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UVODNI SLOVO

V tomto roce si Ceskéa spolecnost pfipomina fadu
vyznamnych, tzv. ,osmic¢kovych“ vyroci, ktera
rozhodla o sméru nasich modernich dgjin a celych
dlouhych etapéach jejich vyvoje. AMU vydéva

pfi této pfilezitosti knihu proslovd osobnosti,
které ptijaly z rukou rektort akademie Cestny
titul doctor honoris causa, aby jejich prostred-
nictvim a na jejich osudech ukazala, jak tyto
milniky ovlivnily nase Zivoty. AMU se s velkou
hrdosti hlasi také k jinému, ,devitkovému* vyroci,
od néhoz pfisti rok uplyne jiz pinych tficet let,
vyroci, v némz studenti a pedagogové AMU

spolu s ostatnimi umélci méli odvahu iniciovat
nevyznamneéjsi spoleenskou zménu posledniho
pllstoleti.

Udélovani ¢estného doktoratu ma v univerzitnim
#ivoté specifickou tlohu. Cestny doktorat je spolu
se jmenovanim profesorem nejvy$sim ocenénim
Zivota a dila, které univerzita (v pfipadé profesury
prezident republiky) udéluje. Na rozdil od profe-
sury, ktera je posledni kvalifikacni metou pro-
fesniho rozvoje, ma udéleni Cestného doktoratu
funkci spiSe symbolickou. Slovo symbolicky vSak
v tomto kontextu neznamena ,méné relevantni
nebo ,pouze vnéjSkovy“. Pravé naopak. Symbo-
licka funkce umoziuje na individualnim pripadu
Zivota a dila vynikajici osobnosti ukézat, jakou
podobu mUZe mit vrchol profese v tom kterém
oboru, jaky odkaz je mozné predat. V tom spoci-
va druhd funkce tohoto aktu — funkce motivacni:
akcentuje kvality a hodnoty, které chce univerzita
komunikovat dovnitf akademické obce i smérem
ke spole€nosti.

Cestné doktoraty proto AMU udéluje po zralé
Uvaze, coz doklada mimo jiné fakt, ze za 22 let
prevzalo tento Cestny titul 17 osobnosti ¢tyf umé-
leckych druh(, které AMU rozviji: divadla, filmu,
hudby a tance.

Publikace A miizédm ke cti. Cestné doktoraty
udélené na Akademii muzickych uméni v Praze
1996-2017 nabidne ¢tenafim pripomenuti

Zivotnich osudl, uméleckych a myslenkovych
zapasl téchto Gctyhodnych Zen a muzd, ¢asto
nerozlu¢né propojenych v jedine¢ném odkazu.
Jiz prvni doktorat udéleny Vaclavu Havlovi byl
toho dokladem. Nastavil paradigma, které se
posléze v rliznych obménach opakuje. Casto

jde o osobnosti, které na AMU samy studovaly.
Nékteré z nich nedostudovaly pravé proto, ze

do jejich studia zasahly politické udalosti. Vzdy
jde o osobnosti, které ovliviiovaly svou kulturnf
polis, jejich postoj byl angaZovany i v ptipadé

Ze do politiky ptimo nevstupovaly, zato politika
vétSinou vstoupila do jejich Zivota. Pravé v ,0s-
mickovych" letech je pfiméla k odchodu ze zemé,
aby se pak v zahranici stali velvyslanci ¢eské
kultury (Milo§ Forman, Jifi Kylian, aniz emig-
roval téz Otomar Krejca) a mohli tak ve svych
dilech uplatfiovat obanské postoje, za které by
v domacim prostredi byli persekvovani (Karel
Husa). Nalezneme mezi témito jmény osobnosti,
které s mimoradnou virtuositou, péci, hlubokym
promyslenim a cizelovanim techniky, metodiky

a témat kultivovaly umeéleckou senzibilitu gene-
raci posluchacl a divakd a mimoradné zasahly
do vyvoje interpretacni tradice (Josef Suk, Jan
Svankmaijer, Radovan Lukavsky, Zuzana ROZi¢-
kova, Ladislav Smocek, Jifi Bélohlavek). Mnozi
z téch, kdo prevzali Cestny doktorat, prestoze ci-
zinci, maji ¢i méli nesmirné silnou afinitu k ceské
kulture a umeéni, byli ji ovlivnéni, a jejich postoje
a dila zpétné ovlivnily a zasahly ¢esky umeélecky
zivot (Charles Mackerras, Oleg Tabakov, Norodom
Sihamoni, Woody Bohuslav Vasulka, Jurij Boris-
ovi¢ Norstejn). VySe uvedené skupiny se pfitom
v mnoha pfipadech prolinaji.

Ve svych proslovech doktofi proto ¢asto vzpomi-
naji, jak historické udalosti dopadaly na jejich
Zivoty, ukazuji na kontinuitu kulturniho vyvoje
(Casto néasilné preruSovanou). Z jejich Zivotnich
prib&hl vyvstavaji paradoxy nasich modernich
déjin, zhoubny vliv totalitnich ideologii, varovné
se vyjadruji k sou¢asnému vyvoji v nékterych
oborech a neztidka prorocky postihuji témata,



ktera zacala byt aktualni opét v nedavné dobé.
Jako naptiklad tato Gvaha Vaclava Havla na téma
divadla a politiky: ,Velky vyznam, ktery ma smysl
pro dramati¢no a divadelno v politice, je ovsem
véci velmi dvojsmysinou a oSidnou. Kdo tento
smysl ma, miZe probouzet spolec¢nost k velkym
a veskrze bohulibym vykondm, mdzZe v ni pés-
tovat demokratickou politickou kulturu, odvahu

i odpovédnost, ale stejné dobfe miZe mobilizo-
vat v lidech ty nejhorsi pudy a vasné, fanatizovat
davy a vést je do pekel [...]1 Ale nejde jen o naci-
smus ¢i o komunismus. | dnes — a dokonce

v Evropé — by bylo moZno ukéazat mnoho vladcd,
ktefi vyuZivaji celého ohromného divadelniho

a dramatického instrumentaria k tomu, aby
probouzeli slepy a tupy nacionalismus [...] Kde
je hranice? Kde konci legitimni respekt k na-
rodni svébytnosti a historii ¢i ndrodni symbolice
a zacina dabelska hra krysafd, cernych maga

a hypnotizéri davi? Kde kon¢i obdivuhodné
uméni vroucné promluvit k vefejnosti a kde
zac¢ina bohapusté demagogie Ci prosté prolhana
Saskarna.”

Na tyto feCnické otazky polozené tazatelem nad
jiné povolanym neexistuje jasna odpovéd, v dnes-
ni dobé se ale zdaji vice naléhavé, nez tomu bylo
pfed dvaadvaceti lety.

Jiny drzitel ¢estného doktoratu, houslovy virtuos
Josef Suk ve své teci uvedl vétu, ze které rovnéz
mrazi: ,,Hodnoty, které po staleti vytvarely evrop-
skou civilizaci, a k jejimZ nejkrasnéj§im ploddm
patfila i hudba, které jsme se vénovali, byly
nahle pres noc zrelativizovany a celd spole¢nost
rozvracena ve svych kofenech. “

Uvédomujeme si, ze historie se miize opakovat,
hodnoty, na kterych stoji evropska civilizace i sa-
motna vychova k uméni jako zobrazovani svéta

v jeho komplexnosti, jsou znovu a znovu ohroZo-
vany rliznymi formami barbarstvi a tuposti, silami
chaosu, které vzdy rafinované nalézaji nové
pfevleky. Kultura a uméni vzdy byly protivahou

surovosti moci, vyprazdnéné ideologii.

Zatim posledni drzitelka titulu doctor honoris
causa Agnieszka Holland to shrnula v zavéru
svého proslovu lapidarné: , Zda se, Ze historie se
to&i v kruhu. Ze ockovéni druhou svétovou vél-
kou a holocaustem ji prestévé pdsobit. Ze lid-
stvo se znovu ubird na temnou stranu — na stra-
nu nenavisti, vylouceni, autoritarstvi a pohrdani.
Brutalni sily a mékkého zbabélstvi. Mohou tomu
filmafi a umélci néjak zabranit? Pochybuji. Ale
nemame jiné vychodisko neZ to dal zkouset.

| kdyby to mél byt jediny hlas na pousti.“

Seznam ocenénych Cestnym titulem honoris
causa Akademie muzickych umeéni v Praze sku-
te¢né obsahuje symbolické poselstvi. Vypovida

o tom, Ze neexistuje uméni, které by mohlo byt
vyvazano z politického kontextu, Ze uméni, pokud
se ke spoleCenskym otazkdm nevyjadfuje pfimo,
se k nim vzdy vztahuje nepfimo diky pozadi,

na kterém vznika.

Pteji knize, aby nalezla ¢tenéare, ke kterym bude
bytostné promlouvat, a pteji ¢tenatim, aby
nalezli v promluvach &estnych doktord AMU
povzbuzeni a prilezitost k vnitinimu rozhovoru

s velkymi osobnostmi kulturniho Zivota, z nichz
mnohé jiZz nejsou mezi nami.

doc. Jan Handil
rektor AMU
Praha, 17. listopadu 2018



PREFAGE

This year, Czech society is reminded of a number
of important anniversaries — “the eights” — which
determined the direction of our modern histo-

ry and entire periods of development. On this
occasion, AMU is publishing a book of speeches
by individuals who accepted the honorary title
of doctor honoris causa from the hands of the
rector of the academy. The aim is to show how
these milestones have influenced our lives. AMU
will also proudly take part in another anniversa-
ry, “the nines”. Next year, this anniversary will
mark a full thirty years since the students and
pedagogues of AMU, together with other artists,
had the courage to initiate the most significant
social transformations of the last half-century.

The honorary doctorate plays a specific part in
university life. Together with the title of pro-
fessor, the honorary doctorate is the highest
appraisal of life and work which the university
(and in the case of the professorship, also the
president of the republic) can award. Unlike

a professorship, which is the final ranking goal
of professional development, the honorary doc-
torate has a more symbolic function. In this con-
text, however, the word symbolic does not mean
“less relevant” or “merely superficial”. Quite the
opposite. This symbolic function allows us to
demonstrate on the individual example of the
life and work of an outstanding artist the various
forms which reaching the apex of the profession
can take — what legacy we can pass on. This is
the second function of this act — motivational:

it accents the qualities and values which the
university wants to communicate both within
the academic community and towards society
at large.

Therefore, AMU awards honorary doctorates as
a result of much deliberation, as attested to by
the fact that in twenty-two years, only seventeen
artists have been awarded the title, hailing from
the four art forms which AMU aims to develop:
theatre, film, music, and dance.

To the Honour of the Muses. Honorary
Doctorates Awarded by the Academy of
Performing Arts in Prague 1996-2017 will
offer its readers a reminder of the fates and
artistic and ideological battles of these estimable
men and women, two elements often indelibly
linked in unique legacies. The first doctorate,
awarded to Vaclav Havel, was proof of that.

He set a paradigm which has persisted — with
alterations — until now. Many of these recipients
have studied at AMU. Some of them did not
finish their studies due to political interventions.
These were always people who influenced their
cultural polis. Their stance was engaged even

if they did not enter into politics directly, and
politics in turn entered their lives. It was “the
eights” that pushed them to leave the country in
order to become ambassadors of Czech culture
abroad (Milo$ Forman, Jiti Kylian, and — without
emigrating — Otomar Krej¢a) and thus engender
civic positions in their works that would have
led to their persecution at home (Karel Husa).
Among these artists, we will find those who,
with extraordinary virtuosity, care, deeply
considered and chiselled technique, method,
and topic, cultivated the artistic sensibility of
generations of listeners and audiences, making
extraordinary contributions to the development
of our performance tradition (Josef Suk, Jan
évankmajer, Radovan Lukavsky, Zuzana RGzi¢ko-
va, Ladislav Smocek, Jifi Bélohlavek). Many of
those who have accepted the honorary degree
are foreigners with strong links to Czech culture
and art. They were influenced by it and their
positions and works then influenced Czech
artistic life (Charles Mackerras, Oleg Tabakov,
Norodom Sihamoni, Woody Vasulka, Yuriy
Borisovich Norstheyn). In many cases,

the groups outlined above overlap.

In their speeches, the recipients often reminisce
on the effect historical developments had on
their lives, pointing to the continuity of cultural
development (often violently interrupted). Their



life stories present paradoxes of our modern his-
tory and the destructive influence of totalitarian
ideologies, they warn against current develop-
ments in certain fields, and they often prophet-
ically capture topics that have only recently
resurfaced. For an example, let us consider this
meditation on theatre and politics by Vaclav
Havel: “The great sense which meaning has for
the dramatic and the theatrical in politics is
something ambiguous and deceptive. Whoever
has this meaning can rouse society to great and
generally praiseworthy acts, they can nurture
democratic political culture, courage, and
responsibility, but they can just as well mobilise
our worst instincts and passions, fanaticise the
masses and lead them right into hell. [...] But
this is not simply about Nazism or communism.
Even today, we could point out a number of
rulers who use an enormous theatrical and
dramatic arsenal to awaken a blind and stupid
nationalism. [...] Where is the line? Where
does legitimate respect for national independ-
ence, history, and symbolism end, and the
devilish game of pied pipers, black magicians,
and crowd hypnotists begin? Where do we draw
the line between the admirable art of speaking
passionately in public and godless demagogy,
or simply a filthy lying clown”?

The rhetorical questions posed here by an
enquirer more qualified than most do not have
clear answers. Today, however, they seem more
pressing than they were twenty-two years ago.

Another recipient of the honorary degree, the
violin virtuoso Josef Suk, also delivered a chill-
ing statement in his speech: “The values which
for centuries played a part in creating European
civilisation, and of which music was one of the
most beautiful fruits — the music we worked

in — suddenly became relative overnight, all

of society uprooted”.

We realise that history can be repeated, the
values on which European civilisation stands —
as does art education itself as an image of the
world in its complexity — are time and time again
threatened by various forms of barbarism and
stupidity, the forces of chaos which always find
cunning new costumes. Culture and the arts,
however, were always a counterbalance to the
brutality of power and empty ideology.

The most recent doctor honoris causa, Agniesz-
ka Holland, summarised the situation laconi-
cally in the conclusion of her speech: “It seems
history is spinning in a circle. That the vaccine
of World War Il and the Holocaust is losing
effectiveness. That humanity is once again
headed for the dark side — the side of hatred,
exclusion, authoritarianism, and contempt. Of
brutal power and soft cowardice. Can filmmak-
ers and artists stop this? | doubt it. But we have
no other option than to keep trying. Even if it
were the only voice in the desert”.

The list of recipients of honorary doctorates from
the Academy of Performing Arts in Prague really
does contain a symbolic legacy. It attests to the
fact that there is no art which could be unbound
from its political context, that art, if it does not
speak directly to societal questions, always
relates to them indirectly given the background
on which it is created.

| hope that this book might find readers to
whom it will speak deeply, and | wish for these
readers to find encouragement and an opportu-
nity for internal dialogue with these great figures
of cultural life, many of whom are sadly no
longer with us.

doc. Jan Hancil
rector of AMU
Prague, November 17, 2018






Akademie Muzickych uméni v Praze
The Academy of Performing Arts in Prague

Filmova a televizni fakulta /
Film and TV School (FAMU)
Hudebni a tanec¢ni fakulta /
Music and Dance Faculty (HAMU)

2000

Karel Husa / 46
Jifi Kilian / 58

1996 2002
1998 2003

Milo$ Forman / 28 Jan Svankmajer / 80
Josef Suk / 90

1999 2003

sir Charles Mackerras / 38



2010

J. V. Norodom Sihamoni / 122

2011

Zuzana Rdzi¢kova / 130
Woody Bohuslav Vasulka / 142

2014

Jurij Borisovi¢ Norstejn / 150

2008 2015

2016

Jiti Bélohlavek / 170

2017

Agnieszka Holland / 178



Slibuji, Ze budu mit vidy v dobré paméti
Akademii muazickych uméni v Praze, na které jsem dosahl
Cestné hodnosti doktorské.
Nikdy této Akademii neodepFfu pomoci své umélecké a lidské autority
svou radu ani jinou duchovni podporu.
Budu i nadale pokracovat cestou uméni v rozvijeni kultury
a humanismu v zajmu blaha a prospéchu lidi.

I promise to always bear in good memory
the Academy of Performing Arts in Prague, at which | achieved
the honorary title of doctor.
I will never deny this Academy my advice or other spiritual support
through my artistic and human authority.
I will continue the path of the arts in developing culture and humanism
in the interest of the welfare and benefit of humankind.
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VAGLAV HAVEL

(1936-2011)

Cesky dramatik, esejista, disident

a pozdéji politik — devaty a posledni prezident Ceskoslovenska
a prvni prezident Ceské republiky

Magnificence, pane rektore, vaZzené shromazdeéni.

Divadelni fakulta Akademie muzickych umeni vyuZiva své akreditace na nejvyssi — doktorsky
stupen vysokoskolského studia a navrhuje Vam Magnificence, aby v 50ti leté historii Akademie,
kterou v tyto dny slavime — byl poprvé udélen titul doctor honoris causa ¢eskému dramatikovi
Vaclavu Havlovi. Chvalit tohoto doktoranda znamena nosit sovy do Athén — ale prece — prijméte
krétké laudatio, kterym sloZim Uklonu jeho praci a vyjevim ddvod naseho rozhodnuti.

At uZ je v tomto zprohybaném stoleti vyvoj uméni jakkoli dynamicky a plny novotvard, postavit
dramaticky text zdstava vrcholem pisemnictvi. A v ném ma neodsunutelné misto tvorba

Véclava Havla, a to vztahovano k Evropé i ke svétu. Koroze totalitniho rezimu v 60. letech byla
masivnim podilem umélecké tvorby a v jejim ocistném proudu to byly i prvni hry Vaclava Havla,
které demontovaly reZim u jeho podstaty, kdyZ ukazovaly, Ze nema existencialni rozmer,

Ze Clovéka vyprazdriuje a Ze znehybnil déjiny. V mnoha velkych postavach a situacich a obrazech
svych her vytvofil s velkou imaginaci monstra, kterd v sobé zhustuji potvornost a pitvornost doby,
i lidi obecné.

TrebaZe jsou témata Havlovych her filosoficky disazné a vazna, obsahuji andélsky prvek —
Jeden z pdvabnych rysi nasi narodni kultury i povahy — humor. Samoziejmé amérny ¢asim
a zamérdm — tedy nacernaly, trpky vysméchem, nesmlouvavy k blbstvi — ale humor

svétly svou katarzi, protoZe dava viru, Ze mysleni je nepfemoZitelné, mizérie svéta léCitelna
a pastvisté lotrd omezitelné...

A to je jeden ze zdrojid energie Havlovych textd a projev jeho autorské i lidské svobody
a nepodlehlosti, které si za svij Zivot nedal vzit.

z laudatia prof. Milose Horanského
(1994-1997 dékan DAMU)



PROSLOV VACLAVA HAVLA

u prilezitosti udéleni titulu doctor honoris causa
Akademii muzickych uméni v Praze

4. fijna 1996

Pane rektore, ddmy a panové, vazeni kolegové,
cetl jsem pred ¢asem v jednéch novinach studii
nazvanou ,Politika jako divadlo”. Byla to docela
presvédCiva a dost zdrcujici kritika veskerého
mého politického pocinani. Jeji zakladni ideou
bylo v podstaté konstatovani, ze politika je vazna
véc a nepatfi do ni néjaké legracky z oblasti tak
veskrze nadstavbové, jakou je divadlo. Povazuji
za dost pravdépodobné, Ze v nékterych vécech
mél autor pravdu, protoze vim, Ze v prvnich
meésicich svého prezidentovani jsem opravdu
nejednou mél napady vskutku spi$ divadelné

¢i dramaticky zajimavé nez politicky proziravé.
Presto si myslim, Ze v né¢em naprosto zasadnim
se autor velmi mylil a ze osudové nepochopil ani
prapdvod a smys| dramatu a divadla, ani celou
jednu dlezitou dimenzi politiky.

Zajisté pochopite, pro¢ chci prave ja, kterého
osud vyvrhl ze dne na den ze svéta dramatu

do svéta vysoké politiky, vyuzit dnesni slavnost-
ni chvile k nékolika pozndmkam o dramatické
a divadelni dimenzi politiky.

Zda se — a soudobé vyzkumy nejdavnéjsi historie
lidského rodu tomu nasvédcuji — Ze jednou z hlav-
nich véci, jez vedly k lidskému sebeuvédoménti,
byl novy obraz svéta, ktery se pred nasimi pra-
predky otevrel v dobach, kdy se napfimili a stali
se dvounohymi. Tehdy se totiz jejich okoli zacalo
naprosto nové strukturovat a posléze proménovat
v to, co dnes nazyvame svétem. Z dosud nestruk-
turovaného okoli se zacalo zvolna vynorovat jakési
»hahore" a ,dole", jakési ,vlevo“ a ,vpravo“, ja-
kési ,daleko” a ,blizko"; tehdy zacalo byt patrné,
ze slunce vychazi jinde, nez kde zapada, nicméné
ze jeho pohyb po obloze, a tim i stfidani svétla

a tmy ma jakousi pravidelnost a logiku.

Tento proces strukturace okoli ve svét byl de
facto zacatkem lidského povédomi o prostoru

i Case, dnes bychom ftekli o ¢asoprostoru, jako

0 nécem, co v sobé skryva urcity rad. Uz v téchto
dobach, jak tvrdi jeden vyznamny autor, tedy

v dobach prvniho lidského sebeuvédomovani

ve svété a prvniho vnimani svéta jakozto svéta,
zacal ¢lovék myslet nabozensky. Je to vic nez
pochopitelné: jak jinak si mohli nasi pfedchddci
vykladat fakt, ze svét neni pouhym terénem po-
hybu a zdrojem potravy, ale Ze ma svdj tajemny
fad, nez predpokladem urcitého mista, odkud je
tento fad urcovan, Ci bytosti, kterd ho tvori? Ne
zcela srozumitelny, ale v kazdém ptipadé dimysl-
ny fad véci musi byt prece vysledkem jakési vile,
nemohl vzniknout jen tak! A paklize tu je jeden Ci
vice tajemnych vesmirnych partnerd, jak by mohl
¢lovék nehledat zplsoby, jimiz by s nim ¢i s nimi
mohl komunikovat?

Védomi Casoprostorové struktury, kompozice,
fadu — a tudiz i odchylek z fadu ¢i jeho poruch —
patii tedy neodmyslitelné k lidskému byti jakozto
byti ve svété a provazi ho od samého jeho zrodu,
0 néjz se ostatné vyznamné zaslouzilo; bez toho-
to védomi si Ize stézi predstavit sebe si uvédomu-
jici bytost, to jest ¢lovéka.

Toto védomi je vychodiskem lidské spirituality

a religiozity, kterad patfi k Clovéku, jak se zda,
déle, neZ se donedéavna soudilo. Dovolim si

k tomu pfipojit tvrzeni, ze pravé toto védomi je

i vychodiskem ¢i prazédkladem dramatu i divadla,
a ze tedy jakysi pocit dramati¢na ¢i divadelna,
Ize-li to tak Fict, patfi rovnéz k ¢lovéku od dob,
kdy zacinal byt ¢lovékem. A to bez ohledu

na fakt, Ze dlouho neslo o samostatné kulturni
Ukazy ¢i dokonce umélecké zanry. Jinymi slovy:
to, co dnes rozumime dramatem a divadlem, je
jen jednim z mnoha pozdnich kulturnich projevd
naprosto fundamentaini lidské zkuSenosti svéta
a zkuSenosti ¢lovéka se sebou samym ve svéte.
Clovék prosté od dob, kdy zatal chapat, Ze néco
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mdze byt dfive a néco pozdéji, ze se néco mize
opakovat, ze mohou byt souvislosti mezi rdiznymi
Ukazy, ze Casoprostor, a tudiz i svét jsou ur€itym
zplsobem Clenény, zacal tim vlastné zakouSet
dramati¢no. A ve chvili, kdy zacal ur€¢itymi ritualy
komunikovat se silami odpovédnymi podle jeho
minéni za rad svéta, zacal si vlastné s divadlem.
Protoze co jiného je drama, nez pokus o koncen-
trované uchopeni svéta zprostredkovany ucho-
penim jeho Casoprostorové logiky? Anebo nejsou
zakladni dramatické faze od expozice az po ka-
tarzi zaklety snad uz v samotném rytmu stfida-
jicich se ro¢nich obdobi? A co jiného je divadlo,
nez pokracovatel magie jako pokusu ritualni reci
komunikovat se skrytymi silami, které svét ridi?
A napsal-li Aristoteles, ze kazdé drama Ci tragé-
die musi mit svj zatatek, stfed a konec a ze néa-
sledujici v nich musi vyplyvat z predchoziho, pak
tim vyjadril presné to, o ¢em tu mluvim. Totiz ze
drama je urcitym zvlastnim pokusem o uchopeni
logiky ¢asoprostoru, a tim samotné logiky byti.

Svét jakoZzto zkusenost strukturovaného okoli ma
prosté bytostné dramatickou dimenzi a drama
neni ni¢im jinym, nez vyrazem nasi touhy tuto
dramati¢nost ve zkratce uchopit. Vzdyt kazda
hra, byt by trvala pouhé dvé hodiny, zpfitomiuje
¢i chce zpritomnit cely svét a cosi o ném fict.

A co to je vlastné politika?

Tradi¢ni definice pravi, ze to je starost o véci ve-
fejné, péCe o né a jejich sprava. Starat se o véci
vefejné, peCovat o né a spravovat je znamena
ovsem zcela logicky starat se o Clovéka a o svét,
v némz Zije. A to znamena Clovéku rozumét

a vnimat vSechny dimenze jeho sebepochopeni
ve svété. Neumim si predstavit, jak by toto mohl
politik délat, aniz by vnimal i dramaticky rozmér
tohoto lidského sebepochopeni, tedy dramatic-
nost jako jeden z bytostnych aspektd svéta, jak
ho ¢lovek vidi, a tim i jako jeden ze zakladnich
nastrojl lidské komunikace. Politika, kterd neméa
zacatek, stfed a konec; expozici a posléze katar-
zi; gradaci, napéti a sugestivitu; predevsim vsak
onen presah, ktery z konkrétni hry o konkrétnich
lidech déla vypovéd o svété jako celku; politika,
ktera toto vSechno nema4, je podle mého pevného
presvédceni politikou vykastrovanou, jednonohou,
bezzubou, a tudiz $patnou. Cimz samoziejmé
nefikdm, Ze ja sam — jako objekt kritiky zminé-
ného ¢lanku — takovouto politiku Gspésné délam
& délat umim. Rikam tim pouze, jaké politika se
mi jevi jako smysluplné: je to politika, ktera vi,
Ze neni jedno, co nasleduje po ¢em, a Ze vSechno

musi mit svou posloupnost a fad, a ktera si také
uvédomuje, ze ob¢an — aniz musi teoretizovat
tak, jako ja v tuto chvili — po €ertech dobfte
vnima, zda politické jednani méa svdj smér, svou
strukturu, svou ¢asoprostorovou logiku, svou gra-
daci, a tudiz i svou sugestivitu, ¢i zda nic z toho
nema a je pouhym nestrukturovanym reagovanim
na nahodilé impulsy, které Zivot pfinasi.

Divadlo i drama jsou ¢asoprostorovymi znaky.

V omezeném prostoru jevisté, v omezeném cCase,
s omezenym souborem postav Ci rekvizit vypo-
vidaji cosi o svété jako celku, o historii, o lid-
ském byti a pokouseji se — jako jeden z dédicl
pradavnych rituald — nazfenim svéta a jeho fadu
na tento svét pdsobit. Divadlo méa zkratka vzdyc-
ky povahu znaku a ovSem i zkratky. Nesmirnou
bohatost a nevyzpytatelnou ¢lenitost byti vtéluje
do lapidarni Sifry, které sice vSe po jevové strance
zjednodusuje, ale ktera se zaroven pokousi
vytézit z materie veSkerenstva to nejpodstatné;si,
vpravdé esencialni, a zasahnout zpravou o tom
lidskou bytost. Néco podobného déla ovsem
myslici bytost od rédna do vecera, kdyz mluvi,
bada, piSe, premysli. Divadlo je tudiz jen jednim
ze zplsobd, jimZ se uskute¢iiuje naprosto bazalni
lidska schopnost zobecnéni ¢i porozumeéni skry-
tému ¥adu véci. Vzdyt vse, co fekneme — a plati
to i o této mé lUvaze —, je zaroven beznadéjnym
zjednodusenim véci a zaroven pokusem vyjmout
z jejich neprehledného béhu néco podstatného,
co nemusi byt pti prvnim pohledu zifejmé.

Dramaticky Ci divadelni znak se vyznacuje ovSem
jesté dal§imi vécmi. Napfiklad urcitym specific-
kym typem nedoslovenosti ¢i vyznamové mnoho-
znacnosti, kdy do konkrétniho scénického déje je
vzdy vtéleno obecnéjsi poselstvi, ale toto poselstvi
neni pfimo verbalizovano, prosté jen z divadelni-
ho ¢inu tak ¢i onak vyzafuje &i je v ném pocitova-
no. Déle se vyznacuje tim, Ze méa vzdy charakter
Casoprostorové omezené udalosti. Jinak feceno,
je to Elovékem organizovany kousek zivota, ktery
si klade za cil ¥ici néco o Zivoté viibec. Dilezita
je ovSem i kolektivita divadelniho zazitku: divadlo
vzdy predpoklada uréitou komunitu, ktera ho
spole¢né zakousi a jejiz zazitek je pravé touto
okolnosti vyznamné predurcen.

Tyto v8echny véci, vam jako divadelnikdim noto-
ricky znamé a pro vase usi témér banalni, maji
ovSem svdj protéjsek i v politice. Jeden mj pfitel
kdysi fekl, ze politika je ,koncentrované vse“. Je
to pravo, ekonomika, filozofie i psychologie. A je
to nutné také divadlo. Divadlo jako systém znaku



oslovujici lidskou bytost jako celek, oslovujici ji
jako ¢lena komunity a vypovidajici skrze mikro-
udalost, do niz je vtélen, néco o velké udalosti Zi-
vota a svéta a uvadséjici uréitym zplisobem do po-
hybu lidskou predstavivost i senzibilitu.

Neumim si predstavit politiku, kterd by mohla
byt natrvalo Uspésna, aniz by si tyto véci uvédo-
movala.

Pokusim se toto tvrzeni ilustrovat nékolika priklady.

PredevSim uz sama oblast statni a historické
symboliky, s niz musi politika pfirozené pracovat,
mé povahu dramatickych ¢i divadelnich znakd.
Statni hymna, vlajka, vyznamenani, statni svatky
a tak dale, to vSechno prece samo o sobé — jako
vizualni jev — mnoho neznamena, nicméné svét
vyznamU a asociaci, které jsou v lidskych myslich
témito znaky vyvolavany, je velmi dileZitym
nastrojem spolecenského sebepochopeni, pocitu
spolecenské identity a kontinuity, ba co vic, tyto
symboly statnosti jsou dokonce uréitym zpdso-
bem svazény s takovymi vécmi, jako je narodni
hrdost, ochota branit vlast ¢i vdécnost spolec-
nosti k tém, ktefi pro ni néco vykonali.

Ale nejde samoziejmé jen o sféru téchto vnéjsich
znakd. Politika je nabita znaky i v mnoha jinych
ohledech. Prijede-li némecky prezident kratce

po revoluci do Prahy pravé 15. brezna, v den vy-
roci nacistické okupace, pak nemusi toho mnoho
fict a sédm tento fakt mluvi jasnou feci, podobné
jako prijedou-li k nam francouzsky prezident

a britskd ministerska predsedkyné v dobé vyroci
Mnichova. A setkavaji-li se pravidelné — snad
poprvé v dohledné historii tohoto regionu — v ma-
lych stredoevropskych méstech nejvyssi predsta-
vitelé vSech dne$nich stfedoevropskych statd,
pak i kdyby si viibec nic nefekli, ma sam fakt
jejich setkavani veliky vyznam politického znaku.

Priznam se dokonce, ze vétsi ¢ast mého pracovni-
ho dne je zaplnéna pravé Ucasti na této znakové
politice: vzdyt s mnoha lidmi, at z domova &i z ci-
ziny, s nimiz se setkdvam, se nesetkdvam proto,
Ze pravé v ten den s nimi musim cosi naléhavého
projednat, ale prosté proto, abychom se setkali

a aby sama tato holéd udalost cosi vyjadiovala.
Neskryvam, ze mi to obcas trochu vadi, nicméné
velmi dobfe si uvédomuji, Ze to je integralni sou-
Cast politiky a Ze by byl Ciry nesmysl se urcitym
setkadnim vyhybat jen proto, ze nepotfebuji s do-
tyénym zrovna néco konkrétniho prohovofit.
VSechny tyto a dalSi politické znaky — a ve vyctu

rGiznorodych pfikladd bych mohl dlouho pokraco-
vat — se mnoha svymi vlastnostmi vskutku podo-
baji vic divadlu nez ¢emukoliv jinému. Maji svou
nedoslovenost, vyznamovou rozostfenost, svou
sugestivitu, jsou lapidarnimi zkratkami dotykaji-
cimi se vzdy — byt neexplicitné — jakési podstatné
souvislosti, maji i svdj ritualini a tisickrat vyzkou-
Seny, osvédcéeny a vSemi prijaty rdmec.

Aby ovsem to ¢i ono politické jednani jako znak
vibec plsobilo a svou veledlleZitou roli tak sehra-
valo, musi se 0 ném vedeét. Zvlaste dnes, v ére
masovych médii, plati, Ze to, co nema pfislusnou
publicitu, pokud mozno v televizi, se vlastné nestalo.

Kdokoli by pochyboval o vyznamu €asoprostorové
architektury v politice i o vyznamu politickych
znakU ¢i ritudll, nemGzZe uZ poptit ten typ pfi-
tomnosti dramati¢na a divadelna v politice, ktery
je skryt v jeji soudobé zavislosti na médiich.
Zijeme v dobé, kdy se napfiklad americkym
prezidentem nemdze stat ¢lovék, ktery zaroven
neni schopen stét se televizni hvézdou; Zijeme

v dobé, kdy politici maji své zvlastni agentury pro
tvorbu svého mediélniho image; v dobg, kdy se
mnozi politici neobejdou bez uéitell televizniho
vystupovani a prednaseni projevl; v dobg, kdy
se nejeden z nich stava primo otrokem médii

a usmiva se vic na kamery neZ na lidi a i déti
hladi po vlaskéach predevsim a hlavné tehdy, kdyz
je sniman kamerami, a to se jesté pfi tom stavi
tak, aby to bylo z hlediska kamer nejlepsi. Jini
zase travi podstatnou ¢ast svych Zivotd s vliv-
nymi novinati, protoze védi, Ze dilezitéjsi nez
véc, o kterou jim jde, je zplsob, jak o ni ti &i oni
tvdirci vefejného minéni napisi. A tak se vlastné
vSichni politici, véetné téch, ktefi ohrnuji nos
nad divadlem jakoZto pouhou soucasti nadstavby
¢i dokonce jen ozdobou ¢i kofenim Zivota, tedy
nécim, co nema v politice co pohledavat, stavaji
vlastné bezdéky herci, dramatiky, reziséry Ci
estradnimi umélci.

At uZ si o tom v8em myslime cokoli, jakousi
svéraznou pritomnost dramatického umeéni v poli-
tice aspon v této véci musime uznat vSichni.

Velky vyznam, ktery méa smysl pro dramati¢no

a divadelno v politice, je ovSem véci velmi
dvojsmyslinou a oSidnou. Kdo tento smysl ma,
mazZe probouzet spole¢nost k velkym a veskrze
bohulibym vykondim, mlze v ni péstovat demo-
kratickou politickou kulturu, odvahu i odpovéd-
nost, ale stejné dobfe m{ze mobilizovat v lidech
ty nejhorsi pudy a vasné, fanatizovat davy a vést
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je do pekel. Za vSechny ptiklady staci v této
souvislosti vzpomenout jediny: totiz nacisticky
smysl pro sugestivni podivané. Vzpomerime gi-
gantickych sjezdl NSDAP a vSech pochodniovych
privodl a daldich ceremoniald, jimiz byly provéa-
zeny, vzpomenme plamennych feci Hitlerovych

a Goebbelsovych, vzpomerfme na nacisticky kult
germéanské mytologie, vzpomenme Goringovych
uniforem. StéZi se Ize setkat se zridné&jsim vyuzi-
tim politické divadelnosti. A kolik lidi to dokazalo
svého Casu oslovit! Ale nejde jen o nacismus Ci

o komunismus. | dnes — a dokonce v Evropé - by
bylo mozné ukazat na mnoho vladc(, ktefi vyu-
Zivaji celého ohromného divadelniho a dramatic-
kého instrumentaria k tomu, aby probouzeli slepy
a tupy nacionalismus, jehoz zékonitym koncem
jsou valky, etnické Cistky, krutosti koncentracnich
tabor( a genocida.

Ano, bez divadelna a dramati¢na se politika
neobejde. Ale pravé dramati¢no a divadelno

v politice mGze byt i tim nejucinné&j$im nastrojem
jeji zvrhlosti.

Kde je hranice? Kde konci legitimni respekt k na-
rodni svébytnosti a historii ¢i ke statni symbolice
a zaCina dabelska hra krysat(, ¢ernych magd

a hypnotizérd davi? Kde kon¢i obdivuhodné
umeni vroucné promluvit k verejnosti a kde
zacina bohapusta demagogie Ci prosté prolhana
Saskarna? Jak rozpoznat, kdy porozumeéni pro
dramatickou strukturu lidského byti a pro pfriro-
zenou potrebu lidi kolektivné proZzivat urcité inte-
grujici ritudly se zacina promeénovat ve sprostou
manipulaci, Gtok na lidskou svobodu a zacatek
cesty do obecného nestésti?

Obavam se, ze moderni véda nedisponuje exakt-
nimi metodami, jak tuto hranici rozpoznat. A tak
nezbyva, nez spoléhat na tak neexaktni veliCiny,
jako je zdravy lidsky rozum, smysl pro miru,
vkus, cit, instinkt, svédomi a odpovédnost.

A zde nardzime na velky rozdil mezi divadlem
jako uméleckym zanrem a divadelni dimenzi poli-
tiky. Blaznivé predstaveni néjakych fanatik( patfi
k pluralité kultury, nikoho prilis neohrozuje a spi$
naopak tuto pluralitu stvrzuje ¢i spoluvytvari
prostor svobody. Blaznivé predstaveni fanatickych
politik( v8ak mize uvrhnout do nekone¢ného
nestésti miliony lidi.

A tim se dostavam ke svému obligatnimu tématu,
totiz k tématu zvlastnich narokl na svédomi
a odpovédnost, které klade pravé politika. Ale to

je uz téma jiné, nez kterého jsem se chtél dnes
dotknout.

Proto kon¢im, dékuji vam za poctu, které se mi
dnes dostalo, jakoZ i za pozornost, kterou jste mi

vénovali.

VH
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Your Magnificence Rector, Dear Assembled. The
Theatre Faculty of the Academy of Performing
Arts has used its accreditation for the highest —
doctoral — degree of higher education to suggest
to Your Magnificence that for the first time in the
Academy’s fifty-year history, which we are now
celebrating, we award the title of doctor honoris
causa to the Czech playwright Vaclav Havel. To
praise him is akin to bringing owls to Athens, but
even so, please accept this short laudatio, with
which | pay tribute to his work and explain the
reasoning behind our decision.

However dynamic and full of new forms the
development of art has been in this unstable
century of ours, the creation of a dramatic

text remains the culmination of literature.

And in this the work of Vaclav Havel holds an
irreplaceable position, both in relation to Europe
and the world. The corrosion of the totalitarian
regime of the sixties was, in massive share,

due to art, and in this purifying current Vaclav
Havel’s first plays broke apart the regime at

its basis, showing as they did that it had no
existential dimension, that it depleted Humanity
and paralysed history. In many great figures,
situations, and scenes of his plays, he used his
fantastic imagination to create monsters which
are a condensation of the very monstrosity and
distortion of the time and common persons.

Though the themes of Havel’s plays are philo-
sophically vital and serious, they contain an an-
gelic element — one of the charming features of
our national culture and character — they contain
humour. Naturally commensurate to the times
and purpose — in other words, black, full of bitter
derision, merciless to idiocy — but endowed with
light humour through its catharsis, because it
gives faith in the fact that thinking is unconquer-
able, the misery of the world curable, and that
the pastures of scoundrels have their limits...

from the laudatio of prof. MiloS Horansky
(Dean of DAMU 1994-1997)

Speech by Vaclav Havel,
dr.h.c. AMU
October 4, 1996

Dear Rector, Ladies and Gentlemen,
Distinguished Colleagues,

Some time ago | read a newspaper article titled
“Politics as Theatre”. It was a persuasive and
rather devastating criticism of everything | have
tried to do in politics. Its basic premise was
that in the serious realm of politics there is no
place for frivolities from a realm as superfluous
as theatre. The author may have been right on
some points; | am well aware that in the early
months of my presidency, some of my ideas
had more theatrical flair than political foresight.
| believe, however, that he was quite wrong

on one fundamental issue, and that he utterly
misunderstood both the primeval origin and
meaning of theatre, and a crucial dimension of
politics.

You will certainly understand why — as | was
thrust virtually overnight from the world of
theatre into the world of high politics — | might
wish, on this august occasion, to offer a few
observations on the theatrical dimension of
politics.

It seems — and current research into the most
ancient history of the human race corroborates
this — that one of the principal origins of human
self-awareness was the new image of the world
that appeared to our forebears when they

stood up and began to walk on two feet. From

a hitherto unstructured environment, the world
as we know it gradually emerged. It now had an
“above” and a “below”, a “left” and a “right”,

a “near” and a “far”. People began to realize
that the sun rises and sets in different places,
and they recognized a regularity and a logic in
its movement across the sky, and in the ensuing
patterns of darkness and light. This coming into
being of a structured world marked the beginning
of our awareness of space and time or of space-
time, as we would now say — as something that
obeys a certain order. It was also then, as noted
by a prominent author, as humanity first came
to be aware of its own being and of the world as
world, that we first began thinking in a religious
sense. This is more than understandable:

where else could our ancestors have found an
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explanation for the fact that the world was more
than just a terrain through which they moved,

or in which they found nourishment, but that

it was also a realm governed by a mysterious
order? And so, they surmised a place from which
this order emanated, and a being who shaped

it. An order not completely understood but dimly
perceived as an intelligent creation could not
have come about by accident: it had to be the
consequence of a will. And if there were indeed
one or more mysterious partners in the cosmos,
how could we not have sought for ways to
communicate with them?

The awareness of a structure in space and time,
of composition, of order — and thus of deviations
from that order, or disturbances to it — has been
an integral part of our being in the world since
the dawn of humanity, and indeed, has played
an essential role in our origins in the first place,
for a self-conscious human being lacking this
awareness it is almost impossible to imagine.

It now appears that this awareness, the source
of human spirituality and religiosity, has been
a part of our history for longer than we have
realized. And | venture to claim that in this same
awareness lie the primeval origins of drama
and theatre as well. | believe that a sense of
the dramatic, or the theatrical, if | may put

it this way, has also been a part of human

life ever since we became human, and long
before drama and theatre became autonomous
cultural phenomena or artistic genres. In other
words, what we perceive as drama or theatre
today is merely one of the many late cultural
manifestations of our fundamental experience
of the world and our place in it. As soon as
we began to realize that one thing may follow
another, that some things may be repeated,
that different occurrences may be connected,
that space-time, and thus the world, are
structured, we began to experience a sense

of the dramatic. And as soon as we began to
use ritual to communicate with the forces we
believed responsible for the order of the world,
we were using theatre. Because what else is
theatre but an attempt to grasp the world in

a focused way by grasping its spatio temporal
logic? Do not the basic phases of drama —
from exposition to catharsis — derive from the
primordial rhythm of the seasons? And what
else is theatre but a successor to magic, an
attempt to communicate, through the language
of ritual, with the hidden forces that run the

world? Aristotle once wrote that every drama or
tragedy had to have a beginning, a middle, and
an end, with antecedent following precedent.
This is a precise expression of what | mean when
| say that theatre is a particular attempt to grasp
the logic of space and time, and thus the logic of
Being itself.

In short, the world as the experience of

a structured environment includes an inherent
dramatic dimension, and theatre is actually an
expression of our desire for a concise way of
grasping this dramatic element. A play of no more
than two hours always presents, or is meant to
present, a picture of the whole world and attempt
to say something about it.

And what, in fact, is politics?

The traditional definition of politics has it that
politics is the conduct of public affairs, concern
for them and their administration. Obviously,
concern for public affairs means concern for
humanity and the world we live in. And that, in
turn, requires an understanding of humanity and
a recognition of all aspects of our self-awareness
in the world. | do not see how a politician can
achieve that without recognizing the dramatic
element as an inherent aspect of the world as
seen by human beings and thus as a fundamental
tool of human communication. Politics without

a beginning, a middle and an end, without
exposition and catharsis, without gradation and
suggestiveness; politics lacking in the kind of
transcendence that develops a real drama, using
real people, into a testimony about the world as
a whole is, in my opinion, a castrated, one-legged,
toothless politics. In other words, it is bad politics.
| am not saying that | am always successful in
practicing what | preach — witness the criticism

in the article | mentioned at the beginning — but

| have worked for a politics that knows it matters
what comes first and what follows, a politics that
acknowledges that all things must have their
proper sequence and order, a politics that realizes
that citizens — without necessarily theorizing as

| am doing now — know perfectly well whether
political actions have a direction, structure, logic
in time and space, gradation and suggestiveness,
or whether they lack these qualities and are
merely a haphazard response to circumstances.

Theatre is a phenomenon of space and time.
In the limited space of a stage, within a limited
amount of time, with a limited set of figures



or props, theatre says something about the
world as a whole, about its history, about
human existence. As a descendant of ancient
rituals, it explores the world in order to
influence it. Theatre is always in the nature of
a symbol, and also of abbreviation. In theatre,
the immeasurable wealth and unfathomable
complexity of Being are compressed into

a concise code which, while a simplification,
attempts to extract what is most essential from
the substance of the universe and to convey this
to its audience. This, in fact, is what thinking
creatures do every day when they speak, study,
write, or meditate. Theatre is simply one of the
many ways of expressing the basic human ability
to generalize and comprehend the invisible
order of things. Anything we say, including my
present remarks, is a combination of hopeless
simplification and an attempt to draw from the
tangled web of things and events something
essential that may, at first sight, have remained
hidden.

Theatre has other features as well. It possesses
a special ability to allude to and convey
multiple meanings. A specific action shown

on stage always radiates a broader message,
without necessarily being expressed in words.
Furthermore, it happens within a limited time
and space. In other words, it is a fragment of
life organized in a way meant to say something
about life as a whole. The collective nature of
a theatrical experience is no less important:
theatre always presupposes the presence of

a community — actors and audience — who
experience it together, and this sharing is an
important part of the experience.

All these things, banal and obvious though
they may seem to theatre people such as
yourselves, have their counterparts in politics
as well. A friend of mine once said that politics
is “the sum of all things concentrated”.1* It
encompasses law, economy, philosophy, and
psychology. Inevitably, politics is theatre as well
— theatre as a system of symbols addressing us
as a whole, as individuals and as members of

a community; and testifying, through the specific
event in which it is embodied, to the great
happening of life and the world, and enhancing
our imagination and sensibilities.

| cannot imagine a politics aiming at long-term
success without an awareness of these things.

Let me give you a few examples.

The national and historic symbols which politics
employs are in the nature of theatrical symbols.
National anthems, flags, decorations, national
holidays, and so forth do not mean much in and
of themselves as visual phenomena, but the
meanings and associations that they evoke are
important instruments of a society’s understanding
of itself, an important means of creating an
awareness of social identity and continuity. More
than that, these symbols of statehood are linked
with sentiments like national pride, readiness to
defend one's country, or society’s gratitude to those
who have rendered it distinguished service.

Beyond that, politics is charged with symbols in
many other less visible respects as well. When

the German President came to Prague, shortly
after our Velvet Revolution on March 15, 1990,
the anniversary of the Nazi occupation of the
Czech lands, he did not have to say much because
the fact of his visit itself on such a day spoke
volumes. It was equally auspicious when the
French President and the British Prime Minister
arrived at the time of the anniversary of the Munich
Agreement. And when — for perhaps the first time —
the highest representatives of all Central European
countries began to meet regularly in small towns
throughout the region, this fact alone would have
been an important political sign, even if these
meetings had produced no talks at all.

| admit that | too engage in symbolic politics;

often | meet different people during my working
day — fellow citizens or foreign delegations — not
because | have something urgent to discuss with
them, but simply that we might meet, for the very
fact that we have met conveys a message. | do not
hide the fact that | sometimes find this somewhat
of a imposition. On the other hand, | am well
aware that this kind of encounter is an integral
part of politics and that it would be foolish to avoid
certain meetings simply because | had no particular
agenda to discuss at the time.

| could give you a much longer list of examples,
but in many respects, all these and other symbolic
political acts resemble theatre more than anything
else. They too involve allusion, multiplicity of
meaning and suggestiveness; they too portray

an abridged reality, while making an essential
connection without being explicit. They too have

a universally accepted ritual framework that has
stood the test of time.
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Of course a political action cannot serve as

a symbol and play an important role unless it is
known about. Today, in the era of mass media,
it is often true that a deed that lacks adequate
coverage, particularly on television, might just as
well have remained undone.

Even those who doubt the political importance
of spatio temporal architecture and the meaning
of political symbols or rituals cannot deny one
aspect of theatricality in politics: the dependence
of politics on the media. We live in a time when
someone who is not media friendly cannot
become, for instance, the President of the United
States. Politicians now employ consultants to
enhance their media image, and many would

be helpless without coaches to teach them the
techniques of performing and delivering speeches
in front of cameras. Some politicians become
virtual slaves of the media, so much so that they
smile at the cameras instead of at the people;
even when they pat children on the head, they
wait for the media to record the occasion from
the best angle. Others spend a great part of their
lives talking to influential journalists, knowing
that the tone conveyed by opinion-makers carries
more weight than the merits of the issues being
discussed. Thus all politicians, including those
who sneer at theatre as something superfluous,
as an embellishment of life that has no place in
politics, unwittingly become actors, dramatists,
directors, or entertainers.

Whatever we may think about it, we have to
acknowledge that in this respect at least, the
theatrical art is present in politics after all.

The significant role that a sense of theatre plays
in politics is — and let us admit this — two-edged
and ambivalent. Those possessing this quality
can arouse society to great and meritorious
deeds and nurture in the public a democratic
political culture, civic courage, and a sense of
responsibility. But such people can also mobilize
the worst human instincts and passions, can
make the masses fanatic and lead them into hell.
Let me remind you of one of many examples:
the Nazis’ aptitude for impressive shows. Let us
remember the gigantic congresses of the NSDAP,
the torchlight processions and other ceremonies
that went along with them, the inflammatory
speeches by Hitler and Goebbels, the Nazis’

cult of German mythology or Goring’s uniforms.
We could hardly find a more monstrous abuse
of the theatrical aspect of politics. How many

people were swayed at that time! But this is not
something confined to Nazism or Communism.
Today as well — even in Europe — we can point

to many rulers who use the whole panoply of
theatrical tools to arouse the kind of blind, callous
nationalism that eventually leads to wars, ethnic
cleansings, and to the atrocities of concentration
camps and genocide.

Theatre is clearly an integral part of politics. But
it is also true that it can be turned into a highly
effective instrument of abuse.

Where is the borderline? Where is the boundary
between a legitimate respect for national

identity, history and the symbols of statehood,
and the devilish music of the pied pipers, the
dark magicians and the mesmerizers? Where
does the remarkable art of passionate public
speaking end, and outright demagogy and hoax
begin? How can we recognize the point beyond
which the expression of an understanding of the
dramatic structure of human existence and of
people’s natural need for the collective experience
of certain integrating rituals becomes evil
manipulation and an assault on human freedom?
When does it become the first step down the road
to universal disaster?

Modern science, I'm afraid, does not offer us an
exact method of determining this dividing line. We
must therefore rely on such unscientific factors as
common sense, moderation, and responsibility,
good taste, feeling, instinct, and conscience.

This is where we see a huge difference between
theatre as art and the theatrical dimension of
politics. A mad theatrical performance by a group
of fanatics is part of cultural pluralism, and as
such, helps to expand the realm of freedom
without posing any serious threat to anyone.

A mad performance by a fanatical politician can
plunge millions into endless calamity.

This brings me to a subject | often deal with — the
theme of the special demands politics places on
conscience and responsibility. But | have already
said much about these things, and will not dwell
on them today.

Let me conclude by thanking you for the honour
you have bestowed upon me, and for your

attentiveness to my remarks.

VH
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MILOS FORMAN

(1932-2018)
cesko-americky rezisér, scénarista a herec

Milos Forman pozorné se svymi spolupracovniky analyzuje vnéjsi projevy a koreny ¢eského

strejcovstvi, zapecnictvi, intolerance, z nichZ se ve stresovych situacich rodi rasismus,

nacionalismus, pocit vlastni neomylnosti, nadrazenosti a autoritarstvi, jak to konstatuje Galina
O

Kopanéva, ,loZiska dusevni ubohosti, z nichZ prameni vSechny druhy fasismu a stalinisma*,
Jjak napsal Vratislav Effenberger.

Z tohoto pozorovani a zaliby pro pozorovani reprezentacnich lidskych typd a jejich idiolektd

v konkrétnich pribézich a situacich, casto analyzujicich estetickou kategorii trapna se postupné
rodi zobecriovani az k Hoti, ma panenko, coZ je viastné alegorie, v niZ sbor dobrovolnych hasi¢(
symbolizuje KSC s jejimi deklarovanymi pozitivnimi zaméry a negativnimi zpGsoby realizace.

| proto je tento Formandyv film nejsarkasti¢téjsi a s nejvy$§im obsahem esteticky o$klivych prvkd,

byt prévé odstup mezi konkrétnim a obecnym umoZriuje, jesté i zde, kli¢ komedidini a tudiz humor

i smich, byt's mrazenim v zadech. Jak fekl tehdy autor: ,Tam, kde se zabyvam nékym, kdo je
slabsi nezZ ja, tam nemohu byt kruty, ale tam, kde napadam néco, co je stokrat silnéjSi neZ ja,
tam je urcita zloba nebo krutost snad dovolena.”

z laudatia prof. Jana Bernarda, CSc.
(1993-1999 dékan FAMU)



PROSLOV MILOSE FORMANA

u prilezitosti udéleni titulu doctor honoris causa
Akademii muzickych uméni v Praze

16. ledna 1998

Pane prezidente, pane rektore, pani dékani,
damy a panové, recept na nesmrtelnost, at uz
je autor novelista, basnik, dramatik nebo filmar,
je velmi jednoduchy: fikej pravdu, ale nesmis
nas pti tom nudit. Kdo se drzi této formule, ma
Uspéch zarucen. Otazka zni: pro€ je tedy deva-
deséat devét procent naseho snazeni tak zarucené
smrtelnych? Odpovéd je prosta: fikat pravdu

a nenudit je velice tézké. Pravda, totiz, je z dra-
matického hlediska vétSinou nesmirné nudné.
Pravé proto, ze to je jenom pravda.

Nesmysl a lez jsou pro ¢tenare nebo pro divaky
daleko zajimavéjsi a atraktivnéjsi. Obzvlasté kdyz
obsahuji jistou logiku. Kdyz dovolite, ddm vam
priklad, ktery rad cituji: kamarad mi jednou dal
na vybranou: budto si necham vysvétlit pro¢ dvé
sté padesat a padesat je tfi sta, anebo mi mize
vysvétlit pro¢ dvé sté padeséat a padesat je: dvé
sté devadesat.

A ja se domnivam, ze kdyz vam dédm na vybra-
nou tyto dvé alternativy, ze se rozhodnete stejné
jako ja: to, Ze dvé sté padesat a padesat je tfi sta
mé nezajima, to vim. J& chci védét, pro¢ dvé sté
padesat a padesat mlze byt dvé sté devadesat.
A nechci slySet zadnou détinskost.

Kamarad prikyvl a fekl: PoCitej se mnou: 3 turisté
si najali v motelu jeden pokoj. Recepéni jim sdé-
lil, Ze cena pokoje je tfi sta korun. Sahli do kapsy
a kazdy z nich zaplatil stokorunu. KdyZ odeSel

z pokoje, recep€ni si uvédomil, ze pokoj, ktery
jim dal, nestoji tfi sta, ale pouze dvé sté padesat
korun. Dal tedy pikolikovi pét desetikorun, aby

je hostlm vratil. JenomZe pikolik, mazanej kluk,
si fekl: hosti nevédi nic, na tom se da vydélat.
Stréil do kapsy dvé desetikoruny a vratil jim
pouze zbylych t¥icet korun. Kazdy z hostt dostal
tedy nazpét desetikorunu, coZz znamena, ze kazdy
z nich zaplatil za pokoj nikoliv sto, ale devadesat

korun. 3 hosté tedy zaplatili tfikrat devadesat,
coZ je dvé sté sedmdesat, ke kterym pfipocteme
téch dvacet korun, které si pikolik strcil do kapsy,
a vyjde nam — dvé sté devadesat! A nikoli tfi sta!
Coz mé, k mému prekvapent, jistou absurdni
logiku.

Pro¢ tady ale o tom mluvim? J& jsem zvédavy
jestli si nékdo z vas fika to, co jsem si ekl ja,

a co si dost Casto fikam, kdyz jdu z kina:... byla
to blbost, ale... pobavil jsem se.

Samoziejmé, tvrdit, Ze dvé sté padesat a padesat
je dvé sté devadesat, je nesmysl. Ale predstavte
si, ze bych spotfebovany ¢as vyuzil k tomu, abych
vam tady vykladal, Ze dvé sté padesat a padesat
je tfi sta. To uz by tady ted sedél ze slusnosti
jenom pan prezident a mozna moji dva synové.
Kouzlo zajimavého nesmyslu nikdy neselZe. Sice
nam zpravidla neziska tu nesmrtelnost, ale mze-
me na ném vydélat spoustu penéz.

Mé ted zajima, jestli je mozné, aby se mohla
vydélat spousta penéz také na pravdé. A ja se
tady nestydim mluvit o penézich, prestoze jisty
Cesky poslanec kdysi v parlamenté prohlasil, Zze
my, emigranti, jsme vétSinou odchazeli nikoli

z politickych ddvodd, ale abychom si, jak pravil:
»ZVySili svoji zivotni Groven.”

Pan poslanec to jisté myslel dobfe, jako takovou
moralni vyCitku, ale neuvédomil si, Ze zaptahéa
do protisméru, kdyz kara. Neuvédomil si, ze by
prospél vécem obecnym vice, kdyby vysvétlil, ze
Zivotni Uroven naroda se nezvysi dekretem parla-
mentu, nebo dobrou vili pana prezidenta a vlady
— Ze zivotni Uroven néroda se zvysi pouze tehdy,
kdyZ si kazdy ob¢an zvysi svou vlastni Zivotni
Uroven sam. A ucini-li tak navic praci poctivou,
bez chytraceni a podfukateni, zvysi tim nejen
zivotni, ale i kulturni Groven naroda.
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Ma viibec pravda v naem zkomercializovaném
svété nadgéji na Uspéch nejen umélecky, ale

i finan€ni? Ja si myslim, Ze ano. Ale jenom v pfi-
padé, je-li to pravda, kterd nenudi. Musi to byt
pravda, ktera prekvapi. A toho se da, podle mého
nazoru, docilit trojim zplsobem.

Totiz prekvapit divéka, nebo Ctenare, prav-

dou zcela novou, nikdy pfed nami jesté nikym
nevyslovenou. Na rozdil od exaktnich véd, které
to ¢ini dnes a dennég, je pravdépodobné nemysli-
telné, Zze bychom se o lidské dusi dozvédéli jesté
néco, co by ndm o ni netekli jiZ stati Rekové,
Rimané, nebo Shakespeare. Prejdéme tedy

ke druhému zplsobu jak pfekvapit pravdou.

Je to zplisob mélo pouzivany, ackoliv je ze viech
tf alternativ nejjednodussi, ponévadz nevyzaduje
tolik originality jako zpdsob tteti, ke kterému se
dostaneme za chvilku.

Jde o pravdu, ktera nas prekvapi tim, ze nékdo
mél odvahu ji vyslovit.

Jde o pravdu, kterou jsme vygumovali z paméti,
protoZe ji nechceme slyset, ponévadz je ndm ne-
pfijemna, trapna, ponizujici, ostudnéa atd. Pravdi-
vé vypravéni takovychto pfibéhd je vzacné nejen
proto, Ze vyzaduje odvahu, ale hlavné proto, Ze
riziko Uspéchu nejen financniho, ale i obcanské-
ho je u podobnych p¥ibéhl dosti vysoké. Posel,
prinasejici zpravy, které nechceme slyset, neni
prili§ vitan a zplsoby jak takovému poslu znepfi-
jemnit Zivot jsou nepreberné. Navic, vypravéni
takovychto p¥ibéhd zpravidla nuti autora, at chce
¢i nechce do role politika, ponévadz musi hajit
nejen svoji praci, ale také pojeti svobody pro svoji
praci. A to neni, véfte mi, v Zzadné spolecnosti
prili$ popularni.

Takze nejrozsitengj$im a nejbezpenéj$im zpdlso-
bem jak prekvapit pravdou a pfi tom mit nadéji
nejen na umélecky, ale i finanéni Gspéch je zpd-
sob treti: spokojit se s pravdou starou, znamou,
ale vypravét ji novym a originalnim zplsobem.
Problém je v tom, Ze na to, jak tohle dokazat,
jesté nikdo nikdy zadny zaruceny recept nevymy-
slel a pravdépodobné nevymysili.

Cili: suma sumarum, ti ktefi chtgji své divaky
a Ctenare pobavit pravdou, to maji zatracené
tézké, ale jde to.

Na pravdé se da vydélat. Nejen nesmrtelnost, ale
i penize. A to je velice dllezité, ponévadz o sku-
te€né svobodé se d& mluvit jediné tam, kde se da
vydélat i na pravdé.

Ja jsem velice poctén vasim doktoratem, pravé
proto, Ze jde o $kolu uméleckych smérl. Zatim
co vysoka uceni exaktnich véd nas zavadéji

do fiSe Cisel a formuli, kterymi se snazi vysvétlit,
co je Zivot, mizickd umeéni se jiz po staleti snazi
zjistit, v ¢em je jeho smysl. A dokud nékdo sku-
te€ny smysl zivota neobjevi, tak ja se spokojim
s vykladem, ze smyslem Zzivota je: hledat ho. To
znamena: zit ho a ,kecat“ o ném.

Ja jsem hrdy na to Ze patfim do této komunity
a proto prijiméam vas doktorat velmi rad.

Dékuji vam.

MF









MiloS Forman
(1932-2018)
Czech-American director,
screenwriter, and actor

As Galina Kopanyeva put it, Milos Forman,
along with his collaborators, carefully analysed
the external manifestations and the roots of
Czech small-mindedness, familiarity, and in-
tolerance which, in high-stress situations, turn
into racism, nationalism, a feeling of one’s own
infallibility, superiority, and authoritarianism
or, “the cogs of spiritual wretchedness from
which all forms of fascism and Stalinism arise”,
as Vratislav Effenberger once wrote. From this
analysis and from his fondness for observing
representative human types and their idiolects
in specific stories and situations, often ana-
lysing the aesthetic category of awkwardness,
there gradually arises a generalisation leading
all the way to Hori, méa panenko, which is in
fact an allegory in which the voluntary firefight-
er squad symbolises the Communist Party with
its declared positive aims and negative means
of implementation. For these reasons among
others, Forman’s film is by far the most sar-
castic and contains the highest percentage of
aesthetically ugly elements, although it is the
distance between the specific and the general
which allows, even here, for comedy and there-
fore laughter, though a rather cold laughter
nevertheless. As the author himself put it:
“Where | am concerned with someone weak-
er than myself, | cannot be cruel. But where

| challenge someone who is a hundred times
stronger than | am, perhaps a certain anger or
cruelty is permitted”.

from the laudatio of prof. Jan Bernard, CSc.
(Dean of FAMU 1993-1999)

Speech by Milos Forman,
dr.h.c. AMU
January 16, 1998

Ladies and Gentlemen,

The prescription for immortality, whether it
applies to novelists, poets, playwrights, or
filmmakers, is very simple: tell the truth, but tell
it in a way that isn’t boring.

Anyone who follows this formula is assured of
success, which begs an obvious question: if it's
all that simple, why do most of our efforts show
distinctly mortal results?

The answer is plain: it's very difficult to tell

the truth without being boring. When it comes
to drama, the truth is usually spectacularly
boring precisely because it's only true. Lies and
nonsense are a great deal more interesting and
captivating for an audience.

If I may, | would like to give you an example of
this, which | am fond of quoting. A friend of mine
once gave me a choice: he would either explain
to me why two hundred fifty plus fifty makes
three hundred, or else he would show me how
two hundred fifty plus fifty makes two hundred
and ninety.

Faced with these two alternatives, | imagine that
you would have made the same choice as | did.
| already knew that two hundred fifty plus fifty
adds up to three hundred, but | was intrigued

by the notion that two hundred fifty plus fifty
could wind up being two hundred and ninety.
And | was not interested in hearing something
whimsical.

My friend nodded and said: All right, so let's
calculate together. Three tourists decided to rent
a hotel room. The receptionist told them that it
would cost them three hundred crowns, so they
each put down a hundred crowns. After they
headed to their room, the receptionist realized
that he had made a mistake. Their room didn’t
rent for three hundred. It went for only two
hundred and fifty crowns. He called the bellhop,
handed five ten-crown bills to him, and asked
him to return them to his guests. The bellhop,
being a quick study, figured that no one would
be the wiser if he pocketed two of the five ten-
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crown bills, so he gave the guests only thirty
crowns.

Here then is the final accounting for the
episode: every guest got a ten crown bill back,
which means that each one of them had paid
not a hundred, but only ninety crowns for the
room. The three guests together paid a total of
two hundred seventy crowns for the room. The
bellhop pocketed another twenty crowns, which
makes for the grand total of two hundred and
ninety: Not three hundred!

And the whole thing, much to my surprise, has
its own, strange logic.

But why do | bring this up here? | just wonder
if right now some of you may not be saying to
yourselves what | often say to myself on the way
from the movies: well, it was pure baloney, but
| had fun. Obviously trying to prove that two
hundred fifty plus fifty is two hundred ninety is
crazy. But how would you like it if | had used all
that time to show you that the addition comes
out to three hundred? | am afraid that if | did
that, only Mr. President, and maybe my two
sons, would still be sitting here now, and they
would have stayed around only out of sheer
politeness.

The charm and magic of captivating nonsense
has never disappointed anybody. It may rarely
make the stuff of immortality, but you can make
a great deal of money on it.

What | would like to know, however, is whether
you could make a lot of money off the truth
as well.

You see, | am not embarrassed to talk about
money here, even though a certain member of
the Czech Parliament has once declared that
we, the Czech emigres, have generally left our
country not for political reasons, but simply
out of greed. As he put it, we merely wanted
“to raise our standard of living”. | am sure that
our Parliamentarian was brimming with good
intentions and that he only meant to teach us
a lesson in ethics, even though he was in fact
sticking the cart before the horse. A nation’s
standard of living is not going to be raised by
some legislative decree or by the good will of
the President — a nation's standard of living goes
up only when every individual citizen raises
their own standard themselves. And if they can

do that by means of honest work, then they will
raise not only the material, but also the cultural
standards of their people.

But coming back to the original question: can
telling the truth in our commercialized world
bring not only an artistic, but also a financial,
reward? | would think that it can, provided that
it's the kind of truth that doesn’t bore you. It has
to be the sort of truth that surprises. And this, in
my opinion, can be done in one of three ways.

| am afraid that the first approach is the most
difficult, if not utterly impossible. This first way is
to startle the audience with a brand new kind of
truth, a truth that has never been stated before.
In contrast to the natural sciences, where such
truths are announced every day, it's probably
unthinkable to imagine that we can learn
something new about the human soul, something
which has not already been observed by the old
Greeks, Romans or Shakespeare.

The second approach toward getting at

a surprising truth is rarely taken, even though it
happens to be the easiest of our three ways. It

doesn’t require a huge charge of originality. It's

the sort of truth that shocks simply by the fact

that someone had the courage to say it.

This is the kind of truth that we have eased from
our minds, that we don't want to hear about,
because it's too unpleasant, embarrassing,
humiliating, shameful, and so on. The telling of
a story which contains this kind of truth requires
not only personal courage, but is also financially
risky. The messenger who brings bad news is
rarely welcomed and, as many of you still recall,
there are many ways in which their life could be
made miserable.

Moreover, the stories with this kind of truth
often push the author into the political arena.
They wind up not only defending their particular
story, but also the framework of freedom which
has allowed them to speak their truth. And this,
believe me, doesn’t make you popular in

any society.

And so the easiest and the most common way
of telling a surprising truth, the one that allows
for both the artistic and the financial success, is
the third approach: you settle for telling an old,
familiar truth and try to tell it in a new, original
way. There is only one problem here. No one has



ever come up with a foolproof prescription on
how to make this work nor is anyone ever likely
to come up with it.

Therefore, to sum up my remarks, those who
want to captivate their audiences with truth have
a very hard task before them, but it is not an
impossible one.

The truth is something from which you can earn
not only immortality, but even money. And this is
significant, because the only society that's truly
free is a society where even truth can be made
profitable.

| feel very honoured to be awarded a doctorate
by you, precisely because this honour is given by
an art institution.

While the universities of exact sciences take us
into the realm of numbers and formulas, with
which they try to capture life, the arts have
always sought to find some meaning for our lives.
And until somebody discovers the true meaning
of life, | will be quite content to believe that the
only meaning of life rests in the very search for
this meaning. And as far as | am concerned this
simply means to live fully and to talk about life.
Which is exactly what we happen to be doing
here tonight.

| am proud and happy to belong to such
a community, and this is why | accept your

doctorate with pleasure. Thank you.

MF
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SIR CHARLES MACKERRAS

(1925-2010)
britsky dirigent a hudebni skladatel australského piivodu,
zak Vaclava Talicha

...sir Charles zasvétil cely svij Zivot hudbé a potaZmo orchestru — at jiz symfonickému &i opernimu.
Dovolte mi maly pfimér: orchestr je jako vceli roj shromazdény kolem kralovny. Co vlastné preobléka
dirigenta do kralovského roucha? V ¢em spociva ona vyzva, ktera kolem ného seSikuje hudebniky —
Cleny orchestru?

P¥i rozboru uméleckych vykoni sira Charlese objevujeme, Ze umi promériovat paprsek zvuku

v duchovni zékon, tak jako kdyZ se zahradnikovi pod rukama rozpuknou rizZe. S interpretacnim
uménim Charlese Mackerrase je to jako s milostnym dopisem, ktery nelze koupit, musi byt zbudovan
velkym citem, pak mdZe oteviit lidské sizy i srdce. Mackerras pojima hudbu jako gejzir tisict
obrazd, které svazuji tyZ material riznym zpdsobem. Prijima ji jako lésku, ktera je pfedevsim tichym
naslouchanim.

Pak nadejde chvile, kdy v ni dospéje k Cemusi, co neni pouze ten ¢i onen detail, nybrZ ona sama.
Je schopen obdarovat nas okamzikem, kdy se hudba stane modlitbou, ke které neni co dodat.
Tyto momenty jsou velkou slavnosti, pro kterou je pfipraveno a dovrSeno vse, co je tieba pro vznik
nové kvality proZitku. Je to radost z pfekroceni prahu, pfi kterém se semeno proméni v travu,
slavnost, skrze kterou se kraci k jednoté. Nejdrive nam sir Charles ve svych uméleckych kreacich
dava tuto jednotu nazfit. Teprve z této pozice vytvaFi svij viastni obfad. Obfad vnitini horoucnosti,
kterou dovede uchopit jako kofist.

z laudatia prof. lvana Kurze
(1997-2000 dékan HAMU)



PROSLOV SIRA CHARLESE

MACKERRASE

u prilezitosti udéleni titulu doctor honoris causa
Akademii muzickych uméni v Praze

14. kvétna 1999

Damy a panové,

pred jednapadesati lety jsem studoval na HAMU,
a kdyby se v Ceskoslovensku v Ginoru 1948 neu-
dal komunisticky pu¢, ma Zena a ja bychom jisté
zOstali v Praze déle, a snad bych byval uz tehdy
ziskal titul doktora. MdzZete si predstavit, jaka je
to dnes pro mne Cest obdrzeti ¢estny doktorat,
po takové dlouhé dobé a bez toho, abych musel
délat zkousky!

Praha se stala opravdu mym druhym domovem.
0d roku 1960, béhem rdznych obdobi komu-
nistické éry, jsem se sem vracel na koncerty,
opery, nataceni a hudebni badani. Je to pro mne
opravdu radost pracovat nyni — od roku 1989 —
ve svobodné republice. Jesté v roce 1989 jsem
dirigoval Mou vlast na Prazském jaru, poslednim
za komunist{. O pfestavce jsem byl se svou
zenou predstaven Gustavu Husékovi. Tento hfich
jsem si odpykal v roce 1991, kdyz jsem dirigoval
Dona Giovanniho v nové prestaveném Stavov-
ském divadle za pfitomnosti Vaclava Havla.

Ve stejnou dobu byly ve Stavovském hrany dvé

Z jeho her.

Jak jsem se dostal do zlaté Prahy? Promiiite mi,
jestli néktefi z Vas tuto historku jiz slySeli. Vy jis-
t& véichni znate piseti Zivot je jen ndhoda. V roce
1947 jsem po dlouhé morské cesté z Austrélie
dorazil do Londyna. Sedél jsem v jedné kavar-

né a dival se na partituru Dvotakovy Symfonie
d-moll (tehdy ¢&islo 2, dnes ¢islo 7). Prisednul

si ke mné jeden pan a hned povidal: ,Vidim,

Ze studujete hudbu mé zemé*“. Pan Weisslitzer
(amatérsky cellista) se pravé vratil ze schiize
Svazu anglo-Ceskoslovenského pratelstvi a fekl
mi, Ze Britska rada nabizi 6 stipendii pro studium
v Praze. Doporucil mi, abych se pokusil ziskat
jedno z téchto stipendii, obzvlasté proto, protoze
v Praze plsobi velky dirigent Vaclav Talich.

V Londyné nemél zadny z velkych dirigentl ¢as
pro mladého, neznamého Australana. VétSina
hudebni Evropy byla zni¢ena vélkou. Pfrestoze
okupace Prahy byla strasna, vétSina budov byla
zachovana, oproti znieni takovych kulturnich
mést jako Viden, Lipsko, Drazdany, Mnichov

a mnoho jinych. Stipendium jsem dostal — téch
ostatnich pét bylo uréeno pro slovanskou historii
a jazyky. Nesmi se zapominat, ze v roce 1947
byla Karlova universita jedinym velkym centrem
u€eni ve slovanském svéte, které nebylo pod
komunistickou nadvladou.

Pro mladého Australana, ktery nemél osobni zku-
Senost s valkou, byla cesta vlakem pres vélkou
rozbitou Evropu ottesnym zazitkem. Oproti tomu
néco radostného: mdj prvni snih ve $vycarskych
Alpach! Museli jsme vynechat Némecko a ces-
tovat pres Svycary a Rakousko, a? jsme dorazili

k Ceskoslovenské hranici. Byli jsme velmi vzru-
Seni, kdyZ jsme slySeli prvni slova ¢esky: ,horké
parky a pivo" — tfi slova, kterd jsme uz znali! Nez
jsem odjel z Anglie, absolvoval jsem nékolik lekci
¢estiny, protoze jsem byl varovan, ze moje slaba
némcina, kterou jsem znal z opernich libret, by
nebyla v Praze vitana.

V Londyné bylo sice jidlo stale na listky, ale
Praha za okupace a té7 za velkého sucha v été
roku 1947 strasné utrpéla. MIécné vyrobky skoro
neexistovaly a ovoce a zeleniny bylo malo. My
jsme dostavali jidelni bali¢ky od naich rodi¢d

v Anglii a dokonce od rodi¢l v Australii. Také

z Dusnik od pratel, ktefi méli statek, jsme do-
stavali mlécné vyrobky. Po takzvanych ,Unoro-
vych udéalostech” tito pratelé o svij statek prisli.
JelikoZ jsem tenkrat byl trapné tenky, dostal
jsem povolenf k pdl litru mléka tydné. Ze jsem
byl tenkréat tak tenky, si asi mizete tézko dnes
predstavit, ale mam fotografii s Talichem, ktera to
mize dokazat!
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Stejné jako v Anglii, ani v Praze neméli pro mne
Séfdirigenti Cas. Mlady Rafael Kubelik byl pravé
jmenovan $éfdirigentem Ceské filharmonie. Vac-
lav Talich, umélecky feditel Narodniho divadla

a nové zalozeného Ceského komorniho orchestru
mne pozval, abych navstévoval jeho zkousky,
kdykoliv budu chtit. Na téchto zkouskach jsem se
hodné naucil a mdj zivot se stale ménil. Obzvlas-
té se zménil, kdyz jsem Talicha slysel dirigovat
Katu Kabanovou v Narodnim, nékolik tydnl

po mém prijezdu do Prahy. Nejenom, Ze jsem

byl Uplné ohromeny krasou a originalnosti hudby,
ale i dramatickou silou tohoto dila. BEhem deseti
mésicl v Praze jsem vidél tfi rdizné inscenace
Kati a dalsi Ctyri Janackovy opery. U kazdého
nového predstaveni jsem byl nad$en rozmanitosti
dosud nezndmého skladatele. Slysel jsem Kubeli-
ka dirigovat Sinfoniettu a u klaviru jsem studoval
celou partituru Tarase Bulby s mladym Jarmilem
Burghauserem. Byl jsem odhodlany se dozvédét
co nejvice o tomto prekvapujicim skladateli. Ale
az v roce 1960 jsem byl pozvan do Brna, abych
studoval Janackovy rukopisy. Néktefi z vas budou
védeét, jak je to tézké Cist jeho rukopisy. Mél

ve zvyku kreslit notovou fadku od ruky a ¢asto
bylo nemozné rozlustit, zda nota je na lince

nebo v mezere! Trvalo to mnoho let, nez jsme

s pomoci mnohych muzikologl ziskali pfesné
vydani Janackovych oper, véetné Jeji pastorkyné
a Z mrtvého domu v pdvodnich verzich.

Zacatkem roku 1948 Talich onemocnél a jeden
¢as byl v nemocnici. Pravé v tu dobu se komunis-
ti chopili vlady a Talichlv stary neptitel — Zdenék
Nejedly, ministr kultury, zbavil Talicha vSech

jeho hudebnich mist a zlikvidoval Cesky komorni
orchestr. Pozd&ji hudebnici Ceského komorniho
orchestru pracovali s Talichem tajné a poradali
koncerty zdanlivé bez dirigenta, ackoliv zkousky
probihaly s Talichem.

Nestésti tohoto velkého umélce se stalo mym
Stéstim. Talich bydlel ve své vile v Berouné

a nemohl &ist kvali problému s o¢ima. Ale byl
rad, kdyz mohl mnoho a mnoho hodin diskutovat
o partiturach s mladym Australanem. Navsté-
voval jsem ho ¢asto a po mém odjezdu z Prahy
jsem s nim zdstal v pisemném styku.

Chtél bych skoncit citatem z Talichova dopisu,
ktery obsahuje rady, kterymi jsem se pokousSel
fidit po cely sv(j hudebni Zivot:

»My (dirigenti) totiZz jsme takovy zvlastni konglo-
merat sebevédomi a pokory, nebojacnosti a stra-
chu (to prvni potfebujeme ve styku s ensemblem,

se kterym mame studovat, toho druhého je treba
v tichu vlastni pracovny, kde nés velikost umeé-
leckého dila zavazuje ke skromnosti), ze kazdé
prebujeni jedné z téch kontrastnich vlastnosti
ohrozuje ¢innost dirigentovu. Preju Vam tedy,
aby Vas rovny rlst nebyl zhyzdén ani pfiliSnym
htichem sebevédomi, ani hrbem bazlivé upejpa-
vosti.“

ChM









Sir Charles Mackerras
(1925-2010)

British conductor and composer
of Australian descent / origin,
the disciple of Vaclav Talich

Sir Charles has dedicated his entire life to
music, and especially to orchestras — both
symphonic and operatic. Allow me to illustrate:
an orchestra is like a swarm of bees gathered
around the queen. What is it that gives the
conductor his royal garb? In what lies the chal-
lenge of finding musicians — orchestra mem-
bers — positioned around him? When we study
the performances of Sir Charles Mackerras, we
discover that he can change a ray of tones into
spiritual law in the same way a gardener can
make a rose bloom. Interpreting the art of Sir
Charles Mackerras is like interpreting a love
letter; it cannot be bought, but rather is built on
a profound feeling that is able to open human
hearts and tears.

Sir Mackerras seizes music like a geyser of
thousands of pictures, binding the same ma-
terial differently. He accepts music as a form

of love which rests above all in quiet listening.
Then the moment arrives when he reaches
something that is not merely a detail, but rather
music itself. He is able to create moments when
music becomes a prayer, when there is nothing
left to add. These moments are a great feast

for which everything needed for a new level of
enjoyment is prepared and consummated. It is
the joy from crossing the threshold where a seed
turns into grass, a feast through which we reach
unity. Sir Charles allows us to see above all

this unity in his art. From this position he then
creates his own ceremony, a ceremony of inner
passion which can be grasped as a trophy.

from the laudatio of prof. lvan Kurz
(Dean of HAMU 1997-2000)

Speech by Sir Charles Mackerras,
dr.h.c. AMU
May 14, 1999

Ladies and Gentlemen,

Years ago | was studying in Czechoslovakia when the
February Czech Coup occurred. If it hadn't been for
this, | would certainly have remained in Prague, and
perhaps even received my doctorate back then. You
can imagine what a great privilege it is for me today
to be given an Honorary Doctorate after all this time,
and without having to pass an exam to achieve it!

Prague has truly become a second home to me,

for | have been returning here for concerts, operas,
recordings and musicological research throughout
the various forms of Communism. What a pleasure
it has been to continue working in the new
Republic, free since November 1989. That very year
| conducted Smetana’s Ma viast (My Country) at
the last Spring Festival under Communist rule. At
intermission, my wife and | were taken to meet the
Communist boss, Gustav Husak. | was able to atone
for this sin in 1991 when | conducted Mozart's Don
Giovanni at the newly renovated Estates Theatre
during the year of 1991 in the presence of Vaclav
Havel. Two of his plays were being performed in the
repertoire with Don Giovanni at what was, at that
time, the Estates Theatre.

So how was it that | came to this Golden City?
Forgive me if you have heard this story before. I'm
sure you all know the Czech popular song Life’s
All Chance (Zivot je jen ndhoda). In 1947, having
just arrived in London after a long sea voyage from
Australia, | was sitting in a cafe looking at a score
| had just bought of Dvorak’s Symphony in D minor
(Then no. 2 — now no. 7). A gentleman came over,
sat next to me, and immediately remarked, “Ah,

| see you are studying the music of my country”.
Mr. Weisslitzer (an amateur cellist) had just

come from a meeting of the Anglo-Czechoslovak
Friendship League and told me of six scholarships
being offered by the British Council to study in
Prague. He suggested | should apply, particularly
as there was a great conductor in Prague — Vaclav
Talich. In London, no eminent conductor seemed
to have time for a very young, unknown Australian.
Most of musical Europe was largely destroyed by
the war. Prague, despite the horrors of occupation,
had been spared the destruction suffered by such
artistic centres as Vienna, Leipzig, Dresden, Munich,
and many others. | applied for and was awarded
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one of the six British Council Scholarships. The
other five went to students of Slavonic history
and language. We should not forget that in 1947,
Charles University was the only great seat of
learning in the Slavonic world not already under
Communist rule.

For a young Australian who had been spared any
personal experience of the War, travelling by train
through wartorn Europe was an overwhelming
shock. The snow | saw in the Swiss Alps was
the first snow I, at the age of 21, had ever seen,
and served as a happy contrast to the preceding
images. We had to avoid Germany and travelled
a roundabout route through Switzerland and
Austria and finally over the Czech border. How
excited we were that the first words we heard

in Czech were “horké parky” and “pivo” (hot
sausages and beer), three words which we did

in fact already know! | had had a few lessons in
Czech prior to leaving England, as | was warned
that my limited German (largely gleaned from
opera libretti) would not be welcome!

Food was still rationed in London, but Prague

had suffered terribly under the occupation and
also from a very severe drought in the summer of
1947. Dairy products were almost non-existent
and fruit and vegetables were very scarce. We
were fortunate to receive periodic food parcels
from our parents in England and Australia and
also some dairy products from friends who had

a farm in Dusniky. After the “February events”

(as they were called) in 1948, these friends were
robbed of their farm. With the help of a medical
certificate, | was able to get half a litre of milk per
week because | was so thin! This must be difficult
for you to imagine now, but | have a photo taken
with Talich which proves this point!

| was disappointed that here in Prague the major
conductors had no time to teach — as in England.
The young Rafael Kubelik, newly appointed to
the Czech Philharmonic, and Véaclav Talich,
Artistic Director of the National Theatre and of
the recently formed Czech Chamber Orchestra,
invited me to attend as many rehearsals as

| wanted. | learned a great deal from Talich’s
fascinating rehearsals, and of course my life

was permanently changed when | heard him
conduct Kata Kabanova in the National Theatre,
only a few weeks after | had arrived in Prague.
Not only was | utterly staggered by the beauty
and originality of the music, | was also entirely
overwhelmed by the dramatic force of the work.
In the course of our ten months in Prague, we

saw three different productions of K4ta, as well as
four more of Janacek’s main operas. At each new
performance | grew more and more impressed with
this composer, hitherto unknown to me, with his
incredible variety of fascinating operatic subjects.

| heard Kubelik conducting the Sinfonietta, and

| studied the full score of Taras Bulba at the

piano with the young Jarmil Burghauser. | was
determined to find out as much as possible about
this astonishing composer, but it was not until
1960 that | was invited to Brno to study his
manuscripts. Some of you know how difficult it is
to read Janacek’s manuscripts. He had the habit of
drawing his own staves free-hand, and sometimes
it is almost impossible to decipher the crucial fact
of whether a note is on a line or a space! It has
taken me many, many years in collaboration with
several musicologists to produce accurate editions
of Janacek’s operas, including Jendfa) and Zapisky
z mrtvého domu (From the House of the Dead) in
the original Czech. Early in 1948, Talich became
ill and was in the hospital for some time. It was
then that the Communists took over and Talich’s
old enemy, Zdenék Nejedly, the Minister of Culture,
dismissed Talich from all his musical positions

and liquidated the C.K.O. Later, the musicians of
the C.K.O. worked secretly with Talich and gave
concerts apparently without a conductor, although
entirely rehearsed by him. This great man’s
misfortune was to be my gain. He now lived in his
country villa in Beroun, unable to read because of
eye problems, but delighted to discuss scores for
many hours with this young Australian. | visited
him frequently and kept up correspondence even
after | had left Prague.

| would like to end by quoting from a letter which
Talich wrote to me in 1949. Throughout my career
| have tried to follow its wise advice.

“We conductors are namely a sort of
conglomeration of self-confidence and humility,
intrepid courage and fear. (We need the first in our
associations with the ensemble we are working
with and we need the second in the quiet of our
own workroom, where the greatness of a work of
art commits us to modesty.) Any exaggeration of
one or the other of these very different qualities
threatens the work of the conductor. My wish for
you is for the course of your artistic growth to not
be neither disfigured by the sin of overbearing
conceit nor the hump of timidity and shyness”.

ChM
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KAREL HUSA

(1921-2016)
americky hudebni skladatel a dirigent
¢eského plvodu

Osudovym ukazem, jenZ pro$el Zivotem miliénd obyvatel nasi modré planety, je okupace.
Nasilné vniknuti na Uzemi, jeZ je chranéno geografickymi, duchovnimi i moralnimi hranicemi.
Nasilné vniknuti, které je provazeno bezohlednosti, hrubosti a nadfazenosti agresora, ¢asto

za zbabélé Ucasti ostatku svéta. PoniZeni statisic( Gestnych, poctivych, talentovanych lidi,

z nichZz mnozi v sobé nosili dispozice stat se chloubou nejen svého naroda, ale potaZmo celého
lidského pokoleni. Okupace miZe mit i jinou podobu. V té pak méné gramotna éast néroda
eliminuje a pozvolna likviduje duchovni potencial, aby nakonec nastolila moc povolanych

proti vyvolenym...

Okupacni zvrat Mistr Karel Husa proZil.

Jeho Hudba pro Prahu 1968 doséhla vice jak 10 000 provedeni a poCet stale vzrista v celém
svéte. Autor v ni dokazal genidlné vyjadrit protest proti porusovani lidskych prav. V dobé srpnové
okupace v Praze nebyl, nicméné v sobé nesl obdobny sled udalosti: Mnichov 1938, mobilizaci

a celonarodni odhodlani bréanit suverenitu zemé. Hudba pro Prahu 1968 je protestem proti
ustupovani a kapitulaci pred zlem, jehoZ agresivité se prinaseji jako obéti — Gzemi, svrchovanost,
svoboda, Cest, solidarita. V klamné nadéji, Ze se agresor nasyti a zastavi. Témito slovy
charakterizoval onen stav Cesky filosof Karel Kosik.

z laudatia prof. Jifiho Hlavace
(2000-2006 dékan HAMU)



PROSLOV KARLA HUSY

u prilezitosti udéleni titulu doctor honoris causa
Akademii muzickych uméni v Praze

20. fijna 2000

Vase Magnificence, Spectabiles, Honorabiles,
vazené damy, vazeni panové, mili hosté!

Dékuji panu dékanovi za krasny projev, kterého
si velice vazim. Doufam, Ze si tak vysoké ocenéni
alespon ¢astecné zaslouzim. Jsem hrdy na to, Ze
je mné udéleno pravé v Sale Bohuslava Marti-
nG, kterého vitr zaval do Francie a do Ameriky
mnohem dfive nez mne. Jeho touha po poznava-
ni a jeho hudba mné imponovaly, dirigoval jsem
s radosti jeho skladby — volné véty s neuvéritel-
nym dojetim — vidél jsem v nich Policku a sklada-
telovu nevyslovnou, ale tehdy bohuzel neusku-
te¢nitelnou touhu vratit se domd. A téZ dalsi véc
nas, mne a Bohuslava Martint, spojovala: nase
manzelky — Francouzky.

Tolik vzpominek se vybavuije, je to jako filmovy
zurnal: détstvi v Bubenci, kde otec pracoval

v druzstvu invalidd a kde jsem vSude vidél lidi

s protézami misto jedné nebo i obou nohou — byli
to vojaci z prvé svétové valky. A tehdy, kolem
roku 1925 se fikalo: ,Valka uz nikdy nebude!“...
Potom prisla na fadu realka na Strossmayerove
nameésti, tragické roky 1938 a 1939, nékolik
tydnd na technice, pohteb Jana Opletala a za-
vieni vysokych $kol. Najednou pro mne nastala
prazdnota...

Pomaéhal jsem otci v obchodé, ucil se malovat

a zase jsem vzal do rukou housle, na které jsem
zacinal hrat predtim. Nebyl jsem ale na vysi, ne-
cvicil jsem pres tfi roky. Neuvértitelnou nahodou
jsem byl predstaven panu profesoru Jaroslavu
Ridkému, ktery se kratce podival na tfi mé
skladbi€ky, napsané kdyz mi bylo asi tfinact let
k domacimu muzicirovani pro mne jako houslistu
a sestru, jez se ucila hrat na piano. Pan profesor
Ridky mné tehdy brnknul n&kolik tont na klavir,
hluboké i hodné vysoké, a fekl, ze mij sluch je
v poradku. Pak dodal: ,Milacku, kdyz budete dé-

lat Ukoly z harmonie, udélam z vas komponistu.“
MUij otec byl Clovék prakticky a zeptal se po roce
pana profesora, jestli médm talent. Profesor }?idky
mu odpovédél: ,Nevim jesté, zda ma talent, ale
meél byste ho radé&ji na Prazské konzervatoti, nebo
v némecké muni¢ni tovarné?“

V roce 1941 jsem slozil zkouSky na konzervatof.
Profesor Ridky ze mne, jak mi slibil, udélal skla-
datele. Chtél predevsim, abychom psali ,Cisté“:
partitura musela byt vzdy profesionalné propraco-

vana. Komponovéni mne zacalo okouzlovat.

Po druhé svétové valce a po absolutoriu konzer-
vatore jsem byl prijat na Akademii muzickych
uméni a na podzim 1946 jsem odjel na stipendi-
um francouzské vlady do Pafize. Myslel jsem, Ze
tam zlstanu tak dva nebo t¥i roky.

Moje maminka, o které nemohu mluvit dlouho

— prilis by mne to dojalo — jednou ptredpovédéla
cely mUj zivot: v osmi letech mi koupila housle,
pak mluvila o tom, Ze az vyhrajeme v loterii, od-
jedeme spolu do Francie a odtamtud do Ameriky,
kde méla tfi sestry. V tom jejim smélém projektu
byl ale maly hacek: ona totiz nikdy los do loterie
nekoupila.

Z&hy po pfijezdu do Pafize jsem si uvédomil, jak
vyborné mne profesor Ridky na studia p¥ipravil:
mnoho zahrani¢nich studentd odjinud nebylo
zdaleka tak peclivé technicky vybaveno jako ja.

Chtél bych zde dodat, Ze Ceské partitury patfi

k tém nejlepSim. Po celou dobu svého ucitelovani
jsem daval jako priklad skvélé instrumentace
Sukovo Zrani. A kdyby byla byvala Moderni
instrumentace Jana Rychlika a Jarmila Burghau-
sera z roku 1969 preloZzena do anglictiny, byla by
to i dnes jedna z nejlepSich ucebnic na svété.

V Paftizi jsem studoval u Arthura Honeggera
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a pozdéji mne pozvala na své seminare také
Nadia Boulanger. Pokracoval jsem i ve studiu
dirigovani na pafizské konzervatofi a na Ecole
normale po predchozi vyborné technické praz-
ské pfipravé ve tfidé profesorll Metoda Dolezila
a Pavla Dédecka.

V roce 1949 mné tehdejsi Ceskoslovenské Utady
odmitly prodlouZzit pas platny jen pro Francii

a rozkazaly, ze se musim do meésice vratit,

jinak ztratim svou dosavadni statni prislusnost.
Rozhodl jsem se, ze se nevratim. Védél jsem, ze
bych nemohl volné cestovat a chtél jsem poznat
svét. Profesofi Honegger a Boulanger mné velice
pomahali, mé skladby se zacinaly provozovat
nejen ve Francii, ale po celé Evropé a mél jsem
také rlizné moznosti dirigovat.

Po provedeni mého I. kvartetu v Bruselu na festi-
valu Mezinarodni spolecnosti pro soudobou hud-
bu v roce 1950 jsem byl pozvan do Darmstadtu
a do Donaueschingen. To byly tehdy ,laboratore
hudebni avantgardy“. Byt byli i taci, ktefi tyto
laboratore povazovali za ,dekadentni“ (to slovo
jsme jiz znali od Goebbelse s jeho ,entartete
Kunst“). V té dobé se v Darmstadtu a Donaue-
schingen skutecné koncentrovaly nové proudy,
tam se tehdy probouzelo nové hudebni mysleni.
| velky francouzsky skladatel Olivier Messiaen
tam zavital.

Jiz pti svém nékdejSim studiu malifstvi jsem

si fikaval: ,,Pro¢ by umélci jako Monet nebo
Piccasso, ktefi ovladali tak bezvadné klasické
femeslo, pro€ by ti najednou zacali malovat sva
novéa dila nezvyklymi, netradi¢nimi technikami,
kdyby nevérili, ze takto jejich tvorba se stane
acinnéjsi a presveédcivéjsi? A pro¢ Schonberg,
ktery napsal tak skvéla romanticka dila jako
Die Verklarte Nacht a Gurre-Lieder, ktera byla
prijimana s nadSenim, pro¢ by ten se najednou
dal na scesti?“ A dvanéactiténové teorie také mné
pomohla hledat nové moznosti a snad i nalézat
postupné novy osobity styl.

V roce 1953 jsem byl pozvan, abych nahral pro
Club du disque v Pafizi suitu z Bartdékova Za-
zracného mandarina. Tato nahravka, prvni v celé
Evropé, mi pomohla k dirigentskému hostovéani.

Ztratil jsem jiz dfive podle ¢eskoslovenskych Gra-
dd svym rozhodnutim neuposlechnout a nevratit
se svou pdvodni statni pfislusnost. Stal jsem se
exulantem. Redeni takové situace nenf lehké.
Ztratite sv{j domov, své drahé, musite zacit

znova, od piky. Cizina na vas necekd, naopak:
ma tisice skladateld a dirigentd, vase diplomy ne-
staci, nékdy ani neplati. V té dobé& mi byli velmi
napomocni oba moji ucitelé, jiz tim, ze ve mne
vefili, i kdyZ ja jsem nékdy sebeddvéru ztracel.
Potom jsem se také skoro stal francouzskym stat-
nim pfislusnikem, i diky tomu, Ze jsem se v roce
1952 ozenil s francouzskou ob&ankou.

Ale v roce 1954 jsem dostal nabidku, abych
ucil na Cornellové univerzité v americkém statu
New York. ,Mademoiselle Boulanger” to podpo-
fila, i kdyZz mi zaroven sdélila, jak lituje, ze mne
Evropa ztraci. Myslel jsem, ze se po tfech letech
vratime, ale americka univerzita mi nabidla
definitivni jmenovani a tak jsme zdstali v Ithace
do dneska. V roce 1959 jsme ja i méa Zena s ce-
lou rodinou ziskali americké ob&anstvi.

VSechny nasSe Ctyti dcery vystudovaly na Cor-
nellové univerzitg, ja jsem kromé pisobeni

na této vyznamné Skole byl téz lektorem na velké
Ithaca College, kde v minulosti kratce ucili také
Otakar Sev&ik a Jaromir Weinberger. Cestoval
jsem po celé Americe, po Evropé i Asii a vSude
jsem se jako dirigent snazil uvadét ty nejlepsi
Ceské, americké i své vlastni skladby.

V roce 1968 jsem v Praze nebyl, ale léta okupace
nacistickym Némeckem mné z paméti nevymizi
nikdy, takZe kdyZ Breznévlv Sovétsky svaz se
Etyfmi ze svych satelitl v srpnu 1968 napa-

dl moji rodnou zemi, napsal jsem Hudbu pro
Prahu 1968. P¥i koncipovani této skladby se mi
vybavily vzpominky na nacisticky vpad do Pra-
hy — otfesny zazitek mého mladi v dobé studia
na stfedni Skole; zvlasté silné jsem znovu prozival
nezapomenutelné chvile z koncertu Ceské
filharmonie (nékdy kolem roku 1940-41), pfi
némz jsem si poprvé uvédomil neotfesitelnou silu
hudby: pfi provedeni Smetanova cyklu Ma viast
byl po paté basni, po ,Taboru“, tak nekonecné
dlouhy potlesk, Ze dirigent nemohl zacit ,Blanik”.
My jsme tehdy manifestovali proti okupantovi!
Oba tyto prepady, ten nacisticky v roce tisic
devétset tticet devét i ten srpnovy ,Sixty Eight“,
chapu jako frapantni poruseni lidskych pray,
tézké mezinarodni zloCiny: kazdy néarod, i ten
nejmensi, ma prece pravo na svobodu! Chtél
jsem v této skladbé vyjadrit i jiné své prazské
zazitky: zvuk zvond a obraz zahrad, z nichz mné
ve vzpominkach €asto zazniva pravé jako symbol
svobody slavi¢i zpév. KdyZ mne pozdéji Alun
Jones, feditel Luisvillského baletu nadhodil jako
namét na balet Euripidovy Trojanky, ihned jsem



pfijal; nebot to, co se stalo ve Ctyficatych letech
v Lidicich, ve francouzském Oradouru a jinde, se
i dnes déje porliznu ve svété a také do budoucna
hrozi nebezpeéi dalsich Lidic, dalSich Oradour(!

Po treti jsem manifestoval ve skladbé Apotedza
nasi planety: proti nebezpeci lidské arogance
v(&i p¥irodé, proti bezohlednosti ve vztazich
Clovéka k Clovéku! A chtél jsem hudbou varovat
pred moznosti zhouby nasi krasné planety Zemé,
pred nebezpecim nuklearni tragédie. Doufam, ze
ke katastrofg, jejiz hrliznou vizi jsem se pokusil
svou hudbou vyvolat, nikdy nedojde.

M¢é ostatni skladby jsou symfonie, koncerty,
kvartety, sonaty, prosté hudba bez jakékoliv ma-
nifestace — jak se fika: muzika.

Cedtinu jsem si uchoval diky &etbé basnika,
hlavné Halase, Holana, Zahradnicka, Nezva-

la, Seiferta a ponejvice Brfeziny; a samoziejmé
dopisovanim s rodinou. Ze skladatel( pouze Jan
Hanus, drahy pritel, mi psal od roku 1946 az
do dneska. Psal i v tézkych dobach, kdy jsme
oba védéli, Zze dopisy jsou kontrolovany. Za to
jsem mu nesmirné vdécen. Byl to rovnéz on, kdo
mné zasilal partitury ¢eskych skladeb a infor-
moval mne o Ceské a slovenské hudbé. Byl jsem
totiz Zadan univerzitou, abych kupoval ¢eskou
hudbu pro knihovny, takze jsem ji, doufam, podle
moznosti dobfe znal.

Na pocatku devadesatych let jsem si s velkym
zajmem precet! studii doktora Jaromira Havlika
v Casopise Hudebni véda (ro¢nik 1993, ¢l. 1

a 2); po prectenf jeho analyzy mé prvni symfo-
nie a poslechu Dramatické symfonie Miloslava
Kabelace (1960), o niz se Havlik v souvislosti

s mou pafizskou kompozici z roku 1953 zmiriuje,
byl jsem pfimo fascinovan, jak blizko k sobé obé
tyto skladby maji; nejen kompozi¢ni technikou

a vystavbou, ale predev§im myslenkové. S Kabe-
laCem jsem se pritom osobné setkal jen jednou
v Zivoté, letmo, kratce pred svym odjezdem

do Pafize. S jeho tvorbou se v poslednich letech
postupné dikladné seznamuji a stale vice si
tohoto soudobého Ceského skladatele vazim.

Ceska hudba je svétovy fenomén; vzdyt ktery
maly narod se mlze pochlubit tak genialnimi
skladateli jako Smetana, Dvorak, Janacek, Mar-
tinG, a mnoha vynikajicimi skladateli dal$imi?
Ceska republika neni pfitom vét$i nez jeden

z nejmensich z padesati statl americkych, Co-
nnecticut. Neméné je cenéno Ceské reprodukéni

uméni. Ceské orchestry, ansambly, kvarteta a sélis-
té jsou ve svété elitou, coz je pro dnesni konkurenci
nesmirné dilezity fakt. Musime si toho vazit, ale
musime také pokracovat v provadéni ¢eské hudby
v ciziné. Bude nejvice zalezet na mladych, aby

v té ,Stafeté” pokraCovali, aby propagovali ¢eskou
soudobou hudbu, jako jsme to délali my, starsi.
NemdzZe to byt jinak: my Zijici skladatelé piSeme

o dnesku, ktery zndme: jsme ,kronikati v notach“!
Vzdy to tak bylo: v Bachové hudbé slysite filosofii

a naboznou viru, v Beethovenovi a Smetanovi
revoluci, v Debussyho nadhernych barvach mate
»Impression“ Francie, citite ty malite a basniky, tu
krasnou, kultivovanou dobu.

NaSe doba je neuvéfitelna: na jedné strané krasna,
UZasné pokrokova, vynalézavé a nova, na druhé
strané barbarska: mnoho lidi trpi, v mnoha zemich
neexistuje svoboda, pfibyvéa valek. V roce 1918

to vyjadfil krasné anglicky vojak — basnik, ktery

byl pfed koncem vélky zasttelen: ,Basnik nemlze
vic, nez varovat!" To plati i pro skladatele a jiné
umeélce. Americti umélci hraji ¢eskou hudbu velice
Casto a americké publikum ji s nad$enim pfijima.
Nezapomerite ale, Ze také Amerika, moje adoptova-
na zem, ma své velké skladatele, napt. McDowella,
Ivese, Barbera, Coplanda, Bernsteina a jiné. Snazte
se i vy hrat a zpivat jejich dila, i vy ¢esti koncertni
umeélci!

Zavérem: na Prahu jsem vzdy myslel a také nadale
na ni myslim. Dokonce se mné o ni zdavalo:
prochazel jsem se ve snech nejednou prazskymi uli-
cemi, ale nevédél jsem, jak se dostanu zpét domd
— do Ameriky — ke své rodiné. (Jak dobte rozumim
Franzi Kafkovi!) Nejcastéji jsem se ve snech zasta-
voval na rohu ulic Karlovy a Husovy! Nenazyva se
tohle ,,narcismus*?

Jesté jednou vam dékuji za tak krasnou poctu! Pteji
z celého srdce vSe nejlepsi vam vSem, Ceské hudbé
velkou budoucnost jako hudbé svétového vyznamu,
mé rodné zemi trvalou svobodu.

Na brzkou shledanou!

VSeobecné feceno, véfim, ze kazda zemé, byt

ta nejmensi, méa pravo byt svobodna. Svobodné
Ceskoslovensko bylo okupovano dvakrat; v letech
1938-39 a v roce 1968 neospravedInitelnym
nasilim tak, jako byly a jeSté stale jsou malé zemé
na tomto svété. Svoboda je univerzalni cil, kterého
na této planeté musime dosahnout.
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Occupation: a fateful phenomenon which has
passed through the lives of millions of inhab-
itants of our blue planet. Violent entry into
land protected by geographic, spiritual, and
moral borders. Violent entry accompanied by
inconsiderateness, coarseness, and the supe-
riority of the aggressor, often along with the
cowardly participation of the rest of the world.
The humiliation of hundreds of thousands of
honest, honourable, talented people, many of
whom had the disposition to become the pride
not only of their nation, but by extension of all
of humankind. Occupation can also come in
another form: the less literate part of the nation
gradually eliminates its spiritual potential in
order to eventually establish the rule of the
appropriate ones over the chosen ones...

Maestro Karel Husa lived through an occupa-
tion.

His Music for Prague 1968 has been performed
over ten thousand times and the number con-
tinues to grow around the world. In this piece,
the author managed to brilliantly express his
protest against the violation of human rights.
He was not in Prague at the time of the August
occupation, but he carried within himself

a similar course of events: Munich 1938,
mobilisation, and a national determination to
defend the sovereignty of the country. Music
for Prague 1968 s a protest against a retreat
from and capitulation to evil, whose aggression
is presented with further offerings — territory,
autonomy, freedom, honour, solidarity. All in the
false hope that the aggressor will be sated and
deter. These were the words with which Czech
philosopher Karel Kosik used to characterise
this state.

from the laudatio of prof. Jifi Hlavac
(Dean od HAMU 2000-2006)

Speech by Karel Husa,
dr.h.c. AMU
October 20, 2000

Your Magnificence, Spectabiles, Honorabiles,
Ladies and Gentlemen, Dear Guests!

| would like to thank the dean for his beautiful
speech, which | cherish enormously. | hope

that | have at least partially deserved such an
honour. | am proud that it has been awarded to
me here, in the Bohuslav Martint Hall, named
after a man whose life took him to France and
America much sooner than myself. His desire
for knowledge and his music made a huge
impression on me, and | was glad to conduct
his pieces, the free movements, with incredible
emotion. | saw Policka in them and the compos-
er's unspeakable, but also, at the time, impossi-
ble desire to return home. And there is another
similarity connecting me to Bohuslav Martin: our
wives, who are both of French origin.

So many memories come up, it's like a film jour-
nal: my childhood in Bubene€ in Prague, where
my father worked in a handicapped team, where
| would constantly see people with prosthetics in
place of one or both legs — soldiers from the First
World War. And back then, around 1925, people
used to say: “There will never be another war”...
Then it was high school on Strossmayer Square,
the tragic years 1938 and 1939, a few weeks

at the technical university, Jan Opletal’s funeral,
and the shutting down of the universities. For
me, all of a sudden emptiness began...

| helped my father in the shop, | studied paint-
ing, and | took up the violin once again — I'd
began playing it earlier. | was no virtuoso, as

| hadn't practised for over three years. Through
an incredible coincidence, | was introduced to
professor Jaroslav Ridky, who quickly looked
over three little pieces which | had written when
| was thirteen, for the purposes of music-mak-
ing at home, for myself on violin and my sister,
who was learning to play the piano. Professor
}?idky strummed a few tones on the piano, both
low and very high, and said my hearing was
fine. Then he added: “My dear, if you do your
harmony homework, I'll make you into a com-
ponist”. My father was a practical man and so,
after a year, he asked the professor whether

| was talented. Professor Ridky replied: “I don't
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yet know whether he is talented, but would you
prefer to have him at the Prague Conservatory,
or in a German ammunition warehouse”?

In 1941, | passed the entrance exam for the con-
servatory. As promised, professor Ridky made
me into a composer. More than anything else, he
wanted us to write “cleanly”: the score had to be
professionally worked out every time. Composing
began charming me.

After the second world war, once | had finished
the conservatory, | was accepted at the Acad-
emy of Performing Arts, and in 1946, | left for
Paris on a stipend from the French government.
| thought | would stay for two or three years.

My mother — of whom | cannot speak for long
lest | get too emotional — once predicted my
entire life: when | was eight, she bought me

a violin, and then she spoke of how we would
win the lottery and go to France together, which
we would then leave for America where she had
three sisters. There was a small catch in her
bold project: she never bought a lottery ticket.

Immediately upon my arrival in Paris, | realised
how well professor Ridky had prepared me for
my studies: many of the foreign students from
elsewhere were not nearly as technically pre-
pared as | was.

Here, I'd like to add that Czech scores are
among the best. Throughout my teaching career,
| presented Suk’s Zréni (The Ripening) as an ex-
ample of excellent instrumentation. And if Mod-
erni instrumentace (Modern Instrumentation),
written by Jan Rychlik and Jarmil Burghauser

in 1969, had been translated into English, it
would still be counted today as one of the best
textbooks in the world.

In Paris | studied with Arthur Honegger, and was
also later invited to classes by Nadia Boulanger.
| continued my studies in conducting at the Paris
Conservatoire and the Ecole normale following
my excellent technical training in Prague in the
classes of professors Metod Dolezil and Pavel
Dédecek.

In 1949, the Czechoslovak authorities refused to
extend my passport — valid only for France — and
ordered me to return in the following month, at
risk of losing my citizenship. | decided | would
not return. | knew | would not be allowed to

travel freely and | wanted to discover the world.
Professors Honegger and Boulanger helped me

a great deal: my pieces were beginning to be
played not only in France, but all around Europe,
and | also had various opportunities to conduct.

After the performance of my 1st quartet in Brus-
sels at the festival of the International Society
for Contemporary Music in 1950, | was invited
to Darmstadt and Donaueschingen. At the time,
these were the “laboratories of the musical avant
garde”. There were those, of course, that consid-
ered these laboratories “decadent” (we'd known
that word since Goebbels and his “entartete
Kunst”). In those days, Darmstadt and Donau-
eschingen really did bring together the new
streams — that was where new musical thought
was awakened. The great French composer
Olivier Messiaen visited as well.

When | was studying painting, | was already
asking myself: “Why would artists like Monet

or Picasso, who had such a mastery of tradi-
tional craft, suddenly start painting their works
with unusual, non-traditional techniques if they
didn't believe that this would make their work
more effective and convincing? And why would
Schoenberg, who wrote such excellent romantic
works as Die Verklarte Nacht and Gurre-Lieder,
which were accepted with enthusiasm, suddenly
stray off the path”? And the twelve-tone tech-
nigue helped me too, to find new possibilities,
and hopefully also to find a new, personal style.

In 1953, | was invited to record the suite from
Bartok's Miraculous Mandarin for the Club du
disque in Paris. This recording, the first made
in Europe, helped me to receive invitations for
various guest appearances as a conductor.

According to the Czechoslovak authorities, with
my decision to disobey and not return, | had
already lost my original citizenship. | became an
exile. Finding a solution to a situation like that
is not easy. You lose your home, your loved ones
— you have to start all over again. Abroad is not
waiting for you, quite the opposite: it is brim-
ming with thousands of composers and conduc-
tors. Your diplomas are not enough — sometimes,
they are not even valid. At the time, both my
teachers were very important to me, beginning
with the fact that they trusted me even when

| began losing faith in myself. Then | almost
became a French citizen, also thanks to the fact
that | married a French citizen in 1952.



But in 1954, | received an offer to teach at
Cornell University in New York state. “Mademoi-
selle Boulanger” supported me, simultaneously
expressing her grief at the fact that Europe
would lose me. | thought we would return after
three years, but the American university offered
me tenure, and so we have remained in Ithaca
to this day. In 1959, me, my wife, and our entire
family received American citizenship.

All four of our daughters graduated from Cornell
University. In addition to my teaching at this
important institution, | was also an instructor at
the great Ithaca College, where Otakar Sevéik
and Jaromir Weinberger also taught for brief
periods. | travelled around America, Europe, and
Asia, and wherever | went, | tried to conduct the
best Czech and American pieces, as well as my
own music.

| was not in Prague in 1968, but the years of
Nazi occupation will never disappear from my
memory, so when Brezhnev's Soviet Union and
four of its satellite states invaded my country of
birth in August 1968, | wrote Music for Prague
1968. When conceiving this piece, | was flooded
with memories of the Nazis' incursion into
Prague — a devastating experience in my youth;
during my high school studies. With particular
strength, | relived the unforgettable moments
from a Czech Philharmonic concert, some time
in 1940 or 1941, during which | realised for

the first time the unshakeable power of music:
during a performance of Smetana’s cycle My
Country, the fifth poem — “Tabor” — was followed
with an applause so interminably long that the
conductor could not begin “Blanik”. We were
protesting against the occupier! | understand
both these invasions — the Nazi one in ‘39 and
the one in August ‘68 — as blatant violations of
human rights, as heavy international crimes:
after all, every nation, no matter how small, has
a right to freedom! In this piece, | also wanted
to express other Prague experiences: the sound
of bells and image of gardens, in which the song
of a nightingale often resonates in my memories
as a symbol of freedom. Years later, when Alun
Jones, director of the Louisville Ballet, suggest-
ed Euripides’ Trojan Women as a subject for

a ballet, | accepted immediately: what happened
in the Czech village of Lidice in the 1940s, in
Oradour in France, and elsewhere, is still hap-
pening around the world today, and the threat of
another Lidice, another Oradour, forever looms
over the future.

My third protest was in Apotheosis of this
Earth: against the danger of human arrogance
towards nature, against inconsiderate behaviour
in relationships between person and person!
With my music, | wanted to warn against the
possibility of the demise of our beautiful planet
Earth, against the danger of a nuclear tragedy.

| hope the catastrophe whose horrendous vision
| tried to conjure up with my music will never
take place.

My other pieces are symphonies, concerts,
quartets, sonatas — simply put, music without
protest. As we say: muzika.

| held on to my Czech thanks to reading poetry,
especially Halas, Holan, Zahradnicek, Nezval,
Seifert, and particularly Btezina, and, of course,
through correspondence with my family. Of the
composers, only Jan Hanu$ — a dear friend —
has written to me from 1946 up until today. He
continued writing through difficult times, when
we both knew the letters were being read by
someone else. | am immensely grateful to him
for that. It was he who sent me Czech scores
and informed me about developments in Czech
and Slovak music. | was asked by the university
to buy Czech music for the libraries, so | hope

| knew it well, given the circumstances.

At the beginning of the 1990s, | read a paper by
doctor Jaromir Havlik in Hudebni véda (Musicol-
ogy; 1993, articles 1 and 2) with great interest.
After reading his analysis of my first symphony
and listening to Miloslav Kabelac's Dramatic
symphony (1960), which Havlik mentions in
connection to my Parisian piece from 1953,

| was fascinated by how close these composi-
tions are — not only in terms of compositional
technique and structure, but especially in terms
of ideas. | had only met Kabelac once in my life,
briefly, before leaving for Paris. In recent years

| have been thoroughly acquainting myself with
his work, and | have more and more respect for
this contemporary Czech composer.

Czech music is a world phenomenon — what
small nation can boast composers of such genius
as Smetana, Dvorak, Janacek, Martin{, and
many other excellent authors? The Czech Repub-
lic is smaller than one of the smallest American
states, Connecticut. The Czech interpretative
tradition is also in high regard. Czech orchestras,
ensembles, quartets, and soloists are among the
world’s elite, which is an immensely important
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fact given today’s competition. We must value this
fact, but we must also continue performing Czech
music abroad. It is up to younger generations to
continue this tradition, to champion Czech music
as we once did. It can be no other way: us living
composers write of today, the today we know — we
are “chroniclers in tones”! It was always thus:

in Bach’s music, you hear philosophy and faith,
revolution in Beethoven and Smetana, while in
Debussy’s beautiful colours you get an “impres-
sion” of France, you feel the painters and poets,
that beautiful, cultivated time.

Our times are incredible: on the one hand
beautiful, amazingly progressive, inventive, and
new, on the other, barbaric: many people suffer,
many countries have no freedom, wars are on the
increase. An English soldier-poet who was shot
before the end of the war expressed this beautiful-
ly in 1918: “The poet can do nothing but warn”!
This is also true of composers and other artists.
American artists play Czech music often and the
American public accepts it with enthusiasm. But
do not forget that America, my adoptive country,
has its great composers too, including McDowell,
Ives, Barber, Copland, Bernstein, and others. Try
to play and sing their works too, Czech concert
artists!

In conclusion: Prague was always on my mind and
so it remains. | even dream about it: countless
times | walked through the streets of Prague not
knowing how | would get back home — to Ameri-
ca — to my family. (How well | understand Franz
Kafka!) Most often | would stop on the corner

of Karlova and Husova street! Is this not called
“narcissism”?

Thank you once more for this beautiful honour!
With my entire heart, | wish you all the best,

a great future to Czech music as a music of global
importance, and permanent freedom to my coun-
try of birth!

See you soon!

Generally put, | believe that every country, no
matter how small, has the right to be free. Free
Czechoslovakia was occupied twice — in 1938-39
and in 1968 — with unjustifiable violence, just like
small countries were and still are occupied around
the world. Freedom is a universal goal which we
must reach on this planet.

KH
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JIRI KYLIAN

Cesky tanecni choreograf,
tanecnik a fotograf

Déjstvi étvrté (osud)

V lednu 1978 zazvonil v Kylianové kancelafi telefon. U aparatu byl americky impresario Joseph
Wishy. Chtél védét, zda choreograf uZ nékdy slySel jméno skladatele Janacka a zda nahodou
neslySel néco o skladbé s nazvem Sinfonietta. KdyZ byl ujistén, Ze je Kylian plny Janackovy hudby

a Ze zminéna skladba patfi k jeho nejmilejsSim, pozadal jej Wishy, aby postavil na tuto hudbu kratky
balet pro letni festival v Charlestonu. Kylian nadSené souhlasil.

Choreografie se rodila pfirozené, jakoby sama od sebe. Dekorace Waltra Nobbeho — krajina, ve které
miZe kazdy najit kousek toho svého ,,doma*“— a jeho kostymy se pozdéji staly legendarnimi.

Do Ameriky soubor pfijel prvni tyden v ¢ervnu a byl plny ocekavani. Jak zjistili na misté, dostali se
na velmi prestiZni a vyznamnymi osobnostmi zaplnény festival k ucténi Janackovy pamatky.

Také ovSem zjistili, Ze jejich Sinfonietta je aZ na uplném zavéru neuvéfitelné dlouhého a unavného
vecera. VSichni pfedpokladali, Ze bude maly zazrak, kdyZ na jejich vystoupeni zdstanou v séle
néjaci divaci.

To co nasledovalo, ne¢ekal nikdo. Sal byl naplnén k prasknuti aZ do konce predstaveni. Sotva

se znovu ozvaly tény zavérecnych fanfar Sinfonietty, stali jiz vSichni divaci v sale a do bouficiho
potlesku se ozyvalo nekonecné ,bravo”. Tento triumf oteviel Nizozemskému taneénimu divadlu
konecné dvere do vytouZeného New Yorku a dale do celého svéta. Onen uspéch ovsem patfil hlavni
mérou Mistru Janackovi a Mistru Kylianovi.

z laudatia prof. Jifiho Hlavace
(2000-2006 dékan HAMU)



PROSLOV JIRIHO KYLIANA

u prilezitosti udéleni titulu doctor honoris causa
Akademii muzickych uméni v Praze

15. prosince 2000

Véazeni pratelé, priznivci, autority, rodino, kritikové!

Dovolte mi vyjadrit viely dik za to, Ze jste se
po mnoha letech rozpomenuli na popelku vSech
umeéleckych disciplin, na tanec. Ale ja vas chapu.

Tanec je takové zvlastni zvite, které se néjakou
neblahou okolnosti nedostalo zavcas do archy
Noemovy a bylo nuceno se placat potopou, kde
by jistojisté utonulo, nebyt osvicenych a posveé-
cenych lidi, ktefi se o zachranu tohoto zvirete
zaslouZili.

Kdyz jsem byl v letech, kdy se velmi mlady muz
musi rozhodnout ¢im byt nebo nebyt, nebyla mi
tato skute¢nost viibec jasna. Tak jako mi na-
prosto nebylo jasné prani mého otce, aby se, pro
kristapana, jeden z jeho synt (jsme dva!) nestal
vojakem nebo, nedej boZe, baletakem. Clovék
nikdy neméa ponoukat osud — tudiz mdj bratr se
stal dlstojnikem a ja $el k baletu. (Discipliny
mimochodem velmi podobné.) Po tomto osudném
rozhodnuti, které jsem pojal ve velmi Gtlém véku
(bylo mi asi 10 let) nasledovalo pfijeti do pFiprav-
ky Néarodniho divadla. Tehdy jsem mél poprvé
moznost stat na jevisti. Coz bylo néco naprosto
Uzasného. Prijetim na konzervator se situace
podstatné zménila. Tam $lo skute¢né do tuhého,
a nase t¥idnf ugitelka Zora Semberova byla jisté
vyrobena z takového tuhého tésta. Vstépovala
nam (i proti nasi vili) zaklady umélecké discipli-
ny. A protoze ja jsem od prirody moc velkou disci-
plinu nemél, mé nadseni pro tento zplsob prace
nebylo vzdycky takové, jak by si moji ucitelé prali.
Jenze Zora Semberova je &lovék a ugitel zvIast-
niho charakteru, jeji veskerou lasku k pravdivosti
kumstu Ize shrnout do jedné véty. Zora by pro
kumstyfskou pravdu dovedla nejenom zemtit, ale
i zabit. Vzdycky jsem si Zory velmi vazil, prestoze
jsme spolu nékdy valcili. Jsem ji vdécen za vSech-
no, co meé naucila, a za vse, co pro mne udélala.

V dobé studii jsem byl ¢lenem Vysoko$kolského
uméleckého souboru, kde byl uméleckym vedoucim
a choreografem FrantiSek Pokorny. Nikdo mé nepre-
svédil o krase a dlleZitosti choreografie tak silné
jako on. Jeho fantazie, jeho nadseni a jeho vasen
pro tanec a pro choreografii byla velmi strhujici.
Pro mne osobné to znamenalo oddat se choreogra-
fii az do konce Zivota. Toto jsem FrantiSkovi nikdy
do ocfi nefekl, tak se to alespori ted snazim dohnat.
BohuZel se musim pfiznat, Ze jenom velmi zfidka
mluvim o vynikajicich lidech, ktefi se nam pres

na$ houzevnaty odpor pokouseli v&tipit néco, co by
nam snad v budoucnu bylo ku prospéchu. O Mile
Urbanové, Vére Urbankové, Zderkovi Dolezalovi,
Natase Rybinové a mnohych jinych. A to vSe pod
legendarnim vedenim feditele prazské konzervatore
pana Dr. Vaclava Holzknechta, o némz jsme si

s obrovskou chuti vypravéli nadherné peprné
anekdoty.

Na konzervatori mezi lety 1962-1967 mi byla
poprvé umoznéna choreografickéa prace. A pozitivni
kritika PhDr. Dany Pasekové mi oteviela dvefe k dal-
$im uméleckym uspéchim. Jednu z mych prvotin
uvidéla britskd ministryné kultury Jenny Lee, ktera
byla v Praze pfi pfileZitosti otevieni vystavy Henryho
Moora v zahradé Sternberského palce v roce 1966.
| stal se zazrak. Britska rada mi udélila jednoro¢ni
stipendium ke studiu na Anglické kréalovské Skole.
Jestlize nékdo z vas nahodou zabloudil do Londyna
koncem Sedeséatych let, d& mi jisté za pravdu, ze
Londyn v tomto ¢asovém obdobi byl stfedem evrop-
ské kultury. Kazdy, kdo v kumstu néco znamenal,
jel do Londyna, aby to ukézal. V té dobé byl

v Londyné na navstéve také John Cranko — slavny
choreograf stuttgartského baletu. Nikdy mé nevidél
tancit, ale nabidl mi angazméa do Stuttgartu se slo-
vy: ,Bude se ti tam libit, tam vzdycky sviti slunce.”
Jel jsem se tam podivat na Velikonoce — lilo 4 dny
— bez prestani.
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Ve Stuttgartu jsem stravil 7 let, setkal jsem se
svou nastavajici Sabinou, (kterd je mou nastéva-
jici uz asi 30 let), tam mi bylo poprvé umoznéno
pracovat s profesiondly. Moje prvni choreografie se
jmenovala Kommen und gehen a mymi protagoni-
sty nebyl nikdo jiny nez Marci a Haydée a Richard
Cragun. Uspéch byl obrovsky — kritika (od jistého
pana kritika) zni€ujici — moje cténa mati byla
samoziejmé pritomna a také pattitné rozezlena.

A ona, ve svém spravedlivém hnévu, dovede byt
strasna. Jenomze tento spravedlivy vybuch hnévu
na sebe musel nechat ¢ekat celych deset let.
Tehdy jsem byl uz davno reditelem Nizozemského
tanecniho divadla. Prijeli jsme do Stuttgartu hosto-
vat s velmi presvédCivym programem:

1. Zalmové symfonie — Stravinskij
2. Symfonie D-dur — Haydn
3. Sinfonietta — Janacek.

No, takovy docela Uspésny symfonicky program.
Uspéch byl dokonaly — a maminka zase pfitomna.
Bezprostfedné po predstaveni — mejdan v baletnim
sale — po boku mé maminky ja — a prvni gratulant
—onen kritik. Mamincin spravedlivy hnév, ktery
musela zadrzovat po deset let, byl jako zlomeni
biblické sedmé peceti. Tento hnév se apokalyptic-
kym zplsobem z Ust mé matky snesl na hlavu
tohoto nestastnika . — Za p0l roku zemtel. — Ano,
to je moje maminka, kterda mé castecné svou libez-
nou chvélou a ¢astecné dobfe minénou nehoréznou
kritikou vede ke kvalitativnimu zlepseni mych dél.

Co bych vam jesté mél vypravét ? | ? O zalozeni
dvou dalSich slozek naseho souboru — NDT Il + II1.
Prvni jako most mezi $kolou a divadlem, druha
jako most mezi divadlem a smrti. Anebo o vystou-
peni vSech t¥ skupin na Edinburském festivalu
tohoto roku za doprovodu Ceské filharmonie, nebo
jedno vystoupeni NDT v Praze v roce 1980...
nebo o premiére Sinfonietty v Charlestonu v roce
1978... nebo o Arcimboldovi v Praze v tomto roce
... Nebo o navstévé u australskych domorodcd. Ne-
zapomenutelnych zaZitk( bylo mnoho, a doufam,
Ze jesté bude. Na to ted, bohuzel, nebo bohudik
neni Cas.

Presto mi ale dovolte jesté nékolik slov o vyzna-
mu a pozici tance a choreografie v dnesni dobé.
Tanec je nedilnou soucasti naseho globalniho
umeéleckého citéni a je soucasné neodmyslitelnou
slozkou jakékoli lidské socialni struktury. Tanec je
také nejstarSim umeéleckym vyrazem lidstva. Ma
schopnost vyjadrit nejenom city, pocity, vztahy

a rozpolozeni, ale i viceméné abstraktni roviny
lidského byti, a to vSe nesmirné osobnim a osobi-

tym zpdsobem. V tanetnim projevu je zakddovana
moznost zachytit nejdetailnéjsi hnuti lidského
citu. Je v ném zakotvena moznost citlivé reagovat
na stav lidské spoleCnosti a aktivné spolupracovat
na jejim pozitivnim vyvoji.

Ukol nas — choreografd — je nesmirné jednoduchy

a zaroven nekonecné slozity. N&s nastroj je lidské
télo. Mechanicka ¢ast naseho téla je kostra, ktera
se sklada z 206 kosti a 586 kloubd. Tento nastroj
nam teoreticky umoziuje vytvorit nekonecné
mnozstvi pdz a pohybd. V lidském mozku se odrazi
nekonecnost vesmiru. Tento velmi komplikovany
pfistroj nam umozniuje realizovat nase nejodvaznéjsi
fantazie. NaSim Ukolem je tyto dva pély naseho byti
harmonicky sjednotit, aby nam pomohly vyjadfit to,
co chceme nasemu publiku sdélit. To, co definuje
nase umelecké schopnosti, je ale nas vybér z tohoto
nepreberného mnozstvi moznosti. Jenom to, co je
naprosto nezbytné a esencialni k vyjadreni toho, co
mame na srdci, je nutno upotfebit. Michelangelo
fikal, Ze vSechny tvary jeho sochy jsou v kameni je-
nom zaklety, a Ze on jenom musi odstranit prebyte¢-
ny material. Kdmen Urazu je ale v tom, aby ¢lovék
od8krabal ten spravny material.

K tomu, aby si mladi tvirci uvédomili to bohat-
stvi, které je nam k dispozici a k tomu, aby se jim
umoznilo zvolit spravna feseni danych problémd,
k tomu je zapottebi vyskolit vysoce kvalitni ucitele,
kteti maji nejen vynikajici odborné znalosti, ale
jsou také schopni citlivé reagovat na individuaini
kvality svych studentl. Potfebujeme ucitele, ktefi
dovedou podnitit tviréi fantazii svych uc¢id. Ta-
kovych ucitell je dodnes na celém svété Zalostné
malo a ja upfimné doufam, Ze tato instituce, ktera
mi dnes prokazuje tuto Cest, nebude Setfit ani
namahy, ani finanénich prostfedkl k vys$koleni
nejlep$ich ucitell, docentd, doktord, profesord,
mentor( a rektor(, ktefi se neboji vzit na sebe
zodpovédnost za dusevni hygienu pristi generace.
Je nutno si uvédomit, Ze my jsme zodpovédni

za déjiny budoucna.

Ke konci jenom malou pozndmku na téma ,kde
domov mij“. Podle mého nazoru je domov tam,
kde ¢lovék najde dobré pratele, dobrou préaci

a prostedi, které mu umoZznuje tuto praci opti-
malné vykonavat. Je to zvlastni ironie Zivota, ale
tuto otézku si patrné také kladl autor nasi hymny
Kde domov mdj Franti$ek ékroup, ktery dlouho zil,
pracoval a zemftel v Rotterdamu jako rytit Radu
Oranzského a jako feditel tamniho divadla.

Dékuji vam za vasi pozornost.

JK









Jiti Kylian

(1947)

Czech choreographer,
dancer, and photographer

...ACT IV (FATE)

In January 1978, the phone rung in Kylian’s
office. American impresario Joseph Wishy was
on the line. He wanted to know whether the
choreographer had heard about the composer
Janacek and if he hadn’t, by any chance, heard
anything about a piece titled Sinfonietta. When
Kylidn assured him he was full of Janacek’s
music and that this piece was among his
favourites, Wishy asked him to create a short
ballet to this music for the summer festival in
Charleston. Kylian agreed with excitement. The
choreography was born organically, as if of its
own accord. The decorations by Walter Nobbe —
a landscape in which everyone could find a bit
of their own “home” — and his costumes later
also became legendary. The ensemble arrived in
America in the first week of June, full of expec-
tations. As they discovered upon arrival, they
had made it to a very prestigious festival full of
important figures, all there to honour Janacek’s
memory. They also discovered, however, that
their Sinfonietta was at the very end of an
incredibly long and tiring evening. Everyone
predicted that it would be a miracle if any
spectators remained in the hall for their perfor-
mance. Nobody was expecting what happened.
The hall remained packed until the end of the
evening and no sooner had the repeated closing
fanfares of the Sinfonietta died away before the
entire hall was up on its feet, infinite “bravos”
ringing out into thunderous applause. This
triumph finally allowed the Netherlands Dance
Theatre coveted access to New York and thereby
the world. This success, however, was mostly
down to Maestro Janacek and Maestro Kylian.

from the laudatio of prof. Jifi Hlavac
(Dean of HAMU 2000-2006)

Speech by Jifi Kylian,
dr.h.c. AMU
December 15, 2000

Dear Friends, Supporters, Authorities, Family,
and Critics!

Let me express my warm thanks for the fact that
after many years, you remembered the Cinderella
of the arts — dance. But | understand.

Dance is this strange animal that somehow did
not make it onto Noah'’s Ark in time. Forced to
wade through the flood in which it would surely
have perished were it not for the enlightened and
holy persons who took part in saving this animal.

When | was of the age at which a young man
must decide what he will and will not become,
this reality was not apparent to me at all. | equal-
ly failed to see the wish of my father, that one

of his sons (there are two of us!) would not — for
Christ’s sake — become a soldier or, God forbid,

a ballet dancer. One should never tempt fate, so
my brother became an officer and | joined the
ballet. (Two disciplines, incidentally, that have
much in common.) This fateful decision, made at
an early age (I was about ten years old), was fol-
lowed by enrolment in the National Theatre ballet
school. That was when | got my first opportunity
to stand on stage. It was something utterly fan-
tastic. Everything changed with my admission to
the conservatory. That was when things started
thickening up, and our class tutor, Zora Sem-
berova, was certainly made from a thick dough.
She instilled in us (often against our wishes) the
essentials of artistic discipline. And because by
my nature | did not have very much discipline,
my enthusiasm for this work method was not
always of the magnitude my teachers would have
desired. But Zora Semberova is a person and
teacher of a strange character — all her love for
the truth of art can be contained in one sentence.
Zora could not only die for the truth of art — she
could also kill. | always had immense respect for
Zora, although we were sometimes at war. | am
grateful to her for all she taught me and all she
did for me.

During my studies, | was a member of the Uni-
versity Art Ensemble, where FrantiSek Pokorny
was artistic director and choreographer. No one
convinced me of the beauty and importance of
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choreography as much as he did. His fantasy,
his enthusiasm, and his passion for dance and
choreography were riveting. For me personally, it
led to a devotion to choreography that lasted for
the rest of my life. | never said this to FrantiSek
personally, so I’'m trying to catch up now, at
least. Unfortunately, | must admit to speaking
only rarely about the excellent people who — de-
spite our resilient resistance — tried to instil in us
something that might be of benefit in the future.
Mila Urbanova, Véra Urbankova, Zdenék Dolezal,
Natasa Rybinova, and many others. All this at
the conservatory legendarily led by its director,
Dr. Vaclav Holzknecht. We would recount beau-
tiful risqué anecdotes about him to each other
with much zest.

The first time | was allowed to choreograph was
at the conservatory between the years 1962 and
1967. Positive responses from PhDr. Dana Pase-
kova opened doors to further artistic successes.
British minister of culture Jenny Lee was in
Prague for the occasion of the opening of a Henry
Moore exhibition in the garden of the Sternberg
Palace in 1966, and she happened to see one of
my first pieces. A miracle happened. The British
Council granted me a one year scholarship to
study at the Royal Ballet School. If any of you
happened to wander into late ‘60s London, you
will surely agree that at this time, London was
the centre of European culture. Everyone who
meant something in the arts went to London to
show this was the case. John Cranko was visiting
London at the time too — a famous choreogra-
pher from the Stuttgart ballet. He never saw me
dance, but he offered me a position in Stuttgart,
adding that I'd “like it there, the sun is always
shining”. | went to have a look around at Easter.
It rained for four days without stopping.

| spent seven years in Stuttgart, | met my fiancé
Sabina (who has been my fiancé for about

thirty years), and it was the first time | got the
opportunity to work with professionals. My first
choreography was titled Kommen und gehen and
my protagonists were none other than Marci and
Haydée and Richard Cragun. The success was
immense — the critique (by a certain Mr. Critic)
was devastating. My dear mother was of course
present and adequately angered. In her rightful
rage, she can be terrible. But this explosion of
rage had to wait a full ten years. At that point,

| had long been the director of the Netherlands
Dance Theatre. We came to Stuttgart with a very
convincing programme:

1. Symphony of Psalms — Stravinsky
2. Symphony in D major — Haydn
3. Sinfonietta — Janacek

Quite a successful symphonic programme. The
success was complete — and my mother, once
again, present. Immediately after the perfor-
mance — a party in the hall — me at my mother’s
side — and the first well-wisher — that critic. My
mother’s just rage, which she had held back for
ten years, was like the breaking of the bibli-

cal seventh seal. This rage was brought down
apocalyptically from my mother’s lips onto that
poor devil's head. — He died half a year later. —
Yes, that is my mother, who partly through her
loving praise and partly through well-intentioned
but monstrous critique leads me to improve the
quality of my works.

What else should | recount?!? The establishment
of two other components of our ensemble —
NDTII + Ill. The first as a bridge between school
and theatre, the second as a bridge between the
theatre and death. Or about the performance of
our three groups at the Edinburgh festival this
year, accompanied by the Czech Philharmon-

ic, or about an NDT performance in Prague in
1980... or the premiere of the Sinfonietta in
Charleston in 1978... or Arcimboldo in Prague
that same year... or my visit to the Australian
Aborigines. There were many unforgettable
experiences, and | hope there are many more to
come. Woefully — or thankfully — there is no time
for that now.

Even so, allow me a few words on the mean-

ing and position of dance and choreography in
today’s world. Dance is an integral part of our
global artistic sensibility and is also an inherent
component of any human social structure. Dance
is also the oldest artistic expression of humanity.
It has the capacity to express not only emotions,
feelings, relationships, and moods, but also more
or less abstract levels of human existence, and
all this in a supremely personal and distinctive
manner. The possibility to capture the most
detailed movements of human feeling is con-
tained in expression through dance. Within it is
anchored the opportunity to react sensitively to
the state of human society and actively cooperate
on its positive development.

Our task as choreographers is stupendously sim-
ple and also infinitely complex. Our instrument
is the human body. The mechanical part of our



body is the skeleton, which is composed of 206
bones and 586 joints. In theory, this instrument
allows us to create an infinite number of poses
and movements. The infinity of the universe is
mirrored in the human brain. This very com-
plicated device allows us to realise our most
courageous fantasies. Our task is to harmonically
unite these two poles of our existence in order

to help us express whatever it is that we want

to communicate to our audience. What defines
our artistic abilities is our selection from this
immense array of possibilities. Only that which is
absolutely essential and indispensable to express
what is in our hearts must be used. Michelan-
gelo said that all the shapes of his sculpture are
enchanted into the stone, and he must only get
rid of the excess material. The problem lies in
scraping away the right material.

In order for young artists to realise the richness
which is available to us, and in order to allow
them to opt for the right solutions to the given
problems, to this end we must educate teachers
of high standards who have not only excellent
expert knowledge, but are also able to react with
sensitivity to the individual qualities of their stu-
dents. We need teachers who can stimulate their
students’ creative fantasy. To this day, there are
sadly few teachers of this kind around the world,
and it is my sincere hope that the institution
which pays me this honour today will not spare
efforts or finances to create the best teachers,
lecturers, doctors, professors, mentors, and
rectors, unafraid to take on themselves respon-
sibility for the spiritual hygiene of the upcoming
generation. It is necessary to realise that we are
responsible for the history of the future.

Finally, a small note on the question of “where
my home is”. | am of the opinion that home is
where one finds good friends, good work, and an
environment that allows him to carry this work
out in optimal conditions. It is a strange irony

of life that this question was also asked by the
author of our national anthem, Kde domov mdj
(Where My Home Is), FrantiSek ékroup, who
lived, worked, and died in Rotterdam as a knight
of the Order of Orange-Nassau and director of the
local theatre.

Thank you for your attention.

JK
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O0TOMAR KREJCA

(1921-2009)
Cesky divadelni rezisér, herec a zakladatel
Divadla za branou

Vlastné od pocatku tak Krejéa prosazuje v divadle védomi a ovSem i realizaci jistého mravniho a pro-
fesiondlniho fadu: sledujeme-Ii Krejéovu dréhu aZ dodneska, mizZeme se snad odvaZit fict, Ze v dobé
zhrouceni tradiéniho Fadu ve svété chece vytvaret takovy Fad v divadle a na divadle. Cini to ani ne

tak jako nasledovnik osvicencd, tedy intelektual pfindSejicich do divadla, tohoto mista spojovaného
obvykle se zabavnou podivanou a bohémstvim, ideal, ktery by mélo Sifit (i kdyZ pro své ,,intelektual-
stvi“ se zdal v tomto prostfedi napadny): nezapominejme ale, Ze tento velky reZisér je rolnicky syn,
tj. ¢lovék z rodu hospodari spjatych s odvékym fadem pfirody a tvrdou praci na jeji kultivaci, s praci
podloZenou védomé uchovdvanou zkuSenosti (kulturni zkuSenosti) celych staleti.

Proto mizZe Krejéav pFistup k divadlu v dobé, ktera je kromé jiného i dobou zaniku venkova (venkova
v tradiénim smyslu) pdsobit aZ podivinsky (vzpomerime na jeho obranu Divadla za branou ll, jejiZ
vychodiska se od Krejcovych gymnasialnich tezi opravdu pfilis nelisi).

0 Zadné podivinstvi ovsem nejde, nybrZ o ddleZitou tradici (intelektualné rozvijenou tradici), bez
jejihoZ péstovani by bylo chudsi nejenom divadlo, ale i Zivot, ma-li byt Zivotem kulturnim.

Navrhujeme-li dnes udélit Otomaru Krejcovi Cestny doktorat, ¢inime to nejenom pro jeho nepomi-
nutelné umélecké zasluhy, ale i proto, abychom si pfipomnéli tuto tradici, zvIast také pro ceské
umélecké Skolstvi tak dileZitou, jejimzZ je Otomar Krejéa v Ceském divadle vrcholnym pfedstavitelem.

z laudatia prof. Jaroslava Vostrého
(1993-1995 rektor AMU)



PROSLOV OTOMARA KREICI

u prilezitosti udéleni titulu doctor honoris causa
Akademii muzickych uméni v Praze

24. kvétna 2002

Vase magnificence pane rektore, Spectabiles,
Honorabiles, vazené damy, vazeni panove,

dékuji vam — vzrusené a dojaté — , ze jste prija-
li pozvani na toto verejné slavnostni zasedani
Umélecké rady AMU.

Laudator temporis acti, profesor Jaroslav Vostry,
charakterizoval tvorbu obou divadel, kterd jsem
mél Cest v Praze fidit, i mdj osobni podil na ni
zretelné, znale a uznale. Dékuji mu za to. Zdélo
se mi, jako by mé svou charakteristikou zbavoval
zarover i urCité distance a restituoval muj status
— jak se v divadelnich kruzich vyvinul zejména

v poslednich ponékud vyprazdnénych a bezpri-
zornych osmi letech.

Citim se tu tvari v tvar pocte, které si velmi, velmi
vazim, rovnéz velmi, velmi nesvdj. Mam totiz
radost a pral bych si, aby mé strazny duch této
chvile neopoustél az do konce dni, které si
divadlo jesté ode mne vyzada. Ale nemél jsem
vlastné ve svém divadelnim Zivoté nouzi o chvile
podobné souladné, jako je tato. Chodival jsem se
totiz, jak jsem jen mohl, divat na reprizy nasich
inscenaci a dost Casto jsem byl na jevisti i v hle-
disti svédkem pohnutlivych udéalosti.

Moje pamét tyto zaZitky stfezi jako veliky poklad,
ktery mi vSichni tvlirci predstaveni — a to byli vét-
Sinou opravdu vSichni ¢lenové divadla — pfipra-
vili. Nefikaval jsem jim to, abych si je nepokazil.
Az dnes jim v8em dékuji, a vzpominam na ty,
ktefi uz odesli.

Laudatio pfipomina, Ze od studentskych let do-
dnes zamérfuji své sily vlastné na totéz: na urcity
typ divadla a samozfejmé na vSechno, co s timto
typem souvisi. Jevi se to tak i mné. Ani jeden

z titull, které jsem doma nebo venku reZiroval,
jsem nedélal z oportunnich divodd, nikdy jsem

se z pout té celoZivotni souvislosti nedokéazal
vyvazat.

Na dobu ,,malin nezralych“ se dnes ohlizim do vel-
ké dalky, pres mnoha desetileti. A uz tim souslo-
vim mi do pohledu vstupuje ¢as, poznamenany
jevistém.

Z téch davnych dnd ne-smyslového poznani, cha-
pani bez zavazku racionality, ke mné doléhaji
véty juvenilniho tuseni, bezdécné jistoty, nevédo-
mé, trochu nesnesitelné sebedlvéry. Ale tataz
slova, tytéZ teze maji pro mne dnes — kdyz se
pfes rampu €asu pokousim vnimat, jak byla
»inscenovana Zivotem* — docela jinou tvarnost

a méné holy smysl nez v dobé, kdy z dvojrozmér-
né podoby na papife teprve zacinala vstupovat
do déjici se hry.

Symbolika podobenstvi o navratu ztraceného
syna je propastna.

Kdyz maliny dozravaji, opoustime my, mladsi sy-
nové, rodny diim a poustime se smérem, kterym
nas to tdhne. Nevédomé sméfujeme za instinktiv-
nim poznanim, za snem, zakonem, za fadem,
stalosti, za jistotou — za stejnou zfejmosti v me-
tafyzice, jakou nabizi systém matematickych
konstrukci. Z&hadné iracionalita vSak houstne,
sdruzuje se, koaluje s pfizemné pragmatickym
rozumem; zjistujeme, Ze Zivot je nenapravitelny
nesoulad (kdyby jen nesoulad!), Ze usilovani
lidského ducha o dosaZeni pevnych koordinat je
marné, nevypoCitatelnost stala, Ze pred osudem
neutegeme. Ze i ti filosofové, ktefi vysilaji proti
tryznivé vladé nejistot andély dobroty, lasky

a viry, prozatim nikdy nepochodili. Zakladem
lidského svéta z(stava nejistota. Zvazovani Ghrnu
Zivota rozumem nevychazi nikdy nacdisto, beze
zbytku: néceho se bud nedostava, anebo néco
prebyva.
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Az se jednoho dne zastavime — na orbitu, ztracené
v prazdnu, v jakémsi apogeu, co nejdal od zemé,
mezi velmi jistou nejistotou a velmi nejistou
jistotou.

V mladi vnukala jistotu intuice, nebo spi$ nepous-
téla nejistotu ke slovu. Dnes zbyla ze vSech stran
diskurzivnim poznanim provéfovanda staronovéa
skute€nost: divadlo dramatu.

Zivelng, bez védomé intence, mé od raného mladi
pritahovala literatura. S postupujicim vékem jsem
se, nevim jak, ocitl v zajeti divadelnich her; téch,
co vychéazely v novinach na vystfihovani, nebo po-
rliznu pro ochotniky v brozovanych sesitcich. Pak
jsem jednou Cetl hru o ni¢em: nic se v ni nestalo,
ani zadnou hlavni postavu neméla, ale roztrasla
mé zvlastnim dojetim, nesla mi z hlavy. Zacal
jsem si pak vSimat jmen autorl. Od té doby mé
po cely Zivot vaze k nékterym dilim dramatickych
basnikd zavislost, které zcela podléham.

,U divadla“ jsem mél netusené Stésti; mohl jsem
nahlédnout do historického terénu evropského
divadla dramatu, ¢asové ohrani¢eného takovymi
dramatickymi basniky, jakymi byli Aischylos

v letech jeho vyvstavani a Beckett v dobg, kdy se
zacala rysovat i moznost ,konce hry“. V takovych
dimenzich ztraceji disaznost a mizi ze vzpominek
i veSkeré sviravé, veskeré Gasné limity spravcd
patrimonia ¢eské kultury.

Aischylova tragédie Prosebnice se v Syrakusach
na Sicilii hrala v autorové rezii pred plltfetim tisi-
ciletim za vlady Hiérona I., povéstného ochrance
basnika.

Beckettdv text Cekan/ na Godota, plivodné na-
zvany pouze Cekdni, inscenoval pred pilstoletim
v malém pafizském divadle Théatre de Babylone
reprezentant ,,nového divadla“ Roger Blin.

Aischylos, dramatik svrchované basnické

a moralni sily, uvadi na jevisté svét smyslu, radu
a mravu. Nasili v ném bude potrestano; pdvodci
nasili budou za své viny pykat.

O dva a pdl tisice let pozdé&ji traktuje Beckett
rozpad individua az po ztratu identity, strach a zne-
chuceni ze svéta, ze Zivota bez hodnot; rozehra-
va hrdzu ze svéta, ktery ztraci smysl, absurditu
lidské existence, kterou nic nem0ze absolutné
zdlvodnit. Prostor Beckettova svéta se scvrkl na Ge-
kani, prozivané dvakrat v ¢im dal bezvychodnéjsi
podobé.

Mel jsem moznost inscenovat Aischylovy Proseb-
nice v Teatro Greco, kde se kazdy druhy rok kona
festival, na misté jejich prvniho uvedeni. Pro

15 000 divakui existuji ptvodni mista k sezeni.
Hrat se zacind, jako tenkrat, za denniho svétla;
kdyz se pak slunce nofi do mofre, rychle se tmi —
a padesat feckych divek-exulantek zpiva feckému
krali zoufalou prosbu o asyl — soumrakem vane
metafyzicka Uzkost, ducha jimajici, horror animum
subit; v iritujicim tajemném zplostujicim pfisvitu,
provokujicim mytus hrlizy, se vladat bézi radit se
svym lidem, které ze dvou teSeni vybrat: zda hnév
bohd, anebo valku s Egyptany. A dalsi, hlubsi
horor jima dusi — jaké pravda se tu hleda? Nenf
feSeni neteSitelného tragédie? Neni tragédie urcity
druh ,,déni pravdy“?

Ctytikrat obnovena inscenace Cekdni na Godota,
hry dosud hravané v malych komornich prostorech
jako nespoutané intelektualni fraSka, méla na fes-
tivalu v Avignonu premiéru na Cour dHonneur

s hledi$tém pro bezmala 4 000 divakd. Ukazalo
se v8ak, ze ,déni pravdy, jez tkvi v uméleckém
dile”, dokaze ovladnout tak velky prostor, jak je
schopna prostoupit kvalita hereckého vykonu.

O Trech sestrach, druhé inscenaci Divadla za bra-
nou, napsala Jana PatoCkova, Ze ,opravdové he-
recké tvorby je v predstaveni... mnohem vice, nez
je v nasich divadlech zvykem* a zarovefl pozname-
nala, ze ,naroky, které v nasem divadle klademe
na herce, plsobi ovéem i na kritéria divak{“.

Tak presna a ptisna charakteristika autentického
vztahu jevisté s hledistém, herecka tvorba nahléd-
nuta jako faktor, ktery formuje kritérium divéka,
byla sotva kdy v divadelni kritice formulovana tak
rigoréznim zplsobem: jako fenomén Zivotaschop-
nosti divadla. Kdo by vSak tehdy tusil, ze opomi-
jeni tohoto ozivujiciho zakona divadelni symbidzy,
nevSimavost ke vzajemné podminénosti neustale
obnovované herecké tvorby s kvalitativni rozliSova-
ci schopnosti divackou, mdzZe divadelnictvi dovést
az na pomezi bezprizornosti.

Dnesni masovy ¢lovék dostava na své otazky za-
plavu apartné stfizenych odpovédi. Cim vice ale
uklidiujictho Sumu, tim znepokojivéjsi ticho se
za nim rozevira.

Odborné, vystizné odpovédi, plné vyhlidek a prece
na nic v kone¢ném ddsledku neodpovidaji.
Existence, Zivot, védomi, duch, svoboda, vSech-
ny zakladni aspekty byti zlistavaji stle stejnou,
do odvéké dramatické dichotomie rozepjatou
hadankou.



Velky dramatik se obird otdzkami, na které ne-
existuje kone¢na odpovéd. Budi tak nové, zasad-
né neuzaviené tazani. OZivuje zvédavost.
OZivuje zivot.

Ptirodni védy nejsou véazany lidskou dimenzi, prin-
cipy svéta lidskych smysl( a kategoriemi, na nichz
Ipi lidsky duch. Védec, zejména od chvile, kdy
realizoval procesy, které se v domoveé ¢lovéka,

v prirodé, nedé&ji, opustil skute¢nost lidského své-
ta. Pravou skutec¢nosti mu neni Clovék, ale proces,
ktery uvadi do chodu, proces lidskou feci lidskému
svétu Casto nesdélitelny. Mefistofelové dnes-

nich Faustd vladnou neodolatelnou démonii: jak

v oblasti mentélnich konstrukci, tak v prirodnich
védach nabizeji diikazy pro jakékoli hypotézy.

Sférou umélce z(stava pevny stfed kruhu, po je-
hoz obvodu se vSe fiti do nezndmé budoucnosti.
Umeélec o tom nic netvrdi, ale na vSechno se
taze. Proziva své tazani a Zije jim.

Jaké prostory rozevira, co zanechava v paméti
divadlo, které se osvobodilo z vazného souziti

s dramatikem, z principu zlehcuje a komoli jeho
zvést, podrizuje dramatickou basen tomu, co
koho pravé napadne? Co zbylo z projektl herec-
kych komun, které Sly jesté dal a pokousely se
splétat z momentalnich nejprivatnéjsich osobnich
zkusenosti jevistni happeningy (v nichz teprve
masmedialni informace objevila umélecky ¢in)?

Proces, ktery jiz mnohde zac¢ina narazet na vnitt-
né zakomponované a stézi prekroCitelné hranice,
je na Ceskych jevistich, zda se, dosud pevné pri-
tomen v disledku pfetrvavajici hybris, presvéd-
¢ené, ze hybnou silou divadla je ,jak“ a , kdo",
nikoli basnikovo ,co".

Mél jsem to Stésti, ze jsem se mohl déiné setkat

i s nékterymi z dal$ich nejddsaznéjsich dramat
evropské provenience a pokouset se je transpono-
vat do aktualné ptitomné, jevistné konkrétni po-
doby; délo se tak doma i v zahranici, v domech
divadel néarodnich s velkym i malym ,en“. Kazdé
z téch predstaveni se snazilo nahmatat, co je
evropska divadelni kultura, a poukazovalo - jiz

a pravé tim — na cihajici dehumanizaci mezilid-
skych vztahd, civilizaéni barbarstvi, na univerzal-
ni slepotu a nedostatek stoudnosti svéta, kterému
je stéle Ihostejnéjsi, ze umélecké dilo je obrazné
Zivé a ozivujici, nebot je potencialné prostorem,

v némz se odehrava, vystupuje ke zjevnosti pravda.

Jevistni dilo pak je Zivé v doslovném smyslu.
Pravé tak jako my Zije jen ve svém Case, pokud
predstavuje, poukazuje, vyjevuje — kdy se déje.
Je neopakovatelnou udélosti.

Laudatio hovofi, presvédcivé a vstficné, o ,tuseni
jakéhosi az mrazivé ‘objektivniho’, tj. basnického
fadu véci, vznikajiciho uprostied a ze subjektiv-
niho, tj. kazdodenniho chaosu”. Az tam mé tedy
dovedla zprvu bezdécna intence, vymezujici préa-
vo prekroku z kazdodennosti Zivota na svrchova-
né jeviste, schopné stat se prostorem rezonujicim
na zablesky ,basnického fadu véci“? Kdybych

se mél znovu vydat po oblouku téch nevratnych
pétasedesati let, pfes vSechny otfesy by pro mne
evropské divadlo dramatu zlistalo uméleckym
druhem, nadanym jedine¢nou schopnosti zptitom-
novat a sdilet ,,déni pravdy“ a onoho fadu, ktery
neni nasim produktem ani majetkem, ale v pod-
statném ohledu néas vSechny pfesahuje.

OK












Otomar Krejca

(1921-2009)

Czech theatre director,

actor, and founder of Theatre
Behind the Gate

From the very beginning Krej¢a pushed for

a knowledge and of course an implementation
of a certain moral and professional order in

the theatre. If we observe Krejca’s career to

the present day, perhaps we could say that at

a time when the traditional order of the world

is collapsing, he wants to create this order in
the theatre. And on the stage. He does so not

so much as an heir of the Enlightenment, i.e.
intellectuals who bring into the theatre — this
space usually connected with entertainment and
bohemianism — an ideal which it should aim to
spread (though its “intellectualism” has made

it highly conspicuous in this environment). Let
us not forget, however, that this great director

is a peasant’s son, i.e. a man from a lineage of
farmers connected to the age-old order of nature
and the hard work of its cultivation, their work
supported by the consciously preserved expe-
rience — cultural experience — of entire centu-
ries. This is why Krejca’s approach to theatre in
a time which — among other things — is a time of
the demise of the countryside (in the traditional
sense) can seem almost eccentric (think back

to his defence of Theatre Behind the Gate Il,
whose approaches really did not change much
from Krejca’s high school theses). This is no
eccentricity, however: rather, it is an important
tradition (an intellectually developed tradition)
without which the theatre would be poorer, and
so would life, if it is to be a cultured life. If we
propose today to award an honorary doctorate to
Otomar Krejca, we do so not only due to his sig-
nificant artistic achievements, but also in order
to remind ourselves of this tradition, so impor-
tant for Czech artistic education in particular, of
which Otomar Krejéa was a prime exponent in
the Czech theatre.

from the laudatio of prof. Jaroslav Vostry
(Rector of AMU 1993-1995)

Speech by Otomar Krejca
dr.h.c. AMU
May 24, 2002

Your Magnificence Rector, Spectabiles,
Honorabiles, Dear Ladies, Dear Gentlemen,

| thank you — with excitement and emotion — for
accepting the invitation to this festive public
meeting of the Artistic Council of AMU.

Laudator temporis acti professor Jaroslav Vostry
characterised the work of both the theatres | had
the honour of managing in Prague — as well as

my personal involvement in them — with clarity,
erudition, and appreciation. | thank him for that.

It seems to me that his characterisation has rid me
of a certain distance and reinstituted my status as
it developed in theatrical circles in the preceding
empty and somewhat aimless eight years.

Face to face with this honour — which | truly and
deeply value — | feel immensely uncomfortable.
Nevertheless, | am happy and wish that the
guardian angel of this moment would stay with
me for the rest of the days the theatre will
demand from me. But in fact, there was no lack
of moments similarly harmonious to this one in
my theatrical life. Whenever | could, | would visit
performances of our productions, and, very often,
| witnessed moving events both on the stage and
among the audience.

My memory guards these experiences as a great
treasure, prepared for me by all the creators of
the production — usually all those involved in the
theatre. | used to withhold this from them so

as not to spoil them. | only thank them today,
remembering those who have left.

The laudatio recalls that since my student years

up until this day, | have focused my abilities

on essentially the same subject: a certain kind

of theatre, and of course, everything related to

it. It seems the same to me. None of the titles

| directed — both at home and abroad — did | do for
opportunistic reasons. | could never free myself
from the shackles of lifelong continuity.

| look back on the times of the “unripe raspberries”
from a great distance; over several decades. And
with that phrase, time enters the view, marked by
the stage.
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From those ancient days of non-sensory
knowledge, of understanding without the
commitment of rationality, words of juvenile
premonitions reach me, of unwitting certainty,
of unconscious, somewhat insufferable self-
confidence. But those same words, those same
theses today — when | try to sense, over the ramp
of time, how they were “staged by life” — have
for me an entirely different form and a less bare
sense than at a time when two-dimensional
shapes on paper were only beginning to enter
into the play in progress.

The symbolism of the parable of the return of the
prodigal son is abysmal.

When raspberries ripen, we, the younger sons,
leave our house of birth and go wherever

feeling takes us. Unconsciously, we aim for
instinctive knowledge, for a dream, for law, order,
constancy, certainty — for the same apparentness
in metaphysics offered by the systems of
mathematical constructions. Mysterious
irrationality, however, thickens, unites, coalescing
with shallow, pragmatic reason; we discover that
life is an incorrigible incongruity (if only it were
nothing more than incongruity!), that the striving
of the human soul to reach stable coordinates is
in vain, that unpredictability is constant, that we
cannot escape fate. That even those philosophers
who sent the angels of goodness, love, and faith
against the agonising rule of uncertainty have

so far never succeeded. Uncertainty remains the
foundation of the human world. Contemplating
the sum of life through reason never comes out
clean; without a remainder: something is always
either lacking or superfluous.

Until one day we stop — in orbit, lost in
emptiness, in some kind of apogee, as far from
the Earth as possible, between a very certain
uncertainty and a very uncertain certainty.

In youth, intuition suggested certainty, or rather —
it held back uncertainty. Today, a renewed reality
has been screened by reason from all sides: the
theatre of drama.

From an early age, | was elementally, without
conscious intention, attracted to literature. | don’t
know how, but as | grew older, | was captured

by plays; those that came out in the papers for
one to cut out, or published for amateur theatre
companies in little paperbacks. Then | happened
to read a play about nothing: nothing happened,

it had no main character, but it moved me in

a strange way and refused to exit my mind.

| then started to notice the names of the authors.
From that moment and for the rest of my life, an
addiction has bound me to some works of the
dramatic poets, and | wholly succumb to it.

| had unexpected luck “at the theatre”: | could
look into the historical terrain of the European
theatre of drama, bordered in time by such
dramatic poets as Aeschylus (in the years of its
emergence) and Beckett (at a time when the
“end of the play” became a possibility). In these
dimensions, all the constricting and temperate
limits of the guardians of Czech cultural
patrimony lose their importance and fade from
memory.

Aeschylus’ tragedy The Suppliants was
performed in Syracuse in Sicily, directed by the
author, two and a half millennia ago during the
reign of Hieron |, famed protector of poets.

Beckett's Waiting for Godot, originally titled
simply Waiting, was produced a half-century ago
in a small Parisian theatre, Théatre de Babylone,
by Roger Blin, a representative of the “new
theatre”.

Aeschylus, a playwright of towering poetic and
moral force, brings a world of meaning, order,
and morality onto the stage. Within it, violence
will be punished and the originators of violence
will suffer for their crimes.

Two and a half thousand years later, Beckett
writes about the falling apart of the individual,

a loss of identity, fear of and disgust for the world
and a life without values. He plays out the horror
of a world losing its meaning, the absurdity of
human existence which can never be absolutely
validated by anything. The space of Beckett's
world shrinks down to waiting, experienced twice
in a progressively more desperate form.

| had the opportunity to stage Aeschylus’
Suppliants at the biennial festival at the Teatro
Greco, at the site of its first performance. The
original seating is still available, and fits fifteen
thousand spectators. The play begins, as it

did back then, when the sun is still up — as it
submerges into the sky, dusk falls quickly. And
fifty exiled Greek girls sing a desperate plea

for asylum to the Greek king. Metaphysical
anxiety wafts through the twilight, gripping the



soul, horror animuni subit; in the mysterious,
irritating, and flattening half-darkness, provoking
the myth of horror, the ruler runs to consult

his people on which of the two alternatives he
should choose: either the wrath of the gods or
war with the Egyptians. And another, deeper
horror grips the soul — which truth is being
sought here? Is the solution of the insoluble

not tragedy? Is tragedy not a certain kind of the
“happening of truth”?

The production of Waiting for Godot (renewed
three times), of a play thus far given mostly

in small, chamber spaces as an unbridled
intellectual farce, was premiered at the festival
in Avignon on the Cour d’Honneur with an
auditorium that could seat four thousand
spectators. But it came to pass that the
“happening of truth, which resides in the work
of art” can control as large a space as can be
permeated through the quality of the acting.

Jana Patockova wrote of The Three Sisters, the
second show of Divadlo za branou (Theatre
Behind the Gate): “There is much more of

the true art of acting than is common in our
theatres,” also noting that “the demands

we make of our actors in the theatre also
influence the criteria of the audience”. Such

a precise and strict characterisation of the
authentic relationship of the stage and the
auditorium, acting seen as a factor forming the
audience’s criteria, was seldom formulated in
theatre criticism in such a rigorous manner:

as a phenomenon of the viability and vitality
of theatre. Who could have known back then
that neglecting this life-giving law of theatrical
symbiosis, an indifference to the mutual
conditionality of constantly renewed acting
with the audience’s capacity for qualitative
distinction, could lead the theatre to the borders
of irrelevance.

Today's mass humans receive a flood of stylishly
cut answers to their questions. The more calming
noise there is, the more disturbing the silence
opening up beyond it becomes.

These are all expert, precise answers, full of
prospects, and yet they fail to conclusively
answer anything. Existence, life, consciousness,
spirit, freedom — all the elemental aspects of
being remain the same riddle stretched across
the age-old dramatic dichotomy.

The great dramatist is concerned with questions
that have no final answer. He thus awakens new,
crucially open-ended investigations. Giving life to
curiosity. Giving life to life.

The natural sciences are not bound by the
human dimension or the principles of the world
of the human senses and the categories to
which the human spirit is attached. Scientists,
especially since they have begun coming to terms
with processes not taking place in the home of
mankind — in nature — have left the reality of the
human world. The true reality for them is not
the human, but the processes they have set in
motion, processes often impossible to transmit
to the human world in human language. The
Mephistopheles of today’s Fausts rules as an
irresistible demon, both in the area of mental
constructions and in the natural sciences,
offering proof for any hypothesis.

The sphere of the artists remains the solid

centre of the circle on whose borders everything
plummets into an unknown future. The artist says
nothing of it but asks about everything, living
through their own questioning while living it.

What are the spaces opened up by theatre,
what is left in the memory of a theatre that

has freed itself from a serious cohabitation

with the dramatist, in principle lightening and
mutilating their message, subordinating the
dramatic poem to whatever anyone comes up
with at some point? What is left of the projects
of actors’ communes, which went even further
and attempted to weave happenings for the
stage (in which only mass-media communication
discovered an artistic act) from the most private
of their momentary personal experiences?

The process — which on many occasions begins
to reach the limits, internally composed and
difficult to cross — seems to be securely present
on the Czech stage as a consequence of the
persistent hubris, convinced that the moving
force of theatre is the “how” and the “who”, and
not the poet’'s “what”.

| had the good fortune in my profession to come
into contact with some of the most important
dramas of European provenance and attempt

to transpose them into a currently present,
concretely staged form. This took place both

at home and abroad, in the houses of national
theatres both with a capital “N” and without.
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Each of these productions tried to discover what
European theatrical culture was, pointing out —
precisely at that — the lurking dehumanisation
of interpersonal relations, civilisational
barbarism, and the universal blindness and
insufficient reticence of a world progressively
more indifferent to the fact that the work of art
is figuratively alive and revitalising. Just as the
space in which it takes place potentially allows
truth to come to the fore.

The stage work is then alive in a literal sense.
Just like us, it lives only in its time, to the extent
that it introduces, refers, and makes apparent —
when it happens. It is an event that cannot be
repeated.

The laudatio speaks with conviction and
helpfulness about the “premonition of some
chillingly ‘objective’, i.e. poetic order of things,
created in the middle of and from the subjective,
i.e. everyday chaos”. Is that how far the originally
involuntary intention has taken me, demarcating
a right to step over from everyday life to the
paramount stage, capable of becoming space
resonating to the flashes of the “poetic order

of things”? If | were to set out again across the
arch of those irreversible sixty five years, despite
all the tremors, the European theatre of drama
would remain for me an artistic form gifted with
the unique capacity to make apparent and share
the “happening of truth” and of an order which
is neither our product nor property, but in an
important sense transcends us all.

OK
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JAN SVANKMAJER

(1934)
filmovy rezisér, animator a vytvarnik

NepfFedvidatelné obrazy Jana Svankmajera

Jan Svankmajer kdysi fekl, Ze film mé oproti divadiu tu vyhodu, Ze ,si miZe na divéky pockat“
— nepomiji totiZ tak rychle a beznadéjné jako divadlo, miZe dojit plného a autentického uznani
i s jistym odkladem. Diky tomu Ize poznévat i ¢asové odlehlé faze Svankmajerovy tvorby, v niz se
divadlo propojilo s filmem.

Nad divadelnimi inscenacemi, na kterych pracoval pred desitkami let, se zaviel cas. Uchovalo se par
fotografii a vice &i méné matnych vzpominek. Divadlo je nicméné trvalou soucdsti Svankmajerova
Zivota, protoZe se stalo mistem, v némz doslo k prvnim dvéma urcujicim setkanim jeho Zivota a tvor-
by: jako Ctyriadvacetilety Cerstvy absolvent oboru loutkarstvi na DAMU se setkal s Emilem Radokem
a o dva roky pozd€ji se opét diky divadlu seznamil se svou Zivotni partnerkou Evou. Z podstaty téchto
setkani vyplyva, Ze trvaji dodnes a stale prinaseji inspiraci a prekvapeni. Z téchto setkani se také Zivi
neustaly, vice &i méné viditelny pohyb Svankmajerovy tvorby — pohyb, jenZ vede k jednoté.

z laudatia PhDr. Michala Breganta
(2002-2008 dékan FAMU)



PROSLOV JANA SVANKMAJERA

u prilezitosti udéleni titulu doctor honoris causa
Akademii muzickych uméni v Praze

16. kvétna 2003

Vazeny pane rektore, pani dékani, vazeni
kolegové, damy a panové,

dovolte mi, abych zde, pfi této pro mne tak vzac-
né prilezitosti, prednesl malou apotedzu loutko-
vého divadla. Loutky jsou totiz pevné zakotveny
v mé mentalni morfologii, a proto se k nim

ve svém Zivoté a tvorbé stale vracim jako k néce-
mu, co pro mne znamena urcitou jistotu ve vzta-
hu k okolnimu svétu. Obycejné se k nim uchyluji
ve chvilich urcitého ohrozeni. Vytvarim tak totiz
své Golemy, ktefi mé maji ochréanit proti pogro-
mdm reality.

Kdyz mi bylo osm let, dostal jsem od otce k Va-
noctm loutkové divadlo: tak jako existuji urcujici
setkani s osobnostmi, kterd znamenaji fatalni
zménu v nasem zivoté, tak analogicka setkani
existuji i s predméty nebo prostredim, ktera

do konce zivota nebo aspor na dlouhou dobu
ovlivni nase mysleni, nasi tvorbu, nas Zivot.

A praveé takovym urcujicim setkanim byl dar lout-
kového divadla. Bylo to klasické rodinné divadlo
s litografickymi kulisami nalepenymi na preklizce
a pak lupenkovou pilkou vyrezanymi. S rolovaci
¢ervenou oponou, s loutkami na draté a nitich,
se sadrovymi hlavi¢kami, nozickama a ruc¢i¢kama
pestre omalovanyma. A k tomu Utlé knizeCky

s loutkovymi hrami od Schweigstila a jinych.

Od té doby Ize celou mou tvorbu pomérovat tim-
to setkanim. Vlastné vse, co délam, je loutkové
divadlo. Moje filmy, grafika, kolaze, keramika,
objekty, vSe mé kofeny v infantilnim pohledu

na svét, ktery na sebe vzal podobu loutkové scé-
ny se symetricky fazenymi kulisami a postavicek
povésenych na nitich. Samoziejmé, ze béhem
Casu dostal tento vztah symbolicky vyznam. Svét
loutkového divadla je pro malé dité alternativnim
svétem ke svétu dospélych. Sem mizZe vnaset

a fesit zde problémy, s nimiz si ve skutetném

Zivoté nevi rady. Navic je to svét, ktery ovlada,

a tudiz svét jako stvoreny pro realizaci jeho ima-
ginativnich snd. Je to prostor pro realizaci ,ne-
mozného“, neslucitelného s ,dobrou vychovou“.
Jaké obrovskd moznost vSemoznych kompenzaci.

S loutkovym divadlem mate pocit, ze mizZete
Celit celému svétu a mstit se mu. Nebot jak pravi
smaragdova deska Herma Trismegista: ,,Co je na-
hote, je i dole*, Cili: co je dole (loutkové divadlo),
je i nahote (realny Zzivot). Diky détské zkuSenosti
s loutkovym divadlem jsem vlastné dnes schopen
realizovat i ty zdanlivé nerealizovatelné sny. A to
je moznéa nejvétsi ,pfinos” tohoto uréujiciho
setkani.

Posledn/ trik pana Schwarcevalda a pana Edgara,
Rakvickarna, Don §ajn, Néco z Alenky, Lekce
Faust, tam vsSude jsem vzdal hold této infantilni
obsesi. Ale i jedno z mych oblibenych témat, vlast-
né téma nejfrekventovang;jsi, totiz téma manipu-
lace, ma svij pdvod v této détské hracce, nebot
dité-loutkar brzy pozna, ze je vlastné schopno
pomoci niti nejen loutkami pohybovat, ale Ze je
schopno urcovat i osudy postav, které jednotlivé
loutky predstavuji. Ze je tudiz panem jejich osudu.
A odtud uz je jen kri¢ek k myslence, zda i my
nejsme takto nékym fatalné vedeni, nékym mani-
pulovani podle jeho rozmaru. A tak se dité-
-loutkar vlastné zahy dostava k zakladnim otazkam
lidské existence, jako jsou odevzdanost a po-
sluSnost na jedné strané a svoboda a vzpoura

na strané druhé. Kdyz si pak tento infantilni vztah
k loutkovému divadlu (a ke svétu) pfenesete

do dospélosti, zjistite, ze vlastné vSechno, co jste
si vymysleli pfi svych détskych hrach, do puntiku
funguje v dospélém zivote, jenze postavam ne-
jdou od rukou nité a z hlavy drat, ale jinak se
chovaji, jako by je méli; kdyz ale nad jejich hla-
vami nevidite zadnou ruku ,vodice“, zaCnete ji
hledat jinde. A dojdete k poznani, ze tato ruka
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mdze mit nejriznéjsi tvary: od televizni obrazovky
pres billboard u silnice az po policejni uniformu.

Loutka a nité nebo vodici drat jako analogie udélu
¢lovéka a jeho spojeni s né¢im, co je nad nim

a co urcuje jeho osud, jsou znamy z riznych
nabozenstvi a mytd:

Napftiklad Platén v Zakonech pise: ,,Pomysleme
si, Ze kazdy z nas, zivych tvord, je bozi loutka,
sestrojena bud jako hratka boh{ nebo jakoby

k néjakému vaznému Ucelu; to totiz nedovedeme
poznat, ale tolik vime, Ze ty city, které v nas jsou
jako néjaké draty nebo nité, nas tahnou a vlecou,
protoze jsou mezi sebou protivnych smérd,

k protivnym jednanim, kde praveé je rozhranicena
dobrost a Spatnost.

Mircea Eliade ve své studii Provazky a loutky
piSe: Jeden LepSa z Maria-Basti vypravi: ,Kdyz
Clovék ve snu spatfi, ze se k nému z nebe snasi
nit, musi toto znameni pochopit jako prikaz
nebes, aby se stal Samanem. Ti, kdo byli takto
vyvoleni, musi poslechnout a vénovat se postani
Samana.”

A na jiném misté téze studie: ,Jak jsme vidéli, neni
provazek jenom nazorny prostredek ke spojeni
nebe a zemé, ale také klicovy obraz, a v hlouba-
ni o kosmickém Zivoté, lidské existenci a udélu
predstavuje metafyzické poznani a v Sirsim smys-
lu tajné poznani a magické schopnosti.“

Dité-loutkar je tedy vlastné Samanem, bohem

a stvoritelem, Velkym hybatelem, ale i soudcem
nad osudy postav, kterymi manipuluje. Jeho
¢iny jsou nesouditelné, jsou absolutni. To zcela
vyhovuje mé ,nekrofilii“, tj. potfebé zachazet

s nezivymi vécmi jako s zivymi a vyhnout se tak
zrafiujicim vztahdm. A je lhostejné, jestli véci
ozivujeme pomoci tradi¢nich niti, nebo filmovou
animaci.

Filmova animace, ale i vedeni hercl je magickym
ritualem. Podobné jako oZivujete nezivou hmotu
a tim ji transmutujete v néco jiného, tak i herec
se musi metamorfovat ve filmovou postavu.
NemdzZe ji jen hrat. P¥i filmové reZii se stale
pohybujete na vratkém Gzemi magie. VSechno je
stejné dllezité: Herec, loutka, rekvizita, prostie-
di, kostym..., vSechno je a zaroven neni, ¢im se
zda byt. VSe se stava objektem magické operace
a manipulace, vSe se vlastné stava ,loutkou”,
kterou musi rezisér pomoci neviditelnych nitek
ovladat. Animace, at uz loutek, véci nebo hercd,

neni jen jejich uvedeni do pohybu, ale musf jit
v pravém slova smyslu o jejich oziveni. Rabin
Low ozivoval Golema vlozenim magického, ozivo-
vaciho $ému pod jeho jazyk, my k tomu dnes po-
trebujeme sloZitou techniku, ale princip je tentyz.

Pritom je zvlastni, Ze loutkové divadlo nese pro
vétSinu lidi pejorativni nddech: nic nez pimprlové
divadlo. Zvlasté v oblasti uméni je hrano jako
néco ,.neplnohodnotného”. Snad tento postoj
prameni z toho, ze lidovi loutkafi napodobovali
ve svych predstavenich velké divadlo, a to srov-
nani vychazelo komicky. Snad tu hraje svou roli
pravé okolnost, Ze loutkové divadlo je nejCastéji
spojovano s détskymi hrami a vétSina dospélych
se diva na détstvi jako na néco prekonaného,
jako na néco, co bylo jen jakousi pfipravou

na dospélost, a maji proto pro loutkové divadlo
jakoZto symbol détstvi v nejlepSim pfipadé sho-
vivavy Usmév. Jak je vidét, i v pfipadé loutky ma
JNizké" a ,vysoké” k sobé , nekonecné“ blizko.

V Sestnacti letech jsem byl pfijat na VysSi Skolu
uméleckého priimyslu v K¥iZzovnické ulici. V oddé-
leni ,Malé scény“ u prof. Landera jsem navrhoval
a vyrabél loutky a kulisy. Ve dvaceti jsem preSel
na DAMU, na loutkétskou katedru, kde jsem
tyto loutky navic i vodil, reziroval a vymyslel pro
né akce. V Sestadvaceti jsem zalozil v divadle
Semafor skupinu divadla masek, kde jsme ke kla-
a luminiscen¢ni divadlo a herce v masce. Ve tfi-
ceti jsem nato€il prvni loutkovy a trikovy film.

Diky svému vztahu k loutkovému divadlu jsem ni-
kdy nezabouchl dvefe za svym détstvim. Zde také
prameni indikativni princip, na némz je posta-
vena veskera moje tvorba, ostatné nejen tvorba.
Diky loutkovému divadlu mohu fici, Ze nepovazuji
détstvi za néco, co uz mam davno za sebou.

Vazeny pane rektore, ptijimam tento ¢estny dok-
torat jako satisfakci pimprlovému divadlu.

v
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Jan Svankmajer
(1934)

film director, animator,
and artist

The unpredictable images
of Jan §vankmajer

Jan §vankmajer once said that unlike theatre,
film has the advantage that “it can wait for its
audience” — it does not decay as quickly and
hopelessly as theatre; it can achieve full and
authentic recognition even with a certain delay.
Thus, we can acquaint ourselves with temporally
distant phases of Svankmajer’s work, in which
theatre met film. Time has now engulfed the
theatre productions he worked on decades ago.
A few photographs have survived, along with
somewhat dulled memories. Nevertheless, the-
atre is a constant component of Svankmajer’s
life. After all, it became the site of the first two
encounters which determined his life and work:
at twenty-four, fresh out of puppetry at DAMU,
he met Emil Radok, and two years later — again
thanks to the theatre — he met his lifelong part-
ner, Eva. It is essential to these encounters that
they continue to this day, continually bringing
inspiration and surprise. These encounters

also feed the constant movement, more or less
visible at various times, of §vankmajer’s work —
a movement leading to unity.

from the laudatio of PhDr. Michal Bregant
(Dean of FAMU 2002-2008)

Speech by Jan Svankmajer,
dr.h.c. AMU
May 16, 2003

Dear Rector, Dear Dean, Dear colleagues,
Ladies and Gentlemen,

Allow me here, at an occasion so precious to me,
to put forth a small apotheosis of puppet theatre.
Puppets are in fact firmly anchored in my mental
morphology, which is why | continually return to
them in my life and work as something which
has for me a type of certainty in relation to the
world. | usually take refuge in them at times
when | feel threatened. That is how | create my
Golems, who are to protect me from the pogroms
of reality.

When | was eight years old, | received a puppet
theatre from my father as a Christmas present:
just like there are defining meetings with persons
who mean a fatal change in your life, there are
also analogical meetings with things or environ-
ments which influence our thinking, work and
life for the rest of our days, or at least a very
long time.

And this gift of a puppet theatre was precisely
that kind of encounter. It was a classic family
theatre with lithographic sets stuck onto plywood
and cut out with a fretsaw.

It had a roll-down red curtain and puppets on
wire and string, with plaster heads, feet, and
hands painted in bright colours. And to accompa-
ny it, slim volumes of puppet plays by Schweig-
still and others. Since that moment, my entire
oeuvre can be measured against this encounter.
In fact, everything | do is puppet theatre. My
films, graphic work, collages, ceramics, objects,
everything has its roots in an infantile view of the
world taking on the form of a puppet stage with
symmetrically arranged set pieces and charac-
ters hung on threads. Of course, over time, this
relationship has acquired a symbolic meaning.
For the small child, the world of puppet theatre
is an alternative to the adult world. Here, they
can introduce and resolve problems they have no
way of dealing with in real life. Furthermore, it is
a world they control, and therefore a world made
for the realisation of their imaginative dreams. It
is a space in which to realise the “impossible”,
to realise what is incompatible with a “good
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upbringing”. What an enormous opportunity
for all kinds of compensation.

With the puppet theatre, you feel like you

can face the world and take vengeance upon

it, because as Hermes Trismegistus’ Emerald
Tablet says: “As above, so below”, i.e.: as below
(puppet theatre), so above (real life). Thanks to
childhood experiences with puppet theatre, today
| am capable of realising even those dreams
which seem impossible to realise. And that,
perhaps, is the greatest import of that defining
encounter.

The Last Trick, The Coffin Factory, Don Juan,
Alice, Faust — in all of these, | paid tribute to
this infantile obsession. But another one of my
favourite themes, in fact the one which appears
most frequently — manipulation — also has its or-
igin in this children’s toy, as the child-puppeteer
soon discovers that they can not only use strings
to move the puppets but that they can also
determine the fate of the characters represented
by the puppets. That they are the master of their
fates. And from this point, it is only a small step
to wondering whether we ourselves are not fatally
led around, manipulated by someone according
to their every whim. And so the child puppeteer
quickly arrives at the elementary questions of
human existence, such as devotion and obedi-
ence on the one hand and freedom and rebellion
on the other. When you transfer this infantile
relationship to puppet theatre (and the world)
into adulthood, you discover that everything you
came up with during your children’s games works
to the letter in adult life, only the characters have
no strings attached to their hands and no wire
coming out of their heads, but otherwise, they
behave as if they did. When you fail to see the
puppeteer’s hand above them, you start search-
ing for it elsewhere.

And you reach the realisation that this hand can
have the most varied of shapes: from the televi-
sion screen to a billboard by the side of the road
to a police uniform.

The puppet and string as analogies of humanity’s
lot and their connection to something higher than
themselves determining their fate are well-known
to us from various religions and myths.

Plato, for example, writes in The Laws: “May
we not conceive each of us living beings to be
a puppet of the Gods, either their plaything only,

or created with a purpose — which of the two

we cannot certainly know? But we do know that
these affections in us are like cords and strings,
which pull us different and opposite ways, and
to opposite actions; and herein lies the difference
between virtue and vice”.

In his study Strings and Puppets, Mircea Eli-
ade writes: “A certain LepSa from Maria-Basti
recounts: ‘When one sees a string coming down
to them from heaven in a dream, one must
understand this sign as a command from the
heavens to become a shaman. Those who were
thus chosen must obey and apply themselves to
the calling of the shaman”.

And elsewhere in that same essay: “As we have
seen, the string is not only an illustrative means
to connect heaven and earth, but also a key im-
age, and in contemplating on cosmic life, human
existence and its lot, it represents metaphysical
knowledge and more widely secret knowledge
and magical capabilities”.

The child puppeteer is thus, in fact, a shaman,
god, and creator, the Prime Mover, but also

a judge of the fate of the characters he manipu-
lates. His deeds are beyond judgement, they are
absolute. That is entirely convenient to my “nec-
rophilia”, i.e. my need to deal with inanimate
objects as if they were living and thus escape
hurtful relationships. And it is beside the point
whether we give life to things through traditional
string methods or film animation.

Film animation, but also leading actors, is

a magical ritual. Just like you animate inanimate
matter and thus transmute it into something else,
so the actor must metamorphose into a charac-
ter in a film. They cannot simply play it. In film
directing, you are constantly operating on the
slippery surface of magic. Everything is of equal
importance: the actor, the puppet, the prop, the
setting, the costume... everything is and simulta-
neously is not what it seems. Everything becomes
the object of magical operation and manipulation,
everything, in effect, becomes a “puppet”, which
the director must control using invisible threads.
Animation — whether it concerns puppets, things,
or actors — is not merely setting them in motion,
but must also involve their animation or vitalisa-
tion in the true sense of the word. Rabbi Low ani-
mated the Golem by placing a magical, life-giving
Shem under his tongue. Today, we need complex
technology, but the principle remains the same.



It is strange that puppet theatre holds pejorative
connotations for most people: no more than
pumpernickel theatre. Particularly within the
arts, it is played as something “inadequate”. Per-
haps this position stems from the fact that folk
puppeteers would imitate the grand theatre in
their productions, and the comparison came off
as comical. Perhaps the fact that puppet theatre
is most often connected to works for children
plays its part, as most adults view childhood as
something obsolete, as something that was but
a preparation for adulthood, and so the most
they can offer puppet theatre as a symbol of
childhood is a benevolent smile. We can see that
in the case of the puppet, too, the “low” and the
“high” is “infinitely” close.

When | was sixteen, | enrolled at the College of
Applied Art in Krizovnicka street. At the “Small
Stage” department under prof. Lander, | designed
and constructed puppets and sets. When | was
twenty, | transferred to the puppet department at
DAMU where | would also lead these puppets,
direct them, and come up with situations for
them. At twenty-six, | established a group for the
theatre of masks at the Semafor Theatre, where
we supplemented classic puppetry techniques
with black and luminescent theatre and actors

in masks. At thirty, | made my first puppet and
special effects film.

Thanks to my relationship to puppet theatre,

| never slammed the door on my childhood. This
is also where the indicative principle is born — my
entire oeuvre is based upon it, and not just my
oeuvre, for that matter. Thanks to puppet theatre,
| can say | don’t consider childhood something

| have dispensed with.

Dear rector, | accept this honorary doctorate to
the satisfaction of plimpernickel theatre.

v
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JOSEF SUK

(1929-2011)
cesky houslista

G, D, A, E — CtyFi struny naladéné v intervalu kvinty. Ale téZ dokonalé reseni tvaru, akustickych
parametr i estetického viemu. Alchymie houslafd i houslistd, ktefi chtéji uz po staleti

privést na svet ton plny krasy, oduSevnélosti, sily i zvlastniho tipytu. Tén, ktery se zaryje do paméti,
do srdce i do historie.

Ceské houslaFské uméni reprezentuji jména Homolka, Kulik, Strnad, Eberle, Helmer, Patocka,
Vévra, Spidlen.

Ceské houslové uméni pak jména Slavik, OndFicek, Kubelik, Kocian, Pfihoda.

A po nich — Josef Suk.

Geny mu urcily cestu, kterou zapocal pradédecek Antonin Dvorak a po ném pak dédecek Josef Suk.
Po prvnim prevzal violu, vroucnost a touhu po hudebnim Nebi na Zemi. Po druhém housle, potfebu
komorni hry a neokédzalost. Bezmeznou pracovitost mu vStépovali rodice i ucitelé. A sudic¢ky

mu daly navrch optimismus, zdravi, veselou mysl a touhu pracovat ve prospéch hudebniho odkazu.

Kazdy interpret si neustale odpovida na spoustu otazek. Mohu? Smim? Je toto cesta naznacena
skladatelem? Mam v sobé dost vnimavosti, citlivosti, odvahy i skromnosti?

Kolikrat se takto ptal Josef Suk?

z laudatia prof. Jifiho Hlavace
(2000-2006 dékan HAMU)



PROSLOV JOSEFA SUKA

u prilezitosti udéleni titulu doctor honoris causa
Akademii muzickych uméni v Praze

13. ¢ervna 2003

Vase Magnificence pane rektore, Spectabiles,
Honorabiles, vazené shroméazdeéni!

Dékuji za laudatio pana dékana Hlavace, kterého
si uprimné vazim. Predstoupit pred vas pri této
vyjimec€né prilezitosti, kdy se mné ma z rozhod-
nuti vedeni Hudebni fakulty Akademie muzickych
umeéni dostat tak vyznamného ocenéni mé celo-
zivotni ¢innosti, je pro mne véru velmi nesnadné.
Za dlouha léta své umélecké kariéry jsem si uvykl
predstupovat pfed publikum na nejriizngjsich
paodiich s nastrojem v ruce a oslovovat své poslu-
chace hudbou. Tim spiSe jsem trochu zaskocen

a v rozpacich, méa-li se zde mé dnesni vystoupeni
sestavat pouze ze slov.

Divodt k témto rozpakim je pfitom hned
nekolikero. Nahlizeno zvenci, dostalo se mné uz
v samotném okamzZiku narozeni vzacného daru,
jako mélokterému z mych kolegli. Bez mého
vlastniho sebemensiho pfi¢inéni mi $tastny osud
doptal, ze jsem se narodil v roding, kde méla
hudba v nékolika generacich své domovské
pravo a byla alfou i omegou mych predchidcd.
Sama skute€nost, Ze jsem nesl| velké jméno
mého vzacného dédecka, kterého jsem mél jesté
tu Cest — byt jenom v détském véku — osobné
poznat, byla svym zplsobem pro cely mdj dalsi
zivot Bozim pozehnanim, ale také svého druhu

i jistym prokletim. Nemluvé viibec o tom, Ze
sam Josef Suk spojil od konzervatornich studif
svlj umélecky i lidsky osud se svym uditelem

a posléze tchanem — s jednim z nejvétSich génid,
které tato zemé dala Ceské hudbé — s Antoninem
Dvorakem. Jestlize jsem tedy od nejrangjSich let
vlastniho hudebniho snazeni slychaval zejména
ve svém okoli o Stastnych okolnostech tohoto ro-
dového spfiznéni, véfte mi — a dosud jsem o tom
maélokdy takto oteviené hovotil na vefejnosti — Ze
pro mne samotného byla tato rodinna tradice
nécim velmi nesnadnym. Od samého pocatku,

kdy jsem dostal od svého tatinka housle, na mne
doléhal onen zavazujici pocit o¢ekavani, dosto-
jim-li pfanim a nadéjim, které do mne vkladali
moji rodiCe a tehdy jesté i Zijici dédecek. Tento
velky zavazek naplnéni rodové tradice poté
vroubil po v8echny dalsi dny celou mou vlastni
uméleckou drahu: na jedné strané prede mnou
mozZna pootviral nékteré brany a cesty, na druhé
ovSem znamenal také ne vzdy lehké bfimé.

Po prvnich lekcich, kterych se mi dostalo od mého
laskyplného otce, profesi zemédélského inZenyra,
nicméné srdcem i dusi zapaleného muzikanta

a vytetného, byt jen amatérského houslisty, jsem
se z jeho popudu octl v desiti letech tvari v tvar
pfed Mistrem Jaroslavem Kocianem. Pokraco-
vatel ¢eské houslové Skoly, nositel slavného
odkazu Jana Kubelika, sam odchovanec a pozdéji
asistent Otakara Sevéika a v té dobé — vedle uz
v ciziné Zijiciho Vasi Prihody — dozajista nejvétsi
¢esky houslista, se poté stal na dlouha léta

az do smrti mym vlastnim ucitelem. Pod jeho
vedenim jsem pronikal do velkého a krasného
tajemstvi houslové hry, ucil se slozitym zakrutdm
nastrojové techniky, ale soucasné jsem mohl Cer-
pat z Kocianova vlastniho interpretacniho uméni
a zblizka poznavat jeho uslechtily zplsob tvoteni
ténu, opreny o vyttibenou intonaci, jedine¢nou
prstovou i smykovou techniku a pfimo rudimen-
tarni cit pro rytmus. Pro moji pozdéjsi kariéru
mélo nemensi vyznam, Ze jsem pfitom mohl tézit
z poznani Kocianovy interpretace zakladnich pi-
litG houslové literatury, bezpo&tukrat naslouchat
jeho okouzlujicimu podani Bachovych koncert(,
sélovych sonat i partit, jeho pfimo minuciéznimu
témbrovému i dynamickému odstifiovani hlast
bachovského polyfonniho prediva, stejné jako
naladovému a vyrazovému rozliSeni jednotlivych
tancl, pfednesovych meditaci a $iroce proudicich
allegrovych vét. Obdobné jsem mohl mnohokrat
ocenit Kocidanovo velkorysé a zaroven hluboké
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podani Beethovenovy hudby a kone¢né sam poz-
déji nasledovat jeho prikladu v onéch oblastech,
které jako prvni ¢esky houslista pfived!| praveé

on k takové dokonalosti a svrchované umeélecké
presvédcivosti — ve Smetanovych duech Z domo-
viny, v houslovych dilech jeho ucitele Antonina
Dvoraka a pochopitelné ve Fantazii i komornich
skladbach mého déda.

Zdaleka v neposledni fadé bylo nezanedbatelnym
pfinosem mych ucednickych let pod ochrannymi
a laskavymi kridly Jaroslava Kociana také pozna-
ni jeho vzacnych lidskych vlastnosti, skromnosti
a umélecké kazné, které jsem si od ného odnasel
do Zivota jako zafny vzor a jemuZ jsem se sam
snazil nezproneveérit.

Jestlize takto zddrazfiuji vliv a zarovei pocit vdéc-
nosti, jimz jsem dodnes povinovan svému uciteli,
¢inim tak zamérné pravé na této akademické
pdé. Pfirozené nemohu nezminit ani své dalsi
pozdgjsi ucitele prof. Norberta Kubata a prof. Karla
Snebergra na prazské Konzervatofi i oba pedago-
gy, pod jejichz vedenim jsem kratce studoval také
na tomto Ustavu, shodou okolnosti rovnéz odcho-
vance Jaroslava Kociana — prof. Marii Hlounovou
a prof. Alexandra Plocka.

Toto obdobi uz spadalo a prekryvalo se s pocatky
mé vlastni umélecké ¢innosti. Jesté v pribéhu
prelomového a v mnoha ohledech pro nas nérod
tragického roku 1948 jsem mél to vzacné stésti
vystoupit jako solista v ramci vyménnych konzer-
vatornich koncert( v Bruselu a PafiZi, na samém
zacatku padesatych let jsem se s veskerou
vehemenci své tehdejsi mladistvé energie ponofil
do péstovani komorni hry. Zprvu nakréatko jako
primarius Prazského kvarteta a potom na fadu let
v Sukove triu.

V téchto souborech jsem po boku svych tehdej-
Sich starsich kolegl, jako nezapomenutelného
Laditka Cerného, Alfréda Holetka, Jana Panenky
¢i dosud svéziho MiloSe Sadla i svych vékovych
vrstevnikd Sasi Ve¢tomova, Josefa Chuchry

a mne zvlasté milého, dlouholetého uméleckého
partnera Josefa Haly, postupné pronikal do obo-
ru, ktery se stal skvélou a v tolika smérech
uzite€nou overturou k mé vlastni sélistické draze
a jemuz jsem i poté zOstal vérny.

Byla to ovSem také doba tizivé atmosféry uméle
rozdéleného svéta, ktera prinesla nasi zemi
tolikerou bolest a dosud je$té nezacelené rany.
Hodnoty, které po staleti spoluvytvarely evrop-

skou civilizaci, a k jejimZ nejkrasnéjs$im ploddm
patfila i hudba, které jsme se vénovali, byly
nahle pres noc zrelativizovany a celéd spole¢nost
rozvracena ve svych kofenech. Idoly, nerku-li
pfimo zboznovanymi modlami byli najednou
nasi pfirozenosti zcela vzdaleni vidcové odjinud,
oficialné sankcionovanymi prioritami se staly
poucky utopického uceni, které na ¢as prevra-
tily staré pravdy, v nichz jsme byli vychovani,

a které dokonce v naSem vlastnim oboru pfinesly
tragicky pokus o zpochybnéni hudebniho odkazu
mého pradéda. To vSe nestastnou shodou okol-
nosti v dobé, kdy jsem navstévoval pravé tento
Ustav, coZ nakonec také zplsobilo, Ze jsem musel
z Akademie pred¢asné odejit. A jeSt€ mnohem
pozdéji — v dlsledku téchto okolnosti jsem své
zkuSenosti nemohl jako pedagog zurocit zde, ny-
brz na Hochschule fiir Musik ve Vidni. Proto také
prijimam dnesni ocenéni a cti, které se mi jeho
udélenim dostalo, nejenom jako svym zplsobem
osobni satisfakci, ale zaroven i potvrzeni nezvrat-
nych zmén, kterych se nase zemé a vlastné my
vSichni dockali.

V mém véku ovSem uz prevazuje nad témito
stinnymi tény predevsim uspokojeni, které mé
moje prace kazdodenné ptinasela a naplnila cely
Zivot smysluplnym obsahem. Diky ni jsem mohl
ddvérné poznat galerii velkych umélcl z rodu
Fritze Kresilera, Jaschy Heifetze, Isaaca Sterna,
Mischy Elmana, Arthura Grumiauxe, Leonida
Kogana, Davida Qistracha ¢i Henryka Szerynga,
omezim-li se pouze na ty, s kterymi mne spojoval
nas$ spole¢ny nastroj. S mnohymi mne spoutalo
dlouhodobé osobni ptatelstvi a s nékterymi z nich
jsem mohl nejednou stanout také na jednom
podiu a tésit se ze vzajemné spolupréace.

V této souvislosti bych rad vzpomenul také diri-
genty Sira Georga Soltiho, George Szella, Wolf-
ganga Sawallische a samoziejmeé Karla Ancerla

a Vaclava Neumanna. Mnohé krasné a pro mne
nezapomenutelné chvile ptineslo také dlouho-
leté partnerstvi se Smetanovym kvartetem. P¥i
odliSnosti kazdého z nas jsem pfitom mohl Cerpat
z podnétl, které takova spoluprace pfinaSela pfi
hledani onoho symbolického kli¢e k rozsifrovani
poselstvi, které je v hudbé obsazeno. A také —
stale se znovu ucit pokote, ktera neodmyslitelné
patfi k interpretanimu uméni, a jiz jsme vSichni
povinovani tviircim onéch hodnot, které se
snazime zprosttedkovat svym posluchaéiim. Pro
mne osobné bylo nevyslovnym Stéstim, Ze jsem
pritom vSem mohl svym skromnym dilem pfispét
také k poznavani ceské hudby, ktera je ndam vsem



tolik drahé a je jednou z nejpfednéjSich soucasti
duchovnich pokladl naseho naroda.

Vase Magnificence, Spectabiles, Honorabiles,
vazené damy, vazeni panové!

Za svij Zivot a pdlstoleti umélecké ¢innosti se mi
dostalo doma i v ciziné fady poct a uznani. Vérte,
ze Cestného titulu, udéleného Akademii muzic-
kych uméni, si hluboce vazim a pfijiméam ho

s védomim, Ze je soucasné také ocenénim téch,
ktefi se mnou po léta spolupracovali a pomahali
zhostit se Ukoll, které jsme si z vlastni vile
predsevzali. Dovolte mi pfi této vzacné prilezitosti
také vzpomenout a podékovat mé celoZivotni
druzce, jejiz laskavé porozumeéni bylo pro mne
na této cesté dileZitou oporou.

JS
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Josef Suk
(1929-2011)
Czech violinist

G, D, A, E — four strings tuned in fifths. But also
a perfect solution of the shape, acoustic pa-
rameters, and aesthetics. The alchemy of violin
makers and violinists, who have spent centuries
trying to bring into this world a tone full of
beauty, spirit, strength, and a strange sparkle.

A tone that will bore deep into our memory, our
heart, and our history.

If the Czech art of violin-making is represent-
ed by names such as Homolka, Kulik, Strnad,
Eberle, Helmer, Patocka, Vavra, §pidlen, then
the Czech art of violin playing is represented by
Slavik, OndFicek, Kubelik, Kocian, Pfihoda. And
after them — Josef Suk.

His genes determined his path, starting with his
great-grandfather Antonin Dvoréak and his grand-
father Josef Suk. From the first, he inherited the
viola, fervour, and a desire for musical Heaven
on Earth. From the second: the violin, a need
for chamber playing, and modesty. His limitless
work ethic was instilled in him by his parents
and teachers. And in addition to all that, Fate
gave him optimism, good health, a cheerful
mind, and a desire to work for the benefit of the
musical legacy.

Every performer must constantly answer a num-
ber of questions of his own. Can I? May I? Is this
the path set out by the composer? Do | have in
me enough perceptiveness, sensitivity, courage,
and modesty? How many times must Josef Suk
have asked these questions?

from the laudatio of prof. Jifi Hlavac
(Dean of HAMU 2000-2006)

Speech by Josef Suk,
dr.h.c. AMU
June 13, 2003

Your Magnificence Rector, Spectabiles,
Honorabiles, Dear assembled!

My thanks go out to Dean Hlavac¢, whom | sin-
cerely respect, for his laudatio. To stand before
you in this exceptional moment, when | am to
receive, following a decision of the directorship
of the Music Faculty of the Academy of Perform-
ing Arts, such a significant recognition of my
life's work, is truly very difficult for me. Over the
long years of my artistic career, | have become
accustomed to appearing in front of audiences
on the most varied of stages, instrument in hand,
and speaking to my listeners through the lan-
guage of music. If my performance today is to be
composed only of words, | am all the more taken
aback and uneasy.

There are several reasons for this uneasiness.
Seen from the outside, | had already been
graced with a valuable gift at the moment of
my birth, which precious few of my colleagues
had the good fortune to receive. Without any
contribution from me, fortunate fate granted me
birth into a family in which music had already
lived for several generations. It was the alpha
and the omega of my predecessors. The fact
that | bore the name of my exceptional grand-
father, who | even had the honour - if only as
a child — to meet personally, was, in a way,

a divine blessing for the remainder of my life,
but also a certain curse. Not to mention the
fact that in his conservatory days, Josef Suk
linked his artistic and private life with that of
his teacher and later father-in-law, one of the
greatest geniuses which this country has given
Czech music, Antonin Dvorék. If | heard around
me, from the very first years of my musical
endeavours, about the fortuitous circumstances
of this family association, believe me — up to
now, | have seldom spoken of this publicly with
such candour — that for me personally, this
family tradition was a very difficult affair. From
the very beginnings, marked by my father’s gift
of a violin, a constricting feeling of expectancy
hung over me: would | fulfil the wishes and
hopes my parents and grandfather had for me?
This great commitment of fulfilling the family
tradition then lined out the rest of my artistic
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career: on the one hand, it might have opened
a lot of doors and paths, but it also meant an
often difficult burden to bear.

| received my first violin lessons from my loving
father, an agricultural engineer by profession, but
an avid musician in heart and soul, and an ex-
cellent — if amateur — violinist. At age ten, | stood
face to face with Maestro Jaroslav Kocian (the
meeting was instigated by my father). A succes-
sor of the Czech school of violin playing, a bearer
of the famous legacy of Jan Kubelik, himself

a pupil and later assistant of Otakar Sev¢ik, he
was the greatest living Czech violinist, except
perhaps Vasa Prihoda, who was already living
abroad. For the many years before his death, he
became my teacher.

Under his tutelage, | entered into the world of
the great and beautiful secrets of violin playing
and studied the complicated twists and turns

of instrumental technique. At the same time,

| could draw on Kocian’s own interpretive artistry,
and familiarise myself up close with his graceful
method of tone production, resting on refined in-
tonation, unique fingering and bowing technique,
and a rudimentary feeling for rhythm. For my
later career, it was of no small importance that

| could draw on knowledge of Kocian's interpreta-
tion of the founding pillars of the violin literature.
Countless times, | would listen to his enchanting
rendition of the Bach concertos, solo sonatas and
partitas, his minute timbral and dynamic shading
of the voices of Bach’s polyphonic textures, as
well as his discernment of the mood and expres-
sion of the individual dances, the declamatory
meditations and the wide flows of the allegro
movements.

Personally, | had countless occasions on which
to appreciate Kocian's generous but also deep
rendition of Beethoven’s music, and later follow
his example myself in those areas in which he
became the first Czech violinist to reach such
perfection and towering artistic persuasiveness:
Smetana’s duos From My Homeland, the violin
works of his teacher Antonin Dvorak, and, un-
derstandably so, my grandfather’s Fantasia and
chamber pieces as well.

Last, but certainly not least as far as the benefits
