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The Puklin 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 distine-
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,’ and in Bohemia, distinctive bag-
pipes called dudy but historically known as pukl, are closely associated
with smaller regions such as Prachensko, 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-
come 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 Pracherisko
and Chodsko, with the primary difference being one of performance
practice: in Prichernisko 80% or more of the pukl players are women,
whereas in Chodsko it is unlikely that female players comprise more
than 10% of the total.? Indeed, the pukl’s origins, technical aspects,

*I wish to thank the following individuals: Roger Buckton and Elaine Dobson of the
University of Canterbury for their guidance in preparation of this work; each of eigh-
teen participants who collaborated with fieldwork conducted in Chodsko; Albert Rice,
Samantha Owens, Janice Stockigt and Christian Ahrens for sharing their research that
has helped to outline the history of the polnischer Bock; Terence Dobson for the line
drawings as well as Michael Vereno and other peers for their suggestions and comments.

I. Jesse Alan Newhouse Johnston, “The Cimbdl (Cimbalom) in Moravia: Cultural
Organology and Interpretive Communities” (PhD diss., University of Michigan, 2008).

2. In a study conducted in late 2010 that included noteworthy pukl players in
Chodsko there were a total of eighteen participants of which only one participant was
female. Beyond this individual there are only two more female pukl players known to
have been either active in Chodsko in the past or present. The percentage estimate for
the Prachensko region comes from multiple observations over more than a ten year
period by the author of the makeup of folklore groups from the region, as well as
makeup of student groups in the local schools of 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 member of the Bock or billy-goat family of bag-
pipes that includes the dudy and pukl in Bohemia, the gajdy of Moravia
and the Zihorie region in Slovakia, gajdy of the Silesian Beskids
Mountains (usually mouth-blown in Slovak areas), dudy of the Zywiec
Beskid Mountains in Poland, and related bagpipes of the northern
Orava region in Slovakia. Also included are the kozot and méchawa of
Lusatia, dudy wielkopolskie, hoziot bialy (koziot weselny) and koziot czarny
(koziot $lubny) of Poland, and the Dudelsack (occasionally named
Bockspfeife or bohmischer Bock) in Germany and Austria.

Bock bagpipes are either mouth-blown or bellows-blown and made in
a range of sizes and keys. Equipped with heteroglot single-beating reeds,
the chanter and separate drone pipe are either fully cylindrical or
slightly conical. The drone pipe of various Bock types can be either
straight or include an elbow angled at approximately 90°. Depending on
the length and configuration of the drone, the drone rests either on a
shoulder or hangs before the player. Typically, the chanter and drone
pipes end with a bellshaped section called a Schalltrichter (German) or
roztrub (Czech). They are often constructed from a combination of cow
horn and sheet brass. In Lusatia, some Schalltrichter are made of wood.
These “bells” amplify the sound and partially determine the timbre of
the pipes (c.l., “Horn Bells™ section below for further discussion of pipe
timbre). Traditionally, the air reservoir bags are made from natural
materials such as goat or dog hide, though today some makers also in-
corporate synthetic materials. Figure 1 illustrates the parts of the present
day pukl.

The Bock in Bohemia

The oldest depiction of Bock bagpipes being played in Bohemia is in
a painting, Bauernfest (1605), by the Flemish painter Roelant Savery
(1576-1639), court painter to Rudolf IT in Prague.? The painting, which
3. A color detail (Abb. 30) of this painting in the Galerie Millenmeister, Solingen

is included in Georg Balling et al., Der Dudelsack in Furopa : mit besonderer Beviicksichligung
Bayerns (Munich: Bayerischer Landesverein fiir Heimatpflege ¢.V., 1996), 37.
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head (chanter stock),
hlava

bass drone, huk,

chanter, pistaia, zadek, zadnice

prednicka, houcek P
bag, méch, kozeny
vak

bellows, dmychdk,
méch

chanter bell, predni
roztrub

bass drone bell,
roztrub basovy huk

Ficure 1. Parts of the present-day pukl as played in Chodsko. The larger belt is
fastened snugly around the player’s waist while the smaller belt is placed above
the left elbow. The upper bellows plate 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 often to be found on pukl in Chodsko. This pukl was made by
Miroslav Janovec 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 large mouth-blown
Bocks similar to the grofer Bock illustrated by Michael Praetorius in
Theatrum Instrumentorum (1620-Plate XI).* Unfortunately, the written
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 grofler Bock as described by Praetorius
might have also existed in the intervening years. So, as there was a
groBer Bock, there was in all probability a kleiner Bock with a possibility of
an array of other sizes.

4. Michael Praetorius, Syntagma musicum Band Il De Organographia Wolfenbiittel 1619
Faksimile-Nachdruck herausgegeben von Wilibald Gurlitt (Basel: Barenreiter, 1958), plate XIL.
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Bagpipes and Terminology in Chodsko — Dudy and Pukl

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, however,
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-Aflat,
also 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 Klenci. These pro-
grams, taught in the framework of folklore at each of the schools, are
largely responsible for the number of competent bagpipers or duddci in
the region. Regardless, although “dudy” is the term 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
instruments, 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 Bockl or Bickle, words that also mean billy-goat.?

However, period sources indicate that "dudy” and “pukl” were used
unambiguously in Chodsko for different types of bagpipes. An excerpt
from an article from Cesky lid, an carly nationalistic Czech ethnographic
journal, illustrates the usage of these terms during the first quarter of the
twentieth century. Here, the different bagpipes known in Chodsko as
dudy and pukl are highlighted in a posthumous tribute to Wolfgang
Steffek (1842-1923), one of the chief makers of these instruments:

5. Michael Vereno, personal correspondence, June 7, 2011 and September 5, 2011.
Vereno, an Austrian linguist, suggested that it is also possible that the word “pukl”
might come from Austrian dialect words “Buckl” or “Bugl.” These are forms of Buckel or
Puckel, meaning a person’s back, while another sense of Buckel, even more intriguing,
has the literal meaning of a curve or bend, which might reference the “bent” drone
pipe of the pukl. These definitions of “Buckel” and “Puckel” are from the Ltymological
Dictionary of the German Language, s~y. “Buckel (2), Puckel,” by Friedrich Kluge, (New
York: George Bell & Sons, 1891), 47. Nevertheless, the origin of the Czech word puklis
assuredly German.
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From his hands came two types of ancient bagpipes. ... The first more an-
cient, called in Chodsko by its own name dudy, mouth-blown, tuned in high
keys, mostly in G major, C major and D major, and the second, newer type
called the pukl with a drone pipe that went over the shoulder [of the player],
with bellows, and in E-flat major. And it was nearly impossible to find two in-
struments that were exactly the same. Each had its own special 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
puklik (diminutive form), in Chodsko:

The natural and right Chodsko music or “rural music” consists of four in-
struments: clarinets, E-flat and B-flat, violin and dudy, or better said puklik.
This band always had the puklik; it did not have the mouth-blown dudy. It
would have been very difficult to 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 the wedding guests gathered in pubs to dance, the dudy was hung on a
nail and the bagpiper took up the puklik for greater sonority and strength
of tone.”

Additionally, oral testimony given by Jan Kobes (1849-1929), a well-
known player of the pukl in the Chodsko, also kept the distinction be-
tween the two types by means of label and configuration, that is, mouth-
blown 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 Rutte, “Bolfik Stefek, virobce chodskych dud v Oujezdé u Domazlic,”
Cesky lid. 24 (1924): 183. *Z jeho rukou vychdzely oba typy staroddvného ndstrojef...].
Prvni starobylejsi, zvany na Chodsku vlastnim ndzvem ‘dudy,” nadymany usty, ladény
ve vy§§ich ténindch, ponejvice v g-dur, c-dur, a d-dur, druhy novéjsi zvany ‘pukl’ s
‘hukovou’ trubici pies rameno, nadouvany méchem, v es-dur. A bylo zt&z nalézti dva
uplné stejné ndstwroje. Kazdy mél sviij zvldSini raz.”

7. Bohumil Kraus, “Chodskd muzika,” in Rudolf a Jan Svaéina: Obrdzky z Chodska
(Domazlice: R[udolf] Svacina, 1940), 83. “Pfirozend a pravd muzika chodska ¢ili ‘sel-
ckd’ se sklddd ze ¢tyf ndstroji: klarinetu Es a B, housli a dud, 1épe Feceno ‘puklika’. K
muzikdm se totiz braval vzdy puklik a ne foukaci dudy. Na ty by bylo hrani v rozvifeném
a zakoufeném vzduchu malych vesnickych hospod velmi obtizné. Pri ‘selckych svar-
bdch’ hrdval nékdy dudik na oba ndstoje. Pii obiadech svatebnich hrdval na dudy, jak-
mile vak svatebéané se sesli do hospody k tanci, povésil dudy na hiebik a vzal puklika,

pro védi zvuénost a silu ténu.”
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played on the pukl. Apparently, it [the pukl] was brought to the region
[Chodsko] by some §lejfit from Bavaria. The pukl proved itself. Being that
it was not nearly as strenuous [to play] it replaced the dudy completely.®

Figure 2 is a replica of Bohemian mouth-blown dudy made by Juraj
Dufek of Bojnice, Slovak Republic, and in comparison, figure 3 is a pukl
made by Jakub Konrady ca.1960. This pukl has the trademark bent cow
horn 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 the
head is one of four known styles used by Konrady.

The substitution 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 quarter of the nineteenth 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,?
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 are in use of the bagpipe
and its terminology, the word “pukl” has fallen into general disuse in
Chodsko and the word “dudy,” which once identified a small mouth-
blown instrument, has become most commonly associated with the
larger bellows-blown pukl. Nevertheless, additional historic, and little-
used nomenclature exists for pukl and puklik. In addition to dudy, other
terms are employed today in Czech, German and English. These terms
include deské dudy, bohmischer Bock, tschechischer Dudelsack (all meaning
Bohemian or Czech bagpipes), chodské dudy (Chodish bagpipes), and
kozel or kozlik (meaning billy-goat). Most of these labels indicate that
the instrument is perceived as having close links with Bohemia and

8. Rudolf Svacina, Duddci a duddcka muzika na Chodsku [ Bagpipers and bagpipe bands
in Chodsko] (Domazlice: Okresni ndrodni vybor, 1990), 21. “Hondza ndm vypravoval, Ze
tdta hrdval zpocatku jesté na pivodni nafukovaci dudy /méch se nadymal usty/, ale
pozdéji hrdl uz jen na pukla. Prinesl pry ho do kraje néjaky Slejfit z Bavor. Pukl se os-
védcil. Hrani na néj nebylo zdaleka tak namdhavé, a tak brzy dudy tplné vytlacil.”

9. Josef Kunes, personal correspondence, April 19, 2011. During the 1980s,
Vladimir Baier, the respected musician and ethonographer of Chodsko, made and
played a mouth-blown dudy in C. It is now owned by Josel’ Kunes in Domatzlice.
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Ficure 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 uninterrupted record in local historic tradition as well as subse-
quent folkloric traditions. Hence, with all of these labelling possibilities,
it seems prudent for clarity in scholarship that the words dudy and pukl
retain their 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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Ficure 3. Pukl made by Jakub Konrady ca.1960. This example has the trade-
mark bent cow horn 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 the head is the third of
four styles used by Konrady. (Photo courtesy of Lubomir Jungbauer.)

History of the Pukl before its Introduction to Chodsko

The configuration of the pukl, which in Chodsko is thought of as
Czech or Bohemian, ironically, appears to be the result of innovations in-
corporated into the polnischer Bock (Polish Goat). Initially this bagpipe
probably looked much like the groBler Bock, if not the same instrument,
as illustrated and described by Michael Praetorius in Germany. Versions
of the polnischer Bock are known to have been played at German courts
such as Warttemberg, Dresden, Weimar, Gotha, and elsewhere. An arti-
cle by musicologist Samantha Owens reveals that the polnischer Bock
was familiar in the Wiirttemberg court and suggests that the instrument
was played elsewhere as well.'? Indeed, documents indicating the appar-

10. Samantha Owens, * ‘Gedancken fiir ein gantzes Leben’ Polnischer Bock music
at the Wirttemberg court e1730,” The Consort 54 (1998): 43-56.
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ent ceremonial role that the groups of Bockpfeiffer played at the Dresden
court in the 1730s-1740s have been discovered and shared by another
musicologist, Janice Stockigt.!! Stockigt and other contributors to Music
al German Courts, 1715-1760: Changing Artistic Priorities mention Bock-
musik or Bockpfeifer, giving further indication that the polnischer Bock was
not uncommon.!'?2 Moreover, Christian Ahrens has discovered that there
were Bock players active at the court in Weimar (ca.1700) and again
from 1732 to 1746,'% as well as at other courts, including Weilenfels,
whose players apparently visited Gotha.!'4

Chodsko and Aspects of Association with the Pukl

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 krgj,
and the region is known throughout the Czech Republic for a special
pastry called the chodsky kolic. Perhaps more important is a core of na-
tional songs including “Zadnyj nevi co sou Domazlice” and “Zeleny
hajové” that are considered to have originated in Chodsko.

The pukl has been associated with Chodsko in fiction written for
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 references to the pukl.

For those who are interested in hearing the pukl in Chodsko, the best
option 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. Performances that include the pukl can be
heard and seen at multiple outdoor venues as part of folklore perform-
ances by local costumed performers. There are multiple combinations of
instrumentation by which the pukl can be experienced at the festival.
The pukl might be presented as a solo instrument or in combination of

11. Jan Stockigt, personal correspondence, May 7, 2009.

12. Samantha Owens, Barbara M. Reul, and Janice B. Stockigt, eds. Musie at German
Courts, 1715-1760: Changing Artistic Priorities. (Woodbridge, Suffolk: Boydell Press, 2011).

13. Christian Ahrens, personal correspondence, December 10, 2010.

14. Christian Ahrens, personal correspondence, June 28, 2010.
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two or more 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 and violin, which can result in a most effective
arrangement. For example, figure 4 shows a procession of representa-
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. The
typical historic combination of instruments in Chodsko is a trio called
mald selska muzika (“small rustic band”), which includes a pukl, violin and
E-flat clarinet. Later, this group was augmented with a B-flat clarinet, ad-
ditional violins, and string bass. Often the role of these ensembles in-
cludes playing for dancers demonstrating lively Chodish folk dances.

Clearly, there are multiple paths through which Chodsko and the
pukl have become associated. Further, however, some of the carliest
associations between Chodsko and the pukl fell within context of
nineteenth-century Czech nationalism. In the literary realm, this associa-
tion is primarily owed to the author Alois Jirasek (1851-1930) and his
work Psohlavci, an historical novel set in Chodsko in the late seventeenth
century. It is an account of the peasant revolution led by Jan Sladky
Kozina in which his best friend, Jiskra Rehaiek, the duddk (bagpiper)
plays an active role. This novel, first published in 1884 as a series in the
magazine Kvéty, which supported a Czech nationalist agenda, was given a
new voice in operatic form with music by Karel Kovarovic (1862-1920),
which premiered in 1896. These links are especially relevant as pukl, not
dudy, have been used in illustrations within the works of fiction as well as
included in stage in productions at the National Theater in Prague and
in other theaters in Bohemia.

The above examples chiefly demonstrate how those living outside of
Chodsko have come to associate the pukl with 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 region’s folklore. Occasionally a pukl player is invited
to play for a birthday celebration or 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 likely 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 critical part of the
region’s make-up, as all aspects of [olklore exist within an environment
with competition for interest from the trends of popular music. On the
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FIGURE 4. A procession of representatives from Chodsko to the coronation of
Ferdinand I and Maria Anna Augusta as King and Queen of Bohemia. The typi-
cal instrumentation of folk music of Chodsko is able to be observed here, the
mouth-blown dudy with violin. A copy of this painting, Beefunische Bauernhochzeil
(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 international 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 summer of 2009. Not only was he greeted at
the town hall by a folklore ensemble featuring the pukl, but he was pre-
sented with a pukl made by local maker Jan Frei as a gilt 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, enjoying national
and local support for operation expenditures. Second, the pukl given 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 enjoyed a positive relationship without any indication of decline on
the horizon.
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Construction/Technology: A look at Major Components of the Pukl

Horn Bells (Schalltrichter or roztrub). Upturned bells, known as Schall-
trichter or roztrub, at the ends of the chanter and drone pipes, are charac-
teristic of the pukl, with various approaches to making and attaching
these bells to the chanter or drone. In nineteenth-century Bohemia,
most Bock-type bagpipes were fitted with an elbow made of tubing with
an approximate angle of 45°. This elbow connected the end of the
chanter or drone with prepared cow horn. Another variation used by
makers replaced the sharp-angled elbow with a long, curved connector
made of metal, typically brass. A third type discards the approach of cre-
ating horn bells composed of a combination of metal and horn 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 Bohemia that are thought to
have Bavarian provenance.'?

Bell design has a significant influence on timbre and volume pro-
duced by either the chanter or drone pipe. It is casy to discern these
changes by exchanging one type of horn for another on the same pukl,
as horn bells have negligible influence on the pitch of the chanter.
Indeed, chanters function perfectly well without a horn bell, as all of the
sounding lengths of useable pitches are within the chanter itself. A pukl
played without a bell on the chanter plays at a significantly lower volume
than if a chanter has a bell. Therefore, pukl are nearly always played with
its chanter bell in place. It is easiest to experiment with volume and tim-
bre possibilities of a pukl by exchanging and trying various types of horn
bells on the chanter rather 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 length would be altered with
such an exchange. When horn bells with sweeping brass elbows are re-
placed with clbows 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 oral history of the pukl’s introduction to Chodsko from
Bavaria, extant examples of historic pukl in Bohemia have features such as one-piece
cow horn bells that are not attributable to any specific Bohemian maker but which are
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 identical in design,
but differ primarily in length; the drone reed is longer than the chanter
reed. Not surprisingly, the length of the reeds is also related to the key
and pitch of the pukl. The standard pukl in Chodsko is tuned to Eflat,
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 components: 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 diameter of
about 6 mm, one end filled with metal. From this 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. The maximum angle at
which the lay is created is approximately 2°. The reed tongue, made of
cane, is fashioned 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 other 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 Johann Christoph
Weigel’s Musicalisches Theatrum ca.1720 (fig. 5). Here, the piper is playing
the polnischer Bock for finely-dressed couples dancing in the back-
ground. Bellows were a feature of another bagpipe, the French museite de
cour.'0 Interestingly, there is a possible link between the musette de cour
and the adaptation of bellows to the Bock.

It is stll 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)'7 of Duke Johann Ernst IIT of Saxe-Weimar that includes not only

16. French bagpipes with bellows were already known to Michael Praetorius in the
early seventeenth century, as he included an illustration of what he termed “kleine
Sackpfeiff” or “Hitmmelchen” on plate XIII of Theatrum Instrumentorum.

17. Christian Ahrens, personal correspondence, June 28, 2010. *Thiringisches
Haupt-Staatsarchiv Weimar, Fiirstenhaus A 628b: *Die Teilung zwischen Herzog Johann
Ernst zu S. Weimar und seinen nachgelassenen Kindern,’ fol. 100v-105v [Inventory of
all instruments in possession of the former duke] fol. 104v [97] Zwey hummel Pfeiffen
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BLATT 31

POLNISCHER BOK

ey bine ein fehdner Menfeh und Lan fo troglect; f.ﬁﬁzu
auf Jen anmuthyen Work. Jafi  pmanchir ubed ird

auch !“wie Fe  Baren follft e Menuer  begreiffen |
oo srerd won sreley, Mok Der Hils gantz abgekeiret

So Solienckt jhr Tamizgade . e trote_ Fern Biren  fpringen
i el e T Deck s fowilt . A agen

Froure 5. Johann Christoph Weigel, Illustration of polnischer Bock by Johann
Christoph Weigel, note presence of bellows and 90° angled drone pipe. Musi-
calisches Theatrum, vol. 22 of Documenta musicological Druckschriften-Faksimiles, ed.
Alfred Berner (Kassel: Barenreiter, 1961), Blatt 31.

“Vier Bolnische Bocke” [Four polnischer Bock] but also “Drej Sack Pfeiffen,
eine von Violel, die andere von roth u. die dritte von schwarzen Sammet” [Three
bagpipes, one in violet, the other one in red and the third in black vel-

[Sackpfeifen?] NB. Vorstchende Instrumenta sein izo in Farstl: Gemach. \\ fol. 105r
[108] Drey Sack Pfeiffen, eine von Violet, die andere von roth u die dritte von schwar-
zen Sammet. N.B. Diese liegen im Fuarstl: Schlaff Gemach in einer Schachtel sub.
No. 20. [109] Drey Sack Pfeiffen. [110] Vier Bolnische Bécke. NB. Sein in der Dreh
Cammer. [111] Ein Dutel Sack. [i.e. Sackpfeife].” ”
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vet.] These last three bagpipes were quite possibly musettes de cour.!'s
Musettes de cour typically were equipped with “bag-covers ... of rich
silks, often covered with embroidery and bordered with metallic fringe
and tassels.”'? In the inventory from Weimar, Sammet or velvet is specifi-
cally stated in association with the three Sack Pfeiffen. Before the develop-
ment of synthetic 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 de cour are described as being of either silk or velver, and it
provides a partial basis for the supposition that the three coloured Sack
Pfeiffen in the inventory were musettes de cour. The presence of three
musettes de cour—possibly bellows-blown—in addition to four polnischer
Bock at a German court before 1708, is significant. It might help to ac-
count for bellows being adapted sometime before the 1720s to the
mouth-blown Bock. The musicians, particularly the German noblemen
and noblewomen who presumably played the musette de cour, would
have been 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-Pfeiffer.

Bordunverkiirzer-kratié¢. 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 Bordunverkiirzer and in Czech as
kratic, which is an apparatus much like the Buch (Ger.: “book”) employed
on the basset horn. This has been subsequently retained in the pukl. The
Bordunverkiirzer 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 per-
pendicular to the original three bores. Appropriate portions of the pas-
sages are then plugged with wooden dowels, forming a single passage-
way. When the Bordunverktrzer is inserted to replace other sections of
the drone pipe, it creates a “folded drone,” thereby shortening the exter-
nal length while maintaining the sounding length of the drone pipe.
The advantages of making the drone pipe more compact is that the
Bock becomes significantly less cumbersome and the entire instrument

18. Michael Vereno, personal correspondence, June 28, 2010, writes that the three
bagpipes with colored velvet might be musettes de cour. Christian Ahrens is in agreement
with this (personal correspondence, June 29, 2010).

19. Grove Music Online, s.v. “Bagpipe,” by William A. Cocks, et al., accessed
September 5, 2011, http://www.oxfordmusiconline.com/.
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can hang on the player’s shoulder thereby providing a sense of stability
and comfort for the player.

The length of the vertical portion of the drone pipe (hanging from
the partially obscured large cross or velky kiiz) of the polnischer Bock in
Weigel’s Musicalisches Theatrum, suggests that a Bordunverkiirzer is not
present. If a Bordunverkiirzer was present, the end of the drone pipe
would appear to be a greater distance from the ground. As there are not
any known polnischer Bocks that can be positively dated from this pe-
riod, it is necessary to find evidence for the incorporation of the
Bordunverkiirzer in other contexts. A partial answer to the issue of when
the Bordunverkiirzer was incorporated into the design of the polnis-
chner Bock comes from porcelain figures from the first half of the eigh-
teenth century made by the Meissen and Hochst factories 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).2¢ It is not clear whether the piece indicates a true one-
piecce Bordunverkiirzer, but it might demonstrate the system used on
Sorbian and Polish types of the Bock bagpipes where the same goal of
shortening the overall external length of the drone pipe is accomplished
with three wooden tubes whose bores are connected with two u-shaped
sections of metal tubing bundled together.

The earliest example of the existence of what appears to be a Bordun-
verkiirzer, similar to that used on the present-day pukl, is a stucco-
rendered example from ca.1760, in the Steinerner Saal in Nymphenburg
Palace near Munich. Having reliable evidence for the integration of the
Bordunverkiirzer into the polnischer Bock in Bavaria by about the mid-
dle of the eighteenth century, one might consider its relationship to the
adaption of the very similar device, the Buch, to the basset horn. Albert
Rice observes:

The carliest basset horns that are extant today date from about 1760 and are

unmarked instruments thought to have been made in southern Germany.

These do include the “Buch” or “Kasten” where the bore wravels in three

directions, down, up, and then down, before exiting through a brass or

wooden bell. .. it is possible that basset horns built with a “Buch” existed
by the early 1740s but further evidence to support this conclusion is lacking.

20. *332 Harlequin with a bagpiper formed as a billy-goat. Meissen, model by
J- J. Kaendler, about 1740. H. 13.3 cm. Untermyer Collection, Metropolitan Museum
of Art, New York,” Peter Wilhelm Meister and Horst Reber, European Porcelain of the
18th Century (Ithaca: Cornell University Press, 1983), 185.
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Ficure 6. The Commedia dell’Arte character Harlequin with a polnischer Bock
having a “folded drone.” Meissen porcelain (ca. 1740). (Photo courtesy of the
Metropolitan Museum of Art, New York.)

... Therefore, if I were pressed on the first use of the “Buch” on the basset
horn I would say about 1760.2!

The apparent application of this similar device to two musical instru-
ments, the polnischer Bock and basset horn, at an analogous time
in Bavaria, while certainly speculative, suggests some commonality.
Perhaps some makers were making both basset horns and turning com-
ponents for polnischer Bock or were otherwise somehow aware of this
innovation. This perception is supported by the observation that it was
on “southern” German versions of polnischer Bock that the Buch-like

21. Albert Rice, personal correspondence, March 5, 2007.
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component appeared, not the “northern” Bock bagpipes such as the ko-
zot and méchawa of Lusatia, dudy wielkopolskie, koziot bialy (koziot we-
selny), and koziot czarny (koziot §lubny) of Poland where the one-piece
block=style Bordunverkiirzer has never been utilized.

While it appears that the Bordunverkiirzer (German) or kratic
(Czech) has been applied to the polnischer Bock as early as the 1740s
(Meissen porcelain) and certainly by the 1760s (Nymphenburg Palace),
the earliest dated example extant in Bohemia bears the date 1820 (fig. 7
and fig. 8). This is part of an incomplete pukl, having no inventory num-
ber, in the ethnographic department of the National Museum in Prague.

Baroque and Classical Polnischer Bock

Beyond providing evidence for the mid-eighteenth century utilization
of the Bordunverkiirzer, the rendering of the Nymphenburg polnischcr
Bock indicates that some of the baroque characteristics have been put
aside and a more practical and less cumbersome, perhaps “classical,”
Bock is the result. Specifically, the principal aspects of the baroque pol-
nischer Bock’s bizarre appearance was the retention of not just a goat’s
hide, but its head, four legs, and tail. While “baroque” polnischer Bock
were certainly striking, there were drawbacks. There would have been
considerable time and expense spent on taxidermy as well as being cum-
bersome with retention of the goat’s head and legs. Consistent with “clas-
sical” musical thought where symmetry, simplicity, and elegance were
principle concepts, a less bizarre polnischer Bock reflecting these princi-
pals emerged. A Bock with only a representative goat’s head and tail and
no legs was still sufficient for visual impact. Effectively, this streamlined
“classical” polnischer Bock which appeared in the middle of the eigh-
teenth century was the type introduced into Chodsko in Bohemia in the
nineteenth century.

The Influence of the Clarinet on Pitch

Before the introduction of the pukl to Bohemia, the traditional group
found playing in pubs consisted of the dudy with one or two violins.2?
These violins were likely “short-fiddles” known as Kurzhalsgeige (German)
or zkrdcené housle (Czech) having smaller bodies and appreciably shorted

22, Jana Eksteinovd, “Vyvoj hry duddckych muzik na Chodsku [The development of
bagpipe music in Chodsko]” (Pedagogickd Fakulta v Plzni, 1982), 33,
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Ficure 7. Cutaway view of the earliest dated exam-
ple (1820) of a krati¢ extant in Bohemia. No inven-

tory number. Ndrodni muzeum - Historické
muzeum - Ndrodopisné oddéleni, Letohradek

Kinskych, Kinského zahrada 97, Prague 5. (Drawing
courtesy of Terence Dobson.)
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necks in comparison to full-sized versions.?® It is supposed that the dudy
were tuned in C or G major. After the adaptation and substitution of the
dudy with the pukl in Chodsko, which is tuned to an E-flat drone with
chanter sounding b-flat, d’, e-flat’, ', g’, a-flat’, b-flat’, and c”, E-flat clar-
inets played by musicians returning from service in the Austrian military,
were included to form a trio called mala selska muzika. These groups
played in pubs weekly and on special occasions such as masopust (carni-
val) and weddings in a quasi-polyphonic style. The pukl and E-flat

23. For a description of these violins sece Daniela Urbancova, ILgerldnder Volks-
mustkanten mit Dudelsack und Kurzhalsgeige: ein Beitrag zum musikalischen Brauchtum des
Egerlandes [ Cheb folk musicians with bagpipes and short-necked violin: a contribution (o the mu-
sical traditions of the Cheb region] (Prague: Editio Birenreiter Praha, 2002), 52-68.
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Ficure 8. Detail of the date on the oldest dated krdtic known in Bohemia
(1820), no inventory number. (Photo by author, courtesy of the Narodni
muzeum — Historické muzeum — Narodopisné oddé¢leni, Letohradek Kinskych,
Kinského zahrada 97, Prague 5.)

clarinet were played in octaves, while the violin filled in with mostly
thirds and sixths. The short-fiddle was eventually replaced with full-sized
factory violins whose strings were “tied down” to a secondary nut, which
provided the same advantage a capo does to a guitarist. The fiddler
could stay in first position and play easily in the required key and utilize
open strings. Photographs and recordings of fiddlers in Chodsko indi-
cate this performance practice lasted into the1920s.24

24. Eksteinovd, “Vyvoj hry duddckych muzik na Chodsku [The development of bag-
pipe music in Chodsko],” Part 2, plate 14. In the photo of the Jifi Kajer band, taken
before the Second World War, this arrangement is clearly observable. See also Michael
Cwach, “Josef Snabl, Ondfej Ludvik and the Artistic Company of 1920: Journeys of
Life, Musical Performance and Research,” Kosmas: Czechoslovak and Central European
Jowrnal 24/2 (Spring 2011), 62-81 for further description regarding this performance
practice of fiddle players in Chodsko.
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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.?> 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 Plzen. 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 city,
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 special 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,?8 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 Hz. Ninety-year-old Jan Kuzelka, told
his grand-daughter that he and his father, Josef Kuzelka, started a dance
band in 1941 playing in the style of Rudolf Antonin Dvorsky. They were
the first group to adapt the low-pitch instruments in Chodsko sometime
after the Second World War.29 These two references indicate that for

25. Eksteinovd, “Vyvoj hry dudackych muzik na Chodsku [The development of bag-
pipe music in Chodsko],” 33.

26. Brian Blood, “Music theory online: pitch, temperament & timbre, lesson 2
[“History of Musical Pitch” - a table prepared by Mr. A. ]. Ellis and published in 1880
(with additions from later publications) ], http://www.dolmetsch.com/musictheory27
htm, accessed April 30, 2011.

27. Vaclav Blahunek, personal correspondence, October 19, 2006. Blahunek is a
Chief Director of the Prague Castle Guard /Czech Police Band and obtained this in-
formation from the book Vojenskd hudba (Military Music) by Robert Sdlek, 1956.

28. Arnost Kolat, Dudy [ Bagpipes] (Mlynek: Arnost Koldr, 1958), 7.

29. Martina Moryskovd, personal correspondence, May 2, 2011.

=
/
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almost two decades low-pitch and high-pitch instruments were being
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 from active playing. Taking the ques-
tion of pitch into more recent times, Zdenc¢k Blaha, well-known figure in
Czech folklore, wrote that pitch of the pukl ranged from A =440 Hz to A
=445 Hz in Chodsko.?¢

Complete pitch uniformity is still not found amongst the pukl players
of Chodsko, and the range is even greater than Bldiha reported. From
November 2010 to February 2011, cighteen pukl players in Chodsko
were interviewed and recorded, and in all cases, these performers had
their chanters reasonably well in tune with the drone. The pitch of the
drone pipes of the participants was measured during interviews. In some
cases the pitch was determined [rom recordings of these sessions. The
findings are accurate within an acceptable tolerance, thatis + or — 1 Hz,
showing that the pukl played in Chodsko today are tuned in a range
from A =439 Hz to A = 449 Hz (table 1). While twelve of the players can
be placed into a group ranging from A =439 Hz to A = 443 Hz, there was
another group of six players in the A =445 Hz to A = 449 Hz range. All in
the second group, with one exception, have either direct or secondary
connections to the folklore ensembles in the village of Mrdkov. Tomas
Kigel, a clarinettist and member of Domazlicka duddckda muzika
(DDM), wrote that the pitch was higher in these groups as compared to
the norm (A =442 Hz to A = 443 Hz) for other groups in Chodsko, ex-
plaining, “I think it is because Venca Kupilik[Vaclav Kupilik] has an old
es [E-flat] klarinet [sic]. And when the clarinet is older his tuning is go-
ing up. . .. With DDM I think it is [A =] 443 [Hz].”*! Consequently, pitch
variations, amid folklore musicians in Chodsko, appear to be linked to
the pitch of each ensemble’s principal clarinettst.

Origin of Fine-Tuning Screws

The pukl is played using the closed fingering system, that is, only one
finger is raised at a time for cach note. There are no cross-fingerings
or combination fingerings. When all the finger-holes are closed, there is

30. Zdenck Bldha, Sto kusit pro silo a duo dudy | One Hundred Solos and Duels for Bag-
pipes], (Domazlice: Okresni kulturni stredisko Domazlice, 1990), 6.
31. Tomds Kigel, personal correspondence, April 27, 2011.
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TanLe L. Pitch of pukl played in Chodsko (November 2010 to February 2011).

Name Maker of prukl Pitch of drone  Location where
measured with  player is normally
clectronic tuner involved playing

Kamil Jindfich Jakub Konrady 439 Domazlice

Viclav Dufek Miroslav Janovec 440 Domazlice

Vlastimil Konrady Jakub Konrady with 440

chanter made by
Lubomir Jungbauer Domazlice (Instructor
of the puklat the
music school in
Domazlice)
Dan Diimal Lubomir Jungbauer 442 Mrikov
Jan Morysek Miroslav Janovec 442 Klenéi (Student at
music school in
Domazlice)

Jiti Sauer Jakub Konrady 442 Trhanov

Vdclav Bursik Lubomir Jungbauer 443 Postiekov

Jan Hrbacek Lubomir Jungbauer 443 Postirekov

Josel Kunes Stanislav Konrady 443 Domazlice (Instructor

of the puklat the
music school in
Domazlice)

Antonin Konrddy  Jakub Konrady 443 Domaizlice

Martina Moryskovd Jakub Konrady 443 Domazlice

Richard Visner Jan Holoubek 443 Postiekov

Jirt Kupilik Lubomir Jungbauer 445 Mrdkov

Marek Budka Lubomir Jungbauer 446 Mrdkov

Vlastimil Diimal ~ Jakub Konrady 447 Mrakov

Jan Holoubek Jan Holoubek 447 Klenci

Lubomir Pitter Lubomir 448 Mrdkov

Jungbauer
Tomas Budka Karel Janecek 449 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 finger and tone hole of the
chanter is equipped with 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 Hrbacdek, 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.®? In Chodsko, the practice of using
beeswax-based substances for tuning ultimately ended ¢a.1989.% 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.”**

It has been expressed repeatedly by prominent players and pukl mak-
ers in Chodsko and elsewhere that Jakub Konrady was the person re-
sponsible for replacing the traditional way of tuning individual notes
with wax with fine-tuning screws. His son, Jaromir Konrady, explained
how the fine-tuning screws came to be:

Our father [Jakub Konrady] thought of the fine-tuning screw in the years
1958-1960. The possibility to quickly tune, instead of filling the holes with
wax, was done for his nephew Antonin Konrddy. They were recording bag-
pipe bands at the radio station in Plzen.?* Our father played violin. It is pos-
sible to tune with those [violins]. But with clarinets it was worse. And if the
dudy [pukl] and clarinet are not in tune, it is a bad recording. And that is
why our father did this type tuning, so that the bagpipes could be tuned in
a short time. It is the last adaptation regarding the construction of bagpipes

32. Jan Hrbadek, personal interview, January 7, 2011.

33. Josef Kunes, personal correspondence, April 20, 2011.

34. Jan Hrbdcek, personal interview, January 7, 2011.

35. Music groups that use the pukl today are normally in the format veikd duddckd
muzika in Czech. These are ensembles that typically included two pukl, one E-flat so-
prano clarinet, one B-flat soprano clarinet, one or more violins, and a string bass.
Other smaller ensembles with the pukl in other combinations of the aforementioned
instruments were also recorded at the radio station for later broadcast and release on
long playing hi-fi and stereo recordings.
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Frcure 9. Tllustration of a pukl chanter without the roztrub (sounding bell),
showing fine-tuning screws on each of the finger-holes and tone-hole. Only the
head of the uppermost screw is visible for the note ¢”, which is typically fingered
by the right thumb on the reverse side of the chanter. (Drawing courtesy of
Terence Dobson.)

in the 5,000 years of playing the instrument. As bagpipers we are proud of
it. Today we cannot even imagine how much work it was with tuning earlier.
36

A similar account, repeatedly told in Chodsko, states that the initial
use of fine-tuning screws came after Antonin Konrady returned from a
folk instrument competition at the Llangollen International Musical

36. Jaromir Konrady, personal correspondence, April 29, 2011. “Dolad’ovaci Sroubky
na prednicce vymyslel nds otec v letech 1958-60. Moznost rychlého doladéni, misto
vypliovani dirky voskem, udélal poprvé pro svého synovce Antonina Konradyho. Byli
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Eisteddfod in Wales in 1965. The son of Antonin Konrady, Vlastimil
Konriady, does not himself recall a time before the use of fine-tuning
screws, but that

my dad had a chanter without the screws. He tells how he was in Llangollen
[Wales] without the screws. They were in a tent and it was very hot. The wax
in the holes ran out because it was so hot. He had to tune the bagpipes
again. They wrote the next day [in the newspaper] that he was praying, and
this is the reason for winning the competition, the medal. [In fact,] he was
tuning the holes. When he returned home he told his uncle [Jakub
Konrady] about it. His uncle told him to bring the bagpipes to his workshop
and he would think of something. He [Jakub] put the screws there. He
thought up the idea of the fine-tuning screws. From this time bagpipes now
have screws on each note including the [interval of the] fifth [with the
drone]. .. .37

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
Pitter 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 that Jakub Konrady might not have been fully re-
sponsible for the addition of screws to the tone holes.

Vladimir Kovafik, 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 Vuk Steffek in 1950.
This is historically significant as it suggests that fine-tuning screws were
already utilized eight to ten years before the habitually-acknowledged
dates of this development attributed to Jakub Konrady. Kovaiik wrote
that Josef Bayer (1913-2008), a bagpiper from Prague, bought a pukl
from [Vuk] Steffek in 1950 with three interchangeable chanters. One of
these chanters had tuning screws for each tone-hole, a second chanter

natac¢et v rozhlase v Plzni dudickou muziku. Na§ otec tehdy hrél housle. Ty se daji
doladit. Ale s klarinety to bylo horsi. A pokud neladi dudy a klarinety, tak je $patnd
nahrdvka. Proto otec udélal doladéni takové, aby bylo moiné v krdatké dobé rychle
dudy preladit. Je to posledni tprava na konstrukci dud za 5,000 let existence hrani na
tento nastroj. Jako duddci jsme na to hrdi. Dnes uz si neumime predstavit jakd prdce s
ladénim drive byla.”

37. Vlastimil Konrddy, in discussion with the author in Domazlice, November 24,
2010.
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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). Kovaiik bought this
bagpipe and all three chanters from Josef Bayer in 1966. Since then,
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.? Lubomir Jungbauer, a respected maker, notes that
Vladimir Baier (1932-2010), well-known musician and once director of
the Muzeum Chodska in Domazlice, told him that Baier had suggested
the idea of the fine-tuning screws to Jakub Konrady.?® 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 fifteen 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 Jakub Konrady independently, while also conceivable that Jakub
Konrady might have noticed its implementation on visits to Steffek’s
workshop, such visits being recalled by Jakub’s nephew, Antonin
Konrady.*® 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 that has been imi-
tated by all succeeding makers.

Pukl Making in Chodsko

A primary contributor to the success of the pukl in Chodsko is the
availability of instruments in the region. It appears that initially instru-
ments were imported from Bavaria. As the Bock or pukl secem to have
lost popularity in Bavaria, these unwanted instruments were given new
life across the border in Chodsko and other regions in Bohemia.
However, little verification exists for this other than the fact that the
instruments played in the Oberpfalz region of Bavaria in the early
nineteenth century appear to closely resemble those played in late

38. Vladimir Kovafik, personal correspondence, May 2, 2011.
39. Lubomir Jungbauer, personal correspondence, April 25, 2011.
40. Antonin Konrddy, in discussion with the author in Domazlice, January 13, 2011.
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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 nineteenth century, and litde is known
about the earliest makers of either pukl or dudy in Chodsko, which in-
cludes the names of “Nygl” from Pafezov, Jan Dekr Tamadk from
Zahotany, and Josef Hojda from Domazlice.*! There is, however, a more
complete record of succeeding pukl makers whose instruments were
played in Chodsko, as seen below.

Wolfgang “Bolfik” Steffek (1842-1923), commonly known as “Bolfik,”
lived in the village of Ujezd, famous for its association with the legendary
folk hero, Jan Sladky Kozina. Rudolf Sva¢ina writes, “All the bagpipers in
Chodsko in the second half of the nineteenth century always had bag-
pipes from Steffek. When a bagpipe was giving trouble or needed repair,
they [bagpipers] were always guests [at the Steffek home].”2 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 documented based on a pukl dated 1913, inv.
E-3514 which is part of the Muzeum Chodska collection in Domazlice.
Made by “Bolfik,” it has a chanter in which a screw has been incorpo-
rated to tune the lowest note of the chanter, b-flat. Later, 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 “Bolfik,” carried on the tra-
dition of making the pukl. A fair number of his instruments are extant,
but few are played today. It is not unusual to find recycled parts from

41. Zdené¢k Bldha, Sto kusit pro sélo a duo dudy [One Hundred Solos and Duels for
Bagpipes], 2.

42. Svacina, Duddci a duddcka muzika na Chodsku [ Bagpipers and bagpipe bands in
Chodsko], 33. “Vidy viichni chod$ti dudici v druhé poloviné 19. stoleti méli dudy od
Steffka a byli jeho stalymi a ¢astymi hosty, kdyZz pukl zlohil a potfeboval opravy.”
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pukl made from one or 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
Drazenoy, but moved to the neighboring village of Zddnov 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. Jahn can be observed making a pukl in one edition of the newsreel
series, Actualita (1942), which depicts Jahn preparing 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 bent to the desired shape. Jahn’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 instruments are signed in various
ways. Sometimes only his initials, “].].,” can be found on one of the bells;
otherwise, typically, his name, village and house number are burned
onto the bellows.

Jakub Konrady (1905-1988) worked in DomaZlice; his pukl production is
considered to be of the highest standard. Early models show clear imita-
tion of pukl made by Vuk Steffek but are more robust. Perhaps the most
desirable of pukl made, these instruments nonetheless are not suitable
for young players as the instruments are particularly heavy. There are
four known designs or “gencrations” 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 horns. He imported horns of
the Hungarian Grey longhorned cattle (magyar sziivke szarvasmarha or
magyar sziivke 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 not live in Chodsko but in Vejprnice,
near Plzeni, but his instruments are played in Chodsko, and are often
louder and have a more aggressive sound than those of other pukl mak-
ers. The chanter and drone bells are made with combination of arched
brass tubing and cow horn. Some of these bells also have a portions
made of sheet brass, which are embossed with six-pointed flowers akin to
those found in the Flower of Life. Hearts and concentric circles are also
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motifs that are found on pukl made by Jane¢ek. 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. While part of the manufacturing process for their pukl
takes place in their 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 Kune§, 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 available ma-
terials, but typically makes chanters from plum and the drone pipes
from beech. He carves the decorative goats’ heads from linden and 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 familiar structures in
Domatzlice. 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 living in
the town of Stod, and has influenced pukl playing not only in Chodsko,
but in centres like Strakonice. He was encouraged by Vojtéch 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 Bordunverkiirzer
or krati¢, 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 are considerably lower than
other makers, he still produces a quality instrument. Janovec is not afraid
to experiment with design or sound and is willing to incorporate cus-
tomers’ wishes. For those customers who want a louder pukl, Janovec
makes a krati¢ with a simplified internal design. This apparently allows
the sound of the drone to be more robust than the traditional krati¢.+3

Jan Holoubek (1958), though not currently making instruments, re-
ceived luthier training 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 Klendi. His instruments
are characterized by a minimalistic goat’s head and are otherwise conser-
vatively decorated. The quality of workmanship and materials is variable,
but Richard Visner, one of the best players in Chodsko, is very satisfied
with his pukl made by Holoubek.

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 historic developments that took place in Germany. Innovations,
both visual and practical, were applied to both the peasant instrument—
the groBer Bock as illustrated by Praetorius—transforming it into the
elaborate “baroque” polnischer Bock and the relatively subdued but still
visually remarkable “classical” polnischer Bock of the mid-eighteenth
century, which were played in ensembles called Bockmusik, at court. It
was the “classical” polnischer Bock, with an angled drone pipe, bellows,
and Bordunverkiirzer or krati¢, 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 quarter of the twentieth century. Since this time, the pukl has
become associated with Chodsko, and makers in the region and western
Bohemia have integrated further innovations to the pukl, including fine-
tuning screws for the drone pipe and each of the finger-holes and tone-
hole of the chanter.

43. Miroslav Janovec, personal correspondence, May 27, 2012.
44. Richard Visner, personal interview, November 24, 2010.





