Rozmarné Iéto) a Jany VéréSové (Trio).

Ostravsky komorni Zensky sbor Notabene, vedeny Danielou Stfilkovou pfednesl ve &tvrtek veéer v Chréamu
svatého Mofice vybér ze svého bohatého soudobého repertoaru, v némz dominuji jména skladatelskych
osobnosti jako napfiklad Markéta Dvofakova a Jaroslav Dostalik.

Zavérecnou akci letodniho tfiatficatého roéniku festivalu Forfest Czech Republic 2022 se stalo vystoupeni tfi
zahrani¢nich umélcl, sopranistky Maji Pavlovské z Makedonie, flétnistky Eleny Stojceské Petiot a kytaristy
Romaina Petiota — oba z Francie a elektroakustika Massimiliana Messieriho ze San Marina. Uskutecnilo se

za podpory Ministerstva kultury Makedonie v Muzeu KroméFiZska. Zaznély skladby Dariji Andovské, Alberta
Roussela, Raphaela Zamboniho, Sophie Lacaze a Heitora Villa-Lobose.



Introduction
PhDr. Vojtéch Mojzis /CZ/ - composer, musicologist, Hudobny Zivot 9-2022 /SK/, Reflexe Plus /CZ/

Observations from the Forfest 2022 /summary/

June and July of 2022 in KroméfFiz culminated with what was already the XXXIII. year of The International Festival
of Contemporary Arts with Spiritual Orientation FORFEST CZECH REPUBLIC 2022. The festival, defying of
numerous obstacles in the time of covid and war, has maintained its original, unmistakable appearance.

It delivers dramaturgical search in spheres that are not condescending, but aimed at the depth of humanity.
Thanks for this goes to the organizers, the tireless Kroméfiz couple Zdenka and Vaclav Vaculovi¢, who have
been literally nurturing this project and their original idea for years and keeping it in shape through both favorable
and unfavorable circumstances. This year's patronage was taken over by Mgr. Martin Baxa, Minister of Culture

of the Czech Republic and Jan Graubner, Archbishop of Olomouc.

This presented view is focused on but some of the highlights of this year's rich program, held in the magical time
of the coming summer not only in Kroméfiz, but also in Olomouc, Zlin, Kojetin, Hodonin and Hustopece.

And so we list but a few of the most important events. The program began on April 27 in Kojetin with a piano
recital by the Slovak pianist Elena Lethanova. It continued with the opening of the Exhibition for Ukraine on May
29 in Hustopece, on June 16 with a concert by the Ensemble Versus choir in the Church of St. Maurice

in KroméFiz. On June 18 we were thrilled by a concert by the Slovak-Polish Duo Accosphere in the Museum

in KroméFiz and by an organ recital by Irena Chfibkova in St. Wenceslas Cathedral in Olomouc on June 19.

Due to the pandemic, foreign guests were only able to participate in the 2022 colloquium by correspondence -
they are visual artists: Tommy Barr /Ireland/, Tommasina Bianca Squadrito /Italy/ and composers Massimiliano
Messieri /San Marino/ and Theodore Wiprud /USA/.

On June 20, the Permonik choir from Karvina performed in the Church of St. Maurice with an extensive program,
composed mainly of contemporary works. The artistic chapter of Forfest was represented by another opening,
this time at the Regional Gallery in Zlin, the exhibition is called The Urgency of Time — Large Formats. On June
23, the Te Deum composition by Peter Vaculovi¢ premiered in the Church of St. John the Baptist.

The cello recital, delivered in an absolutely brilliant and convincing manner by Stépan Filipek, became

a significant creative act. At the beginning, he performed the piece Corona - by Romanian composer Violeta
Dinescu, who lives in Germany and whom he met years ago right here, at the Forfest in Kromé&¥iZ. Filipek is
familiar with the work of other female composers in his program (it was composed exclusively of women's music
productions) from Brno, they all come from the circle of the conservatory and the Janacek Academy of Performing
Arts. The performer continuously commented on his performance, giving it a sympathetically warm, immediate
character. After Violeta Dinescu, he performed compositions by Sonia Vetcha (Hypnosis), Markéta Brothankova
(Lullaby), Petra Ctveragkova (Temperance), Hana Foss (Malé radosti), Darina Zurkova (Trembling) and Zuzana
Michlerova (Light of the World). However, he reserved the finale of his performance for one song from a male
production, by Daniel Kessner /USA/.

The renowned Dolezal Quartet (Vaclav Dvorak, Jan Zrostlik — violin, Martin Adamovi¢ — viola, Vojtéch Urban —
cello) performed four contemporary quartet compositions with a rare uniform expression and a uniform choice
of compositional means on the evening of Monday / 27 June / at St. Morice's Church. The first two, Chiaroscuro
by Giji Kanéeli and Pramen z jeskyn& bezmoci by Ondfej Stochl, are one-sentence compositions full of lyrical
feeling and sadness. They flow slowly, in a sparse texture, only occasionally we are surprised by eruptions of

a kind of defiance, alternated with areas of even dramatic pianissimo.

Late Tuesday afternoon / 28.6. / in the Kroméfiz Museum belonged to a pair of stringed instrument players -
violist Josef Jand and cellist Petr Chudob. They performed a contemporary repertoire (Kurtag, Poppe, Lang,
Kral).

Another purely female interpretation duo at this year's Forfest was flutist Monika Streitova from Portugal and
soprano Nao Higano from Japan. They performed the Japanese-Slovak-Czech-Austrian repertoire (Hattori,
Matsumoto, Szeghy, Rataj, Schénberg), presenting not only solos and duos, but also the synergy of the electro
acoustic track.



The chamber concert on Thursday (June 30) afternoon belonged to the Brno wind Trio Aperto (Barbora Steflova —
oboe, Jan Charfreitag — clarinet and Pavel Horak — bassoon). This line-up also offered contemporary work
connected with electro acoustics (Ondrej Kyas Trio), as well as compositions by Radim Bednafik (Mikrosvéty 1X),
Jifi Barta (Trio), Michal Nejtek (Some strange bird), Dalibor Spilka (Rozmarné leto) and Jana VoréSova (Trio ).

The Ostrava chamber women's choir NOTABENE, led by Daniela Stfilkova, performed a selection from their rich
contemporary repertoire in the Church of St. Maurice on Thursday evening, dominated by composers such as
Markéta Dvofakova and Jaroslav Dostalik.

The final event of this year's thirty-third edition of the Festival Forfest Czech Republic 2022 was a performance
by three foreign artists, soprano Maja Pavlovska from Macedonia, flutist Elena Stojceska Petiot and guitarist
Romain Petiot - both from France, and electro acoustics by Massimiliano Messieri from San Marino. It took place
with the support of the Ministry of Culture of Macedonia in the Museum of Kroméfiz. The compositions of Darija
Andovska, Albert Roussel, Raphael Zamboni, Sophie Lacaz and Heitor Villa-Lobos were performed.

MA Tommy Barr /Northern Ireland/ - painter, visual artist

The diary of an artist in most unusual times
Denik umélce v nejneobvyklejSich dobach

In late 2019, as we in the United Kingdom of Great Britain and Northern Ireland (UK) were grappling with Brexit,
our exit from the European Union and the biggest change to our daily lives in a generation, news from China
began flooding social media. It informed a growing realisation of the impending impact of what was to come.

In 2020, on the 11" of March the World Health Organisation declared Covid 19

a global pandemic. Shortly after, on the 23" of March our government announced A & S W

. . . . g " . . | 888 HM Goverment INHS |
a UK wide lockdown imposing the greatest restrictions on citizens in living memory. ’
Expressions such as ‘social distancing’ and ‘self isolation’ entered our vocabulary STAY HOME
as museums and galleries began closing to the public and suspending their -w
programs. This mirrored what was happening across the world. By April PROTECT
international borders had been closed and the skies once again belonged to the ’

, THE NHS

And so began, the most unusual of times for artists worldwide; times which will live
long in the memories of those of us who were to live through them. As was the case
for most artists, | continued to work quietly in my studio finishing a series of works ’ SAVE LIVES

for an upcoming exhibition in Japan, which | had given the title ‘the life of a bird’. A M AR -

Creating the icons gave me focus and peace of mind to some extent. However with the closure of venues
continuing to extend, plans for this exhibition were set aside pending a return to something resembling normality.
Artists across the UK were increasingly on-line discussing when this might actually be and offering support to their
colleagues. It is fair to say there was not a lot of optimism in the air.

Just before the introduction of the restrictions | had received a request from a friend to create a work for the
European International Art Book Biennale. This was due to be held in the museum gallery of the beautiful Karolyi
castle in Carei, Transylvania. Upon considering how to provide a suitable object | decided to create a diary,
painting one page each week during lockdown. This was an unsurprising subject. Artists everywhere had been
watching the situation intensely and many were presenting work inspired by those unique times across social
media. It is a key aspect of the work of an artist to document their times in their own unique way, and this paper,
providing a snapshot of the times, may be considered part of this important body of work.

For the diary | took motifs which | been developing in my work and blended them with the ubiquitous corona virus
symbol to create very personal designs. These were then drawn into dark, turbulent, brooding atmospheres. For
each page number | used the number of people who died from the infection in Northern Ireland that week. |
accept that this is not the most cheerful of artworks but | believe it truthfully charted both the devastating impact
and our progress towards a resolution. It captured the mood of those strange days. On the back cover | painted
the 100 year old Captain Tom Moore walking fearlessly, as he had done throughout. Captain Tom had become

a symbol of strength in the face of adversity, a source of inspiration and a highly respected gentleman.



During the second period of lockdown

| created a second volume of the diary. This
time the back cover showed the number

of people in Northern Ireland who had
received their vaccines. Quite by chance

| completed the final page on the day

| received my vaccine, which was also the
anniversary of the first diagnosed case

in Northern Ireland. The development of the
vaccine so quickly was impressive and was
something which earned our gratitude.

Our National Health Service did a superb job of the rollout. There was of course some controversy as conspiracy
theories ranged from mild reservations, through an understandable mistrust of the government’s involvement to
deranged nonsense. | elected to take the vaccine, as did all of my friends, and | immediately felt more secure and
able to face the challenge.

As people everywhere sought to adjust to the new reality and
institutions began adopting their plans, some events were

i MASSEY | iyt placed on hold until the situation improved sufficiently, as was
ewmery o ew i the case with the Biennale; others were able to successfully
convert to new online formats. | had been scheduled to attend
France and Beyond

the ‘France and beyond’ conference in Massey University in
New Zealand, providing a lecture and an exhibition which was
to serve as a fringe event. Even at this early stage of
lockdown and with little past experience to build upon, this
event adapted superbly. | was able to host an opening event
which welcomed virtual guests to the gallery using technology
provided by H-France. The determination of the organisers
was inspirational and their hard work was well and truly
rewarded. Similarly for my work on tour across Ukraine and
Russia as part of the ArtMedia 10" anniversary celebrations,
a large screen was set up in the galleries allowing me

to participate in the opening events.

ciety for French Historical Studies Conference and

George Rudé Seminar in French History and Civilisation.

Similarly for my work on tour across Ukraine and Russia as part of the ArtMedia 10™ anniversary celebrations,

a large screen was set up in the galleries allowing me to participate in the opening events. | was able to talk with
guests from those regions as they attended and walked around the actual exhibitions. This was actually a great
solution and connections were made and old friendships revisited. Venues were sharing feedback on how
solutions were working and a maturity of approach was gradually emerging. At the time this was being referred
to as the ‘new normal’.

Projects such as these were created worldwide and in great g
numbers and played a key role in navigating the pandemic. They £

 Hi o

gave artists an outlet for their creative endeavours and the
encouragement needed to keep going. These were difficult days
for most artists. Here in the UK our government introduced

a furlough scheme which provided payments for people who had
been prevented from continuing with their work. However for
artists who of course were not in the employment of companies,
qualifying for the payments was difficult and often impossible.
Given my lack of success with previous applications to the
government’s arts funding bodies, | did not even bother applying.

| simply worked in a form of survival mode. Sadly this was the approach which seemed most prevalent amongst
my colleagues at the time. However artists are creative people and many found creative solutions.

There were also a few precious moments which lifted my spirits. In a strange twist of fate, the Webby Awards
ceremony moving online actually worked better for me. Having served as an executive member

of the International Academy of Digital Arts and Science and a judge for these awards for eight years | had not
been able to attend an actual awards ceremony. When this moved online | was able to take my place as a virtual
guest alongside everyone else and enjoy it live for the first time. It may not have been as good as being there but
it was fun.



Mid way through the pandemic, | received a request from a colleague Dr. loana Filipescu, who was in lockdown
from her work at the National Museum of Art in Cluj-napoca, Romania. She was seeking permission and
assistance to write a monograph detailing my life and work. Having curated exhibitions of my icons in the past,
loana was familiar with both the work and the thought processes. It was a perfect foundation for this work. Like
loana, many historians and curators found that lockdown and the suspension of events gave them more time
to analyse the work of artists and to write and a wealth of new academic work was created.

Working with loana brought focus and enjoyment to those historic days. It set me off on the long overdue task
of properly cataloguing my work. This was something | had never quite gotten organised and had become

a daunting prospect. However, once started | found it highly rewarding. It is important work that so many artists
neglect and | cannot help but feel | was one of many who were in that same position. | suppose the completion
of this work could be considered a ‘lockdown bonus’.

Strangely, during lockdown | also found myself doing almost as much writing as painting. This was certainly a new
situation for me. Writing about the icons caused me to revisit older works and it will be interesting to see what
impact if any this has on my new work going forward. Artist's work is always impacted by their circumstances.

By winter 2021 | had begun to once more receive invitations to participate in events and to prepare exhibitions
of my icons for 2022. At this point | seemed reasonable for me to consider that the impact of the pandemic

on the arts sector had finally eased. | was also aware of a growing confidence amongst my colleagues during
on-line conversations. A willingness to travel and to appear at opening events had returned for many and there
seemed to be an air optimism.

It is clear that one of the lasting legacies of the pandemic
will be the level of on-line connectivity now found in artist’s
studios. As most increased their level of on-line
participation in events and became more dependent on
applications such a messenger and Zoom, it became
imperative that they had fit for purpose connectivity. We
now have stronger and more personal communications.
Amongst even older artists | noticed an increased interest
in digital work. This is easily transported and presented
and so it offers a practical solution to some of the issues
from lockdown. Time will tell, but perhaps the increased
interest in NTF’s also owes a debt to the pandemic.

An unfortunate side effect of lockdown was that it seemed to turn peoples gaze inward and serve to harden
attitudes. The word ‘woke’ had entered our vocabulary and we were witnessing a dramatic increase in the number
of activist groups and soaring levels of intolerance and aggression in their behaviour. Our attitudes towards one
another and our environment had become careless and on occasion shocking. This shift in the mindset of the
public inevitably influenced artists.
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The arts have a long tradition of young artists in particular rebelling and rejecting the art and approaches of the
establishment. This was no doubt part of the attraction, as was the desire to appeal to the current market;
however a narrowing of focus was apparent. Changing times often create a step change in art, as was the case
with impressionism and expressionism. On this occasion however the change was primarily in subject rather than
technique. This gave me cause for concern. Artists have a unique place in society and for me it remains important
that we each follow our conscience, using this privilege thoughtfully and responsibly, rather than fashionably

or within limits set by others.

During lockdown and to some extent during the days leading up
to it, governments worldwide seem to become more nationalistic.
Brexit had been just one example of this trend. However it
seemed to intensify during lockdown and the most shocking
example of it came just as we seemed to be getting back to
something resembling our previous normal. The unimaginable
happened as Russia invaded Ukraine in an onslaught so brutal
that it stunned and then galvanised the world. Once again the
world had been thrown into war. This will impact upon the stability,
economic wellbeing and environmental sustainability of Europe
and beyond for a generation, with what looks likely to be
permanent damage. While art is clearly of much lesser
importance, it often provides people with hope and this had taken
yet another major blow; however that will be a story for another
day.




MgA. Jiti Cevela /CZ/ - muzikolog, Ustav hudebni védy Filozofické fakulty Masarykovy
univerzity, dramaturg Ensemble Opera Diversa,
musicologist, Faculty of Arts, Masaryk University, dramaturg of the Ensemble Opera Diversa

Soudoba duchovni hudba v ramci koncertni ¢innosti Ensemble Opera Diversa
Contemporary spiritual music as part of the concert activity of the Ensemble Opera Diversa

Ensemble Opera Diversa je umélecky soubor, ktery se soustfedi na objevné hudebni a divadelni programy
predevsim ve svém domovském Brné. Unikatnost souboru v kontextu nezfizovanych uméleckych soubort je
z¢asti zpUsobena jeho ,trojjedinosti“ — autorské hudebni divadlo, orchestralni nebo komorni koncerty s objevnou
dramaturgii a koncerty komorniho sboru Ensemble Versus. K tomu téleso iniciuje nebo se podili na tvorbé CD
nosicl ¢i rozhlasovych nahravek. Svou dramaturgii, podnécovanim novych skladeb i interpretaénim nasazenim
soubor usiluje o dialog s otevienym posluchacem, pfi€emz jednotlivé programy propojuji tvorbu 20. stoleti se
skladbami soudobymi se snahou vyzdvihovat a ozivovat spiSe opomijené, pozapomenuté Ci zcela neznamé.

Nasledujici text pfedklada chronologicky a do jisté miry i kompilaéni pfehled koncertll souboru z linie chramovych
koncertt, v ramci nichz se od roku 2010 vénuje uvadéni pfedevsim soudobych duchovnich skladeb. Text pfitom
klade dliraz na dramaturgii a kontexty jednotlivych programu a zvlasté pfihlizi k premiéram svétovym

i tuzemskym. Jednotlivé koncertni anotace pro stru¢nost a koherenci doplfiuji konkrétni odkazy na webové
stranky souboru, kde Ize dohledat mj. Cetné fotografické i zvukové zaznamy, stejné jako pfipadné recenze

a programni texty Do jisté miry Ize text vnimat téz jako doplnem textu Vladimira Marase o Velikono¢nim
festivalu duchovni hudby, ktery je sou&asti tohoto sborniku.?

Idea linie vznikla z iniciativy tehdy nové nastupujiciho koncertniho dramaturga orchestru Vladimira Manase se
zamérem o prezentovani nové puvodni duchovni tvorby kmenového skladatele souboru Ondreje Kyase V této
dobé se soucasti ansamblu stal jizZ zminény komorni sbor pro duchovni hudbu Ensemble Versus, jehoz je dosud
Manas sbormistrem. Tato synergie se jevila pfihodné pro uvedeni prvni z Kyasovych skladeb, ktera vznikla pro
linii chramovych koncertl. V kostele sv. Augustina na nameésti Miru v Brné se 22. brezna 2010 uskutecnila
premiéra Stabat Mater pro sopran, bas, velky a maly sbor, komorni orchestr a varhany Na uspé&Sném provedeni
se kromé orchestru Ensemble Opera Diversa a sboru Ensemble Versus podileli Hana Skarkova (s), Ale$
Prochazka (b), Martin JakubiCek (org) a smiSeny sbor VUT Vox luvenalis, jehoz sbormistr Jan Ocetek tento
koncert zaroven dirigoval. Kyas pfi komponovani pracoval s ideou neobvyklého koncertniho uspofadani interprett
— vétsi sbor spolu se sélisty a komornim orchestrem proto umistil do prostoru pfed oltafem a mensi sbor na kiir
k varhanam. Tento zamér byl do jisté miry posilen pfi druhém uvedeni dila, které se ve stejném obsazeni konalo
17. z&fi 2012 v Ceskobratrském evangelickém chramu Jana Amose Komenského na Komenského namésti

v Brné, jehoz prostory vybizely k jeSté rozmanitéjSimu rozmisténi.

V prvni poloviné téhoZ roku (13. €ervna 2012) se v témze kostele jesté konal Svatojansky koncert, v ramci néhoz
budovani linie pokraCovalo dal$i objednavkou u Ondfeje Kyase Jeho premiérové uvedena kompozice Magnificat
pro sbor a smycce, jiz koncert vyvrcholil, byla tehdy jedinou skladbou na liturgicky text. U ostatnich dél bylo
vyuzito volnéji chapaného liturgického prostoru. Navzdory absenci liturgickych textl vSak skladby nesly duchovni
rozmér: vedle Cisté instrumentéalnich skladeb Henryka Mikotaje Géreckeho (Trzy utwory w dawnym stylu)

a Ondfeje Stochla (Modra — &ista a kiehkd) zaznéla v premiéfe kantata Hany Skarkové na text zakladatele
souboru a libretisty Pavla Drabka s nazvem DuSe pout Emilie v pomérné neobvyklé instrumentaci (flétna, klarinet,
marimba, varhany, smy¢ce, smiSeny sbor, sopran a bas soélo). Pod taktovkou Tomase Krej¢iho se sélové
predstavili Lucie Kasparkova (s), AleS Prochazka (b), Tereza Horakova (vin), Martin Oprsal (perc) a Martin
Jakubicek (org). O rok pozdéji se v ramci koncertu na sv. Ludmilu (16. zafi 2013) v kostele sv. Augustina
uskutecnila repriza Kyasova Magnificat spolu s jeho instrumentalnim kusem Introitus. Déle zaznéla Sonata da
chiesa Petera Grahama a Sestidilna kantata Apocalypsis loannis pro Zenské séla (Lenka Cafourkova Duricova —
s, lvana Pichova — ms), sbor a smy€ce a slovenského skladatele Petera Zagara. Ensemble Versus program
koncertu doplnil o Stravinského Otée nas.

! Veskeré odkazy jsou funkéni v dobé psani tohoto textu (listopad 2022).

2V ramci festivalového kolokvia autofi obou textil vystoupili se spoleénym piispévkem s ndzvem Linie soudobé duchovni
hudby v ramci koncertni cinnosti Ensemble Opera Diversa a programu Velikonocniho festivalu duchovni hudby.
Oba predkladané texty je proto nutné chépat vzajemné.

3 Pro doplnéni piedlozeného textu viz MANAS, Vladimir. Ensemble Opera Diversa a koncerty soudobé duchovni hudby
v Brné. Psalterium, 2013, ro€. 7, €. 4, s. 4-5. Dostupné online, http://zpravodaj.sdh.cz/files/ps_4_13.pdf

* https://www.operadiversa.cz/orchestr/projekty/stabat-mater/ (odkaz je platny i pro druhé uvedeni dila).

> https://www.operadiversa.cz/orchestr/projekty/svatojansky-koncert/
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V roce 2014 se podobné jako roku 2012 uskuteénily dva chramové koncerty. V kostele sv. Augustina byl 7. fijna
2014 uveden orchestralni koncert se dvéma premiérami: Te Deum laudamus pro sopran, sbor a komorni orchestr
Ondreje Kyase a chramovy koncert pro basklarinet, dvé trubky, smycce a varhany s nazvem Death Has a Smile
on lts Face (in memoriam Reinhard Oehlschlagel) od Petera Grahama.® V eské premiéfe zaznél Introit pro
smycCce a dvé trubky osobné pfitomného britského autora Davida Matthewse a také Hommage a concerto grosso
pro solové violoncello a smy¢ce Roberta Hejnara. PFi koncertu se v ramci chramové linie premiérové predstavila
dnes jiz kmenova dirigentka souboru Gabriela Tardonova. Sélové Ucinkovali Pavel Zlamal (bcl), Jozef Zimka,

Vit Otahal (tpt), Lukas Svoboda (vic) a Jana Tajovska Krajcovicova (s), Ensemble Versus jesté a cappella uved|
Os justi meditabitur FrantiSka Gregora Emmerta.

Druhy chrdmovy koncert realizovany téhoz roku (21. fijna 2014) se uskutecnil jako sborovy a Ize ho povazovat
za zahajeni pomysiného bloku chramovych koncert(i vénovanych dilu a osobnosti Frantiska Gregora Emmerta.’

V bazilice Nanebevzeti Panny Marie na starém Brné Ensemble Versus a Vox luvenalis se sopranistkou Hanou
Skarkovou v premiéfe uvedli Emmertav sborovy cyklus Nirmal Hridaj konfrontovany renesanénimi motety.

V tomto kontextu Ize vyzdvihnout dalsi uziteCnou synergii: kriticka edice premiérovaného cyklu tot|z vznikla jako
zavéredna prace Sofije Colovié na Ustavu hudebni védy Filozofické fakulty Masarykovy un|verZ|ty DalSi sborovy
koncert s Emmertovymi sborovymi dily se uskutecnil opét u sv. Augustina 15. Cervna 2015. Ve spolupraci
Ensemble Versus se sborem OctOpus Vocalis, Hanou Skarkovou a varhanikem Ondiejem Mugkou zaznéla také
anglicka polyfonie 16. az 20. stoleti.

Jelikoz Emmert zemfel v dubnu téhoz roku, samotného koncertu se jiz nedozil. V nasledujicim roce (26. dubna
2016) proto soubor v témze kostele zorganizoval koncert s nazvem Pocta FrantiSku Gregoru Emmertovi, kdy se
pod taktovkou Gabriely Tardonove s orchestrem pfedstavili Milan (vin, vla) a Marek Pafovi (org), ktefi s autorem
dlouhodobé spolupracovall Kromé Kyasova Introitu a Hindemithovy Trauermusik byla uvedena tfi Emmertova
dila — Meditace o zjevenich vzkfiSeného Pana pro housle sélo, La troise me chute de Jésus sur le chemin de

la crois pro varhany sélo a Jékobov zapas pro viqu a smyc“:ce Koncert s dil€imi programovymi zménami zaznél
dedikovanych koncert( probehlo 1. Cervna 2017 s dlrlgentem Ondrejem Olosem U sv. Augustina byla tehdy
ve svétové premiéfe uvedena skladatelova 25. symfonie, jejiz kriticka edice opét vznlkla jako zavérec¢na prace
na dfive zminéném akademickém pracovisti — tentokrat zasluhou Petry Ctveragkove." Symfonle s podtitulem
,K tob& byl poslan andél* je psana na vybér versu a slov Zalmu 80 a marianskych modliteb svaté Katefiny
Sienské, Gertrudy von Le Fort a Bolestného rizence pro violu, varhany, mezzosopran a smycce, kdy se vedle
bratr(i Palovych predstavila Jarmila BalaZova (ms). Program zaznél ve stejném obsazeni i na festivalu Forfest,
a to 27. kvétna 2018 v olomoucké katedrale sv. Vaclava.

Roku 2017 se konal jesté jeden dedikaéni koncert, tentokrat vénovany Zivotnimu jubileu Pavla Zemka Novaka.™
V jiz ovéfenych prostorach kostela na brnénském namésti Miru ve spolupraci se solisty Julianem Vevericou (vla),
Hanou Hrachovinovu (arp), Jozefem Zimkou, Vitem Otahalem (trp), Anetou Bendovou Podrackou a Janou
Vondr{ (s) zaznély nejen oslavencovy skladby Stabat Mater pro harfu a zavérec¢na ¢ast Pasiji pro komorni
orchestr, ale také repriza Matthewsova Introitu, Partova Wallfahrtslied s muzskou &asti Ensemble Versus a eska
premiéra Vigil of the Angels pro violu a smy¢ce Ivana Moodyho. Prvni zkuSenosti souboru s dilem Zemka Novaka
vSak probéhly jiZz o rok dfive (22. bfezna 2016), kdy orchestr na Velikono€nim festivalu duchovni hudby v Brné mj.
uvedl premiéru skladatelovych Poslednich sedmi slov.™ Za koncert z&asti spadajici do probirané linie Ize
povazovat i adventni program v konventu Mllosrdnych bratfi v Brné, ktery zaznél jako pfimy pfenos v ramci
vanoéniho dne Euroradia i na vinach BBC." Tehdy byla kromé repriz Kyasova Magnificat a Grahamovy Sonaty
da chiesa ve svétové premiéfe provede Kyasova O antifony pro baryton a smy¢ce se sélistou Romanem Hozou
(bt).

Veétsi Cast koncertni dramaturgie roku 2018 byla zastiténa konceptem ,Slovensko v Brné®, jimz soubor pfipomene
stoleté vyro&i od vzniku Ceskoslovenska. Jeden z trojice takto koncipovanych programd se vztahoval také na
chramovou linii, kdy byly prezentovany duchovni skladby soudobych slovenskych autor(."® Pfi této prileZitosti

6 https://www.operadiversa.cz/orchestr/projekty/soucasna-duchovni-hudba-graham-hejnar-kyas-matthews/

7 https://www.operadiversa.cz/orchestr/projekty/nirmal-hridaj-frantiska-emmerta/

8 https:/is.muni.cz/auth/th/cvhxi/

? https://www.operadiversa.cz/orchestr/projekty/pocta-frantisku-emmertovi/

1 https://www.operadiversa.cz/orchestr/projekty/chramovy-koncert-s-dily-frantiska-gregora-emmerta/
" https://www.operadiversa.cz/orchestr/projekty/25-symfonie/

2 https://is.muni.cz/auth/th/h3s6 g/

13 https://www.operadiversa.cz/chramovy-koncert-k-narozeninam-pavla-zemka-novaka/

' https://www.operadiversa.cz/ensemble-opera-diversa-na-velikonocnim-festivalu-duchovni-hudby/

15 https://www.operadiversa.cz/adventni-koncert-v-konventu-milosrdnych-bratri-kyas-graham/
16 hitps://www.operadiversa.cz/chramovy-koncert-zagar-lejava-hrusovsky-bernath/
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proto 16. kvétna 2018 u sv. Augustina se slovenskymi sélisty Markem Palou (org), Terezou Mali¢kayovou (s)

a Jarmilou BaldZovou (ms) zaznéla repriza Zagarovy Apocalypsis loannis, dale dila lvana HruSovského (Psalmus
120 pro sbor a Musica paschalis pro varhany) a eska premiéra instrumentalni kompozice Lauda Sion osobné
pfitomného LuboSe Bernatha. Koncertni provoz téhoz roku doplnilo také uvedeni Requiem Maurice Duruflého

(6. listopadu 2018) v podani Ensemble Versus, Jarmily Balazové (ms), Romana Hozy (bt) a Ondfeje Mucky
(org).17 V roce 2019 soubor dvakrat proved! dfive premiérovanou 25. symfonii FrantiSka Gregora Emmerta —

se stejnymi solisty, avSak pod taktovkou Mariana Lejavy a s Partovymi Fratres pro housle, smycce a perkuse.
Poprvé se jednalo o koncert v ramci Svatovaclavského hudebniho festivalu v kostele sv. Mikulase

v Ludgefovicich (15. zafi 2019), v Brné pak opét u sv. Augustina (17. zafi 2019).18

Béhem let 2020 a 2021 se planované chramové koncerty kvuli epidemiologickym opatfenim zrusSily. Za zminku
vSak stoji koncert realizovany 15. z&fi 2020 v kapli byvalé Kaznice na brnénském Cejlu, jehoz naplii méla jisté
duchovni presahy."® Pod taktovkou Gabriely Tardonové se sdlistou Milanem Palou (vIn) zaznéla dila Pavia
Slezaka (Jericho pro housle), Pascala Manoliose (Lamento pro housle), Gavina Bryarse (Jesus’ Blood Never
Failed Me Yet pro zvukovy zaznam a smyc¢ce) a HK Grubera (Houslovy koncert €. 2 ,Nebelsteinmusik® pro housle
a smycce v Ceské premiére), stejné jako premiéra Pocty svatému FrantiSkovi pro smycce zkomponované Pavlem
Zemkem Novakem na objednavku souboru. Stejny program byl uveden také o den pozdéji u sv. Mofice na
festivalu Forfest. Dosud posledni chramovy koncert, jehoz program vytvofil autor tohoto textu jakozto novy
dramaturg koncertni €asti souboru, se uskute€nil 17. kvétna 2022 v nové postaveném kostele blahoslavené Marie
Restituty na Lesné v Brné.?° Zatimco na Gvod koncertu opét zaznél Introit Davida Matthewse (a opét v podani
trumpetist(l Vita Otahala a Jozefa Zimky), zbytek programu byl naplnén tfemi ¢eskymi premiérami: Da pacem,
Domine pro sbor a smyc¢ce Péterise Vaskse, Seraph pro trubku a smy¢ce Jamese MacMillana a Misericordia pro
sbor a komorni orchestr od osobné pfitomného slovenského autora Lukase Borzika, pfi¢emz sborovy part
prednesl Ensemble Versus.

Zavérem textu nastinime nékteré programni €i koncep&ni uvahy. V ramci linie soubor ve spolupraci s pfidruzenym
sborem Ensemble Versus a spfiznénymi interprety pies deset let pfinasi méné znamy duchovni repertoar

a podnécuje ke vzniku novych skladeb s ambici jejich SirSiho (liturgického) uplatnéni. V minulosti bylo v tomto
smyslu uvedeno nékolik svétovych premiér, vedle nichz zaznéla také dila tuzemskych i zahrani¢nich autora.

V obdobnych tendencich by méla byt linie budovana i do budoucna: realné obrysy ma jiz chramovy koncert v roce
2023, ktery pfi prilezitosti 20. vyroci existence souboru pod stavajicim jménem uvede novou skladbu Ondfeje
Kyase v konfrontaci s vybérem z responsorii Gesualda da Venosy, a koncept pro rok 2025 pfipominajici deset let
od umrti FrantiSka Gregora Emmerta, ktery bude zaméfen na jeho dilo v€etné duchovnich skladeb. Bez nutnosti
jmenovani jsou ¢i budou osloveni tuzemsti skladatelé mladsi i starSi generace, jejichz dila v ramci (souborového)
koncertniho provozu nedostavaiji tolik prostoru. Ve spolupraci s Ensemble Versus v tomto smyslu vznika uceleny
program pro obdobi Letnic, ivahy sméfuji také k adventnimu konceptu. Ze zahrani¢nich autort Ize dale
kontinualné péstovat dilo Arvo Parta, Péterise Vaskse ¢i Jamese MacMillana, v pracovnich programech

se rovnéz vyskytuji skladby Andrzeje Panufnika, llji Zeljenky a dalSich. Kromé ovéfenych kostell také po
pfinosné zkusenosti z posledniho chramového koncertu Ize uvazovat nad umisténim nékterého z koncertt do
dosud nenavstivenych duchovnich prostor. V zasadé by vSak smé&fovani linie mélo navazovat na jeji dosavadni
pribéh s pfilezitostnym ozvlastnénim dramaturgickych zamérd Ensemble Opera Diversa.

MgA. Stépén Filipek, Ph.D. /CZ/ - violoncellist, composer, publicist and organizer
Katelyn Bouska, DMA /USA/ - pianist, theoretician

Odraz lidické tragédie v uméni
Repercussions of the Lidice Tragedy in Art

V roce 2022 jsme si pfipomnéli vyroci 80. let od vyhlazeni stfedogeské obce Lidice nacisty, udalosti, ktera ve své
dobé otfasla svétovou vefejnosti dosud nevidanou brutalitou a dodnes vzbuzuje silné emoce. Tento valecny
zlo€in byl nacisty minén jako sou€ast okamzité odvety za atentat na zastupujiciho fiSského protektora Reinharda
Heydricha. Kromé toho, Ze udalosti spojené s atentatem, stanné pravo, lidicka i lezacka tragédie a dalSi represe
staly zivot mnoho €eskych vlastencu, mély tragické udalosti také dalekosahlé politické i historické dusledky.

7 https://www.operadiversa.cz/requiem-maurice-durufle-a-renesancni-moteta-v-kostele-sv-augustina/
13 hitps://www.operadiversa.cz/soucasna-duchovni-hudba-v-brne-dila-f-g-emmerta-a-arvo-parta/
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20 https://www.operadiversa.cz/misericordia/
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Pravé vyhlazeni Lidic a nasledna celosvétova vina solidarity byly jednémi z dilezitych hybnych momentd, které
vedly britskou vladu (a rovnéz francouzskou exilovou vladu) k anulovani Mnichovské dohody a plnému uznani
Ceskoslovenské exilové vlady Edvarda BeneSe. To znamenalo také to, Ze v povale¢ném usporadani stredni
Evropy se zacalo pogitat s obnovenim statu Cechtl a Slovakt v pavodnich hranicich, coz aZ do 1éta 1942 nebylo
spojenci vibec garantovano. Jak napsal v jednom ze svych dopisu Jan Masaryk: ,V dobé Lidickych udalosti
Jjsem byl v USA a nedaril se mi jakykoliv pokrok v propagaci naSich zalezZitosti, protoze jsem zde vycerpal jiz
vSechny moznosti. Pak pfisly Lidice a ja ziskal novou chut k Zivotu. Ceskoslovensko bylo opét na mapé.*

Co vlastné se onoho osudného 9. 6. 1942 stalo? Hlavni iniciativu ohledné odvetnych nacistickych opatfeni mél
tehdejSi tajemnik Ufadu FiSského protektora Karl Hermann Frank, ktery ve snaze ukazat tvrdou ruku navrhl
vyhlazeni Lidic na Heydrichové pohfbu v Berliné pfimo samotnému Adolfu Hitlerovi. K této akci dostal od vidce
okamzity souhlas. Znaky absurdniho dramatu nesla oficialni zaminka - vykonstruované obvinéni Lidickych
ob¢anu z odbojové ¢innosti, jez vznikla na zakladé zachyceni milostného dopisu naznacujiciho napojeni na
odbojovou sit. Jak ukazalo pozdéjsi vySetfovani, gestapo velmi dobfe védélo, Ze autor dopisu svou pfisluSnost

k odboji pouze fabuluje, pfesto tento dopis jako hlavni podnét pro uskuteénéni akce nacisté nevahali pouzit.

K veceru Lidice obklicily jednotky wehrmachtu a policie a zablokovaly pfistupové cesty. Obyvatelé byli pfinuceni
odevzdat veSkeré obecni cennosti a nedlouho po pulnoci zacali byt odvadéni ze svych domov(l. Shromazdeéni byli
muzi star8i patnacti let a oddéleni od Zen a déti, které byly nad ranem 10. 6. odvazeny smérem na Kladno. Muzi
byli postupné pfivadéni ke zdi stodoly Horakova statku oblozené matracemi a tam popravovani. Celkem nacisté
na misté popravili 173 muz(, véetné farare a starcl. Budovy pak byly polity benzinem a zapaleny. V nasledujicich
dnech bylo popraveno dalSich 26 ob&an( (téch, ktefi osudné noci byli mimo Lidice, nebo byli zadrzeni jiz dfive).
17 déti bylo vybrano k ponémdeni, zbylych 82 déti nacisté odvezli do koncentracniho tdbora Chelmno a tam je
bez milosti zplynovali. 184 Zen bylo poslano do koncentraéniho tabora Ravensbriick. Utrapy spojené s vézenim
neprezilo 53 z nich. Celkové zahynulo 340 lidickych ob&ant - 192 muzu, 60 Zen a 88 déti. Nacisté byli také velmi
dasledni, co se tyka srovnani vesnice se zemi. V nékolika tydnech dokazali vyhodit do povétti zbytky staveb,
vykacet stromy, suti zavést rybnik, exhumovat a znicit hrbitov, nebo pfesunout koryto potoka. Jméno obce mélo
byt navzdy vymazano z map...

Pro nacisty vSak bylo zfejmé velmi dllezité, aby se svét dozvédél o jejich tvrdé reakci jako o odstrasujici odveté
za atentat (na rozdil od jinych vale€énych zlo€inl, napf. dlouho tajeného Holocaustu, nebo zni¢eni mnoha vesnic
a mést pfi tazeni na Ukrajiné, v Rusku aj.), proto o zni¢eni Lidic oficialné a okamzité informovala jejich
propaganda a média. Pro pochopeni tohoto zdanlivé iracionalniho zvefejnéni je tfeba si také uvédomit,

Ze v poloviné roku 1942 byla nacisticka moc na svém vrcholu — Rommellv Afrikakorps stale jesté dosahoval
znacnych Uspéchu v Libyi a ¢ervnova ofenziva Wehrmachtu na vychodni fronté méla zanedlouho zamifit na
Krym, Kavkaz a Stalingrad — jednoduse fe¢eno, Cechoslovakim se atentatem na Heydricha podaiilo trefit nejen
protektora, ale svym zplsobem také prepjaté sebevédomi nacistického totalitniho rezimu v citlivém misté a tento
systém pak nedokazal reagovat stfizlivé. Nacistim se sice zvefejnénim informaci podafilo vytvofit atmosféru
strachu uvnitf protektoratu, ale z globalniho hlediska dosahli paradoxné toho, Ze se z Lidic vzhledem k vzedmuti
mezinarodni viny solidarity stal okamzité symbol odporu a jeden z velmi dulezitych spojujicich momentu
protinacistického boje. Jak prohlasil tehdejsi tajemnik U. S. Navy Frank Knox: “If future generations ask us what
we are fighting for [in World War Il], we shall tell them the story of Lidice.” (,AZ se nas pfisti generace zeptaji,

za co jsme ve valce bojovali, méli bychom jim povédét pfibéh Lidic.“)

Lidice v hudbé

Z hudebniku jako prvni zareagovali zfejmé pévkyné Jarmila Novotna a vySe zminény diplomat Jan Masaryk (coby
klavirista). JeSté pred lidickymi udalostmi totiz v kvétnu 1942 nahrali pro RCA Victory Record Company album
15 Ceskych a moravskych lidovych pisni, které zahy po tragédii citlivé pojmenovali Lidické pisné. Diky vydani
alba se tato spontanni hudebni reakce rozsifila po celych Spojenych statech, jak vzpomina zpévacka ve svych
memodrech My life in Song. Ceska exilova vlada v Londyn& méla také své plany. Pozadali Bohuslava Martind,
tou dobou Zijiciho v emigraci v New Yorku, aby k tragické udalosti vytvofil hudebni monument. Skladatel zagal
okamZité skicovat, ale pfemoZen emocemi projekt pozastavil a misto toho pouZil tyto po&atecni skici ve svém
ponurém Largu ze Symfonie ¢. 1, kterou dokongil v ¢ervenci 1942. Novou motivaci se stala vyzva American
League of Composers k napsani kratkych skladeb reagujicich na valeéné udalosti, k Eemuz oslovili renomované
autory té doby (napf. Henry Cowell, Charles Ives, William Grant Still, Walter Piston, Roger Sessions, Darius
Milhaud aj.) Diky této vyzvé se Martind k mySlence monumentu vratil a vytvofil svlj Pamatnik Lidicim — jednu

z prvnich dokonc€enych artificialnich skladeb této udalosti vénovanych. V pamatniku vyuzil fadu hudebnich
odkazl — mizeme zde nalézt napf. upravenou verzi ,osudového” tématu z Beethovenovy 5. symfonie, nebo
fragmenty ze staroCeského choralu Svaty Vaclave. Skladba byla dokon&ena v srpnu 1943 a premiérové
provedena 22. 10. 1945 v podani The New York Philharmonic za fizeni Artura Rodzinského. DalSim z ¢eskych
skladatel(l, ktery se k udalosti hudebné vyjadFil, byl Klement Slavicky, ktery roku 1945 zkomponoval expresivni
dvojsbor Lidice na texty basnika FrantiSka Halase. Zajimavosti této interpretacné naro¢né skladby je dle
dostupnych zdrojl také to, Ze premiéra probéhla az roku 1960, tedy 15 let po jejim napsani. Ze zahrani¢nich
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autord, ktefi na lidické udalosti zareagovali, jesté ve 40. letech je dobré zminit britského skladatele, dirigenta

a levicového aktivistu Alana Bushe, ktery roku 1947 zkomponoval skladbu Lidice - for unaccompanied mixed
Chorus. Skladba byla premiérové provedena v podani sboru The Workers Association za fizeni autora v ramci
1. svétového festivalu mladeze, ktery se konal v 1été roku 1947 v Praze. Od konce 40. let 20. stoleti az do
soucasnosti pak vzniklo mnoho dalSich skladeb, které Lidicim vzdavaly hold, ovSem na prostoru toho kratkého
¢lanku neni mozné je vSechny shrnout. Radi bychom v3ak zminili alespon ty, které jsou v Ceskych zemich
nejznaméjsi — Odyssea lidického ditéte, kterou napsal Miloslav IStvan pro sélovy klavir roku 1963, orchestralni
Balada o ¢ervnovém ranu - Lidice 1942 z pera Vaclava Lidla dokon&enou roku 1972, nebo pusobivy
melodramaticky obraz pro séla, muzsky a Zzensky sbor, dva recitatory, bici nastroje a orchestr na verSe Karla
Siktance z roku 1973, ktery jeho autor, ostravsky skladatel Milan Bachorek nazval prosté Lidice.

Lidice v uméni

Na vyhlazeni Lidic samozfejmé zareagovala cela fada umélcl z nejriznéjsich obor(, nejen hudebnik{. V tomto
¢lanku jsme se zaméfili pfedevsim na ta dila, ktera jsou sou€asti Pamatniku Lidice a jsou vefejné pfistupna.
Zacnéme od architektury. Roku 1955 byl z podnétu poslance britského parlamentu a &lena spolku Lidice Shall
Live Barnetta Strosse vybudovan na misté tragédie slavny RiZovy sad. Autory puvodniho navrhu jsou architekti
FrantiSek Marek a Bohumil Kavka. Rlzovy sad byl ovSem bohuzel v porevoluéni dobé kvuli nedostatku financi
velmi zanedban, az nakonec zcela zanikl. Znovuobnoven byl az v letech 2001-2003 podle navrhu Pavla Bulife.
V soucasnosti je zde zasazeno na 200 odr(d rdzi z celého svéta. Soucasti sadu je také fontana se sousoSim
chlapce a divky nazvanym Mir, které roku 1955 vytvofil sochar Karel Hladik.

Objekt Pamatniku Lidice a Muzea vznikl dle navrhu architekta FrantiSka Marka roku 1962 k dvacatému vyroci
udalosti. Roku 1995 byl z nafizeni viady Ceské republiky objekt jmenovan Narodni kulturni pamatkou. Velkou
reorganizaci a postupnou rekonstrukci prochazi Pamatnik od roku 2001. Sou¢asny Pamatnik Lidice je
pfispévkovou organizaci spadajici pod Ministerstvo kultury. Jeho poslanim je obnoveni péce o historické objekty
a areal narodni kulturni pamatky. Ve zrekonstruovaném Muzeu je navstévnikiim od roku 2006 zpfistupnéna
ocenovana multimedialni expozice A nevinni byli vinni... Kromé toho se stala sou¢asti organizace také Galerie
Lidice, ktera byla umisténa do objektu byvalého Kulturniho domu (taktéz postaveného dle navrhu Frantiska
Marka) v novych Lidicich. Podobné jako sad byl i tento objekt v 90. letech znacné zchatraly. LepSiho osudu

se dockal az po odkoupeni statem a nasledné rekonstrukci v letech 2002 — 2003. Vefejnosti je pfistupna stala
expozice nazvana Remember Lidice, kterou tvofi dary umélcl z celého svéta. Sbirky Galerie Lidice jsou unikatni
a obsahuji jak malby a dila vyznamnych Eeskych, respektive ¢eskoslovenskych umélct (napf. Frantisek

Gross, Jitka a Kvéta Valovy, Vaclav Kiml, Pravoslav Kotik, Jan Smetana, FrantiSek Foltyn, Adolf

Hoffmeister, Eva Kmentova, Olbram Zoubek, Rudolf Uher aj.), tak prace mnoha zahrani¢nich autor(

(napf. Joseph Beuys, Wolf Vostell, Hans-Peter Alvermann, Sigmar Polke, Thomas Ruff, Renato

Guttuso, Emilio Vedova, Marian Bogusz, Roman Opalka, Endre Nemes, Karin Sander aj.).

Velmi sugestivni jsou plastiky a sousos$i rozmisténé v mistech, kde stala plvodni vesnice. Zmifnme urcité sochare
BedFicha Stefana, ktery je autorem soch Matka s ditétem a Truchlici Zena, Karla Lidického a jeho sochu Zena
chranici si oblicej pfed plamenem, nebo Marii Uchytilovou s Jifim Vaclavem Hamplem a jejich slavné sousosi
Pomnik détskym obétem valky symbolizujici 82 déti zavrazdénych v Chelmnu, které vznikalo pribézné vice nez
30 let. Na poli literatury bychom si z nes€etnych dél dovolili zminit alespori dokumentarni publikace Lidice: PFibéh
Ceské vsi Eduarda Stehlika, Jako chlapce by mé zastfelili Jaroslavy Skleni¢kové, nebo Osudy lidickych

a lezackych déti tymu autort Jolany Mackové, lvana Ulrycha a Pfemysla Veverky. Z toho co vzniklo ve filmové
tvorbé je nutné zminit alespori legendarni britsky protivaleCny dokument The Silent Village reZiséra Humphrey
Jenningse z roku 1943, vynikajici eskoslovensky dokument Lidice reZiséra Pavla Hasi z roku 1965, nebo
celovecerni film Lidice reZiséra Petra Nikolaeva z roku 2011.

Zavérem bychom radi predstavili vybér z nejdulezitéjSich vzpominkovych akci, které se k 80. vyro€i vyhlazeni
Lidic konaly. V ramci Pietniho aktu pofadaného Pamatnikem Lidice, probéhla celostatni prehlidka détskych sbor
nazvana Svétlo za Lidice a Dékovny koncert pro Lidice, na némz vystoupila fada renomovanych ¢eskych umélcu.
Pietni akt byl zakon&en spole¢nou modlitbou. Jesté pfedtim, pfimo v den vyrodi, 9. 6. probéhly vzpominkovéa akce
v zamoti - mj. Vzpominkovy veder k 80. vyroéi vyhlazeni Lidic, kterou potadalo v New Yorku tamni Ceské
centrum. V ramci akce probéhlo promitani dokumentu In the Shadow of Memory reziséru Jerri Zbiralové (dcery
jednéch z prezivsich tragédii) a jejiho manzela Alana Tellera. Jako soucast veCera zivé vystoupili také autofi
tohoto &lanku — Katelyn Bouska provedla Odysseu lidického ditéte Miloslava IStvana, naezZ spole€né v duu se
Stépanem Filipkem provedli svétovou premiéru Filipkovy skladby Lidické Zeny. V nedéli 12. 6. navazali Bouska

s Filipkem uvedenim workshopu a celove€erniho recitalu nazvanych stejné jako tento ¢lanek Repercussions

of the Lidice tragedy in Art, které usporadalo ve své rezidenci Velvyslanectvi Ceské republiky ve Washingtonu.
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Repercussions of the Lidice Tragedy in Art
Odraz lidické tragédie v uméni

In 2022, we commemorated the 80th anniversary of the extermination of the central Bohemian village of Lidice
by the Nazis, an event that in its time shocked the world public with unprecedented brutality and still arouses
strong emotions today. This war crime was meant by the Nazis as part of inmediate revenge for the
assassination of Reinhard Heydrich, the acting Reich‘s Protector. Hitler's response was well-known: the call to
martial law, the destruction of the villages of Lidice and Lezaky, as well as the other repressions that cost the lives
of many Czech patriots. What is less immediate but equally important were the political repercussions and far-
reaching historical consequences of the event. It was the extermination of Lidice and the subsequent worldwide
wave of solidarity, that were one of the important moving forces leading the British government (as well as the
French government-in-exile) to abolish the Munich Agreement and fully accept Edvard Benes$'s Czechoslovak
government-in-exile. This also meant that the small country was noticed again with some weight and that in the
post-war arrangement of Central Europe allies began to count with the restoration of the state of the Czechs and
Slovaks. These original borders were at all not guaranteed during that summer of 1942. As Jan Masaryk wrote
in one of his letters: "At the time of the Lidice events, | was in the USA and | was unable to make any progress

in promoting our affairs, because | had already exhausted all possibilities here. Then Lidice came and | got a new
taste for life. Czechoslovakia was on the map again."

What actually happened on that fateful 9" of June 19427 The Nazi response was immediate, and the merciless
destruction of Lidice was approved by Hitler himself at Heydrich’s funeral in Berlin and was carried out by Karl
Hermann Frank, Secretary of State in the Protectorate and chief of police. The official pretext, later proven to be
knowingly false, was the interception of a love letter supposedly indicating a connection to the resistance network.
By evening Lidice was surrounded by Wehrmacht units and the police had blocked the access roads. Residents
were forced to surrender all municipal valuables and began to be taken from their homes shortly after midnight.
Males over the age of fifteen were gathered and separated from women and children, who were taken towards
Kladno in the morning of June 10th. The men were gradually brought to the wall of the barn of Horak's farm lined
with mattresses and executed. In total, the Nazis murdered 173 men on the spot, including the priest and the
elders. The buildings were then doused with gasoline and set on fire. In the following days, another 26 citizens
were executed (those who were outside Lidice on the fateful night, or who had been detained earlier). 17 children
were selected to be Germanized, the remaining 82 children were taken by the Nazis to the Chelmno
concentration camp, where they were mercilessly gassed. 184 women were sent to Ravensbrick concentration
camp. 53 of them did not survive the atrocities of the prison. A total of 340 citizens of Lidice perished - 192 men,
60 women and 88 children. Intent on making Lidice an enduring symbol, the Nazis continued their efforts to erase
all traces of the village. In the following weeks, they demolished the burned buildings, cut down trees, build

a pond with rubble, exhumed the bodies, destroyed a cemetery, and re-routed the stream. The name

of the village was to be erased from the maps forever...

Of the atrocities committed by the Nazi regime, the Lidice tragedy was just one small point in a long line of
horrors. However, they chose this one to become an important point of their propaganda and media to officially
and immediately inform about the destruction of Lidice. To understand this seemingly irrational disclosure, the
context of the war campaign must be remembered. In mid-1942 Nazi power was at its peak — Rommel's
Afrikakorps was achieving considerable success in Libya, and the Wehrmacht's June offensive on the Eastern
Front was soon to target the Crimea, the Caucasus and Stalingrad. By the assassination of Heydrich, the often-
overlooked Czechoslovaks managed to hit not only the protector, but also, symbolically, the overstretched self-
confidence of the Nazi totalitarian regime. Although the Nazis managed to create an atmosphere of fear within the
protectorate by publishing propaganda and controlling the narrative, from a global point of view they paradoxically
achieved the opposite. Lidice immediately became a symbol of resistance and one of the very important unifying
moments of the anti-Nazi struggle due to the rise of an international wave of solidarity. As the then Secretary

of the U.S. Navy Frank Knox stated: "If future generations ask us what we are fighting for [in World War 1],

we shall tell them the story of Lidice."

Lidice in Music
Among the musicians, the singer Jarmila Novotna and the above-mentioned diplomat Jan Masaryk (as a pianist)

were apparently the first to react. Even before the events in Lidice, in May 1942, they recorded an album
of 15 Czech and Moravian folk songs for the RCA Victory Record Company, which they sensitively named Lidice
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songs soon after the tragedy. Thanks to the release of the album, this spontaneous musical reaction spread
throughout the United States, as the singer recalls in her memoir, My life in Song. The Czech government-in-exile
in London also had its own plans. They asked Bohuslav Martind, then living in exile in New York, to create

a musical monument to the tragic event. The composer began sketching immediately, but overcome with
emotions, put the project on hold and instead used these initial sketches in his somber Largo from Symphony No.
1, which he completed in July 1942. New motivation came from a call from the American League of Composers to
write short pieces responding to the events of the war, for which they approached renowned authors of the time
(e.g. Henry Cowell, Charles Ives, William Grant Still, Walter Piston, Roger Sessions, Darius Milhaud, etc.).
Thanks to this challenge, Martind returned to the idea of a monument and created his Pamatnik Lidicim
(Memorial to Lidice) - one of the first completed compositions dedicated to this event. In the memorial, he used

a number of moving musical references including the "fate" theme from Beethoven's 5th symphony and fragments
from the Old Bohemian chant of St. Wenceslas. The piece was completed in August 1943 and premiered

on October 22, 1945 by The New York Philharmonic under the direction of Artur Rodzinski.

Another Czech composer to musically commemorate Lidice was Klement Slavicky, who in 1945 composed the
expressive Lidice Duet on the lyrics by the poet FrantiSek Halas. According to available sources, an interesting
feature of this interpretation-demanding composition is, that it was not premiered until 1960, i.e. 15 years after it
was written. Among the foreign authors who responded to the Lidice events in the 1940s, it is worth mentioning
the British composer, conductor and social activist Alan Bush, who composed the piece Lidice - for
unaccompanied mixed chorus in 1947. The composition was performed for the first time by the Workers
Association Choir under the composer’s direction as part of the 1st World Youth Festival, which took place in the
summer of 1947 in Prague. From the end of the 1940s of the 20th century to the present, many other
compositions were composed to pay tribute to Lidice, too many to summarize in this short article. However, we
would like to mention at least those, that are the most well-known in the Czech lands - Odyssea lidického ditéte
(The Odyssey of a Child of Lidice), written by Miloslav IStvan for solo piano in 1963, the orchestral Balada

o ¢ervnovém ranu - Lidice (Ballad of June Morning — Lidice) 1942 by Vaclav Lidl, completed in 1972, and an
expressive melodramatic fresco for solos , a male and female choir, two narrators, percussion and orchestra on
a poem by Karel Siktans from 1973, which its author, Ostrava composer Milan Bachorek, called simply, Lidice.

Lidice in the Visual Arts

Musicians were among the first to respond to the tragedy, but artists from across the disciplines also responded
to the annihilation of Lidice and its innocent inhabitants. In this article, we focused primarily on those works that
are part of the Lidice Memorial and are accessible for public. Let's start with the architecture. In 1955, on the
initiative of Barnett Stross, a member of the British Parliament and a member of the “Lidice Shall Live”
association, the famous Rose Garden was built on the place of the tragedy. The original design was created by
architects FrantiSek Marek and Bohumil Kavka. Due to lack of funds, however, the rose garden was unfortunately
neglected in the post-revolutionary period and gradually disappeared. It was restored again in 2001-2003
according to the design by Pavel Bulif. At present day, 200 varieties of roses from across the world are planted
here. The park also includes a fountain with a sculpture of a boy and a girl called Peace, created in 1955 by the
sculptor Karel Hladik.

The Lidice Memorial and Museum was designed by architect FrantiSek Marek in 1962 commemorating the 20"
anniversary of the town’s destruction. In 1995, by order of the government of the Czech Republic, the building
was named a National Cultural Monument. The Memorial has been undergoing major reorganization and gradual
reconstruction since 2001. The current Lidice Memorial is a non-profit organization under the Ministry of Culture.
Its mission is to restore the care of historical buildings and the site of the national cultural monument. The
renovated Museum houses the award-winning multimedia exhibition And the innocent were guilty... The Lidice
Gallery is located in the former Cultural House, also designed by FrantiSek Marek in the new Lidice.

The permanent exhibition, Remember Lidice, is open to the public and comprises works by local and international
artists. The collections of the Lidice Gallery contain paintings and works by important Czech and Czechoslovakian
artists (e.g. FrantiSek Gross, Jitka and Kvéta Valovy, Vaclav Kiml, Pravoslav Kotik, Jan Smetana, FrantiSek
Foltyn, Adolf Hoffmeister, Eva Kmentova, Olbram Zoubek, Rudolf Uher etc.), as well as the works by many
international artists (e.g. Joseph Beuys, Wolf Vostell, Hans-Peter Alvermann, Sigmar Polke, Thomas Ruff, Renato
Guttuso, Emilio Vedova, Marian Bogusz, Roman Opalka, Endre Nemes, Karin Sander etc.)

The sculptures are located in various important sites of the original village. Of note is Bedfich Stefan, who created
the sculptures Mother with Child and Mourning Woman, Karel Lidicky and his sculpture Woman Protecting Her
Face from the Flame, or Marie Uchytilova with Jifi Vaclav Hampel and their famous sculpture Monument to Child
Victims of War symbolizing the 82 children murdered in Chelmno , which was created continuously for more than
30 years. In the field of literature, we would like to mention at least the documentary publications Lidice: The Story
of a Czech Village by Eduard Stehlik, They Would Shoot Me as a Boy by Jaroslava Skleni¢kova, or the Fates

of Lidice and Lezaky Children by the team of authors Jolana Mackova, lvan Ulrych and Pfemysl Veverka. Of the
film productions, it is necessary to mention at least the legendary British anti-war documentary The Silent Village
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directed by Humphrey Jennings from 1943, the excellent Czechoslovak documentary Lidice directed by Pavel
Has from 1965, and the feature film Lidice directed by Petr Nikolaev in 2011.

In conclusion, we would like to present a selection of the most important commemorative events that took place
on the 80th anniversary of the extermination of Lidice. As part of the Commemorative Act organized by the Lidice
Memorial, a national display of children's choirs called Light for Lidice and a Thanksgiving Concert for Lidice took
place, at which a number of renowned Czech artists performed. The act of worship was concluded with a joint
prayer. Before that, directly on the day of the anniversary, June 9™ commemorative events took place overseas.
Of interest was a commemorative evening for the 80th anniversary of the extermination of Lidice, which was
organized in the United States by the Czech Centre New York. As part of the event, the documentary In the
Shadow of Memory directed by Jerri Zbiral (daughter of Lidice survivor) and her husband Alan Teller was
screened. As part of the evening, the authors of this article also performed live - Katelyn Bouska performed

the Odyssey of the child of Lidice by Miloslav I§tvan, after which, together with Stépan Filipek, they performed
the world premiere of Filipek's new composition called Lidice women. On Sunday, June 12, Bouska and Filipek
continued the commemorations with the presentation of a workshop and recital entitled like this article,
Repercussions of the Lidice Tragedy in Art, which was organized by the Embassy of the Czech Republic

in Washington D.C.

doc. Mgr. Vladimir Marias, Ph.D. /CZ/ - historik, muzikolog, Ustav hudebni védy Filozofické fakulty Masarykovy
univerzity, dramaturg VelikonocCniho festival duchovni hudby v Brné
historian, musicologist, Faculty of Arts, Masaryk University, dramaturg of the Easter Festival of Sacred Music in Brno

Velikonoéni festival duchovni hudby v Brné a soudoba tvorba
Easter festival of sacred music in Brno and contemporary works

Pocatky a ramce

Od svého pocatku v roce 1992 je Velikono€ni festival duchovni hudby v Brné definovan liturgickou dobou
svého konani, tato tendence jesté zesilila od roku 2012. Od této doby festival organizacné zajistuje Filharmonie
Brno, po strance programové historik a muzikolog Vladimir Maras (autor tohoto textu), od roku 2022 spole¢né
s varhanikem, organologem a referentem pro liturgickou hudbu Brnénského biskupstvi Ondfejem Muckou.

Velikonoéni svatky zde nemaji jen roli volného oznaceni asového ramce &i tématu jako v pfipadé
Osterklang Wien, Osterfestspiele Salzburg a dalSich festivalQ, ale ony dva tydny — paSijovy a velikono¢ni —

v nichz se festival odehrava, predstavuiji zakladni padorys a zdroj inspirace zaroven. Uvodni koncert na Kvétnou
v obsazeni symfonického orchestru, sboru a sélistd. Tyto okolnosti rovnéz spoludefinuji repertoarovy okruh, jako
je tomu i v pfipadé kontrastnich komornich produkci zejména v pribéhu Svatého tydne. Budiz v§ak znovu
pfipomenuto, ze kli¢ovym inspiracnim vychodiskem je liturgicky ¢as, a to pfedevSim v pfipadé Svatého tydne,
bohatého na udalosti i pestrost liturgie. Tu pfipomina napfiklad tradice specialnich liturgickych pfiruc¢ek typu
Officium hebdomadae sanctae (Obfady Svatého tydne), obsahujici vSechny potfebné choralni zpévy hodinkové

i mesni liturgie. Pod stejnym nazvem uvefejnil své vicehlasé kompozice pro Svaty tyden v roce 1585 také Tomas
Luis de Victoria.

Victoriova rozsahla sbirka dobfe ilustruje zminénou pestrost liturgie Svatého tydne latinského ritu.
Obsahuje nékteré ¢asti obrfadl Kvétné nedéle véetné Etyrhlasého zhudebnéni MatouSovych pasiji, lamentace
a responsoria Svatého tfideni (Triduum sacrum) i pasije podle sv. Jana, které nalezely Velkému patku. Mezi
prakticky zaméfenymi pFiruckami, které od druhé poloviny 19. stoleti vychazely i v Cechach, vynika rozsahla
antologie Bohumila KaSpara Obrady Svatého tydne (Praha 1903). Z hlediska potfeb fimskokatolické liturgie
po Tridentském koncilu Ize pravé toto Kasparovo sebrani skladeb rizného typu i stafi povazovat za
reprezentativni ve vztahu k hudebné bohatému provozu Svatého tydne.

Velikono¢ni festival duchovni hudby v Brné proto €erpa z tohoto liturgického bohatstvi. S vyjimkou
doprovodnych akci nejsou produkce festivalu vazany na bohosluzby konkrétni cirkve, proto festival neni limitovan
konfesnimi aspekty. Nejedna se o programovou ekumeni¢nost, zafazeni konkrétnich skladeb obvykle vyplyva
z tematickych vymezeni jednotlivych ro€nikd, a ve vysledku se tak vedle sebe objevuji dila riznych kfestanskych
konfesi, nékdy téz dila zamérné nadkonfesni &i neliturgicka, avSak duchovni. Nicméné vSechny produkce
festivalu se odehravaji v sakralnich prostorach, pfevazné v fimskokatolickych chramech. Navzdory jejich hojnému
poctu, vstficnosti Biskupstvi brnénského i konkrétnich duchovnich spravct maji tyto chramy jisté provozni limity.
Brnénské chramy totiZ nenabizeji vhodné prostory k bohat§imu orchestralnimu obsazeni: i tam, kam se
symfonicky orchestr a sbor vejdou, je zapotfebi pocitat se znaénymi akustickymi (katedréla sv. Petra a Pavla,
farni kostel sv. Jakuba, oba pro svUj dlouhy dozvuk) ¢&i kapacitnimi limity (do prostorného minoritského kostela
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sv. Jan( Ize usadit symfonicky orchestr v po¢tu nanejvy$e osmi prvnich housli). V pfipadé dalSich chram( se
v programu pocita spiSe s provozné mensimi produkcemi, spole€nym limitujicim faktorem pak zlstava pfedevsim
pfipadna nizka teplota, zejména tehdy, kdy velikonoéni svatky vychazeji v disledku svého pohyblivého
charakteru na pfelom bfezna a dubna.

Nezavislost na aktualnim liturgickém provozu umoznila, aby se v ramci festivalu od roku 2012 konaly
vecerni koncerty zvané fenebrae, temné hodinky, navazujici na tradici fimskokatolické liturgie pfed reformami
I. vatikanského koncilu. Zejména velmi emotivni texty responsorii temnych hodinek (devét textl na kazdy den
tridua, celkem tedy 27) ve 20. a 21. stoleti zhudebnili napfiklad Francis Poulenc, Edmund Rubbra, Richard
Toensing, Antonin Tucapsky, Pawet Lukaszewski, James MacMillan ¢i Wolfgang Rihm. Snaha o urcité
sjednoceni vSech tfi festivalovych hodinek, které se realizuji spiSe v podobé& meditaci nez béznych koncertd,

a to vzdy aZ od devété hodiny ve€erni v rozmezi stfedy az patku Svatého tydne, vedla jiz dfive k uvedeni
i soudobé duchovni hudby (vedle monotematickych tenebrae s dily Jana Dismase Zelenky &i Carla Gesualda
da Venosa v jinych ro¢nicich) a do budoucna skyta i idealni prostor pro nova dila.

Teoreticka vychodiska

Dusledné zaméreni na Svaty a Velikono¢ni tyden a snaha o respektovani povahy tohoto posvatného
Casu a s tim spojenych liturgickych zvyklosti nepfinasi omezeni, naopak tato specifika vytvareji zakladni
koncepéni ramce véetné zdanlivé méné srozumitelnych krokd ve smyslu absence nékterych frekventovanych
liturgickych textt a duchovnich témat (typicky requiem ve smyslu zadusni mse). Festivalova koncepce odrazi
také polaritu Svatého a Velikono¢niho tydne jako dvou mimofadné kontrastnich tydnt a usiluje o maximalni
zachovani této dichotomie.

Tak jako se v liturgii vraceji ur€ité linie kazdy rok, i my opakované vyvijime snahu obsahnout festivalem
vétSinu stylovych obdobi, od stfedovéku &i renesance az k soudobé duchovni hudbé&. Podobné opakujeme urcité
formaty, od zminénych velkych koncertl s filharmonii a filharmonickym sborem az po ty nejkomorné&jsi produkce,
so6lové projekty pro jeden nastroj, ¢imz nemam na mysli jen varhanni recitaly. Festivalovou dramaturgii
spoluuréuje kazdoroéné se proménujici téma festivalu na zplsob urc¢itého emblému.

Uvadéni soudobé duchovni hudby, a to véetné festivalovych objednavek, je tedy integralni soucasti
festivalu. Podobny univerzalni vyznam ma lokalni aspekt. Ten umoznuje vytvaret originalni festivalové programy,
inspirované hudebnim provozem v Brn&, na Moraveé, v Ceskych zemich od stfedovéku do sou€asnosti. Vede nas
k tomu vSimat si rdznych prament (antifonar EliSky Rejcky, Jistebnicky kancional, kodexy renesancni polyfonie),
provozovaného repertoaru (oratoria, liturgicka dila) stejné jako mistnich autor(i 19. az 21. stoleti. Lokalnost
vnimame nikoli jako kvalitativni hodnoceni, ale ve smyslu nezastupitelnosti festivalu jako sluzby nejen vuéi
publiku, ale také smérem k mistnim autorlim a interpretdim, a kone¢né pak ve smyslu vytvafeni novych pfilezitosti
a symbidz, tedy idealniho prolnuti dila, interpreta i posluchace.

Soudoba hudba na Velikonoénim festivalu duchovni hudby 2012 az 2022

Teoreticka vychodiska ilustrujeme nékolika chronologicky uspofadanymi pfiklady z oblasti soudobé
duchovni hudby a uplnym pfehledem festivalovych objednavek. Programové katalogy od roku 2012 jsou
dostupné na internetovych strankach festivalu; na recenze zde pro pfehlednost neodkazujeme. Pro dané
desetileti festivalu ma vyznam také skute€nost, Ze soub&zné probihaly kazdoro¢né koncerty soudobé duchovni
hudby Ensemble Opera Diversa, takze nékteré ze zastoupenych autord mohlo brnénské publikum poznat jiz
dfive. Koncerty tohoto souboru do urcité miry slouZily jako laboratof, experimentalni prostor pro uvadéni pravé
soudobé duchovni hudby v riznych konstelacich i prostorach; jejich prostfednictvim vznikaly uzsi kontakty
se skladateli.

Prvni ro¢nik festivalu v nové podobé, tedy v roce 2012 (21. ro€nik, téma Peregrinatio / Putovani), oteviel
program s Partovym Stabat Mater a ¢eskou premiérou Poslednich sedmi slov Jamese MacMillana — jako
pfemosténi mezi obéma dily poslouZila drobné&jsi sborova kompozice Videns autem centurio, objednané
festivalem u FrantiSska Emmerta. Téma Exodus / Vyjiti v nasledujicim roce souviselo mimo jiné s uvedenim
Tehillim Steve Reicha, pfi¢emz pro prvni polovinu tohoto koncertu zkomponoval Ondfej Stochl dilo s ndzvem ...
vilidnost... svétlo duse.

V roce 2014 (téma Vychod / oriens / pocatek) se linie novéjSi duchovni hudby tykala hlavné zminénych
tenebrae, v jejichz ramci zaznély sborové skladby Arvo Parta, Edmunda Rubbry a Pawta tukaszewského.

V ramci zavére¢ného koncertu pak pfed Janackovou Glagolskou mSi zaznéla Sinfonia sacra Andrzeje Panufnika,
kterou autor zkomponoval v roce 1963 k planovanym oslavam milénia pfijeti kfestanstvi a vzniku statnosti Polska
(1966).

V nasledujicim roce (Zapad / Ratio) naSla nejnovéjsi tvorba své umisténi pfedevsim v ramci temnych
hodinek, kde kromé Pasiji podle sv. Jana od Jana HanuSe zaznéla festivalem objednana responsoria Martina
Jakubicka a Tomase Krejc¢iho. Ve velikono¢nim tydnu pak po dlouhé dobé od svého vzniku v roce 2003 zaznéla
10. dubna 2015 orchestralni verze chvalozpévu Te Deum laudamus FrantiSka Emmerta. Provedeni skladatel
nemohl byt ze zdravotnich divodud pfitomen, zemrel 20. dubna téhoz roku. V této dobé (2014 az 2016)
se zasadnim zpUsobem na festivalové koncepci podilela Klara Mihlova. Diky ni zahajovaci koncert v roce 2016
(Srdce / Uto¢isté) nabyl své koneéné podoby v kombinaci Dfevéného Krista Jana Hanu$e a 7. symfonie Miloslava
Kabelace, mezi nimiz zaznélo krat§i Crux Lubose Fisera pro bici nastroje a sélové housle, které kromé tematické
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vhodnosti maximalné zurocilo akustickych specifik brnénské katedraly. Ve Svatém tydnu zaznél jesté provozné
mensi koncert soudobé duchovni hudby s dily Toivo Tuleva, Jana Jiraska, Aloise Piflose a Pavla Zemka Novaka,
ktery pro tuto pfilezitost zkomponoval dalsi z fady svych Poslednich sedmi slov.

Velikono€ni festival v roce 2017 (Svédkové / Svédectvi) pfinesl jeden celoveCerni soudoby hudebni
program, a to Brany Jeruzaléma Broniuse Kutavi€iuse. Vzhledem k tomu, Ze v posledni ¢asti autor zhudebnil
sekvenci Stabat Mater, vznikla zde vitana synergie ve smyslu uvedeni ve Svatém tydnu. Koncert také ovéfil
provozovaci moznosti evangelického kostela Jana Amose Komenského, kde po pul roce zaznély v ramci festivalu
Moravsky podzim Posledni pohanské ritualy téhoz autora (a posléze hudebnici i posluchaci putovali na Petrov
za provedenim Kabelacovy 8. symfonie). Zaro€eno tak bylo spolecné zastiténi obou festivall v ramci
Mezinarodniho hudebniho festivalu Brno, jehoz umélecka rada pravidelné projednava dramaturgické koncepce
jednotlivych festivall véetné Expozice nové hudby.

Festival v roce 2018 (téma Zahrada, vinice) zhodnotil dlouhodobéjsi komunikaci s némeckym vokalnim
ansamblem Singer Pur. V roce 2013 predstavili pestry program renesanc¢ni a soudobé pasijové hudby, po péti
letech zavitali do Brna znovu, aby spole¢né s instrumentalisty provedli v ¢eské premiére Vigilii Wolfganga Rihma.
Ani brnénské publikum tedy nebylo nepfipraveno na tento mimoradny zazitek, koncert se navic odehraval
v prostorach kostela sv. Augustina, ktery kromé vSestrannych koncertnich varhan poskytuje vytecné akustické
podminky i inspirativni prostor funkcionalistické architektury. V ramci zavére¢ného koncertu onoho roku se v Brné
poprvé predstavil budouci §éfdirigent Filharmonie Brno Dennis Russell Davies. Cas programovani je obvykle
del$i nez otazka obsazeni a volby interpretd, proto muselo dojit ke zméné. Vysledny triptych nicméné nabidl
fungujici konfrontaci Janackovy Glagolské mse s pfedchazejicimi skladbami v podobé Te Deum Arvo Parta
(provedeno z karu) a krat§im orchestralnim dilem, festivalovou objednavkou The New Fire britského skladatele
Davida Matthewse, jehoz pratelsky vztah k Brnu se datuje jiz od osmdesatych let 20. stoleti.

Matthewsovo dilo vyuzivalo plny symfonicky orchestr, navic s pohybem trumpetistli prostorem kostela
od hudebniho klru k presbytafi, kde byl umistén orchestr, ale v souladu s plvodnim ujednanim meélo pomérné
kratkou délku zhruba $esti minut. V nasledujicim roce mélo premiéru palhodinové orchestralni dilo estonského
skladatele Toivo Tuleva, kratce pfedstaveného na festivalu jiz v roce 2016. V roce 2019 (Ceremonie / Je dobré
slavit Pana) byl v ramci zahajovaciho koncertu na Kvétnou nedéli konfrontovan gregoriansky choral s pfiblizné pul
hodinovou Tulevovou kantatou So shall he descend pro séla, maly a velky sbor a orchestr, ktera vznikala
s védomim umisténi koncertu do brnénské katedraly. Dennis Russell Davies vzapéti projevil zajem na
znovuuvedeni dila k roku 2021. K opétovnému uvedeni doslo az o rok pozdéji (se zménou v obsazeni sdlistl
a velkého sboru).

Z hlediska festivalového provozu i koncepce se jako zdafilejsi jevi jina intervence soudobé hudby do
Svatého tydne. Houslista Milan Pala nabidl k provedeni ,symfonii pro sélové housle” Ajhla, ¢lovek!, kterou pro néj
napsal FrantiSek Emmert v roce 2005. Koncentrovanym vykonem v do té doby malo vyuzivanych prostorach
rozméry skromnéjSiho chramu sv. Josefa zapoc€ala nova programova linie koncertu pro soélovy nastroj, ktera
v nasledujicich dvou letech nemohla byt rozvijena. Temné hodinky pfinesly na Velky patek unikatni provedeni
Koncertu pro sbor Alfreda Schnittkeho na kajicné texty Rehofe z Nareku, a to v podani celkem &tyf brnénskych
sboru pod taktovkou Jana Ocetka. Zapojeni amatérskych sbord nejen Ze nijak nesnizilo uroven provedeni, diky
nému si velkopatecni tenebrae ziskaly velké mnozstvi novych posluchact. Emmertova sélova meditace
a Schittkeho Koncert pro sbor za U¢asti stovky zpévakl mozna nemeély takovy ohlas v celostatnim méfitku,
ale pfece jen vyvolaly ur€itou rezonanci v brnénskych kulturnich kruzich.

V roce 2022 doslo v disledku neplanované dvouleté odmlky k propojeni program( i témat planovanych
a neuskuteénénych ro¢nikl (téma Télo / Vtéleni / Oslaveni). Zminéna repriza Tulevova So shall he descend
zaznéla opét za pritomnosti autora a v nastudovani Dennise Russella Daviese, tentokrat ve spolupraci se
smiSenym sborem Hard-Chor z Lince. Pravé tento sbor zajistil proménu druhé poloviny koncertu v podobé
duchovnich vokalnich skladeb, z ¢asti i sou¢asnych autort (Knut Nystedt, Vytautas Barkauskas). Monotematické
tenebrae, vénované tentokrate soubornému provedeni vSech 27 responsorii Carla Gesualda da Venosa, mély
svUj protipdl ve dvou komornich soudobych projektech: ve Svatém tydnu uvedl Pavel Zlamal s6lovou Meditaci pro
klarinet islandského skladatele Atli Heimir Sveinssona, a to v nedavno dokon&eném kostele v Brné-Lesné, ve
Zemek Novak pro bicistu Martina OprSala, nastudovano v8ak bylo pravé az pro Velikonoéni festival, pro néjz
pro$lo i autorskou revizi. Sdlista se zaroveri, po dohodé s autorem, rozhodl pfizvat k realizaci dali hra¢ky na bici
nastroje. Mimofadnost a koncentrovanost provedeni umochnila spole€na prosba autora i hlavniho interpreta, aby
se po skon&eni zhruba hodinové kompozice netleskalo. Po&etné publikum v kostele sv. Augustina ji respektovalo.

V momenté dokonceni tohoto textu jsou pfipravené programy jubilejniho 30. roéniku pro rok 2023
a nasledujici ro¢nik, reflektujici Rok ¢eské hudby. DalSi festivalové plany pokracuji ve vySe nastinénych intencich
liturgicke inspirace, stylové pestrosti a festivalovych objednavek, které by vSak do budoucna mély vice akcentovat
znovuupotiebitelnost (idealné liturgickou) vzniklych dél. Jedno z kli€ovych pfani kulturniho Brna, tedy novy
hudebni sal, je pak samostatnym tématem i v pfipadé Velikonocniho festivalu. Proto jiz del§i dobu vznika seznam
dél, ktera na své provedeni teprve Cekaji pravé v novém sale. Ze svétové literatury jsou to mimoradna dila jako
Golgota Franka Martina ¢i Toccata festiva Samuela Barbera, ale pfedevsim se jedna o rozsahla dila FrantiSka
Emmerta (Stabat Mater) a PaSije podle sv. Lukase Pavla Zemka Novaka.
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MA Massimiliano Messieri /San Marino/ - composer, organizer, music writer, Conservatory San Marino

A PRISON WITHOUT CAGE - THE CAGE BY JOHN CAGE

The period of the Covid pandemic, which began in the first months of 2020 and which is continuing until today,
even if we have become accustomed to the presence of this changing virus, is undoubtedly the first major global
event of the third millennium, which has been capable of blocking the entire human species. Men, women and
children were relegated to their houses under curfew and were allowed to go out only once a week to buy food

or to walk in front of the house only if they owned a dog. The dogs then began to see their two-legged friends with
the muzzle (mask) while they had it removed. In this apocalyptic scenario, where has music gone? During the first
four months of despair and misinformation dictated by fear, the world had become deaf and mute and silence
reigned. The sounds had become islands in an ocean of silence just as John Cage meant it. However, children
are those who express themselves without cages and are able to communicate with each other without a specific
language, and they were those who broke this wall of fear and ghostly silence by starting to play on the balconies,
inspiring other musicians (grown children). A “population of children” began to express themselves little by little
with the sounds from the balconies of their homes in every possible way and shape, creating improvised
collective scores worthy of the best disciples of John Cage. In this way the music has risen again through silence.

It was precisely this period, more than any other previous ones, that made me reflect in depth on the meaning

of music and freedom, as | have never noticed their intrinsic importance. | asked myself what was the meaning
of music in social life and why composing it today. The twentieth century was a highly contradictory musical
period: in one hundred years music was broken up into genres (classical, jazz, pop, rock, experimental, fusion,
folk). Everyone wanted to lead a musical current and, if not recognized as the head of that current, they joined it.
After atonality, many other currents of thought were born: serialism, Webernian pointillism, structuralism, alea,
controlled alea, neo-Dadaism, performance, minimalism, micro-polyphony, the German "New Simplicity" (Neue
Einfachheit) and subsequently the "New Complexity", spectral music, together with the technological
development, electronic music, concrete music, electroacoustic music, then neo-tonalism, neo-romanticism, neo-
modalism, algorithmic music were born and later came the contamination of genres. Before Covid all this stylistic
diversity was restricted only to the corridors of the academies and inside the concert halls, the concerts had
become meetings for professionals only, where the composer and the performers were applauded in turn by

an audience of composers and performers. So, what had music become for those who created it? An exercise

of thought and technique? And then, that the theaters and the academies were closed, that one could no longer
be free to communicate by voice, if not by means of an electronic instrument, what had music become? A real
ocean of silence? Well, for me Music has always been an expression of life. Music is a language that allows me
to express emotions and thoughts with sounds. This concept is not far from avant-garde thinking, but the contents
certainly are.

Although there was a Cagean expression in the cities, in San Marino we were imprisoned at home and guarded
by the militia, we were prisoners in a prison without a cage, where the only freedom we had was the freedom

of thought. It was precisely the piano that placed me in front of reality: up to that moment | had written for any kind
of ensemble, the year before the pandemic | even made an opera, “Alice”, so | wrote for various ensembles,
vocals, instrumentals, electronic music and so on, but the piano has always been left aside, so | shut myself up
in that unexpected "prison" , | sat in front of a wall, just like | had a challenge to overcome: "l want to see what

| can say with an instrument which is totally different from the others ". | started to verify if the thought of the
microcosm within a sound, of a small structure, of a phrasing, of a sound amalgam (if we want to call it with

the classic term "chord", even if they are not chords but are overlapping of elements of the tetrachord, which
produces everything), had a correlation with the piano, if this was an instrument | could refer to. Since | started
from history, | told myself "why not using other historical elements (in addition to the universe of the tetrachord)
such as the meter?" The meter has been considered for years almost something diabolical, because it indicates
an ancient thought. So “if | use the tetrachord, which is as old as the Greek meter, | can safely use this too and
| won’t set limits to myself”.

The evolution of my language has gradually taken some elements from the past; one of these is the use of the
tetrachord, which was particularly appreciated by the Mediterranean populations — and therefore used in their
popular music — and by the followers of cultivated music. The application of this basic material — though with
almost infinite possibilities, covering the whole harmony — has followed me through all these years. | think that

| became aware of the real use of the tetrachord with “Quartetto No. 2” for strings (Krakow 2010), while the
previous scores were a path of Jungian self-analysis, because some elements were already present in “Die
Marchenprinzfantasien” for alto saxophone and digital audio (Dresden 2014). The relationship between stretching
and contracting, that is intrinsic in sound like the breathing of the universe or of the earth, is also present in the
tetrachord, and contrasts elements of consonance and dissonance.
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This search led to a transformation of my musical conception, not just from the structural point of view (written on
paper) but from the cognitive one, too: the complexity of the sound world proves that there really are structures of
their own — just like Pierre Schaeffer thought — where a sound mass already contains, in turn, a formal musical
structure.

| have to admit that | have rediscovered Rachmaninov’s music. If we analyze his scores, for example the
“Sonatas”, we realize that inside every single element there are some counterpointing features that are in no way
inferior to Webern’s scores. From my point of view, they are just less conceptual and closer to the idea of music
and listening rather than to the thought. Webern was no doubt one of the greatest of his time, but we must not
forget that they were almost contemporary composers. We are in front of two different ways of thinking: the time
is reduced in Webern’s pieces, while in Rachmaninov it is expanded even with a complex counterpoint structure.
Here | started to understand what is beyond the path | took at the beginning.

After a period of reflection, analysis and research | wrote three compositions for solo piano "Fantasia No.2 —

In viaggio con Patrizia" (Traveling with Patrizia), "Sonata" and "Impressioni", then while humanity slowly resumed
“breathing” and going out a little at a time from their own prisons, | continued to write extending the ensemble:

| composed "Concerto" for piano and orchestra and “D’una radice nacqui ed io ed ella” Concertante fantasy for
cello, harp and string orchestra, but without ever abandoning the piano as in "12 Haiku" for solo piano or
"Fantasia concertante" for piano and string orchestra, because is this instrument, which Beethoven considered
an orchestral laboratory, that had given me the strength to escape from a cage without cage, allowing me to find
myself through compositions that | hope to be able to listen to with the audience of the Forfest soon.

MA Tommasina Bianca Squadrito /ltaly/ - visual artists, performer, Palermo

How | experienced the period of the consistent removal from my hands
Jak jsem prozivala obdobi, kdy jsem nemohla tvorit

Or life at the time of the pandemic, or an increasingly concrete adhesion of space and time. The subject touches
me and | can write my experience of illness, which was without much suffering, the course of which involved art,
time, pandemic. And if, as soon as, the warring cultures could begin to understand where the offensive attitude
they put into practice comes from, we could have some hope of evolution. | am aware that new events always
arise but the virus bit me. | had the virus that tried to get me as it weakened me and | felt smaller and smaller.
| supported myself in the most imperceptible way | could to keep from being revealed. Through the months in the
hospital and in the rehabilitation center, | imagined, thought, perceived, felt in a very dense and generative unity
of desire.

| remember a film | saw on television many years ago Johnny Got His Gun, a 1971 Dalton Trumbo film based
on his own novel. The film, set during the First World War, tells of a soldier with a disfigured face, without jaw and
nose; mutilated in the body, he has no legs and arms, but alive and conscious although he is not considered
as such, so that he is transferred to a closet adapted to a hospital room. The soldier perceives, feels, thinks and
a nurse notices this, a touching figure, who is not believed by the doctors and officers who said about him:
it is a trunk.

| was like this soldier, wounded in a metaphorical war fought with virological rather than mechanical or virtual
means, damaged by the leaps in species obtained with the the life put to income.

| thought, imagined, perceived, considered without words expressed and also not formulated internally. The
memory was alive, among other things | thought back to the moments already spent in Kromeriz, to the images
and sounds that had involved me, to the clear air | had breathed, to the Flower Garden. So, living memory but
legs, arms, torso motionless, | could barely move my face wrapped in the oxygen mask. The rhythm of the breath
not mine, feeding by drip.
| lived through wires. | made myself as thin as | could, so that | could breathe that oxygen that was given to me,
that and nothing else, that amount at that rate, otherwise | would suffocate. In that rhythm | found a different
hyphenation of life.

Doing so subtle allowed me to get one, feel the unity of the processes of life.
| could not be impalpable like the virus, certainly, but | recalled a possibility to try to enter my matter, to be a body
that elaborates and considers, learning, frequenting the concreteness and generative dynamism of Ruah, Semitic
name of our Spirit, feminine in my experience.

| did all this in emergency, in captivity, in the limitation of actions, in the situation of iliness; that was what
| would do, that | did in the scriptures perhaps, before, not fully aware of its course while now | was, and of many
passages.
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What was this making space of the vital processes that | felt directly bodily and that went from that white organ,
which is the brain, to the existence in memory, beyond and infra? It was my own artistic process that gave me life,
that life that fed it before. It was an experiential, bodily, nourishing process, they were vital movements
in expression: the artistic praxis, the tactile thought gave me a bodily wisdom, a wisdom that fed my life not
by attachment but by a tension to grasp and always leave in memory.

The memories of childhood, the house to the angiporto, the little hill of sfabbricidi, the rubble on which | played,
the continuous smell of sea. | walked the streets, | made several paths in the days and nights of therapy, all this
was close to me and separated, | would say sacred if | frayed this word from many obviousness. Now | realize
of the continuous rebalancing that | realized in the positions of waiting hope wisdom, yes, it was an ellipse in
inconstant balance. | forgot words, | replaced them, | renewed them, | tried to recompose them in a pacification
that did not know names or definitions but of extremities, edges that touched me and released me their reality.

To this | connect the memory of when, for an installation, | made a roll of paper with the verbs to be to know

to love written by joining every end of the word with the beginning of the other because | had known that, in the
Semitic languages, there was a correspondence between them and their respective derivations, often being used
as synonyms. The extensions of the way of writing the stretches of the final and initial ones were connecting lines,
of confluence that | wanted without dimensions and | considered more important than the words themselves.

All this to mention a circumstance, exceptional for me, which gave me accessibility, both less dense, and made
up of all the shadows that now allow me to write it, an approach towards a singular investigation with which
| would like to approach the theme of this Colloquium and to you who listen.

| would like to remember Lelio Giannetto, double bass player with whom | worked at Maria Zambrano Station,
video presented at Forfest in 2011. He was in the room next to mine when he left a part of his life. | dedicate
these excerpts from the Monitulipare blog to him, I'm sure he would have expressed them with his Talking Double
Bass.

Tommasina Bianca Squadrito

MgA. Barbora Steflovd, Ph.D., MgA. Pavel Horak /CZ/ - oboist, bassoonist, Trio Aperto

Pouziti elektroakustické slozky ve skladbach pro dechové trio
The use of the Electro-acoustic Component in Compositions for Wind Trio

Tento text je vénovan problematice pouZiti elektroakustické slozky ve skladbach pro dechové trio,
a to konkrétné skladbach ¢eskych autort. Je napsan z interpretacniho hlediska, jeho autofi jsou ¢lenové Tria
Aperto (hobojistka Barbora Steflova a fagotista Pavel Horak). Najdete zde struény tvod, popisujici ¢eské
prostfedi elektroakustické hudby, nahled na problematiku hudby s elektroakustickou slozkou z pohledu jejich
pozadavku na interprety, kompletni vypis dechovych trii s elektroakustickou slozkou od ¢eskych skladatelu
a jejich popis.

Historie elektroakustické hudby v Ceskoslovensku zagala v disledku politické situace pozdgji nez
v zapadni Evropé. Prvni elektroakusticka studia na naSem uzemi vznikala v Sedesatych letech 20. stoleti.
NejvyznamngjSim a nejznaméjSim z nich bylo studio pfi Plzefiském rozhlase. Mezi nejvyraznéjsi osobnosti Ceské
elektroakustické hudby patfi skladatelé Miloslav Kabela¢, Rudolf Razi¢ka, Jifi Hanousek nebo Karel Odstr¢il.
Vzhledem k politické situaci i ekonomickym narokum této hudby ji skladatelé zafazovali a zafazuji do své tvorby
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spiSe experimentalné a okrajové. Tento text se bude vénovat skladbam Emila Viklického, Pavla Kopeckého,
Vojtécha Dlaska, Lucie Vitkové a Ondreje Kyase. Skladby jsou z obdobi let 1988—-2022.

Spojeni elektroakustické hudby a klasického dechového tria je cenné zejména pro dramaturgické ucely.
Nabizi prostfedky rozsifeni tzkého zvukového profilu souboru. PFi provadéni skladeb s elektroakustickou slozkou
se interpret musi pfipravit na pozadavky, se kterymi se v klasickém repertoaru a komorni praxi nesetka. Forem,
jak pouzit elektroakustickou slozku je mnoho, tento text se zabyva pouze témi, které jsou uzity v popisovanych
skladbach. Zakladnim prvkem, se kterym se hraci v souvislosti s elektroakustickou hudbou setkaji nej¢astéji,
je pouziti nahravky (v nazvech starsich skladeb se objevuje jako magnetofonovy pas), ktera zni po celou dobu
trvani skladby. U takovych dél je ukolem interpreta souznit zejména rytmicky s nahravkou, tak aby efekty, které
autor zamyslel, plnily svou funkci. VyZaduje to precizni praci s €asem a zvukem. Nahravka m(ze obsahovat jak
zcela odliSny material, tak zvuk nastrojl, které v dané skladbé hraji i akusticky. V takovém pfipadé je tim vice
potfeba citlivé pracovat se zvukem akustického nastroje. Velkou pozornost je tfeba vénovat akustice prostoru,
ve kterém se skladba provadi — vyzkouSeni skladeb s elektroakustickou slozkou pfed koncertem je nezbytnosti.
Dal$i moznosti, jak muze byt pouzita elektroakusticka slozka je tzv. ziva elektronika — skladby, ve kterych jsou
pouzity mikrofony a zvuk nastrojli je modifikovan pfimo pfi hfe. V takovych skladbach interpret musi zohlednit
vysledny zvuk, ktery je pomoci efektd modifikovan. V zavislosti na ném pak upravuje zejména tempo dila.
U mnohych provedeni je na interpretech, aby sami ovladali elektroakustickou sloZku skladby.

Emil Viklicky: Dfevéna hudba, pro dechové trio, klavir a magnetofonovy pas

Skladba s nazvem Drevéna hudba vznikla v roce 1988. Ma délku 6 minut a 30 sekund. Emil Viklicky
ji puvodné napsal pro klavir a magnetofonovy pas, pro pfilezitost vernisaze vystavy svého pritele, sochare
Vladimira Preclika. Hudbu na magnetofonovy pas natodil pravé v jeho ateliéru, pfi vyrobé dievénych soch.
Na nahravce jsou tedy zvuky vznikajici pfi praci se dfevem (vrzani, fezani, bouchani apod.). Nejsou nijak
elektronicky modulovany, je jasné rozpoznatelné, kterym nastrojem jednotlivé zvuky vznikly. Pozdéji skladbu
Viklicky pfepracoval pro hoboj, anglicky roh, fagot, klavir a magnetofonovy pas. V této verzi vznikla v roce 1990
rozhlasova nahravka — v podani hobojisty Jana Adamuse, hrace na anglicky roh Jifiho Vodrianského a fagotisty
Jaroslava Kubity. Klavirni part nahral sam Emil Viklicky. Verzi pro hoboj, klarinet, fagot, klavir a magnetofonovy
pas provedlo Trio Aperto poprvé v roce 2017.

Zvukova stopa nekoresponduje pfisné rytmicky ani melodicky s ostatnimi hlasy. Stfidaji se zde
aleatorické plochy, ve kterych neni souhra s nahravkou potfebna, s misty, kde je metrorytmicka stranka obou
slozek — akustické i elektronické nezbytna. Misty interpret musi ¢ekat na urcité signaly z nahravky a vélenit se
do zvukové stopy. Zvukova stopa bézi po celou dobu trvani skladby — jedinym technickym pozadavkem je
ji na zagatku pustit.

Pavel Kopecky: Ritorni, pro dechové trio, zvukovou stopu a zivou elektroniku

Ritorni jsou skladbou z roku 1989. V roce 1999 vy$la skladba na LP Ceska Soudoba Hudba — Atelier |I.
Nahrélo ji Novakovo trio — hobojistka Gabriela Krékova, klarinetista Stépan Koutnik a fagotista Vladimir Lejéko.
Autor o skladbé napsal: Ve skladbé jsou vyuZity dva typy elektroakustickych zvukd. Tri hudebni bloky, vytvorené
z transformovanych zvuk( akustickych nastroju jsou reprodukovany ze zaznamu a je do nich zasahovano jen
dynamicky. Kromé nich jsou vyuZity vyrazné efektové upravy Zivé mikrofonem snimanych ténd akustickych
nastroji — live elektronika. Syntetické, elektronicky vytvofené zvuky jsem nepouZzil proto, abych nenarusil
barevnou zvukovou jednotu. Forma skladby je “klasicka“. Muzeme zde vysledovat tfi casti (preludium,
passacaglia s gradaci a postludium) propojené kratkou kadenci fagotu a delsi kadenci klarinetu.

Pro provedeni skladby je nezbytny mistr zvuku, ktery nejen spousti zvukové stopy, ale v realném Case
modifikuje zvuky nastroju, které hraji do mikrofonu. Vyuziva dva efekty: echo — ozvénu a reverb — dozvuk.
Interpreti misty hraji doslova sami se sebou. Zvlasté vyrazny je tento efekt v klarinetové kadenci ve druhé ¢asti
skladby, kdy do dlouhych tonu, prodlouzenych efektem, zni rychlejsi, Sestnactinovy pohyb. Interpreti si pfi hie
musi zvyknout na efekty, které jim vraci v dozvuku jejich vlastni hru. Zvukova stopa u Ritornd vyuziva vice
melodicko-rytmickych hudebnich prostfedk, nez je u magnetofonového pasu ve skladbé Emila Viklického.
Plochy nejsou vétSinou charakteristické rytmicky, jako spiSe svou barevnosti. Je dulezité vnimat metrum
a prfedepsané tempo dané €asti, aby akustické nastroje s nahravkou korespondovaly a €asti skladby na sebe
plynule navazovaly.

Vojtéch Dlask: Krapp trio pro hoboj, klarinet, fagot a EA slozku

Pavodni verze této skladby vznikla kolem roku 2015 jako hudba k pfedstaveni brnénského Buranteatru
Fernando Krapp mi napsal dopis. Z mySlenky zapojeni muzikantd pfimo na scéné nakonec seslo a z hudebniho
materidlu vypracoval autor o rok pozdé&ji dechové trio. Skladba ma 15 minut a je sloZzena celkem z 5 &asti, které
koresponduji s déjem plvodni hry Tankreda Dorsta. Nazvy jednotlivych ¢asti jsou uryvky ze hry: Prvni véta se
jmenuje Ty mé nechce$ milovat? Ale to nejde! Mé nemilovat, to nejde!, druha véta je oznakena Jisté jste jiz urdili
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diagnézu, panové. Pomozte ji, délejte co, umite!, tfeti véta nese oznaCeni Ten ¢aj nam dnes pfines ty, Julie!, ve
vété tfi a pll se objevuje podtitulek Nejspis si jeSté mate co fict...mezi ¢tyfma ocima — co jste nechtéli rikat prede
mnou. Opustim Vés. a posledni Ctvrta véta je oznaena A najednou pukla obruc¢ kolem jeho srdce...

Dusledkem plvodni koncepce — hry na scéné je také ne zcela standardni zapojeni nahravek do pribéhu
skladby — hraci méli hrat nazivo do reprodukované hudby. Dlask zde ve vysledku vyuziva pouze zvukovou stopu,
ktera neprostupuje celou skladbou, ale je pouze ve 3. a 4. ¢asti skladby. Prvni plocha zvukové stopy obsahuje
modifikované fagotové multifonické tény, které se propojuji s redlnymi akusticky hranymi multifoniky. Zameérem je,
aby se barvy nahravky a akustického nastroje propojily. Druha plocha obsahuje citaci Requiem Luigiho
Cherubiniho. Do ni vstupuje ¢ast Dlaskovy skladby, kterou interpreti pfedem nahrali. Hlasy jednotlivych nastrojli
se timto multiplikuiji.

Technicky je u této skladby zapotiebi spousténi a zastavovani zvukové stopy, spole¢né s regulaci jeji
hlasitosti. VétSinou je v silach interpretll obstarat technickou stranku véci bez pomoci zvukového mistra. Skladba
jasné oddélitelna od akustické slozky, Dlask zvukovou stopu napsal tak, aby se s akustickymi nastroji zvukové
pojila, az slévala, v jednu barvu. Soucasti provedeni je i drobna scénicka slozka, kdy se interpreti pfi hrani na
zaver otoCi k publiku zady.

Slova autora ke skladbé: Krapp-Trio sleduje jednotlivé zapletky pribéhu Othella a Julie. Viyjimkou z pfimé
néavaznosti na jejich drama je vsunuté véta Ill 5, hudebni portrét tarotové karty Viselce, muze povéSeného za
nohu na lané — bytosti temné, napdl zavislé na lidské pomoci a napul obracejici svym pohledem cely svét naruby.
Za zady svira Viselec kli¢ ke svému tajemstvi — co jim asi je?

Lucie Vitkova: Unknown terrains, pro dechové trio, klavir a EA slozku

Skladba Lucie Vitkové Unknown terrains vznikla na objednavku Tria Aperto v roce 2019. Jedna se
o konceptualni dilo, vychazejici z mySlenky akustickych partitur. Pfi hrani maji interpreti na uSich sluchatka,
ve kterych zni pokyny ke hie. Po celé trvani skladby zni zvukova stopa, obsahujici elektronické zvuky. Vyraznym
prvkem je hra s paméti, kdy v akustickych partech maiji hraci pokyn — zapamatuj si, ktery nasleduje nahrana
zvukova ukazka. Po chvili pak ma interpret zapamatovany usek hudby interpretovat. Mira aleatoriky je zde
nejvétsi jak v rytmicke, tak
v melodické slozce. Kazdé provedeni je jedineéné a muze byt velmi rozdilné.

Slova autorky ke skladbé: Skladba unknown terrains se odehravé v abstraktnim svété zvukovych partitur.
Koordinace hudebniho materialu je tu jina nez u klasickych partitur, kde mohou hraci/ky vidét vée na papire. U
audio partitur se vnimani pfesouva vice do hlavy a usi, kde pak hraci/ky odkryvaji vztahovosti se spoluhraci’kami
a hudebnimi materialy v prostoru, ktery neni ukotven ve vizuélu, ale v souhrach zaloZzenych na poslechu
a v myS8lenkové predstavivosti hudebni struktury. Hraci/ky jsou vedeni/y pomoci hlast a pokynt nahranych ve
sluchatkéach a nasleduji také nahrané hudebni tseky, které bud’ imituji, nebo na né reaguji, nebo si je zapamatuji
a zahraji je na jiném misté ve skladbé (technika prace s paméti: listen-remember a paste). V této skladbé méa vie
Své pfesné misto, i kdyZ jsou tato mista skladatelce neznamé a neprozkoumana do doby, nez skladbu usly$i v
provedeni. Pohyby po prostoru mistnosti se odrazi v dimenzi neuronovych spojeni a naopak, vSe na pudorysu
elektroakustické kompozice, ktera zni z reproduktord.

Ondfej Kyas: Jeden den starnuti, hudba pro Petra Hrbace, pro dechové trio a EA slozku

13-ti minutova skladba z roku 2022 je vénovana basniku a prozaikovi Petru Hrbacovi.
V tomto dechovém triu s elektroakustickou sloZzkou se zvuk akustickych nastroji vpléta do nahrané
elektroakustické stopy. Zvuk nastroji vyrusta z elektronickych zvukd, na chvili ziska sv(j bézny charakter, aby
v nich vzapéti opét zanikl. Hmatatelny rozdil mezi zivymi hudebniky a zvukovou stopou se ztraci a zase objevuije.
Skladba nema klasickou partituru, ale jednotlivé party, které se prekryvaji. Ur€ujici je ¢as. Jednotlivé nastroje
vstupuji ve zcela konkrétnim &ase skladby. Skladba je jednovétd, s jasnym zvukovym obloukem. V nahravce
je pouzit modifikovany lidsky hlas a elektronické zvuky.

PFi provadéni této skladby je specifické pouziti Casomiry, ktera musi byt vS§em interpretim viditelna —
jednotlivi hradi vstupuji ve zcela konkrétnich ¢asech dila. Pro udrzeni temporytmu je vhodné pfi hrani také
pouzivat metronom. Dynamika a vedeni frazi jsou do velké miry nechany na interpretech. Komplikované rytmické
figury v partech nemusi byt interpretovany precizné, dilezitéjsi je charakter jejich vyznéni.

Elektroakusticka slozka funguje zejména jako barevné obohaceni zvuku souboru. Dle zkuSenosti
interpretl jsou tyto skladby pfijimany publikem velmi vstficné a pfinasi do dramaturgie koncert( vitané
obc&erstveni. Tento pfinos vyrazné pfevysuje pfipadné problémy s vétSimi technickymi a nékdy i personalnimi
naroky na provedeni. Potencial téchto skladeb je i v jisté navodnosti. Elektroakusticka slozka poskytuje hudbé
novy kontext, a to jak ve zvukové, tak v myslenkoveé roviné. At uz je to citaci starSi hudby nebo odkazy

21



k popkultufe. EA hudba se snazi reagovat na vyvoj technologii a v€lefiovat je do klasické hudby. Byt se zfejmé
nikdy nezafadi do pomysiného mainstreamu zajmu posluchacu i autor(, hraje a bude hrat svou nezastupitelnou
Ulohu na poli artificialni hudby.

Ak.mal. Marek Trizuljak /CZ-SK/ - visual artist, Sdruzeni Q, Unie vytvarnych umélci Olomoucka
Association Q, Union of Visual Artists Olomouc

K nadéji a odvaze / To hope and courage

Pravidelné se v mySlenkach vracim k intuicim nékterych myslitelt, Ze umélecka vypovéd muze mit podobnou
hodnotu jako zkuSenost mystikt a prorokd.

Vim, je to velmi vysoky horizont. Zcela jisté to neni samoziejmym atributem kazdého uméleckého dila. Asi
nejblize ke zminénému ma hudba a poezie. Je az mystickym tajemstvim, jak je mozné, Ze hudbu vnimame jako
svét ryzich harmonii, melodii, emoci a velkého monumentalniho zvuku. Co je to zazZitek krasy a jak se déje jeho
zprostfedkovani skrze hudbu? Jak je to mozné a jaky to ma smysl? Velmi inspirativni mi pripadaji ndznaky

od astronomd. Rizné kosmické objekty vysilaji do prostoru svij typicky nezaménitelny ,té6n“ v podobé
koncentrovaného paprsku zareni. Nastésti nemame schopnost vnimat je lidskymi smysly. Pry snad ,,znéji“ i erné
diry, ale kdovi, zda by nas jejich ryk nevydésil. Mizeme vSak zaznamenat ,,zvukovou stopu* hvézd pfistroji a poté
ji v urcité analogii prevést do slySitelnych vinovych délek. Snad si tedy muzeme s poetickou nadsazkou
pfedstavit, Ze hvézdy zpivaji, Ze maji své viastni typické hlasy, které v celkovém souzvuku vytvareji nekonec¢nou
polyfonii chramu se vdemi myslitelnymi nebeskymi klenbami. Tim jsme znovu u prorocké intuice v uméni.

Jan Neruda napsal Pisné kosmické dlouho pfed astronomickymi objevy o ,zpivajicich“ hvézdach.

Daniel Raus fekl o Knize Job, Ze je to dokonale vystavéné drama, v podstaté tedy umélecké dilo. Raustv preklad
do soucasného jazyka je vyrazné basnicky a zni naSemu neklidnému srdci pfekvapivé blizce. Tim vice vynika
pasaz v zavéru, kdy Buh vezme Joba na vylet napri¢ kosmickymi sférami a pta se ho: ,Jak by ses mohl se mnou
soudit? Kde jsi byl, kdyz jsem tohle vSechno tvofril?*

Kdyby se déjiny uméni od poéatku znovu Cetly (re-legere: znovu Eist, jak o tom miluvi Tomas Halik) timto
pohledem, urcité by vystoupil na svétlo také mysticky a vizionarsky duch ve vytvarném uméni.

Paralelné mé to vede k tvaham, kam se ubira nase vira v dobé virové pandemie. SlySel jsem, Ze zavifené kostely
vedou urcitou skupinu lidi k vyhasnuti zajmu. Zatimco jini objevuji, jak potfebné je vnimat a rozvijet posvatnost
kazZdého setkani &lovéka s ¢lovékem a kaZzdého okamZiku vSedniho Zivota. Jednoduché ztotoZnéni viry s tzv.
"chozenim do kostela" nestaci a nedavé smysl. Myslim, Ze to byl teolog Karl Rahner, kdo fekl, Ze kifestané

v tomto nové nastupujicim svété bud’ budou mystici, anebo nebudou vibec. Ma to svoji analogii také s umélci

a ovSem - i se zavienymi divadly, galeriemi a koncertnimi sinémi. Kultura nerovna se ,chozeni na kulturni akce®,
to podstatné se déje v lidské dusi, ¢asto v dramatickych dialozich podobnych tém z knihy Job. Zminil bych aspori
nékolik svych vrstevnik a blizkych pratel malifa, ktefi proménili situaci uzavrenosti v ateliéru do nové suverénni
tvorby, casto ve velkych formatech a zaroveri v mnohém prohloubené, promlouvajici. Zdena Hé6hmova a jeji
nedavna brnénska vystava v galerii Platinium. se strohym nazvem ,22° Vaclav Vaculovi¢ a jeho vystava
vénovana velkym formatim, ve zlinském Domu uméni, jubilujici Pavel Hogel a jeho expozice v Galerii mésta
Olomouce. Petr Zlamal v Galerii Zet ve Velké Bystrici. Anebo Toma$ Rossi v Galerii vytvarného uméni Hodonin
v ramci mimorfadné zdarilého nahlédnuti do tvorby ,rodinného klanu® Rossich. Anebo Petr Stépén a Jjeho nedavna
autorska vystava BEATI LOCI 2020-22 v Respiriu HAMU v Praze.. Dle mého soudu to ma mnohé spole¢né rysy:
sPoustevnicka® uzavfenost v ateliéru provazana s uzavienosti galerii. Nutnost Celit také obavam a uzkostem.
Nové otazky po smyslu. A srdce, které se vzbourilo, obrétilo se k snéni a odvaze, coZ Ize na obrazech mych
pratel témér nahmatat.

Mél jsem také vzacnou prileZitost organizovat spolecné s moji pani v Méstské galerii v Hustopedich dvojvystavu
z tvorby ¢lent SdruZeni Q, Unie vytvarnych umélcti Olomoucka a zahranicnich hostd, pod nazvem QUAERIMUS,
v niz se projevily reakce fady kolegu, vytvarnych umélct a basniku na Zivot za pandemie a na bezprostredné
poté nasledujici tragedii ruské agrese proti Ukrajiné.
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Rad bych nahlédl asponr do jednoho Useku historie dllezitého pro vyvoj evropského uméni. Je absurdni myslet si,
Ze prozivame zvlast vyjimecnou a nikdy nebyvalou dobu velkych problém0 a existenénich nejistot. Neni to
pravda. Doba, kdy se rodila italska renesance, byla mnohem vice nejista, nebezpeéna a turbulentni. Dante
Alighieri musel uprchnout z Florencie a uz nikdy se tam nevratil, natolik nebezpeéné byly uklady jeho rodaka.

V Rimini zasazeném morovou epidemii vymfela polovina obyvatel, véetné umélcu, coz mélo za nasledek zanik
slibné ,riminské Skoly“, ktera se pfevazné formovala z mimofradné talentovanych Giottovych zakau.

Nasledovalo quattrocento. Stoleti pfevratnych zmén az po nastup globalizace na zavér, v dusledku objevu
Ameriky. Néktefi umélci zafného talentu umirali tak brzy, Ze se malem ani nestacili vice zavést a proslavit.
Jednim z nejsilngjSich momentu je Masacciova freska Vyhnani z raje. Az na kdzi odhaleny obraz bolesti

a tragického smutku. Clovék jako Ziznivy nahy bezdomovec, av$ak se srdcem vztahujicim se k nebi. Jako
bychom coby lidsky rod Zili den co den v napéti mezi propasti vyhnanstvi a nekone&nymi vySinami: Svétlo

a radost. Umélecké objevy quattrocenta oteviraly novovék.

Pokro€im do cinquecenta k jedné z Michelangelovych scén na stropé Sixtinské kaple. Ve stejnou chvili, kdy Buh
dava zivot Adamovi mocnym gestem pravé ruky, ukryva pod svoji levici zenskou postavu. Pry dlouho pfeviadal
nazor, ze je to alegoricka postava Nadéje. Také by to mohla byt Eva. Ale jezuitsky historik uméni Heinrich Pfeiffer
mini, Ze je to Maria — nova Eva. To mi pfijde mnohem siln&jSi a odpovida to velikosti Michelangelova ducha.

Zavérem jesté jednou k tématu o mystické, vizionarské dimenzi umeéni. V teologii Tomase Akvinského sméfuje
krasa filozofie a jejich definic k poznani Nejvyssiho; Usti do teologie. AvSak ani teologie by nic nezmohla a zustala
by uzaviena do sebe, kdyby neméla za rodnou sestru mystiku - strhujici, zneklidriujici, hfejivou Bozi blizkost.

A tedy, pokud se filozofie zastavi u svych definic, byt vypilovanych do velké elegance, mine se svym skuteCnym
cilem. Podobné je to s pfirodnimi védami. Antropologie, genetika, biologie, fyzika, matematika, astronomie,
astrofyzika, atd., jsou étenim poc€atecniho kli€e, z néjz c¢lovéka jima zavrat’. V pfiméfené analogii plati totéz

i pro uméleckou tvorbu. Krasa uméni sméfuje k Nejvy8Simu. AZ po mystiku, aZ po strhujici, zneklidAujici a hfejivy
Bozi dotyk.

Petr Stépan BEATI LOCA Zdena Hohmové STRIBRNA PUSTINA 2022
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MgA. Jan Vrkoc /CZ/ - skladatel, hudebni kritik / composer, music writer

Kultura v dobé pandemie / Culture in times of pandemic
Ceska kultura v zajeti individualismu / Czech culture in captivity of individualism

Jak znamo, poslové Spatnych zprav nikdy nebyli mnoho chvaleni, spi§ byvali trestani. A tato zprava neni nijak
mila, pfijemna a viibec se mi nechtélo do toho tématu poustét. Pfesveédcilo mé azZ setkani s dilem kanadského
psychiatra Jordana B. Petersona. Ten ve svych knihach formuloval tzv. ,12 pravidel pro Zivot” Cim se mame fridit,
mi pripadlo velmi vhodné pro nasi dnedni post-covidovou situaci. Peterson pie: ,Naslouchejte v ucté druhym,
jako by oni védéli néco, co vy nevite.“ (pozn. 1)**

bohuzel, z naSich Zivoti vytraci. Je potieba se za kaZzdou cenu domluvit s druhymi! Je potfeba komunikovat!
Jako jeden &lovék, osamoceny ostrov ve svété, nevime a nezmuizeme nic.

Ale pokud se jako lidstvo a lidské spoleCenstvi domluvime, pokud dokaZzeme vyuZit a spojit zkusenosti, které ma
v UtrZcich paméti kazdy z nas, pak spole¢né vime vsechno a dosahujeme nesmrtelnosti...

Spisovatelka Katefina Lachmanova nedavno fekla: ,Zda se mi, Ze virus covidu snad jesté vic zamofil naSe srdce
nez nase zdravi. Rozhodné nechci banalizovat ztratu zdravi, zZivot(... Ale ta nakaza v srdcich se mi zda jesté
mnohem horsi. Je potfeba to vSe prenést pfed Bozi tvar a prosit o odmoreni, ,detoxikaci® Bozim slovem.” (pozn.
2) *%

Pro uméni a celou kulturu v nasi zemi patrné neznamenal pfichod covidu néjaky velky zasadni zlom, né&jakou
vyraznou zménu. Daleko vic — myslim si — zasahl napfiklad do Skolstvi (s potfebou vyu€ovat distanéné) nebo do
primyslové vyroby (pfi uzavirani celych podnik(). Ve srovnani s tim se kultura dokazala béhem téch tfi let (2019-
2022) s pandemii vcelku vyrovnat. Ano, i v uméni ted zaznamenavame rizné tézkosti, ztraty a prohry. Ale ty jsou
podle mého nazoru spis vysledkem dlouhodobéjSich zmén k hor§imu, vysledkem dlouhodobé nedobrych
tendenci, které se v kultufe pfipravovaly davno pfed covidem a nikdo je moc nefesil. V pandemii se pak problémy
a napéti jesté vic zvyraznily. Covid tedy zafungoval jen jako katalyzator, urychlova¢ déja.

V kultufe poslednich desetileti mam na mysli tyto neblahé tendence:

a) doba blahobytu skoncila a i v uméni se musi Setfit, podpora se musi omezovat. To je stale se opakujici
mantra, nefika se oviem, Ze klasicka hudba se uz dnes podporuje jen velice selektivné, nesystémové

a nedostatecné. Lépe feCeno, skoro se nepodporuje. Pamatuje snad nékdo z nas néjakou ,dobu blahobytu®

v kultufe? Kdy byla?! Zaml&uje se, Ze v uméni se u nas Setfi uz celych 30 let nepfetrzité, Tfeba mensi komorni
soubory nemaji moznost podpory témér zadnou. V jinych zemich je podpora umélcl a soubor(i nesrovnatelné
lepsSi. Napfiklad ve Francii uz pfes sedmdesat let maji umélecké soubory statni stipendium i zdravotni

a diichodové pojisténi. Zadna pravicova vlada nikdy nedokazala tuto $té&drou podporu umélctim zrusit.

Jak fekl houslista Vaclav Dvorak, ¢len Dolezalova kvarteta, ,zajimavy je francouzsky model, kdy jsou vyborné
soubory placeny statem za spinéni urcitych kritérii. Proto se Francie v poslednich letech tak zvedla v oblasti
komorni hudby. (pozn. 3) **

Ptdm se — pro¢ by to podobné neslo u nas?

b) DalSim problémem je, ze spole¢nost se neunosnou mérou $tépi, touha po spolupraci a zalenéni do radu
spolec¢nosti se nahrazuje posilovanim individuality, samostatnosti, faleSnou nezavislosti.

Proto ubyva i velkych uméleckych soubord, pfipadni mecenasi nechapou, pro¢ by méli podporovat napf.
symfonicky orchestr nebo operni diim, radéji sponzoruji tfeba sportovni kluby nebo Uspésné televizni pofady.

V dobé pred 25 lety byvalo jesté obvyklé, Ze velké primyslové podniky podporovaly ,své* umélecké téleso.

Tak dfiv fungoval napfiklad prazsky Symfonicky orchestr SUDOP, sponzorovany Ceskymi drahami. Symfonicky
orchestr Valcoven plechu ve Frydku-Mistku patfil mezi Spickova amatérska télesa, mnoha lazenska mésta si
hyckala své promenadni orchestry — vzpomernme na zaniklé stalé orchestry v Podébradech a FrantiSkovych
Laznich. Profesionalni trovné dosahoval Smiseny p&vecky sbor CKD v Praze, dirigovany nékolik desetileti
Zdenikem Koslerem. Vysokou uroven drzely také vojenské posadkové kapely, zrusené ministryni Vlastou
Parkanovou. Na to véechno dneska mizeme jenom vzpominat.

~Je treba Setfit a podpora uméleckych soubort skoncila.” Mnohé velké orchestry a pévecké sbory zanikly, nékteré
se ekonomicky osamostatnily (tfeba Plzeriska filharmonie) jiné se pfesunuly do pfilezitostného nepravidelného
rezimu a Zivi se pfedevsim zahrani¢ni zdjezdovou &innosti (tfeba Symfonicky orchestr FISYO v Praze nebo
Cesky narodni symfonicky orchestr). Samostatnost je vzdy pouze zdanliva, zadny umélecky soubor nemuze byt
piné samostatny a nezavisly. Ekonomicky se sice drzi nad vodou, nem{ize ale prosazovat pestfejSi dramaturgii,
repertoar je zalostné zavisly na objednavce agentur. Obehravaji se stale stejné osvédcené a zadané kusy,
soubory mohou nabidnout jen malo odvazného, progresivniho, nového. Nékteré, kdysi vyborné soubory presly do
amatérské sféry nebo se pretransformovaly tfeba na kostelni soubory — nestalé a neprofesionalni. Je to Skoda.
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c) Prirozené — nejenom v uméleckém svété — jsou ztraty plynouci z amrti umélicu. Velké osobnosti odchazeji,

ale neni, kdo by nastoupil na jejich misto. Novi umélci rostou pomalu. V covidové dobé se to ovSem zesililo

a urychlilo, zemfeli naptiklad skladatelé Juraj Filas, Stanislav Jelinek, Jan Kasal, Jaroslav Saroun, s amrtim Jifiho
Linhy po 60 letech patrné kon¢i plisobeni souboru Linha Singers, odesla dr. Hana Jarolimkova a s ni skongil cely
odborny ¢asopis Hudebni rozhledy.

Velkym tlakim na zruSeni Celila tfeba Statni opera Praha. Po dvouleté rekonstrukci budovy soubor sice opét
funguje, ale stavebni prace poskodily akustiku v sale natolik, Ze neni mozné opery provadét bez zesilovaci
audiotechniky! Zalostna situace, kdy vedeni divadla ma velmi podivnou koncepci a dopousti se fady
manazerskych pochybeni, vyustila az v otevieny dopis umélct za odvolani souc¢asného $éfa opery Narodniho
divadla Nora Per Boye Hansena. (pozn 4) ** Stale jsou bohuzel slySet i hlasy volajici po zruSeni Statni opery.

Po covidové odmlce opét obnovuji svou &innost dalSi soubory, napf. Prazakovo kvarteto nedavno zahajilo

v novém slozeni (dva &lenové odesli) (pozn. 5) **

Podobné se obménilo i Ceské filharmonické kvarteto. (pozn. 6) **

S rostoucim individualismem a malym pochopenim pro spole¢né zajmy bohuzel roste i vzajemna Ihostejnost mezi
umélci, nékdy az nevrazivost. V prazské pobocce Spolecnosti ceskych skladatelll se na podzim 2021 usporadala
prehlidka z dila Karla Husy. Ke 100. vyro¢i narozeni nositele Pulitzerovy ceny zaznélo 9 jeho komornich skladeb,
pfi kazdém z 9 koncertl 32. ro¢niku festivalu ,Dny soudobé hudby“ se hrala vzdy jedna jeho skladba (obvykle

to byla ¢eska premiéra). (pozn. 8)**

Podle mého nazoru osobnost Karla Husy je jisté natolik vyznamna, aby si aspori malou pfehlidku zaslouzila.
Mnohé z divakl proto prekvapilo, Ze Ministerstvo kultury tento projekt vibec nepodpofilo, a potom ty ohlasy na
koncerty — kolik pfiSlo nedobrych, nevrazivych reakci! (,Pro€ Husu hrajete tolik? Hrajte radsi néco jiného!“)

Od hudebnich kritik(i anebo i od skladatell! Inu, jak se Fika, kazdy dobry skutek musi byt po zasluze potrestan.
Ze ani jeden z kritikGi nevénoval stoletému vyroéi Karla Husy ani fadku v odborném tisku, to uz se jaksi dalo
predpokladat.

Na rostouci individualismus a neporozuméni mezi lidmi upozornil uz pfed vice nez 60 lety anglicky spisovatel

a badatel Charles Percy Snow (1905-1980). On byl na jedné strané autor nékolika klasickych roman(, na druhé
strané fyzik, dobfe tedy védél, o ¢em mluvi. Ve své slavné pfednasce ,Dvé kultury” (pozn. 2) ** v roce 1959
vyjadril obavu, Ze vétSina jeho kolegl z humanitnich véd je védecky negramotna, a Ze vétsina jeho kolegt

z exaktnich véd se zas nestara o literaturu. A tak zatimco GUzasna ,budova“ moderni fyziky roste, vétSina téch
nejchytfejSich, kulturné zalozenych lidi fyzice rozumi asi jako jejich pfedkové v neolitu.

Snow prohlasil, Ze toto schizma zpUsobili ve 30. letech 20. stoleti literati, ktefi se zacali povazovat

za ,intelektualy”“ a nenapadné si pfisvojili pravo na vyklad svéta, jakkoli o jeho fyzikalnim fungovani nevédeéli zhola
nic. No, a védci zase vyklady literarnich ,krasoduchd“ pokladali za ,zvanirnu“. Lord Snow velmi naléhal,

ze existence dvou oddélenych kulturnich svétd brani efektivnimu feSeni problém. Doufal, ze vzajemna bariéra
C¢asem padne, a do druhého vydani textu své pfednasky vlozil vahu ,,0 sjednoceni a brzkém zrodu kultury treti,
ktera propast neporozuméni pfeklene®. V&dé patrné neporozumi ani jeden matematik druhému matematikovi.
Spole¢ny zaklad vSech védeckych (i uméleckych) ,minisvétd“ se bohuzel vytraci.

Slova Charlese Snowa asi dobfe vystihuji nasi dnedni situaci, v jaké je kultura i dnes, v dobé po pandemii.
(pozn. 9) **

Dostali jsme se i my do situace, kdy si nerozumi skladatel s interpretem, operni pévkyné s violistou z orchestru?
Dirigent nepochopi operniho reZiséra a nezajima se o jeho nazory? Reditel divadla si neporozumi s televizni
redaktorkou, ktera pfijela natacet reportaz? Jaképak naslouchani, dorozumivani, vzdyt tady jde ,jenom® o kulturu
a ta ma dneska pro nas cenu asi jako to ,paté kolo u vozu!*

V jakém stavu pfedame jednou uméni a kulturu nasim potomkdm?

Bojim se domyslet to dal, trochu se podivat dopfedu: Co az jednou, dejme tomu, bude opravdu zle? Pfedstavme
si to! Tfeba pfijdou skute¢né a velké problémy, krize, nebudou penize nejen na kulturu, ale ani na teplo nebo na
bydleni. A v té situaci nebudeme schopni ani ochotni se mezi sebou domluvit, porozumét si, pomahat si,
spolupracovat? Proboha, co budeme délat pak?

poznamky:

1. Peterson Jordan B. ,Dvanact pravidel pro Zivot®, protilatka proti chaosu, str. 253 - 275.

ISBN: 978-80-257-2792-8

2. Lachmanova Katefina, ,Uchovat si nebeskou firemni kulturu®, Katolicky tydenik, dvojéislo 27 - 28 / &erven
2022, strana 4

3. rozhovor s primariem Vaclavem Dvofakem, ,DoleZalovo kvarteto jde vZdy svou cestou®, Easopis Harmonie,
cerven 2022, str. 28

4. ,Nor Per Boye Hansen je pfikofim pachanym na stoctyricetileté operni tradici Narodniho divadla.” Otevieny
dopis Richarda Kolafe ministrovi kultury CR, dne 23. 5. 2022. in:
https://richardkolar.blog.idnes.cz/blog.aspx?c=786015

5. in: https://www.prazakquartet.com/o-nas/
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6. in: https://www.czechphilquartet.com/bio-cz

7. zaznam premiér z dila Karla Husy je ke shlédnuti na webu Spole¢nosti ¢eskych skladatelt Praha
https://www.youtube.com/watch?v=RJ8zY7PaggM

8. Dne 7. kvétna 1959 prednesl Snow na University of Cambridge vefejnou tzv. Redeovu pfednasku nazvanou
~,DVé kultury®, ktera vyvolala ,roz8ifenou a vzrudenou debatu®. Nasledné byla publikovana pod ndzvem

»,DVvé kultury a védecka revoluce”.

Viz anglicka wikipedie: https://en.wikipedia.org/wiki/C._P. Snow

9. cenné postfehy téz in: Bauman Zygmunt, ,/ndividualizované spole¢nost”

ISBN: 80-204-1195-X

MM Theodore Wiprud / USA / composer and consultant in the arts and education /
former Vice President New York Philharmonic

A well-tempered Quarantine / Dobie naladéna karanténa

Isolation is nothing new to a composer, nor is it distressing. For decades I've done my best work in quiet places
without others around. So | have to admit that for me, the coronavirus pandemic actually arrived as a gift.
Nonmusical work went on hold, | stayed well by staying home, and my composing flourished.

Contemplation also thrives in isolation. Although regular worship routines were interrupted by the pandemic,
many of us found more time to read and reflect. We enjoyed the opportunity to attend Holy Week and Easter
services in spaces far from home, over the Internet.

So it was perhaps no surprise that during Lent 2020, while our home of New York City suffered terribly from the
first wave of what became known as COVID-19, my creative practice became more reflective. Two major works
emerged, both marked by the pandemic but quite different from each other.

And it wasn'’t just me: social media buzzed with creative energy of composers and performers harnessing online
tools, and directly speaking to the needs of the moment: consolation amidst personal loss, national tragedy,
isolation from family and friends. Like all shocks to a system, the COVID-19 pandemic changed the way

we composers thought and the way we worked. However gruesome it was as a public health emergency,

it forced us into new channels that proved fruitful.

The Well-Tempered Quarantine '

Every day staying home, | was playing selections from JS Bach’'s Well-Tempered Clavier. The two

sets of 24 pairs of preludes and fugues are endlessly inventive and deeply expressive. Soon | found myself
responding to them with music of my own. Many times before, | had sketched little fugues as technical exercises,
but this time, | was composing finished works in my own style; and as Bach did, writing in different tonalities and
affects across many small pieces. | mischievously titled my little pieces The Well-Tempered Quarantine, partly
in homage to Bach’s volumes, but also acknowledging how composing them gave me a daily purpose through
the pandemic shutdown.

The work was positively exhilarating. | modeled many of the preludes directly on various preludes by Bach, and
then developed the fugues from the preludes. Each prelude and each fugue, being about two minutes long, was
completed fairly quickly. The miniature size also drew my attention to the tiniest details, to expressing exactly
the idea of each piece without one extra note. And the sense of communion with the master, Bach, gave me

a grounding, a strong sense of belonging in the tradition. Over three months, | completed six pairs, preludes and
fugues. Then, to reach beyond my creative isolation, | recorded videos of myself playing and speaking about the
pieces, and put them out on my YouTube channel 2 This led to dialogue about the pieces and the project among
colleagues. Other pianists began performing them.

Of course the pandemic did not end in June 2020, though that was what | thought was happening as | wrapped
up the six pairs. The following spring, having completed two larger projects, | returned to The Well-Tempered
Quarantine, and composed six more pairs. The first six, from 2020, explored different tonalities. The latter six,
from 2021, are more focused on various keyboard textures. The whole set of 24 pieces form a satisfying whole
that can be played complete, or in selected pairs.
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Mysteria 3

The second work | composed during the pandemic, Mysteria, is overtly concerned with spiritual experience.
(Mysteria was commissioned by the Borromeo String Quartet and percussionist lan David Rosenbaum, with
support from Chamber Music America.) Whereas at the WTQ consists of short, concise constructions each
building on a single idea, Mysteria is a large, single-movement work, 20 minutes long, with many musical ideas
interacting and surfacing at different times in different guises.

Conceptually, Mysteria explores the transporting experience of sacred ritual, the way that ceremony can reduce
the separation between the divine and everyday life. My imagination was drawn to images of ancient, earthy
traditions and sounds of nature. To suggest the inter-penetration of the two worlds, | asked the string players

for percussive effects, tapping their instruments and even playing the strings with rubber mallets. | assigned
lyrical lines to the percussionist, including playing with a bow on the musical saw. Thanks to a delayed premiere,
due to the pandemic, | had enough time to imagine and experiment and develop sounds that carried me in new
directions. Without COVID, it would have been a very different piece.

Mysteria’s sound world was inspired by Xenakis, Bartok, and Stravinsky — it could hardly be farther from the
Bach-influenced WTQ. And yet | composed this work in the hiatus between composing the first six and latter six
prelude-fugue pairs. The two works seemed to complement each other, different sides of my creative imagination
given space to respond to the horror and the isolation of the pandemic.

And Beyond

Many other composers also took advantage of the time and the dislocation of the pandemic to bring fresh beauty
into the world. They refocused their energy on their craft and their essential purpose as vessels of art and
community, and devised ways to use new technologies for connection. Though many performers felt more
stymied, since they could not perform live, still, some brought forth creative responses that helped the musical
community survive.

“Alone Together”4 was an online commissioning project involving 40 composers, each writing a “micro-work”

for solo violin, to be performed by the renowned Jennifer Koh. Twenty established composers donated their new
works, and then nominated 20 emerging composers, who were paid commissions, providing much-needed
income and opportunity to freelancers. Ms. Koh performed all the works and initially posted them on YouTube.
They were later released on a CD ® that went on to win a Grammy Award for Best Instrumental Solo. Thus

an idea about providing work and income to young composers became a widely acclaimed concept album.

One of the established composers participating in “Alone Together” was Lisa Bielawa, who in April 2020
embarked on an open-ended work of her own: Broadcast from Home®. People around the world were invited

to provide testimonies of their personal experience during the pandemic, and then were invited to sing with their
own voices the melodies that Bielawa composed on their words. Bielawa compiled the recorded voices into
online “performances.” By July 2020, fifteen Chapters had been released. Thus amateur musicians and music
lovers collaborated in shared exploration of the pandemic experience, creating a space for healing.

Human creativity continues to make new beauty in evil times. Those of us privileged to work as artists experience
this first hand. The times will continue to change, and our means of connecting with our audiences will keep
evolving. Music and art will continue to meet the new challenges with fresh ideas and voices. But let us hope,
not in another such deadly pandemic.

https://theodorewiprud.com/music/the-well-tempered-quarantine-preludes-and- fugues-2020/
https://www.youtube.com/channel/UCejLijBvh4ZfpAYpb8KGPdg
https://theodorewiprud.com/music/mysteria-2021/
https://arcocollaborative.org/projects/AloneTogether/index.html

https://smarturl.it/CDR3011

http://www.lisabielawa.net/broadcast-from-home
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