TONINA CESKEHO VYTVARNEHO UMENI

Devatenicté stoleti vé&filo, Ze kazdé ,,nirodni* kultura v sobé skryvi, mimo ty nejriiznéjsi zavedené symboly a wizudlni ikonografické oblibené vzorce, také néjakou spoleénou melodickou
linku, kterd ji odliSuje od jingch oblast{. Snad tomu tak do uréité miry opravdu je : kazdé krajina m jiné naladéni i jin§ rytmus, kter§ se pak odra#{ v Gstrojnosti feér, v pohybech, a pak 1 ve zplisobu
vidéni pfevazujicim v uritém regionu.

Hudba méla a md poméné v§znamné misto v hierarchii uméleckych druhi v novodobé historn ¢eské kultury a sehréla dilezitou roh v cméncnpam nérodniho sebevédomi ceského umeéni.
Ceské hudbé, ve srovnani s v§tvam§m uménim, se také podafilo proniknout do evropského kontextu, hlané v obdobf prvni poloviny dvacétého stoleti. Tento relativni Gspéch zapficinil snad
ponékud konzervativni obraz, ktery o Geskoslovenské kultufe previddi na Zipadé. Souvislostmu barev, tvardi a zvuki se zabyvala v novodobfch déjindch ceského uméni celd fada vitvarnikii i
hudebnikd, ale souhrnny prehled, pokud vim, dosud neni, nebo teprve vznikd. AZ v minulém roce se uskuteénila prvnf povileéné vystava jednoho z pfespolnich &end mezindrodni skupiny . Les
artistes musicalistes. Zakladatelé této skupiny Henry Valensi a Charles Blanc-Gatti, spolu s bisnikem Paulem Valéri a hudebniky Arturem Honnegerem a Mauricem Ravelem pozvali k (¢asti na
paiizské vystavé roku 1933 také Arne Hoska ( 1885 - 1941 ). Hosek se zabyval malifstvim, architekturou a teorif a je dnes fazen mez nejv§znaméjsi piedstavitele takzvanych ,,muzikalistd™.

Hosek mohl navizat na prikkopnické dilo Frantiska Kupky, Vasila Kandinského nebo Vojtécha Preissiga, pro které byla hudebni skladba dilezitym podkladem pro kompozici obrazu. Byl
také soucasnikem umélecké generace, kterd, podobné jako on, chipala hudbu jako spojujici harmonicky element a jako model, ktery mize sméfovat k ¢istému, nematenilnimu a neideologickému
pohledu na svét. Ve svich akvarelech se snazil Hosek zachytit barevné slyseni - synestesii. Z druhé strany zkoumal tuto oblast 1 zakladatel avantgardni éeské hudebni skoly Alois Haba, nebo
osamél§ v¥zkumnik na poli experimentilni hudby Miroslav Ponc ve svych barevngch partiturach. Zivi komunikace a mezioborovi charaktenistika mezivileéngch let avantgardni kultury (Devétsi
) piispéla k pohybu fady umélcli na hraniénich pasmech uméleckych obort, ale byla nisilné politickou situaci v Evropé prerusena a nadlouho zistala jen ozvénou §tastnésich cast.

K navézéni na tuto tradici mohlo dojit aZ ke konci padesitgch let, kdy se znovu zagali setkivat a spolupracovat mladi vytvarni umélci a hudebnici, kiefi zistal stranou budovatelského
pragmatismu. Skladatel Rudolf Komorous zaklada spolu se svymi prateli z Akademie vitvamych uméni Bedfichem Dlouh¥m, Janem Koblasou, Jaroslavem Vozniakem a Karlem Neprasem
dadaisticko-diverzni skupinu Smidrové, kterd se postarala v Sediv§ch letech akademickéhoreatismu padesitych a Sedesétch let onebgvale barevnoua groteskni tvorbu jak vitvarnou, tak 1 hudebni.
Komorousova poetika, inspirovana pozdéji vichodnf filosofif, ovhivnila nejenom mnohé jeho kolegy z oblasti hudby, jako napfiklad Jana Klusaka, nebo patrné i nejznimé stho predstavitele ceské
Nové hudby Petra Kotika, alei jiZ zminéné pfedstavitele vytvamné skoly Ceské Grotesky - skupiny, kterd méla i viastnf hudebni seka.

V dusnychletech normalizace sedmdesat§ch let nastala duchovnf atmosféra, ktera uréité nepfala rozkvétu moderniho uméni, ale odhahla prazdné fréze a nasla sviij vyraz v zintenzivnéni tvorby
v soukrom atelieru a v komunikaci v poloilegilnim okruhu pfitel a kolegi. DiileZitou roli sehrala hudebni perioda ¢eského predstavitele hnuti Fluxus - Milana Knizaka. Knizik. ktery vSechno
délal po svém, vnesl do pievizné zdrzenlivé a lyrické umélecké scény anarchistickou a destruktivni polohu, v zacatcich silné spolecensky zaméfenou a protiakademickou. Ke koner Sedesatych let
zaklada antihudebni skupinu ,,Aktuil®, kterd doprovizi jeho poeticko-proklamativni texty. Pozdéy se vénuje hlavné mechanickému poskozovini gramofonovych desek (Broken Music ) a k

popmusic se vraci teprve v posledni dobé. Jeho ran tvorba je v mnohém piibuznd s pozdéjsi ceskou modifikaci uméni undergroundu, ktera byla silné hudebné zaméfena, Nejvypjatéjsi polohu
zaujala vizionafska performance , prokleté” skupiny ,DG 307 * Pavla Zajicka a Milana Hlavsy nebo naivisicko dadaisuckd skupina ,,Sen Noci Svatojanské Band®, ktera spojovala poetiku
hospodské kutélky se symfonickou hudbou a perziflaZf landartu a viletl do pfirody.

Na rozdil od undergroundu, ktery byl donucen neustalym pronasledovanim k takika naprosté myténosti, ba k pochybdm o své Vastni existenci a tim snad k neustdlému novitorstvi, se
pohybovaly nékteré experimentdlni hudebni skupiny na pomezi legality. Byly to napfiklad , Autentickej z Gokytian*, nebo anonymni ,,Kilhets*, ktefi pouc¢ens hudbou skupiny ,.Residents”
spojovali zacdtkem osmdesitych let na svych necetnjch konzertech divadelni stranku rockové performance s prvky improvizované a aleatorické hudby. Jinym zajimavym souborem na pomez!
zvuku a vtvamosti byl ,,Zabi hlen*, provozujici groteskni verzi konkrétni hudby, v nééem snad pibuznou hudebnim performacim Fluxu, skupiny HUM. nebo skupiny George Meciunase. V
souboru pisobil mimo Vladimira Zadrobilka 1 sochaf a malif Ale§ Vesely, ktery v osmdesitych letech ozvucoval své mohutné ocelové plastiky. Tyto zvukové zdznamy dodévaly jeho
monumentélnimu dilu dalsi dilezitou dimenzi.

Od poloviny $edesatych let se zabjva akustikou kresby Milan Grygar. Mikrofonem snimé mechaniku a ¢asov{ rozmér aktu kreslen tusf na papiru a to, co bylo plivodné jen nihodngm
pfidavnym zvukem, dostdvé v jeho tvorbé dillezitou hodnotu. Jeho experimenty se zvukem presly postupné v obshlou séru takzvanych ,,pidorysnych partitur”, kde je kresba vypracovani na
geometrickém planu a zachycuje postaveni zvukov§ch zdroji : hracich strojkd, détskjch mechanick§ch hradek a skiipot kreslictho dffvka a zaznamendvi jejich pohyb po papife. Zvukoplastické
partitury a hmatové kresby se staly podkladem pro nékolik domécich i zahraménich audiovizudlnich realizaci, mez1 jingmi interpretované perkusistou a skladatelem Alanem Vitousem 2
saxofomstou Jifim Stivinem. Zvukovi strénka kresleni je pfedmétem zéjmu Karla Adamuse. V jeho peripatetick§ch kresbich, které vznikaji béhem chize, spoluhrajei celkovd atmosféra krajiny
- vitr, voda, svétlo rytmus kroki. Z jiné polohy se dopracovévi k akustice zdznamu o déji Marian Palla. Spojuje zvukovou performaéni a vizuélni rovinu v celé fadé sélovych, soukromych 1
spolecnych ( skupina Florian ) nitudll, které pojednédvajf ty zdénlivé nejprostsf ale i nejzahadnéjsi éinnosti. Hudba, kterou Florian provozuje, sestédvé z valeni kament, hlazeni dfeva, itf vody 1 ze
zcela neslysnych Gkond jako je padini provézku nebo Cesénf viasd.

Konstrukef akustickch soch se posledni dobou zabgvé Lubo$ Dalmador Fiedler. Ten se k této oblasti dostal po dlouhodobém plisobeni v prazské hudebnf alternativni scéné, kde napfiklad
spolupracoval v osmdesétch letech se sochafem Cestmirem Suskou a hudebnikem Pavlem Richtrem ve vitvarném divadle Kolotoé. V tomto souboru doslo k zajimavému propojent zvuku,
divadla, filmu a sochafstvi. ,,Zapomenuty orchestr Zemé Snivei" hraje na variabilni zvukovou instalacs, sestavenou z kovovych predmétdl, a jejich hudba, inspirovana gamelany z ostrova Bali,
zni presto zcela evropsky, podobné jako indické a minimalistické pouceni v akustické tvorbé Vojtécha a Ireny Havlovych. Hudba a v{tvarné uméni se harmonicky dopliuji v dile malife, grafika,
basnika a hudebnika Vladimira Kokolii. Jeho vzduiné obrazy, tvofené &asto organickym predivem, sestaven§m zrytmického opakovanf tvarti a ornamentélnich figur, jsou protéjskem zvukovch
ploch a propletenych rytmi a textd skupiny ,,E¥, jejiZ jej Kokolia clenem a zpévikem.

Obor zvukovéinstalace, tak jak se prosadil v Bel gii, Holandsku nebo Némecku, nemd dosud v Ceskoslovensku mnoho zastincti a hlavné prostoruna provozovini. Posledni dobou se spojitostmi
zvuku a zraku podrobnéji zabyva Milos Sejn se svimi #3ky v atelieru na Akademii v§tvarnych uménf v Praze. Hudebnf citéni je vsak moZno zachytit v prici mnoha malift a sochait a poslednf
vyvoj k propojovini riznych médii otevie urité i zde nové prostory pro zvukové uméni.

Milos Vojtéchovsky
Amsterdam



THE TONALITY OF CZECH VISUAL ART

The 19th century believed that each ,national“ culture nides inside, beside all of the various established symbols and visual iconographic patterns,
also some kind of common melodic line, which makes each particular culture different from the other. Maybe it's true to some extent : each landscape
has its own tuning and specific rhythm, which are furthermore reflected in the organism of language, movement and eventually in the specific way of
vision in a certain region.

Music always took a significant place in the hierarchy of artistic disciplines in the modern history of Czech culture and played an important role in
the process of emancipation of Czech national self-confidence within Czech art. It was also Czech music, contrary to visual art, which was successful
in entering the broader European context, especially in the first half of the 20 th century. This relative success was the reason for maybe too conservative
a picture of Czechoslovak culture prevailing in the West. In the modern history of Czech art a number of artists and musicians engaged themselves in
exploring the relationships among colors, shapes and sounds, but the summary of this activity is not, as far as I know, available, or maybe in the process
of being made. The first post-war retrospection of one of the foreign members of the international group ,,Les artistes musicalistes“ took place as late as
last year. The founders of this group, Henry Valensi and Charles Blanc-Gatti, together with the poet Paul Valéry and musicians Arthur Honnegger and
Maurice Ravel, also invited Arne HoSek (1885 - 1941) to join the Paris exhibition in 1933. HoSek engaged himself in painting, architecture and theory,
and today he is considered one of the most significant representatives of the so called ,,musicalists“.

Hosek could reassume the pioneer work of FrantiSek Kupka, Vassily Kandinsky or Vojtéch Preissig, for which musical elements were an important
background for the composition of their painting. He was also a contemporary of a generation, which, similarly to him, perceived music as a connecting
harmonious force and as a model which can aim towards a clear, non-material and non-ideological view of the world. In his water-colors HoSek
endeavoured to express a color hearing - synestnesis. From the opposite side the founder of Czech musical avant-garde, Alois Hdba was approaching
this field, and a lonely explorer in the field of experimental music, Miroslav Ponc, in his color scores. Lively communication and interdisciplinary
characteristic of the avant-garde culture between two wars (Devétsil) contributed to the fact that many artists were moving on the boundary-lines of
various artistic disciplines. But this situation was soon abruptly interrupted by the political evolution in Europe and it only turned into an echo of the
long lost happier times for a long period to come.

It was possible to reassume this tradition in the end of the 50s’, when young visual artists and musicians, who stayed away from the socialistic
~Creative”pragmatism, started to meet again and cooperate. Composer Rudolf Komorous, together with his friends from the Academy of Visual Arts
BedFich Dlouhy, Jan Koblasa, Jaroslav Vozniak and Karel Nepras, established a diversionary dadaistic group, the Smidras, which, in the midst of the
grey academic realism of the 50s" and 60s’, took care in creating an extraordinarily grotesque and colorful art, both visual and musical. Komorous' poetics,
later inspired by eastern philosophy, influenced not only his colleague composers such as Jan Klusdk or probably the best known representative of the
Czech New Music Petr Kotik, but also the already mentioned representatives of the art movement Czech Grotesque, the group which also had its own
musical division

In the stifling years of normalization in the 70s’, the spiritual atmosphere definitely didn't favor the creativity of modern art, but on the other hand,
in a way it unveiled an empty cliché and eventually found its expression in the intensive private work and communication within the semi-legal circuit
of friends and colleagues. The musical period of Milan Knizdk, a Czech representative of the movement Fluxus, also played an important role. KniZdk,
who always did everything in his own way, brought to the mostly restraint and lyrical artistic scene, features of anarchy and destruction, in the beginning
strongly social and anti-academic. Towards the end of the 60s’ he established an anti-musical group Aktual, which accompanied his poetic-proclamative
texts. Later he engaged himself in damaging records (Broken Music) and only now he is coming back to ,,pop-music*. His early work is in many aspects
akin to the latter Czech modification of underground art, strongly musically oriented. The most exalted stylization was assumed by the visionary
performance of the ,,cursed” rock group DG 307, lead by Pavel Zajicek and Milan Hlavsa, or the naivistic-dadaistic group Sen noci svatojdndské Band,
which mixed the poetics of a pub brass band with symphonic music and persiflage of land art and outdoor trips.

Contrary to the underground, which by incessant persecution was sentenced to almost a mythical character, to doubts about its own existence and
in connection with all this maybe also sentenced to incessant innovations, some experimental music groups managed to survive on the brink of legality.
It was for example ,, Autentickej z Gokytrian“ or Kilhets who, enlightened by the music of the group the Residents, mixed in the beginning of the 80s’,
in their scarce concerts, the atrical features of rock performance with elements of improvisational and aleatoric music. Another interesting ensemble on
the borderline of sound and visuality was Zabi hlen, producing a greotesque version of concrete music, in some ways maybe related to musical
performances of the Flux, the group HUM or the George Maciunas group. In the ensemble, besides Vladimir Zadrobilek, there was also a sculptor and
painter Ales Vesely active, who later in the 80s’ derived sound electronically from his bulky steel sculptures. These sound recordings added on to his



monumental work another important dimension.

Since the mid 60s’ Milan Grygar has been engaged in the accoustics of drawing. He records the mechanics and the time dimension of ink
drawing on paper and what used to be just a random subsidiary sound, acquires an important value in the work. His experiments with sound
evolved in the broad series of the so called ,,ground-plan scores“, where the drawing is conceived on a geometrical plan and captures the
configuration of sound sources: mechanical toys, glockenspiels or the creaking of a drawing stick and their movements on the paper are recorded.
Soundplastic scores became a ground for several audiovisual realizations home and abroad, among others interpreted by the percussionist and
composer Alan Vitous and saxophonist Ji7i Stivin. The sound aspect of drawing is also a subject of interest for Karel Adamus. In his peripatetic
drawings, crated while walking, the whole atmosphere of the landscape - wind, water and light - interplays with the rhythm of the steps and with
each other. Marian Palla works towards the accoustic recording of an action from another point. He merges sound, performance and visual
aspects in a number of various solo, private or group rituals (ensemble Florian), which enact the seemingly most simple activities together with
the most enigmatic ones. The music Florian produces consists of the rolling of stones, smoothing down wood or pouring water, and also from
utterly sounless actions such as the falling of a thread or combing hair.

Another artist lately engaged in constructing accoustic sculptures is Lubo§ Dalmador Fiedler. He emerged in this field after a long period
of activity in Prague’s alternative music scene, where he for example collaborated with the sculptor Cestmir Suska and musician Pavel Richter
in Vytvarné divadlo Kolotoé (Grphic theatra Caroussel), in an ensemble which interconnected sound, theatre, film and sculpture. ,, Zapomenuty
orchestr Zemé snivcit“ (The Forgotten Orchestra of the Land of Dreamers) plays the variable sound installation made of iron objects and their
music, inspired by Bali gamellans, sound nevertheless entirely European, in the same way the accoustic work of Vojtéch and Irena Havels,
influenced by Indian and minimalistic music, sound. Music and visual art complement each other harmonically in the work of the painter, graphic
artist, poet and musician Vladimir Kokolia. His serial paintings, in many cases created by an organic texture of rhytmical repetition of shapes
and ornamental figures, are the opposite to the sound sheets and intermingled rhythms of the group £, of which Kokolia is a member and a singer.

The discipline of sound installation, as it emerged in Belgium, Holland and Germany, doesn't have many advocates in Czechoslovakia and
most of all, it lacks space for its operations. Lately Milo§ Sejn, with his students at the Academy of Visual Arts in Prague, pursues the relationship
between the sound and sight. But we can capture musical sensitivity in the work of many painters and sculptors, and there are good reasons to
believe the latest evolution in interconnecting various different media will also open new dimensions here for the art of sound.

Milos Vojtéchovsky

Amsterdam



