TONY 3 CRIAU:
Honem # MARG AL 77

~Soonps FRoM THE MesinE

Fakulta humanitnich studii Univerzity Karlovy v Praze
a nakladatelstvi KHER

Praha, 2013




TONY Z OKRAJU: HUDBA A MARGINALITA
SOUNDS FROM THE M ARGINS

Zuzana Jurkovd a kolektiv

Fakulta humanitnich studii Univerzity Karlovy v Praze
a nakladatelstvi KHER

Praha 2013



Recenzovali / Reviewed by:
PhDr. Dana Bittnerova, CSc. a doc. Vlastislav Matousek, Ph.D.

Video ukazky k této publikaci jsou dostupné online z / Video attachment
available online: http://www.kher.cz/eknihy_nase.php

Vznik této kolektivni monografie byl podporen projektem Specifického
vyskoskolského vyzkumu 2013-267701. Na vydani této publikace byla FHS UK
poskytnuta institucionalni podpora na dlouhodoby koncepcni rozvoj vyzkumné
organizace MSMT-2013. Kapitola ,Vyzpivat se z marginality?“ byla podpofena
grantem GA UK (projekt ¢. 691312) feSeném na Univerzité Karlové v Praze,
Fakulté humanitnich studii.

The origin of this collective monography was supported by The Specific
University Research project 2013-267701. The Faculty of Humanities of Charles
University in Prague was given institutional support for long-term conceptual
development of a research institution MSMT-2013 (The Ministry of Education,
Youth and Sports) for the publication of this e-book.

The chapter “Singing One’s Way out of Marginality?“ was made possible by

a grant from the GA UK (Grant Agency of Charles University in Prague), project
nr. 691312, realized at the Charles University in Prague, Faculty of Humanities.

© doc. PhDr. Zuzana Jurkova PhD., Mgr. Kristyna Kuhnova, Mgr. Veronika
Seidlova, Mgr. Zita Skorepova Honzlovda, Martha Stellmacher, M.A., 2013
Design © Pavel Panek, 2013

Cover Photography © Veronika Seidlova, 2012

© Fakulta humanitnich studii Univerzity Karlovy v Praze, 2013

ISBN 978-80-87398-39-5
Kolektivni monografie / Collective monograph


http://www.kher.cz/eknihy_nase.php

OBsAH / CONTENTS

Uvod (ZUzana JUrkoVa) . . ..o oo e e 5

Requiem za zapomenuté: K hudebni reprezentaci marginality
(Zuzana JUrkova) . . . ..o 8

»Andélé pak kirl tvych streZte cisafe a vlast”: Zpévy za cisare a vladu
v Zidovskych komunitdch v ¢eskych zemich béhem habsburské monarchie

a prvni Ceskoslovenské republiky (Martha Stellmacher) ................... 19
Marginalizace narodni identity u sou¢asnych videriskych Cechd:

Reprezentacni a maturitni ples (Zita Skofepova Honzlova) ................. 30
Fado, cesta na vysluni (Kristyna Kuhnova) . .............................. 43

Vyzpivat se z marginality? Hudebné-ndboZenské aktivity hinduistické asketky
v indickém Rsikési (Veronika Seidlovd). .......... ... 59

Introduction (Zuzana Jurkovad) . .. ......... ... .. 72

Requiem for the Forgotten: Contribution to the Musical Representation
of Marginality (Zuzana Jurkova) . .............. i, 75

“May the angels of your choirs guard the emperor and the homeland” —

Chants for the emperor and the welfare of the country in Jewish

communities in the Czech lands during the Habsburg Empire and the First
Czechoslovak Republic (Martha Stellmacher) ............................ 87

Contemporary Viennese Czechs and the marginalization of their national
identity: Representational and Graduation Ball (Zita Skorepovd Honzlovd) . . .. 99

Fado, path to the limelight (Kristyna Kuhnovad) .......................... 113
Singing One’s Way out of Marginality? The Musical-Religious Activities

of a Female Hindu Ascetic in Rishikesh, India (Veronika Seidlovd) . .......... 131
SUMMAIY . . o e e e e e e e 146
Bibliografie / Bibliography . . .. ... .. o 148
Zkratky / Abbreviations .. ........ ... 157
AUTOTKY .o e e 158
AULROIS o e 159

Obrazova priloha / Pictures. .. ..ot 161



Uvop

Zuzana Jurkovad

PFi vybéru tématu i titulu nasi monografie jsme se inspirovaly jednim z kli¢ovych
pojm0 mezinarodni konference Pamét — historické védomi— marginalizace — iden-
tita, kterou poradala FHS UK v zafi 2013. Béhem ni se pojem marginalizace, zdo-
macnély spise v sociologickém diskurzu, * objevoval v souvislostech historickych
a antropologickych, a to ve vyznamu daném pochopitelné jeho etymologii, totiz
jako existence na okraji, okrajovost.?

Takové pojeti se do jisté miry prekryva s konceptem mensiny, ktery je naSemu
etnomuzikologickému zaméreni blizky.? Zakladnim rozdilem, ktery vidime mezi
obéma pojmy, je odlisny akcent v pohledu na blizkou problematiku. V pripadé
konceptu mensiny se klade dlraz na skutecnost vztahu mensiny a vétsiny: ,neni
mensiny bez vétsiny” (Reyes 2013);* hudba — jak je zdlrazriovano — je fenomén
reflektujici, resp. posilujici skupinovou identitu. V pfipadé marginalizace kladou
sociologové a badatelé blizkych disciplin ddraz na procesudlnost: Gurung a Koll-
mair, shrnujice nejbéznéjsi dosavadni chapani marginality/zace, ji charakterizu-
ji jako ,proces” (zdlraznéno autory) vedouci k ,do¢asnému stavu vylouceni na
okraj systému” (Gurung a Kollmair 2005: 10-11).

Tato perspektiva procesuality se nam zdala ne pfilis obvykla, a tedy pfitazliva.
Zajimalo nas, jaké misto ma vlastné hudba — jeji provozovani, tvorba urcitého zZan-
ru nebo konkrétni hudebni udalost — v procesu vedoucim k socidlnimu vylouceni,
nebo naopak z néj ven? Pro hledani odpovédi jsme pouZily material z vlastniho
terénniho (Ci v pfipadé Marthy Stellmacher archivniho) vyzkumu. Vysledky nase-

1 Ceské ¢tenate odkazuji zejména na souhrnny text Marese (2000), anglicky mluvici pak
na jesté $ifeji koncipovany text Gurunga a Kollmaira (2005). Problematiky v CR se tyka
monografie Mensiny a marginalizované skupiny v CR (2002).

2 Margindlni znamend okrajovy. Pochdzi z latinského marginalia = pozndmky na okraji
textu. Marginalizovat tedy znamend odsouvat na okraj zdjmu, bagatelizovat.
Viz http://www.slovnik-cizich-slov.cz/marginalizace.html (26. 10. 2013).

3 Blize viz pozn. 2 v mé kapitole o Requiem. Prekryv je ostatné nejen konceptualni, ale
¢asto i obsahovy: odli$na etnicita, status emigranta apod. zaklddaji menginovou identi-
tu a zdroven stavi pfislusniky skupin do marginalizované pozice.

4 Vice v mé kapitole o Requiem. Podstatna je pro nds téZ definice mensin, uzivana studij-
ni skupinou Music and Minorities svétové etnomuzikologické organizace International
Council for Traditional Music: Minorities are groups of people distinguishable from the
dominant group for cultural, ethnic, social, religious, or economic reasons.

(www.ictmusic.org/groups/music-and-minorities, 25. 10. 2013).
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ho zkoumani, v obecném pomérné ocekavatelné, v konkrétnim vsak, jak vérime,
nové, jsou obsahem nasledujicich péti kapitol.

Zuzana Jurkova v prvni kapitole nazvané Requiem za zapomenuté: K hudebni
reprezentaci marginality upira pozornost na formovani jedné celé hudebni uda-
losti, které chape jako proces vyjednavani reprezentace marginalizované skupi-
ny — Rom( v CR — prosttednictvim hudby.

Ve druhé kapitole ,, Andélé pak kur( tvych streZte cisare a vlast...” pak Martha
Stellmacher vynasi z archivu Zidovské obce v Praze na svétlo skladby za cisafe a
vladu, které se zpivaly v Zidovskych komunitach v c¢eskych zemich béhem habs-
burské monarchie a prvni Ceskoslovenské republiky, co? Stellmacher chape jako
vyjadfovani vztahu margindlni skupiny vici viddnouci elité.

Kapitola Marginalizace ndrodni identity u soucasnych videriskych Cechi: Re-
prezentacni a maturitni ples se snazi zodpovédét otdzku, jakym zplsobem hu-
debni aktivity soucasnych videriskych Cechii reflektuji jejich identitu v prostiedi
nejen rakouské, ale téZ multikulturni Vidné. Zita Skorepova Honzlova interpretuje
vyznamy, které plesu videri$ti Cesi prikladaji ve vztahu k otdzce marginalizace ¢es-
ké narodni identity.

Kristyna Kuhnova se pak v kapitole Fado, cesta na vysluni vénuje portugal-
skému hudebnimu Zanru, ktery Gdajné vznikl v Lisabonu v 18. stoleti mezi lidmi
na okraji spole¢nosti (ndmorniky a prostitutkami) a z mnoha dalSich ddvodu za-
ujimal v portugalském kulturnim Zivoté jesté do nedavné doby marginalizované
misto. Autorka sleduje proménu postaveni tohoto Zanru az k zapsani na seznam
UNESCO a na prikladu vybrané lisabonské skoly fada reflektuje, jaky ma soucasna
popularita Zanru vliv na predavani této méstské tradice.

Konecéné posledni kapitola knihy nazvana Vyzpivat se z marginality? Hudeb-
né-naboZenské aktivity hinduistické asketky v indickém RSikési, pochazejici z pera
Veroniky Seidlové, se pokousi ukdazat, kterak vybrana mniska re-definuje pro-
strednictvim verejnych naboZenskych hudebnich performanci i vyuky védskych
manter a jogy pro transnacionalni studenty svoji tradi¢né marginalni pozici v pre-
vazné muzském prostredi asket(.

Ustfednim tématem naseho svazku je tedy situace, kdy se jedinec nebo skupi-
na nachazejici se na okraji hlavniho proudu snazi svou situaci néjak zménit. Hudba
tu pak slouZi jako nastroj této snahy,® a zaroven jako jeji zrcadlo. Kromé tohoto
ustfedniho tématu se oviem obcas vynoruji i motivy vedlejsi. Jednim z nich je i
otazka homogenity marginalizované skupiny nebo — vidéno z opacné perspekti-
vy — reprezentativnosti jedince pro Sirsi skupinu (explicitné u Jurkové a Seidlové,
potencialné vsak i v ostatnich kapitolach). Na tuto otazku tu odpovéd nedavame,
k tomu by bylo potfeba ziskat mnohem, mnohem vice poznatkl. MoZna se ale

5 To, jak zdtraziuje Slobin (1993: 10), je zvlast charakteristické u malych skupin.
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posléze ukdze — podobné jak to predvida Slobin pfi hledani micromusics (Slobin
1993: 54) —, Ze i v jakkoli jasné definované skupiné lze rozeznat jedince, malé for-
mace a o vladu se pokousejici mainstream.
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REQUIEM ZA ZAPOMENUTE®:
K HUDEBNI REPREZENTACI MARGINALITY’

Zuzana Jurkovad

V Praze, kterd se rada vydava za mésto hudby, probihaji denné desitky hudebnich
akci. Hudbu tu Ize nejen slyset, ale je mozné — pro leckoho nutné — o ni i premys-
let. Premyslet rlznymi sméry, ptat se na rlizné otazky. Na nasledujicich strankach
se zabyvam jednou konkrétni udalosti z hudebniho Zivota Prahy podzimu 2012:
Requiem za Osvétim. Z otazek, které ve mné onen koncert vyvolal, se tu zaméruiji
na dvé. Ta prvni souvisi s vyznamem, ktery dilo ziska zasazenim do urcitého kon-
textu. Jak se stane, Ze praveé tuhle skladbu povazujeme za to a to? Obecna odpo-
véd je antropologlim dobre znama: nikoli text, ale kontext uréuje vyznam. To tu
ilustruji pravé na Requiem.

Tematicky okruh souvisejici s druhou otazkou je obtiznéjsi formulovat. Na jed-
né strané je Praha se svou historii, kulturni geografii i sou¢asnou situaci jedinec-
na, tak jako je kazdé misto jedine¢né. Na druhé strané je jasné, Ze Praha — stejné
jako Zadné jiné velké mésto — neniizolovéna od transregionalnich a globalnich vli-
vQ. Jak spolu ona lokalni specificnost a globalnost interaguji? Slovy Marka Slobina
,UZ neexistuji ,primitivni‘ spolec¢nosti, ale vyraz ,komplexni‘ je pfilis plochy na to,
aby popsal zahnizdéni, zahyby a zlomy... v oblasti Euro-Ameriky” (Slobin 1993: xi).
A jesté konkrétnéji, hudebné-specifictéji: hudebni udalost potrebuje ke svému
uskutecnéni skupinu lidi — hudebnik i posluchacq, ktefi ji pfijmou za svou. V pfi-
padé Requiem slo o ,skupinu” velkou: pres tisic aktivnich ¢i pasivnich Ucastnika.
Jak se vlastné stane, Ze si tolik lidi , pfivlastni” udalost (at uz tu ,vlastni“ znamena
,moje” nebo ,,nase” v nejriznéjsim smyslu)?

6 Tento text vznikl jako sou¢dst vyzkumu ,,Prazskych hudebnich svéta“ v raimci
Specifického vyskoskolského vyzkumu 2013-267701 fe$eném na Univerzité Karlové
v Praze, Fakulté humanitnich studii.

7 V tomto prispévku chapu marginalitu jako existenci (jednotlivce nebo skupiny) na
okraji — jednak v ekonomickém smyslu, jednak (spojité) ve vztahu k rozhodovacim
procestim. Tak je v CR bézné chapana situace Romii. K marginalité podrobnéji viz
Mare$ 2000.
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Requiem za Osvétim mélo navic zvlastni charakter: Slo o reprezentaci mensinové
a marginalizované skupiny — ¢eskych Rom(.2 Tim se otevira dalsi dimenze otazky po
pfijeti za vlastni. Kdo je ten, kdo uréuje podobu, resp. kdo se jakou mirou podili na
vytvéareni podoby hudby marginalizované skupiny? Jak je to s vyjednavanim mensi-
nové reprezentace? O hudbé a jejim vyznamu pravé pro mensinovou identitu bylo
napsano mnoho,’ nicméné o dikladnéjsim prozkoumani pravé procesu vyjedna-
vani podoby romské minoritni reprezentace skrze hudbu je toho podstatné méné.
Pritom, jak zdUraznuje Reyes (2013), praveé vztah k vétsiné (s niz mensina svou re-
prezentaci vyjednava) je pro mensinu konstitutivni: ,neni mensiny bez vétsiny“. 1°

Podrobnéji se otazce romské reprezentace skrze hudbu vénuje Carol Silverman
(2012), ovsem prostredi, v ném?z je studuje, totiz romské komunity na Balkané a
jejich diaspora v USA, je natolik odliSné od naseho, Ze Ize jen malo prevzit. Né-
které obecné znaky jsou vsak prece podobné. Predné: historicky méli Romové —
podobné jako jiné marginalizované skupiny — jen malou kontrolu nad tim, jak byli
zobrazovani (Silverman 2012: 7, 244, téz Hancock 1998).1* Optika zobrazeni byla
tedy primarné optikou majority, coz jednak urcovalo jeji akcenty, jednak vedlo
k stereotypizaci, kterd méla ¢asto malo spole¢ného s romskou realitou (Silverman
2012: 245). Zaroven ale Silverman konstatuje (a nase poznatky s tim korespondu-
ji), Ze se Romové takovému stereotypnimu zobrazovani nebrani, at uz z jakychkoli
dlvodu (s. 258 n.). Lemon (2000: 156 n.) na materidlu z Ruska dokonce demon-
struje, jak neromsky diskurz formoval romské vnimani jich samych. To je tedy po-
tfeba mit na mysli jako jeden z aspekt( vyjednavani podoby akce, o niZ bude rec.

8 Vyraz ,¢esti Romové“ tu uzivam pro zjednoduseni, ovSem v rozporu s odbornou
romistickou literaturou. Oznacuji tak Romy, kteti Ziji v poslednich desetiletich
na tuzemi Ceské republiky, at patii ke kterékoli subetnické skuping. Zndma historicka
skutecnost je, ze 90 % Romu, ktefi tu zili pfed rokem 1939, tzv. ¢esti a moravsti
Romové, bylo vyvrazdéno béhem 2. svétové valky. Po ni na toto Gzemi (dilem pod
tlakem statni administrativy) prisli Romové ze Slovenska, oznacovani jako ,,slovensti
Romové*“ nebo ,,servika Roma“. Ti dnes predstavuji vétsinu Romi v CR.

9 Primarné odkazuji na publikace ICTM Study Group Music and Minorities: Pettan -
Reyes — Komavec (eds.) 2001; Ceribasi¢ — Haskell (eds.) 2006; Statelova — Rodel -
Peycheva - Vlaeva — Dimov (eds.) 2008; Jurkova — Bidgood (eds.), 2009. Dale
namatkové Clausen — Hemetek — Saether (eds.) 2000, nebo Hemetek 2001.

Romské hudbé byla urcena fada Gypsy Folk Music of Europe, vydavand Institutem
for Musicology of the Hungarian Academy for Sciences, v CR napt. Romani Music
at the Turn of Millennium (ed. Jurkova, 2003).

10 ,,...minority ...implicates majority to which the minority is inextricably linked by at
least one criterion that allows comparison and subsequent differentiation as minority
and majority* (Reyes 2013).

11 Podrobnéji o tom viz Malvini 2004.
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RUDOLFINUM, 4. LISTOPADU 2012

4. listopadu 2012 se v Rudolfinu, hlavnim koncertnim sale Prahy, stojicim na pres-
tiznim misté na vltavském brehu, konal specificky koncert, plakaty inzerovany
jako Requiem za Osvétim. Autorem skladby byl v Cechach dosud nezndmy Roger
Moreno Rathgeb, sélisté i smiseny sbor byli domaci,'? orchestralni part hral Rom-
sky a sintsky filharmonicky orchestr (Roma and Sinti Philharmonic) z Frankfurtu,
dirigoval zakladatel a umélecky vedouci orchestru Riccardo Sahiti, narozeny v by-
valé Jugoslavii.

Listky nebyly k dostani uz tyden dva pred koncertem, na ¢emz se podle mého
jen malou mérou podilelo to, Ze byly zdarma. V poslednich dnech je bylo potreba
sehnat pro izraelského ambasadora, prezidentského kandidata a jiné vyznamné
osobnosti.’® Spolecenska udalost prvni tridy. Zaroven bylo ovsem publikum v jed-
nom sméru velmi odliSné od naprosté vétsiny koncertnich udalosti, jaké se tu
konaji: néjakou ¢tvrtinu tvorili Romové. Ti dostali vstupenky prostrednictvim sité
romskych organizaci od poradatele, agentury Slovo21.

Skladba uZiva tradi¢ni latinsky text a jeji hudebni jazyk je viceméné eklekticky
romantizujici.®* (VSimla jsem si jen jedné takfikajic referencni pasaze k tomu, co
by mohlo byt vnimano jako romsky hudebni idiom.) Hralo se bez prestavky, ale
trikrat byla skladba prerusena a dva recitatori — mlady Rom David TiSer a ¢lenka
Narodniho divadla (Neromka) Tatjana Medvecka — precetli v originale a v ceském
prekladu kratké texty romskych autord.

Vykony sboru i orchestru byly standardni aZz mirné nadstandardni. T¥i ze s6-
lového kvarteta byli zkuseni matadofi koncertnich pddii, ovSsem zdaleka nejvic
pozornosti jak publika pfi koncerté, tak médii poté poutala nejméné zkusena so-
pranistka, Romka Pavlina Matiova.™ Jen velice zfidka jsem zaZila tak nadSené a
dlouhé standing ovations. KdyzZ jsem se po koncerté ptala nékolika svych rom-
skych pratel, jak se jim to libilo, vétSinou fekli , krasné”; tén jejich odpovédi bych
ovsem charakterizovala jako , opatrné nadseny”. Vyjimkou byl mlady muzikant a
univerzitni student, ktery sice na jedné strané soubhlasil, Ze to bylo pékné, ale na
druhé zminil, Ze to mohlo byt vic ,,romské“.1®

12 Sélisty byli Pavlina Matiov4 — sopran, Jana Wallingerov4 —alt, Martin Srejma — tenor,
Martin Bérta - bas, sborovy part zpival Kithniv smiseny sbor.

13 Informace od mé dcery Jitky, ktera byla manazerkou celého projektu.

14 Video zdznam koncertu je soucasti této publikace. Za jeho poskytnuti dékuji Slovu 21.

15 Média se vyjadfovala slovnikem ,zazafila Pavlina Matiova®, viz napt. http://www.
ceskatelevize.cz/porady/1148499747-sama-doma/212562220600128/video/ (6. 5. 2013).

16 Zde se otevira prostor pro je§té nuancovanéjsi tazani se, totiz po homogenité minori-

ty. To je v8ak zatim nejen mimo prostorové moznosti tohoto ¢lanku, ale i mimo mj
vyzkumny zabér.
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Jsem presvédcend, Ze ony standing ovations nepatfily originalité skladby, ani
hudebnim vykonUm. Patfily vyznamu udalosti, ktery ji publikum pfisoudilo. Bez
ohledu na romanticky hudebni jazyk a absenci romskych hudebnich idiomd (nebo
stereotypll), bez ohledu na poufZitou latinu, a dokonce i pres prohlaseni autora,
Ze skladbu vénoval vSem, kdo trpéli nebo zemfreli v Osvétimi, Slo o jeden z nejvi-
diteln&jsich aktl hudebni reprezentace Romd v CR. Ten z ni udélal kontext celé
udalosti.

Po cely listopad probihala v Zidovském muzeu vystava o romském holokaustu,
kratce po koncerté se promitaly filmy Just the Wind"” (o pronasledovani Romua
v dne$nim Madarsku), Zit! Ceija Stojka vyprdvi (o rakouské romské vytvarnici, spi-
sovatelce a zpévacce) a V temnoté®® (o jedné epizodé holokaustu v ukrajinském
Lvové). Kromé toho se konala jesté konference Roma Positive zaméfena na po-
zitivni priklady mezi Romy. Konferenci zahdjila britska velvyslankyné a po konfe-
renci nasledovala velmi specificka recepce, na niz byla odhadem tfetina ucastnikad
Romové a v jejiz druhé ¢asti ona ambasadorka (i néktefi dalsi) tancila za doprovo-
du romské hiphopové skupiny Gipsy.cz.

Dlkazem tohoto pfisouzeného vyznamu jsou i slova koordinatorky projektu.
Ta v souvislosti s nacistickou perzekuci Romu, oznacovanou jako ,zapomenuty
holokaust®, vyslovné uvadi: ,Zasadni je pro nas zasazeni pripominky romského
holokaustu do kontextu soucasné rasové nesnasenlivosti. Pochopeni probléma
minulosti je klicem k vyrovnani se s pfitomnosti a budoucnosti.” (Romano vodi
2012/10:28).

Skutecnost, Ze jev — v naSem pripadé skladba s latinskym textem a klasicko-ro-
mantickym hudebnim jazykem — ziska novy, specificky vyznam, neni v antropolo-
gické perspektivé ni¢im novym. Co mé zajima vic, je proces vedouci od vzniku dila
pres velmi Sirokou a naro¢nou organizaci az k vlastni realizaci v prazském Rudolfi-
nu a jeho pfijeti zejména ceskymi Romy, které ma reprezentovat. V ném jsou totiz
zachyceny zakladni rysy toho, o ¢em byla re¢ na pocatku: utvareni a ,privlastro-
vani si“ konkrétniho hudebniho vytvoru. A jesté konkrétnéji to lze chapat jako
vyjednavani minoritni reprezentace prostrednictvim hudby.

DOMACI TRADICE

Prvni zucastnénou skupinou tohoto vyjednavani jsou Romové, které ma skladba
zastupovat. Jakkoli jsme pfitom dfive zminili obtiZe pfi rozliSovani neromské ste-
reotypizace RomU a vlastniho obrazu Romu samych (a disledné oddéleni téchto
obrazll je skute¢né nemozné), v nasledujicich radcich se pokusime pfribliZit se co
nejvic perspektivé a dlirazim Roma. UvaZovani o jejich reprezentaci ma v nasem

17 Madarsko 2012, rezie Benedek Fliegauf.
18 Polsko, Némecko, Francie, Kanada 2011, rezie Agnieszka Holland.
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kontextu dvé linie. Prvni se tyka zdkladnich ryst prezentace romstvi, druha se
vztahuje specificky k tematice romského holokaustu.

Podstatnéjsi projevy romského sebeuvédomovani v CR (i predchozim Cesko-
slovensku) a s nim spojené sebeprezentace jsou zfetelné sledovatelné ve dvou
etapach. Ta prvni souvisi s existenci Svazu Cikand-Rom( v letech 1969-73, dru-
ha zacdind po prevratu v r. 1989. PrestozZe je mezi nimi Sestndctileta proluka, Ize
vidét kontinuitu pfinejmensim ve dvou rysech: konstituovani, a pozdéji ¢im dal
samozirejméjsi pouzivani vlastniho jazyka — romstiny, a vyrazného uZzivani ,vlast-
ni“*® hudby v rlznych funkcich. Tézko Ize prehlédnout také skutecnost, Zze néktefi
spisovatelé jsou zaroven uznavanymi hudebniky. (Nebo je to naopak a hudebnici
jsou také ,mocni slova“?)

Vznik Svazu Cikant-Romtu (SCR) i direktivni ukonéeni jeho ¢innosti kopirovalo
s mirnym zpozdénim spolecenské tendence. Hned v r. 1969 zacal Svaz vydavat
vlastni ¢asopis Romano lil (Romsky list)®°, v némz se objevily prvni texty v rom-
stiné. Jejich autofi — Tera Fabidanova a jeji syn Vojtéch, Andrej Gina, Elena Lac-
kova, Andrej Pesta nebo Bartoloméj Daniel — jsou povaZovani za prvni generaci
romskych autor(l. Pro nase ucely stoji za zminku, Ze lecktefi z nich (napft. Fabian,
Gina?!) byli i zndmymi hudebniky, a do znaéné miry proto méli ve svém okoli jistou
autoritu.

Prestoze platforma Romano il byla oteviena jen tfi roky, méla pro Romy za-
sadni vyznam: romstina, kterou komunikovali v téch nejosobnéjsich situacich a
ktera byla zaroven velkou ¢asti majority oznaCovéana za vhodnou pouze k zapo-
menuti, byla tisténou podobou jakoby oficidlné potvrzena.??

Asimilacni usili socialistického statu bylo v nasledujicim Sestnactiletém mezi-
dobi provazeno témeér Uplnym potlacenim romskych publikaci: za celou tu doby
vysly vseho vSudy tfi knihy obsahujici romské texty a pouze jedind z nich? patfila
jen romskym autor(m.

Dalsi emancipacni etapa zac¢ina pro Romy po prevratu ‘89. V oblasti romstiny a
moznosti publikace v ni pokracuje tam, kde prvni etapa skondila: nejprve (v prvni
dekadé) se objevuji nové Casopisy a vznika také specializované nakladatelstvi Ro-
marii chib (Romsky jazyk). Romské texty vychazeji i u jinych nakladatel(. V novém

19 Pojem ,vlastni“ nelze ovS§em Zanrové specifikovat, jak je patrné déle.

20 Tento nazev dostal v r. 1970. Viz http://www.kher.cz/clanek.php?id=40 (Sadilkova
2012, 29. 4. 2013).

21 O A. Ginovi viz porad http://www.ceskatelevize.cz/porady/1059542845-jeste-jsem-ta-
dy/299322223750009-andrej-gina/ (29. 4. 2013).

22 Jesté na jafe 2013 vzpominal basnik Janko Horvath na veletrhu ,,Svét knihy®, jakym
zjevenim pro néj byly texty publikované v romstiné pravé na strankach Romano lilu.

23 Slo o sbirku romské poezie Romane gila, vydanou 1979 (viz Sadilkova 2012).
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tisicileti se prostor pro publikace romskych texti ponékud zuzuje, zato néktefi au-
tofi — v€etné novych, nijak UZeji nepropojenych s generaci Romano lilu — zacinaji
publikovat u renomovanych vydavatel(.?*

Druhym vyraznym etno-emancipacnim prostfedkem ceskych Romu je hudba.
To je sotva prekvapivé u etnika, k jehoZ ¢asté profesi patfilo hudebnictvi. Vyznam-
né ovsem je, Ze zatimco profesiondlni romsti hudebnici hrali takovou (témér jakou-
koli) hudbu, kterou od nich zadavatelé ¢i publikum vyZadovali/oéekavali, emanci-
pacni proces je doprovazen predevsim dvéma Zanry: rompopem a ,folklorem*.?

Zatimco v evropském kontextu vznikad rompop v 70. letech (jeho nejznaméjsimi
predstaviteli té doby jsou francouzsti Gipsy Kings a madarsti Kalyi Jag), prvni na-
hravky z naseho Uzemi jsou aZ o desetileti mladsi. Zhruba ve stejné dobé — druhé
poloviné 80. let — hraje tento Zanr nékolik skupin v zapadoceskych Rokycanech?
a Tockolotoc?” v. moravské TrebiCi. Zejména u rokycanskych soubor( je v té dobé
priznacné jakési prechazeni mezi modernim pojetim znamych romskych lidovych
pisni a vlastni tvorbou. Texty jsou vidy v romstiné a z jednoho okruhu do druhého
prechazeji vyrazy i obrazy; texty modernich pisni pochopitelné presnéji reflektuji
soudobou realitu.2®V 90. letech zdjem o rompop doslova explodoval a pro dnesni
scénu je pfiznacné, Ze zdaleka ne vsichni ¢lenové rompopovych skupin jsou Romové.

Vedle rompopu je druhym vyraznym hudebnim stylem romsky folklér, velmi
oblibeny mezi majoritou.?® Ten jednak hraji Romové na rdznych festivalech pre-
zentujice se tak tim, s ¢im se jednak sami identifikuji, a zaroven tak ukazujice svou
ocekavané pozitivni tvar.*°

24 Sadilkové 2012.

25 Zamérné tu nezminuji hiphop. Jeho provozovani je sice v poslednich letech oblibené
mezi romskou mladezi ve formé beatboxu a breakdance, nicméné jedinou popular-
néj$i skupinou, spojenou s jazykem, predstavuje Gipsy.cz. Ta byla relativné nedavno
extrémné populdrni mezi majoritou, ale o tom, jak moc je skute¢né ,,Reprezent“antem
(jak zni nézev alba z r. 2008) Romii v CR, si nejsem jista.

26 Kromé nejznaméjsiho souboru Kale s Vérou Bilou tu hrali v 80. a 90. letech napt.
Cercheri , Giflovci nebo Rytmus 84. V obou posledné jmenovanych byl vyznamnou
postavou jiz zminény spisovatel Andrej Gina.

27 Jejich prvni album - Chave Svitavendar — vyslo symbolicky r. 1989.

28 Podrobnéji o rompopu viz Jurkovd 2013.

29 Je mimo prostorové moznosti ¢lanku popisovat charakteristické rysy tohoto zanru.
Podstatné je, Ze pisné jsou samotnymi Romy povazovany za staré a lidové, a tedy
zafaditelné do kategorie phurikane gila. Vice viz Jurkova 2003b.

30 Hned v ¢ervenci 1990 se napiiklad konal v Brné ,,Svétovy festival romské kultury®, béhem
néjz se distribuoval jen par mésict pred tim nahrany trojdeskovy komplet Romsky folklér.
Ten obsahuje nahravky nejzndméjsich romskych hudebniki z tehdejiiho Ceskoslovenska.
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Hrani a zpév romskych lidovych pisni ma ale i dalSi vyznam. Jak piSe Sadilkova (2012):

»Pro komunikaci v rdmci romské spolecnosti se staly dulezitymi romské folklorni
hudebné tanec¢ni soubory, které zacaly vznikat v 80. letech, kdy doslo i k jisté revizi
dosavadni tvrdé asimila¢ni politiky a kdy byla samostatna prezentace romské kul-
tury jako kultury etnické skupiny Romu opét moznd.”

Toto prostredi (nikoli nutné folkldrnich) hudebné-tanecnich souborl je ostatné
pomérné dulezitym socialnim fenoménem predevsim prace s détmi a mladezi
dodnes.

Kratce se jesté dotknéme druhé linie, totiZz tematiky romského holokaustu.
Souhlasim totiZ se Stuartem Hallem, ktery tvrdi, Ze i kdyZ se historické otazky
zdanlivé vztahuji k minulosti, ,ve skutec¢nosti se tykaji identity... protoZe uzivaji
historické zdroje v procesu utvareni toho, kym se stavame. Ani ne tak ,kdo jsme
nebo odkud jsme’, jako spis ,kym se miZeme stat’“ (Hall 1996: 4).

Jak moc si tedy Romové v CR pfipominaji romsky holokaust3! jako soucést
vlastniidentity a jak moc je soucasti jejich sebeobrazu? Zakladni fakt vrhajici svét-
lo na vztah vétsiny dne$nich Rom v CR k holokaustu popisuje Jarmila BalaZova:

»Pochdzim z rodiny moravskych Romtl, kteti byli spole¢né s témi ¢eskymi (béhem
valky - pozn. Z]) téméf vyhlazeni. Po vélce se vratilo pouhych Sest set lidi. Diisled-
ky nejen pro konkrétni rodiny, ale i identitu romské populace v Ceské republice
venska a prisli sem po druhé svétové vélce, coz kromé jiného poznamenava i jisty
odstup pri debatach o nutnosti vyporadat se naptiklad se dvéma tzv. cikanskymi
tabory provozovanymi ¢eskymi dozorci, do nichz cilené soustfedovali ¢eské a mo-
ravské Romy, aby je nasledné deportovali do koncentra¢nich tdbort v Osvétimi a
jinde. Slovensti Romové nemohou v tomto ohledu plnohodnotné sdilet tragédii,
které prosté tady na tomto uzemi nebyli vystaveni.“ (BaldZova 2012: 3).

Skuteénost, Ze naprosta vétiina dnesnich Rom v CR nejsou potomky téch, kdo
umirali v ,,cikdnskych tdborech” nebo byli odtud deportovani do taborl vyhla-

zovacich, ovéem neznamena, e by se mezi Romy, Zijicimi v Cechéch, téma holo-
kaustu neobjevilo.?? Setkavame se s nim v Sirsich souvislostech, kupfikladu v Usili

31 Byvd oznacovan téZ vyrazem Porraimos. Viz napf. film A. Isles (2003), distribuovany
US Holocaust Memorial Museum.

32 Romové byli za valky prondsledovdni i na Slovensku, ale toto pronasledovani nemélo
tak systematickou podobu jako v ¢eskych zemich. Kenrick a Puxton (1972: 183 - 4,
citovano podle Hiibschmannova 2005: 14) uvadéji, ze z 80 tisic Rom, Zijicich na
Slovensku v r. 1939, jich bylo béhem vélky zavrazdéno 1.000. Pro Ceské zemé oviem
uvadéji udaje 13 tisic a 6,5 tisice, v nichz se napt. s ¢eskymi historiky neshoduji.
Podrobnéji zejména Hiibschmannové 2005.
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o zruSeni soucasného vepfina na misté valecného koncentracniho tabora v Le-
tech u Pisku. A setkavdme se s nim i v hudebnim svété. Hudebni folklorista Dusan
Holy a historik Ctibor Neéas publikovali obsahlou studii Zalujici piseri (1993), cent-
rovanou kolem osudu zpévacky RliZzeny Danielové ze skupiny moravskych Romu a
jeji pisné z Osvétimi ,,Ausvicate hi kher baro”, znamé i mezi dal$imi Romy.3

Téma holokaustu je ale reflektovano i v hudbé Romu ze Slovenska: jejich bez-
pochyby neznaméjsi piser ,,Chajori romarii“, v ¢eskych zemich i na Slovensku cha-
pana jako jakasi ikonicka pisen, ziskala po valce i ,taborovou sloku”: ,,Andr'oda
taboris, joj, phares buti keren, phares buti keren, joj, a bokhate meren.” (V tabofe
téZce pracujou, téZce pracujou a umiraji hlady).>*

Mnohem pozdéjsi reflexi romského holokaustu je piser rokycanského souboru
Cercheri z 80. let. V ni nejde jen o popis tragické situace,®® ale i 0 sou¢asnou pfipo-
minku,3® tedy pfesné v Hallovych intencich uziti historickych zdroji v procesech
toho, kym se stavame.

Shrnuto: pro etno-emancipacni tendence ¢eskych Romu byl charakteristicky
dliraz na vlastni jazyk — romstinu — a na vlastni hudbu. Prvek vzpominani na holo-
kaust neni sice v sebeidentifikacnim procesu ceskych Rom pfilis vyrazny, ale Cas
od casu se objevuje.

GENEZE SKLADBY

Druhym Géastnikem sledovaného procesu je autor skladby, ve Svycarsku naroze-
mluvici Svycar, matka Sintka. Doma samozfejmé romsky nemluvili; Roger Moreno
udajné do dvanacti let nevédél, Ze je Rom. V deseti letech dostdva od babicky
z romské strany kytaru a od zacatku 70. let, tedy od svych patnacti, na ni hraje
v rockovych skupinach. Zaroven sklada pisnicky s texty v angli¢ting, némciné i
Svycarském dialektu némciny a Zivi se jako hudebnik i v jinych Zanrech. V letech
1976-80 hraje také ve Svycarské skupiné Les Bohemiens a r. ‘80 se stava ¢lenem
sintského uskupeni Zigeunerorkester Nello Basily, na jehoz repertodru je hudba

33 Napt. v podani Emilie Machalkové:
http://www.youtube.com/watch?v=PG2CxE2D1Ac (12. 10. 2013).

34 Citovano podle Hiibschmannova - Jurkova 1999: 16.

35 ,,Andro khera avenas / le Romen sa kidenas... / andro lagros jon len likernas... // Ptidli
do bytu a sebrali Romy... drzeli je v1agrech...“ (Hiibschmannové - Jurkova 1999: 55).

36 ,Aven Roma savore / sthovas amen o love / keras angle lende barobar... / Romové,
pojdme vsichni / vyberme penize / a postavme jim pomnik.“ (Tamtéz).

37 Udaje k zivotu R. M. Rathgeba ¢erpam jednak z jeho oficidlnich stranek http://ro-

ger-moreno.de.tl/Lebenslauf.htm (18. 9. 2013), jednak z rozhovoru v Romano vodi
11/2012, s. 14-17. Ttetim zdrojem je film Boba Entropa Musicians for Life z r. 2007.
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RomU z Rumunska, Madarska a Ruska. Tohle setkani povazZuje zpétné za zdsad-
ni. Jak fika v jednom interview: ,,Oni si mé prosté nechali a ja jsem se mezi nimi
okamzité citil jako doma.” (Romano vodi 11/2012). Tady se také naudil sintskému
dialektu romstiny. Od té doby se v jeho bio- i diskografii nepretrzité (i kdyz ne
vyluéné) objevuji romské tituly. Jak fikd, v jeho soucasnych planech je i oratorium
o putovani Romu z Indie do Evropy.3® Z Zanrového hlediska prevazuje Gypsy/Sinti
jazz a doprovod sanson( a kabaretni hudby.

V roce 1998 se rozhodl sloZit requiem na pamatku — jak zdUraznuje — vSech, kdo
zahynuli v Osvétimi, a to v nadéji, Ze v r. 2000 bude provedeno. Par let predtim se
soucasné s osvojovanim hry na housle naucil také noty a jak rika, otevrel se pred
nim novy svét klasické hudby. Tam ted nachazi inspiraci pro styl i formu (jako pfi-
klad uvadi Verdiho). A protoze se koneckoncd nepovazuje za romského aktivistu,®
nepouziva zadny z oblibenych ,cikanskych” hudebnich idiom( (skladba je ostatné
minéna jako vzpominka na vSechny zavrazdéné v Osvétimi), nybrz skldda hudbu,
o které si mysli, Ze je primérena. Prace na Requiem se ale posléze zacne zdrZo-
vat — jako by vyprchdvala inspirace. Roger Moreno tedy jede do Osvétimi v nadéji,
Ze se inspirace vrati, ale misto toho se citi zablokovan, cozZ trva osm let. Zasadni
vliv na pokracovani ma reditel International Gipsy Festivalu v Tilburgu Alebert Sie-
bling. Ten slibil, Ze pokud Roger Moreno skladbu dokondi, on zajisti jeji provedeni.

ORGANIZACE

Praveé jsme se dostali k zasadnimu vlivu, ktery méla na podobu hudebni vzpomin-
ky na obéti (romského) holokaustu organizace provedeni. Moren(v podporovatel
Alebert Siebling patfi mezi reditele vyznamnych festivall vénujicich se bud kon-
krétné romské hudbé, nebo Sifeji world music. Spolu s nékolika dalsimi, mimo
jiné prazskym Slovem 21, dosahnou na grant z programu EU Culture. Diky nému
mohou naplanovat relativné velkolepé provedeni: v Amsterodamu, ono popsané
v Praze a pak jesté v Berling, ve Frankfurtu (Alte Oper) a v Krakové. Néktefi poten-
cialni Gcastnici musi od provedeni odstoupit, protoZe nejsou schopni sehnat jesté
relativné velky objem penéz, kterymi bylo potreba doplnit prostfedky Evropské
unie. Jen prazské provedeni (s doprovodnymi, ovsem nesrovnatelné méné na-
kladnymi akcemi) stalo zhruba 65 tisic Euro. Z toho pfiblizné polovinu predstavo-
val prispévek EU, druhou museli ziskat lokaIni organizatofi v CR.*° Organizatorem
prazského provedeni bylo jiz zminéné Slovo 21, znamé predevsim jako poradatel
velkého romského festivalu Khamoro, ktery se v Praze kona od r. 1999. Slovo 21 je
ovSem organizace s mnohem SirSim zabérem: na svych webovych strankach de-

38 Tamtéz.
39 http://roger-moreno.de.tl/Lebenslauf.htm (18. 9. 2013).

40 Informace tykajici se finanéni stranky mi laskavé poskytla pani Jelena Silajdzi¢.
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klaruje nejen pomoc pfi integraci Romu a cizinc do spolecnosti, ale i Sirsi snahy
jako ,,boj proti rasismu a xenofobii“ ¢i ,,zlepSovani medialniho obrazu mensin“.*
V Cele Slova 21 stoji od pocatku manzelé Jelena (feditelka) a Dzamil (hudebnik,
dramaturg festivalu Khamoro) SilajdZiCovi ze Sarajeva, v pomérné malém pracov-

nim tymu jsou jak ¢esti ,,gadZové” i Romové, tak imigranti z rdznych zemi.
INTERPRETACE

Jak tedy celé udalosti rozumét? Zkusme pro interpretaci pouzit terminologii a
koncepty Slobinovych Micromusics of the West (1993). Podobné jako Slobin jsme
se presvéddili o tom, Ze o hudbé je potfeba premyslet jako o jevu , pfichdzejicim
z mnoha mist a pohybujicim se mezi mnoha Grovnémi dnesnich spole¢nosti” (Slo-
bin 1993: x). A pro nas pripad je dulezita nepochybna (jakkoli nékdy prece jen
prekvapiva) ,schopnost hudby zastupovat malé skupiny” (Ibid.: 10).

Slobinovou zakladni konceptudlni triddou je subkultura, superkultura a in-
terkultura. ProtozZe je autorQv pohled maximalné relacni (Ibid.: 14), nejsou tyto
pojmy definovany rozsahem, ale tendencemi. Zatimco pro pojem subkultura je
pfiznacna ukotvenost (embeddedness), superkulturu oznacuje Slobin jako zastre-
Sujici (Ibid.: 29) kategorii, ktera je tésné spojena s hegemonii a mainstreamem.
V narodnich statech ma tfi zakladni slozky: prlimysl (véetné toho zdbavniho —
Ibid.: 29), institucionalizovana pravidla, mista konani apod. (Ibid.: 30-32), a cely
komplex sdilenych nazor( na kazdy aspekt provozovani hudby (Ibid.: 33). Hlavnim
rysem interkultury je vieprostupujici tendence (lbid.: 11).

Pohlédneme-li optikou téchto kategorii na Requiem za Osvétim, budeme zfej-
mé predevsim prekvapeni (stejné jako Slobin), jak je v tomto konkrétnim pro-
jevu subkultury silné pritomna superkultura. Je internalizovana v mysli sklada-
tele, v jeho konceptu skladby za zemrelé (kterou romska kultura nema) i v jeho
predstavé toho, jak ma takova hudba znit. Je pritomna v zamérech a aktivitach
organizatora.*? Dobre se tu ilustruje prostfednictvim znamych Appaduraiovych
(1996) -scapes, globalnich kulturnich vlivd.*® Ideoscape diktovala podobu skladbé
za zemfrelé a také koncept prestize, ztélesnény hlavnim koncertnim salem i slav-
nou operni divou za zenitem, kterd davala nékolik mésici hodiny romské sopra-
nistce — hodiny nejen zpévu, ale i chovani se na jevisti atd.** Mediascape jednak

41 Viz http://www.slovo21.cz/nove (18. 9. 2013). Na strankdch jsou popsané i jednotlivé
projekty obou typt - integrac¢ni i ,romské®.

Yy

0 ,celém masivu sdilenych predstav tykajicich se kazdého aspektu provozovani
hudby* (1993:33).

43 Jejich charakteristika viz Appadurai 1996: 33-36.

44 Slo o Evu Zikmundovou; viz programova brozura Requiem.
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umoznovala porovnavat zaznamy jednotlivych provedeni a také zpravovat o akci
jako vzpomince na romsky holokaust. Financescape, mezinarodni financni tok,
usnadnila prelévani prostredkd EU mezi ucastnickymi zemémi. S jistou mirou to-
lerance Ize presun romské filharmonie z Frankfurtu do Prahy a posléze do dalsich
mést chapat jako projev ethnoscape.

Jen malo zatim rozumime reakcim pritomnych Romu. KdyZ jsem je popsala
jako ,,opatrné nadsené”, bylo to jen na zakladé par rozhovor(, navic nijak hlubo-
kych. Je mozné jim rozumét jen jako zdvorilému pfitakdni — navic pritakani néko-
mu, kdo stoji na podobné pozici jako organizatofi akce.*® Nebo je mozné je chapat
jako internalizaci superkulturnich hodnot ¢i vliv interkultury.

Dalsi vysvétleni nabizi Taussigova teorie, jak ji publikoval v knize Mimesis and
Alterity (1993). Tam si vS§ima opakujicich se faktl, kdy dominantni a ovladané ko-
munity uZivaji prizpisobené umélecké projevy téch druhych (=mimesis), téch,
s jejichZ odliSnosti se musi néjak vyrovnat. Ona oboustrannost plati i pro ¢eskou
situaci, kde neromské kapely hraji ,romskou” hudbu, resp. neromsti muzikanti
se velice radi vélenuji do romskych kapel. Vystizna mi pripada formulace Toyn-
beeho a Duecka (2011), ktefi v kontextu Taussigovy teorie popisuji, jak indiani ze
severovychodni Kanady predvadéli hudbu bilych dobyvatell. Vysvétluji to tim,
Ze ,pokojné demonstrovali, Ze i domorodci jsou stejné schopni vyuZivat hudebni
technologie i cenéné expresivni formy jako Eurokanadané. Kratce receno, tyto
praktiky prekracovaly hranice, které se ,barevné védomi‘ pokouselo zachovat.”
(Toynbee a Dueck 2011: 8).

| tento koncept miZe byt ovSsem nahlizen jako internalizovana forma superkul-
tury (Ci zadsah interkultury), a tak mGzeme vidét moc hegemonniho mainstreamu
na vsech Urovnich.

Pro ty, co citili zklamani z absence lokalni tradice, a tedy z jasnéji vyprofilované
subkulturni reprezentace, se ale par mésict po Requiem objevil novy fenomén.
Posledni tyden v kvétnu se uz 15 let kond v Praze velky romsky festival Khamoro,
jehoz poradatelem je pravé ona agentura Slovo 21 zajistujici Requiem. V kvétnu
2013 se ve stejné dobé konal poprvé také mnohem mensi festival Romfest. Jeho
medidlni tvari byl znamy mlady romsky houslista Vojta Lavicka, jakymsi patronem
prvni romsky pravnik a svého ¢asu prezident International Romani Union JUDr.
Emil S¢uka, mottem festivalu je romsky vyraz Palikeras (Dékujeme) a ucinkuiji-
cimi vice ¢i méné znami romsti hudebnici a skupiny hrajici sou¢asnou romskou
popularni hudbu — rompop. TéZzko si pfedstavuji presnéjsi demonstraci konkrétni
specificky regiondlni subkultury. Jako by se ¢esti Romové, zastiténi renomovanym
Khamorem, nadechli k vlastni reprezentacni akci.

45 S agenturou Slovo 21 dlouhodobé¢ spolupracuji a verejné se o nich vyjadiuji velmi
pochvalné. Viz napt. muj text v katalogu festivalu Khamoro 2013: 24.

TONY Z OKR/\]CT: HUDBA A MARGINALITA / SOUNDS FROM THE MARGINS 18
Zuzana Jurkovad a kolektiv



LANDELE PAK KURU TVYCH STREZTE
CISARE A VLAST: ZPEVY ZA CISARE
A VLADU V ZIDOVSKYCH KOMUNITACH
VvV CESKYCH ZEMICH
BEHEM HABSBURSKE MONARCHIE
A PRVNT CESKOSLOVENSKE REPUBLIKY

Martha Stellmacher

~LASKA PRO PRAVOPLATNEHO VLADCE®

Zprava v tydeniku Allgemeine Zeitung des Judenthums z roku 1841 referuje o osla-
vé presburské Zidovské obce v rdmci velkého ,,Nationalfestu” mésta u pfrilezitosti
postaveni bysty k pamdtce cisare Frantiska I. Soucast oslavy tvofily modlitba za
blahobyt vlddce Hanoten teschua a modlitba v némciné. Podrobny popis slavnosti
pocind vasnivymi slovy:

»Prelburg, 31. Mai (Privatmitt.) Gottlob wir sind noch nichtaus der Art geschlagen,
was auch Finsterlinge und Gegner der Reform sagen mogen, wir haben mit unserm
Gefiihl fiir Freiheit, durch unser Streben in der Reihe der tibrigen Vaterlandssohne
einzutreten unsere Stammestugenden nicht eingebiifit, als da sind: Liebe fiir den
rechtmafligen Herrscher und Wohlthatigkeitssinn. Einen neuen Beweis gab am
heutigen Tage unsere Israel. Gemeinde.™®

»Laska pro pravoplatného vlddce a smysl pro dobrocinnost” jsou autorem ozna-
¢eny za explicitné Zidovské ctnosti, které se neztratily navzdory snaze o asimilaci
zidovského obyvatelstva vétSinovou spoleénosti.

Pfipadd podobnych tomuto z PreSpurku zndme z celé habsburské fise nescetné.
Projevy vérnosti Zidovské mensiny vici cisafi mohly mit rlizné podoby. Jednim

46 Prespurk, 31. kvétna (soukroma zprava). ,,Chvala bohu se jesté nezvrhame, cokoli
feknou tmarové a odpiirci reformy, my jsme se svym citem pro svobodu, svym usilim
nastoupit do fady ostatnich syni vlasti nepozbyli nasich rodnych ctnosti, jez jsou:
Léska pro pravoplatného vladce a smysl pro dobro¢innost. Novy diikaz dala dnes nase
israel. obec.“ (Allgemeine Zeitung des Judenthums, 26. 6. 1841: 374. Pfeklad autorky
¢lanku.)
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ze zplsobl Zidovského projevu loajality bylo pojmenovani synagog na pocest
cisafe.*” Znamy ptipad je prazska Jubilejni synagoga®®, ktera byla zasvécena v roce
1906 a pojmenovana na pocest jubilea vlady rakouského cisafe Frantiska Josefa
I. Méné znamy, nicméné velice zajimavy je pfipad jiné prazské synagogy, malé
kongregace ,Knabenwaisenhaussynagoge” (Synagogy chlapeckého sirotcince),
protoZe odrazi tehdejsi politické zmény. Kdyz Frantisek Josef |. v roce 1916 skonal,
predseda kongregace zaslal telegram do cisarské kabinetni kancelare ve Vidni, ve
kterém vyjadril ,hluboce citény zarmutek” synagogalniho spolku.*® Podle dalsich
dokumentl zachovanych v Archivu hlavniho mésta Prahy tato komunita Citajici
186 ¢lenl planovala roku 1918 postavit novou synagogu, protoze jejich prostory
byly tak malé, Ze na svatecni bohosluzby bylo nutné pronajmout sal v hotelu.
Planovana synagoga méla byt pojmenovana , Kaiser Karl Friedenssynagoge” pod-
le nastupivsiho cisafe Karla I. (1916—1918), prasynovce cisafe Frantiska Josefa I.
Odpovidajici Zadost o pojmenovani byla podana u mistodrzitelstvi v dubnu 1918.
Rizenf jesté probihalo, kdyz interni dopis zacatkem listopadu 1918 prohlésil véc
,pojmenovani templu Nejvyssim jménem” za ,bezpredmétnou”. O dlvodu se
nezmifiuje, ale jde ziejmé o nasledek proklamace Ceskoslovenské republiky dne
28. fijna 1918. Zatimco veskera korespondence v této véci je psana v némcing, je
pfiznacné, Ze tento dopis je pfilozen v ¢eském prekladu, tedy v nové Gredni feci.>®

Konec habsburské monarchie zpUsobila dle Marshy Rozenblitové , krizi Zidovské
identity” (Rozenblit 2001: 128-161). Krize ale netrvala dlouho: jiz 27. fijna 1918,
v podvecer proklamace prvni Ceskoslovenské republiky, se Zidovské autority
v Praze rozhodly zaslat Narodnimu vyboru prohlaseni Zidovské loajality. ,,In an
odd way, Jews came to regard Czechoslovakia as a smaller scale, improved ver-
sion of the old Monarchy and Masaryk as a stand-in for the beloved Franz Joseph”
(Rozenblit 2001: 139).%*

At v monarchii, ¢i republice ,laska pro pravoplatného vladce” se projevovala
také v Zidovské liturgii a synagogalni hudbé. Zndme cetné pripady mimoradnych

47 Ale také uvnitt synagogy, v sakralnim prostoru, nachazime artefakty vénované
svétské autorité. Z Roudnice se zachovala synagogalni opona ze svatostanku, ktera
byla vénovéna cisafi Frantisku Josefovi I. ke ¢tyticeti letiim jeho vlady v roce 1888.
(Scheibova — Cermanova 2005: 16 a 65.)

48 Jubilejni synagoga se nazyva téz Jeruzalémska synagoga podle svého umisténi v ulici
Jeruzalémské.

49 Kopie telegramu je ulozena v AHMP, sign. SK II1.99.

50 Zminéné dokumenty jsou ulozené v AHMP, tamtéz.

51 ,,Zvldstnim zptsobem zidé dochézeli k tomu povazovat Ceskoslovensko jako méné
rozséhlou, polepsenou verzi staré monarchie a Masaryka za ndhradnika milovaného
Franti$ka Josefa.“ (Pteklad autorky ¢lanku.)
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bohosluzeb poradanych u sekuldrnich prileZitosti, jako byly narozeni naslednika
trlinu nebo nastoupeni nového cisare na triin. K podobnym prileZitostem se ¢asto
provedly nové kompozice na pocest svétské autority. Na nasledujicich strankach
predstavim nékolik prikladd takovych skladeb, které se v Zidovském kontextu
provadeély v ceskych zemich. Ve vétsiné vybranych pfiklad{ vychazim z rukopis-
nych pramend ulozenych v Archivu Zidovského muzea v Praze a v Zidovské obci
v Praze.

SKLADBY NA POCEST VLADCE K MIMORADNYM PRILEZITOSTEM

V ramci liturgického cyklu hraly bohosluzby k narozeninam cisare zfejmé daleZitou
roli. Capkova tvrdi, 7e se podle tehdejsi spolecenské normy nedostate¢né ak-
tivnim véricim fikalo ,¢tyfdenni Zidé“, jelikoz pry do synagogy chodili jen na
Vysoké svatky a na narozeniny cisaie (Capkovda 2013: 29). Modlitby k narozeni-
nam cisare se kazdorocné zaznivaly v mnoha synagogach. Nékolik skladeb to-
hoto typu sloZil Salomon Sulzer (1804-1890), jeden z nejdalezitéjsich kantord®
a skladatelt Zidovské liturgické hudby, ktery je povaZovan za otce reformni syna-
gogalni hudby. Jako vrchni kantor ve Vidni vypracoval liturgii spojujici tradice a
reformu, kterd se stala pod pojmenovanim ,Wiener Minhag” (Viderisky zvyk)
vzorem pro bohosluzby v mnoha Zidovskych obcich po celé Evropé. Sulzer zalofil
chlapecky pévecky sbor, jehoZ zpév podporovaly dva az ¢tyfi muzské hlasy (Friih-
auf 2012: 18). Jeho hlavni dilo Schir Zion, které sdruZuje zpévy na cely liturgicky
rok, obsahuje tfi skladby k narozeninam vladce s ndzvem Zum Geburtsfeste des
Landesfiirsten. Slova dvou skladeb cituji Zalm 21, 1-9 (,,Adonoj beos’scho jismach
melech”) (Sulzer, ¢. 10: 535-537 a ¢. 494: 415-418). Treti predstavuje hudeb-
ni verzi Zalmu 111 (,Hall‘lujoh“), s doprovodem harfy a varhan (Ibid., & 493:
401-414). Sulzerovo Schir Zion bylo oblibené dilo i v ¢eskych zemich — nékolik opis(
celého dila i vybranych skladeb jako vysSe jmenované jsou napftiklad obsazeny
v hudebnim repertodru nalezeném v prazské Jubilejni synagoze.>®

V Archivu Zidovského muzea v Praze je uloZena notova kniha s napisem Zum
Geburtsfeste des Kaisers am 18. August®* (K narozenindm cisare 18. srpna). Podle
data Ize soudit, Ze byla uréena k bohosluzbam na narozeniny Frantiska Josefa I.,
jenz se narodil 18. srpna 1830. Zahrnuje modlitby pro kantora, sbor a varhany,
mezi nimi je Sulzerova verze Volkshymne, ke které se jesté dostanu nize. Zaji-

52 Kantor nebo chazan je predzpévak, ktery vede Zidovskou bohosluzbu.

53 Sbirka hudebnin byla nalezena ve skiini na varhannim kiru Jubilejni synagogy a
ulozena v ZOP v roce 2012. Inventarizaci provadély v roce 2013 Martha Stellmacher
a Veronika Seidlova.

54 Podle dokumentace archivu pochdzi knizka z Lostic/Loschitz na Moravé. AZMP,
sign. 58457.
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mavé je, Ze byl do knizky vloZen ctvereckovany listek s textem modlitby psany
hebrejskym pismem ze dne 7. bfezna 1930 — k osmdesatym narozenindm prvniho
prezidenta Ceskoslovenské republiky Tomase Garrigue Masaryka. D4 se tedy
predpokladat, Ze se notova knizka v té dobé jesté pouZivala. Neni znamo, jestli
byla cela liturgie urCena cisafi prevzata i pro prezidenta, nebo jen z¢asti.>

Stejné jako Sulzer Zidovsti kantofti Casto skladali vlastni skladby pro bohosluzbu.
Ale také nebylo neobvyklé povérit neZidovské skladatele, aby sloZili hudbu pro
synagogu.>® V prazském kontextu je asi nejznaméjsi pripad katolika Frantiska
Skroupa (1801-1862), ktery vedle funkce kapelnika Stavovského divadla pésobil
mezi lety 1836 a 1845 jako hudebni feditel a varhanik synagogy v Dusni ulici®” a
sloZil pro tamé&;jsi synagogu nékolik zpév(.8 Skroup byl do nové zaloZené syna-
gogy povolan, aby vylepsil jeji hudebni praxi. Seidlova ve své studii o Skroupové
plUsobeni v synagoze tvrdi, Ze tento katolicky skladatel byl ,[...] jednim z hlavnich
mistnich aktérl [tehdejsiho] vyjedndvani [...] zmény Zidovské naboZenské kultury
estetickymi prostredky [...].“ (Seidlova 2013: 444).

liny kfestansky skladatel, ktery pro Zidovskou komunitu v Praze pracoval, byl
Albin Maschek (1804-1878), sbormistr kostela svatého Tomase na Malé Strané.
Maschkovo zhudebnéni Zalmu 100, které se hralo v reformni synagoze v Dugni
ulici v roce 1848, nese nazev Huldigungsfeier zur Thronbesteigung Sr. Majestdt
des Kaisers Franz Joseph I. gehalten im neuen israelitischen Gotteshause den 5ten
Tag des Weihfestes 5609/24. Dezb. [1]848 (Bohosluzba k holdovani nastoupeni na
trin Jeho Velicenstva Cisafe Frantiska Josefa I. provedena v novém israelitském
chrdmu 5. dne svatku Chanuky 5609/24. prosince [1]848) (AZMP sign. 15468).
Maschek byl uz predtim v roce 1832 povéren pripravou hudby k padesatému vy-
roci lzraelitské skoly (Landau — Maschek 1832).

55 Masaryk byl u zidt v ¢eskych zemich velmi oblibeny, protoze byl znamy svym
tolerantnim postojem vici nim i viidi némecké mensiné. Tento vztah byl vak
ambivalentni, tvrdi Kieval (2000), kvili silnému antisemitismu za prvni republiky
i kvuli existenci divergentnich zidovskych skupin, jako byly sionistické skupiny,
¢echozidovské hnuti a skupiny némeckych zidu (s. 198-216).

56 K ptipadu zakazky skladby udélené Beethovenovi videnskou zidovskou obci
viz Bohlman 2000: 187.

57 Synagoga v Dusni ulici byla zaloZena Spolkem pro upravenou bohosluzbu izraelitt
v Praze, jehoz zdmérem bylo zavedeni reformované liturgie podle videnského vzoru.
Datum zaloZeni synagogy 19. dubna 1837 nebylo zvoleno nahodou - byl jim den
narozenin vladnouciho cisafe Ferdinanda I. (Allgemeine Zeitung des Judenthums,
13. 5. 1837, 5. 21-22).

58 Katalog Skroupovych skladeb pro synagogu viz Kabelkov4 2002.
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MODLITBA ZA VLADU

Modlitby za cisare se nepronasely jen pfileZitostné, maji totiz své pevné zakotve-
né misto v Zidovské liturgii.>® Modlit se za vladu je odlvodnéné Térou: ,, A hledejte
pokoje mésta toho, do kteréhoz jsem nastéhoval vas, a modlivejte se za né k Hos-
podinu; nebot v pokoji jeho budete miti pokoj“ (Jeremias 29:7). A v knize Ezdras
6:10 je fe€eno: ,aby se modlili za Zivot krale i za syny jeho” (Nulman 1993).°
Modlitba za vladu se odrikava nebo zpiva obvykle na Sacharit (ranni boholuzbu)
o Sabatu i o svatcich a taktéz k mimoradnym prilezitostem, jako je napfiklad vysvé-
ceni nové synagogy. V mnoha askenazskych komunitach predchazi ¢i nasleduje je-
kum purkan (modlitbé za studenty) a miseberach (modlitbé za komunitu) po ¢teni
z Téry, nez se vrati svitky do svatostanku.5! V nékterych synagogéch je modlitba
za vladu vidypfitomna v podobé popsané desky na sténé.®?

Tradi¢ni modlitba pro tento zdmér je hanoten tesua, modlitba za blahobyt
vladce a vlady, kterd se obvykle recituje mluvnim hlasem. O historii a vyvijeni
slov hanoten tesua za riznych politickych okolnosti bylo v poslednich desitiletich
publikovano nékolik studii.®®* Bohuzel Zadna z nich se nevénuje explicitné hudbé
provedené v této souvislosti.

Hanoten tesua je sestavena z rlznych vers( ze svatych spisd. Podle Barryho
Schwartze Ize tato slova sledovat zpét do Sestnactého stoleti, kdy byla sestave-
na sefardskymi Zidy a rozsirena pozdéji sefardskymi obchodniky (Schwartz 1986:
113); jini védci tvrdi, Ze je jesté starsi (Golinkin 2006).

Text modlitby v asi nejstarSim ceském prekladu z modlitebni knihy Modlitby
Israelituw z roku 1847 zni takto:

I

sprawil mofem prichod i walnymi wodami dréhu, raciz zehnati, uchowati, chra-
niti wsprici; powysiti, zwelebiti, powznositi, pina naseho krale FerdinandaI. i chot
jeho, powznes jeho welicest, ¢ krali kraliw, w milosrdi, Ziwiz jej i uchowej ho wsech
strasti pohrom, trudi zbawiz jej, poniz narody k jeho nohoum i porazi§ wrahy jeho
pred nim i kdekoli se obrati, zdariz; krdli kralaw milost dej w jeho srdce i w srdce
jeho radcuw i knizat milosrdi by dobfe nakldddno bylo s nami i se w§im Izraelem.

59 Modlitby za stat a vladu nejsou jen zvlastnosti zidovského nabozenstvi. Jsou bézné
napriklad také v kiestanskych bohosluzbach, kde tvori obvykle souc¢dst pfimluvné
modlitby. Ke krestanskému kontextu viz Biehl 1937.

60 Cesky pteklad podle Bible kralické.
61 Viz Damohorska 2010: 34 a Nulman 1993: 155.

62 Fotografie staré desky v Reckendorfu v jiznim Némecku byla oti§téna v asopise
Menorah, listopad 1928, s. 668.

63 Viz naptiklad Schwartz 1986, Tabory 2005, Sarna 2005, Damohorska 2010.
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W dobu jeho i s nasi dobu wspomozeno budiz Jehudé i Izrael w miru spociwej.
,W Sion wzejde spasa.’ Takowa budiz wiile twa nacez rcime. Amen.“*

Schwartz ukazuje, Zze modlitba vyjadfuje ,, ambivalenci diaspory” mezi jednodu-
chym uznavanim politické skutecnosti v prvni ¢asti modlitby a mesianskou nadéji
BoZiho kralovstvi v druhé ¢asti (Schwartz 1986: 118-119). Mesianska pasaz o spa-
seni se od devatendctého stoleti vynechavala v mnoha verzich modlitby.%> Tato
skutecnost je indikatorem zakorenéni zida v politické realité a jejich vnimani jako
rovnocenné soucasti spolecnosti.

V dUsledku vzniku statu lzrael v roce 1948 byla v mnoha obcich zavedena nova
modlitba.?® V Evropé se nékteré komunity modli obéma modlitbami, za vlastni
stat i za stat Izrael (Damohorska 2010: 141). V dnesSnim Zidovském kalendari vy-
dévaném Federaci Zidovskych obci v CR, ktery obsahuje nejdilezitéjsi Zidovské
modlitby, se vyskytuje jen modlitba za stat Izrael, nikoliv za Ceskou republiku.®’

ZHUDEBNENE MODLITBY ZA VLADU

Hudebniny pochazejici z devatenactého a z pocatku dvacatého stoleti z ¢eskych
zemi se zminuji o modlitbé za vladu ¢asto jako o ,,Gebet fiir den Landes Vater“®®
nebo ,Kaisergebet“®. Vyskytuji se jako soucast liturgie jak v rukopisnych notach,
tak v nékterych tisténych vydanich synagogalnich skladeb. Rozmanitost v textu,
hudbé a jazyce zhudebnénych modliteb za vladu ilustruji nasledujici priklady, kte-
ré byly provedeny na misté hanoten tesua ¢i dodatecné.

Svétoznamy kantor Josef (Jossele) Rosenblatt (1882-1933), ktery pusobil
v Mukacevé a Bratislavé a pozdéji ve Spojenych statech, slozZil slavnostni Hanosen
teschuo™ za cisafe Frantiska I. pro sélo kantora a ¢tyrhlasy sbor s doprovodem
varhan. Obsahuje tradi¢ni slova hanoten tesua s prosbou za ,haKaiser Franz Josef

64 Citovano podle Damohorské 2010: 167.

65 Viz némecké a ¢eské modlitby druhé poloviny devatenactého stoleti a zacatku
dvacatého stoleti v Damohorska 2010: 168—-173.

66 O modlitbé za stat Izrael viz Tabory 2005.

67 Modlitba za stat Izrael viz Luach 2012: 99.

68 Viz naptiklad partitura, kterou psal Lippmann Kurzweil (ZOP, sign. Z_183) a byla
zfejmé pouzivana sbormistrem nebo varhanikem. Nazev je zminény bez not a beze
slov. V tomto ptipadé se modlitba zfejmé recitovala z modlitebni knihy. Lippmann
Kurzweil byl kantorem v Sokolové/Falkenau od roku 1869 do roku 1929. (Gold 1934:
138.)

69 Napriklad v notovém tisku Stepper — Hirsch. Autor slov, Mordechai Hirsch, byl
vrchni rabin v Praze.

70 Hanosen teschuo odpovidé agkendzské vyslovnosti hebrej$tiny pouzivané ve stfedni
a vychodni Evropé.
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horischon” (cisafe Frantiska Josefa I.).”* Uprostfed melodie se cituje melodie ra-
kouské Volkshymne.

Kaiser-Hymne Hermanna Bermanna je priklad skladby za vladu s némeckym
textem. Bermann byl od roku 1880 do roku 1917 chazan v Ceské Lipé v severnich
Cechéch (Gold 1934: 55). Ve svém hlavnim dile Schiraus Zwi Bermann uvefejnil
v roce 1915 sborovou skladbu, kterd je zfejmé variace modlitby za vladu, i kdyz
slova maji velice odlisny charakter. Skladba se ¢leni do tfi slok zpivanych stridavé
Ctyrhlasym sborem a sélovym duetem. Na rozdil od hanoten tesua text neni for-
mulovany jako prosba, ale ve stylu hymny, kterad se podoba credu: Prvni sloka se
vyznava k vife v Boha, druha k vife ve vlast a treti k vife ve spasu naroda:

»Wir glauben all‘ an einen Gott, der wohnt im Himmel oben! Ruf jeder hin nach
eig'ner Weis gering ist aller Worte preis, nur die Tat kann ihn loben. Ruf jeder hin
nach eig'ner Weis® genug ist aller Preis, die Tat nur kann ihn loben!

Wir glauben an ein Vaterland, wo Recht und Tugend wohnt, wo Kunst gedeiht und
Wissenschaft, Gemeinwohl jeder will und schafft! Wo Freiheit herrlich thronet!
Wir glauben an der Volker Heil, so hoch sich tiirmet, ein Gott ist’s der zum Licht
sie weckt, so tief auch Finsternis sie deckt, ein Gott ist's, der sie schirmet.“”

Nejen slova, ale i hudba se podoba kfestanskému choralu. To plati také pro Os-
terreichs Bitte / Prosbu rakouskou” neznamého skladatele pro ¢tyfi hlasy (sopran,
alt, tenor, bas). Rukopis, ktery je uloZzen v ZMP, zobrazuje slova ve tfech jazycich:
v hebrejstiné, némciné i cestiné. Pozndmka pod notami vypovida, Ze po této
skladbé nasledovala modlitba za cisare ,Kaisergebet” a ,Hymne*, mini se asi ra-
kouska narodni hymna.

71 Nahrévka této skladby Hanoten teshua lamelachim natocena videiiskym chazanem
Shmuelem Barzilaiem s chrimovym sborem 1995 trva témér deset minut. Rukopisny
opis partitury z roku 1914 se zkracenou verzi je obsazen v repertoaru Jubilejni
synagogy (ZOP Z_241), viz obr. 1.

72 Bermann 1915: 252-255. Viz obr. 2. ,Véfime vSichni v jednoho Boha v nebesich. At
Ho kazdy vold svym zpusobem, slova maji malou hodnotu, jen ¢innost Ho muze
chvalit. Véfime ve vlast, kde jsou spravedlnost a ctnost, kde prosperuji uméni a véda,
kde kazdy pfispéje k obecnému blahu, kde panuje svoboda! Vétime v blaho nérodu,
jeden Btih je budi z temna ke svétlu, jeden Biih je chrani.“ (Pfeklad autorky ¢lanku)

73 Nasledujici popis skladby se zaklddd na anonymnim rukopise z Mladé Boleslavi, ulo-
Zeném v AZMP, sign. 15488. Protoze nad skladbou je poznamendno jméno ,,Singer*,
domnivédm se, zZe by skladatelem mohl byt Benedikt Singer, kantor v Mladé Boleslavi,
nebo Joseph Singer, naslednik Sulzera jako kantora ve videnském Stadttemplu.
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Némecka slova:

»Vater in den Strahlenhohen hore unser kindlich Fleh‘n
Traufle deine Segensfiille auf das hohe Herrscherhaupt.

An dessen That und dessen Wille angesichts und in der Stille
Jeder hoffet jeder glaubt

Ruhe deine Segenshand {iber Habsburgs mildem Thron

Je

Heil dann jedem Biirgerssohn Heil dir biedres Vaterland

Ceska slova:

»Otce svaty na vysostech vysly$ zbozny prosby hlas:
dej at zafi jen v radostech na cisate blaha jas.

Nech at jesté dlouhd 1éta vaviin jeho slavy zkvéta
zelend se v kazdy cas!

Sesli z hojnych dart svych nasi zemi zdar a slast
andélé pak kiirh tvych stiezte cisafe a vlast.”

Zatimco se v némeckém a hebrejském textu prosi za pozehnani ,vlidného habs-
burského triinu“, v ceském prekladu se prosi o ochranu cisate andélskymi kary.

Z doby habsburské monarchie existuje vSeobecné jen malo psanych Zidov-
skych modliteb v Ceském jazyce. Vétsina modlitebnich knih z devatenactého sto-
leti, které nejsou v hebrejiting, jsou némecky.” Zidovska komunita v Praze, ktera
systematicky zavedla ¢eské modlitby ve svych bohosluzbach, byla zaloZena roku
1883 a nazyvala se Or Tomid — Spolek ceskych Zidi pro péstovdani bohosluzeb v ja-
zyku hebrejském a ceském. V Kalendati esko-zidovském z roku 1884/85 se pred-
stavuje jejich postoj k jazyku v bohosluzbé:

»[...] ustavil se spolek, jehoZz jméno [...] ma naznaciti, ze nechce ni¢eho méniti na
tom, co az posud pri bohosluzbé déje se v jazyku hebrejském, Ze jen to, co doposud
prednadeno bylo jazykem némeckym, jako: kdzani, modlitba za panujici rod, feci
ptilezitostni, ohldsky, prohldseni atd., md se na ddle predndseti jazykem ceskym.*”

Zatimco se da zavedeni némeckého jazyka do bohosluzby nasledkem reformniho
hnuti chapat jako asimilacni akt smérem k sekularni skutecnosti a jako akt demy-
stifikace (Bohlman 2008: 80), prekladani modliteb do ¢estiny je pfiznakem eman-
cipace od némciny, od oficidlniho a dominantniho jazyka cisarstvi. Hillel Kieval
mluvi o spolku Or tomid jako o ,,parddnim kousku Zidovské upfimnosti k ceskému
jazyku a kulture” (Kieval 2000: 164).

74 Podle Damohorské vysla prvni ¢eskd modlitebni kniha Modlitby Israelitaw roku 1847
ve Vidni. (Damohorskd 2010: 61).

75 Kraus 1884: 112.
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STATNI HYMNY V ZIDOVSKYCH BOHOSLUZBACH

Jak jiz naznacila poznamka pod vyse zminénou Prosbou rakouskou, hraly se v Zi-
dovskych bohosluzbach v ¢eskych zemich statni hymny. Vokalni sborové party
z devatendactého stoleti a zacatku dvacatého stoleti ukazuji, Ze rakouska cisarska
hymna nazvana Volkshymne (lidova hymna) byla souédasti synagogalniho ritu ve
vsedni dny’®, svatky i mimoradné prilezitosti’’. V obdobi prvni republiky byla vy-
méneéna za Ceskoslovenskou hymnu.

Autorem némeckych slov ,Gott erhalte Franz den Kaiser” (Zachovej nam Hos-
podine cisafe Frantiska) byl Lorenz Leopold Haschka. Melodii rakouské cisarské
hymny, na niZ se dnes zpiva némecka statni hymna, sloZil Joseph Haydn. Poprvé
byla provedena jako chvalozpév k narozeninam cisare Frantiska v roce 1797 (Ra-
gozat 1982: 55). Slova ,Gott erhalte, Gott beschitze unser Kaiser, unser Land”
(zachovej nam Hospodine cisafe a nasi zem) jsou pozdéjsi verzi Johanna Gabriela
Seidela, jez se stala roku 1854 oficidlni hymnou habsburského fise a byla pre-
loZzena do hlavnich jazykd, jimiz se v rakouské monarchii mluvilo. Tato verze se
nachazi v rliznych jazycich ve zminénych synagogalnich hudebnich repertoarech,
v Jubilejni synagoze se nasly némecka, Ceska i srbska. Srbsky preklad BoZe Zivi,
BoZe $titi ve sborovych partech’ je psany Davidem Csernowskym, ktery byl vrch-
nim kantorem v srbském Semlinu, nezZ zacal plsobit roku 1914 v Praze.”

Hebrejskou verzi Volkshymne pro ¢tyfi hlasy publikoval Salomon Sulzer ve
svém hlavnim dile Schir Zion.® Slova cituji Zalm 21, 5-8, stejny Zalm jako ve vyse
zminéné Sulzerové Zum Geburtsfeste des Landesflirsten. Ve vydani poznamka pod
Carou vysvétluje: ,S. Sulzer beabsichtigte durch Unterlegung des hebr. Textes,
der sich inhaltlich vollkommen mit dem deutschen deckt, fiir die Volkshymne ein
gemeinsames Idiom zu schaffen.”®! Neni jasné, co myslel autor této poznamky (asi
Sulzer(v syn Joseph) ,,spolecnym idiomem*: mozna propojeni zid( s neZidovskou

76 Viz Ashre und Kedusche fiir Wochentage, ZOP, sign. Z_199, psané asi Lippmannem
Kurzweilem ze Sokolova.

77 Viz sborové party chlapeckého sboru z jedné prazské synagogy z padesatych nebo
$edesatych let devatenactého stoleti v AZMP, sign. 15362, a Gesdnge fiir den Sabbath,
kolem 1880 od A. Davidsohna, kantora v Bytomé, pozdéji v Praze. ZOP sign. Z_43.

78 Napf. 7Z0P sign. Z_79.

79 Razitko na hudebninach v ZOP vyznacuje Csernowského jako ,,Oberkantor
in Semlin®. Datum jeho ndstupu 1914 je poznamenano v jednom sborovém partu
z Jubilejn{ synagogy, ZOP, sign. Z_16.

80 Sulzer 1905, ¢. 495: 419. Rukopisnd kopie je obsaZena v notovém sesitu Zum
Geburtsfeste des Kaisers am 18. August, viz vyse. AZMP, sign. 58457.

81 ,Podkladanim hebrejskych slov, jez se obsahové zcela kryji s némeckymi, hodlal
S. Sulzer utvofit spole¢ny idiom pro Volkshymne.“ (Tamtéz, preklad autorky ¢lanku.)
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populaci spole¢nou melodii s podobnym textem®, pouze v rlznych jazycich.
V kazdém pripadé Sulzer tvofil podobu, ktera spojuje melodii sekularni hymny
s posvatnym textem z knihy Zalm{. Tuto skladbu Ize chapat jako ilustraci Sulzero-
va Zivotniho dila — sluCovat Zidovské naboZenské tradice s hudbou aranZovanou
v dobovém stylu. SulzerGv umysl bylo ,Veredlung” (zuslechténi) synagogalnich
zpévl a vytvoreni obecného repertoaru, ktery mél byt platny pro vSechny obce.
ProvedI radikalni zmény v synagogalni hudbé — sloZil nové melodie a aranZoval
tradi¢ni melodie pro sbor, obcas s doprovodem varhan nebo harfy. Hebrejsky ja-
zyk v modlitbach ale zachoval.

Stejné jako rakouskd hymna v dobé habsburské i ¢eskoslovenska narodni
hymna pozdéji tvorila soucast liturgie. Dikazem je zachovany program patecni
bohosluzby z Prahy asi z tficatych let, moZna uréené pro svatek. Mezi Adonoj mo-
loch, Haleluja a Borchu jsou uvedeny ¢eska a slovenska ¢ast hymny zvlast. Zajima-
vosti je, Ze Cesky titul je psany Cesky, ale slovenska ¢ast hymny je zaznamenana
némecky jako ,Slovakische Hymne* 83

Ceska ¢ast ceskoslovenské hymny byla ptivodné pisefi z opery Fidlovacka (pre-
miéra 1834). Jeji skladatel Frantisek Skroup hral pro Zidovskou komunitu v Praze
dilezitou roli, jak jsem jiz zminila. Ceskd ¢ast hymny se zpivala pted slovenskou
¢asti Nad Tatrou sa blyska za prvni Ceskoslovenské republiky a po druhé svétové
valce v Ceskoslovensku, az do oddéleni Slovenské republiky roku 1993. Text obou
Casti byl v roce 1918 prelozen také do némciny — pro silnou némecky mluvici
mensinu. Ceska i slovenskd ¢ast hymny, v obou slovanskych jazycich i v néméing,
se nalezly v ¢etnych kopiich v hudebni sbirce Jubilejni synagogy.

ZAVER

V rdmci Zidovské liturgie, ktera se na prvni pohled zda na sekularnich udalostech
nezavisla, predstavuje modlitba za vladu ,,odraz historickych a politickych zmén*,
jak zjistuje Damohorskd 2010. Ze psané modlitby vénované cisafi ¢i prezidentovi
se sice stéZi dozvime skutecny nazor modlitebnika ¢i celé skupiny. Stejné znéjici
modlitba za cisafe miZe byt projevem vérnosti a vdéénosti mensiny vici vladé
anebo symbolem snahy marginalizované skupiny o zlepSeni vlastni situace. V kaz-
dém pripadé ale modlitba implikuje, Ze modlitebnik sdm sebe vnima jako pfislus-
nika lidu pod tymz vladcem.

82 Ve skute¢nosti maji Zalm 21 a slova cisatské hymny pouze podobné téma — bozskou
pomoc krélovi —, ale nemaji doslova stejny text.

83 ZOP, P_53, viz obr. 3. V hudebni sbirce z Jubilejni synagogy jsou poznamky v progra-
mech a hudebnindch vétsinou psany ¢esky nebo némecky, nejednou se nahle zméni
jazyk uvnitf stejného dokumentu.
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Vzdélanec talmudu Joseph Tabory konstatuje dvé funkce liturgie: Za prvé je
liturgie sdéleni k Bohu, za druhé zplsob komunikace uvnitf komunity (Tabory
2005: 226). Rabin Lawrence Hoffman vidi dokonce tfi hlavni rysy liturgie: politiku,
zboZnost a poezii.®* Rozhodnuti o podobé, pofadi, jazyku a formulaci modliteb
jsou vysledkem vyjednavacich procesl véficich. Mimo to liturgie maze vysilat
signal komunity smérem k vnéjSimu prostredi, tedy signal margindlni skupiny
majorité, coz je dalezité zvlast v pripadé modlitby za vladu a skladeb na podest
vladce.

84 V originalu: ,,Politics, Piety and Poetry“ (Hoffman 2005: 1-20).
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MARGINALIZACE NARODNTI IDENTITY
U SOUCASNYCH VIDENSKYCH CECHU:
REPREZENTACNI A MATURITNI PLES

Zita Skotepovd Honzlovd

Tento ¢lanek vénovany ceskému Reprezentac¢nimu a maturitnimu plesu spada do
SirsSiho projektu etnomuzikologického vyzkumu zaméreného na hudebni aktivity
soucasnych videriskych Cechl. Samotnd hudba je pfitom jen jednou ze zkouma-
nych rovin, vedle ni je nutné vénovat pozornost chovani hudebnikl i posluchaca
a konecné dospét k objeveni konceptualizace, jeZ urcuje podobu chovani i znéjici
hudby a jejich vyznam. Vychazim tedy z Merriamova modelu music as culture
(Merriam 1964). Terminologii harvardské etnomuzikolozky Kay Kaufman She-
lemay (Kaufman Shelemay 2006) mi pljde o zkoumani jednotlivych hudebnich
,udalosti“ (soundscapes), které zahrnuji zvuk (sound), okolnosti a kontexty pro-
vozovani konkrétnich hudebnich aktivit (setting) a naslednou interpretaci jejich
vyznamu (significance).

Soucasné se mi zda teoreticky i metodologicky relevantni pfistupovat k vi-
detiskym Cech@im jako k diasporické komunité ¢&i borderland culture (Clifford
1994) a soustredit se na otazky, které se pfi jejich zkoumani naskytaji. ,Diaspory”
upoutaly pozornost etnomuzikologie od devadesatych let 20. stoleti, kdy vznika-
ji prvni prace zabyvajici se provozovanim hudby v diaspore (napf. Lipsitz 1994;
Slobin 1994; Zheng 2010), toto téma se nadale objevuje i v soucasnosti (vénuje
se mu napfiklad celé Cislo Ethnomusicology Forum, Vol. 16, No. 1, 2007). Obvykle
se ,diaspora” spojuje jednak s rozptylenosti, jednak s odlouc¢enosti od domova,
resp. s zivotem kdesi mimo plvodni nebo predstavovany ,,domov” ¢i domov-
skou zemi. Vychazim z pojeti ,,diaspory” formulované Kim Butler (Butler 2001),
podle niz diasporu charakterizuje pritomnost alespon dvou z nasledujicich rysa:
1)rozptyleni komunity do dvou a vice lokalit; 2)vztah k existujici ¢i predstavova-
né domovinég; 3)uvédomovana skupinova identita vymezujici se proti vétSinové
identité v hostitelské zemi/lokalité; 4)existence diaspory po dvé a vice generaci —
diaspory jsou multigeneracni, protoze sdruzuji individudlni migrac¢ni zkusenosti
s historickymi okolnostmi rozptyleni skupiny a regenezi komunity v novych lo-
kalitach. Kromé toho je podle Butler (Butler 1998: 225-226) nutné pfi vyzkumu
diaspor zohlednit dlivody a podminky rozptyleni, vztahy s domovskou i s hosti-
telskou zemi i vzajemné vztahy uvnitr diaspory, mezi jejimi jednotlivymi komu-
nitami.
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To vse se mi zda obzvlasté dulezZité vzhledem k faktu, Ze ceskou videriskou
mensinu charakterizuje jeji dlouha pritomnost v Rakousku, nékolik riizné motivo-
vanych a odlisnymi dlivody podminénych migracnich vin (tj. predevsim dobrovol-
na a nedobrovolnd migrace), pfitomnost potomkd Cechdl, ktefi po zaniku mno-
honarodnostni fise zlstali na Gzemich byvalého Rakousko-Uherska, tj. napriklad
ve Vidni, a tedy souZiti nékolika generaci. Zasadni skutecnosti je, Ze ,,s odchodem
dané skupiny z domoviny jeji vztah s ni nekonci, ale naopak pokracuje a muze
ziskavat rlizné podoby od fyzického navratu pres umélecky vyjadfovanou citovou
prichylnost az po reinterpretaci pavodni kultury domoviny“ (Butler 2001: 205).
Vztah k domoving, jeji , konstrukt” i predstavovany obraz jsou zasadni: podle
Butler je to domovina, ktera utvari identitu dané diaspory (Butler 2001: 204).

Prostfednictvim pozorovani hudebnich udalosti a polostrukturovanych i ne-
formalnich rozhovort se snazim zjistit, jaké podoby hudby vidensti Cesi provozuiji,
a objasnit, v jakém vztahu jsou tyto ¢innosti k jejich integraci, asimilaci ¢i naopak
uchovavani c¢eského narodniho védomi, jakou roli pfitom hraje vySe zmiriovany
vztah k domoviné, podminky rozptyleni, resp. migrace do Vidné, existence skupi-
nové mensinové identity a mezigeneracni vztahy. V kone¢ném disledku se poku-
sim zodpovédét otazku, jakym zplsobem soucasni vidersti Cesi vyjednavaji skrze
hudebni aktivity svoji identitu v prostfedi nejen rakouské, ale téZz multikulturni
Vidné.

MOMENTKA: REPREZENTACNI A MATURITNI PLES
MENSINOVE RADY CESKE A SLOVENSKE VETVE V RAKOUSKU
A SKOLSKEHO SPOLKU KOMENSKY

Viden, Parkhotel Schénbrunn, 2. bfezna 2013 od 21 hodin

Kratce po 19:30 vystupuji ze stanice metra Hietzing a mifim k Parkhotelu
Schonbrunn, mistu konani ¢eského Reprezentacniho a maturitniho plesu. Spolu
se mnou dovnitf vchazi nékolik sle¢en v plesovych satech a mladik(i v oblecich,
z jejichz atrzkovitych hovor( slySim ceska slova. Prestoze se tu ma konat Cesky
ples, déni okolo recepce svédci o bézném provozu — nékolik hostd si vyzvedava
kli¢e od svych pokojt a mifi s kufry kamsi do postranni chodby. Na recepénim pul-
tu i na blizko se nachazejicim stojanku pro letaky je mnoZstvi brozurek lakajicich
na koncerty hudby W. A. Mozarta a J. Strausse v nedalekém zamku Schénbrunn.

Zvnéjsku stavba zaujme svou neobarokni fasadou, jejiz velkoleposti da vy-
niknout zvlasté nocni osvétleni, v pruceli vlaji vlajky Rakouska a Evropské unie.
Oproti lorisku, kdy byly u vstupnich dveri Kursalonu Hiilbner umistény plakaty, zde
informuje o ceském plesu az mala tabule umisténa opodal za recepcnim pultem,
kde stoji napis s nazvem akce v némciné. V predsali upoutaji pozornost portréty
cisare Frantiska Josefa I. i jeho manzelky Sissi a zejména pak stropni vyzdoba — vy-
obrazeni symboll nékdejsiho mocnarstvi — opét habsbursky cisarsky par, naproti
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némuz shlizi na pozorovatele dvojhlava orlice tfimajici Zezlo a jablko. Pfed osmou
hodinou tu uz ¢esky i némecky konverzuji pfichozi hosté, pred Satnou umisténou
v predsali se ted vytvorila mald fronta. Ve 20:00 se otevira sal a ja si jdu stejné
jako loni vyzvednout vstupenky. Pani Neuhold ze Skoly Komensky rozdavé obalky
s pfedem zakoupenymi vstupenkami a dvé slecny predavaji kazdému prichozimu
na uvitanou malou lahvi¢ku s napisem , Eierlikor”“ — vajecnym korniakem vlastni
vyroby.

Tanecni sal vypada skutecné velkolepé. Nejvice prostoru zabira tanecni parket,
po jehoZ levé i pravé strané jsou v prizemi i nahore na galerii umistény stoly i mis-
ta k sezeni. Na vSech dekorativnich prvcich — kobercich, zavésech, ramech zrcadel
i na sténach — dominuje cerven3, bila a zlata barva, strop zdobi malba s vyjevem
nebes s mnozstvim cherubin(. Lesk salu dodavaji svétla z nékolika velkych kFista-
lovych lustrd odrazejici se v zrcadlech i na vylesténych mramorovych obloZenich.
Naproti tanecnimu parketu se nachdzi pédium, kde uz stoji nékolik mikrofona,
klavesy, dvé kytary a hudebnici s trubkou a saxofonem se o ¢emsi dohaduji.

Na kazdém stole jsou pripraveny vinné sklenice i nddoby s ledem pro chlazeni
lahvi a také programy dnesniho vecera v ceském i némeckém znéni: vedle vyctu
sponzorl na zadni strané z fad organizaci® stoji podékovanii dal$im firmam a sou-
kromym subjektlm. VSimam si, Ze stejné jako loni se tu po oficidlnich projevech,
predtanceni a predstaveni maturitni tfidy maji objevit ¢lenové spolku Vlastenec-
ka omladina. V§imam si jesté, Ze v prostorach s hlavnim salem sousediciho Bijou
Baru je avizované vystoupeni skupiny DJsMusic. Dvacet minut pfed devatou ho-
dinou je jiz vétSina stoll obsazena, néktefi jesté miri ke svym mistliim v prizemi Ci
vystupuji po schodistich nahoru na galerii, na stolech se objevuji prvni lahve vina,
mineralek, obc¢as také pivo. MuZi vSech vékud dorazili ve vice ¢i méné slavnostnich
oblecich, Zeny maji na sobé plesové saty, ale i formalné stfizené kostymy.

Nékolik minut po devaté zahajuje celou udélost nastup maturantli — béhem
uvodnich tonl orchestralni Upravy Chopinovy slavnostné znéjici ,,vojenské” polo-
nézy op. 40 ¢. 1 sestupuji dvojice studentl po schodisti po obou stranach pédia
a pomalu se sefadi na tanecnim parketu pod nim. Po kratkém potlesku prichazeji
predstavitelé Skolského spolku Komensky a Mensinové rady ¢eské a slovenské
vétve v Rakousku Ing. Karel Hanzl a Mag. Pavel Rodt a oba promlouvaji stfidavé
v némciné a v ¢esting, v niz je znat lehky némecky prizvuk. Pavel Rodt predstavuje
nékteré hosty a posléze jmenuje dvé ceské skupiny z Prahy a z Brna, které budou
stejné jako v minulych letech provazet plesem, novinkou je vystoupeni formace
absolventl gymnazia jménem ,,DJsMusic” v Bijou baru. Po podékovani starostovi
mésta Viden a rakouské ministryni skolstvi, ktefi nad plesem prevzali zastitu, na-
sleduje predstaveni a Serpovani studentl maturitni tfidy. Karel Hanzl poté jesté

85 Napt. Hotel Post, Stadt Wien, Don Bosco ¢i Ceskoslovensk)'l zahrani¢ni dstav.
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zmini letogni sto EtyFicaté vyroci Skolského spolku Komensky: dékuje véem, kdo
jej financné podporuji, a také zminuje dalSich tricet pét spolk(, které se podileji
na udrZovani ¢estiny v Rakousku.

Pred pul desatou do salu prichazeji v ¢ernobilych barvach jednotné oblecené
dvojice studentl a predvadéji spolecny tanec slavnostni polonézy na upravenou
hudbu rychlé polky ,,Zabavni vlak“ op. 281 Johanna Strausse mladsiho. V sale
postupné sili Sum hovorl od stold i hostl, jenZ neuticha ani pfi dékovnych, ve
slovenstiné a cestiné pronasenych projevech dvou studentek, které trochu nos-
talgicky vzpominaji na léta proZitd na gymnaziu. V tu chvili si vS§imam drobného
kontrastu ve srovnani s projevy predrecnikd: dokonald cestina, resp. slovenstina
obou maturantek jako by na chvili vyvracela skute¢nost, Ze se nachazime mimo
Ceskou republiku.

Po téchto projevech uz zacina tanecni zadbava. Jesté naposledy zahdji tanec
studenti a studentky za doprovodu patrné nejznaméjsi pasaze valciku ,,Na kras-
ném modrém Dunaji“, ted uz se k nim pridavaji i tanecnici z fad hostl: tanci gym-
nazisté, lidé stredniho véku, ale obdivuji i nékolik starsich par(, které ovsem tan-
C¢i se zjevnou radosti. Na pddiu se mezitim pripravuji hudebnici z obou skupin,
které se posléze v pribéhu programu nékolikrat vystridaji. Brnénskd Nota bene
zahajuje svUj program skladbou ,Ta nase pisnicka ¢eska“, poté zazniva rada zna-
mych popularnich kusl prevainé v angli¢ting, Spanélstiné, némcinég, ale i cesky
pop (Olympic, Michal David) a pisné jako ,Ta jizni Morava je jisté krasna zem*“ za
doprovodu ve stylu ¢eské dechovky.

Ve 22:35 prichazi na radu ,Samba show” — vystoupeni souboru Vlastenec-
ka omladina. Na parketu nyni stoji ¢tyri divky v botach s vysokymi podpatky a
v rlzné barevnych tanecnich kostymech — podprsence a kalhotkach s flitrovou
a tfasnovou vyzdobou, s péfovymi ¢elenkami na hlavach. Jakmile se ozvou prvni
tony reprodukované hudby, roztanci sva téla s Usmévy na tvari do rytmu samby
za bujarého potlesku vSech pfitomnych. Po nékolikaminutovém vystoupeni jesté
predstavitel Vlastenecké omladiny vtipné poznamena cosi o tom, jak se souboru
nékdy rikalo Vlastenecka ,staresina“ Proto si nyni dali za cil ,ukazat, Ze je tu i
spoustu mladych a hezkych dévcat”. Ples dale pokracuje za doprovodu dalsi série
prevzatych populdrnich skladeb interpretovanych skupinami z Ceské republiky.

Jsem pochopitelné zvédava na vystoupeni studentské skupiny ,, DJsMusic”, a
tak se po desaté hodiné nékolikrat jdu podivat na déni v Bijou baru. Za sporého
osvétleni tu v jednom rohu mistnosti hraji dva mladi muZi v oblecich a s motylky
pod krkem. Zpévak se semi-akustickou tenorovou kytarou®® stojici pfed vintage
stojankovym mikrofonem , Elvis” zdravi pfitomné a prohlasuje, Ze ,je ze Ctvrté

86 Jazzova tenorova kytara md oproti klasické kytafe ponékud vétsi télo, rezonan¢ni
otvory ve tvaru pismene ,,f“ a pouze ¢tyfi struny v ladéni c g d a’
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generace a bude trochu mluvit ¢esky“, na cozZ se ozve nékolik zvolani z publika:
0, jo, Cesky”, ale dal oznamuje, Ze bude ,zpivat anglicky“. Zahy se ozve swingové
znéjici hudba, zpév a zminénou kytaru doplniuje klavirni hra spoluhrace, zpévak
nékolikrat vyméni kytaru za Ustni harmoniku. Oba hudebnici vystupuji sebejisté
a zda se, Ze jsou dobfe sehrani a zvykli hrat pravidelné pred publikem. V této
mistnosti jsou prevazné studenti, u stolk(l postava a vétSinou také pokuruje i par
zatimco nékolik dvojic se pousti do tance pred pddiem. Rozjareni mladici mi do
kamery posilaji ,Veselé pozdravy ze Slovenska a Ceska“. Na obou reproduktorech
po stranach pddia i na elektrickém klaviru visi plakat zvouci na dalsi koncerty
,DJsMusic” a zfejmé dalSich uskupeni jménem ,,DJ & Bernie — Swingin’ Duo“ a
,The Turnarounds” a zdjemci o odbér emailovych novinek se mohou zapsat do
putujici listiny.

V hlavnim sale se nadale tancuje na lidovky i ¢esky a mezinarodni pop, kolem
plnoci tu pak vrcholi plesovy program ¢eskou besedou®”. Na parketu se na vyzvu
hudebnikd béhem nékolika minut sejde osm parl tanecnikd — nékolik gymnazistd
a vétsSina dalsich ve stfednim a vyssim stfednim véku. Zahy po prvnich ténech
se utvori dva kruhy po osmi tanecnicich a ja s obdivem sleduji, jak dobfe vsichni
celou z nékolika oddild sloZzenou, témér ¢tvrthodinovou sestavu zvladaji. Tanec-
nici zaujimajici celou fadu tanecnich figur nékolikrat znéjici sousedské, furiantu,
dvojpolky, fezanky, kominiku a obkrocaku se tu pohybuji a obménuji své partne-
ry, dvojice se rozpojuji a znovu slucuji, chvilemi se utvareji kruhy ¢tyr tanecnika.

CESI VE VIDNI A JEJICH KRAJANSKE ORGANIZACE:
MENSINOVA RADA CESKE A SLOVENSKE VETVE V RAKOUSKU,
SDRUZENI CECHU A SLOVAKU V RAKOUSKU,
SKOLSKY SPOLEK KOMENSKY A VLASTENECKA OMLADINA

Prvni Cesi pFisli do Vidné u? za vlady Pfemysla Otakara II., nejsilngjsi vina ¢eské
emigrace se vsak datuje na prelom 19. a 20. stoleti. Kolem roku 1900 se dokonce
Viden stala méstem s nejvétsim poctem cesky mluvicich, idaje z rakouskych sta-
tistik z roku 1910 uvadéji 309 046 pristéhovalct s rodistém v Cechach a na Mora-
vé (Mayerova in Basler, Brandeis et al. 2006: 278), neoficidlni odhady se pohybuji
mezi ¢tvrt milionem (Velek 2009: 33) az pal milionem usazenych osob c¢eského
plvodu véetné jejich potomk( (Soukup 1928: 141-142). Usadili se tu nejen délnici,
remesilnici a sluzebnictvo, ale i Urednici, Slechtici, védci a umélci (Machat, 1946).
Cesi spolu s Zidy byli v obdobi pfed prvni svétovou valkou dvéma nejvyznamné;jsi-
mi mensinami ve Vidni (Vocelka in Brousek, Vocelka et al. 2002 : 11).

87 Ceska beseda je fadovy tanec pro ¢tyfi pary, u jehoz zrodu v 60. letech 19. stoleti stali
Jan Neruda, Bedfich Smetana a Ferdinand Heller (Heller 1959).
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Zakladnim charakteristickym rysem ceské videriské emigrace je jeji vicevrs-
tevnatost: Cesi ptichazeli do Rakouska v nékolika réizné podminénych migraénich
vinach, dodnes zde tedy Zije jak patd generace potomk pristéhovalcl z druhé
poloviny 19. stoleti, tak i lidé prichozi po roce 1948, 1968 i 1989. Od poloviny
devatenactého stoleti se datuje rozvoj mensinového Zivota podporovaného vzni-
kem rady novin a nékolika desitek instituci, které byly aktivni i navzdory germa-
nizacnim opatfenim zejména v ére starosty Karla Luegera (1897-1910) (Mayer
1996: 131). V mezivale¢ném obdobi uvadi Karl Brousek existenci vice nez 20 men-
Sinovych periodik a 300 spolkd (Brousek in Brousek, Vocelka et al. 2002: 39). Mezi
nimi bylo i mnozstvi na hudbu se soustfedujicich — mimochodem také nejdrive
zaloZenych — instituci: od péveckych sbori® pres vojenské kapely aZz po orches-
try tamburasskych nastrojd. Nékteré z nich, jako napfiklad v roce 1868 zaloZzeny
Akademicky spolek nebo Slovanska beseda (zal. 1865), funguji dodnes. Hudebnici
tehdy vystupovali nejen na ,Cesky”, ale i Sifeji ,slovansky” zamérenych plesech a
hudebné tanecnich vecerech, tzv. beseddch s Gcastniky z fad student(l, délnika
i nizSich drednikd. Ve dvacatych a tricatych letech ve Vidni plsobila rada ces-
kych instrumentalist(l, sbormistrq, dirigentd, skladatel( v oblasti umélecké hudby
i jazzu.

Osud videriskych Cechd i jejich krajanskych spolkdl poznamenaly politické
zvraty dvacatého stoleti — vznik samostatného ceskoslovenského statu, nastup
nacismu v Rakousku a zejména pak udalosti po druhé svétové valce, kdy cast
videriskych Cechtl odesla zpét do vlasti: podle Ivy Heroldové se do roku 1950
reemigraci do CSR vratilo 11 117 osob (Heroldova in Broudek et al. 1989: 276).
Mensinu pak rozstépil rok 1948, po némz se jeji ¢ast priklonila ke komunistickému
rezimu. Tento rozkol poznamenal vzajemné styky témér dodnes. Od roku 1977 se
Cesi stali v Rakousku uznanou , ndrodnostni menginou” s pravem na vznik Porad-
niho sboru pro ¢eskou narodnostni mensinu, k jehoz ustaveni nicméné doslo az
v roce 1994, po 17 letech dohadovani (Tichy in Basler, Brandeis et al. 2006: 276).

Hlavnim organizatorem &eského plesu je v souc¢asné dobé Skolsky spolek Ko-
mensky?®. Od svého zaloZeni v roce 1872 si kladl za cil vyucovani ¢eského jazyka
a predevsim ztizeni soukromé ceské skoly. Do konce prvni svétové valky se Skola
musela potykat se statnimi restrikcemi, od roku 1920 se vSak podafrilo zfidit gym-
nazium ve Schitzengasse 31, které ve tricatych letech navstévovalo kolem ctyr a
pul tisice student(. Za druhé svétové valky byl stejné jako vSechny ostatni ceské
instituce Skolsky spolek rozpustén, po valce se veskeré ceské $kolstvi ve Vidni
soustredilo do budovy na Sebastianplatz, kde dodnes funguje Skolka i dva stup-

88 Napt. Zpévacky spolek Lumir, Hlahol Viden, sbor pti Jednoté sv. Metodéje aj.

89 S ohledem na snahu o zvét§eni poc¢tu uéastniki doslo od roku 2004 ke spojeni
sreprezentaéniho® plesu s plesem maturitnim.
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né zakladni Skoly. Spolku se podafrilo znovu ziskat budovu na Schiitzengasse, kde
sidli nové zrekonstruované gymnazium. Skola Komensky je jedinou menginovou
vzdélavaci instituci ve Vidni, ktera poskytuje bilingvni vzdélani v ¢estiné nebo slo-
venstiné a v némciné na vsech stupnich, od matefské Skoly po maturitu®.

Na organizaci pavodné , Celomensinového reprezentacniho” plesu se od roku
1984 podili Mensinova rada Ceské a slovenské vétve v Rakousku. Podle jejiho
dlouholetého predstavitele Oty Cesky sdruzovala jak nékteré politické strany??,
tak i kulturni nebo télocviéné spolky®? (Ceska in Basler, Brandeis et al. 2006: 352—
353). Po roce 1948 vznika jiz zminéné , konkuren¢ni Sdruzeni Cechd a Slovakd,
které podle Cesky ,kolaboruje” s komunistickym rezimem az do roku 1989 (Ibid.:
353). Ke Sdruzeni Cech(l a Slovakl v Rakousku se pFipojily Skolsky spolek Komen-
sky, Vlastenecka omladina ¢i Klub ¢eskoslovenskych turistd. Na obranu Sdruzeni
uvadi jeho dlouholety predseda Miroslav Brozak ¢innost Skoly Komensky, moz-
nost pobytd a navitév pribuznych v Ceskoslovensku a kulturni programy — prede-
vsim filmové projekce a vystoupeni ¢eskoslovenskych umélcli v Rakousku (Brozak
in Basler, Brandeis et al. 2006: 356—357).

Na programu ceského plesu se opakované objevuji clenové spolku Vlastenec-
ka omladina®. Stejné jako dva vyse zminéné spolky, ma i Vlastenecka omladina
dlouhou minulost. Byla zaloZena roku 1886 za Ucelem snahy o udrzeni ceského
jazyka, coz mély umoznovat nejprve spolec¢né schlizky ¢lenl v hostincich, vyle-
ty, recitacni krouzek, hudebni a pévecké soubory a ochotnické divadlo, které se
od padesatych let dvacatého stoleti stalo hlavni naplni ¢innosti spolku — ¢lenové
nastudovali dila ¢eskych i svétovych klasikid®t. Vlastenecka omladina dlouho spo-
lupracuje se Skolskym spolkem Komensky, kde méa také od roku 1993 své sidlo
(Brandeis in Basler, Brandeis et al. 2006: 406—409): setkani, zkousky a vystoupeni
probihaji v divadelnim séle v hlavni budové Skoly Komensky na Sebastianplatz.

Teprve po padu komunistického rezimu dochazi k postupnym proménam vza-
jemnych vztahd, Sdruzeni Cech@ a Slovakd a k nému pFidruzené spolky vstupuji
do Mensinové rady v roce 1997. Zména situace soucasné ceské videnské mensiny
se patrné odrazi pravé ve spolupraci Skolského spolku Komensky a Vlastenecké
omladiny, byvalymi pfivrzenci nékdej$iho Sdruzeni Cechd a Slovéks s Mengino-
vou radou, resp. Jednotou svatého Metodéje a Klubem Don Bosco.

90 viz http://www.komensky.at/ a http://www.orgkomensky.at/ (25. 9. 2013).

91 Socidlni demokraté, narodni socialisté a lidovci.

92 Napt. Sokol, pévecky spolek Lumir, Ceské srdce, Jednota sv. Metodéje.
93 Viz http://www.omladina.at/ (25.9. 2013).

94 Napt. Klicpera, Tyl, Vrchlicky, Ibsen, Wilde, Gogol, Moliére ad.
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CTYRI VYZNAMOVE DIMENZE CESKEHO PLESU

Podle mého nazoru se na plese stykaji Ctyfi ,vyznamové dimenze”: prvni lze spa-
tfit v deklarované spjatosti s rakouskym, resp. videnskym prostfedim, do néhoz
vidensti Cesi uz pres sto let patfi. K nému poukazuje misto konani plesu, Parkho-
tel Schénbrunn, ktery ma pozoruhodnou minulost®®: plivodné cisarsky hostinec
roku 1823 prevzal Ferdinand Dommayer, za jehoZ vedeni se objekt prestavél a
pro verejnost se tu oteviel novy tanecni sal, v némz otec a syn Johann Strauss
i Joseph Lanner uvedli své slavné valciky. JelikoZz pocatkem dvacatého stoleti
méla Viden nedostatek luxusnich hoteld, nahradil roku 1907 nékdejsi Café Dom-
mayer dodnes fungujici Parkhotel Schonbrunn, ktery zahy po otevieni proslavili
hosté cisare Frantiska Josefa I. Cesky ples se tu pravidelné potadd od roku 1990
(Videriské svobodné listy 61 (9/10): 3) kromé prestavky v letech 2011 az 2012,
kdy se z dlvod( rekonkstrukce hotelu akce konala v Kursalonu Hibner®. Zda se,
e videndti Cesi se citi byt Uzce spjati s prostfedim centralni Vidné a chtéji sem
patfit. Vedle volby mista konani plesu mlze snad urcitou roli hrat i opakované
predtanceni na hudbu Johanna Strausse.

Druhou dimenzi je tanecni zabava globalniho, resp. ,,euroamerického” charak-
teru. V ni se odrdzi skutecnost, Ze lidé ve Vidni stejné jako v mnoha dalSich mis-
tech na svété k tanci a zabavé upfednostnuji hudbu prevaziné s anglickymi texty,
par let i nékolik desetileti staré skladby znamé z hitparad a rozsifené v obecném
povédomi mimo jiné diky alespon z¢asti globalné unifikovanému charakteru roz-
hlasového vysilani. Tuto dimenzi reprezentovala velka ¢ast repertoaru predva-
déného hudebniky z Prahy a Brna. JelikoZ se obé skupiny orientuji na podobny,
v nékterych pripadech i totozny repertoar, hudebnici si rozdélili Ulohy — zatimco
Caroline Band uvadi znamé evergreeny z zanru Ceské i svétové popularni hudby
a ,standardni swingovy repertoar” (Pavel Dreser, 21. 8. 2013), Nota bene uvadi
,Sstylové pestrejsi“ skladby v rytmech polky, waltzu, cha-chy a dalSich (Jaro-
slav Musil, 21. 8. 2013). Obé zmifiované hudebni skupiny pochazeji z Ceské re-
publiky a na plese ve Vidni vystupovaly jiz nékolikrat. Zatimco Caroline Band si
spoluporadatelka ceského plesu Margita Jonas nasla pres internet, skupina Nota
bene byla oslovena v navaznosti na predchozi zkusenost s jejim vystoupenim: za-
kladajici ¢len skupiny Jaroslav Musil hral na svatbé podnikatele Zijiciho ve Vidni,
pres néjz ho pozdéji kontaktovala taktéZ pani Jonas. Caroline Band®” pusobi od
roku 1996. Jedna se o prazskou skupinu profesionalnich hudebnik( vystupujici ve
dvou azZ c¢tyrélenném obsazeni (zpév, klavesy, saxofon, trubka) na plesech, svat-

95 Viz http://www.austria-trend.at/parkhotel-schoenbrunn/de/history.asp (22. 8. 2013).

96 Rovnéz velice reprezentativni budova nachazejici se v aredlu Stadtparku, nedaleko
historického centra Vidné. Viz http://www.kursalonwien.at/ (17. 10. 2013).

97 Viz www.caroline-band.cz (22. 8. 2013).
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bach ¢i rautech. Repertoar tvori ¢eské a zahrani¢ni popové i muzikalové skladby
a tanecni evergreeny (ABBA, Michael Jackson, Rod Stewart, Waldermar Matuska,
Karel Gott ad.). Nota Bene®® je v roce 2000 vznikld skupina z Brna. Vystupuje
v duu az v kvintetu v obsazeni kytara, klavesy, zpév a flétna/pikola. S tane¢ni a po-
slechovou hudbou se uplatriuje predevsim na soukromych akcich typu tanecnich
zébav a plest v Ceské republice i v zahranici, od roku 2008 také ve Vidni. Skupina
ma na svém repertodru pres 600 prevzatych pisni a instrumentalnich skladeb,
od ceskych a moravskych lidovek (napf. Pisnicka Ceska, Ej pada rosicka) pres
Ceskoslovensky a zahranic¢ni pop (Lucie Vondrackova, Kabat, Elan, Elvis Presley,
Frank Sinatra, Julio Iglesias ad.) aZ po v obecném povédomi znamé tanecni sklad-
by (napf. Johann Strauss — Radeckého pochod, tango ,,El Choclo®).

Treti vyznamovou dimenzi ¢eského plesu ve Vidni je odkazovani na symbo-
lické ukazatele ¢eské narodni identity. V tomto pripadé jimi jsou Ceské lidové
pisné a popularni skladby, predevsim ale naZivo hrana ceska beseda, kterou po
hudebnicich pozadovala jedna z organizatorek plesu, Margita Jonas. Soucasna
reditelka gymnazia Helena Huber i Margita Jonas shodné uvedly, Ze pro ceské
skupiny byl tento pozadavek unikatni, hudebnici si museli sehnat noty a bese-
du se naucit vyhradné kv(li svému vystoupeni na ceském plese ve Vidni. Tanec
besedy je zde dlouholetou tradici: tancovala se nejen na predchozich rocnicich
Reprezentacniho a maturitniho plesu, ale i na dfive konanych ¢eskych mensino-
vych plesech, Plese ¢eskoslovenskych remeslinikd a obchodnik( ve Vidni taktéz
v Kursalonu Hubner ¢&i hotelu Mariott®®, ale téz pfi jinych, obvykle slavnostnich
prileZitostech (napriklad pouli¢ni slavnost pfi staletém vyroc¢i Gymnazia Komen-
sky, 7. 10. 2010%%°), na Moravskych hodech se pry tancovala beseda v moravskych
krojich (Helena Huber, 19. 9. 2013). Osobné jsem méla moZnost pozorovat tanec
besedy na plese v roce 2012, z archivnich materidld Klubu Don Bosco je patrné,
Ze se beseda vedle dalSich ¢eskych tancl nacviCuje v prostorach ceské katolické
misie jiZ pres tricet let. Zde se ji naucila jak napfiklad souc¢asna feditelka Gymnazia
Komensky'?, tak i spoluhraé Dominika A. Jezka a absolvent gymnazia Komensky
Andreas Egermeier, ktery sdm vzpominal na vyuku a tanec ¢eské besedy v Klubu
Don Bosco. | dalsi absolventi rlznych stupiit Komenského skoly maji ve svych
vzpominkach Klub Don Bosco i ¢esky kostel na Rennwegu spojen zejména s hud-
bou a zpévem Ceskych pisni (Magdalena Vachova) ¢i napriklad se zacatky hry na
kytaru (Dominik A. Jezek).

98 Viz www.notabeneband.cz (22. 8. 2013).
99 Viz http://www.rozhledy.at/35JahreDBKlub.htm (19. 9. 2013).
100 Fotografie z akce, viz http://orgkomensky.at/fotos.php?id=325 (19. 9. 2013).

101 Sama ji poté ucila po vecerech své kolegy z gymnazia.
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Ctvrtou dimenzi je spoleéensky vyznam a potencidl plesu ve smyslu pfilezitosti
k upozornéni na vlastni dovednosti jiz utvofenému okruhu socialnich kontakta.
Jak se ukdzalo z rozhovort s hudebniky z ,DJsMusic”, kontext ¢eského ,,mensino-
vého“ ples tu pfitom nehraje pfilis velkou roli. Zakladatelem skupiny ,,DJsMusic”
je Dominik A. Jezek (narozen 1987 ve Vidni), ktery pUsobi v nékolika hudebnich
uskupenich (,,DJ & Bernie — Swingin’ Duo”, ,The Tournarounds” a ,,Four Beats”)
a vétsina jeho spoluhrac ma ceské predky. Sdm se povazuje za ,Rakusana s Ces-
kymi koteny“: z Cech pridli do Vidné jeho prarodi¢e. Doma mluvil ¢esky obéas
pouze s dédeckem, ktery mu vytykal, Ze nezpiva v c¢estiné, jazykem kazdodenni
komunikace viak pro néj byla a je némcina. Cesky se naucil od ¢eskych kamaradd
o prazdninach na Moravé a predeviim pak ve Skole Komensky, kde se dvéma
spoluzaky zaloZil skupinu zamérenou na klasicky americky rock’n’roll, ¢astecné i
swing a jazzovou hudbu, k nizZ ziskal sympatie diky jejimu poslechu v rodinném,
hudbé velmi naklonéném prostredi: uz jeho dédecek hral na kytaru v jazzovém
bigbandu, otec na saxofon, chodilo se ¢asto na koncerty. Dominikav spoluhrdc,
baskytarista Andreas Egermeier dodava, Ze volbu tohoto Zanru motivovala snaha
ziskat si publikum — ve Vidni jde pry o oblibenou hudbu, soucasné ji ale provozuje
jen malo prislusniki mladé generace. Repertoarem jsou az na nékolik vlastnich
kusU prevzaté skladby, zpiva se hlavné v angli¢tiné, ob¢as v némciné, s ispéchem
se u publika setkava také klasicky austropop. V rtzné pocetnych sestavach hu-
debnici hraji jak ve videriskych barech a klubech'??, tak i soukromé na oslavach,
prileZitostné i v 1été na venkovnich pddiich. Dominik A. Jezek se sdm stara o ves-
keré organizacni zaleZitosti, tvorbu webovych stranek i propagacnich materiald.
Publikum koncert( Jezkovych skupin je az na par posluchact z fad byvalych spolu-
zakd z Komenského skoly Cisté rakouské a tvofi jej vétSinou lidé stredniho véku —
podle Andrease Egermeiera je pravé tato hudba oblibend zejména u ,generace
nasich rodic(” (Andreas Egermeier, 4. 9. 2013). Kontaktovat ¢eskou mensinu a
poukazovat na fakt, Ze jsou absolventy Skoly Komensky, se hudebnici snaZi jen
tehdy, pokud se jedna o vystoupeni na ¢eském plese ¢i napriklad na predvanoc-
nim koncerté v prostorach Komenského skoly.

Ac chtél Dominik A. JeZek na plese v roce 2013 vystupovat v sestavé slozené
z byvalych absolventt raznych stuprid Komenského skol a zahrat téz nékolik ,,sta-
rych ¢eskych rock’n’rollovych pisnicek”, z organizacnich i z ekonomickych dtvoda
zde skupina vystupovala pouze v duu a v barovém prostredi znély klasické ame-
rické rockové a jazzové skladby. Hrani zde sice bylo jednou z pfilezitosti k vystou-
peni, pro Andrease Egermeiera i Dominika A. Jezka jeho vyznam spociva hlavné
v moznosti oslovit a upozornit na sebe zndmé z okruhu Skolského spolku:

102 Napt. Tunnel Vienna Live (Josefstadt), The Sign Lounge (Alsergrund), Saloon a Café
Falk (Donaustadt).
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»Pro mé to bylo velmi dilezité. Zaprvé jsem se opravdu tésil na to, a tfi roky jsem
se o to snazil, a za druhé taky hodné mladych lidi mi feklo, Ze v baru je podle nich
dobra muzika, a po tfeti ty kontakty, které z takovych véci vzejdou... pro mé to
bylo velmi pékny a diilezity.“ (Dominik A. Jezek, 12. 9. 2013)

»My jsme méli na§ aplné prvni vystup na mym maturitnim plese... Chtéli jsme
tam sami zahrat, protoze jsme si fekli: je tam publikum, které zname my, a to by
byla super moznost se dostat do kontaktu taky s lidma, ktefi sami néco organizu-
jou, to je hlavné Skolsky spolek Komensky... j4 bych fekl, Ze to je vyznamnéjsi (nez
jind vystoupeni — pozn. ZSH), hlavné kvili tomu, Ze to publikum néjak zname, ty
lidi, ktef{ tam jsou na tom plese, jsme znali, oni nds uz znali odmalicka ¢astecne,
takze bylo nam dutlezity, aby se to tém lidem libilo, aby taky pak oni pfes mundpro-
paganda fekli, Ze je to dobry.“ (Andreas Egermeier, 4. 9. 2013)

MARGINALIZACE CESKE NARODNI IDENTITY: BYT (OBCAS) CECHEM?

Cesky Reprezentaéni a maturitni ples se podoba hudebnim udalostem odpovi-
dajicim v prostredi Prahy popsané strategii sebeprezentace cizineckych mensin,
kterou jsem nazvala ,hudbou neviditelnych enklav“ (Skofepova Honzlova 2012):
i nékolik stovek prislusnikli mensiny se schazi pfi vyjimecné pfrileZitosti a porada
néjakou kulturni akci takfka bez védomi a predevsim bez Ucasti vétsiny. Pozvanku
na ples videriskych Cech(i Ize nalézt vedle mensinovych periodik’®® na webu Skol-
ského spolku Komensky, ktery soucasné prodava vstupenky. PrestozZe ples figu-
ruje na internetovém kalendari videnskych plesti'®, jeho navstévniky jsou z valné
vétsiny pribuzni maturantd, pfipadné zakd a studentt z jinych roc¢nik( a dale ti,
kdo jsou s ¢eskou videnskou mensinou pribuzensky spjati.

Jak jsem méla moZnost pozorovat na hudebnich udalostech rdznych cizinec-
kych mensin v Praze, pokud ne cely, tak prinejmensim vétsina programu a jed-
notlivd vystoupeni byvaji prosycena rfadou odkazl k symbolickym ukazateldm
etnické ¢i narodni identity: hovofi a zpiva se v mensinovém jazyce, pritomni hos-
té tancuji i sami zpivaji s Ucinkujicimi, tj. prezenta¢ni model provozovani hudby
ustupuje tomu participa¢nimu (Turino 2008), objevuje se rlizné , etnické” oblece-
ni atd. Na symbolické ukazatele CeSstvi (resp. ¢eské narodni identity) odkazovala
Ctvrta vyznamova dimenze, kterou ztélesriovaly Ceské lidové pisné i popularni
hity a zejména pak tanec Ceské besedy, jez se dle nazoru spoluorganizatorky plesu
Margity Jonas i feditelky gymnazia Heleny Huber tancuje snad uz jen zde ve Vidni.
Srovnanis plesem v roce 2012 prozrazuje, Ze lonsky repertoar byl takrka identicky
s tim letoSnim, besedu si tehdy zatancoval i podobny pocet tanecnikd.

103 Ceska & slovenska Viden, Videfiské svobodné listy a kulturni mési¢nik Klub.
104 Viz http://www.ballkalender.cc/ (30. 9. 2013).
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Pro videriské Cechy ma ¢eskd beseda bezpochyby jiny vyznam, ne? jaky by
méla pro maturanty v Praze, Brné & na jakémkoli jiném misté v Ceské republice,
kde by patrné jiz malokoho napadlo ji tancovat. Hudebnici schopni zahrat ¢eskou
besedu by se ale podle spoluorganizatorky plesu Margity Jonas v Rakousku zfejmé
nenaslil®®. Bez ohledu na tuto skute¢nost ale hraje angazovani ¢eskych hudebnikd
neboli ,navaznost na Cechy a ¢esky repertodr (Margita Jonas, 12. 9. 2013) vel-
kou roli. Radu let pfed rekonstrukci hrala v prostorach Bijou baru v Parkhotelu
Schonbrunn také skupina z Bratislavy, kterou nyni nahradilo vystoupeni Dominika
A. Jezka a jeho skupin.

Prestoze na Ceském plese ve Vidni je patrna rada symbolickych ukazatel(i ceské
narodni identity, kupfikladu ve srovnani s prazskymi Ukrajinci si vidensti Cesi své
Cesstvi pripominaji pomérné ,vlazné” ¢i ,strizlivé”: nikdo z hostl se nedostavil
v néjakém kroji, na poradu nebyla recitace vlasteneckych basni nebo vystupy
,harodnich” pisfiovych ¢i tanecnich soubor(. Ani letos ani loni také z programu
Ceského plesu neciselo nostalgické vzpominani na vzdalenou vlast, které jsem po-
zorovala na setkani v Praze Zijicich arabskych hudebniki ze skupiny Ziriab a jejich
posluchacl (Skorepova Honzlova 2010) i na nékterych dalSich komunitnich akcich
cizinct zijicich v Ceské republice. Jak vyplynulo z rozhovor(, je pro hudebniky-ab-
solventy Skoly nebo Gymnazia Komensky jejich vystoupeni na plese predeviim
strategickou prileZitosti k rozsifeni vlastniho publika o lidi z okruhu byvalych spo-
lec¢enskych kontaktd.

PFi vzajemném porovnani hodnoceni programu ceského plesu ze strany jeho
spoluorganizatorky Margity Jonas s pohledem Dominika A. Jezka vychazi naje-
vo generacné a predevsim jinou migracni situaci podminéné nazory: zatimco pro
Margitu Jonas je to ,krasny pocit, kdyz slySite po mnoha letech pobytu mimo
republiku hity svého mladi pravé ve Vidni, a to na plese, ktery spoluorganizu-
jete” (Margita Jonas, 12. 9. 2013), absolvent Skoly Komensky jakoZto , Raku$an
s Ceskymi koreny“ fika:

»...Tabeseda, to ano... I kdyz podle mé to je jedno, jestli to je z cédécka, ta beseda,
nebo ne, protoze jde o ten tanec... A jinak taky nevim, jestli se to vyplati, protoze
ta nova, ta aktudlni generace, kterd bude chodit na ples jesté dalsich tficet let, ta
uz je dvé nebo tfi generace tady ve Vidni a nevim, jestli to je notwendig pro né, aby
prisla néjaka skupina z Brna a hraje né¢jaky moderni ¢esky nebo slovensky hity,
protoze stejné je nezndme... Je to dulezité, aby nékdo hral néjaky klasicky cesky...

na Rennwegu jsem se dala do fec¢i s dvéma pany, padlo slovo i o ¢eském plese. Jeden
skoro pohrdavym ténem poznamenal: ,Ale vzdyt oni si zvou hudebniky z Cech
a druhy rovnéz podotkl cosi o tom, Ze ¢es$ti hudebnici ve Vidni jiz vymfeli.
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nebo stary, aby ta tradice ztstala, ale moderni cesky hity, nevim, jestli to nékoho
zajima tady, protoze vsichni tady bydli ve Vidni a o tom ani nevi.“ (Dominik
A.Jezek, 12.9.2013)

Zatimco u Margity Jonas je vnimani ,,modernich ¢eskych hitd“ ovlivnéno nostal-
gicky zabarvenymi vzpominkami na uréitou ¢ast vlastni minulosti prozité v Ces-
ké republice, u Dominika A. Jezka upoutaji pozornost stopy idealizovaného kon-
struktu Cech jako ,,staré (byt dnes jiz vzdalené) domoviny“ a toho, co by mélo byt
Ltradicni, , klasické ceské”, tj. vtomto pripadé tanec Ceské besedy.

Podle vyuéujici hudebni vychovy na Skole Komensky Yvony Friedlové jsou
dnes jiz Cesi ve Vidni prakticky neviditelni — pokud chté&ji, mohou si své ¢esstvi
pripominat a byt si ho védomi, aniz by zaroven nebyli souéasti rakouské a videriské
spolecnosti, do niz diky dokonalé znalosti némciny i kazdodenniho Zivota zde
uz zcela zapadaji (Yvona Friedlova, 18. 9. 2013). Je tedy otazkou, do jaké miry
si viden$ti Cesi aktualizuji a pFfipominaji své ¢edstvi pouze situaéné, tj. pravé a
jen pti udalostech typu ¢eského plesu nebo jinych, dnes jiz pomérné sporadicky
konanych akcich nékterych krajanskych spolk anebo poradanych ze soukromé
iniciativy mimo mensinové instituce. K objasnéni faktu, zda se pfislusnici ¢eské
videriské mensiny a zejména rdznych jejich ¢asti a generaci citi ,(ne)byt Cechy”
jen obcas — tfeba na plese —, anebo stale, bude jesté tfeba dalsiho vyzkumu.
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FADO, CESTA NA VYSLUNT{

Kristyna Kuhnova

Tato kapitola vychazi z terénniho vyzkumu, ktery jsem uskutecnila v Lisabonu
v kvétnu a ¢ervnu 2013 v ramci vyzkumu, jehoZ vystupem ma byt disertacni pra-
ce zamérujici se na tradi¢ni méstsky hudebni zanr fado provozovany amatérskymi
hudebniky ve mésté Lisabon. Cilem samotného disertacniho projektu je mapovat
hudebni procesy slouZzici jako nastroj pro formovani kulturniho mista, které je
centralni pro vyvoj konkrétni hudebni komunity°®. Vyzkum ma dale reflektovat
proménu, jiz zanr fado v soucasnosti prochazi, a sledovat vliv této promény na
sloZzeni a motivace hudebni komunity.

Pro tuto pripadovou studii jsem zvolila misto s nazvem CLAF v lisabonské pri-
myslové ¢tvrti Marvila, které organizuje nedélni matiné amatérského fada a zaro-
ven funguje jako skola fada.

V nasledujicim textu sleduji proménu do nedavné minulosti marginalizované-
ho hudebniho Zanru fado v populdrni fenomén, ktery po dlouhé dobé opét naby-
va na dulleZitosti v portugalském kulturnim Zivoté a povédomi o ném se rychle Siti
i za hranice Portugalska.

Popularitu fada, ktera vzrlista zhruba od konce tisicileti, umocnil fakt, Ze se
fado v roce 2011 zapsalo na seznam UNESCO a bylo prohldseno za nehmotné
dédictvi lidstva. Doslo tak ke kone¢nému uzavreni politicko-ideologické deba-
ty?” ohledné problematické minulosti fada, které bylo pro mnohé spojovano
s propagandou salazarovské fasSistické diktatury. Tento fakt vedl k velkému od-
livu obecenstva predevsim v revolucnich a porevolu¢nich sedmdesatych letech
20. stoleti.

106 Vychazim z definice hudebni komunity americké etnomuzikolozky K. Kaufman
Shelemay (2011): ,,Hudebni komunita, at uz jakkoliv zasazend v misté nebo case,
je pospolitost vytvorena a udrzovand prostfednictvim hudebnich procesti a/nebo
predstaveni. Hudebni komunita muzZe byt konstituovand socidlné a/nebo symbolic-
ky. Provozovdnim hudby mutZou vzniknout spole¢enské vztahy v redlném case (...).
Hudebni komunita nevyzaduje pfitomnost konvenénich strukturnich prvka, nemusi
byt ukotvena v jednom misté, i kdyZ strukturni a lokdlni prvky mohou mit dilezi-
tost v procesu formovani komunity a udrzovéni jeji existence. Hudebni komunita je
socialni entita, vysledek kombinace socidlnich a hudebnich procest. Tém, ktefi se na
hudbé podileji at uz aktivné, ¢i poslechem, poskytuje védomi napojeni mezi sebou.”
107 Rui Vieira Nery v piispévku na konferenci s ndzvem ,,Dédictvi jako identita®
v Muzeu fada 24. kvétna 2013.
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Neznamenalo to, Ze by praxe fada vymizela. At uz na neformalnich rodinnych
oslavach, nebo na Urovni amatérské a profesiondlni fado ve mésté pretrvavalo.
Nicméné néktefi Portugalci stfedni generace zminuiji, Ze v tomto obdobi jim jejich
vétsinou protirezZimné orientovani rodice fado dokonce zakazovali poslouchat,
protoZe ho spojovalis ,,Novym statem* (Estado Novo).}°® Fado mimo jiné bylo v té
dobé vyskrtnuto z dramaturgickych pland rozhlasu a televize.

Jiné stigma, kterym fado dlouhou dobu trpélo, byla asociace Zanru s nevaza-
nym nocnim Zivotem:

» v

»Chtéla jsem byt fadistkou, ale muj otec nechtél, abych fado zpivala,” fika 54letd
Luisa kapverdského ptvodu, ktera navstévuje skolu fada ve sdruzeni CLAF. ,,Vni-
mal fado jako néco nizkého, co zpivaji prostitutky, a taky nechtél, abych chodila po
nocich po barech.” (Rozhovor s Luisou da Purificacdo, CLAF, Lisabon, 4. kvétna
2013).

Armando Tavares, jeden ze zakladatell sdruzeni CLAF, to upresiuje:

»Zalezelo na ctvrtich. Fado bylo spojovano s prostituci predev$im na Mourarii,
v Alfamé uz tolik ne. Ve ¢tvrti Madragoa spojovali fado zase s prodavackami ryb.
Fado bylo $patné jen pro toho, kdo chtél.“ (Rozhovor s Armandem Tavaresem,
CLAF, Lisabon, 6. kvétna 2013).

V 90. letech se zacala pozvolna obnovovat vitalita fada, prilom vsak znamenala
predevsim druha polovina desetileti, kdy se oproti minulym dekadam objevilo
velké mnozZstvi mladych umélc(, kteri se chtéji fadu vénovat. Motivace mnoha
z nich se vsak ¢asto lisi od motivaci starsich tradi¢nich fadist(. | samotny proces
uceni fada prochazi podobné jako fado proménou.

Slavna fadistka Mariza se vyjadruje v dokumentu Mariza and The Story of Fado
z roku 2007 k procesu predavani fada:

»Domy fada jsou dilezitou $kolou pro fadisty. Fado je ordlni tradice, neexistuji
hudebni koly, kde by se fado vyucovalo. U¢ime se ho na ulicich, v tavernach nebo
v domech fada (casas de fado). Tady miizete sly$et tradi¢ni a ty nejlepsi fadisty a od
nich se musite ucit.“(Mariza and The Story of Fado 2007).1

Tradi¢ni zasvécovani do uméni fada v podnicich, o kterych Mariza hovofi, je v Li-
sabonu stale velmi zivé. Mnoho fadistl nicméné timto procesem iniciace uz ne-
prochazi, objevuji fado napriklad pres nahravky slavnych fadist a hudebné se
vzdélavaji na uméleckych skolach, kde si osvojuji spravnou techniku, a navsté-
vuji relativné neddavno vzniklé skoly fada. Této problematice se vénuji dikladnéji

108 Jako Novy stat je oznacované obdobi dikatury mezi lety 1933-1974.
109 Britsky filmovy dokument pro BBC reziséra Simona Broughtona.
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v posledni kapitole ¢lanku, ktera vychazi z terénniho vyzkumu ve Skole fada ve
sdruzeni CLAF.

CESTA Z MARGINALITY NA VYSLUNI

Fado si nékolikrat béhem svého dlouholetého vyvoje proslo cestou ze samého
okraje na vrchol a zpét. Pro pochopeni soucasné situace je dulezité uvést fado do
historicko-kulturnich souvislosti.

Samotny plvod fada je spojovany s marginalnimi lisabonskymi vrstvami 18. a
19. stoleti. Rui Vieira Nery (2004)° tvrdi, Ze koreny fada maji zaklad v intenzivni
luso-afro-brazilské kulturni vymeéné v pribéhu 18. a 19. stoleti, kdy se afro-brazil-
sky tanec fado usadil ve své lidovéjsi podobé v prostredi lidi na okraji lisabonské
spolecnosti a smisil se s vlivy jejich tanecni a hudebni tradice. Fado bylo v té dobé
spojovano vyhradné s prostfedim kréem a nevéstincd. Prvnimi fadisty byli poulic¢-
ni rvaci a prostitutky. Teprve v 2. poloviné 19. stoleti proniklo fado i mezi stfedni
a vyssi stfedni vrstvu.

Nejvétsi proménu a vykyvy v popularité ale fado prodélalo v pribéhu 20. sto-
leti. Prochazelo momenty, kdy se protivilo politickému establishmentu, ale zaro-
ven se tésilo velké oblibenosti u publika a naopak.

Fasisticky reZim, ktery nastoupil v roce 1933, se predevsim obaval revoluc¢ni
minulosti a ideologickych tendenci fada, a proto se ho snazil usmérnit profesio-
nalizaci a cenzurou. Uzaviel umélce do kodifikovaného prostredi tzv. domu fada
(casa de fado), sjednotil vystupovani fadistli a kompletné vyloucil marginaini zna-
ky spojované s jeho plvodem. Salazar béhem tohoto obdobi jasné vystupoval
proti fadu jako nebezpecnému, neddvno vzniklému méstskému Zanru. Prosazoval
oproti nému po staleti se vyvijejici venkovskou tradici, kterd podle néj dokazala
opravdové vyjadrit narodni identitu. Na Zadné ze statnich oslav fado nefiguro-
valo, coZ byl paradox, protoZe v té dobé dosahovalo svého vrcholu popularity
v divadle, filmu a rozhlase. V tomto prvnim uspésném obdobi Nového statu bylo
povaZovano za zanr opovrzenihodny, se kterym je nutno Zit pragmaticky vedle
sebe a v nadéji, Ze vychova publika vymaze Zivé vzpominky na prostituci a zlocin
19. stoleti.

Tento oficidlni postoj se po 2. svétové valce radikalné zménil. Jasné rezimni
pronémecké sympatie kontrastovaly s ndzorem vétsiny populace a Novy stat ztra-
til dGvéru predevsim mladych Portugalcl. Strategie propagandy se musela zmé-
nit na pragmaticky populismus vytvarejici kulturu pro masu, ktera méla zabranit
pronikajicimu nezadoucimu vlivu ze zapadni Evropy a Spojenych statd. V tomto
novém kontextu rezim, ktery mél k fadu vzdy ambivalentni aZz nepratelsky postoj,

110 Poznatky o kulturné-historickych souvislostech vychézeji z knihy Ruie Viery Neryho
Para Uma Histéria do Fado.
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konecné objevil zanr, ktery od té chvile zahrnul do své kulturni populistické stra-
tegie.

Uzavreny systém restauraci s profesionalnim fadem zacal po ¢ase vykazovat
silné znadmky vycerpani. V letech pred Karafiatovou revoluci roku 1974 byly domy
fada jesté misty téch nejlepsich fadistd generace ze 30., 40. let a generace po-
vale¢né. Umélci vystupovali v rozhlase, televizi a jezdili na turné po Portugalsku
nebo po svété zpivat a hrat portugalskym emigrantskym komunitam. Tento hlav-
ni proud predstavoval vrchol padesatiletého vyvoje systému profesionalizace,
ktery nadobro zménil fado a jeho lidovou neformalni praxi. Tematické a ideolo-
gické stereotypy textl ovsem ¢im dal tim vice ignorovaly sociokulturni realitu.
Obnovovani repertoaru bylo mizivé, coz také prispélo k odvraceni se mladého
publika. Levice fado oteviené odmitala. Ta nasla sv(j ideal v nové, protirezimni
revolucni pisni. Bylo prakticky nevyhnutelné, Ze fado muselo v letech po revoluci
Celit velkym antipatiim a spolecné s nejslavnéjsi fadistkou Amalii Rodrigues bylo
narknuto z podpory fasistické diktatury.

V revolu¢nim obdobi v letech 1974 a 1975 bylo prakticky vyskrtnuto z rozhlaso-
vych a televiznich program. Nicméné i vtomto obdobi existuji fadisté inovatofi, kte-
fi se snazi o rehabilitaci Zanru zejména velmi peclivym vybérem text(. V 70. letech je
to predevsim Carlos do Carmo'!, ktery dé fadu novy impulz. V 80. letech se pomalu
uzavird politicko-ideologicka debata ohledné fada, ktera vedla k uréitému konsenzu, a
fado pozvolna znovu zacalo zaujimat svébytné misto v narodnim kulturnim kontextu.

V 90. letech se obnovuje vitalita fada a z podnétu reditele Etnologického mu-
zea Joaquima Paise de Brita se zacina o fado seridzné zajimat i akademicka obec.
V roce 1998 je zaloZzeno Muzeum fada.!?

FADO JAKO NEHMOTNE KULTURNI DEDICTVI LIDSTVA
POCATECNI REFLEXE

Od roku 2005 se Etnomuzikologicky institut pfi Universidade Nova de Lisboa
(INET_MD) spolecné s Muzeem fada podilely na sepsani kandidatury pro UNESCO,
ktera si kladla za cil uznat fado jako nehmotné kulturni dédictvi lidstva. Védecka
komise sloZzena z ¢lend Muzea fada a INET-MD (Rui Vieira Nery, Salwa El-Shawan
Castelo Branco, Sara Pereira) pripravila spolu s dalSimi spolupracovniky kandi-
daturu zaloZenou na vyzkumu symbolického svéta fada, které jako Zita praxe
prispiva k vytvareni méstské identity. Soucdasti kandidatury byl rozsahly plan na
zachovani, ochranu a vyzkum kulturniho dédictvi fada. Jednim z cilli bylo propojit
védeckou multidisciplinarni perspektivu s poznanim praktikujicich fadist(.!*?

111 http://www.youtube.com/watch?v=TrJe5FYIVZY
112 http://www.museudofado.pt

113 http://www.candidaturadofado.com

TONY Z OKR;\]CT: HUDBA A MARGINALITA / SOUNDS FROM THE MARGINS 46
Zuzana Jurkovad a kolektiv


http://www.youtube.com/watch?v=TrJe5FYlVZY
http://www.museudofado.pt
http://www.candidaturadofado.com

27. listopadu 2011 mezivladni vybor UNESCO kandidaturu schvalil a prohla-
sil fado za nehmotné kulturni dédictvi lidstva. Hlavnimi body kandidatury, které
by mély do budoucna vyznamné ovlivnit osud fada, je kromé planu na ochranu
a zachovani fada zapojeni poznatk(l o fadu do osnov kol a univerzit; plan vy-
davatelsky a vyzkumny; vytvoreni digitalniho archivu fada atd. V planu je také
podpora komunity fadist( a jeji opatrné konstantni védécké zkoumani, které by
mélo sledovat, jaky dopad ma na komunitu ,patrimonializace” této intenzivné
Zité praxe.™*

Vzhledem k tomu, Ze od zapsani na seznam UNESCO ubéhl pfrilis kratky cas,
neni jesté Uplné snadné reflektovat, co to pro fado zatim znamenalo. S jistotou se
da fict, Ze ¢im dal tim vice vzbuzuje pozornost v zahranici. Prohlaseni za nehmot-
né dédictvi lidstva prispélo celkové k vétSimu mezinarodnimu povédomi o fadu.
To dokladaji Uspésné festivaly fada v Madridu, Riu de Janeiro nebo Sdo Paulu.
| na akademické pldé se masivné rozSifuje zdjem o vyzkum fada.l*® Rui Vieira
Nery poznamenal na konferenci s nazvem ,Dédictvi jako identita” organizované
Nadaci Inatel'?* v Muzeu fada 24. kvétna 2013, Ze schvalenim kandidatury doslo
k naprostému konsensu o tom, Ze fado je dlleZitym prvkem portugalské identity.

Dopad Uspésné kandidatury zbrzdila podle jeho slov krize v Portugalsku. Pres-
to se ukazuje, Ze je fado Zanrem v krizi nejodolnéjsim. To Ize vidét na nardstu mist,
kde se fado provozuje; na faktu, Ze prestizni ndrodni pddia, ktera fado donedavna
odmitala, zarazuji pravidelné fado do dramaturgického planu; na prodeji desek
fada. Fado je nejprodavanéjsim zanrem z portugalské hudby; pocet prodanych
desek s fadem se pohybuje v Portugalsku kolem 60 % (ptred kandidaturou to bylo
sotva 40 %).*"

Kromé mnoha mladych fadistl se zavratnymi narodnimi i zahrani¢nimi karié-
rami se objevuji mezinarodni fadisté, ktefi zpivaji fado ve svych jazycich. Fadem
byli tradi¢né fascinovani Japonci. Rady japonskych fadistl se ale rozsituji o dalsi
narodnosti.

114 Pedro Félix v ptispévku na kulatém stolu na téma ,,Fado a flamenco — nehmotna
kulturni dédictvi“ v Centro Cultural de Belém v Lisabonu 6. ¢ervna 2013.

115 FCT (Nadace pro vyzkum a technologii) s Etnomuzikologickym institutem pii
Univerzité Nova v Lisabonu vypsaly tento rok stipendia na vyzkum reflektujici
dopady uspésné kandidatury na zanr fado.

116 Nadace Inatel vznikla v roce 1935. Jednad se o statni instituci, jejiz hlavni misi je
podporovat a propagovat tradi¢ni a asociativni kulturu. V roce 2010 se nadace stala
poradcem pro UNESCO v oblasti Konvence ve véci Ochrany nehmotného kulturniho
dédictvi.

117 Ciselné udaje zminuje R. Vieira Nery ve svém piispévku.
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Objevuji se nova mista, ktera fado provozuji. U nékterych se mlze jednat
o oportunismus, ktery chce vyuzit popularity fada, u jinych novy pfistup k perfor-
manci fada jako napftiklad v pfipadé restaurace Povo v Cais do Sodré v Lisabonu.
Restaurace funguje jako umélecka rezidence pro fadisty. Prostor je oprostény od
dekorace typické pro restaurace s fadem. V patek a pres vikend vyuZiva umisténi
v oblibené lokalité lisabonského nocniho Zivota a misto fada tu hraji DJs eletro-
nickou hudbu. Fado se zde hraje kazdé utery, ¢tvrtek a nedéli. Mladi talentovani
fadisté jsou tu na rezidenci zhruba mésic a pll. Vzhledem k tomu, Ze majitelé Povo
vlastni nahravaci studio, vystupem z rezidence je nahrani desky v edici Povo, kte-
ra je bézné k dostani v obchodech s deskami. CD ma byt pro mladé zpévaky vstu-
penkou do svéta fada. Predstaveni zacind vzdy v 21:30 a konc¢i o pllnoci. Hraje se
po 3 setech po pul hodinach. Profesionalni fadisté, ktefi tvofi doprovod, a basnik
a textar najaty restauraci radi rezidentovi s vybérem repertoaru a odhadem vy-
béru pisni podle toho, pro jaké publikum zpiva. Zpévak si zde dava zéleZet na tom,
aby uvedl autory textu a pisni kazdého fada, coz fadisté obvykle nedélaji. Navic
neni bézné, aby jeden fadista zpival cely vecer. V restauracich s fadem se strida
béhem vecera nékolik zpévaku.

Reakce fadistli na fakt, Ze fado je nehmotnym dédictvim, jsou obvykle pozitiv-
ni, ale nemysli si, Ze by to znamenalo pro Zanr vyraznou zménu: ,Nic se nezméni-
lo, fado bylo vidycky nehmotnym dédictvim. Zménilo se jediné to, Ze fado chodi
poslouchat vice turist( a je vic nabidek na vystupovani v zahranici. Jinak je to stej-
né,” tvrdi mlada fadistka Sara Correiova ze slavného domu fada Casa de Linhares.

Kytarista Jodo si mysli, Ze Uspésna kandidatura toho moc nezméni, ale vnima,
Ze mnoho lidi popularity fada vyufZilo: , Existuje ¢im dal tim vice restauraci s fa-
dem naptiklad i s takovym konceptem jako ,best of fado”. Také se objevilo mnoho
lidi, které fado poradné neumi, ale uci ho.”

CLAF

Provozovani fada existuje ve dvou méstskych kontextech: jako amatérské a pro-
fesionalni. Zvlastni sit mist, kterd provozuji fado at uz na amatérské, nebo pro-
fesionalni Urovni, tradi¢né predstavovala dilny pro mladé fadisty. Tato tradice je
ve mésté stdle Ziva, nicméné s boomem novych fadist(, ktery mizeme sledovat
predevsim v pribéhu posledni dekady, se proménuje i pristup k predavani zanru.

Se vzristajici popularitou fada se rozsifuje fenomén skol fada. Existuje par skol s né-
kolikaletou tradici, z nichZ nejstarsi a idajné prvni skola v zemi je pfi sdruzeni CLAF.*®

V nasledujici kapitole vychazim z terénniho vyzkumu v CLAF v lisabonské ¢tvrti
Chelas. Dokumentuji ¢innost skoly fada fungujici v ramci sdruzeni, sloZeni a motiva-

118 Samotné Muzeum fada ma $kolu, kterd vychazi z tradi¢niho predavani zanru. Skolné
je ale relativné vysoké. Viz http://www.museudofado.pt/gca/index.php?id=45.
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ce zakl a profesord a samotnou vyuku. Osou textu jsou vypovédi pana Armanda,
ktery sdruzeni vede, Pedra Machada, kytaristy a profesora ve Skole fada pri CLAF,
a 19leté profesiondlni fadistky zpévacky Sary Correiové, ktera prosla skolou CLAF.

CLAF A AMATERSKE FADO

Sdruzeni Clube Lisboa Amigos do Fado (CLAF) v lisabonské ¢tvrti Marvila!*® orga-
nizuje pravidelna nedélni matiné amatérského fada a pondéini vyucovani. Podob-
na lokalni lisabonskd kulturni a zajmova sdruZeni jsou rozeseta po celém mésté
a podle portugalského sociologa Antdnia Firmina Costy (2008) hraji stézejni roli
v kontinuité fada jako urbanni kulturni praxe?.

Amatérské fado ma dilezitou ulohu v lokalnim kontextu lisabonskych ¢tvrti.
Propléta se socialnimi vztahy a jeho stala pritomnost vyznamné ovliviiuje konfi-
guraci lokalnich kulturnich vzorc.'? Kromé kulturnich a sportovnich sdruZeni se
jedna o lokalni bary, taverny nebo restaurace, které maji urcité dny v tydnu nebo
v roce vyhrazeny pro predstaveni amatérského fada. Pro kulturni a zajmova sdru-
Zeni mlZe predstaveni fada predstavovat nejen slavnostni prileZitost, ale casto
jeden z prostredkq, jak ziskavat zdroje bud na charitativni ucely, nebo na vlastni
udrzbu.

Sdruzeni maji svou dynamiku, prochazeji rizné aktivnimi obdobimi a tomu
podléhd i pritomnost predstaveni fada. Organizace spojena s predstavenimi mize
byt totiZ relativné ¢asové naro¢na a zalezi na ochoté dobrovolnik(l a pfitomnosti
charismatickych organizator(, ktefi maji k fadu vztah. Tato mista nabizeji ¢asto i
jiné aktivity, vétsSinou sportovniho charakteru, maji své fotbalové kluby, ucastni
se méstskych ¢ervnovych slavnosti (marchas populares) apod.

119 Marvila je jedna z nejstarsich primyslovych a délnickych ¢tvrti, kterd byla drive
ptezdivina ,,mofe komint a lidi“. Formovani vychodniho Lisabonu je béhem 2. po-
loviny 19. stoleti tésné spjato s primyslovym rozvojem, pfistavni ¢innosti a vzrista-
jici cirkulaci osob a zbozi. S ipadkem priimyslu v Lisabonu, s tzv. desindustrializaci
Lisabonu (Barata Salgueiro), se zaviraji v oblasti Marvily tovarny a primyslova ¢in-
nost se presouva na periferii. J. P. S. Nunes e A. D. Sequeira tvrdi, Ze charakteristicky
raz Marvily, ktera predstavuje kulturné dilezity priimyslovy obraz Lisabonu,
je vdnesni dobé ohrozen predevsim kvuli nedostatku prostfedki na uchovani
a udrzovani industridlnich objektd. Srov. Nunes, Sequeira 2011.

120 Amatérské fadistické seslosti jsou zalozeny na dynamické skuping, kterd vytvari
socidlni komunitu soustfedici se kolem fada. Toto prostfedi, kde kazdy ucastnik
ucinkuje, muze byt pomérné uzaviené vii¢i okolnimu svétu. Na rozdil od domi fada
v centru Lisabonu nezavisi tyto podniky na symbolické geografii mésta a ve skutec-
nosti jsou rozesety po celém mésté a nejsou na provozovani fada zavislé. Srov. Klein.;
Alves 1994: 46-47.

121 Srov. Costa 2008.
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Sdruzeni Os Amigos do Fado bylo zaloZeno v roce 1993 charismatickym orga-
nizdtorem Armandem Tavaresem. Clenové sdruzeni Os Amigos do Fado neméli
dlouho prostor, kde by mohli zkouset. Méstska ¢ast Marvila jim tedy na cas po-
skytla moznost zkouset v mistni knihovné. Nasledné fungovali pfi rliznych soused-
skych sdruzenich, az nakonec zakotvili na sidlisti v Chelas v Marvile, kde v tu dobu
sidlili skauti. Armando Tavares popisuje zaloZzeni sdruzeni CLAF:

»Zasel jsem za vedoucim skautd a poprosil jsem ho o kout, kde bychom mohli
zkouset. (...) Sehnal jsem kytaristy a déti ze skautu zacaly u mé zkouset. Od té doby
se datuje Clube Lisboa Amigos do Fado (CLAF). (...) Bylo to pokracovani sdruzeni
Os Amigos do Fado, rok 1993 zustal jako zakladajici datum. Sem jsme prisli
v roce 1996 nebo 1995. Pozménili jsme jen jméno na CLAF, které ztstalo dodnes.”
(Rozhovor s Armandem Tavaresem, CLAF, Lisabon, 6. kvétna 2013).

CLAF provozuje kromé Skoly také pravidelna predstaveni amatérského fada v ne-
déli odpoledne. Zde si Zaci Skoly zkouseji vystupovani pred publikem a kromé
nich si sem prichazeji zazpivat jak amatérsti fadisté, tak i profesionalové, pratelé
Armanda a byvali studenti, néktefi dnes profesionalni umélci. CLAF je dobrym
prikladem toho, Ze se svét amatérského a profesionalniho fada ¢asto prolina.

CLAF se proméni v casa de fado v nedéli mezi 16. a 20. hodinou, predstaveni
tak nekoliduje s predstavenimi v jinych podnicich. Tato matiné se obcas protah-
nou, nejcastéji pri prilezitosti pocty vyznamnému clenu, které se konaji jednou
mési¢né. Tato pravidelna odpoledne vénovana konkrétnim ¢lenm vzbuzuji nej-
vétsi nadseni a mlze se na nich objevit az 70 lidi.

Sdruzeni sidli v pfizemnim prostoru v panelovém domé na sidlisti v Chelas, nic-
méné interiér prostoru tvori stejné kodifikované prostredi jako v jakékoliv jiné li-
sabonské casa de fado. Nechybi klasické atributy fada — obrazky slavnych fadist(,
kulisy oken s povésenym pradlem evokujici historické lisabonské ¢tvrti, povésené
$aly a portugalské kytary na sténdach, obrazky vitéz( Velké noci fada'?? — vétsinou

122 Z tradice amatérského fada vzesla kazdoro¢ni iniciativa ,,Velkd noc fada“ (,,A Grande
Noite do Fado®). Tato soutéz zastupci kulturnich a zdgjmovych sdruzeni jednotlivych
lisabonskych ¢tvrti se konala za hojné ucasti publika, které si s sebou nosilo piti a
jidlo, protoze tento maratdn fada trval az do rannich hodin. Zvefejnéni vysledka
tradi¢né vyvolavalo velkou polemiku mezi klakami jednotlivych spolki, za které
fadisté soutézili. Vitézstvi se totiz ptivodné métilo podle intenzity potlesku publika.
Pro vitézné zpévaky to predstavovalo vyznamné zviditelnéni a mohlo znamenat na-
startovani profesionalni umélecké kariéry. Grande Noite do Fado skon¢ila pred par
lety. Nékteti uvadéji jako hlavni divod smrt hlavniho organizatora akce, jini jmenuji
dalsi faktory, diky kterym se z Velké noci fada vytratil jeji pavodni charakter (napt.
distribuovani prilisného poctu listkt VIP hosttim, pficemz uz nezbyvaly listky pro
¢leny jednotlivych sdruZeni, kteti chtéli prijit podpotit svého kandidata atd.).
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lidi, kteri se v tomto misté ucili fado nebo timto mistem alespon prosli, obrazky
kmotr skoly, jako je Fernando Mauricio, Cidalia Moreira a Ricardo Ribeiro.

| pres neformalni prostredi v kruhu pratel a rodiny, které poji lidi z rGznych
mist, ne pouze z Marvily, ritualizace, typicka pro predstaveni fada, z(stava zacho-
vana. Armando Tavares dba na to, aby se udrzovalo striktni ticho a pfitmi. Kazdé-
ho ucinkujiciho uvadi moderator, vétSinou sam pan Armando.

SKOLA FADA V CLAF

V CLAF probihaji zkousky kazdé pondéli po osmé hodiné vecer, a kdyz je hodné
Ucastnik(, konci obvykle kolem pal dvanacté, nékdy az o plilnoci. Do Skoly se mize
zapsat kdokoli bez rozdilu, pro velky zajem musi pan Armando zapis uzavirat:

»Jsme prvni $kola fada v zemi, jsme $kola, ktera ziskala nejvic ocenéni na soutézi
Velkd noc fada. Pro velky zdjem musime uzavirat zapis. Mdme ptili§ mnoho zaki.
Mnozi fadisté, ktefi sem chodili odmalicka, jsou dnes profesionalové.“ (Rozhovor
s Armandem Tavaresem, CLAF, Lisabon, 6. kvétna 2013).

Poplatek za skolu ¢ini 20 eur za mésic, podminkou je ¢lenstvi ve sdruZeni. Pro za-
jemce je tu moznost soukromych hodin s kytaristou Pedrem Machadem v sobotu
po obédé. Ty stoji 5 eur.

PROFESORI A VYUKA

Profesofi jsou kytaristé a zaroven zpévaci. BEhem mého terénniho vyzkumu se tu
strida mlady kytarista Pedro Soares s osmdesatiletym Pedrem Machadem, ktery
v pfipadé, Ze jsou pritomni oba, doprovazi Pedra Soarese na akustickou basovou
kytaru. Oba dva tu casto hraji i béhem nedélnich matiné. Pedro Soares je dost
vytiZzeny, protoZe koncertuje se zpévackou Anou Morou, ktera je v soucasné dobé
jednou z nejslavnéjsi mladych fadistek!?®. Pedro Machado je v dlichodu, ma za
sebou ale bohatou hudebni kariéru.

Kromé zpévaku se prichdazeji ucit i kytaristé, téch je vyrazné méné. Sedaji si
vedle profesor(i, napodobuji jejich styl hrani a cvi¢i se v transpozici, protozZe si
zpévaci zkousi rtizné toniny. To je jeden z hlavnich ddvodu, proc¢ do Skoly Zaci
chodi, ujasnit si toniny, které jim nejvice vyhovuiji, a pfivyknout zpévu s hudeb-
nim doprovodem. Profesofi se spolecné se zpévaky nerozezpivavaji, ale Pedro
Machado ukazuje zaklady techniky, uci je pouZivat branici a fika jim, na jakych
mistech se nadechnout. Predevsim je ale zasvécuji do pravidel fada, uci je uméni
pro fado nejdllezitéjsi, které se nazyva ,estilar” a , dividir”. Kazdy fadista zpévak
by se mél vyznacCovat osobitosti a svou zvlastni interpretaci fada melodickou
improvizaci. Toto volné rozvijeni melodie se nazyva v jazyku fadistl ,estilar” (ze

123 http://www.youtube.com/watch?v=lh9YHtZzHfk
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slova ,,0 estilo” — styl). K nému se pripojuje uméni déleni slov ve versi a tvoreni
logickych hudebnich frazi tzv. , dividir” (délit). Obé charakteristiky pak ukazi pub-
liku zkuSenost a predevsim talent fadisty.

Kromé estetickych pravidel se jedna také o praktické informace, které museji
pred tim, nez zac¢nou zpivat, sdélit hudebnimu doprovodu. Fado ma dva nazvy.
Jeden nazev fada Casto odkazuje na jméno skladatele nebo osoby, kterym bylo
fado vénovano. Tento nazev pouZivaji fadisté pro rozeznani melodie. Dalsi nazev
odkazuje na jméno urcité basné, kterd byla sloZzena na danou melodii. To zna-
mena3, Ze jedno ,hudebni fado” mize mit vice ,basnickych” nazv(. Napriklad Fado
Vianinha je mezi fadisty oznaceni melodie, kterou sloZil Francisco Viana. Slavny
text pouzity na tuto melodii je ,,Por Morrer uma Andorinha“, ktery proslavil Car-
los do Carmo. Podle tohoto textu oznacuje fado obvykle publikum.?*

Doprovodné kytaristy nezajima text, na ktery budou zpivat, ale hudebni struk-
tura a ténina. Tempo se neudavd, doprovod se musi umét zpévakim prizplsobit.
Kytaristé by méli byt schopni zahrat pisné ve vSech téninach.

Zacatecnici Casto délaji chybu v uvedeni fada, které chtéji zpivat, a vzhledem
k tomu, Ze se tyto informace domlouvaji pred jednotlivymi pisnémi, vznikd mezi
pisnémi nervozni prodleva. Obvykle se zpiva po dvou nebo trech fadech.

Zpévaci se neuci melodie pisni podle not, ale pouze podle poslechu. DalSim
ukolem profesord je tedy opravovat Spatné naucené melodie.

ZACI
Vétsinu Zakua tvori divky v rozmezi 11 az 16 let, ojedinéle par dospélych Zen jako
tficetiletd Misé nebo Luisa kapverdského plvodu, které je 54 let. BEhem mého
terénniho vyzkumu néktefi Zaci na pondélni hodiny nechodi, protoZe nacvicuji
na méstské Cervnové slavnosti (marchas populares), které organizuji jednotlivé
Ctvrti.

Chlapct je vyrazné méné!?®>, béhem mého terénniho vyzkumu tu zkousi
pouze Nelson a Hugo Silva, ten zaroven pracuje na baru sdruzeni a pri nedélnich
predstavenich zpiva vidy jako prvni, aby se potom mohl prevléci a obsluhovat.
Hodiny jsou kolektivni, Zaci se divaji, jak se uci ostatni, néktefi si pfi tom délaji
domdci ukoly, jini odbihaji a bavi se v baru mezi sebou. Mnoho z nich maji tradici

124 Srov. Castelo-Branco 1994: 135.

125 Carlos do Carmo si mysli, Ze smrt Amalie Rodrigues roku 1999, ktera se stala ndrod-
ni udalosti, byla stimulem pro objeveni se mnoha novych fadistek. ,,Po dobu jednoho
tydne noviny a televize nemluvily o ni¢em jiném nez o Amalii. Néktefi mladi tak
objevili hlas Amélie a odvazili se zpivat fado. Ve fadu se st¥idaji obdobi, kdy je vice
zpévacek nebo naopak zpévaki. Myslim si, Ze to, Ze v dne$ni generaci na deset
fadistek pripadaji dva fadisté, je disledkem smrti Amalie.“ (Rozhovor s Carlosem do
Carmo, Lisabon 17. ¢ervna 2008).
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fada at uz na profesionélni, nebo amaterské trovni v rodiné. Mnoho z Zaku je
z okoli, z Marvily, nékteri dojizdéji.

Pondélnich zkousek se pravidelné ucastnily 12leta Ana Soraia z Marvily, ktera
je favoritkou Skoly a byla vyhlasena objevem roku béhem 3. roc¢niku fadistis-
tické soutéze, kterou porada CLAF ve spolupraci s méstkou ¢asti Marvila. Fado
zpiva od deviti let. Dale pak 15lety Hugo Silva z Marvily, 14leta Beatriz ze Ctvrti
Amadora, ktera si nasla Skolu na internetu. Prisla k fadu sama, aniz by ho kdokoli
doma poslouchal. Obcas se objevila 12leta Maria Rita z Marvily, dcera slavnych
fadistd Miguela Ramose a Any Sofie, vitézky Grande Noite do Fado v roce 2000.
Ambicidzni 16leta Jessica, ktera ma jasno o své budouci profesionalni kariére fa-
distky, chodi do CLAF par mésicl. Mimo Skolu v CLAF chodi na soukromé hodiny
pévecké techniky. Pan Armando s ni obchazi fadistické soutéZe a ona sama zacala
zpivat v restauraci s fadem, kterou si v kvétnu otevreli jeji rodice. 17leta Sara
Coito z Marvily prichazi, kdyz zrovna nenacvicuje na méstské slavnosti (marchas).
Prestoze zpiva pouze dva roky, vyhrdla mnoho fadistickych soutézi, naposledy
minuly rok soutéZ sousedni ¢tvrti Beato ,Beato da Voz ao Fado“. M4 za sebou
uméleckou rezidenci v jiz zminéném podniku Povo v centru Lisabonu. Sama fika,
Ze vyhrdéla vSechny soutézZe v Lisabonu a Ze by musela jet napfiklad do Algarve,
kdyby se chtéla zucastnit dalsich.

Zajimavy pripad jsou dvé sestry, prichazejici vidy v doprovodu svého otce Joaa,
také z Marvily — 12leta Bruna a 16leta Soraia. Zpivat zacaly pred par mésici, Bru-
na hraje jesté na housle, Soraia déla modeling a kresli a fado je jednou z dalsich
aktivit. Otec Jodo vlastni papirnictvi v oblasti Zona J v Chelas. Divky podporuje
v hudbé a jinych koniccich. Pofidil jim dobré hudebni vybaveni véetné karaoke,
s kterym si doma divky zpivaji a zkousi si nejen fado, ale i jiné hudebni zZanry.
Doma cvici ¢asto spolu a i na hodinach zpivaji néktera fada dohromady, stridaji
se po slokach a zavérecnou zazpivaji unisono. Z fada obdivuji kapely, které se
fadem inspiruji (napf. Deolinda) nebo mladé fadisty, konkrétné slavnou fadistku
Carminho, kromé jiného zminuji jejich oblibeny duet Carminho se Spanélskym
popovym zpévakem Pablem Albordnem , Perdoname“'?. Soraia si vybira reper-
todr sama, mladsi Bruna si nechava radit od otce. Otec Jodo si je Casto nataci
na video. Nepfeje si ale, aby chodily po soutézich. Bruna na to ani jesté nema
vék, obcas vystupuje na soutézZich pouze jako host. Vékovy limit na soutézich je
vétsinou 15 let.

Nejstarsi Luisa si plIni svij div¢i sen zpivat fado. Fadu se jako mlada vénovala,
nez ji to otec zakazal.

126 http://www.youtube.com/watch?v=GXaxVPZIWqQ
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PAN ARMANDO

Soukromych sobotnich hodin s Pedrem Machadem se Gcastnily prakticky pouze
Luisa, Bruna a Soraia. Pan Armando v sobotu na soukromé hodiny do CLAF ne-
chodi, zato v pondéli vecer je vidy ve své kancelari vedle baru, pfipadné diskutuje
na baru s ostatnimi a obc¢as chodi kontrolovat Zaky, jak zpivaji. Komentuje vybér
fad. Kdyz nékdo zpiva prilis dlouho nékteré fado, snazi se mu navrhnout néjaké
jiné. Casto se zakd pta, kolik uz zpivaji pisni, pripadné jim néjaké doporucuje. Kdyz
nékdo zpiva pfilis dlouho, priméje kytaristy, aby zpévaky vystridali a dostalo se
tak na vSechny.

Armando Tavares se narodil ve ¢tvrti Alto do Pina. Pfestéhoval se do centra
do ¢tvrti Mouraria, kdyZz mu bylo 18 let. Zde se spratelil s dnes slavnymi ikonami
fada, jako byl Fernando Mauricio nebo Cidalia Moreira, a zacal je doprovazet.
Nikdy fado nehral ani nezpival, ale projel s fadisty celé Portugalsko. Pohybuje se
v prostredifada a vénuje se jeho organizaci po dobu 50 let. Zna dokonale prostredi
a komunitu fada a naopak vsichni znaji jeho. Pro mladé zpévaky je to obrovska
deviza, protoZe je pan Armando doprovazi kromé na soutéze také na rlizna mista,
kde se fado zpiva, a zpévdci si tak diky nému buduji dilezité kontakty. Navic se uci
fado poslouchat od starsich a podle slov pana Armanda ziskavaji vystupovanim na
takovychto mistech ten spravny ,,punc” fadisty.

»Bylo to tu celé z cementu, chodila jsem do skautu (...) a pak jsem zacala chodit do
$koly k Armandovi Tavaresovi. V té dobé jsem to byla ja, Catarina Rosa a Sergio.
Byli jsme jedini, ktefi jsme tady zpivali. (...) Potom jsem zacala chodit na soutéze,
nékteré jsem vyhrala a pfedevsim jsem vyhrala Velkou noc fada vroce 2007. Nebylo
tu publikum jako dnes, chodili jsme zpivat do jinych podniki, jako ,,O Cabacinha®
Mam pocit, Ze jsem s panem Armandem prosla snad vsemi domy fada,” fikd 19leta
dnes profesionalni fadistka Sara Correia pivodné z Marvily, ktera vystupuje
v nejlepsich lisabonskych domech fada Casa de Linhares a Patio de Alfama (Roz-
hovor se Sarou Correiovou, CLAF, Lisabon, 1. kvétna 2013).

Amatérsky fadista Jodo, kterého potkdvam na jednom z nedélnich matiné v CLAF
a kterého znam z fadistickych soutézi a jinych lisabonskych mist s amatérskym
fadem, tvrdi, Ze je velmi tézké proniknout do prostredi fada v pfipadé, ze mlady
fadista nema rodinné vazby:

»Carminho ma rodinné vazby, je napojend na rodinu Camarovych'?’. Jde o rodiny
skoro italského typu. V pripadé, Ze do nich nepatfi§ nebo nemds nikoho znamého
v prostiedi fada, je to jen na tobé. MiiZes si sem tam nékde zazpivat jako v$ichni os-
tatniv tavernach, restauracich, obcas sinéco vydeélas, ale to je véechno. (...) Vitézstvi

127 Tradi¢ni aristokraticka fadisticka rodina.
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ve fadistickych soutézich typu Velké noci fada je dobré jen pro zviditelnéni. Musis
narazit na nékoho slusného z prostiedi fada, ktery ti chce upfimné pomoct prorazit.
(...) Dalsi problém je, Ze dnes existuje mnoho kvalitnich fadistii. Organizétofi toho
vyuzivaji, protoze maji na vybér. V ptipade, Ze se nepodridis jejich pozadavkim,
je tu zdstup jinych zdjemci. (Rozhovor s amatérskym fadistou Jodem Fonsecou,
CLAF, Lisabon, 5. kvétna 2013).

Armando vypravi o své favoritce 12leté Ané Soraie:

»Pri8la sem, sotva mluvila. Dnes je z ni fadistka. Beru ji do domu fada, aby tam
zazpivala. Tam teprve ziskd ten pravy punc. Kdyby sem neprisla, chodila by po
restauracich sem tam a nikdo by ji neznal. Dneska uz ji zna spoustu lidi. Letos se
stala Objevem roku na nasi soutézi v Marvile.“ (Rozhovor s Armandem Tavaresem,
CLAF, Lisabon, 6. kvétna 2013).

NASLEDOVANI TRADICE

Pro fado tradi¢né dalezitymi dilnami byla a stale jsou sousedska sdruzeni a domy
fada, kde se fadisté ucili od starsich. Tradi¢ni predavani fada stale ve mésté fun-
guje, ale mnoho déti se dnes vedle toho vzdélava v hudebnich skolach.

Osmdesatilety ucitel z CLAF kytarista Pedro Machado fika, Ze se uceni fada
velmi promeénilo. Tvrdi, Ze technikou by dnesni kytaristé vyhréli nad starymi, ale
zato jim chybi emocionalni proZiti.

»Kolega Pedro Soares se zacal ucit na kytaru v hudebnich $kolach spravné od
zakladu. Zpévaci obvykle za¢inaji jako samoukové. Zpivaji fado, jako kdyby zpivali
cokoli jiného, ale bez techniky. Pak ale musi zacit chodit k profesortim, do $kol, aby
se naucili dychat, délit slova a vyslovovat. Ale to je ted, dfiv nic takového neexis-
tovalo. Fado se zpivalo volnéji, ale s mnoha chybami.“ (Rozhovor s Pedrem Macha-
dem, Lisabon, 20. kvétna 2013).

19leta Sara Correiova sama na hodiny zpévu nikdy nechodila a porovnava zplsob
uceni pred deseti lety a ted"

»Fado se neda naucit. Nikdy jsem nechodila na hodiny zpévu. (...) Chodila jsem do
CLAF kazdé pondéli. Bylo to tu dost jiné nez dnes. Byli tady stafi tradi¢ni hudeb-
nici, ktefi mi napriklad fikali, Ze nemam zpivat Fado Maria Madalena, protoze se
to nehodi k mému véku. Dnes je to vSechno volnéjsi, profesoti nechavaji zaky zpi-
vat, co chtéji. Je mi 19 let, jsem mlada, ale zpivam uz 10 let. Kdyz jsem zacinala, bylo
to v§echno velmi jiné, nez je to ted. Tady jsme si hlavné ujasnovali toniny a to bylo
vsechno. Ja jsem zpivala stra$né fale$né. Techniku si ale ¢lovék ¢asem zdokonali.
Vim, Ze je lepsi se nadechnout nosem, pak mam vic dechu. To je jedind véc, co vim,
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ostatni je velmi intuitivni. (...) Nejdulezitéjsi je poslouchat starsi fadisty.“ (Rozho-
vor se Sarou Correiovou, dum fada Casa de Linhares, Lisabon, 10. kvétna 2013).

Sara Correia chodila s rodinou na fado od 3 let, protoZe jeji teta byla fadistka:

»V$echno jsem se naucila v casas de fado od starsich fadistt. Myslim, ze lidi, co
dnes zpivaji, by méli vic poslouchat starsi tradi¢ni zpévaky. Budu upfimnd, moc
se mi nelibi, jak zpivaji dnesni fadisté, radéji posloucham zpévaky minulosti, jako
jsou Beatriz da Conceigdo nebo Fernanda Maria. (...) To nds naudi zpivat, to, Ze
poslouchame tradi¢ni fado. Fado je ted hodné moderni, ale my prece nemiizeme
nechat zemfit to, co je pro tuto hudbu zaklad.“ (Rozhovor se Sarou Correiovou,
dtim fada Casa de Linhares, Lisabon, 10. kvétna 2013).

Pedro Machado to vnima podobné a problém vidi obecné v tom, Ze mladi fadisté
malo poslouchaji tradi¢ni fadisty a jsou ovlivnéni predevsim nejmladsi generaci
slavnych zpévakd, kteri sami délaji chyby a od starsich se udili Spatné.

Podle vybéru reperotaru si Zaci v CLAF skutec¢né vybiraji pisné, kterymi se pro-
slavila soucasna generace fadistd, jako je Ana Moura nebo Carminho, pripadné
Mariza. Ze starsich si vybiraji nejslavnéjsi fada Amalie Rodrigues. Ui se tu mnoho
divek, které maji tradici fada v rodiné. Ty, které ji nemaiji, zminuji reference star-
Sich fadistd méné. Repertoar zpivaji ale velmi podobny. Vétsinou za¢nou zpivat
fada, ktera slysi na hodinach. Odlisné pisné si vybira starsi Luisa. Nejcastéjsi fada,
ktera se ve Skole cvicila, byly klasiky jako Jalia Florista, Ser Fadista, Madrugada de
Alfama, Lisboa e O Tejo, Fado Loucura, Ai Maria, Procura Va (Andei a Tua Procura),
Tenho Ciimes (Meu Amor Marinheiro), Noite Cerrada nebo Fado Malhoa.

DAN ZA POPULARITU

S popularitou fada v Portugalsku se rozrostly kromé skol fada také fadistické sou-
téze, v kterych ucast uz neni podminéna tfiletou zkusenosti jako dfiv. Pan Arman-
do si stéZuje na vzrustajici oportunismus, ktery se s rostouci oblibenosti fada ob-
jevil: ,,Neni ¢im dal tim vic Skol fada, ale ¢im dal tim vice oportunistd, ktefi si ote-
vieli skoly fada. My k ndm nikoho nelakdme. Kdo chce, tak za nami prijde. Mze
se podivat na facebook, jak skola funguje.”

Sara Correiova vnima fakt, Ze se fado stalo v Portugalsku tak populérni a Ze je
nehmotnym dédictvim, pozitivné. Svét, ktery o fadu dlouho nic nevédél, se o ném
pry konecné dozvi a to bude znamenat i uznani pro fadisty a vétsi poptavku po
fadu. Reflektuje nicméné urcitou proménu:

»Portugalci vzdycky poslouchali fado, ale béhem urcitého obdobi jim opovrhovali.
Driv se fadem nedalo moc vydélat. Ted kdyz je to naopak, zacind se objevovat spou-
sta novych umélct. Ja jsem 5 let nevydélavala viibec nic, ale ucila jsem se. Naucila
jsem se vic, nez bych se naucila ted. (...) Dnes ani v§echny fadisty neznam. Diiv
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jsme se vsichni znali, bylo nas par. Vytratilo se mnoho véci. Napriklad dfiv, aby
mohl umélec vystupovat, musel mit profesiondlni pritkaz. Kdyby takové prikazy
existovaly dnes, bylo by to lepsi. Diky nim totiz existovala urcitd disciplina a
rovnovaha. Kdo dobfe zpival, zpival, kdo ne, nezpival. Na§ svét byl maly a ted se
z ného stavd svét velky.“ (Rozhovor se Sarou Correiovou, dim fada Casa de Lin-
hares, Lisabon, 10. kvétna 2013).

ZAVER
Fado je jednim z nejrozsirenéjsich hudebnich Zanr( v celém Portugalsku a pro Por-
tugalce predstavuje dlleZity a bezesporu jeden z nejznaméjsich prvka vlastni kul-
tury. Objevuje se v projevech o narodni identité a je konstantné pritomno také
mezi emigrantskymi komunitami.

Nicméné fado za sebou ma problematickou minulost, kvali které jesté do re-
lativné neddvné doby zabiralo marginalizované misto v portugalském kulturnim
Zivoté. Praxe fada sice nikdy nevymizela, ale od Zanru stigmatizovaného propa-
gandou fasistického rezimu se publikum odvratilo, predevsim v porevoluénim
obdobi.

V textu se snazim sledovat cestu fada z marginalizovaného postaveni na vy-
sluni a reflektovat, jaky ma jeho soucasna popularita dopad na predavani této
méstské tradice. Se vzrustajici popularitou fada se v posledni dekadé masivné
rozsifily nejen rady fadistd, ale také Skoly fada. Existuje par skol s nékolikaletou
tradici, z nichZ nejstarsi je pfi sdruzeni CLAF, které se stalo predmétem mé pfipa-
dové studie. Ostatni nové vzniklé Skoly v mnoha pripadech pravdépodobné vyu-
Zily prihodné situace.

Tento relativné novy fenomén ndm nicméné pomaha zménit predstavu o fadu
jako o ordlni tradici, ktera se predava pouze na tradi¢nich mistech, jako jsou domy
fada. Ne vsichni fadisté dnes prochazeji iniciaci v téchto mistech, a objevuji Zanr
jinou cestou. Navic se vedle Skol fada mnoho mladych umélcl vzdélava na umé-
leckych Skolach, kde si osvojuji dokonalou techniku. Fado zacina byt vnimano jako
zanr, ktery se lze naucit; jako individualni hudebni vyraz, ktery se miZzeme naudit
ocenovat. To zpochybnuje ¢asto uzivand klisé v diskurzu o fadu jako nap¥. to, Ze se
fado neda naucit a Ze se fadistou musime narodit.

Sdruzeni CLAF je zasazeno do kontextu podobnych lokalnich mist, jako jsou
kulturni a zdjmova sdruZeni, taverny nebo restaurace, které hraji ddlezitou roli
v kontinuité praxe fada ve mésté a které tradi¢né slouzi pro fadisty jako dilny. Na
rozdil od téchto mist zamérujicich svou ¢innost i na jiné aktivity predevsim spor-
tovniho charakteru, CLAF se vénuje vyhradné fadu.

Sdruzeni fidi charismaticky organizdtor Armando Tavares. Dokonala znalost
prostfedi a fakt, Ze je pan Armando vazenou osobnosti, znamend velkou devizu
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predevsim pro zaky Skoly fada. Pan Armando jim zprostifedkovava vstup do svéta
fada, ktery mize byt relativné uzavienym svétem komunity fadist(.

SloZeni zak( véetné jejich motivaci je velmi rlznorodé. Néktefi se zhlédli v za-
vratnych kariérach mladych fadistu a jiz v utlém véku se jasné profiluji a touzi stat
se v budoucnu profesionalnimi fadisty. Jini vnimaji hodiny fada pouze jako jeden
ze svych mnoha konickd.

Reflexe popularity fada a predevsim faktu, Ze se dostalo jako prvni portugalsky
kulturni fenomén na seznam nehmotného kulturniho dédictvi lidstva UNESCO,
bude mit zcela urcité odezvu v nasledujicich letech. Bude zajimavé sledovat, jaky
dopad bude mit , patrimonializace”?® této intenzivné Zité praxe na samotny zanr
a komunitu fadist(l. Pedro Félix, ktery se podilel na sepsani kandidatury, zdtraz-
nuje dynamicky pristup k procesim patrimonializace. Tvrdi, Ze ti, ktefi se snazi
o dynamizaci nehmotného dédictvi, by méli mit stale na zfeteli, jak promény vni-
ma samotna komunita, protozZe ta existovala jesté pred prohlasenim fada za ne-
hmotné dédictvi a bude existovat nadale, jen ji bude sledovat vice lidi. Apeluje na
vytvoreni spolecné platformy, kde by s ostatnimi kolegy z jinych zemi sdileli svoje
zkusenosti s patrimonializaci (nabizi se spolupréce se Spanélskymi kolegy, protoze
flamenco se stalo nehmotnym dédictvim v roce 2010).1?°

128 Slovo patrimonializace oznacuje nabyti statutu nehmotného kulturniho dédictvi.

129 Pedro Félix v ptispévku na kulatém stolu na téma ,,Fado a flamenco - nehmotnd
kulturni dédictvi” v Centro Cultural de Belém v Lisabonu 6. ¢ervna 2013.
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VYZPIVAT SE Z MARGINALITY?
HUDEBNE-NABOZENSKE AKTIVITY
HINDUISTICKE ASKETKY
V INDICKEM RSIKESI®®

Veronika Seidlova

Tato kapitola vychazi z terénniho vyzkumu v Indii v 1été 2011 a 2012 a je zamysle-
na jako pripadova studie ndbozensko-hudebnich aktivit jedné hinduistické mnis-
ky, ktera Zije v asramu (klastere) v mésté RsSikés. Jeji aktivity v aSramu se mi jevi
jako specificky zplisob cesty ¢i vymanéni se z marginality. Tato cesta se dle mého
nazoru déje prostrednictvim performanci a vyuky védskych manter pro zahra-
ni¢ni studenty jogy a dalSich naboZenskych a hudebnich aktivit. Pro¢ chdpu tuto
mnisku jako marginalizovanou vysvétlim vzapéti. Nejdrive bych chtéla vysvétlit
kontext vyzkumu, z kterého pochazeji ma data.

Moje pFipravovana dizertaéni prace se nazyva Cesta mantry z Indie do Ceské
republiky aneb prispévek k etnografii hudby a globalizace. Jednd se o tzv. vice-
-mistnou etnografickou studii (neboli multi-sited ethnography) globalizovaného
svéta prostrednictvim zaméreni se na socialni Zivot hinduistickych manter jako
globalizovaného/glokalizovaného fenoménu.

Mantry jsou — stru¢né deskriptivné receno — posvatné ,zpivané formule ze
sanskrtskych slov a slabik...” (Beck 1993: 31), ,které mohou mit sémanticky vy-
znam, nebo se mohou zdat zcela beze smyslu (Burchett 2010: 813).“13! Nachazeji

130 Tato kapitola byla podpofena grantem GA UK (projekt ¢. 691312) fe$eném na Uni-
verzité Karlové v Praze, Fakulté humanitnich studii.

131 Mantry jsou tstfednim konceptem toho, co Beck nazyvé indickou zvukovou teologii
(Beck 1993). Etymologii slova uvadi napt. Burchett: k sanskrtskému kotenu man (=
myslet) je pfipojena instrumentélni koncovka tra, vyjadiujici, ze mantry jsou néstro-
jem mysleni, ¢i ,ndstrojem tvorby (specifického druhu) mysleni (Burchett 2010: 813).
Pro porozuméni podstaty pojmu je vhodna definice Gondova: ,,Mantra je slovo,

o némz se véri, Ze je nadptirozeného pavodu, které dostali a uzivaji duchovné
obdafeni ‘vidouci‘ nebo basnici, aby jim vzyvali bozské sily; je pojimané
predevs$im jako prostfedek vytvareni, sdélovani a uskuteéiiovani zamérnych

a t¢innych myslenek a vstupu do kontaktu nebo identifikovani se s podstatou
bozstvi, ktera je pfitomna v mantrach.“ (Gonda 1963: 255). Pteklad definic Zuzana
Jurkova. Vice viz Jurkova — Seidlova 2011.
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se predevsim ve starovékych védach, ale existuji i mantry pozdéjsi. Tyto formu-
le se zpévné recituji ¢i zpivaji nahlas nebo v duchu béhem ritualu ¢i individualni
meditace. Jejich vyslovnost, intonaci i rytmus je v ortodoxnim hinduistickém dis-
kurzu zakazano ménit. Az do relativné nedavné doby se predavaly pouze oralné
a velmi Casto tajné, tradicné od ucitele-muzi k Zakovi-muzi, a to z vyssich kast.
Jeden z mala indolog(, ktery se mantrami seriézné zabyval, profesor z Berkeley
Frits Staal, uvedl, Ze:

»mantry jsou zvlastné opomijeny v teoretickych védach... prestoze jich je podle
jednoho sanskrtského textu sedmdesat miliond, jejich formy a vyuziti jsou napros-
to nevysvétlené... nejsou jesté tak modni jako Hedvabna stezka vyuzivana ¢in-
skymi cisafi pro export... Ale co ziskaval ¢insky cisaf za své bohatstvi? Kromé
marihuany a vody z Gangy pfedevsim jednu komoditu: mantry. Neménné v neu-
stale se ménicich kontextech jazyka, ndbozenstvi a spole¢nosti, obecné utajované
a zarliveé chranéné, mantry cestovaly z Indie nejen jihovychodni Asii a Indonésii,
ale prekrocily Himaldje z Kagmiru do Stfedni Asie a Ciny (1. stol. n.L.), dostaly se
do Koreje (4. st. n.1.) a Japonska (6. st. n.1.) a do Tibetu (8. st. n.1.). Nyni dorazily do
Kalifornie a dosdhly vysokych cen.” (Staal 1996: xiv).

Nejsem si jista, Ze lze spolecné se Staalem tvrdit, Ze mantry zUstaly pfi své cesté
naprosto nezménény (mdj vyzkum zatim naznacuje opak), ale tento citat vhodné
shrnuje, Ze mantry dlouho nezlstaly pouze lokdlnim fenoménem, v soucasnosti
se vSak staly fenoménem globdlnim.

Pro pochopeni soucasnych aktivit spojenych s mantrami tedy nestaci omezit
se etnograficky na jedno geografické misto vyzkumu a/nebo jednu lokalné ohra-
ni¢enou komunitu. Vhodnéjsim metodologickym nastrojem se zda byt relativné
novy, méné bézny, avSak dynamicky se rozvijejici model etnografie, tzv. vice-
-mistna etnografie (multi-sited ethnography), kterou navrhl antropolog George
Marcus (1995). Tento typ etnografie zkouma obéh kulturnich vyznam( a identit
v rlizném case a misté. Vyzkumnik pak nasleduje, mapuje nebo ,,stopuje” subjekt
po jeho trase. Ke konstruovani vyzkumu lze vyuzit nékolika mapujicich strategii.
Etnograf muzZe fyzicky nasledovat uréitou komunitu, véc (materidlni objekt, ko-
moditu, umélecka dila nebo dusevni vlastnictvi), metaforu, pribéh, konflikt apod.
Pro muj vyzkum se zddla nejvhodnéjsi technika , nasleduj véc”. Tento pfistup pro
vice-mistnou etnografii nejvyznamnéji ustanovil Arjun Appadurai v Uvodu ke
sborniku ,, The Social Life of Things” (Appadurai 1986). M{jj dosavadni vyzkum na-
znacuje trajektorii prenosu takto: hinduistické klastery v Indii — nahravaci studia
v Nizozemi a USA — obchody s ezoterickym zbozim v CR — ¢ajovny, jégova studia
a dal$i mista v CR, kde se mantry praktikuji. Socialni a kulturni procesy tykajici se
prenosu studuji terénnim vyzkumem na vybranych bodech této trajektorie jako
v navzajem propojenych entitach. Cilem je prozkoumat, jak se socialni a kulturni
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procesy spojené s prenosem déji, jaké hudebni podoby na sebe berou a jaké vy-
znamy jim aktéri prikladaji.

Jednim z mist mého vice-mistného terénniho vyzkumu je tedy logicky Indie, ke
které se vSichni praktikanti manter néjakym zplsobem vztahuji. Jako nejvhodnéj-
Si misto k vyzkumu v Indii se mi zdadlo mésto Rsikés, coz je, jak fika antropolozka
Sarah Strauss, ponékud ,,divné misto —jak rusné regionalni trzni mésto pro horské
vesnice [oblasti] Garhvalu, tak spiritudlni trh pro svét” (Strauss 2005: 25). Jedna se
o cca stotisicové mésto v severni Indii na bfehu reky Gangy na Upati Himalaje za-
padné od Nepalu, ackoli kolem roku 1900 nemél RSikés ani status vesnice, jednalo
se pouze o shluk chysi, pousteven a malych klaster( na nékolika mistech na brehu
Gangy. Smérovali sem svati muzové, ktefi hledali misto odtrZené od civilizace.
Administrativné Rsikés nalezi do statu Uttarkhand'*2. Jméno mésta je zfejmé od-
vozeno od slova ,,r$i“ — bajny zfec, mudrc, svétec z védskych dob — a je opredeno
pribéhy z hinduistické mytologie. 86 procent obyvatel jsou hinduisté a stejné jako
starobylé poutni mésto Haridvar hodinu cesty jizné je RSikés povazovan hinduisty
za posvatné mésto, a je tedy ze zakona vegetarianské. Nelze zde sehnat ani maso
ani alkohol ¢i hrat hazardni hry apod. Predevsim vsak Rsikés byva oznacovan jako
,Svétové hlavni mésto jogy” (Yoga Capital of the World), coz uvadi i priivodce
Lonely Planet (Singh 2007: 459). Celosvétové Rsikés proslavili Beatles, ktefi se zde
v 60. letech udili meditovat. Jednalo se o dnes jiz zavieny klaster, asram Mahar-
Siho Mahése jogiho, ktery vyucoval tzv. techniku transcendentdlni meditace, pfi
které se vyuZivaji pravé mantry. Slova ,meditace” a ,joga“ se objevuji v jakémkoli
textu prezentujicim toto mésto. ,V pripadé RSikése se indicka vlada snazi, aby
bylo mésto uznano tradici, védou i turismem jako ,to misto, kam jet kvdali joze”
(Strauss 2005: 146). Takze bézini praktikanti jogy, at z Indie, nebo ze zahranidi,
vyhledavaji RSikés jako misto, kde chtéji zaZit ,,opravdovou” jogu. Jeden vyzkum
uvadi, Ze do roku 1990 se pres polovinu vSech zahranicnich turist(, ktefi navstivili
Indii, zastavilo v RSikési (Sangi 1990: 488 in Strauss 2005: 26).

RSikéS je jednim ze zdrojl tzv. transnacionalni distribuce jogy, o které pise
Strauss na zdkladé svého vice-mistného etnografického vyzkumu. Predevsim zde
od zadétku 20. stoleti pasobil slavny svami Sivananda, anglicky mluvici hinduis-
ticky mnich, u néhoz v roce 1930 pul roku studoval rumunsky doktorand filoso-
fie ndboZenstvi Mircea Eliade (Strauss 2005: 38). Eliade pak v roce 1933 obdrzel
doktorat za monografii ,,Joga: nesmrtelnost a svoboda“, ktera se stala klasickym
dilem o jéze v oboru religionistiky. Strauss tvrdi, Ze Eliade, stejné jako jeho ucitel
Sivdnanda a také dalsi slavny svami, Vivékananda, vyznamné ptispéli k produkci
tzv. ,predstavované komunity” (imagined community) ve smyslu Benedicta An-

132 Nazyvany do roku 2007 ,,Uttardncal“. Uttardncal se roku 2000 oddélil od statu
Uttarpradés.
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dersona (Anderson 1983) — globalni komunity lidi, ktefi se, prestoze zfidka sezna-
meni tvari v tvar, nicméné citi spojeni prostrednictvim sdileného zajmu o jogu a
jeji praxi (Strauss 2005: 40—41). Predstavovana komunita zavisi na cirkulaci hlavné
tisténych a v dnesni dobé i elektronickych médii, ale je podporovana také kontak-
tem tvari v tvar na seminarich, festivalech a vyukovych pobytech. A pravé Rsikés
je méstem kontaktu tvariv tvar — sjizdéji se sem praktikanti jogy z celého svéta.!®
Zahrani¢nim cestovatelim se pfizpGsobuji a pro né vznikaji nové sluzby. Rsikés
tak ziskal specifickou eklektickou new-age tvar na pozadi nyni jiz prelidnéného
mésta, jez jsem se pokusila nacrtnout v terénnich poznamkach:

Vétsina zahranicnich cestovatell nejede do hor za RSikés, ale vystoupi za sou-
tokem na parkovisti u Ram dzhula nebo o par kilometr( vys na LakSman dzhula.
To jsou dva visuté ocelové mosty pro pési. Riksa zastavi asi deset minut pésky od
Ram dzhuly, kde zacind , pési“ zéna. Shanim nosice, ktery mi pom(ze prekonat
zbyvajici a asi nejdrsnéjsi pal hodinu cesty pres feku. Mam sice na mésic vyzkumu
relativné malo véci (elektronika se stale zmensuje), ale vyCerpand antibiotiky je
presto nebudu schopnd hemZicim se davem utahnout. Nosic je vybaven vozikem,
nahazi na néj batohy a vyrazi dopredu jako raketa. Neuvéritelné obratné se pro-
pléta mezi pomalu se pohybujicimi lidmi, troubicimi motorkami, kravami, Zebraky
a stanky s obcCerstvenim a suvenyry. Sotva mu sta¢im, a tak sleduju jen jeho zada
v Cervené kosili a nevsimam si détskych prodavacl obétnich kvétin, ktefi mi s vy-
kriky ,,Madam, flowers“ ukazuji svoje kvétinové kosi¢ky s vonnymi ty¢inkami, které
se hlavné vecer poustéji po Ganze. Mijime kancelare astrologt, reklamni poutace
na lekce jogy, obchody s ajurvédskou kosmetikou, bronzovymi soskami bohu i
s kogilemi poti§ténymi znakem transcendentalni prvotni slabiky a mantry Om, vla-
jicimi ve vétru. Dav zpomaluje pred mostem, néktefi lidé tésné pred vstupem na
néj klekaji az na zem a symbolicky libaji jeho prah. Policisté v khaki uniformach
s pendreky pfisné pisti na pistalky, za mnou zufivé troubi motorka a jeji mlady fidi¢
v kratasech a se sluchatky na usich hlasité nadava. Postupuji po vibrujicim povr-
chu uzké ocelové lavky, kde vedle sebe mohou stat maximalné dva lidé. Najednou
zaCind husté prset. Za mostem zbyva jesté necelych deset minut pésky do ,,mého”
asramu. Mam obavu o elektroniku v batozich, ale jak se snazim skakat mezi lidmi,
kaluZzemi a zviraty, padicimu nosici nesta¢im. Presto si nemohu nevSimnout, Ze
jsme se ocitli v ulicce s obchody s hudebnimi nahravkami. Cela ulicka zni nahlas
z mnoha reproduktord jedinou skladbou — mantrou o Sivovi v new-age Upravé
v podani feckého dua Zijictho v Némecku. KdyZ se z tohoto zvukového tunelu
vymotam, konecné stojim pfed honosnou branou Parmarth Niketan aSramu.'**

133 Jak poznamendvd Strauss: ,, [...] souc¢asnd definice a praxe [jogy] reflektuje vice mo-
derni transnacionalni toky nez neposkvrnéné starobylé tradice. (Strauss 2005: 8).

134 Terénni pozndmky autorky, cervenec 2012.
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Asramy maji velky zajem o zahraniéni studenty a vypisuji pro né specializova-
né nékolikadenni az nékolikatydenni kurzy v angli¢tiné. Kurzy neobsahuji pouze
vyuku télesnych pozic — dsan, ale jako jakysi doplrikovy produkt nabizeji i vyuku
jogové filosofie a v nékterych piipadech i zpévu manter. S 4éramem svamiho Siva-
nandy soupefi hlavné Parmarth Niketan 4sram, ktery o sobé tvrdi, Ze je nejvétsim
v RSikési. Kazdoroc¢né v breznu se zde kona Mezinarodni festival jogy. Parmarth
Niketan je navic proslaveny tzv. Ganga arti — kazdovecerni ndbozenskou slavnosti
u Gangy, kdy se zpévem a hoficimi olejovymi lampami dékuje Matce Ganze za jeji
dary. Tento ritudl se kona ve vSech asramech i mimo né kazdy vecer na ghatech
reky Gangy, ale Ganga arti tohoto 4Sramu je specialni — je totiZ organizovana jako
velké hudebné-nabozZenské predstaveni, které je kazdodenné velkou atrakci pro
stovky az tisice indickych i zahrani¢nich poutnikd. Zminuje ji jako , must see” i
obligatni Lonely Planet. Od minulého roku ji dokonce prendsi kazdy vecer sou-
kromy televizni kanal. Hlavni ,,hvézdou” této Ganga arti je kromé predstaveného
a8ramu, svamiho Cidanandy, jeho? billboardy visi po celém mésté, také tfiasede-
satiletda mniska sadhvi Abha Sarasvati, Zijici zde v asramu, které nikdo nerekne
jinak neZ uctivym ,matadzi“ (matko). Sélové totiz zpiva za doprovodu hudebnich
nastrojl, na které hraji mladi chlapci z gurukulu (chlapecké naboZzenské Skoly
v aSramu). Predevsim pravé za matadzi jsem v [été 2011 a 2012 prijela na terénni
vyzkum do Réikége a stravila jsem zde vidy tfi tydny. (Sest tydnG v daném terénu
je z pohledu klasické etnografie velmi malo, avSak vice-mistna etnografie je ze své
podstaty nutné povrchnéjsi.)

Pokud si nékdo predstavoval asram jako tiché, klidné misto k rozjimani, zde
tomu tak neni. Parmarth Niketan je méstecko samo pro sebe a nabizi vic nez tisic
pokojla poutnikim. Co se poc¢tu mnich(l tyce, vice ¢i méné nastélo zde vsak Zije
pouze deset aZ dvacet mnichi véetné tfi mnisek. Ostatni stali obyvatelé jsou Zaci
gurukulu, jejich ucditelé, zaméstnanci s rodinami (kuchafri, recepcni, ucetni, ma-
nazefi charitativnich a ekologickych projektd), nékolik dobrovolnikd ze zahranici
a pak stafi hinduisté, ktefi odesli ze svych domovd, aby se, jak jim jejich Zivotni
stadium urcuje, pohrouZili do modliteb, posvatnych textl a meditace — zde Ziji
v jakémsi ndbozenském domové dlchodcl. Tyto stalé obyvatele doplnuji stovky
indickych poutnikd, ubytovavajicich se na nékolik dni, a konstantné par desitek
zahranicnich student(, ktefi sem kazdy mésic prijizdi na dvou az ¢tyrtydenni kur-
zy. Brany asramu jsou navic od Sesti od rana do deviti vecCer otevieny verejnosti,
takze sem dale proudi velké mnozstvi indickych poutnikd zveni. Casto pFichazeji
ve skupinach se svym privodcem, vodicim je po pamétihodnostech klastera.

Matadzi zde Zije od roku 1999, kdy ji bylo padesat let. Tehdy pfijala od pred-
staveného 4aSramu tzv. mantra diksu (dar osobni mantry) a v roce 2003 pfrijala
tzv. sannjds diksu, tedy mnisSské zasvéceni, a prijala své duchovni jméno sadhvi
Abha Sarasvati. Sannjas je radikalni forma asketismu, pfi které predchozi svétska
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identita Clovéka tzv. zemre, Clovék se ji dobrovolné zcela zfika spolu se vsemi
svétskymi socidlnimi vazbami a majetkem typicky formou ritualu, ktery je jeho
vlastnim pohrbem. Zasvéceni se pak vétSinou nazi vykoupou v Ganze a obléknou
Safranové Ci okrové roucho. Néktefi ¢i nékteré si také oholi vlasy. Zbavi se tak
vSech dosavadnich znak( a ozdob, které je statusové a genderové urcovaly ve
svétské spoleénosti — mnisky tedy napf. nenosi ¢erveny prasek v pésince vlasu a
dalsi ozdoby a Sperky, které nosily jako vdané Zeny. (Pokud byli zasvéceni dosud
Zenati ¢i vdané, museji predtim manzelku ¢i manzela pozadat o svoleni propusté-
ni ze svazku, ti, co se neozenili, Zadaji o povoleni své rodice.)*** Po vzoru Victora
Turnera bychom mohli fici, Ze sannjasinové a sannjasinky vystupuji ze struktury a
stavaji se liminalnimi bytostmi v nekone¢né communitas, dokud tzv. neopusti své
télo (Turner 2004, orig. 1969). Sadhuové (svati muZzové) jsou totiZz povaZovani za
ty, co se vysvobodili z kolobéhu Zivot(, a tedy neumiraji.

Sadhvi Abha Sarasvati ptijala sannjas od svamiho Cidanandy, pfedstaveného
Parmarth Niketanu. Svami Cidananda je jeden z mala svamin(, ktery udéluje san-
njas zenam.’3¢ Zeny mnisky byly v hinduistické monastické tradici vidy vyjimkou,
témi nejlimindlnéjsimi z liminalnich. Meena Khandelwal (2004) tvrdi, Ze sannja-
sinky Ziji na okrajich jak rodiny, tak statni autority (2004: 4), protoZe v indické
patriarchalni spolecnosti jsou zfeknuti se (renunciation) a Zenstvi dvé vzajemné se
vylucujici kategorie. Khandelwal tvrdi, Ze renunciace je tradice stvorena elitnimi
brahmanskymi muzi pro né samotné (Khandelwal 2004: 5), a tak Zeny pfi snaze
o dosazZeni statutu sannjasinky nejen Celi opozici rodiny a pratel (napf. jedné mé
informantce nechtéla jeji matka dat svoleni témér az do své smrti), ale i opozici
muzskych asketd. Jeden z mych indickych informantl mi sdélil, Ze ,,Zeny byvaji
povaZovany za Spatné adeptky na mnisstvi, protoZze mnich ma praktikovat od-

135 I matadzi byla kdysi vdand. Vdala se v sedmndcti letech. Obrat v jejim Zivoté nastal
po porodu tfetiho ditéte ve tfiadvaceti letech, kdy ji 1ékafi diagnostikovali nefritidu.
Dle svych slov odmitla Iéky a vylécila se praktikovanim jogy. Od té doby se joga stala
jeji zivotni cestou (Biermann 2012: 131). Tyto informace jsem se nedozvédéla pfimo
z rozhovoru, protoze pro mnichy se neslusi mluvit o své minulosti pfed pfijetim
sannjas. Az pfi mé druhé terénni cesté a po mnoha véete¢nych otazkach, na néz rea-
govala pouze milym usmévem, mi matadzi zaptj¢ila knihu Dereka Biermanna Yoga:
A Journey Within (2012), kde sdéluje sviij osobni pfibéh tésné pred ptijetim sannjés.

136 Nicméné podle mych indickych informantt tendence udélovat sannjas Zendm
v poslednich letech stéle stoupd a muj informant z jiného 4$ramu vyjmenoval hned
osm Zen, jez jeho guru svaimi Déjananda zasvétil v pribéhu nékolika let, kdy tam
informant pobyval. K tomu v$ak vZdy informanti poznamenavali, Ze podle nich
obecné stoupd tendence udélovat sannjas, tedy i muztim. To mize souviset s hnutim
neo-hinduismu, neo-védanty a také s procesem socidlni zmény zvané sanskrtizace,
kterou popisuje M. N. Srinivas (Srinivas 1952 in Htibek 1998: 3).
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poutani (detachment), zatimco Zenina mysl a télo jsou biologicky naprogramo-
vany na pripoutani (attachment)” (Ajay, int. srpen 2013). Proto Zeny, které se pro
tuto cestu rozhodnou, jsou nezavisle na svém véku, kasté a tfidé povazovany za
anomalie (Khandelwal 2004: 6). Podobné podle Catherine Clementin-Ojha. Po-
dle ni stoji hinduistické asketky mimo spolecenské normy a jejich pocet je vzhle-
dem k poc¢tu mnichl-muzd velmi maly, cca 1:10 aZ 1:12 (Ojha 1988: 34, rovnéz
viz DeNapoli 2009: 103). Hinduistické monastické rady maji podle ni extrémné
volnou strukturu davajici zna¢nou svobodu spiritudlnimu mistrovi, coz podle ni
vysvétluje, jak Zeny nasly svoji cestu do monastickych radd, a to i do téch, které
jim byly plvodné zcela uzavieny. Nicméné byt pfijata do linie spirtiualnich mistra
jesté nutné nedovoluje Zenam tuto naboZenskou tradici predavat dale, tzn. Ze
Zeny typicky neiniciuji novice a nestavaji se guruem. Rovnéz témér neexistuji Cisté
Zenské klastery. Ojha zmifiuje v roce 1988 pouze tfi Zenské hinuduistické klastery
s guruem-zenou v celé Indii (Ojha 1988: 34).1%” V asramu sdileném s muzi je pro
Zeny mnisky dileZité legitimizovat svoji pozici, protoZe i podle Ojha mnisky vétsi-
nou nevoli Zivotni styl Zebravého potulného mnicha, ktery si mohou zvolit muzi,
aby byli UpIné nezavisli. Zeny vétsinou voli pravé instituci asramu, v kterém si viak
musi obhajit svoje misto.

Khandelwal uvadi, Ze asketky byvaji na jednu stranu pomérné respektovany
(jako zdroje spiritualni sily a morality), ale na druhou stranu neustéle podezfiva-
ny, ze prekracuji genderové normy (Khandelwal 2004: 6). Proto konstruuji svoji
identitu jako vyjimku (Khandelwal 2004: 21). Jejich marginaini pozice se odrazi i
v jazyce. V hindstiné a sanskrtu se obecné pro asketiky pouziva tvar sadhu nebo
svami v muzském rodé, ktery zahrnuje i Zeny. Lidé bézné i v mé zkuSenosti dava-
ji tento muzsky tvar i zendm asketkdm. Zensky ekvivalent sadhua je teoreticky
dle sanskrtu sadhvi, od svami je to svamini. Nicméné i vzdélani lidé tyto terminy
Casto neznaji, a kdyZ jsem je pouzila, nerozuméli mi, coz uvadi i Ojha (1988: 34).
Navic, termin sadhvi mGzZe znamenat i jakoukoli vdanou poboZnou Zenu, coz je
podstatny rozdil (Ibid.). A tak prestoZe svamimu-muzi nerekl v Parmarth Niketan
asramu nikdo jinak nez svamidzi, doptat se na sadhvi Abhu neslo — nikdo ze za-
méstnancl na recepci nevédél, koho myslim. Vsichni o ni mluvili jako o matadzi
— matce. KdyZ jsem se vSak naopak ptala na matadzi, fikali — jakou matadzi my-
slite? ProtozZe tak se tam fikalo i vSem starsim Zenam, ne-asketkam. TakZe jsem
ji musela vidy néjak popsat — vétsinou jako tu matadzi, co zpiva na Ganga arti.
,Tak tuhle myslite? Ze jste to nefekla dfiv“. Z toho, jak o ni lidé mluvili, to vypa-
dalo, jako by méla v 4Sramu marginalni pozici. Na druhou stranu ji vSak zdravili
hlubokou poklonou, ,,sejmutim prachu z nohou*, jakou je zvykem zdravit vSechny

137 Jedna se o staré ¢islo, ale bohuzel praci o Zenach asketkdch v hinduismu je rovnéz
velice mélo.
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sannjasiny bez ohledu na pohlavi.**® | samotné duchovni jméno, které matadzi
dostala, je v linii, ve které byla zasvécena, ponékud netypické, teoreticky by méla
mit titul svamini a duchovni jméno s priponou , ananda“, stejné jako ma napriklad
moje informantka z jiného aSramu, svamini Praméananda Sarasvati.!*® Z emické
(emic) perspektivy insiderd, nékterych mych informantd, se Zena, ktera pfijme
sannjas, zbavuje veskeré dosavadni spolecenské a genderové identity, genderové
rozdily jiz pak nejsou dllezité, dlilezité je nahlédnout a pochopit jednotu dtmdnu
a brahma. A tak ptét se sannjasinky, jak se citi jako Zena mezi mufi, je podle nich
nepochopeni véci. JenZe z etické (etic) perspektivy vyzkumnika je i presto sann-
jasinka zapletena do kaZzdodennich spolecenskych vztahd, i kdyz redefinovanych.

Podivejme se na pribéh béiného vSedniho dne, ktery jsem u matadzi vysle-
dovala:

Pfesné v pét hodin rano prichazi bosa matadzi vést, tedy predzpivavat bhad-
Zany — duchovni lidové pisné v hindstiné — v tzv. Satsang Hall u chrdmu. Schazi se
tu vSichni mnisi, dale vsichni studenti chlapecké naboZenské skoly, ktefi bojuji se
spankem, a desitky starsich Ind(i, muz( i Zen — stali obyvatelé d4Sramu i ubytovani
poutnici. MuZi a Zeny jsou od sebe oddéleni uli¢ckou, sedi na zemi, opravdu stafi
lidé s holemi sedi po stranach na zZidlich. Byvala jsem zde v toto ¢asné rano jedina
ne-Indka a dostavalo se mi mnoha zvédavych pohledu. Ve zSerelé hale doprovazi
matadzi svlj zpév na indické harmonium a jeden z vybranych chlapct z gurukulu
obstarava rytmicky doprovod na bubinky tabla. Matadzi vétsinou predzpiva krat-
kou sloku a publikum odpovida refrénem. Mnisi-muzi sedi v meditacnich pozicich
na podiu smérem k publiku, ona sedi na zemi pod pddiem tvari k nim, coz, jak se
mi zd4, odrazi jeji podfizenou pozici. K publiku sedi zady a jeji zpév zesiluje mikro-
fon. Zvuk je prenasen i ven mimo halu tlampaci umisténymi po obvodu budovy.
Zhruba ve tfi ¢tvrté na Sest se matadzi zveda a s poklonou smérem k mnichlm
odchazi, zac¢ina zde totiz kazani v hindstiné.

Stéle bosa matadzi spécha pres cely asram a jeho zahrady do velké jégové haly,
kde od Sesti zacina ucit zahrani¢ni studenty jégovych kurz(, které ma vyhradné
na starosti. Vyucuje v angli¢ting, kterou pred pfijetim sannjas vystudovala na uni-
verzité a vyucovala na prestizni internatni soukromé skole. SloZeni zahrani¢nich
kurzt je velice rGznorodé, napf. v roce 2011 to bylo beze mne ¢trnact studentq,
z toho jedna Cegka, dva Ameri¢ané, Estonec, Francouzka, Danka, Spanélka, Bra-
zilka, Ekvadorec, Anglicanka, Némka, dva Indové a Indka. V roce 2012 se kurzu

138 Tedy kromé zahrani¢nich studentd, ktefi tak nezdravili nikoho.

139 Nicméné titul sddhvi a jméno bez zminéné pfipony maji i druhé dvé mnisky
v Parmarth Niketanu, které jsou Ameri¢anky. Jejich pozice v d§ramu je vzhledem
k jejich etnickému paivodu odli$nd a vyjimeénd. Vzhledem k tomu, Ze se jejich
aktivity netykaji hudby, neni zde bohuzel prostor, abych se ji blize zabyvala.
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Ucastnily dvé Americ¢anky, Americ¢an a jeho manzelka Indka narozena v Jihoafrické
republice, dvé Svédky, Maro&anka, Polka, Némka, Dan, Ind narozeny v Kanadé, tfi
Indové, Indka, Némec a Svycar. Kazdy mésic prichazeji novi studenti.1+

Za deset minut Sest hodin rano jiz matadzi sedi v pozici sukhdsany (tzv. tu-
reckého sedu) na pddiu v jégové hale pohrouzena sama do sebe. Studenti po-
tichu prichazeji a s mirnou uklonou se posazuji do medita¢nich pozic. Pfesné
v Sest matadzi zahajuje mantrou palhodinu tzv. nadajégy, cozZ je jeji specialita,
joga zvukem. Nejdrive zpiva mantry urcené pro ranni meditaci a pak kontem-
plativné improvizuje v ramci rlznych rannich rag — indickych hudebnich modd —
pouze s doprovodem elektronické tanpury, jeZ po zapnuti neustale hraje pouze
dva zéakladni tény ragy bez nutnosti dalsiho obsluhovani pfistroje. Z jejiho zpévu
je znat, Zze v mladi také vystudovala indicky klasicky zpév. Studenti lezi na zemi
v tzv. pozici mrtvoly a relaxuji. Kamenna podlaha velké haly pro sto lidi vytvari az
kostelni akustiku, do krasného zpévu obcas dolehnou pouze zvuky z nedalekého
pralesa, krik opic poskakujicich po stfechach a zvuky probouzejiciho se mésta.
Po pal hodiné nepretrzitého meditativniho zpévu pfichazi vyuka dechovych i
ocistnych technik. Od sedmi do osmi pak matadzi nebo jeji asistentka vyucuje
télesné pozice, asany. Kazda ¢ast vyuky je vidy zahajena zpévem vybrané mantry.
| télesné cviceni je spjato s mantrami. Napf. tzv. pozdrav slunci, strja namaskar, je
prokladan spole¢nym zpévem surja namaskar mantry, coz byva na zacatku kurzu
pro vétsinu studentl prekvapujicim faktem, ktery z lekci ve svych zemich neznali.
Poté se vsichni rozchazeji na snidani.

Od desiti pak matadzi vyucuje mezinarodni studenty zpévu manter, a to témér
celou hodinu. Vidy predzpiva cast verse a studenti opakuji. Studenti mivaji pro-
blém s vyslovnosti sanskrtu i pfesnou intonaci a matadzi se neustale vraci a opa-
kuje vers, ktery se ji nezdal dost dobfe zazpivany. VSe se vétSinou odehrava bez
vysvétlujicich komentard, stejné jako predchozi vyuka. Studenti se samozrejmé
nesnazi opakovat mantry zpaméti, ale pomahaji si brozurou, kterou matadzi se-
stavila. Mantry jsou zde uvadény v poradi, podle kterého se fidi celd lekce, cilem
je prezpivat knizku od zac¢atku do konce. Text v pismu dévanagari je doprovazen
transliteraci do latinky a také prekladem do angli¢tiny, jehoZ je matadzi autor-
kou. Jednou z Uplné prvnich manter, kterou se studenti naudi, je napriklad gajatri
mantra:

140 Matadzi v Biermannové knize poznamenala ,,V sou¢asnosti je joga médni a hodné

jak se stanou joginy. Za¢inaji impulzivné, ale tento pfistup brzy vyprchd.“ (Biermann
2012: 131).
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3 T: |

AT

Wit o efimfe

felt 2 3: Al ()
Om bhdr bhuvah svah

tat savitur varenyam

bhargo devasya dhimahi

dhiyo yo nah pracodayat

Melodie této mantry se pohybuje pouze na tfech tédnech — hlavnim ténu, ténu od
néj o pulténu vys a tonu od hlavniho o cely ton niz. Nékterd sanskrtska slovni spo-
jeni byvaji tfeba pro Americany témér nevyslovitelnd, problém délaji aspirované
souhlasky, hlaska ,r“ a rlizna hlaskova spojeni (napriklad slovni spojeni ,srisca
neproniknutelnosti manter a celé Indie obecné). Matadzi nedovoluje studentim,
aby si lekce manter nahrdli, protoZze ma Spatnou zkusenost s tim, Ze nékteri pak
nahravky prodavali jinym studentm. Navic zastava nazor, Ze mantry se mohou
ucit pouze s ucitelem, ne z nahravky. Kdo ma vsak zajem, mdze si na konci kurzu
poridit cd s nahravkou celé lekce:

»[Cizinci] se mohou naucit [védsky zpév] velmi dobfe. Neméli by se ucit z kopii,
neméli by se ucit z zadnych CD. Méli by ptijet a ucit se tvafi v tvar, co tady délame.
Z CD nebo videi se to nenaucite. Teprve kdyz se naucite [u ucitele], tak CD muize
pomoct pfi cviceni. Proto jsem nedala [svoje nahravky] na trh. Nechci to udélat
komer¢ni, [to CD] je pouze pro tfidu, pro studenty.” (Int. matadzi, srpen 2012).

Po lekci védského zpévu matadzi tfi ctvrté hodiny prednasi studentiim filosofii,
tzn. vyklada z Bhagavadgity nebo z jogasuter. To je v podstaté jedina lekce, kdy
se studenti maji na konci prostor ptat. Ve dvanact se vsichni rozchazeji na obéd.
O pul ¢tvrté nasleduje opét hodina asan, pak pll hodiny meditace. Od Sesti i
pll sedmé (v zavislosti na dobé zapadu slunce) pak matadzi vede svym zpévem
Ganga arti, a to necelou hodinu. Nasleduje vecere a po ni, v pripadé nékterych
kurzd, déla pro studenty cca pul hodinu tzv. jéganidru, joginsky spanek, coz je
fizena relaxace.

Mimo kurzy pro zahrani¢ni studenty, které stoji na deset dni 300—400 dolard,
takZe jsou pro d4sram finan¢né prinosné, ma matadzi na starosti i vzdélani chlapcl
z gurukulu (je napfiklad jednou z mala, kdo rozhoduje o prijimani ucitelll) a také
jejich hudebni vzdélani a intonaci manter. Kromé toho, kdyZ byva svamidzi na
turné v Americe, miva spolec¢né s hlavnim manazerem na starosti de facto cely
asram. To se stalo i v dobé, kdy jsem tam zrovna byla. Kdykoli jsem vkrocila k ma-
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tadzi do jeji cely, blikal v ni monitor pocitace pfipojeny na internet a zvonil mobil,
vétsinou s pokyny od svamidziho z Ameriky. Mimo to musi samoziejmé stihnout
svoji vlastni spiritudlini praxi. To ze pouze v noci. Rika, ze spi ¢tyfi hodiny denné,
po zbytek noci i po nékolik hodin medituje na mantry, jez zpiva v duchu a pocita
pfitom pocet repetici na mdle (rdizenci) se sto osmi koralky. Rika, Ze za Zivot jiz
zvladla devét set tisic opakovani jedné urcité mantry. Mantry jsou v jejim Zivoté

jednou ze zasadnich véci:

»Studovala jsem indickou klasickou hudbu, [ale] od roku 1978, 1977 jsem neslysela
tanpuru, necvicila jsem na tdnpuru, ten strunny ndstroj."! Veskerou moji praxi
se stal védsky zpév a klasickou hudbu nepostradam. Klasicka hudba je hluboka,
védsky zpév je jesté hlubsi“ (Int. srpen 2012).

Co se tyce jeji vyuky zahrani¢nich studentt: pro hinduistické Zeny ani Zeny asket-
ky neni typické vyucovat mantry ¢i vykladat filozofii a domnivam se, Ze je to pro
asram akceptovatelné z toho dlvodu, Ze matadzi vyucuje zahranicni studenty,
coz jsou navic predevsim Zeny. Ani jednou jsem nezazila, Ze by matadzi méla kaza-
ni pro indické poutniky, zatimco vsichni ostatni mnisi-muZi se v kadzanich stridaji.
Mdj informant, ktery je se situaci vtomto asramu dobre obeznamen, argumento-
val, Ze matadzi ma dllezitéjsi véci na praci nez kazani, protoze se zabyva vyukou
zahranic¢nich studentq, ktefi prinaseji 4sramu finance, a navic ma rozhodovaci
pravomoce v gurukulu, cozZ ji podle néj stavi na vysokou pricku v asramové hierar-
chii. Interpretoval tuto situaci tedy opacné nez ja. Ja se vSak domnivam, Ze kazani
muze byt i symbolickym uznanim autority.

Nicméné ziejmé nejviditelnéjsi funkci matadzi je kromé ranniho zpévu bhadza-
nG pravé zpév manter a hlavné bhadzan(i na Ganga arti, jejiz podobu zaloZili spo-
le¢né se svamidzim v roce 1999 a jez zménila tvar této ¢asti RSikése — kolem arti se
vytvofila infrastruktura restauraci a obchod( s devocienaliemi pro stovky poutni-
k@, ktefi na ni kazdy vecer zamiFi. Jedna se o jakousi ¢astecné vynalezenou tradici
(ve smyslu Hobsbawmovy Invented tradition, 2003, orig. 1983), kterd pavodni ri-
tudl konany nekoordinované jednotlivci ¢i skupinkami predélala na organizované
velkolepé predstaveni s profesionalnimi muzikanty, reproduktory, osvétlenim,
ochrankou i stalym, neménnym programem.!*? Pravé zde matadzi tzv. ,hraje prv-

141 Zpévacky indické klasické hudby by se tradi¢né mély umét samy doporovodit
na strunny nastroj tinpuru. Pfi vyuce zpévu se vak dnes ¢asto vyuziva i jeji
elektronicka verze, kterd nevyzaduje obsluhu.

142 , Arti nastésti za¢ind byt ve srovnani s minulymi lety velice disciplinovana.

A populdrni verze arti je dalezita [...]. Cim vice lidi si ji uziva, tim vice lidi sem
prijde. Je to lepsi pro né samotné, [a] oni ji [pak] $ifi do svéta venku. A poselstvi
arti je v podstaté harmonie mezi virami.“ (Matadzi, int. srpen 2012).
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ni housle” a v p¥ipadé, 7e svami Cidananda je v R&ikési, tak je zastinéna pouze
jim. Vstup na Ganga arti je zdarma, ale je regulovan ochrankou, ktera rozhodne,
komu vstup odepre (napf. Zebraklm apod.). Tato akce je tvari Parmarth Niketanu,
jeho nejvétsi reklamou smérem do mésta. Pokud néjaky vyznamny indicky politik
navstivi RSikés, neda si ujit prileZitost, aby se vyfotografoval na Ganga arti spolu
s mnichy Parmarth Niketanu, o cemz svédc¢i mnohé fotografie na webové strance
asramu i zardmované na zdech v recepci. Navstévnikd na této arti je tolik, Ze se
ani nevejdou na ghat (schody do vody), takZe asram nechal postavit betonovy
mustek do tvaru ,c”, na kterém mohou poutnici sedét a pozorovat arti z vody.
Uprostied mistku se ty&i nékolikametrova socha sediciho boha Sivy, ktera se sta-
la jednim z nejdulezitéjsich objektl fotografickych aparat navstévnikd a ikonou
RSikése. Pravé fotografické aparaty neustale béhem arti blyskaji. Indi¢ti turisté
foti arti a zahranicni turisty, zahranic¢ni turisté foti arti a indické turisty. V pod-
staté kazdy druhy ma v prdbéhu ritudlu v ruce fotoaparat nebo mobil se sviticim
objektivem, aZz se vytvari jakési more svétélkujicich objektivli namitenych vici
sobé navzdjem, coz trefné osvétluje termin ,mutual gaze” v antropologii turismu
(Maoz 2006: 222 in Kdbova 2012: 7). Dalo by se fici, Ze v pripadé této Ganga arti je
kultura jaksi objektifikovana, a kdyz se kultura objektifikuje, socidlni vztahy také
prochazi zménou a jsou chapany novymi zplsoby (Guneratne a Bjork 2012: 314).
Tato situace pak umozruje, aby byla stfedem pozornosti mniska — nejen jako zpé-
vacka, ale i jako duchovni autorita.

Ganga arti i ranni zpév chramu je projevem tzv. bhakti, coZ je koncept, ktery
v hinduismu vyjadfuje oddanost a lasku k BoZzskému. A jak uvadi DeNapoli (2009),
ktera se dlouhodobé zabyva narativy Zivotnich pribéhl hinduistickych mnisek,
tak pravé skrze bhakti a jeho vyjadiovani prostfednictvim zpévu bhadzan( i
vypravénim ndbozenskych pfibéhl o oddanosti mnisky konstruuji svoji identi-
tu a legitimizuji ji. Bhakti je jakasi ,nika”, ktera existenci asketek ospravedIniuje.
Je totiz takovym zplsobem vztahovani se k posvatnu, ktery byvéa povazovan za
nejbéznéjsi a nejlegitimnéjsi pro hinduistické Zeny obecné a zaroven se shoduje
s idedlem oddané Zeny v indické spole¢nosti, at uz je oddana manzelovi a roding,
nebo bohlm. Khandelwal tvrdi, Ze ackoli v idealu hinduistickych asketek a asketd
je gender pomijivy, tak pokud nahlédneme hloubéji, idedly asketek jsou kultur-
né konstruované Zenské kvality jako soucit a péce (Khandelwal 2004: 193). Tyto
idedly jsou v nich posilovany i muZi — jejich gurui. Naptiklad svamidzi dal matadzi
osobni mantru, o niz fekla: ,Dostala jsem praktickou mantru, kterou natahujete
ruku a davéte ostatnim co nejvice mizZete.” (Biermann 2012: 131).*3 Od askety-
-muze se vsak tyto kvality vétsinou neocekavaiji.

143 Nevim vsak, o jakou mantru pfesné $lo, protoZe nazev osobni mantry od gurua
se vétSinou ostatnim nesdéluje.
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V rozhovoru mi matadzi rekla, Ze vSechny svoje aktivity v aSramu povazuje za
svoji sadhanu, tedy duchovni praxi vykonavanou v tomto pfipadé skrze ,séva“
(sluzbu). To o sobé rika i v textu kapitoly ji vénované v knize pojednavajici o vy-
branych praktikantech jogy: ,za svoji pozici nedostavam plat; vSechno se to déla
jako séva.” (Biermann 2012: 131). A jak mi fekla v rozhovoru: ,Jako sannjasinové
délame vsechno kvdli ocisténi, ne abychom naplnili touhu.” (Int. srpen 2012). Ne-
tvrdim proto, Ze matadzi jako asketka pocituje touhu vymanit se z marginalniho
postaveni Zeny mezi muZi askety, ani mi nic takového primo nerekla. Pfesto vsak
jako Zijici bytost mezi jinymi lidmi nutné zGstava jako aktérka zapletena do sité
socialnich vztahd, které je nucena neustale vyjednavat.

Zavérem. Domnivam se, Ze sadhvi Abha Sarasvati proménila svoje znalosti
a schopnosti z predchoziho Zivota a posléze Zivota asketky v kulturni kapital ve
smyslu Pierra Bourdieu (1986), ¢i primo spiritudlni kapital v Bourdieuové smys-
lu, ktery rozviji Bradford Verter (2003). Tento kapital matadzi uplatfiuje v mnoha
kazdodennich (nejen) hudebné-nabozenskych aktivitach, diky nimzZ je pro asram
prospésna a v soucasnosti dllezita. Troufam si tvrdit, Ze diky tomuto kapitalu a
diky netradicni situaci ve mésté Rsikés jako centru transnacionalni distribuce jogy
a indické spirituality viibec, ktera umoznuje tento kapitdl vyuzit novymi zplsoby,
je jeji spolecenska pozice re-definovana.** Matadzi se tak vymaniuje ze své tradic-
né marginalni pozice Zeny asketky, kterd ji navic prinasi typ respektu, kterého by
se ji jako ne-asketce zfejmé nedostalo.!®

144 Matadzi si uvédomuje nejen vyhody, ale i nevyhody a nespravedlnosti globalizace.
O tom vsak pojednd jiny text.

145 Domnivam se, Ze lze tvrdit spole¢né s Khandelwal (2004: 4), Ze fenomén Zenské
askeze a jeho soucasnd praxe tak také mtize poslouZit ke kritice takové tendence
v antropologii, ktera reprezentuje zivoty lidi jinych kultur jako prili§ determinované.
»1 demonstrate that Hindu women do sometimes determine their own lives in fairly
radical ways — and I hope to do this without romanticizing them as mystic or feminine
heroes, denying the reality of patriarchy, or elevating individual autonomy to the
primary value by which we evaluate persons and cultures.” (Khandelwal 2004: 4)
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INTRODUCTION

Zuzana Jurkovad

We were inspired for the title and topic of our publication/monograph by one
of the key terms of the international conference Memory — Historic Awareness
— Marginalization — Identity which was organized by the Faculty of Humanities
of Charles University in September 2013. During it the term marginalization, or-
dinarily used in sociological discourse,! appeared in connection with historic and
anthropological topics —in its obvious meaning, that is, as existence on the edge.

Such a concept to a certain extent overlaps with the concept of minority,
which is close to our ethnomusicological orientation.? The basic difference we see
between both terms is a different emphasis when looking at similar problematics.
In the case of the concept of minority, emphasis is placed on the fact of the re-
lation of the minority to the majority: “There is no minority without a majority”?
(Reyes 2013); music — as is usually emphasized — is a phenomenon reflecting or
even strengthening group identity. In the case of marginalization sociologists and
researchers in related disciplines place emphasis on processuality. Gurung and
Kollmair, summarizing common use of the understanding of marginality/margi-
nalization, characterize it as a “process” (emphasis by the authors) ... (leading to)
“the temporary state of having been put...at the edge of a system” (Gurung and
Kollmair 2005: 10-11).

This perspective of processuality seemed unusual and attractive to us. We
were interested in knowing which role music — its performance, the creation of
a certain genre or a concrete musical event — plays in the process leading to so-
cial exclusion or, on the contrary, out of it. To find the answer we used material
from our own field (or, in the case of Martha Stellmacher, archival) research. The

1 Czech readers are referred principally to the synoptic text of Mares (2000). For English
speakers, there is a more broadly conceived text of Gurung and Kollmair (2005). The
monograph Minorities and Marginalized Groups in the Czech Republic (2002) deals
with the problematics in the Czech Republic.

2 For more details, viz. footnote 2 in my chapter on Requiem. Not only the concept, but
also the subject often overlap: distinct ethnicity, status of the emigrant, etc., establish mi-
nority identity and, at the same time, place group members in a marginalized position.

3 More in my chapter about Requiem. For us the definition of minority used in the study
group Music and Minorities of the world ethnomusicological organization the Interna-
tional Council for Traditional Music is basic: “Minorities are groups of people distin-
guishable from the dominant group for cultural, ethnic, social, religious, or economic
reasons.” (www.ictmusic.org/groups/music-and-minorities, October 25, 2013).
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results of our research are, in general, relatively expectable; however, they bring
new data. These results are the contents of the following five chapters.

In the first chapter, called “Requiem for the Forgotten: Contribution to the
Musical Representation of Marginality,” Zuzana Jurkova focuses on the shaping of
an entire musical event, which is understood as a process of negotiation of repre-
sentation of a marginalized group — the Roma in the Czech Republic — via music.

The second chapter, “May the angels of your choirs guard the emperor and the
homeland...” by Martha Stellmacher, brings to light the chants for the emperor
and the welfare of the country found in the archive of The Jewish Community of
Prague. These compositions were sung in Jewish communities in the Czech lands
during the Habsburg Empire and the First Czechoslovak Republic. Stellmacher
understands them as symbols of the relationship of the marginal group to the
governing elite.

The chapter “Contemporary Viennese Czechs and the marginalization of their
national identity: Representational and Graduation Ball” tries to answer the ques-
tion of how contemporary Viennese Czechs reflect their identity through musical
activities in an environment of not only Austrian but also multicultural Vienna.
Zita Skorepova Honzlova interprets the meanings ascribed to the ball by Viennese
Czechs in relation to the question of marginalization of Czech national identity.

In the chapter “Fado, way to the limelight,” Kristyna Kuhnovd devotes her
attention to the Portuguese music genre, which supposedly came into existence
in the 18th century among people from the margins of society (sailors and pro-
stitutes), and which (for many other reasons) has played a marginalized role in
Portuguese cultural life until recently. Kuhnova follows the transformation of the
position of this genre up to the status of intangible cultural heritage assigned by
the UNESCO and, using an example of one selected Lisbon school of fado, she re-
flects on how the contemporary popularity of the genre influences transmission
of this oral urban tradition.

Finally this book’s last chapter, called “Singing One’s Way out of Marginality?
The Musical-Religious Activities of a Female Hindu Ascetic in Rishikesh, India” wri-
tten by Veronika Seidlova, tries to show how a selected female monk re-defines
her traditionally marginal status in the predominantly male environment of asce-
tics through public religious music performances and also through the teaching of
vedic mantras and yoga to transnational students.

The central topic of our book is thus the situation in which an individual or a
group, finding himself or themselves at the edge of the mainstream, attempts/
attempt somehow to change his/their situation. Here, then, music serves as an
instrument of that attempt and, at the same time, as its mirror. Apart from this
central topic, secondary motifs surface from time to time. One of these is the
question of the homogeneity of a marginalized group or — viewed from the oppo-
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site perspective — representativeness of an individual of the broader group (ex-
plicitly in the chapters by Jurkové and Seidlova, but potentially in others). We
do not give the answer to this question. Surely much, much more knowledge is
required here. Perhaps, however, it will gradually be shown — as Slobin foresees
when looking for micromusics (Slobin 1993: 54) —that in any clearly defined group
it is possible to differentiate an individual, small formations, and the mainstream
striving for hegemony.
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REQUIEM FOR THE FORGOTTEN*:
CONTRIBUTION TO THE MUSICAL
REPRESENTATION OF M ARGINALITY®

Zuzana Jurkovad

In Prague, which prides itself as a city of music, there are dozens of musical events
daily. Not only can one listen to music here, but it is also possible — and for some
people even necessary — to think about it. To think in various directions, to ask
various questions. In the following pages | discuss one concrete event in the mu-
sical life of Prague Autumn 2012: Requiem for Auschwitz. Of the questions elicited
in me by this concert, | focus on two. The first is related to the meaning this work
gains in a certain context. “How is it that we consider this very composition as
this or that?” The general answer is well known to anthropologists: It is not the
text but the context that determines the meaning. This is precisely illustrated in
Requiem.

The thematic sphere related to the second question is more complicated to
formulate. On one hand, Prague, with its history, cultural geography and con-
temporary situation, is unique, just as every place is unique. On the other hand,
Prague — like no other large city — is not isolated from transregional and global
influences. How do the local and the global interact? Mark Slobin’s words “There
are no ‘simple’ societies any longer, yet ‘complex’ is too flat a word to describe
the nesting and foldings, the cracks... of the land of Euro-Asia.” (Slobin 1993: xi).
And more concretely, more musically specific: for its realization, a musical event
requires a group of people — musicians and listeners — who consider it their
“own.” In the case of Requiem this “group” was quite large: over a thousand
active or passive participants. How does it actually happen that so many people
“appropriate” an event (whether here “own” means “my” or “our” in the most
varied sense?

4 This chapter was created as a part of the “Prague soundscapes” research in the frame-
work of The Specific University Research project 2013-267701, realized at the Charles
University in Prague, Faculty of Humanities.

5 In this paper I understand marginality as existence (of individuals or groups) on the
edge - on one hand in the economic sense; on the other (continuously) in relation to
decisive processes. This is how the situation of Roma is commonly understood in the
Czech Republic. For more details relating to marginality, see Mare$ 2000.
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Requiem for Auschwitz, moreover, had its specific character: it represented a
minority and marginalized group — Czech Roma.® With it a further dimension of
the question of appropriation is opening. Who is it who determines the shape, or
who shares in the formation of the shape of music of a marginalized group? How
is it with the negotiation of minority representation? A great deal has been wri-
tten about music and its importance for minority identity’; nevertheless there has
been substantially less written about the process of negotiation of the shape of
Romani minority representation through music. As Reyes emphasizes (2013), the
very relation to the majority (with whom the minority negotiates its representati-
on) is essential for the minority: “There is no minority without a majority.”

More details about the question of Romani representation through music are
dealt with by Carol Silverman (2012), but the setting she studies, i.e., Romani com-
munities in the Balkans and their diaspora in the USA, is so different from ours that
we can adopt little of it. Nevertheless a few general features are similar. First, like
other marginalized groups Roma historically had only little control over how they
were depicted. (Silverman 2012: 7, 244, and Hancock 1998)° The viewpoint of the
depiction was thus primarily that of the majority, which both determined its em-
phases and led to stereotypization which often had little in common with Romani
reality (Silverman 2012: 245). However, at the same time Silverman asserts (and
our knowledge corresponds with this) that Roma do not protest against such ste-
reotypical depiction — for whatever reason. (Silverman 2012: 258 ff.) Lemon (2000:

6 Here I use the expression “Czech Roma” for simplification, although in contradiction
to specialized literature about the Roma. I thus call the Roma those who have been
living for the past decades on the territory of the Czech Republic no matter which sub-
-ethnic group they belong to. It is a well-known historical fact that of the 90% of the
Roma who lived here before 1939, the so-called Czech and Moravian Roma, were mur-
dered during World War II. After them Roma came to this land from Slovakia (part of
them under pressure of the state administration). They were called “Slovak Roma” or
“Servika Roma.” Today they represent the majority of the Roma in the Czech Republic.

7 Irefer primarily to the publication of the ICTM Study Group Music and Minorities:
Pettan — Reyes — Komavec (eds.) 2001; Ceribasi¢ — Haskell (eds.) 2006; Statelova
- Rodel - Peycheva - Vlaeva - Dimov (eds.) 2008; Jurkova - Bidgood (eds.), 2009.
Further, e.g., Clausen - Hemetek - Saether (eds.) 2000, or Hemetek 2001. Further, the
series Gypsy Folk Music of Europe, published by the Institute for Musicology of the
Hungarian Academy for Sciences, is dedicated to Romani music in the Czech Republic.
e.g., Romani Music at the Turn of the Millennium (ed. Z. Jurkova, 2003).

8 ...minority...implicates majority to which the minority is inextricably linked by at least
one criterion that allows comparison and subsequent differentiation as minority and
majority (Reyes 2013).

9 For more details, see Malvini 2004.
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156 ff.) even demonstrates from material from Russia how non-Romani discourse
formed Romani perception of themselves. So this should be kept in mind as one of
the aspects of negotiation of the shape of the event that will be discussed.

RUDOLFINUM, NOVEMBER 4, 2012

On November 4, 2012, at the Rudolfinum, Prague’s main concert hall located at
the most prestigious place on the right bank of the Moldau, a concert posted
as Requiem for Auschwitz took place. The author of the composition was Roger
Moreno Rathgeb, until then unknown in the Czech Republic. The soloists and mi-
xed choir were local.® The orchestral part was played by the Romani and Sinti
Philharmoniker from Frankfurt, which was conducted by its founder Riccardo Sa-
hiti (who originally comes from the former Yugoslavia).

Tickets were already unavailable one or two weeks before the concert (only
partially, | think, because they were free). In the last days, it was difficult to get
tickets for the Israeli ambassador, a presidential candidate, and other dignita-
ries.! A first-class social event. At the same time, however, the audience was very
different from most (however festive) concert events which usually take place
here: approximately a fourth were Roma. They obtained tickets through the net
of Romani institutions from the organizer, the civic association Slovo 21.

The composition uses a traditional Latin text and its musical language is more
or less eclectically Romantic.?? (I noticed only one referential passage that could
be perceived as a Romani musical idiom.) It was played without intermission, but
three times the composition was interrupted and two reciters —a young Rom, Da-
vid TiSer, and a member of the National Theater, (hon-Romani) Tatjana Medvecka
—read, in Romanes and in a Czech translation, short texts by Romani writers.

The performances of the orchestra and choir were standard or slightly abo-
ve standard. Three of the solo quartet were experienced matadors of concert
stages, but most of the attention of the audience, as well as of the media, went to
the soprano, the young Romani woman Pavlina Matiova.*® | have rarely witnessed
such long, enthusiastic standing ovations. When, after the concert, | asked seve-
ral of my Romani friends how they liked it, they mostly said, “Beautiful.” | would
characterize the tone of their answers, however, as “hesitant enthusiasm.” The

10 The soloists were Pavlina Matiova — soprano, Jana Wallingerova —alto, Martin Srejma
- tenor, Martin Barta — bass; the choral part was sung by the Kithn Mixed Choir.

11 Information from my daughter Jitka, who was the manager of the project.

12 A video recording of the concert is part of this publication. We are grateful to Slovo 21
for providing it.

13 The media said things like “Pavlina Matiova shone,” see, e.g., http://www.ceskatelevi-
ze.cz/porady/1148499747-sama-doma/212562220600128/video/ (May 6, 2013).
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only exception was a young musician and university student, who, on one hand,
agreed, but, at the same time, mentioned it could have been more Romani.**

| am convinced that the ovations weren’t accorded primarily to the musical
achievement or the originality of the composition; they belonged to the meaning
the audience attributed to the event. Despite the Romantic musical language,
despite the absence of musical stereotypes or Romani idioms and even despite
the claim of the author that the composition was dedicated to all people who
suffered or died in Auschwitz, this was undoubtedly one of the most visible acts
of musical representations of Roma in the Czech Republic. This was provided by
the context in which the concert was embedded. All of November the exhibition
Romani Genocide in the Second World War ran in the Jewish museum. Right after
the concert the films “Just the Wind”*® (about the persecution of Roma in toda-
y’s Hungary), “To Live! Ceija Stojka speaks” about the Austrian Romani graphic
artist, writer and singer, and “In Darkness”*® (about an episode of the Holocaust
in Ukrainian Lviv). Besides that, a conference, Roma Positive, focusing on positive
examples among Roma, took place. This conference was opened by the British
ambassador and was followed by a very special reception where about a third of
the participants were Roma and, in the second half, the ambassador and some
others danced accompanied by the Romani hip-hop band Gipsy.cz.

Proof of the meaning attributed to this event is the words of the coordina-
tor of the project. In connection with the Nazi persecution of Roma, called the
“forgotten Holocaust,” she states: “The basic thing for us is the insertion of re-
membrance of the Romani Holocaust into the context of contemporary racial
intolerance. The understanding of the problems of the past is the key to coping
with the present and the future.” (Romano vodi2012/10:28).

The fact that a phenomenon — in our case a composition with Latin text and
Classical-Romantic musical language — attained a new, specific meaning is no-
thing new from the anthropological perspective. What interests me more is the
process leading from the beginnings of the work to a very broad and demanding
organization to its realization in the Prague Rudolfinum and its acceptance mainly
by the Czech Roma for whom it is supposed to stand. In it are captured the basic
features of what was discussed at the beginning: the shaping and appropriation
of a concrete musical work. And more concretely it can be understood as negoti-
ation of minority representation through music.

14 Here there is room for more nuanced questioning, that is, about the homogeneity
of the minority. However, this is now outside of the space possibilities of this article,
but also outside of my research.

15 Hungary 2012; director Benedek Fliegauf.
16 Poland, Germany, France, Canada 2011; director Agnieszka Holland.
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LOCAL TRADITION

The first participating group of this negotiation are Roma, whom the composition
should stand for. Although we have mentioned difficulties with distinguishing a
non-Romani stereotypization of Roma and a self-image of Roma (and a total se-
paration of these images is indeed impossible), in the following lines we will try
to come as close as possible to the perspective and emphases of Roma. Thinking
about their representation has, in our context, two directions. The first one con-
cerns basic features of a presentation of Romaniness. The second one focuses
specifically on the topic of the Romani Holocaust.

Basic expressions of Romani self-awareness in the Czech Republic (and in the
former Czechoslovakia), and, connected to it, self-presentation are clearly tra-
ceable in two periods. The first one is connected to the existence of the Union
of Gypsies-Roma in the years 1969-73. The second starts after the Revolution
of ’89. Despite the 16-year gap between them, one can see continuity, at least
in two basic features: establishment and, later, more and more common use of
their own language — Romanes — and the use of their “own”" music in various
functions. It is also hard to look past the fact that some writers are, at the same
time, recognized musicians.

The establishment of the Union of Gypsies-Roma (SCR) as well as the forced
ending of their activity copied, with a slight delay, social tendencies. In 1969 the
Union immediately began to publish its own bulletin, Romano lil (Romani Shee-
1), in which the first texts in Romanes appeared. Their authors — Tera Fabianova
and her son Vojtéch Fabian, Andrej Gina, Elena Lackova, Andrej PesSta and Bar-
toloméj Daniel — are considered the first generation of Romani authors. For our
purposes it is worth mentioning that some of them (e.g., Fabian and Giria'®) were
also recognized musicians and thus had a certain authority in their environment.

Although the Romano il platform had been open for only three years, it was
fundamentally important for Roma: Romanes, through which they communica-
ted in their most intimate situations and which, at the same time, was considered
fitting to forget by most of the majority, was confirmed by its printed version.?

17 The term “own” is, however, not possible to attribute to any specific genre,
as is evident further on.

18 Itacquired this title in 1970. See http://www.kher.cz/clanek.php?id=40
(Sadilkova 2012) (April 29, 2013)

19 Re: A. Gina, see the broadcast http://www.ceskatelevize.cz/porady/1059542845-jeste-
-jsem-tady/299322223750009-andrej-gina/ (29.4. 2013)

20 In the spring of 2013 at the “Book World” fair, the poet Janko Horvit still remembered
with amazement that texts published in Romanes were on the pages of Romano [il.
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The forced assimilation of the socialist state was, in the following period of 16
years, accompanied by almost complete suppression of Romani publications: this
entire time only three books were published containing Romani texts and just
one of them?! contained only Romani authors.

A further emancipatory phase begins for Roma after the Revolution of ’89.
Regarding Romanes and possibilities of publication in it, this phase continues
where the first phase stopped: at the beginning (in the first decade) new magazi-
nes appear, and a specialized publishing house, Romarii ¢hib (Romani Language)
is founded. Romani texts are also published by other publishers. In the new
millennium the scope of publication of Romani texts narrows down, but some
authors — including new ones — not closely connected with the generation of Ro-
mano lil — begin to publish with famous publishers (Sadilkova 2012).

The second distinct ethno-emancipatory tool of the Czech Roma is music.
This is scarcely surprising in an ethnic group, one of whose frequent professions
is musicianship. It is important, however, that while professional Romani mu-
sicians played such (almost any) music as a customer or the public requests,
the emancipatory process is accompanied mainly by two genres: rompop and
“folklore.”?? While in the European context rompop arose in the '70s (its most
famous representatives of the time are the French Gipsy Kings and the Hunga-
rian Kalyi Jag), the first recordings from our country are one decade younger.
Roughly at the same time — the second half of the '80s — a few groups in west
Bohemian Rokycany??* and Tockoloto¢? in Moravian Tiebi¢ play this genre. At
that time, mainly in the Rokycany bands some sort of toing and froing between
modern arrangements of known Romani folk songs and their own compositions
is typical. The texts are always in Romanes and expressions and images pass
from one genre to another; the texts of modern songs understandably reflect
contemporary reality more precisely. % In the '90s interest in rompop literally

21 This was an anthology of Romani poetry, Romane gila, published in 1979
(See Sadilkové 2012).

22 Here I am deliberately not mentioning hip hop. In the past years Romani youth have
indeed enjoyed playing it in the form of beatbox and breakdance. Nevertheless the
group Gipsy.cz was the only popular representative of hip hop connected to language.
This group were extremely popular not long ago, but I am not sure how much they
truly “Reprezent” (the title of their 2008 album) the Roma in the Czech Republic.

23 In the ’80s and "90s, besides the most famous band Kale with Véra Bil4, there were
other bands such as Cercheii, Gifiovci and Rytmus 84. An important figure of the
latter two of the aforementioned groups was the writer Andrej Gina.

24 Their first album - Chave Svitavendar - was published symbolically in 1989.

25 For more details re: rompop, see Jurkova 2013.
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exploded and it is typical of today’s scene that far and away not all the members
of rompop bands are Roma.

Besides rompop, there is another distinct musical style, Romani folklore, which
is highly favored by the majority.2® Roma play it at various festivals to present, on
one hand, what they identify themselves with and, at the same time, to show
their expectedly positive face.?’

Playing and singing of Romani folk songs, however, has another context. As
Sadilkova (2012) writes:

“For communication in the frame of the Romani community Romani folkloric
music-dance ensembles became important. They had begun to appear in the ’80s,
when there was a certain revision of the existing hard assimilation politics and
when an independent presentation of Romani culture as that of ethnic groups of
Roma was again possible.”

This environment of (not necessarily folkloric) music-dance ensembles has been,
by the way, a rather important social phenomenon, primarily for work with chil-
dren and youths up to the present.

Let’s briefly touch on the second direction, i.e., the topic of the Romani Ho-
locaust. | agree with Stuart Hall, who proclaims that, although the questions of
history are seemingly related to the past, “actually identities are about using the
resources of history... in the process of becoming...: not ‘who we are’ or ‘where
we came from’ so much as who we might become.” (Hall 1996: 4)

Thus, how much do Roma in the Czech Republic remember the Holocaust?® as
part of their own identity and how much is it part of their self-image? The basic
fact casting a light on the relation of the majority of today’s Roma in the Czech
Republic to the Holocaust is described by Jarmila BalaZzova:

“I come from a family of Moravian Roma who were, along with the Czech Roma
(during the war... note by ZJ), almost completely exterminated. After the war, only
600 people came back. The consequences, not only for concrete families but also

26 Itis outside of the realm of the article to describe the characteristic features of this
genre. Basically, the songs are considered by the Roma themselves as old and folk, and
are thus classable in the category of phurikane gila. For more, see Jurkova 2003b.

27 Immediately after the revolution, in July 1990, there took place in Brno the “World
Festival of Romani Culture,” during which the complete three-disk Romsky folklér
(Romani Folklore) was distributed. It had been recorded only a few months earlier. It
contains recordings of the most famous Romani musicians of the then Czechoslovakia.

28 Sometimes the term “Porraimos” is used. See, e.g., the film by A. Isles (2003),
distributed by the U.S. Holocaust Memorial Museum.
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for the identity of the Romani population in the Czech Republic, were tragic. More
than 90% of the Roma who live in this country came from Slovakia after World
War II. This, among other things, marks a certain distance in discussions about
the necessity of resolving questions regarding the so-called Gypsy camps run by
Czech overseers where Czech and Moravian Roma were intentionally interned and
consequently deported to concentration camps in Auschwitz and elsewhere. In this
regard, Slovak Roma can’t fully share the tragedy to which they simply were not
exposed on this territory.” (Balazova 2012:3).

The fact that the absolute majority of today’s Roma in the Czech Republic are
not descendents of those who died in “Gypsy camps” or were deported to ex-
termination camps, however, does not mean that, among the Roma living in the
Czech lands, the subject of the Holocaust didn’t come up.?° We come across it in
broader contexts such as in the attempt at the abolition of the contemporary pig
farm on the territory of the war concentration camp in Lety near Pisek. And we
meet them in the musical world. Music folklorist Dusan Holy and historian Ctibor
Necas published the comprehensive study Zalujici piseri (Accusatory Song) (1993),
centered around the fate of the singer RiZena Danielova from a group of Moravi-
an Roma and her songs from Auschwitz, “Ausvicate hi kher baro,” also well known
among other Roma.*

The subject of the Holocaust is, however, also reflected in the music of the
Roma of Slovakia; their undoubtedly most famous song “Chajori romarii,” under-
stood in the Czech lands and Slovakia as a kind of iconic song, also acquired a
“camp verse” after the war: “Andr’oda taboris, joj, phares buti keren, phares buti
keren, joj, a bokhate meren. ” (In the camp they work hard and die of hunger).3!

A much later reflection on the Romani Holocaust is a song of the Rokycany
group Cercheri of the ’80s. It is not a description of the tragic situation3 but rather

29 The Roma were also persecuted in Slovakia, but this persecution did not take the
systematic form of that in the Czech lands. Kenrick and Puxton (1972: 183-4 quoted
by Hiibschmannovd 2005: 14) tell that, of the 80,000 Roma living in Slovakia in
1939, 1000 were murdered during the war. However they present the data of 13,000
and 6,500 for the Czech lands, with which, e.g., Czech historians disagree. For more
details, see mainly Hilbschmannova 2005.

30 E.g, performed by Emilia Machalkova:
http://www.youtube.com/watch?v=PG2CxE2D1Ac (October 12, 2013).

31 Quoted from Hiibschmannové - Jurkova 1999: 16.

32 “Andro khera avenas/le Romen sa kidenas.../andro lagros jon len likernas...// They

came into the apartment and grabbed Roma... they kept them in camps...”
(Hibschmannové —-Jurkova 1999: 55)
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a contemporary reminder, thus —precisely according to Hall’s intentions — the
use of historic sources in the process of becoming.

To summarize, for the ethno-emancipatory tendencies of the Czech Roma the
emphasis on their own language — Romanes — and their own music was characte-
ristic. The element of Holocaust remembrance isn’t very strong in the self-identi-
fication process of Czech Roma, but it appears from time to time.

GENESIS OF THE COMPOSITION

The second participant in the process we are following is the author of the com-
position Roger Moreno Rathgeb.?* He was born in Switzerland, but has been li-
ving in the Netherlands since 1980. His father was a German-speaking Swiss;
his mother was Sinti. Of course they didn’t speak Romanes at home; until his
twelfth year, Roger Moreno allegedly didn’t know he was a Rom. When he was
ten he received a guitar from his grandmother on his Romani side and so, from
the beginning of the '70s, i.e., from the age of fifteen, he played in rock bands,
composed songs with texts in English, German and Swiss-German and earned
his living as a musician in other genres as well. From 1976 to 1980, he also pla-
yed in a Swiss band, “Les Bohémiens,” and in 1980 he became a member of
the Sinti band “Zigeunerorkester Nello Basily”; its repertoire contained music
of the Roma of Romania, Hungary and Russia. Roger Moreno considers meeting
this group crucial. As he explains: “They kept me there and | immediately felt at
home.” (Romano vodi 11/2012). There he also learned a Sinti dialect of Roma-
nes. Since then, in his biography and discography, Romani titles have constantly
(although not exclusively) appeared. As he says, in his present plans there is also
an oratorio about the journey of the Roma from India to Europe (Romano vodi
11/2002). From the genre point of view, Gypsy/Sinti jazz and the accompanying
of chansons and cabaret music prevail.

In 1998 he decided to compose a requiem to the memory, as he emphasized,
of all of the victims who died in Auschwitz in the hope that the composition would
be performed in the year 2000. A couple of years earlier, when learning to play
the violin, he also became acquainted with musical notation, and, as he says, a
new world of art music opened to him. In it, he now finds inspiration for style and
form. (He mentions Verdi as an example.) And because he doesn’t consider him-

33 “Aven Roma savore/sthovas amen o love/keras angle lende barobar...//Roma, let’s all
go/let’s collect money/ and build them a monument.” (Ibid.).

34 Idraw information about the life of Roger Moreno Rathgeb both from his official
pages http://roger-moreno.de.tl/Lebenslauf.htm and from an interview with him
in Romano vod'i 11/2012, pp. 14 - 17. The third source is the film by Bob Entrop
Musicians for Life, 2007.
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self a Romani activist (lbid.), he doesn’t use any beloved “Gypsy” musical idioms
(the composition is meant as a remembrance of all those killed in Auschwitz), but
composes music which he finds appropriate.

The work on the Requiem however, gradually, started to flounder as if the
inspiration were disappearing. Roger Moreno thus went to Auschwitz hoping
that his inspiration would return but,instead he felt blocked, and this lasted eight
years. The crucial influence on the continuation came from the director of the In-
ternational Gypsy Festival in Tilburg, Alebert Siebling. He promised that, if Roger
Moreno finished the composition, he would arrange a performance.

ORGANIZATION

Now we come to the basic influence of the organization of the performance on
the shape of the musical event. Moreno’s supporter, Siebling, is one of the direc-
tors of big festivals dedicated either to concretely Romani or, more broadly, world
music. Together with a couple of others, among them Prague Slovo 21, they were
able to obtain an EU program (Culture) grant. Thanks to it, they could plan relati-
vely grand-scale performances: in Amsterdam, the one in Prague described here
and, subsequently, in Berlin, Frankfurt and Krakow. Some potential participants
had to withdraw because they were unable to find the relatively large amount of
money which was necessary to supplement the EU funds.

The Prague performance itself (with accompanying, incomparably less expen-
sive, events) cost roughly 65,000 Euros; the EU contribution represented approxi-
mately half of it; the second part had to be obtained by the local organizers in the
Czech Republic.®* The organizer of the Prague performance was Slovo 21, known,
among other things, as the producer of the large Romani festival Khamoro, which
has taken place in Prague since 1999. However, Slovo 21 is an organization with a
much larger focus: on its web page it offers not only help with the integration of
Roma and immigrants into society, but also broader attempts such as the “fight
against racism and xenophobia,” and “improvement of the media image of mino-
rities.”3® At the head of Slovo are Jelena (director) and Dzemil (musician, literary
/script editor) SilajdZi¢ of Sarajevo. On the relatively small team are both Czech
“gadje” and Roma as well as immigrants from several countries.

35 Information relating to the financial pages were kindly provided to me by Mrs. Jelena
Silajdzié.
36 See http://www.slovo2l.cz/nove (Sept. 18, 2013).
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INTERPRETATION

How can we understand this entire event? When interpreting it, let’s use Slobin’s
terminology and concepts from Micromusics of the West (1993). Like Slobin, we
learned that one has to think about music as a phenomenon “coming from most
places and moving among many levels of today’s society.” (Slobin 1993: x). And
for our case the indubitable (however sometimes surprising) “ability of music to
represent small groups” (lbid.: 10).

Slobin’s basic conceptual triad is subculture, superculture and interculture. Sin-
ce the author’s view is maximally relational (Ibid.: 14) these terms are not defined
by their extent, but as tendencies. While the term subculture is characterized
by its embeddedness, superculture is designated as an umbrella-like (lbid.: 29)
category which is closely connected to hegemony and mainstream. In national
states it has three basic components: industry (including entertainment (lbid.:
29), institutionalized rules and venues, etc. (lbid.: 30—32), and a whole complex of
shared opinions of every aspect of the performance of music (Ibid.: 33). The main
feature of interculture is a crosscutting trend (lbid.: 11).

If we look at Requiem for Auschwitz from this point of view we will obviously
first be surprised (like Slobin) at how strongly superculture is present in this con-
crete expression of subculture. It is internalized in the mind of the composer, in
his concept of the composition for the dead (which Romani culture does not have)
and in his idea of how such music should sound. It is present in the intentions and
activities of the organizer. Here, it could well be described by the well-known
— scapes of Appadurai (1996), global cultural influences.?” Ideoscape dictated the
shape of the composition for the dead and also the concept of prestige represen-
ted by the main concert hall and the famous opera diva beyond her zenith who
gave a few months of lessons to the Romani soprano —lessons not only of singing,
but also of behavior on the stage, etc.3® Mediascape enabled both a comparison
of recordings of individual performances and also dissemination of information
about the event as a commemoration of the Romani Holocaust. Financescape, in-
ternational financial flow, facilitated the distributing of EU funds among the par-
ticipating countries. With a certain measure of tolerance it is possible to under-
stand the movement of the Romani Philharmonic Orchestra from Frankfurt to
Prague and gradually to other cities as a manifestation of ethnoscape.

We don’t sufficiently understand the reactions of the Romani attendees. When
| described their reactions as hesitantly enthusiastic, it was just on the basis of a
few fleeting questions. It is possible to understand their reactions as polite agre-
ement — agreement with somebody who has a similar position to the organizer of

37 For their characteristics, see Appadurai 1996: 33-36.

38 This was Eva Zikmundova; see program of Requiem.
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the event.® Or it is possible to perceive them as an internalization of superculture
values or the influence of interculture.

Another explanation is provided by the Taussig theory as formulated in the
book Mimesis and Alterity from 1993. He describes relatively widespread situa-
tions when dominant and dominated communities appropriate and transform
cultural phenomena of the others, those whose differentness they have to ma-
nage. This two-sidedness is also true for the Czech situation when non-Romani
bands play “Romani” music or non-Romani musicians happily join Romani bands.

The Toynbee and Dueck formulation (2011) seems to me apt when, in the con-
text of Taussig’s theory they describe Indians of northeastern Canada performing
music of the white conquerors. They explain this by saying that “they quietly de-
monstrated that indigenous people were every bit as capable as Euro-Canadians
in employing musical technologies ...and valued, expressive forms. In short, these
practices transgressed the boundaries that the ‘colour conscious’ sought to main-
tain.” (Toynbee and Dueck 2011: 8).

This theoretical concept, however, could also be considered an internalized
form of superculture, and so, at all levels of the event, we can see the power of
the hegemonic cultural mainstream. For those who felt disappointed by the ab-
sence of local tradition in this event and thus more clearly profiled subcultural re-
presentation, a couple of months after Requiem, a new phenomenon appeared.
At the end of May, the Khamoro festival took place in Prague for the 15th time,
organized by the same “mainstream” Slovo 21. Concurrently, in May 2013, the
much smaller Romfest was held for the first time. Its media face was represented
by the well-known Romani violinist Vojta Lavicka; the first Romani lawyer and for-
mer president of the IRU Emil S€uka was a patron. The motto of the festival was
the Romani expression Palikeras (Thank you), and the participants were more or
less well-known musicians and groups who play contemporary Romani popular
music — rompop. One can hardly imagine a clearer demonstration of the specific
regional subculture. As if Czech Roma, fostered by the well-known Khamoro, ga-
thered strength for their own representation.

39 Ihave been working with Slovo 21 for many years and have praised them publicly.
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“MAY THE ANGELS OF YOUR CHOIRS
GUARD THE EMPEROR
AND THE HOMELAND -
CHANTS FOR THE EMPEROR AND THE
WELFARE OF THE COUNTRY IN JEWISH
COMMUNITIES IN THE CZECH LANDS
DURING THE HABSBURG EMPIRE AND
THE FIRST CZECHOSLOVAK REPUBLIC

Martha Stellmacher

THE “LOVE FOR THE LEGITIMATE RULER”

A report in the weekly journal Allgemeine Zeitung des Judenthums from 1841
speaks about a celebration of the Jewish community in Pressburg (today Bratisla-
va) as part of a huge “Nationalfest” in the city on the occasion of the erection of
a bust in memory of Emperor Franz I. The prayer for the welfare of the country
Hanoten teshua and a German prayer in the synagogue formed part of this festi-
-vity. The detailed description of the festival begins with passionate words:

“PrefSburg, 31. Mai (Privatmitt.) Gottlob wir sind noch nicht aus der Art
geschlagen, was auch Finsterlinge und Gegner der Reform sagen mdgen, wir haben
mit unserm Gefiihl fiir Freiheit, durch unser Streben in der Reihe der tibrigen Va-
terlandss6hne einzutreten unsere Stammestugenden nicht eingebtfit, als da sind:
Liebe fiir den rechtméafligen Herrscher und Wohlthétigkeitssinn. Einen neuen
Beweis gab am heutigen Tage unsere Israel. Gemeinde.™’

40 “Pressburg, 31 May (private message) Thank God we are not yet reprobated, whatever
obscurantists and opponents of the reform may say. With our sense for freedom, by
our pursuit to step in row with the other sons of the fatherland we did not lose our
tribal virtues which are: the love for the legitimate ruler and an eleemosynary mind.
New proof was given today by our Israelite community.” (Allgemeine Zeitung des
Judenthums, 26.6.1841: 374. Translation by the author of this article.)
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The “love for the legitimate ruler and the eleemosynary mind” are designated
by the anonymous author as explicit Jewish virtues, which have not been lost by
the quest for assimilation of the Jews towards the majority society.

Like this example from Pressburg we find in the whole Habsburg Empire many
cases of expressions of fidelity and loyalty towards the emperor by the Jewish
minority which could show diverse forms. One manner of expressing the fidelity
is the naming of buildings in the emperor’‘s honour. A famous example is the Ju-
bilee synagogue in Prague, which was opened in 1906 and named in honour of
the jubilee of the enthronement of the Austrian emperor Franz Joseph 1.** A less
known but very interesting example from Prague is the small synagogue commu-
nity “Knabenwaisenhaussynagoge” (Synagogue of the boys’ orphanage), because
it reflects the political changes. When the emperor Franz Joseph |. passed away
in 1916 the chairman of the community sent a telegram to the imperial chan-
cellery in Vienna to express the “deeply felt grief” of the community.*? According
to other documents preserved in the Prague City Archives, the community with
its 186 members planned in 1918 to build a new synagogue because their rooms
were so small that a hall in a hotel had to be rented to hold services on holidays.
For the planned new synagogue a request to the public authorities was made in
April 1918 to name it “Kaiser Karl Friedenssynagoge” after the current Austrian
emperor, the grand nephew and successor of Franz Joseph I. who reigned from
1916. The approval was still in process when an internal letter declared the ma-
tter “naming the temple after the Highest name” as superfluous in November
1918. The reason is not mentioned but obviously it is a consequence of the decla-
ration of the Czechoslovak Republic on October 28, 1918. While all the previous
correspondence on this matter is in German, it is symptomatic that the same
letter is included in Czech, the new official language.*

The end of the Habsburg monarchy caused a “crisis of Jewish identity,” argues
Marsha Rozenblit (Rozenblit 2001: 128-161). But it did not last long: On 27 Oc-
tober 1918, on the eve of the declaration of the Czechoslovak Republic, Jewish
notables of Prague decided to send a declaration of Jewish loyalty to the Narodni
vybor (Czech National Council). “In an odd way, Jews came to regard Czechoslo-
vakia as a smaller scale, improved version of the old Monarchy and Masaryk as a
stand-in for the beloved Franz Joseph” (Rozenblit 2001: 139).

41 The Jubilee synagogue is also known as Jerusalem synagogue because of its location
in the Jerusalem street.

42 A copy of the telegram is deposited in the Prague City Archives, AHMP, shelf mark
SK IIIL.99.

43 The documents can be found in AHMP, ibid.
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Whether monarchy or republic — the “love for the legitimate ruler” was also
expressed also within the core of Jewish life — the Jewish rite and the synagogue
music. There are many examples of special services held for secular occasions
like the birth of an heir apparent or the enthronement of a new emperor. On
these occasions new music pieces on the sovereign were often composed. On
the following pages | would like to present some examples of the countless com-
positions to the honor of the emperor or the government performed in Jewish
communities in the Czech lands. The chosen examples are based mostly on ma-
nuscript sources deposited in the Archives of the Jewish Museum in Prague and
the Jewish Community of Prague.

COMPOSITIONS IN HONOR OF THE SOVEREIGN
ON SPECIAL OCCASIONS

The service for the emperor’s birthday obviously played an important role within
the liturgical year. Capkova states that not very religious Jews were called “four
day Jews” because they went to synagogue only for the high holidays and the
emperor’s birthday (Capkova 2013: 29). Prayers on the occasion of the birthday
of the emperor were in many synagogues prayed annually. Several pieces of this
type were composed by Salomon Sulzer (1804-1890), one of the most famous
cantors and composers of Jewish liturgical music who is considered as the father
of reform synagogue music. As chief cantor in Vienna he developed a liturgy uni-
ting tradition and reform, which became as “Wiener Minhag” (Vienna tradition)
a model for services in many Jewish communities in Europe. Sulzer founded a
boys’ choir, supported by two to four men’s voices (Frihauf 2012: 18). In his main
work Schir Zion, which contains chants for the whole liturgical year, three compo-
sitions on the sovereign’s birthday titled Zum Geburtsfeste des Landesfiirsten are
included. The lyrics of two compositions are based on Psalm 21, 1-9 (“Adonoj be-
os’scho jismach melech”) (Sulzer 1905, No. 10: 535-537 and No. 494: 415-418).
The third shows a musical version of Psalm 111 (“Hall’lujoh”), accompanied by
harp and organ (lbid., No. 493: 401-414). Sulzer’s Schir Zion was obviously very
popular in Bohemia as well — several hand-written copies are included in the mu-
sic repertoire from the Jubilee synagogue in Prague.*

In the Archive of the Prague Jewish Museum a music book is preserved with
the title Zum Geburtsfeste des Kaisers am 18. August* (On the birthday of the

44 The music collection of the Jubilee synagogue was found in a cupboard besides
the organ and deposited in the ZOP in 2012. It has been inventoried by Martha
Stellmacher and Veronika Seidlové in 2013.

45 According to the archival documentation it originates from Lostice/Loschitz
in Moravia. AZMP shelf mark 58457.
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emperor on 18 August). Judging from the given date it may have been destined
for the service on the birthday of Franz Joseph I, who was born 18 August 1830. It
contains several prayers for cantor, choir and organ, among them the Volkshymne
by Sulzer (see below). Interestingly, inserted in the music book we find a pray-
er text written on squared paper in Hebrew letters from 7 March 1930, on the
occasion of the 80th birthday of Tomas Garrigue Masaryk, the first president of
the Czechoslovak Republic. Thus we can assume that the music book was still in
use in that period. It is not clear if the whole liturgy for the emperor or only parts
of it have were for the president as well.*®

Like Sulzer many Jewish cantors composed music for the synagogue service.
But it was also not unusual to entrust non-Jewish composers with compositions
for the synagogue.*’ For Prague, probably the best known case is Frantisek Skroup
(1801-1862), conductor at the Estates Theatre in Prague, who fulfilled the task
of the music director and organist of the reform synagogue on Dusni Street*® be-
tween 1836 and 1845 and who composed several tunes for the synagogue.*® In the
newly opened synagogue Frantisek Skroup was employed to improve the music.
Seidlova argues in her study on Skroup‘s work in the synagogue that the Catholic
composer was “one of the main local actors of [period] negotiation of changes of
the Jewish religious culture by aesthetic means [...].” (Seidlovéa 2013: 444)

Another Christian composer who composed for the Jewish community is Al-
bin Maschek (1804-1878), choirmaster in the church of St. Thomas in the Lesser
town in Prague. A composition of Psalm 100 by Albin Maschek was performed in
the reform synagogue on Dusni Street on the enthronement of Franz Joseph in
1848 with the title Huldigungsfeier zur Thronbesteigung Sr. Majestdt des Kaisers
Franz Joseph I. gehalten im neuen israelitischen Gotteshause den 5ten Tag des
Weihfestes 5609/24. Dezb. [1]848 (Service in honor of the Accession Day of His

46 Masaryk was very popular among the Jews in the Czech lands because he was known
as tolerant towards the Jews and the German minority. But this relationship was
ambigous because of strong antisemitism in the Czech lands and the existence of
diverging Jewish groups like Zionist groups, the Czech Jewish movement and German
Jews, argues Kieval 2000: 198-216.

47 The case of a composition by Beethoven ordered by the Jewish community in Vienna
cf. Bohlman 2000: 187.

48 This synagogue was founded by the Verein fiir geregelten Gottesdiest der Israeliten
in Prag (Association for regulated worship of the Israelites) whose aim was the
introduction of a reformed liturgy following the Vienna example. The date of
the foundation of the synagogue on 19 April 1837 was not chosen incidentally - it
was the birthday of the reigning Emperor Ferdinand I. (Allgemeine Zeitung des
Judenthums, 13.5.1837: 21-22).

49 A catalogue of his works for the synagogue can be found in Kabelkova 2002.
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Majesty Emperor Franz Joseph I. held in the new Israelite House of Prayer the 5th
day of the Feast of Hanukkah in 5609/24 Dec [1]848) (AZMP shelf mark 15468).
Maschek had already been charged before to compose a work on the occasion of
the 50th jubilee of the Israelite school in 1832 (Landau — Maschek 1832).

THE PRAYER FOR THE WELFARE OF THE COUNTRY*

Prayers for the emperor are embedded not only occasionally in the Jewish service
but they form a regular part of the liturgy.> To pray for the government is reaso-
ned by the Torah: “And seek the peace of the city into which | have caused you
to be carried away captives, and pray to the Lord for it, for in its place shall you
have peace” (Jeremiah 29:7). And in Ezra 6:10 it is said: “And pray for the life of
the king, and of his sons” (Nulman 1993: 155). The prayer for the government is
normally said or sung for shacharit (morning service) on Shabbat and festivals.
It is also prayed on special occasions like the inauguration of a new synagogue.
In many Ashkenaz communities it follows or precedes Yekum purkan (the prayer
for the students) and Misheberakh (the prayer for the welfare of the community)
after the Tora reading, before returning the scrolls to the ark.>? In some commu-
nities the prayer for the welfare of the country is omnipresent in the synagogue
in written form on a plaque on the wall.??

The traditional prayer for this purpose is Hanoten teshua, the prayer for the
welfare of the ruler and the government, which is mostly recited with speaking
voice. It has been subject of several studies in the last decades which concentra-
te on the history and text development of this prayer in different political con-
texts.>* Unfortunately, none of them particularly considers the music composed
for this purpose.

The text of Hanoten teshua developed over centuries and is composed of se-
veral verses from the holy scriptures:

50 I use the general term Prayer for the welfare of the country as chosen by Damohorska
in her comparative study of texts of this prayer in Central Europe. Damohorska
dedicates one chapter to the problematics of the designation of the prayer
(Damohorska 2010: 31-34).

51 Prayers for the state and the government are not a particularity only of Jewish
religion. They are common in Christian services, too, where they are usually part of
the intercession prayer. For the Christian context of the prayer see Biehl 1937.

52 Cf. Damohorska 2010: 34 and Nulman 1993: 155.

53 A photo of such a plaque in Reckendorf in South Germany is printed in the journal
Menorah, November 1928, p. 668.

54 E.g. Schwartz 1986, Tabory 2005, Sarna 2005, Damohorska 2010.
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“May He Who grants salvation to kings and dominion to rulers; Whose Kingdom
is an everlasting kingdom; Who releases his servant David from the evil sword;
Who places a path in the sea and a passageway in the mighty waters - May He bless,
guard, protect, exalt, raise up and elevate the king, [name], may his glory be mag-
nified. The King of all Kings, in His mercy He keeps the ruler alive, and protects
him from all trouble, sorrow and injury. He subjugates the nations under His feet
and He makes the hating him to fall down in front of him. And in all what he is
turned to be successful. May the King of all Kings, in His mercy, instill in the heart
of the king and in the hearts of all his ministers and advisers mercy, that they may
do that which is good for us and for all of Israel. In his and our days may be Juda
saved and Israel will dwell securely and the Redeemer will come to Sion. So may be
it His will. Amen.”

According to Barry Schwartz, these words can be traced back to the 16th century,
when they were compiled by Sephardic Jews and spread out later by Sephardic
traders (Schwartz 1986: 113); according to other scholars it is even older (Golinkin
2006). Schwartz argues that the prayer expresses a “diaspora ambivalence” be-
tween “simple recognition of political reality” by the first part of the prayer and
the messianic hope of God’s kingdom by the second (Schwartz 1986: 118-119).
The messianic passage on redemption was omitted in many European prayer ver-
sions from the 19th century.>® This is an indicator for the rootedness of the Jews
in the political reality and their self-conception as an equal part of the society.

Following the formation of the state of Israel in 1948 a new prayer for Israel
has been introduced in many communities.*” In Europe some communities pray
both the prayer for the gentile country and the prayer for Israel (Damohorska
2010: 141). In today‘s Czech Jewish calendar published by the Federation of Je-
wish Communities in Czech Republic which contains the most important prayers,
only the prayer for the state of Israel is printed, but no prayer for the Czech Re-
public.>®

55 This translation is based on the translation by Damohorska 2010: 18-19.

56 See the German and Czech prayers of the second half of the 19th century and the first
half of the 20th century in Damohorska 2010, pp. 168-173.

57 More information on the development and background of the prayer for the state
Israel see Tabory 2005.

58 Modlitba za stdt Izrael. In Luach 2012: 99.
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PRAYERS FOR THE WELFARE OF THE COUNTRY SET IN MUSIC

In music scores from the 19th and beginning 20th century from the Czech lands
prayers for the welfare of the country and the emperor are often mentioned as
“Gebet flr den Landes Vater”*® or “Kaisergebet.”®® They occur as part of the litur-
gy in handwritten scores as well as in some printed compilations of synagogue
compositions. Some examples of compositions below shall illustrate the variety
of lyrics, languages and music for prayers for the welfare of the country. They may
have been performed in place of Hanoten teshua or additionally to it.

The famous cantor Josef (Yossele) Rosenblatt (1882-1933), who served in Mu-
nkacs/Mukacevo and Bratislava and later in the United States, composed a so-
lemn Hanosen teschuo® on the welfare of Emperor Franz I. for cantor solo and
choir of four voices with organ accompaniment.®? It has the traditional lyrics of
Hanoten teshua in Hebrew, with a plea for “haKaiser Franz Josef horischon” (the
emperor Franz Joseph I.) Inmidst the chant it cites the melody of the Austrian
Volkshymne.

The Kaiser-Hymne by Hermann Bermann is an example of a composition for
the emperor with German lyrics. From 1880 to 1917 Bermann was employed as
cantor in Ceska Lipa/Béhmisch Leipa, a town in northern Bohemia near the Ger-
man border (Gold 1934: 55). In his major work Schiraus Zwi Bermann published
in 1915 a choral composition which is obviously a variation of the prayer for the
welfare of the country; even the text has a very different character. It is structu-
red in three German strophes to be sung alternately by a choir of four voices and
a solo-duet. In contrast to Hanoten teshua the text is not formulated as pleas, but
as a hymn which has similarities to a credo: The first strophe confesses the belief
in God, the second the belief in the fatherland and the third the salvation of the
peoples by God:

59 E.g. a full score presumably written by Lippmann Kurzweil (ZOP, shelf mark Z_183),
which has been used by the music director or the organist. The title is mentioned
without music notation and lyrics. In this case the prayer seems to have been recited
from the prayer book. Lippmann Kurzweil was cantor in Sokolov/Falkenau from 1896
to 1929. (Gold 1934: 138).

60 E.g.in the music print by Stepper - Hirsch. The author of the words Mordechai Hir-
sch was Chief Rabbi of Prague.

61 Hanosen teschuo is the ashkenazic pronunciation of Hanoten teshua which was used
in Central and Eastern Europe.

62 A recording of this composition Hanoten teshua lamelachim interpreted by Shmuel
Barzilai and the Tempelchor des Wiener Stadtempels published in 1995 has a length of
nearly ten minutes. A manuscript copy of this composition in a shortened version from
1914 is included in the repertoire from the Jubilee synagogue (ZOP Z_241). See fig. 1.
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“Wir glauben all’ an einen Gott, der wohnt im Himmel oben! Ruf jeder hin nach
eig’'ner Weis gering ist aller Worte preis, nur die Tat kann ihn loben. Ruf jeder hin
nach eig’ner Weis’ genug ist aller Preis, die Tat nur kann ihn loben!

Wir glauben an ein Vaterland, wo Recht und Tugend wohnt, wo Kunst gedeiht und
Wissenschaft, Gemeinwohl jeder will und schafft! Wo Freiheit herrlich thronet!
Wir glauben an der Volker Heil, so hoch sich tiirmet, ein Gott ist’s der zum Licht
sie weckt, so tief auch Finsternis sie deckt, ein Gott ist’s, der sie schirmet.”

Not only the lyrics but also the music resembles a church choral. This is also the
case with Osterreichs Bitte/Prosba rakouskd®* (Austria‘s plea) by an unknown
composer for four voices (soprano, alto, tenor, basso). The manuscript version
deposited in the Jewish Museum in Prague contains slightly differing lyrics in
three languages — in Hebrew, German and Czech. A note under the notation tells
that this composition was followed by the prayer for the emperor (“Kaisergebet”)
and the “Hymne,” which presumably means the Austrian national anthem.

German lyrics:

“Vater in den Strahlenhohen hore unser kindlich Fleh’n
Traufle deine Segensfiille auf das hohe Herrscherhaupt.

An dessen That und dessen Wille angesichts und in der Stille
Jeder hoffet jeder glaubt

Ruhe deine Segenshand {iber Habsburgs mildem Thron

Heil dann jedem Biirgerssohn Heil dir biedres Vaterland!”

Czech lyrics:

“Otce svaty na vysostech vyslys zbozny prosby hlas:
dej at zafi jen v radostech na cisate blaha jas.
Nech at jesté dlouha 1éta vavtin jeho slavy zkvéta

63 Bermann 1915, No. 311: 252-255. See fig. 2. “We all believe in one God in heaven.
Everyone shall call him in his own way. The word is of little value, only the practice
can praise him. We believe in one fatherland where justice is and virtue, where art
and science grow, where everyone contributes to the common welfare, where freedom
reigns gloriously! We believe in the salvation of the peoples. O, one God awakens
them to the light from the deep darkness. O, one God shelters them.” (Rough
translation by the author)

64 The given description is based on an anonymous manuscript from Mlada Boleslav
preserved in the AZMP, shelf mark 15488. Because of the name “Singer” given above
the piece I assume that it may be composed by Benedikt Singer, cantor in Mlada
Boleslav, or Joseph Singer, successor of Sulzer as cantor in the Stadttempel in Vienna.
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zelend se v kazdy cas!
Sedli z hojnych dart svych nasi zemi zdar a slast
andélé pak kiird tvych stiezte cisafe a vlast.”™®

While the Hebrew and German text versions include a plea for benediction of
the mild “Habsburg throne,” in the Czech text the angel‘s choirs are requested to
protect the emperor and the country.

Generally, written sources of Jewish prayers in the Czech language are quite
rare at the time of the Habsburg Empire; most of the prayer books from the 19th
century which are not in Hebrew are in German.%® A Jewish community in Pra-
gue which systematically introduced Czech prayers in their service was Or Tomid
— Spolek ceskych Zid( pro péstovdni bohosluZeb v jazyku hebrejském a ceském
(Eternal light — Association of Czech Jews for maintaining the services in Hebrew
and the Czech language), founded in 1883. In the Czech-Jewish calendar from
1884/85 their way to deal with the language is depicted as follows:

“[The society] does not want to change anything of that which up to this time has
been performed in worship services in Hebrew. Only that which up to now has
been conducted in German - such as sermons, the prayer for the royal family,
occasional talks, public announcements, declarations, etc. — will from now on be
given in Czech.””

While the introduction of the German language in the service by the Reform mo-
vement can be seen as an act of assimilation towards the secular reality and as
an act of demystification (Bohlman 2008: 80) by translating the prayers to the
vernacular language, the introduction of the Czech language is an indicator of
emancipation from the German language, the official and predominant language
of the empire. Hillel Kieval calls the case of Or tomid a “showpiece of Jewish sin-
cerity towards the Czech language and culture” (Kieval 2000: 164).

65 “Father on high, listen to our devotional voice: Let thy splendour shine in joy on the
Emperor. Let the green laurel of his glory still flourish for many years! Give fortune
and delight to our country. May the angels of your choirs guard the emperor and the
homeland.” (Rough translation by the author)

66 According to Damohorska the first prayer book in Czech language was Modlitby
Israelitiiw, published in 1847 in Vienna (Damohorska 2010: 61).

67 Kraus 1884: 112. (English translation after Kieval: 163-164)
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NATIONAL ANTHEMS IN THE JEWISH SERVICE

As the note under Osterreichs Bitte mentioned above indicates, national anthems
have been performed in the Jewish service in the Czech lands. Vocal choir parts
from the 19th and beginning 20th century show that the national anthem of the
Austrian empire called Volkshymne or Kaiserhymne (Emperor’s Hymn) had been
a part of the synagogue rite for weekdays®® as well as for holidays and special
occasions.®® By the time of the First Czechoslovak Republic, it was replaced by the
Czechoslovak hymn.

The German lyrics of the Austrian Volkshymne “Gott erhalte Franz den Kaiser”
(God save Emperor Franz) were written by Lorenz Leopold Haschka. The tune of
the Volkshymne, which is used today for Germany’s national anthem, was com-
posed by Joseph Haydn and first performed in 1797 as a hymn on the birthday of
Emperor Franz (Ragozat 1982: 55). The text “Gott erhalte, Gott beschiitze unser
Kaiser, unser Land” (God save, God protect our emperor, our country) is a later
version by Johann Gabriel Seidel which became the official anthem of the Aus-
trian empire in 1854 and was translated to the major languages spoken in the
Austrian empire. This is the version we find in several languages in the mentioned
synagogue repertoires. Interestingly, the repertoire of the Jubilee Synagogue in
Prague includes sheet music of the Austrian anthem in German as well as in Czech
and Serbian. The Serbian version BoZe Zivi, BoZe stiti in choir books found in the
Jubilee synagogue are written by the hand of David Csernowsky (also Cernov-
sky).”® He was chief cantor of Semlin (today Serbia) and served from 1914 as a
cantor in Prague.”

A Hebrew version of the Volkshymne for four voices was published by Salomon
Sulzer in his main work Schir Zion.”? The lyrics cite Psalm 21, verses 5-8, the same
psalm he set in music as in his Zum Geburtsfeste des Landesfiirsten mentioned
above. A footnote under the piece explains: “S. Sulzer beabsichtigte durch Unter-

68 See Ashre und Kedusche fiir Wochentage, 70P, shelf mark Z_199, presumably written
by Lippmann Kurzweil from Sokolov.

69 See the choir books from a boy‘s choir in a synagogue in Prague, dating from the
1850s, 1860s in AZMP, shelf mark 15362 and Gesdnge fiir den Sabbath, 1880s
presumably by A. Davidsohn, cantor in Bytom/Beuthen (Upper Silesia), later
in Prague. 7.0P shelf mark Z_43.

70 E.g. ZOP shelf mark Z_79.

71 A stamp of him on music which designates Csernowsky as “Oberkantor in Semlin”
is in the ZOP. The date 1914 occurs as a note on a choir book from the Jubilee
synagogue, ZOP, shelf mark Z_16.

72 Sulzer 1905, No. 495, p. 419. A manuscript copy is comprised in the music book Zum
Geburtsfeste des Kaisers am 18. August, mentioned above. AZMP, shelf mark 58457.
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legung des hebr. Textes, der sich inhaltlich vollkommen mit dem deutschen deckt,
far die Volkshymne ein gemeinsames Idiom zu schaffen.””® It is not clear, what
the author of this note (presumably Sulzer‘s son Joseph) meant by “gemeinsames
Idiom”: Maybe the connection of the Jews and the gentile population by the co-
mmon melody with a similar text,” only sung in different languages. In any case
Sulzer created a form which brings together the melody of the secular hymn and
the sacred text from the Psalms. This can be taken as illustration of Sulzer’s entire
lifework — to combine Jewish religious traditions with music arranged in the pre-
vailing style of his time. Sulzer’s aim was the “Veredlung” (ennoblement) of the
synagogue chants and the creation of a general repertoire which should be sung
in all communities. He conducted radical changes in the synagogue music — he
composed new melodies and arranged traditional melodies for choir, sometimes
with organ or harp accompaniment. But he retained the Hebrew language in the
prayers.

Like the Austrian Volkshymne during the Habsburg Empire, later the national
anthems of the Czechoslovak Republic formed part of the liturgy. This is proved
by a program of a Friday evening service, maybe for a holiday, from Prague presu-
mably dating from the 1930s. Embedded between Adonoj moloch, a Haleluja and
Borchu we find the Czech part and the Slovak part of the Czechoslovak national
anthem separately. Interestingly, the Czech title is written in Czech, the Slovak
anthem is noted in German: “Slovakische Hymne.””®

The Czech part of the Czechoslovak national anthem originates from the opera
Fidlovacka composed by Franti$ek Skroup (premiere 1834). As mentioned above
this composer and conductor played an important role in the Jewish community
in Prague. His song Kde domov mdj (Where is my home) became the Czech part of
the Czechoslovak national anthem, the Slovak song Nad Tatrou sa blyska (Light-
ning over the Tatras) became the Slovak part of the Czechoslovak anthem. They
were sung one after the other during the First Czechoslovak Republic and again
after the Second World War in Czechoslovakia until the separation of the Czech
and the Slovak Republic in 1993. The texts of both the parts were also translated
to German in 1918 because of the strong German speaking minority. Both the

73 “By underlaying Hebrew lyrics which in content coincide entirely with the German,
S. Sulzer intended to create a common idiom for the Volkhymne.” (Ibid., translation
by the author of this article).

74 Psalm 21 and the lyrics of the Emperor's Hymn actually have merely a similar topic
- God's help for the king - but not literally the same text.

75 ZOP, sign. P_53, see fig. 3. In the repertoire from the Jubilee synagogue, notes in pro-
grammes or music sheets by choir masters or singers are usually in German or Czech,
sometimes switching abruptly from one language to the other.
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parts of the anthem, the Czech and the Slovak, in both the Slavic languages and
in German, can be found in multiple copies in the repertoire from the Jubilee
Synagogue.

CONCLUSION

Within the sacred liturgy, which at first glance seems to be independent from
secular occasions, the prayer for the welfare of the country is an “echo of the po-
litical and historical changes,” as states Damohorska 2010. From a written prayer
dedicated to the emperor or president we can hardly learn about the real attitude
of the persons singing or praying it. The same prayer for the welfare of the em-
peror can be prayed as an expression of fidelity, but can also be a symbol of an
attempt of a marginalized group to achieve better times under the government.
In any case the prayer implies that the praying person understands himself/her-
self as a member of the people reigned by the same government.

The talmud scholar Joseph Tabory states that liturgy has two functions: Firstly,
it is a message to God and secondly it is a form of communication among the
community (Tabory 2005: 226). Rabbi Lawrence Hoffman designates the main
features of the liturgy with three Ps: Politics, Piety and Poetry (Hoffman 2005:
1-20). The decisions for a form, order, language and formulation of prayers are
the result of negotiation processes within the community. Additionally, the litur-
gy can give a sign beyond the community, i.e., a signal of a marginal group to the
majority — which is important especially in the case of the Prayer for the welfare
of the country and compositions in honor of the sovereign.
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CONTEMPORARY VIENNESE CZECHS
AND THE MARGINALIZATION OF THEIR
NATIONAL IDENTITY: REPRESENTATIONAL
AND GRADUATION BALL

Zita Skotepovd Honzlovd

This article, dedicated to a Czech Representational and Graduation Ball, falls into
a broader ethnomusicology research project on contemporary musical activities
of Viennese Czechs. The music itself is just one of the levels studied; besides it is
necessary to pay attention to the behavior of musicians and listeners, and finally
arrive at the discovery of conceptualization, which determines the character of
human behavior, music and their meaning. The research is therefore based upon
Merriam’s model of music as culture (Merriam 1964). Using the terminology of
Harvard ethnomusicologist Kay Kaufman Shelemay (Shelemay Kaufman 2006), |
will deal with soundscapes, which include sound, circumstances and contexts of
specific musical activities (setting), and subsequent interpretation of their signi-
ficance.

At the same time it seems to me theoretically and methodologically suitable
to regard the Viennese Czechs as a diasporic community or borderland culture
(Clifford 1994) and focus on the issues which are relevant in the course of my
investigation. The “diaspora” caught the attention of ethnomusicologists from
the 1990s, when the first works dealing with music making in the diaspora were
published (e.g., Lipsitz 1994; Slobin 1994; Zheng 2010). This topic continues to
occur at present (for example, a whole volume of Ethnomusicology Forum, Vol
16, No. 1, 2007 is devoted to the “diaspora”). Usually the “diaspora” combines
both the dispersal and the life somewhere far away from the original or imagined
“home” or homeland country. | use the concept of “diaspora” proposed by Kim
Butler (Butler 2001). According to her definition, the diaspora is characterized by
the presence of at least two of the following features: 1) dispersal of the commu-
nity into two or more destinations, 2)some relationship to an actual or imagined
homeland, and 3)self-awareness of the group’s identity and self-defining against
the majority of the host country; 4)existence of the Diaspora over at least two
generations — diasporas are multigenerational because they “combine the indivi-
dual migration experience with the collective history of the group dispersal and
regenesis of communities abroad” (Butler 2001: 192). In addition, according to
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Butler, the diaspora study should focus on “reasons for, and conditions of, the
dispersal, relationship with the homeland/hostland and also interrelationships
within communities of the diaspora” (Butler, 1998: 225-226).

All this seems to me particularly important because of the long presence of
the Czech minority in Austria, several differently motivated and socio-politically
determined migration waves (mainly voluntary and involuntary migration), pre-
sence of ancestors of those Czechs who stayed on the territory of the former
Austro-Hungarian Empire, e.g., in Vienna and therefore coexistence of several
generations. The essential fact is that “the relationship with a homeland does
not end with the departure of the initial group. Not only does it continue, it may
also take diverse forms simultaneously, from physical return, to emotional atta-
chment as expressed artistically, to the reinterpretation of homeland cultures in
the diaspora” (Butler 2001: 205). Relationship to the homeland, the construct of
the homeland is essential: “it is the homeland that anchors diasporan identity”
(Butler 2001: 204).

Through the participant observation of musical events, semi-structured inter-
views and informal conversations | will try to explore what kinds of music Vie-
nnese Czechs perform and participate in, and | would like to clarify the relation-
ship of these activities to their integration, assimilation or preserving their Czech
national consciousness and the role of the above-mentioned relationship to the
homeland, the conditions of dispersal and/or migration to Vienna, the existence
of a minority group identity and intergenerational relations. Finally, | will try to
answer the question of how contemporary Viennese Czechs negotiate their iden-
tity through musical activities in an environment of not only Austrian but also
multicultural Vienna.

SNAPSHOT: REPRESENTATIONAL AND GRADUATION BALL
OF THE MINORITY COUNCIL OF THE CZECH AND SLOVAK BRANCH
IN AUSTRIA AND THE COMENIUS SCHOOL ASSOCIATION

Vienna, Parkhotel Schénbrunn, 2nd March 2013, 9 PM.

Shortly after 7:30 PM | ascend from the Hietzing metro station and | walk to
the Parkhotel Schonbrunn, the venue of the Czech Representational and Gradua-
tion ball. | meet a few girls in ball dresses and young men in suits and hear Czech
words from their fragmentary talk. Although the Czech Ball should take place
here, the hotel seems to work as usual: several guests pick up the keys to their
rooms and they take their suitcases somewhere into a side corridor. A number of
brochures and leaflets advertising concerts of music by Mozart and J. Strauss in
the nearby situated Schénbrunn Palace are available at the reception.

From the outside, the building impresses one with its neo-Baroque fagade. Its
splendor is highlighted by night illumination; flags of Austria and the European
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Union flutter at the frontage. Compared to last year, when several posters were
placed at the front door of the Kursalon Hiibner, here only a sign with the name
of the event in German located next to the reception desk informs one about the
Czech Ball. Portraits of Emperor Franz Joseph | and his wife Sissi and especially
the decoration of the ceiling attract the attention of incomers: the symbols of the
former monarchy represented again by the Habsburg imperial couple and the
double eagle wielding a scepter and an orb. Before eight o’clock | hear incoming
guests speaking both in Czech and German, and | look at a small queue which has
appeared in front of the locker room. The hall opens at 8 PM, and | go to pick up
my tickets just like last year. Mrs. Neuhold from the Comenius school gives out
envelopes with pre-purchased tickets and two girls welcome every newcomer
with a small bottle labeled “Eierlikér” — home-made eggnog.

The ballroom looks really impressive. The dance floor occupies the majority of
the space. Tables and chairs are placed on the left and right side on the ground
floor and in the gallery. The colors red, white and gold dominate in all the de-
corative elements — carpets, curtains, framed mirrors on the walls. The ceiling
is decorated with paintings depicting the heavens with a lot of cherubs. Light
shining from several large crystal chandeliers, reflecting in mirrors and on the
polished marble paneling, adds a special gloss to the whole hall. The stage is si-
tuated opposite the dance floor. Several microphones, keyboards and two guitars
are already prepared there. Musicians with a trumpet and a saxophone argue
about something.

Wine glasses, buckets with ice for chilling bottles and programs of the evening
in Czech and German are prepared on each table: in addition to the list of spon-
soring organizations,’® there is also acknowledgement to other associations and
private companies. Like last year, | notice that a performance of members of the
Vlastenecka omladina will take place after the official speeches, a dance show
and presentation of the graduation class. | also notice a performance by DJsMu-
sic in the Bijou Bar, a space adjacent to the main hall. Twenty minutes before
nine o’clock most of the tables are already occupied; just some few people are
still seeking their seats on the ground floor and then walk up to the gallery. First
bottles of wine, mineral water, sometimes also beer appear on the tables. Men
of all ages arrive in more or less formal suits; women are wearing ball gowns or
other evening dresses.

A few minutes after nine the arrival of the graduates, accompanied by the ope-
ning bars of Chopin’s solemn-sounding “Military” polonaise op. 40 No. 1, starts
the whole event. Pairs of students descend the stairs on either side of the stage
and slowly line up on the dance floor near the stage. The heads of the Comeni-

76 E.g. Hotel Post, Stadt Wien, Don Bosco, or Ceskoslovensk}'r zahrani¢ni dstav.
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us School Association and the Minority Council of Czech and Slovak branches in
Austria Ing. Karel Hanzl and Mag. Pavel Rodt come after a short applause and
speak alternately in German and Czech in which one can hear a slight German
accent. Pavel Rodt presents some guests and then mention two music groups
from Prague and Brno which will play for the dance as in previous years. A no-
velty is the performance of the band founded by the Comenius School graduates
named “DJsMusic” which will take place at 10 PM in the Bijou bar. After thanking
the mayor of Vienna and the Austrian Minister of Education, “sashing” (giving a
sash) to the graduates follows. Then Karel Hanzl mentions the 140%™ anniversary
of the Comenius School Association, addresses thanks to all the sponsors and
supporters and also alludes to another thirty-five community associations which
are involved in the maintenance of the Czech language in Austria.

A few minutes before half past nine the graduates wearing similar black and
white suits and ball gowns enter the hall and dance the festive polonaise to the
accompaniment of an arranged fast polka, the “Holiday Train” op. 281 by Johann
Strauss the Younger. The gradually growing noise from people debating in the hall
does not fade even during thanksgiving speeches of two Czech and Slovak stu-
dents whose speeches nostalgically remember and recapitulate the years spent
at the Comenius School. At that moment, | notice a small contrast of their speech
in comparison with the discourse of the two previous speakers: the perfect Czech
and Slovak of both graduates seems to refute the fact that we are outside the
Czech Repubilic.

The majority of the ball guests start to dance after the speeches. The first co-
mmon dance is initiated by students accompanied by probably the most famous
passages from the waltz “On the Beautiful Blue Danube.” High school students
dance along with middle-aged people and | also admire several older couples
who nevertheless dance with veritable pleasure. Meanwhile, musicians from
both groups prepare their instruments and then they perform alternately several
times during the program. A group from Brno, Nota bene, launches its program
with the song “Ta nase pisnicka ¢eska” (“Our Czech Song”) and then perform
many popular pieces mainly in English, Spanish, German. Czech pop music (Olym-
pic, Michal David) also resonates in the hall together with a few folk songs like “Ta
jizni Morava je jisté krasna zem” (“That Southern Moravia is certainly a beautiful
country”) accompanied by a Czech-style brass band.

At 10:35 PM comes the “Samba show” — a performance of the Vlastenecka
omladina (“Patriotic Youth”) ensemble. Four young girls now come in to the space
of the main hall. They are wearing headbands with feathers, high heels and dance
costumes of different colors. Their bras and panties are decorated with sequins
and fringes. Once one hears the first notes of playback music, they dance with
smiles on their faces to the rhythm of a samba. Their performance is appreciated
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with lusty applause of all present. After this short piece, a representative of Vlas-
tenecka omladina quotes a joke about an old nickname of the association, which
was sometimes called “staresina” (“Patriotic Elder”). However, the aim of today’s
performance is to “show that we have a lot of young and pretty girls.” The ball
continues, accompanied by another series of cover versions of Czech and interna-
tional popular songs interpreted by music groups from the Czech Republic.

| am naturally curious about the performance of the student group DJsMu-
sic, so after 10 PM | go to the Bijou bar several times. In the sparse light, two
young men in dark suits and with bow ties on their necks play in one corner of
the room. The singer with a semi-acoustic tenor guitar’’ standing in front of a
vintage microphone of the “Elvis” type greets guests and declares: “I'm from the
fourth generation but | will try to speak a little Czech.” This utterance is follo-
wed by a few exclamations from the audience: “Yeah, yeah, in Czech,” however,
the singer announces that he will “sing in English.” Then | hear swing-sounding
music. The singing and guitar are accompanied by another musician playing the
piano. The singer alternates the guitar with a harmonica several times. Both
musicians perform confidently and it seems that they are well-coordinated and
used to playing regularly in front of an audience. The majority of the audience
is students; just some few older ones sit or stand nearby small tables. Someone
are smoking. The entertainment is a bit noisy here: people talk loudly and drink
and several couples go to dance on the small stage in front of the musicians. Two
jolly young guys wish me “Merry greetings from Slovakia and Czech,” smiling and
sending kisses to my camera. When | look at the stage, | notice posters which are
fixed on the electric piano and on two loudspeakers situated on the both sides of
the stage. The posters announce other concerts of DJsMusic and groups called
“DJ & Bernie — Swingin’ Duo” and “The Tournarounds.” Those interested in a
subscription to an electronic newsletter may add their email addresses to the
circulating sheet of paper.

In the main hall people are still dancing to folk songs, Czech and international
pop. Around midnight, the program culminates with the dance of the Czech be-
seda.”® After the musicians’ invitation to dance, eight couples of dancers gather
on the dance floor in a few minutes — there are a few students and a majority of
middle- and upper middle-aged people. Soon after the first tones, dancers create
two circles of eight and | watch with admiration how well they master the whole,
multi-sectional set that lasts around fifteen minutes. Dancers moving and chan-

77 In comparison with the classical guitar, the jazz tenor guitar is a four-string guitar
with a bigger corpus, sound holes with an “f’shape and ¢ g d“a’ tuning.

78 The Czech “beseda” is a line dance for four couples which was co-invented by Jan
Neruda, Bedfich Smetana and Ferdinand Heller (Heller 1959) in the 1860s.
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ging their partners, creating different circles and posing in a wide range of dance
figures participate in dances (sousedskd, furiant, dvojpolka, fezanka, kominik and
obkrocdk) which are played several times.

CZECHS IN VIENNA AND THEIR EXPATRIATE ORGANIZATIONS:
MINORITY COUNCIL OF CZECH AND SLOVAK BRANCH IN AUSTRIA,
ASSOCIATION OF CZECHS AND SLOVAKS IN AUSTRIA, COMENIUS
SCHOOL ASSOCIATION AND VLASTENECKA OMLADINA.

The first Czechs came to Vienna during the reign of Ottokar Il. The strongest wave
of Czech migration, however, dates back to the turn of the 20 century. Vienna
became the city with the largest Czech-speaking community around 1900. Data
from Austrian statistics from 1910 show 309,046 immigrants whose birthplace
was Bohemia and Moravia (Mayerova in Basler, Brandeis et al. 2006: 278). Uno-
fficial estimates range between a quarter of a million (Velek 2009: 33) to half a
million people of Czech origin and their descendants (Soukup 1928: 141-142).
Not only workers, craftsmen and servants, but also officials, nobility, scholars and
artists settled here (Mach 1946). In the period before the First World War, Czechs
along with the Jews were the two most significant minorities in Vienna (Vocelka
in Whetstone, Vocelka et al. 2002: 11).

The fundamental characteristic of the Vienna Czech emigration is its “multi-
-dimensionality”: Czechs came to Austria in several and differently motivated mi-
gration waves. In the present day, the fifth generation of migrants’ descendants
from the 19th century and the people who came in 1948, 1968 and 1989 live next
to each other. The development of minority life goes back to the mid-nineteenth
century, when a number of newspapers were published and dozens of instituti-
ons were active despite Germanization pressures, especially in the era of Vienna’s
mayor Karl Lueger (1897-1910) (Mayer 1996: 131). In the interwar period, Karl
Brousek mentions the existence of more than 20 periodicals and 300 minority
associations (Brousek in Brousek, Vocelka et al. 2002: 39). Among them were the
number of musical —and incidentally also the first established — institutions: from
choirs” through military bands to tamburizza bands. Some of them, such as the
Akademicky spolek (“Academic Society”) founded in 1868, or the Slovanska be-
seda (“Slavonic Club”), established in 1865, exist till today. Musicians appeared
at “Czech,” but also more broadly “Slavic” balls and music evenings, “besedas,”
which were mostly attended by students, workers and lower officials. In the
1920s and 1930s, a number of Czech instrumentalists, conductors, composers of
classical music and jazz worked and lived in Vienna.

79 E.g. Zpévacky spolek Lumir, Hlahol Viden, choir of Jednota sv. Metodgje, etc.

TONY Z OKRA]U: HUDBA A MARGINALITA / SOUNDS FROM THE MARGINS 104
Zuzana Jurkovad a kolektiv



The fate of Viennese Czechs and their expatriate associations was strongly
affected by the political upheavals of the twentieth century — the foundation of
an independent Czechoslovak state, the rise of Nazism in Austria, and especially
the events after the Second World War, when part of the Viennese Czechs went
back to their homeland: according to Iva Heroldova, 11,117 persons re-emigrated
to Czechoslovakia till 1950 (Heroldova in Broucek et al. 1989: 276). The minori-
ty was also divided from 1948, when part of the Viennese Czechs sympathized
with the newly established communist regime in Czechoslovakia. This schism has
affected the mutual interrelationships almost till the present day. Since 1977, the
Czechs have become recognized as a “national minority” in Austria and they ob-
tained the right to the creation of the Advisory Council for the Czech National
Minority. However, it was established in 1994, after 17 years of disputing (Tichy
in Basler, Brandeis et al. 2006: 276).

The main organizer of the Czech Ball is currently the Skolsky spolek Komensky
(“Comenius School Association”)®. Since its founding in 1872, the main aim has
been teaching the Czech language and establishment of a private school. By the
end of the First World War, the school had to deal with government restrictions.
Nevertheless, in 1920 a high school in Schiitzengasse 31 was established. Around
four and a half thousand students attended the school in the 1930s. As well as
all the other Czech organizations, the Comenius School Association was disban-
ded during the Second World War. In the after-war period, all Czech schools in
Vienna were relocated to a building at Sebastianplatz, where kindergarten, pri-
mary and secondary schools still function. The Association has managed to re-
gain the Schiitzengasse building, which houses the newly renovated high school.
The Comenius School is the only minority educational institution in Vienna which
provides bilingual education in Czech or Slovak and German at all levels, from
kindergarten to graduation.®!

The organization of an originally “All-minority representative” ball since 1984
involved the Minority Council of Czech and Slovak branch in Austria. According
to its longtime representative Otta Ceska, the council sponsored some political
parties®? and cultural or gymnastic clubs®® (Ceska in Basler, Brandeis et al. 2006:
352-353). After 1948 the already-mentioned “competitive” association SdruZeni
Cechil a Slovakd was founded. Ceska regards it as an organization “collabora-
ting” with the communist regime in Czechoslovakia until 1989 (Ibid. 353). The

80 To attract larger audiences and more participants, the Representational Ball has also
become the “Graduation” Ball since 2004.

81 See http://www.komensky.at/ a http://www.orgkomensky.at/ (Sept. 25, 2013).

82 Social democrats, national socialists and Christian democrats.

83 Eg. Sokol, singing association Lumir, Ceské srdce, Jednota sv. Metodéje.
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Comenius School Association, Vlasteneckda omladina and the Club of Czechoslo-
vak Tourists then join the Association of Czechs and Slovaks. To defend the Asso-
ciation, its longtime chairman Miroslav Brozdk mentions Comenius school activi-
ties, the opportunity of visits of relatives in Czechoslovakia and cultural programs
— primarily film projections and performances of Czechoslovak artists in Austria
(Brozak in Basler, Brandeis et al. 2006: 356—357).

Members of Vlastenecka omladina repeatedly appear on the program of the
Czech Ball.?* Like the two aforementioned associations, Vlasteneckd omladina
has a long history. It was founded in 1886 in order to maintain the Czech lan-
guage. This was initially realized at informal meetings of members in pubs, during
trips, recitation and music-making activities and amateur theater, which from the
1950s became the main activity of the association — members performed many
works of Czech and world classics.® Vlasteneckda omladina has worked for a long
time with the Comenius School Association Since 1993 it has had its base in the
main building of the Comenius school at Sebastianplatz (in Basler Brandeis, Bran-
deis et al., 2006: 406—409). Meetings of members, rehearsals and performances
take place in the school’s theater.

Only after the fall of the communist regime has the quality of mutual inte-
rrelationships in the minority communities gradually changed. The Association
of Czechs and Slovaks and its allied organizations entered the Minority Coun-
cil in 1997. The different situation of contemporary Czech Viennese minority
is probably reflected in the cooperation of the Comenius School Association
and Vlasteneckd omladina (former supporters of the former “Czech and Slovak
Association”) with the Minority Council, Jednota svatého Metodéje (“Unity of
St. Methodius”) and the Don Bosco Club.

FOUR SEMANTIC DIMENSIONS OF THE CZECH BALL

| recognized four “semantic dimensions” of the Czech Ball. The first can be seen
in the declared linkage with Austrian and/or Viennese environment, where the
Viennese Czechs have lived for over one hundred years. Parkhotel Schonbrunn,
the venue of the ball, seems to be a representative center of this environment.
The building itself has a remarkable past®®: the originally imperial inn was taken
over in 1823 by Ferdinand Dommayer, who rebuilt the building. A new ballro-
om, which was intended for the general public, was opened. It was this ballroom
where father and son Johann Strauss and Joseph Lanner introduced their famous
waltzes. At the beginning of the 20™" century, there was a lack of luxury hotels in

84 See http://www.omladina.at/ (Sept. 25, 2013).
85 Eg. Klicpera, Tyl, Vrchlicky, Ibsen, Wilde, Gogol, Moliére, etc.
86 See http://www.austria-trend.at/parkhotel-schoenbrunn/de/history.asp (Aug. 22, 2013).
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Vienna.Therefore the former Café Dommayer was replaced in 1907 by the still
functioning Parkhotel Schénbruun. The hotel became famous a short time after
its opening due to visits of guests of Emperor Franz Joseph |. The Czech Ball has
been regularly organized here since 1990 (Videriské svobodné listy 61 (9/10) ex-
cept for a break in the years 2011-2012 when the event was held in the Kursalon
Hibner?®” because of the Parkhotel’s reconstruction. It seems that the Viennese
Czechs consider themselves to be closely linked to central Vienna and they intend
to belong there. Apart from the choice of venue, a repeated show to the music of
Johann Strauss may perhaps play a role in this dimension too.

The second dimension is dance entertainment of global and/or “Euro-Ameri-
can” character. It reflects the fact that people in Vienna as well as in many other
places in the world prefer popular music with predominantly English lyrics for
dance and entertainment. These are a few years- or a few decades-old songs
known from hit-parades and familiar to the general public due to a part of the
globally unified nature of radio broadcasting. This dimension represented the
majority of the repertoire introduced by musicians from Prague and Brno. Since
the two groups focus on a similar, in some cases identical, repertoire, musicians
shared tasks — while the Caroline Band played known evergreen Czech and world
pop songs and the “standard swing repertoire” (Pavel DresSer, Aug. 21, 2013) Nota
bene performs a “variety of styles,” compositions to the rhythm of the polka, the
waltz, the cha-cha and others (Jaroslav Musil, Aug. 21, 2013). Both of these bands
come from the Czech Republic and were featured at the ball in Vienna several
times. Ball co-organizer Margita Jonas found the Caroline Band over the internet.
The Nota Bene group was invited because of previous experience with its perfor-
mance: a founding member Jaroslav Musil played at the wedding of a business-
man living in Vienna and later he was also contacted by Mrs. Jonas. Founded in
1996, the Caroline Band® is a Prague music group of professional musicians per-
forming in a two- to four-member cast (vocals, keyboard, saxophone, trumpet) at
balls, weddings or receptions. The repertoire consists of Czech and foreign pop
and musical songs and dance evergreens (ABBA, Michael Jackson, Rod Stewart,
Waldemar Matuska, Karel Gott, etc.). Nota Bene® was founded in 2000 in Brno.
The group plays in a duo to quintet (guitar, keyboard, vocals and flute/piccolo).
The musicians have introduced music for dance and entertainment mainly at pri-
vate events of the ball-type in the Czech Republic and abroad and also in Vie-
nna since 2008. In its repertoire of over 600 compositions, the group has cover

87 Also a very representative building situated in the area of the Stadtpark, near
the Vienna historical city centre. See http://www.kursalonwien.at/ (Oct. 17, 2013).

88 See www.caroline-band.cz (Aug. 22, 2013).
89 See www.notabeneband.cz (Aug. 22, 2013).

TONY Z OKR/\]CT: HUDBA A MARGINALITA / SOUNDS FROM THE MARGINS 107
Zuzana Jurkovad a kolektiv


http://www.kursalonwien.at/
http://www.caroline-band.cz
http://www.notabeneband.cz

versions of famous song and instrumental pieces from Czech and Moravian folk
songs (e.g., Pisnicka Ceska, Ej, pada rosicka), through Czechoslovak and foreign
pop (Lucie Vondrackova, Kabat, Elan, Elvis Presley, Frank Sinatra, Julio Iglesias,
etc.) to well-known dance tracks (such as Johann Strauss — Radetzky march,
“El chocklo” tango).

The third semantic dimension of the Czech Ball in Vienna refers to the symbo-
lic markers of Czech national identity. In this case, these are Czech folk songs and
pop music, but mainly the Czech beseda. Live playing of the Czech beseda was de-
manded by Margita Jonas, one of the organizers of the ball. The current director
of the school, Helena Huber, and Margita Jonas stated that this requirement was
something unique and special for Czech groups: the musicians had to find notes
and learn the beseda solely because of their performance at the Czech Ball in Vie-
nna. However, the dance of the beseda has a long tradition here in Vienna: it was
danced not only during the previous Graduation and Representational Balls, but
also at formerly held Czech minority balls — the Ball of Czechoslovak Artisans and
Merchants in Vienna also in the Kursalon Hibner and the Mariott Hotel*® — and
during other, usually ceremonial, occasions (e.g., a street festival on the centenni-
al anniversary of the Comenius High School, on the 7th of October in 2010°); at
the Moravské hody (“Moravian regale”) the beseda was danced in Moravian folk
costumes (Helena Huber, Sept. 19, 2013). | had the opportunity to observe the
dancing of the beseda at a ball in 2012. Moreover, archival materials of the Don
Bosco Club — mediator of the Czech Catholic mission — refer to learning of the
beseda as well as other Czech dances for over thirty years. Andreas Egermeier,
a classmate of Dominik A. JeZek and the current director of the Comenius High
School Helena Huber®? both remember the lessons and dance of the Czech bese-
da at the Don Bosco Club. | found out that former students of Comenius schools
have in their memories the Don Bosco Club and the Czech church at Rennweg
associated mainly with music and singing of Czech songs (Magdalena Vachova) or
the beginnings of playing the guitar (Dominik A. Jezek).

The fourth dimension is the social significance and potential of the ball in terms
of the opportunity to present and draw attention to one’s own skills in an already-
-established network of social contacts. However, interviews with the musicians
of DJsMusic reveal that the context of the Czech “minority” ball does not play
a major role. The frontman of the DJs Music group is Dominik A. Jezek (born in
Vienna, 1987), who participates in several music groups (“DJ & Bernie — Swingin’
Duo,” “The Tournarounds” and “Four Beats”). Most of the musicians he performs

90 See http://www.rozhledy.at/35JahreDBKlub.htm (Sept. 19, 2013).
91 See photos of the event: http://orgkomensky.at/fotos.php?id=325 (Sept. 19, 2013).
92 Then she taught the beseda to her school colleagues in the evenings.
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with have some Czech ancestry. He considers himself to be an “Austrian of Czech
origin”: his grandparents came to Vienna from Bohemia. At home he spoke Czech
occasionally only with his grandfather, who was disappointed in his lack of inte-
rest in singing in Czech. Today, the language of Dominik’s everyday communicati-
on is German. He learnt Czech from his Czech friends during holidays in Moravia,
but primarily at the Comenius School, where he and two classmates founded the
music group focused on classic American rock’n’roll, partly swing and jazz music.
His musical taste was influenced by sympathy and love of music already present
in the family environment: his grandfather was a guitar player in a jazz big band.
His father played the saxophone. The family often attended concerts. Dominik’s
colleague, bass guitarist Andreas Egermeier, remarks that the choice of this genre
was motivated by an effort to attract and enlarge their own audience — it is said
that this genre is popular in Vienna, but at the same time it is performed by only
a few members of the younger generation. Except for a few of the author’s own
pieces, the repertoire consists of cover songs, sung mainly in English, sometimes
in German. Classic austropop is also enjoyed by audiences. The musicians play in
Viennese bars and clubs,® as well as privately for parties, or occasionally in sum-
mer on outdoor stages. Dominik A. JeZek manages all the organizational matters
by himself, including creation of a website and promotional materials. Apart from
a few former classmates from the Comenius school, the audience of Jezek’s music
groups is purely Austrian and consists of mostly middle-aged people. According
to Andreas Egermeier, this music is particularly attractive mainly to “the gene-
ration of our parents” (Andreas Egermeier, Sept. 4, 2013). Musicians intend to
contact the Czech minority and mention their alliance with the Comenius schools
only in case of a performance at Czech balls or at the Christmas concert organized
at the hall of the Czech School.

Even though Dominik A. Jezek aimed to perform only with former graduates
of the Czech school at the ball in 2013 and also play some “old Czech rock’n’roll
songs,” the group performed only in duo for organizational and economic re-
asons. Then only classic American rock and jazz music sounded in the space of
the Bijou bar. The performance there was just one opportunity among others,
however, for Andreas Egermeier and Dominik A. Jezek. Its importance lies mainly
in the possibility of reaching the people from the circuit of the Comenius School
Association:

“It was very important for me. First, I was really looking forward to it, and for three
years I've tried to play there, and secondly, too many young people have told me

93 Such as Tunnel Vienna Live (Josefstadt), The Sign Lounge (Alsergrund), Saloon a Café
Falk (Donaustadt).
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that there was really good music in the bar, and the third, those contacts that arise
from such things... for me it was very nice and important.” (Dominik A. Jezek,
Sept. 12, 2013).

“We had our first gig at my graduate ball... We wanted to play there because we
said there was an audience that we knew and it would be a great opportunity to
get in contact also with the people who organize something by themselves - this is
mainly the Comenius School Association ... I would say it is more important (than
other performances - ed. ZSH), mainly due to the fact that we know the audience,
and many people who attend the ball know us from childhood, so it was important
for us to please them with our music, so they let it be known via mundpropaganda
that the music is good.” (Andreas Egermeier, Sept. 4, 2013).

THE MARGINALIZATION OF CZECH NATIONAL IDENTITY:
TO BE (SOMETIMES) CZECH?

The character of the Czech Representational and Graduation Ball corresponds
with “music of invisible enclaves,” a strategy of musical self-presentation of
immigrant minorities which | described in Prague and/or in the Czech Republic
(Skorepova Honzlova, 2012): a minority cultural event is organized on a special
occasion. Therefore several hundred members of a minority community meet
almost without the knowledge/awareness and especially without the participati-
on of the majority. Except for advertisement in minority periodicals,®® invitations
to balls of Viennese Czechs can be found on the website of the Comenius School
Association, which also sells and distributes tickets. Although the ball figures on
the web calendar of Viennese balls,® the vast majority of visitors are relatives of
graduates or students from other classes and those who are linked by family with
the Czech Viennese minority.

As | had the opportunity to observe the musical events of various immigrant
minorities in Prague, at least most of the program and the individual performan-
ces comprise and refer to symbolic markers of ethnic or national identity: people
talk and sing in a minority language; the guests sometimes participate in per-
formances together with the musicians, so the presentational model of music-
-making is replaced by the participatory one (Turino 2008). One can see people
wearing a variety of “ethnic” clothes, etc. It was the fourth semantic dimension,
in which references to symbolic markers of Czechness were present, as epito-
mized by Czech folk songs or popular hits and particularly in the dance of the

94 Ceskd & slovenska Viden, Videiiské svobodné listy and culture monthly Klub.
95 See http://www.ballkalender.cc/ (30. 9. 2013).
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Czech beseda. According to ball co-organizer Margita Jonas and the current high
school director Helena Huber, the beseda is regularly danced perhaps only here
in Vienna. Comparison with the ball in 2012 reveals that last year’s repertoire was
almost identical; even the beseda was danced by a similar number of dancers.

Dancing of the Czech beseda has undoubtedly different significance for the
Viennese Czechs from it would have for graduates in Prague, Brno or any other
place in the Czech Republic, where hardly anybody would get the idea to dance it.
In Margita Jonas’ opinion, musicians who were able to play the beseda could not
be found in Austria today.®® Regardless of this fact, the engagement of Czech mu-
sic groups, or “linkage to Bohemia and the Czech repertoire” has (Margita Jonas,
Sept. 12, 2013) a key role. For many years before reconstruction of the Parkhotel,
a band from Bratislava played in the Bijou bar. Its performance was now replaced
by Dominik A. JeZek and his group.

Although a number of symbolic markers of Czech national identity could be
recognized at the Czech Ball in Vienna, e.g., in comparison with Prague Ukrai-
nians the Viennese Czechs recall their Czechness rather “gently” or “soberly”: no
participant arrived in a folk costume. There were no reciting of patriotic poems
or performances of “national” vocal or dance ensembles. Neither this nor last
year, were nostalgic memories of the distant homeland evoked during the Czech
Ball: I noticed this trait in Prague at a gathering of Arab musicians from the group
Ziriab and their listeners (Skofepova Honzlova 2010) as well as at some other
community events organized by immigrants living in the Czech Republic. As it
emerged from the interviews, for musicians-graduates of the Comenius schools,
their performances at the Czech Ball represent a strategic opportunity to expand
their own audience from the circle of former social contacts.

Finally, comparison of utterances of Czech Ball co-organizer Margita Jonas and
Dominik A. JeZek reveals distinct opinions which are determined by a different
generational experience and migration situation: while for Margita Jonas it is “a
great feeling when you hear after many years of residence outside the (Czech
—ed. ZSH) Republic the hits of your youth here in Vienna and at the ball which you
co-organize” (Margita Jonas, 12. 9. 2013). The former student of the Comenius
School — as an “Austrian with Czech roots” —says:

“The beseda, yes ... Although I think it doesn’t matter if the beseda is played from
a CD or live, because it’s about the dance... and otherwise, I do not know if it’s

96 By the way, once after I had attended mass in the Czech church of The Most Holy
Redeemer on Rennweg I had a talk with two men. We also mentioned the Czech Ball.
One said with a bit of disdain: “But they invite musicians from Czech,” while the ano-
ther one stated that there were no more Czech musicians in Vienna.
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cost-effective because the new, the current generation which will attend the ball for
another thirty years, they have been here in Vienna for two or three generations
and I do not know if it is notwendig for them if any group comes from Brno and
plays some modern Czech or Slovak hits... it’s important to play something old,
classical Czech ... for the tradition remains, but modern Czech hits, I don’t know
if anyone cares here because everyone here lives in Vienna and does not even know
the songs.” (Dominik A. Jezek, Sept. 12, 2013).

While Margita Jonas’s perception of “modern Czech hits” is influenced by nos-
talgic memories of a part of her own past when she lived in the Czech Repubilic,
traces of an idealized construct of Bohemia as the “old (and distant) homeland”
and a notion of “tradition,” something “old and classical Czech” — the beseda in
this case — draws attention in the statements of Dominik A. JeZek.

According to Comenius school music teacher Yvona Friedlovd, today the
Czechs in Vienna are virtually invisible there. If they want to, they can remember
their Czechness and be aware of it without also being part of the Austrian and
Viennese society in which they are fully integrated due to a perfect knowledge of
German and everyday life here (Yvona Friedlova, Sept. 18, 2013). It is therefore
questionable to what extent the updates and recollections of “Czechness” are
only situational, e.g., Viennese Czechs actualize them only during Czech Ball-type
events or other, now rather sporadic events of minority associations or organized
by a private initiative. To clarify the question if the members of the Czech minori-
ty in Vienna and in particular of its various parts and generations feel to “(not) be
Czech” only occasionally — perhaps during the ball — or every time, | will still need
to do further research.
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FADO, PATH TO THE LIMELIGHT

Kristyna Kuhnova

This article is based on the field research which was carried out in Lisbon in May
and June 2013 within a greater research work conducted in order to obtain data
for my dissertation focused on the traditional urban music genre fado performed
by amateur musicians in Lisbon. The goal of the dissertation itself is to map the
musical processes used as a tool for shaping the cultural space which is central to
the development of a specific music community.®” Furthermore, the research will
deal with the change currently occurring in this genre and will reflect the impact
of this change on the make-up and motivation of the music community.

For my case study, | have chosen a place called CLAF in the Marvila industrial
district in Lisbon, which organizes matinees of amateur fado on Sundays and also
serves as a school of fado.

In the following text | will give a description of the transformation of the re-
cently marginalized genre of fado music into a popular phenomenon, which again
is growing in importance in Portuguese cultural life and its knowledge is quickly
spreading beyond the Portuguese borders.

The popularity of fado, which has been increasing approximately since the end
of the millennium, was supported by the fact that, in 2011, fado was inscribed in
the UNESCO Heritage Lists and was thus declared an intangible heritage of hu-
manity. This led to the eventual end of the politico-ideological discussions®® con-
centrated on the problematic history of fado, widely associated with the

97 Tuse the definition of a musical community described by K. Kaufman. Shelemay
(2011): “A musical community is, whatever its location in time or space, a collectivity
constructed through and sustained by musical processes and/or performances.

A musical community can be socially and/or symbolically constituted; music making
may give rise to real-time social relationships or may exist most fully in the realm of

a virtual setting or in the imagination. A musical community does not require the
presence of conventional structural elements nor must it be anchored in a single place,
although both structural and local elements may assume importance at points in the
process of community formation as well as in its on-going existence. Rather, a musical
community is a social entity, an outcome of a combination of social and musical
processes, rendering those who participate in making or listening to music aware of

a connection among themselves.”

98 Rui Vieira Nery in his paper at the conference “Patrimoénio como Identidade”
in Museum of Fado in Lisbon, May 24, 2013.
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propaganda of the Salazar fascist dictatorship, which resulted in a large outflow
of audience, especially in the revolutionary and post-revolutionary 1970s.

The interviews conducted with some of the middle-aged Portuguese show
that, in this era, mostly the anti-regime oriented people even forbade their chil-
dren to listen to fado as it was associated with the “New State” (Estado Novo).**
Among other things, fado was at the time banned from dramaturgical plans of
radio and television broadcasting.

Another social stigma for a long time attached to fado was the association of
this genre with wild nightlife:

“I wanted to be a fadista artist but my father did not want me to sing fado,” says
54-year-old Luisa, a woman of Cape Verdean origin attending the fado school at
CLAF. “He saw fado as something low sung by prostitutes. He also did not want
me to spend nights in bars.” (Interview with Luisa da Purifica¢ao, CLAF, Lisbon,
May 4, 2013).

Armando Tavares, one of the founders of CLAF, is more specific about this topic:

“It depended on the neighbourhoods. Fado was strongly associated with prostitu-
tion mainly in Mouraria, whilst in Alfama not so much. In the Madragoa district,
fado was associated with fish sellers. Fado was bad only for people who wanted it to
be.” (Interview with Armando Tavares, CLAF, Lisbon, May 6, 2013).

In the 1990s, fado gradually restored vitality; however, the breakthrough came in
particular in the second half of the decade. In comparison with the previous de-
cades, an incredible number of young artists appeared, willing to engage in fado
music. The motivation of many of them often differs much from the motivation of
the older traditional fadista artists. Similarly to fado, the process of learning fado
is undergoing changes.

In the documentary Mariza and The Story of Fado from 2007, the famous fa-
dista artist Mariza expresses her opinion on the process how fado is passed on:

“Casas de fado are important schools for fadista artists. Fado is an oral tradition; the-
refore there are no music schools where fado would be taught. We learn it on the stre-
ets, in taverns or in casas de fado. Here you can hear the best as well as the traditional
fadista artists and you must learn from them.”(Mariza and The Story of Fado 2007)."°

99  Authoritarian regime installed in Portugal in 1933. It lasted until the Carnation
Revolution in 1974.

100 Mariza and The Story of Fado (2007) is a British documentary film made for BBC
by the director Simon Broughton.
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The traditional initiation into the art of fado in clubs Mariza talks about is still
living in Lisbon. However, many fadista artists do not go through this process of
initiation. They discover fado for example in recordings of famous fadista artists
and study music at art schools, where they learn proper technique, and visit re-
cently established fado schools.

This issue is discussed in greater detail in the last section of this article presen-
ting the evidence of the field research in the fado school in the CLAF association.

PATH FROM MARGINALITY TO THE LIMELIGHT

In its long-time development, fado has risen several times from being perceived
as marginal to its peak and dropped back to the bottom. To understand its cu-
rrent standing better, it is important to relate fado to the cultural and historical
background.

The origin of fado itself is associated with marginal classes living in Lisbon
in the 18" and 19 centuries. Rui Vieira Nery (2004)'°! claims that fado came
into existence under the influence of an intensive Luso-Afro-Brazilian cultural
exchange which took place during the 18" and 19t centuries. At that time,
the Afro-Brazilian dance fado settled down in its popular form among mar-
ginalised classes of Lisbon and was mixed with their own dance and musical
tradition. Fado was then associated entirely with the environment of taverns
and brothels. The first fadista artists were prostitutes and brawlers. Only in
the second half of the 19* century did fado reach the middle and upper-mid-
dle classes.

However, the most significant change and fluctuation of popularity took place
during the 20th century. Fado passed through stages of being persecuted by the
political establishment and at the same time enjoying great popularity with the
audience and vice versa.

The deepest fear experienced by the fascist regime established in 1933 was
the revolutionary past of fado and its ideological tendencies. Therefore it was
trying to bring fado into line by professionalization and censorship. Artists were
restricted to the codified environment of the so-called casas de fado; their per-
formance style was unified and the marginal features associated with the origin
of fado were completely eliminated.

In this period, Salazar explicitly argued against fado and labelled it as a dan-
gerous, recently established urban genre. Instead, he supported rural tradition
which had been developing for centuries and, according to him, was able to ex-
press national identity truly. None of the national celebrations involved fado,

101 Information about the cultural-historical context is based on the reading of the book
Para Uma Histtéria do Fado by Rui Vieira Nery.
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which was a paradox because, at that time, fado reached its peak of popularity in
theatrical and film production and radio broadcasting.

During this successful first era of the New State, fado was considered a despi-
cable genre. One had to accept it pragmatically as a part of life and hope that
these living memories of prostitution and crime of the 19th century would be
gradually erased by educating the audience.

This official attitude radically changed after World War II. The explicit liking
of the pro-German regime contrasted with the opinion of the majority of the
population and the New State thus lost the trust of predominantly young Portu-
guese. The propagandistic strategy pursued had to be changed into pragmatic
populism which would create culture for the masses and prevent the undesirable
influence already penetrating from Western Europe and the United States. In this
new context, the regime, always holding a rather ambivalent or hostile attitude
towards fado, finally discovered a genre that it has since then included into its
cultural populist strategy.

The closed system of restaurants with professional fado began after some time
to show strong signs of exhaustion. In the years before the Carnation Revolution
of 1974, Casas de fado still belonged to places with the best fadista artists of the
1930s and 1940s and the post-war generation. The artists appeared in radio and
on television and went on tours in Portugal and around the world to sing and play
for the Portuguese emigrant communities. This mainstream was dynamic and
represented the peak of the fifty-year long development of the system of pro-
fessionalization which has completely changed fado and its informal production.

However, the thematic and ideological stereotypes of fado lyrics showed inc-
reasing ignorance of the socio-cultural reality. Its repertoire was hardly ever res-
tored, which also contributed to the outflow of young audiences. The left wing
rejected fado openly and found its ideal in new revolutionary songs rebelling
against the current regime. Practically inevitably, fado had to face great anti-
pathies in the years following the Revolution and, together with the most famous
fadista artist Amalia Rodrigues, the movement was accused of supporting the
fascist dictatorship. In the Revolutionary era between 1974 and 1975, fado was in
practice banned from the radio and television broadcasting.

Nevertheless, also in that period there were innovative fadista artists trying
to revise the genre of fado, above all, by making a very careful selection of texts.
In the 1970s, it was especially Carlos do Carmo' who gave fado a new impul-
se. In the 1980s, the politico-ideological discussion about fado slowly arrived at
a consensus and fado thus again gradually took up its peculiar position within
the national cultural context. In the 1990s, fado’s vitality was restored and thanks

102 http://www.youtube.com/watch?v=TrJe5FYIVZY
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to Joaquim Pais de Brito, the director of the Ethnological Museum, fado was brou-
ght into the serious focus of academia. In 1998 the Museum of Fado was esta-
blished.*

FADO AS AN INTANGIBLE CULTURAL HERITAGE
OF HUMANITY. INITTAL REFLECTION.

Since 2005, the Institute of Ethnomusicology at the Universidade Nova de Lisboa
(INET-MD), together with the Museum of Fado, collaborated on the nominati-
on for UNESCO. Its aim was to help fado to become recognized as an intangi-
ble cultural heritage of humanity. A scientific committee composed of members
of the Museum of Fado and INET-MD (Rui Vieira Nery, Salwa El-Shawan Castelo
Branco, Sara Pereira) prepared the nomination based on research of the sym-
bolic world of fado, which is an important practice contributing to the creation
of urban identity. The nomination included a comprehensive plan for the con-
servation, protection and research of the cultural heritage of fado. One of the
objectives was to bring together the multidisciplinary scientific perspective and
the knowledge of active fadista artists.2%4

On November 27, 2011, the UNESCO Intergovernmental Committee approved
the candidacy and inscribed fado as an Intangible Cultural Heritage of Humanity.

The main points of candidacy which should significantly affect the future of
fado are, apart from the plan to protect and preserve fado, also inclusion of this
topic in school and university curricula, publishing and research plan, creation of
a digital archive of fado, etc.

The plan also includes supporting the community of fadista artists and its
constant careful scientific observation. This observation will focus on the impact
brought by “patrimonialization”*®> of this intensely lived experience on the com-
munity.0®

In view of the fact that fado was inscribed in the UNESCO list only a short time
ago, it is for now rather difficult to show what the inscription meant to fado. Mo-
reover, given the fact that fado has in the past decade enjoyed an unprecedented
popularity, it is difficult to predict which of the changes are only brought about
by this popularity and which of them actually result from the inscription of fado
in the Intangible Heritage list.

103 http://www.museudofado.pt

104 http://www.candidaturadofado.com
105 The word “patrimonialization” means in this sense gaining status of intangible
cultural heritage.

106 Pedro Félix in his paper at the round table “Fado e Flamenco - Patrimonios
Imateriais da Humanidade,” Centro Cultural de Belém, Lisbon, June 6, 2013.
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We can be certain that the concern about fado has also been growing lately
beyond the Portuguese boarders. Since it was listed as an Intangible Heritage
of Humanity, international awareness of fado has increased, which is illustrated
by successful fado festivals held in Madrid or Rio de Janeiro and Sao Paulo, Bra-
zil. The interest in fado has also grown substantially among academicians. In his
paper delivered at the conference “Heritage as Identity” organized by the Inatel
Foundation in the Museum of Fado on May 24, 2013, Rui Vieira Nery noted that
the approval of candidacy signified that an absolute consensus had been reached
declaring fado an important element of Portuguese identity. According to him,
this also leads to problematic consequences, for example in the sense that other
music genres try make use of this great commercial success of fado by producing
such peculiar merged genres as pop-rock fado, hip-hop fado, etc.

The impact of the successful candidature is, in his words, weakened by the
crisis in Portugal. Nevertheless, it has become apparent that the genre of fado is
most resistant to the crisis. This can be illustrated by the increase in the number
of places where fado is performed; by the fact that prestigious national stages
put fado on their regular programmes although they refused fado completely not
long ago; or by the amount of sold records in Portugal (the sales account for 60%
whilst, before the candidacy, they were barely 40%) which made fado the best-
-selling genre of Portuguese music.*’

In addition to many young fadista artists pursuing glittering careers on the na-
tional as well as international scene, fadista artists of foreign origin also started to
appear and they sing fado in their mother tongues. Traditionally, fado fascinated
all the Japanese, but the groups of Japanese fadista artists have been joined by
fadista artists of various nationalities.

New places emerge to host fado sessions. Some of these cases may only want
to make use of the popularity of fado whilst others aim to adopt an alternative
attitude towards fado performance. This is the case of the restaurant Povo in
Cais do Sodré in Lisbon. This restaurant serves as an art residence for fadista
artists. The space is free of the attributes typical of fado restaurants. On Fridays
and on the weekends it uses the location in the popular area of Lisbon’s nightlife
and, instead of fado, DJs and electronic music is played. Fado is played here every
Tuesday, Thursday and Sunday. Young talented fadista artists usually spend about
a month and a half here. Considering the fact that the owners of Povo also own a
recording studio, the residential stay here results in a recorded album in the Povo
series, which is commonly available in record shops. Such a CD should help the
young fadista artists to get into the world of fado. The sessions always start at
9.30 p.m. and end at midnight and are divided into three thirty-minutes long sets.

107 Rui Vieira Nery refers in his paper to the percentage of records sold.
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Professional accompanying fadista artists, a poet and a lyrics writer are hired
by the restaurant and serve to advise the residing artists on the choice of their
repertoire. The singers do their best to mention the author of each text and song,
which is not usual for fadista artists. Moreover, it is not common for one fadista
artist to sing all night; in fado restaurants, several artists take turns singing.

Fadista artists themselves usually respond to the fact that fado has become
an intangible heritage in a positive way; however, they do not think this would
bring any significant shift in the genre: “Nothing has changed. Fado has always
been an intangible heritage. The only thing that has changed is that nowadays
more tourists come to listen to fado and we get more offers to perform abroad.
Otherwise everything is the same,” says young fadista artist Sara Correia from
the famous casa de fado Casa de Linhares (Interview with Sara Correia, CLAF,
Lisbon, May 1, 2013).

The guitarist Jodo thinks that successful candidacy cannot change much, but
sees that many people have made use of the popularity of fado: “There are more
and more fado restaurants, for example, also with such a concept as ‘the best of
fado,” Also, many people have appeared who, although they cannot do fado pr-
operly, teach it.” (Interview with Jodo Fonseca, CLAF, Lisbon, May 5, 2013).

CLAF

Fado is an urban musical practice occurring on two levels: amateur and professio-
nal. A specific network of sites which host fado sessions, whether on an amateur
or a professional level, serve traditionally as workshops for young fadistas. This
tradition is still alive; however, the boom of new fadistas during the past decade
has led to a different approach towards the passing on of the genre.

With the increasing popularity of fado, the phenomenon of fado schools is
expanding. There are a few schools with a long-time tradition. The oldest of them
and supposedly the first school in the country is at the CLAF association.°®

The next section is based on field research in CLAF in the Chelas quarter in
Lisbon. | will illustrate the activities of the school of fado undertaken within the
association, composition and motivation of students and professors and way of
passing fado on. Central to the text are evidences of Mr. Armando, the leader of
CLAF, Pedro Machado, the guitarist and professor in the school of fado at CLAF
and of a 19-year-old professional fadista singer Sara Correia, who attended the
CLAF school.

108 Even the Museum of Fado offers lessons of fado based on traditional transmission
of the genre. The monthly fee is quite high. http://www.museudofado.pt/gca/index.
php?id=45.
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CLAF AND AMATEUR FADO

The association Clube Lisboa Amigos do Fado (CLAF) in Lisbon’s Marvila quarter®®
regularly organizes Sunday matinees of amateur fado and Monday lessons. Si-
milar local cultural and sport associations are scattered throughout the whole
city of Lisbon and, according to the Portuguese sociologist Anténio Firmino Costa
(2008), play a crucial role in the continuity of fado as an urban cultural practice.**°

Amateur fado plays an important role in the local context of the Lisbon dis-
tricts. It intertwines with social relationships and its constant presence signifi-
cantly affects the configuration of local cultural patterns (Costa 2008: 126-127). In
addition to cultural and sport associations, the venues of fado sessions are also
local bars, taverns or restaurants which have reserved particular days in a week
or year for amateur fado sessions.

For cultural and interest associations, a fado session is not only a festive
occasion, but often also one of the means of earning incomes, either for charita-
ble purposes or for their own maintenance.

Associations have their own dynamics; they go through variably active periods
and fado sessions themselves are subordinated to these fluctuations. The orga-
nization of performances can be relatively time consuming and is dependent on
the willingness of volunteers and on the presence of charismatic organizers who
have a positive attitude toward fado. These places often organize other activities
as well, mostly sports. They possess their football clubs, participate in municipal
celebrations (marchas populares) and the like.

109 Marvila is one of the most ancient industrial districts of Lisbon. It was originally
called a “sea of chimneys and people.” Shaping of the eastern part of Lisbon during
the second half of 19th century is linked to industrial development, port activity and
increasing circulation of people and goods. With the breakdown of industry in
Lisbon, the so-called “disindustrialization” of Lisbon (Barata Salgueiro), the
factories in Marvila were closed down and the industrial activity was displaced to
the periphery of the city. According to Nunes Sequeira (2011), the character of
Marvila that represents the culturally important industrial image of Lisbon is
nowadays jeopardised, mainly because of a lack of financial means for maintenance
of the industrial properties.

110 Amateur fado sessions are based on a dynamic group that creates a social commu-
nity concentrated around fado. While typical casas de fado focus on a broader audi-
ence (especially tourists) and the fadistas work here on contract, the attractiveness
of the places running amateur fado sessions lies in social intercourse. Unlike casas
de fado, places with amateur fado sessions do not rely on the symbolic geography
of Lisbon. They can be found all around the city and are not dependent on running
fado sessions (Klein, Alves 1994: 46 — 47).
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The association Os Amigos do Fado was founded in 1993 by the charismatic or-
ganiser Armando Tavares. As its members were lacking premises for rehear-sals,
the city district Marvila allowed them to use the local library. Later on they beca-
me part of various neighbourhood associations before they definitely anchored
in the housing estate in Chelas in Marvila, where the scouts used to stay at that
time. Armando Tavares describes the foundation of CLAF:

“I went to the scout leader and asked him for some place where we could rehearse.
(...) I found guitarists and children from the scouts started to rehearse. The Clube
Lisboa Amigos do Fado (CLAF) dates back to this period. (...) It was the conti-
nuation of the association Os Amigos do Fado. The year 1993 is indicated as the
foundation year. We came here in 1995 or 1996. We just changed the name to CLAF
and it has remained so to these days.” (Interview with Armando Tavares, CLAF,
Lisbon, May 6, 2013).

CLAF operates not only a school but on Sundays it regularly also holds afternoon
performances of amateur fado. The pupils of the school can try to perform in
front of an audience here. Apart from the pupils, both amateur and professio-
nal fadistas, former students, Armando’s friends and current professional singers
come and sing. CLAF is a good example of how the amateur and the professional
world of fado often intertwine.

CLAF turns into a casa de fado every Sunday between 4 and 8 p.m.; thus the
performances do not clash with other ones held at other places. These matinees
are sometimes longer than expected, particularly on the occasion of a celebration
honouring a significant CLAF member; such occasions take place once a month.
These regular matinees devoted to a particular member of CLAF are welcomed
with enthusiasm and often attract up to 70 people.

The association is located on the ground floor of a block of flats in the quar-
ter Chelas but the interior looks the same as any other codified casa de fado in
Lisbon. It possesses traditional fado attributes — photos of famous fadistas, stage
sets of windows with hanging laundry evoking historic districts of Lisbon, fado
shawls and Portuguese guitars on the walls, pictures of the winners of the “Gran-
de Noite do Fado“'** — in most cases of those who learned fado here or at least

111 From the tradition of amateur fado emerged the annual “Fado Gala Night” compe-
tition. Catarina Alves Costa (1994) describes the event by quoting: “An extensive
programme primarily intended as a showcase for fado, with an amateur singing
competition between different quarters of Lisbon for cups which are to be awarded to
the winners and the sporting and recreational clubs to which they belong. The winners
will be decided by the timed duration of applause (...).” Catarina Alves Costa 1994: 107.
However, Fado Gala Night ceased to exist a couple of years ago. According to some
respondents: the main reason was the death of the main organiser. According to others
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visited this place, photos of the school godfathers like, for example, Fernando
Mauricio, Cidalia Moreira and Ricardo Ribeiro.

Despite the informal atmosphere of being among friends and family, this place
brings together people from various places, not only the inhabitants of Marvila.
At the same time, it maintains the ritualization typical of a fado performance.
Armando Tavares strictly requires silence and dimness during the performances.
Each artist is introduced, mostly by Mr. Armando himself.

FADO SCHOOL AT CLAF

Every Monday after eight o’clock in the evening, rehearsals take place at CLAF. If
there are a lot of participants, they usually end around half past eleven, someti-
mes not sooner than midnight. Anyone may enroll at the school and the demand
is so great that Mr. Armando has to restrict the enrollment.

“We are the first fado school in the country; we are the school that won the most
awards in the Grande Noite do Fado competition. We must restrict the enrollment
because of the great interest. We have too many students. Many fadistas who atten-
ded our school from their childhood are now professionals.” (Interview with Ar-
mando Tavares, CLAF, Lisbon, May 6, 2013).

The fee for the school is 20 euros per month. Only members of the association
may enroll. For those interested, it is also possible to take private lessons with the
guitarist Pedro Machado on Saturdays after lunch; each lesson costs five euros.

PROFESSORS AND LESSONS

The professors are guitarists and singers. During my field research, the young
guitarist Pedro Soares has alternated with the eighty-year-old Pedro Machado,
who, if both are present, accompanies Pedro Soares on the acoustic bass gui-
tar. Both often play here during the Sunday matinees. Pedro Soares is quite busy
as he gives performances with the singer Ana Moura,!!? at the present time one
of the most famous young female fadistas. Pedro Machado is retired, but had a
successful musical career.

Apart from singers, guitarists also come here to learn, but in significantly
smaller numbers. They would sit down next to professors and imitate their style
of playing and practice transpositions because singers try various keys. This is one

different factors led to losing the original characteristic of the event (such

as distributing a high number of tickets to VIP guests so that some people from
particular neighbourhood recreational clubs who wanted to give support to their
candidate in the competition could not get in).

112 http://www.youtube.com/watch?v=lh9YHtZzHfk
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of the main reasons why students go to school — to clarify which key suits them
best and to get used to singing with musical accompaniment. Professors don’t
warm up their voices with singers, but Pedro Machado shows them the techni-
cal basics, teaches them how to use their diaphragms and tells them at which
point to breathe in. Above all, the teachers initiate the students into the rules of
fado: they teach them the two most important components of fado which are
called “estilar” and “dividir.” Every fadista-singer should be distinctive and per-
form fado in a peculiar way of melodic improvisation. In the language of fadistas;
this free development of melody is called “estilar” (derived from “o estilo” — sty-
le). The other component, the art of dividing words in a verse and creating logical
musical phrases, is called “dividir” (divide). Both parts then show the audience
how experienced and, above all, how talented the fadista is.

In addition to the aesthetic rules, the singers also have to provide the accom-
panist with practical information before they begin to sing. Each fado has two
names. The first name often refers to the composer of the song or the person to
whom the song is dedicated. This name is used to distinguish a melody. The se-
cond name refers to the poem which was written for the melody in question. This
means that one “musical” fado can have more “poetic” names. For example, Fado
Vianinha is the name of a melody composed by Francisco Viana. A famous text
accompanying this melody is “Por Morrer uma Andorinha.” It was made famous
by Carlos do Carmo. It is usually the audience who refers to fado according to this
text (Castelo-Branco 1994: 135).

The accompanying guitarists are not interested in the text that will be sung,
but in the musical structure and tonality. The tempo is not given; the guitarists
must be able to adapt to the singers. Guitarists must also be able to play songs
in all keys.

Beginners often make the mistake of introducing the fado they are going to
sing and, considering the fact that such information is provided between the indi-
vidual songs, this leads to nervous delays between the pieces. Usually, sets of two
or three fados are sung. However, before the individual songs the accompanists
are told what is going to follow and in which key.

The singers do not learn the melodies of songs from music sheets but only by
listening. Therefore, the professors’ task is also to correct poorly learned melodies.

PUPILS

Most of the pupils are girls between 11 and 16 years of age and then, in isolated
cases, a few adult females such as thirty-year-old Misé or fifty-four-year-old Luisa
of Cape Verdean origin. During my field research, some students did not attend
Mondays’ lessons because they were rehearsing for the city celebrations (mar-
chas populares) organized by individual quarters.
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There are significantly fewer boys attending the school.!** During my field re-
search, only Nelson and Hugo Silva were rehearsing there. Silva also worked at
the same time at the bar of the association and at the Sunday performances he
was always the first to sing so he could change clothes and serve the guests. The
lessons are collective: students observe their classmates learning; some of them
do their homework simultaneously and others ramble around and chat in the bar.
For many of them, the fado tradition is inherently present in their families, either
on the professional or the amateur level. Many of the pupils come from the nei-
ghbourhood of Marvila; some are commuters.

Monday’s lessons were regularly attended by twelve-year-old Ana Soraia from
Marvila, who is the favorite of the school and was announced the revelation of
the year in the 3" year of the fadista competition held by CLAF in collaboration
with the Marvila district. She has been singing fado since the age of nine. Some
of the other pupils were: fifteen-year-old Hugo Silva from Marvila, fourteen-year-
-old Beatriz from the district of Amadora, who had found the school on the In-
ternet. She discovered fado on her own; no one in her family listened to it. So-
metimes twelve-year-old Maria Rita from Marvila also appeared — a daughter of
famous fadistas Miguel Ramos and Ana Sofia, the winner of the Grande Noite do
Fado in 2000. Then there was the ambitious sixteen-year-old girl Jessica, who is
clear about her future professional career of fadista. She has been attending CLAF
for a few months and, in addition to this school, she also takes private lessons of
singing technique. Mr. Armando takes her to fado competitions and she began to
sing in a fado restaurant which was opened in May by her parents. Seventeen-
-year-old Sara Coito from Marvila comes to CLAF when she is not rehearsing for
the city celebrations (marchas). Although she has been singing for only two years,
she has won many fado competitions, the last one being the “Beato da Voz ao
Fado” competition in the neighboring district of Beato. She had already perfor-
med in the above-mentioned restaurant, Povo, in the center of Lisbon. She says
that she has already won all the competitions in Lisbon and she would have to go,
for example, to Algarve if she wanted to take part in others.

An interesting case is two sisters, always accompanied by their father Jodo,
also from Marvila: twelve-year-old Bruna and sixteen-year-old Soraia. They be-
gan to sing a few months ago; Bruna also plays the violin; Soraia does mode-

113 Carlos do Carmo thinks that the death of Amalia Rodrigues in 1999, which turned
into a national event, gave impetus to a rise of a great number of female fado singers.
“For one week the media did not speak about anything else than Amélia. Some of
the young people discovered the voice of Amalia and dared to sing fado. There are
periods in fado when a female or a male singer predominates. I think that the reason
that nowadays the ratio of female to male fado singers is 10 : 2 is a consequence of the
death of Amalia.” Interview with Carlos do Carmo, Lisbon, June 17, 2008.
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lling and draws and fado is one of the many other hobbies she has. Their father
Jodo owns a stationery store in Zona J in Chelas. He supports the girls in music
and in other hobbies as well. He bought them good musical equipment including
karaoke, to which the girls sing at home and try not only fado, but also other
music genres. At home they practice together and even at some fado lessons
they sing together, taking turns with the verses and singing the final chorus in
unison. Among fadistas, they admire bands that take their inspiration from fado
(e.g., Deolinda) or young fadistas, namely Carminho. Among others they mention
their favourite duet, “Perddname,”*** in which Carminho sings with the Spanish
pop singer Pablo Alboran. Soraia chooses the repertoire on her own, whilst her
younger sister Bruna welcomes recommendations from her father. Their father
nearly always accompanies them and films them. Jodo says he does not want
them to attend competitions. Bruna is still too young for that. Sometimes she
performs at competitions only as a guest. Usually one must be at least fifteen to
perform in competitions.

The oldest participant of the school, Luisa, comes here to make her girlish
dream come true. She began to sing fado when she was young but her father
forbade it.

MR. ARMANDO

The private Saturday lessons with Pedro Machado were virtually attended only by
Luisa, Bruna and Soraia. Mr. Armando does not participate in Saturday’s private
lessons in CLAF but on Monday evenings he is always in his office next to the bar
or he is involved in discussions at the bar, and sometimes he checks the students
as they sing, commenting on the choice of fados. When someone sings one fado
for too long, he tries to suggest a different one. He often asks the pupils how
many songs they have already sung; alternatively he recommends some to them.
If someone keeps singing for a long time, he makes the guitarists change singers
so everyone has a chance to perform.

Armando Tavares was born in the district of Alto do Pina. He moved to the city
center to Mouraria district when he was 18 years old. Here he became friends
with the currently famous fado icons like Fernando Mauricio or Cidalia Moreira
and began to accompany them. He has never played or sung fado, but he travelled
through the whole of Portugal with fadistas. He associates with the fado environ-
ment and has been engaged in the organization of fado for 50 years. He knows
the fado environment and the community perfectly and, vice versa, everyone
knows him. For young singers this is a great asset because Mr. Armando accom-
panies them not only to the competitions but also to various places where fado is

114 http://www.youtube.com/watch?v=GXaxVPZIWqQ
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performed so, thanks to him, the students establish important contacts. In addi-
tion, they learn to listen to fado from older fadistas and, according to Mr. Arma-
ndo, by performing at such places, they gain the right “hallmark” of a fado artist.

“Everything used to be made of cement. | went to the scouts (...) and then |
started to go to Armando Tavares’ school. At the time it was me, Catarina Rosa
and Sergio. We were the only ones who were singing here. (...) Then | started to
attend competitions. Sometimes | won, and, above all, | won the Grande Noite do
Fado in 2007. There was not an audience like today. We used to sing in other clubs,
such as “O Cabacinha.” | think | went through almost all the casas de fado with
Mr. Armando,” says the nineteen-year-old professional fadista Sara Correia, ori-
ginally from Marvila. She performs in the best Lisbon casas de fados Casa de Lin-
haresand Patio de Alfama. (Interview with Sara Correia, CLAF, Lisbon, May 1, 2013).

The amateur fadista Jodo, whom | met on one of the Sunday matinees in CLAF
and whom | know from amateur Lisbon fado competitions and other places hos-
ting amateur fado, says that it is very difficult to break through the environment
of fado if the young fadista does not have any family ties:

“Carminho'® has family ties. She is connected with the Camara family."® It is al-
most like an Italian-style family. If you do not belong to them or you do not have
any connections or friends within the fado community, everything depends solely
on you. You can sing somewhere from time to time, for example in taverns and re-
staurants like anyone else who likes singing fado. Sometimes you earn something,
but that’sit (...) A victory in fado competitions such as the Grande Noite do Fado is
good to make you visible, but you need to run into someone decent from the fado
community who sincerely wants to help you to break through (...). Another pro-
blem is that there are now many first rate fadistas. The organizers make use of it be-
cause they have a choice. In case you do not meet their requirements there is a flock
of other candidates.” (Interview with Jodo Fonseca, CLAF, Lisbon, May 5, 2013).

Armando talks about his favourite singer, twelve-year-old Ana Soraia:

“She came here, barely speaking. Today, she is a fadista. I take her to casas de fado
where she can sing. Only there can she gain the true hallmark. If she had not come
here, she would have kept going to restaurants here and there and no one would
know her. Today she is known among a lot of people. This year she has become the
revelation of the year in our competition in Marvila.” (Interview with Armando
Tavares, CLAF, Lisbon, May 6, 2013).

115 http://www.youtube.com/watch?v=KhgGRuEsUU0

116 Traditional aristocratic family devoted to fado.
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FOLLOWING THE TRADITION

Traditionally important workshops for fado were and still are the neighbourhood
associations and casas de fado, where fadistas can learn from their older colle-
agues. The traditional passing on of fado still works, but many children today, in
addition to that, take music lessons in schools. Eighty-year old teacher from CLAF
and guitarist Pedro Machado says that learning of fado has changed significantly.
He claims that today’s guitarists master technique much better than the old fadi-
stas, but they lack emotional experience.

“For example, my colleague Pedro Soares began to learn guitar in music schools ri-
ght from scratch. Singers are usually self-taught. They sing fado as if they were sin-
ging anything else, but they lack technique. Later, they have to start visiting some
professors and attending schools as they need to learn to breathe, divide words
and pronounce. However, this is the current situation; it did not use to be like this.
Fado used to be sung freely but with many errors.” (Interview with Pedro Machado,
Lisbon, May 20, 2013).

Nineteen-year-old Sara Correia has never taken any singing lessons and she com-
pares the ways of learning a decade ago and now:

“You cannot learn fado. I have never taken any singing lessons. (...) I used to go to
CLAF every Monday. It was quite different from today; there were old traditional
musicians who for example told me not to sing Fado Maria Madalena as it did not
suit my age. Today everything is free. The professors let their pupils sing whatever
they want. 'm 19 years old. I'm young, but I have been singing for ten years. When
I started, it was all very different from now. Here we mainly used to get the key
straight and that was it. I was singing terribly false but one can learn technique in
the course of time. Now I know that it is better to breathe in through the nose as I
inhale more air this way. That’s the only thing I know. Everything else is very intu-
itive (...). It is important to listen to older fadistas.” (Interview with Sara Correia,
fado house Casa de Linhares, Lisbon, May 10, 2013).

Sara Correia has attended fado sessions with her family since she was three years
old because her aunt was a fadista:

“I learned everything in casas de fado from older fadistas. I think that the people
who sing today should listen more to older traditional singers. I'll be honest: I really
do not like how the current fadistas sing today. I prefer listening to singers of the
past such as Beatriz da Conceigdo or Fernanda Maria (...). What helps us to sing
better is listening to traditional fado. The current fado is very modern, but we sim-
ply cannot let the basis of this music die.” (Interview with Sara Correia, fado house
Casa de Linhares, Lisbon, May 10, 2013).
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Pedro Machado has similar feelings. He sees a general problem in young fadis-
tas not listening enough to old traditional fadistas and being influenced mainly by
the youngest generation of the famous fadistas who themselves make mistakes
and had not properly learned from older fadistas.

Judging from the choice of their repertoire, the pupils in CLAF actually choose
songs thanks to which the current generation of fadistas became famous, for
example Ana Moura, Carminho or Mariza. From an older repertoire they tend to
choose the most famous songs of Amalia Rodrigues. Many of the girls who learn
fado here come from families with inherent fado tradition. The others do not
mention references to older fadistas so often. However, their repertoire is very
similar. Usually they begin to sing fados which they can hear during the lessons.
Just Luisa tends to choose different songs.

The fados the pupils were rehearsing during lessons were predominantly clas-
sical songs like Jdlia Florista, Ser Fadista, Madrugada de Alfama, Lisboa e O Tejo,
Fado Loucura, Ai Maria, Procura V3 (Andei a Tua Procura), Tenho Ciimes (Meu
Amor Marinheiro), Noite Cerrada and Fado Malhoa.

THE PENALTY FOR POPULARITY

With the growing popularity of fado in Portugal, not only were new fado schools
established, but also many new fado competitions emerged. To take partin them,
the fadistas do not need three years of experience as before. Mr. Armando com-
plains about an increasing opportunism that arose with the growing popularity
of fado:

“What is growing is not the number of new schools but the number of opportu-
nists who opened fado schools. We here do not invite anyone. Someone who wants
to come here will come on his own. Everyone can have a look at Facebook to see
how our school works.” (Interview with Armando Tavares, CLAF, Lisbon, May 6,
2013).

Sara Correia perceives the fact that fado has become so popular in Portugal and
become an intangible heritage positively. The world that did not know anything
about fado for such a long time is finally getting to know it. This will result in re-
cognition of fadistas and in greater demand for fado. However, she mentions also
some shift:

“The Portuguese have always listened to fado, but at a particular period of time
they despised it. It was not possible to earn much on fado before but now it is quite
the opposite which attracts many people to perform fado. For five years I did not
earn anything but I learned. I learned more than I would have learned now (...).
Today, there are fadistas whom I do not even know. Before, we all knew each other;

TONY Z OKR;\]CT: HUDBA A MARGINALITA / SOUNDS FROM THE MARGINS 128
Zuzana Jurkovad a kolektiv



there were only a couple of us. A lot of things have thus disappeared. For example,
before it was necessary to have a professional license if one wanted to perform. If
there were such licences today, it would be better. Thanks to them there was some
discipline and balance. Anyone who sang well did it; anyone who did not sing well
did not sing at all. Our world was small and now it is growing into a big one.”
(Interview with Sara Correia, fado house Casa de Linhares, Lisbon, May 10, 2013).

CONCLUSION

Fado is one of the most popular genres of music in Portugal and for the Portugu-
ese it is an important and undoubtedly one of the most recognizable elements
of their own culture. It appears in the expressions of national identity and is con-
stantly present among emigrant communities.

Nevertheless, fado has overcome a troubled past, due to which it relatively re-
cently occupied a marginalized place in the Portuguese cultural life. The practice
of fado had never disappeared, though the audience turned away from the genre
stigmatized by propaganda of the fascist regime, especially in the post-revoluti-
onary period.

In the text | try to follow the path fado has undergone, from its marginalized
position up to stardom and to reflect on what impact its current popularity has
on the passing on of this urban tradition .

To make the context more comprehensible | introduced the genre into its
historical and cultural context and, even though it is too early to provide deep-
er reflection, | try to suggest what role the fact that fado became an Intangible
Cultural Heritage of Humanity in 2011 will play a role in its renewed popularity.

The increasing popularity of fado in the last decade resulted in a massive ex-
pansion not only of the group of fadistas but also of the number of fado schools.
There are a few schools with a long tradition, the oldest of which is the CLAF
association where | performed field research.

The newly established schools have probably mainly made use of the conve-
nient situation. However, this relatively new phenomenon can help us shift the
image of fado as an oral tradition that has been passed only in traditional areas
such as casas de fado, etc. Not all current fadistas experience initiations at these
places and discover the genre somewhere else. Moreover, in addition to the fado
schools, many young artists also learn at art schools, where they master perfect
technique. Fado is beginning to be perceived as an individual musical expression
which can be learned. This challenges the widely adopted cliché used in the dis-
course of fado, for example, that fado cannot be learned and that one must be
born a fadista.

The CLAF association is set in the context of similar local sites such as nei-
ghbourhood cultural clubs, taverns and restaurants that play an important role in
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the continuity of the urban fado practice and are traditionally used as workshops
for fadistas. Unlike such sites also focusing on other activities, among others on
sports, CLAF is dedicated solely to fado.

The association is operated by the charismatic organiser Armando Tavares. His
perfect knowledge of the environment and the fact that he is a respected figure
are a great advantage especially for the learners of fado. Mr. Armando helps them
to enter the world of fado, which may be a relatively closed fado community.

The composition of students, including their motivations, is very diverse.
Some look up to glittering careers of young fadistas and already at an early age
they clearly focus on their desire to become professional fadistas. Others consi-
der fado lessons as one of their many hobbies.

Reflection on the popularity of the genre and, above all, the fact that it is the
first Portuguese cultural phenomenon to become an Intangible Heritage of Hu-
manity will certainly become the focus of many studies in the years to come. It
will be interesting to observe what the impact a “patrimonialization” of this in-
tensely lived experience will have on the genre itself and on the community of fa-
distas. Pedro Félix, who participated in the drafting of the candidacy, emphasizes
a dynamic approach to the processes of patrimonialization. He claims that those
seeking the dynamism of Intangible Heritage should keep in mind how the change
is perceived by the community itself as this community had existed even before
fado was inscribed in the Intangible Heritage list and will continue to exist on-
wards, just being observed by more people. He calls for the creation of acommon
platform where they will be able to share experience with patrimonialization with
colleagues from other countries. (For example, collaboration with Spanish collea-
gues suggests itself as flamenco was inscribed in Intangible Heritage list in 2010).
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SINGING ONE’Ss WAY OUT OF
MARGINALITY? THE MUSICAL-RELIGIOUS
ACTIVITIES OF A FEMALE HINDU
ASCETIC IN RISHIKESH, INDIA

Veronika Seidlova

This chapter, based upon field research carried out in India in the summers of
2011 and 2012, is intended as a case study of the religious-musical activities of a
female Hindu monk!*® living in an ashram (monastery) in the city of Rishikesh. |
see her activities in the ashram as a distinctive way out of, or emancipation from,
marginality. In my opinion this is accomplished through performances, through
instruction of foreign yoga students in vedic mantras, and through other religious
and musical activities. | shall explain shortly why | see this female monk as margi-
nalized, but first | should like to describe the context of the research that yielded
my data.

The dissertation on which | am working is titled Cesta mantry z Indie do Ceské
republiky aneb prispévek k etnografii hudby a globalizace (The Path of the Mantra
from India to the Czech Republic: A Contribution to the Ethnography of Music
and Globalization). It is a “multi-sited” ethnographic study of the globalized world
via a focus on the social life of Hindu mantras as a globalized and “glocalized”
phenomenon.

Briefly, a mantra is “a chant formula of words and syllables in the Sanskrit lan-
guage” (Beck 1993:31), that “may constitute asingle syllable oran entire hymn” and
”"may convey clear semantic meanings or [...] may appear completely nonsensical.”

117 This chapter was made possible by a grant from the GA UK (Grant Agency of Charles
University in Prague), project nr. 691312, realized at Charles University in Prague,
Faculty of Humanities.

118 In Indological discourse the term “female monk” is used rather than “nun,” which
comes from the Catholic Church.
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(Burchett 2010: 813)'*°® Mantras occur mainly in the ancient vedas, but later man-
tras also exist. These formulas are chanted either out loud or silently during ri-
tuals and individual meditation. In orthodox Hindu discourse it is forbidden to
change their pronunciation, intonation, or rhythm. Until quite recently they were
transmitted only orally, very often secretly — according to tradition from a male
teacher to a male student, both of them belonging to the higher castes. One of
the few Indologists to have devoted serious attention to mantras, Professor Frits
Staal at Berkeley, has said:

“Mantras have been strangely neglected in the theoretical sciences [...] although
there are seventy million of them according to a Sanskrit text, their forms and uses
are totally unexplained [...] they are not yet fashionable like the silk road, used by
imperial China to export [...] But what was the emperor of China content to receive
in return for these riches? Apart from marijuana and Ganges water [...], prima-
-rily one commodity: mantras. Unchanging in ever changing contexts of language,
religion and society, generally kept secret and guarded jealously, mantras travelled
from India not only throughout Southeast Asia and Indonesia, but crossed the Hi-
malayas from Kashmir into Central Asia and China (Ist century A.D.), went on to
Korea (4th century A.D.) and Japan (6th century A.D.), and ascended the Tibetan
plateau (8th century A.D.). They have now reached California where they fetch high
prices.” (Staal 1996: xiv).

| am not sure we can agree with Staal that mantras have remained unchanged
during their travels: my research to date suggests the contrary. But this quotation
aptly summarizes the fact that they did not long remain a local phenomenon, and
that today they are on the contrary global.

Thus for an understanding of present day activities connected with mantras
one must not limit oneself ethnographically to a single geographical site of re-
search and/or a single locally-bounded community. A more appropriate me-

119 Mantras are the core concept of what Beck calls Indian “sonic theology” (Beck 1999).
As concerns the etymology of the word, Burchett explains that the Sanskrit root
“man” (to think) is connected with the instrumental ending “tra,” expressing that
mantras are instruments, bearers (in the sense of agents) of ideas or — as Burchett
suggests — “an instrument of producing (a special kind of) thought.” (Burchett 2010:
813) Suitable for an understanding of the substance of the concept is Gonda’s defini-
tion: “A mantra is a word believed to be of ‘superhuman origin,’ received, fashioned,
and spoken by inspired ‘seers,” poets, and reciters in order to invoke divine power(s)
and especially conceived as a means of creating, conveying, concentrating, and real-
izing intentional and efficient thoughts, and of coming in touch with or identifying
oneself with the essence of divinity which is present in the mantra.” (Gonda 1963:
255). For more information, see Jurkova — Seidlovd 2011.
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thodological tool seems to be a relatively new model of ethnography, less com-
mon but dynamically developing, known as “multi-sited ethnography,” proposed
in 1995 by the anthropologist George Marcus. This type of ethnography examines
the circulation of cultural meanings and identities at various times and in vari-
ous places. The researcher then follows, maps, or “tracks” the subject along its
path. To construct a research plan one can use several mapping strategies. The
ethnographer can physically follow a specific community, thing (physical object,
commodity, works of art, or intellectual property), metaphor, story, or conflict,
etc. For my research “following a thing” seemed to be the most suitable tech-
nique. This approach for multi-sited ethnography was established most signifi-
cantly by Arjun Appadurai in the introduction to the compendium The Social Life
of Things (1986). My research to date suggests a trajectory of transmission as
follows: Hindu monasteries in India — recording studios in the Netherlands and
the USA — shops selling esoteric goods in the Czech Republic — tea rooms, yoga
studios, and other places in the Czech Republic where mantras are practiced. |
study social and cultural processes relating to transmission via field research at
selected points on this trajectory as interconnected entities. The aim is to explore
the social and cultural processes associated with transmission, what musical form
they take, and what meaning is ascribed to them by the participants.

It is then logical that one of the sites of my multi-sited field research had to
be India, to which all practitioners of mantras relate in some way. The most suit-
able site for research in India seemed to me to be the city of Rishikesh, which the
anthropologist Sarah Strauss has aptly described as “indeed an odd place — both
a busy regional market town for the rural Garhwall hill villages and a spiritual
marketplace for the world.” (Strauss 2005: 25). Located on the banks of the Gan-
ges River in the foothills of the Himalayas in northern India, to the west of Nepal,
Rishikesh now has a population of ca. 100,000, but in 1900 did not even have the
status of a village, being only a cluster of shanties, hermitages, and small monas-
teries at several sites on the banks of the Ganges. It attracted holy men seeking a
place remote from civilization. Administratively Rishikesh belongs to the state of
Uttarakhand.'?® Its name is apparently derived from the word “rishi,” meaning a
fabled seer, sage, or saint from the age of the vedas, and the place is connected
with legends from Hindu mythology. Hindus constitute 86% of the population.
Like the ancient pilgrimage town of Haridwar, an hour’s journey to the south,
Rishikesh is considered by Hindus to be a holy town and is thus vegetarian by
law. Neither meat nor alcoholic beverages are available in the city, nor can one
gamble, etc.

120 Until 2007 called Uttaranchal. In 2000 Uttaranchal seceded from the state of Uttar
Pradesh.
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Above all, however, Rishikesh is often called “the yoga capital of the world,” to
quote the Lonely Planet guidebook (Singh 2007: 459). The city was made world fa-
mous by the Beatles, who in the 1960s learned to meditate here in a now-closed
monastery, the ashram of Maharishi Mahesh Yogi who taught the technique of
“transcendental meditation” using mantras. The words “meditation” and “yoga”
are found in all the literature about this city. In the words of Sarah Strauss: “In
the case of Rishikesh, the government of India seeks to have the town validated
by tradition, scholarship, and tourism as "the place to go for yoga.” (Strauss 2005:
146).

Therefore common practitioners of yoga, whether from India or from abroad,
come to Rishikesh in pursuit of an “authentic” yoga experience. One survey found
that “by 1990 over half of all the tourists visiting India from abroad stopped in
Rishikesh.” (Sangi 1990: 448 in Strauss 2005: 26). Rishikesh is one of the sources
of the “transnational distribution” of yoga, about which Strauss writes based on
her multi-sited ethnographic research.

Starting early in the twentieth century the famous Swami Shivananda lived
and worked in Rishikesh. He was an English-speaking Hindu monk who for a half
year in 1930 taught Mircea Eliade, a Romanian doctoral student in the philoso-
phy of religion. In 1933 Eliade received his doctorate for his book titled Yoga:
Immortality and Freedom, which became a classic text on yoga in the field of
religious studies. Strauss contends that Eliade, like his teacher Shivananda and
another famous swami, Vivekananda, greatly contributed to the creation of an
“imagined community” as defined by Benedict Anderson (1983) — a global com-
munity of people who, even though few of them have met in person, neverthe-
less feel connected through their shared interest in and practice of yoga (Strauss
2005: 40—-41). This imagined community is dependent on circulation of printed
media and today also electronic media, but is reinforced by face-to-face contact
at seminars, festivals, and study residences. And it is in Rishikesh that yoga prac-
titioners from all over the world meet face to face.’ New services have arisen
to accommodate the foreign visitors, and Rishikesh has taken on a distinctive,
eclectic, new-age look, superimposed on the now-overpopulated city. In my field
trip notes | attempted a description:

“Most visitors from abroad don’t go to the mountains beyond Rishikesh, but
get off at the parking lot at Ram Jhula beyond the confluence of the rivers, or a
couple of kilometers above that at Lakshman Jhula. These are two iron suspen-
sion bridges for pedestrians. The rickshaw stops about a ten-minute walk from
Ram Jhula, where the “pedestrian zone” begins. | look for a porter to help me

121 As Strauss notes: “[Clontemporary definition and practice [of yoga] reflects more
about modern transnational flows than pristine ancient traditions.” (Strauss 2005: 8).
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through the last and probably toughest half hour of my path across the river.
Though | have relatively little luggage for a month of research (today’s electronic
devices being ever smaller), | am so drained by antibiotics that | won’t be able to
drag it through the swarming crowd. The porter has a cart. He throws the bac-
kpacks on it and starts forward like a rocket. With amazing agility he darts throu-
gh the slowly-moving mass of people, honking motorcycles, cows, beggars, and
souvenir and fast food stands. | can barely keep up with him, so | just follow the
back of his red shirt, and ignore the children selling offering-flowers, shouting
“Madam, flowers!” and showing their flower baskets with incense sticks which
people let float down the Ganges mainly in the evening. We pass by astrolo-
gists’ offices, advertisements for yoga lessons, shops selling ayurveda cosmetics,
bronze figurines of gods, and shirts impressed with the symbol of the primal
transcendental sound “Om” waving in the wind. The crowd slows down at the
bridge. Before stepping onto it, some kneel to the ground and reverently kiss its
threshold. Policemen in khaki uniforms carrying truncheons sternly blow their
whistles. A motorcycle behind me honks furiously, and its young rider dressed in
shorts, with headphones on his ears, spouts curses. | proceed along the quive-
ring surface of the narrow steel bridge, wide enough only for two people. All of a
sudden it starts raining hard. “My” ashram is still almost a ten-minute walk from
the bridge. I’'m concerned about the electronic devices in the backpacks, but as |
try to scuffle among the people, puddles, and animals | have a hard time keeping
up with the porter. Even so | can’t help noticing that the small street we are in
is lined with shops selling musical recordings. The whole street echoes loudly
with one piece sounding from many speakers — a mantra about Shiva in a new-
-age arrangement performed by a Greek duo living in Germany, booming out
of countless speakers. When | manage to manoeuvre out of this sound tunnel
| finally stand before the splendid gate of Parmarth Niketan ashram.”(Author’s
field notes, July 2012).

Ashrams are very interested in attracting foreign students and offer them
courses taught in English lasting from a few days to several weeks. They include
not only instruction in body positions (asanas) but also as a sort of bonus the
philosophy of yoga, and in some cases also mantra chanting. The main competi-
tor of the ashram of Swami Shivananda is the Parmarth Niketan ashram, which
claims to be the biggest in Rishikesh. The annual International Yoga Festival takes
place here every March. Parmarth Niketan is also famous for the Ganga Aarti
ceremony, which takes place each evening by the river, giving thanks to Mother
Ganges for her gifts with songs and burning oil lamps. This ritual takes place in all
ashrams as well as outside them, on the ghats (steps leading down to the sacred
river), but the Parmarth Niketan Ganga Aarti is special because it is organized
as a grand musical-religious performance and is a great attraction each day for
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hundreds or even thousands of pilgrims, both Indian and foreign. The indispensa-
ble Lonely Planet guide lists it as a “must-see.” Since last year it has even been
broadcast every evening on a private television channel. Together with the head
of the ashram Swami Chidananda, whose billboards can be seen all around the
city, another “star” of the evening is a sixty-three-year-old sadhvi (female monk)
named Abha Saraswati, who lives in the ashram and whom nobody addresses in
any way other than “mataji” (mother). She sings as a soloist to the accompani-
ment of instruments played by boys from the gurukul (religious school for boys).
The mataji was the main reason | came to Rishikesh in 2011 and 2012, spending
three weeks there on each occasion. (Six weeks in a particular location would be
considered very little in classical ethnography, but multi-sited ethnography is by
its very nature more superficial.)

If anyone imagines an ashram as a quiet and peaceful place for contempla-
tion, that is not the case here. Offering over a thousand guest rooms for pilgrims,
Parmarth Niketan is a town in itself. The number of more-or-less permanent resi-
dents is much smaller, however, including only a dozen or so male monks and
three female monks, pupils of the gurukul, their teachers, employees (cooks, re-
ceptionists, accountants, and managers of charity and ecological projects) with
their families, a few volunteers from abroad, and finally older Hindus who have
left their homes to immerse themselves, as befits their stage in life, in prayer,
sacred texts, and meditation, living here in a sort of religious retirement home.
These permanent residents are complemented by hundreds of Indian pilgrims
who take lodgings for a few days, and always a few dozen foreign students who
come here each month for courses of two to four weeks. Moreover, the gates of
the ashram are open to the public daily from 6 a.m. to 9 p.m., so large numbers of
Indian pilgrims stream in. Often they come in groups with guides who give them
a tour of the monastery’s main points of interest.

The mataji has lived here since 1999, when she was fifty years old. At that time
she received “mantra diksha” (the gift of a personal mantra) from the head of
the ashram, and in 2003 she received “sannyas diksha” (monastic initiation) and
her spiritual name, Sadhvi Abha Saraswati. Sannyas is a radical form of asceti-
cism whereby the previous worldly identity of the person “dies” — voluntarily re-
nounced, along with all worldly property and social ties, typically in a ritual which
is the person’s funeral. The initiates then usually bathe naked in the Ganges, after
which they don a saffron or ochre robe. Some also shave their heads. In this way
they rid themselves of all the signs and decorations that made their status and
their gender apparent in secular society. Thus female monks do not, for example,
wear red powder in the parting of their hair, nor jewels and other ornaments they
wore as married women. (If the initiates are married, they first have to ask their
husbands or wives to be released from their marriage vows; those not married

TONY Z OKR/\]CT: HUDBA A MARGINALITA / SOUNDS FROM THE MARGINS 136
Zuzana Jurkovad a kolektiv



ask permission from their parents.)'?> We can agree with Victor Turner in saying
that sannyas initiates step out of the social “structure” and become liminal beings
in an endless “communitas” until they “leave their bodies” (Turner 2004, origi-
nally 1969), because a sadhu is considered to be one who has liberated himself or
herself from the cycle of life and thus does not die.

Sadhvi Abha Saraswati accepted sannyas from Swami Chidananda, the head
of Parmarth Niketan, who is one of the few swamis who confer sannyas on wom-
en.’?® Female monks have always been an exception in Hinduism, and thus the
most liminal of the liminal. Meena Khandelwal (2004) asserts that “sannyasinis
live on the margins of both family and state authority” (Khandelwal 2004: 4) be-
cause in Indian patriarchal society renunciation and femininity are two mutually
exclusive categories. Khandelwal states that renunciation is a tradition created
by elite Brahman men for themselves (lbid.: 5), and so women, in attempting
to obtain the status of sannyasinis, may face opposition not only from family
and friends but also from male ascetics. One of my Indian informants told me:
“Women are considered bad adepts for monkhood because a monk is supposed
to practice detachment, but women’s bodies and minds are biologically pro-
grammed for attachment.” (Ajay, interview August 2013). Therefore women who
decide to follow this path are seen as anomalous regardless of their age, caste,
and class, as observed by Catherine Clemenin-Ojha — who adds that female Hindu
ascetics stand outside social norms and are very few in number compared to
monks, in a ratio ranging from ca. 1:10 to 1:12 (Ojha 1988: 34, see also DeNapoli
2009: 103). Hindu monastic orders, she states, have an extremely loose structure

122 The mataji, too, was once married; she took a husband at the age of seventeen. A
turnabout in her life came after the birth of her third child when she was twenty-
three, when doctors diagnosed her with nephritis. She says that she refused medica-
tion and cured herself by practicing yoga. Yoga then became her life’s path (Bier-
mann 2012: 131). I did not learn this directly from a conversation because it is not
considered appropriate for monks to speak of the lives they led before acceptance of
sannyas. Only on my second field trip, and after many prying questions to which the
mataji replied only with a sweet smile, did she lend me Derek Biermann’s book Yoga:
A Journey Within (2012), where she tells her personal story shortly before accepting
sannyas.

123 But according to my Indian informants, conferral of sannyas on women has been
increasingly frequent in recent years, and my informant from a different ashram
named as many as eight women whom his guru, Swami Dayananda, initiated
during the course of the several years when the informant was staying there. To this
information the informants always added, however, that in their opinion conferral of
sannyas in general was on the rise, i.e., conferral on men as well. This may be related
to the Neo-Hindu (Neo-Vedantic) movement and also to the process of social change
known as Sanscritization (See M. N. Srinivas in Hfibek 1998: 3-7).
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giving considerable freedom to the spiritual master, which she believes explains
how women found their way into monastic orders, even into those that were
previously completely closed to women. However, being accepted into a line of
spiritual masters does not necessarily allow women to pass on the tradition, i.e.,
to initiate novices or become gurus. Also, there are almost no purely female mon-
asteries. In 1988 Ojha mentioned only three Hindu monasteries with a female
guru in all of India. (Ojha 1988: 34).1%* In an ashram shared with men it is im-
portant for female monks to legitimize their position, because, as Ojha confirms,
women rarely choose the begging, itinerant life of a monk, which men can choose
in order to be completely independent. Women usually choose the institution of
an ashram, in which however they must defend their position.

Khandelwal writes that on the one hand female monks are for the most part
relatively well respected, but on the other hand they are constantly suspected of
transgressing gender norms (Khandelwal 2004: 6). For this reason they construct
their identities as being exceptions (Khandelwal 2004: 21). Their marginal posi-
tion is reflected even in language. In the Hindi and Sanskrit languages, ascetics
are commonly called sadhu or swami, which are male grammatical forms but are
also used for women. In my experience people routinely use these male forms for
female ascetics. In theory, the female equivalent of the words sadhu and swami
in Sanskrit would be sadhvi and swamini, however even educated people often
do not know these forms, and when | used them they did not understand me. This
is confirmed by Ojha (1988: 34). What is more, the term sadhvi is sometimes used
to refer to any pious married woman, which is something substantially different.
And so, although nobody referred to a male swami in Parmarth Niketan other-
wise than as swamiji, it was impossible to ask about sadhvi Abha: none of the
receptionists knew whom | had in mind. Everybody referred to her as the mataji
(mother). Still, when | asked for the mataji, they asked which mataji | meant, be-
cause that term was used there for all older women without implying they were
ascetics. So | also had to describe her in some way — usually as the mataji who
sings at the Ganga Aarti. “Oh, that one! Why didn’t you say so?” The way people
talked about the mataji made it sound as though her position in the ashram was
marginal. On the other hand, she was greeted with a deep bow, “taking the dust
off her feet” as is customary when greeting sannyasins irrespective of their gen-
der.? Even the spiritual name she received is somewhat atypical for the line into
which she was initiated: theoretically she should have the title of Swamini and a
spiritual name with the suffix “ananda,” as has, e.g., my informant from another

124 This is old information, but unfortunately there are very few studies of female
ascetics in Hinduism.

125 Except for the foreign students, who did not greet anyone in this way.
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ashram, Swamini Pramananda Saraswati.’®® From the emic perspective of some
of my informants (insiders), a woman who accepts sannyas rids herself of all pre-
vious social and gender identity. Gender differences cease to be important, and
all that matters is apprehension of the oneness of atman and brahman. And so
asking a sannyasini how she feels as a woman among men is regarded by them
as showing failure to understand the matter. However, from the etic perspective
of the researcher, a sannyasini is nevertheless entangled in everyday social rela-
tions, however much they are redefined.

Let us take a look at the course of an ordinary day in the life of the mataji as |
observed it.

Precisely at 5:00 a.m. the mataji comes, barefoot, to lead the singing of bhajans
—sacred folk songs in Hindi —in the temple’s “Satsang Hall.” Gathered here are all
the monks, all the students from the boys’ religious school (fighting their sleepi-
ness), and dozens of older Indians, both men and women, permanent residents
of the ashram as well as pilgrims lodged there temporarily. An isle divides the
men from the women. They sit on the ground, except for really old people with
canes who sit on chairs along the sides. At this early hour | was usually the only
non-Indian here, which drew many a curious look. In the dim hall the mataji ac-
companies her singing on an Indian harmonium, while one of the boys chosen
from the gurukul provides rhythmic accompaniment on tabla drums. The mataji
usually sings a short verse and the audience replies with a refrain. Monks sit on
the stage in meditation postures, facing the audience. She sits facing them on the
floor below the stage, which seems to me to reflect a subordinate position. She
has her back to the audience, but a microphone and speakers amplify her sing-
ing. The sound is also carried outside through speakers along the perimeter of
the building. At around 5:45 the mataji rises and, with a bow towards the monks,
leaves because the sermon in Hindi is beginning.

Still barefoot, the mataji hurries through the whole ashram and its gardens
to a large yoga hall. There at 6:00 a.m. she begins teaching foreign students in
yoga courses, for which she is fully responsible. She teaches in English, which she
studied at university and taught at a prestigious private boarding school before
accepting sannyas. The students in the courses were very diverse. For example
in 2011 apart from me there were eight female students, each of a different na-
tionality — Czech, French, Danish, Spanish, Brazilian, English, German, and Indian
—and six males — two Americans, an Estonian, an Ecuadoran, and two Indians. In

126 Another two female monks in Parmarth Niketan have the title Sadhvi and a name
without the mentioned suffix. But they are Americans, and their ethnicity makes their
position in the ashram different and exceptional. Because their activities do not pertain
to music, space limitations here unfortunately prevent my discussing them further.
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2012 there were again eight women — two of them American, two Swedish, one
Moroccan, one Polish, and two Indian (one of them born in South Africa) — and
eight males — one Danish, four Indian (one of them born in Canada), one German,
one Swiss, and the American husband of the Indian woman from South Africa.
New students arrive each month.'?’

By 5:50 a.m. the mataji is already seated in the sukhasasana position (“crossed
legs”) on the stage in the yoga hall, engrossed in herself. Students come in quietly
and, with a slight bow, seat themselves in meditation postures. Exactly at 6:00
the mataji begins the mantra that introduces a half hour of nada yoga (sound
yoga) — her specialty. First she sings mantras designated for morning meditation,
and then she improvises in a contemplative style in various morning ragas — In-
dian musical modes — accompanied only by an electronic tanpura which, once
switched on, continually plays just the two basic tones of the raga without need
of any further intervention. From her singing one can tell that she studied clas-
sical Indian singing during her youth. The students lie on the floor in the “corpse
position” and relax. The stone floor of this large hall for a hundred people creates
acoustics almost as in a church. All one can hear apart from the beautiful singing
are occasional sounds from the nearby virgin forest, cries from monkeys jump-
ing about on the roofs, and sounds from the awakening city. After a half hour of
continuous meditative singing comes instruction in breathing or cleansing tech-
niques. Then from 7:00 to 8:00 the mataji or her assistant teaches body positions
— asanas. Each segment of instruction opens with the singing of a chosen mantra.
Even bodily exercises are combined with mantras. For example the “sun saluta-
tion” — surya namaskar — is interspersed with joint singing of the surya namaskar
mantra, which is a surprise for most students at the start of the course as it was
not taught in their home countries. Then the whole group disperses for breakfast.

Starting at 10:00 the mataji teaches the foreign students mantra chanting for
almost an hour. She sings part of a line and the students repeat it. They usually
have problems with pronouncing the Sanskrit and with precise intonation; the
mataji continually returns to and repeats a line that she doesn’t feel has been
sung quite right. All this is usually done without explanatory comments, just as in
the case of the preceding instruction. Of course the students do not try to repeat
the mantras from memory; they use a booklet compiled by the mataji where
the mantras are presented in the order followed in the lesson, the aim being to
sing through the book from start to finish. The text in Devanagari script is ac-

127 According to Biermann’s book the mataji observed: “These days yoga is in vogue and
many people are fascinated by it, which is why so many people come to India with
romantic ideas in their minds about becoming yogis. They start impulsively, but that
attitude soon fades away.” (Biermann 2012: 131).
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companied by a transliteration into Latin letters and also by the mataji’s English
translation. For example, one of the very first mantras the students learn is the
gayatri mantra:
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Om bhir bhuvah svah
tat savitur varenyam
bhargo devasya dhimahi
dhiyo yo nah pracodayat

The melody of this mantra uses only three tones — the main tone, one a semitone
higher, and one a whole tone lower from the main tone. Certain sound combina-
tions in the Sanskrit texts can be almost unpronounceable, e.g., for Americans.
Problems are caused by aspirated consonants, the sound of “r,” and various com-
binations of phonemes. For instance in the summer of 2011 the students took
the combination “shrishcha pradjnyashcha” as a symbol of the incomprehensi-
bility and impenetrability of mantras and of India in general. The mataji does
not allow students to record mantra lessons because she had a bad experience
where some of them then sold their recordings to other students. Moreover she
upholds the opinion that mantras can be learned only with a teacher, not from a
recording. However, whoever is interested can obtain a compact disc at the end
of the course with a recording of a whole lesson.

“[The foreigners] can learn [vedic chanting] really well. They should not go for
copies, they should not go for any CDs. They should come and learn one to one
what we do here. From CDs or videos you will not learn. Once you've learned, the
CD can work for practice. That is the reason why I didn’t put [my recordings] into
the market. I don’t want to make it commercial; [it is] strictly for the class, for the
students.” (Interview with the mataji, August 2012).

After the lesson in vedic singing the mataji lectures to the students for three quar-
ters of an hour on philosophy, i.e., she interprets passages from the Bhagavadgita
or the Yogasutras. This is essentially the only lesson where the students have a
chance to ask questions at the end. At 12:00 they all disperse for lunch. At 3:30
p.m. comes another hour of asanas, followed by a half hour of meditation. Star-
ting sometime between 6:00 and 6:30 p.m. (depending on the time of sunset) the
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mataji leads the Ganga Aarti with her singing for almost an hour. Supper follows,
and after it, in the case of some courses, she leads a half hour of yoga nidra — yo-
gic sleep — which is controlled relaxation.

Besides the courses for foreign students, which cost 300—400 dollars for ten
days and are thus financially important for the ashram, the mataji is responsible
for education of the boys in the gurukul (being for example one of the few who
decide on the hiring of teachers), as well as their musical training and their into-
nation of mantras. In addition, when the swamiji is on tour in America she and
the head manager are responsible de facto for the whole ashram. This occurred
during the time | was there. Whenever | went to see the mataji in her cell a com-
puter monitor connected to the Internet was blinking and a mobile telephone
rang, usually with instructions from the swamiji in America. Apart from all of that
she has her own spiritual practice to keep up, which is possible only at night. She
says she sleeps four hours a day, and that for the rest of the night, sometimes for
several hours, she meditates on mantras which she sings to herself silently, coun-
ting the repetitions on her mala (rosary) with 108 beads. She says that during her
life she has managed to repeat one of the mantras nine hundred thousand times.
Mantras are one of the most important things in her life:

“I have a background of (Indian) classical music. Since the year 1978, 1977, I ha-
ven’t heard tanpura, I haven’t practiced on tanpura,'?® the string instrument. All
my practice has come to vedic chanting and I don’t miss classical music. Classical
music is deep; vedic chanting is even deeper.” (Interview, August 2012).

As to her teaching of foreign students, it is not usual for Hindu women or even fe-
male ascetics to teach mantras and philosophy. However, | believe this is accepta-
ble to the ashram because the students she teaches come mainly from abroad
and include many women. | never experienced the mataji lecturing to Indian pil-
grims, whereas all the monks did so. My informant, who is very familiar with the
situation in this ashram, argued that the mataji had more important work to do
than to preach because she teaches the foreign students who bring money to the
ashram, and moreover has the power to make decisions concerning the gurukul,
which in his opinion gives her a high position in the ashram hierarchy. Thus his
interpretation of the situation was the opposite of mine. However, | believe that
preaching may constitute a symbolic recognition of authority.

128 According to tradition female singers of classical Indian music should be able to
accompany themselves on the string instrument called the tanpura. However, today
instruction in singing often makes use of its electronic version, which requires no
servicing.
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The mataji’s most conspicuous function, apart from the morning singing of
bhajans, is the singing of mantras and especially bhajans at the Ganga Aarti, whose
form she and the swamiji determined in 1999, thereby changing the face of this
part of Rishikesh, because an infrastructure of restaurants and shops selling devo-
tional items has sprung up around the Aarti for the hundreds of pilgrims who head
there each evening. In a way this is a partly “invented tradition” (to borrow an ex-
pression from Hobsbawm, 1983), which has turned the original ritual performed by
individuals without coordination into an organized, grand show with professional
musicians, amplification, lighting, security guards, and a permanent, unchanging
program.'? It is here that the mataji “plays first fiddle,” and it is only on occasions
when Swami Chidananda is in Rishikesh that he overshadows her. Admission to the
Ganga Aarti is free of charge, but regulated by guards who decide who should be
denied entry (e.g., beggars, etc.). This event is the image of Parmath Niketan, its
biggest advertisement in the city. Prominent Indian politicians visiting Rishikesh
don’t miss the opportunity to be photographed at the Ganga Aarti with the monks
of Parmarth Niketan, as attested by the many photographs on the ashram’s web-
pages and, in frames, on the walls of the reception area. There are so many visi-
tors to this Aarti that they cannot all fit on the ghat, so the ashram has had a small
bridge built in the shape of a “C” on which the pilgrims can sit and watch the Aarti
from the water. Rising upward at the center of the bridge is a statue of the seated
god Shiva several metres high, which has become one of the most important at-
tractions for tourists’ cameras and an icon for Rishikesh. Cameras flash constantly
throughout the Aarti: Indian tourists photograph the Aarti and foreign tourists;
foreign tourists photograph the Aarti and Indian tourists. During the ritual perhaps
every other person has a camera or mobile phone in hand with a shining lens, cre-
ating a sea of fluorescent lenses directed towards each other — as aptly expressed
in anthropological tourism by the phrase “mutual gaze” (Maoz 2006: 222 in Kabova
2012: 7). It could be said that in this Ganga Aarti culture is somehow objectified,
and when culture is objectified social ties also undergo a change and are seen in
new ways (Guneratne — Bjork 2012: 314), making it possible for a female monk to
be a center of attention — not only as a singer but as a spiritual authority.

The Ganga Aarti and morning chanting in the temple are manifestations of
“bhakti,” a concept in Hinduism expressing devotion to and love for the Divine.
And as observed by DeNapoli (2009), who has studied narratives of the life stories

129 “Fortunately, the Aarti is becoming very disciplined compared to the previous years.
And the popular version of Aarti is important ... The more people enjoy it, the more
people come here. It is better for themselves; they spread it in the outside world, and
the message of Aarti is basically interfaith harmony.“ (The mataji, interview August
2012).
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of Hindu female monks for many years, it is precisely through the bhakti and its
expression via the singing of bhajans and telling of religious stories about devo-
tion that female monks construct their identity and thus legitimize themselves.
The bhakti is a sort of “niche” that justifies the existence of female ascetics be-
cause it is the way of relating to the sacred that is considered most usual and le-
gitimate for Hindu women in general, and at the same time agrees with the ideal
of a devoted woman in Indian society, whether she is devoted to her husband and
family or to the gods. Khandelwal maintains that, although gender is ephemeral
in the ideal of the renunciate, if we look more deeply the ideals of female renun-
ciates are maternal qualities like compassion and nurturing (Khandelwal 2004:
193). These ideals are cultivated in sannyasinis by male gurus as well. For example
the swamiji gave the mataji a secret personal mantra of which she has said: “l was
given a practical mantra in which you reach out and give as much as you can to
others.” (Biermann 2012: 131).13° Thus the mataji is to meditate on giving to oth-
ers. Hindu male ascetics usually are not expected to have such qualitites.

In a conversation | had with the mataji she told me she considers all her activi-
ties in the ashram to be her sadhana, i.e., her spiritual practice, carried out via
“seva” (service). She also says this of herself in the chapter devoted to her in a
book about selected yogis: “The position does not pay a salary; it is all done as
seva.” (Biermann 2012: 131). And as she told me in an interview (August 2012):
“As sannyasis, we do everything for purification, not to fulfil the desire.” | am not
saying that the mataji as an ascetic feels a need to escape the marginal position
of a woman among male ascetics; she did not tell me directly anything to that ef-
fect. Nevertheless, as a living being among other people she necessarily remains
involved in a network of social relations that she is constantly forced to negotiate.

In conclusion, | believe that Sadhvi Abha Saraswati has transformed her knowl-
edge and capabilities gained in her previous life and her later life as an ascetic
into cultural capital as described by Pierre Bourdieu (1986) or spiritual capital
in Bourdieu’s sense as described by Bradford Verter (2003). She puts this capi-
tal to use in many everyday activities, including musical-religious activities that
make her beneficial to and, at the present time, also important for the ashram. |
dare say that thanks to this capital and to the untraditional situation in Rishikesh
as a center for the transnational distribution of yoga and Indian spirituality in
general, making it possible to use this capital in new ways, her social position is
redefined.’® Thus she escapes from her traditional marginal position as a female

130 However, I do not know exactly what mantra was involved, because the title of
a guru’s personal mantra is usually not revealed to others.

131 The mataji is aware of the advantages but also the disadvantages of globalization. But
that is discussed in a different study.
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ascetic, which even in itself brings her a type of respect she would clearly not
enjoy as a hon-ascetic.'*?

132 Ibelieve we can agree with Khandelwal (2004: 4) that the phenomenon of female
renunciation and its current practice can thus also provide a critique
of anthropology’s tendency to represent the lives of people in other cultures
as over-determined. “I demonstrate that Hindu women do sometimes determine
their own lives in fairly radical ways - and I hope to do this without romanticizing
them as mystic or feminine heroes, denying the reality of patriarchy, or elevating
individual autonomy to the primary value by which we evaluate persons
and cultures.” (Khandelwal 2004: 4).
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SUMMARY

The collective monograph Sounds from the Margins is written by a group of
authors from the newly established Institute for Ethnomusicology at Charles Uni-
versity in Prague, Faculty of Humanities. Music — as is usually emphasized — is a
phenomenon reflecting or even strengthening group identity. In the case of mar-
ginalization sociologists, anthropologists and researchers in related disciplines
place emphasis on processuality. The authors were thus interested in knowing
which role music — its performance, the creation of a certain genre or a concrete
musical event — plays in the process leading to social exclusion or, on the contra-
ry, out of it. To find the answer they used material from their own field (or, in the
case of Martha Stellmacher, archival) research. The uniting element of the publi-
cation is the common ethnomusicological theoretical approach music as culture
and the qualitative methodology.

The book is divided into five chapters. In the first chapter, called “Requiem
for the Forgotten: Contribution to the Musical Representation of Marginality,”
Zuzana Jurkova focuses on the shaping of an entire musical event, which is under-
stood as a process of negotiation of representation of a marginalized group — the
Roma in the Czech Republic — via music. In November 2012 a concert took place
in Prague featuring the composition by the Dutch Sinto R. M. Rathgeb, “Requiem
for Auschwitz.” The article also describes how a composition with a classic Latin
text and Romantic musical language becomes a symbol of the Romani Holocaust.

The second chapter “May the angels of your choirs guard the emperor and the
homeland...” by Martha Stellmacher brings to light the chants for the emperor
and the welfare of the country found in the archive of The Jewish Community
of Prague. These compositions were sung in Jewish communities in the Czech
lands during the Habsburg Empire and the First Czechoslovak Republic. Stellma-
cher understands them as symbols of relationship of the marginal group to the
governing elite. Her study shows several forms and aspects of Jewish prayers and
chants for the authorities. Particular attention is turned to music compositions,
differentiated according to their purpose and occasion of performance. Where-
as the first part considers compositions on special occasions like the emperor’s
birthday, the second part is dedicated to compositions for the welfare of the go-
vernment within the regular liturgy. National anthems and their place in the servi-
ce are considered subsequently as a special case of compositions from a gentile
context included in the Jewish rite.

The chapter “Contemporary Viennese Czechs and the marginalization of their
national identity: Representational and Graduation Ball” tries to answer the
question of how contemporary Viennese Czechs reflect their identity through
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musical activities in an environment of not only Austrian but also multicultural
Vienna. Zita Skorfepova Honzlova interprets the meanings ascribed to the ball by
Viennese Czechs in relation to the question of marginalization of Czech natio-
nal identity. Her study falls into a broader ethnomusicology research project on
contemporary musical activities of Viennese Czechs. Through the fieldwork, she
tries to explore what kinds of music Viennese Czechs perform and participate
in, and she aims to clarify the relationship of these activities to their integration,
assimilation or preserving their Czech national consciousness and the role of the
relationship to the home and the conditions of dispersal and/or migration to Vie-
nna, the existence of a minority group identity and intergenerational relations.
Presentation of several Czech expatriate organizations and interpretation of four
semantic dimensions of the ball and their relationship to the question of the mar-
ginalization of Czech national identity follow the ethnographic snapshot from the
Representational and Graduation Ball.

In the chapter “Fado, Way to the Limelight,” Kristyna Kuhnova devotes her
attention to the Portuguese music genre, which supposedly came into existen-
ce in the 18th century among people from the margins of society (sailors and
prostitutes), and which (for many other reasons) has played a marginalized role
in Portuguese cultural life until recently, although it represents for the Portugu-
ese people one of the most well-known elements of their own culture. Kuhnova
follows the transformation of the position of this genre up to the status of In-
tangible Cultural Heritage assigned by the UNESCO in 2011. It led, according to
Rui Vieira Nery, to final completion of a political-ideological discussion about the
history of the genre that was usually connected to the propaganda of the ancient
fascist dictatorship. With the rise of its popularity the number of fado singers
and fado schools has expanded. Using an example from her field research carried
out in association CLAF in Lisbon, supposedly the first school of fado in Portugal,
the author reflects on how the contemporary popularity of the genre influences
transmission of this oral urban tradition.

Finally, the book’s last chapter called “Singing One’s Way out of Marginality?
The Musical-Religious Activities of a Female Hindu Ascetic in Rishikesh, India” wri-
tten by Veronika Seidlova is based upon field research carried out in India in the
summers of 2011 and 2012. Seidlova tries to show how a selected female monk
re-defines her traditionally marginal status in the predominantly male environ-
ment of ascetics through public religious music performances and also through
the teaching of vedic mantras and yoga to transnational students.

The central topic of the book is thus the situation in which an individual or a
group, finding himself or themselves at the edge of the mainstream, attempts/
attempt somehow to change his/their situation. Here, then, music serves as an
instrument of that attempt and, at the same time, as its mirror.
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http://www.ceskatelevize.cz/porady/1148499747-sama-do-
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http://www.ceskatelevize.cz/porady/1059542845-jeste-jsem-ta-
dy/299322223750009-andrej-gina/ (29. 4. 2013)
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http://www.youtube.com/watch?v=PG2CxE2D1Ac (12. 10. 2013)
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www.ictmusic.org/groups/music-and-minorities (25. 10. 2013)
http://www.slovnik-cizich-slov.cz/marginalizace.html (26.10. 2013)
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/KRATKY / ABBREVIATIONS

ZOP — Zidovska obec Praha [The Jewish Community of Prague]
AZMP — Archiv Zidovského muzea Praha
[Archive of the Jewish Museum in Prague]
AHMP — Archiv hlavniho mésta Prahy [Prague City Archives]
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AUTORKY
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a francouzského Sansonu.

Magr. Kristyna Kuhnova (1982) vystudovala obor portugalstina a kulturologie na
Filozofické fakulté UK. Pokracuje doktorskym studiem na oboru antropologie
na FHS UK pod vedenim doc. PhDr. Zuzany Jurkové, Ph.D. Zkouma portugal-
sky hudebni méstsky zanr fado ve své amatérské podobé v kontextu mésta
Lisabonu. Na zakladé stipendia od Portugalského Institutu Camdes uskutecnila
v roce 2008 ¢tyrmésicni vyzkumnou staz, ktera ji umoznila sbér materialu
a mapovani terénu v mistech kulturni praxe amatérského a profesionalniho
fada. Terénni vyzkum zaméreny jiz konkrétné na amatérské fado realizovala
v Lisabonu ve sdruzeni CLAF béhem ¢ervence 2012 a kvétna a Cervna 2013.

Magr. Veronika Seidlova (1981) je doktorandkou antropologie a akademickou
pracovnici Institutu etnomuzikologie na Fakulté humanitnich studii UK. Je
autorkou predevsim audiotextové publikace Zapomenuty hlas Jeruzalémské
synagogy v Praze vydané Zidovskym muzeem v Praze a Fonogram archivem
Rakouské akademie véd. V letech 2008—2010 byla kuratorkou a vedouci
Centra pro dokumentaci popularni hudby a novych médii v Narodnim muzeu —
Ceském muzeu hudby. Od roku 2010 provadi terénni vyzkum (CR, Indie), ktery
byl podporen grantem GA UK 691312.
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the Philosophical Faculty of Charles University and at the music conservatory
in Brno. She concentrates mainly on Romani music (numerous publications,
an Open Society Fund grant in 1996-8), the history of Czech ethnomusicology
(Ph.D. 1996, a Fulbright scholarship 1998) and, in recent years, urban ethno-
musicology (PraZské hudebni svéety [Prague Soundscapes], Karolinum 2013).
She is the head of the Institute for Ethnomusicology at the Faculty of Humani-
ties of Charles University.

Martha Stellmacher, M.A. (1984) studied musicology, Jewish studies and East
European studies in Halle, Leipzig and Brno and received her Magistra Artium
degree with a study on a collection of synagogue chants from Prague. Besides
her work as a researcher at the European Center for Jewish Music in Hanno-
ver she is currently doing a co-tutelle PhD project on Jewish music practice in
Prague during the First Czechoslovak Republic at the Faculty of Humanities,
Charles University in Prague and at the Hochschule fur Musik, Theater und
Medien, Hannover.

Zita Skofepova Honzlova, M.A. (1987) is a PhD student of ethnomusicology
and general anthropology at the Faculty of Humanities, Charles University.
She does research on musical self-presentations of immigrants in the Czech
Republic. At present she is dealing with musical activities of the Czech minori-
ty in Vienna. In addition to her research, she is an active singer and musician
specializing in Hebrew and Yiddish songs and French chansons.

Kristyna Kuhnova, M.A. (1982) studied Portuguese and Culturology at the
Philosophical Faculty at Charles University in Prague. She continues as a PhD
student in anthropology at the Faculty of Humanities at Charles University
under the supervision of doc. PhDr. Zuzana Jurkova, Ph.D. Her research aims
at traditional Portuguese urban fado music in the context of the city of Lisbon
with an emphasis on its amateur practice. In 2008 she received a 4-month
scholarship from Instituto Camdes, thanks to which she had an opportunity
to map the field in the places of amateur and professional fado practice. She
did field research focused on amateur fado in the CLAF association during July
2012 and May and June 2013.
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Veronika Seidlova, M.A. (1981) is a PhD. candidate in anthropology and tea-
ching assistant at the Institute for Ethnomusiclogy at the Faculty of Huma-
nities, Charles University in Prague. She is author of, e.g., the audio-text
publication “The Forgotten Voice of the Jeruzalémska Synagogue in Prague”
published by the Jewish Museum with the support of the Phonogramm-
-Archive of the Austrian Academy of Sciences. From 2008 to 2010, she was
curator and head of the Center for Documentation of Popular Music and New
Media in the National Museum — Czech Museum of Music. Since 2010, she has
been doing field research (Czech Republic, India) supported by a grant from
the GA UK (Grant Agency of Charles University in Prague).
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OBRAZOVA PRILOHA / PICTURES

Kapitola 1/ Chapter 1

Rudolfinum. Foto/Photo Zuzana Jurkovd, 2013.
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Roger Moreno Rathgeb. Foto/Photo Zuzana Jurkovd, 2013.
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Standing ovations. Foto/Photo Zuzana Jurkovd, 2013.
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Kapitola 2 / Chapter 2
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Joseph Rosenblatt: Hanosen teschuo. Kopie rukopisu, sborovd partitura, cca. 1900
Joseph Rosenblatt: Hanosen teschuo. Manuscript copy, choir’s score, ca. 1900s.
ZOP, sign. Z_241. § laskavym svolenim archivu Zidovské obce v Praze. / Photo

courtesy Archive of The Jewish Community of Prague.
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Hermann Bermann: Kaiser-Hymne. In: Schiraus Zwi. Gottesdienstliche Gesdinge
der Israeliten fiir gemischten Chor und Kantor-Solo mit und ohne Orgelbegleitung
fiir das ganze Jahr und jede Gelegenheit, II. Teil, Bhmisch Leipa 1915, No. 311, pp.
252. Zdroj: soukromy archiv Petra Broda. / Source: private archive of Petr Brod.
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Rukopis programu Sabatové bohosluzby v pdtek vecer, ziejmé Jubilejni synago-
ga v Praze, cca. 30. léta 20. stoleti. ZOP, sign. P_53. / Manuscript program of a
Shabbat eve service, probably Jubilee synagoge Prague, ca. 1930s. ZOP, sign. P_53.
S laskavym svolenim archivu Zidovské obce v Praze. / Photo courtesy Archive of
The Jewish Community of Prague.
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Kapitola 3 / Chapter 3

At

a0, SCHONBRUN

Parkhotel Schonbrunn. Foto/Photo Zita Skotepovd Honzlovd, 2013.
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Parkhotel Schonbrunn - predsali. / Parkhotel Schonbrunn — Lobby.
Foto/Photo Zita Skotepovd Honzlovd, 2013.
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Kapitola 4/ Chapter 4

Sdruzeni CLAF na sidlisti ve ¢tvrti Chelas, Lisabon. / CLAF Association in a block
of flats in the Chelas quarter, Lisbon. Foto/Photo Kristyna Kuhnovd, 2013.

Pedro Machado ukazuje Zakiim zdklady pévecké techniky. / Pedro Machado is
showing the basics of a singing technique. Foto/Photo Kristyna Kuhnovd, 2013.
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Pondélni vyucovini v CLAF. / Monday lessons in CLAF.
Foto/Photo Kristyna Kuhnovd, 2013.

Hugo Silva se domlouvd s doprovodem na toniné. / Hugo Silva is discussing the key
with his accompanists. Foto/Photo Kristyna Kuhnovd, 2013.
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Sara Coito na nedélnim matiné v CLAF. / Sara Coito at a Sunday matinée
in CLAF. Foto/Photo Kristyna Kuhnovd, 2013.
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Havan (ohniovy ritudl) pred Ganga drti, Rsikés. / Havan (fire ritual) before Ganga
Arti, Rishikesh. Foto/Photo Veronika Seidlovd, 2011.

Matadzi zpiva béhem Ganga drti, R$ikés. / Mataji singing at Ganga Arti, Rishike-
sh. Foto/Photo Veronika Seidlovd, 2011.

TONY Z OKRA]U: HUDBA A MARGINALITA / SOUNDS FROM THE MARGINS 172
Zuzana Jurkovad a kolektiv



Matadzi uci mantry mezindrodni studenty béhem studentského ohriového ritudlu,
Rsikés. / Mataji is teaching mantras to her international students during a student
fire ritual, Rishikesh. Foto/Photo Veronika Seidlovd, 2011.

Matdadzi uc¢i mantry mezindrodni studenty, RSikés. / Mataji is teaching mantras to
her international students, Rishikesh. Foto/Photo Veronika Seidlovd, 2012.
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