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sources. From the 16 century, the harp was known primarily in the context of sacred music. The
19 century saw the emergence of the Pfisecnice/Pressnitz and Nechanice versions of the portable
hook harp, which were long manufactured as an alternative to the pedal harp. The impoverishment
of mountainous regions led to the emergence of the profession of touring musicians. In the Czech-
language literature of the first half of the 19t century, the harp became associated with the Romantic
cult of the bard-prophet, then its prestige declined sharply, until it became an instrument of beggars
at the end of the 19 century. The early 20" century saw the last heyday of the Nechanice harp
ensembles in the Far East. The scandal created in the press over this entrepreneurship turned public
opinion against the harp business and the hook harp, and awareness of the instrument vanished
after the First World War.

Key words: Bohemian harp, hook harp, chromatisation of string instruments, music in Bohemia,
music in the Czech lands, music history, hymnology, organology

The term “Bohemian harp” (Bohmische Harfe) is used by consensus for a portable version of
the hook harp that was widespread in Central Europe at the turn of the 18" and 19* centuries
and was an instrument in frequent use in practice for about a century. It was developed from
older types of harps as a light instrument with a wide range, adapted for use by travelling
musicians and suitable for accompanying the repertoire of songs and dances. This kind of
harp had a range comparable to that of the keyboard instruments of the day (usually five
octaves), but its only partial chromatic playing capability was provided by a system of tuning
hooks. At first glance, it might seem paradoxical that this obviously cheaper substitute for a
fully chromatic pedal harp achieved great popularity at the very time when other instruments

This work was financially supported by the Ministry of Culture of the Czech Republic (DKRVO 2019-2023/
21.I11.b, National Museum, 00023272).
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were undergoing innovations or falling out of use. However, as the period literature admits,’
the hook harp proved itself to be a suitable compromise that lived on in its own repertoire
and social milieu.

One must follow the history of the Bohemian harp simultaneously as the history of the
structural design of an instrument, of the social role of harp players, and of a manner of harp
playing and corresponding repertoire. In an attempt to get an overview of this development
as a whole, one must bear in mind that much important information cannot be found in
the usual kinds of sources. One must therefore proceed by monitoring long-term (longue-
durée) traditions, thereby interpreting later accounts in broader contexts. A comprehensive
view of the history of the Bohemian harp was long confused by the music history paradigms
of the 19" and 20" centuries, which led to selectivity of cultural memory and to national
segregation, so the same topic has been viewed separately in the contexts of two cultures,
German and Czech. Lexicography published since 1990 in Czech? and in German?® has been
responsible for overcoming this division. Thanks to that, it is now possible and desirable
to attempt an expansion of our present views on the history of the Bohemian harp. This
has been made possible by studies presenting a great deal of new information and context
for the two most important Bohemian centres of harp playing, Piise¢nice/Pressnitz and
Nechanice.* The latest contribution that facilitates our perspective on the development of
the Bohemian harp is the documentation of the collection of hook harps preserved at the
National Museum.’

The term “Bohemian harp” (¢eska harfa, Béhmische Harfe) has become established in
Czech and German cultural consciousness. So far, it mainly applies to the history of the harp
in Bohemia after its domestication in dance and folk music, to the tradition of the travelling
musicians of the region of the Ore Mountains (Krusné hory, Erzgebirge),® and in the Czech-
speaking milieu, in addition, to the Nechanice centre of harp playing and its demise at the
beginning of the 20" century.” The development of the Bohemian type of portable harp
deserves to be followed as a continual process that was an outgrowth of much older roots.
The first desirable step towards gaining a more complete overview of the emergence and

1) BACKOFEN, Johann Georg: Anleitung zum Harfenspiel, mit eingestreueten Bemerkungen iiber den Bau der
Harfe, Breitkopf & Hartel, Leipzig 1800 (hereinafter BACKOFEN).

2) FUKAC, Jiti: Harfa [entry], in: Slovnik ceské hudebni kultury, eds. Jif Fukaé - Jifi VyslouZil et col., Supraphon,
Praha 1997, pp. 249-250.

3) THYM-HOCHREIN, Nancy: Harfe [entry], in: Lexikon zur Deutschen Musik-Kultur, BGhmen, Maihren,
Sudetenschlesien, eds. Widmar Hader et col., Langen Miiller, Miinchen 2000, pp. 509-513 (hereinafter
THYM-HOCHREIN).

4) KLENHA, Jifi: Harfenictvi v Cechdch, Granit, Praha 1998 (hereafter KLENHA 1998). German version: Das
Harfenspiel in Bohmen: die Geschichte der Wandermusikanten aus Nechanitz, Granit Verlag, Prag 2002.

5) KOTASOVA, Daniela: Harfy ve shirce Nerodniho muzea — Ceského muzea hudby / Harps in the Collection of
the National Museum — Czech Museum of Music, Editio Monographica Musei Nationalis Pragae 30, Ndrodni
muzeum, Praha 2022 (hereinafter KOTASOVA).

6) WERNER, Elvira: Fahrende Musikanten — eine bohmisch-siichsische Erfahrung, in: Musik und Migration in
Ostmitteleuropa, ed. Heike Miins, R. Oldenbourg Verlag, Miinchen 2005, pp. 153-166.

7) KLENHA 1998, op. cit. in footnote no. 4.
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spread of the Bohemian harp is therefore the search for mentions of the harp’s presence in
earlier periods, especially in literary sources.

The oldest mentions of the presence of the harp

With just a few exceptions, the harps preserved in Czech instrument collections are no
older than the 18" and 19 centuries,® and the case is similar with musical sources intended
explicitly for the harp. However, the lack of direct sources is no justification for taking the
view that the history of the harp in the Bohemian lands began at that time. In literary texts
of Central Europe, it was at the turn of the 18" and 19 centuries that a relatively consensual
narrative appears, according to which the once respected instrument, formerly called
David’s harp, came into the hands of dilettantes in large numbers,’ causing a decline of its
respectability® and of its social status in comparison with the 18" century."

When searching for the first mentions of the harp’s presence in the Bohemian lands, one
must devote attention to an episode that shaped the development of the nation’s modern
cultural memory. In the 19% century, the history of the Bohemian harp was traced back nearly
to mythological prehistory, as a derivation, naturally, of the legendary old-Slavonic “varyto,
which became a popular symbol in literature and the visual arts at the time. The “varyto” was
depicted either as an archaicised, smaller Bohemian harp or as a Slavic variant of the Irish
harp (Ossian’s harp), thereby becoming a patriotic symbol of ancient pedigree.”” This chapter
of history is clearly demarcated by the “discovery” of the Dvir Kralové and Zelend Hora
manuscripts (1817) and then by discussions publicly questioning their authenticity (1886)."

If, however, we look for mentions of the harp in older Bohemical sources, we will not find
them earlier than the 16" century, while the first mentions use the term “harp of David’, which
was widely employed later. Old Czech translations of biblical texts still usually translate King
David’s instrument, called the cithara in the Vulgate, as hiisle (fiddle)," but in iconographical
sources, a variety of period string instruments are assigned to this term.” The word “harfa”

8) KOTASOVA, op. cit. in footnote no. 5, p. 112.

9) WERNICH, Johann Carl Gustav: Versuch einer richtigen Lehrart die Harfe zu spielen, G. L. Winter, Berlin 1772,
Vorbericht, pp. [1]-[2] (hereinafter WERNICH).

10) RYBA, Jakub Jan: Pocdtecni a vSeobecni zdkladove ke viemu uméni hudebnému, K. V. Enders, Praha 1817, p. 73.
Knihopis K15141 (hereinafter RYBA 1817).

11) AMERLING, [Karel Slavoj]: O hudbé, Ceskd véela, 1837, no. 4, pp. 356358 (hereinafter AMERLING). The
author wishes to thank Vaclav Kapsa for drawing his attention to this source.

12) Varyto [entry], in: Slovnik Ceské hudebni kultury, op. cit. in footnote no. 2.

13) For details, see FRANEK, Michal: Hleddni ndrodniho ndstroje. Varyto v ceské kulture, in: Rukopisy
kralovédvorsky a zelenohorsky v kulture a uméni II, ed. Dalibor Dobias, Academia, Praha 2019, pp. 837-874.
14) For the typology of medieval plucked string instruments see: MATOUSEK, Lukdaé: Calcastrum. Pokus
o identifikaci hudebniho ndstroje z traktdtu Pauli Paulirini de Praga, Ziva hudba, 2011, no. 1, pp. 12-22.

15) The iconography of King David in medieval sources is discussed by KURFURST, Pavel: Hudebni ndstroje, Togga,
Praha 2004, pp. 216-224 (hereinafter KURFURST). He documents that in the Bohemian milieu from ca. 1312 to
ca. 1430, King David was typically depicted with a harp with two resonators, which appeared more frequently in
its day that the frame harp, had roughly the same function, and was designated by the same term.
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Singing accompanied by lute and harp (decachord) / Zpév

s doprovodem loutny a harfy (dekachordu)

Gradual of Magdalene of the Gold Star (Confraternity of Literati at

St Gall’s Church), Prague, 1576 / Gradudl Magdaleny od Zlaté Hvézdy
(literdtu u sv. Havla), Praha, 1576 .

National Library CR / Narodni knihovna CR XVII A 41, fol. 336"

Harp and lute / Harfaaloutna  Angels in deacon’s dalmatics playing bass viol and harp / Andélé
Gradual of St Gall’s Church, v jahenskych dalmatikach s basovou violou a harfou

Prague, ca. 1576 / Gradudl Part II of Praises of the Divinity, Prague, 1587/ Druhy dil chval bozskych,
kostela sv. Havla, Praha, cca 1576 Praha, 1587

National Library CR / Ndrodni National Museum Library / Knihovna Narodniho muzea I A 15,
knihovna CR XVII B 19, fol. 3 fol. 219"

Biblical scene of Salome dancing at Herod’s banquet / Biblicky vyjev tance Salome na Herodové hostiné
Old Town Gradual, Prague, 1567 / Staroméstsky gradudl, Praha, 1567
National Library CR / Narodni knihovna CR XVII A 40, fol. 239"
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in Czech, like in the neighbouring Polish language,” first appears around the middle of
the 16™ century. Dating to about the same time is the domestication of the Renaissance harp
design in depictions of biblical scenes, primarily as an attribute of King David and as an
instrument accompanying the singing of psalms mentioned in various places in the Old and
New Testaments. Important iconographical sources include illuminations in manuscript
Czech graduals and engravings in printed cantionals, where Renaissance harps appear being
played solo, as accompaniment, or incorporated into various large ensembles. It is therefore
reasonable to assume that the instrument spread to Bohemia more significantly together
with the Renaissance culture from southern and western Europe.

Allegories of the biblical instrument in Czech hymnography:

From the Cithara Sanctorum to the Harfa nova

The harp’s presence in a biblical context associated with the singing of psalms and reserved
for sacred music can be observed particularly well in Czech-language hymnography.
Engravings of King David holding a harp in his hands constitute a topos on the frontispieces
of cantionals, beginning with the Roh (1541) and Ivancice (1564) Bohemian Brethren
hymnals.” A chapter all unto its own is the long, documentable tradition of naming
cantionals for various synonyms for biblical string instruments. The tradition is not
exclusively Czech, of course,” but it is documented particularly continuously in Czech-
language cantionals of the 167—18" centuries. The first link in this series that can be found
is in the title of a manuscript psalter in Rakovnik (1618), evidently inspired by the Genevan
Psalter. The inscribed title reads Zvucnd harfa Davidova, v niz jsou Zivd Bozi slova (The
Sonorous Harp of David, in Which God’s Words Are Alive).” In print, this tradition first
appears in the cantional Cithara Sanctorum (1636) by Jiri Tranovsky (Tranoscius),® which
long remained in use and appeared in expanded reissues (Sarganek, Leipzig 1737).' The idea
behind this title is made clear by a frontispiece engraving that accompanies a quote from
the Book of Revelation, where the heavenly host of elders is singing with Renaissance-style
harps. A different synonym for the harp is used in the title of the first Catholic cantional
printed in Prague during the 30 Years' War titled Cesky dekakord (The Czech Decachord,

16) Harfa [entry], in: Worterbuch der deutschen Lehnwarter in der polnischen Schrift- und Standardsprache,
eds. Andrzej De Vincenz — Gerd Henschel, Universitit Oldenburg 2010, retrieved from: http://diglib.bis.uni-
oldenburg.de/bis-verlag/wdlp/ [accessed on 16 June 2023].

17) For descriptions and previews of sources, see https://melodiarium.musicologica.cz> Prameny> 1541Br,
1564Br [accessed on 16 June 2023].

18) We can give as examples the Polish cantional Harfa duchowna by the Jesuit Marcin Laterna (1585) or the
tradition of American songbooks of the 19t century published under the title Sacred Harp.

19) Museum of T.G.M. in Rakovnik, inv. no. 94, fol. 3*. Cited on the basis of the source’s description in: LIMUP
[online], retrieved from: www.clavmon.cz/limup/dbRukopis.asp?ID=805 [accessed on 16 June 2023].

20) Cithara Sanctorum, Vaviinec Brewer, Levo¢a 1636. This cantional was used for singing in Czech by Protestants
in Slovak areas of Upper Hungary. For details, see KOUBA, Jan: Slovnik staroceskych hymnografii (13.~18. stolet),
Etnologicky ustav v.v.i., Kabinet hudebni historie, Praha 2017, pp. 427-442 (hereinafter KOUBA).

21) Ibid, pp. 360-369.
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1642).22 In this case the allegory of the ten-string harp is applied to the conceptual division
of the cantional into ten parts and is based on the symbolic division of the confession of
faith (Credo) into ten articles.”® The ten-string instrument was also sometimes used as a
metaphor for the Rosary, as is shown by a printed edition of a sermon by Maximilidn R.
Stoss, where the harp is mentioned together with the citara and the psalter as instruments
accompanying a “New Song”** Similarly, the symbol of the harp appears in connection with
the conception of the cantional as a psalter of the New Testament liturgy, for example in the
versified foreword that introduces the Prague hymnal Kanciondlek aneb Pisné kiestanské
(The Little Cantional or Christian Songs, 1767).2

After the midpoint of the 17* century, in the multi-denominational Czech-speaking
miliey, the word “harp” became a fixed feature of cantional titles beginning with Pilarik’s
Harfa Davida (David’s Harp, Trenc¢in 1651)* and the Prague songbook Harfa mensi (The
Smaller Harp, ca. 1695).*” Also belonging in this category is a printed songbook mentioned
by Jungmann but now lost: Harfa kazdého poboznyho clovéka kiestanskyho (The Harp of
Every Pious Christian Person).?® In the non-Catholic exile literature, the chapbook-like
songbook Harfa novd, na hore Syon znéjici (The New Harp Resounding on Mount Zion),
published by Jan Liberda (Lubarn/Lauban 1732)* had considerable authority. The plentifully
preserved book was also mentioned as a “corpus delicti” for accusations against secret

22) Cesky Dekakord neb Kanciondl na deset diliiv pes cely rok, Ji¥i Sipaf, Praha 1642. Knihopis 01853.

23) The later Latin-Croatian cantional Cithara Octochorda has a similar title (Zagreb 1699 and later editions).
24) “So the Rosary is the Canticum novum, the New Song. The harp, the cythara making a lovely sound,
the psaltery with ten strings, I mean to say, from my tithes, whether it should not also be decently called
your rosary? And you in turn, brothers and sisters, however many times you pray the Rosary to the Lord
in this church, you are praising the Lord with harp: singing unto him with the psaltery and an instrument
of ten strings. [...]” STOSS, Maximilan Rudolf: Slavny a radostny viiz deset tisiciiv mnohondsobny, tj.: Maria
neposkvrnéné pocatd, ctiteli, téZ bratru a sester svatého riizence rychld a hojnd spomocnice [...], Jan Norbert Ficky,
Praha 1737, p. [28]. Knihopis K15715.

25) “Kdyz slavnymu magistratu / to od Tejnskych literatd, / v hlavnim staroprazskym mésté / byla jest
/ a k vytisténa vydana, / poslez ten kar literatsky, / vidice poboznost, z lasky / tu harfu jesti rozmnozil, /
v kanciondlky polozil, / kteréz jsou byli tlaceny, z konzistore dovoleny, (1709) [...]” (“When to the great
magistrate of the Tyn Confraternity of Literati in the Capital City of Prague was attributed a harp with just
seven strings, and it was accepted with good cause and approved and sent to be printed, that Confraternity
of Literati, seeing its piety, lovingly reproduced the harp, made it into cantionals that have been printed and
permitted by the consistory, (1709) [...]”, Kanciondlek, aneb Pisné kfestanské, Jan Norbert Ficky, Praha 1767,
p- [1]. Knihopis KO3741.

26) Harfa Davidova, Vaviinec Benjamin Vodhaje, Trencin 1651. Knihopis KO7175.

27) Harfa mensi, neb Pobozné pisné ranni, vecerni a rocni, Jezuitska tiskarna (V impressi akademické kolleje
Tovarysstva JeziSového bliz mostu), Prahas. a. [ca. 1695]. Knihopis KO2905.

28) Harfa kazdého poboznyho clovéka krestanskyho, libezny zvuk pisnicek, chval a dikicinéni, zddosti ku Pdnu Bohu,
neb liby zvuk harfy: pisné a modlitby pobozné k noci i ke dni v téhodni rozdélené. Knihopis K02904.

29) KOUBA, op. cit. in footnote no. 20, pp. 229-239.
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non-Catholics (“U Mezleckejch harfa lezi” — “There is a Harp at the Mezlecky home”),** and
its users were referred to informally as “novi harfenici” (“new harpists”).*!

Constituting a special link in this series is the pair of cantionals compiled by the Jesuit
Antonin Konid$,* namely the Czech Cytara Nového Zdkona (1727)® and the German
Lobklingende Harffe (1730).>* Both songbooks were published by the same editor and printer
within a span of three years, and Liberda’s Harfa novd (The New Harp) came out two years
later. The concept of the title is explained in Konids’s foreword, the main part of which is
identical in both languages. The introductions to the books contain allegorical dedications to
the crucified Christ, whom Saint Bonaventure and other mystics of the Middle Ages likened
to a New Testament harp of David. Here, Konids translates the Latin word cithara into Czech
as cytara,” although in the German version of the title and foreword, he uses the word Harjfe

in analogous places.*®

This choice of terms confirms (or perhaps defends) the printing of a
psalm quote (Psalms 32:2), where the Latin terms cithara and psalterium® are rendered in
Czech as cytara and zaltd® and in German as Harffe and Psalter® In German literature,
there was consensus over equivalency of cythara and Harffe*® based on biblical translations.
In choosing the Czech word cytara, Konias seems to have been respecting the inconsistency
of the translators of the Saint Wenceslas Bible, authoritative for its day, who translated David’s
instrument as “harp’, but retained the word cytara in psalm texts. It seems likely that Konias
was continuing in the tradition of titles using the names of instruments in their Latin form
(Cithara Sanctorum, Cesky dekakord). However, the similarity of the two language versions
suggests that the words cytara and Harffe may have referred to the same instrument.

30) Piseri 0 bourlivych sedldcich, quoted from: BILY, Jifi: Jezuita Antonin Konids: osobnost a doba, Vy$ehrad, Praha
1996, p. 132 (hereinafter BILY).

31) “Our new harp players were playing [...].” See Paméti Frantiska J. Vavdka, souseda a rychtdre milcického,
zlet 1770-1816, ed. Jindfich Skopec, book II (1784-1790), V. Kotrba, Praha 1910, p. 1 (1784).

32) Concerning Konias’s authorship, see KOUBA, op. cit. in footnote no. 20, pp. 198-204.

33) Cytara Nového Zdkona, pravého Boha v predrahych Kristove viry tajemstvich a v svatych jeho libo-zpévné
oslavujici, aneb: Pisné celo-rocni|...], V.]. Tybély, Hradec Krdlové 1727. Knihopis KO4288 (reprinted many times,
for the last time in 1848; hereinafter Konias 1727).

34) Lob-Klingende Harffe dess Neuen Testaments so den wahren Gott in den unaussforschlichen Geheimniissen dess
Christlichen Glaubens, und seine Heilige ehret und preiset, oder ein ausserlosenes Gesang-Buch [...], Wentzl Tibelli,
Koniggratz 1730 (hereinafter Konias 1730).

35) “To the Most Gracious Redeemer, the Only Begotten Son of God, the crucified Lord Jesus, a harp stretched
out on the wood of a cross [...] It is to the eternal harp of God the Father that this Harp of the New Testament
is humbly ascribed for eternal praise.” Konias 1727, op. cit. in footnote no. 33, p. [4].

36) “Dem Liebreichen Erloser, Eingebohrnen Sohn Gottes, Gecreutzigten Christo Jesu, der am Stammen des
Creutzes ausgespanten Harffen [...] Dieser Harffen dess ewigen Vatters, wird gegenwartige Lob-klingende Harff
dess neuen Testaments zum ewigen Lob demiithigst verehret.” Konias 1730, op. cit. in footnote no. 34, p. [4].
37) “Confitemini Domino in cithara; in psalterio decem chordarum psallite illi.”

38) “Chvdlu vzddvejte Panu na cytare, na zaltari o desiti strundch zpivejte jemu.” (“Give praise to the Lord
on the zither, with the psaltery with ten strings sing unto him.”) Konids 1727, op. cit. in footnote no. 33, p. [5].
39) “Singet d’Herrn auf’n Harffen, und preisset ihn auf diesen Psalter-Spiel von zehen Schnuren.” Konias
1730, op. cit. in footnote no. 34, p. [9].

40) See e.g. THIELEN, Johannes Christoforus: Cithara Theologica, das ist: Geistliche Harffe [...], Sebastian
Gobel, Schleusingen 1683.

78 Musicalia 1—2 / 2023



From the Harp of David to the Bohemian Harp: The Harp in Bohemical Literary Sources

An excursion into terminology: harp, cythara, or lyra?

The ambiguity of the term cytara comes from Latin, or to be more precise, from the
assigning of old terms to newer instruments. The problem stems from the Vulgate, where
the originally Greek word cithara was choosen to translate the biblical instrument kinnor.
In the literature of classical antiquity, the word kithara is used for an instrument for the
music of high culture. One finds similar substitutions in translations into other languages,
including Old Czech, where David “took up his fiddle” to play for Saul.* At the beginning
of the 17™ century, for translating the Latin word cithara, Vran¢i¢’s multilingual dictionary
(Praha 1605)* still finds one word to be sufficient in Italian (cithara), Croatian (gusle), and
Hungarian (hegedii), while it gives two different instruments in German (Zitter/Harfe),
Czech (cythara/harffa), and Polish (citara/harffa). Citaraedus is defined in Czech as “ktery
na harfu hrd” (“who plays the harp”).*® Faber’s (Veleslavin’s) dictionary (1579) nonetheless
gives three Czech equivalents for the word cithara: “harfa, loutna, cithara” (harp, lute,
cythara), and a citharaedus is then “loutenista, kteryz na harffu aneb na cytharu hraje”
(“a lutenist who plays the harp or cythara”).**

An attempt to organise terminology while retaining traditional Latin words is
documented in Musurgia Universalis by the Jesuit Athanasius Kircher (1650),*> which
gives full, systematic treatment to the string instruments of the day. The word cythara is
reserved for an instrument with a fingerboard played by plucking,*® and the types of such
instruments depicted correspond to what are now called citterns (typus cytharae communis,
typus cytharae germanicae et italicae) and guitars (typus cytharae hispanicae).” Perhaps in
order to avoid the confusion discussed above, Kircher uses the Latinised term harpa for
the harp. That instrument, however, is not mentioned anywhere in more detail; it is merely
listed in a typology of string instruments*® and appears in a musical example where Kircher
entrusts the melody to a cythara and the bass line to a harp, confirming the practice of using
the harp as a figured bass instrument.*’

We are informed about further changes by Bohemical dictionaries of the 18" century,
in which the cythara (German Zitter) is explicitly differentiated from the harp (Harfe).
Mauritius Vogt (1719) points out that the word cythara can mean any kind of string

41) Litoméricka bible (Lit. 1. Reg. 16, 23); for more examples, see Vokabular webovy [online]. Retrieved from:
https://vokabular.ujc.cas.cz/ [accessed on 16 June 2023].

42) VRANCIC (Veranzius), Faustus: Dictionarium septem diversarum linguarum, videlicet Latine, Italice,
Dalmatice, Bohemice, Polonice, Germanice et Ungarice [...], Jan Otmar Dacicky, Praha 1605. Knihopis K16665.
43) Ibid, fol. D3".

44) BASILIUS, Faber: Dictionarium linguae latinae, Jifi Melantrich starsi, Praha 1579, p. [176]. Knihopis
K02402.

45) KIRCHER, Athanasius: Musurgia Universalis, sive Ars Magna Consoni et Dissoni, Ludovico Grignani, Roma
1650 (hereinafter KIRCHER).

46) Ibid, Liber VI, p. 453.

47) 1bid, p. 477, Iconismus VII.

48) Ibid, p. 453.

49) Ibid, pp. 484-485.
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instrument including a keyboard instrument or a harp (harpa)>® Czech-German-Latin
dictionaries (Vusin 1706,” Rohn 1768%2) borrow a different classical term, /yra, for the harp.
Rohn, however, also comments that commonly (vigo) the Latin word lyra is also used for
cythara, and a harp player is a cytaraedus, although the word lyra can also refer to a hurdy-
gurdy®® (in Czech a ninéra, for Kircher a lyra mendicorum®). A later musical dictionary by
Jakub Jan Ryba (1817) already differentiates the Czech words “kytara” (chitarra)>> and “citera”
(cithara), and attached to the latter term is a description of the zither, which was becoming a
popular household instrument at the time.*®

In Czech, the terms citara and harfa diverged in the same way as in German, and they
did so relatively early (Faber 1579), but ambiguity long persisted because of the respecting
of biblical translations. There was only one word in Latin, so it is not unusual as late as
the 19™ century to find an example of a manuscript treatise on harp playing with the title
Fundamentum pro pulsanda cithara instructio.”

Latin | Czech | German
. cythara (typus cytharae communis; germanicae et italicae, hispanicae)
Kircher 1650 harpa
Koni4s 1727 1730 [cythara] cytara, Harffe,
’ [psalterium] zaltar Psalter
cythara citera Zitter
Vusin 1706 lyra harfa eine Harffe
lyricen harfenik Harffenist
cythara cythara die Zitter, ein musicalisches Instrument,
auf die Art einer Lauten, jedoch kleiner
Rohn 1768 vulgo cythara, lyra | harfa die Harffe
cytharaedus harfenik Harfenist, Harfenschldger

50) “Cythara, varium instrumentorum aliis testudo, aliis harpa, aliis virginale, aliis clavicymbalum, aliis
espinet, aliis crembalum, vel cymbalum.” VOGT, Mauritius: Conclave thesauri magnae artis musicae, Jiti Labaun,
Praha 1719, p. 3.

51) VUSfN, Kaspar Zacharias: Dictionarium von dreyen Sprachen, teutsch, lateinisch und bohmisch, Kaspar
Zacharids Vusin, Praha 1706, pp. 25, 64. Knihopis K16692.

52) ROHN, Johannes Carolus: Nomenclator artifex et mechanicus. To jest: Jmenovatel v troji feci [...], vol. 4,
Johanna Priisova, Praha 1768, p. 49. Knihopis K14865.

53) “Kolovratek s jednou strunou, ktera se koleckem brousi, ze bfinéi. (A hurdy-gurdy with one string that is
made to buzz by the friction of a wheel.) Lyra, -ae. f. Die Leyer ... schnarret.” Ibid, pp. 49-50.

54) KIRCHER, op. cit. in footnote no. 45, VI, p. 486.

55) “Chitara, Italian word, kytara (guitare), is an instrument that is flat on the top and bottom with double
gut strings, which is very popular in Italy and has become quite popular in this country as well.” RYBA, Jakub
Jan: Muzycni slovnik, jenZ vypovidd a vysvétluje cizi a kunstovnd slova, kterdZ jsou v muzyce uvedena, in: RYBA 1817,
op. cit. in footnote no. 10.

56) “Cithara, Latin word, cytara (Zither), also a familiar instrument that actually serves as entertainment for
ordinary people. The instrument is especially predominant in Austria.” Ibid, p. 77.

57) Fundamentum pro pulsanda cithara instructio. Praha, CZ-Pnm VII A 221. The source comes from the estate
of the music collector Antonin Buchtel (1804-1882).
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The 17" century: the harp as an accompanying
instrument for vocal-instrumental music
Musical sources from the 17" century are relatively rare in the Bohemian lands. Therefore,
when looking for documentation of the presence of the harp, one must not be discouraged
by the absence of datable specimens of instruments, records of their ownership in church
inventories, and musical scores. To a certain extent, it is possible to help oneself by analogy
with the better documented situation in the countries of the Mediterranean and Latin
America, where the harp was plentifully used in the 17 and 18" centuries as an available
continuo instrument for music in the church and at home and found its way from those
milieuxinto dance and folk music.*® In Central Europe, string instruments with fingerboards
and keyboards were clearly in more widespread use, but the harp appears nonetheless
in the instrumentation of
larger ensembles.”® Even
Wernich’s textbook (Berlin
1772) still give thorough
coverage to playing
continuo on the diatonic or
hook harp.®

From Bohemia around
1680, we have several
pieces of sure evidence
about the use of the harp
in church music, which
was being produced with
intensity at the time. The
harp’s presence as a matter
of course among the
instruments of Jesuit college
churches is documented

by the main altar painting

from St Ignatius’s Church in  King David with a Baroque harp, angels holding sheet music with

Prague’s New Town (1688) psalm tunes and a conductor’s scroll / Kral David s barokni harfou,
T .*andélé drzi noty s zalmovymi ndpévy a kapelnicky svitek

depicting the apotheosis Frescoin the Philosophical Hall of the Strahov Library, Anton

of St Ignatius with the Maulbertsch,1794/Freskave Filosofickém sdle Strahovské

knihovny, Anton Maulbertsch, 1794

Prague, Royal Canonry of Premonstratensians at Strahov / Praha,

music. Besides a trumpet Kralovska kanonie premonstratd na Strahové

presence of angels playing

58) SCHECHTER, John M.: The Indispensable Harp. Historical Development, Modern Roles, Configurations, and
Performance Practices in Ecuador and Latin America, The Kent University Press, Kent (Ohio) — London 1992.
59) For information about the harp’s presence in the Viennese court ensemble, see GLUXAM, Dagmar:
Instrumentarium und Instrumentalstil in der Wiener Hofoper zwischen 1705-1740, Hans Schneider, Wien 2006, p. 635.
60) WERNICH, op. cit. in footnote no. 9, pp. 24-29, Vom Accompagnement des Generalbasses.
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ensemble and a choir with a ripieno, we also see a large continuo section consisting of a
theorbo, a positive organ, a bass viol, and a harp. From about that time there is an entry in the
diary of the Tdbor dean Bartoloméj Michal Zelenka,® who sent a group of pupils to be taught
music in 1680. Besides singing and violin playing, he had them master all the instruments
used at the church at the time, mentioning first and foremost a pupil specifically designated
“ad harfam”® Likewise, for music at hospitality events at the Premonstratensian monastery
Hradisko near Olomouc (1693), there is documentation of playing by an ensemble of string
instruments with harp.®®

About a generation earlier, however, indirect but plentiful literary evidence emerges
suggesting the presence of the harp in vocal-instrumental music. In this context, sacred
songs in Czech-language Baroque cantionals had the greatest potential for reception. The
largest number of references can be found in the songs of Adam Michna z Otradovic.®* His
first collection Ceskd maridnskd muzika (Czech Marian Music, 1647) contains Christmas
songs that were plentifully reprinted and became popular. In them, the harp is an instrument
in the hands of angels (Aj andélé pisnicky / na harfy na houslicky / zpivaji... — And angels
are singing songs played on harps and violins)®* and is addressed by one of the exalted
apostrophes (O loutno md, 6 labut md, / miyj slavicku, / nynej, libeznd harfo md, cymbadlicku /
— O my lute, O my swan, my little nightingale, sleep sweetly, my lovely harp, my dulcimer).*
In his later collection Svatorocni muzika (Holy Year Music, 1661), the harp usually figures
as part of the church ensemble. With his knowledge of the period’s instruments, Michna
mentions the harp along with the cythara (Vsech ndstrojové kiirii, / harfy, cithary vzhiiru, / at
jsou, at zni cimbdlky, / loutny, trouby, pistalky — Instruments of all choir lofts, harps, cytharas,
arise! Let dulcimers, lutes, trumpets and fifes be heard)®” or violins and lute alongside an

61) ZELENKA, Bartoloméj: Diarium, mea propria manu scriptum, manuscript, 1679-1682, State District Archive
in Tabor, shelf mark 1499/1. The author wishes to thank Zdenék Zalud for making this source available.

62) “Daniel Pokorny determinatus est ad Harfam ut in ea disceret praeter fides et vocem.” Two more were
intended “praeter fides et vocem” (other than violins and voices) “ad cornua” (in those days, it was far more
likely that these were zinks/cornetti rather than hunting horns), two “ad gambas”, and three “ad tubas
ductiles” (for trombones). Ibid, sine pag., 1 January 1681. For an edition of the text, see THIR, K.: Z denniku
Bartoloméje Zelenky, dékana tdborského 1680-1682, X1V, in: Zprava o méstském museu a verejné knihovné
v Tabore za rok 1910, Tabor 1911, pp. 17-18.

63) A report dated 1693 mentions music on the violin, harp, gamba, gallichon, and violone, then music during
lunch was played on two violins, harp, gallichon, gamba, and violone. SEHNAL, Jifi: Hudba v premonstrdtském
kldstere Hradisko u Olomouce v letech 16931793, Casopis Moravského muzea. Védy spolecenské, vol. 76,1991,
nos. 1-2, pp. 185-225.

64) These songs were originally polyphonic and were intended for Marian confraternities that brought together
graduates of Jesuit schools, but the songs were later carried over into monophonic cantionals for common
people and were long in circulation. For more details, see SKARPOVA, Marie: “Mezi Cechy, k poboznému zpivdni
ndchylnymi.” Steyertv Kanciondl Cesky, kanonizace hymnografické paméti a utvdreni katolické identity v 17. stoleti,
Univerzita Karlova, Filozoficka fakulta, Praha 2015 (hereinafter §KARPOVA), pp. 159-161, 174-175.

65) MICHNA z Otradovic, Adam: Ceskd maridnskd muzika, Jezuitskd tiskirna, Praha 1647, no. 4, Vdnoéni
roztomilost, strophe 13. Knihopis KO5558.

66) Ibid, no. 2, Vidnocni noc, strophe 5.

67) MICHNA z Otradovic, Adam: Svatorocni muzika, Jezuitska tiskarna, Praha 1661, no. 10, Item jind o narozeni
Pdna Krista, strophe 4. Knihopis KO5559.
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ensemble of trumpeters (Jiz at housle, harfy, loutny / zni vesele, / pozouny, trouby i bubny /
at zni sméle — Now let harps, violins, and lute resound gaily, let trombones, trumpets, and
drums make a bold sound), or in some cases with a function similar to that of a dulcimer (Na
bubny, trouby, pistaly, / houslicky, harfy, cimbdly, / zahrejme vesele — On drums, trumpets,
fifes, violins, harps, dulcimer, let us play gaily).®® The harp and cythara then became firmly
established in the Christmas songs spread by broadside prints.® Of course, we also find
similar instruments later in the song “Rozjiméani o pekle” (“Contemplation of Hell),”” once
attributed to A. Konias,” in which harps, lutes, and cytharas (harffy, loutny, cytarice) are also
listed among symbols of luxury and wasted time.”

18" century: the harp as an instrument of soloists and virtuosos

Mentions of the harp as a solo instrument become more frequent in Bohemical sources
in the latter half of the 18" century. Although the hook mechanism did not make perfectly
chromatic playing possible, the harp was valued for its dynamic and expressive possibilities,
which surpassed those of the keyboard instruments of the day. As Wernich noted in
retrospect (1772), the harp’s popularity in Central Europe was at its zenith at the time, and it
was not surpassed until the fortepiano became widespread.”

We are informed about the first generation of harp players of Bohemian origin in a
dictionary by J. B. Dlabac, who obtained his information from eyewitnesses. His biographies
of artists show that the harp was usually played by masters of multiple instruments. A well-
known example was Florian Gassmann (1729-1774), although Dlaba¢ also mentions
other masters of the instrument from the period.” Outstanding among them were Eustach
Grund,” brother of the Prague painter Norbert Grund, and Franz Joseph Ekhart from
Teplice/Teplitz, said to have earned fame in Rome as the organist at St Peter’s Basilica and as

68) Ibid, no. 33, O slavném vzkriseni Pdna Jezu Krista.

69) “Simku s citerou, Matéji s harfou, at mate muziku celou” (“Simek, with your zither, Maté&j with your harp,
so you have all the music”). Quoted from: ZIBRT, Cenék: Z koled sebranych od Julia Fejfalika, Cesky lid, vol. 28,
1928, p. 92-99, here p. 97.

70) Rozskleb se tlamo pekelnd. The song, first printed in “Kancional Cesky” by V. M. Steyer (21687), is
a paraphrase of a Latin and German original; concerning its authorship, see SKARPOVA, op. cit. in footnote
no. 64, p. 425.

71) BILY, op. cit. in footnote no. 30, p. 209.

72) “Usi, kterézto v muzice / libé svou rozkos mély, / harfy, loutny, cytafice / velmi rady slysely, / v nafikani,
stézovani, / v pladi svij kontent maji, / sarabandy a koranty / smutné jim Certi hraji.” (“Ears that take pleasure
from music, that gladly hear harps, lutes, and cytharas find contentment in lamenting, complaining, and
weeping; devils sadly play them sarabands and courants.”) Quoted from: ZIBRT, Cendk: Z déjin tance v Cechdch,
Svétozor, vol. 23,1889, no. 10 (25 Jan.), p. 115.

73) “Die Harfe war eben so beliebt wie heute das Piano zu einer Zeit, wo sie selbst sich noch im Zustande der
dussersten Unvollkommenheit befand, heutzutage wo die Kunst sie auf eine kaum noch zu iibersteigende
Stufe gebracht hat, wird die Harfe vernachlassigt!” WERNICH, op. cit. in footnote no. S, p. 6.

74) DLABACZ, Johann Gottfried: Allgemeines historisches Kiinstler-Lexikon fiir Bohmen und zum Theil auch fiir
Mdhren und Schlesien, G. Haase, Prag 1815, vol. I, p. 445 (hereinafter DLABACZ).

75) E.g. Facek, a violinist in Hannover. Ibid, vol. I, pp. 373-374; Medovsky, ibid, vol. I, p. 294.

76) Ibid, vol. I, pp. 508-5009.
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the harpist to Pope Clement XIV.”” According to Dlabac’s records, the strongest generation
seems to have been born around the year 1750 and experienced the last years of the Jesuit
schools before their closure (1773);® members of that generation were active at various
European courts at the end of the 18" century. Harpists of Bohemian descent were especially
successful in Paris (Jan Ladislav Dusik [Dussek], Jan Kititel Krumpholz,” Volbert Fischer®),
where the instrument was popular thanks to Queen Marie Antoinette (1755-1793), who
arrived from Vienna as a good harp player.

In an effort to trace the instrument’s spread to all strata of society, one must devote
attention to the Jesuit grammar schools and colleges already mentioned several times. Each
year, they were producing graduates who were trained instrumentalists and who found
opportunities in a variety of musical and non-musical professions, as would be remembered
in the 19" century,® and has been proven explicitly, for example, on the basis of the history
of the French horn and of Bohemian horn players.*? After the demise of pre-Enlightenment
music education caused by the school reforms of the 1770s, there is a variety of documentation
of harp being taught privately, then at lower-level schools and orphanages. Harp was first
offered as a subject of study at Prague’s conservatoire in 1830.%

From the end of the 18" century, we have the first reports about female harp players, at
first mostly nuns or members of larger musical families. Veronika Dusikova (Dussek), née
Stebetova (1735-1807), and her daughter Kateiina Veronika Dusikova-Cianchettino (1769—
1833) were said to have been talented harpists. A story about sisters of the Podlesky family
from Beroun became well known. They made journeys with their mother to Leipzig. Tekla
Podleska (1764-1852) and her sisters® had a monument built in Leipzig to the memory of
their teacher Johann Adam Hiller,* on which the depiction of a harp was not overlooked.*

The harp’s popularity is also documented among the clergy, and especially among
members of active orders such as Josef Aujesky, a Dominican mentioned by Dlaba¢,

77) Ibid, vol. I, p. 365.

78) Florian Gassmann, for example, studied at the Jesuit grammar school in Chomutov and Volbert Fischer in
Jindfichiiv Hradec. See ibid, vol. I, p. 405.

79) Ibid, vol. IT, pp. 144-146.

80) Ibid, vol. I, p. 405.

81) MELIS, Emanuel: Stav hudby v 18. stoleti v Cechdch, Dalibor, vol. 4, 1861, no. 2 etc., pp. 12 ff, here p. 20.
82) Horace Fitzpatrick traces the biographies of the first generation of Bohemian horn players, and he
hypothesises that many of them attended the Jesuit college in Kutna Hora. FITZPATRICK, Horace: The Horn
and Horn-Playing and the Austro-Bohemian Tradition from 1680 to 1830, Oxford University Press, London 1970,
pp. 14, 55, 97.

83) ZUNOVA-SKALSKA, Marie: Prispévek k déjindm naseho harfového uméni, in: Vaclav Holzknecht et col.:
150 let prazské konzervatore. Sbornik k vyroci istavu, Statni hudebni vydavatelstvi, Praha 1961, p. 126.

84) Barbora (Aloisia) and Alzbéta Podleskd entered Prague’s convent of the Sisters of St Elizabeth, Anna
Aquinata became a Dominican nun, and Marie Anna was married and lived in Magdeburg. For more details,
see ibid, vol. I, p. 405.

85) Robert Schumann (1838) mentions this act as an anonymously retold story about four poor sisters from
Bohemia. SCHUMANN, Robert: Monument fiir Beethoven. Vier Stimmen dariiber, Neue Zeitschrift fiir Musik,
Jhrg. 4,1836, No. 51 (24 June), p. 212.

86) The commemorative plaque from the former monument is now on awallin St Thomas’s Church in Leipzig.

84 Musicalia 1—2/ 2023



From the Harp of David to the Bohemian Harp: The Harp in Bohemical Literary Sources

or Primitivus Némec of the Brothers Hospitallers of Saint John of God.*” We know about
the harp’s presence in cloistered monasteries thanks to documentation of musical activities
at the convent and hospital of Prague’s Sisters of Saint Elizabeth,* where there was at least
one harp® purchased in 1759 along with a viola d'amore.”” Two diatonic harps from the
19' century have been preserved in the ownership of the convent.” Now lost is a manuscript
harp playing method; according to the librarian’s records, it was written by Jan Burian®?
and dedicated to Sister Marie Emanuela.” From the Ursuline convent in Kutnd Hora that
operated a school for girls, a bifolio has been preserved that is a rare specimen of a few harp
pieces, perhaps didactic, from the turn of the 18" and 19" centuries.”*

“The land of violins and harps” and the beginnings

of Bohemian harp playing

The domestication of the harp in all strata of society, which became typical of the first half
of the 19" century, can be traced back several generations in Central Europe. We know from
Joseph Haydn’s account that his father Matthias (1699-1763) learned to play the harp as
ayoungjourneyman,” and he used the instrument to accompany his whole family’s singing.*®
Charles Burney, the author of a 1773 musical travel journal,”” mentions the harp players on
the streets of Bohemia.”® In Prague, an ensemble with a harp played him a serenade and

87) DLABACZ, op. cit. in footnote no. 74, vol. I, p. 389.

88) MICHL, Jakub: Hudebni kultura v konventu alzbétinek na Novém Mésté prazském, dissertation, Univerzita
Karlova, Filozoficka fakulta, Praha 2018 (hereinafter MICHL).

89) Ibid, p. 56.

90) “Kirchen AuRgaaben Vor daf Jahr Christi 1759. [...] Vor 1 Harffen und Viola d’amor zum Chor 11. [fL.]”.
National Archive (hereinafter NA), collection Alzbétinky, book 39, quoted from MICHL, op. cit. in footnote
no. 88, p. 83.

91) Ibid, p. 61.

92) This was probably Jan Burian, from 1830 the first professor of the harp studio at Prague’s conservatoire.
See KOTA§OVA, op. cit. in footnote no. 5, p. 26.

93) See Praha, Souborny hudebni katalog, CZ-Ppmb: Harfen-Schule von F. J. Burian aus besonderer Hochachtung
gewidmet der Ehrwiirdigen Geistlichen Jungfrau Emanuela aus dem Orden der Elisabethinerinen zu Prag. See
MICHL, op. cit. in footnote no. 88, p. 61.

94) Harfenstiicke, CZ-Pnm, collection Kutna Hora-Vorsilky, shelf mark Hr. 63.

95) “Mein sel. Vatter wire seiner Profession ein Wagner, und Unterthan des Grafen Harrachs, ein von Natur
aus grosser Liebhaber der Music. Er spielte ohne eine Note zu kennen die Harpfe, und ich als ein Knab von
5 Jahren sang ihn alle seine simple kurze Stiicke ordentlich nach, dieses verleitete meinen Vatter mich nach
Hainburg zu den Schull Rector meinen anverwandten zu geben, [...].” Quoted from POSTOLKA, Milan: Mlady
Joseph Haydn, jeho vyvoj ke klasickému slohu, Panton, Praha 1988, p. 14.

96) “Sein Vater, ein armer gemeiner Wagner (Radmacher), hatte auf seiner Wanderschaft zu Frankfurt am
Mayn die Harfe spielen gelernt. Wenn der Sonntag kam und der arbeitsammen Familie Ruhe brachte, griff
er zur Harfe, spielte seine Lieder ab, und Haydns Mutter sang dazu. — Noch in seinem hochsten Alter wusste
Haydn fast alle diese Lieder auswendig.” Quoted from ARNOLD, Ignaz Ferdinand: Joseph Haydn: eine kurze
Biographie und dsthetische Darstellung seiner Werke, J. C. Miiller, Erfurt 1810, p. 11.

97) BURNEY, Charles: The Present State of Music in Germany, the Netherlands, and United Provinces, or The Journal
of a Tour through those Countries, undertaken to collect Materials for a General History of Music, Vol. II, J. Robson
— G. Robinson, London 1773.

98) “At Budin [= Budyné nad Ohii], the next stage, I found a music school; and heard two of the poor boys
perform in the street, one on the harp, and the other on the triangles, tolerable well.” Ibid, pp. 17-18.
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induced him to comment on the ability of Bohemian musicians and their opportunities to
find work.”” The last third of the 18" century is seen as a time when the harp was spreading
as an accessible accompanying instrument. Wernich (1772) regarded Vienna, Prague, and
Berlin as the centres of hook harp manufacturing.”® He also mentions the use of the original
diatonic harp, which he calls the harp of David, and he notes with displeasure its decline in
the hands of amateur harp players."” We find a similar judgment in the later Czech writings
of Jakub Jan Ryba (1817),'2 who writes on the one hand about the “solemness, seriousness, and
nobility” of David’s harp, but on the other hand about the present reality: “[...] but alas! How
it is trivialised by a clumsy hand.” ' Karel S. Amerling announced plans to publish a large-
scale treatise on music, but it was not realised. One of the planned chapters was to have had
the title: “An anthropological observation of the causes and effects of the decline of the dulcimer
and harp near the end of the 18" century in Bohemia, as well as of the popularity of the barrel
organ in the 19" century'**

The spread of portable hook harps among non-professional musicians was probably
the first step towards the emergence of Bohemian harp playing as it was known in the
19 century. Its beginnings must be sought in the period of reforms under Emperor Joseph II
(1781-1791). Various accounts agree that the abolishing of various church institutions led
to the demise of the existing network of musical centres. Large numbers of members of
the public, being accustomed to music, began seeking out theatres and especially taverns
and dance halls. Alfred Waldau (1859)"* spoke of the end of the 18" century as a time of
the general spread of dance music and of dancing songs. It was just at this time that village
ensembles were formed following the example of the capital city. At the time, Bohemia was

99) “[...] Indeed many of those who learn music at school go afterwards to the plough, and to other laborious
employments; and then their knowledge of music turns to no other account, than to enable them to sing in
their parish-church, and as an innocent domestic recreation, which is, perhaps, the best and most honourable
use, to which music can be appropriated.” Ibid, p. 10.

100) WERNICH, op. cit. in footnote no. 9, p. 3.

101) “Die Davidsharfe hat seit geraumer Zeit nur sparsam Liebhaber gefunden, und besonders ist daran die
gemachte Einwendung schuld, dass dieselbe ein unvollkommenes und zu geschickt gesetzten Musiken nicht
taugliches Instrument sei. [...] Dennin der That, die grosste Anzahl der Harfenisten sind armselige Stiimpfer,
die nur das Ohr des Pobels mit rauschenden Tdnzen entziicken; einem Kenner aber nicht die geringste
Genugthuung verschaffen.” Ibid, Vorbericht, pp. [1]-[2].

102) RYBA 1817, op. cit. in footnote no. 10.

103) “Arpa, Italian word, in French ’Harpe, harffa (Harfe). This old-fashioned musical instrument is of two
kinds. One is strung with metal wires on the right and left, between which a resonance board (Resonanzboden)
is placed; this type of harp is called a table harp (Tischharfe). The second kind is the ordinary harp that is well
known to us, the harp of David (Davidsharfe). Solemness, seriousness, and nobility hold sway with this musical
instrument; but alas! How it is trivialised by a clumsy hand. Krumpholz, a Czech by birth, not only was regarded
and respected in Paris as the most perfect master of the instrument, but also tried to bring the musical instrument
to the most modern perfection. It was he that added the double pedal to the harp.” Ibid, p. 73.

104) AMERLING, op. cit. in footnote no 11, p. 357.

105) WALDAU, Alfred: Bohmische Nationaltinze. Culturstudie, Hermann Dominikus, Prag 1859 (hereinafter
WALDAU).
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Tom Bau der -ﬁafft, und deren ﬂd)flﬁm Sdlugft du mir in jener Nadt,
s  Menfur. B0 redic) mie s Defuvs Slure

e

Engraving with a harpist in Wernich’s treatise (1772) and its mirrored imitation / Rytina s harfistkou
ve Wernichové ucebnici (1772) a jeji zradlové otocend ndpodoba

1) WERNICH, op. cit. in footnote no. 9, p. 1/ op. cit. v pozn. 9, s. 1

2) Trauer-Lied iiber den im Monate May 1820 erlittenen grossen Feuerschaden der Stadt Boehmisch-Leippa,
s. L, s. a., Praha, National Museum Library / Knihovna Ndrodniho muzea KP O 26/1

said to have been nicknamed “Land der Geigen und Harfen"?® Emanuel Melis recalled these
same processes more critically in 1861: “The decline was felt first of all with vocal music, then
skilled instrumentalists gradually began to be rarer. There had never been more plucking and
fiddling than in those days, but the public also had never before been so easily satisfied with
compositions of average value and shallow musical creations as at that time. Thorough music
teachers became rare, and because music was only taught for entertainment, not much notice

was given to it, and it did not aim very high"”

From the end of the 18" century, the pedal harp, which enabled fully chromatic playing,'®
established itself in the aristocratic and bourgeois milieux. However, it did not displace
the cheap, sturdy, and light hook harp, which had proven itself to be the optimal portable
instrument for the outdoors, and together with the guitar, had become a popular instrument
for accompanying singing and dancing. In Prague, like in Vienna, harp players still had a
regular place in taverns and garden restaurants. At annual celebrations in the vicinity of
Prague, they were perceived as having been present since ancient times, as is shown,
for example, by the text of a song about Fidlovacka (a springtime cobblers’ celebration

109

in Prague) written by Vaclav Krolmus (1847),' or the storytelling of the old harp player

106) “So war es in der Hauptstadt, so war es in kurzer Zeit auch am Lande. Fast jedes Dérfchen in dem ‘Lande
der Geigen und Harfen’ besass bald sein eigenes Orchester, das die verschiedensten Tanzstiicke mit der
grossten Taktfestigkeit und Pracision vorzutragen verstand und zur Bewahrheitung der Thatsache beitrug,
das zu Ende des vorigen Jahrhunderts in keinem Lande Europa’s die Tanzmusik in einer so glianzenden Bliite
stand, als eben in Bohmen.” Ibid, p. 84.

107) MELIS, op. cit. in footnote no. 81, no. 9, p. 70.

108) KOTASOVA, op. cit. in footnote no. 5, p. 26.

109) “Od ddvnych let ten den slavim / at fekne Zena, / kdy? tam s harfou chodivala / stard Mafena [...].”
(“Since years long ago, I celebrate that day, let the woman say when she used to go there with a harp, old
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in Jakub Arbes’s story written later."® The social duties of the occasional harp player who was
not motivated by need is faithfully recapitulated in Frantisek Ladislav Celakovsky’s poem
Spokojeny harfenik (The Satistied Harp Player)."" It confirms the indispensability of the harp

13 114

at suburban celebrations,"? rural dance parties," or for the singing of sacred songs,"* as well

as for evening serenades."” Furthermore, as a matter of course, “[...] every little village has to

have music, even if played just on a harp or a hurdy-gurdy"

Prisecnice/Pressnitz and Nechanice

as the centres of travelling harp players

There was a peculiar societal milieu, thanks to which the Bohemian harp spread and became
a known phenomenon all around Europe, consisting of travelling Bohemian harpists known
as harpers (Harfner) and harp girls (Harfenméadel). Originally seen as a way to escape
acute poverty, the profession was later taken up by entire poor regions. The cause for the
phenomenon’s emergence must be sought in the general spreading of the instrument and,
eventually, in the difficult situation faced by the poor after the Coalition Wars (1793—
1815) and other military conflicts (1848, 1866). Two centres gradually emerged where
harp playing became a full-time profession, and where the two most prevalent structural
designs of Bohemian harps were developed. In the first half of the 19* century, Prisecnice/
Pressnitz in the Ore Mountains (Krusné hory / Erzgebirge) became the most important
centre of the harp business. A local legend"” traced the tradition back to a catastrophic

Marena”). KROLMUS (Sumlork), Vaclav: StarocCeské povésti, zpévy, slavnosti, hry, obyceje, slavnosti a ndpévy
ohledem na bdjeslovi Ceskoslovanske, Part 2, K. Vetterl, Praha 1847, p. 143.

110) “An excursion by Prague’s residents to Sarka or to St Prokop Valley or anywhere else would be impossible
without a guitar, and if there was no harp-playing man or woman at the place where the vacationists
were welcomed, the participants of the excursion would be as bored as they would be today without any
entertainment at all. Frequently, harp players were even invited on such excursions. [...] At the time, on all
pilgrimages, on all journeys leading to pilgrimage sites, you would see many harp players, and pubs and little
cafés (back then, there were not yet the big cafés like nowadays) were empty if no harp was playing. [...] Of
course, all that I am trying to say is that back then, the harp was such a popular instrument that the present
generation cannot even properly imagine it.” ARBES, Jakub: Zborcené harfy ton, Svétozor, vol. 20, 1886, no. 26,
p. 407 (hereinafter ARBES).

111) CELAKOVSKY, Frantisek Ladislav: Spokojeny harfenik. 1821, in: Frant. Lad. Celakovského spisii basnickych
knihy $estery, Spisti musejnich ¢islo XXVIIL, Kronberger a Rivnal, Praha 1847, pp. 243-244.

112) “Rad opustiv s jara méstské hradby, / kde pod zakonem i veseli, / venku, kde se svéti hody, svatby, /
harfenik se privtéli.” (“Gladly going beyond the city walls in springtime, where making merry is legal, outdoors,
where feasts and weddings are celebrated, the harp player joins in.”) Ibid, p. 244.

113) “Ave svatek hlu¢né radovanky, / prace pot kde chase nahradi, / tu, kde zdravé plesi vesnicanky, / harfenik
rad zavadi.” (“And on a holiday, when noisy revelry replaces the farmhands’ sweat of labour, when the village
girls are singing and dance, the harp player gladly joins in.”) Ibid, p. 244.

114) “Sam predc nejradéj se s harfou bavi, / hové smutku v stinné kioviné; / nebo Tviirce v svaté hrize slavim
/ pfivecerni tisiné.” (“Better to play with the harp alone expressing sorrow in the shady grove, or I sing praise
in holy terror to the Creator in the quiet of the evening.”) Ibid, p. 245.

115) “A kdy prestane jiz slunce pldti, / vse kdy blazi sni lehounka moc, / spésim s harfkou nejmilejsi vzdati
/ sladkou, blahou dobrou noc.” (“And once the sun stops shining, when the light power of dreams blesses
everything, I hasten with my harp to my most beloved to give her a sweet good night.”) Ibid, p. 245.

116) [MELIS, Emanuel]: Svétskd a kostelni hudba na venkové, Dalibor, vol. 5, 1862, no. 13 (1May), p.91.

117) See THYM-HOCHREIN, op. cit. in footnote no. 3, p. 509.
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fire in the town in 1811. The first Piise¢nice harp girls, who were driven by need and were
raising money for the restoration of the town, were said to have learned their craft from
pupils of the former mayor Ignaz Walter ( 1799), who had been nicknamed “Kénig David”
because of his artistry."® A peculiar feature of harp playing from Pressnitz was that these
“Harfenmédel” were girls from bourgeois families, and their money-raising tours were
following the example of soloists who toured the courts of rulers and had the reputation of
being virtuosos."? The exceptionalness of the region of the Ore Mountains is documented
indirectly by a description of the coronation celebration in Prague in 1836, to which every
region of the Kingdom of Bohemia sent a stylisation of a rustic wedding. The only departure
from the traditional bagpipe music and new wind bands was from the Zatec/Saaz region,
which sent its region’s own typical music performed by female singers and harp girls."?® The
Pressnitz harp and the profession of travelling ensembles later spread to the wider region
of the Ore Mountains and eventually to the mountains of eastern Bohemia and Sumava/
Bohmerwald.”" As long-distance transportation developed, their tours began to encompass
not only the entire German-speaking world, but also Asia and America.'”?

A few generations later, a second centre of organised harp playing with an international
scope of activities arose in the Czech-speaking town Nechanice. There, too, the initial
impulse was the sudden loss of the means of making a living, in this case the events of June
1866, when what was then Nechanice District became the site of the Battle of Koniggratz.
It was not travelling virtuosos who created the local tradition, but rather the teacher Josef
Maly, who gave music lessons from 1841 at an orphanage founded by the Countess of
Harrach.'”® According to eyewitness accounts,'* the history of the centre began with a fire at
the castle in Sadova (1844), when the decision was made to move the centre of the domain
to Nechanice. Shortly thereafter, the system of patrimonial administration was abolished

(1850), ending previous possibilities for earning money.'*

In a novel by Karel Jonas, " there
is discussion of the first person to organise harp expeditions as someone who had previously
been working in the region of the Ore Mountains and who made business arrangements

in Russia.”” The destinations of organised tours from Nechanice were originally the Slavic

118) WURZBACH, Constant von: Ignaz Walther [entry], in: Biographisches Lexikon des Kaiserthums
Oesterreich, vol. 53, k. k. Hof- und Staatsdruckerei, Wien 1886, pp. 23-24.

119) For more details, see ibid.

120) KURFURST, op. cit. in footnote no. 15, pp. 767-770.

121) From Sumava/Bohmerwald at the turn of the 20t century, there is documentation of families of harpists:
the Pribil family from Knizeci Plané / Fiirstenhut and the Elender family from Horska Kvilda / Innergefild.
https://www.kohoutikriz.org/autor.html?id=hilgar [2023]. The author wishes to thank Daniela Kotasova for
bringing this to his attention.

122) For more details, see THYM-HOCHREIN, op. cit. in footnote no. 3.

123) For more information, see KLENHA 1998, op. cit. in footnote no. 4, p. 55.

124) Ibid, pp. 52-53.

125) Ibid, p. 55.

126) JONAS, Karel: Zebrochtivci. Romdn z wichodnich Cech, A. Neubert, Praha 1916 (hereinafter]ONAé).

127) For details, see KLENHA 1998, op. cit. in footnote no. 4, pp. 52-53.
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territories of the Austrian empire, and after the rules for business licenses were made more

strict, primarily Turkey and Russia.'*®

The livelihood of travelling harp players

Harp players sought to earn a living mainly in countries where there was not as strong
a network of municipal and village music ensembles as in Bohemia and Austria, so the
travelling musicians were anticipated each year for annual celebrations. Nonetheless,
even in the Bohemian and Moravian countryside, there is documented consensus that
the travelling musicians found work whenever the local ensemble did not play."’ There is
a lively account of the usual way that harp girls arrived for visits in central Bohemia in a
story by Vitézslav Halek."*

After the middle of the 19" century, the societal prestige of the harp can be seen to
have declined sharply. Jakub Arbes gives an unusually concrete account of this in his story
Zborcené harfy ton (The Sound of the Broken Harp), in which he has an elderly harp player
tell about the former prestige of the instrument™" and its present decline from the limelight
to the milieu of the dregs of society.”®> Arbes’s harp player speaks of the changes after 184.8.
His explanation, which seeks the cause in a change to the national consciousness of the Czech
people,” fit in with the times, but today it is not very convincing. There are other, more

128) In 1902, there were said to have been 209 travelling harp ensemble companies registered in the
Nechanice region, employing ca. 1,200 people. For more information, see KLENHA 1998, op. cit. in footnote
no. 4, pp. 66-67.

129) See e.g. BIMKOVA, Milada: Gajdosi a harfenici v 19. stoleti na Hodoninsku, in: Jizni Morava. Vlastivédny
sbornik, vol. 7, Muzejni a vlastivédnd spole¢nost, Brno 1971, pp. 210212 (hereinafter BIMKOVA).

130) “The harpists and many farmhands with them, still returning late from the fields, boarded the ferry. They
played a few chords; the children on the opposite bank became quiet, at the most one whispering to another:
‘They’re playing!” In our country a musician always plays when being transported, and the ferryman would
not take money from him for all the world. A musician is welcome everywhere, and when that lightens a heavy
heart, it is worth more than money. A musician is as free as a bird and pays with what he has — song and music.
Once they were a nice distance from the shore, the harpists started playing: “‘When the little moon was shining
brightly.... The farmhands on the ferry listened — there was hardly a breath, and children on the opposite bank
did not make a sound. There is something especially beautiful about the harp and singing in the evening by the
water” HALEK, Vitézslav: Pfivoznik, in: Spisy Halkovy, vol. 5, E. Grégr, Praha 1883, pp. 75-76.

131) “At the time when I began that life — I must not forget about that — harp playing had not been so forgotten
or even profaned as it would be about 20 or maybe 30 years later, and especially in our times, when the harp
is regarded as a shabby instrument and a harp player as something like the last of the wandering musicians,
whose strumming provokes only contempt. Back then, the harp and a good harpist, male or female, still
enjoyed respect; playing the harp was somehow in keeping with the whole nation’s sombre mental state of
suffering. Playing the harp or at least the guitar, which was similarly popular, was privately cultivate with
a passion, and Czech men and women who played the harp were famous and sought after around the world.”
ARBES, op. cit. in footnote no. 108, pp. 407-408.

132) “These days, uttering the word ‘harp’ in what is called decent company amounts to trying to bring a smile
of deserved contempt to the faces of nearly everyone present. For more than two thousand years an instrument
popular above all others, praised upon ever occasion, it has now receded completely into the background in
disgrace. In our times, itis no more important than the accordion or barrel organ; besides the piano, even a barrel
organ called a ‘playing machine” has driven the harp and guitar out of households.” Ibid, p. 408.

133) “Perhaps the calmly plaintive sound of the pensive instrument was no longer a match for the state of mind
of anation that had changed in that memorable year to such an extent thatit was no longer close to resembling
the nation it had been a year previously; there may perhaps have been other more-or-less important causes
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credible accounts of 1847-1849 having been years of extremely poor harvests, high prices,
warfare, and epidemics. In the subsequent conditions of nationwide impoverishment,
the inhabitants of the worst affected Bohemian regions, both Czech and German, went
out into the world in search for sustenance, and their large numbers necessarily led to the
proletarisation of the profession and of the instrument."*

Another result of poverty was the bad reputation of the harp girls. In the literature of the
first half of the 19 century, we encounter both the cultivation of this narrative, for example in
the telling of Heinrich Heine (1828),"*° and the defence of harp girls against such accusations,
like in Frantisek Jaromir Rubes’s story Harfenice (The Harp Girl, 1844)"° and in favourable

reviews of it."*” Ferdinand Stolle'3*

mentions the poverty of the travelling musicians from the
Ore Mountains, the sad fates met by many harp girls, and more generally their disconsolate
family circumstances. Even more critical is the study Das musikalische Proletariat by
Theophil Pisling,”” who enumerates the causes of the impoverishment of the populous and
formerly prosperous region of the Ore Mountains."* He acknowledges the harp profession as
an alternative means of making a living, but he calls for the improvement of living standards
and better education. The people of Pressnitz eventually made investments with the goal of
improving the situation and the town’s reputation, primarily by founding a school of music
(private 1881, municipal 1895) and by sending out professionalised family ensembles. The
situation played out differently in Nechanice, where at the beginning of the 20" century,
musical entrepreneurship was organised involving Russia and China after the opening of
the Trans-Siberian Railway (1901). That led to the great enrichment of the ensemble leaders,
known as harp entrepreneurs, followed by a press campaign that was apparently justified
but was in any case effective in discrediting their business venture as organised begging and
prostitution, accelerating the demise of the harp playing profession. In this country, by the

at fault, such as the excessive rise in the number of harp players and the resulting harassment of the public,
which were probably not last among the causes.” Ibid, p. 408.

134) PISLING, Theophil: Volkswirtschaft und Arbeitspflege im bohmischen Erzgebirge, Kober & Markgraf, Wien —
Prag 1861, chapter Das musikalische Proletariat, pp. 12-27 (hereinafter PISLING).

135) HEINE, Heinrich: Die kleine Harfenistin, in: Reisebilder Bd. 3, Reise von Miinchen nach Genua, Hoffmann
und Campe, Hamburg 1830, Capitel XX.

136) RUBES, Frantiek Jaromir: Harfenice. Obrdzky ze Zivota, Martin Neureuter, Praha 1844.

137) “The Harp Girl? A strict guardian of morality might often ask, pushing away Rubes’s book, perhaps so as
not to cause indignation by bringing it home. ‘The Harp Girl?’ Says a girl with proper manners, looking at those
around her, perhaps ashamed to look open a book that has as its subject matter a poor creature about whom
she has doubtless hardly ever heard a good word. Do not be afraid of that harp girl; every father should wish to
have such a daughter [...].” Recenze, Kvéty, 1844, no. 11, p. 500.

138) STOLLE, Ferdinand: Die Presnitzer Harfnerin. Auch eine culturhistorische Studie, Die Gartenlaube, Heft 40,
1860, pp. 638-639.

139) PISLING, op. cit. in footnote no. 134, pp. 12-27.

140) Pisling explicitly mentions high prices and the impossibility of making money, which he dates from the
1770s, followed by the impacts of Napoleon’s continental system (1806) and the post-war decline of the
mountainous region’s weaving trade caused by imports of goods from England and by mechanised production.
He regards the famine years of 1847-1849 as having marked the beginning of the mass expansion of the harp
playing business in Bohemia’s mountainous regions. Ibid, pp. 15-17.
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end of the 19 century the productions of harp ensembles were seen as a kind of begging.'*

In spite of this, there was a memory of resident harp players in rural Moravia, elderly people,
as a rule, who had no other way of earning money and were respected.'**

The harp in Czech literature of the 19*" century

Arbes’s harp player recalls, among other things: “Maybe you yourselves still recall the poems
and stories, Czech and otherwise, from the period before 1848, in which the harp and harp
playing are so often praised and the instrument receives mention so frequently that one can
rightly say that there was perhaps no instrument more popular in those days than the harp.
[...] But the sudden decline of the harp was obvious, and it grew to such strength that the
harp finally had become a profaned instrument, banished not only from all decent places,
but also from salons, households, concert halls, and even the latest operatic works.”*** In the
Czech-language literature of the first half of the 19" century, we do in fact encounter the
harp plentifully as an instrument enjoying respect, for the Romantics an attribute of the
bard-prophet. We also encounter the “little harp” accompanying singing. Pavel Josef Safaiik
wrote the collection Tatranskd Mtiiza s lyrou slovanskou (Muse of the Tatras with a Slavonic
Lyre, 1814), and the reader also finds a travelling harp player in Kolldr’s epic poem Sldvy
dcera (The Daughter of Slava, 1824-1852)."** For Josef Kajetdn Tyl (1835), the harp is firstly

145

an instrument of pathos-laden imperatives,'*> and secondly a symbol of the homeland."*®

47 while

The image of the harp was indispensable in congratulatory poetry (Kamaryt 1822),
in other places there was no lack of allusions to the fraudulent Dvir Kralové and Zelend
Hora manuscripts and to the cult of the Slavonic “varyto” as the instrument of the fictitious

singer Lumir (Picek 1847).% There is also J. ]. Marek’s Pévec (The Singer, 1823): “[...] takto

141) “[...] the harp girls from Nechanice, who arrived in town two or three times a year, went from street to
street and from courtyard to courtyard with their sad, almost heartrending ballads, and people tossed them
their reward from their kitchen balconies [...]” FISCHL, Viktor: Rodny diim, Hynek, Praha 2000, p. 13.

142) BIMKOVA, op. cit. in footnote no. 129.

143) ARBES, op. cit. in footnote no. 110, p. 408.

144) “Having barely left Plon district / we were met there by a harp player from Bohemia, / from Turiec an
oil seller, and a linen weaver / from Orava, then finally a tinker from Trencin”. KOLLAR, Jan: Sldvy dcera,
Mekhitarist Congregation, Vienna 1852, no. 195.

145) “Away with the harp from the hands of narcissists”, “Break the harp, timid soul”, “A sacred harp into the
hands of singers”. TYL, Josef Kajetan: Zpévcium (Psdno roku 1835), in: Josefa Kaj. Tyla sebrané spisy, Vol. 12,
I. L. Kober, Praha 1880, pp. 107-108.

146) “Znéte housle, harfy, ceské pistaly, / hrajte, jak jste pred sty lety hrdvaly!” (“Play, you violins, harps,
Czech fifes, play as you played a hundred years ago!”) Ibid, p. 261.

147) “KdyZ mne svaté patelstvi / r(Z( rajskou véncuje: / tu at harfka md se stkvi, / pfitele at slavuje! / Co chce
sudi v spolku miti? / Chtélas harfko jemu zniti?” (“When holy friendship crowns me with a rose of paradise:
here let my harp sing, let my friend celebrate! What does a judge want in this company? My little harp, do
you want him to hear you?”) KAMARYT, Josef Vlastimil: Komu péji, in: Smi$ené basné Jos. Vlast. Kamaryta,
]. Fetterlova, Praha 1822, p. 9.

148) “Nediv se, mij pane mocny, / ze jsem ladil harfu svou, / a ze pravé eskym zpévem / silné se ma nadra
dmou; / Cesky zpév je hlahol s nebe, / jejz Lumir mél za poklad, / jimz ,pohybal $iré vlasti’ / i posvdtny
Vysehrad.” (“Do not wonder, my mighty lord, that I have tuned my harp, and that Czech singing causes my
breast to swell; Czech singing is a heavenly sound that Lumir treasured, taking it with him across his homeland
and to sacred Vysehrad.”) PICEK, Jaromir: Prolog, in: Pisné, J. Pospisil, Praha 1847, p. [5].

92 Musicalia 1—2 / 2023



From the Harp of David to the Bohemian Harp: The Harp in Bohemical Literary Sources

péje k harfce své” (“...singing thus to his harp”)."* In this regard, the poetry of Karel Hynek
Macha is extraordinary, using the harp as a ubiquitous poetic image not only in Mdj (May)
and Svaty Ivan (Saint Ivan), but also in all of his poetic works (Eisner 1945)."° The harp as a
symbol of high culture gradually fades in Czech poetry, prose, and drama®" after the mid-
19t century. In modern Czech poetry it still remains present, but usually in its older function
as the instrument of angels (called the harp of heaven, of cherubim or seraphim, of paradise,
of Eden ...).""> The mythical “varyto” has disappeared from music and the visual arts, but the
“harps of the oracles” have remained thanks to Smetana’s Vysehrad."®

The harp in the hands of a hermit — generational recollection

of the “locus communis” of Romantic literature?

The figure of a hermit with a harp appears in the Romantic literature as an unmistakable
“locus communis” An example is the title character of Karel Sudimir Snajdr’s’®* song
Poustevnik (V borovém na skdle hdji / The hermit. In the pine woods on the cliff),”*® according
to which, every evening “[...] pocal k harfé presmutné péti” (“...he began singing very
sorrowfully with the harp”). The song was paraphrased in German by Karel Hynek Mécha
in his first work Der Eremit,”*® and there is an echo of it in his later poem Svaty Ivan (Saint
Ivan). The figure of a hermit with a harp is described in detail in the stage directions for
a play by Vaclav Kliment Klicpera.”” In Josef Kutensky'’s story Jeskyné starého otce Blazeje
(The Cave of Old Father Blazej, a paraphrase of Die Beatushohle by Wilhelm Bauberger),"®
for example, a pilgrim recognises as his father an old hermit with a harp singing a song of

149) MAREK, Jan Jindfich: Bdsné, . Fetterlova, Praha 1823, p. 61.

150) This topic is covered thoroughly by EISNER, Pavel: Harfa a harfka, in: Na skdle: dvandct zastaven{
machovskych, Karel Volesky, Praha 1945.

151) For more mentions of the harp in 19t-century Czech literature, see KLENHA 1998, op. cit. in footnote
no. 4, pp.11-12.

152) For examples from Eliska Krasnohorskd, Jaroslav Vrchlicky, Josef S. Machar, Antonin Sova, Otokar
Brezina et al., see https://www.ceska-poezie.cz/ [2023].

153) Probably the most representative example is the monumental sculpture Vysehrad by Ladislav Saloun in
Prague in Smetana Hall at the Municipal House (1911).

154) Concerning Snajdr authorship, see: SCHULZ, Ferdinand: Ceskd balada a romance, Osvéta, 1877, no. 6,
pp- 463-476, here 465.

155) This song, popular in its day, was also disseminated in the form of broadside prints. See e.g. Novd piseri
o smutném mlddenci. Facsimile retrieved from: www.spalicek.net/apps/index.php?recordId=KP_Spal_273_
songRegular_msPart2_msIteml [accessed on 16 Jun. 2023].

156) “Doch er liegt in der Kapelle / an des Altars Rand, / seine Harfe fest noch haltend / in der toten Hand”.
Quoted from: STOKLAS, Eugen: Mdchiv “Eremit” a Snaidriv “Poustevnik”, Casopis pro moderni filologii,
vol. VI, 1918, pp. 313-315, here 315.

157) Stage directions: “Thickets, rocky cliffs. On the left, standing on a broad cliff is a little chapel, from which
sacred music played by harps resounds, echoing around the countryside.” KLICPERA, Véclav Kliment: Tfi
hrabata najednou, in: Spisy vyteénych ¢eskych bdsnikii novovékych, ¢ast ¢tvrtd. Spisy VAcl. Klim. Klicpery V,
I. L. Kober, Praha 1862, p. 241.

158) [BAUBERGER, Wilhelm]: Die Beatushdhle. Eine Erzihlung fiir die reifere Jugend, J. Wolff, Augsburg 1833,
p. 206.
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his youth.””” Although these literary images date from a period quite remote from the ban
on eremitism in Bohemia (1782), it is possible that the last generation of hermits was still
present in people’s collective memory. For a whole generation of authors, however, the
image of an elderly harp-playing monk can also have been shaped by the character Horatio
from Goethe’s novel Wilhelm Meisters Lehrjahre (Wilhelm Meister’s Apprenticeship,
1796) and other models, especially the mythical singer Ossian or Slavoj and Lumir from
Czech mythology.

Blind harp players

Blind beggars were another category of harp players. Alfred Waldau (1859)'%° reported on
them, commenting that they enjoyed similar respect to blind lyriki (hurdy-gurdy players)
in Poland or torban players in the Ukraine.” The possibility cannot be excluded that in
the Czech lands, harp players gradually supplanted the role of the blind violinists who

162

were among the iconic figures of old literature'® and played a role similar to the blind

guslars in the Balkans.'®* On the theatrical stages of Central Europe, the blind harp player

was the hero of plays'* 165

and of operas.

The memoirs of people from earlier generations partially explain Arbes’s story, mentioned
above, the title character of which is presented as a music teacher at a Prague institute for
166

the blind in Prague-Hradc¢any,'*® where he was said to have given the wards instruction in

playing the harp, guitar, and zither, thereby enabling them to earn a living independently.

159) “Suddenly, an old figure flashed through the hut, harp playing could be heard, followed by the song:
‘Mocny Pane nebes zemé, a co svét se jmenuje (Almighty Lord, heaven and what is called earth)’ ” [...]
“I remember the days when sitting alongside my father on lovely summer evenings we would hear that song
being sung.” KUTENSKY, Josef [Josef Mirumil Pohotely]: Jeskyné starého otce Blazeje, aneb: Uddlosti ze Zivota
hrabat Sokolovskych. [...], ]. Pospisil, Praha 1849, pp. 195-196.

160) WALDAU, op. cit. in footnote no. 105.

161) “Nicht auf gleiche Wiese verhilt es sich mit der neueren Instrumentalmusik, worunter ich aber
nicht den Dudelsack, das Hackbrett und die Triangel einbegreife, die ja schon seit uralten Tagen in den
Dérfern einheimisch waren, ich meine aber das [...] Dorfmusikanten-Orchester, und reihe diesem noch die
Harfenspieler und Orgelmanner an, die in den bohmischen Dorfern dasselbe sind, was in Polen die Lyriki, in
Podolien und in der Ukraine die Teorbanisti [!].” Ibid, p. 83.

162) A typical example is the blind violinist Mares in the play Fidlovacka by Josef Kajetan Tyl (1834), the
character for whom Tyl composed the song “Kde domov miij”, now national anthem of the Czech Republic.
163) From the 18" century, blind guslari were regarded as successor of the mythical figures Homer and Ossian.
CAVALLINTI, Ivano: Morlacchismo, illirismo, involuzioni esotiche. Limmagine degli slavi del sud nel teatro e nella
musica dell’Ottocento in Italia, in: Trieste: L’'espressione artistica e la questione nazionale. La musica, le arti
figurative e le lettere nella seconda meta dell’ Ottocento al confine italo-sloveno fino all’avvento del fascismo,
ed. A. Rojc, Zalozba ZRC, Ljubljana 2014, pp. 363-429.

164) LOHMANN, Johanna Friderike: Der blinde Harfner. Nach Veit Webers Sagen der Vorzeit fiirs Theater
bearbeitet, s. . 1791.

165) JIROVEC (Gyrowetz), Vojtéch (Adalbert), opera Der blinde Harfner (1827, Vienna), libretto Johann Blum
according to Michel Dieulafoy.

166) ARBES, op. cit., in footnote no. 110, p. 567.
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For a long time, the blind harp player was a
figure typically seen in Prague,'” Vienna,'*®
and rural areas.® In the 1880s, such a
figure is encountered by Svatopluk Cech,”
Jakub Arbes, and an unknown author who
nostalgically described a blind harp player
regularly making his way around Jindfichtav
Hradec."" It is possible that these period
recollections depict the last representatives
of the generation of Arbes’s harp player,
which arose when the harp was at the height
of its popularity and began to experience its
decline to the role of an instrument reserved
for beggars.

The demise of the Bohemian
harp playing tradition
The last chapter in the history of Bohemian

harp playing is associated with the heyday
and subsequent demise of the Nechanice plind Harpist / Slepy harfenik

harp ensemblers at the beginning of the Steelengraving, F. Derunger, Lloyd, Trieste, s.a./
Oceloryt, F. Derunger, Lloyd, Trieste, s. a.

h
20" century. The phenomenon was related p; ote property / Soukromy majetek

to the opening of new markets in the Far

East, which brought profits to entrepreneurs and prosperity to the region, but those markets
were accessible only to organised businesses.””? After female harp players were recruited
during the international intervention in China (1900) and the Russo-Japanese War (1905),”
JUDr. Bohuslav Gebauer, at the time an adjunct at the Nechanice District Court, decided
to investigate the harp playing business and to instigate a scandal surrounding it. He began
a press campaign with an article titled Vyichodoceské otrokdrstvi (East-Bohemian Slavery,

167) A collective recollection of a blind harpist who sang songs in Czech and German in the streets of Prague
in the 1840s is mentioned without the giving of a source in NEJEDLY, Zdenék: BedFich Smetana, II., Na studiich,
Hudebni matice Umélecké besedy, Praha 1925, p. 225.

168) HILSCHER, Elisabeth: Harfenisten/Harfner [entry], in: Oesterreichisches Musiklexikon online, https://
dx.doi.org/10.1553/0x0001d07d [accessed on 16 June 2023].

169) BIMKOVA, op. cit. in footnote no. 129, pp. 210-212.

170) CECH, Svatopluk: Kandiddt nesmrtelnosti. Humoristicky romdn, E. Valecka, Praha 1884, p. 23.

171) [Unknown author]: Feuilleton. Zborcené harfy ton (Obrdzek z ulic hradeckych), Ohlas od Nezarky XVI
(1886), ed. in: LANGER, Antonin: Stamgasti a dalsi vzdcni hosté. Jindfichohradecké hostince pred sto lety,
Areplos, Jindrichiiv Hradec 2001, pp. 71-76. Attached to the feuilleton is a report about a female blind harp
player’s stay in hospital and an appeal for the collection of funds for her benefit.

172) For details, see KLENHA 1998, op. cit. in footnote no. 4, pp. 68—69.

173) For a colourful retelling of the stories of Nechanice harp ensemble members about the Russo-Japanese
war, see JOHN, Jaromir: Sulinek vypravuje, in: Vecery na slamniku (1920), Host, Praha — Brno 2017, p. 157.
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1906)" based on the materials from court cases. An extract from the article was prepared
as documentation for the first Austrian congress for the protection of children (1906)."> The
theme was further popularised by Frantisek Sal (1914),"° and it was given literary treatment
by Karel Jonds in his novel Zebrochtivci (The Greedy Beggars).”” Criticism rightly focused
on the recruiting of underage “Nechanice children” from poor families.””® Although ulterior
motives cannot be ruled out for this kind of accusation initially, and the scandal was being
used with success for the settling of mutual scores at the local and regional level,” the topic of
“Eastern Bohemian slavery” gradually rose to a higher level of media discussion in Bohemia
and multinational Austria.'®® Nonetheless, the press campaign was not directed against the
practices of merchants, but instead against the “evil of the harp profession” as such, which
was to be eradicated because of the international outrage it attracted.” As a consequence of
this scandal, the societal degradation of harp ensembles reached its climax, and at the same
time, the affair reflected unfavourably on the entire past of the hook harp. After the First
World War, there are no reports on the harp ensemble profession. Also playing a role in this
were changes to lifestyle, the rise of reproduced music, the breaking up of large countries
into smaller ones, and finally the opportunity of making money within one’s own region. In
the 1920s, the hook harp disappeared from the catalogues of instrument manufacturers and
from popular manuals on playing string instruments for self-taught students." In Prague,
as far back as 1924, Josef Vesely was reminiscing nostalgically that “Prague’s Lesser Town
used to be a neighbourhood of harp players, male and female, just a few decades ago”** Harp
playing in the home was cultivated in the Bohemian mountains until the expulsion of the
German population (1945), while reports of domestic harp playing in Moravia also end in

174) GEBAUER, Bohuslav: Vychodoceské otrokdfstvi, Lidové druzstvo, Praha 1906.

175) GEBAUER, Bohuslav:  Ostbohmischer — Sklavenhandel. ~ Schriften des Ersten  Osterreichischen
Kinderschutzkongresses in Wien, 1907. Band I. Die Ursachen, Erscheinungsformen und die Ausbreitung der
Verwahrlosung von Kindern und Jugendlichen in Osterreich, K. k. Hof- und Staatsdruckerei, Wien 1906.

176) SAL, Franti$ek: Harfenické déti, Dédictvi Komenského, Praha 1914.

177) JONAS, op. cit. in footnote no. 126. “This novel has been written on the basis of documents. My work is
aimed against eastern Bohemian harp-playing slavery, which has been strongly on the rise since 1904 in our
country, to the dishonour of our country’s reputation and to our material detriment. The primary purpose of
this tendentious novel is to call the attention of the relevant authorities to the question of harp playing, and
T ask therefore that it be judged mainly on that basis.” Ibid, annotation [pages not numbered].

178) For details, see KLENHA 1998, op. cit. in footnote no. 4, p. 51.

179) Ibid, pp. 113-114.

180) Ibid, pp. 101-103.

181) Gebauer clarifies his stance with the positive example of an ensemble leader: “Proof that it is also
possible to earn a living abroad as a musician, and if the inhabitants of Nechanice and environs want to earn
their bread in this manner, it need not be done in such a filthy, indecent way that amounts, de facto, to begging
and prostitution under the mask of harp playing, as is the case as the rule.” Quoted from ibid, p. 67.

182) For a publisher’s list of instruction manuals for self-learning (Seznam praktickych lidovych skol hudebnich
ndstroju) see e.g. BECH, Vdclav: Lidovd a praktickd skola na basu (kontrabas), Jaroslav Stozicky, Brno s. a.
[ca. 1920], p. [61]. In the field of plucked string instruments, this list mentions the tenor banjo, zither,
Hawaiian guitar, mandolin, tambura, and ukulele.

183) VESELY, Josef: Prahou tisiciletou z ddvna i dneska: drobnomalby, obrazy a pohledy ze Zivota staré i nové Prahy,
vol. 1, R. Hudec, Praha 1926, p. 326.
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the 194.0s.5%* Some of the female harp players lived to an old age, but they usually exchanged
the harp for a different instrument." The rejection of the history of the Bohemian harp
and the erasure of the harp playing profession from the nation’s collective memory were so
thorough that as late as the 1940s there was still discussion of introducing new words for a
harp player (harfista for males and harfistka for females) to replace the traditional words

harfenik (“harper”) and harfenice (“harp girl”), which were perceived as pejorative.'

Conclusion

In summary, the history of diatonic harps and hook harps is traceable in Bohemian musical
culture from the latter third of the 16" century until the beginning of the 20%. The absence
of direct sources from older periods is balanced by the plentiful presence of the theme of the
harp in literature and especially in hymn texts. The apparent ambiguity of the terms harp
and cythara primarily involved texts bound to originals in Latin. However, during the period
in question, the harp’s standing in society underwent rather drastic transformations. With
its strong biblical symbolism and religious context, the harp was transformed in the course
of the 18" and 19" centuries into a prized instrument of soloists and virtuosos, then into a
practical instrument of professional musicians, until it finally became a prop for beggars and
asymbol of scandalous profiteering. In the guise of the legendary “varyto’ the harp also went
through an episode as a discovered and later rejected symbol of patriotism. Although this
was largely a continuous process, one can see several clearly defined chapters and turning
points in it. The first of them was associated with the secularisation of the former “harp of
David” at the end of the 18 century, its subsequent permeation of various strata of society,
and its adaptation for the needs of travelling musicians. There is a significant decline of social
prestige apparent around 1850, and definitively at the beginning of the 20" century, when
the hook harp disappeared almost completely in the Czech milieu.

Documentation of the use of the diatonic and hook harp in the Bohemian lands, including
literary quotes, confirms the popularity of the instrument more convincingly than the meagrely
preserved sources of a musical character. Their quantity is encouragement for new interest
in the past of the once plentifully used instrument. Above all, the Bohemian harp deserves
greater future attention as a specific technical design of an instrument, the development of
which can be followed in iconographic sources as well as by mentions of how it was played
and of the related repertoire. We assume that the repertoire was closely tied to the character
of the instrument, by which it was limited but probably also shaped and expanded.

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

184) Harfa [entry], in: KUNZ, Ludvik: Ndstroje lidové hudby v Cechdch, na Moravé a ve Slezsku, Vala$ské muzeum,
vol. 2 (C-H), Roznov pod Radhostém 2008, pp. 844-845.

185) KLENHA 1998, op. cit. in footnote no. 4, pp. 103-104.

186) JIRAK, Karel Boleslav: O néktenjch hudebnich ndzvech, Nase fel. Listy pro vzdélani a t¥ibeni jazyka
Ceského, vol. 25,1941, pp. 172-181, here 173 and 179.
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Cithara et Phiala sanctorum

Karl Gottlieb Lippert, Prespurk [Bratislava], 1787

Frontispiece, engraving, elders with harps (depicted quotation: Rev. 5:8. Each of the elders held a harp and
gold bowls filled with incense.) / Frontispis, rytina, vyjev starcii s harfami (paska s citaitem: Zjev. 5.8. Majice
jedenkaZdy z nich harfu a bdné zlaté plné viiné.)

National Library CR / Narodni knihovna CR 54 ] 7256, Knihopis 16321
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lehky nastroj s velkym rozsahem, uzptsobeny pro cestujici hudebniky a vhodny pro dopro-
vod pisniového a tanec¢niho repertodru. Tento typ harfy disponoval rozsahem srovnatelnym
s tehdejsimi klavesovymi ndstroji (obvykle 5 oktdv), ovéem jen s ¢aste¢nou chromatizaci,
kterou zajistoval systém preladovacich hackt. Na prvni pohled se mize zdét paradoxem, ze
tato zjevna levnéjsi nahrada za plné chromatickou pedalovou harfu dosédhla velké popularity
prave v dobé, kdy jiné nastroje prochdzely inovacemi. Jak ovsem priznava dobovd literatura,'
hackova harfa se osvédcila jako vyhodny kompromis, ktery ddle zil ve svém repertodarovém
a spolecenském prostredi.

Historie ceské harfy musi byt sledovana zaroven jako historie konstrukéntho typu néstro-
je, socidlnich funkei harfeniki a harfenic a soucasné i zpusobu hry a jemu odpovidajiciho
repertoaru. Pri snaze prehlédnout tento vyvoj jako celek je tieba vzit na védomi, ze mnohé
dulezité informace nejsou dohledatelné v obvyklych typech prament. Je proto nezbytné po-
stupovat metodami sledovani dlouhodobych tradic, a tak interpretovat pozdéjsi svédectvi
v sirsich souvislostech. Uplny pohled na historii ¢eské harfy byl dlouho znepiehlednén hu-
debnéhistorickymi paradigmaty 19. a 20. stoleti, ktera vedla k selekci kulturni paméti a za-
roven k ndrodnostni segregaci, takze totéz téma bylo nahlizeno oddélené v ramci dvou na-
rodnich kultur, némecké a ¢eské. O prekonani tohoto rozdéleni se zaslouzila jiz lexikografie

Predlozend prace vznikla za finan¢ni podpory Ministerstva kultury v ramci institucionalniho financovani
dlouhodobého koncepcniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2019-2023/21.11I1.b,
00023272).

1) BACKOFEN, Johann Georg: Anleitung zum Harfenspiel, mit eingestreueten Bemerkungen iiber den Bau der
Harfe, Breitkopf & Hartel, Leipzig 1800 (dale BACKOFEN).
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vydand po roce 1990 v cestiné? i némciné.? Diky tomu je dnes mozné a zaddouci pokusit se
stavajici pohled na historii ceské harfy rozsirit. Umoznuji to prace uvadéjici mnoho novych
informaci a souvislosti ke dvéma nejvyraznéjsim centrium ceského harfenictvi, prisecnické-
mu a nechanickému.* Poslednim prispévkem, ktery usnadnuje pohled na vyvoj ceské harfy,
je dokumentace sbirky hackovych harf dochované v Nérodnim muzeu.®

Pojem ,¢eska harfa” (Bohmische Harfe) se ustalil v kulturnéhistorickém povédomi ces-
kém i némeckém. Prozatim zahrnuje hlavné historii harfy v Cechach po jejim zdomacnéni
v tane¢ni a lidové hudbé, tradici krusnohorskych cestovnich muzikant,® v ¢eskojazy¢ném
prostiedi pak nechanické centrum harfenictvi a jeho zanik na pocatku 20. stoleti” Vyvoj
¢eského typu prenosné harfy si vsak zaslouzi byt sledovan jako kontinudlni proces, ktery
vyrustal z mnohem starsich kofentl. Prvnim zddoucim krokem k ziskani uplnéjsiho pohledu
na vznik a rozsireni ceské harfy je tedy sledovani zminek o pritomnosti harfy v predchozich
obdobich, a to predevsim v literarnich pramenech.

Nejstarsi zminky o pritomnosti harfy
Harfy dochované v ¢eskych organologickych sbirkach pochdzeji az na nékolik vyjimek teprve
z18.a19. stoleti,® podobné je tomu s notovym materidlem ur¢enym explicitné pro harfu.
Nedostatek piimych pramentt vsak neopraviiuje k nazoru, ze by déjiny harfy v Ceskych
zemich v té dobé zacinaly. Ve stiedoevropskych literarnich dilech se pravé na prelomu
18. a 19. stoleti objevuje pomérné konsenzualni narativ, ze kdysi vazeny nastroj, zvany drive
Davidova harfa, prechdazi ve velkém do rukou diletant,’” jeho vaznost upada' a ve srovnani
s 18. stoletim spolecensky klesa."
Pii hledani prvnich zminek o ptitomnosti harfy v Ceskych zemich je tieba vénovat po-
zornost epizodé, kterd formovala vyvoj moderni kulturni pameéti. V 19. stoleti byla historie

2) FUKAC, Jifi: Harfa [heslo], in: Slovnik ¢eské hudebni kultury, red. Jii Fukac — Ji¥i Vyslouzil a kol., Supraphon,
Praha 1997, s. 249-250.

3) THYM-HOCHREIN, Nancy: Harfe [heslo], in: Lexikon zur Deutschen Musik-Kultur, B6hmen, Mahren,
Sudetenschlesien, red. Widmar Hader a kol., Langen Miiller, Miinchen 2000, s. 509-513 (dale
THYM-HOCHREIN).

4)KLENHA, Jif: Harfenictvi v Cechdch, Granit, Praha 1998 (dale KLENHA 1998). Némeckd verze: Das Harfenspiel
in Bohmen: die Geschichte der Wandermusikanten aus Nechanitz, Granit Verlag, Prag 2002.

5) KOTASOVA, Daniela: Harfy ve shirce Ndrodniho muzea — Ceského muzea hudby / Harps in the Collection of the
National Museum — Czech Museum of Music, Editio Monographica Musei Nationalis Pragae 30, Narodni mu-
zeum, Praha 2022 (déle KOTASOVA).

6) WERNER, Elvira: Fahrende Musikanten — eine bohmisch-siichsische Erfahrung, in: Musik und Migration in
Ostmitteleuropa, ed. Heike Miins, R. Oldenbourg Verlag, Miinchen 2005, s. 153-166.

7) KLENHA 1998, op. cit. v pozn. 4.

8) KOTASOVA, op. cit. v pozn. 5, s. 112.

9) WERNICH, Johann Carl Gustav: Versuch einer richtigen Lehrart die Harfe zu spielen, G. L. Winter, Berlin 1772,
Vorbericht, s. [1]-[2] (dale WERNICH).

10) RYBA, Jakub Jan: PoCdtecni a vSeobecni zdkladové ke vsemu umeéni hudebnému, K. V. Enders, Praha 1817, s. 73.
Knihopis K15141 (ddle RYBA 1817).

11) AMERLING, [Karel Slavoj]: O hudbé, Ceska véela, 1837, ¢. 4, s. 356-358 (dale AMERLING). Za upozornéni
na tento pramen autor dékuje Vaclavu Kapsovi.
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TAT i
e

Depiction of the mythical “varyto” / Zobrazeni mytického varyta

Mikolas Ales: Song at the Battle of Tursko / Piseri na Tursku, watercolor (detail) / akvarel (vyrez), 1890
Postcard, ca. 1910 / Pohlednice, cca 1910

Stylized “varyto” on the emblem of the Artists’ Society (established in 1863) in printed form and
decorating society’s building at the address Ceskomalinska Street 592/15 in Prague-Bubenec /
Stylizované varyto na znaku Umélecké besedy (zalozena 1863) v tisténé formé a na vyzdobé domu
Umélecké besedy, Ceskomalinskd 592/15 v Praze-Bubenci

ceské harfy odvijena az z mytického davnovéku a se vsi samoziejmosti odvozovana od le-
gendarniho staroslovanského varyta, které se tehdy stalo oblibenym literarnim a vytvarnym
symbolem. Varyto bylo zobrazovano bud jako archaizovand zmensenina ¢eské harfy, nebo
jako slovanskd varianta harfy irské (Ossianovy), a stavalo se symbolem patriotismu a staro-
bylosti.”? Tato historicka kapitola je celkem prehledné vymezena nalezy tzv. Rukopist (1817)
a ¢asem diskusi, které zacaly vefejné zpochybnovat jejich pravost (1886)."

Pokud vsak sledujeme zminky o harfé ve starsich bohemikalnich pramenech, nedojdeme
dale nez do 16. stoleti a na prvni misto se dostava pozdéji zminovany pojem ,harfa Davidova“
Staroceské preklady biblickych textu jesté preklddaji néstroj krdle Davida, ve Vulgaté zvany
cithara, nejcastéji jako huisle," nicméné v ikonografickych pramenech jsou pod tento pojem

12) Varyto [heslo], in: Slovnik ceské hudebni kultury, op. cit. v pozn. 2.

13) Podrobné viz FRANEK, Michal: Hleddni ndrodniho ndstroje. Varyto v Ceské kulture, in: Rukopisy kralovédvor-
sky a zelenohorsky v kulture a uméni II, ed. Dalibor Dobids, Academia, Praha 2019, s. 837-874.

14) Typologie stredovékych drnkacich nastroji dolozenych v bohemikalnich pramenech: MATOUSEK, Luk&s:
Calcastrum. Pokus o identifikaci hudebniho ndstroje z traktdtu Pauli Paulirini de Praga, Ziva hudba, 2011, ¢. 1,
s.12-22.
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pfirazovany rtizné dobové strunné néstroje.” Slovo harfa se v ¢esting, podobné jako v sou-
sedni polstiné,'® objevuje teprve kolem poloviny 16. stoleti. Priblizné v téze dobé dochazi
ke zdomacnéni harfy renesan¢ni konstrukce ve vyobrazenich biblickych vyjevit prednostné
jako atribut krale Davida a jako ndstroj doprovazejici zpév zalmd, zminovany na raznych
mistech Starého i Nového zakona. Dutlezitym ikonografickym pramenem jsou iluminace
v rukopisnych ¢eskych gradualech a rytiny v tisténych kancionalech, kde se objevuji rene-
san¢ni harfy v roli néstroje solového, doprovodného nebo zaclenéného do rtizné velkych
ansambli. Proto je na misté predpokladat, ze se tento nastroj do Cech ve velkém rozsiiil
spolu s renesanc¢ni kulturou z jizni a zapadni Evropy.

Alegorie biblického nastroje v ceské hymnografii:

Od Cithary Sanctorum po Harfu novou

Pritomnost harfy jako nastroje s biblickym kontextem, spojeného se zpévem zalmu a vy-
hrazeného pro sakralni hudbu, je obzvlasté dobre sledovatelna v ¢eskojazy¢né hymnografii.
Rytiny kréle Davida s ru¢ni harfou tvori topos frontispistt kanciondl, po¢inaje bratrskym
kancionidlem Rohovym (1541) a Ivancickym (1564).”” Samostatnou kapitolu této tradice pak
predstavuje dlouhodobé dolozitelny zvyk pojmenovévat kanciondly raznymi synonymy
pro biblicky strunny néstroj. Tato tradice samoziejmé neni vylu¢né ceskd,” nicméné v ces-
kojazy¢nych kanciondlech 16.—18. stoleti je dokumentovana obzvlasté kontinualné. Prvni
zjistitelny ¢lanek této fady nachdzime v nazvu rukopisného zaltére v Rakovniku (1618),
zjevné inspirovaného Zenevskym zaltafem a nadepsaného Zvucnd harfa Davidova, v niz
jsou zivd Bozi slova.® Mezi tisky otevira tuto tradici kanciondl Cithara Sanctorum (1636)
Jittho Tranovského (Tranoscia),® ktery se dockal dlouhodobé recepce a rozsirenych dotiskt
(Sarganek, Lipsko 1737).2! Koncept tohoto nazvu je objasnén ve frontispisové rytiné dopro-
vazejici citat z Apokalypsy, kde nebesky zastup starct zpiva s harfami renesanc¢niho typu. Jiné
synonymum pro harfu je pouzito v titulu prvniho pobélohorského katolického kancionalu

15) Tkonografii krale Davida ve stfedovékych pramenech se zabyva KURFURST, Pavel: Hudebni ndstroje, Togga,
Praha 2004, s. 216-224 (dale KURFURST). V ¢eském prostiedi doklada, ze zhruba mezi roky 13121430 byla
v typizovaném vyobrazeni krdle Davida obvykld dvojrezonatorova harfa, kterd byla ve své dobé frekventova-
néjsi nez harfa ramova, méla zhruba stejnou funkci a byla oznacovana timtéz pojmem.

16) Harfa [heslo], in: Worterbuch der deutschen Lehnworter in der polnischen Schrift- und Standardsprache,
red. Andrzej De Vincenz — Gerd Henschel, Universitit Oldenburg 2010, dostupné z: http://diglib.bis.uni-ol-
denburg.de/bis-verlag/wdlp/ [cit. 16. 6. 2023].

17) Popisy a nahledy pramentl viz https://melodiarium.musicologica.cz> Prameny> 1541Br, 1564Br [cit. 16. 6.
2023].

18) Miizeme poukdzat napfiklad na polsky kancional Harfa duchowna jezuity Marcina Laterny (1585) nebo
tradici americkych zpévnik( 19. stoleti vydavanych pod titulem Sacred Harp.

19) Muzeum T. G. M. Rakovnik, inv. ¢. 94, fol. 3% Cit. podle popisu pramene, in: LIMUP [online], dostupné z:
www.clavmon.cz/limup/dbRukopis.asp?ID=805 [cit. 16. 6. 2023].

20) Cithara Sanctorum, Vavrinec Brewer, Levoc¢a 1636. Tento kancional byl uzivan cesky zpivajicimi evangeliky
ve slovenskych Hornich Uhrach. Podrobné viz KOUBA, Jan: Slovnik staroceskych hymnografii (13.~18. stoleti),
Etnologicky ustav v.v.i., Kabinet hudebni historie, Praha 2017, s. 427-442 (dale KOUBA).

21) Tamtéz, s. 360-369.
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Cesky dekakord (1642).>* Alegorie desetistrunné harfy je v tomto pifpadé vztazena ke kon-
ceptualizaci rozdéleni kanciondlu do deseti dilt a vychazi z tradi¢ni symboliky ¢lenéni vy-
znani viry (Creda) do deseti ¢lanki?® K desetistrunnému ndstroji byval prirovnavan také
rizenec, jak doklada tisk kdzani Maximilidana R. Stosse, v némz jsou spolecné jmenovany
harfa, citara a zaltar jako ndstroje doprovazejici ,Pisen novou“?* Podobnym zpusobem se
objevuje symbol harfy, souvisejici s pojetim kancionalu jako zaltdre novozakonni liturgie,
napiiklad ve versované predmluvé uvadéjici prazsky Kanciondlek aneb Pisné krestanské
(1767).%

Po poloviné 17. stoleti se v nadkonfesnim ¢eskojazy¢ném prostredi ustaluje v titulech kan-
cionald slovo harfa, poc¢inajic Pilarikovou Harfou Davidovou (Trencin 1651)* a prazskym
zpévnikem Harfa mensi (cca 1695),% k nimz je treba priradit také nezvéstny, Jungmannem
zminovany tisk Harfa kazdého poboznyho clovéka krestanskyho.® V nekatolické exilové lite-
ratufe meél zna¢nou autoritu ,$palickovy” zpévnik Harfa novd, na hore Syon znéjici, vydany
Janem Liberdou (Luban/Lauban 1732).” Tato hojné dochovana ,Harficka“ byvala zmiro-
vana jako ,corpus delicti” usvédcujici tajné nekatoliky (,{/ Mezleckejch harfa lezi*)* a jeji
uzivatelé zvani familiarné ,novi harfenici“*

Zvlastnim clankem této rady je dvojice kancionali usporadanych jezuitou Antoninem
Konidsem,” a to ceskda Cytara Nového Zdkona (1727)* a némeckd Lobklingende

22) Cesky Dekakord neb Kanciondl na deset diliiv pres cely rok, Ji¥i Sipaf, Praha 1642. Knihopis 01853.

23) Podobny je i titul pozdéjsiho latinsko-chorvatského kanciondlu Cithara Octochorda (Zdhieb 1699
a dalsi vydani).

24) ,Tak jest rizenec Canticum novum, Pisen nova. Harfa, cythara libezné znéjici, zalar od desiti strun, chci fict
od svych desatek, zdaz taky riizenec vas slusné nemd nazvan byti? Nasledovné vy, pani bratfi a sestry, koli-
kratekoliv v tomto chrdmu Pané spolec¢né riizenec se modlite, zpivéte piser novou; chvdlite Pana na harfé a na
zaltdri desitistrunnym prozpévujte jemu [...]. “ STOSS, Maximildan Rudolf: Slavny a radostny viz deset tisiciv
mnohondsobny, tj.: Maria neposkvrnéné pocatd, ctitelii, téZ bratrii a sester svatého riizence rychld a hojnd spomocnice
[...], Jan Norbert Ficky, Praha 1737, s. [28]. Knihopis K15715.

25) ,,Kdyz slavnymu magistratu / to od Tejnskych literdtd, / v hlavnim staroprazskym mésté / byla jest pripsa-
na jesté (1657) / Harffa jen o sedmi striindch, / a ta jest v slusnych pficinach, / prijata, také schvdlena, / a k vy-
tisténd vydand, / poslez ten kur literdtsky, / vidice poboznost, z ldsky / tu harfu jesti rozmnozil, / v kancionalky
polozil, / kteréz jsou byli tlateny, z konzistofe dovoleny, (1709) [...].“ Kanciondlek, aneb Pisné kfestanské, Jan
Norbert Ficky, Praha 1767, s. [1]. Knihopis KO3741.

26) Harfa Davidova, Vaviinec Benjamin Vodhaje, Trencin 1651. Knihopis KO7175.

27) Harfa mensi, neb Pobozné pisné ranni, vecerni a rocni, Jezuitska tiskarna (V impressi akademické kolleje
Tovarysstva JeziSového bliz mostu), Praha s. a. [cca 1695]. Knihopis KO2905.

28) Harfa kazdého poboznyho clovéka kfestanskyho, libezny zvuk pisnicek, chval a dikicinéni, zddosti ku Pdnu Bohu,
neb liby zvuk harfy: pisné a modlitby pobozné k noci i ke dni v téhodni rozdélené. Knihopis KO2904.

29) KOUBA, op. cit. v pozn. 20, s. 229-239.

30) Piseri o bourlivych sedldcich, cit. podle: BILY, Jiti: Jezuita Antonin Konids: osobnost a doba, Vyéehrad, Praha
1996, s. 132 (d4le BILY).

31) ,,Nasi novi harfenici houdli [...].“ Viz Paméti Frantiska J. Vavdka, souseda a rychtdre milCického, z let 1770—
1816, ed. Jindfich Skopec, kniha druha (rok 1784-1790), V. Kotrba, Praha 1910, s. 1 (rok 1784).

32) Ke Koniasovu autorstvi viz KOUBA, op. cit. v pozn. 20, s. 198-204.

33) Cytara Nového Zdkona, pravého Boha v predrahych Kristové viry tajemstvich a v svatych jeho libo-zpévné oslavu-
jici, aneb: Pisné celo-rocni [...], V. J. Tybély, Hradec Kralové 1727. Knihopis KO4288 (a mnoho dotisk, posledni
1848; déle Konias 1727).
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Harffe (1730).3* Oba zpévniky byly vydany timtéz redaktorem u téhoz tiskare v rozmezi
tri let, dva roky nato vysla Liberdova Harfa novd. Koncept nazvu je objasnén v Konidsové
predmluvé, jejiz hlavni ¢ast je v obou jazycich identickd. Knihy jsou uvedeny alegorickou
dedikaci ukfizovanému Kristu, jehoz svaty Bonaventura a dalsi mystikové stiedovéku pri-
rovnavali k novozakonni Davidové harfé. Latinské slovo cithara zde prevadi Konia$ do
cestiny jako cytara,® ovéem v némecké verzi titulu a predmluvy pouzivd na analogickych
mistech slovo Harffe3* Tuto volbu pojmtt potvrzuje (nebo mozna i obhajuje) otisténim ci-
tatu zalmu (Z1 32,2), kde jsou latinské pojmy cithara a psalterium® prelozeny jako cytara
a zaltdr,® v némciné Harffe a Psalter® V némecké literature byl ekvivalent cythara — Harffe
konsenzudlni*® a vychazel z biblickych prekladii. Pii volbé ceského slova cytara Konias pa-
trné respektoval nedtislednost prekladateltt dobové autoritativni Svatovaclavské bible, ktei
Davidav nastroj prekladali jako harfu, ovéem v Zalmovych textech ponechavali cytaru. Zda
se pravdépodobné, ze Konids pokracoval v tradici titulti uzivajicich ndzvy nastroju v latinské
formé (Cithara Sanctorum, Cesky dekakord). Podobnost obou jazykovych verzi ovéem na-
znacuje, ze slova cytara a Harffe mohla znamenat tentyz néstroj.

Terminologicky exkurz: harfa, citara nebo lyra?

Viceznacnost pojmu cytara vychdazela z latiny, presnéji feceno z prifazovani novéjsich na-
stroju ke starym pojmum. Tento problém se odviji jiz od Vulgaty, kde bylo pro biblicky néstroj
kinor pouzito puvodné fecké slovo cithara, uzivané v antické literatufe pro ndstroj vyssiho
uméni. Podobné nahrady jsou sledovatelné v prekladech do dalsich jazykt, vcetné staro-
cestiny, kde David hrél Saulovi ,vezma huslicky"* Jesté na pocatku 17. stoleti si Vranci¢iav
pétijazy¢ny slovnik (Praha 1605)** pii prekladu latinského slova cithara vystaci s jednim
slovem v ital$tiné (cithara), chorvatstiné (gusle) a madarstiné (hegedii), zatimco dva razné

34) Lob-Klingende Harffe dess Neuen Testaments so den wahren Gott in den unaussforschlichen Geheimniissen dess
Christlichen Glaubens, und seine Heilige ehret und preiset, oder ein ausserlosenes Gesang-Buch [...], Wentzl Tibelli,
Koniggratz 1730 (dale Konids 1730).

35) ,,Nejlaskavéjsimu Vykupiteli, Jednorozenému Synu Bozimu, ukfizovanému Panu Jezisi, na dreveé kfize roz-
tazené cytare [...] Kterézto vécné Boha Otce Cytare tato Nového Zakona Cytara k vééné chvale pokorné se
pfipisuje.” Konias 1727, op. cit. v pozn. 33, s. [4].

36) ,,Dem Liebreichen Erléser, Eingebohrnen Sohn Gottes, Gecreutzigten Christo Jesu, der am Stammen des
Creutzes ausgespanten Harffen [...] Dieser Harffen dess ewigen Vatters, wird gegenwadrtige Lob-klingende
Harff dess neuen Testaments zum ewigen Lob demiithigst verehret. Konias 1730, op. cit. v pozn. 34, s. [4].
37),,Confitemini Domino in cithara; in psalterio decem chordarum psallite illi.

38) ,,Chvélu vzdavejte Panu na cytare, na zaltari o desiti strunich zpivejte jemu.“ Konids 1727, op. cit.
vpozn.33,s.[5].

39) ,,Singet d’Herrn auf’n Harffen, und preisset ihn auf diesen Psalter-Spiel von zehen Schnuren.“ Konids
1730, op. cit. v pozn. 34, s. [9].

40) Viz napf. THIELEN, Johannes Christoforus: Cithara Theologica, das ist: Geistliche Harffe [...], Sebastian
Gobel, Schleusingen 1683.

41) Litoméricka bible (Lit. 1. Reg. 16, 23), vice prikladil viz Vokabular webovy [online]. Dostupné z: https://
vokabular.ujc.cas.cz/ [cit. 16. 6. 2023].

42) VRANCIC (Veranzius), Faustus: Dictionarium septem diversarum linguarum, videlicet Latine, Italice,
Dalmatice, Bohemice, Polonice, Germanice et Ungarice [...], Jan Otmar Dacicky, Praha 1605. Knihopis K16665.
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nastroje uvadi v némciné (Zitter/Harfe), ¢estiné (cythara/harffa) a polstiné (citara/harffa).
Citaraedus je Cesky ,ktery na harfu hrd“.** Faberuv (Veleslaviniv) slovnik (1579) nicméneé
vyjmenovava ke slovu cithara tii ¢eské ekvivalenty: ,harfa, loutna, cythara’, citharaedus je
pak ,loutenista, kteryz na harffu aneb na cytharu hraje"**

Snahu o usporadani pojmu pri zachovani tradi¢nich latinskych slov doklada Musurgia
Universalis jezuity Athanasia Kirchera (1650),* kterda podava tplnou systematiku teh-
dejsich strunnych nastroju. Pojem cythara vyhrazuje pro hmatnikové néstroje, na néz se
hraje trsanim,*® a jejich vyobrazené druhy odpovidaji nastrojim dnes oznacovanym jako
cistry (¢ypus cytharae communis, typus cytharae germanicae et italicae) a kytary (typus
cytharae hispanicae).*” Snad proto, aby se vyhnul nam jiz zndmé zaméne, pouziva Kircher
pro harfu latinizovany pojem harpa. O tomto nastroji se vsak nikde podrobnéji nezmi-

nuje, pouze ji uvadi v typologii strunnych nastroja*®

a poté v notovaném prikladu, kde
svéfuje melodii cithate a basovou linku harfé, ¢cimz potvrzuje praxi pouzivéni harfy jako
generalbasového néstroje.*

O dalsich zaménach nas informuji bohemikalni slovniky 18. stoleti, kde je jiz vyslovné
odlisovana cythara/citera (némecky Zitter) od harfy (Harfe). Mauritius Vogt (1719) upo-
zornuje, ze pojem cythara mize znamenat jakykoliv strunny nastroj, vcetné klavesové-
ho nebo harfy (harpa).”® Cesko-némecko-latinské slovniky (Vusin 1706, Rohn 1768%) si
pro harfu vypujcuji jiny klasicky pojem /yra. Rohn v$ak zaroven poznamenévd, ze obecné
(vulgo) se v latiné lyra nazyva téz cythara a harfenik je cytaraedus, ovsem pojem lyra ozna-
¢uje rovnéz kolovratek® (ninéra, u Kirchera lyra mendicorum®*). Pozdéjsi hudebni slovnik

43) Tamtéz, fol. D3".

44)BASILIUS, Faber: Dictionarium linguae latinae, Jifi Melantrich starsi, Praha 1579, s. [176]. Knihopis K02402.
45) KIRCHER, Athanasius: Musurgia Universalis, sive Ars Magna Consoni et Dissoni, Ludovico Grignani, Roma
1650 (déle KIRCHER).

46) Tamtéz, Liber VI, s. 453.

47) Tamtéz, s. 477, Iconismus VII.

48) Tamtéz, s. 453.

49) Tamtés, s. 484-485.

50) ,,Cythara, varium instrumentorum aliis testudo, aliis harpa, aliis virginale, aliis clavicymbalum, aliis espi-
net, aliis crembalum, vel cymbalum.” VOGT, Mauritius: Conclave thesauri magnae artis musicae, Jifi Labaun,
Praha 1719, s. 3.

51) VUSIN, Kadpar Zacharia$: Dictionarium von dreyen Sprachen, teutsch, lateinisch und bshmisch, Kagpar
Zacharids Vusin, Praha 1706, s. 25, 64. Knihopis K16692.

52) ROHN, Johannes Carolus: Nomenclator artifex et mechanicus. To jest: Jmenovatel v trojifeci[...], dil 4, Johanna
Prasovd, Praha 1768, s. 49. Knihopis K14865.

53) ,,Kolovratek s jednou strunou, ktera se koleckem brousi, ze brinci. Lyra, -ae, f. Die Leyer von einer Saiten,
welche mit einem Radlein geschlieffen wird, das sie schnarret. Tamtéz, s. 49-50.

54) KIRCHER, op. cit. v pozn. 45, VI, s. 486.
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Jakuba Jana Ryby (1817) jiz rozliSuje v ¢estiné kytaru (chitarra)® a citeru (cithara) a pod timto
pojmem popisuje citeru, ktera se v jeho dobé stavala oblibenym domacim néstrojem.*®

V cestiné se tedy rozdélily pojmy citara a harfa timtéz zptisobem jako v némcing, a to
pomérné brzy (Faber 1579), ovsem dlouho jesté panovala nejednoznac¢nost dand respekto-
vanim biblickych prekladi. V latiné slo stdle o jeden pojem, a tak neni neobvyklé, ze jesté
v 19. stoleti se pod titulem Fundamentum pro pulsanda cithara instructio nachdzi priklad
rukopisné skoly urc¢ené pro harfu.””

latina | cestina | némcina
Kircher cythara (typus cytharae communis; germanicae et italicae, hispanicae)
harpa
iry [cythara] cytara, Harffe,
Konias 1727, 1730 [psalterium] zaltar Psalter
cythara citera Zitter
Vusin 1706 lyra harfa eine Harffe
lyricen harfenik Harffenist
cythara cythara die Zitter, ein musicalisches Instrument,
auf die Art einer Lauten, jedoch kleiner
Rohn 1763 vulgo cythara, lyra | harfa die Harffe
cytharaedus harfenik Harfenist, Harfenschliager

17. stoleti: harfa jako doprovodny nastroj vokalné-instrumentalni hudby
Hudebni prameny 17. stoleti jsou v Ceskych zemich pomérné vzacné a pii hledéni dokladi
o pritomnosti harfy je nutné nenechat se odradit absenci datovatelnych exemplara nastrojt,
zdznamu o jejich vlastnictvi v kostelnich inventdrich a notovych materiald. Do ur¢ité miry je
mozné pomahat si analogii s lépe zdokumentovanou situaci ve sttedomorskych a iberoame-
rickych zemich, kde byla harfa v 17. a 18. stoleti hojné vyuzivana jako dostupny continuovy
néstroj pro kostelni a domaci hudbu a z téchto prostiedi pronikla do hudby tane¢ni a lidové.>®
Ve stredni Evropé se zjevné vice prosadily strunné ndstroje hmatnikové a klavesové. Harfa
se nicméné objevuje v instrumentafi veétsich kapel,” a jesté Wernichova ucebnice (1772) se
dukladné vénuje hie continua na diatonickou a hackovou harfu.®

55) ,,Chitara, vl[asské] sl[ovo], kytara, (guitare), jest nastroj nahote a dole plosky, s dvojima stfevnima stra-
nama potahnuty, jenz ve Vlasich velice obliben jest, i u nds rovné velmi se zalibil.“ RYBA, Jakub Jan: Muzycni
slovnik, jenz vypovidd a vysvétluje cizi a kunstovnd slova, kterdz jsou v muzyce uvedena, in: RYBA 1817, op. cit.
v pozn. 10.

56) ,Cithara, lat. sl., cytara (Zither), téz zndmy nastroj, jenz vlastné obecnému lidu k vyrazeni slouzi. Tento
nastroj obzvldstné v Rakousich panuje.“ Tamtéz, s. 77.

57) Fundamentum pro pulsanda cithara instructio. Praha, CZ-Pnm VII A 221. Pramen pochdzi z poziistalosti hu-
debniho sbératele Antonina Buchtela (1804-1882).

58) SCHECHTER, John M.: The Indispensable Harp. Historical Development, Modern Roles, Configurations, and
Performance Practices in Ecuador and Latin America, The Kent University Press, Kent (Ohio) — London 1992.
59) K p¥itomnosti harfy ve videriské dvorni kapele viz GLUXAM, Dagmar: Instrumentarium und Instrumentalstil
in der Wiener Hofoper zwischen 1705-1740, Hans Schneider, Wien 2006, s. 635.

60) WERNICH, op. cit. v pozn. 9, s. 24-29, Vom Accompagnement des Generalbasses.
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St. Ignatius Received into Heavenly Glory / Sv. Ignac
pfijiman do nebeské slavy

Altarpiece of the Jesuit Church of St. Ignatius in
Prague, Johann Georg Heinsch, 1688 / Oltarni obraz
jezuitského kostela sv. Ignace v Praze, Johann Georg
Heinsch, 1688. Full view and detail of continuo group
(positive organ, bass viol, and harp) / Celek a vyrez

s continuovou skupinou (varhanni pozitiv, basova viola
a harfa)

Published with permission of the Church of St. Ignatius
parish administration / Publikovano s povolenim
duchovni spravy kostela sv. Ignace

Z Cech kolem roku 1680 mame nékolik bezpe¢nych dikazi o pouzivani harfy v tehdy
intenzivné péstované kostelni hudbé. Jeji samoziejmou pritomnost v instrumentéfi jezuit-
skych kolejnich kosteltt dokldda hlavni oltaini obraz z kostela sv. Ignace na Novém Mésté
prazském (1688) zndzornujici apotedzu sv. Igndce za pritomnosti hrajicich andélt. Kromé
trubacského souboru a péveckého sboru s ripieny zde muzeme vidét silnou continuovou
skupinu obsazenou teorbou, varhannim pozitivem, basovou violou a harfou. Casové blizky
je zaznam v didriu taborského dékana Bartoloméje Michala Zelenky,* ktery v roce 1680
vyslal skupinu zdkt do uceni hudbé. Kromé zpévu a housli je dal vyucit tak, aby ovla-
dali aplny instrumentar tehdejsi kostelni kapely, pficemz na prvnim misté jmenuje zaka
urceného vyslovné ,ad harfam“* Rovnéz pri pohostinskych hudebnich aktivitich v pre-
monstratském kldstefe Hradisko u Olomouce (1693) je dolozena hra ansamblu strunnych
néstroju s harfou.®?

61) ZELENKA, Bartoloméj: Diarium, mea propria manu scriptum, rukopis, 1679-1682, SOkA Tabor, sign. 1499/1.
Za zprostiedkovani tohoto pramene autor dékuje Zdetiku Zaludovi.

62) ,,Daniel Pokorny determinatus est ad Harfam ut in ea disceret praeter fides et vocem.“ Dva dalsi byli uréeni
,praeter fides et vocem® (kromé houslia hlasu) ,,ad cornua“ (v této dobé mnohem spise cinky/cornetti nez les-
ni rohy), dva ,,ad gambas®, tfi ,,ad tubas ductiles” (k pozountim). Tamtéz, sine pag., 1. ledna 1681. Edice textu
viz THIR, K.: Z denniku Bartoloméje Zelenky, dékana tdborského 1680-1682, X1V, in: Zprava o méstském museu
averejné knihovné v Tabore za rok 1910, Tabor 1911, s. 17-18.

63) Z roku 1693 je zde zapsana zprava o hudbé na housle, harfu, gambu, galizonu a violon, béhem obéda se
pak hralo na dvoje housle, harfu, galizonu, gambu a violon. SEHNAL, Jifi: Hudba v premonstrdtském kldstere
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O dobrou generaci drive se vsak objevuji nepfimd, zato vsak hojna literarni svédectvi
o pritomnosti harfy ve vokalné-instrumentalni hudbé. Mezi nimi mély nejvétsi recep¢ni po-
tencidl duchovni pisné v baroknich ¢eskojazyc¢nych kanciondlech. Nejvice odkazi je mozné
zaznamenat v pisnich Adama Michny z Otradovic.* Jiz jeho prvni sbornik Ceskd maridn-
ska muzika (1647) obsahuje vano¢ni pisné, pozdéji hojné pretiskované a zlidovélé, v nichz
je harfa nastrojem v rukou andélu (Aj andélé pisnicky / na harfy na houslicky / zpivaji...)*
i jednou z exaltovanych apostrof (O loutno md, 6 labut md, / miyj slavicku, / nynej, libezna
harfo md, / cymbdlicku).®
soucast karu. Se znalosti dobového instrumentare ji Michna jmenuje spolu s citerou (Vsech

V pozdéjsi Svatorocni muzice (1661) figuruje harfa obvykle jako

ndstrojové kiirii, / harfy, cithary vzhiiru, / at jsou, at zni cimbdlky, / loutny, trouby, pistalky)®”
nebo houslemi a loutnou vedle trubacského sboru (Jiz at housle, harfy, loutny / zni vesele, /
pozouny, trouby i bubny / at zni sméle), pripadné v podobné funkci s cimbéalem (Na bubny,
trouby, pistaly, / houslicky, harfy, cimbdly, / zahrejme vesele).®® Harfa a citera se poté stala
pevnou soucasti vanocnich pisni sifenych kramarskymi tisky.*” Podobné obsazeni ovsem
potkavame také pozdéji v pisni ,Rozjimani o pekle” ™ kdysi pripisované Konidsovi,”! v niz
jsou mezi symboly luxusu a zmareného Casu vypocitavany téz harffy, loutny, cytarice.”

18. stoleti: harfa nastrojem solist a virtuosti

Zminky o harfé jako s6lovém nastroji se v bohemikalnich pramenech mnozi ve druhé po-
loviné 18. stoleti. I presto, ze hackovy mechanismus neumoznoval dokonalou chromatic-
kou hru, byla harfa cenéna pro své moznosti dynamiky a vyrazu, kterymi predcila tehdejsi

Hradisko u Olomouce v letech 1693-1793, Casopis Moravského muzea. Védy spolecenské, ro¢. 76,1991, & 1-2,
s.185-225.

64) Tyto pisné byly piivodné vicehlasé a urcené pro maridnské sodality sdruzujici absolventy jezuitskych
skol, ovsem pozdéji byly prejlmany do jednohlasych lidovych kancionalii a dlouhodobé tradovany. Vice viz
SKARPOVA, Marie: ,, Mezi Cechy, k poboznému zpivdni ndchylnymi. Steyeriv Kanciondl Cesky, kanonizace hymno-
grafické paméti a utvdreni katolické identity v 17. stoleti, Univerzita Karlova, Filozoficka fakulta, Praha 2015 (dale
SKARPOVA), 5. 159-161, 174-175.

65) MICHNA z Otradovic, Adam: Ceskd maridnskd muzika, Jezuitska tiskarna, Praha 1647, ¢. 4, Vdnocni rozto-
milost, strofa 13. Knihopis KO5558.

66) Tamtéz, ¢. 2, Vdnocni noc, strofa 5.

67) MICHNA z Otradovic, Adam: Svatorocni muzika, Jezuitska tiskarna, Praha 1661, ¢. 10, Item jind o narozeni
Pdna Krista, strofa 4. Knihopis KO5559.

68) Tamtéz, ¢. 33, O slavném vzkriseni Pdna Jezu Krista.

69) ,,Simku s citerou, Matéji s harfou, at mate muziku celou®. Cit. podle: ZIBRT, Cenék: Z koled sebranych od
Julia Fejfalika, Cesky lid, ro¢. 28,1928, s. 92-99, zde s. 97.

70) Rozskleb se tlamo pekelnd. Pisef, otisténd poprvé v ,,Kancionale Ceském® V. M. Steyera (21687) je prebas-
nénim latinské a némecké predlohy, k autorstvi viz SKARPOVA, op. cit. v pozn. 64, s. 425.

71) BILY, op. cit. v pozn. 30, s. 209.

72) ,,Usi, kterézto v muzice / libé svou rozkos mély, / harfy, loutny, cytafice / velmi rady slysely, / v nafikani,
st&%ovdni, / v pladi sviij kontent maji, / sarabandy a koranty / smutné jim &erti hraji.“ Cit. podle: ZIBRT, Cengk:
Z déjin tance v Cechdch, Svétozor, ro¢. 23,1889, ¢.10 (25.1.), s. 115.
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klavesové ndastroje. Jak zpétné dosvédcuje Wernich (1772), jeji obliba se tehdy ve stredni
Evropé nachdzela v zenitu a prekondna byla az rozsifenim fortepiana.”

O prvni generaci harfistti ¢eského ptivodu jsme informovani slovnikem J. B. Dlabace, kte-
ry své udaje ziskaval od pamétnikd. Jeho biografie umélct naznacuji, ze harfa byla obvyk-
le jednim z nastrojit multiinstrumentalisti. Znamy je priklad Floriana Gassmanna (1729—
1774)," ovsem Dlaba¢ uvadi i dalsi dobové zndmé mistry tohoto nastroje.” Mezi nimi vynika
Eustach Grund,” bratr prazského malife Norberta Grunda, a Franz Joseph Ekhart z Teplic,
ktery se mél proslavit v Rimé jako varhanik v bazilice sv. Petra a zaroven jako harfista papeze
roku 1750, ktera zazila posledni roky jezuitskych skol pred jejich uzavienim (1773)" a na
konci 18. stoleti ptisobila na raznych evropskych dvorech. Obzvlasté vyznamné se harfis-
té ¢eského pavodu uplatili v Pafizi (Jan Ladislav Dusik, Jan Kititel Krumpholz,” Volbert
Fischer®), kde byl tento nastroj populdrni diky kralovné Marii Antoinetté (1755-1793), kterd
prisla z Vidné jako dobra harfistka.

Pri snaze sledovat cesty $ifeni nastroje do véech vrstev spolecnosti je tieba vénovat pozor-
nost vicekrat jiz zminénym jezuitskym gymndziim a kolejim. Z nich kazdoro¢né vychdzeli
vzdélani instrumentalisté, ktefi se uplatnovali v rozmanitych hudebnich i nehudebnich pro-
fesich, jak bylo pripominano v 19. stoleti* a jak bylo explicitné prokazano napriklad u histo-
rie lesniho rohu a ¢eskych hornisti.*? Po zaniku predosvicenského hudebniho vzdélavani,
k némuz doslo pti skolskych reformach v sedmdesatych letech 18. stoleti, je vyuka hry na
harfu portiznu potvrzena u soukromniki, pozdéji v nizsich skolach a zaopatiovacich usta-
vech. Na prazské konzervatori byla harfova tfida oteviena roku 1830.%

Z konce 18. stoleti mame jiz prvni zpravy o harfistkach, zpoc¢atku hlavné reholnicich nebo
¢lenkach vétsich hudebnickych rodin. Talentovanou harfistkou méla byt Veronika Dusikovd,
rozena Stébetova (1735-1807), a jeji dcera Katerina Veronika Dusikovéa-Cianchettino (1769—
1833). Znamou se stala historie sester Podleskych z Berouna, které se svou matkou podnikaly

73) ,,Die Harfe war eben so beliebt wie heute das Piano zu einer Zeit, wo sie selbst sich noch im Zustande der
dussersten Unvollkommenheit befand, heutzutage wo die Kunst sie auf eine kaum noch zu iibersteigende
Stufe gebracht hat, wird die Harfe vernachlassigt!“ WERNICH, op. cit. v pozn. 9, s. 6.

74) DLABACZ, Johann Gottfried: Allgemeines historisches Kiinstler-Lexikon fiir Bohmen und zum Theil auch fiir
Madihren und Schlesien, G. Haase, Prag 1815, sv. I, s. 445 (ddle DLABACZ).

75) Napt. Facek, houslista v Hannoveru. Tamtéz, sv. I, s. 373-374; Medovsky, tamtéz, sv. I, s. 294.

76) Tamtéz, sv. I, s. 508-5009.

77) Tamtéz, sv. 1, s. 365.

78) Napt. Florian Gassmann studoval jezuitské gymnazium v Chomutové, Volbert Fischer v Jindfichové Hradci.
Viz tamtéz, sv. I, s. 405.

79) Tamté?, sv. 11, s. 144-146.

80) Tamtéz, sv. I, s. 405.

81) MELIS, Emanuel: Stav hudby v 18. stoleti v Cechdch, Dalibor, rot. 4, 1861, &. 2 a daléf, 12 ad., zde s. 20.

82) Horace Fitzpatrick sleduje zivotopis prvnich generaci ¢eskych hornistt a vyslovuje domnénku, ze mnozi
z nich prosli jezuitskou koleji v Kutné Hore. FITZPATRICK, Horace: The Horn and Horn-Playing and the Austro-
Bohemian Tradition from 1680 to 1830, Oxford University Press, London 1970, s. 14, 55, 97.

83) ZUNOVA-SKALSKA, Marie: Pispévek k déjindm naseho harfového uméni, in: Vaclav Holzknecht a kol.:
150 let prazské konzervatore. Sbornik k vyroci istavu, Statni hudebni vydavatelstvi, Praha 1961, s. 126.
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cesty do Lipska. Tekla Podleskd (1764—-1852) se svymi sestrami®* nechala poridit v Lipsku
svému uciteli Johannu Adamu Hillerovi pomnik,® na némz nechybélo vyobrazeni harfy.®

Obliba harfy je dolozena téz mezi duchovenstvem, predevsim mezi cleny ¢innych radd, jako
byl napriklad Dlaba¢em zminovany dominikan Josef Aujesky nebo milosrdny bratr Primitivus
Némec.¥” O jeji pritomnosti v klauzurovanych kldsterech vime diky zdokumentovanym hu-
debnim aktivitim v klastefe a nemocnici prazskych alzbétinek,* kde byla prinejmensim jedna
harfa,* koupena roku 1759 spolec¢né s violou d'amore.”® Ve vlastnictvi klastera jsou dochovany
dvé diatonické harfy z 19. stoleti.” Nezvéstna je dnes rukopisna skola hry na harfu, podle kni-
hovniho zdznamu sepsand Janem Burianem? a vénovana sestre Marii Emanuele.”® Z konventu
vorsilek v Kutné Hore, které provozovaly divci skolu, je dochovan dvojlist se vzacnym prikla-
dem nékolika harfovych kust, snad instruktivnich, z prelomu 18. a 19. stoleti.”*

»Zemé housli a harf* a pocatky ceského harfenictvi

Zdomécnéni harfy ve véech vrstvach spolecnosti, které se stalo typickym pro prvni polovinu
19. stoleti, je ve stiedni Evropé zpétné sledovatelné jiz o nékolik generaci difve. Znamé je sve-
dectvi Josepha Haydna o jeho otci Matthiasovi (1699-1763), ktery se jako mlady tovarys na-

95

udil hrét na harfu® a na ni pak doprovézel spole¢ny zpév rodiny.”® Autor hudebniho cestopisu

84) Barbora (Aloisia) a Alzbéta Podleska vstoupily k prazskym alzbétinkdm, Anna Aquinata k dominikdnkam,
Marie Anna se provdala do Magdeburgu. Podrobnéji viz tamtéz, sv. I, s. 405.

85) O tomto Cinu se zminuje Robert Schumann (1838) jako o anonymné podaném pribéhu Ctyf chudych se-
ster z Cech. SCHUMANN, Robert: Monument fiir Beethoven. Vier Stimmen dariiber, Neue Zeitschrift fiir Musik,
Jhrg. 4,1836,No.51(24.6.), s. 212.

86) Pamétni deska z nékdejsiho pomniku je dnes zasazena do zdi kostela sv. Tomdse v Lipsku.

87) DLABACYZ, op. cit. v pozn. 74, sv. 1, . 389.

88) MICHL, Jakub: Hudebni kultura v konventu alzbétinek na Novém Mésté prazském, disertacni prace, Univerzita
Karlova, Filozoficka fakulta, Praha 2018 (dale MICHL).

89) Tamtéz, s. 56.

90) ,,Kirchen AuRgaaben Vor daR Jahr Christi 1759. [...] Vor 1 Harffen und Viola d’amor zum Chor 11. [fL.]
Narodni archiv (NA) Alzbétinky, kn. 39, cit. podle MICHL, op. cit. v pozn. 88, s. 83.

91) Tamtéz, s. 61.

92) Pravdépodobné se jednalo o Jana Buriana, od roku 1830 prvniho profesora harfové tfidy na prazské kon-
zervatofi. Viz KOTASOVA, op. cit. v pozn. 5, s. 26.

93) Viz Praha, Souborny hudebni katalog, CZ-Ppmb: Harfen-Schule von F. J. Burian aus besonderer Hochachtung
gewidmet der Ehrwiirdigen Geistlichen Jungfrau Emanuela aus dem Orden der Elisabethinerinen zu Prag. Viz
MICHL, op. cit. v pozn. 88, s. 61.

94) Harfenstiicke, CZ-Pnm, fond Kutnd Hora-Vorsilky, sign. Hr. 63.

95) ,,Mein sel. Vatter wire seiner Profession ein Wagner, und Unterthan des Grafen Harrachs, ein von Natur
aus grosser Liebhaber der Music. Er spielte ohne eine Note zu kennen die Harpfe, und ich als ein Knab von
5 Jahren sang ihn alle seine simple kurze Stiicke ordentlich nach, dieses verleitete meinen Vatter mich nach
Hainburg zu den Schull Rector meinen anverwandten zu geben, [...].“ Cit. podle: POSTOLKA, Milan: Mlady
Joseph Haydn, jeho vyvoj ke klasickému slohu, Panton, Praha 1988, s. 14.

96) ,,Sein Vater, ein armer gemeiner Wagner (Radmacher), hatte auf seiner Wanderschaft zu Frankfurt am
Mayn die Harfe spielen gelernt. Wenn der Sonntag kam und der arbeitsammen Familie Ruhe brachte, griff
er zur Harfe, spielte seine Lieder ab, und Haydns Mutter sang dazu. — Noch in seinem hochsten Alter wuss-
te Haydn fast alle diese Lieder auswendig.” Cit. podle: ARNOLD, Ignaz Ferdinand: Joseph Haydn: eine kurze
Biographie und dsthetische Darstellung seiner Werke, J. C. Miiller, Erfurt 1810, s. 11.
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z roku 1773 Charles Burney * se v Cechach zminuje o pouli¢nich harfenicich.®® V Praze mu
kapela s harfou zahrala zastavenicko a vyprovokovala ho ke zndmé tvaze o schopnostech
a moznostech uplatnéni ¢eskych hudebnik.”” Za dobu obecného rozsiteni harfy jako do-
stupného doprovodného néstroje se poklada posledni tietina 18. stoleti. Wernich (1772)
povazuje za centra vyroby hackovych harf Viden, Prahu a Berlin.* Zminuje se téz o po-
uzivani puvodni diatonické harfy, kterou nazyva harfou Davidovou, a s nelibosti pozoruje
jeji tpadek v rukou diletantskych harfeniki'” Podobny soud zname z pozdéjsiho ¢eského
spisu Jakuba Jana Ryby (1817),"* ktery hovori jednak o ,slavnosti, vdznosti a uslechtilosti
Davidova nastroje, jednak o soucasné realité: ,[...] vsak béda! ze tak tiize nemotornou rukou

zlehcen byva."'”

Karel S. Amerling pozdéji ohlésil, ovsem nerealizoval velkorysé pojednani
o hudbé, do kterého hodlal pojmout kapitolu nadepsanou jako ,Anthropologické pozorovini
pricin a oucinkii klesnuti cimbdlu a harfy ku konci 18tého stoleti v Cechdch, tak jako oblibeni
flasinetlu cili kolovrdtku v 19tém stoleti***

Rozsireni prenosné hackové harfy mezi neprofesionalni hudebniky bylo pravdépodobné
prvnim krokem ke vzniku ceského harfenictvi, znamého v Evropé 19. stoleti. Jeho pocatky
je treba hledat v dobé reforem Josefa II. (1781-1791). Rizna svédectvi se shoduji na tom, ze
ruseni cirkevnich instituci prineslo zanik dosavadni sité hudebnich center. Publikum pfivy-
klé hudbé pak zacalo ve velkém vyhledavat divadla, jesté vice vsak hostince a tanec¢ni sély.
Alfred Waldau (1859) se vyjadiuje o konci 18. stoleti jako o ¢ase vseobecného rozsifeni
tanec¢ni hudby a tane¢nich pisni. Pravé v této dobé mély vznikat vesnické kapely podle vzoru

97) BURNEY, Charles: The Present State of Music in Germany, the Netherland, and United Provinces, or The Journal
of a Tour through those Countries, undertaken to collect Materials for a General History of Music, Vol. I, J. Robson —
G. Robinson, London 1773.

98) ,,At Budin [= Budyné nad Ohfi], the next stage, I found a music school; and heard two of the poor boys
perform in the street, one on the harp, and the other on the triangles, tolerable well.“ Tamtéz, s. 17-18.
99),,[-..] Indeed many of those who learn music at school go afterwards to the plough, and to other laborious
employments; and then their knowledge of music turns to no other account, than to enable them to sing in
their parish-church, and as an innocent domestic recreation, which is, perhaps, the best and most honourable
use, to which music can be appropriated.“ Tamtéz, s. 10.

100) WERNICH, op. cit. v pozn. 9, s. 3.

101) ,,Die Davidsharfe hat seit geraumer Zeit nur sparsam Liebhaber gefunden, und besonders ist daran die
gemachte Einwendung schuld, dass dieselbe ein unvollkommenes und zu geschickt gesetzten Musiken nicht
taugliches Instrument sei. [...] Dennin der That, die grosste Anzahl der Harfenisten sind armselige Stiimpfer,
die nur das Ohr des Pobels mit rauschenden Tadnzen entziicken; einem Kenner aber nicht die geringste
Genugthuung verschaffen.“ Tamtéz, Vorbericht, s. [1]-[2].

102) RYBA 1817, op. cit. v pozn. 10.

103) ,,Arpa, vl. sl., franc. L’Harpe, harffa (Harfe). Tento starobyly nastroj hudebny jest dvojiho druhu. Jeden
jest dratovymi strliny z pravé i z levé strany potazen, mezi kterymi ptida pro rezonanci (Resonanzboden) polo-
Zena jest; tento harfenni druh slove stolni harffa (Tischharfe). Druhy pak druh harffy jest obycejna harffa, kte-
rou dobie zname, a ta slove Davidova harfa (Davidsharfe). Slavnost, vaznost a uslechtilost vtomto hudebném
nastroji panuje; véak bédal Ze tak tiize nemotornou rukou zlehéen byva. Krumpholc, rodem Cech, nejenom za
nejdokonalejsiho mistra tohoto instrumentu v Pafizi drzan a vazen byl, nybrz i se snazil ten hudebny ndstroj
k nejmoznéjsi dokonalosti pfivést. Ont jest ten, ktery k harffé dvojiho pedalu pfidal.“ Tamtéz, s. 73.

104) AMERLING, op. cit. v pozn. 11, s. 357.

105) WALDAU, Alfred: Bohmische Nationaltiinze. Culturstudie, Hermann Dominikus, Prag 1859 (ddle WALDAU).
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hlavniho mésta. Cechdm se pry tehdy prezdivalo ,Land der Geigen und Harfen:'% Kritictéji

vzpomina v roce 1861 na tytéz procesy Emanuel Melis: ,Klesdni vokdlni hudby nejdrive bylo
cititi a zdatni instrumentalisté zacali poznendhla ridcimi se stdavati. Nikdy se viastné vice
nedrnkalo a nefidlalo, nez prdvé v tomto case, ale nikdy se obecenstvo neuspokojilo také tak
snadno se skladbami prostiedni ceny a mélkymi vytvory hudebnimi jako v ten éas. Diitkladni
ucitelové hudby stavali se ridkymi a jelikoz se ucilo hudbé jen pro vyrazeni, mnoho se ji nevsi-
malo a daleko se nesmérovalo"”

Od konce 18. stoleti se v aristokratickém a meéstanském prostredi prosadila harfa pedélo-
v4, umoznujici iplnou chromatickou hru.'® Nevytlacila vsak levnou, odolnou a lehkou harfu
hackovou, kterd se osvédcila jako optimélni prenosny nastroj do plenéru a spole¢né s kyta-
rou se stala oblibenym doprovodnym ndstrojem pro zpév a tanec. V Praze, podobné jako
ve Vidni, méli harfenici stalé misto v hostincich a zahradnich restauracich. Na vyro¢nich
slavnostech v okoli Prahy byli vnimani jako odeddvna pritomni, jak svéd¢i napriklad text pis-
né o Fidlovad¢ce zapsany Vaclavem Krolmusem (1847)'% nebo vypraveni starého harfenika
v pozdéjsi povidce Jakuba Arbese.!® Spolecenské povinnosti prilezitostného harfenika, je-
hoz motivaci nebyla nouze, vérohodné rekapituluje basen Frantiska Ladislava Celakovského
Spokojeny harfenik™ Potvrzuje dobovou nepostradatelnost harfy pii predmeéstskych

114

slavnostech,"? venkovskych tane¢nich zabavach,"® pfi zpévu duchovnich pisni,"™* jakoz

106) ,,So war es in der Hauptstadt, so war es in kurzer Zeit auch am Lande. Fast jedes Dorfchen in dem Lande
der Geigen und Harfen‘ besass bald sein eigenes Orchester, das die verschiedensten Tanzstiicke mit der gross-
ten Taktfestigkeit und Pracision vorzutragen verstand und zur Bewahrheitung der Thatsache beitrug, das zu
Ende des vorigen Jahrhunderts in keinem Lande Europa’s die Tanzmusik in einer so glinzenden Bliite stand,
als eben in B6hmen.“ Tamtéz, s. 84.

107) MELIS, op. cit. v pozn. 81, ¢. 9, s. 70.

108) KOTASOVA, op. cit. v pozn. 5, s. 26.

109) ,,0d davnych let ten den slavim / at fekne Zena, / kdyZ tam s harfou chodivala / stard Mafena [...].
KROLMUS (Sumlork), Vaclav: Staroceské poveésti, zpévy, slavnosti, hry, obyceje, slavnosti a ndpévy ohledem na bd-
jeslovi Ceskoslovanské, ¢ast 2, K. Vetterl, Praha 1847, s. 143.

110) ,Vylet Prazanii do Sérky nebo do tidoli Svatoprokopského nebo kamkoli jinam byl bez kytary nemozny,
anehral-li na misté, kde se vyletnici rozhostili, harfenik nebo harfenice, nudili se (icastnici vyletu jako nyni bez
zabavy vibec. Zacasté také harfenici na takové vylety byli zvdni. [...] Na vSech poutich, na vSech cestach ve-
doucich k poutnickym mistim vidéls tehda mnozstvi harfenikv, a krémy a pokoutni kavarnicky Prazské — ve-
likych kavaren jako nynitehda v Praze jesté nebylo — byly beze hry na harfu pusty. [...] VSim tim ovSem nechci
nic jiného ¥ici, nezli ze byla tehda harfa ndstrojem tak oblibenym, ze nynéjsi pokoleni nemiize si o tom uciniti
vice pravého pojmu.“ ARBES, Jakub: Zborcené harfy ton, Svétozor, roc. 20, 1886, ¢. 26, s. 407 (ddle ARBES).
111) CELAKOVSKY, Frantisek Ladislav: Spokojeny harfenik. 1821, in: Frant. Lad. Celakovského spisii basnickych
knihy Sestery, Spisti musejnich ¢islo XXVIIL, Kronberger a Rivna¢, Praha 1847, s. 243-244.

112) ,Rad opustiv s jara méstské hradby, / kde pod zdkonem i veseli, / venku, kde se svéti hody, svatby, / har-
fenik se privtéli.“ Tamtéz, s. 244.

113),,Ave svatek hlucné radovénky, / prace pot kde chase nahradi, / tu, kde zdravé plesi vesnicanky, / harfenik
rad zavadi.“ Tamtéz, s. 244.

114) ,,Sam predc nejradéj se s harfou bavi, / hové smutku v stinné kfoviné; / nebo Tviirce v svaté hrize slavim
/ privecerni tisiné.“ Tamtéz, s. 245.

112 Musicalia 1—2 / 2023



Od Davidovy harfy k ceské harfé — harfa v bohemikdlnich literdrnich pramenech 16.-19. stoleti

i vecernich zastavenickach a serendddch."® Rovnéz bylo povazovano za samoziejmé, ze ,|...]

kazdd viska musi hudbu miti, byt by se jen na harfu neb na kolovrdtek provozovala:™®

Prisecnické a nechanické centrum cestujicich harfenickych kapel
Svébytné spolecenské prostredi, diky némuz se rozsitil a v celoevropském povédomi etablo-
val ¢esky typ harty, predstavovali cesti cestujici harfisté zvani harfenici (Harfner) a harfenice
(Harfenmaédel). Tato profese byla ptivodné vnimaéna jako vychodisko z akutniho nedostatkuy,
pozdéji se ji vénovaly celé zchudlé regiony. Priciny jejiho vzniku je tieba hledat v obecném
rozsifeni tohoto nastroje a posléze v tézké situaci nemajetnych lidi po koali¢nich valkach
(1793-1815) a dalsich vale¢nych udalostech (1848, 1866). Postupné vznikla dvé centra,
v nichz se harfenictvi stalo dlouhodobym zdrojem profesionalizované obzivy a kde se také
vyvinuly dva nejvyraznéjsi konstrukéni typy ¢eské harfy. V prvni poloviné 19. stoleti se nej-
vyznamnéjsim centrem harfenictvi stala Prise¢nice (Pressnitz) v Krusnych horach. Mistni
legenda'” odvozovala tradici od katastrofalniho pozaru mésta v roce 1811. Prvni prise¢nické
harfenice, které v nouzi sehnaly prostiedky na obnovu mésta, se mély svému uméni naucit
od zaku zdejsiho starosty Ignaze Waltera (+ 1799), jemuz bylo pro jeho umeéni prezdivano
»Konig David“"® Prisecnické harfenictvi bylo specifické tim, ze tyto ,Harfenmédel® po-
chazely z méstanskych rodin a jejich vydélecné cesty nasledovaly prikladu solistek, které
cestovaly po panovnickych dvorech s povésti virtuostt."’ Vyjimecnost krusnohorského re-
gionu je neptimo dolozena popisem korunovaé¢nich slavnosti v Praze roku 1836, kam kaz-
dy kraj Ceského kralovstvi vypravil stylizovanou selskou svatbu. Od tradi¢nich dudéckych
muzik a novych dechovych kapel se odligoval pouze Zatecky kraj, ktery vyslal typickou
regiondlni hudbu v poddani zpévacek a harfenic.”® Prise¢nickd harfa a profese cestovnich
kapel se pozdéji rozsifila na $irsi region Krusnych hor, pozdéji téz na vychodoceské hory
a Sumavu.”” S rozvojem dalkové dopravy jejich cesty obsdhly cely némeckojazyény svét, ale
i Asii a Ameriku.'2

Druhé centrum organizovaného harfenictvi s celosvétovou ptisobnosti vzniklo o nékolik
generaci pozdéji v ¢eskojazy¢nych Nechanicich. Také zde byla po¢ate¢nim impulzem nahld
ztrata zivobyti, v tomto pripadé udalosti cervna 1866, kdy se tehdejsi nechanicky okres stal
bojistém bitvy u Hradce Kralové. U vzniku mistni tradice nestali cestujici virtuosové, nybrz

115) ,,A kdy prestane jiz slunce plati, / vSe kdy blazi snii lehounka moc, / spésim s harfkou nejmilejsi vzdati /
sladkou, blahou dobrou noc.” Tamtéz, s. 245.

116) [MELIS, Emanuel]: Svétskd a kostelni hudba na venkové, Dalibor, ro¢. 5,1862, ¢.13 (1. 5.), 5. 91.

117) Viz THYM-HOCHREIN, op. cit. v pozn. 3, s. 509.

118) WURZBACH, Constant von: Ignaz Walther [heslo], in: Biographisches Lexikon des Kaiserthums
Oesterreich, dil 53, k. k. Hof- und Staatsdruckerei, Wien 1886, s. 23-24.

119) Podrobné viz tamtéz.

120) KURFURST, op. cit. v pozn. 15, s. 767-770.

121) Na Sumavé jsou na prelomu 20. stoleti doloZeny harfenické rodiny Pribilii z Knizecich Plani (Fiirstenhut)
a Elenderti z Horské Kvildy (Innergefild). https://www.kohoutikriz.org/autor.html?id=hilgar [2023]. Za upo-
zornéni autor dékuje Daniele Kotasové.

122) Podrobné viz THYM-HOCHREIN, op. cit. v pozn. 3.
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ucitel Josef Maly, od roku 1841 vyuéujici hudbu v détské opatrovné zalozené hrabénkou

124

Harrachovou.'” Podle vzpominek pamétnika'** zacala historie centra jiz pozarem zamku

v Sadové (1844), rozhodnutim presunout centrum panstvi do Nechanic. Kritce nato doslo

ke zruseni patrimonidlni spravy (1850) a tim i k zaniku dosavadnich moznosti vydélku.'”

126

V romanu Karla Jondse ¢ se ddle vypravi o prvnim organizdtorovi harfenickych vyprav, kte-

ry predtim pracoval v Krusnych horach a sjednaval obchody v Rusku.”” Cilem organizova-

nych vyprav z Nechanic se staly nejprve slovanské zemé Rakouska, po zptisnéni pravidel pro

zivnostenské koncese pak predevsim Turecko a Rusko.'?

Zivobyti cestujicich harfeniki
Harfenici hledali obZivu predevsim v zemich, kde nebyla tak silnd sit méstskych a vesnickych
kapel jako v Cechach a Rakousku, a proto byli cestujici hudebnici kazdoro¢né ocekavani pii
vyrocnich slavnostech. Presto je i na ceském a moravském venkové dosvédcen konsenzus, ze
se cestujici hudebnici uplatnili kdykoliv, kdy nehrala mistni kapela.” Zavedeny zptisob na-
vstévy harfenic ve stredoceské obci najdeme zivé vyliceny v povidce Vitézslava Hélka."*

Po poloviné 19. stoleti je mozné pozorovat vyrazny upadek spolecenské prestize harfy.
Vzacné konkrétni svédectvi podavd Jakub Arbes ve své povidce Zborcené harfy ton, v niz
131

nechavd vypravét starého harfenika o nékdejsi prestizi nastroje' a jeho soucasném propadu

z nejvétsiho vysluni az do prostiedi spolecenské spodiny.”** Arbestv harfenik mluvi o zmé-

123) Vice viz KLENHA 1998, op. cit. v pozn. 4, s. 55.

124) Tamtéz, s. 52-53.

125) Tamtéz, s. 55.

126) JONAS, Karel: Zebrochtivci. Romdn z vychodnich Cech, A. Neubert, Praha 1916 (dale ]ONAé).

127) Podrobné viz KLENHA 1998, op. cit. v pozn. 4, s. 52-53.

128) V roce 1902 mélo byt na Nechanicku registrovano 209 harfenistarskych firem a v jejich sluzbdch se Zzivit
kolem 1200 lidi. Vice viz KLENHA 1998, op. cit. v pozn. 4, s. 66—67.

129) Viz naptiklad BIMKOVA, Milada: Gajdosi a harfenici v 19. stoleti na Hodoninsku, in: Jizni Morava. Vlastivédny
sbornik, sv. 7, Muzejni a vlastivédna spolecnost, Brno 1971, s. 210-212 (dale BIMKOV;’:\).

130) ,,Harfenice a s nimi mnoho chasy, ktera se jesté pozdéji vracela z poli, vstoupily na pramici. Zahrdly né-
kolik akkord(i; déti na druhém brehu ztichly, na nejvys jedno druhému Septajice: ,Uz hraji!* Hudebnik u nas
vzdycky hraje, kdyz se prevazi, a privoznik by za cely svét od ného nevzal penéz. Hudebnik jest vSude vitan,
a rozveseli-li zkormoucené srdce, plati to vic, nezli penize. Hudebnik je svobodny jako ptak a, a plati tim, co
ma — zpévem a hudbou. Kdyz byly uz hodny kus od brehu, spustily harfenice: ,Kdyz mésicek spanile svitil---".
Chasa na pramici poslouchala — sotva kdo dychal, a déti na druhém brehu ani nedutaly. Harfa a zpév vecer
na vodé md néco zvlaété krasného do sebe.“ HALEK, Vitézslav: P¥voznik, in: Spisy Halkovy, dil 5, E. Grégr,
Praha 1883, s. 75-76.

131) ,V dobé, kdyz jsem zivot ten zahdjil — a na to nesmim zapomenouti — ovéem nebyla hra na harfu tak za-
pomenuta, ba profanovana, jako jiz asi po dvacet a snad i tficet rokiiv a obzvlasté za nasich dob, kdy poklada
se harfa za nastroj osumély a harfenik jaksi za nejposlednéjsiho mezi Sumafi, jenz budi svym brinkanim jen
opovrzeni. Tehda harfa a dobry harfenik nebo harfenice pozivali jesté vaznosti; hra na harfu odpovidala jaksi
celému dusevnimu, zadumciveé trpnému stavu celého niroda. Hra na harfu nebo alespon na kytaru, kterd byla
podobné oblibena, péstovana horlivé, ba vasnivé v soukromi, a Cesti harfenici i harfenice byli po vsem svété
znami a hledani.“ ARBES, op. cit. v pozn. 108, s. 407-408.

132) ,,Pronésti dnes v tak zvanych solidnich spolecnostech slovo ,harfa’ znamend tolik, jako chtit vyloudit
skoro na vsech tvarich dsmeév zaslouzeného opovrzeni. Déle dvou tisic rokd nad jiné oblibeny a pfi kazdé pri-
lezitosti velebeny ndstroj ustoupil uplné do zhanobeného pozadi. Za nasich dnli nema vétsi dilezitosti nezli
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nach po roce 1848. Jeho
vysvétleni, hledajici pri¢inu
ve zméné ceského nérod-
niho uvédoméni,'” bylo ve
své dobé¢ konjunkturni, ale
dnes je jiz malo presveédcivé.

Vv,

doba svédectvi, ktera vzpo-
minaji na léta 1847-1849

Ter Jabemarht Jarmark

jal(() na r()l(y extrémni ne- in Sdiwaden leger und diefe daun ju
, R Gharben binben. Teun bev Lanbivicth
urody, drahoty, valecnych wifrend bes Sdinittes anfs Feld
fommt, wird er von ben Sdjnittern wmgingelt unbd , gebunben”, dad heifit mit cinem

udalosti a epidemii. V na-
sledném zchudnuti celého Marketin asmalltown (probably Kunzak/Kénigseck), with a harp
i ) L player (far right) / Trh na malém mésté (pravdépodobné Kunzaku)
stitu se obyvatelé nejvice ¢ parfenikem (zcela vpravo)
postiien}'lch region(t — ces- Engraving / Rytina, Karel Liebscher, in: Die Gsterreichische Monarchie
kvch i ne Kkvch da in Wort und Bild, Band 14 (Bohmen, 1. Abtheilung). K. k. Hof- und
Kych 1 nemeckych = vyda- - giaatsdruckerei Wien 1894, p. 449 /'s. 449
vali za obzivou do svéta a je-
jich vysoké pocty nutné vedly k proletarizaci profese i nastroje."**
Dalsim nasledkem nouze byla $patna poveést harfenic. V literatute prvni poloviny 19. sto-
leti se setkdme jak s péstovanim tohoto narativu, naptiklad ve vypravéni Heinricha Heineho
(1828), tak s obhajobou harfenic pred podobnymi nat¢enimi, jako v povidce Frantiska

138 ge zmi-

Jaromira Rubese Harfenice (1844)¢ a jeji pochvalné recenzi.”®” Ferdinand Stolle
nuje o bidé cestujicich krusnohorskych hudebniktl a $patnych koncich nejedné harfenice,
obecné pak o jejich neutésenych rodinnych pomérech. Jesté kritictéjsi je studie Das mu-

sikalische Proletariat Theodora Pislinga," ktery vyjmenovava priciny zchudnuti lidnatého

harmonika nebo kolovratek; ba vedle piana vytlacil kolovratek pode jmenem ,hraci stroj harfu a kytaru i z do-
macnosti.“ Tamtéz, s. 408.

133) ,,Mozna, ze klidné zalobny zvuk zadumcivého ndstroje neodpovidal vice dusevnimu stavu naroda, ktery
pamatnym rokem onim zmeénil se v takové mire, ze nepodobal se vice ani zdaleka narodu, jakym byval pred
rokem tim; mozna, Ze zavinily to také jiné, vice méné dulezité priCiny, mezi kterymi priliSné rozmnozeni harfe-
134) PISLING, Theophil: Volkswirtschaft und Arbeitspflege im bohmischen Erzgebirge, Kober & Markgraf, Wien —
Prag 1861, kapitola Das musikalische Proletariat, s. 12-27 (dale PISLING).

135) HEINE, Heinrich: Die kleine Harfenistin, in: Reisebilder Bd. 3, Reise von Miinchen nach Genua, Hoffmann
und Campe, Hamburg 1830, Capitel XX.

136) RUBES, Frantiek Jaromir: Harfenice. Obrdzky ze Zivota, Martin Neureuter, Praha 1844.

137) ,,Harfenice? Ptd se snad mnohy pfisny mravohlidce a odstrkuje Rubsovu knizku, aby snad domii ji pfinesa
pohorseni nezpisobil. Harfenice? Ohlizi se outlomravna divka, a ostychd se snad nahlédnouti do spisu, majici-
ho za predmét nebohé stvoreni, o némz bezpochyby mdlo kdy co dobrého zaslechla. Nebojte se této harfenice;
kazdy otec maze si préti dceru takovou [...].“ Recenze, Kvéty, 1844, ¢.11, s. 500.

138) STOLLE, Ferdinand: Die Presnitzer Harfnerin. Auch eine culturhistorische Studie, Die Gartenlaube, Heft 40,
1860, s. 638-639.

139) PISLING, op. cit. v pozn. 134, s. 12-27.
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a kdysi prosperujiciho krusnohorského regionu.'** Harfenictvi uznava jako prostredek k na-
hradni obzivé, ovéem vold po zlepseni Zivotnich poméru a lepsim vzdélani. Prise¢nicti po-
sléze cilevéedomeé investovali do zlepsent situace a dobré povésti mésta, predevsim zalozenim
hudebni skoly (soukromé 1881, méstské 1895) a vysilanim profesionalizovanych rodinnych
kapel. Jiny vyvoj méla situace v Nechanicich, kde doslo na pocatku 20. stoleti k organizova-
nému hudebnimu podnikan{ v Rusku a Ciné po zprovoznéni Transsibiiské magistraly (1901).
Nésledovalo velké zbohatnuti kapelnikil zvanych harfenistari a poté tiskova kampan, kterd
patrné opravnéné, v kazdém pripadé vsak acinné zdiskreditovala jejich podnikani jako or-
ganizovanou zebrotu a prostituci, a urychlila tak zanik harfenické profese. V. domdcim pro-
stiedi byly na konci 19. stoleti produkce harfeniki vnimény jako druh zebroty.'*! Presto byli
na moravském venkové vzpomindni usedli harfenici, zpravidla stari lidé bez moznosti jiného

vydeélku, ktefi se tésili vaznosti.'

Harfa v ¢eské literature 19. stoleti

Arbestv harfenik déle mimo jiné vzpomind: ,Moznd, Ze sdam se jesté pamatujete na bdsné
a povidky ceské i jiné z doby pred rokem 1848, v nichz harfa a hra na ni zacasté i velebena,
v nichz o ndstroji tom vitbec cinivd se zminka tak zhusta, Ze lze pravem rici, Ze nebylo tehda
snad oblibenéjsiho ndstroje nad harfu. [...] Ale nendhly tipadek harfy byl zrejmy a vzmdhal se
v té mite, az stala se harfa konecné ndstrojem profannovanym a vymyténa netoliko ze vsech
slusnych mistnosti, nybrz i ze salonii, z domdcnostt, z koncertnich sini, ba i z novéjsich skladeb
opernich.“™ V ceskojazycné literature prvni poloviny 19. stoleti se skute¢né hojné setkava-
me s harfou jako s nastrojem pozivajicim vaznosti, romantickym atributem pévce-proroka,
pripadné jako s ,harfkou” doprovazejici zpév. Pavel Josef Safaiik pise sbirku Tatranskd Miiza
s lyrou slovanskou (1814), s cestujicim harfenikem se setkd rovnéz ¢tenar Kollarova eposu
Slavy dcera (1824-1852).** Pro Josefa Kajetdna Tyla (1835) je harfa jednou instrumentem

145

patetickych imperativ(,'® podruhé symbolem domova.*® Obraz harfy byl nepostradatelny

140) Pisling uvadi explicitné drahotu a nemoznost vydélku, kterou datuje jiz od sedmdesatych let 18. stoleti,
poté dopady Napoleonova kontinentalniho systému (1806) a povalecny tipadek horského pldtenictvi zpiso-
beny dovozem anglického zbozi a strojni vyrobou. Za poc¢atek masového rozsiteni harfenictvi v ceskych horach
povazuje hladové roky 1847-1849. Tamtéz, s. 15-17.

141) ,[...] harfenice z Nechanic, které prijizdély do mésta dvakrat trikrat do roka, obchazely se svymi smut-
nymi a skoro srdcervoucimi baladami ulici za ulici a dviir za dvorem a lidé jim odménou hazeli z kuchynskych
pavlaci do té hloubky pétniky a Sestdky [...].“ FISCHL, Viktor: Rodny dim, Hynek, Praha 2000, s. 13.

142) BIMKOVA, op. cit. v pozn. 129.

143) ARBES, op. cit. v pozn. 110, s. 408.

144) ,Zanechavsich sotvy Plonsky chotdr / potkali nas tu z Cech harfenik, / z Turce olejka a platenik / z Oravy,
pak od Trencina drotar. KOLLAR, Jan: Sldvy dcera, tiskem P. P. Mechitharist(, Viden 1852, ¢. 195.

145) ,,Pry¢ harfu z rukou sebemilence®, ,,Rozbite harfu dusi bojacné*, ,,Do rukou, zpévci harfy posvatné. TYL,
Josef Kajetdn: Zpévciim (Psdno roku 1835), in: Josefa Kaj. Tyla sebrané spisy, svazek dvandcty, I. L. Kober, Praha
1880, s. 107-108.

146) ,,Znéte housle, harfy, ceské pistaly, / hrajte, jak jste pred sty lety hravaly!” TamtéZ, s. 261.
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v gratulacnich basnich (Kamaryt 1822),' I
v dalsich nechybély ani aluze na Rukopisy .
a kult slovanského varyta jako nastroje pév-
ce Lumira (Picek 1847).* Také Markiv
Pévec (1823) ,[...] takto péje k harfce své™®
Mimoradna je v tomto ohledu poezie Karla
Hynka Machy, kde harfa prochazi jako v$u-
dypritomny bdsnicky obraz nejenom Mdjem
a Svatym Ivanem, ale veskerou jeho basnic-
kou tvorbou (Eisner 1945).° Harfa jako
symbol vysokého uméni se v ¢eské poezii,
proze a dramatu™ postupné ztraci po po-
loviné 19. stoleti. V moderni c¢eské poezii

zUstava i naddle pritomna, ovsem nejcastéji
se navraci do své starsi funkce nastroje an-
deélu (s epitety nebeskd, cherubska, serafska,
rajska, edenskd...).” Z hudby a vytvarné-
ho uméni se ztratilo mytické ,varyto®, zu-
staly vsak ,harfy véstcd” zprostiedkované
Smetanovym Vysehradem."

Harfa v rukou poustevnika —
generacni vzpominky, nebo ,,locus

Ladislav Saloun: Vysehrad (1911)

Sculpted decoration, Smetana Hall, Municipal
communis‘ romantické literatury? House in Prague. The fanciful “Harp of the Bards”
is not related to the “varyto” or to the Bohemian
harp. / Sousosi z vyzdoby Smetanovy siné, Obecni
literatufe jako neprehlédnutelny ,locus com- diim v Praze. ,Harfa véstct md fantazijni tvar,
nesouvisejici s varytem ani cesku harfou.

Poustevnik s harfou figuruje v romantické

munis” Je napiiklad titulni postavou pis-
né Karla Sudimira Snajdra™ Poustevnik

147) ,Kdyz mne svaté pratelstvi/ rizi rajskou véncuje: / tu at harfka md se stkvi, / pritele at slavuje! / Co chce
sudi v spolku miti? / Chtélas harfko jemu zniti>“ KAMARYT, Josef Vlastimil: Komu péji, in: SmiSené basné Jos.
Vlast. Kamaryta, J. Fetterlova, Praha 1822, s. 9.

148) »Nediv se, miij pane mocny, / Ze jsem ladil harfu svou, / a Ze prdvé ceskym zpévem / silné se md nadra
dmou; / Cesky zpév je hlahol s nebe, / jejz Lumir mél za poklad, / jimz ,pohybal Siré vlasti’ / i posvatny
Vysehrad.“ PICEK, Jaromir: Prolog, in: Pisng, J. Pospisil, Praha 1847, s. [5].

149) MAREK, Jan Jindfich: Bdsne, . Fetterlova, Praha 1823, s. 61.

150) Tomuto tématu se ditkladné vénuje EISNER, Pavel: Harfa a harfka, in: Na skale: dvandct zastaveni ma-
chovskych, Karel Volesky, Praha 1945.

151) Dal&i zminky o harfé v Ceské literatue 19. stoleti viz KLENHA 1998, op. cit. v pozn. 4, s. 11-12.

152) Priklady u Elisky Krasnohorské, Jaroslava Vrchlického, Josefa S. Machara, Antonina Sovy, Otokara
Breziny a dalSich viz https://www.ceska-poezie.cz/ [2023].

153) Patrné nejreprezentativnéjsim piikladem je monumentdlni souso$i Vysehrad Ladislava Salouna v prazské
Smetanoveé sini Obecniho domu (1911).

154) Ke Snajdrovu autorstvi viz: SCHULZ, Ferdinand: Ceskd balada a romance, Osvéta, 1877, ¢. 6, s. 463476,
zde 465.
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(V borovém na skdle hdji)," a zpiva se o ném, ze kazdy vecer ,|[...] pocal k harfé presmutné
peéti’ Tuto pisen prebasnil do némciny Karel Hynek Macha ve své prvotiné Der Eremit'>®
a jeji ohlas je patrny i v pozdéjsi basni Svaty Ivan. Postava poustevnika s harfou je po-
drobné popsana v jevistnich poznamkach ke hre Vaclava Klimenta Klicpery.®” V povidce
Josefa Kutenského Jeskyné starého otce Blazeje (prevypravéni Die Beatushohle Wilhelma
Baubergera)®® poznd naptiklad poutnik svého otce ve starém poustevnikovi, ktery zpiva
s harfou pisen jeho détstvi"*® Prestoze tyto literarni obrazy pochazeji z doby dosti vzdalené
od zakazu poustevnictvi v Cechach (1782), neni vylouceno, ze posledni generace poustev-
niki byla jesté pritomna v kolektivni paméti. Pro celou generaci spisovatel(t vséak mohl byt
obraz starého mnicha-harfenika formovan téz postavou Horatia z Goethova romanu Viléma
Meistera léta ucednickd (1796) a dalsich vzort, predevsim mytického pévce Ossiana, v ceské
mytologii pak Slavoje a Lumira.

Slepi harfenici
Dalsim typem harfenika byli slepi zebraci. Svéd¢i o nich Alfred Waldau (1859)° s komen-
tarem, ze se tésili podobnému respektu jako v Polsku slepi lyriki (ninéristé) a na Ukrajiné
torbanisté.'! Neni vylouceno, ze v Ceskych zemich harfenici postupné pievzali funkci sle-
162

pych houslistt, ktefi patfili k ikonickym postavam starsi literatury’®* a méli podobnou roli

155) Tato dobové oblibend pisen byla Sitena téz formou kramdrskych tiskd. Viz napt. Novd pisent o smutném
mlddenci. Faksimile dostupné z: www.spalicek.net/apps/index.php?recordId=KP_Spal_273_songRegular.
msPart2_mslItem1 [cit. 16. 6. 2023].

156) ,,Doch er liegt in der Kapelle / an des Altars Rand, / seine Harfe fest noch haltend / in der toten Hand".
Cit. podle: STOKLAS, Eugen: Mdchiiv ,Eremit* a Snaidriiv ,,Poustevnik, Casopis pro moderni filologii, ro¢. VI,
1918, s. 313-315, zde 315.

157) Jevistni poznamka: ,,Krovina, skalisko. V levo, na Siroké skdle stoji kaplicka, odkud ndbozni zvukové harfy
zni a po krajiné se rozléhaji.“ KLICPERA, Vaclav Kliment: Tfi hrabata najednou, in: Spisy vyte¢nych éeskych
basnikii novovékych, ¢ast étvrtd. Spisy VAcl. Klim. Klicpery V, I. L. Kober, Praha 1862, s. 241.

158) [BAUBERGER, Wilhelm]: Die Beatushéhle. Eine Erzihlung fiir die reifere Jugend, J. Wolff, Augsburg 1833,
s. 206.

159),V tom se mihla staficka postava v chysi, bylo slyseti hrani na harfu a nasledujici zpév: ,Mocny Pane nebes
zemé, a co svét se jmenuje‘ “[...] ,,Ja se pamatuji na doby, v kterych jsem, sedavaje po boku otce svého za kras-
nych velerd letnich, tuto pisefi zpivati slychaval. KUTENSKY, Josef [Josef Mirumil Pohorely]: Jeskyné stareho
otce BlaZeje, aneb: Uddlosti ze Zivota hrabat Sokolovskych. [...], J. Pospisil, Praha 1849, s. 195-196.

160) WALDAU, op. cit. v pozn. 105.

161) ,Nicht auf gleiche Wiese verhilt es sich mit der neueren Instrumentalmusik, worunter ich aber nicht den
Dudelsack, das Hackbrett und die Triangel einbegreife, die ja schon seit uralten Tagen in den Dérfern einhei-
misch waren, ich meine aber das [...] Dorfmusikanten-Orchester, und reihe diesem noch die Harfenspieler
(harfenici) und Orgelmanner (flasinetlafi) an, die in den béhmischen Dérfern dasselbe sind, was in Polen die
Lyriki, in Podolien und in der Ukraine die Teorbanisti [!].“ Tamtéz, s. 83.

162) Typickym prikladem je slepy houslista Mares v divadelni hie Fidlovacka Josefa Kajetana Tyla (1834). Pro
tuto postavu byla napsana pisen ,,Kde domov muij“, dnesni ¢eskd statni hymna.
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jako slepi guslari na Balkdné.*® Na stiedoevropskych divadelnich scéndch byl slepy harfenik
hrdinou dramat'®* i oper.'*®

Generacni vzpominky ¢aste¢né objasnuje jiz zminénd Arbesova povidka, jejiz titulni hrdi-
na se predstavuje jako nékdejsi ucitel hudby v prazském slepeckém tstavu na Hradc¢anech,'*®
kde mél vyucovat chovance hie na harfu, kytaru a citeru, a tim je uschopnovat k samostat-
né obzivé. Slepy harfenik skutec¢né patril po dlouhou dobu k typickym postavam Prahy,'s”
Vidné'® i venkova.'” V osmdesdtych letech 19. stoleti jej potkava Svatopluk Cech,”
Jakub Arbes i neznamy autor, ktery nostalgicky popsal pravidelnou obchuzku slepé harfe-
nice v Jindfichové Hradci” Je mozné, ze tyto dobové vzpominky zachycuji posledni repre-
zentanty generace Arbesova harfenika, kterd vyrostla v dobé konjunktury harfy a zazila jeji
pokles do role nastroje vyhrazeného zebrakum.

Zanik ceského harfenictvi

Posledni kapitola déjin ¢eského harfenictvi je spojena s dobou konjunktury a zdniku necha-
nickych kapel na poc¢atku 20. stoleti. Souvisela s otevienim novych trhi na Dalném Vychode,
které prinasely zisky podnikateliim a prosperitu regionu, ovsem byly jiz dostupné jen or-
ganizovanym podnikam."”* Poté, co doslo k nabortim harfenic béhem mezinarodni inter-
vence v Ciné (1900) a rusko-japonské vélky (1905),”” odhodlal se JUDr. Bohuslav Gebauer,
tehdy adjunkt u nechanického okresniho soudu, k provéreni a vefejné skandalizaci tohoto
podnikani. Tiskovou kampan zahdjil spisem nazvanym Vychodoceské otrokdrstvi (1906),™

163) Slepi guslari byli od 18. stoleti povazovani za ndsledovniky mytického Homéra a Ossiana. CAVALLINI,
Ivano: Morlacchismo, illirismo, involuzioni esotiche. Limmagine degli slavi del sud nel teatro e nella musica dell’Otto-
cento in Italia, in: Trieste: Lespressione artistica e la questione nazionale. La musica, le arti figurative e le
lettere nella seconda meta dell’Ottocento al confine italo-sloveno fino all’avvento del fascismo, ed. A. Rojc,
Zalozba ZRC, Ljubljana 2014, s. 363-429.

164) LOHMANN, Johanna Friderike: Der blinde Harfner. Nach Veit Webers Sagen der Vorzeit fiirs Theater bearbei-
tet, s. 1. 1791.

165) JIROVEC (Gyrowetz), Vojtéch (Adalbert), opera Der blinde Harfner (1827, Videfi), libreto Johann Blum pod-
le Michela Dieulafoye.

166) ARBES, op. cit., v pozn. 110, s. 567.

167) Kolektivni vzpominku na slepého harfenika, ktery ve 40. letech 19. stoleti zpival v ulicich Prahy ceské
i némecké pisné, uvadi bez uvedeni zdroje NEJEDLY, Zdené&k: Bedfich Smetana, II. Na studiich, Hudebni matice
Umeélecké besedy, Praha 1925, s. 225.

168) HILSCHER, Elisabeth: Harfenisten/Harfner [heslo], in: Oesterreichisches Musiklexikon online, https://
dx.doi.org/10.1553/0x0001d07d [cit. 16. 6. 2023].

169) BIM KOVA, op. cit. v pozn. 129, s. 210-212.

170) CECH, Svatopluk: Kandiddt nesmrtelnosti. Humoristicky romdn, E. Valetka, Praha 1884, s. 23.

171) [Nezndmy autor]: Feuilleton. Zborcené harfy ton (Obrdzek z ulic hradeckych), Ohlas od Nezarky XVI (1886),
ed. in: LANGER, Antonin: Stamgasti a dalsi vzdcni hosté. Jindfichohradecké hostince pred sto lety, Areplos,
Jindfichiiv Hradec 2001, s. 71-76. K fejetonu je pripojena zprava o pobytu slepé harfenice v nemocnici a vyzva
k verejné sbirce v jeji prospéch.

172) Podrobné viz KLENHA 1998, op. cit. v pozn. 4, s. 68—69.

173) Barvité svédectvi z vypravéni nékdejsich nechanickych harfenikii v rusko-japonské valce podava JOHN,
Jaromir: Sulinek vypravuje, in: Vecery na slamniku, Host, Praha — Brno 2017, s. 157.

174) GEBAUER, Bohuslav: Vychodoceské otrokdrstvi, Lidové druzstvo, Praha 1906.
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vychazejicim z materialu soudnich kauz. Vytah z ného pripravil jako podklad pro prvni ra-
kousky kongres o ochrane deéti (1906)."”> Téma ddle popularizoval Frantisek Sal (1914),7 be-

letristickou formou pak Karel Jonas v romanu Zebrochtivci.””

Kritika se opravnéné zamérila
na verbovdni nezletilych ,nechanickych déti“ z chudych rodin.””® Prestoze neni vylouceno,
ze tento druh obvinovani byl zpocatku tcelové a patrné i uspésné vyuzivan pri reseni vza-
jemnych sportt na mistni a regiondlni trovni,"”” téma ,vychodoceského otrokarstvi“ se po-
stupné preneslo na celostatni scénu Cech a Rakouska."® Tiskova kampari se piitom zaméfila
nikoliv proti praktikim obchodnikd, nybrz proti ,harfenickému zlu“ jako takovému, které
mélo byt vymyceno jako pfedmét mezinarodniho pohorseni.™ Touto kauzou se ve vysledku
zavrsila spolecenska degradace harfenictvi a zaroven bylo vrzeno nepiiznivé svétlo na celou
minulost hackové harfy. Po prvni svétové valce jiz o harfenické profesi neni zprav. Svij po-
dil na tom mély i zmény Zivotniho stylu, néstup reprodukované hudby, zanik velkych statt
a kone¢né i moznost vydélku v regionu. Ve 20. letech hackovd harfa mizi z katalogt ndstro-
jarskych firem i z lidovych uc¢ebnic strunnych néstrojit pro samouky."? V Praze jiz v roce
1924 Josef Vesely nostalgicky vzpoming, ze ,.ctvrti harfenikii a harfenic byvala Mald Strana
jesté pred nékolika desitiletimi'** Domaci hra na harfu se péstovala v ¢eskych horach az do
nuceného vysidleni némeckych obyvatel (1945), na Moraveé jsou o ni zpravy rovnéz jen do
ctyricatych let.'®* Nékteré z nechanickych harfenic se dozily vysokého véku, ovsem obvykle
vymeénily harfy za jiné nastroje."® Zavrzeni historie ¢eské harfy a vymazan{ harfenictvi z ko-
lektivni paméti bylo tak dukladné, ze jesté ve ctyricatych letech 20. stoleti bylo diskutovéano

175) GEBAUER, Bohuslav:  Ostbohmischer ~ Sklavenhandel.  Schriften  des Ersten  Osterreichischen
Kinderschutzkongresses in Wien, 1907. Band 1. Die Ursachen, Erscheinungsformen und die Ausbreitung der
Verwahrlosung von Kindern und Jugendlichen in Osterreich, K. k. Hof- und Staatsdruckerei, Wien 1906.

176) SAL, Frantidek: Harfenické déti, Dédictvi Komenského, Praha 1914.

177)JONAS, op. cit. v pozn. 126. ,,Romén tento jest psan na podkladé dokumentii. Préce moje mi¥i proti vycho-
doceskému otrokarstvi harfenickému, jez od r. 1904 zase se v nasi zemi silné rozmahd na hanbu ceského jména
i na nasi hmotnou skodu. Tendenéni tento romdan ma za predni ucel obrdtiti zfetel povolanych ¢initeld k otdzce
harfenické a prosim proto, aby s tohoto stanoviska byl hlavné posuzovan.“ Tamtéz, anotace [nestrankovano].
178) Podrobné viz KLENHA 1998, op. cit. v pozn. 4, s. 51.

179) Tamtéz, s. 113-114.

180) Tamtéz, s. 101-103.

181) Své stanovisko Gebauer ozrejmuje pozitivnim prikladem kapelnika: ,,Diikaz, Ze v ciziné lze nalézti obZivu
hudbou také slusnym zplisobem, a kdyby jiz chtéli obyvatelé Nechanic a okoli chleba si tak hledati, nemuselo
by se to diti zplisobem tak Spinavym a sprostym, de facto vlastné zebrotou a prostituci pod maskou harfy, jak
je pravidlem.“ Cit. dle: tamtéz, s. 67.

182) Edi¢ni fada hudebnich skol pro samouky nabizi z drnkacich ndstroji banjo tenorové, citeru, havajskou
kytaru, kytaru, mandolinu, tamburasské nastroje a ukulele. Nakladatelsky Seznam praktickych lidovych skol
hudebnich ndstrojii viz napt. BECH, Vaclav: Lidovd a praktickd skola na basu (kontrabas), Jaroslav Stozicky, Brno
s.a. [cca1920], s. [61].

183) VESELY, Josef: Prahou tisiciletou z ddvna i dneska: drobnomalby, obrazy a pohledy ze Zivota staré i nové Prahy,
svazek 1, R. Hudec, Praha 1926, s. 326.

184) Harfa [heslo], in: KUNZ, Ludvik: Ndstroje lidové hudby v Cechdch, na Moravé a ve Slezsku, Valagské muzeum,
dil 2 (C-H), Roznov pod Radhostém 2008, s. 844-845.

185) KLENHA 1998, op. cit. v pozn. 4,s.103-104.
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zavedeni novotvaru harfista a harfistka nahradou za tradi¢ni slova harfenik a harfenice, ktera

byla vhimana jako pejorativni.'®

Zavérem

Shrneme-li vy$e uvedené, historie diatonické a hackové harfy je v ¢eské hudebni kulture
sledovatelna od posledni tretiny 16. do pocéatku 20. stoleti. Absenci pfimych prament ze
starsich obdobi vyvazuje hojna pritomnost tématu harfy v literature, predevsim v textech
hymnografickych. Zdanliva nejednoznaénost mezi pojmy harfa a citara se tykala predevsim
textd vdzanych na latinské predlohy. Spolecenské postaveni harfy vsak béhem dané doby
proslo pomérné dramatickymi transformacemi. Néstroj s vyraznou biblickou symbolikou
a sakralnim kontextem se v pribéhu 18. a 19. stoleti proménil v cenény ndstroj solistt a vir-
tuost, posléze v prakticky instrument vydéle¢nych hudebnikd, az se konec¢né stal rekvizi-
tou zebrdka a symbolem pohorsujicich ziskil. V roli varyta zazil téz epizodu objeveného
a opét zavieného symbolu patriotismu. Prestoze $lo do zna¢né miry o kontinudlni proces, je
mozné v ném vidét nékolik jasné definovanych kapitol a predélt. Prvni z nich byl spojen se
sekularizaci nékdejsi ,harfy Davidovy” na konci 18. stoleti, jejim ndslednym proniknutim do
riznych vrstev spolec¢nosti a uzptisobenim pro potreby cestujicich hudebnikil. Vyznamny
pokles spolecenské prestize je patrny kolem roku 1850, definitivné pak na poc¢atku 20. stole-
ti, kdy doslo v ¢eském prostredi k témeér tplnému vymizeni hackové harfy.

Doklady o pouzivani diatonické a hackové harfy v Ceskych zemich, véetné literdrnich
debni povahy. Jejich mnozstvi je pobidkou k novému zajmu o minulost kdysi hojné uzi-
vaného néstroje. Vétsi pozornost si v budoucnu zaslouzi predevsim ceska harfa jako spe-
cificky konstrukéni typ ndstroje, jeho vyvoj sledovatelny v ikonografickych pramenech,
zdroven také zminky o zptisobu hry a souvisejicim repertodru. O ném predpokladame, ze
byl tizce spojen s charakterem tohoto nastroje, jimz byl limitovén, ale pravdépodobné také
formovan a sifen.

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

186) JIRAK, Karel Boleslav: O nékterych hudebnich ndzvech, Nase fet. Listy pro vzdélani a tfibeni jazyka Ceské-
ho, roc. 25,1941, s. 172-181, zde 173 a 179.
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