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The Pukl in Chodsko: The Development and 
Establishment of the Bellows-blown Bock 

in a Corner of Western Bohemia* 

MICHAEL CWACH 

In the Czech Republic, folkloric musical traditions that include distinc­
tive musical instruments are observable at festivals and annual occa­

sions in the two significant regions of the country, Moravia and Bohemia. 
Within the context of folklore , the concert hammered dulcimer, or cim­
bal, plays a role in Moravian identity, 1 and in Bohemia, distinctive bag­
pipes called dudy but historically known as pukl, are closely associated 
with smaller regions such as Prache11.sko, near the industrial town of 
Strakonice in southern Bohemia and in the agricultural and forested re­
gion of Chodsko in western Bohemia. The small city of Domazlice is the 
hub of the latter region, nestled at the foothills of the Bohemian Forest 
on the border with Bavaria. Although this distinctive bagpipe has be­
com e a visual and an auditory symbol of both regions, the introduction 
and adoption of the pukl appears to have taken place initially in 
Chodsko. Some of the modern pukl are, in fact, identical in Prache iisko 
and Chodsko, with the primary differe nce being one of performance 
practice: in Pracheiisko 80% or more of the pukl players are women, 
whereas in Chodsko it is unlike ly that female players comprise more 
than 10% of the total. 2 Indeed, the pukl's origins, technical aspects, 

*I wish to thank the following individuals: Roger Buckton and Elaine Dobson of the 
University of Cante rbury for the ir guidance in preparation of this work; each of e igh­
teen participanb who collaborated with fie ldwork conducted in Chodsko; Albert Rice, 
Samantha Owe ns, Janice Stockigt and Christian Ahre ns for sharing their research that 
has he lped to outline the history of the polnischer Bock; Te re nce Dobson for the line 
drawings as well as Michae l Verena and o the r peers fo r their suggestions and com men Ls. 

1. J esse Alan Newho use J ohnston , "The Cimbal (Cimbalom) in Moravia: Cultural 
Organology and Inte rpre tive Communities" (PhD diss., University of Mi chigan, 2008). 

2. In a study conducted in late 2010 that included noteworthy pukl players in 
C h odsko the re were a to tal of e ig hteen participants of which only o ne participant was 
fe male. Beyond this individual the re are on ly two more fema le pukl playe rs kn own to 
have been e ithe r active in Chodsko in the past or prese nt. The percentage esti mate for 
the Prache,'\sko region comes from multiple observations ove r more than a te n year 
period by th e author of the makeup of folklore groups from the region, as well as 
makeup of student groups in the local sch ools o f arts. 
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details of performance practice, and its makers combine to make the 
pukl an instrument that can be uniquely linked to the region in which is 
played, Chodsko. 

General Description 

The pukl is just one membe r of the Bock or billy-goat family of bag­
pipes that includes the dudy and pukl in Bohemia, the gajdy of Moravia 
and the Zahorie region in Slovakia, gajdy of the Silesian Beskids 
Mountains (usually mouth-blown in Slovak areas) , cludy of the Zywiec 
Beskid Mountains in Poland, and related bagpipes of the northern 
Orava region in Slovakia. Also included are the kozol a nd mechawa of 
Lusatia, dudy wiellwpolskie, lwziol bial:y (lwziol weselny) and lwziol czarny 

(lwziol slubny) of Poland, and the Dude/sack ( occasionally named 
Bocksj;fei/ e or bohmischer Bock) in Germany and Austria. 

Bock bagpipes are e ither mouth-blown o r be llows-blown and made in 
a range of sizes and keys. Equipped with h eteroglo t single-beating reeds, 
the chante r and separate drone pipe a re e ithe r fully cylindrical o r 
slightly conical. The drone pipe of various Bock types can be eithe r 
straight or include an e lbow angled at approximately 90°. Depending on 
the length and configuration of the drone, the drone rests e ithe r on a 
shoulder or hangs before the player. Typically, the chanter and drone 
pipes end with a be ll-shaped section called a Schalltrichter (German) or 
roztrub (Czech). They a re often constructed from a combination of cow 
horn and sheet brass. ln Lusatia, some Schalltrichte r a re made of wood. 
T hese "bells" ampli fy the sound and partially de te rmine the timbre of 
the pipes (c.f". , "Horn Bells" section be low for furth e r discussion of pipe 
timbre). Traditionally, the air reservoir bags are mad e from natural 
mate rials such as goat or dog hide, though today some makers a lso in­
corporate synthe tic materials. Figure 1 illustrates the pa rts of the present 
day pukl. 

The Boch in Bohemia 

The o ldest depiction of Bock bagpipes being played in Bohemia is in 
a painting, Bauern/ est (1605), by the Flemish painte r Roelant Savery 
(1576- 1639) , court painte r to Rudolfll in Prague .:1 The painting, which 

3. A color d e tail (Abb. 30 ) o f th is painting in the Galc ri c Mi"1lle nme is1e r, Solinge n 
is incluclccl in Georg Ball ing el al. , Der Dude/sari< in buojJa: 111il IH1.rnnd1m:r Berii.ci<sich.tigung 
Bayerns (M unich: Bayerischc r Lanclesvere in fi"ir He imalpflcgc e.Y. , 1996), 37. 
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F IGU RE I. Parts of the present-day pukl as played in Chodsko. The larger belt is 
fastened snugly around the player's waist while the smalle r belt is placed above 
the le ft e lbow. The uppe r bellows pla te has become a place for expression of 
local identity. Architectural symbols of Chodsko including the Chod Castle and 
Lower Gate , as well as names representing places, such as Domazlice and 
Chodsko, are ofte n to be found on pukl in Chodsko. This pukl was made by 
Miroslav J anovec of Malonice in 2004. (Drawing courtesy of Terence Dobson.) 

was probably rendered in Bohemia as its . date falls within the period 
Savery spent in Prague, includes two pipers playing la rge mouth-blown 
Bocks similar to the gro}Jer Bock illustrated by Michael Prae torius in 
Theatrum fnstrumentorum (1620-Plate Xl).4 Unfortunately, the wri tten 
and iconographic record is sparse between this period and the first quar­
ter of the nineteenth century, but it seems reasonable to believe small 
and medium variations of the grol3er Bock as described by Praetorius 
migh t have also existed in the intervening years. So, as there was a 
grol3er Bock, there was in all probabili ty a kleiner Bock with a possibili ty of 
an array of othe r sizes. 

4. Michael Prnclorius, Syntagma m'llsicum f3and II De O,ganograf,hia Wolfenbii.tlel 161 9 
Fai<simile-Naclulntci< herausgegeben von Wilibald C-urlitl (Basel: Biirenre iter, 1958), plate XI. 
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Bagpipes and Terminology in Chodslw - Dudy and Puhl 

In Chodsko two primary terms are associated with bagpipes: dudy and 
pukl. The meaning of "dudy'' has taken on various roles. For example, 
the smaller-sized kleine Bock bagpipes might have been known as dudy 
among nineteenth century Czech-speakers of Chodsko. Today, howeve r, 
the Czech word "dudy" functions in a broad manner, in much the same 
way "bagpipe" does in English. To the modern Czech mind it often re­
calls the Scottish Great Highland bagpipe more than any other "native" 
or "Czech" bagpipe. The large bellows-blown Bock, normally in E-flat, 
a lso commonly known as dudy, is taught primarily at elementary schools 
of arts in parts of the Czech Republic that have strong folkloric associa­
tion with bagpipes. For example, in Chodsko, this instrument is taught 
in Domazlice and in its branch school in the village of Klenc1. These pro­
grams, taught in the framework of folklore at each of the schools, are 
largely responsible for the number of competent bagpipers or dudriei in 
the region. Regardless, although "dudy'' is the te rm most often applied 
to the bagpipe played in Chodsko, this does not reflect historical usage. 
At one time, another term, "pukl," was reserved for these bellows-blown 
instrume nts, while "dudy'' referred to the smallish mouth-blown Bock 
bagpipes. Additionally, the word "pukl" lives on in Chodsko as the local 
word applied to the cantankerous domestic billy-goat. It is probable that 
the origin of this uncommon Czech word comes from the southern 
German dialect words Boehl or Boehle, words that also mean billy-goat.~ 

However, pe riod sources indicate that "dudy" and "pukl" were used 
unambiguously in Chodsko for differe nt types of bagpipes. An excerpt 
from an article from Ceskj lid, an early nationalistic Czech ethnographic 
journal, illustrates the usage of these te rms during the first quarte r of the 
twentie th century. Here, the different bagpipes known in Chodsko as 
dudy and pukl are highlighted in a posthumous tribute to Wolfgang 
Steffek (1 842-1923), one of the chief makers of these instrume nts: 

5. Michael Vereno, perso nal corresponde nce, .June 7, 2011 a nd September 5,20 1 I. 
Ve re no , an Austrian linguist, suggeste d that it is also possible that the word "/ndd" 
might come from Austrian dialect words "Budd"' or " Bu.gl." These are forms of' 811rliel or 
Pucliel, meaning a pe rso n 's back, whi le anothe r sense o f' l3ucliel, even m o re intriguing, 
has the lite ral meaning of' a curve o r be nd, which might re fe ren ce the "bent" drone 
pipe o f' the pukl. Th ese de finiti o ns of' "Buckel" and "P.u.dwl" are from the Elyuwlogiral 
Dicliona1y of the Cemum Langu.agf!, s.v. " Bucke l (2) , Pucke l," by Friedrich Kluge, (New 
York: George Be ll & Sons, 189 I ), 47. Neverthe less, the orig in o f' th e Czec h word /JU/ii is 
assuredly German. 
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From his hands came two types of ancie nt bagpipes .. . . The first more an­
cient, called in Chodsko by its own name dudy, mouth-blown, tuned in high 
keys, mostly in G m,tjor, C major and D m,tjor, and the second, newer type 
called the pukl with a drone pipe that went over the shoulder [of the player], 
with bellows, a nd in E-flat major. And it was nearly impossible to find two in­
struments that were exactly the same. Each had its own specia l character.'; 

In the same vein, Bohumil Kraus (1908-1986), a well-known player of 
the pukl, touched upon the divergent use of each term as well as each in­
strument, again the mouth-blown dudy and the bellows-blown, pukl or 
jJUklik (diminutive form), in Chodsko: 

The natural and right Chodsko music or "rural music" consists of four in­
struments: clarinets, E-flat and B-flat, vio lin and dudy, or bette r said puklfk. 
This band always had th e puklfk; iL did not have the mouth-blown dudy. It 
wou ld have been very difficult LO play these in the small village pubs filled 
with swirling smoke. Sometimes in "rural weddings" the bagpiper played on 
both instruments. At wedding ceremonies, he played the dudy, but as soon 
as th e wedding guests gathered in pubs to dance, the dudy was hung on a 
nail and the bagpiper took up the puklik for g reater sonority and strength 
of tone.7 

Additionally, oral testimony given by J an Kobes (1849-1929) , a well­
known player of the pukl in the Chodsko, a lso kept the distinction be­
tween the two types by means of label and configuration, that is, mouth­
b lown vs. bellows-blown, and further implied that the pukl was not 
developed in Chodsko but was introduced to the region during the mid­
dle decades of the nineteenth century. 

[He) said that at the beginning his father still played on the mouth-blown 
dudy (the bag was blown up with air from the mouth ), but later he only 

6. Ladislav Ruue, "Bolfik Stefek, vyrobce chodskych duel v Oujezele u Domazlic," 
Ceskf lid. 24 ( 1924): 183. "Z jeho rukou vychazely oba typy starodavneho nastroje [ ... ]. 
Prvn i starobyle jsi, zvany na Choelsku vlastnim nazve m 'eludy,' nadyman y t'tsty, laeli'n)' 
ve vyssich Lon in,\ch, pone jvice v g-elur, c-dur, a el-elur, d ruhy novejsi zvany ' pukl' s 
'hukovou' trubici pi·es rameno, naelouvany rneche m, v es-dur. A bylo ztezi nalezti dva 
ttplne stejne nastroje. Kazdy me! SVttj zvlastnf r,iz." 

7. Bohumil Kraus, "Chodska muzika,'' in Rudolf a .Jan Svacina: Obrrizky z Chodslw 
(Domazlice: R[uelolf] Svacina, 1940), 83. "Pi-i rozena a prava muzika chodska cili ·sel­
cka' se skl,iela ze ctyi· mistroji'1: klarinetu Es a B, housli a duel, lepe i-eceno 'puklika'. K 
muzikam se Lotiz br.ival vzdy puklfk a ne foukaci eludy. Na ty by bylo hran i v rozvii·enem 
a zakoufenem vzeluchu malych vesnickych hospod velmi obtizne. Pi·i 'selckych svar­
b,\ch ' hraval ne kdy eluel,ik na oba nastoje . Pi-i obi·adech svatebnich h r,ival na duely, jak­
mile vsak svatebcane se sesli do hospoely k tanci, povesil eluely na hi-ebik a vzal puklika, 
pro velsi ZVUCllOSl a silu lonu." 
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played o n the pukl. Apparently, it [the pukl] was brought to the region 
[Chodsko] by some slej ffr from Bavaria. The pukl proved itself. Be ing that 
it was no t nearly as strenuous [to play] it replaced the dudy completely.8 

Figure 2 is a replica of Bohemian mouth-blown dudy made by J uraj 
Dufek of Bojnice, Slovak Republic, and in comparison, figure 3 is a pukl 
made by J akub Konrady ca.1960. This pukl has the trademark bent cow 
h orn bells made from the horn of the Hungarian Grey longhorn cattle . 
In order to illustrate the size and location of the finger-holes, the 
chanter is turned from its normal playing position. The design of th e 
head is one of four known styles used by Konrady. 

T he substitutio n of the dudy with the pukl likely took place within the 
span of a generation. It is improbable that a whole generation of players 
retired their dudy while adopting the pukl at the same time. It was prob­
ably the generation active in the last quarte r of the nineteen th century 
that chose the pukl over the dudy. Today it is clear, mouth-blown dudy 
have fallen from favor and the bellows-blown bagpipes are firmly estab­
lished as the instrument of choice. Mouth-blown dudy are rarely played 
in Chodsko and can be generally characterized as being unknown,9 

while versions of the bellows-blown pukl are played typically in the con­
text of folklore performances in public and private spaces. 

As important as these historic distinctions a re in use of the bagpipe 
and its terminology, the word "pukl" has falle n into general disuse in 
Chodsko and the word "dudy," which once identified a small mouth­
blown instrume n t, has become most commonly associated with the 
larger bellows-blown pukl. Nevertheless, additional historic, and li ttle­
used nomenclature exists for pukl and puklfk. In addition to dudy, other 
terms are em ployed today in Czech , German and English. These terms 
include ieske dudy, bohmischer Bock, tschechischer DudeLsack (all meaning 
Bohemian or Czech bagpipes), chodske dudy (Chodish bagpipes), and 
hazel or lwzlik (meaning billy-goat). Most of these labels indicate that 
the instrume nt is perceived as having close links with Bohemia and 

8. Rudolf Svacina, Dudaci (I. d·uda.clui ·muzilw '/1.(1. Clwdslm [BagJ,ijJers (1.17d bagj,ijJe b(l.nds 
in Ch.odslw] (Domazlice: Okresni narodni vybor, 1990), 21. "Hondza n,1 111 vyp ravoval, ze 
tata hraval zpocatku j este na puvodni nafukovaci ducly / mech se naclymal C,sty/, ale 
pozcleji hdl uz j en na pukla. Pi·inesl pry ho do kraje nejaky slejfff z Bavor. Pukl se os­
vedcil. I-Irani na ne j nebylo zclaleka tak namahave, a tak brzy dudy C,plne vytlacil." 

9 . Josef Kunes, personal correspondence, April 19 , 20 11. During the I 980s, 
Vladimir Baier, the respected musician and ethonographer of Chodsko, made and 
p layed a mouth-blown rhuly in C. It is now owned by.Josef Kunes in Domazl ice. 
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FIGU RE 2. Replica of Bohemian mouth-blown dudy commissioned by the au­
thor and made by Juraj Dufek of Bojnice, Slovak Republic. 

Chodsko. This is a valid line of reasoning, as the instrument has a note­
worthy uninte rrupted record in local historic tradition as well as subse­

quent folkloric traditions. Hence, with a ll of these labelling possibilities, 

it seems prudent for cla rity in scholarship that the words dudy and pukl 
retain th eir historic distinctness. Namely, dudy is reserved for the small­
ish mouth-blown Bock while pukl is assigned to the larger bellows-blown 

bagpipe played in Chodsko today. 
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FIGURE 3. Pukl made by J akub Konrady ca.1960. This example has the trade­
mark bent cow ho rn bells made fro m the horn of the Hungarian Grey lo nghorn 
cattle. In order LO illustrate the size and location of the finger-holes, the chanter 
is turned from its normal playing positio n. T he design o r the h ead is the third o f 
four styles used by Konrady. (Pho to courtesy of Lubomir Jungbaue r.) 

History of the Puhl before its Introduction to Chodsko 

T he configuratio n of the pukl, which in Chodsko is though t of as 
Czech or Bohemian, ironically, appears to be the result of innovations in­
corporated in to the f1olniffher Boch (Polish Goat). In itially th is bagpipe 
probably looked much like the grol3er Bock, if not the same instrume nt, 
as illustrated and described by Michael Praetorius in Germany. Versions 
o f the polnischer Bock are known to have been played at German courts 
such as Wurttembe rg, Dresden , Weimar, Gotha, and elsewhere. An arti­
cle by musicologist Samantha Owens reveals that the polnischer Bock 
was familiar in the Wi.irttemberg court and suggests that the instrument 
was played elsewhe re as well. I o Indeed, documents indicating the appar-

I 0. Samamha Owens," 'Gedancke n fftr c in gan tzes Le be n ' Polnischer Bock music 
at the Wt'1rttembe rg court cl 7:'10," nw Consorl 54 ( 1998) : 43- 56. 
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ent ceremonial role that the groups of Bockpfeijfer played at the Dresden 
court in the l 730s-l 740s have been discovered and shared by another 
musicologist, Janice Stockigt. 11 Stockigt and other contributors to Music 
at German Courts, 1715-1760: Changing Artistic Priorities mention Bock­
rnusik or BockfJjeifer, giving further indication that the fJolnischer Bock was 
not uncommon. 12 Moreover, Christian Ahrens has discovered that there 
were Bock players active at the court in Weimar ( ca.1700) and again 
from 1732 to 1746, 13 as well as at other courts, including Weif3enfels, 
whose players apparently visited Gotha. 14 

Chodsko and Aspects of Association with the Puhl 

The geographic area in which the pukl is played is distinct. Chodsko is 
one of the most important ethnomusicological regions in Bohemia par­
tially because of its association with the pukl, but not unlike other re­
gions having rich cultural traditions, Chodsko does not rely on one tradi­
tion for its cultural identity. It also has a distinctive national dress or kroj, 
and the region is known throughout the Czech Republic for a special 
pastry called the chodskj kolac. Perhaps more important is a core of na­
tional songs including "Zadn)j nevf co sou Domazlice" and "Zele ny 
hajove" that are considered to have originated in Chodsko. 

The pukl has been associated with Chodsko in fiction written fo r 
adults and children alike, but perhaps the most common way the pukl is 
linked to Chodsko is within the pages of travel literature for the region. 
Rarely does a brochure promoting Chodsko omit either written or 
graphic refe re nces to the pukl. 

For those who are inte rested in hearing the pukl in Chodsko, the best 
o ption is to attend the annual showcase for Chodish folklore. The 
Chodish Festival, which takes place annually in August in Domazlice high­
lights the region's traditions. Pe rformances that include the pukl can be 
heard and seen at multiple outdoor venues as part of folklore perform­
ances by local costumed pe rformers. There are multiple combinations of 
instrumenta tion by which the pukl can be experienced at the festival. 
The pukl might be prese nted as a solo instrument or in combination of 

11. J an Stoc kig t, pe rsona l correspondence, May 7, 2009. 
J 2. Samantha Owe ns, Ba rbara M. Reul , and.Janice B. Stockigt, eds. Mu.sic al German 

Courts, 1715-J 760: Changing Arlislic Prio1i lies. (Woodbridge, Suffo lk: Boyde II Press, 20 11 ) . 
13. Christian Ahrens, pe rsonal correspondence, December I 0, 20 I 0. 
14 . Christi an Ahrens , pe rsonal correspondence. June 28, 201 0. 
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two or mo re can be played at the same time with the results ranging 
from great musical effect to spectacle. A popular combination has been 
the combination of pukl a nd violin, which can resul t in a most effective 
arrangement. For example, figure 4 shows a processio n of represen ta­
tives from Chodsko to the 1836 coronation of Ferdinand I and Maria 
Anna Augusta as King and Queen of Bohemia with the mouth-blown 
dudy and violin in much the same ensemble as one finds the pukl. T he 
typical historic combinatio n of instrumen ts in Chodsko is a trio called 
rnala selsha rnuzilw ("small rustic band"), which includes a pukl, violin and 
E-flat clarinet. Later, this group was augmented with a B-flat clarinet, ad­
di tio nal violins, and string bass. O ften the role of these ensembles in­
cludes playing for dancers de monstrating lively Chodish folk dances. 

Clearly, there are m ultiple paths th rough which Chodsko and the 
pukl have become associated . Further, however, some of the earliest 
associations between Chodsko and the pukl fe ll within con text of 
nineteen th-century Czech nationalism . In the lite rary realm, this associa­
tion is primarily owed to the autho r Alois jirasek (1851-1930) and h is 
work Psohlavci, an historical novel se t in Chodsko in the late seven teenth 
century. It is an account of the peasant revolutio n led by J an Sladky 
Kozina in which his best frie nd, Jiskra Rehurek, the dudak (bagpipe r) 
plays an active role. T his novel, first published in 1884 as a series in the 
magazine Kvety, which supported a Czech nationalist agenda, was given a 
new voice in operatic form with music by Kare l Kovafovic (1862-1920), 
which premiered in 1896. These links are especially relevant as pukl, not 
dudy, have been used in illustratio ns within the works of fiction as well as 
included in stage in productions a t the Natio nal Theater in Prague a nd 
in othe r theaters in Bohe mia. 

The above examples chiefly demonstrate how those living outside of 
Chodsko have come to associate the pukl '"~th Chodsko. Within the re­
gion today, the pukl is very much a part of lives of a group of people who 
are involved in the regio n 's folklore. Occasionally a pukl player is invited 
to play for a birthday celebration o r some private celebration . These are 
events where the pukl player is likely personally known by the invited 
guests, and most of the guests in attendance would like ly have had some 
previously-established link to the folklore of the region. However, it 
would not be a true representation to indicate that all appreciate the 
pukl. Not all living in Chodsko consider the pukl as a cri tical part of the 
region's make-up, as all aspects of folklo re exist within an environment 
with competition for inte rest from the trends of popular music. On the 
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FIGU RE 4, A procession of representatives from Chodsko to the coronation of 
Ferdinand I and Maria Anna Augusta as King a nd Queen of Bohemia. T he ty pi­
cal instrumentation of folk music of Choclsko is able to be observed he re, the 
mouth-blown dudy with violin . A copy of this pain ting, Boehmische Bauernhochzeit 
(1836), is on display at the Muzeum Chodska in Domazlice. (Photo by the au­
thor, courtesy of the Muzeum Chodska.) 

other hand, the pukl is presented as a major aspect of Chodsko's cultural 
heritage. The pukl is commonly played for visiting dignitaries, guests as 
well as in ternational tourist groups. Perhaps one event that is most illus­
trative of this was the visit of the President of the Czech Republic, Vaclav 
Klaus, to Domazlice in the summe r of 2009. Not o nly was h e greeted at 
the town hall by a fo lklore ensemble featuring the pukl, but he was pre­
sented with a pukl made by local maker Jan Frei as a gift from the city, 

As notable as all the associations are between the Chodsko and pukl 
of the past, it appears the main vehicle for the pukl's continued success 
and relevance in Chodsko is that it has excellent support from local insti­
tutions, This is demonstrated in two ways. First, the pukl has been taught 
in the local elementary school of arts since the 1950s, e rtjoying national 
and local support for operation expenditures. Second, the pukl g iven to 
President Klaus in 2009 illustrates that support from local government is 
not lacking, as the presentation was organized and paid for by the cul­
tural branch of the city's government. All told, the pukl and Chodsko 
have ertjoyed a positive relationship without any indication of decline on 
the horizon. 
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Construction/Technology: A /ooh at Major Components of the Puhl 

Horn Bells (Schalltrichter or roztrub). Upturned bells, known as Schall­
trichteror roztrub, at the ends of the chante r and drone pipes, are charac­
teristic of the pukl, with various approaches to making and attaching 
these bells to the ch ante r or d rone . In nine teenth-ce ntury Bohemia, 
most Bock-type bagpipes were fitted with an elbow made of tubing with 
an approximate angle of 45°. T his e lbow connected the e nd o f the 
chanter or drone with prepared cow horn . Another variation used by 
makers replaced the sharp-angled e lbow 'A~th a long, curved connector 
made of metal, typically brass. A third type discards the approach of cre­
ating ho rn bells composed of a combination of metal and ho rn with the 
utilization of a one-piece bell made from sufficiently long cattle horns. 
As this style was known in Bavaria, it might have been introduced to 
Chodsko with the first pukl, and these horns appears to have been a fea­
ture of historic examples of pukl extant in Bo hemia that are thought to 

have Bavarian provenanceY• 
Bell d esign has a significant influence on timbre a nd volume pro­

duced by either the chanter or drone pipe. It is easy to discern these 
changes by exchanging one type of horn for anothe r on the same pukl , 
as horn bells have neglig ible influen ce on the pitch of the ch an ter. 
Indeed, chante rs function perfectly well without a horn bell , as all of the 
sounding le ngths of useable pitches a re within the chanter itself. A pukl 
played without a bell on the chante r plays at a significantly lower volume 
than if a chanter has a bell. Therefore, pukl are nearly always played with 
its chante r be ll in place . It is easiest to experimen t with volume and tim­
bre possibilities of a pukl by exchanging and trying various types of ho rn 
bells on the chanter rathe r than the drone. Accordingly, a simple ex­
change of horn bells would not be possible on the drone, without ad­
versely affecting pitch , as the sounding le ngth would be a lte red with 
such an exchange . vVhen horn bells with sweeping brass e lbows a re re­
placed with e lbows of 45°, the auditory volume is reduced significantly. 
Moreover, the timbre typically changes from an aggressive sound to one 
favoring a covered or muted sound. 

15. Bearing in mind the o ral history o r the pukl's introductio n to Chodsko from 
Bavaria, exi:;mt exam ples o f historic pukl in Bohemia have featu res such as one-piece 
cow ho rn be lls that a re no t aurib11table to any specific Bohemian maker but which a rc 
consistent with Bavarian examples. 
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Reeds. The reeds used in the chanter and drone pipe of the pukl are 
both heteroglot single-beating reeds. They are both ide n tical in design, 
but differ primarily in length; the drone reed is longer than the chan ter 
reed . Not surprisingly, the le ngth of the reeds is also related to the key 
and pitch of the pukl. The standard pukl in Chodsko is tuned to £-flat, 
and chanter reeds for this key are made in range in overall length from 
about 50-60 mm and the drone reeds are approximately 60-70 mm in 
length. Each of the reeds consists of three componen ts: a reed body, a 
reed tongue, and thread that binds the two together. Modern reed bod­
ies are typically made from a tubular section of brass, with a d iameter of 
about 6 mm, one end filled with metal. From th is end, where the lay is at 
its greatest, the body is machined with the lay continuing to run approxi­
mately 75% of the length of the reed body. T he maximum angle a t 
which the lay is created is approximately 2' . The reed tongue, made of 
cane, is fashion ed and then secured to the body by string that is wrapped 
around both the reed body and the reed. In certain instances, a drop of 
beeswax sometimes minuscule, but at othe r times significant, can be ob-­
served having been placed near the middle or near the free end of the 
reed tongue. While not found on all examples, this beeswax assists with 
tuning and reed stabilization. 

Bellows. Among the earliest iconographical evidence for the use of the 
bellows with the Bock comes from an illustration in J ohann Christoph 
Wei gel's Musicalisches Theatrurn ca.1720 (fig. 5). Here , the piper is playing 
the polnischer Bock fo r fin ely-dressed couples dancing in the back­
ground. Bellows were a feature of another bagpipe, the French rnusetLe de 

cour. 16 Interestingly, there is a possible link between the musette de cour 
and the adaptation of bellows to the Bock. 

It is still difficult to gauge to what extent the musette de cour was 
played at German courts, but in addition to iconographic evidence, 
Christian Ahrens has shared portions of an inventory of instruments 
(1708) 17 of Duke Jo hann Ernst III of Saxe-Weimar that includes not only 

16. French bagpipes with be llows we re a lready known to Michae l Praetorius in the 
early seventeenth centu,y, as he included an illustrati on of what he te rmed "kl11ine 
Sackf,feiff" or "H iim.melch.en" on plate XIII of Th.eatrum lnstrumenton1./II.. 

17. Christian Ahre ns, pe rsonal correspondence, .June 28, 20 I 0. "Thi:1ringisc hes 
I-Iau pt-Staatsarchi v \Neim ar, fi:irsten haus A 628b: 'Die Te i lung zwische n Herzog.Johann 
Ernst zu S. Weimar und seine n nachgelassenen Kin dern,' fol. 100v- I05v [Inventory o f 
a ll instruments in possession of the former duke] fol. I 04v (97] Zwey hummel Pfeiffen 
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BLAH ll 

F1c;u1u: 5 . .Johann Chriswph Weigel, Ill ustration or polnischer Bock by Johann 
Christoph Weigel, note presence of bellows and 90° angled drone p ipe. 1\1/usi­
calisch.es Th.ealrum., vol. 22 of Docwnenla musicological Dmchschriflen-Fahsimiles, ed. 
Alfred Berne r (Kassel: Bifrenre ite r, 196 1), Blatt 3 1. 

" Vier Bolnische Boche" [Four jJolnischer Bock] but a lso "Dreji Sach Pfeiffen, 
eine von Violet, die andere von roth u. die dritte von schwarzen Sammet" [Three 
bagpipes, o ne in viole t, the other one in red and the thi rd in black vel-

[Sackpfe ifen) ] NB. Vorste hende ln strumenta sein izo in F,irs tl: Cemach. \\ fol. 105 r 
[ I 08) Drey Sack Pfe ille n , e ine von Vio le t, die andere von roth u d ie dritte von schwa r­
zcn Samme t. N. B. Dicse Iicgen im F,irstl: Sch lafT Cernach in e in e r Schachtel sub. 
No. 20. [ I 09] Dre\; Sack Pfe iffen. [ J I OJ Vier Bolnische Boeke . NB. Sein in de r Dreh 
Carn me r. [ 111 ) Ein Dute l Sack. [i.e. Sackpfe ife ] .' ,. 
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vet.] These last three bagpipes were quite possibly musettes de cour.18 

Musettes de cour typically were equipped with "bag-covers .. . of rich 
si lks, often covered with embroidery and bordered with metallic fringe 
and tassels." 19 In the inventory from \1\Teimar, Sammet or velvet is specifi­
cally stated in association with the three Sack Pfeiff en. Before the develop­
ment of syn the tic fibres, silk was the preferred material used to make vel­
vet. Therefore, it is not unexpected, in this context, that the bag covers 
of musettes d e cour are described as being of either silk or velvet, and it 
provides a partial basis fo r the supposition that the th ree coloured Sack 
Pfeiffen in the inventory were musettes de cour. The presence of three 
musettes de cour- possibly bellows-blown-in addition to four poln ischer 
Bock at a German court before 1708, is significant. It might he lp to ac­
count for bellows being adapted sometime before the 1720s to th e 
mouth-blown Bock. The musicians, particularly the German noblemen 
and noblewomen who presumably played the musette de cour, would 
have bee n familiar with the advantages bellows offered and may have 
suggested the adaptation of the bellows to the polnischer Bock that were 
played by some of their employed Bock-Pfeiffe1: 

Bordunverkiirzer-kratic. One of the innovations incorporated into the 
polnischer Bock, at least in southern parts of Germany, was a bored 
block of wood known in German as Borclunverhurzer and in Czech as 
kratii, which is an apparatus much like the Buch (Ger.: "book") employed 
on the basset horn. This has been subsequently retained in the pukl. The 
Bordunverkurzer and Buch are essentially rectangular shaped blocks of 
wood with three parallel cylindrical bores drilled lengthwise. These three 
passages are then connected by two short bores, one near each end pe r­
pendicular to the orig inal three bores. Appropriate portions of the pas­
sages are then plugged with wooden dowels, form ing a single passage­
way. v\lhen the Bordunve rkurzer is inserted to replace other sections of 
the drone pipe, it creates a "folded drone," thereby shortening the exter­
na l length while maintaining the sounding length of the drone p ipe. 
The advantages of making the drone pipe more compact is that the 
Bock becomes significantly less cumbersome and the entire instrument 

18. Michae l Ve re no, personal corresponden ce, .June 28, 20 I 0, ,vriLes LhaL Lhc three 
bagpipes with colored velvet migln be 11111settes de cour. C hristian Ahrens is in agreemenL 
wiLh this (personal correspondence, .June 29, 20 I 0). 

19. Grove Music 011-lint:, s.v. "Bagpipe," by 'William A. Cocks, Cl a l. , accessed 
September 5, 20 11 , h up: / / www.oxfordmusiconline.com/ . 
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can hang o n the player 's shoulder thereby providing a sense of stability 
and comfort for the playe r. 

The length of the vertical portion of the drone pipe (hanging from 
the partially obscured la rge cross o r velkj kHz) of the polnische r Bock in 
Weigel's Musicalisches 77ie{ltrurn, suggests tha t a Borclunverki.irzer is not 
present. If a Borclunverki:1rzer was present, the e ncl of the drone pipe 
would appear to be a greate r distance from the ground. As th ere are not 
any known polnischer Bocks that can be positively dated from this pe­
riod, it is necessary to find eviden ce for th e incorpo ra tion of the 
Borclunverhirze r in oth er contexts. A partial answe r to the issue of when 
the Borclunverki.irzer was incorporated into the design o f the polnis­
chner Bock comes from porcelain figures from the first half of the e igh­
teenth century made by the Meissen and I-Iochst fac to ries in Germany. 
One of the earliest indications of the folded drone concept being ap­
plied to the polnischer Bock can be observed on a Meissen figure 
ca.1740 (fig. 6).~0 It is not clear wheth er the piece indicates a true o ne­
piece Bordunverki:1rzer, but it might demonstrate the system used on 
Sorbian and Polish types of th e Bock bagpipes where the same goal of 
sho rtening the overall external length of the drone pipe is accomplished 
with three wooden tubes whose bores a re connected with two u-shapecl 
sections of metal tubing bundled togethe r. 

T he earliest example of the existence of what appears to be a Bordun­
verki:irze r, simila r to that used on the present-day pukl, is a stucco­
re nde red example from ca. 1760, in the Steinerner S{la[ in Nymphenburg 
Palace near Munich. Having re liable evidence for the integratio n of the 
Bordunverki.irzer into the polnischer Bock in Bavaria by about the mid­
d le of the eighteenth century, one might conside r its re lationship to the 
adaption of the very simila r device, the Buch , to the basset horn. Albert 
Rice observes: 

The earli est basset horns tha t a rc ex tant tod ay date fro m abo ut 1760 and are 
unma rked instrume nts thought to have been made in southern Germa ny. 
These do include the "Buch" o r "Kaste n" whe re the bo re trave ls in three 
directio ns, clown, up, and then cl own , before exiting through a brass o r 
woode n bell. .. it is possible that basset h o rns built with a "Buch " existed 
by th e early 1740s bur fu rther evide nce to support this con clusio n is lacking. 

20. "332 !-!r11frq11 iu with a bagpiper f'orm cd as a billy- goat. Meisse n , model by 
.J. .J. Kaendler, abou t 17,10. J-1 . 13.3 c m. Unte rrnyer Collection , Me tropolita n Museum 
of Art, New York," Pe te r v\lilhe lm Meiste r and Horst Rebe r, Fum/)('(111 Pnrrelai11 of the 
18 th. Centu.,y (Ithaca: Cornell Un iversity Press. 198<\), 18.'i. 
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F1cuRE 6. The Cornrnedia dell'Arte character Harlequin with a polnische r Bock 
having a "folded drone." Meisse n porcelain (ca. 1740) . (Photo courtesy of the 
Metropolitan Museum of Art, New York.) 

. . . Therefo,-e, if I were pressed on the first use of the "Buch" on the basset 
ho rn I would say about I 760.2 1 

The apparent application of this simila r d evice to two musical instru­
ments, the polnischer Bock and basset h o rn , at an analogous time 
in Bavaria, while certainly speculative, suggests some commo nality. 
Perhaps some make rs were making both basset horns and turning com­
pone nts for polnische r Bock or were o therwise somehow aware of this 
innovation. This perceptio n is supported by the observation that it was 
on "southern" German versions o f polnischer Bock that the Buch-like 

21. Albert Rice, pe rsonal correspondence, March 5, 2007. 
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com ponent appeared , not the "northern" Bock bagpipes such as the ko­
zol and me chawa of Lusatia, dudy wie lkopolskie, kozio l bialy (koziol we­
se lny) , and kozio l czarny (kozio l s lubny) of Poland where the o ne-piece 
block-style Bo rdunverki.irze r has neve r been utilized. 

While it appears that the Bo rdunverku rzer (German) or kra tic 

(Czech) has been applied to the polnischer Bock as early as the l 740s 
(Meissen porcelain ) and certainly by th e l 760s (Nymphenburg Palace) , 
the earliest dated example extan t in Bo hemia bears the d ate 1820 (fig. 7 
and fig. 8). T his is part ofan incomple te pukl, having no inve ntory num­
ber, in the e thnographic department of th e National Museu m in Prague . 

Baroque and Classical Polnischer Boch 

Beyond providing evidence fo r the mid-e ighteenth century u tiliza tion 
of the Bordunverki.irzer, the rendering of the Nymphenburg po lnischer 
Bock indicates tha t some of the baroque characteristics have been put 
aside and a more practical and less cumbersom e, pe rhaps "classical," 
Bock is the result. Specifica lly, the principal aspects of the baroque pol­
nischer Bock's biza rre appearance was the re tentio n of not just a goat's 
hide, but its head , four legs, and ta il. v\Thile "baroque" polnisch er Bock 
were certainly striking, there were drawbacks. T here would have been 
considerable time and expense spent o n taxidermy as well as being cum­
be rsome with re te ntio n of the goa t's head and legs. Consistent with "clas­
sical" musical thought whe re symmetry, simplicity, a nd e legance were 
principle concepts, a less bizarre polnischer Bock re flecting these princi­
pals emerged. A Bock with only a representa tive goat's head and tail and 
no legs was still sufficie nt fo r visua l impact. Effectively, this streamlined 
"classica l" po lnische r Bock which appeared in the middle of the e igh­
teenth century was the type introduced in to Chodsko in Bohe mia in th e 
nineteenth cen tury. 

The Influence of the Clarinet on Pitch 

Befo re th e in troduction of the pukl to Bohemia, the trad itional group 
fou nd playing in pubs consisted of the dudy with one or two vio lins.n 
T hese vio lins we re likely "short-fiddles" known as Kurzhalsgeige (German ) 
or zkracene hous/,e (Czech ) having smalle r bodies a nd appreciably shorted 

22 . J an a Ekste inova, "Vyvoj hr)' cluclackych muzik na Chodsku [T he d eve lo p me nt o r 
bagpipe music in Choclsko] " (Pedagogicka Fakulta v Plzn i, 1982) , 33. 
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F1cu1u: 7. Cu taway view of the earliest elated exam­
ple (l 820) of a kratic extant in Bohemia. No inve n­
tory number. Naroclnf muzeum - Historicke 
muzeum - Naroclopisne oclcle lenf, Letohraclek 
Kinskych , Kinske ho zahracla 97, Prague 5. (Drawing 
courtesy of Terence Dobson. ) 

necks in comparison to full-sized versions.~:1 It is supposed that the dudy 
were tuned in C o r G major. After the adaptation and substitu tion of the 
dudy with the pukl in Chodsko, which is tuned to an E-flat drone with 
chanter sounding b-fla t, d ', e-flat', f ', g', a -flat' , b-fla t', and c", E-flat clar­
inets played by musicians re turning from service in the Austrian military, 
were included to fo rm a trio called mala se/ska muzika. These groups 
played in pubs weekly and on specia l occasio ns such as masojJust (carni­
val) and weddings in a quasi-po lypho nic style . The pukl and E-fla t 

23. For a descriptio n o f th ese vio lins see Danie la Urbancov,\, logerliinder Volks­
musilwnten mil Dude/sack 11.1ut Kurzha.lsgeige: ein Beilrag z.11111. mus ilwtisclum Bra.uchtu:m des 
t..gerla.ndes [ Cheb folk musicians with bagpi/J11s a.nd short-necked violin: a. contribution lo the mu­
sical lra.ditions of the Cheb region] (P rague : Editio Bare nre ite r Praha, 2002), 52-68. 
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F1cu1u: 8. De ta il o f the date o n the o ldest dated kratic known in Bohemia 
( 1820) , no inve n tory numbe r. (Pho to by autho r, courtesy of the Narod n f 
muzeum - l-listo ricke muzeum - Narodo pisne oddeleni, Le tohradek Kinskych , 
Kinskeh o zahracla 97, Prague 5.) 

cla rinet were played in octaves, while the vio lin fi lled in with mostly 
thi rds and sixths. T he short-fiddle was eventually replaced with full-sized 
facto ry violins whose strings were "tied down" to a secondary nut, which 
provided the same advan tage a capo does to a gui ta rist. The fiddle r 
could stay in first position and play easily in the required key and u tilize 
open strings. Photographs and recordings of fiddlers in Chodsko indi­
cate this performance practice lasted into the l 920s.~4 

24 . Ekste inova, "V)'voj hry dudackych muzik na Chodsku [T he develo p me nt o f bag­
pipe music in Chod sko ]," Pan 2, plate 14. In the pho to of the .J if-f Kaje r band , taken 
before the Second Wo rld War, this arran gemen t is clea rly o bse rvable . See also Michae l 
Cwach , ''.Josef Snabl , O ndt'ej Ludvfk and the Artistic Company of 1920: .Jou rneys of 
Life, Musical Pe rform ance and Research ," Kosmas: Czechoslova/1 and Central fa1:rof1ean 

.Journal 24 / 2 (Sp ring 2011 ), 62- 8 1 for furthe r d escriptio n regard ing this performance 
practice of fid dle players in Choclsko. 
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Some pitch anomalies still exist in Chodsko and these can be linked 
with the clarinet. If only the pukl and violin were played together then 
there would be no need for a key or pitch standard, as the violin could 
be finely tuned to the pukl. However, with the adoption of the E-flat clar­
inet, the pukl and violin were required to tune to the clarinet.2,-, Thus the 
history of the pitch of the pukl in Chodsko is linked to the pitch of the 
clarinets used in Chodsko. 

As Bohemia was part of Austria in the nineteenth century, the pitch of 
the clarinets played in Chodsko was likely based on the pitch standard of 
Austrian military bands prevalent in Bohemia. Well-known bands were in 
nearby regional centers such as Klatovy and Plze11. Additionally, a 
painted wooden target (ca.1860) on display in the Chodish museum in 
Domazlice shows a military band playing on a small square in that cit)', 
clearly demonstrating that military music was known. Consequently, it 
can be assumed that the pitch A = 460 Hz based on the 1880 Austrian 
military high pitch,26 and the slightly higher standard A = 461 Hz27 based 
on the Andreas Leonhardt regulations, in effect from 1851 to 1929, give 
a reliable indication of pitch for those periods. 

Other observations regarding pitch in Chodsko are made in the litera­
ture. Arnost Kolar, a priest who lived in the region and took a specia l in­
terest in the pukl, wrote in 1958 that the pukl was tuned to both E-flat 
major and E major based on A= 435 Hz,28 indicating, in actuality, that 
low-pitch and high-pitch versions of the pukl were being played in the 
Chodsko region at that time. E based on A= 435 Hz is equivalent to 
high-pitch E-flat based on A = 461 H z. Ninetr -year-old Jan Kuzelka, told 
his grand-daughter that h e and his father, JosefKuzelka, started a dance 
band in 1941 playing in the strle of Rudolf Antonfn Dvorsky. They were 
the first group to adapt the low-pitch instruments in Chodsko sometime 
after the Second World War.2D These two refe rences indicate tha t for 

25. Eksle inova, "Vyvoj hry dud,ickych muzik na Chodsku [The development of bag­
pipe music in Chodsko]," 33. 

26. Brian Blood, "Music th eory online: pitch , temperament & timbre, lesson 27" 
["History of Musical Pitch" - a table pre pared by Mr. A . .J. Ellis and published in 1880 
(with additions from late r publications)], http:/ / www.dolme tsch.com/ musictheory27 
.htm, accessed April 30, 20 I I. 

27. Vaclav Blahune k, pe rsonal corresponde nce, October 19, 2006. Blahune k is a 
Chie f Director of the Prague Castle Guard /Czech Po lice Band and obtained this in­
formation from the book Vojenslai ltudba. ( lV/ilita.ry Mu.sic) by Robert Sale k, 1956. 

28. Arnost Kolai', Dwly [Bag/1i/1es] (Mlyn e k: Arnost Kol ,U-, 1958), 7. 
29. Martina Moryskova, pe rsonal correspondence, May 2, 201 I. 



68 JOURNAL OF THE AM ERICAN MUSICAL INSTRUMENT SOCI ETY 

almost two decades low-pitch and high-pitch instrume nts were be ing 
played in Chodsko. All of the high-pitch instruments were not replaced 
immediately upon their first appearance in Chodsko in 1941, but likely 
declined as older players withdrew fro m active playing. Taking the ques­
tion of pitch into mo re recent times, Zdenek Blaha, well-known figure in 
Czech folklore, wrote that pitch of the pukl ranged from A= 440 H z to A 
= 445 H z in Chodsko.80 

Comple te pitch uniformity is sti ll not found amongst the pukl players 
of Chodsko, and the range is even greater than Blaha reported. From 
November 2010 to February 2011, eighteen pukl players in Chodsko 
were in terviewed and recorded, and in a ll cases, these performers had 
their chan te rs reasonably well in tune with the drone . The pitch of the 
drone pipes of the participants was measured during inte rviews. In some 
cases the pi tch was de te rmined from recordings of these sessions. T he 
findings are accura te within an acceptable tole rance, that is + or - l Hz, 
showing that the pukl played in Chodsko today a re tuned in a range 
from A= 439 Hz to A = 449 H z ( table l). vVhile nvelve of the players can 
be placed in to a group ranging from A= 439 Hz to A= 443 H z, th ere was 
another group of six players in the A= 445 H z to A= 449 H z range. All in 
the second group, with one exception, have e ither direct o r secondary 
connections to the folklore e nsembles in the village of Mrakov. Tomas 
K{1gel, a clarine tti st and member of Domazlicka dudacka muzika 
(DOM), wrote that the pitch was highe r in these groups as compared to 
the norm (A = 442 Hz to A = 443 Hz) for o ther groups in Chodsko, ex­
plaining, "I think it is because Venca Kupilik[Vaclav Kupilfk] has an o ld 
es [E-flat] kla rineL [sic]. And when the clarine t is older his tuning is go­
ing up .... With DOM I think it is [A=] 443 [Hz] . ":1 1 Conseque ntly, pitch 
variations, amid folklo re musicians in Chodsko, appear to be linked to 
the pitch o f each ensemble 's principal cla rine ttist. 

Origin of Fine-Tuning Screws 

The pukl is played using the closed fin gering system , tha t is, only o ne 
fi nger is raised at a time for each note. There are no cross-fingerings 
o r combination fingerings. Whe n a ll the finger-h oles a re closed, there is 

~O. Zdene k l~la ha, Sto k11s11 Jnn solo" duo dudy [ One /-hwdml Solos and Duels for Bflg­
fii/H's]. ( Domazlice: Okresnf k11lt11rn f stfrdisko Dornazlice, 1990) , 6 . 

~ I. Tomas Ktige l, pe rsonal correspo nde nce, April 27, 20 I I. 
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TABLE I. Pitch ofpukl played in Choclsko (November 2010 to Februaq' 2011). 

Name 

Kamiljincli-ich 
Vaclav Dufek 
Vlastim il Konrady 

Dan Dr·fmal 
.Ja n Morysek 

.Jif·f Sauer 
Vk lav Bursfk 
.Jan Hrbacek 
.Josef Kunes 

Anton fn Konrady 
Martina Mo1·yskova 
Richa rd Vfsner 
.Jif·f Kupilfk 
Marek Budka 
Vlastimil D1·fmal 
J an Holoubek 
Lubomfr Pitte r 

Tomas Budka 

Make ,· of jJUld 

.Jakub Konrady 
Miroslav J anovec 
Jakub Konrady with 
chanter made by 
Lubomfrjungbaue r 

Lubomfrjungbauer 
Miroslav J anovcc 

.Jakub Ko nracly 
Lubomfrjungbaucr 
Lubomfr.Jungbauer 
Stan islav Konracly 

J akub Konrady 
J akub Konrady 
.Jan Holoubek 
Lubomfrjungbauer 
Lubomfrjungbauer 

.Jakub Kon rady 

.Jan Holoubek 
Lubomfr 

.Jungbauer 
Karel .Janecek 

Pitch of drnne 
measured with 
e lectro nic tune r 

439 
440 
440 

442 
442 

442 
443 
443 
443 

443 
443 
443 
445 
446 
447 
447 
448 

449 

Location whe re 
player is no rmally 
involved playing 

Do mazlice 
Do mazlicc 

Domazlice (Instructor 
o r the /Jlll<l at the 
music school in 
Domazlice) 
Mrakov 
Klencf (Student at 
music school in 
Domazlice) 
Trhanov 
Posfrekov 
Postf·ekov 
Domazlice (Instructor 
of the fmld at the 
music school in 
Domazlice) 
Domazlice 
Domazlice 
Post1-ekov 
Mrakov 
Mrakov 
Mrakov 
Klencf 
Mr,ikov 

Not playing with any 
group, but his son 
Marek plays in 
Mrakov 

still one open tone-hole near the bottom of the chanter which sounds an 
octave and a fifth above the drone. This provides the aural illusion of a 
secondary drone which is especially prevalent during staccato playing. 

Today the pukl is unique among bagpipes in regard to how the pitch 
of individual notes can be tuned. Each fi nger and tone hole of the 
chanter is equipped wi th a brass machine screw-a fine-tuning screw- set 
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in a block near the tone holes. These are similar in appearance to a key 
block seen on historic clarinets, but placed close to the finger hole and 
drilled and taped in such a manner that allows the machine screw to 
breach the finger hole opening (fig. 9). This scheme offers the potential 
to change the volume of the hole and, consequentially, the resulting 
pitch. Making the finger hole "larger" raises the pitch of the note while 
making the finger hole "smaller" lowers it. Before the adaptation of tun­
ing screws, it was customary in Chodsko to tune the individual notes of a 
chanter by changing the size of the opening of each tone-hole with wax. 
According to Jan Hrbacek, one of the last in Chodsko to learn on this 
type of pukl, this was accomplished not with pure beeswax but with a 
mixture of beeswax and rosin_:i~ In Chodsko, the practice of using 
beeswax-based substances for tuning ultimately ended ca.1989.33 Often 
an adequate amount of these pure or compound substances was stored 
in the cleft of one of the ears of the symbolic goat's head. Hrbacek joked 
that while taking lessons at the music school in Domazlice, tuning took 
about three quarters of the lesson time and in some instances, ironically, 
he "even had the opportunity to play."'.H 

It has been expressed repeatedly by prominent p layers and pul<l mak­
ers in Chodsko and elsewhere that Jakub Konrady was the person re­
sponsible fo r replacing the traditional way of tuning individual notes 
,vith wax with fine-tuning screws. His son, Jaromfr Konrady, explained 
how the fine-tuning screws came to be: 

Our fathe r [_Jakub Konrady] thought or the fin e-tuning screw in the years 
1958-1 960. The possibi li ty to quickly tune, instead o f filling the holes with 
wax, was done for his ne phew Antonin Konrady. They were recording bag­
pipe bands a t the radio station in Plzei'"1.:1,·, Our fathe r played violin . It is pos­
sible to tune with those [violins]. But with clarine ts it was worse. And if the 
dudy [pukl] and clarine t a re no t in tune, it is a bad recording. And that is 
why our fathe r did this typ e tuning, so tha t the bagpipes could be tuned in 
a sho rt time . It is the last adaptation regarding the constrnction of bagpipes 

32. Jan Hrb,tcek, pe rsonal inte rview.Jan uary 7, 2011 . 
33 . .Josef K11n es, pe rsonal correspondence, April 20, 2011 . 
34 . .Jan 1-Irlx icek, pe rsonal inte rview, .January 7,20 1 I. 
35. Music groups that use the pukl today are normally in the format vell,li. rludaclai. 

uwzilw in Czech . T hese a re e nsembles that typically included two pukl, one E-fla t so­
pra no c la rine t, o ne B-flaL sopran o clarin e t, one o r m o re vio lins, and a string bass. 
Othe r sma lle r e nsembles with the pukl in o the r combinatio ns of the a fore me mio ne d 
instruments we re also recorded a l the radio statio n fo r late r b roadcast and release on 
long p laying hi-fi and ste reo recordings. 
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FIGURE 9 . Illustration of' a pukl chanter without the rozu·ub (sounding bell) , 
showing fine-tuning screws on each of the finge r-holes and tone-hole. Only the 
head of the uppermost screw is visible for the note c", wh ich is typically fingered 
by the right thumb on the reverse side of the chanter. (Drawing courtesy of 
Te re nce Dobson.) 

in the 5,000 years of playing the instrume nt. As bagpipers we a re proud of 
it. Today we cannot even imagine how m uch work it was wi th tuning earlier. 

'.lu 

A similar account, repeated ly told in Chodsko, states that the initial 
use of fin e-tuning screws came afte r Antonfn Konrady returned from a 
fo lk instrume nt competition at the Lla ngolle n Inte rna tional Musical 

36 . .Jaromfr Konracly, pe rsonal co rrespondence, April 29, 20 I I. "Doi ad 'ovacf sroubky 
na pf·ecln iccc vrmyslel mis o te c v le tech 1958-60. Moznost rychle ho clolacle nf, mfsto 
vypli1ov,1nf clfrky voske m , ucle lal poprve pro sveho synovce An tonina Konraclyho. Byli 
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Eisteddfod in Wales in 1965. The son of Antonin Konrady, Vlastimil 
Konrady, does not himself recall a time before the use of fin e-tuning 
screws, but that 

my clad had a chan te r without the screws. He tells how he was in Llangollen 
[Wales] without the screws. T hey were in a tent and it was very hot. T he wax 
in Lhe holes ran oul because iL was so hot. He had Lo Lune the bagpipes 
again. They wrote the next clay [in the newspape r] that h e was praying, and 
this is the reason for winning the competition , the medal. [In fact,] he was 
tuning Lhe holes. When he returned home he told his uncle (Jakub 
Konracly] about it. His uncle told him Lo bring the bagpipes to his workshop 
and he would think of some thing. I-l e [Jakub] put the screws the re. I-le 
though t up the idea of the fine-tun ing screws. From this Lime bagpipes now 
have screws on each note includ ing the [inte rval of Lhe ] fi fth [ with the 
drone] ... _3; 

Fine-tuning screws have proven to be a very effective way of changing 
pitch of individual notes of the chanter on the pukl. It is universally used 
in the Chod region today; a bagpipe maker would have little or no suc­
cess selling an instrument in the Chodsko without this feature. Lubomir 
Pi tter succinctly recounts the same story as outlined above in a docu­
mentary film about bagpipes in Bohemia, Call of "Dudy" (2006) . How­
ever, evidence suggests thatjakub Konrady might not have been fully re­
sponsible for the additio n of screws to the tone holes. 

Vladimir Kovai'·ik, a pukl maker in Prague, has a noteworthy collection 
of historic bagpipes including those played in Bohemia and elsewhere. 
Notable is a chanter with fine-tuning screws made by Yuk Steffek in 1950. 
This is historically significant as it suggests that fi ne-tuning screws were 
already utilized eight to ten years before the habitually-acknowledged 
dates of this development attributed to J akub Konrady. Kovai'"ik wrote 
thatjosef Bayer (1913- 2008), a bagpiper from Prague, bought a pukl 
from [Yuk] Steffek in 1950 with three interchangeable chanters. One of 
these chanters had tuning screws for each tone-hole, a second chanter 

nat,icet v rozhlase v Plzni dudackou muziku. Nas otec te hdy hra l housle. Ty se chtj f 
doladit. Ale s kla rin ety Lo bylo h o rsL A po kud ne ladf dudy a klarine ty, Lak j e spatn,i 
nahravka. Proto otec ude la l d oladenf takove, aby bylo mozne v kra tke d obe rychle 
dudy pi'eladit. .Je Lo poslednf t'.t prava na konstrukci dud za 5,000 let existe n ce hranf na 
Lento nastroj . .Jako dudaci jsme na Lo hrclL Ones u z si ne umfme pre clstavitjaka prace s 
lacle nfm drive byla ." 

37. Vlas timil Ko nnidy, in d iscussio n with the autho r in Domazlice, November 24, 
20 10. 
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was made from ebony and the third chanter was a usual one (that is, a 
"usual" chanter at this time was probably made of plum, the most com­
mon material used to make bagpipes in Bohemia). Kovaffk bought this 
bagpipe and all three chanters from Josef Bayer in 1966. Since the n, 
Kovarik has traded the pukl with the standard chanter for another in­
strument, but has retained the ebony chanter as well as the chanter with 
fine-tuning screws.38 Lubomfr Jungbauer, a respected maker, notes that 
Vladimir Baier (1932-2010), well-known musician and o nce director of 
the Muzeum Chodska in Domazlice, told him that Baier had suggested 
the idea of the fine-tuning screws to Jakub Konrady.~9 However, no date 
was offered with this testimony. 

Obviously, these accounts of how the tuning screw became adapted to 
the pukl are not in harmony, but it appears that Vuk Steffek sold at least 
one pukl with a chanter having fine-tuning screws eight to fiftee n years 
prior to Jakub Konrady's use of the tuning screws. It is possible that the 
idea of adapting the fine-tuning screw was developed by Vuk Steffek 
and J akub Konrady independently, while a lso conceivable that Jakub 
Konrady might have noticed its implementation on visits to Steffek's 
workshop, such visits being recalled by J akub's nephew, Antonin 
Konrady.40 Regardless of who is responsible for the first application of 
fine-tuning screws,Jakub Konrady can be rightly credited for the success­
ful implementation of a simple and reliable version tha t has been 11rn­

tated by a ll succeeding makers. 

Puhl Malling in Chodsho 

A primary contributor to the success of the pukl in Chodsko is the 
availabili ty of instruments in the region . It appears that ini tially instru­
ments were impo rted from Bavaria. As the Bock or pukl seem to have 
lost popularity in Bavaria, th ese unwanted instruments were given new 
life across the border in Chodsko and o the r regions in Bohemia. 
Howeve r, li ttle ve rification exists for th is othe r than the fact that the 
instrume nts played in the Oberpfalz region of Bavaria in the early 
nine teenth century appear to closely rese mble those played in late 

38. Vladimir Kova1·fk, p e rsonal corresponde nce, May 2, 20 11 . 
39 . LubomfrJungba ue r, pe rsonal corresponde nce, April 25, 20 I I. 
40. Antonin Konnidy, in discussion wiLh Lhe auLhor in Do mazlicc ,.January 13, 20 11. 
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nineteenth-century Chodsko. They are mirror images of each other, that 
is, the configuration of the bellows and reservoir bags were reversed. 
Furthermore, these extant examples that were played in Chodsko and 
are currently held in museums and private collections cannot be attrib­
uted to any maker in Bohemia. No clear picture of pukl making in 
Chodsko is found until the late nineteen th century, and little is known 
about the earliest makers of e ither pukl or dudy in Chodsko, which in­
cludes the names of "Nygl" from Pafezov, J an Dekr Ti'.'.unak from 
Zahofany, and Josef Hojda from Domazlice.4 1 There is, however, a more 
comple te record of succeeding pukl makers whose instruments were 
played in Chodsko, as seen below. 

Wolfgang "Bolfik" Steffek (1842-1923), commonly known as "Bolffk," 
lived in the village of Ujezd, famous for its association with the legendary 
folk hero,Jan Sladky Kozina. Rudolf Svacina writes, "All the bagpipers in 
Chodsko in the second half of the nine teen th century a lways had bag­
pipes from Steffek. Whe n a bagpipe was giving trouble or needed repair, 
they [bagpipers] were always guests [at the Steffek home] ."42 Steffek not 
only made dudy and pukl, but also made and repaired clocks. His instru­
ments were played in Chodsko, as well as in southern Bohemia and by 
professional pukl players and presenters of folklore in Prague. An inno­
vator, Steffek equipped some of the chanters with two or three keys. 
These "advancements" were never adopted into strategic performance 
practice. Nevertheless, the naissance of one innovation, the use of fine­
tuning screws, is partially d ocumented based on a pukl dated 1913, inv. 
E-3514 which is part of the Muzeum Chodska collection in Domazlice. 
Made by "Bolffk," it has a chanter in which a screw has been incorpo­
rated to tune the lowest note of the chanter, b-flat. Late r, this concept 
was expanded to all of the finger holes (c.f. , "Origin of Fine-Tuning 
Screws" above) . 

Wolfgang "Vuk" Steffek (1879-1966) , son of "Bolffk," carried on the tra­
dition of making the pukl. A fair number of h is instruments are extant, 
but few are played today. It is not unusual to find recycled parts from 

4 I . Zdenek Blaha, Sta k ust1. pro solo a du.a du.rly [ One !-!undn:d Solos and Du.els f or 
B11g{Ji/1es] , 2. 

42. Svacina , Durla.ci a ciuda.clai ·mu.zilw na Ch.ods/1u [1Jag/1i/1ers and bag{Ji/1e bands in 
Clwdslw], 33. "Vzdy vsichni chod stf d ud,ici v druhe polovin e 19. sto le tf rne li dudy od 
Stelfka a byli j eho stalyrni a cast)•rni hosty, kdyz pukl zlobil a poti-e boval o pravy." 
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pukl made from one o r more unidentifiable historic makers as well as 
components made by his father incorporated into his work. 

Jakub Jahn (1902-1978) started making the pukl in the village of 
Drazenov, but moved to the neighboring village of Zdanov after the ex­
pulsion of the ethnic German population in that locale. Ornate wood 
burning of the upper bellows' plate, as well as embossing of the sheet 
brass used to make the bells can be observed on his instruments. Some 
of the most common decorative motifs include hearts and poppy flow­
ers. J ahn can be observed making a pukl in one edition of the newsreel 
series, Actualita ( 1942), which depicts Jahn pre paring and bending a cow 
horn over a Bunsen burner with a specifically designed tool-an iron ring 
that is welded to a handle. As the horn is softened by the heat, the ring is 
slid over the horn and be nt to the desired shape. J ahn 's work can be 
identified by this process, as marks are left from the iron ring where it 
had come in contact with the horn. His instrume nts are signed in various 
ways. Sometimes only his initials, 'J J.," can be found on one of the bells; 
otherwise, typically, his name, village and house number a re burned 
onto the bellows. 

Jakub Konrady (1905-1988) worked in Domazlice; his pukl productio n is 
considered to be of the highest standard. Early models show clear imita­
tion of pukl made by Yuk Steffek but are more robust. Perhaps the most 
desirable of pukl made, these instrumen ts nonetheless are not sui table 
for young players as the instruments are particularly heavy. There are 
four known designs o r "generations" of heads used as chanter stocks. 
The examples of pukl made by Konrady show that he was a master of 
bending impressive bells out of long cow ho rns. He imported horns of 
the Hungarian Grey longhorned cattle (magyar sziirhe szarvasmmha or 
magyar sziirhe marha) . Konrady is widely credited with developing and ap­
plying fine-tuning screws to each of the finger-holes of the chanter. 

Karel Janecek (1901-1975) did no t live in Chodsko but in Vejprnice, 
near Plze11, but his instrumen ts a re played in Chodsko, and a re often 
loude r and have a more aggressive sound than those of othe r pukl mak­
ers. The chanter a nd drone bells a re made with combinatio n of arched 
brass tubing a nd cow horn. Some of these bells also have a portions 
made of sheet brass, which are embossed with six-po inted flowers akin to 
those fo und in the Flower of Life. Hearts and concentric circles are also 
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motifs that are found on pukl made by Janecek. On many examples, the 
"moustache" of the brass "hook and moustache" on the top plate of the 
bellows to which players strap their elbow are typically engraved "KAREL 
JANECEK VEJPRNICE". 

Jaromir Konrady (1944) and Stanislav Konrady (1946) are two sons of 
Jakub Konrady who are making pukl that adhere to designs developed 
by their father, operating the same music store in Domazlice that once 
belonged to him. v\Thile part of the manufacturing process for their pukl 
takes place in the ir father's historic workshop in Domazlice, some work 
is also done at workspaces near their respective homes in Plzen and Stod. 
One of the most accomplished performers of the pukl, Josef Kun es, reg­
ularly plays a pukl made by Stanislav Konrady. 

Jan Frei (1938) , once an auto mechanic, was motivated to make pukl 
when.Jakub Konrady died. Working in Domazlice, Frei uses avai lable ma­
terials, but typically makes chanters from plum and the drone pipes 
from beech. He carves the decorative goats' heads from linden a nd uses 
shellac as an exterior finish on wooden components. The upper plates 
of the bellows, made of birch plywood, are wood-burned and decorated 
with local symbols of Chodsko and/ or of fam iliar structures in 
Domazlice. He has made pukl in the keys of E-flat, and G of which some 
have been exported to Sweden and Canada. 

Lubomir Jungbauer (1950) is a well-known maker of the pukl li,~ng in 
the town of Stod, and has influenced pukl playing not only in Chodsko, 
but in centres like Strakonice. He was encouraged by Vojtech Hruby of 
Strakonice to make a player-friendly version of the pukl for younger play­
ers (i.e., lighter in weight and bellows easier to pump with increased 
bore size of the passage between the bellows and the air reservoir bag). 
He made his first pukl in 1981. Making pukl in the keys of D, E-flat, F, 
and G, he uses pear wood for the chanters and maple for the balance of 
the turned components . .Jungbauer has eliminated the Bordunverki.irzer 
or kratic, and was the first to replace the traditional leather flap that pre­
vents air escaping from the bag with a plastic check valve. He also added 
a fine-tuning screw to the drone pipe. 

Miroslav Janovec (1958), schooled in woodworking, is among the most 
popular makers of pukl in the Czech Republic and works in Malonice. 
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Even though prices for his instruments a re considerably lowe r than 
other makers, he still produces a quality instrument. J anovec is not afraid 
to experime nt with d esign or sound and is willing to incorporate cus­
tomers' wishes. For those customers who want a loude r pukl, Janovec 
makes a kratic with a simplified inte rnal design. This apparently allows 
the sound of the drone to be more robust than the traditional kratic:1~ 

Jan Holoubek (1958), though not currently making instrume n ts, re­
ceived luthie r tra ining at the school of violin making in Luby (then 
Czechoslovakia). He made his versions of the pukl while he was living in 
the Chod village of Postrekov and works now in Klencf. His instruments 
a re characterized by a minimalistic goat's head and are otherwise conser­
vatively decora ted. The quality of workmanship and materia ls is variable, 
but Richard Vfsner, one of the best players in Chodsko, is very satisfied 
with his pukl made by Holoube k.44 

Conclusion 

The pukl, commonly called dudy, is a type of Bock bagpipe that is 
played and closely associated with Chodsko. Although thought of as a 
Czech or Bohemian instrument, its current configuration is largely a re­
sult of histo ric developments that took place in Germany. Innovations, 
both visual and practica l, were applied to both the peasant instrument­
the grof3e r Bock as illustrated by Praetorius-transforming it into the 
e laborate "baroque" polnischer Bock and the relatively subdued but still 
visually rema rkable "classical" polnisch er Bock of the mid-eighteenth 
century, which were played in ensembles called Bockmusik, a t court. It 
was the "classical" polnischer Bock, with an angled drone pipe, bellows, 
and Bordunve rkurzer or kra tic, which was introduced from Bavaria to 
the Chodsko region in the mid-nineteenth century. There it became 
known as the pukl and replaced the mouth-blown dudy by the end of 
the first quarte r of the twentie th century. Since this time, th e pukl has 
become associated with Chodsko, and makers in the region and weste rn 
Bohemia have integra ted further innovatio ns to the pukl, including fine­
tuning screws for the drone pipe and each of the finger-holes and to ne­
hole of the chanter. 

43. MiroslavJanovec, persona l correspondence, May 27, 20 I 2. 
44. Ri chard Vfsne r, pe rsonal inte rview, November 24, 20 I 0. 




