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Hungarian Empire, Germany, and eastern Europe. The study focuses on éerveny’s main innovations.
Thanks to the solving of the technical problems associated with instrument bodies with a conical
bore, Cerveny succeeded at creating a complete family of wide-bored instruments ranging from the
flugelhorn to the contrabass tuba. These instruments became the foundation of Austro-Czech wind
music and of its style of instrumentation.
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Introduction

The two-hundredth anniversary of the birth of Vaclav Frantisek Cerveny (1819-1896) is
a reason for renewed interest in that instrument maker and innovator, who made a major
contribution to the development of chromatic brass instruments in the nineteenth century.
Today he is regarded as a leading figure in the central European tradition, which has proven
to be the most vital besides the French tradition. Central European instrument designs are
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stillin use. Cerveny referred to himselfas an Austrian,' but he was later also called — primarily
thanks to his contributions — Austrian-Czech (6sterreichisch-béhmisch).?

The rise of Cerveny’s workshop involves two areas for which the Czech citizens of Austria
stood out the most during the nineteenth century: music and technology. He belonged to
a generation of instrument makers who were raised back in the pre-market world of small-
scale production by master craftsmen, when competition was chiefly a question of quality,
but who became witnesses to and participants in the great technological advancements of
the nineteenth century. Cerveny worked his way up from a provincial instrument maker and
repairman to being the leading Austrian exporter and the founder of a brand of worldwide
importance. His workshop, opened in 1842 in Hradec Kralové / Koniggritz, developed
and patented various kinds of instruments, which won awards at international exhibitions
and found homes in many countries. While his small innovations involved a considerable
quantity of musical instruments,” his most important contributions were to the development
of brass instruments, which represented the greatest challenge at the time as the last group of
musical instruments that had so far resisted attempts at complete chromaticisation.* Cerveny
specialised in equipping military bands, which welcomed all innovations more readily than
symphony and theatre orchestras and provided the manufacturers with feedback.

The V. E. Cerveny brand continued to exist in spite of the events of the twentieth century,
and even after its merger with the company Amati Kraslice, it remained one of the leading
Czechoslovak manufacturers and exporters of brass instruments; instruments designed
by Cerveny are still being produced and used. In the professional literature, however,
Cerveny's fell so utterly into oblivion during the twentieth century that it was later necessary
to come to the defence of this instrument maker and to prove that his contributions were not
overestimated by his contemporaries.” The main reason why he was forgotten can be found
in the discontinuity of the cultural history of central and eastern Europe. In the twentieth
century, when nationalistically motivated competitiveness was fading among the priorities
of music historians, Cerveny did not find heirs who would claim his legacy as their own. For
west-European musicology, he was an Austrian, but to the German-speaking world he was

1) CERVENY, Viclav FrantiSek: Denkschrift iiber Gsterreichische und franzésische Metall-Blas-
Musikinstrumente, L. PospiSil, Hradec Kralové 1867 (hereinafter CERVENY 1867); for an abridged version
with commentary in Czech, see Pamétni spis o rakouskych a francouzskych Zestovych dechovych ndstrojich
(A Commemorative Treatise on Austrian and French Brass Instruments), Dalibor, vol. 8, 1869, no. 11 (10 Apr.),
p. 83; no. 12 (20 Apr.), pp. 91-92; no. 13 (1 May), p. 99, no. 14 (10 May), p. 108; no. 15 (20 May), p. 116
(hereinafter CERVENY 1869).

2)HEYDE, Herbert: Das Ventilblasinstrument. Seine Entwicklung im deutschsprachigen Raum von den Anfiingen bis
zur Gegenwart, VEB Deutscher Verlag fiir Musik, Leipzig 1987, pp. 84-85 (hereinafter HEYDE).

3) HALLER, Sasa: Jak pan Cerveny cisati pdnu lekci z akustiky udilel (How Mr. Cerveny Gave the Emperor
a Lesson on Acoustics), Hudebni nastroje (Musical Instruments), vol. IV, 1967, no. 4, pp. 117-118, here p. 117
(hereinafter HALLER 1967a).

4) KELLER, Jindfich: Ndstroja¥ské dilo Frantiska Vdclava Cerveného (Instruments Made by Frantisek Vaclav
éerven)'/), Hudebni ndstroje (Musical Instruments), vol. IV, 1967, no. 2, pp. 75-78, here p. 73 (hereinafter
KELLER).

5)JOPPIG, Gunther: Cerveny — Auf den Spuren einer fast vergessenen Marke, Das Musikinstrument, vol. 36,1987,
no. 1, p. 54 ff. (hereinafter JOPPIG 1987).
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a Czech; for Czech musicology, his activities were too bound up with the deliberate forgetting
of the cultural world of pre-war Austria and later of pre-socialist enterprise in general.®

Cerveny belonged to a generation that confidently claimed both a Czech and an Austrian
identity, as has been commented upon’ and explained® in various ways by later biographers.
In his own country, he consistently, even provocatively, asserted his Czech nationality,” and
he always wrote his name using Czech orthography (V. E Cerveny a synové / V. E Cerveny und
Sohne). He also took part in the creation of Czech brass instruments nomenclature,” and
in bilingual Hradec Kralové he devoted considerable energy to political engagement in the
Young Czech Party. Internationally, however, he presented himself as an Austrian, and in spite
of various critical opinions that he expressed, he was loyal to his country and its ruler."!

It may therefore come as a surprise to us today that the interest of modern-era music
historians in V. F. Cerveny has been concentrated into two jubilee years each preceded
by the relaxation of cultural isolation and political pressures on publishing activity in
former Czechoslovakia. In 1967, the journal Hudebni néstroje (Musical Instruments)
commemorated the 125" anniversary of the brand with a carefully prepared collection of
basic documentation concerning his life (Haller)? and instrument making (Keller),” and
the history of Cerveny’s tuba construction (Cizek)." 25 years later, Czech and German
organologists were able to hold a joint commemoration of the 150" anniversary of the
firm (1992), which had made instruments that were a visible sign of central European
solidarity and had survived the forty years of involuntary separation. For a new evaluation
of Cerveny’s importance, very significant work has been done by Herbert Heyde, who has

6) The ambivalent relationship of socialist cultural policy towards the tradition of wind music was largely
similar to the relationship of most of modern dictatorships to folk culture. The regime gave demonstrative
external support to wind music at the expense of other genres, but in reality it permitted the presentation of
only a limited, reinterpreted selection.

7) “Today we could describe his attitudes as an odd mixture of Austrian patriotism and the patriotism of the
era of the Czech National Revival.” CIZEK, Bohuslav: Viclav Frantisek Cerveny a jeho hudebni ndstroje v prazském
Ndrodnim muzeu (Vaclav Frantiek Cerveny and His Musical Instruments at the National Museum in Prague),
Hudebni nastroje (Musical Instruments), vol. XXIX, 1992, no. 4, pp. 199-208 / Viclav Frantisek Cerveny und
seine Musikinstrumente im Prager Nationalmuseum, ibid, pp. 209-213, here p. 199 (hereinafter CIZEK 1992).

8) Here, Jifi Pavlik notes a coherence of thought in support of Palacky’s Austroslavism, later the Young Czech
movement, which favoured the federalisation of Austria; cf. PAVLIK, Jii: Viclav Frantisek Cerveny: doba, Zivot, dilo
(Véclav Frantigek Cerveny: his Times, Life, and Work), Torst / Aula, Praha 2006, p. 35 ff. (hereinafter PAVLIK).

9) For more details about Cerveny’s engagement in the patriotic circles of Hradec Krdlové and later in
communal politics and the Young Czech Party, see PAVLIK, op. cit. in footnote no. 8, pp. 17-126.

10) CERVENY, Véclav Frantigek: Hudebni ndzvoslovi, ili, Pojmenovdni Zestovych (plechovych) hudebnich ndstroji
a nekterych dilii jejich, které k docileni stejného pojmenovdni sestavil a laskavym odbérateliim jakoz i viZenému
obecenstvu ve vsi Setrnosti obétuje Vdcslav Frant. Cerveny (Musical Terminology [...] of Brass Instruments and
Parts[...] by Vécslav Frant. Cerveny), ]. H. Pospisil, Hradec Kralové 1847.

11) For information about the meeting between V. F. Cerveny and Emperor Franz Josef I, see HALLER 1967a
(op. cit. in footnote no. 3) and PAVLIK (op. cit. in footnote no. 8), pp. 186-187 and 197-198.

12) HALLER, Sasa: Patriarcha ceského hudebniho ndstrojarstvi (The Patriarch of Czech Musical Instrument
Making), Hudebni nastroje (Musical Instruments), vol. IV, 1967, no. 2, pp. 36-41 (hereinafter HALLER 1967b).
13) KELLER, op. cit. in footnote no. 4.

14) CIZEK, Bohuslav: Tuba a jeji predchiidci v orchestru (The Tuba and Its Forerunners in the Orchestra),
Hudebni nastroje (Musical Instruments), vol. IV, 1967, no. 2, pp. 45-51 (hereinafter CIZEK 1967).
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described the development of the mechanical design of brass instruments in central Europe
(Heyde 1987), and a study by Gunther Joppig (Joppig 1987, 1992%) comments on the
contrast between the importance of the brand and its neglect heretofore in the European
and Czechoslovak literature.” A 1992 issue of Hudebni néstroje (Musical Instruments)
carried a new series of studies focusing in more detail this time on Cerveny’s life (Zrtbek
1992)¥ and instruments (Cizek 1992).° At the same time, documentation® and an exhibition
with a catalogue® were prepared.

As this year’s jubilee, the situation is again different. With recent commemorations of
the anniversary of the First World War, there has been a refinement of views on the cultural
milieu of Austria-Hungary and its common heritage.?? Perhaps it is now possible to examine
it without the prejudices that were fostered after the two world wars. The direction of further
interest is also influenced by the joint anniversaries of two important contemporaries: the
organiser Johann Pavlis (1819-1880)* and the bandleader Josef Rudolf Sawerthal (1819—
1893), who successfully spread the Austrian type of wind music around the world.**

Today, V. E Cerveny has been commemorated appropriately in international

26

lexicography,” organological encyclopaedias,®® and databases” as well as in specialised

15) JOPPIG 1987, op. cit. in footnote no. 5.

16) JOPPIG, Gunther: Vdclav Frantisek Cerveny: Leading European Inventor and Manufacturer, Historic Brass
Society Journal, vol. 4, 1992, no. 4, pp. 210-228 (hereinafter JOPPIG 1992).

17) Ibid, p. 210.

18) ZRUBEK, Rudolf: Vdclav Frantisek Cerveny — Zivot a dilo (Vaclav Frantisek Cerveny — His Life and Work),
Hudebni nastroje (Musical Instruments), vol. XXIX, 1992, no. 1, pp. 36-40; 2, pp. 96-99 / V. F. éerven)i
Musikinstrumentenhersteller, ibid pp. 100-102; no. 3, pp. 160-166 (hereinafter ZRCJBEK).

19) CIZEK 1992, op. cit. in footnote no. 7, pp. 209-213.

20) DULLAT, Giinther: V.F. Cerveny & Séhne 1842-1992. Eine Dokumentation, self-published, Nauheim 1992.
21) JOPPIG, Gunther: Vdclav Frantisek Cerveny, Erfinder und Hersteller von europdischem Rang, in: 150 Jahre
Viclav Frantisek Cerveny & synové. Ein Blasinstrumenten-Hersteller in internationalem Format. Handbuch
zur Ausstellung in Miinchen 1991 und in Koniggritz 1992, V. F. Cerveny, Praha 1992, pp. 57-59.

22) The rejection of the “anti-Habsburg myth”, which portrayed the Austrian state as an anachronism,
has been formulated in recent years by historians: DEAK, John: Forging a Multinational State. State Making
in Imperial Austria from the Enlightenment to the First World War, Stanford University Press 2015; JUDSON,
Pieter M.: The Habsburg Empire. A New History, The Belknap Press of Harvard University Press, Cambridge
(Massachusetts) — London 2016; BELLER, Steven: The Habsburg Monarchy 1815-1918, Cambridge University
Press 2018.

23) VALES, Vlasta: Pavlisova Vojenskd hudebni $kola (The Pavlis School of Military Music), in: Vojenska hudba
vkulture a historii ¢eskych zemi (Military Musicin the Culture and History of the Czech Lands), ed. Jitka Bajgarova,
Institute of Ethnology of the Czech Academy of Sciences, Praha 2007, pp. 325-333 (hereinafterVALEé).
24)].R. Sawerthal first served as a bandmaster in Hungary. Later he led bands for the Austrian navy. He also
served as the imperial bandmaster to Maximilian I of Mexico, and he later took part in founding military bands
in England.

25) Die Musik in Geschichte und Gegenwart. Allgemeine Enzyklopddie der Musik, red. Friedrich Blume — Friedrich
Finscher, Kassel-Stuttgart, 1999-2007, vol. 4, pp. 598-599 (MGG2); The New Grove Dictionary of Music and
Musicians, ed. Stanley Sadie — John Tyrrell, Macmillan Publisher, London 2002, vol. 5, p. 387.

26) WATERHOUSE, William: The New Langwill Index. A Dictionary of Musical Wind-Instrument Makers and
Inventors, Tony Bingham, London 1993, pp. 60-61.

27) Methodological Centre for the Documentation, Conservation, and Restoration of Musical Instruments, Database
of Instrument Makers, http://www.mcmi.cz/vyrobce/cerveny-vaclav-frantisek [accessed 21 June 2019].
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Austrian®® and Czech? dictionaries. His biography has been dealt with in detail including
business and social activities (Zribek 1992, Pavlik 2006) and valuable information from
family sources (Cervena 2001).*° The most important innovations are described (Keller
1967, Cizek 1992) and put into the context of the development of brass instruments in the
19t century (Heyde 1987). The instruments in the collections of the Czech Museum of Music
have been presented (Cizek 1992,* Ibl — Kratochvilova 2011%2). In spite of the voluminous
literature, there are still notable gaps in the our knowledge of the facts, which can be filled
in only by generous efforts at acquiring documentation. For example, only partial use has
been made of documentary and narrative sources from the sizeable collection of the family
and corporate estate in Hradec Krédlové.*® A more detailed selection of excerpts from period
journalism could also tell a more complete story. It will also be especially necessary to
continue down the promising path of technical and comparative research on instruments
(Heyde 1987, Cizek 1992, Ibl — Kratochvilové 2011), because Cerveny produced innovations
for nearly fifty years, his instruments are preserved in collections in various countries, and
some of the older types are so far known to us only from pictures. From this summary,
it is clear that not even this study will be able to effect a more substantial change to how
Cerveny’s work is seen. The study sets out to provide a needed update of the summary
and to correct the main weakness of past discussion, i.e. the not always prompt mutual
communication between works published in German and Czech. Thereafter, the study will
attempt to place the most important of Cerveny’s innovations into the milieu from which
they emerged and which they in turn shaped, that milieu being the Austrian type of military
bands, which underwent a considerable development, which have been the subject of lively
discussion. This phenomenon is already receiving deserved attention in musicological

34

discussion in Austria®* and the Czech Republic,* including its revival in the folk music

28) HOPFNER, Rudolf: Cerveny (Czerweny), Familie, in: Oesterreichisches Musiklexikon online [accessed 21 June
2019].

29) KURFURST, Pavel: Cerveny, Viclav Frantisek, in: Cesky hudebni slovnik online [accessed 21 June 2019].
30) CERVENA, Sofia: Mij Viclav (My Vaclav), Kniznice Opus musicum, Brno 2001.

31) CIZEK 1992, op. cit. in footnote no. 7.

32) IBL, Frantisek — KRATOCHVILOVA, Markéta: Lesni roh Vdclava Frantiska Cerveného ze shirky Ondreje
Hornika / A French Horn by Vdclav Frantisek Cerveny from the Collection of Ondrej Hornik, Musicalia, vol. 3, 2011,
nos. 1-2, pp. 140-144 (Czech version), pp. 145-150 (English version) (hereinafter IBL — KRATOCHVILOVA).
33) For an overview of preserved archival sources, see PAVLIK, op. cit. in footnote no. 8, pp. 233-234. Cerveny
carefully archived all written material, but concerning the corporate estate, memoirs preserve witnesses’
accounts of later discarding; see ZRDBEK, op. cit. in footnote no. 18, p. 98.

34) Among the basic studies now available are: BRIXEL, Eugen — MARTIN, Giinther — PILS, Gottfried: Das ist
Osterreichs Milittir Musik. Von der , Tiirkischen Musik® zu den Philharmonikern in Uniform, Kaleidoskop, Graz 1982;
RAMEIS, Emil: Die Osterreichische Militérmusik — von ihren Anfingen bis zum Jahre 1918, Schneider, Tutzing 1976.
35) Vojenskd hudba v kulture a historii ceskych zemi (Military Music in the Culture and History of the Czech
Lands), ed. Jitka Bajgarovd: Etnologicky tstav AV CR, v.v.i. (Institute of Ethnology, Czech Academy of
Sciences), Praha 2007.
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and popular music of the twentieth century.*® Although there is already a relative wealth of
literature, Cerveny is a figure who has not been drawn into this discussion sufficiently.

The French and Austrian tradition of brass instrument making

Already before 1850, two concepts for brass instrument making had emerged. V. F. Cerveny
himself came up with the distinction between the French and Austrian types of brass
instruments when he appeared as a spokesman for the Austrian tradition after encounters
with Adolph Sax (1814-1894) at international exhibitions (Paris 1855, London 1862, Paris
1867).7” Sax had introduced and patented (1845) a complete instrumentation for military
bands, which was first implemented in France and was later accepted primarily in the
French- and English-speaking world. Sax’s reform did not, however, make headway in
German-speaking countries or Austria, where there was already a different, established
tradition that was continuing to develop. Cerveny (1867) characterised the main differences
in a commemorative treatise published in reaction to the results of a competition in Paris
(1867), which was followed by conscious divergence of the two traditions.* This text has to be
read critically as an outcome of a business strategy and of period political tendencies, but at
the same time it tells us about the main person behind the emergence of a separate Austrian
tradition. According to Cerveny, the most important mark of distinction in technical design
is the French preference for the piston mechanism, its placement at approximately the
middle of the tube, and the technical design of melodic instruments derived from the cornet,
the advantage of which was the clarity of the high notes.* In Austria, on the other hand, the
flugelhorn came to serve the same function, with its wide bore size and a characteristically
soft, supporting sound. These instruments used rotary valves inserted as close to the
mouthpiece as possible, and this required a conically shaped bore.

As Heyde has documented (1987), the Prussian tradition played an indispensible role in
the development of both systems. The reform of Prussian military music was already begun
in the 1820s by the bandleader Wilhelm Friedrich Wieprecht (1802-1872), who was the first
to take advantage of the capabilities of valved instruments. Wieprecht’s Prussian cornets
with their conical bore, from which the prototype of the bass tuba was derived (1835),
became the model for all later manufacturers. From later developments, it is clear that the
Austrian conception followed upon an older tradition of its own, but it did not begin to
distinguish itself more clearly until after Wieprecht's and Sax’s reforms. During the latter half

36) For the latest study on the revival of wind music from an ethnological perspective, see: KONOPASKOVA,
Veronika: Dechovd hudba v soucasnosti — performance, funkce, recepce (Wind Music Today — Performance,
Functions, Reception), dissertation, Charles University, Praha 2013.

37) For an overview of international exhibitions, see KELLER, op. cit. in footnote no. 4, pp. 73-74; for more
details, see PAVLIK, op. cit. in footnote no. 8, pp. 140-158.

38) For information about the relationship between Cerveny and Sax, cf. KELLER 1967, op. cit. in footnote
no. 4, pp. 73-74. This memoir (éERVENY’ 1867, op. cit. in footnote no. 1) is Cerveny’s only tendentious
publication, in which he accuses Sax of plagiarism.

39) CERVENY 1867, op. cit. in footnote no. 1, pp. 6-7; for a summary with commentary, see KELLER, op. cit.
in footnote no. 4, pp. 73-74.
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of the nineteenth century, Cerveny took over the main initiative in this. His instruments first
found acceptance in Austria, then after some small successes at penetrating more distant
markets around the world,*’ they found a home mainly in Germany, the countries of the
Russian Empire," and the Balkans.*? After the unification of Germany (1871), when there
was also a unification and modernisation of instrumentation, local traditions, gradually
died out, including those in Prussia. The new types of instruments brought in from Austria
became symbolic of the times with their characteristically wide bore size referred to as the
“Kéniggritzer Schaltrichter”® From the 1880s, Cerveny’s workshop in Hradec Kralové
began distributing a newly perfected flugelhorn design (see below), which gave rise to
the traditional instrumentation of central European wind bands. This is usually called the
Austro-Czech phase of development.

Development of the “brass band” and the specific

character of the Austrian milieu before 1850

When Cerveny opened his own workshop (1842), innovations of brass instruments and the
rapid development of military bands were at the centre of attention, including all kinds of wind
ensembles.** The invention of the valve mechanism (Blihmel-Stolzel, 1818) arrived after the
era of the Napoleonic Wars, when the prestige of military bands and their representational
function were at their zenith in all countries. A special situation arose in Austria, which
maintained a large standing army even during peacetime. The primarily function of that army
was the defending of the ethnically mixed state and the prevention of violence. The constant
presence of troops was far from being militaristic; instead, it engendered a peculiar form of
the army’s aestheticisation. Allowances were made for a large number of regimental bands,
and under the given circumstances, these became sought-after employers of professional
musicians. Among other things, they represented a substantial market for musical instrument
makers. All over the country, military bands became an important part of musical and social

40) For information about Cerveny’s rather sporadic orders for northern Europe, Spain, and South America,
see PAVLfK, op. cit. in footnote no. 8, p. 166.

41) Cerveny promoted himself using the title of supplier to the Russian, German, and Austrian armies,
especially for the instruments from the 1870s and *80s, the period of his workshop’s greatest prosperity and
of its connections to those states. Cf. HEYDE, op. cit. in footnote no. 2, p. 84.

42) The founding of two prestigious Bulgarian military bands (1878) equipped with Cerveny’s instruments
was arranged at the request of the Russian Embassy in Vienna by Pavlis’s music agency in Prague; cf. VALES,
op. cit. in footnote no. 23, p. 327.

43) HEYDE, op. cit. in footnote no. 2, pp. 84-88.

44) Composers and music theorists of the 19* century categorised military music as a basic musical genre
alongside “sacred, theatre, chamber, and dance music” (Jakub Jan Ryba) or “sacred, secular, instrumental,
chamber, and dance music” (Emanuel Melis 1857), while August Wilhelm Ambros (1859) differentiated
between sacred music, opera, concert music, chamber music, dance music, and military music. For an
overview, see KOTEK, Josef: Déjiny Ceske populdrni hudby a zpévu, I. dil (do roku 1918) (The History of Czech
Popular Music and Songs, Part I — through 1918), Academia, Praha 1994, p. 72. For the new definition of
“military band” in Czech, see HORAK, Vladimir: Vojenskd hudba, in: Slovnik ¢eské hudebni kultury (Dictionary
of Czech Musical Culture), ed. Jifi Fukac, Praha 1997, pp. 1003-1004.
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life*> and a model for the establishing of civilian bands in towns and villages. Another striking
feature peculiar to Austria was the decentralised and largely spontaneous growth of this milieu
“from the bottom up’ While military bands were subsidised and state operated in Prussia and
France, in Austria until the First World War the bands were operated in the old manner by
the proprietors (“Inhaber”) of the regiments.*® This environment favoured interaction between
bandmasters, patrons, and instrument makers. The lack of an organisational framework was
eventually provided by a civilian Military Music Society (1850) and the military music school
it operated, which was based in Prague (1856).*

The 1840s were a time of major changes to instrumentation.*® They were also the time
when Cerveny’s workshop got started. We can also find important accounts of the status and
transformations of Austrian bands at the time in three complementary texts by influential
bandleaders of the period. One of them is an informative description of the military bands of
former Austrian Italy by Josef Fahrbach (184:6),* another is a discursive travelogue describing
current problems and suggestions for improvements by Josef Rudolf Sawerthal (1846),>°
and finally there is an outsider’s viewpoint from the French bandmaster Georges Kastner
(184.8)." Instrumentation manuals are another type of source (Nemetz 1844)>* that can be
compared with instrumentation textbooks for wind bands that are 110 years newer (Vackar
— Vackar 1954),% retrospectively summarising the form taken by the Austrian tradition at
a time when its style was already refined and largely canonised.*

45) KOTTER, Simon: Die k. (u.) k. Militdrmusik. Bindglied zwischen Armee und Gesellschaft? Augsburger
historische Studien Band 4, Universitat Augsburg, Augsburg 2015.

46) This was largely a transformation of aristocratic patronage in the 19* century, with a gradual loss
of traditional patronage ties to churches and schools. Instead, the aristocracy began realising their
representational ambitions in service of the state.

47) The Militdrmusikverein (Military Music Association) was founded in 1850 in Prague. In 1855 the name was
changed to Verein fiir Ausbildung in der Militdrmusik-Instrumentation und Orchestration (the Czech name was
Society in Support of Military Music or Union for Improvement of Military Music in Bohemia). For details, see
VALES, op. cit. in footnote no. 23, p. 325 ff.

48) Concerning the periods of development of brass instruments, see HEYDE, op. cit. in footnote no. 2,
pp. 9-13.

49) FAHRBACH, Giuseppe: Organizzazione della musica militare austriaca, Gazetta musicale di Milano, vol. V,
1846, N. 33 (16 Aug.), p. 258 ff. (hereinafter FAHRBACH).

50) SAWERTHAL, Joseph Rudolf: Uber einige Regimentskapellen in Ungarn und Osterreich. Reisebericht von
Jos. Sawerthal, Militdr-Kapellmeister, Wiener allgemeine Musik-Zeitung, vol. VI, 1846, No. 55 (7 May 1846),
p. 217 ff. (hereinafter SAWERTHAL).

51) KASTNER, Georges: Manuel général de musique militaire a 'usage des armées frangaises, Firmin Didot Freres,
Paris 1848 (hereinafter KASTNER).

52) NEMETZ, Andreas: Allgemeine Musikschule fiir Militdr-Musik, A. Diabelli, Wien 1844 (hereinafter NEMETZ).
53) VACKAR, Viclav — VACKAR, Dalibor C.: Instrumentace symfonického orchestru a hudby dechové (The
Instrumentation of the Symphony Orchestra and Wind Music), Statni nakladatelstvi krdsné literatury, hudby
auméni (State Publishing of Belles-lettres, Music, and Art), Praha 1954 (hereinafter VACKAR — VACKAR).
54) The authors of this first Czech textbook on instrumentation, the second volume of which is devoted to
wind music, were Dalibor C. Vackdr (1906-1984) and his father Karel Vackar (1881-1954).
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The emergence of “brass bands’, which Kastner (1848) called a revolution® and Fahrbach
(1846) called the first flight,> was perceived in central Europe asa culmination of development
that could still be overlooked by generational memory. Already in the eighteenth century,
Paris and Vienna were regarded as the leading centres of development. The foundation for
Austrian military music was the wind ensemble (Harmonie or Harmoniemusik),” which was
integrated into the symphony orchestra by the end of the eighteenth century,*® and powerful
percussion instruments (Turkish music). Napoleonic imperial music, which served as
the model for the establishment of modern military bands, was a synthesis of the French
military band and the Austrian Harmonie.” It was still the woodwinds, however, that were of
fundamental importance to these ensembles. Another major stimulus occurred in occupied
Paris (1813), when the military bands of all of the countries confronted each other. It was
then the great trumpet bands of the Russian and Prussian cavalry regiments who attracted
attention.®® The rebirth of the Harmonie as the “brass band” was made possible by the first
brass instruments with piston valves (1818), initially introduced in Berlin (1828)°' and spread
from there to Saint Petersburg and London (1831).%? In Paris, the instruments were perfected
by Francois Périnet, and in ca. 1830 they were adopted by military bands and the symphony
orchestra. In Austria, however, they were received with reservations. There, they already
faced strong competition from the older keyed trumpets with the Weidinger mechanism
(ca.1793), which represented the initial phase of chromatic brass design. In comparison with
the first valved instruments, “keyed trumpets” were reliable and had an evenness of tone,*

55) KASTNER, op. cit. in footnote no. 51, pp. 189 and 251.

56) “Ma quando negli ultimi 25 anni gliistrumenti di metallo, per I'invenzione delle chiavi e macchine, divenero
attia dare tutta la scala cromatica, ed in conseguenza per mancanza di suonirichiesti dall’armonia non furono
piu costretti ad ogni istante a far pausa, elevossi la musica militare con prestissimo volo fuori de’suoi angusti
confini.” (Translation: “Once the brass instruments had become capable over the last 25 years of playing the
full chromatic scale thanks to the invention of keys and valves and were no longer compelled to play rests
constantly because of the lack of the notes required by the harmonies, military bands took off quickly and
abandoned their narrow borders.”) FAHRBACH, op. cit. in footnote no. 49, p. 258.

57) Concerning the term Harmoniemusik cf. HOFER, Achim: Harmoniemusik, in: MGG2, Sachteil Bd. 4,
Kassel u. a. 1996, col. 153-167; Ute Omonsky (ed.): Zur Geschichte und Auffithrungspraxis der Harmoniemusik,
Michaelsteiner Konferenzgerichte Band 71, Wissner-Verlag, Augsburg 2006.

58) Already Beethoven’s orchestra was expanded to include the complete instrumentation of military bands:
the wind Harmonie, trumpets, trombones, tympani (attributes of cavalry music), and percussion (Turkish music).
59) For information about the development of French music on the basis of generational experiences of the
first half of the nineteenth century, see KASTNER, op. cit. in footnote no. 51, pp. 163-190.

60) Recollections of the impression made in Paris (1813) by large ensembles of natural trumpets, slide
trombones, and tympani that accompanied the Prussian and Russian cavalry regiments are summarised by
TARR, Edward H.: East Meets West. The Russian Trumpet Tradition from the Time of Peter the Great to the October
Revolution. Bucina: The Historical Brass Society Series No. 4, Pendragon Press, Hillsdale (NY) 2003, pp. 33-34
(hereinafter TARR).

61) HEYDE, op. cit. in footnote no. 2, pp. 14-26 and 78.

62) This route of the spread of new chromatic instruments is described in TARR, op. cit. in footnote no. 60,
pp. 40-43.

63) An anonymous article in the journal Dalibor recalls the popularity of the old system and the inertia of
the players: “Undoubtedly many of the generations now living remember these instruments; it was right
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and they had established themselves firmly in the military bands.®* For a time, they even
found their way into sacred music,* as new bass instruments would do later.*®

In Vienna and Prague, the invention of the “Berliner-Pumpen” valve was mostly received
as inspiration for new improvements.” The most successful mechanism was a two-piston
design patented by Joseph Kail and Joseph Felix Riedl (1823),%® which was characterised by
the quick reaction needed for playing legato, and which was highly acclaimed in its day,®
and Uhlmann’s improvement (1830) is still known as the Vienna valve.”® According to
contemporary accounts, however, the advantages of the new valved instruments were not
successfully defended until after Joseph Kail introduced instruction in playing them at the
Prague Conservatoire (1826) and trained the first graduating students.” Kail and Riedl later

after the end of the great war with France. B-Y: Slovo o plechovych dechovych ndstrojich (A Word about Brass
Instruments), Dalibor 3 (1860), no. 18 (20. 6. 1860), p. 139 ff, here p. 192 (hereinafter B-Y).

64) “[...] with these resources, the foundations were laid for the rise and improvement of the newly emerging
brass bands; already back then, they were playing such great works of music as overtures, arias etc. from
operas. The sounds of the keyed notes were not only pleasing in themselves and similar to each other, but also
entirely similar to the natural notes.” Ibid.

65) The “Klappentromba” is usually found in the music archives of rural Czech churches (see RISM, [accessed
21June 2019]).

66) Vénceslav Metelka made the following negative observations about this process: “Nothing but brass
bands, and few violin makers. [...] There are basses in churches, but where? Attached to bellows. It has no
strings, orif it does, they are ropes made by a tradesman who walks backwards —a rope maker. The bombardon
istriumphant. The player blows onit like in an army camp. Cello? As alien as the Emperor of Morocco. Bassoon.
My God! Before long, the boys will be asking what he’s doing with that crowbar. That’s progress, alright,
but progress towards what? Its like the Mr. Franc in the Feast of Nowheresville— backwards.” METELKA,
Vénceslav: Ze Zivota zapadlého vlastence (From the Life of a Rural Patriot), ViySehrad, Praha 1982 (entry dated
31 December 1854).

67) For more on types of valve mechanisms built in the Czech lands, see ZURKOVA, Tereza: Vroba ndtrubkovych
dechovych ndstrojii v Ceskych zemich v 18. a 19. stoleti se zamérenim na lesni rohy (Brass Instrument Making in the
Czech Lands in the 18" and 19* Centuries with a Focus on French Horns), dissertation, Masaryk University,
Brno 2015, pp. 112-120.

68) For more details, see ibid, pp. 115-116.

69) “This type of mechanism has received the highest praise, and these instruments alone are used in the
states of Imperial and Royal Austria. They are exported to foreign countries, and forgeries are made there as
well, while one finds no trace of foreign instruments here. The Austrian instruments are distinguished from
the others by their beauty and their shapeliness of form.” B-Y, op. cit. in footnote no. 63, p. 140.

70) SUPPAN, Armin: Das Wiener Horn und der Wiener Klangstil, Brass Bulletin, vol. 80,1992, pp. 28-46. For the
latest information, see: WIDHOLM, Gregor: The Vienna Horn: Its Acoustics and Playing Technique, Historic Brass
Society Journal, vol. 28, 2016, pp. 163-178.

71) CIZEK, Bohuslav: Ndstrojové shirky prazské konzervatore: IV. Zapomenuty zlepsovatel Zestovych ndstroji Josef
Kail. (Instrument Collections of the Prague Conservatoire. IV. The Forgotten Improver of Brass Instruments
Josef Kail), Hudebni nastroje (Musical Instruments), vol. 18,1981, no. 6, pp. 209-215; CIZEK, Bohuslav: Josef
Kail (1795-1871), Forgotten Brass Instrument Innovator, Brass Bulletin, vol. 73, 1991, pp. 64-75; vol. 74, 1991,
pp. 24-29.

72) “The experienced trumpeters who played simple instruments laughed at first at the new invention.
With more modest effort, younger players who took to the new instrument were able to achieve what old,
experienced trumpeters could not do in spite of their perspiration and effort. That annoyed those good
folks, who became opponents of the innovation.” B-Y, op. cit. in footnote no. 63, p. 216. “The keyed bugles,
flugelhorns, and ophicleides hardly lasted 15 years, and now they have been laid to rest like the limping slide
trombone. May they rest in peace!” Ibid, p. 192.
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introduced another patent (1835), from which the cylindrical or rotary valve mechanism
developed.” Later, this was also called the Prague mechanism; the dance bands of Joseph
Lanner and Johann Strauss Viennese contributed to the spread of the invention.”™

It was just at the time of these great changes that the young V. F. Cerveny served his
apprenticeship with J. A. Bauer, then the leading Prague brass instrument maker,” and as
a journeyman he visited the progressive workshops of Austria.”® On the advice of the Brno/
Briinn master Hallas, he settled in Hradec Kralové, a town with a military base. He used
quality and innovations to build up his brand.”” Later on, his innovations were imitated, just
as he had also often drawn on the experience of other instrument makers.”

Cerveny’s cornon (1844) and period innovations

of brass instruments’ shapes

Cerveny drew attention to himself with new design solutions immediately after he began
working independently (1842). His price list (Preiscourrant) from 18467 shows that initially
he built all of the types of instruments usual at the time, and this gave him insight into all of
the systems. The first innovation that he introduced and patented was the cornon (1844).%°
This was a French horn adapted for military bands, which had a wider bore and a body in
the shape of a tuba. Its tone was more audible, and it sounded good in combination with
the instruments of the brass band. According to Sawerthal (1846), who was apparently
unfamiliar with Cerveny’s instrument and suggested making a similar change, the traditional
shape of the French horn was perceived as non-functional and impractical after the

73) According to anecdotes later retold among musicians, the rotary valves were inspired by the design of
a beer tap; see KURFURST, Pavel: Kail, Josef, in: Cesky hudebni slovnik (Czech Musical Dictionary) online
[accessed 21 June 2019]. The first rotary valves (Drehbiichsenventil) had actually already been made in 1828
by Bliihmel and Stolzel, but the Prussian authorities never approved their patent application, and other
designs for rotary valves were soon made by Kail and Riedl. For more details, see HEYDE, op. cit. in footnote
no. 2, pp. 27-33.

74) For more details, see HEYDE, op. cit. in footnote no. 2, pp. 32-33.

75) Johann Adam Bauer came from Kraslice/Kraslitz, and he was steeped in the Kraslice traditions of brass
instrument making established by Josef Johann Anger, who had been apprenticed in Nuremberg. For details,
see KELLER, op. cit. in footnote no. 4, p. 74.

76) Cerveny worked in Chrudim, in PreRburg (Bratislava) with Franz Schéllnast, in Vienna with Anton Klepsch,
and finally in Brno with Josef Hallas. For details, see ZRfJBEK, op. cit. in footnote no. 18, p. 37.

77) For an overview of all of Cerveny’s patents and most important innovations, see JOPPIG 1992, op. cit. in
footnote no. 16, p. 217.

78) For information about disputes over priority for various inventions, see HEYDE, op. cit. in footnote no. 2,
p. 12. As Heyde has documented in various places, Cerveny carried over a number of mechanical designs from
other instrument makers, while many of his improvements were further developed by other manufacturers.
79) Concerning the dating of this price list, which has been commented on already several times and which
is preserved in the company archives, an opinion is stated by JOPPIG 1992, op. cit. in footnote no. 16, who
connects it with an exhibition in Vienna in 1846, and earlier by KELLER, op. cit. in footnote no. 4, who found
adifferent dated printing (1846) and later reprints. For more details, see CIZEK 1992, op. cit. in footnote no. 7,
p.202.

80) For a description of the instrumentation and documentation of the patent, see HEYDE, op. cit. in footnote
no. 2, pp. 188 and 299.
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introduction of a valve mechanism.*" The
same problem had already been addressed in
Hannover by Heinrich Zetsche’s fagotthorn
(1841)*2 and by Stowasser’s schwannenhorn,
which Cerveny’s workshop also had in its
assortment.® The cornon was introduced at
an exhibition in Vienna (1845). The editor of
the Wiener allgemeine Musik-Zeitung was
dismissive of the new instrument, merely
pointing out its poor intonation.** Although
this experience may not have been the direct
cause, Cerveny later devoted great care to
purity of tuning, and he personally inspected

all of the instruments that left his workshop.®

At later international exhibitions (London
1862), the cornon was rated far more

favourably.%

P—
Armee-Bass-Pozaune F. Armee-Tenor-Pesaune B.

During the period in question,
experiments with the shapes of brass Military trombone / Armadni pozouny
instruments were a general trend. Kastner J- CERVENY, op.cit.in footnote no. 86, p. 18
(1848) went so far as to say that Austrian
manufacturers were overusing “bizarre, fanciful shapes’, but in reality were offering nothing

81) “[...] nur die Hérner haben vermdge ihrer alten lang gebriuchlichen, beinahe urspriinglichen Form ihre
Schalltrlchter noch riickwarts und wir wiirden nur gewinnen, wenn es moglich ware, sie nach vorne oder
aufwdrts zu richten, da jedes Instrument um so besser und heller klingt, je freier sich dessen Ton ausbreiten
kann, wahrend er bei den Hornern sich ganz in die Kleidungsstiicke der Nebengehenden verdampft.”
(Translation: “[...] because of their age, long use, and nearly original form, only French horns still have their
bells facing backwards, and we would only gain were it possible to direct them forwards or upwards, because
the more freely the sound can spread, the better and clearer every instrument sounds, while the sound of the
French horns is completely muted by the clothing of those walking beside them.”) SAWERTHAL, op. cit. in
footnote no. 50, p. 225.

82) The fagotthorn had a narrow body carried over from a metal bassoon. HEYDE, op. cit. in footnote no. 2,
p.188.

83) For a reprint and description of the first price lists from 1846 and 1853, see JOPPIG 1992, op. cit. in
footnote no. 16, pp. 212-215.

84) “Es gleicht dieses Instrument mehr der Posaune und dem Bombardon als dem Horne, ist daher schon
in der Idee verfahlt, liberdies ist es auch in der Stimmung nicht rein.” (Translation: “This instrument is
more like a trombone or bombardon than a French horn, so the very idea of it is misguided, and besides
that its intonation is not pure.”) A{ugust] SICHMIDT]: Industrie- Ausstellung der dsterreichischen Monarchie in
musikalischer Beziehung, Wiener allgemeine Musik-Zeitung, vol. 5, 1845, no. 88 (24 July 1845), p. 350.

85) PAVLIK, op. cit. in footnote no. 8, p. 160.

86) CERVENY, Jaroslav: Ehrenkranz fiir V. F. Cerveny, Chef der Musikinstrumenten-Fabrik ,,V. F. Cerveny & Sohne
zu Koniggriitz in Bohmen, Koniggritz 1883, p. 15 (hereinafter J. CERVENY).
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new.*” After the middle of the nineteenth century, however, the fashion of imaginative shapes
had passed, and a few proven forms became the norm for making instruments.*® Cornons
were later made in the shape of tubas, bassoons, and helicons.®

From the beginning of the twentieth century, there was discussion over the extent to
which Cerveny’s cornon influenced the design of Wagner’s tubas* ordered for Der Ring des
Nibelungen.® For the first Viennese performance of excerpts from Rheingold (1862), Wagner
explicitly suggested using instruments that one could hear played in Vienna’s military bands.’*
The present-day form of the Wagner tuba is much more similar to Cerveny’s cornons than to
Sax’s horns, which were formerly considered as possibly having been used as a model.”® With
cornons, they have in common a French horn mouthpiece and a narrow, conical bore that
influences the tone colour. Although the structure of the Wagner tuba is not entirely identical
to Cerveny’s cornon,’* the latter instrument is now regarded as the direct inspiration for the
Wagner tuba.”” Other ideas are obscured by the mutual similarity of the period military band
instruments and the lack of uniformity of their names. It is difficult, for example, to interpret

87) “Pourtant ce ne sont pas les instruments, et les instruments de cuivre surtout, tous les jours les facteurs
s’efforcent d’en crérr de nouveaux. A la vérité, ils ne s’attaquent qu’a la forme, a laquelle ils savent donner une
foule d’aspects plus bizarres et plus fantastiques les uns que les autres; mais le fond reste le méme, et ce n’est
toujours que d’un fliigelhorn, d’un cor ou d’une trompette a pistons, tournés et retournés en tous sens, qu’il
s’agit en pareil cas. De ces mille tentatives il n’est guére résulté qu’un seul instrument un peu nouveau: c’est le
contrebasson, fait en cuivre et joué avec une anche de contre-basson ordinaire.” (Translation: “Nonetheless, if
thereis anything of which there is no lack in Austria, it is musical instruments, and especially brass instruments:
the manufacturers are constantly trying to create new ones. In reality, they only wrestle with the form, which
they are able to give a variety of bizarre, fanciful shapes, one after another, but the foundation remains the same
in that in every case a flugelhorn, French horn, or valved trumpet is twisted and bent into all directions. From
all these thousands of experiments, only one slightly new instrument has arisen: the brass contrabassoon. The
sound is made by the reed of a normal contrabassoon.”) KASTNER, op. cit. in footnote no. 51, p. 204.

88) The author expresses this opinion in a study in the journal Dalibor (1860). He viewed various types of
instruments in the bass and middle range as variations on the valved trombone: “Trombones have branched
out in just this way. There are lots of versions with names like bombardon, ophicleide, eufonion, bass
flugelhorn, alto horn, tenor horn etc. in diverse shapes. All of these instruments are basically like peas in
a pod. You can tell them apart only by their ranges, bore size, width or narrowness, and the corresponding
mouthpiece. This then gives them a slightly different tone colour.” B-Y, op. cit. in footnote no. 63, p. 139.

89) HEYDE, op. cit. in footnote no. 2, p. 188.

90) For the latest information, see HEISE, Birgit — GELLOZ, Thierry: Musikinstrumente fiir Richard Wagner.
Ergdnzende Anmerkungen zum Katalog ,,Goldene Klinge im mystischen Grund“, Museum fiir Musikinstrumente
der Universitat Leipzig, Leipzig 2013 (hereinafter HEISE — GELLOZ).

91) For the first performance of Das Rheingold in Munich (1869), Wagner had the Berlin company C. W. Moritz
make a set of “Cornons” with a pear-shaped bell. The first tubas made for Bayreuth (Moritz, 1877) had
a normal bell and an oval shape carried over from the baritone horn. Later, those instruments were replaced
by a new set (Gebriider Alexander, Mainz 1890). Ibid, pp. 4-5.

92) See ibid, pp. 3-4.

93) BRYANT, Raymond — BAYNES, Anthony C.: Wagner tuba, in: The New Grove Dictionary of Musical
Instruments, red. Stanley Sadie, Vol. 3, Macmillan Press Limited, London 1984, pp. 831-832.

94) HEYDE, op. cit. in footnote no. 2, pp. 190-191 points out the difference in mechanical design between
Cerveny’s cornon and the later Wagner tubas made by Moritz (1877) and Alexander (1890).

95) There is a recent argument for mutual inspiration in HEISE — GELLOZ, op. cit. in footnote no. 90, pp. 4-5.
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documented eyewitness accounts that at the National Theatre in Prague, Wagner tuba parts
were played on cornons.”

Cornons never completely displaced classic French horns from Austrias bands, but
Cerveny was encouraged by the model’s success, and he made further attempts to optimise
the shape of the instruments. Next came the trombone, the traditional shape of which was no
longer justified after the loss of a functional slide, and Cerveny gave it the form of the military
trombone (1876). Most of the larger instruments were also built in the shape of a helicon.””

The transposing valve (Tonwechselmaschine) and questions of tuning

The first innovation to attract attention on an international scale was a mechanism that is
well defined in a period encyclopaedia (Kott's Dictionary) as a ‘device invented in 1846 by
Cerveny, which renders the use of crooks superfluous”®® The transposing valve was a solution to
the urgently discussed problem or the inconsistent tuning of brass instruments and the need
for constant retuning. The introduction of chromatic instruments brought new problems
for pure intonation. The thorniest problem was the combining of valve mechanisms with
traditional extensions and the parallel use of natural and valved instruments.”” For security of
the intonation of a brass band, the most satisfactory solution was to have all of the instruments
tuned in the same key. Almostimmediately after the introduction of valves, mechanical tuning
crooks began to be manufactured as well. For example, the prototype for Wieprecht’s bass
tuba (1835) was already equipped with a valve tuned to a perfect fourth (B flat — F) which
is still in use. In the system patented by Stowasser in Vienna, the three regular valves were
joined by another three valves for retuning (1845).1° According to Sawerthal (1846), who
praised Stowasser’s design' but could not yet have known about the transposing valve,"**
the retuning mechanism had solved the problem of slow, noisy replacing of crooks.'”® With

96) KELLER, op. cit. in footnote no. 4, p. 75.

97) Concerning the origin and development of the helicon shape, see ibid, p. 12.

98) KOTT, Frantidek Stépdn: Cesko-némecky slovaik zvldité grammaticko-fraseologicky (Czech-German
Dictionary, particularly grammatical and phraseological), Frantisek Simacek, Praha 1878-1893, vol. 5, p. 740.
99) Even after valved instruments had been generally accepted into the orchestra, both valved and natural
instruments were combined. For example, most of Wagner’s operas call for a pair of Waldhorner and a pair of
Ventilhorner. This was because of the evenness of colour of the natural horns, which could not be replaced by
the valved horns of the period. See HEISE — GELLOZ 2013, op. cit. in footnote no. 90, pp. 1-2.

100) For a description and commentary, see HEYDE 1987, op. cit. in footnote no. 2, p. 63.

101) “Stowasser’s neueste Erfindung, die Umstimmung durch einen einzigen Druck bei den Ventils ist fur uns
von grossem Interesse; obwohl die Idee noch nicht geniigend und befriedigend durchgefiihrt, so bleibt sie doch
schon und kann eine bedeutende Verwollkommung unserer Blechinstrumente verbeifiihren.” (Translation:
“Stowasser’s newest invention, retuning by just depressing a single valve, interests us greatly; even if this
idea has not yet been executed sufficiently and satisfactorily, it still remains a beautiful idea and can bring
significant improvement to our brass instruments.”) See SAWERTHAL, op. cit. in footnote no. 50, p. 225.
102) Cerveny began developing the transposing valve in 1842, but he first introduced the patent in 1846.
Sawerthal’s travelogue was published in 1846 on the basis of a trip taken from Timisoara in 1845.

103) “Wenn durch die augenblickliche Umstimmung auch zugleich durch eine Vorrichtung die Stimmziige
verlangert werden konnten, ware die Erfindung ganz vollkommen; iibrigens verdient sie doch die grosste
Beachtung, da dadurch die vielen Bogen beseitigt werden und durch die Umstimmung jener griuliche Lirm
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the transposing valve (zvukovodka),'* the mechanism was simplified to a single rotary valve
that could be put into various settings.” Thanks to this invention, Cerveny first became
familiar with international competition for patents. He was not permitted to display the
transposing valve at an exhibition in Paris because meanwhile the same mechanism had
already been patented for France by P. L. Gautrot as the “transpositeur”'?® Transposing valves
eventually became typical attributes of modern instruments, but Cerveny later abandoned
them, giving preference to uniform tuning of instruments in E flat and B flat (F and C).!” He

then again simplified the transposing valve into the proven retuning valve.!®

Perfecting of the rotary valve and the development

of the valve mechanism

Cerveny worked on improving the rotary valve all his life, and he was constantly introducing
more perfect innovations. When he was getting started, finding the perfect valve mechanism
was of paramount importance. The various systems had their proponents and detractors,
and among them there was no lack of defenders of natural instruments® and of keyed
trumpets (see above). Cerveny himself took sides in the discussion as a proponent of
valved trombones (1862)."° At first they manufactured a two-piston instrument (Viennese
mechanism),"! but later he gave preference to the rotary valve, which had all of its moving

vermieden wird, der durch das Zusammenschlagen der Bogen unvermeidlich den Zuhorer oft in der schonsten
Fermate storte, da die Bogen umstecken mussten.” (Translation: “If the device were capable of instantly
lengthening the tuning slides when retuning, the invention would be entirely welcome; otherwise, of course, it
is deserving of the greatest attention, because it now makes it possible to remove many crooks, and thanks to
the retuning, one eliminates the awful noise that disturbs listeners, often during the loveliest of silent pauses,
simply because crooks had to be exchanged.”) See SAWERTHAL, op. cit. in footnote no. 50, p. 225.

104) Cerveny used the Czech term zvukovodka (transposing valve) as a masculine word but with a feminine
declension.

105) For a description of the mechanism, see KELLER, op. cit. in footnote no. 4, p. 77 and HEYDE, op. cit. in
footnote no. 2, p. 299.

106)]. CERVENY, op. cit. in footnote no. 86, p. 9.

107) Ibid, p. 75.

108) One example of an instrument equipped with a perfect-fourth tuning valve was the low-pitched French
horn of the “peace quartet” (1884); see ibid, p. 75.

109) Concerning the debate of valved instruments, see HEISE — GELLOZ, op. cit. in footnote no. 90, p. 2. One
member of the conservative camp was Adolf Bernhard Marx (1795-1866), who felt the valved instruments
lacked characteristic tone colour. In the Czech-speaking milieu, there was a similar debate on the pages of the
journal Dalibor 1860; see B-Y, op. cit. in footnote no. 63.

110) CERVENY, Véclav Frantidek: Vysvétlivky k pozounu snizcovému, dle jinych taznému (Commentary on the
Slide Trombone), Slavoj, vol. 1, 1862, no. 5, pp. 97-99; PROSKA, Véclav: Obrana tazného pozounku (Defence
of the Slide Trombone), Dalibor, vol. 5, 1862, no. 19, pp. 145-146; no. 20, pp. 154-155; no. 21, p. 162; no. 22,
pp. 169-170.

111) For the price lists (Preisscourant) from 1846 and 1857, see footnote no. 87.
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parts in a dust-proof enclosure.> After
Cerveny’s improvements, they also
drained off condensed water perfectly.'”
Cerveny successively patented a number of
innovations (1850, 1861, 1873), and together
with his son Jaroslav he improved them two
more times (1875 and 1878).!* The most
important improvement was a cylindrical
valve shape (Walzenmechanik), still used
today, in which the rotor is laid horizontally
and given a slightly conical shape. This
prevents wear from causing the instrument
toleak and greatly lengthens its lifespan. The
last improvement that Cerveny patented
with his son Jaroslav (1878) solved the
problem of inserting the mechanism into
the conical body by successively increasing
the diameters of the rotors and crooks.
This was especially successful with the bass
instruments.'?

Cerveny’s contrabass tuba and
the solution of the problem
of bass instruments

The contrabass tuba is regarded as one of

Cerveny’s most successful designs, and

Contrabass B,

it was the first brass instrument in the

contrabass range. Its design builds upon Contrabass tuba/Kontrabasovd tuba
Wieprecht's bass tuba derived from the J. CERVENY, op. cit. in footnote no. 86, p. 8
cornet,"® but its bore width is adapted to
match the Austrian flugelhorn."” Concerning the ideal for the sound and the departure
point for the design of this instrument, Cerveny later commented that he had: “maintained

a conical bore as much as possible, added to the individual parts a relatively congruous

112) An important argument in favour of this system was that it was dustproof; for documentation, see
HEYDE, op. cit. in footnote no. 2, pp. 31-32.

113) For a description of the mechanism and its improvement in 1877, see J. CERVENY, op. cit. in footnote
no. 86, p. 40. Concerning the development of the system and its innovations, see HEYDE, op. cit. in footnote
no. 2, pp. 27-42.

114) For a description of the systems in question, see CIZEK 1992, op. cit. in footnote no. 7, p. 201.

115) KELLER, op. cit. in footnote no. 4, p. 77.

116) HEYDE, op. cit. in footnote no. 2, p. 227.

117) CIZEK 1967, op. cit. in footnote no. 14, pp. 45-51.
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dimension (bore width), and arrived at basses that easily respond with outstanding power
without overtaxing the players’ lungs. This led to an even roundness of the sound of ensembles,
and a powerful bass line that won Mr. Cerveny’s bombardons and contrabasses favour and
popularity both at home and abroad™®

The contrabass tuba was introduced to the public for the first time in Hradec Kralové at the
Feast of Corpus Christi in 1845." According to Cerveny, he invented it for the bandmaster
Joseph Alscher, who wanted a “big, strong bass’'* although he had already been working
on it since his years as a journeyman.” As Fahrbach admitted (1848), before the middle
of the nineteenth century, Austrian bands lacked an ideal bass instrument."” This problem
had already been apparent in the wind ensembles (Harmonie) of the eighteenth century,
when a stringed contrabass was added out of necessity."® For this reason, various attempts
were made to strengthen the existing instruments both with mouthpieces?* and with double

125 126

reeds.””® With the French imperial bands came the popularity of the serpents,™ and later

the serpent bassoons, contrabassoons (fagottons), and bass ophicleides. Austrian bands
made plentiful use of the metal contrabassoon (tritonicon),'”” which was praised by Kastner
(1848),?8 although Sawerthal (1846) did not like it.”* V. F. Cerveny also involved himself
in the development of the tritonicon, resolving its structural and acoustical problems.”** In

Austrian bands, bombardons were regarded as the best solution for a bass brass instrument

118) CERVENY 1867, op. cit. in footnote no. 1, p. 2; in Czech CERVENY 1869, op. cit. in footnote no. 1, p. 91.
119) HALLER 1967b, op. cit. in footnote no. 12, p. 38.

120) J. CERVENY, op. cit. in footnote no. 86, p. 7.

121) HALLER 1967b, op. cit. in footnote no. 12, p. 37.

122) “Il bombardone [...] lascia molto a desiderare nell’intonazione: e proprio bisogna dire che, almeno tra
noi, non esiste un perfetto istromento per le parti del basso.” (Translation: “The intonation of the bombardon
still leaves a lot to be desired, and one must say in general that there is no perfect instrument in this country
for bass parts.”) FAHRBACH, op. cit. in footnote no. 49, p. 397.

123) A typical example is Mozart’s Serenade No. 10 in B flat major for winds, KV 361/370a.

124) CIZEK 1967, op. cit. in footnote no. 14.

125) For the latest information, see KIEFER, Thomas: Tiefstimmige Doppelrohrblatt-instrumente von der
Harmoniemusik bis in das Blasorchester. Zu ihrer Entwicklung im Bereich der Donaumonarchie und den Auswirkungen
auf den Instrumentenbau in Berlin und Mailand. Wissenschaftlicher Jahrbuch der Tiroler Landesmuseen 2010,
pp. 47-99 (hereinafter KIEFER).

126) The serpent, the bass member of the zink family, was used in pre-revolutionary France to reinforce
monophonic liturgical chant in large spaces.

127) The name seems to have been derived from sea molluscs of the genus Tritonium, the shells of which were
blown on to drive away clouds, and in the nineteenth century it was imported to central Europe. For details,
see KURFURST, Pavel: Hudebni ndstroje (Musical Instruments), Togga, Praha 2002, pp. 647-648 (hereinafter
KURFURST).

128) KASTNER, op. cit. in footnote no. 51, p. 204.

129) “Unsere Contrafagotts sind ein schnarrendes Ubel...” (Translation: “Our contrabassoons are a rasping
illness.”) See SAWERTHAL, op. cit. in footnote no. 50, p. 217.

130) For information about Cerveny’s tritonicon and its place in the development of double reed bass
instruments, cf. CIZEK 1992, op. cit. in footnote no. 7, pp. 200-201, and most recently in KIEFER, op. cit. in
footnote no. 125.
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(valved ophicleides, close to bass trombones).”®' Sawerthal (184.6) preferred them for their

“full, round, soft” sound and their “imposing, majestic” tone colour,"** as well as for their

ideal blend with the colour of the wind band.’*® Fahrbach (1848), however, took a more
critical stance towards these instruments."”* This problem was not resolved until the arrival
of Cerveny’s bass and contrabass tubas (1845), which guaranteed a strong, octave-doubled

bass with a blending colour."*

136

Both instruments were built from the beginning in the form
of a helicon,” making the instrument easier to play while marching. Cerveny’s tuba became
quite widespread, and it was the only member of the flugelhorn family to be accepted into

the symphony orchestra.’”

“Even roundness of tones”. Cerveny’s flugelhorns

and the preference for large bore width

The use of flugelhorns as the main melodic instruments became the chief identifying feature
of the Austrian style of wind bands. This explains the priority Cerveny gave to the care for and
perfecting of that group of instruments. In Prussian bands, it was similarly designed cornets

138

and post horns that played this role,"® while in France and England they were replaced by

narrower bored cornets and Sax horns (1843). In Austria, flugelhorns came into favour

131) For information about the Viennese bombardons, see CIZEK 1992, op. cit. in footnote no. 7, p. 49 and
HEYDE, op. cit. in footnote no. 2, pp. 222-225.

132) “[...] der volle, runde, weiche Bombardon ist, gut geblasen, fiir die Militdrmusiker der schonste Bass
und stellt den breiten, schnarrenden, unverstiandlichen Contrafagott bei weitem in den Hintergrund, den
der Bombardon gibt dem Ganzen eine imponierende, majestatliche Tonfarbung.” (Translation: “[...] the
full, round, gentle bombardon, if well played, is the loveliest bass instrument for the military band, and it is
pushing the fat, growling, and indistinct contrabassoon into the background, because the bombardon has
arather imposing, majestic tone colour.”) See SAWERTHAL, op. cit. in footnote no. 50, p. 217.

133) “[...] auch statt dem schnarrenden Fagottone des Tritonicons wiirde ich lieber noch einen Bombardon
nehmen; da der Ton noch viel voller, grosser und egaler sich dem Trompeten- und dem Fliigelhorntone mehr
ausgleichend, denn alle unsere tiefern Instrumente, als da sind: die Bassfliigelhdrner, Baritons, Euphonions,
Schwanenhdrner und Bombardons sind im Grunde nur Kinder des kleinen Fliigelhorns.” (Translation: “[...] also,
instead of the croaking bassoon-like tone of the tritonicon, I would rather add one more bombardon, because
its tone is much fuller, bigger, and better matches the sound of trumpets and flugelhorns, because all of our low-
pitched instruments, such as the bass flugelhorn, baritone, euphonium, schwannenhorns, and bombardons are
basically just children of the little flugelhorn.”) See SAWERTHAL, op. cit. in footnote no. 50, p. 182.

134) See footnote no. 122.

135) Until then the first and second bass parts had been played by a pair of a contrabassoon (fagotton) and
a bombardon; see FAHRBACH, op. cit. in footnote no. 49, p. 397.

136) For information about éerven)?’s helicons, see HEYDE, op. cit. in footnote no. 2, p. 235.

137) The contrabass tuba found its way into the orchestra by two different routes: through R. Wagner and
composers under his influence (A. Bruckner, G. Mahler, R. Strauss) and through N. Rimsky-Korsakov and
his pupils (O. Respighi, M. Ravel, I. Stravinsky); see BEVAN, Clifford: Tuba, in: The New Grove Dictionary of
Musical Instruments, ed. Stanley Sadie, Vol. 3, Macmillan Press Limited, London 1984, pp. 664—-668.

138) For information about the design and tuning of Prussian, Bavarian, and Saxon post horns, see HEYDE,
Herbert: Horner und Zinken, Musikinstrumenten-Museum der Karl-Marx-Universitat Leipzig, Katalog, Band 5,
VEB Deutscher Verlag fiir Musik, Leipzig 1982, pp. 40-41.
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Tenor flugelhorn in the old, straight version / Tenor flugelhorn in the oval shape
Baskiidlovka tenorova ve starsi rovné formé (Kaiserbaryton) / Baskfidlovka tenorova v ovalné
V.F. Cerveny a synové, post 1889 formé (Kaiserbaryton)
NM-CMH E 842 V.F. Cerveny a synové, post 1889
© NM NM-CMH E 509
©NM

when keyed instruments were replaced by valved ones.”® Sawerthal (184:8)"*° and Fahrbach
(184:8)"! called them the most important instruments, and by the twentieth century they
were regarded as the foundation of central European wind bands."**

A predecessor of the flugelhorn was the military signal horn with a conical bore that
guaranteed the sound would be audible over long distances. The Kent bugle was the first
attempt at making a chromatic signal horn. It had a Viennese keyed mechanism, and it
became widespread in British bands after 1810. The Parisian instrument maker Halary (Jean
Hilaire Asté) made a complete family of these instruments, called ophicleides (1817).143

139) HEYDE, op. cit. in footnote no. 2, p. 210.

140) “Das Flugelhorn ist gewiss bei den jetzigen Militirmusiken ein hochst wichtiges Instrument, da seines
vollen schmeltzenden Tones wegen die meisten Sopranosoli fiir dasselbe geschrieben sind.” (Translation:
“The flugelhorn is certainly an extremely important instrument for today’s military bands; most of the soprano
solos are written for it because of its full, mellifluous tone.”) SAWERTHAL, op. cit. in footnote no. 50, p. 209.
141) FAHRBACH, op. cit. in footnote no. 49, p. 397.

142) “Flugelhorns are used almost exclusively in the orchestras of central Europe; everywhere else, French
trumpets and cornets are used. [...] With their resolute yet flatter sound, they would constitute a foreign
element in our wind bands; the flugelhorn with all of its sonic properties fits in ideally with those bands.”
VACKAR - VACKAR, op. cit. in footnote no. 53, p. 182.

143) TARR, op. cit. in footnote no. 60, p. 35.
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Russian horn bands were an important source of inspiration for further developments.'**

After the Napoleonic Wars, these Russian bands gave concerts in France and Germany,"”
and they also appeared in Prague.*® These instruments had conical bores and were well
proportioned,"” and playing together they attracted attention because of their audibility
at a distance and their strong bass lines.® The Russian horns were therefore used as the
basis for designing Prussian valved cornets and tubas."*® At first, the Austrian flugelhorns
were not very different from them, but over time their bore size widened even further.
A substantial share of this process took place in Cerveny’s workshop in connection with the
overcoming of technical limitations. This resulted in a complete family of flugelhorns with
an extraordinarily wide bore size and a tone that carried well. They were called “imperial”
flugelhorns (or “tsar” for export to the Russian Empire). Their typically oval shape, which
differs from older (straight) tuba shapes, has traditionally been called the Bohemian design.
Cerveny introduced these instruments, still popular today, in 1882,'*° after he had mastered
the insertion of a valve mechanism into the conical instrument and the shaping of large
instrument bodies."

Cerveny's instruments were important intermediate links in these experiments. They later
became obsolete, but that gave him needed experience. This mainly involved the phonicon
(1848), intended for chamber music, and the baroxyton (patented in 1854), which was half as
long because of its adapted dimensions.”” In developing it, Cerveny arrived at the optimum
proportions of small bass instruments with a large range."

The widening bore sizes of Austrian flugelhorns corresponded to a general effort to make
brass ensembles more audible when playing outdoors. One prominent platform for similar
experiments was the Austrian Navy Band, of which J. R. Sawerthal was the bandmaster

from 1850 to 1864. A noteworthy march by Sawerthal calls for unusual instrumentation: an

144) The Russian horn band was founded by a musician of Czech origin, Jan Antonin Mares (1719-1794); see
KURFURST, op. cit. in footnote no. 127, p. 667.

145) In 1818, the entire Russian horn band was deployed to Coburg as a gift from the Grand Duke Konstantin
Pavlovich to his brother-in-law, the Duke of Saxe-Coburg. For details, see TARR, op. cit. in footnote no. 60.
146) “Then there are others who are of the opinion that wide bore width is based on Russian hunting bands,
which used such enormously wide but single-note instruments, and just such a band travelled all over France
and Germany in 1834. We also heard the ensemble in Prague.” B-Y, op. cit. in footnote no. 63, p. 192.

147) For an analysis of the set of horns from Weissenfels preserved in the holdings of a museum in Leipzig,
see HEYDE, Herbert: Horner und Zinken. Musikinstrumenten-Museum der Karl-Marx-Universitdt Leipzig,
Katalog, Band 5, VEB Deutscher Verlag fiir Musik, Leipzig 1982, pp. 109-114, hereinafter Tafel 21.

148) RICKS, Robert: Russian Horn Bands, in: Musical Quarterly, vol. LV, 1969, no. 3, pp. 364-371.

149) HEYDE, op. cit. in footnote no. 2, p. 84.

150)]. CERVENY, op. cit. in footnote no. 86, p. 43.

151) For a detailed description of the production procedure, see CERVENY, Viclav Frantiek and sons:
O vyrdbéni hudebnich ndstrojt kovovych (On the Manufacture of Metal Musical Instruments), Listy pramyslové
(Industrial News), vol. 4, 1878, no. 3, p. 26; no. 4, pp. 40-42.

152) Instead of the usual bell, the Baroxyton had a pear-shaped extension that changed the tone colour, such
as that of the English horn or older types of basset horns. It is so far known to us only from pictures; see
J. CERVENY, op. cit. in footnote no. 86, p. 10.

153) For descriptions of these and other instruments, see KELLER, op. cit. in footnote no. 4, pp. 75-76.
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ensemble of variously tuned signal horns.”* The title of the piece is Malamocco Marsch,"
and it explains the reason for the instrumentation.”®® The distance between Venice and
Malamocco (i.e. the width of the channel connecting the open sea to the lagoon) is about
eight kilometres. The standard Austrian instruments of the 1850s probably could not be
heard from such a distance, so Sawerthal tried out the signal horns used on ships. Any
greater improvement to the acoustical carrying power of the flugelhorns had to wait for
the overcoming of technical difficulties with the insertion of a valve mechanism into the
bodies of instruments with a wider bore size. It was only afterwards (1867) that Cerveny was
able to summaries their advantages: “Because steam-powered machinery is not yet used in
Austria for manufacturing brass instruments, as the firm Gautrot does in France, but instead
everything is made by hand, weaker metal can be used, which is naturally better for vibration.
The combination of instruments with conical and cylindrical tubing offers a greater quantity of
different colours, and it cannot be denied that we can hear the sonority of an Austrian military
band from a greater distance than a French or English one™’

Even after the perfecting of flugelhorns, Cerveny continued to design more families
of instruments. From a valved signal bugle called the “harcovka” (1859), he created the
“sokolovka” (1866), a signal horn made for Sokol clubs, which had an even wider bore size
than a flugelhorn.”*® Thanks to orders for the Russian market, he also made cornets. To
a quartet of cornets (1876) he added the triumfkornet (1879, later called the tsar-soprano),
and eventually he expanded the whole cornet family from a sopranino to a contrabass
instrument.” In 1884 he introduced a quartet of French horns that he called “peace
horns’}'° consisting of a lead voice in F, an alto horn in B flat, and two horns that could be
tuned in either F or E flat."' After Cerveny’s death, Josef Sediva'® continued the process of
increasing bore widths, manufacturing flugelhorns and tubas called “herculesophones” with
an extremely large bore width.'®

154) Each signal horn is capable of playing several natural notes. The necessary harmonies are created by
the playing of variously tuned natural horns (four in E, others in E flat, D, C sharp, B flat, and A). These were
probably real military or naval signal horns tuned using couplers of various lengths.

155) Music from the estate of J. R. Sawerthal is kept in the music history department of the National Museum
— Czech Museum of Music. The collection has not yet been processed, and it contains a selection of scores of
afew dozen compositions.

156) Malamocco is opposite Venice on the sandbar (called Lido) that separates the lagoon from the sea.

157) CERVENY 1869, op. cit. in footnote no. 1, pp. 12-13.

158) For descriptions of these and other instruments, see KELLER, op. cit. in footnote no. 4, pp. 75-76.

159) For a description, see KELLER, op. cit. in footnote no. 4, p. 75.

160) The instruments were named after the peace talks in Kroméfiz (1884), where an accord was reached for
a definite period between Germany, Russia, and Austria. For Cerveny, this meant access to his main export
routes would be reopened.

161) KELLER, op. cit. in footnote no. 4, p. 75.

lvGZ) HRUSKA, Viktor — ZUVRKOVA', Tereza: Josef Sediva a jeho sbirka hudebnich ndstrojii v Ndrodnim muzeu —
Ceském muzeu hudby (Josef Sediva and His Collection of Musical Instruments at the National Museum — Czech
Museum of Music), National Museum, Praha 2016.

163) The most successful of Sediva’s instruments, manufactured in the Russian city Odessa, were the
extremely wide-bored contrabass tubas, which were favoured by N. Rimsky-Korsakov and were employed by
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Conclusion — Cerveny’s instruments and the transformation

of the sound of central European wind bands

The increased bore size of Cerveny’s “imperial” flugelhorns after 1885 has been discussed as
a significant turning point in the sound of central European wind bands, which originated in
Bohemia and Austria (Heyde 1987).%%* The spectrum of sounds was enhanced by dark colours
characterised by warmth and softness.'> Cerveny himself expressed this ideal as smoothness,

166 Here we see

fullness, and softness of sound (Schmelz, Fille und Weichheit des Tones).
the culmination of development leading to the individualisation of tone colours. The overall
effort to expand bore sizes and to achieve a soft sound ran into a number of technical limits,
but Cerveny gradually became more confident in overcoming them. This led to a significant
qualitative shift from “brass bands’, which attracted attention mainly through the power of
their sound, to wind music with tone colours that approached the neo-Romantic ideal. Again
in this case, W. E. Wieprecht can be called a pioneer of the instrumentation of wind music.
He proposed an arrangement of dynamic ranges and tone colours (within the possibilities
and limitations of the instrumentation of the 184.0s), which he called the acoustic pyramid.'”
We can also observe that Cerveny’s subsequent instrument designs, including bass tubas,
were fully in accordance with period efforts to achieve individualised tone colours and at the
same time, a soft, sonorous sonic foundation.'*® The instrumentation of Austrian wind bands
also underwent development that corresponded well to the overall changes to the ideal
sound. We can compare it to period tendencies in both symphonic instrumentation and
the design of keyboard instruments. We can see, for example, a very clear transformation
of the ideal sound in the organ building of the period, which abandoned its predilection for
high mutation stops. The development of organ specifications shifted away from a mixture-
based principal in a single tone colour and moved instead towards an expanded range of
colours and dynamics. Special attention was paid to soft hued registers in the fundamental
range, which were well suited to playing accompaniment and to richer harmonies.'”” We also
find a similar ideal in the design of pianos, harps, and other instruments in the direction of
a deeper spectrum with an emphasis on soft, sonorous colours.

Given further interest in the development of the instrumentation of Austrian wind bands,
more than a century of development can be examined, as is documented in the studies
on instrumentation by Nemetz (1844) and Vackar (1954). There is considerable apparent

his pupils, especially in Russian and French symphony orchestras.

164) HEYDE, op. cit. in footnote no. 2, p. 11.

165) Ibid.

166) CERVENY 1867, op. cit. in footnote no. 1, p. 15.

167) Also see KASTNER, op. cit. in footnote no. 51, pp. 210-212.

168) “Narrow bore brass instruments have a raspy, crackling sound, while on the other hand the wide bore
instruments have a tender, sweet sound. The latter are therefore better suited to solo playing than the former,
so they are still in use today.” B-Y, op. cit. in footnote no. 63, p. 139.

169) For a new view of central European Romantic and reformed organ building that is overcoming the disdain
influenced by the aesthetics of the first half of the twentieth century, see SEHNAL, Jifi: Barokni varhandrstvi na
Morave (Baroque Organ Building in Moravia), part 4, Dodatky (Addenda), Palacky University, Olomouc 2018.
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internal continuity, but thanks to the perfecting of instrument designs, composers gradually
developed a masterful treatment of tone colours. From the legacy of the first half of the
nineteenth century, there was a continuation of both the melodic role of the flugelhorns
and the octave doubling function of clarinets, as well as the presence of other instruments
playing accompanimental figures.”® There were more groups of instruments expanding
the range of tone colours, but they also represented various accretions of tradition. Fanfare
trumpets and trombones, for example, were integrated into large ensembles as a reminder of

7'while French horns evoked the music of riflemen

the old ensembles of cavalry trumpeters,
and huntsmen from the past. The melodic potential, however, depended upon the ongoing
perfection of the flugelhorn section supported by a strong bass line. Their resulting tone
colour, which Cerveny perfected during the last decade of his life, gave the whole traditional
instrumentation its contrasting colours and perfect flexibility of sound.

From the summary above, it is clear that Cerveny represented a consistent alternative
to Sax’s instrumentation, and it had become quite popular in certain regions and
contributed significantly to the individualisation of the Austrian type of wind bands. While
Sax’s instruments emerged during an era of great experimentation in the 184.0s and did not
undergo substantial further development, Cerveny kept innovating all his life, and he did
not arrive at his more original designs until after several more decades. At the end of his
life, he introduced a family of flugelhorns with individualised sound, which gave wind bands
new acoustical weight and a more flexible range of colours. Although Cerveny joined with
Sax’s opponents during the heightened political antagonisms of the 1870s, he had otherwise
good, collegial relations with his chief competitor."”* Of course, he also built upon the results
of other instrument designers and created a synthesis of existing traditions and of the
Prussian and Austrian traditions in particular. His instruments became especially typical of
Austrian military music, and they later established themselves in military and civilian bands
in Austria and Germany. At the end of the nineteenth century, they became widespread in
eastern and south-eastern Europe. Their design (and especially the characteristic oval shape
of the bass flugelhorns) and characteristically mellow sound eventually became typical of the
wind bands of central and eastern Europe. The instruments represent a significant cultural
link in the region.

Even during this year’s Cerveny jubilee, J. Keller is still correct with his assertion that
“for a solid, scholarly evaluation of the work of Viclav Frantisek Cerveny as an instrument
maker, we will still apparently have to wait a long time"”® Given the interest in his work as an
innovator, however, the mutual interaction between the instrument maker and military and

170) The instrumentation of various large wind bands of the Austrian type is listed in NEMETZ, op. cit. in
footnote no. 52, pp. 107-123; FAHRBACH, op. cit. in footnote no. 49, pp. 258-259; 397; most recently
VACKAR - VACKAR, op. cit. in footnote no. 53, p. 178 and HEYDE, op. cit. in footnote no. 2, p. 79.

171) The bands of Austria’s cavalry regiments were abolished as part of cost saving measures in 1867.

172) The relationship between Cerveny and Sax is discussed by KELLER (op. cit. in footnote no. 4, p. 77), e.g.
by a quote from a letter to Jan Neruda, in which he expresses an attitude of respect and collegiality towards
Sax.

173) KELLER, op. cit. in footnote no. 4, p. 77.
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civilian wind bands is proving to be an increasingly interesting topic, as is the influence of the
new types of instruments, the mechanical design of which is called Austro-Czech primarily

174 on the characteristic sound of wind bands. This in turn

thanks to Cerveny’s contribution,
directs attention to another topic, namely the prominent role of Bohemian bandmasters (of
Czech and German nationality) in the shaping and exporting of the Austrian type of wind
music, which was later connected with the promotion of Cerveny’s instruments. The specific
style of instrumentation that arose from the integration of Cerveny’s instruments into the
Austrian tradition of military music has proven to be enduring, and it still lives on in a variety
of regional styles (Czech brass music / Bohmische Blasmusik, Banater Blasmusik, Balkan

Brass etc.), and their mutual interrelationships are deserving of a deeper understanding.

Address: Tomds Slavicky, Ceské muzeum hudby, Karmelitskd 2, 118 00 Praha 1, Czech Republic
E-mail: tomas_slavicky@nm.cz

174) The German word béhmisch (Bohemian) traditionally applies to a territory, not a nationality. One should
also remember that V. F. Cerveny, who consistently claimed Czech nationality, was something of an exception
among the Austrian exporters of brass instruments. The more important centres of production were in
bilingual Prague and in the German-speaking area around Kraslice. Josef Sediva went into business in 1882,
and Lidls firm in Brno opened in 1892.
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Inovace Vaclava Frantiska
Cervenéeho (1819-1896)
a rakousko-ceska tradice

stavby chromatickych
zestovych ndstrojii

Tomds Slavicky

nastroju v 19. stoleti. Dnes je povazovan za vadci osobnost stitedoevropské tradice, ktera se
osvédcila jako nejzivotnéjsi vedle tradice francouzské, a jeji typy ndstroji jsou stéle pouzi-
vané. Cerveny sam se o ni zminoval jako o rakouské,' pozdéji byla oznacovéna — piedevsim
diky jeho vkladu — téz jako rakousko-ceska (6sterreichisch-bohmisch).?

Vzestup Cerveného dilny v sobé spojuje dvé oblasti, ve kterych béhem 19. stoleti nejvice
vynikli ¢esti obcané Rakouska: hudbu a techniku. Patfil ke generaci nastrojara, kteri jeste
vyrostli ve svété predtrzni mistrovské malovyroby, kde byla hlavnim predmétem konkuren-
ce kvalita, ovSem stali se svédky a ucastniky velkého technologického pokroku 19. stoleti.
On sam se vypracoval z provin¢niho vyrobce a opravare v predniho rakouského exportéra
a zakladatele znacky svétového vyznamu. Jeho dilna, oteviend v roce 1842 v Hradci Kralové,
vyvijela a patentovala vlastni typy nastroju, které ziskavaly ocenéni na mezinarodnich vy-
stavach a zdomacnely v mnoha zemich. Ackoliv se jeho drobné inovace tykaly zna¢ného

Predlozend prace vznikla za finanéni podpory Ministerstva kultury v rdmci instituciondlniho financovani
dlouhodobého koncepcniho rozvoje vyzkumné organizace Ndrodni muzeum (DKRVO 2019-2023/21.111.a,
00023272).

1) CERVENY, Véclav FrantiSek: Denkschrift iiber Gsterreichische und franzésische Metall-
BlasMusikinstrumente, L. Pospisil, Hradec Kralové 1867 (dale CERVENY 1867); zkrdcena komentovand verze
v Cestiné viz Pamétni spis o rakouskych a francouzskych Zestovych dechovych ndstrojich, Dalibor, ro¢. 8, 1869,
¢.11(10.4.), s. 83;¢. 12 (20. 4.), 5. 91-92; ¢.13 (1. 5.), 5. 99, ¢. 14 (10. 5.), 5. 108; €. 15 (20. 5.), s. 116 (dale
CERVENY 1869).

2) HEYDE, Herbert: Das Ventilblasinstrument. Seine Entwicklung im deutschsprachigen Raum von den Anfingen bis
zur Gegenwart, VEB Deutscher Verlag fiir Musik, Leipzig 1987, s. 84—85 (dale HEYDE).
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mnozstvi hudebnich ndstroji,® nejvyznamnéji zasahl do vyvoje ndstroju zestovych, které
predstavovaly v té dobé nejvétsi vyzvu, nebot slo o posledni skupinu hudebnich néstrojt, jez
doposud vzdorovala pokustim o tiplnou chromatizaci.* Cerveny se specializoval na vybaveni
vojenskych kapel, které prijimaly véechny novinky pohotovéji nez symfonické a divadelni
orchestry a poskytovaly vyrobctim zpétnou vazbu.

Znacka V. F. Cerveny nezanikla ani v uddlostech 20. stoleti, i po piipojeni k podniku Amati
Kraslice patfila k prednim ¢eskoslovenskym vyrobctim a exportéram zestovych ndstroji,
néstroje Cerveného konstrukci jsou dodnes pouzivany a vyrabény. Jméno jejich konstruk-
téra vsak v odborné literature béhem 20. stoleti vypadlo z paméti, a to tak dokonale, ze bylo
pozdéji nutné vyznam tohoto konstruktéra znovu obhajovat a dokazovat, ze jeho prinos
nebyl soucasniky precenovan.® Hlavni dtivod tohoto zapomenuti mtizeme hledat v diskon-
tinuité kulturnich déjin stiedni a vychodni Evropy. Ve 20. stoleti, kdy v hudebnéhistorickych
prioritach doznivala narodnostné motivovana soutézivost, totiz Cerveny nenasel dédice,
ktefi by jeho odkaz vzali za vlastni. Pro zapadoevropskou muzikologii byl Rakusanem, pro
némeckojazyc¢ny svét naopak Cechem; pro ¢eskou muzikologii pak byly jeho aktivity piilis
svazany s rizenym zapomindnim na kulturni svét predvale¢ného Rakouska, pozdéji obecné
na predsocialistické podnikani.®

Cerveny patfil ke generaci, ktera se s veskerym sebevédomim hlasila zaroven k cesstvi
vzdy dusledné az provokativneé hldsil k ¢eské narodnosti,’ své jméno psal zdsadné v ¢eské or-
tografii (V. E Cerveny a synové / V. E. Cerveny und Sohne), podilel se na vytvaieni ¢eského né-
zvoslovi a v dvojjazy¢ném Hradci Kralové vénoval zna¢nou energii politickému angazma

3) HALLER, Sasa: Jak pan Cerveny cisafi pdnu lekci z akustiky udilel, Hudebni nastroje, ro¢. 1V, 1967, ¢. 4, 5. 117~
118, zde 117 (dale HALLER 1967a).

4) KELLER, Jindfich: Ndstrojarské dilo Frantiska Viclava éerveného, Hudebni ndstroje, roc. IV, 1967, ¢. 2, s. 75—
78, zde 73 (dle KELLER).

5) JOPPIG, Gunther: Cerveny — Auf den Spuren einer fast vergessenen Marke, Das Musikinstrument, ro¢. 36,1987,
¢.1,s.54 ad. (dale JOPPIG 1987).

6) Obojaky vztah socialistické kulturni politiky k tradicni dechové hudbé byl do znaéné miry podobny vztahu
vétsiny novodobych diktatur k folkléru. Projevoval se okdzalou vnéjsi podporou na ukor jinych zanrd, ovsem
ve skutecnosti dovoloval prezentovat jen (izce vymezeny a reinterpretovany vybér.

7) ,,.Dnes bychom mohli jeho postoje hodnotit jako zvlastni smés rakouského patriotismu s vlastenectvim
epochy eského ndrodniho probuzeni CIZEK, Bohuslav: Viclav Frantisek Cerveny a jeho hudebni ndstroje
v prazském Ndrodnim muzeu, Hudebni néstroje, ro¢. XXIX, 1992, ¢. 4, s. 199-208 / Viclav Frantisek Cerveny und
seine Musikinstrumente im Prager Nationalmuseum, tamté, s. 209-213, zde s. 199 (dle CIZEK 1992).

8)Jiri Pavlik zde vidi a komentuje ndzorové soudrznou podporu Palackého austroslavismu, pozdéji mladoceské
politiky usilujici o federalizaci Rakouska, srov. PAVLIK, Ji¥i: Vdclav Frantisek éerveny: doba, zivot, dilo, Torst/Aula,
Praha 2006, s. 35 ad. (ddle PAVLIK).

9) K Cerveného angazma ve vlasteneckych kruzich Hradce Krdlové, pozdéji v komunalni politice a mladoZeské
strané podrobné viz PAVLIK, op. cit. v pozn. 8, s. 17-126.

10) CERVENY, Véclav Frantigek: Hudebni ndzvoslovi, ili, Pojmenovdni Zestovych (plechovych) hudebnich ndstroji
a nekterych dilii jejich, které k docileni stejného pojmenovdni sestavil a laskavym odbérateliim jakoz i vdZenému
obecenstvu ve vii Setrnosti obétuje Vdcslav Frant. Cerveny, J. H. Pospisil, Hradec Krdlové 1847.
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v mladoceské strané. Na mezinarodnim poli se ovsem prezentoval jako Rakusan, a i pres
rtizné vyjadrované kritické ndzory byl loajalni k svému stétu a jeho hlave."

Proto nds dnes nemuze prekvapit, Ze novodoby hudebnéhistoricky zjem
o V. E Cerveného se soustiedil do dvou jubilejnich rokd, kterym piedchazelo uvolnéni
kulturni izolace a politickych tlakt na publika¢ni ¢innost v tehdejsim Ceskoslovensku.
V roce 1967 ¢asopis Hudebni nastroje pripomenul 125. vyroci znacky peclivé pripravenym
souborem zdkladni dokumentace, kterd se tykala zivotopisu (Haller),”? nastrojatského dila
(Keller)® a historie Cerveného konstrukce tuby (Cizek)."* O dvacet pét let pozdéji mohlo
byt jiz némeckymi a ¢eskymi organology spole¢né pripomenuto 150. vyro¢i firmy (1992),
jejiz nastroje byly viditelnym znamenim soundlezitosti stiedni Evropy a prezily ¢tyficeti-
leté nedobrovolné rozdéleni. Pro nové zhodnoceni Cerveného vyznamu méla velky vy-
znam price Herberta Heydeho, ktery popsal vyvoj konstrukci zestovych nastroji ve stiedni
Evropé (Heyde 1987), a studie Gunthera Joppiga (Joppig 1987, 1992'), ktery komentoval
kontrast mezi vyznamem znacky a dosavadni ignoranci evropské i ¢eskoslovenské literatu-
ry.” Casopis Hudebni nastroje 1992 ptinesl novou sérii studif, ktera se tentokrat zamétila
podrobnéji na Cerveného zivotopis (Zribek 1992)" a néstroje (Cizek 1992)." Soucasné
byla pripravena dokumentace® a vystava s katalogem.”

Letosni jubileum prichazi opét do jiné situace. S neddvnymi pripominkami vyroci prvni
svétové valky nastalo urcité procisténi pohledu na kulturni prostor Rakouska-Uherska a jeho
spole¢né dédictvi? Nyni je snad jiz mozné na néj nahlizet bez predsudki, které byly pod-
porovany po prvni a druhé svétové valce. Smér dalsiho zdjmu udava téz spole¢né jubileum

11) K nékolika setkdnim V. F. Cerveného s cisafem Frantiskem Josefem I. viz HALLER 1967a (op. cit. v pozn. 3)
a PAVLIK (op. cit. v pozn. 8), s. 186-187 a 197-198.

12) HALLER, S&sa: Patriarcha cCeského hudebniho ndstrojafstvi, Hudebni ndstroje, ro¢. IV, 1967, ¢. 2, s. 36-41
(dale HALLER 1967b).

13) KELLER, op. cit. v pozn. 4.

14) CIZEK, Bohuslav: Tuba a jeji predchiidci v orchestru, Hudebni nastroje, ro¢. IV, 1967, ¢. 2, s. 45-51.

15) JOPPIG 1987, op. cit. v pozn. 5.

16) JOPPIG, Gunther: Vdclav Frantisek éervenj: Leading European Inventor and Manufacturer, Historic Brass
Society Journal, ro¢. 4,1992, ¢. 4, s. 210-228 (dale JOPPIG 1992).

17) Tamtéz, s. 210.

18) ZRUBEK, Rudolfv: Vdclav Frantisek Cerveny — Zivot a dilo, Hudebni néstroje, ro¢. XXIX, 1992, &. 1, s. 36-40;
¢. 2,5.96-99/ V. F. Cerveny Musikinstrumentenhersteller, tamtéz s. 100-102; ¢. 3, s. 160-166 (ddle ZRUBEK).
19) CIZEK 1992, op. cit. v pozn. 7, 5. 209-213.

20) DULLAT, Ginther: V. F. (f‘erven)i @ Sohne 1842-1992. Eine Dokumentation, vlastnim nikladem, Nauheim
1992.

21) JOPPIG, Guntvher: Viclav Frantisek Cerveny, Erfinder und Hersteller von europdischem Rang, in: 150 Jahre
Vaclav Frantisek Cerveny & synové. Ein Blasinstrumenten-Her§teller in internationalem Format. Handbuch
zur Ausstellung in Miinchen 1991 und in Kéniggratz 1992, V. F. Cerveny, Praha 1992, s. 57-59.

22) Odmitnuti ,,antihabsburského mytu®, ktery vykresloval rakousky stat jako anachronismus, formulovali
v poslednich letech historici DEAK, John: Forging a Multinational State. State Making in Imperial Austria from the
Enlightment to the First World War, Stanford University Press 2015; JUDSON, Pieter M.: The Habsburg Empire.
A New History, The Belknap Press of Harvard University Press, Cambridge (Massachusetts) — London 2016;
BELLER, Steven: The Habsburg Monarchy 1815-1918, Cambridge University Press 2018.
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dvou vyznamnych vrstevniki: organizatora Johanna Pavlise (1819-1880)* a kapelnika Josefa
Rudolfa Sawerthala (1819-1893), ktefi rakousky typ dechové hudby tspésné sifili ve svéte.*
Dnes je jiz V. E Cerveny odpovidajicim zptisobem pripomenut v mezinarodni lexikogra-
fii,* organologickych encyklopediich* a databdzich,” i ve specializovanych slovnicich rakous-
kych? a ceskych.” Je podrobné zpracovana biografie v¢etné obchodnich a spolecenskych ak-
tivit (Zribek 1992, Pavlik 2006) i cennych informaci z rodinného podani (Cervend 2001).%°
Jsou popsany nejvyznamnéjsi inovace (Keller 1967, Cizek 1992) a zaiazeny do vyvoje zestovych
néstroji 19. stoleti (Heyde 1987), piedstaveny byly nstroje ve sbirkach CMH (Cizek 1992,*
Ibl — Kratochvilova 2011%?). I pres obsdhlou literaturu jsou ovsem ve faktografickém pozndani
stale citelné mezery, které by byly zaplnitelné jediné velkorysymi dokumenta¢nimi pociny. Jen
¢astecné byly napriklad vyuzity listinné a narativni prameny z obsahlého fondu rodinné a fi-
remni pozustalosti v Hradci Kralové,* Gplnéjsi vypovéd by mohla prinést také podrobnéjsi ex-
cerpce dobové publicistiky. Obzvlasté potiebné bude rovnéz pokracovéni ve slibné zapocatém
technickém a kompara¢nim prizkumu nastrojt (Heyde 1987, Cizek 1992, Ibl — Kratochvilova
2011), nebot Cerveny inovoval téméi padesét let, jeho néstroje jsou dochovany ve sbirkich
raznych zemi, pricemz nékteré starsi typy zatim zname jen z vyobrazent. Jiz z uvedeného shr-
nuti je zfejmé, ze ani tato studie nebude schopna podstatnéji zménit pohled na Cerveného
dilo. Klade si za cil podniknout potrebné aktualizujici shrnuti a zacelit hlavni slabinu dosavadni
diskuse, kterou byla ne vzdy pohotovd vzdjemnd komunikace mezi pracemi publikovanymi
v némciné a ¢estiné. Poté se pokusi zaradit nejvyznamnéjsi Cerveného inovace do prostiedi,
z néhoz vyrostly a které zpétné formovaly, a tim je rakousky typ vojenskych hudeb, jenz béhem
19. stoleti prosel zna¢nym a zivé diskutovanym vyvojem. Pravé tomuto fenoménu se jiz dostava

23) VALES, Vlasta: Pavlisova Vojenskd hudebni $kola, in: Vojenska hudba v kultute a historii ¢eskych zemi, red.
Jitka Bajgarova, Etnologicky tistav AV CR, v.v.i., Praha 2007, s. 325-333 (d4le VALES).

24) ]. R. Sawerthal pusobil jako kapelnik nejprve v Uhrach, poté v rakouské ndmorni hudbé. Ve sluzbach
Maxmilidna Habsburského se stal cisafskym dvornim kapelnikem v Mexiku, posléze se podilel na zakladani
vojenskych hudeb v Anglii.

25) Die Musik in Geschichte und Gegenwart. Allgemeine Enzyklopddie der Musik, red. Friedrich Blume — Friedrich
Finscher, Kassel-Stuttgart, 1999-2007, sv. 4, s. 598-599 (MGG2); The New Grove Dictionary of Music and
Musicians, red. Stanley Sadie — John Tyrrell, Macmillan Publisher, London 2002, sv. 5, s. 387.

26) WATERHOUSE, William: The New Langwill Index. A Dictionary of Musical Wind-Instrument Makers and
Inventors, Tony Bingham, London 1993, s. 60-61.

27) Metodické centrum dokumentace, konzervace a restaurovdni hudebnich ndstrojii, Databdze vyrobcu, http://
www.mcmi.cz/vyrobce/cerveny-vaclav-frantisek [cit. 21. 6. 2019].

28) HOPFNER, Rudolf: Cerveny (Czerweny), Familie, in: Oesterreichisches Musiklexikon online [cit. 21. 6. 2019].
29) KURFURST, Pavel: Cerveny, Viclav Frantisek, in: Cesky hudebni slovnik online [cit. 21. 6. 2019].

30) CERVENA, Sotia: Mij Vdclav, Kniznice Opus musicum, Brno 2001.

31) CIZEK 1992, op. cit. v pozn. 7.

32) IBL, Frantidek - KRATOCHVILOVA, Markéta: Lesni roh Vdclava Frantiska Cerveného ze shirky Ondreje Hornika
/ A French Horn by Vdclav Frantisek Cerveny from the Collection of Ondej Hornik, Musicalia, ro¢. 3, 2011, ¢. 1-2,
s.140-144 (Ceska verze), s. 145-150 (anglicka verze) (ddle IBL - KRATOCHVILOVA).

33) prehled dochovanych archivnich pramenti viz PAVLIK, op. cit. v pozn. 8, s. 233-234. Cerveny pedlivé
archivoval veskeré pisemnosti, nicméné k firemni pozlstalosti se vztahuji pamétnicky dolozena svédectvi
o pozdéjéich skartacich, viz ZRUBEK, op. cit. v pozn. 18, s. 98.
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zaslouzeného mista v muzikologické diskusi rakouské* i ceské,* vcetné jeho druhého Zivota
v lidové a popularni hudbé 20. stoleti.*® Ackoliv literatura je jiz pomérné bohatd, Cerveného
osobnost jesté nebyla do této diskuse dostate¢né vtazena.

Francouzskd a rakouska tradice stavby Zestovych nastrojii

Jiz pred rokem 1850 se profilovaly dvé koncepce vyroby zestovych nastroji. Pojem francouz-
ského a rakouského typu zestovych nastroji vymezil saim V. E. Cerveny, kdyz vystoupil jako
mluv¢i rakouské tradice po utkdni s Adolphem Saxem (1814—-1894) na svétovych vystavach
(Pariz 1855, Londyn 1862, Pariz 1867).%” Sax predstavil a patentoval (1845) kompletni instru-
mentar vojenskych hudeb, ktery byl zaveden nejprve ve Francii a nasledné prijat predevsim
ve frankofonnim a anglofonnim svété. Saxova reforma se v$ak neprosadila v némeckych
zemich a Rakousku, kde jiz byla tehdy ustdlena jina tradice a dale se vyvijela. Hlavni rozdi-
ly charakterizuje Cerveny (1867) v pamétnim spise vydaném v reakci na vysledky soutéze
v Parizi (1867), po niz doslo k programovému rozchodu obou tradic.*® Tento text je nut-
no cist kriticky jako vyslednici obchodni strategie a dobovych politickych tendenci, ovsem
soucasné je svédectvim hlavniho aktéra osamostatnéni rakouské tradice. Jako nejdulezitéjsi
rozlisovaci znameni v konstrukci uvadi Cerveny francouzskou preferenci pistového (peri-
netového) strojiva, jeho vkladani priblizné doprostied tubusu a stavbu melodickych nastro-
ji odvozenych z kornetu, jejichz prednosti byly jasné vysoké tony.* V Rakousku se naproti
tomu prosadily v téze funkci kiidlovky (zpévorohy) s Siroce menzurovanymi korpusy a cha-
rakteristickym mékkym a nosnym zvukem. Strojivo se pouzivalo zakruzkové, vkladané co
nejblize k natrubku, coz si vyzadal kénicky tvar korpust.

Jak dolozil Heyde (1987), nepostradatelnou roli ve vyvoji obou systémi sehrala tradice
pruska. Reforma pruskych vojenskych hudeb byla zahdjena jiz ve 20. letech 19. stoleti kapel-
nikem Wilhelmem Friedrichem Wieprechtem (1802-1872), ktery jako prvni vyuzil prednos-
ti ventilovych nastroju. Wieprechtem navrhované pruské kornety s konickymi korpusy, od
nichz byl odvozen také prototyp basové tuby (1835), se staly vzorem pro vsechny pozdéjsi
vyrobce. Z dalstho vyvoje je patrné, ze rakouskd koncepce navazovala na vlastni starsi tra-
dice, ovsem vyraznéji se zacala profilovat az po Wieprechtové a Saxové reformé. Ve druhé
poloviné 19. stoleti v nf pevzal hlavni iniciativu Cerveny. Jeho néstroje byly piijaty nejprve

34) K zakladnim pracim dnes pat¥i: BRIXEL, Eugen — MARTIN, Giinther — PILS, Gottfried: Das ist Osterreichs
Militdr Musik. Von der ,Tiirkischen Musik zu den Philharmonikern in Uniform, Kaleidoskop, Graz 1982; RAMEIS,
Emil: Die Osterreichische Militdirmusik — von ihren Anfingen bis zum Jahre 1918, Schneider, Tutzing 1976.

35) Vojenskd hudba v kultufe a historii ¢eskych zemi, red. Jitka Bajgarova: Etnologicky tstav AV CR, v.v.i.,
Praha 2007.

36) Ke druhému Zivotu dechové hudby z hlediska etnologického nejnovéji vizz KONOPASKOVA, Veronika:
Dechovd hudba v soucasnosti — performance, funkce, recepce, disertacni prace, Univerzita Karlova, Praha 2013.
37) Piehled absolvovanych mezindrodnich vystav viz KELLER, op. cit. v pozn. 4, s. 73-74, podrobnéji PAVLIK,
op. cit. v pozn. 8, s. 140-158.

38) K vyvoji vztahu Cerveného k Saxovi srov. KELLER, op. cit. v pozn. 4, s. 73-74. Pamétni spis (CERVENY 1867,
op. cit. v pozn. 1) je jedinym Cerveného tenden¢né pojatym spisem, ve kterém obviriuje Saxe z plagidtorstvi.
39) CERVENY 1867, op. cit. v pozn. 1, s. 6-7, komentované shrnuti viz KELLER, op. cit. v pozn. 4, s. 73-74.

Musicalia 1—2/ 2019 75



Tomds Slavicky

v Rakousku, posléze, pres drobné uspésné pokusy o proniknuti na vzdalenéjsi svétové trhy,*
zdomacnély predevsim v Némecku, zemich ruského impéria® a na Balkané.”” Po sjednoceni
Némecka (1871), kdy dochézelo k sjednocovani a modernizaci instrumentére, postupné za-
nikly mistni tradice v¢etné pruské. Symbolem této doby se staly nové typy néstrojii prevzaté
z Rakouska, s typickymi $irokymi korpusy zvanymi ,, Koniggratzer Schaltrichter”* Od 80. let
se z Cerveného krélovéhradecké dilny rozsiiil novy typ zdokonalenych kiidlovek (viz dale),
ktery dal vyslednou podobu tradi¢nimu instrumentari stredoevropskych dechovych hudeb,
a tato faze vyvoje byva jiz nazyvana rakousko-ceskou.

Rozvoj ,,plechovych harmonii a specifika

rakouského prostredi pred rokem 1850

V dobé, kdy Cerveny oteviral samostatnou dilnu (1842), byly ve stiedu pozornosti inova-
ce zestovych nastroji a rychly rozvoj vojenskych hudeb, mezi néz byly tehdy zahrnovany
vsechny formy dechovych souborti.** Vynalez ventilového strojiva (Blithmel-Stélzel, 1818)
ptisel do doby po napoleonskych valkach, kdy byla ve vsech statech na zenitu prestiz vojen-
skych hudeb a jejich reprezenta¢ni funkce. Specifickd situace nastala v Rakousku, které udr-
zovalo i v dobé miru vysoké stavy armady, ovsem jeji prvorada funkce spocivala v ochrané
nérodnostné smiseného stitu a predchazeni nasilnostem. Neustala pritomnost vojska méla
daleko k militarismu, spise se rozvinul specificky zptisob jeji estetizace. Vzniklo zazemi pro
velky pocet plukovnich hudeb, které patiily v dané situaci k vyhleddvanym zameéstnavate-
lam profesionalnich hudebnikt a mimo jiné predstavovaly nezanedbatelny trh pro vyrobce
hudebnich néstroji. Vojenské hudby se staly v celém statu dilezitym faktorem hudebni-
ho a spolecenského zivota® a vzorem pro zaklddani civilnich kapel ve méstech i vesnicich.
Dal$im vyraznym specifikem Rakouska byl decentralizovany a do zna¢né miry spontanni
riist tohoto prostiedi ,zdola”. Zatimco v Prusku a Francii byly vojenské hudby subvencovany
a Fizeny statem, v Rakousku fungoval az do prvni svétové valky stary zptsob vydrzovani

40) K Cerveného spide ojedinélym zakdzkam pro severni Evropu, Spanélsko a Jizni Ameriku viz PAVLIK, op.
cit. vpozn. 8, s. 166.

41) Cerveny pouzival a inzeroval titul dodavatele ruské, némecké a rakouské armady, zejména na néstrojich
ze70.a80. let 19. stoleti, kdy trvala nejvétsi prosperita dilny a zaroven spojenectvi téchto statd. Srov. HEYDE,
op. cit. vpozn. 2, s. 84.

42) Zalozeni dvou reprezentaénich vojenskych hudeb pro Bulharsko (1878), které byly vybaveny Cerveného
nastroji, zprostredkovala na zadost ruského velvyslanectvi ve Vidni Pavlisova hudebni agentura v Praze, srov.
VALES, op. cit. v pozn. 23, s. 327.

43) HEYDE, op. cit. v pozn. 2, s. 84-88.

44) Skladatelé a hudebni teoretici 19. stoleti fadili vojenskou hudbu k zakladnim hudebnim zanriim, vedle
hudby ,,kostelni, teatralni, komorni a balni* (Jakub Jan Ryba), ,,kostelni, svétské, instrumentalni, komorni,
tanecni® (Emanuel Melis 1857), August Wilhelm Ambros (1859) rozliSoval hudbu kostelni, operni, koncertni,
komorni, tanecni a vojenskou. Prehled viz KOTEK, Josef: Déjiny Ceské populdrni hudby a zpévu, I. dil (do roku
1918), Academia, Praha 1994, s. 72. Nova definice terminu ,vojenska hudba“ v cestiné viz HORAK, Vladimir:
Vojenskd hudba, in: Slovnik ¢eské hudebni kultury, red. Jiri Fukac, Praha 1997, s. 1003-1004.

45) KOTTER, Simon: Die k. (u.) k. Militdrmusik. Bindglied zwischen Armee und Gesellschaft? Augsburger
historische Studien Band 4, Universtitat Augsburg, Augsburg 2015.
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hudeb majiteli pluka.*® Toto prostredi pralo interakci mezi kapelniky, patrony a vyrobci na-
stroji. Chybéjici organiza¢ni zazemi posléze nahradil obcansky Spolek pro vojenskou hudbu
(1850) a jim provozovand vojenska hudebni skola se sidlem v Praze (1856).

Ctyiicata léta 19. stoleti byla dobou velkych zmén instrumentare®® a zaroven pocatki
Cerveného dilny. Diilezité svédectvi o stavu a zménach rakouskych kapel v té dobé miizeme
najit v trojici vzajemné se doplnujicich textti tehdejsich vlivnych kapelniki. Patii k nim in-
formativni popis usporadani vojenskych kapel v tehdejsi rakouské Italii od Josefa Fahrbacha
(1846),” diskusné pojaty cestopis popisyjici aktudlni problémy a ndméty ke zlepseni od
Josefa Rudolfa Sawerthala (1846)% a konec¢né nahled zvenci pochézejici od francouzského
kapelnika Georgese Kastnera (184.8).”! Jiny typ pramene predstavuje instrumenta¢ni priruc-
ka (Nemetz 1844),”* kterou je mozné konfrontovat s ucebnici instrumentace dechové hudby
0 110 let mladsi (Vackar — Vackar 1954), retrospektivné shrnujici podobu rakouské tradice
v dobé, kdy byl jiz jeji styl vytriben a do zna¢né miry kanonizovan.**

Vznik ,plechovych harmonii®, ktery Kastner (184:8) nazyval revoluci® a Fahrbach (184.6)
pocétkem letu,* byl ve stiedni Evropé vniman jako zavrseni vyvoje, tedy jesté prehlédnutel-
ny genera¢ni pameéti. Jiz v 18. stoleti platily za predni centra vyvoje Patiz a Viden. Zaklad ra-
kouské vojenské hudby tvorila dechovd harmonie (Harmoniemusik),*” kterd byla jiz na konci

46) Do znacné miry slo o transformaci slechtického mecendtu, ktery v 19. stoleti ztracel tradi¢ni vazbu na
patrondtni kostely a Skoly a své reprezentacni ambice rozvijel ve sluzbé statu.

47) Militdrmusikverein byl zalozen roku 1850 v Praze, 1855 byl pfejmenovan na Verein fiir Ausbildung in der
Militdrmusik-Instrumentation und Orchestration, Cesky Spolek pro péstovdni vojenské hudby nebo Jednota pro
zvelebeni vojenskeé hudby v Cechdch. Vice viz VALES, op. cit. v pozn. 23, s. 325 a dale.

48) K periodizaci vyvoje vyroby zestovych ndstroji viz HEYDE, op. cit. v pozn. 2, s. 9-13.

49) FAHRBACH, Giuseppe: Organizzazione della musica militare austriaca, Gazetta musicale di Milano, roc. V,
1846, N.33(16. 8.), s. 258 ad. (dale FAHRBACH).

50) SAWERTHAL, Joseph Rudolf: Uber einige Regimentskapellen in Ungarn und Osterreich. Reisebericht von Jos.
Sawerthal, Militdr-Kapellmeister, Wiener allgemeine Musik-Zeitung, roc. VI, 1846, No. 55 (7.5.1846), s. 217 ad.
(dale SAWERTHAL).

51) KASTNER, Georges: Manuel général de musique militaire i I’ usage des armées frangaises, Firmin Didot Fréres,
Paris 1848 (d4le KASTNER).

52) NEMETZ, Andreas: Allgemeine Musikschule fiir Militéir-Musik, A. Diabelli, Wien 1844 (dale NEMETZ).

53) VACKAR, Viclav - VACKAR, Dalibor C.: Instrumentace symfonického orchestru a hudby dechové, Statnf
nakladatelstvi krdsné literatury, hudby a uméni, Praha 1954 (dale VACKAR — VACKAR).

54) Autory této prvni ¢eské ucebnice instrumentace, jejiz druhy dil se vénuje instrumentaci dechové hudby,
jsou Dalibor C. Vackar (1906-1984) a jeho otec Karel Vackar (1881-1954).

55) KASTNER, op. cit. v pozn. 51, s. 189 a 251.

56) ,Ma quando negli ultimi 25 anni gli istrumenti di metallo, per I'invenzione delle chiavi e macchine, divenero
atti a dare tutta la scala cromatica, ed in conseguenza per mancanza di suoni richiesti dall’armonia non furono
pili costretti ad ogni istante a far pausa, elevossi la musica militare con prestissimo volo fuori de’suoi angusti
confini.“ (Preklady z dobového tisku zde i v dalsich pripadech T. Slavicky: ,,Ale kdyz se béhem poslednich
25 let plechové nastroje, diky vynalezu klapek a ventild, staly schopnymi zahrat dplnou chromatickou stupnici
a nasledné prestaly byt nuceny k neustalym pauzam pro nedostatek ténd vyzadovanych harmonii, vojenska
hudba rychlym letem opustila svoje tizké hranice.) FAHRBACH, op. cit. v pozn. 49, s. 258.

57) K pojmu Harmoniemusik srov. HOFER, Achim: Harmoniemusik, in MGG2, Sachteil Bd. 4, Kassel u. a. 1996,
sl. 153-167; Ute Omonsky (red.): Zur Geschichte und Auffilhrungspraxis der Harmoniemusik, Michaelsteiner
Konferenzerichte Band 71, Wissner-Verlag, Augsburg 2006.
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18. stoleti integrovana do symfonického orchestru,”® a silné bici nastroje (tureckd hudba).
Napoleonova cisarska hudba, kterd se stala vzorem pro zakladani novodobych vojenskych
kapel, pak byla syntézou francouzskych revolu¢nich hudeb a rakouskych harmonii.*”* Jejim
zdkladem vsak byly jesté drevéné dechové nastroje. Dal$i vyrazny impuls nastal v okupované
Parizi (1813), kde se posléze setkaly vojenské hudby vsech stita a kde vzbudily pozornost vel-
ké trubacské sbory ruskych a pruskych jizdnich regiment.®® Prerod ,harmonii” na ,plecho-
vé harmonie” byl umoznén stavbou prvnich nastroji s pistovymi ventily (1818), které byly
poprvé zavedeny v Berliné (1828)% a odtud se rozsirily pres Petrohrad do Londyna (1831),%
v Parizi byly zdokonaleny Frangoisem Périnetem a kolem roku 1830 prijaty do vojenskych
kapel i symfonického orchestru. S vyhradami byly ovsem prijimany v Rakousku. Zde mély
jiz tenkrét silnou konkurenci v podobé starsich klapkovych trubek s Weidingerovym me-
chanismem (cca 1793), které predstavovaly prvni fazi chromatizace Zestovych nastroju.
»Klappentromby" byly v porovnani s prvnimi ventily spolehlivé a zvukové vyrovnané,®* mély
jiz pevné misto v instrumentdri vojenskych hudeb,** a pronikly na urcity ¢as i do kostelni
hudby,** podobné jako pozdéji nové basové nastroje.®

Ve Vidni a Praze byl vynélez ,berlinskych pump" prijat spise jako inspirace pro nova zdoko-
naleni.”” Nejvice se osvédcilo strojivo dvoupistové, patentované Josephem Kailem a Josephem
Felixem Riedlem (1823),° které se vyznacovalo rychlou reakci potiebnou pri hie legat, bylo

58) Beethovenlv orchestr je jiz rozsiten o kompletni instrumentdf vojenskych hudeb: dechovou harmonii,
klariny a pozouny s tympany (atributy jizdni hudby) a bici nastroje (tureckou hudbu).

59) K vyvoji francouzskych hudeb na zakladé generaénich zkusenosti prvni poloviny 19. stoleti viz KASTNER,
op. cit. vpozn. 51, s. 163-190.

60) Vzpominky na dojem, jaky ucinily v Parizi (1813) velké soubory pfirozenych trompet, snizcovych pozoun
a tympand, které doprovazely pruské a ruské jizdni pluky, shrnuje TARR, Edward H.: East meets West. The
Russian Trumpet Tradition from the Time of Peter the Great to the October Revolution. Bucina: The Historical Brass
Society Series No. 4, Pendragon Press, Hillsdale (NY) 2003, s. 33-34 (ddle TARR).

61) HEYDE, op. cit. v pozn. 2,s.14-26 a 78.

62) Tuto cestu sifeni novych chromatickych ndstrojd popisuje TARR, op. cit. v pozn. 60, s. 40-43.

63) Vzpominku na oblibu starého systému a na setrvacnost hracii zaznamendva anonymni ¢lanek v casopise
Dalibor: ,,Bezpochyby mnozi z nyni Zijicich pokoleni zpomenou si na tyto nastroje; bylot to hned po dokonéeni
velké francouzské valky.” B-Y: Slovo o plechovich dechovych ndstrojich, Dalibor 3 (1860), ¢. 18 (20. 6. 1860),
s.139 adale, zde 5. 192 (dale B-Y).

64) ,[...] témito prostredky polozil se téz zaklad k povzneseni a k zvelebeni nyni stavajicich kapel z plechovych
nastroju; juz tenkrate ddvaly se velké hudebni'kusy n. p. ouvertury, arie atd. z oper. Zvuky klapkovych toni byly
nejen samy sobé a mezi sebou, nybrz i pfirozenym téniim zcela podobny.“ Tamtéz.

65) ,,Klappentromby“ jsou obvyklé v hudebnich archivech Ceskych venkovskych kird (viz RISM, [cit.
21.6.2019]).

66) Tento proces dosvédcil a s nelibosti komentoval Vénceslav Metelka: ,,Sama plechharmonie a houslart
malo. [...] V kostelich jsou basi, ale kde? Za méchama. Nemd strun a ma-li, jsou to provazy od femeslnika,
ktery pozpatku chodi — totiz provaznika. Bombardon vitézi. Na ten se troubi jako v lezeni. Violoncell? Ten je
tak cizi jako Marokansky cisar. Fagot. M(j Boze! Nebude dlouho trvat a budou se hosi tazat, co se déla s tim
sochorem. To je pokrok. Ano, pokrok, ale kam? Jako ten pan Franc v Kocourkovském posviceni — nazpatek.”
METELKA, Vénceslav: Ze Zivota zapadleho vlastence, Vysehrad, Praha 1982 (zapis 31. prosince 1854).

67) K typim strojiva vyrdbénych v ceskych zemich viz ZURKOVA, Tereza: Vyroba ndtrubkovych dechovych
ndstrojii v Ceskych zemich v 18. a 19. stoleti se zamérenim na lesni rohy, disertaéni prace, Masarykova univerzita,
Brno 2015, s. 112-120.

68) Vice viz tamtéz, s. 115-116.
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svého ¢asu velmi chvaleno® a v Uhlmannové zdokonaleni (1830) je dodnes znamé jako stro-
jivo videnské.” Podle svédectvi pamétnikil byly ovsem prednosti novych ventilovych néstro-
jlt obhdjeny az poté, co Joseph Kail prosadil zavedeni jejich vyuky na prazské konzervatori
(1826)™ a vychoval prvni absolventy.” Kail a Riedl posléze predstavili dalsi patent (1835),
z néhoz se vyvinulo strojivo cylindrické neboli zakruzkové.” Bylo pozdéji zvané téz prazské
a kjeho rozsireni prispély videnské tane¢ni kapely Josepha Lannera a Johanna Strausse.™

Pravé v dobé téchto velkych promén absolvoval mlady V. F. Cerveny u¢ednicka léta u J. A.
Bauera, tehdejsiho predniho prazského vyrobce zestovych ndstrojt’® a pfi obvyklém tova-
ry$ském ,vandru” nahlédl do prednich progresivnich dilen Rakouska.” Na radu brnénského
mistra Hallase se usadil v posidkovém meésté Hradci Kralové. Svou znacku postavil na kva-
lité a inovacich,”” které pozdéji prebirali dalsi vyrobci, podobné jako on sim ¢asto navazoval
na zkusenosti jinych nastrojara.”

Cerveného cornon (1844) a dobové inovace tvaru Zzestovych ndstrojii
Cerveny na sebe upozornil novymi fesenimi hned po zahajeni samostatné ¢innosti (1842).
Jak dosvédcuje prvni cenik (Preiscourrant) z roku 1846, zpocitku vyrabél véechny tehdy

69) ,,Tyz druh masin dosel nejvétsi pochvaly a ndstroje tyto uzivaji se jediné v c. k. rakouskych statech, vyvazeji
se do ciziny a téz se tam padélaji, co zatim stopu cizozemskych sotva tu nalezti mozna. Rakouské rozeznavaji
se od ostatnich lepou a thlednou formou.“ B-Y, op. cit. v pozn. 63, s. 140.

70) SUPPAN, Armin: Das Wiener Horn and der Wiener Klangstil, Brass Bulletin, ro¢. 80,1992, s. 28-46. Nejnovéji
viz: WIDHOLM, Gregor: The Vienna Horn: Its Acoustics and Playing Technique, Historic Brass Society Journal,
roc. 28,2016, s. 163-178.

71) CIZEK, Bohuslav: Ndstrojové shirky prazské konzervatore: IV. Zapomenuty zlepsovatel Zestovych ndstroji Josef
Kail. Hudebni nastroje, roc. 18, 1981, ¢. 6, s. 209-215; Tyz: Josef Kail (1795-1871), Forgotten Brass Instrument
Innovator, Brass Bulletin, ro¢. 73,1991, s. 64-75; ro¢. 74,1991, s. 24-29.

72) ,Vycviceni trubadi na jednoduché stroje usmivali se ze zacatku nad novym vynalezem. Mladsi sily
uchopivse se ho dosahly se skromnéjsim namahanim toho, co stafi vycviceni trubaci navzdory potu a usili
dokdzati nemohli. To hnétlo ty dobré lidi¢ky a stali se z nich odpiirci.” B-Y, op. cit. v pozn. 63, s. 216. , Klapkové
polnice, kiidlovky a ofikleidy trvaly sotva 15 let a juZ jsou opét v spanku jako pokulhdvajici taznd pozauna. At
spocivaji v pokojil“ Tamtéz, s. 192.

73) Podle pozdéji tradované muzikantské legendy byl jejich inspiraci mechanismus pivni pipy, viz
KURFURST, Pavel: Kail, Josef, in: Cesky hudebni slovnik online [cit. 21. 6. 2019]. Prvni typ oto¢ného strojiva
(Drehbiichsenventil) ovsem sestrojili jiz roku 1828 Bliihmel a Stélzel. Jejich navrh patentu vsak nebyl pruskymi
urady uznan a jiné reseni otocného strojiva vzapéti vyrobili v Rakousku Kail a Riedl. Podrobnéji viz HEYDE, op.
cit. vpozn. 2,s. 27-33.

74) Podrobnéji viz HEYDE, op. cit. v pozn. 2, s. 32-33.

75) Johann Adam Bauer pochdzel z Kraslic a byl tedy odchovancem kraslické tradice vyroby Zestovych ndstroj(,
kterou zalozil Josef Johann Anger, vyuceny v Norimberku. Podrobné viz KELLER, op. cit. v pozn. 4, s. 74.

76) Cerveny pracoval v Chrudimi, Predpurku (Bratislavé) u Franze Schéllnasta, ve Vidni u Antona Klepsche
a konelné v Bré u Josefa Hallase. Podrobné viz ZRUBEK, op. cit. v pozn. 18, s. 37.

77) Prehled viech Cerveného patent a vyznamnéjsich inovaci viz JOPPIG 1992, op. cit. v pozn. 16, s. 217.

78) K tehdejsim sportim o prvenstvi riiznych vyndlezii viz HEYDE, op. cit. v pozn. 2, s. 12. Jak dolozil Heyde na
riiznych mistech, Cerveny prevzal fadu fedeni od jinych néstrojafi, a naopak mnohd jeho zlepeni byla jinymi
vyrobci dale rozvijena.

79) K datovani tohoto vicekrat jiz komentovaného ceniku zachovaného ve firemnim archivu se vyjadfuje
JOPPIG 1992, op. cit. v pozn. 16, ktery jej klade do souvislosti s videfiskou vystavou roku 1846, a jiz drive
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obvyklé typy ndstrojti a ziskal tak vhled do vsech systémi. Prvni inovaci, kterou predstavil
a patentoval, byl cornon (1844).% Slo o upraveny lesni roh pro vojenské kapely, ktery mél
$irsi menzuru a korpus pretvarovany do tubové formy. Jeho zvuk byl 1épe slysitelny a dobre
se pojil s harmonif zestovych néstrojt. Jak dosvédcuje Sawerthal (1846), ktery Cerveného
nastroj zjevné neznal a podobny zdsah navrhoval, tradi¢ni tvar lesniho rohu byl po zavedeni
strojiva vnimadn jako nefunké¢ni a neprakticky.® Tentyz problém resil jiz predtim fagotthorn
Heinricha Zetsche v Hannoveru (1841)* a Stowasserovy schwannenhorny, které méla
i Cerveného dilna ve svém sortimentu.®® Cornon byl predstaven na vystavé ve Vidni (1845).
Redaktor Wiener allgemeine Musik-Zeitung se o neznamém nastroji vyjadril s despektem,
upozornil pouze na jeho $patnou intonaci.** Nemuselo jit o primou souvislost s touto zku-
$enosti, ale Cerveny pozdéji vénoval velkou péci pravé ¢istoté ladéni a osobné kontroloval
vsechny néstroje odchézejici z jeho dilny.* Na svétovych vystavach (Londyn 1862) jiz byl
cornon hodnocen mnohem ptiznivéji.%

Experimenty s tvary zestovych nastroji byly v dané dobé obecnym trendem. Kastner
(184:8) se dokonce vyjadril, ze rakousti vyrobci naduzivaji ,bizarnich a fantastickych tvard,
ovsem ve skutec¢nosti nenabizeji nic nového.*” Po poloviné 19. stoleti vsak mdda fantazijnich

KELLER, op. cit. v pozn. 4, ktery nadel jiny datovany otisk (1846) i pozdéjsi dotisky. Podrobnéji viz CIZEK 1992,
op. cit. vpozn.7,s. 202.

80) Popis nastroje a dokumentace k patentu viz HEYDE, op. cit. v pozn. 2, s. 188 a 299.

81) ,,[...] nur die Horner haben vermage ihrer alten lang gebraduchlichen, beinahe urspriinglichen Form ihre
Schalltrichter noch riickwarts und wir wiirden nur gewinnen, wenn es moglich ware, sie nach vorne oder
aufwarts zu richten, da jedes Instrument um so besserund heller klingt, je freier sich dessen Ton ausbreiten
kann, wahrend er bei den Hérnern sich ganz in die Kleidungsstiicke der Nebengehenden verdumpft. (Preklad:
»[..-] jen lesni rohy maji diky své staré, dlouho pouzivané a téméf piivodni formé své ozvuéniky jesté dozadu,
amy bychom jen ziskali, kdyby bylo mozné je nasmérovat dopredu nebo vzh(iru, protoze kazdy nastroj zni tim
SAWERTHAL, op. cit. v pozn. 50, s. 225.

82) Fagotthorn mél korpus preformovany do tzkého tvaru prevzatého z plechového fagotu. HEYDE, op. cit.
v pozn. 2, s. 188.

83) Pretisk a popis prvnich preisscourantti z let 1846 a 1853 viz JOPPIG 1992, op. cit. v pozn. 16, s. 212-215.
84) ,,Es gleicht dieses Instrument mehr der Posaune und dem Bombardon als dem Horne, ist daher schon
in der Idee verfahlt, tiberdies ist es auch in der Stimmung nicht rein. (Preklad: ,,Tento nastroj se podoba vice
pozounu a bombardonu nez rohu, je proto uz ve své ideji pochybeny, kromé toho neni ani v ladéni Cisty.“)
Alugust] S[CHMIDT]: Industrie-Ausstellung der osterreichischen Monarchie in musikalischer Beziehung, Wiener
allgemeine Musik-Zeitung, roc. 5, 1845, ¢. 88 (24.7.1845), s. 350.

85) PAVLIK, op. cit. v pozn. 8, 5. 160.

86) CERVENY, Jaroslav: Ehrenkranz fiir V. F. Cerveny, Chef der Musikinstrumenten-Fabrik V. F. Cerveny & Séhne zu
Kéniggratz in Bohmen, Koniggratz 1883, s. 15 (ddle J. CERVENY).

87) ,,Pourtant ce ne sont pas les instruments, et les instruments de cuivre surtout, tous les jours les facteurs
s’efforcent d’en crérr de nouveaux. A la vérité, ils ne s’attaquent qu’a la forme, a laquelle ils savent donner une
foule d’aspects plus bizarres et plus fantastiques les uns que les autres; mais le fond reste le méme, et ce n’est
toujours que d’un fliigelhorn, d’un cor ou d’une trompette a pistons, tournés et retournés en tous sens, qu’il
s’agit en pareil cas. De ces mille tentatives il n’est guére résulté qu’un seul instrument un peu nouveau: c’est
le contrebasson, fait en cuivre et joué avec une anche de contre-basson ordinaire.” (Preklad: ,,Pfesto, pokud
v Rakousku néco nechybi, jsou to hudebni ndstroje, a zestové ndstroje piredevsim: vyrobci se neustale snazi
vytvaret nové. Ve skutecnosti itoci pouze na formu, které dokazi dat mnozstvi bizarnich a fantastickych tvart
jeden pres druhého, nicméné zdklad zlistava stejny, a tim je v kazdém pripadé kfidlovka, roh, nebo strojivova
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tvarll prestala a ve stavbé nastroju se ustdlilo nékolik osvédcenych tvarti® Cornony byly
pozdéji vyrabény ve formé tubové, fagotové i helikonové.*

Od po¢itku 20. stoleti byla diskutovana otazka, do jaké miry ovlivnil Cerveného cornon
konstrukci Wagnerovych tub,”® objednanych pro Prsten Nibelungiiv.* Pro prvni videnské
provedeni predehry ke Zlatu Ryna (1862) totiz Wagner vyslovné doporucil pouzit néstroje,
které byly ke slyseni u videnskych vojenskych hudeb.”* Dnesni forma Wagnerovych tub je
svou stavbou mnohem podobnéjsi Cerveného cornontim nez Saxovym rohtim, které byly
drive povazovany za vzor.”® S cornony je spojuje hornovy natrubek, kénicky korpus a tzkd
menzura, ktera ovliviiuje barvu zvuku. Ackoliv konstrukce Wagnerovy tuby neni zcela
shodna s Cerveného cornonem,’ je dnes tento nastroj poklddan za pifmou inspiraci.”> Dalsf
uvahy zneprehlednuje vzdjemna podobnost dobovych néstroji vojenskych hudeb a nejed-
nota jejich nazva. Proto je tézké interpretovat napriklad pamétnicky dolozené svédectvi, ze
v prazském Narodnim divadle byly party Wagnerovych tub provddény na cornony.”®

Cornony nikdy zcela nevytlacily z rakouskych kapel klasické lesni rohy. Cerveného vsak
uspéch tohoto modelu povzbudil k dalsimu hledani optimalnich tvart korpusti. Nésledoval
pozoun, jehoz tradi¢ni tvar rovnéz ztratil opodstatnéni po ztraté funkéniho snizce a Cerveny
mu dal tvar armddniho pozounu (1876). Vétsina vétsich ndstroju byla vyrabéna téz ve formé
helikonu.””

trubka, stocend a zahnutd do vSech smérd. Z téchto tisicti pokustl vysel jen jeden trochu novy ndstroj, a tim
je kontrafagot, vyrobeny z mosazi a rozeznivany strojkem obvyklého kontrafagotu.“) KASTNER, op. cit.
vpozn. 51, s. 204.

88) Tento ndzor vyjadfuje autor studie v Daliboru (1860), ktery riizné formy nastrojii basové a stiedni polohy
vnimaljako variace ventilovych pozoundi: ,,Pravé tak rozvétvily se posauny. Stavét vicero variantd pod jmenem:
bombardon, ofikleida, eufonion, bassova kfidlovka, altovy, tenorovy roh atd. v rozli¢nych tvarech. Vsechny
tyto nastroje jsou co do své podstaty jeden druhému jako vejce vejci podoben. Rozezndvaijit se pouze svou
polohou ténd, svym vymérem (Mensur), svou Sifi, svou ouzkosti a jim odpovidajicim natrubkem a dostavaji
tim néco zménénou barvitost ténu.“ B-Y, op. cit. v pozn. 63, 5. 139.

89) HEYDE, op. cit. v pozn. 2, 5. 188.

90) Nejnovéji viz HEISE, Birgit — GELLOZ, Thierry: Musikinstrumente fiir Richard Wagner. Ergidnzende
Anmerkungen zum Katalog ,,Goldene Kldnge im mystischen Grund®, Museum fiir Musikinstrumente der
Universitat Leipzig, Leipzig 2013 (dale HEISE — GELLOZ).

91) Pro prvni provedeni Zlata Ryna v Mnichové (1869) dal Wagner vyrobit u berlinské firmy C. W. Moritz sadu
»cornond, které mély hruskovity ozvuénik. Prvni tuby vyrobené pro Bayreuth (Moritz, 1877) mély klasicky
roztrub a ovalny tvar prevzaty od baryton(, pozdéji byly vyménény za novou sadu (Gebriider Alexander, Mainz
1890). Tamtéz, s. 4-5.

92) Viz tamtéz, s. 3-4.

93) BRYANT, Raymond — BAYNES, Anthony C.: Wagner tuba, in: The New Grove Dictionary of Musical
Instruments, red. Stanly Sadie, Vol. 3, Macmillan Press Limited, London 1984, s. 831-832.

94) HEYDE, op. cit. v pozn. 2, s. 190-191 upozorfiuje na rozdily mezi konstrukci Cerveného cornonu
a pozdéjsich Wagnerovych tub postavenych Moritzem (1877) a Alexanderem (1890).

95) Pro vzdjemnou inspiraci nejnoveéji argumentuji HEISE — GELLOZ, op. cit. v pozn. 90, s. 4-5.

96) KELLER, op. cit. v pozn. 4, s. 75.

97) K piivodu a vyvoji helikonového tvaru viz tamtéz, s. 12.
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Zvukovodka (Tonwechselmaschine)
a otazky ladéni

Prvni inovaci, ktera vzbudila pozornost v mezindrod-

¥ chromatisch bis

nim meéritku, bylo zafizeni, které dobfe definuje dobovy
Kottt slovnik jako ,pristroj vynalezeny r. 1846 Cervenym,
Jjenz u plechovych ndstrojit nasazovdni kotouct cini zbytec-
nym“?® Zvukovodkou byl vyresen naléhavé diskutovany
problém, a tim byla nejednota v ladéni zestovych nastroja
a potreba neustalého preladovéni. Zavedeni chromatic-
kych ndstroji prineslo nové problémy s cistotou intonace.
ndstavci a paralelni pouzivani prirozenych a ventilovych
ndstroji.”’ Pro intonacni jistotu ,plechové harmonie” bylo
do stejné toniny. Takrka ihned po zavedeni ventila se za-
caly vyrabét téz preladovaci zdpojky. Napriklad prototyp
Wieprechtovy basové tuby (1835) byl jiz vybaven dodnes
pouzivanym kvartovym ventilem (B—F), systém patentova-

ny Stowasserem ve Vidni pak k trojici ventilt pridal dalsi tfi
preladovaci (1845).1° Jak dosvédcil Sawerthal (184:6), ktery

101

chvilil Stowasserovo feseni,!™ ale zvukovodku jesté ne-

mohl znat,' pieladovaci strojivo koneéné vyresilo zdlou-

, v 7 vy 1 ’ o 2 Das C F
havé a hlu¢né vyménovani ndstavc.'”® Ve zvukovodce | .. . Torvechaemochine auf £, £, 0.

98) KOTT, Frantidek Stépan: ?esko—némeckj slovaik  zvldSté  Cornon with transposing valve /
grammaticko-fraseologicky, Frantisek Simdcek, Praha 1878-1893,sv.5, Cornon se zvukovodkou

s. 740. J. CERVENY, op. cit. in footnote
99) I po véeobecném pfijeti ventilovych ndstroji do orchestru byly no.86,p.6

oba typy kombinovdny. Napriklad ve vétsiné Wagnerovych oper je

predepsana dvojice Waldhdrner a dvojice Ventilhorner. Divodem byla barevnd vyrovnanost prirozenych lesnic,
kterou tehdejsi ventilové nastroje nedovedly nahradit. Viz HEISE — GELLOZ, op. cit. v pozn. 90, s. 1-2.

100) Popis a komentdr viz HEYDE, op. cit. v pozn. 2, s. 63.

101) ,,Stowasser’s neueste Erfindung, die Umstimmung durch einen einzigen Druck bei den Ventils ist fiir uns
von grossem Interesse; obwohl die Idee noch nicht geniigend und befriedigend durchgefiihrt, so bleibt sie
doch schon und kann eine bedeutende Verwollkommung unserer Blechinstrumente verbeifiihren.” (Pfeklad:
,Stowasser(v nejnovéjsi vynalez, preladovani jednim jedinym stlacenim ventilu, nds velice zajima; a i kdyz
tato idea jesté nebyla dostatecné a uspokojivé provedena, z(stavd prece jen krdsnd a mlze prinést vyznamné
zdokonaleni naich Zestovych ndstroji.) Viz SAWERTHAL, op. cit. v pozn. 50, s. 225.

102) Cerveny vyvijel zvukovodku od roku 1842, ovéem patent predstavil v roce 1846. Sawerthaliv cestopis byl
otistén v roce 1846, na zakladé cesty podniknuté z Temesvaru roku 1845.

103) ,Wenn durch die augenblickliche Umstimmung auch zugleich durch eine Vorrichtung die Stimmziige
verlangert werden kdnnten, wire die Erfindung ganz vollkommen; tibrigens verdient sie doch die grosste
Beachtung, da dadurch die vielen Bogen beseitigt werden und durch die Umstimmung jener grauliche Larm
vermieden wird, der durch das Zusammenschlagen der Bgen unvermeidlich den Zuhérer oft in der schonsten
Fermate storte, da die Bogen umstecken mussten.” (Preklad: ,,Pokud by toto zatizeni dokazalo pti okamzitém
preladéni zaroven prodlouzit tahy, byl by vyndlez zcela dokonaly; jinak si ovSem zaslouzi nejvys$si pozornost,
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(spravné zvukovodkovi)** byl tento mechanismus zjednodus$en na jeden zakruzkovy ventil,

195 Diky tomuto vynalezu se Cerveny poprvé seznamil

prenastavitelny do rtiznych zépojek.
s mezinarodni patentovou konkurenci. Na vystavé v Patizi mu nebylo povoleno zvukovod-
ku vystavit, nebot tentyz mechanismus mezitim patentoval pro Francii P. L. Gautrot jako
»transpositeur”!*® Zvukovodky se posléze staly typickymi atributy modernich ndastroja, ov-
$em Cerveny sam od nich ovéem pozdéji upustil a dal prednost sjednoceni néstrojt do ladé-

ni Es a B (Fa C)."” Zvukovodku tedy opét zjednodusil na osvédceny preladovaci ventil.'*®

Zdokonaleni zakruzkového

strojiva a vyvoj mechaniky

Zlepsovani zdkruzkového (cylindrického)
strojiva se Cerveny vénoval po cely zivot
a predstavoval stile dokonalejsi inovace.
V dobé jeho zacitka bylo hledani optimal-
ntho typu strojiva prvoradym tématem.
Razné systémy mély své priznivce i odptur-

ce, mezi nimiz nechybéli obhdjci priroze-
109

nych nastroji'® a klapkovych trubek (viz

vyse). Cerveny sam zasdhl do diskuse jako
propagdtor strojivovych pozounu (1862).1"
Zpocatku vyrabéli strojivo dvoupistové (vi-

Rotary valve mechanism, improved by Cerveny
(1873) / Zakruzkovy (valivy) mechanismus,
Cerveného zdokonaleni z roku 1873

J. CERVENY, op. cit. in footnote no. 86, p. 29

denské)," ovsem pozdéji daval prednost

strojivu zakruzkovému, které mélo veskery pohyblivy mechanismus prachotésné uzavieny'*

protoze diky nému je mozné odstranit mnozstvi nastavcd, a diky preladovani odpada hrozny hluk, ktery rusil
posluchace nardzenim kotoucii Casto v té nejkrasnéjsi fermaté, protoze nastavce se musely vyménit.“) Viz
SAWERTHAL, op. cit. v pozn. 50, s. 225.

104) Cerveny pouziva tesky pojem zvukovodka jako maskulinum sklofiované podle vzoru ,,predseda‘

105) Popis mechanismu viz KELLER, op. cit. v pozn. 4, s. 77 a HEYDE, op. cit. v pozn. 2, s. 299.

106) J. CERVENY, op. cit. v pozn. 86, s. 9.

107) Tamtéz, s. 75.

108) Kvartovym ventilem byly vybaveny napfiklad hluboké lesni rohy ,,mirového kvartetu* (1884), viz tamtéz,
s.75.

109) K debaté nad ventilovymi nastroji viz HEISE — GELLOZ, op. cit. v pozn. 90, s. 2. Ke konzervativnimu
taboru patfil napt. Adolf Bernhard Marx (1795-1866), ktery u ventilovych nastrojii postradal charakteristickou
barvu ténu. V Ceskojazyéném prostiedi podobnd debata probihala na strankdch asopisu Dalibor 1860, viz
B-Y, op. cit. v pozn. 63.

110) éERVENY:, Vaclav Frantisek: Vysvétlivky k pozounu snizcovému, dle jinych taznému, Slavoj, sv. 1, 1862, ¢. 5,
s.97-99; PROSKA, Vaclav: Obrana tazného pozounku, Dalibor, ro¢. 5,1862, ¢. 19, s. 145-146; ¢. 20, s. 154-155;
€. 21,5.162;¢. 22,5.169-170.

111) Viz ceniky (Preisscouranty) z let 1846 a 1857, pozn. 83.

112) Pravé prachotésnost byla dilezitym argumentem pfi propagaci tohoto systému, dokumentace viz
HEYDE, op. cit. v pozn. 2, s. 31-32.
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a po Cerveného zdokonalenich navic dokonale odvadélo kondenzovanou vodu."* Cerveny
postupné patentoval nékolik inovaci (1850, 1861, 1873) a spole¢né se svym synem Jaroslavem
jej zlepsil jesté dvakrat (1875 a 1878)."* Nejvyznamnéjsim zdokonalenim byla dodnes pouzi-
vana forma strojiva valcového (valivého, Walzenmechanik), v niz je oto¢ny bubinek polozen
vodorovné a upraven do mirné konického tvaru. Diky tomu nastroj neztraci tésnost opo-
tiebovanim a ziskdva tim mnohem delf Zivotnost. Posledni zlepsent, které Cerveny paten-
toval spole¢né se synem Jaroslavem (1878), vyresilo problém vsazeni strojiva do konického
korpusu postupnym rozsirovanim praméru bubinki a zapojek, coz se osvédcilo zejména
u basovych nastrojii.'*®

Cerveného kontrabasova tuba a reseni problému basovych nastroji
Za jednu z nejtspésnéjsich Cerveného konstrukei je povazovana kontrabasova tuba, kte-
rd se stala prvnim zestovym nastrojem kontrabasové polohy. Jeji konstrukce navazuje na

Wieprechtovu basovou tubu odvozenou z kornetu,"¢

ovéem menzura je upravena podle ra-
kouské kifdlovky."” Zvukovy idedl a konstrukéni vychodiska tohoto nastroje pozdéji Cerveny
komentoval tak, ze ,/...] podrzel co moznd konus, Ze dodal jednotlivym kusiim pomérné sou-
hlasného rozméru (mensury) a vyvodil bassii, které snadno se ozyvajice vynikaji silou a pri
cemz se lidské plice nenamahaji. Z toho ndsledovala stejnomérnd okrouhlost tonu ensemblii
a mohiitny bass, jenz dobyl prizné a obliby bombardoniim a kontrabasiim p. Cerveného jako
doma tak i v ciziné.""®

Kontrabas byl poprvé vefejné predstaven v Hradci Krélové pfi slavnosti Boziho Téla
v roce 1845 Cerveny sam uvadél, Ze jej postavil pro kapelnika Josepha Alschera, ktery si
pral ,velky a silny bas‘?® ovsem timto ukolem se obiral jiz od svych tovarysskych let.”* Jak
prizndval Fahrbach (1848), pred polovinou 19. stoleti neexistoval v rakouskych kapelach do-
konaly basovy nastroj."? Tento problém byl pocitovén jiz v dechovych harmoniich 18. stoleti,

k nimz byval z nouze pfibiran smyccovy kontrabas.” Byly proto podnikdny razné snahy

113) Popis mechanismu a jeho vylepSent z roku 1877 viz J. CERVENY op. cit. v pozn. 86, s. 40. K vyvoji systému
ajeho inovacim viz HEYDE, op. cit. v pozn. 2, s. 27-42.

114) Popis zminénych systémd viz CIZEK 1992, op. cit. v pozn. 7, s. 201.

115) KELLER, op. cit. v pozn. 4,s. 77.

116) HEYDE, op. cit. v pozn. 2, s. 227.

117) CIZEK 1967, op. cit. v pozn. 14, s. 45-51.

118) CERVENY 1867, op. cit. v pozn. 1, 5. 2; v Cetiné CERVENY 1869, op. cit. v pozn. 1, s. 91.

119) HALLER 1967b, op. cit. v pozn. 12, s. 38.

120)]. CERVENY, op. cit. v pozn. 86, s. 7.

121) HALLER 1967b, op. cit. v pozn. 12, s. 37.

122) Il bombardone [...] lascia molto a desiderare nell’intonazione: e proprio bisogna dire che, almeno tra
noi, non esiste un perfetto istromento per le parti del basso.“ (Preklad: ,,0d bombardonu miizeme zadat
jesté mnoho v intonaci, a viibec je tieba fici, ze alespon u nas neexistuje dokonaly nastroj pro basové party.”)
FAHRBACH, op. cit. v pozn. 49, s. 397.

123) Typicky prikladem je Mozartova Serendda No. 10 B dur pro dechovou harmonii, KV 361/370a.
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Contrabass tuba in the shape of a helicon (Kaiserbass) /
Kontrabasovd tuba v helikénové formé (Kaiserbass)
V.F. Cerveny a synové, ca. 1900

NM-CMH E 943

o NM
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zesilit stavajici nastroje, a to natrubkové™ i dvouplatkové.!”

126

S francouzskymi cisarskymi
kapelami prisla obliba serpent,® pozdéji serpentovych fagotd, kontrafagott (fagottont)
a basovych ofikleid. V rakouskych kapelach se hojné pouzival plechovy kontrafagot (trito-
nicon),””” ktery byl chvalen Kastnerem (1848),"** ovéem Sawerthal (184:6) jej neobliboval.'”
Také do vyvoje tritoniconu zasdhl V. F. Cerveny, ktery vyfesil jeho konstrukéni a zvukové
problémy.?® V rakouskych hudbach byly za optimalni zestové basové ndstroje povazova-
ny bombardony (strojivové ofikleidy, blizké basovym pozountim),”® které Sawerthal (184:6)

132 ja-

preferoval pro jejich ,plny, kulaty, mékky*“ zvuk a ,impozujici, majestatni“ barvu ténu,
koz i pro optimalni barevny souzvuk s plechovou harmonii," ovéem Fahrbach (1848) se
k nim ovéem staveél kriti¢téji.’** Tento problém vyfesila az Cerveného basova a kontrabasova

135

tuba (1845), ktera zarucila silny a barevné sladény oktavovany bas.’*® Oba nastroje byly od

pocatku vyrabény zaroven v helikonové formé, ktera usnadnila hru na tézky ndstroj pii

124) CIZEK 1967, op. cit. v pozn. 14.

125) Nejnovéji viz KIEFER, Thomas: Tiefstimmige Doppelrohrblatt-instrumente von der Harmoniemusik bis in das
Blasorchester. Zu ihrer Entwicklung im Bereich der Donaumonarchie und den Auswirkungen auf den Instrumentenbau
in Berlin und Mailand. Wissenschaftlicher Jahrbuch der Tiroler Landesmuseen 2010, s. 47-99 (ddle KIEFER).
126) Serpent, basovy zastupce rodiny cinkd, byl v predrevolucni Francii pouzivdn pro zesileni jednohlasého
liturgického zpévu ve velkych prostorach.

127) Nazev byl patrné odvozen od morské lastury rodu Tritonium, kterd byla pouzivana k troubeni proti
mrakiim av 19. stoleti dovaZena do stfedni Evropy. Podrobnéji viz KURFURST, Pavel: Hudebni ndstroje, Togga,
Praha 2002, s. 647-648 (dale KURFURST).

128) KASTNER, op. cit. v pozn. 51, s. 204.

129) ,Unsere Contrafagotts sind ein schnarrendes Ubel...“ (Pfeklad: ,Nase kontrafagoty jsou skiehotava
nemoc.”) Viz SAWERTHAL, op. cit. v pozn. 50, s. 217.

130) K Cerveného tritoniconu a jeho zafazeni do vyvoje dvouplatkovych basovych ndstrojii srov. CIZEK 1992,
op. cit. v pozn. 7, s. 200-201, nejnovéji KIEFER, op. cit. v pozn. 125.

131) K videfiskym bombardoniim viz CIZEK 1992, op. cit. v pozn. 7, s. 49 a HEYDE, op. cit. v pozn. 2 s. 222-225.
132) ,,[...] der volle, runde, weiche Bombardon ist, gut geblasen, fiir die Militdrmusiker der schonste Bass
und stellt den breiten, schnarrenden, unverstandlichen Contrafagott bei weitem in den Hintergrund, den
der Bombardon gibt dem Ganzen eine imponierende, majestitliche Tonfiarbung. (Preklad: ,,[...] plny, kulaty
a meékky bombardon, je-li na néj dobte hrano, je pro vojenskou hudbu tim nejkrdsnéjsim basem a stavi do
pozadi Siroky, vréici a nezietelny kontrafagot, nebot bombardon ddva celku imponujici, majestétni barvu
tonu.“) Viz SAWERTHAL, op. cit. v pozn. 50, s. 217.

133) ,[...] auch statt dem schnarrenden Fagottone des Tritonicons wiirde ich lieber noch einen Bombardon
nehmen; da der Ton noch viel voller, grosser und egaler sich dem Trompeten- und dem Fliigelhorntone mehr
ausgleichend, denn alle unsere tiefern Instrumente, als da sind: die Bassfliigelhorner, Baritons, Euphonions,
Schwanenhérner und Bombardons sind im Grunde nur Kinder des kleinen Fliigelhorn’s.“ (Preklad: ,,[...] také
misto skfehotavého fagotového ténu tritoniconu radéji pfibirdm jeété jeden bombardon, nebot jeho tén je
mnohem plnéjsi, vétsi, a épe se srovndva s ténem trubek a kFidlovek, nebot viechny nase hluboké nastroje,
jako jsou baskfidlovky, barytony, eufonia, schwannenhorny a bombardony, jsou v zdkladu jen déti malé
kridlovky.”) Viz SAWERTHAL, op. cit. v pozn. 50, s. 182.

134) Viz pozn. 122.

135) Party prvniho a druhého basu byly do té doby obsazovdny dvojici kontrafagotu (fagottonu)
a bombardonu, viz FAHRBACH, op. cit. v pozn. 49, s. 397.

136) K Cerveného helikonim viz HEYDE, op. cit. v pozn. 2, s. 235.
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pochodu. Cerveného tuba dosla zna¢ného rozsiieni a byla prijata do symfonického orchest-

ru jako jediny zastupce rodiny kiidlovek."”

»,Stejnomérna okrouhlost toni“.

Cerveného kFidlovky a preference $irokych menzur

Pouzivani kiidlovek jako hlavnich melodickych ndstroja se stalo hlavnim identifikitorem
rakouského stylu dechovych hudeb. Tim je mozné vysvétlovat Cerveného prednostni péci
o zdokonalovéni této skupiny. V pruskych kapeldch v této funkci zdomacnély kornety a pos-

tovské rohy (Posthorn) podobné konstrukce,**

ve Francii a Anglii je nahradily Gzeji men-
zurované kornety a Saxovy rohy (1843). V Rakousku se kiidlovky prosadily jiz pii vyméné
klapkovych nastrojii za ventilové.” Sawerthal (184:8)"° i Fahrbach (184.8)" se o nich vyjad-
fovali jako o nejdulezitéjsich nastrojich, ve 20. stoleti byly jiz povazovany za zaklad stredo-
evropskych dechovych hudeb."*?

Predchiidcem kridlovky byl vojensky signalni roh (borlice), jehoz kénicky korpus zaruco-
val dalekou slysitelnost. Prvni pokus o jeho chromatizaci predstavovaly Kent buggles opatre-
né videnskym klapkovym strojivem, které se rozsitily po roce 1810 v britskych kapelach a pa-
Fizsky nastrojai Halary (Jean Hilaire Asté) z nich vytvoril kompletni rodinu nastroji zvanych

ofikleidy (1817).1** Vyznamnou inspiraci pro dalsi vyvoj byly téz ruské rohové hudby,"** které

po napoleonskych valkdch koncertovaly ve Francii a Némecku'* a vystoupily také v Praze."*

137) Kontrabasovd tuba pronikla do orchestru dvéma cestami: pfes R. Wagnera a jim ovlivnéné skladatele
(A. Bruckner, G. Mahler, R. Strauss), z druhé strany prostfednictvim N. Rimského-Korsakova a jeho zakd
(O. Respighi, M. Ravel, I. Stravinskij), viz BEVAN, Clifford: Tuba, in: The New Grove Dictionary of Musical
Instruments, red. Stanly Sadie, Vol. 3, Macmillan Press Limited, London 1984, s. 664—-668.

138) Ke konstrukci a ladéni pruskych, bavorskych a saskych posthornti viz HEYDE, Herbert: Horner und Zinken,
Musikinstrumenten-Museum der Karl-Marx-Universitat Leipzig, Katalog, Band 5, VEB Deutscher Verlag fiir
Musik, Leipzig 1982, s. 40-41.

139) HEYDE, op. cit. v pozn. 2, s. 210.

140) ,,Das Fliigelhorn ist gewiss bei den jetzigen Militirmusiken ein hochst wichtiges Instrument, da seines
vollen schmeltzenden Tones wegen die meisten Sopranosoli fiir dasselbe geschrieben sind.“ (Preklad:
,Kridlovka je jisté pro dnesni vojenské kapely nanejvys dilezity nastroj, pro jehoz plny a poddajny tén bylo
napsano nejvice sopranovych sdl.“) SAWERTHAL, op. cit. v pozn. 50, s. 209.

141) FAHRBACH, op. cit. v pozn. 49, s. 397.

142) ,Kridlovky se pouzivd skoro vyhradné jen v orchestrech stfedni Evropy; vSude jinde jsou zavedeny
francouzskeé trubky, kornety. [...] Svym bresknym a zaroven plossim zvukem byly by cizorodym zivlem v nasich
dechovych kapeldch, do jejichz zvukového charakteru kridlovka se vsemi svymi zvukovymi vlastnostmiidealné
zapada.“ VACKAR - VACKAR, op. cit. v pozn. 53, 5. 182.

143) TARR, op. cit. v pozn. 60, s. 35.

144) Ruskou rohovou hudbu zalozil hudebnik ¢eského piivodu Jan Antonin Mares (1719-1794), viz KURFURST,
op. cit. v pozn. 127, s. 667.

145) Roku 1818 byla tiplna ruska rohova hudba dislokovana v Coburgu, a to jako dar velkovévody Konstantina
Pavlovice jeho Svagrovi vévodovi sasko-koburskému. Podrobnéji viz TARR, op. cit. v pozn. 60.

146),,Jini jsou opét toho minéni, ze Siroky rozmér zaklada se na ruské lovecké hudbg, pfi nisto se tak nesmirné
sirokych avsak jen jednotonovych ndstroji uzivalo, a kapella takova procestovala r. 1834 celé Francouzsko
a Némecko. Kapellu tu slygeli jsme té? v Praze. B-Y, op. cit. v pozn. 63, 5. 192.
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mit ==
klingi: B 7 A —

Kaiser baritone / Kaiserbaryton
Contrabass cornet / Kontrabasovy kornet
J. CERVENY, op. cit. in footnote no. 86, p. 44, 37

Tyto néstroje mély konické prurezy a dobre sladéné proporce,'” proto jejich souzvuk budil
pozornost dalekou slysitelnosti a silnymi basy."* Ruské rohy byly proto vzaty za zaklad pro
konstrukei pruskych ventilovych kornett a tub.® Rakouské kiidlovky se od nich zpocat-
ku prilis nelisily, ovéem postupné sméfovaly k dalsimu rozsifovani menzury. V Cerveného
dilné se odehrdval podstatny dil tohoto procesu, spojeny s piekondvanim technickych li-
mitd. Vyslednym typem byla kompletni rodina kiidlovek s mimoradné sirokou menzurou
a nosnym téonem, pojmenovanych jako cisaiské (pro export do Ruska carské). Jejich typicky
ovalny tvar, ktery se lisi od starsi (rovné) formy tub, je tradi¢né nazyvan jako cesky. Tyto do-
dnes oblibené néstroje predstavil Cerveny v roce 1882, poté, co ovladl vkladdni strojiva do

konického néstroje a tvarovani velkych korpusa.™

147) Analyzu sady roh( z Weissenfelsu, dochované ve sbirkdch muzea v Lipsku, provedl HEYDE, Herbert:
Horner und Zinken. Musikinstrumenten-Museum der Karl-Marx-Universitit Leipzig, Katalog, Band 5, VEB
Deutscher Verlag fiir Musik, Leipzig 1982, s. 109-114, dale Tafel 21.

148) RICKS, Robert: Russian Horn Bands, in: Musical Quarterly, ro¢. LV, 1969, ¢. 3, s. 364—-371.

149) HEYDE, op. cit. v pozn. 2, s. 84.

150) J. CERVENY, op. cit. v pozn. 86, s. 43.

151) Podrobny popis vyrobniho postupu viz CERVENY, Vaclav Frantisek a synové: O vyrdbéni hudebnich ndstrojii
kovovych, Listy primyslové, roc. 4,1878, ¢. 3, s. 26; ¢. 4, 5. 40-42.
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Dilezitym meziclankem téchto experimentt byly pozdéji prekonané Cerveného nastro-
je, na nichz ziskal potiebné konstrukeni zkusenosti. Byl to predevsim zvukoroh (phonicon,
18438), urceny pro komorni hru, a dale baroxyton (patent 1854), ktery mél diky upravené
menzufte polovi¢ni délku.”® Pti jeho vyvoji Cerveny dosel k optimélnim proporcim malych
basovych néstroju s velkym rozsahem.'

Rozsirovani menzur rakouskych kiidlovek odpovidalo na obecnou snahu zjednat Zesto-
vym soubortum dobrou slysitelnost v plenéru. Prominentnim prostiedim pro podobné ex-
perimenty byla rakouskd ndmorni hudba, jejimz kapelnikem se stal v letech 1850-1864J. R.
Sawerthal. Za pozornost stoji Sawerthalav pochod, neobvykle instrumentovany pro soubor
rtizné ladénych signalnich roht (Signalhorn)** a nazvany Malamocco Marsch."> Smysl to-
hoto obsazeni naznacuje nazev skladby.”*® Vzdalenost mezi Benatkami a Malamoccem (pfi-
padné nedalekym pralivem mezi otevienym morem a lagunou) ¢ini kolem osmi kilometra.
Takovouto vzdalenost pravdépodobné standardni rakouské ndstroje padesatych let 19. sto-
leti neprekonaly, proto Sawerthal vyzkousel signalni rohy pouzivané na lodich. Vyraznéjsi
zlepseni akustické nosnosti kiidlovek jesté ¢ekalo na prekonani technickych potizi se vkla-
dénim strojiva do $ifeji menzurovanych korpust. Teprve pak (1867) mohl Cerveny shrnout
jejich prednosti: ,Ponévadz se jesté v Rakousku neuzivd parnich strojit pri vyrdabéni Zesto-
vych ndstrojii, jako ve Francii toho uziva Gautrot, nybrz vse se rukou déld; muize se také uziti
slabsiho kovu, ktery prirozenym spiisobem lépe svédci vibraci. Spojeni ndstrojit s kuzelovity-
mi a vdlcovitymi rourami poskytuje vétsi mnozstvi rozlicnych barvitosti a nedd se upriti, ze
slysime rakouskou vojenskou hudbu pro jeji zvucnost z vétsi vzddlenosti, nez francouzskou
a anglickou.™”

I po zdokonaleni kiidlovek Cerveny pokracoval v konstrukci dalgich rodin nastroji.
Z ventilové polnice nazvané harcovka (1859) vytvoril sokolovku (1866), ktera disponovala
jeste sirsi menzurou nez kiidlovka.”*® Diky objednavkam pro rusky trh se zabyval téZ stavbou
kornettl. Kvartet kornett (1876) doplnil o triumfkornet (1879, pozdéji car-sopran) a posléze
rozsifil na celou rodinu od kornetu sopraninového po kontrabasovy." V roce 1884 predsta-

7160

vil kvartet lesnich roht pojmenovany jako mirovy' a sestaveny z primovky in F, altového

152) Baroxyton mél misto obvyklého roztrubu hruskovity nistavec zjemnuijici barvu ténu, zndmy z anglickych
rohd starych typ( basetovych roh(. Je zatim zndm pouze z vyobrazeni, viz J. CERVENY, op. cit. v pozn. 86,
s. 10.

153) Popis téchto a dalSich nastroji viz KELLER, op. cit. v pozn. 4, s. 75-76.

154) Kazdy signalni roh je schopen zahrdt nékolik pfirozenych téni. Potfebné harmonie vznikaji souzvukem
rGzné ladénych prirozenych rohti (Ctyfi v E, dale v Es, D, Cis, H, A), s nejvétsi pravdépodobnosti skutecnych
vojenskych ¢i lodnich signalek, vyladénych pomoci riizné dlouhych nastrcka.

155) Notovd poziistalost J. R. Sawerthala je ulozena v hudebnéhistorickém oddéleni NM-CMH. Doposud
nezpracovany fond obsahuje vybér nékolika desitek kompozic v partiturach.

156) Malamocco stoji naproti Benatkam na pisecné kose (lidu), které oddéluje lagunu od more.

157) CERVENY 1869, op. cit. v pozn. 1,s.12-13.

158) Popis téchto a dalSich ndstrojdi viz KELLER, op. cit. v pozn. 4, s. 75-76.

159) Popis viz KELLER, op. cit. v pozn. 4, s. 75.

160) Byl pojmenovan na pocest mirového jedndniv KroméfiZi (1884), kde doslo na urcitou dobu ke shodé mezi
Némeckem, Ruskem a Rakouskem, coz znamenalo pro Cerveného zprichodnéni hlavnich smérd exportu.
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161

rohu in B a dvou rohu preladitelnych do F a Es.' V procesu rozsirovani menzur pokracoval

po Cerveného smrti Josef Sediva,'s> ktery vyrabél extrémné siroké kiidlovky a tuby zvané

herkulesofony.'®?

Zavérem — Cerveného ndstroje a zvukova proména

stredoevropskych dechovych hudeb

Rozsfieni Cerveného ,cisaiskych” kiidlovek po roce 1885 je komentovéno jako vyznamny
obrat ve zvukovosti stiedoevropskych dechovych hudeb, ktery prisel z Cech a Rakouska
(Heyde 1987).%%* Tonové spektrum bylo obohaceno o tmavé barvy, vyznacujici se vielos-
ti a mékkosti.'> Cerveny sam tento idedl vyjadioval jako vld¢nost, plnost a mékkost tonu
(Schmelz, Fille und Weichheit des Tones).® Miizeme zde vidét zavrseni vyvoje, ktery
sméroval k individualizaci zvukovych barev. Vseobecna snaha o rozsireni menzur a dosa-
zeni mékkého zvuku narazela na tadu technickych limitd, v jejichz piekonavani Cerveny
postupné ziskal jistotu. Doslo tim k vyznamnému kvalitativnimu posunu od ,plechovych
harmonii®, které upoutavaly pozornost predevsim silou zvuku, az po dechové hudby;, které se
jiz svou zvukovou barevnosti blizily novoromantickému idedlu. Za priikopnika instrumen-
tace dechové hudby mtizeme oznacit i v tomto pripadé W. E. Wieprechta, ktery navrhoval
usporadani dynamickych a zvukovych barev (v moznostech a limitech instrumentare 40. let
19. stoleti), které nazyval akustickou pyramidou.’’” Dile mtizeme pozorovat, ze Cerveného
vysledné konstrukce ndstrojli, véetné tubovych bast, plné souznély s dobovym utsilim o in-
dividualizaci zvukovych barev a zaroven o mékky a sonorni zvukovy zaklad.**® Také instru-
mentace rakouskych hudeb prosla vyvojem, ktery dobre odpovidal obecnym zméndm zvu-
kového idealu. Miizeme jej srovnat s dobovymi tendencemi jak v symfonické instrumentaci,
tak i ve stavbé klavesovych nastroju. Velmi zfetelnou proménu zvukového idedlu miazeme
vidét naptiklad v dobovém varhanaistvi, které v posledni ¢tvrtiné 19. stoleti upoustélo od ob-
liby vysokych alikvott. Vyvoj dispozic se prestal spokojovat s mixturovym principem v jed-
né zvukové barvé a smérovalo k rozsirovani barevné a dynamické skaly. Zvlastni pozornost
pattila mékce intonovanym rejstrikium v zakladni poloze, které vychazely vstiic doprovodné

161) KELLER, op. cit. v pozn. 4, s. 75.

1v62) HRUSKA, Viktor — ZURKOVA, Tereza: Josef Sediva a jeho sbirka hudebnich ndstrojii v Ndrodnim muzeu —
Ceském muzeu hudby, Narodni muzeum, Praha 2016.

163) Nejlispésnéjsi z Sedivovych nastrojt, vyrabénych v ruské Odése, byly extrémné Siroké kontrabasové
tuby, které si oblibil N. Rimskij-Korsakov a prostfednictvim jeho zakd byly pouzivany zejména v ruskych
a francouzskych symfonickych orchestrech.

164) HEYDE, op. cit. v pozn. 2, s. 11.

165) Tamtéz.

166) CERVENY 1867, op. cit. v pozn. 1, 5. 15.

167) Dale viz KASTNER, op. cit. v pozn. 51, s. 210-212.

168) ,,0uzké plechové ndstroje maji dréici a praskajici, Siroké maji naproti tomu jemny a libezny zvuk. Proto
hodi se tyto k solové hre lépe nez ony a uzivaji se proto az po dnesni dny.“ B-Y, op. cit. v pozn. 63, s. 139.
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funkci a bohatsim harmoniim.'

? Podobny idedl muzeme sledovat také v konstrukcich klavi-
rti, harmonii, harf a dalsich nastroju, které smérovaly k prohlubovani spektra s diirazem na
mékké a sonorni barvy.

Pri dal$im zdjmu o vyvoj instrumentace rakouskych hudeb bude mozné nahlédnout vice
nez stolety vyvoj, zdokumentovany Nemetzovou (1844) a Vackarovou instrumentaci (1954).
Je v ném patrnd zna¢nd vnittni kontinuita, ovsem diky zdokonalenym konstrukcim nastroju
se skladatelé propracovali k suverénnimu zachdzeni se zvukovymi barvami. Z dédictvi prvni
poloviny 19. stoleti pretrvala jak melodicka uloha kridlovek, tak oktavovaci funkce klarinett
a pritomnost dalsich ndstroju v priznavkové funkei.””® Dalsi skupiny rozsifovaly paletu zvu-
kovych barev, ale zaroven také reprezentovaly rtizné vrstvy tradice. Do velkého obsazeni
byly napriklad integrovany fanfarové trubky a pozouny jako pripominka nékdejsich truba¢-
skych soubor,"”" lesni rohy evokovaly minulost mysliveckych hudeb. Melodicky potencidl
ovsem spocival ve stile zdokonalované skupiné kridlovek, opiené o silné basy. Jeji vysledné
zvukové zabarvent, které dokon¢il Cerveny v poslednim desetileti svého Zivota, dalo celé
tradi¢ni instrumentaci barevné kontrasty a dokonalou zvukovou plasticitu.

Z vyse shrnutého je patrné, ze Cerveny predstavil konzistentni alternativu k Saxovu in-
strumentari, ktera dosla v urcitych regionech zna¢né obliby a vyznamné prispéla k indivi-
dualizaci rakouského typu dechovych hudeb. Zatimco Saxovy nastroje vznikly v dobé vel-
kych experimentd ve 40. letech 19. stoleti a dale se jiz podstatnéji nevyvijely, Cerveny po
cely zivot dale inovoval a k originalnéjsim resenim se dopracoval az po nékolika dalsich de-
setiletich. V zavéru svého zivota predstavil zvukové individualizovanou rodinu kridlovek,
kterd dala dechovym hudbam novou akustickou nosnost a témbrovou plasticitu. Pfestoze se
Cerveny v dobé vyhrocenych politickych antagonismit v 70. letech 19. stoleti postavil na stra-
nu Saxovych protivniki, jinak vychdzel se svym hlavnim konkurentem dobre a kolegialné."”
Také on ovsem navazoval na vysledky jinych konstruktéru a proved! syntézu dosavadnich
tradic, predevsim pruské a rakouské. Jeho nastroje se staly typickymi napied pro rakous-
ké vojenské hudby, pozdéji se prosadily ve vojenskych i obc¢anskych hudbach v Rakousku
a Némecku, na konci 19. stoleti se hojné rozsitily ve vychodni a jihovychodni Evropé. Jejich
konstrukce (predevsim typické ovalné tvary baskridlovek) i charakteristicky mékky zvuk se
posléze staly typickymi pro dechové hudby stiedni a vychodni Evropy a predstavuji vyznam-
né kulturni pojitko tohoto regionu.

I v letosnim roce Cerveného jubilea stile plati konstatovani J. Kellera, ze ,na solidni,
védecky fundované zhodnoceni ndstrojarského dila Viclava Frantiska Cerveného si patrné

169) Novy pohled na stredoevropské romantické a reformni varhanarstvi, ktery prekonava despekt ovlivnény
estetickou prvni poloviny 20. stoleti, pfinasi SEHNAL, Jifi: Barokni varhandrstvi na Morave, dil 4, Dodatky,
Univerzita Palackého, Olomouc 2018.

170) Slozeni rGzné velkych obsazeni kapel rakouského typu zaznamenava NEMETZ, op. cit. v pozn. 52, s. 107—-
123; FAHRBACH, op. cit. v pozn. 49, s. 258-259 a 397; novéji VACKAR — VAéKAf{, op. cit. v pozn. 53, s. 178
a HEYDE, op. cit. v pozn. 2, s. 79.

171) Kapely jizdnich plukd byly v Rakousku zruseny v ramci tspornych opatreni roku 1867.

172) Vztahtim mezi Cervenym a Saxem se vénuje KELLER (op. cit. v pozn. 4, s. 77), ktery napiiklad cituje
z dopisu Janu Nerudovi, v némz vyjadruje vici Saxovi respekt a kolegialitu.
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jesté dlouho pockdame’™ Pii zajmu o jeho inovétorské dilo se vsak ukazuje jako stale zaji-
mavéjsi téma vzajemnd interakce konstruktéra s vojenskymi i obcanskymi kapelami, jakoz
i vliv novych typt nastrojt, jejichz konstrukce se piedevsim diky Cerveného vkladu nazyva
rakousko-ceskou,” na zvukovy charakter dechové hudby. Tim se obraci pozornost k dalsi-
mu tématu, a tim je prominentni podil ¢eskych kapelnikil (¢eské i némecké narodnosti) na
formovéni a exportu rakouského typu dechové hudby, ktery byl pozdéji spojen s propagaci
Cerveného nistrojt. Specificky instrumentaéni styl, ktery vysel z integrace Cerveného na-
stroji do rakouské tradice vojenské hudby, osvédc¢il dlouhodobou zivotnost a je stale Zivy
v riznych regiondlnich stylech (¢eska dechovka / Bohmische Blasmusik, Banater Blasmusik,
Balkan Brass a dalsi), jejichz vzajemné souvislosti budou stat za hlubsi poznavani.

Adresa: Tomds Slavicky, Ceské muzeum hudby, Karmelitskd 2, 118 00 Praha 1, Ceskd republika
E-mail: tomas_slavicky@nm.cz

173) KELLER, op. cit. v pozn. 4,s. 77.

174) Slovo béhmisch (bohemian) se tradi¢né vztahuije k teritoriu, nikoliv k narodnosti. Je nutné také pripome-
nout, 7e V. F. Cerveny, ktery se diisledné hldsil k ¢eské ndrodnosti, byl mezi rakouskymi exportéry zestovych
nastroju spise vyjimkou. Vyznamnéjsi strediska vyroby byla v dvojjazy¢né Praze a v némeckojazy¢ném okoli
Kraslic. Josef Sediva zahdjil svou ¢innost roku 1882, Lidlova firma v Brné roku 1892.
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