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UvoD

V &0. letech se toho v soudobé vazné hudbé moc nedélo. Po
hlavnim hnuti 50. a 60. let a po velkych impulsech koncem
60. let (minimal music) a v poloviné 70. let (nova jednodu-
chost, nova tonalita) se v 80. letech objevili pouze solitéfi
(Scelsi, Nancarrow...). Jakoby etapa Nové hudby (etapa ve
svém jadru modernistickd) skutené dohasinala. Odchod
velkych avantgardistdl (Nono 1990, Messiaen 199, ale hlav-
né Cage 1992) pak jakoby neznamenal pouze konec indivi-
duélniho dila, ale i konec celé epochy.

Vracime se proto do éry naplnéné maximalni energii, do let
Sedesatych, s touhou najit zde onu dnes jiz ztracenou silu
Nové hudby. A nevracime se k dilim, kde podstata jejich
energie je znama, Citelnd, protoZe dila sama se prosadila
a stala soucasti kulturniho Zivota, ale k diltim, ktera jsou sice
naplnéna podobnym mnoZstvim energie, ale jeji podstata
neni tolik prozkoumana a dila sama upadla do mirného za-
pomnéni.

Ze 60. let jsme se soustredili na dva obory, které sice dobové
znamenaly mnoho, ale ¢asem byly odsunuty na stranu: jed-
nim jsou grafické partitury, drunym konceptudlni partitury.
Vztah mezi zdznamem, z néhoZ hudebnik hraje, a hudbou,
kterou z ného hraje, je obdobny jako mezi jazykem a mys-
lenkou. Jazyk determinuje mysleni. Dalo by se také fici: ja-
kym jazykem premyslim, takové mySlenky mne napadaji.
Obdobné: jakou »notaci« pouzivam, takova hudba zni.

V hudbé byl vztah mezi notaci a hudbou obréaceny. ProtoZze
evropské hudebni mysleni se ve 2 tisicileti pohybovalo
Vv jasné ohrani¢eném »prostfedi«, tato hudba nachéazela své-
mu zplsobu mysleni odpovidajici zapis. Proména hudebni-
ho mysleni po 2 svétové valce prinesla opét potfebu nové
»notace«. Poprvé se tato potfeba objevila zejména s »notaci«
(byt' Casto v podobgé technického scénafe nebo partitury ex
post) elektroakustické hudby (napf. Stockhausenova studie 11,
1954). Zde se ukézalo, Ze novy typ hudby nelze »zapsat« tra-
di¢ni notaci.

Odtud byl jen kricek k uvédoméni, Ze pro rozsifovani
a proménu hudebniho mysleni mize hodné vykonat novy
zplsob jeho »notovéni«. V 50. letech se prikopniky nové
notace stali Anestis Logothetis a John Cage (ten ovsem vy-
chézeje z konceptuélnich vychodisek).

Konceptualismus totiz opét rozsifoval »notaCni« moZnosti.
Na rozdil od grafickych partitur, kde byla informace pro hu-
debni realisaci nesena obrazem, u konceptl byla tato infor-
mace sdélena mnohymi dalsi zplisoby: navodem ke hre,
k chovéni, ndvodem k vytvoreni prostredi. A tento navod
mohl byt slovni, ale i Ciselny, mohl mit podobu popisu si-
tuace, ale i matematické operace.

Grafické partitury a koncepty s sebou nesou dalsi vitanou
vlastnost: jsou »oteviené«. Na rozdil od pevné notovanych
dél Nové hudby, kterd si s sebou nesou hodné z dobového
vyraziva a v mnohych pripadech i vyrazové stereotypy, gra-
fické a konceptualni partitury mozno vzdy realisovat »aktu-
alné, tzn. zpusobem, jenZ je up to date a jenZ je oCistuje od
Sablon doby jejich vzniku. Veéfime vsak, Ze tato dila jsou za-
roven schopna podrzZet svoji podstatnou energii, danou teh-
dejsi myslenkovou silou celé sféry Nové hudby.

INTRODUCTION

There was not much happening in contemporary classical
music during the 1980s. After the chief movements of the
1950s and 1960s and after the great impulses of the end of
the Sixties (minimal music) and in the mid-Seventies (new
simplicity, new tonality), only isolated names appeared
(Scelsi, Nancarrow...). It was as if the New Music (essentially
modernist) phase was, indeed, dying away. The departure of
the great avant-gardists (Nono 1990, Messiaen 1992, and
mainly John Cage 1992) did not only signify the end of indi-
vidual work but also the end of a whole epoch.

Let us return, then, to the era which was filled with maxi-
mum energy, to the Sixties, to find the now lost force of
New Music. Let us not return, however, to works where the
essence of their energy is known and recognisable since the
works themselves have established their role and are now
a part of cultural life. Let us instead turn to works which
contain a similar force and energy but their essence has not
been examined to such an extent and the compositions
themselves have almost been forgotten.

From the music of the 1960s we have concentrated on two
fields which, for their time, were of great significance but
were, with time, shifted to one side: the first are graphic
scores, the second musical concepts.

The relationship between the written work which the musi-
cian reads and the music which he produces from having
read it, is similar to the difference between language and
thought. The language determines the thought. One could
also put it another way: the language in which | think deter-
mines the kind of ideas which occur to me. Similarly: de-
pending on the »notation« | use, the music will sound ac-
cordingly.

In music the relationship between notation and sound is re-
versed. Since European musical thought during the second
millennium moved in a clearly defined »environment, this
music often found a written form corresponding to its man-
ner of thinking. The change in musical thought which oc-
curred after the Second World War again brought about the
need for new »notation«. This need was first manifested, in
particular, in the »notalion« (often in the lorm of a technical
script or ex post score) of electro-acoustic music (for exam-
ple, Stockhausen's Simly 11, 1954). Here it was evident that
a new type of music cannot be »laken down« using tradi-
tional notation.

From here it was only a small step to the realisation that, for
the propagation and transformation of musical thought,
a new form of its »notation« could prove to be very effec-
tive. During the Fifties, pioneers of new notation were seen
in Anestis Logothetis and John Cage (the latter, of course,
working more from a conceptual angle).

Conceptualism, in fact, itself broadened the possibilities of
»nhotation«. Unlike graphic scores, where the information
necessary for musical performance was provided in an ima-
ge, from a conceptual point of view, this information was
communicated in many other ways: instructions on play
and performance, behaviour, how to create the appropriate
environment etc. These instructions could be verbal or nu-
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Grafické partitur)' pracuji v z&kladé se tfemi druhy visual-
nich prvkd. Tim prvnim jsou prvky na Grovni symbolt. Pro
néjaky hudebni jev je zvolen néjaky symbol a jejich vazba
je vysvétlena a nastolena  napr. u Logothetise nové symbo-
ly pro ténové vysky. (1)
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Odtud vSak postupujeme na vyssi Uroven, k prvkdm ve
funkci znaka. Tyto znaky pfimo k néCemu odkazuji, nemusi
byt dlouze vysvétlovany, je-

jich odkaz je zfetelny (byt je

v rliznych »patrech« psychi-

ky - napf. od celkem primi-

tivniho znaku vinovky od-

kazujici tfeba k trylku az

k mnohem »nejednoznac-

ngjSi« Cerné kouli, odkazujici

k néfemu tmavému a tézké-

mu). (2)

Na nejvyssi Urovni prichaze-
ji prvky v podobé asociac.
Asociace nemaji v sobé zie-
telnou znakovost, jejich od-
kaz je nejasny, plsobi spise
na hlubsi roviny psychiky,
na nevédomi. Skrze ovlivné-
ni téchto psychickych sfér,
dobird se interpret néjaké
hudebni podoby. (3)

Graficka a konceptudlni par-
titura se da realisovat dvéma
krajnimi  zpGsoby: bud ji
hrat bezprostfedng, nebo
s pripravou. Krajni pfipad
prvniho zplisobu nastane,
polozite-li hudebnikdm gra-
fickou partituru nebo kon-
cept na pult a reknete »hraj-
te«. | takovy zplsob mize
vést k zajimavym vysled-

(2) Jaroslav Pokorny - Nepredvidatelné/Unpredictable

© Jaroslav Pokorny

(3) Jaroslav Pokorny - Meditace/Meditation

© Jaroslav Pokorny

merical, they could take the form of a description of the
situation or even a mathematical process.

Graphic and conceptual scores bring with them another
welcome feature: they are »open«. Unlike the firmly noted
works of New Music which bear much of the expressional
means of the time and, in many cases, also the expressional
stereotypes, the graphic and conceptual scores can be taken
as »topicals, i. e in a way which is »up to date« and which
purifies them from the pattern of the time during which
they first appeared. We believe, then, that these works are
also capable of retaining their essential energy afforded by
the then intellectual strength of the whole sphere of New
Music.

Graphic scores basically work with three kinds of visual ele-
ment. The first are on the level of symbals. A certain symbol
is chosen for a certain musical phenomenon and their asso-
ciation is explained and introduced - for example, in Lo-
gothetis's new symbols for pitches. (1)

From here we approach a higher level, to those elements
holding the function of signs. These signs, directly relating to
something, do not require lengthy explanation, their refe-
rence is clear (either on various psychological levels - e g
from the fairly primitive wavy line, referring perhaps to
a trill to the »much more ambiguous« sign of the black
sphere pertaining to something dark and heavy). (2)

On the highest level come
the elements in the form of
association. Associations do
not have within them the
clear nature of a sign, their
reference is vague, they ef-
fect a deeper psychological
plane and tap the uncon-
scious. Through the influ-
ence of these psychological

spheres, the interpreter
builds up a certain musical
form. (3)

The graphic score and con-
cept can be performed using
two extreme methods: either
to play the music instantly
or to prepare the work be-
forehand. An extreme exam-
ple of the first case occurs if
you place the graphic score
or concept on the music
stand in front of the musi-
cians and say: »play«. This
method can produce inter-
esting results - the musi-
cians are taken out of their
own »confines« (i. e. the con-
fines within which they
have considered the nature
of the music and the way in
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kim - hudebnici jsou vyvedeni ze své »miry« (tzn. jak
0 hudbé doposud uvazovali a jakym zplisobem ji doposud
hréli) a nékdy se tato desintegrace mlize proménit v positiv-
ni desintegraci - Ze se sice jejich dosavadni hudebni svét
zhroutil, ale za nim se objevilo néco nesmirné krasného. Ta-
kovy pfistup je vSak velice riskantni. Dost Casto totiz vede
k tomu, Ze interpret neni schopen zbavit se svého dosavad-
niho zplsobu hudebniho uvaZzovani a grafickou partituru,
koncept bere pouze jako navod k improvisaci ve svém dosa-
vadnim stylu. SlySime pak najmé interpretacni a improvisac-
ni klisé, navic zbavena jakékoliv formy, kterd témto byt klisé
po staleti dodavala kulturnosti. Na grafickych a konceptual-
nich partiturach je zajimavé naopak vSechno to, co vznika
z prolomeni dosavadniho hudebniho mysleni. Cim silngji je
vsak interpret »vyhozen« ze svého zplsobu uvazovani, ¢im
absurdnéjsi zda se mu »zadani, tim hife a pomaleji je scho-
pen Ukol vyfesit. Proto davame prednost dukladné priprave,
béhem niz mize Casto naprosto absurdni zadani vyzravat,
proménovat se, miiZze byt kolektivné diskutovano apod. Az
reSeni, které se nam zda byt »néjak spravné«, zachycujeme
(paradoxné mdiZe byt zachyceno i tradi¢ni notacf) a hrajeme.
Grafické partitury a koncepty totiz nejsou zajimavé tehdy,
kdyZ na jejich zakladé z hudebnika spontanné tece néco, co
vychazi z tradicniho fadu. Grafické partitury a koncepty jsou
zajimavé tehdy, kdyz je mozno na jejich zakladé - Casto za
cenu velikého znasilnéni spontannosti a tradicniho fadu -
najit fad novy.

Petr Kofron, leden 1996

Literatura/Literature:

which they have performed it up to now) and sometimes
this disintegration can result in positive disintegration: the
musical world they have known until now has collapsed but
something of immense beauty now opens up to them. Such
an approach, however, is vety risky. It often happens that
the performer is not capable of ridding himself of the way
he has regarded musical ideas until this point and he take.
the graphic score and concept merely as directions for im-
provisation within a style in which he was used to playing
until now. We hear, in particular, interpretative and im-
provisational clichés, now rid of any kind of form which, al-
though a cliché, has for centuries been assuming cultural
significance. What is interesting about graphic and concep-
tual scores is that just the opposite occurs - everything
emerges with the breaking up of the musical ideas moulded
until this point. The more forcefully the musician is »thrown
out« of his mode of musical contemplation, the more absurd
the »commission« seems to him and the worse and more la-
boriously he is able to carry out his task. Thus we prefer
thorough preparation during which what is often an absurd
task starts to mature and change; the ideas can then be col-
lectively discussed etc. Finally we reach a solution which
seems to us to be »pretty acceptable« (paradoxically this so-
lution may be set down using traditional notation) and then
we play it. Graphic scores and concepts are not interesting
when, on their basis, something spontaneously flows out of
the musician which is rooted in traditional order. They are
interesting, however, when - often at the cost of great abuse
of spontaneity and traditional order - a new order is found.

Petr Kofron, January 1996
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MIROSLAV PONC - BAREVNA HUDBA

Miroslav Pone (1902 - 1976)
studoval krétce na prazske
konservatori (1920 - 1922),
ale ovlivnily ho tehdy dvé
udalosti mimokonservatorni:
prednaska LeoSe Janacka
0 exaktni védé skladebné
a prednadka Aloise Haby
a mikrointervalové hudbe.
V roce 1922 odjel za Aloisem
Héabou do Berlina, studoval
na Sternové konservatori di-
rigovénl’, v roce 1923 také asi
pulrok na Staatliche akade-
mische Hochschule fir Mu-
sik (hlavni obor varhany).
Jako 78k Aloise Haby se
Ponc zaobiral komposici ve
étvrtténovém,  Sestinoténo-
vém a osminoténovém sys-
tému: od torsa Smyccového
kvarteta V  Sestinotonovém
systému, 1924, pres fadu
skladeb pro Ctvrttonovy kla-
vir (3 technicka cvigeni, 1925,
3 bichromalické studie, 1926,
7 malych skladeb, 1926, Mala
technicka studia a preludia, 1926)
az k dilim mikrointervalo-
vym komornim (Hudba k bale-
tu, suita z hudby ke Coc-
teauové podivané SvatebCané na Eiffelce, 1926-28, d, tn, fg,
I/4vn, 1/4arm, 1/4pft, pere) a mikrointervalovému orchest-
ralnimu (Predehra k starofecké tragédii, 1950, premiéra 18. 2 1931
Ceska filnarmonie, fidil O. JeremidS, k symfonickému or-
chestru je pripojeno Ctvrttonové harmonium a ve 1/4ténové
distanci smvccové kvinteto).

MIROSLAV PONC -

Miroslav Ponc (1927)

MIROSLAV PONC - COLOUR MUSIC

Miroslav  Ponc (1902-1976)
studied for a short time at
the Prague Conservatoire
(1920-22) but, at that time,
he was influenced by two
events which occurred out-
side his place of study: a lec-
ture given by LeoS Janacek
on exact compositional sci-
ence and another given by
Alois Haba on micro-inter-
val music. In 1922 he trav-
elled with Alois Haba to Ber-
lin, then he studied conduct-
ing at the Stern conserva-
toire and in 1923 he also
spent six months at the
Staatliche akademische
Hochschule fur Musik (with
organ as his main subject).

As Haba’s pupil Ponc began
composing in quarter, sixth
and eighth-tone systems:
from the fragment of the
String Quartet Written in the
sixth-tone system, 1924, and
a number of compositions
for a quarter-tone piano
(Three technical exercises, 1925,
Three bi-chromatic studies, 1926,
Seven small compositions, 1926,
Short Technical Studies and Preludes, 1926) to micro-interval
chamber works (Ballet Music, suite from the music for Coc-
teau’s spectacle The Wedding Guests on the Eiffel Tower,
1926-28, clarinet, trombone, bassoon, quarter-tone violin,
guarter-tone harmonium, quarter-tone piano, percussion)
and micro-interval orchestral work (overture to a Classical Greek
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V roce 1924 shliZil se Ponc se skupinou Der Sturm (€lenem
od roku 1925) a byl ovlivnén zejména tehdejSim konstrukti-
vismem. Od roku 1922 badal Ponc v oblasti »barevné hud-
by*, tzn. vztahd mezi visualnim a sluchovym vjemem. Ve
Velkém  kanonickém  preludiu

op. 2 (1922) méla byt hudeb-

ni témata fazena k jednotli-

vym barvdm a komposice

témat méla vychazet ze sys-

tému barev a jejich vztahd,

hudebni forma pak byla vy-

budovana na predstavé

dvou pravouhlych trojahel-

nik(. Ponc pracoval s barev-

nym kruhem Wilhelma Os-

twalda a 24 barev kruhu pri-

fadil Ctvrttonové bichroma-

tice, promyslel vSak véc

i z vlastni zkuSenosti barev-

ného slySeni. (1)

Dochovana vytvarnd dila
jsou vlastné  hudebnimi
komposicemi barev a tvarti
a je v nich latentni i jejich
hudebni realisace. Ne&kolik
jich je také doplnéno Ponco-
vou hudebni  paralelou
Vv notéach.

Pozdéji Ponc pomyslel i na
»aktualni barevnou hudbu«
(na rozdil od barevné hudby »&tené«). Na vystavé STURMU
v roce 1925 vystavoval napf. Model opery & 1, ktery obsahoval
hru barev na projekénim plétng, docilovanou filmem a svét-
lem, déale scénicky pohyb barevné pojednanych postav, dale
abstraktni fénicky text - hru slabik, kone¢né hudbu - zfejmé
Ctvrttonovou.

Po navratu do Cech (1925) pokracoval sice v propagaci mi-
krointervalové hudby, za€lenil se do Ceského levicového
kulturniho déni (Clen Devétsilu), pripravoval prvni inscenace
Osvobozeného divadla, ale stale vice byl zaméstnan uzitko-
vou tvorbou (v letech 1958 - 40 mél na jednu hudbu pro
rozhlas nebo divadlo prdmérné tyden). Az do své smrti platil
pak Ponc jediné za solidniho skladatele scénickych hudeb
a tato jeho poftem ohromujici €innost zcela zastinila jeho
avantgardni léta dvacata.

Akvarel Barevna hudba (1925) je slozen ze tFi prvkd:

1) pét protinajicich se barevnych kruhdi (tfi Fady téchto kru-
hd se lisi pouze odstinem)

2) »Cerny mrak, obepinajici tyto barevné kruhy

3) jedenact mensich barevnych ¢tvercl v horni Casti akvare-

u

Pfi hudebni realisaci udali jsme si dvé véci: akvarel budeme
»Cist« béZnym zplsobem zleva doprava, barly budou sym-
bolisovat urcity ton a odstiny barev budou oktavovymi
transposicemi téchto tond (dle teorie Ostwaldowy).

Pfi konkrétni hudebni realisaci wysli jsme ze zvukové pred-
stav)' »Cerného mraku«. Nabizelo se ztvarnit jej hudebné ja-

MIROSLAV PONC -

(1) Wilhelm Oslwald - Barevny kruh/Colour circle

Tragedy, 1930, premiere: 18 2. 1931, performed by the Czech
Philharmonic Orchestra, conducted by O. JeremidS. To
a large symphonic orchestra he added a quarter-tone har-
monium, and a string quintet which was tuned away from
the orchestra by a quar-
ter-tone).

In 1924 Ponc became in-
volved in the group Der
Sturm (he was a member
from 1925) and he was par-
ticularly influenced by the
constructivist movement of
the time. From 1922 Ponc
experimented in the field of
»colour music, i. e. the rela-
tionship between visual and
aural perception. In his Great
Canonic Prelude 0Op. 2 (1922)
the musical themes were to
be classified according to in-
dividual colours and the
composition of the themes
was supposed to emerge
from a system of colours
and the relations between
them; the musical form was
then built up upon the idea
of two right-angled trian-
gles. Ponc worked with idea
of Wilhelm Ostwald's colour
circle and he placed its 24
colours in the quarter-tone bi-chromatic system, however
he reflected upon the matter also from the point of view of
his own experiences with the colour-aural perception. (1)

The surviving water-colours are, in fact, musical composi-
tions of colours and shapes whose musical implementation
is also latent within them. Some of the water-colours are
also complemented with a musical parallel by Ponc in no-
tated form.

Later Ponc also reflected on »current colour music« (as op-
posed to »read« colour music). At the STURM exhibition in
1925, for example, he presented his Opera Model no. 1 which
contained a play of colours on a projection screen achieved
by film and light, then the scenic movement of figures
treated with colour, then an abstract phonic text - a play on
syllables and, finally, music - probably quarter-tone.

After his return to Bohemia (1925) he continued in his
propagation of micro-intervals, he became involved in
Czech left-wing cultural activities (he was a member of the
Devétsil), he was collaborating on the first productions at the
Osvobozené divadlo (Liberated Theatre) but he devoted
more and more of his time to commercial art (during the
years 1938-40 he worked on a piece of music for the radio
or theatre at an average of one a week). Right up until his
death Ponc applied himself as an earnest composer of stage
music and the great quantity of work he produced during
this period completely overshadowed his avant-garde years
of the Twenties.
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(2) Miroslav Pone - Barevna hudba/Colour Music (1925)

£ Galerie Ill. m. Prahy/Gallery of the City of Prague,foto photo Madimir Fyman

ko proménlivy duster (varhany, smycce...), ale na tomto fe-
Seni nam vadila priliSna polopati¢nost (takovy duster je pfi-
li§ »Citelny« ve svych konturach, notabene na podobném
principu postavili proménujici se cluster jiz mnozi jini -
napf. G Ligetiho volumina z let 1961 - 62, polska Skola ad.).
Chtéli jsme, aby se barevné kruhy sice pohybovaly v néja-
kém oblaku, ale aby »Citelnost« oblaku (co se tam vlastné
odehrava) byla velice mala a zéroveri aby mrak byl (na roz-
dil od statického zvuku varhan nebo smyccl) vibrujici. To
nas vedlo k predstavé, Ze by se »erny mrak« mohl néjakym
zplsobem rozeznivat uvnitf klaviru. Nékdo by neslysné tiskl
klavesy v ménicim se rozsahu »Cerného mraku, jiny by ng-
jakym zplisobem rozechvival struny v klaviru. Zvucely by
pak pouze ty struny, které by byly stisknutim klavesy uvol-
nény (zvednuté dusitka). Toto jednoduché FeSeni se ukazalo
nakonec jako velice nepraktické. Rozeznivani strun rychlym
prejizdénim strun obouru¢ bylo namahavé, pricemz struny
byly mékkymi prsty pfilis tlumeny, takZe struny museli na-
konec rozeznivat hraci Ctyfi, kazdy pouze jednou rukou,
a struny netfeli prsty, ale kartaci.

MIROSLAV PONC

The water-colour Colour Music (1925) is based on three princi-
ples:

1) five merging colour circles (three rows of these circles
differing only according to shade)

2) the »black cloud« spanning these colour circles

3) eleven smaller coloured squares positioned in the upper
part of the water-colour. (2

During the musical implementation we set ourselves two
tasks: firstly, that we will »read« the water-colour in the nor-
mal manner from left to right, secondly each of the colours
is to symbolise a certain tone, and the shades of the colours
would be the octave transpositions of these tones (according
to Ostwald's theory).

During the actual process of producing the corresponding
music we started from the sound idea of the »black cloud.
What was made available to us was its musical repre-
sentation as a changing cluster (organ, strings), but what
bothered us about this solution was the overworked simpli-
fication (a cluster such as this is too obvious in its contures;
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Trikrat pét sestupnych kruhl mélo mit sice stejnou struktu-
ru jako »Cerny mrak« kolem nich (tzn. mély vychézet z néja-
ké vibrace), na rozdil od clusterového »¢erného mraku« vSak
mély mit jasngjsi tonovy charakter (dany barvou). Onen
»ton« se mél - v paralele ke kruhu - »otevfit« a opét »zavfit«.
Meél vzniknout dojem, Ze z »Cerného mraku« vystupuje bar-
va a zase se do néj nofi.

Vibrujiciho charakteru tont dosahli jsme lehkym chvénim
kovového Zelizka pres struny elektrické kytary, jejich »otevi-
rani« a »zavirani« docilili jsme dynamickymi pedaly.

Protoze se kruhy prekryvaji, musely se ve hrani kruhd stfi-
dat tfi kytary. VSechny jsou naladény na jeden ton v okta-
vach, zmeény vysky tohoto jediného tonu déji se zkracenim
v3ech strun Zelizkem.

| kdyZ by barvy' jednotlivych kruhli mély' sy'mbolisovat kon-
krétni tony, neuspokojeni banalnim zvukovym vysledkem
(pétice ton( sestupovala v celotdnové stupnici, dal$i pétice
dtto o oktdvu nize atd.) a podporfeni volnyma nakladanim
s barevnou a tvarovou sy'mbolikou u Ponce samého, rozme-
fili jsme kytarovy hmatnik na tfi stejné Useky, a ty opét na
pét dill, takze vznikla nelinearni fada patnacti tonl. (3)

0

Podoba jedenacti mensich Gtvercl pak vyplynula z predcho-
ziho. Jsou-li tyto ¢tverce mimo »emy’ mrak«, budou (na roz-
dil od barev vystupujicich z »erného mraku«) dodrZovat
korespondence barva-vy'Ska. Dale budou (na rozdil od vib-
raci »Cerného mraku« a barev v ném) zpodobnény' linii.
Ctverec jsme vSak necharakterisovali jeho obvodovymi li-
niemi, nebot' v promitnuti do hudby by byly velice podobné
obvodu kruhu - znél by pouze »strméjSi« ndbéh a odbéh
a rovngjsi prdbéh. Proto jsme Gtverec charakterisovali jeho
Uhlopfickami, tzn. glissandy.

Pro¢ jsme se vlastné v pribéhu hudebni realisace tak vyhy-
bali lezicim blokdm a davali prednost vibrujicim blokim
(klavimni cluster)? Pro€ se ndm nezdaly’ vhodné horisontély,
ale Uhlopricky? Pro€ jsme upfednostiiovali vie nelineérni
(déleni hmatniku kytar)? Snad proto, Ze na akvarelu chybgji
linie a hlavné horisontély - »Cerriy mrak« se pouze jakoby
dvakrét odrazi od néjaké latentni pevné »podlozky«, takZe
jej vnimame jako »vznd3ejici se plasmu, v niz levituji koule
a nad tim vSim visi Ctverce. A tak hudba také nema nic
»pevného« a téka, klouze, vibruije.

Realisace a komentar Petr Kofror

MIROSLAV PONC -

it is worth mentioning that many others have set a changing
cluster on a similar principle, e. g G Ligeti's volumina from
1961-62, the Polish School etc.). We wanted to achieve the
effect that the colour circles would move about in some
form of cloud but that the »clarity« of this cloud (being-
play'ed out) was very' small and, at the same time, the cloud
(as opposed to the static sound of the organ or the strings)
was vibrating. This led us to the notion that the »black
cloud« could, in some way, be expressed by playing inside of
the piano. Someone would lightly press down the key's so
that they made no sound but the dampers would be raised
within the changing dimensions of the »black cloud«; an-
other would, in some form, play the strings inside the piano.
Thus, only the strings would be heard which would be freed
by pressing down the keys (thus raising the dampers). This
simple solution seemed, in the end, highly impractical.
Brushing quickly' across the strings using two hands was de-
manding on the player, while the strings themselves were
too muffled by the soft fingers of the performer, thus, in the
end, four players had to play the piano strings, each using
only one hand; they' did not use their fingers, but instead
brushes.

The three groups of five descending circles were to have the
same structure as the »black cloud« around them (. e. they
had to be produced from a vibration); unlike the clustered
»black cloud« they' were to have a clearer tone quality’ (given
by a colour). This »tone« - in order that it corresponded to
the shape of a circle - was to »open« and »close« again, in
effect to create the impression that the colour was coming
out of the »black cloud« and again becoming submerged in
it

We achieved the vibrating character of the tone with the
light trembling of a metal slide across the strings of an elec-
tric guitar whose »opening« and »closing« we effected with
the use of dymamic pedals.

Since the circles overlap each other, three guitars had to be
alternated in order to perform them. All are tuned to one
tone in octaves, the changes in pitch of this single note were
generated by the shortening of all the strings with the metal
slice.

Even though the colours of the individual circles were to
symbolise concrete notes and dissatisfied as we were with
the banal sound produced (the five tones descended in
a whole-tone scale, a further five descended in the same
manner an octave lower etc.), and supported by the free
execution of the colour and shape sy'mbolism produced by
Pone himself, we measured out the guitar fingerboard into
three identical sections and these again into five parts so
that we created a non-linear row of fifteen notes. (3

The form of the eleven smaller squares was then created
from the preceding one. If these squares were outside the
»black cloud, they would (unlike the colours emerging from
the »cloud«) correspond to the colour and pitch. They would
(as opposed to the vibration of the »black cloud« and the
colours within it) be represented by the line. We did not,
however, characterise the square by its peripheral lines
since, projected into the music, it would be very similar in
outline to the circle - only’ a more »sheer« fade-in and
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fade-out would result and a more level run-through would
be heard. So we characterised the square by its diagonals,
i. €. glissandos.

Why did we, during the course of the musical execution,
avoid the flat blocks to such a degree and give preference to
the vibrating blocks (piano cluster)? Why did we not con-
sider the horizontals as suitable, but instead favoured the di-
agonals? Why did we take precedence over everything
which was non-linear (the division of the guitar finger-
board)? Perhaps because, on the diagram, there were no
lines or horizontals - it was as if the »black cloud« only
twice bounced back from its latent firm »base«, thus we per-
ceived it as »hovering plasma« in which the spheres were
levitating and, above everything, hang the squares. There-
fore the music also did not constitute anything »firm, in-
stead it flowed, slipped and slid about and also vibrated.

Interpretation & commentary Petr Kofron

Jaromir Paclt - Miroslav Pone, nezndma kapitola z déjin mezi-
vale¢né umélecké avantgardy/Miroslav Pone, The unknown
chapter from the history of the inter-war art avant-garde, Praha,

Editio Supraphon, 1990

Miroslav Pone - Pohybova melodika zakladem nového hudeb-
niho slohu/Mobile melody as the fundament of a new musical
style, Brno, Fronta (sbomik/volume), 1927

Jaromir Paclt -

Koncepce barevné hudby ve vytvarném dile

skladatele Miroslava Ponce/Conception of colour music in the
works of composer Miroslav Pone, Uméni, 1987, pp. 151-157

KARL PETER ROHL - PARTITURA

Karl Peter R5hl (1890 - 1975)
je tak trochu pozapomenuta
postava némeckého malif-
stvi. Koncem 1 svétové vél-
Ky tvoril své prvni expresio-
nistické prace a v letech
1919 - 1921 studoval ve
weimarském Bauhausu,
GCastnil se jeho budovani
a spratelil se s fadou jeho
osobnosti (Itten, Klee, Kan-
dinskij). V roce 1921 se pri-
pojil ke skupiné »Weimar
Stijl«,  zaloZzené Theo van
Doesburgem. V té dobé se
také obratil ke geometrické-
mu konstruktivismu (v roce

Karl Peter Rohl

KARL PETER RUHL -

KARL PETER ROHL - SCORE

Karl Petr Rohl (1890-1975) is a somewhat forgotten figure in
the German art world. At the end of World War One he pro-
duced his first expressionist works and during the years
1919-1921 he studied at the Weimar Bauhaus School, he was
present during its development, and he made the acquain-
tance of a number of personalities working there (ltten, Klee,
Kandinsky). In 1921 he joined the group »Weimar Stijl«
founded by Theo van Doesburg. At this time he looked to-
wards geometric constructivism (in 1922 he was introduced
to Russian Constructivism) and he also participated in Dada-
ist events. During the years 1926-1942 he taught at the
Stadel-Institut in Frankfurt am Maine. By 1933 he became
affiliated with Nacism and he began to devote his time to
traditional painting (landscapes, portraits). In 1943-45 he
served in the War and was captured. In 1946 he returned to
his native Kiel, then in 1952-55 he taught at the Goet-
he-Schule in Kiel and returned to his ideas of the Twenties.
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1922 se sezndmil s ruskym
konstruktivismem), Gcastnil
se dadaistickych akci. V le-
tech 1926 - 1942 uCil na
Stadel-Institutu ve Frankfur-
tu nad Mohanem. V roce
1933 se shlizil s nacismem
a zacal se vénovat tradicni
malbé (krajiny, portréty),
1943 - 45 slouzil ve vélce,
byl zajat. V roce 1946 se vra-
til do rodného Kielu, 1952 -
5 wyuCoval na Goet-
he-Schule v Kielu a vratil se
k vychodiskim z let dvaca-
tych.

V roce 1926 (a pozdéji v le-
tech 1954 - 60) vytvoril Rohl

(1) Karl Peter Rohl - Partitura/Score, 1926

(2) Karl Peter ROll! - Partitura/Score, 1926

KARL PETER ROHL -

PARTITURA/SCORE

In 1926 (and later during the
period 1954-60) Rohl wrote
several scores which em-
ployed various combina-
tions of lines on manuscript
paper. In many respects
these scores are reminiscent
of the later works of
Xenakis: the fundamental
principle is the glissando
and the creative method is
the »statistical weighing out«
of density. (1)

Apart from these »construc-
tivist« scores, he also wrote
several scores which could
be labelled gestural. On the



nékolik partitur, které pouzivaly rdznych kombinaci linii na
notovém papife. Tyto partitur)’ v mnohém pfipominaji po-
zdgjSi dila Xenakisova: zakladnim prvkem je glissando
a tvlréi metodou je »statistické« odvaZovani hustot. (1)

Vedle téchto »konstruktivistickych« partitur vytvoril i néko-
lik partitur dalo by se Fici gestickych. Na notovém papife vi-
dime spiSe zachyceny pohyb ruky (linie v sob& nesou rych-
lost, silu pohybu), dojem je spiSe kaligraficky a v tom smyslu
(pismo jako odraz osobnosti) mnohem emocionalngjsi.
Jednu z téchto partitur (Partitura, 1926) jsme realisovali. (2)

Linie na této kreshe jsou nekolikerého druhu: _
I - vodorovné ¢i mirné stoupajici, pomalé, silné, statické

Il - prohnuté, rychlé, lenké, krétké, lence dynamické

IV- prohnuté, rychlé, t&7ké, silné dynamické

V - rovné, svislé, tézké

manuscript paper we see the movement of the hand (the
lines bear within them speed and force of movement), the
impression is rather calligraphic and, in that sense (the letter
as a reflection of personalit)'), much more emotional.

We performed one of these scores (Score, 1926). (2)

The lines on this drawing comprise several types:
1- level or gently sloping, slow, strong, static

Il - curved, quick, light, short, lightly dynamic

IV - curved, quick, heavy, strongly dynamic

V - straight, vertical, heavy



Pfi realisaci Rohlovy partitur)' rozhodli jsme se jit maximal-
né »s« partiturou, co »nejobjektivnéji« zahrét to, co je ve vi-
sualni partitufe latentni. Proto zadani bylo jednoduché: Cist
partituru po jednotlivym osnovach, zleva doprava (celkem
tedy 20 osnov) a néastroje necht hraji Rohlovu partituru ja-
koby 8lo o propor¢ni notaci. Prehrani kazdé osnovy' - aby
byl zachovén nervni, ale pritom prehledny vyraz pfedlohy -
at' trva cca 10 vtefin.

Kazdy druh linie byl prisouzen néjakému nastroji:

ad I - vodorovné linie hraji dfevéné dechové nastroje

ad Il - rychlé, lehké kifivky' hraje kontrabas

ad Il - pomalé, tahlé kfivky hraji

violoncello (@), synthesizer (b) a elektricka kytara ()

ad IV - rychlé téZké k¥ivky hraji Zesté

ad V- svislé linie hraje klavir

Zbyvalo pouze vyrovnat se s faktem, Ze nékteré linie bud

zasahuji do nékolika osnov nebo jsou umistény mezi osno-
vami tak, Ze je Ize Cist jako soucast vrchni osnovy' i osnovy'
spodni. Tento fakt jsme nakonec wyresili tim zpusobem, Ze
se takova linie zahraje na v3ech osnovéch, do nichz zasahuje
nebo k nimz mlze byt pficlenéna. Hudebni realisace tak zis-
kala novou kvalitu - kvalitu ¢asové rytmisace (urcité zvuky'
se ozyvaji opakované ve stejné podobe, ale v jiném kontex-
tu).

Posledni potiz byla s tim, Ze nékteré nastroje k tomu ne-
uzplsobené (napr. violoncello) mely' hrét vice kfivek zaro-
ven. To vsak plsobilo na hrace jako provokativné absurdni
zadani, s nimz si kazdy' néjak poradil.

V té souvislosti zastavme se vubec u problému tzv. autentic-
nosti realisaci graficleych a konceptuélnich partitur.
»Autentické« znamena, Ze néco je tim, a ne néCim jinyhn.
U grafickych a konceptualnich partitur je vSak autentinost
jaksi rozdvojena: graficka partitura ¢ koncept jsou autentic-
ky realisovany, nejen dodrZi-li se jejich litera, ale zachova-li
se i duch autor(lv a dobovy' kontext.

Grafické a konceptualni partitury’ vSak Casto vznikaly' pravé
proto, aby byh' aktuélni i ve zménéném kontextu. Tzn. Ze
néktera tato dila vlastné nechtgji byt autenticka, ale chtéji
byd radgji aktualni. Kautentickému vychodisku zde postaCu-
je autenticita litery'.

V pripadé Rohla je viak problém hlubsi. On totiz zfejmé ne-
predpokléadal, Ze by jeho kresby' - tfebaZe zvané »partitury«
- nékdo skutecné hudebné realisoval. Takze vzit jeho kresbu
a hudebné ji realisovat hranici se svévoli a neseriosnosti.
Zda by s tim souhlasil, nebo by véc odmital, mize b\'t dnes
predmétem pouze spekulaci. Ale zby\Va tu posledni otazka:
Jje autenticnost litery' skuteCné odvisla od toho, Fekne-li au-
tor litery: toto vytvarné je urceno pro hudebni realisaci a to-
to vytvarné konci ve vytvarné realisaci? Nebo jinak: Realisu-
ji-li néjakou hodné abstraktni grafickou partituru Logotheti-
sovu, zni tu vice »Logothetis«, kdy'Z ji k hudebni realisaci ur-
Cil, nez zni »Rohl«, kdy'Z realisuji partituru Rohlovu, kterou
k hudebni realisaci tfeba neurcil?

Komentaf/Commentary Petr Kofror

KARL PETER ROHL -

In order to perform Rohl's score we decided to work as best
we could »with« the score, to play »as objectively’ as we
could« what was latent in the visual score. Thus the execu-
tion was simple: We read the score according to individual
staves, from left to right (twenty' staves in all) and the instru-
ments would perform Rohl's score from the point of view of
proportional notation. The performance of each stave - in
order that the expression of the composition remain dy-
namic but also iucid - was to last approximately 10 seconds.
Each ty'pe of line was apportioned to a certain instalment:
ad | - the straight lines play'ed by woodwind instruments
ad Il - the double bass play'ed the quick, light curves
ad I - the slow, extended curves were performed
by the cello (@), synthesizer (b) and electric guitar (C)
ad IV- the quick heavy' lines were play'ed by the brass
ad V - the vertical lines were play'ed by the piano
Then we had to accept the fact that certain lines either en-
croach upon more than one stave or they were positioned
between the staves in such a way' that they' could be read as
part of the upper as well as the lower stave. We resolved
this problem by ensuring that this line would be play'ed in
all staves which it crossed or to which it could be linked.
The musical performance thus acquired a new quality - that
of »rhy'thmicisation« (certain sounds were repeated in the
same form but in a different context). The last difficulty’ we
had was the fact that certain instruments not designed for
this (e g. the cello) were supposed to play more than one
curve at one time. This, however, seemed to the players to
be such a provocatively absurd task that each one managed
to get over the hurdle in some way or another.
At this point, let us stop at the problem of the so-called
authenticity’ of the implementation of graphic scores and
concepts.
»Authentic« means that something is a certain thing, and not
something else. With graphic and conceptual scores this
authenticity' is two-fold: the graphic score or concept is
authentically executed, not only' if it recognises its law but if
it also preserves the composer's spirit and period context.
Graphic scores and concepts, however, often emerged so
that they’ would be topical even in a changed context. This
means that certain works of this nature do not claim to be
authentic but they’ would rather be topical or »actual«. Here,
the authenticity' of the law suffices for the authentic starting
oint.
?n Rohl's case, however, the problem is more profound. He
probably' did not count on his drawings - or scores - being
actually’ musically executed. So, to take his drawings and put
them to music is bordering on the wilful and irresponsible.
Whether he would have agreed with this or whether he
would have rejected the idea can only be the subject of
speculation. But one more question remains: is the authen-
ticity' of the law really dependent on this, if the author of the
law say's: this artistic representation is designed for musical
interpretation and that representation ends in its artistic
execution? Or, to put it another way: If | interpret a very' ab-
stract graphic score written by’ Logothetis, will it sound more
»Logothetisesque« if he intended it for musical interpretation
than »Rohlesque« if | interpret a score by Réhl which was
never intended for musical interpretation?
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