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Conferenceô held at Grand Valley State University in Allendale, Michigan, 23-25 April 

2010 was inspiration al. There I presented the paper óDomaģlická dudácká muzika 

(Domaģlice Bagpipe Band)ïMembers of a bagpipe band reflect upon Chodsko and 

their billy -goat bagpipeô. 

It is  also necessary to acknowledge the labours and skill  of Stephen Compton, 

technician at the University of Canterburyôs School of Music, who capably handled the 

many audio-visual challenges while creating the DVD, óZELENÝ HÁJOVÉ ð An 

illustration of pukl  performance practice in Chodsko: 18 solo performances with 

demonstrations of ornamentationô which is an integral  part of  this thesis. Tom§ġ 

Hurník, a graduate of the Academy of Performing Arts in  Prague and Associate 

Principal Cellist of the Christchurch Symphony Orchestra, was helpful in  correcting 

some of the Czech text in this thesis and assisting with the creation of the subtitles of 

the accompanying illustrative  DVD. Fellow music student Sudharsan 

Sivaramakrishnadas proved a tremendous help by transforming my hand-written 

transcriptions  of the eighteen performers on the DVD into printed musical notation. Of 

these eighteen performances, seven of the bagpipers chose to sing one or more verses 

of óZelený hájovéô. I relied on Hanka JinŚichov§ of Domaģlice, a native of Chodsko and 
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aware of the local speech patterns, to expertly transcribe the texts of the vocal parts 

that were sung by these seven performances. The hospitality shown by the Kuneġ 

family during  my stay at their residence during the two sessions of fieldwork in 

Chodsko is much appreciated. This environment  helped to bring about the successful 

completion of this phase of research. Karel Kaġpar of Christchurch lent his expertise in 

proofreading the Czech and Harikoa Bronsdaughter-George willingly  completed the 

translation of the abstract into M ƃori. 

Michael Vereno of Salzburg, Austria is a colleague who I have relied on to share 

ideas and to evaluate my viewpoints on a variety of aspects in regard to the pukl  and 

other Central European bagpipes. Some key concepts expressed in this thesis have 

come out of communications with Michael. He also was very helpful in my  preparation 

of three of the four  entries submitted  for  inclusion in  the new edition of the New Grove 

Dictionary of Musical Instruments  due to be published in 2013. While aiding with the 

ódudyô and óKurzhalsgeigeô entries he co-authored the óBockô entry. In a similar manner 

the candour of Irena Novotná, an ethnographer living in Katovice, Czech Republic has, 

for more than a decade, served as a check for my research on the pukl and dudy  and 

other topics of ethnographic importance . I also value the discussions with my colleague 

Kim Rockell in regard to our discoveries and observations within  the field of  

ethnomusicology. 

Both of my supervisors, Roger Buckton and Elaine Dobson, have been vital in 

guiding me towards completion of this project . Generous with their time, t heir 

experience, wisdom, and patience will  always be appreciated. In addition  to 

shepherding me through the process of completing a PhD at the University of 

Canterbury they have been very supportive of the successful completion of two articles 

accepted for publication. óJosef Ġnabl, OndŚej Ludv²k and the Artistic Company of 

1920: Journeys of Life, Musical Performance and Researchô published in Kosmas: 

Czechoslovak and Central European Journal , 24 (2011), 62-81 and óThe pukl  in 
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Chodsko: The development and establishment of the bellows-blown Bock in a corner of 

western Bohemiaô, which will appear in the  vol. 38 (2012) edition of the Journal of the 

American Musical Instrument Society.   
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Abstract  

 

The pukl , commonly  called dudy , is a bellow-blown bagpipe whose origin and 

development can be traced to older forms known as grosser Bock and polnischer  Bock. 

The instrument is an important feature in the identity of Chodsko, an ethonographic 

region of West Bohemia. This thesis shows the significance of the pukl  in Chodish 

tradition through its organology, pedagogy, performance practice , and history . 

Through the novel Psohlavci, Alois Jirásek offered a footing for reinforcement of 

Chodish traditions . The thesis argues that a succession of makers, performers, 

teachers, institutions, and events have woven a web of tradition in which the pukl  

holds a significant position. Supporting evidence is shown from artworks that are 

visible to the public as well as decoration on the instrument.  

Selected from the Chodish canon, the beloved song, óZelený hájovéô, illustrates 

the use of the dialect and ornamentation as being indicative of the region. Two DVDs, 

The Call of Dudy and Zelený Hájové é, and a glossary of Chodish terms together with 

a catalogue of field recordings are included. 

Mƃori 

A te pukl , te dudy rƃnei ki ngƃ tini, he paipa pƉke kua tipu iho i ngƃ pƃipa grosser 

Bock me polnischer  Bock no mua ake. He taputapu hirahira taua paipa no Chodsko, he 

rohe o te hauauru o Bohemia. He korero te tuhinga nei mo te hirahira o te pukl  i roto i 

ngƃ kawa o Chodsko, i te hanga, i te whakaako, i tana whakatangihanga me tana hƛtori 

hoki. No te pukapuka hƛtori, arƃ Psohlavci na Alois Jirásek, he waka aranui mo te 

whakatipuranga o ngƃ kawa Chodish. No te pukapuka hƛtori, arƃ Psohlavci na Alois 

Jir§sek, he turangawaewae mo te whakamanatanga o ngƃ kawa Chodish. 

Ki tƃ te tuhinga nƉi, i ngƃ mahi a ngƃ tini kaihanga, kaiw hakaako, kaiwhakatangi, 

whare kƬhanga, huihuinga ano, kua tuia he whariki o ngƃ kawa rohe me te pukl  ki 
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waenganui. Kua tautokona te korero nƉi i ngƃ tina mahi whakairo  whakapaipai o te 

pukl, me i ngƃ mahi kitea e te iwi whƃnui.  

Kua whiriwhiria te waiata pukl  ara Zelený hájové, i te hunga waiata no Chodsko, 

hei tauira rangatira o te rohe it te reo, i ngƃ whakairotanga o te oro hoki. Anei hoki ngƃ 

rikoata waiata e rua, arƃ Te Karanga o te Dudy  me Zelený hájovéé, me he 

kohikohinga  o ngƃ kupu pukl  Chodish, me he whakatikanga o te tini o nga 

whakaritenga whakatangihanga pukl  i te rohe. 

Czech  

Pukl, bŊģnŊ nazĨvanĨ dudy, jsou dmĨchac² dudy, jejichģ pŢvod a vĨvoj mŢģe 

bĨt Śazen k starġ²m form§m zn§mĨm jako grosser Bock a polnischer Bock. N§stroj 

patŚ² k dŢleģitĨm znakŢm identity Chodska, etnografick® oblasti na z§padŊ Ļech. 

Tato práce ukazuje význam pukla v chodské tradici v rámci organologie, pedagogiky, 

hudební praxe a historie. Spisovatel Alois Jirásek ve své knize Psohlavci poskytl 

základnu pro posílení chodských tradic.  

Pr§ce dokazuje, ģe Śada vĨrobcŢ, hr§ļŢ, uļitelŢ, instituc² a ud§lost² upŚedly s²Š 

tradic, v n²ģ si pukl udrģuje vĨznamnou pozici. Toto tvrzení dokládají také výt varná 

d²la ļi zdoben² n§stroje. 

Na obl²ben® p²sni z chodsk®ho reperto§ru ZelenĨ h§jov® je uk§z§no pouģit² 

dialektu a zdobení melodie v daném regionu.  K pr§ci jsou pŚiloģena dvŊ DVD - Call of 

Dudy a Zelený hájovéé , spolu se slovn²ļkem chodskĨch vĨrazŢ a s katalogem 

nahr§vek z ter®nn²ho sbŊru. 
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Czech Pronunciation  Guide  

There are copious versions of pronunciation guides for the Czech language that 

can be consulted in Czech language books as well as on the Internet. Google Translator  

also provides opportunities  to hear acceptable pronunciations  of Czech words. Jesse 

Johnston developed, and included, a Czech pronunciation  guide in his PhD 

dissertation  in musicology, óThe Cimbál  (Cimbalom) in Moravia: Cultural Organology 

and Interpretive Communitiesô. It is not necessary to develop yet another version, as 

his guide is fully sufficient , for this thesis. The most relevant information  from 

Johnston follows: 

Written Czech uses the Roman alphabet. (Ch is also considered a letter and appears in 

the alphabet after h; other letters modified by diacritics are grouped after the unmodified 

letter.) Spelling is standardized, and pronunciation  is phonetic. Stress usually falls on the 

first syl lable of each word. When words are preceded by one-syllable prepositions, the 

preposition is stressed and elided with the following word. Thus, it is relatively 

straightforward to sound out written Czech.  

Most consonants are pronounced similarly to those in English. The h§ļek [ĝ] indicates a 

ósofteningô of consonants (e.g., ļ is pronounced like the /ch/ in ch urch ). The consonants 

d, t, and n are palatalized when followed by Ŋ or í or modified as Ņ, Š, Ŕ (pronunciation is 

as though the consonant were followed by /y/ , as in oni on). Many consonants exist in 

voiced / unvoiced pairs as follows: 

 b / p  p is unaspirated 
 d /t   t is unaspirated 
 Ņ / Š 
 g / k  g is always hard (as in go), k is unaspirated 
 h / ch  h is voiced, but much less aggressively than in English; ch as in Scottish loch  
 v / f  
 z/ s 
  
 The remaining consonants are as follows: 
  
 c ts  as in oats , unvoiced 
 ļ ch  as in ch urch , unvoiced 
 j y as in yellow, voiced 
 l as in l it, vocalic (voiced) 
 m voiced 
 n voiced 
 Ŕ as in oni on, voiced 
 r pronounced with a quick roll as in Spanish, voiced  
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 Ś fricative form of r  (basically a voiced, rolled, and aspirated r ; approximated 
  by combining rģ; the source of confounding tongue twisters, and often  
  singled out as a mark of a true Czech speaker by many Czechs, who stress the 
  correct production of this sound)  
 ġ sh  as in slush  
 w like v, found only in loan words  
 x like ks , found only in loan words  
 ģ like g in garage; sometimes combined with d  to form the English soft / j/  as in 
  jazz, often transliterated as dģez 

 Vowels are pronounced purely, close to Spanish pronunciation. Vowels can be either 

long or short, described as kvantita . This is a relative lengthening of the vowel sound 

(Czech teachers usually describe these vowels as ótwice as longô) rather than a definite 

stress on the syllable. Length is indicated by the ļ§rka [§, ®, ², ·, ¼] and krouģek [Ţ]; y and 

i (likewise ý and í) are both considered vowels and designate the same sound. A 

complicated system of rules and consonant pairings determines when y or i is used in 

spelling. Most vowel pairs are pronounced separately as two syllables; exceptions are the 

diphthongs ou, au, and eu. In addition, l and r occasionally form syllables on their own  

when they are preceded by ghost vowels; thus, prst [finger] is pronounced somewhat like  

the English /pursed/ but with a quickly rolled /r/  and very short / u/. 7 

  

                                                        
7 Jesse Alan Newhouse Johnston, óThe Cimb§l (Cimbalom) in Moravia: Cultural Organology and 
Interpretive Communitiesô (University of Michigan, 2008), p. xxviiïxxviii.  
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Abbreviations   

 óDDMô    Domaģlick§ dud§ck§ muzika 
     [Domaģlice bagpipe band]  
 
 EÚ AV ĻR    Etnologický ústav Akademie vŊd Ļesk®   
     republiky  [The Institute of Ethnology of   
     the Academy of Sciences of the Czech   
     Republic, Prague]  

 LĠU     Lidov§ ġkola umŊn² [Peopleôs School of Arts] This  

     designation was used mainly during the socialist era. 

 MCH    Muzeum Chodska [Chodish Museum in Domaģlice] 

 MMH     MŊstsk® muzeum HoraģŅovice [Town Museum of  

     HoraģŅovice] 

 MJ    Muzeum JindŚichohradecka [Museum of JindŚichŢv 

     Hradec]  

 MSP    Muzeum stŚedn²ho Pootav² Strakonice 

 NMHMNO    Národní muzeum  ð historické museum ð národopisné 

     oddŊlení. [National Museum  ð historical division  ð 

     ethnography department ] 

 NVĻ    N§rodopisn§ vĨstava ļeskoslovanská v Praze 1895 

     [Czechoslavic Ethnographic Exhibition in Prague, 1895]  

 NMP    Národopisné muzeum plzeŔské [PlzeŔ Museum of  

     Ethnography 

 PNP    Památník národního p ísemnictví  [Museum of Czech 

     Literature  ð Staré Hrady Branch] 

 ZUĠ    Z§kladn² umŊleck§ ġkola [Basic Arts School] 
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Introduction  

óAt the mention of óChodskoô, a person will think of unique national dress, the Chodish ókol§ļô, 

perhaps Jan Sladký Kozina, a slightly different manner of speech, the leaning tower in Domaģlice, 

but first and foremost, ódudyô. ð Jan Markup 8 

The Czech radio journalist , Jan Markup , has succinctly described some of the chief 

features that are repeatedly associated with the Chodsko region nestled at the foothills of the 

Bohemian Forest in the Czech Republic. Here, in West Bohemia, the bagpipe known as the 

dudy is listed by Markup  among characteristics that are closely linked with Chodsko . The roles 

played by the dudy , perhaps more appropriately labelled pukl in  Chodsko, is at the heart of 

this thesis.9 These roles of the pukl  are interconnected with its historic  origins, manufacture, 

performance practice as well as a source of individual and collective identity  for people in 

Chodsko. As Markup suggests, Chodsko embraces other distinctive characteristics beyond 

dudy or pukl . Nevertheless, the pukl  is one of the most easily identifiable  facets of the unique 

mixture of qualities that have  been repeatedly intertwined for decades. Each of these features, 

outlined by Markup , that help define Chodsko will be briefly elaborated here in order to impart 

a basic understanding of the region. This will illustrate  that Chodsko is a distinctive  region in 

Bohemia with a unique combination of attributes that contribute to a unified identity, at least 

when viewed through the lens of folklore. These aspects of identity include: clothing  ð a 

national dress specific to the region, food ð the Chodish kol§ļ, folk legend ð the folk hero Jan 

Sladký Kozina, speech ð the dialect know as bulaļina and lastly architecture ð the leaning 

tower of the Birth of th e Virgin Mary  Church in Domaģlice. These are the primary  

characteristics repeatedly identified and linked with Chodsko.  

 

                                                        
8 Jan Markup, óMiroslav Janovec z Malonic - vĨrobce ļeskĨch i skotskĨch dud [Miroslav Janovec from 
Malonice - Maker of Bohemian (Czech) and Scottish bagpipes]ô <http://lidovepisne.cz/janovec01.html> 
[accessed 21 September 2010]. óřekne-li se Chodsko, ļlovŊku se vybav² nezamŊniteln® kroje, chodsk® kol§ļe, 
moģn§ Jan SladkĨ Kozina, trochu jin§ mluva, ġikm§ vŊģ v Domaģlic²ch, ale pŚedevġ²m dudy.ô  
9 See Chapter 4 for historical and present day use of these terms. 
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Figure 1: A quintessential example of a Chodish  ódudy ô or pukl  by Jakub Konrady, c. 1960 10 

                                                        
10 Michael Cwach collection. The instrument was used by members of the Chodish diaspora community in 
Prague known as Sdruģen² rod§kŢ a pŚ§tel Chodska a Poġumav² ï Psohlavci v Praze. Photo courtesy of 
Jaromír Jungbauer of Stod, Czech Republic. 
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Markup first cites clothing  in his article  describing Chodsko. Clothing is perhaps one of 

the most obvious means of identification in de termining class, occupation, interests and life 

style. The clothing that people choose to wear can be a strong indicator of  where an 

individualôs identity  and loyalties lie. Members of clubs or gangs wear specific symbols to 

identify themselves as part of a larger whole. An obvious example of clothing helping identify 

an individual within a larger group is  military uniforms  worn by those serving their respective 

countries. In countries where consumerism is the norm, individuals show they are in the óin 

crowdô by simply wearing clothes or accessories of the current fashion having labels of firms  

that are in vogue prominently  displayed. 

Chodskoôs identity component based on clothing is much more associated with local 

uniqueness and is a vehicle for Chodish expression. Chodish kroj e (national dress) cannot be 

confused with any other national dress given that specific textiles and specialized embroidery 

are incorporated into this distinctive clothing . In this vein, Robert Garfias in Music: the 

Cultur al Context supported the importance of textiles for  peoplesô identity living in the 

mountain province of Northern Luzon in the Philippines  by including colour illustrations of  

contrasting examples of textiles from this region . Garfias explains: óTextiles, like music, serve 

as an identifying element of cultural expression. [é] Although all [three groups] use similar 

instrument s for th eir gong ensembles, each group has its own unique gong patterns, and also a 

unique textile pattern.ô11 

The wearing of a national dress or kroj e, made of combinations of  textiles identifiable as 

Chodish, coupled with the display of  particular patterns of embroidery,  is still  observable in 

Chodsko. Specific features of Chodish kroj e sets Chodsko apart from other regions and helps 

identify  those wearing it as either being from  the region or otherwise emulating Chodsko. The 

ófullô Chodish national costume, as worn by women, consists of an embroidered head scarf, 

white blouse, sequinned bodice and a shawl. A skirt, red stocking s, and black shoes complete 

                                                        
11 Robert Garfias, Music: The Cultural Context  (Osaka: National Museum of Ethnology, 2004), p. 51. 
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their outfit.  Details and patterns of all of these items articles of clothing help identify them as 

Chodish. 

 

Figure 2: The back of an historic Chodish bodice s howing intricate bead  work  

Chodish men also have a particular set of clothing that cannot be confused with other 

regions. They can wear a wide-brimmed black hat , called a ġir§k, or a cap, typically dark green, 

lined with a band of fur on the outside. A white shirt,  a tastefully -embroidered blue vest, 

yellow breeches, white socks and black shoes are worn by some men on festival days. 

Sometimes a jacket known as a kazajka , having rich embroidery  executed in a style restricted 

to Chodsko, is worn as well. 

    

Figure 3: Chodish wedding party. Some of the men are wearing the ġir§k .12 

                                                        
12 JiŚina Langhammerov§, Lidov® kroje z Ļesk® republiky [Folk Dress from the Czech Republic] (Prague: 
Lidové noviny, 2001), p. 116,120. Jan Holoubek is playing the pukl . 
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Even though kroje  is an important part of Chod ish identity  and especially evident at 

particular events, the daily fashion worn by most people in Chodsko is not unlike 

contemporary fashion foun d in the rest of the Czech Republic or Central Europe. However, 

kroje  is worn by active participants in folklore as well as others who are not members of 

folklore groups . People wearing chodské kroje  can be seen at festivals, village dances, religious 

ceremonies and other observations associated with the church calendar, or most commonly, 

included as part of a folklore performance. Chodsko is unique in Bohemia as in certain parts of 

the region, such as in the village of Mrákov, the  mature women still w ear a conservative 

everyday dress called the kanduġ. These venerable women may be seen attending Roman 

Catholic Mass in the village or shopping in Domaģlice, the ócapital cityô of Chodsko. This is 

exceptional, since it is not possible to observe this daily manner of dress in any other part of 

Bohemia. 

Another strong aspect of cultural identity  is food; in this category stereotypes abound. 

The English are known for fish and chips and Yorkshire pudding, Americans are identified 

with  apple pie and hamburgers, Argentines are associated with  tasty steaks as well as biscuits 

called alfajores , while the Japanese are renowned for sushi. Czechs consider vepŚo knedlo zelo 

(roast pork with dumplings and sauerkraut) their national food . There are, moreover, strong 

regional associations of food found within the Czech Republic. The northern Moravian town of 

Ġtramberk is known for its Ġtrambersk® uġi or Ġtramberk ears, which are biscuits made in the 

shape of a severed human ear. In  order to bear the official name that is protected by law, 

Ġtrambersk® uġi, which commemorate the Turkish wars, must be made in Ġtramberk. The 

chodskĨ kol§ļ, although not so strictly  regulated as Ġtrambersk® uġi, is specifically identifiable 

with the Chodsko region. It i s a pastry that looks similar to a pizza and is sold throughout 

Bohemia. Typically , it  has a topping made of tvaroh  (quark), mak (poppy seed ð black and 

white) , povidla  (a prune filling ), and sprinkled with almond pieces, raisins and icing sugar. In 

preparation for  the St. Lawrence pilgrimage and Chodish festival, held annually in August, 

most women in Chodsko are at home, grinding poppy seed, kneading dough, and near their 

ovens baking this most palatable pastry. I  had the pleasure of assisting Hanka JindŚichov§ and 
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Helena JindŚichov§ of Domaģlice by grinding  black and white poppy seed for their array of 

chodské kol§ļe, each having a slightly  different design, made on the morning of the first day  ð 

13 August 2004  ð of that yearôs version of the annual Chodish festival. 

 

Figure 4: One of many  cho dskĨ kol§ļ made in the JindŚich household in Domaģlice 

Kamil JindŚich, Hanka JindŚichov§ôs husband, is currently  the director of the 

Domaģliceôs cultural centre and oversees the tourist information centre . He commented upon 

the importance of  the pastry to Chodsko: 

I am surprised at how many people talk about the Chodish kol§ļ, a thing that we think of as 

common or at least we don't think of it as something completely unique. Whenever there is visitor 

the first thing they want to know is where the kol§ļe [plural form]  are sold. It is a strong 

phenomenon for current visitors to Domaģlice within the framework of tourism. It is one of the 

reasons they come. They don't come mainly for the kol§ļe, but they don't want to leave without 

one.13 

As much as the tradition of baking Chodish kol§ļe is very tangible today, there is another 

aspect of Chodish identity that is not so straightforward and finds its origin in the hazy past. It 

is an example of the inescapable reality that real or imagined events in the past influence 

present day perceptions and events. The late seventeenth-century legend of a peasant revolt by 

the Chodish people against the local noble and land owner ð Wolf Maxmilián Laminger von 

                                                        
13 Kamil JindŚich, personal interview, trans. Michael Cwach, Domaģlice, DVD-CZ-23.9.2009-42. 
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Albenreuth, known simply as Lomikar in Chodsko  ð still lingers. One of the leaders of the 

movement and its chief martyr  Jan Sladký Kozina, who was an historic figure, came from the 

Chodish village of Újezd. The Kozina farm is now a museum dedicated to this legendary 

individual and the folkways of the region. Coincidently, it  is located only a few hundred metres 

from where the Chodish tradition  of making bagpipes, both dudy  and pukl , was established in 

the last half of the nineteenth century by the maker Wolfgang óBolf²kô Ġteffek (1842ï1923). A 

pukl  made by óBolf²kô is included as an exhibit  at Kozinaôs farm. 

The status of Kozina, who was executed by hanging in PlzeŔ on 28 November 1695, was 

elevated and assured, due to the popularity of the historical novel  Psohlavci. Psohlavci can be 

translated as óDog-headed Folkô or óDogheadsô and its origin is rooted in  long tradition of the 

border guards of Chodsko monitoring the border between Chodsko and Bavaria with their 

dogs. Even a particular breed of dog has been recognized and óChodishô and helps define the 

relationship  between Chodsko and these dogs; the term chodský pes, literally Chodish dog, has 

officially been used since 1985 to denote this breed which is similar to Belgian and German 

Shepherds. This dog is also known as the Bohemian Shepherd, Chodenhund, Czech Sheepdog, 

or Bohemian Herder .14 

Initially , the literary work  Psohlavci appeared as a serial in 1884 in the nationalistic 

magazine KvŊty, and was later presented as a novel in 1886 by the one of the most influential 

Czech authors of the late nineteenth century, Alois Jirásek. It is within the se pages of 

Psohlavci that the account is narrated with recurring references to the dudák or bagpiper, 

Jiskra řehŢŚek. Essentially, Jirásek, with the help of the illustrator, Mik ul§ġ Aleġ, whose 

illustration  depicting masopust (carnival) in the novel includes a pukl , portrayed Chodsko as a 

region of patriot ic peasants who were treated poorly by the owner of the local manor, 

Lamminger (Lomikar) . Even more so, the rebellion  of the Chodish people served as a 

metaphor for some Czechs, who were striving for national recognition, from  the Austro-

                                                        
14 óChodskĨ Pesô <http://www.chodskypes.cz/> [accessed 13 June 2012]. 
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Hungarian Empire . In short, this  example of nationalistic literature was partially responsible 

for forming  the identity  not only that of  Chodsko, but of the entire Czech nation. 

 

Figure 5: The leaning tower (left) Jan Sladký Kozina (middle) and the psohlavci emblem (right) as 
depicted  by Mikul§ġ Aleġ.15 

                                                        
15 Karel KovaŚovic, Psohlavci [Dogsheads] (Prague: Hudební matice praha, 1950). This illustration is on the 
cover of this edition of the piano score of the opera. The ļakan, in the right hand of Kozin a, has also come to 
represent Chodsko. Here, the artist, Aleġ has written SladkĨôs name as óJan Kozina Sladkýô, however, the 
conventional way to write it is óJan Sladký Kozinaô. 
















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































