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Wp rowadzenie

Rok akademicki 2018/2019 byt szczegélny dla Akademii Muzycznej im. Karola
Lipiriskiego we Wroctawiu, mineto bowiem 70 lat od momentu powotania do zycia
w 1948 roku wroctawskiej uczelni muzycznej. Dla u§wietnienia i upamietnienia ju-
bileuszu Katedra Teorii Muzyki i Historii Slaskiej Kultury Muzycznej przygotowata
XV tom cyklicznie ukazujacej si¢ publikacji zatytutowanej Tradycje slgskiej kultury
muzycznej. Ma ona zwiazek z prowadzonymi we wroctawskiej uczelni od roku 1980
badaniami, ktérych celem jest ukazanie swoistych cech tej kultury, uksztattowa-
nych w wyniku nakladania si¢ na siebie réznorodnych warstw tradycji: narodo-
wych, religijnych i artystycznych.

Niniejszy tom zawiera 20 artykuléw wybitnych naukowcéw, znawcéw kul-
tury muzycznej Slaska pochodzacych z réinych o$rodkéw akademickich i placé-
wek naukowych znajdujacych si¢ zaréwno w Polsce, jak i za granica: w Austrii,
w Czechach, w Niemczech, na Stowagji i na Ukrainie. Tematyka owych opracowar
dotyczy takich zagadnien, jak tozsamos$¢ §laskiej kultury, obecnos¢ muzyki w in-
stytucjach ko$cielnych i $wieckich oraz na dworach, zwiazki waznych postaci mu-
zycznych ze Slaskiem, muzyka ludowa i artystyczna twércow slaskich. Tom otwiera
rozprawa historyka sztuki Piotra Oszczanowskiego, dyrektora Muzeum Narodo-
wego we Wroctawiu, pos§wigcona oryginalnosci sztuki i rzemiosta artystycznego na
Slasku w czasach nowozytnych. Nastepujace po nim artykuly zostaly umieszczo-
ne w blokach tematycznych. Pierwszy dotyczy zycia muzycznego na Slasku, a za-
mieszczone w nim zostaly teksty dotyczace muzyki na dworach: Barbary Przyby-
szewskiej-Jarminskiej, Agnieszki Drozdzewskiej, Grzegorza Joachimiaka; muzyki
w instytucjach koscielnych i $wieckich: Ewy Hauptman-Fischer i Janki Pet6czovej;
muzykéw zwiazanych ze Slaskiem: Stephana Lewandowskiego, Helmuta Loosa,
Michaela Heinemanna, Joanny Subel, Lyuby Kyyanovskiej-Kaminskiej i Zoryany
Lastovetskiej-Solanskiej. Drugi blok tematyczny Slgska kultura — migdzy narodami
i konfesjami zawiera tekst Bozeny Muszkalskiej, a trzeci, omawiajacy $laska muzyke
ludowa — artykuly Zbigniewa Przerembskiego i Mariusza Puci. Ostatni, czwarty
dzial obejmuje rozprawy na temat tworczosci kompozytoréw $laskich dziatajacych
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na przestrzeni kilku epok, od XVIII do XXI wieku, takich autoréw, jak: Mitosz
Kula, Stanislav Pechddek, Gesine Schroder, Anna Granat-Janki, Aleksandra Pija-
rowska i Katarzyna Bartos.

Zapraszajac do lektury wyzej wspomnianych prac naukowych, wierzymy, ze tre-
$ci w nich zawarte pozwolg dostrzec bogactwo $laskiej kultury muzycznej i poglebi¢
wiedzg na jej temat.

Anna Granat-Janki



Introduction

The academic year 2018/2019 was of special importance to the Karol Lipiriski Aca-
demy of Music in Wroctaw as it marked the 70th anniversary of this school of higher
education, which was established in 1948. To honour and commemorate the occa-
sion, the Chair of Music Theory and History of Silesian Musical Culture has prepared
the 15th volume of the cyclical publication entitled Traditions of Silesian Musical Cul-
ture. The publication derives from research, conducted at the Academy in Wroctaw
since 1980, the aim of which is to demonstrate distinctive features of Silesian culture
that arose from the overlapping of various national, religious and artistic traditions.

The volume includes 20 articles by eminent scholars, experts on the musical
culture of Silesia, from various academic and research centres in Poland as well as
Austria, Czech Republic, Germany, Slovakia, and Ukraine. The subject matter con-
cerns such issues as the identity of Silesian culture, the presence of music at church
and secular institutions, and at courts, the connections between important music
figures and Silesia, and folk and artistic music by Silesian composers.

The book opens with an article by art historian, director of the National Mu-
seum in Wroclaw, Piotr Oszczanowski, on the originality of the art and artistic
craft in Silesia in modern times. The remaining texts have been divided into the-
matic sections. The first one is devoted to musical life in Silesia and includes ar-
ticles discussing music at courts (by Barbara Przybyszewska-Jarmiriska, Agnieszka
Drozdzewska, and Grzegorz Joachimiak), music at church and secular institutions
(by Ewa Hauptman-Fischer and Janka Petéczova), and musicians related to Sile-
sia (by Stephan Lewandowski, Helmut Loos, Michael Heinemann, Joanna Subel,
and Lyuba Kyyanovska-Kaminska and Zoryana Lastovetska-Solanska). The second
section entitled Silesian Culture — Between Nations and Confessions consists of the
text by Bozena Muszkalska, and the third one devoted to Silesian folk music — of
the articles by Zbigniew Przerembski and Mariusz Pucia. The final section includes
articles on works of Silesian composers ranging from the 18th to the 21st century
by such authors as Mitosz Kula, Stanislav Pechddek, Gesine Schroder, Anna Granat-
-Janki, Aleksandra Pijarowska, and Katarzyna Bartos.
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We believe that the issues raised in the above-mentioned scholarly texts will
allow the readers to discover the richness and broaden the knowledge of Silesian
musical culture.

Please, read on.

Anna Granat-Janki



PIOTR OSZCZANOWSKI

Muzeum Narodowe we Wroclawiu

Oryginalnoéé, czyli rzecz o tym, co nas wyroznia.
Sztuka i rzemiosto artystyczne na Slasku
w czasach nowozytnych (1526—1740)

Wprowadzenie

Problematyka oryginalnosci lub tez tozsamosci sztuki $laskiej to metodologiczne
zagadnienia, ktérym szczeg6lng uwage poswigcono w latach 30. i 40. XX wieku.
Ten kierunek badawczy u swoich podwalin byt zdeterminowany iscie rasistowski-
mi przestankami rozwijajacej si¢ wéwczas nauki o plemionach (Stammesforschung),
zwlaszcza sformutowaniami dotyczacymi predyspozycji twérczych pewnych grup
etnicznych. Takie badania doprowadzity do wniosku, ze istnieje co$ takiego, jak
odrebnos¢ i rodzimo$¢ sztuki $laskiej. Ta pierwsza jakoby daje o sobie — wedlug
badaczy niemieckich — szczegélnie zna¢ w dwéch okresach swego rozwoju: na prze-
tomie XIV i XV wieku oraz w czasach wezesnego baroku, czyli gléwnie okoto roku
1700. Nacjonalistyczne pojecie o tworzeniu kultury i tzw. stylu $laskiego wylacznie
przez niemieckich kolonizatoréw — oto podstawowy paradygmat tego kierunku
badawczego. Konkluzjg tego pogladu bylo przeswiadczenie, ze juz w okresie kontr-
reformacji, a zwlaszcza w dobie dojrzatego baroku, sztuka na Slqsku zatracita swoj
indywidualny charakter. Tym, co decydowalo — wedtug nauki niemieckiej — o tej
tozsamosci czy tez specyfice, byta deterministycznie pojgta jedno$é formy z tzw. du-
chem narodu czy plemienia. Czyli: problem tozsamosci czy tzw. obcosci lub relacji
i zwiazkéw artystycznych to tematy naukowe, ktére w wypadku sztuki $laskiej sa —
mozna rzec — obcigzone historycznie.

Po roku 1945 i okresie zrozumialej reakeji na tego typu paradygmaty badawcze
przyszedt w latach 60. XX wieku czas na dojrzala, zobiektywizowang i przetomowa



14 Piotr Oszczanowski

w swym podejsciu do kwestii tozsamosci $laskiej sztuki nowozytnej prezentacje
i oceng. Wyniki badan Mieczystawa Zlata, Janusza Stanistawa K¢btowskiego, Hen-
ryka Dziurli, Jana Wrabeca, a wreszcie Konstantego Kalinowskiego wyznaczyly po-
ziom refleksji naukowej, ktéry stat si¢ punktem odniesienia dla wszystkich pézniej-
szych polskich pokoleri historykéw sztuki.

Gdy dzisiaj prébujemy da¢ odpowiedZ na pytanie o gléwne determinanty
ksztattujace nowozytng sztuke $laska, mozemy je zasadniczo podzieli¢ na dwa ro-
dzaje: czynniki wzmacniajace i spajajace tozsamos¢ artystyczng tego regionu oraz
ostabiajace ja i dezintegrujace.

Ich wymienienie stanowi¢ bedzie rodzaj katalogu zagadnien badawczych, keé-
rych rozwinigcie i szczegétowe oméwienie czy tez precyzyjna eksplikacja dowodéw
lub przykladéw wykracza w znacznym stopniu poza zakres niniejszego opracowa-
nia. Dlatego w wigkszo$ci wypadkéw nie uda nam si¢ uciec od ich ,hastowej” po-
wiciagliwosci. Traktujemy to jednak jak ceng, kt6ra przychodzi nam zaptacié¢ za po-
zadang klarowno$¢ wywodu.

Co faczy?

Wydaje sig, ze podstawowym czynnikiem wzmacniajacym i spajajacym tozsamos¢
artystyczng Slaska byly rozgrywajace si¢ w okresie wezesnonowozytnym na jego
terenie wydarzenia historyczne. Traktowanie ich w kategoriach determinanty ar-
tystycznej i ideowej pozwala dostrzec w sztuce $laskiej co$ tak specyficznego, jak
wybudowane tutaj koscioty Pokoju, siedem kosciotéw Laski oraz koscioty granicz-
ne i ucieczkowe. Zaistniata sytuacja polityczna po pokoju westfalskim sprawita,
ze restrykcyjna wzgledem wyznawcéw luteranizmu habsburska wtadza zwierzchnia
ograniczyta w sposéb znaczacy (m.in. przez ograniczenie liczby dotychczas posia-
danych przez ewangelikéw $wiatyni) ich swobodg praktyk religijnych. Dotyczyto
to obszaru, ktéry znajdowat si¢ poza panowaniem indyferentnych religijnie ksiazat
$laskich, oraz miasta Wroctawia. Brak swobody kultu byl zatem powodem tego,
ze luteranie §lascy po roku 1648 (w mniejszym stopniu takze po roku 1707, tj. po
konwencji w Altranstiddt) zmuszeni zostali do swego rodzaju rekompensowania so-
bie stanu posiadania miejsc kultu i do wznoszenia wielce oryginalnych budowli
koscielnych, z wykorzystaniem podrzgdnych materiatéw budowlanych, przy depre-
cjonujacym znaczenie tych §wiatyn usytuowaniu (poza murami miast) i ksztalcie
(bez dzwonnic).

Chociaz nowozytna sztuka $laska powstawala na obszarze o do$¢ zréznicowa-
nym charakterze geograficznym, to jednak byt to teren $cidle zintegrowany, a przez
to wyrdzniajacy si¢ historyczng ciagloscia i niezmieniajacym si¢ zbyt radykalnie
systemem  spoleczno-ekonomicznym. Wyrdznikiem stata si¢ dominacja wsréd
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mieszkaiicéw Slqska, zwlaszcza w drugiej polowie XVI i w XVII wieku, ludnosci,
ktéra opowiedziala si¢ po stronie nauk dr. Marcina Lutra. To dato podstawy do
oddolnego i poza ,sankcjami” wynikajacymi z przynaleznosci do katolickiej mo-
narchii habsburskiej prawie nieograniczonego rozwoju sztuki ewangelickiej przez
pierwsze péttora wieku istnienia tej konfesji. Postawe wezesnonowozytnych luteran
$laskich cechowal akceptujacy stosunek do przesztosci artystycznej, zwlaszeza do
spuscizny czaséw $redniowiecza. Najczegsciej wykorzystywali przejete po swoich po-
przednikach ko$cioly sredniowieczne, a jezeli juz decydowali si¢ na budowe nowych
$wigtyni, to zaréwno ich forma, jak i technika budowania nie réznily si¢ znaczaco
od tych z czaséw minionych. Brakowato w ich poczynaniach dziatad o charakte-
rze ikonoklastycznym, podazali ewolucyjna, a nie rewolucyjna droga przeksztatcen
wystroju i wyposazenia $wiatyn, ktdre przejeli i uczynili miejscem nowej konfesji.
Nieraz zmieniali miejsce chrzcielnic, ustawiajac je blizej ottarza, szczegblng wagg
przywiazywali do okazato$ci ambony — miejsca gloszenia Stowa Bozego, powierza-
li sztuce sepulkralnej nie tylko funkcje komemoratywne, ale takze dydaktyczne.
Sztuka religijna wykonywana dla tej konfesji bynajmniej nie stracita na znaczeniu.
Zmienity si¢ co najwyzej proporcje — powstawato mniej okazatych ottarzy drewnia-
nych, wigcej — kazalnic i pomnikéw sepulkralnych. Artysci, majacy niejednokrotnie
jeszcze status rzemieslnika podlegajacego surowym przepisom cechowym, w dal-
szym ciggu otrzymywali liczne zaméwienia ze strony mieszczaristwa §laskiego, tu-
tejszych whadz miejskich czy tez ksiazat $laskich. Zyjac i pracujac gléwnie na terenie
miasta, zaspokajali oni rosngce — za sprawg coraz czgstszych podrézy edukacyjnych
i kontaktéw handlowych — potrzeby estetyczne bogacacego si¢ patrycjatu. Dzigki
dostgpnosci szczegdlnego tworzywa artystycznego czy tez z szacunku dla tradycji
stworzyli dzieta i wyroby rzemieslnicze o ewidentnie lokalnym, $laskim charakterze.
Dotyczy to np. wroctawskiego typu szafy barokowej, strzelb zwanych cieszynkami
czy wreszcie niezwyklego rozwoju produkeji wyrobéw szklanych (t¢ specyfike dzieli
Slask z Czechami) oraz petnoplastycznego, figuralnego ztotnictwa.

Istotnym novum w okresie wezesnego i dojrzatego baroku byto pojawienie si¢
w latach 1670/1680-1710/1720 catkiem nowych grup artystéw i rzemieslnikéw
wspéttworzacych na mapie Slaska waine osrodki sztuki. Byly to kolonie rzezbiarzy
i malarzy pracujacych dla wielkich klasztoréw cysterskich (w Lubiazu, Krzeszowie,
Henrykowie i Trzebnicy). Pewna konsekwencjg ich ,izolacji” bylo pojawienie si¢
bardzo specyficznego nurtu mistycznego w sztuce §laskiej (jego gléwnym reprezen-
tantem byl Michael Leopold Willmann) czy tez — zawezajac obszar analizy — ,ma-
nierystycznego baroku” lub, jak to okreslat Dagobert Frey, ,$laskiego barokowego
manieryzmu’, czyli ,nurtu ekspresyjnego” rzezby §laskiej. Czotowymi reprezentan-
tami tej wyszukanej i oryginalnej stylistyki byli: przybyty ze Skandynawii Thomas
Weissfeldt oraz rzezbiarze pracujacy w warsztatach klasztornych Henrykowa i Za-
gania. Elementem identyfikujacym tozsamo$¢ sztuki $laskiej tego czasu, zwlaszcza
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katolickiej, stato si¢ to, ze wyrasta ona, podobnie jak poezja Angelusa Silesiusa,
ze specyficznej atmosfery duchowej oraz religijnej $laskich klasztoréw i znajduje
swoje zrédlo w zarliwej, o zabarwieniu ludowym, religijnosci $laskich zgromadzen
zakonnych.

Uogolniajac, mozna stwierdzié, ze rozwdj $laskiej sztuki nowozytnej szedt w pa-
rze z rozkwitem lokalnej poezji i literatury odgrywajacej role swoistego podtoza
ideowego i ogromnego rezerwuaru erudycyjnego dla jej nowatorskich formagji sty-
lowych. Ta Silesia literata miata niematy wplyw na rodzimo$¢ sztuki i jej tozsamos¢,
czego dowodzg relacje migdzy Martinem Opitzem a Bartholomaeusem Stroblem
Mtlodszym, Danielem Casprem von Lohensteinem a Matthiasem Rauchmillerem
czy Angelusem Silesiusem a Michaelem Leopoldem Willmannem.

W czasach nowozytnych data o sobie zna¢ na Slasku pewna szczegélna zasada.
W parze z liczna grupa artystéw obcych przybylych na ten teren w zaden sposéb nie
szfa liczba sprowadzonych tutaj wybitnych dziet sztuki. Nikfa byta rola importéw,
tj. konkretnych dziet sztuki sprowadzanych na Slask z waznych o$rodkéw artystycz-
nych Europy. Tego rodzaju dziela pozostaly mimo wszystko zjawiskiem marginal-
nym, cho¢ w swej randze nie do przecenienia, np. rzezby Adriaena de Vriesa w ko-
sciele pw. Tréjcy Swictej w Zérawinie (Chrystus biczowany z 1604) oraz w katedrze
wroctawskiej (Meczeristwo sw. Wincentego z 1615), wystroje kaplic katedralnych
we Wroctawiu — pw. $w. Elzbiety i Elektorskiej (Ferdinand Maximilian Brokoff,
warsztat Gianlorenza Berniniego, Domenico Guidi).

Do tej wspomnianej powyzej skromnej liczby dziet nowatorskich sprowadzo-
nych na Slask doszedt jeszcze dajacy o sobie czesto zna¢ swoisty konserwatyzm
estetyczny tutejszych zleceniodawcédw czy mecenaséw sztuki. Czytelne jest to na
przykiad w trwajacej jeszcze dtugo w XVII wieku atencji dla tworczosci juz tak
anachronicznych wéwczas artystéw czy szkét, jak warsztat Cranachéw z pierwszej
potowy XVI wieku. W imi¢ podkreslania indyferentnosci religijnej luteranie $lascy
dtugo zabiegali o dzieta tego artysty. Widzac w nim twércg konfesyjnego, ktéry byt
czynny u poczatku reformadji i $cisle wspStpracowat z dr. Marcinem Lutrem, cenili
go szczegdlnie za udzial w tworzeniu podwalin ikonografii ich wyznania.

Tylko nieliczni ze Slazakéw gotowi byli wyrazaé zainteresowanie dla sztuki naja-
trakcyjniejszej stylistycznie czy wéwczas najmodniejszej. Ta sztuka najwyzszych lo-
tow znajdowata zrozumienie jedynie wéréd elit intelektualnych lub politycznych
oraz tutejszych artystéw. Dotyczy to na przyktad fascynacji wybranych jednostek
(m.in. radcy cesarskiego Adama von Hanniwaldta, zwiazanego z dworem Johan-
na Wackera von Wackenfellsa, i przebywajacego krotki czas w stolicy cesarstwa
malarza Jacoba Walthera) sztuka dworu cesarza Rudolfa I w Pradze na przetomie
XVI i XVII wieku, a takze zasobnosci $laskich kolekeji dziet sztuki w drugiej po-
towie XVII i na poczatku XVIII wieku. Byly to bowiem z zalozenia i z ambicji
ich posiadaczy ekskluzywne prywatne zbiory dziet sztuki wyrézniajace si¢ wysokim
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poziomem artystycznym. Trzeba jednak odnotowa¢, ze znajdujace si¢ w nich ob-
razy i rzezby — uznawane za wybitne jedynie przez ich wlascicieli i w rzeczywisto-
$ci niewiele majace wspé6lnego ze sztandarowymi przyktadami malarstwa Italii czy
Niderlandéw — okazywaly si¢ cz¢sto kopiami, a nawet nieudolnymi falsyfikatami.

Ludno$¢ Slaska, zwhaszcza ta wyznania luterasiskiego, w przewazajacej mierze
dtugo dawata odpér sztuce, ktéra w jej odczuciu zwiazana byta z mecenatem dwo-
ru cesarskiego. Przez cale dekady luteraniskie mieszczanstwo Wroctawia wyrazato
dezaprobatg dla nowatorskiej stylistyki artystéw rudolfinskich czy dla poczynan
jezuitéw — ich obecnosci w miescie i budowy kosciota uniwersyteckiego oraz sa-
mego gmachu uniwersytetu. Podobnie przez wiele lat luterariska Rada Miejska od-
mawiata prawa do wybudowania w obregbie muréw Wroclawia nowych kosciotéw
klasztornych dla augustianek, franciszkanéw reformatéw czy bonifratréw, czyli za-
konéw, ktére korzystaly ze wsparcia wladzy cesarskie;.

Tym, co niewatpliwie wyrézniato sztuke tego regionu, byta §laska tradycja iko-
nograficzna (np. wybrane typy przedstawien lokalnych $wigtych lub obrazéw kul-
towych). Mozna tutaj — zgodnie z zasada pars pro toto — przedstawi¢ szczegélowiej
dwa rézne sposoby funkcjonowania tej tradycji. Kazdy z nich ma znamiona pewnej
odrebnosci i dotyczy dwéch bardzo popularnych przedstawien na Slasku w dobie
nowozytnej. Pierwszym jest wizerunek $w. Jadwigi wedtug wzoru graficznego z po-
czatku XVII wieku powstatego w serii Jcones et miracula Sanctorum Poloniae. Wyko-
rzystali go: Jacopo Lauro w Rzymie (1606), Peter Overadt w Kolonii (1606) wedtug
wzoru Antonia Tempesty, a takze Raphael I Sadeler (1560-1628) w Monachium
(1615) wedtug wzoru rysunkowego Johanna Matthiasa Kagera (1575-1634). Drugi
wizerunek to cenione i czczone przedstawienie pasyjne, czyli obraz Naigrawanie sig
z Chrystusa (Verspottung Christi) z 1494 roku z klasztoru Dominikanek we Wroclawiu.

Co dzieli?

Podstawowym czynnikiem ostabiajacym tozsamos¢ artystyczna Slaska w czasach
wczesnonowozytnych pozostawat fake jego przynaleznosci zaréwno do wspdlnej
tradycji artystycznej (szeroko pojetej kultury obszaru cywilizacji zachodniej o ro-
dowodzie lokujacym si¢ na obszarze basenu Morza Srédziemnego), jak i ideowe;
(chrzescijafistwa). Efektem byta uniwersalnos¢ tresci dziet sztuki swieckiej oraz re-
ligijnej powstatych na tym terenie. Dalo to o sobie zna¢ szczegdlnie we wspdlnej
dla stworzonych tu dziet sztuki ikonografii wynikajacej z przynaleznosci Slaska do
wiernych chrze$cijadstwu Krélestwa Czeskiego oraz Cesarstwa Rzymskiego Narodu
Niemieckiego. Wyjatkowo czytelne stato si¢ to zwlaszcza za czaséw najdtuzej panu-
jacych wiadcéw habsburskich — Rudolfa IT (1576-1611) i Leopolda I (krél od 1656

roku, cesarz w latach 1658-1705). Zasadniczo okres panowania w tej cz¢sci Europy
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dynastii Habsburgéw doskonale, wreez chronologicznie pokrywa sig z trwaniem na
tym terenie sztuki nowozytnej — od jej wezesnorenesansowe;j stylistyki (ok. 1526)
po dojrzaly barok (ok. 1741).

Konsekwencja potozenia geograficznego Slaska, lezacego na skrzyzowaniu licz-
nych tras komunikacyjnych oraz na granicy dwéch wielkich organizméw paristwo-
wych, byto tez to, iz stat si¢ obszarem, ktéry w sposéb naturalny chtonat inspiracje
naplywajace z réznych $rodowisk artystycznych. Stad wynika otwarto$¢ slaskich
zleceniodawcéw i mecenaséw na obecno$¢ w tym regionie artystéw obcych. Tym
bardziej zrozumiala, ze ci ostatni, majacy ogromna konkurencj¢ w gtéwnych osrod-
kach sztuki, z ktdrych si¢ wywodzili, skazani byli na emigracje i poszukiwanie no-
wego rynku zbytu dla swoich umiejetnosci. Przybywajac na Slask, nadali charakrer
sztuce $laskiej lub wreez decydowali w znacznym stopniu o jej rozwoju. W czasach
nowozytnych, czyli od poczatku XVI wieku, najpierw byli to twércy z pogranicza
szwajcarsko-wloskiego, nastgpnie artysci saksoniscy, przenoszacy na ten teren wzor-
ce whoskie, potem niderlandzcy (docierajacy tutaj najcz¢sciej via Gdansk), wresz-
cie w okresie wezesnobarokowym ponownie wloscy (szczegélnie sztukatorzy). Pod
koniec XVII wieku oraz w stuleciu nastgpnym poziom sztuki $laskiej wyznaczaly
w dalszym ciagu wytwory artystéw obcych przybylych na ten teren w celu wyko-
nania konkretnych zaméwien, czesto tez realizacji w zakresie sztuki idei politycz-
no-wyznaniowych narzuconych przez §laskich mecenaséw. Dotyczylo to zwhaszcza
tworcow wiloskich, bawarskich, czeskich i wiederiskich (Carla Carlone, Cosmasa
Damiana Asama, Kiliana Ignaza Dientzenhofera, Felixa Antona Schefflera, Pet-
ra Brandla, Johanna Christopha Liski, Johanna Christopha Handkego, Wenzla
Lorenza Reinera, Floriana Bartholomaeusa Comaeusa Strahowsky’ego i Johanna
Benjamina Strahowsky’ego, Johanna Georga Urbansky’ego, Karla Josepha Hiern-
lego, Antona Dorasila, Lucasa von Hildebrandta). Nie oznacza to jednak, ze ci
»konfesyjni” arty$ci przybyli tu wylacznie po to, by spetnia¢ oczekiwania i wyko-
nywac¢ zlecenia swoich katolickich mecenaséw. Wielokrotnie w réwnie udany spo-
s6b i z podobnym efektem realizowali zaméwienia luterariskich patrycjuszy lub
kalwiriskiej dynastii piastowskiej. Znamienne jest jednak, ze po 1740 roku ta ni-
czym wcze$niej nieograniczona, a wynikajaca w znacznym stopniu z otwartosci
granic obecno$¢ na terenie Slaska artystéw obcych zostala ograniczona, a niekiedy
wrecz zniesiona i nastapito podporzadkowanie sig stylistyce i wzorcom pochodza-
cym z obszaru paristwa Hohenzollernéw (Berlina, Poczdamu, Lipska, Krélewca).
Wtedy to doszto do zmian stylistycznych sztuki $laskiej przypadajacych na przetom
austriacko-pruski, tj. lata 1740/1750.

Powodem czynigcym sztuke $laska czaséw nowozytnych produktem uniwersal-
nym stata si¢ tez sama procedura powstawania dzieta sztuki, to znaczy jego zalezno$¢
od modnych obcych wzorcéw, akceptacja dla praktykowanych zasad obowiazuja-
cych w obrgbie danego zakonu czy uzaleznienie jego powstania od przyzwolenia
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wladcy (np. projekt Josepha Fritscha kosciota oo. jezuitéw w Brzegu zatwierdzony
w Rzymie 14 sierpnia 1734 roku czy zgoda na budowg i zatwierdzenie planéw ko-
$ciota klasztornego si6str augustianek pw. $w. Jakuba na Piasku we Wroctawiu przez
cesarza Leopolda I Habsburga 7 sierpnia 1687 roku).

Do zatracania przez t¢ sztuke jej tozsamosci czy specyfiki przyczyniato si¢ tez
to, ze z wyjatkiem osrodkéw artystycznych skupionych przy klasztorach cyster-
skich trudno wskaza¢ na tym terenie miejsca, ktdre by aspirowaly do miana i ran-
gi centrum artystycznego. Ani mecenat §laskich biskupdw, ani tutejszych dynastii
panujacych (Piastéw, Podiebradéw, Wiirtembergdéw, Hohenzollernéw) w swoich
miastach rezydencjonalnych (stolicach ksigstw) nie wyksztalcit w czasach nowozyt-
nych trwatych, czyli zorganizowanych i pracujacych tylko w ramach danego mece-
natu, $srodowisk artystycznych. Zleceniodawcy ci nie wykazali si¢ w petni §wiadoma
i konsekwentna polityka artystyczna. Ich poczynania wielokrotne miaty znamiona
przypadku i uzaleznione byly od mozliwosci finansowych, koniunktury politycznej
i potrzeb estetycznych. Nie oznacza to jednak, ze nie podejmowali oni w ramach
tego mecenatu ambitnych przedsiewzig¢, takich jak chociazby przebudowa lub roz-
budowa wlasnych rezydencji (np. w Brzegu, Legnicy, Otawie, Olesnicy, Nysie) czy
swoich nekropolii (np. w Brzegu).

Tej rodzimosci sztuki $laskiej przeciwstawiata si¢ wielokrotnie konsekwentna
polityka Habsburgéw popierajacych odrodzenie si¢ katolicyzmu na Slasku. Prze-
jawiala si¢ ona na przyktad we wspieraniu przez rodzing panujaca poszczegdlnych
zakonéw katolickich, w doposazaniu ich stanu posiadania, w wywieraniu presji na
luterariskie wladze miejskie Wroctawia. W parze z tym szto egzekwowanie od sztuki
pewnych uniwersalnych zadan propagandowych dotyczacych wiadzy Habsburgéw:
po 1526 roku (przejécie Slaska pod wiadze Habsburgéw), po 1675 roku (kres dy-
nastii Piastéw na Slasku), po 1609 roku (List Majestatyczny cesarza Rudolfa II),
po 1648 roku (zakoriczenie wojny trzydziestoletniej), w latach 30. XVIIII wieku
(okres sankcji pragmatycznej cesarza Karola VI). Widoczne to byto réwniez w ob-
szarze propagandy religijnej (np. w rozwoju kultu $w. Jana Nepomucena, $w. J6zefa
czy $w. Tréjcy). Taki uniwersalizm pozwala méwi¢ o tzw. wspdlnym niebie Slaska
i Czech, czyli o tozsamej ikonografii religijne;.

Czynnikiem dezintegrujacym pozostaje takze fakt, ze brak byto na Slasku moz-
liwosci ksztalcenia adeptéw sztuki na modle akademicka, nie powstaly tu zadne
szkoly artystyczne. Nie mozna zatem méwic o lokalnej specyfice edukacji, ktéra
narzucalaby pewne standardy rozwigzan artystycznych na terenie catego regionu.
Na Slasku obowiazywata zastana, czesto jeszcze o charakterze péznogotyckim, prak-
tyka artystyczna i rzemieslnicza, czyli procedury awansu zawodowego i spotecznego
artysty, a raczej w dalszym ciagu tylko rzemie$lnika (chodzito o obowiazek odbycia
tzw. podrézy czeladniczych, pobyt w znaczacych centrach artystycznych, kwestig
uzyskiwania tytutu mistrzowskiego, dziedziczenia warsztatu itd.).
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Nalezy tez wyraznie podkresli¢, ze tutejsza sztuka podlegala pewnym cha-
rakterystycznym prawidlom dotyczacym jej ewolugji stylistycznej, a jeszcze bar-
dziej ikonograficznej. Niekwestionowana to zastuga wzorca graficznego w proce-
sie powstawania dzieta sztuki, prowadzacego do unifikacji zwlaszcza malarstwa,
a w mniejszym stopniu rzezby. Wzorzec ten — najpierw o rodowodzie wloskim, na-
stepnie saksoriskim, pézniej niderlandzkim i ponownie wloskim oraz francuskim —
czgsto nadawat tym dzietom cechy atrakcyjnosci i decydowal o przynaleznosci do
wspdlnego obszaru artystycznego i tresciowego.

Zakonczenie

Powyzsze zestawienie czynnikéw wzmacniajacych oraz ostabiajacych tozsamo$é ar-
tystyczng Slaska daje jedynie — co warto powtérzyé — asumpt do wnikliwszych
badani i préb poglebienia naszej wiedzy na temat cech sztuki tego regionu. Z calg
pewnoscia nie wyczerpuje tego zagadnienia. Jest raczej rodzajem dezyderatu ba-
dawczego niz podsumowaniem stanu refleksji naukowej na temat $laskiej sztuki
nowozytnej.

Oryginalnos¢ — czyli rzecz o tym, co nas wyréznia.
Sztuka i rzemiosto artystyczne na Slasku w czasach nowozytnych (1526—1740)

Streszczenie

Oryginalno$¢ sztuki $laskiej czaséw nowozytnych to zagadnienie, ktéremu nauka $laska
pos$wigca uwage juz od blisko stulecia. Pytanie o jej odrebnos¢ czy tez rodzimo$é stanowi
wyzwanie dla poczynan kolejnych pokolert historykéw szeuki. Wyniki ich badan utwier-
dzajg nas w przekonaniu, ze sztuka $laska — zwlaszcza na przetomie XIV i XV wieku oraz
w czasach baroku — uzyskata na tyle specyficzne cechy stanowiace o jej nickwestionowane;j
wartosci, ze moze by¢ uznawana za wazny element skladowy panoramy osiagnieé artystycz-
nych naszego kontynentu. Proba wskazania gléwnych determinant ksztattujacych nowo-
zytng sztukg $laskg prowadzi do wyrdznienia dwéch rodzajéw czynnikéw: wzmacniajacych
i spajajacych tozsamos$¢ artystyczng tego regionu oraz ostabiajacych ja i dezintegrujacych.

O czynnikach tych traktuje niniejszy artykut, ktéry jest wyrazem poszukiwania odpowie-
dzi na pytanie: czy istnieje cof takiego jak oryginalnos¢ sztuki regionu? A jezeli istnieje — to
na czym ona polega? Co si¢ sktada na t¢ niezwykla mozaike sztuki i rzemiosta artystycznego
czaséw nowozytnych na Slqsku? Co do dzisiaj z niej pozostato? Czy potrafimy to dostrzec,
czy jest to nam obecnie do czego$ potrzebne? I wreszcie — czy gdy méwimy sztuka naszego
regionu, to powinni$my pisa¢ ,sztuka Slqska” czy ,sztuka $laska”? Réznica niewielka, wrecz
niedostrzegalna, bo zawarta w malej lub duzej literze. Ale réznica w swej istocie — kolosalna.
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Originality — What Makes Us Distinct.
Art and Artistic Craft in Silesia in Modern Times (1526—1740)

Summary

The issue of the originality of Silesian art in modern times has been discussed by Silesian
scholars for almost a century. The question of its identity and native character has posed
a challenge to subsequent generations of art historians. The result of their studies confirms
our belief that Silesian art — especially at the turn of the 14th and 15th centuries and in
the Baroque period — acquired some unique features which determine its unquestionable
value, and that it can be rated, as an important element, among the artistic achievements
of our continent.

An attempt to answer the questions about the main determinants shaping modern Sile-
sian art allows us to distinguish two groups of factors related to the artistic identity of this
region: those that reinforced or consolidated it and those that eliminated or disintegrated it.

Those factors are the focus of the paper in which the author attempts to answer the ques-
tion: Is there such a thing as the originality of regional art? And if yes, then what does it
consist in? What elements make up this extraordinary mosaic of art and artistic craft in Sile-
sia in modern times? What has remained of it? Do we notice it? Do we need it for anything
today? And finally — when we are referring to the art of our region, should we write ‘the art
of Silesia’ or ‘Silesian art’? The difference seems inconsiderable, almost unnoticeable, as it
is just a matter of small or capital letter [in Polish the adjective ‘Silesian’ is not capitalised],
but ‘in its essence’ it is of fundamental significance.

PIOTR OSZCZANOWSKI

Dyrektor Muzeum Narodowego we Wroctawiu (od 1 stycznia 2014). Absolwent
i pracownik Instytutu Historii Sztuki Uniwersytetu Wroctawskiego. Stypendysta
i stazysta m.in. Fundacji z Brzezia Lanckororiskich, Fundagji im. Alexandra von
Humboldta i Prezydenta Niemiec dra Romana Herzoga, uczelni we Frankfurcie nad
Menem, Groningen, Pradze i in. Autor, wspétrealizator, koordynator projektéw ba-
dawczych, migdzynarodowych konferencji naukowych i wystaw muzealnych. Czto-
nek instytucji naukowych, m.in. Stowarzyszenia Historykéw Sztuki, International
Council for Curators of Dutch and Flemish Art (CODART) w Amsterdamie, Pol-
skiego Towarzystwa Badan Reformacji, Societas Humboldtiana Polonorum, a takze
rad naukowych instytucji muzealnych oraz samorzadowych. Laureat nagréd i wy-
réznient, m.in.: Rzadu Dolnej Saksonii i Samorzadu Wojewddztwa Dolnoslaskie-
go, Ministra Nauki i Szkolnictwa Wyzszego RP, Ministra Kultury i Dziedzictwa
Narodowego RP, Prezydenta Miasta Wroctawia, Rektora Uniwersytetu Wroclaw-
skiego, Zarzadu Gtéwnego Polskiego Towarzystwa Turystyczno-Krajoznawczego;
odznaczony muzealniczymi medalami ,,1000 lat Wroctawia” (w uznaniu zastug
dla Muzeum Miejskiego Wroclawia) i 200-lecia Uniwersytetu Wroctawskiego;



22 Piotr Oszczanowski

uhonorowany Dolnoslaskim Laurem Konserwatorskim oraz ,Silesiang” (nagroda
wydawnicza za najlepsza publikacje promujaca Dolny Slask).

Director of the National Museum in Wroctaw (since 1 January 2014). A gradu-
ate and an employee of the Institute of Art History at the University of Wroctaw.
A scholarship holder and intern of the Brzezie Lanckoroniski Foundation, the Al-
exander von Humboldt Foundation, of the President of Germany Dr Roman Her-
zog, universities in Frankfurt am Main, Groningen, Prague and others. An author,
co-author and coordinator of research projects, international conferences and mu-
seum exhibitions. A member of scholarly institutions, such as the Association of
Art Historians, the International Council for Curators of Dutch and Flemish Art
(CODART) in Amsterdam, the Polish Society for Reformation Research, Societas
Humboldtiana Polonorum, and scholarly boards of museums and local govern-
ment institutions. A laureate of prizes and honours, e.g. of the Government of
Lower Saxony and the Government of the Lower Silesia Voivodeship, the Minister
of Science and Higher Education of the Republic of Poland, the President of the
City of Wroctaw, the Rector of Wroctaw University, the Main Board of the Polish
Tourist and Sightseeing Society. He received museological medals: ‘1000 years of
Wroctaw’ (medal of merit for the City Museum of Wroctaw) and 200th anniversa-
ry of the University of Wroctaw’; he was also awarded the Lower Silesian Restorer’s
Laurels and the ‘Silesiana’ publishing award (for the best publication promoting
Lower Silesia).



1

Zycie muzyczne na Slasku

Musical Life in Silesia
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Muzyka na dworach

Music at Courts






BARBARA PRZYBYSZEWSKA-]ARMINSKA
Instytut Sztuki PAN, Warszawa

Patronat muzyczny biskupow wroctawskich
Karola Habsburga i Karola Ferdynanda Wazy
(1608—1655)

Kwestia obecnosci muzyki w otoczeniu biskupéw wroctawskich, austriackiego arcy-
ksigcia Karola Habsburga (ur. w Grazu 1 sierpnia 1590, zm. w Madrycie 26 grud-
nia 1624) i polskiego krélewicza Karola Ferdynanda Wazy (ur. w Warszawie 13 paz-
dziernika 1613, zm. w Wyszkowie 9 maja 1655), byla juz przedmiotem badari.
Jezeli chodzi o Karola, trzeba wymieni¢ przede wszystkim monografi¢ Hermanna
J. Buscha poswigcona jednemu z kapelmistrzéw biskupa Georgowi Possowi', a tak-
ze publikacje Hellmuta Federhofera® oraz mojego autorstwa’. Na temat patronatu
muzycznego Karola Ferdynanda pisalam przy okazji prac nad biografig jego ka-
pelmistrza Marcina Mielczewskiego?. Wiele wzmianek dotyczacych udziatu obu

' 'H.J. Busch, Georg Poss. Leben und Werke, Miinchen 1972 (Schriften zum Musik 20).

2 H. Federhofer, Graz Court Musicians and their Contributions to the , Parnassus musicus Ferdi-
nandaeus” (1615), ,Musica Disciplina” 1955, R. 9, s. 167-244; H. Federhofer, Musikpflege
und Musiker am Grazer Habsburgerhof der Erzherzige Karl und Ferdinand von Innerdsterreich
(1564-1619), Mainz 1967; H. Federhofer, Antonio Cifra (1584—1629) und die Hofkapel-
le von Erzherzog Karl Joseph (1590—1624) in Neisse/Schlesien, ,Die Musikforschung” 1990,
R. 43, nr 4, 5. 352-356.

B. Przybyszewska-Jarminska, Starania biskupa wroctawskiego Karola Habsburga o pozyskanie
wiloskich Spiewakéw (1621-1622), [w:] Studia dedykowane Paolo Emilio Carapezzy na Jego
szescdziesiqte piqre urodziny przez prayjaciol sycylijskich i polskich, ,Res Facta Nova” 2003, R. 6,
s. 127-134.

M.in. B. Przybyszewska-Jarminska, Marcin Mielczewski — zycie i dorobek, [w:] Marcin Miel-
czewski. Studia, red. Z.M. Szweykowski, Krakéw 1999, s. 7-26; B. Przybyszewska-Jarminska,
Muzyka pod patronatem polskich Wazdw. Marcin Mielczewski, Warszawa 2011 (w wersji an-
glojezycznej: Marcin Mielczewski and Music under the Patronage of the Polish Vasas, Frankfurt
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biskupéw w zyciu muzycznym $laskich §rodowisk jezuickich mozna tez znalezé
w ksiazce Tomasza Jeia’.

Przypominajac dotychczasowe ustalenia na ten temat, zamierzam zwrdci¢ uwa-

ge na specyfike patronatu biskupéw, cztonkéw rodéw panujacych, odpowiednio,
w Austrii Wewnetrznej i Cesarstwie w wy-
padku Karola i w Rzeczypospolitej Obojga
Narodéw w wypadku Karola Ferdynanda.
Chciatabym takze wskaza¢ na prawdopo-
dobny wplyw pobytu Karola (zob. ilustra-
cja 1) w Rzeczypospolitej pod koniec 1619
i w pierwszych miesigcach 1620 roku na
zmiany personalne, a w konsekwencji re-
pertuarowe, dokonane przez niego w ka-
peli po powrocie do Nysy, przede wszyst-
kim w latach 1621-1623.

Karol Habsburg byt synem arcyksie-
cia Karla Habsburga, panujacego w Au-
strii Wewnetrznej (urodzit si¢ jako pogro-
bowiec juz po $mierci ojca w roku 1590),

i jego matzonki Marii Anny Bawarskiej,
ktérzy razem stworzyli w Grazu dwér
tetniacy Zyciem muzycznym na najwyz-
szym poziomie. Sposréd licznego rodzeni-
stwa przysztego biskupa wroctawskiego
wymiedmy braci: Ferdynanda, od roku
1617 kréla Czech (a wiec i Slaska), a od

roku 1619 cesarza, oraz Leopolda, bisku- llustracja 1. Karol Habsburg, biskup Wro-
clawia (1608-1624) oraz biskup Brixen/
Bressanone (1613-1624), portret pedzla
nieznanego artysty, ok. 1623. Oryginat
w zbiorach Muzeum Miejskiego w Nysie,

wa Hiszpanii, Mari¢ Magdalene, wielka MNa/SA 2206,

pa Pasawy i Strasburga, a nast¢pnie arcy-
ksigcia panujacego w Austrii Zewngtrznej
i Tyrolu, oraz siostry: Malgorzatg, krélo-

am Main 2014 (Eastern European Studies in Musicology 3, ed. M. Golab)); B. Przybyszew-
ska-Jarminska, Mecenat muzyczny biskupa Karola Ferdynanda Wazy, [w:] Wroclawska Euro-
pa — sztuka czaséw biskupa Karola Ferdynanda Wazy, Katalog wystawy, Muzeum Narodowe
we Wroctawiu 2016 (w druku).

T. Jez, Kultura muzyczna jezuitow na Slgsku i ziemi klodzkiej (1581-1778), Warszawa 2013
(Studia et Dissertationes Instituti Musicologiae Universitatis Varsoviensis).

Zrédbo: Portrait of Bishop Charles of Austria (1590-1624), [online:] https://pl.wikipedia.
org/wiki/Karol_Habsburg_(biskup_wroc%C5%82awski)#/media/Plik:Silesia_Bishop_
Charles_of_Austria.jpg [13.06.2019].
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ksi¢zng Toskanii, a takze Ann¢ i Konstancjg, dwie kolejne krélowe Polski, zony
Zygmunta III Wazy’.

Na dworze matki, a od 1596 roku sprawujacego wladzg arcyksiazeca brata Fer-
dynanda Karol obcowal z muzyka wykonywana przez muzykéw przybytych przede
wszystkim z Wenecji i innych regionéw pétnocnej Italii oraz ksztalconych w We-
necji muzykéw niemieckojezycznych. Jego nauczycielem muzyki byt zatrudniony
na dworze w Grazu jako tenor Georg Kuglmann, znany obecnie przede wszystkim
jako kopista cennych ksigg chérowych, przechowywanych w Wiedniu i Lublanie,
zawierajacych repertuar religijnej muzyki polifonicznej, w tym polichéralnej z prze-
tomu XVI i XVII wieku®.

W wieku 8 lat Karol przyjal nizsze $wigcenia kaptariskie. Czy przyjat swigcenia
wyisze, nie jest pewne. Majac 17 lat, zostal biskupem Wroctawia. Rezydowal za-
réwno w samym Wroclawiu, jak i — gtéwnie — w Nysie. Jego pierwszy kapelmistrz,
Heinrich Widmann (ok. 1585-1619), byt jednoczesnie kapelanem. Zapewne pro-
wadzit on nie tylko muzyke koscielna, zwlaszcza ze wiadomo, iz Karol utrzymywal
takze instrumentalistéw grywajacych m.in. Zafelmusik’. Organista biskupa byt od
1612 roku Urban Vielhauer, wczesniej muzyk na dworze cesarskim Rudolfa II.
Przeszedt on do historii za sprawa bedacego w jego posiadaniu enharmoniczne-
go instrumentu klawiszowego (,Clavicymbalum universale, seu perfectum mit
77 Tasten fir 4 Octaven”). Inni muzycy przybywali do biskupa czasowo lub na
stale z Grazu, wéréd nich w 1617 roku na krétko organista i kompozytor Gio-
vanni Valentini (ok. 1604-1614 na dworze kréla Polski Zygmunta III, od 1614
na dworze arcyksigcia Ferdynanda, 1626-1649 kapelmistrz cesarski Ferdynanda II
i Ferdynanda III), ktéry dedykowal Karolowi dwa zbiory swoich utworéw (Missae
concertate, Wenecja 1617 i Salmi, Hinni, Magnificat, Antifone, Falsobordoni et Mo-
tetti concertati a 1, 2, 3 & 4 voci, Wenecja 1618), a takze okazat si¢ wirtuozem
w grze na wspomnianym enharmonicznym klawicymbale''. Repertuar muzyczny
z Grazu trafiat do biskupich muzykéw w duzym wyborze, takze w rekopismiennych
odpisach Georga Kuglmanna (potwierdzone sa takie jego prace zawierajace msze,

7 Na temat rodzicéw i rodzeristwa Karola zob. np. K. Keller, Erzherzogin Maria von Inneréster-
reich (1551-1608). Zwischen Habsburg und Wittelsbach, Wien—Koln—Weimar 2012, zwlasz-
cza s. 36-56, 171-221.

8 Zob. H. Federhofer, Musikpflege..., s. 95-97; E. Skulij, Hprenove korne knjige, Lublana 2001.

° J. Thamm, Musikalische Chronik der Stadt Neisse, Diilmen 1974, s. 54.

19 Instrument opisat m.in. Michael Praetorius. Zob. M. Praetorius, Syntagma musi cum, Bd. 2,
Wolfenbiittel 1619, s. 63—66.

11 7ob.: H. Federhofer, Graz Court Musicians..., s. 192—193; H. Federhofer, S. Saunders, Vz-
lentini Giovanni (I), [hasto w:] Oxford Music Online. Grove Music Online, [online:] https://
www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/
omo-9781561592630-e-0000028919 [13.06.2019].
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motety, hymny, Magnificat i inne utwory na 4—6 gloséw, optacone w 1609 roku)'%.
Z Grazu przybyt tez do Nysy kolejny kapelmistrz, pochodzacy z Frankonii, zwiaza-
ny niegdy$ z Monachium, wyksztalcony w Wenecji wieloletni trgbacz i kornecista
dworski, kompozytor i pedagog'? Georg Poss, a wraz z nim tenor Georg Pichelmair
(zapewne tozsamy ze $piewakiem i z kopista dzialajacym na dworze cesarza Ferdy-
nanda III). Pobyt Possa na Slqsku trwal okoto pétrora roku, od marca 1618, naj-
pewniej do poczatkéw pazdziernika 1619 roku. W zwigzku z zagrozeniem ze stro-
ny protestantéw w poczatkowym okresie wojny trzydziestoletniej muzycy biskupa
opuscili Nyse i uciekli wezesng jesienig 1619 roku do Krakowa, i co najmniej na
jakis czas si¢ rozproszyli. Poss do Nysy juz nie powrécit. W avviso wystanym z Kra-
kowa do Wielkiego Ksigcia Toskanii czytamy w zapisie dokonanym 5 pazdziernika
1619 roku przez niezidentyfikowanego florenckiego agenta:

Pojawili si¢ tutaj z Nysy wszyscy muzycy arcyksiecia Karola, ktdrzy stamtad uciekli w zwiaz-
ku z obawa, ze dojdzie do powstania przeciwko katolikom. Méwia, ze arcyksiaze z naszym
krélewiczem [Whadystawem Zygmuntem, siostrzeficem Karola, przysztym krélem Wiady-
stawem IV] wyjechali niespodziewanie jeszcze przed nimi i przybyli do Polski z nabozen-
stwem do Matki Boskiej Czestochowskiej, skad beda jechali do Warszawy'.

Dodajmy, ze o biskupie Karolu i krélewiczu Wiladystawie Zygmuncie wiadomo
z tej samej relacji, ze 12 pazdziernika byli juz koto Warszawy. Wezesniej za$ kréle-
wicz spedzit kilka miesigcy (od 15 maja do 27 wrzesnia) w Nysie, po czym towa-
rzyszyt Karolowi, swojemu ledwie pig¢ lat starszemu wujowi, w licznych podrézach
po Polsce — przebywali w Warszawie i Krakowie, jezdzili na polowania w okolice
Grodna i do Wilna, wreszcie wiosng 1620 roku pojechali razem do granicy Rze-
czypospolitej w droge powrotna, z tym ze Karol za rada swojego cesarskiego brata
nie skierowat si¢ jeszcze do Nysy, ale udat si¢ do swojej drugiej diecezji — do Brixen,
a nastgpnie do Wiednia, zanim po dwéch latach nieobecnosci w pazdzierniku 1621
roku wrécit do Nysy.

Okres od pazdziernika 1621 roku do ostatecznego opuszczenia przez biskupa
Karola Slaska w lecie 1624 stanowi z punktu widzenia zycia muzycznego w jego oto-
czeniu nowa jako$¢. Dotychczasowe zapatrzenie si¢ — jak na dworze arcyksiazecym

2 H. Federhofer, Musikpflege..., s. 95; H. Federhofer, Antonio Cifra..., s. 353.

3 Byt m.in. nauczycielem Giovanniego Giacoma Patarta, brata Antonia Patarta — muzyka Zyg-
munta III Wazy — oraz Carla Patarta, kornecisty na dworze biskupim w Nysie.
»Son comparsi qui da Nissa tutti i musici dell’Arciduca Carlo che son fuggiti da la per sospet-
to di sollevazione contro cattolici. Dicono che il Arciduca col nostro Principe [Wiadystaw
Zygmunt], si siano partiti ancor loro improvisamente et venuti in Pollonia alla devozione
della Madonna di Czestokowa, et di 14 se wandranno a Varsavia”. Zob. Elementa ad fontium
editiones, vol. 28: Res Polonicae ex Archivo Mediceo Florentino, part 111, ed. V. Meysztowicz,
W. Wyhowska de Andreis, Romae 1972, s. 95 (no 523).
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w Grazu i cesarskim w Wiedniu — na Wenecje i ogdlnie pétnocne Wiochy ustapito
kierunkowi rzymskiemu, przy czym wigksze znaczenie niz wezesniej zaczat Karol
nadawaé muzyce z kregéw jezuickich. Mogta to by¢ naturalna w reakcji na wy-
darzenia zwiazane z wojng trzydziestoletnia che¢ wsparcia katolicyzmu na Slasku
przy wykorzystaniu procedur stosowanych przez Towarzystwo Jezusowe (nieprzy-
padkowo w roku 1622 biskup Karol sprowadzit do Nysy jezuitéw, a w nastgpnym
roku erygowat jezuickie kolegium'). Jezeli chodzi o muzyke, pobyt w Polsce mégt
stanowi¢ okazj¢ do blizszego poznania repertuaru stylistycznie rzymskiego two-
rzonego i wykonywanego przez muzykéw majacych w przesztosci przede wszyst-
kim styczno$¢ z instytucjami jezuickimi w Rzymie. Kiedy biskup Karol jezdzit po
Rzeczypospolitej, kapelmistrzem krélewskim byt Asprilio Pacelli, ktéry co prawda,
kiedy w 1602 roku przybyl z Rzymu na dwér Zygmunta III, porzucit stanowi-
sko kapelmistrza zespotu parafialnego, jakim byta Capella Giulia, ale bezposrednio
przedtem prawie przez sze$¢ lat petnit podobna funkcje w jezuickim Collegium
Germanicum (wedtug mojej hipotezy szczegélne zwiazki Zygmunta Wazy z Colle-
gium Germanicum bylty dtugotrwale i mogly si¢ rozpoczaé jeszcze przed objeciem
przez niego tronu kréla Polski, kiedy w roku 1585 w jego otoczeniu pojawili si¢
w Sztokholmie przybyty z Rzymu ksiadz i §piewak Adam Steinhallen, a takze dwaj
inni ksi¢za i $piewacy, alumni tej jezuickiej uczelni'®). W czasie pobytu w Rzeczypo-
spolitej biskupa Karola do Krakowa przybyt w 1619 roku maestro di cappella nowo
powotanej wokalno-instrumentalnej kapeli katedry na Wawelu Annibale Orgas, od
dzieciristwa zwigzany z Collegium Germanicum, w latach 1613-1619 jako tamtej-
szy kapelmistrz'’.

Mozna mie¢ pewno$¢, ze zwolennikiem zaangazowania w Nysie muzykéw
rzymskich, w tym majacych kontakt z instytucjami jezuickimi, a zwlaszcza z Col-
legium Germanicum, byt blisko zwiazany z biskupem Karolem (od 1611 jako jego
kapelan) Johannes Lohr (1583-1653), ktéry mial réwniez kompetencje muzycz-
ne. Lohr zrobit na Slasku znaczaca kariere koscielna. Byt proboszczem w Nysie,
osiagnat godno$¢ kanonika kapituly w Nysie, dziekana kapituly we Wroctawiu

5 J. Schmidl, Historiae Societatis Jesu provinciae Bohemia, Pragae 1754, vol. 3, s. 467. Zob.
takze: W. Harendza, Das staatliche katholische Gymnasium Carolinum in NeifSe, ,Archiv fir
Schlesische Kirchengeschichte” 1950, R. 8, s. 116-129; T. Jez, op. cit., s. 33-34.

16 B. Przybyszewska-Jarminiska, ,, 7he Swedish Mission” of Adam Steinballen and Two Other Priest
from Collegium Germanicum and Its Impact on Music at the Court of Sigismund 111 Vasa in the
Late 16" and Early 17 Century, [w:] Universalia et Particularia. Ars et praxis Societatis Jesu
in Poloni, ed. B. Bohdanowicz, T. Jez, Warszawa 2018 (Fontes Musicae in Polonia, B/III),
s. 63-82.

17 A. Chybinski, Muzycy wloscy w kapelach katedralnych krakowskich 1619-1657. Rozdziat I. An-
nibale Orgas i Bernardino Terzago, ,Przeglad Muzyczny” 1926, R. 2, nr 12, s. 1-6; A. Szwey-
kowska, Poczqtki krakowskiej kapeli katedralnej, ,Muzyka” 1959, R. 4, nr 2, s. 19-20; M. Be-
bak, Franciszek Lilius. nyif i twdrczos¢ na tle epoki, Krakéw 2018, s. 395-396.
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oraz wikariusza generalnego. W mtodosci, w latach 1604-1607, studiowat w Rzy-
mie w Collegium Germanicum'®. Jest bardzo prawdopodobne, ze co najmniej byt
uczestnikiem muzycznych wykonari w Collegium Romanum prowadzonych w tym
czasie przez Antonia Cifre (1584-1629), ktéry nastgpnie (1608) zostat na krétko
kapelmistrzem w Collegium Germanicum. Cifra petnit t¢ funkcje w Loreto do koni-
ca zycia, z przerwa od 1 marca 1622 do 1626 roku, z tym ze uwazano, iz ostatnie
trzy lata z tego okresu spedzit w Rzymie jako kapelmistrz bazyliki San Giovanni in
Laterano®. Juz Hellmut Federhofer®, opierajac si¢ na informacjach pochodzacych
z inwentarza po$miertnego biskupa Karola®, suponowal, ze cz¢é¢ tego czasu Cifra
spedzit w Nysie, gdzie byt biskupim kapelmistrzem. Z nieznanego powodu praw-
dopodobnie po kilku miesigcach opuscit jednak rezydencje biskupa Karola i udat
si¢ do Rzymu, a jego nastgpca zostal Stefano Bernardi (ok. 1585-1636), co prawda
urodzony i dziatajacy przede wszystkim w Weronie, ale majacy w swoim zyciorysie
takze rzymski epizod (ok. 1610 byt kapelmistrzem kosciota Santa Madonna dei
Monti), znany z predylekcji do muzyki w prima pratica, cho¢ komponujacy takze
muzyke koncertujaca, autor drukowanych zbioréw zaréwno muzyki religijnej, jak
i $wieckich madrygatéw™.

Jeszcze w Wiedniu w pierwszej potowie 1621 roku, planujac powrdt do biskup-
stwa wroclawskiego, Karol podjat starania o pozyskanie w Rzymie odpowiednich
muzykéw. Swiadectwem takich dziatari sa zachowane w Pafistwowym Archiwum
we Wroctawiu fragmenty korespondencji miedzy biskupem i réznymi osobami
przebywajacymi w Rzymie. Zachowane listy, pochodzace z lat 1621-1622, znajdu-
ja si¢ w zespotach: Ksigstwo Nyskie sygn. 657, s. 1-20, oraz Archiwum Biskupstwa
Wroctawskiego sygn. 70, s. 99-107.

W werbowaniu dwéch sopranistéw (kastratéw) i kontralta biskup korzystat
z pomocy przedstawiciela jednego z potgznych rodéw rzymskich, ksigcia Paola

18 A. Steinhuber, Geschichre des Kollegium Germanikum Hungarikum in Rom, Bd. 1, Freiburg
im Breisgau 19006, s. 474; P. Schmidt, Das Collegium Germanicum in Rom und die Germani-
ker. Zur Funktion eines romischen Auslinderseminars (1552-1914), Tibingen 1984, s. 271;
H. Federhofer, Antonio Cifra..., s. 356.

¥ J. Roche, Cifra Antonio, [hasto w:] Oxford Music Online. Grove Music Online, [online:] https://
www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/
0mo-9781561592630-e-00000057752rskey=y7VeZe&result=1 [13.06.2019].

20 H. Federhofer, Antonio Cifra..., s. 352-356.

2 Urkunden und Regesten aus dem k. u. k. Reichsfinanz-Archiv in Wien, Hrsg. G. Bodenstein,
»Jahrbuch der Kunsthistorichen Sammlungen des allerhéhsten Kaiserhauses” 1916, R. 33,
s. LXVI-LXVIL.

22 ]. Roche, E. Roche, Bernardi Stefano, [hasto w:] Oxford Music Online. Grove Music Online,
[online:] hteps://www.oxfordmusiconline.com/grovemusic/browse?articleType_4=Biograph
ical+Article&btog=chap&page=12&pageSize=208&sort=titlesort&subSite=grovemusic&t_9
=music_Eras%3A5 [13.06.2019].
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Savellego, ambasadora cesarskiego w Rzymie, bedacego jednoczesnie generalem
wojsk papieskich®, Antonia Taroniego, znanego jako muzyk Zygmunta III (w la-
tach 1603—1607), nastepnie krétko (w latach 1609 i 1612) petniacego zaszczytna
tunkcje maestro di cappella w ksiazgcej kapeli Santa Barbara w Mantui, a wreszcie
dziatajacego jako agent krdla Polski i cesarza?®. W Rzymie w imieniu Karola dziatal
tez opat Camillo Cattaneo®.

Jak si¢ zakoriczyta akcja werbowania $piewakéw do nyskiej kapeli biskupa Ka-
rola Habsburga? W $wietle wykorzystywanej przeze mnie korespondencji, nieza-
wierajacej zadnych nazwisk muzykéw, ktérych mozna by poszukiwaé w zachowa-
nych w szczatkowej formie wroctawskich archiwaliach — nie wiadomo. Dzigki pracy
Valeria Morucciego udato si¢ jednak ustali¢, ze akcja miata dalszy ciag w roku 1623.
Z listu Paola Savellego pisanego z Rzymu 26 sierpnia 1623 roku do Cristofora
Lanchiniego wynika, ze dopiero wéwczas Cifra jako kapelmistrz, §piewacy — bas
i kontralt — oraz skrzypek (nieznanych nazwisk) zostali zebrani w Rzymie, skad
mieli jecha¢ na dwér biskupa Karola®. Jezeli chodzi o Cifrg, mozna domniemywac,
7e najpdiniej wiosna nastepnego roku opuscit Slask. Wiemy bowiem, ze kiedy kré-
lewicz Wladystaw Zygmunt Waza udawat si¢ w roku 1624 w podréz po Europie,
prawie na dwa tygodnie (od 24 maja) zatrzymat si¢ u swojego wuja Karola w Nysie.
W relacjach towarzyszacych mu Jana Hagenawa i Stefana Paca nie zabrakto wzmia-
nek o réznych rozrywkach, w ktérych uczestniczyl tam krélewicz, miedzy inny-
mi zwigzanych z muzyka. Na przyktad 27 maja Hagenaw zanotowat: , Przepicknie
$piewano msz¢ przy wtdrze muzycznej melodii na fletach”, a 5 czerwca Pac zapi-
sal: ,,Nowego kapelmastra stuchali$my przy wieczerzy arcyksiazecej” (z pewnoscia

O zastugach ksigcia Savellego dla cesarzy Rudolfa II i Ferdynanda II podczas ich zmagan
z Turkami oraz o zwiazkach z arcyksiazgtami Leopoldem i Karolem zob. w po$miertnym
panegiryku: Trionfo Funebre, Roma 1635.

Z zachowanej korespondencji nie wynika, czy arcyksiaze Karol wreczyt list osobiscie Taro-

niemu w Austrii, czy tez przekazat go w inny sposéb, np. via Mantua. Na temat Taroniego

zob. B. Przybyszewska-Jarminiska, Sources on the History of Music at the Courts of the Polish

Vasas Preserved in the Skokloster Castle (Sweden), [w:] Studies on the Reception of Italian Mu-

sic in Central-Eastern Europe in the 16th and 17th Century, ed. M. Toffetti, Krakéw 2018,

s. 124-125.

Wiecej na ten temat w: B. Przybyszewska-Jarminiska, Starania biskupa wroctawskiego. ..

%6 Rzym, 26 sierpnia 1623, Paolo Savelli do Cristofora Lanchiniego (Rzym, Archivio di Stato,
fondo Sforza-Cesarini, busta 220 (tu za: V. Morucci, p. cit., dok. 9): ,Sono stati condotti
qui per servizio del signor arciduca Carlo, il Cifra maestro di cappella, un basso, un contralto
e un violinista. Il Cifra ¢ soggetto di merito conosciuto nella professione. Ne gli altri non
vi & cura di singolare e tutti sono gia partiti di qua. Mi ¢ parso di dar questo avviso a vostra
signoria, ricordandomi che ella mostrd desideroso di sapere quel che si fosse operato qui in
materia di musici per servizio di sua altezza serenissima’”.

¥ Zob. Podréz krélewicza Wiadystawa Wazy do krajow Europy Zachodniej w latach 1624-1625,

oprac. A. Przybo$, Krakéw 1977, s. 58.
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chodzito o Stefana Bernardiego)®. Ponadto kapela uczestniczyta w urzadzonym
przez arcyksigcia na zamku weselu jego blizej nieznanego stugi pana Rornolffa
i panny Radaptejn®.

Wiadomo, ze 14 czerwca krélewicz Wiadystaw i arcyksiaze Karol opuscili Nyse,
udajac si¢ na razie do Wiednia. Karol wybierat si¢ nastgpnie do Madrytu, gdzie
zostal wezwany przez kréla hiszpanskiego Filipa III, aby obja¢ obowiazki wicekréla
Portugalii. Nieoczekiwanie, wkrétce po przybyciu do Madrytu, zmart. Pozostawio-
na bezpariska kapela rozproszyta si¢ po Europie. Zachowat si¢ jedynie inwentarz
nalezacych do biskupa Karola instrumentéw, w ktérym wymienione zostaly liczne
pozytywy, regaly i inne instrumenty klawiszowe oraz instrumenty dete (kornety,
flety, puzony o réznych rejestrach, fagot), strunowe smyczkowe (skrzypce, wiole)
i szarpane (takie jak teorba czy cytara). Inwentarz zawiera tez, niestety tylko suma-
ryczny, spis utworéw muzycznych®.

Kiedy krélewicz Wiladystaw wracat ze swoich wojazy, ponownie zatrzymat si¢
w Nysie. Pod data 26 kwietnia 1625 roku Stefan Pac pisat: ,Na obiad przyjechali-
$my do Nysy, juz nie tak przyjeci, jak za arcyksiazecia nieboszezyka, kiedy$my si¢
do cudzej ziemi puszezali. [...] Zmieszkal Krélewic J.M. niedziel dwie w Nysie,
oczekujac na konie i wozy z Polski™!. Dwa dni pézniej (28 kwietnia) Jan Hagenaw
zanotowal: , Krélewicz Karol Ferdynand, brat Najjasn. Krélewicza [Wiadystawal],
zostal obrany biskupem wroctawskim. Dla przyspieszenia tej sprawy Najjasn. Kré-
lewicz przez pewien czas zatrzymat si¢ w Nysie” (zob. ilustracja 2).

Karol Ferdynand Waza (ur. 1613) byt synem kréla Polski Zygmunta III Wazy
i Konstancji Habsburzanki, bratem przyrodnim Wiadystawa IV i bratem Jana II
Kazimierza, kolejno panujacych po $mierci ojca kroléw Polski, siostrzericem biskupa

28 Thidem, s. 61.

2 Jhidem, s. 67.

3 Urkunden und Regesten. .., s. LXXVI-LXXVII m.in.: ,32. ,Item von alten und neuen au-
toribus allerlai piicher von motetten, messen, psalmen, madrigalen, getrueckht, ein- und
uneingebundenen, zwo thruen voll, so alle von dem Antonio Cifra mit einem ordentlichen
inventario eingantwortt, welches inventari verlohren und jetzigem capellmaister Stephano
Bernardo nichts eingeantwortet auch sich nichts darumb wiel annemben. [...]; 33. Item von
grossen geschriebenen oder incrossirten cantionalen von allerlei motetten, messen, magni-
fical, deren etliche seind. [...]; 35. Item was von geschriebenen motetten, messen pslamen,
magnificat, madrigalen und andere dergleichen fiirnembe sachen, so ihr hochfiirstlichen
durchlaucht seeligst hin und wieder verehret und uberschickt worden, hat Georg Piellmayer,
camerdiner, in seinem ziemmer versperter, muess solches bies zu seier wiederhaimkunft aus
Hispania verbleiben”.

3V Podréz krélewicza Wiadystawa Wazy. .., s. 407.

32 Jbidem, s. 408.

3 7rédto: Portrait of Charles Ferdinand Vasa, Bishop of Wroctaw and Plock, Duke of Nysa and
Opole, [online:] https://pl.wikipedia.org/wiki/Karol_Ferdynand_Waza#/media/Plik:Charle-
s_Ferdinand_Vasa.PNG [13.06.2019].


https://pl.wikipedia.org/wiki/Karol_Ferdynand_Waza#/media/Plik:Charles_Ferdinand_Vasa.PNG
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Karola Habsburga. W roku 1619, podczas pobytu w Rzeczypospolitej Karol Habs-
burg zobowiazat si¢ do powotania niespetna wowczas szescioletniego krewniaka na
koadiutora biskupstwa wroctawskiego. W 1625 roku Karol Ferdynand, po weze$-

niejszym uzyskaniu diakonatu, na mocy
porozumienia migdzy krélem Polski Zyg-
muntem III i cesarzem Ferdynandem II,
po trudnych negocjacjach z kapituta wro-
clawskg i zaakceptowaniu jej warunkéw,
zostat biskupem Wroctawia*. Z racji mfo-
dego wieku oraz ze wzgledu na niebezpie-
czefistwa zwigzane z wojng trzydziesto-
letnia sprawowat wladz¢ w biskupstwie
wroctawskim przez petnomocnikéw. Byli
to poczatkowo kanonicy wroctawscy Jo-
hann Friedrich Breuner i Christoph Stra-
chwitz, a od 1635 roku Johann Balthasar
Liesch von Hornau®, sufragan wroctaw-
ski, ktéry w mlodosci studiowat w Rzy-
mie w Collegium Germanicum (1613—
1619)%.

Karol Ferdynand nie dokonat ingresu
do katedry we Wroctawiu. Jego pierwszy
krétki pobyt na Slasku nastapit dopiero
jesienia 1637 roku” i wtedy odbyt si¢
uroczysty ingres do siedziby biskupdw

llustracja 2. Karol Ferdynand Waza, biskup
Wroctawia (1625-1655) i Plocka (1642—
1655), portret pedzla Daniela Schultza,
ok. 1650. Oryginat w zbiorach Muzeum
Miejskiego w Nysie, MNa/SA 112%.

wroctawskich w Nysie. Wzigta w nim udziat przybyta z Warszawy kapela®. Nie

wiadomo jednak, czy byl to wlasny zespét krélewicza, czy tez muzycy wypozycze-

ni z dworu krélewskiego® (Karol Ferdynand wyjechal do Nysy bezposrednio po

wielkich uroczystosciach, jakie we wrzesniu odbyty si¢ w Warszawie z okazji $lubu

Wihadystawa IV i Cecylii Renaty Habsburzanki, a w styczniu 1638 roku byt juz

z powrotem na dworze krélewskim).

3% Wiecej na ten temat zob. W. Czapliriski, Karo! Ferdynand Waza, [hasto w:] Polski stownik bio-
graficzny, t. 12, Wroctaw—Warszawa—Krakéw 1966-1967, s. 85-87; G. Cwiqczek, Krélewicz
Karol Ferdynand Waza jako biskup wroctawski, Warszawa 1973 (Studia z Historii Kosciota

w Polsce II).
3 W. Czaplinski, op. cit., s. 86-87.
3% P Schmidyt, op. cit., s. 270.
37 W. Czaplinski, op. cit., s. 86.
38 J. Schmidl, op. cit., vol. 4, s. 374.

3 Zob. T. Jez, op. cit., s. 177; B. Przybyszewska-Jarmiriska, Marcin Mielczewski and Music. . .,

s. 64.



34 Barbara Przybyszewska-Jarmiriska

Wydaje sig, ze juz kiedy krélewicz-biskup po raz pierwszy odwiedzat biskupstwo
wroctawskie, jego muzyczne zainteresowania i potrzeby byly znane nie tylko w Pol-
sce, lecz takze w Wiedniu, dokad po krélewskim slubie wrécili przedstawiciele ce-
sarza Ferdynanda III oraz cz¢$¢ muzykéw z cesarskiego dworu, ktdrzy towarzyszyli
Cecylii Renacie w drodze do Warszawy i wzigli udziat w uroczystosciach weselnych.
W ten sposéb mozna by wytlumaczy¢ fakt, ze majacy koneksje w Wiedniu hiszpan-
ski fagocista, zakonnik augustianin Bartolomeo de Selma y Salaverde zadedykowat
krélewiczowi wydanie zbioru swoich utworédw instrumentalnych — Canzoni, fan-
tasie et correnti da suonar ad una 2. 3. 4. [voci] con basso continuo (Wenecja 1638),
zachowane w unikatowym egzemplarzu w Bibliotece Uniwersytetu Wroctawskiego
(na sporzadzonych po wlosku stronach tytutowych poszczegélnych ksiag, ilustro-
wanych herbem polskich Wazéw, podane zostaly blednie imiona krélewicza — Gio-
vanni Carlo). W dedykacji zbioru, w ktérym znalazly si¢ prawdopodobnie pierwsze
w historii opublikowane utwory na fagot solo, czytamy m.in.:

Pan Giovanni Valentino, maestro di cappella Jego Cesarskiego Majestatu, i Pan Giacomo
Porro, maestro di cappella Najjasniejszego Ksigcia Bawarskiego, zapewnili mnie, ze Waszej
Wysokosci, tak jak we wszystkich czasach najbardziej szanowanym ksiaz¢tom, sprawia przy-

jemno$¢ stuchanie kompozycji muzycznych oraz, ponadto, obiecali przekaza¢ wiadomos¢
140

o moim oddaniu dla Waszej Wysokosci®.

Bartolomeo de Selma y Salaverde byt w koricu lat 20. XVII wieku zatrudniony
na dworze arcyksigcia Leopolda V w Innsbrucku. Niewykluczone, ze po $mierci
patrona (1632) znalazt si¢ na dworze wdowy — arcyksieznej Klaudii (z domu Me-
dici), ktéra cz¢sto bywata w Wiedniu, gdzie Bartolomeo mégt pozna¢ muzykéw,
na ktérych si¢ powotat w tekscie dedykacji (Giovanniego Valentiniego, wspomina-
nego juz organiste dziatajacego do 1614 roku na dworze Zygmunta III, a w roku
wydania zbioru Canzoni, fam‘mz’e et corrventi cesarskiego kapelmistrza, oraz Giovan-
niego Giacoma Porro, organiste, ktory po krétkim pobycie w Wiedniu od jesieni
roku 1635 pelnit funkcje wicekapelmistrza na dworze ksigzgcym Maksymiliana I
w Monachium). Arcyksi¢zna Klaudia w 1637 roku reprezentowata dom cesarski na
$lubie arcyksiezniczki Cecylii Renaty i Wladystawa IV w Warszawie. Bartolomeo
de Selma y Salaverde w Rzeczypospolitej w tym czasie prawie na pewno nie byt
aw kazdym razie, bioragc pod uwage btad w imieniu krélewicza oraz tres¢ dedykaciji,
wydaje sie to nieprawdopodobne®'. Jest jednak mozliwe, ze dedykacja zbioru przy-
niosta oczekiwany przez jej autora skutek i znalazt si¢ on wsréd muzykéw Karola
Ferdynanda. Jezeli tak byto, jego pobyt na dworze krélewicza-biskupa nie trwat
dtugo. 1 lipca 1642 roku krél Wiadystaw IV wystal bowiem z Warszawy list do

4 Oryginalny wloskojezyczny tekst dedykacji w: B. Przybyszewska-Jarminiska, Muzyczne dwory
polskich Wazdw, Warszawa 2007, s. 149.
4 B. Przybyszewska-Jarmiriska, Muzyka pod patronatem. .., s. 61-64.
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Sanseverino do Giovanniego Ciampolego42, znanego mu od lat literata®®. List miat
doreczy¢ Ciampolemu duchowny bakatarz z zakonu eremitéw (nazwisko niestety
nie zostalo podane), ktéry stuzyt w Polsce krélewiczowi Karolowi jako ,,Musico del-
la sua Cappella”, ale zdecydowal si¢ na powrét do ojczyzny. Jest to obecnie jedyny
znany $lad ewentualnej obecnosci Bartolomea w kapeli Karola Ferdynanda, obec-
nosci prawdopodobnej o tyle, Zze w znanych Zrédtach nie wystepuje w tym czasie
zaden inny muzyk-eremita, ktéry opuszczat Rzeczpospolita.

Po powrocie Karola Ferdynanda w 1638 roku ze Slaska do Warszawy, wo-
bec zrujnowania biskupstwa wroctawskiego w wyniku wojny trzydziestoletniej,
a w konsekwencji niskich dochodéw, jakie przynosito ono krélewiczowi-biskupo-
wi, Wiladystaw IV kontynuowat starania o zapewnienie bratu dodatkowo innego,
bogatszego biskupstwa (podjete jeszcze w 1636 roku w odniesieniu do biskupstwa
otomunieckiego zakoriczyly si¢ niepowodzeniem). W roku 1640 krél nominowat
Karola Ferdynanda na biskupa ptockiego, a w 1642 papiez Urban VIII nominacje
zatwierdzil. Jeszcze jesienia tego samego roku krélewicz-biskup pojechat na Slask
i spedzit kilka miesigcy w Nysie. Nastepne jego pobyty w biskupstwie wroctawskim
odnotowano w roku 1650 (od lutego do sierpnia) oraz od jesieni 1652 do stycznia
1654 roku (w tym czasie, od 26 do 28 maja 1653 roku, odbyt si¢ zwolany przez
Karola Ferdynanda synod prowincjonalny)®.

Kiedy w latach 40. i 50. XVII wieku krélewicz jezdzit na Sla,sk, na pewno dys-
ponowat wlasnym zespotem muzycznym, w ktdrym — podobnie jak w kapeli kré-
lewskiej — znaczacy udziat mieli muzycy wloscy. Niestety nie zachowaly si¢ Zrédta,
ktére pozwalalyby na ustalenie kompletnego sktadu kapeli, ale wiadomo, ze zesp6t
musiat by¢ spory, skoro jesienia 1642 roku marszalek wielki koronny Lukasz Opa-
lifiski, chcac wyprawié¢ uroczysty pogrzeb swej matzonce, zwrdcit si¢ do krélewicza-
-biskupa z prosba o wypozyczenie na kilka tygodni szesciu wokalistow, na co zreszta
nie dostat zgody*.

Nazwiska muzykéw Karola Ferdynanda, wloskich i polskich, sa znane jedynie
z rozproszonych, przypadkowo odnalezionych Zrédet, na podstawie ktérych nie da
si¢ ustali¢ nawet zakresu czasowego ich stuzby. Na przyktad z 1643 roku pochodzi

2 Lettere di Monsignor Gio. Ciampoli, Venezia 1659, s. 177-178.

# Ciampoli byt autorem tekstu ody La vittoria del principe Viadislao in Valachia, ktéra opraco-
wal muzycznie Giovanni Girolamo Kapsperger, a wykonat 72-osobowy zesp6t w Patacu Wa-
tykadskim w styczniu 1625 roku na cze$¢ goszczacego tam wéwezas krélewicza Wiadystawa
Zygmunta Wazy; od roku 1638 niemal do $mierci pracowal nad spisaniem historii Polski,
z tym ze dziela tego nie ukoriczyt. Zob. na przyktad: A. i Z.M. Szweykowscy, Zaginiony
utwér G.G. Kapspergera na czes¢ krélewicza Wiadystawa Wazy, ,Muzyka” 1988, R. 33, nr 4,
s. 29-48.

W. Czaplinski, op. cit., s. 85.
4 Ibidem, s. 86-87.
B. Przybyszewska-Jarmiriska, Muzyka pod patronatem. .., s. 64.
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wiadomo$¢ o muzyku Zamponim (w Zrédle nie podano imienia, ale wydaje si¢
prawdopodobne, ze byt to Giuseppe, organista i kompozytor, niegdys$ w stuzbie
kardynata Pietra Marii Borghese w Rzymie). Ze wzgledu na jakies blizej nieznane
niecne postepki zostat on wydalony z kapeli krélewicza®.

W tym samym czasie, niestety nie wiadomo od kiedy, na dworze Karola Fer-
dynanda byt tez wloski $piewak Marcantonio Ferrucci, wezesniej bas w rzymskiej
Cappella Giulia, autor jednego z kanonéw zamieszczonych w 1643 roku w dodatku
muzycznym do Cribrum musicum kapelmistrza kréla Wiadystawa IV Marca Scac-
chiego. Muzyk opuscit zespét kapituty San Pietro w Rzymie w pazdzierniku 1641,
mogt zatem jeszeze pod koniec roku dotrze¢ do Polski, by¢ moze od razu do kapeli
Karola Ferdynanda, ale nie mozna wykluczy¢, ze najpierw na dwér Wiadystawa IV
(brak dokumentacji kapeli krélewskiej z tego czasu, a whasciwie z calego okresu pa-
nowania Wladystawa Wazy, nie pozwala na weryfikacj¢ tych przypuszczen). W ze-
spole Karola Ferdynanda Ferrucci nie zagrzal miejsca, gdyz juz u schylku 1644
roku zostal na wilasng prosbe zwolniony ze stuzby, ztozywszy przedtem obietnicg,
ze kiedy powrdci do ojczyzny, naméwi do wyjazdu na dwér biskupa odpowiednio
utalentowanego rodaka. Ferrucci na dwér Karola Ferdynanda nie powrdcit. Wiado-
mo, ze latem 1645 $piewal w rzymskim kosciele San Luigi dei Francesi, a nastgpnie
zostal na powrdt zaangazowany w Cappella Giulia, gdzie basista byt takze jego brat
Giovanni Carlo. Zmarl w Rzymie w lipcu 1656 roku®.

Poznane dotad Zrédta informuja o dziatalnosci w nieznanym czasie w kapeli Ka-
rola Ferdynanda jeszcze dwéch Wlochéw. Pierwszy z nich, w wydanym paszporcie
,Joannes Vanarellus musicus natione Italus”, to z wszelkim prawdopodobieristwem
Giovanni Vannarelli, $piewak sopran zaangazowany w Rzymie w kapeli bazyliki San
Giovanni in Laterano®, ktéry w latach 1638—1640 okazjonalnie wystgpowat takze
w bazylice San Pietro, wzmacniajac zesp6t sopranistéw Cappella Giulia. Mozna
przypuszczal, ze do Rzeczypospolitej przyjechat pézniej, ale kiedy, nie wiadomo™.
Jedyna informacja o drugim Wtochu, ktérym byt kontralt Alessandro Contille,
pochodzi z listu wystanego przez krélewicza-biskupa 5 lipca 1652 roku z Nysy do
Rady Gdanska®. Zaktadajac, ze moja hipoteza jest stuszna, do roku 1642 w zespole
byl ponadto co najmniej jeden zagraniczny muzyk, wspominany fagocista i kom-
pozytor z Hiszpanii — Bartolomeo de Selma y Salaverde.

7 Thidem, s. 66.
48 B. Przybyszewska-Jarmitiska, Muzycy z Cappella Giulia i z innych rzymskich zespotow muzycz-
nych w Rzeczypospolitej czaséw Wazdw, ,Muzyka” 2004, R. 49, nr 1, s. 48.

# W. Witzenmann, Die Lateran-Kapelle von 1599 bis 1650, Theil I: Abhandlung, Theil II: Do-
kumente in Regesten Form und Indizes, Laaber 2008 (Analecta Musicologica 40/1-11), s. 770.
B. Przybyszewska-Jarminska, Muzyka pod patronatem. .., s. 65.

1 Archiwum Pastwowe w Gdarisku 300,53 nr 65 [Synowie Zygmunta III + ACC 1633-46]

iwtym nr 7, k. 59-62. Za zwrdcenie mojej uwagi na ten list serdecznie dzigkuje prof. Almut

50

Bues.
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Jezeli chodzi o muzykéw miejscowych zwigzanych z Karolem Ferdynandem, zna-
nych jest kilka nazwisk, najczesciej jednak i w tych wypadkach nie wiadomo doktad-
nie, w jakim czasie poszczegélni muzycy, nierzadko wezesniej lub pdzniej nalezacy do
kapeli krélewskiej, pozostawali w stuzbie krélewicza-biskupa. Najwczesniejsza znale-
ziona w archiwaliach wzmianka o muzyku Karola Ferdynanda pochodzi z roku 1640
i dotyczy trebacza krélewicza Ferdynanda Fokytela (okres jego pobytu na dworze nie
jest znany). Wieloletni kapelista krélewski, za czaséw Zygmunta III oraz Wiadysta-
wa IV i Jana Kazimierza, Hieronim Cesari (w miodosci zapewne $piewak dyszkantysta,
a potem instrumentalista nieznanej specjalnosci) w nielicznych dokumentach pocho-
dzacych z lat 1649, 1651 i 1652 okreslany jest jako ,,musicus serenissimi Caroli Ferdi-
nandi”. W zrédle z 1657 roku jego nazwisko znajdujemy ponownie z tytutem muzyka
krélewskiego, mozemy zatem przypuszczal, ze zespdt krélewicza opuscit juz po jego
$mierci (1655). Sledzac w ten sposéb losy organisty Aleksandra Daszkowicza (Dasz-
kowskiego), dochodzimy do wniosku, ze przeszed! on z kapeli Wiadystawa IV na dwér
Karola Ferdynanda w roku 1644 lub 1645 i pozostawal tam co najmniej szes¢ lat, a by¢
moze do $mierci patrona. Wéréd muzykéw biskupa wroclawskiego byli tez, prawdo-
podobnie u schytku lat 40. i na poczatku 50., Stanistaw Gérski, takze wezesniej nale-
zacy do zespotu krélewskiego Wiadystawa IV, oraz Jacek Kluczewski, ktéry po $mierci
Karola Ferdynanda przeszed! na dwér kréla Jana Kazimierza. W latach 40. i do korica
dziatalnosci zespotu biskupa pozostawat w nim Jan Wierzbowski. W roku 1655, kiedy
w zwigzku ze stratg patrona oraz z najazdem szwedzkim, przed ktérym schronit si¢ na
Slasku, znalazt si¢ w trudnym potozeniu, ubiegat sic o pomoc dla siebie i przewlekle
chorej zony u administratoréw biskupstwa wroctawskiego. Wiadomo, ze efektem jego
starani bylo zboze, ktére przekazat mu prefekt chéru w Nysie Kaspar Kirchner. Dalsze
losy Wierzbowskiego nie sa znane™. Na czele zespotu stat od roku 1644/1645 zwiazany
wezesniej z kapela krélewska ceniony kompozytor Marcin Mielczewski.

Jezeli chodzi o pobyty kapeli Karola Ferdynanda na Slasku, na pewno doszto
do nich w roku 1650 i w latach 1652-1654. W 1650 roku biskup wraz z dworem
pozostat na Slasku okoto pieciu miesigcy, od lutego do sierpnia®®. Rezydowat przede
wszystkim w Nysie, ale takze w Opolu. Na zamku w Nysie dla muzykéw zabrakto
miejsca, w zwigzku z czym zapewniono im kwatery ,,na miescie”*. W tym czasie do-
szto tam do przeniesienia siedziby kapituly kolegiackiej z kosciota $w. Jana Chrzciciela
na Starym Miescie, kt6ry uszkodzony w wyniku dziatan wojny trzydziestoletniej przez
Szweddw, zostat wkrétce rozebrany, do kosciota $w. Jakuba®. Kapela biskupa kiero-
wana przez Marcina Mielczewskiego wzigta udziat w zwiazanej z tym wydarzeniem

52 B. Przybyszewska-Jarminiska, Muzyka pod patronatem..., s. 65.

53 W. Czaplinski, op. cit., s. 86.

5¢ J. Thamm, ap. cit., s. 61-62.

55 R. Pospiech, Muzyka wieloglosowa w celebracji eucharystycznej na Slasku w XVII i XVIII wieku,
Opole 2004, s. 190.
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uroczystosci, ktora obejmowata m.in. procesj¢ z dotychczasowej do nowej siedziby
kolegiaty®. Podczas pobytu w Nysie Karol Ferdynand uczestniczyt takze w uroczy-
sto$ciach koscielnych oraz zgromadzeniach religijnych i szkolnych z udzialem muzyki
organizowanej przez tamtejszych jezuitéw i uczniéw kolegium, ktérzy przygotowy-
wali specjalne, dedykowane mu, spektakle. Niekiedy kapela biskupa wystgpowata ra-
zem z muzykami miejscowego konwentu, co jest potwierdzone zrédtowo na przyktad
w wypadku odprawianego w 1650 roku nabozeristwa czterdziestogodzinnego™, a co
przyczyniato si¢ do wymiany repertuaru migdzy zespofami.

Podczas kilku miesigcy 1650 roku, kiedy Mielczewski przebywal z Karolem
Ferdynandem w biskupstwie wroctawskim, mozna byto — prawdopodobnie po raz
pierwszy, a na pewno ostatni — uslysze¢ na Slasku jego utwory wykonywane pod
kierownictwem kompozytora. Mielczewski zmarl w Warszawie we wrzesniu 1651
roku, pozostawiajac w swojej ostatniej woli m.in. takie oto rozporzadzenie: ,Najja-
$niejszemu za$ Panu i Dobrodziejowi memu Krélewiczowi Jego Mosci na o$wiad-
czenie moich wiernych ustug, krwawych prac moich opera do Capellae nalezace
podtug regestru spisanego przez pana Alexandra Daszkowicza offiaruj¢™®.

Karol Ferdynand powrécit do Nysy w 1652 roku, tym razem na stosunkowo
dlugi pobyt. Towarzyszyta mu kapela, ktéra z pewnoscig kierowal nowy, nieznany
dzi$ jednak, maestro di cappella. Moina przyjaé za pewne, ze dysponowata ona catym
dorobkiem kompozytorskim Mielczewskiego pozostawionym w testamencie krdle-
wiczowi-biskupowi. Wykonywanie utworéw z tego zbioru musialo przyczynic si¢ do
wzmozenia zainteresowania tworczoscig zmartego kapelmistrza Karola Ferdynanda
ze strony miejscowych muzykéw, dziatajacych zaréwno w srodowisku katolickim, jak
i w kregach protestanckich. Konsekwencja takiego zainteresowania jest fakt, ze zde-
cydowana wickszo$¢ znanych obecnie utworéw Mielczewskiego, najbardziej znanego
w XVII wieku polskiego kompozytora, zachowata si¢ w r¢kopisach sporzadzonych
w stolicy Dolnego Slaska i w kilku mniejszych miejscowosciach tego regionu™.

Karol Ferdynand Waza, tak jak Karol Habsburg, zmart nagle z dala od bi-
skupstwa wroctawskiego. Jego kapela, podobnie jak kapela biskupa Karola, ulegta
rozproszeniu. Czg$¢ muzykéw krélewicza-biskupa powrécita na dwér krélewski
lub po raz pierwszy zostala tam zatrudniona (podobnie niektérzy muzycy biskupa
powrdcili do kapeli cesarskiej). Czy jakies materialty muzyczne pozostaty w Nysie,
nie wiadomo. Dzi$ ich tam na pewno nie ma. W historii miasta pozostata pamigé

56 A. Kastner, Geschichte der Stadt Neisse, Bd. 2, Neisse 1854, s. 457 i nast.

7 T. Jez, op. cit., s. 172, 198, 324-325.
H. Feicht, Przyczynki do dziejow kapeli krélewskiej w Warszawie za rzqdéw kapelmistrzowskich
Marca Scacchiego, [przedruk w:] H. Feicht, Studia nad muzykq polskiego renesansu i baroku,
red. zespét, Krakéw 1980, s. 281-282.
Zob. Marcin Mielczewski. Katalog tematyczny utwordw, oprac. B. Przybyszewska-Jarmiriska,
Warszawa 2013 (Monumenta Musicae in Polonia).
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o biskupach z rodéw panujacych, walczacych o zachowanie katolicyzmu na Slasku,
hojnych dla nyskich jezuitéw i zainteresowanych muzyka wloska.

Bibliografia

Bebak Marek, Franciszek Lilius. Z)/cie i tworczosé na tle epoki, Krakéw 2018.

Busch Hermann J., Georg Poss. Leben und Werke, Miinchen 1972 (Schriften zum Musik 20).

Chybinski Adolf, Muzycy wloscy w kapelach katedralnych krakowskich 1619-1657. Rozdziat I.
Annibale Orgas i Bernardino Terzago, ,Przeglad Muzyczny” 1926, R. 2, nr 12, s. 1-6.

Czapliniski Wiadystaw, Karol Ferdynand Waza, [hasto w:] Polski stownik biograficzny, t. 12, Wro-
claw—Warszawa—Krakéw 1966-1967, s. 85-87.

Cwiqczek Ginter, Krdlewicz Karol Ferdynand Waza jako biskup wroctawski, Warszawa 1973 (Stu-
dia z Historii Koéciota w Polsce II).

Elementa ad fontium editiones, vol. 28: Res Polonicae ex Archivo Mediceo Florentino, part 111,
ed. Valerianus Meysztowicz, Wanda Wyhowska de Andreis, Romae 1972.

Federhofer Hellmut, Graz Court Musicians and their Contributions to the ,,Parnassus musicus
Ferdinandaeus” (1615), ,Musica Disciplina” 1955, R. 9, s. 167-244.

Federhofer Hellmut, Musikpflege und Musiker am Grazer Habsburgerhof der Erzherzige Karl und
Ferdinand von Inneristerreich (1564—1619), Mainz 1967.

Federhofer Hellmut, Antonio Cifra (1584—1629) und die Hofkapelle von Erzherzog Karl Joseph
(1590-1624) in Neisse/Schlesien, ,Die Musikforschung” 1990, R. 43, nr 4, s. 352-356.

Federhofer Hellmut, Saunders Steven, Valentini Giovanni (1), [hasto w:] Oxford Music Online. Gro-
ve Music Online, [online:] https://www.oxfordmusiconline.com/grovemusic/view/10.1093/
gmo/9781561592630.001.0001/0mo-9781561592630-e-0000028919 [13.06.2019].

Feicht Hieronim, Przyczynki do dziejow kapeli krélewskiej w Warszawie za rzqdéw kapelmistrzow-
skich Marca Scacchiego, [przedruk w:] Hieronim Feicht, Studia nad muzykq polskiego rene-
sansu i baroku, red. zespdt, Krakéw 1980, s. 243-289.

Harendza Wilhelm, Das staatliche katholische Gymnasium Carolinum in Neiffe, ,Archiv fiir
Schlesische Kirchengeschichte” 1950, R. 8,s. 116-129.

Jez Tomasz, Kultura muzyczna jezuitéw na Slgsku i ziemi ktodzkiej (1581—1778), Warszawa 2013
(Studia et Dissertationes Instituti Musicologiae Universitatis Varsoviensis).

Kastner August, Geschichte der Stadt Neisse, Bd. 2, Neisse 1854.

Keller Katrin, Erzherzogin Maria von Inneristerveich (1551—1608). Zwischen Habsburg und Wit-
telsbach, Wien—Koln—Weimar 2012.

Lettere di Monsignor Gio. Ciampoli, Venezia 1659.

Marcin Mielczewski. Katalog tematyczny utworéw, oprac. Barbara Przybyszewska-Jarminska,
‘Warszawa 2013 (Monumenta Musicae in Polonia).

Morucci Valerio, Musical Patronage and Diplomacy: The Case of Prince Paolo Savelli (11632), ,Jo-
urnal of Seventeenth-Century Music” 2018, R. 24, [online:] https://sscm-jscm.org/jscm-
-issues/volume-24-no-1/morucci-musical-patronage/ [29.12.2020].

Podréz krélewicza Wiadystawa Wazy do krajow Europy Zachodniej w latach 1624—1625, oprac.
Adam Przybo$, Krakéw 1977.

Pospiech Remigiusz, Muzyka wieloglosowa w celebracji eucharystycznej na Slgsku w XVII i XVIII
wieku, Opole 2004.

Praetorius Michael, Syntagma musicum, Bd. 2, Wolfenbiittel 1619.


https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000028919
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000028919

40 Barbara Przybyszewska-Jarmiriska

Przybyszewska-Jarminiska Barbara, Marcin Mielczewski — zycie i dorobek, [w:] Marcin Mielczew-
ski. Studia, red. Zygmunt M. Szweykowski, Krakéw 1999, s. 7-26.

Przybyszewska-Jarminiska Barbara, Starania biskupa wroctawskiego Karola Habsburga o pozyskanie wlo-
skich Spiewakdw (1621-1622), [w:] Studia dedykowane Paolo Emilio Carapezzy na Jego szesidzie-
siqte pigte urodziny przez prayjaciot sycylijskich i polskich, ,Res Facta Nova” 2003, R. 6, s. 127-134.

Przybyszewska-Jarminiska Barbara, Muzycy z Cappella Giulia i z innych rzymskich zespotsw mu-
gycznych w Raeczypospolitej czaséw Wazéw, ,Muzyka” 2004, R. 49, nr 1, s. 33-52.

Przybyszewska-Jarminiska Barbara, Muzyczne dwory polskich Wazéw, Warszawa 2007.

Przybyszewska-Jarmifiska Barbara, Muzyka pod patronatem polskich Wazéw. Marcin Mielczewski,
Warszawa 2011.

Przybyszewska-Jarminiska Barbara, Marcin Mielczewski and Music under the Patronage of the Polish
Vasas, Frankfurt am Main 2014 (Eastern European Studies in Musicology 3, ed. Maciej Golab).

Przybyszewska-Jarminiska Barbara, Sources on the History of Music at the Courts of the Polish Vasas Pre-
served in the Skokloster Castle (Sweden), [w:] Studies on the Reception of Italian Music in Central-
Eastern Europe in the 16th and 17th Century , ed. Marina Toffetti, Krakéw 2018, s. 121-136.

Przybyszewska-Jarminiska Barbara, ,, 7he Swedish Mission” of Adam Steinballen and Two Other
Priests from the Collegium Germanicum and Its Impact on Music at the Court of Sigismund 111
Vasa in the Late 16" and Early 17 Centuries, [w:] Universalia et Particularia. Ars et praxis
Societatis Jesu in Polonia, ed. Bogna Bohdanowicz, Tomasz Jez, Warszawa 2018 (Fontes
Musicae in Polonia, B/III), s. 63—82.

Przybyszewska-Jarminiska Barbara, Mecenat muzyczny biskupa Karola Ferdynanda Wazy, [w:]
Wroctawska Europa — sztuka czaséw biskupa Karola Ferdynanda Wazy, Katalog wystawy,
Muzeum Narodowe we Wroctawiu 2016 (w druku).

Roche Jerome, Cifra Antonio, [hasto w:] Oxford Music Online. Grove Music Online, [online:] hteps://
www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/
0omo-9781561592630-e-00000057752rskey=y7 VeZe&result=1 [13.06.2019].

Roche Jerome, Roche Elizabeth, Bernardi Stefano, [hasto w:] Oxford Music Online. Grove Music
Online, [online:] https://www.oxfordmusiconline.com/grovemusic/browse?article Type_4=
Biographical+Article&btog=chap&page=128&pageSize=208&sort=titlesort&subSite=grove
music&t_9=music_Eras%3A5 [13.06.2019].

Schmidl Johann, Historiae Societatis Jesu provinciae Bohemiae, Pragae 1754 [1759], vol. 3—4.

Schmidt Peter, Das Collegium Germanicum in Rom und die Germaniker. Zur Funktion eines rj-
mischen Auslinderseminars (1552—1914), Tubingen 1984.

Skulij Edo, Hrenove korne knjige, Lublana 2001.

Steinhuber Andreas, Geschichte des Kollegium Germanikum Hungarikum in Rom, Bd. 1, Freiburg
im Breisgau 1900.

Szweykowscy Anna i Zygmunt M., Zaginiony utwér G.G. Kapspergera na czes¢ krdlewicza Wia-
dystawa Wazy, ,Muzyka” 1988, R. 33, nr 4, s. 29-48.

Szweykowska Anna, Poczqiki krakowskiej kapeli katedralnej, ,Muzyka® 1959, R. 4, nr 2, s. 19-20.

Thamm Joseph, Musikalische Chronik der Stadt Neisse, Dillmen 1974.

Trionfo Funebre, Roma 1635.

Urkunden und Regesten aus dem k. u. k. Reichsfinanz-Archiv in Wien, Hrsg. Gustav Bodenstein,
»Jahrbuch der Kunsthistorichen Sammlungen des allerhéhsten Kaiserhauses” 1916, R. 33,
s. LII-LXXX.

Witzenmann Wolfgang, Die Lateran-Kapelle von 1599 bis 1650, Theil I: Abhandlung, Theil 1I:
Dokumente in Regesten Form und Indizes, Laaber 2008 (Analecta Musicologica 40/1-11).


https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000005775?rskey=y7VeZe&result=1
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000005775?rskey=y7VeZe&result=1
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000005775?rskey=y7VeZe&result=1
https://www.oxfordmusiconline.com/grovemusic/browse?articleType_4=Biographical+Article&btog=chap&page=12&pageSize=20&sort=titlesort&subSite=grovemusic&t_9=music_Eras%3A5
https://www.oxfordmusiconline.com/grovemusic/browse?articleType_4=Biographical+Article&btog=chap&page=12&pageSize=20&sort=titlesort&subSite=grovemusic&t_9=music_Eras%3A5
https://www.oxfordmusiconline.com/grovemusic/browse?articleType_4=Biographical+Article&btog=chap&page=12&pageSize=20&sort=titlesort&subSite=grovemusic&t_9=music_Eras%3A5

Patronat muzyczny biskupéw wroctawskich... 41

Netografia

heeps://pl.wikipedia.org/wiki/Karol_Habsburg_(biskup_wroc%C5%82awski)#/media/Pli-
k:Silesia_Bishop_Charles_of_Austria.jpg [13.06.2019].

hteeps://pl.wikipedia.org/wiki/Karol_Ferdynand_Waza#/media/Plik:Charles_Ferdinand_Vasa.
PNG [13.06.2019].

Patronat muzyczny biskupéw wroctawskich
Karola Habsburga i Karola Ferdynanda Wazy (1608—1655)

Streszczenie

W artykule przedstawiono problemy badawcze oraz aktualny stan wiedzy o zyciu muzycz-
nym na dworach dwéch kolejnych biskupéw wroctawskich — Karola Habsburga (1608—
1625) i Karola Ferdynanda Wazy (1625-1655). Zwrécono uwage na specyfike patronatu
biskupéw, cztonkéw rodéw panujacych odpowiednio w Austrii Wewngetrznej i Cesarstwie
w wypadku Karola Habsburga oraz w Rzeczypospolitej Obojga Narodéw w wypadku Ka-
rola Ferdynanda Wazy.

Musical Patronage of Wroctaw Bishops Charles Habsburg
and Charles Ferdinand Vasa (1608—1655)

Summary

The paper presents research problems and current state of research on musical life at the
courts of two successive bishops of Wroctaw: Charles Habsburg (1608—1625) and Charles
Ferdinand Vasa (1625-1655). Particular attention has been paid to the specific nature of
the patronage of those bishops, who were members of the ruling families in Inner Aus-
tria and the Empire (Charles Habsburg), and in the Polish-Lithuanian Commonwealth
(Charles Ferdinand Vasa).

BARBARA PRZYBYSZEWSKA-JARMINSKA
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gracji muzycznych w tym czasie oraz teoria i praktyka edytorstwa muzyki dawne;.
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Uniwersytet Wroctawski

Slaskie epizody z zycia i dziatalnosci muzycznej
ksiecia Antoniego Henryka Radziwitta
(1775—1833)

Posta¢ ksigcia Antoniego Henryka Radziwilta, XII ordynata nieswieskiego, powia-
zanego przez malzeristwo z rodem Hohenzollernéw, kojarzona jest dzi§ gtéwnie
z patacem w Antoninie i tamtejszymi wizytami Fryderyka Chopina, a takze pi-
sang przez niemal potowe zycia muzyka do Fausta, bedaca jednym z pierwszych
opracowan muzycznych dramatu Goethego'. Tymczasem do tej pory nie pojawi-
to si¢ gruntowne opracowanie monograficzne zycia i tworczosci utalentowanego
muzycznie ksiecia i mecenasa, nie dokonano takze kwerendy Zrédet do jego zycia
i twérczosci muzycznej. Fakt ten dostrzegla juz Bogustawa Macheta, autorka hasta
pos$wigconego Radziwittowi w Encyklopedii muzycznej PWM?. Niedawno podje-
te przez autorke niniejszego artykutu szczegétowe badania zasobéw archiwalnych
i bibliotecznych z pewnoscig pozwola przyblizy¢ t¢ niezwykle ciekawg postaé, 6w-
cze$nie szanowang w muzycznym S$wiecie Berlina, Wiednia, Poznania, oddziatuja-
cg poprzez swe zainteresowania takze na rozwoj kulturalny lokalnych spotecznosci
w miejscowosciach, w ktdrych ksiaze przebywat. Dzi§ wprawdzie jawi si¢ w literatu-
rze historycznej jako posta¢ kontrowersyjna ze wzgledu na niejednoznaczna posta-
we polityczna, ale jako twdrca muzyki stawiany jest ponad granicami jezykowymi,
politycznymi czy kulturowymi.

! Z. Jachimecki, W. Pozniak, Antoni Radziwitt i jego muzyka do Fausta, Krakéw 1957; zob. tak-
ze: B.A. Schmidt, Musik in Goethes ,, Faust”. Dramaturgie, Rezeption und Auffiihrungspraxis,
Sinzig 2006.

2 B. Macheta, Radziwitt Antoni Henryk, [w:] Encyklopedia muzyczna PWM. Czgs¢ biograficzna,
t. 8: Pe-R, red. E. Dziebowska, Krakéw 2004, s. 285-287.
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Wstepny oglad materialéw archiwalnych, jakie pozostaty po ksieciu Antonim Hen-
ryku Radziwille i cztonkach jego najblizszej rodziny, pozwala na szeroko zakrojone dzia-
tania badawcze dotyczace zaréwno zasobéw polskich, jak i zagranicznych. Szczegélnie
ciekawy, a wykorzystany tylko w pewnym stopniu do niniejszego opracowania, jest
nieznany dotad szerzej w badaniach radziwittowskich zbiér dokumentéw familijnych
ujety w tzw. Archiwum Warszawskim Radziwiltéw, przechowywanym w zasobach Ar-
chiwum Gléwnego Akt Dawnych w Warszawie. Stamtad pochodzi niezwykle cieka-
wa korespondencja, ujeta w dziale XIII, wymieniana miedzy ksigciem Antonim a jego
najblizszymi, takze podczas wizyt na Slasku. Dzicki lekturze listéw, pisanych gléwnie
w jezyku francuskim, mozliwe jest doktadne ustalenie dat i miejsc pobytu czlonkéw
rodziny Radziwiltéw, wskazanie znaczacych w regionie postaci, z ktérymi utrzymywa-
no znajomos$¢ lub blizsza wspétprace, czy ocenienie wplywu rodziny na lokalng kulture
muzyczng. Wykorzystano takze wiadomo-
$ci zawarte w najnowszych publikacjach hi-
storycznych autorstwa Dagmar von Gers-
dorf i Witolda Banacha’.

Ksiaze Antoni Henryk Radziwilt, her-
bu Traby, przyszedt na swiat w 1775 roku
w Wilnie jako syn Michata Hieronima
Radziwilta (1744-1831) i Heleny z Przez-
dzieckich (1753-1821), I ordynat na Przy-
godzicach, XII ordynat na Nieswiezu. Wy-
chowany w artystycznej atmosferze na
salonach swej matki, twérczyni stynnej
Arkadii, zostal wystany na nauke¢ do Ber-
lina, gdzie szybko wniknat w miejscowa
socjete artystyczna. Tamze po dlugich per-
traktacjach rodzicéw Antoniego z rodzing
Hohenzollernéw, milody ksiazg poslubit
w 1796 roku cérke ksiecia Augusta Ferdy-
nanda (1730-1813) — najmlodszego brata
kréla Fryderyka Il Wielkiego — Fryderyke llustracja 1. Luiza i Antoni Radziwittowie
Luiz¢ Dorote Pruska (1770-1836), réw- wedtug sztychu W.F. von d. Borch. Re-
nie dobrze wyksztalcong i utrzymujaca produkcja za: Osterreichische National-

rozleg{e kontakty Z przedstawicielami na- blbllOtth Bildarchiv Austria, [online:]
heep://www.bildarchivaustria.at/Pre-

uki i sztuki (zob. ilustracja 1). Pomimo
view/3784568.jpg [11.10.2020).

pewnej réznicy wieku (ksigzna byla starsza

3 D. von Gersdorf, Na calym swiecie tylko Ona. Zakazana mitos¢ ksigzniczki Elizy Radziwitt
i Wilhelma Pruskiego, tum. G. Prawda, Jelenia Géra 2014; W. Banach, Radziwittowie. Burz-
liwe losy stynnego rodu, Poznar 2018.


http://www.bildarchivaustria.at/Preview/3784568.jpg
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o pig¢ lat) oraz réznic w pochodzeniu, wyznaniu i kulturze byla to niezwykle zgodna
i kochajaca si¢ para, co miato wplyw na pézniejsza tworczosé ksigeia®.

Miejscem szczegdlnie ozywionej dziatalnoéci towarzyskiej i artystycznej byta
rezydencja Radziwittéw w Berlinie (tzw. Hétel de Radziwill potozony przy Wilhelm-
strafe 77), ktéra Antoni otrzymat od swego ojca Michata Hieronima. Jak wspomi-
nano, ,stala si¢ rychlo istotnym siedliskiem muz, dzigki licznym talentom jej wia-
Sciciela”, a przebywaly tam ,,ttumy gosci: ksiazat krwi, uczonych i artystéw. Ksi¢zna
potrafita ozywia¢ i taczy¢ wszystkich. Nieraz podczas kolacji odbywat si¢ koncert™.

Ksiazece zamitowanie do muzyki oraz bliskie stosunki z rodzing krélewska zaowo-
cowaly wieloma dedykacjami muzycznymi, ktérych Antoni Henryk Radziwilt byt
adresatem. Swoje dziela dedykowali mu m.in. Ludwig van Beethoven, Felix Mendels-
sohn-Bartholdy (z ktérego siostra Fanny byta zaprzyjazniona ksi¢zna Luiza), Maria
Szymanowska, Giacomo Meyerbeer, Louis Spohr oraz Fryderyk Chopin. Zaprzy-
jazniony z rodzina berliiski kompozytor i dyrygent Bernhard Klein czgsto dawal
prywatne koncerty na salonach Radziwittéw, organizujac mate akademie $piewacze®.

Pierwsza po$wiadczona zrédlowo wizyta ksiecia Antoniego Radziwitta na Sla-
sku odbyta sie w roku 1794, kiedy odwiedzit on zamek ksiecia Fryderyka Augusta
brunszwickiego (1740-1805) w Olesnicy (Oels). Jak relacjonowat sam gospodarz
w swym drukowanym dzienniku, miody Radziwilt przybyt z wizytg 24 sierpnia
1794 roku i wzigt udziat w wieczornym koncercie i kolacji — nie mamy w tym wy-
padku informacji, czy byt takze jednym ze wspétwykonawcédw koncertu’”. Wkrétce
przez matzeristwo mial Antoni zosta¢ spowinowacony z domem olesnickim. Ksiaze
Fryderyk August brunszwicki jako siostrzeniec kréla Fryderyka II Wielkiego byt
bowiem kuzynem jego przyszlej matzonki Luizy z Hohenzollernéw. Z listéw Ra-
dziwitta do zony wynika, ze utrzymywat on kontakty towarzyskie ze $laska arysto-
kracja. Wiadomo, ze mniej wigcej od roku 1803 bywat sporadycznie w posiadtosci
Hatzfeldéw w Zmigrodzie (Trachenberg), najczeiciej udajac sig tam na polowania
podczas swoich pobytéw w dobrach przygodzickich?®.

4 Zob. m.in.: S. Cat-Mackiewicz, Dom Radziwittéw, red. A. Niemczyk, Krakéw 2012; A. Ga-
los, A. Nowak-Romanowicz, Radziwitf Antoni Henryk, ,Polski Stownik Biograficzny” 1987,
t. 30, s. 157-159; J. Durka, Antoni Henryk Radziwitt (1775-1833) — szkic do portretu ary-
stokraty, namiestnika Wielkiego Ksigstwa Poznariskiego, [w:] Gorny Slgsk i Wielkopolska w XIX
i pierwszej potowie XX wieku. Wybrane aspekty z dzicjow polityki i edukacji, red. ]J. Durka,
Poznan 2012, s. 11-30.
5> A. Czarnkowski, Biedna Eliza, [w:] Oblgkania serdeczne, Poznai 1926, s. 180, cyt. za: J. Dur-
ka, op. cit., s. 16.
¢ A. Galos, A. Nowak-Romanowicz, op. cit., s. 159.
,Journal plaisant, historique, politique et litéraire”, Oels, t. 2 (1794) nr 2, s. 158-159.
8 Archiwum Gléwne Akt Dawnych w Warszawie (dalej cyt. AGAD), Archiwum Warszawskie
Radziwittéw (dalej cyt. AWR), dz. XIII, seria 13.1, sygn. 13, s. 232-234; ibidem, sygn. 14,
s. 6265, 132-135.
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Wizyty w stolicy Slaska —
znajomos¢ i wspotpraca z muzykami wroctawskimi

Przejazdy z Nieborowa, Poznania, a pézniej Antonina przez Slask (zwiazane zaréw-
no ze sprawami stuzbowymi, jak i rodzinnymi) najczeéciej wiazaly si¢ z pobytem
ksigcia we Wroclawiu, ktéry odwiedzat wielokrotnie, zapisujac pamigé o wydarze-
niach w miescie w swojej korespondencji oraz dokumentach pozostawionych przez
miejscowe $rodowisko artystyczne. We Wroclawiu dziatal jako $piewak, dyrygent
i pedagog pochodzacy z Krélewca Johann Theodor Mosewius (1788-1858), za-
znajomiony z Radziwillem jeszcze w czasie pobytu ksigcia wraz z dworem kré-
lewskim w Krélewcu w 1807 roku. Swiatto na te znajomos¢ rzuca list Mosewiusa
do C.J.A. Hoffmanna, zamieszczony w jego stynnym leksykonie Die Tonkiinstler
Schlesiens. Wiadomo na tej podstawie, ze Mosewius darzyt ksiecia i jego dziatalnos¢
muzyczng wielkim szacunkiem, wyréznit go sposréd pozostalych artystéw wyste-
pujacych na krolewieckich salonach za jego ,uduchowiong gre¢ i szczery $piew™.
Doda¢ nalezy, ze w tym czasie mlody Mosewius stawial swe pierwsze kroki na
tamtejszej scenie teatralnej, a od roku 1814 petnit funkeje dyrektora muzycznego
krélewieckiej opery. Sposéb, w jaki Radziwitt wykonywat piesni solowe oraz partie
basowe w kwartetach wokalnych, stat si¢ dla pézniejszego dyrektora wroctawskiej
Singakademie jednym z najwazniejszych wzordw, podkreslat on bowiem szczegdl-
nie wymowe stéw, naturalno$¢ przekazu i glebi¢ emocjonalna, obcg wielu jemu
wspodtczesnym $piewakom'. Opis ten odpowiada krétkiej charakterystyce ksigcia,
nakreslonej przez Konstantyng Bialecka we wstepie do przettumaczonych przez nia
i wydanych w 1912 roku pamigtnikéw ksi¢znej Luizy, w ktérych czytamy: ,Pra-
wy, dystyngowany, zréwnowazonego umystu, dla wszystkich uprzejmy, byt praw-
dziwym typem magnata. Przytem rysowal artystycznie, gral na wiolonczeli, jak
skoriczony wirtuoz, komponowat utwory muzyczne i §piewat romantyczne piesni
z uczuciem, niedajacym si¢ nasladowac™!'.

Bezsprzecznie za$ najlepszym $wiadectwem wrazliwosci muzycznej Radziwil-
ta, tak cenionej przez Mosewiusa, byta opinia Johanna Wolfganga von Goethego,

»[...] seelenvolle Spiel und tiefempfundener Gesang”, cyt. za: C.J.A. Hoffmann, Die Ton-
kiinstler Schlesiens. Ein Beitrag zur Kunstgeschichte Schlesiens, vom Jahre 960 bis 1830. Enthal-
tend biographische Notizen iiber schlesische Komponisten, musikalische Schriftsteller und Pidago-
gen, Virtuosen, Singer, Kantoren, Kammermusiker, Instrumentenmacher, so wie iiber Beﬁ;m’erer
und Liebhaber der Tonkunst, Breslau 1830, s. 316. Na fakt znajomosci Radziwitta i Mosewiusa
oraz fragmenty korespondencji z Hoffmannem po raz pierwszy zwrécila uwage Maria Zdu-
niak (Muzyka i muzycy polscy w dziewigtnastowiecznym Wroctawin, Wroctaw 1984, s. 120).

10 CJ.A. Hoffmann, op. ciz., s. 316.

Y Pamigtniki ks. Radziwitlowej (Ludwiki ks. pruskiej) — Czterdziesci pigc lat mojego zycia (1770
do 1815) w przekladzie Konstantyny Biafeckiej, Warszawa [1912], s. 5.
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ktéry w jednym z listéw pisal: ,Jest on pierwszym prawdziwym trubadurem, kté-
rego spotkatem, talent peten sily i entuzjazmu — cechuje go co$ fantastycznego,
a wszystko, co wykonuje, ma charakter indywidualny”'*.

Pierwszy pobyt Antoniego Henryka Radziwitta we Wroclawiu, udokumento-
wany w jego korespondengji, przypadt na niespokojny czas wojen napoleoriskich
w kwietniu 1813 roku, kiedy to ksiaz¢ towarzyszyt krélowi pruskiemu przed zapla-
nowanym w Zmigrodzie spotkaniem z carem Rosji Aleksandrem I (gdzie podpisano
wéwczas tzw. protokdt trachenberski). Radziwilt goscit 13 kwietnia podczas wykona-
nia oratorium Der Tod Jesu Carla Heinricha Grauna pod kierunkiem Gottloba Bene-
dicta Biereya, kt6re odbyto si¢ we wroctawskiej Auli Leopoldyniskiej (zob. ilustracja 2,
5. 48-49)"%. Podrézowal w tym czasie wielokrotnie miedzy Berlinem a Slaskiem, re-
lacjonujac w listach do zony wydarzenia lipcowego szczytu zmigrodzkiego. Kolej-
na znamienita wizyta Radziwitta we Wroclawiu przypadta na poczatek pazdziernika
1818 roku, kiedy ksiazg odwiedzit miasto wraz z zona i dzie¢mi. Para ksiazeca goscita
m.in. w Bibliotece Uniwersyteckiej, co poswiadezyta w ksigdze odwiedzin wilasno-
recznie ztozonymi podpisami'®. Rodzina bywata takze na wroctawskich salonach, cze-
go dowodem jest wpis, jakiego ksiaz¢ Radziwitt dokonat w 1820 roku w sztambuchu
miejscowego malarza Augusta Bacha, okraszajac go odrecznym rysunkiem (zob. ilu-
stracja 3, s. 50). Wiadomo tez, ze ksigzg z rodzing przyjechat do Wroctawia ponownie
w roku 1829, o czym donosita ,Gazeta Wielkiego Ksigstwa Poznariskiego™. Radzi-
wiltowie odwiedzali Wroctaw niemal rokrocznie, zatrzymujac si¢ w miescie w poto-
wie drogi migdzy Antoninem a letnia posiadtoscia w Ciszycy koto Kowar.

Pobyty we Wroctawiu — przed kongresem wiederiskim zwigzane przede wszystkim
z dziataniami politycznymi, a pézniej gtéwnie z przejazdami do $laskich uzdrowisk
i do Ciszycy — umozliwity Radziwiltowi udziat w rozmaitych wydarzeniach muzycz-
nych w miescie, na ktére byt zapraszany z racji swej pozycji. Poznanych we Wroctawiu
muzykéw wysoko cenit, czego dowodem sa przypadki objecia ich protekeja i zatrud-
niania w miastach, w ktérych ksiaze przebywat. Pierwszym przyktadem jest znajo-
mo$¢ z Friedrichem Christianem Hermannem Uberem (1781-1822), urodzonym
w stolicy Slaska, wyksztalconym muzycznie m.in. przez Daniela Gottloba Tiirka na
uniwersytecie w Halle. Arty$ci poznali si¢ we Wroctawiu w 1804 roku, czego efektem
byt wyjazd Ubera do Berlina, gdzie poczatkowo tworzyt pod kuratelg Radziwilta,

12 List J.W. Goethego do K.L. Knebla z 2 VI 1814, [w:] M.M. Potocka, Z moich wspomnier:
(Pamigtnik), red. E. Koztowski, Eomianki 2010, s. 246, aneks Ib.

3 AGAD, AWR, dz. XI1I, seria 13.1, sygn. 14, s. 94-95; R.C. Kiessling, Nachrichten iiber Kon-
zerte in Breslan 1722—1836, Biblioteka Uniwersytetu Wroclawskiego, tkps, sygn. 2907, f. 66v.
Ksigga odwiedzin Biblioteki Uniwersyteckiej we Wroctawin, tkps, sygn. IV/Fol 308, cyt. za:
notatka z Archiwum Marii Zduniak w zbiorach Biblioteki Kulturoznawstwa i Muzykologii
Uniwersytetu Wroclawskiego.

5 M. Zduniak, op. ciz., s. 120.
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llustracja 2 (s. 48—49). List ksi¢cia Radziwitta do zony Luizy, nadany we Wroctawiu 13 marca
1813 r. Reprodukgja oryginatu ze zbioréw Archiwum Giéwnego Akt Dawnych w Warszawie,
AWR, dz. 111, seria 13.1, sygn. 14, s. 94-95.
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llustracja 3. Wpis ksi¢cia Antoniego Henryka Radziwilta do sztambucha Augusta Bacha
z 7 lutego 1820 roku. Reprodukeja za: Biblioteka Cyfrowa Uniwersytetu Wroctawskiego,
[online:] https://www.bibliotekacyfrowa.pl/dlibra/publication/85262/edition/89265
[11.10.2020], oryginal w zbiorach Biblioteki Uniwersyteckiej we Wroclawiu,
Oddziat Rekopiséw, sygn. IV O 11a, f. 44v-45 r.

a dzi¢ki znajomosci z Bernhardem Rombergiem otrzymat posad¢ muzyka na dwo-
rze ksigcia pruskiego Ludwika Ferdynanda (1772-1806), ukochanego brata ksi¢znej
Luizy Radziwittowej'®. Juz po zakoriczeniu wojen napoleoniskich w podobnych oko-
liczno$ciach nawigzat Radziwitt we Wroctawiu znajomos¢ z utalentowanym miodym
pianista Karlem Heinrichem Zollnerem (1792-1836), ktéry dzigki protekgji ksigcia
w latach 1820-1827 dziatal w Poznaniu jako organista i pedagog $piewu, jedno-
cze$nie zatrudniony jako nauczyciel muzyki na warszawskim dworze Joanny Gru-
dzinskiej (1791-1831), ksi¢znej towickiej, matzonki wielkiego ksiecia Konstantego
Romanowa. Fakt ten odnotowano w obu §laskich leksykonach muzycznych — Hoff-
manna i Kossmalyego-Carla'. Do Poznania Radziwilt sciagnat takze innego $laskiego
muzyka — Franza (Franciszka) Klingohra (1793-1853), najmfodszego brata Josepha
Wilhelma Klingohra (pochodzacego z miejscowosci Opawice niedaleko Glubezyc),
kapelmistrza rodziny Anhaltéw na zamku w Pszczynie'®. Franz Klingohr, nauczyciel
muzyki ksiezniczki Elizy, znany jest gtéwnie z literatury jako wspétwykonawca sonat
Mozarta, Beethovena i Hummla, ktére rzekomo gral na cztery rece z Fryderykiem
Chopinem podczas pobytu kompozytora w Poznaniu w 1829 roku'.

16 C.J.A. Hoffmann, gp. cit., s. 441.

7" C.J.A. Hoflmann, op. cit., s. 477; C. Kossmaly, Carlo [C.H. Herzell, Schlesisches Tonkiinst-
ler — Lexikon, enthaltend die Biographien aller Schlesischen Tonkiinstler, Componisten, Canto-
ren, Organisten, Tongelehrtm, Textdichter, Orgel[muer, Instrumentenmacher etc. Nebst genauer
Angabe aller Schlesischen musikalischen Institute, Vereine, Musikschulen, Liedertafeln etc., Bd. 3,
Breslau 1846, s. 330-331.

J. Kruczek, Z dziejow muzycznych Pandw i Ksigzqt Pszczyriskich. Od Promnitzéw do Hochber-

gow, Pszczyna 2009, s. 84-85.

Y H.E Nowaczyk, Chopin na traktach Wielkopolski Potudniowej, Kalisz 2006, s. 16; H. Gold-
berg, Music in Chopins Warsaw, Oxford 2008, s. 192.
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Wizytacje urzedowe — odwiedziny w $laskich garnizonach

Wiosng i latem 1813 roku, w okresie nasilenia dziatari koalicji antyfrancuskiej z lat
18121814, Radziwilt podrézowat w sprawach politycznych do wielu miejscowo-
$ci $laskich m.in. do Lubania (Lauban), Lwéwka Slqskiego (Léwenberg), Ztotoryi
(Goldberg) czy Srody Slaskiej (Neumarkt)?. Wyznawat wéwczas swojej zonie, ze te-
skni do domowego muzykowania i zapytywat matzonke, czy nadal $piewaja w domu
arie i czy corka Eliza otrzymata upragniony ,klawesyn™'. W czerwcu i lipcu tego
roku jego bazg stat si¢ Dzierzoniéw (Reichenbach)?. Stamtad wyjezdzat do kréla
do Ladka-Zdroju (Bad Landeck), wizytowat takze wojska w Grodkowie (Grottkau)
i Nysie (Neisse)*. Na trasie do kwatery gtéwnej we Wroclawiu zatrzymat si¢ tez po
raz kolejny w patacu w Zmigrodzie?*. Odwiedzit wéwczas réwniez Zabkowice Sla-
skie (Frankenstein), Klodzko (Glatz) i Kudowe-Zdréj (Bad Kudowa)®.

Pod koniec roku 1814 ksiaz¢ Radziwitt wyprawit si¢ na kongres wiedeniski,
gdzie pozostal do kwietnia 1815, przy okazji nawiazujac w stolicy cesarstwa ko-
lejne znajomosci artystyczne. Szybko stat si¢ cztonkiem honorowym Wiedenskie-
go Towarzystwa Muzycznego, bral takie udziat jako wspétautor muzyki i jeden
z wykonawcéw w wystawieniu sztuki teatralnej z udzialem wielu dystyngowanych
arystokratéw z rodzin panujacych oraz przebywajacych wéwczas na kongresie.
Nie miat Radziwill jednak wigkszego wptywu na podejmowane tam strategiczne
decyzje, gdyz byl wylacznie towarzyszem kréla pruskiego Fryderyka Wilhelma IIT
(1770-1840).

Po kongresie wiederiskim Antoniemu Radziwiltowi doszty kolejne obowiazki
wigzace si¢ ze zmiang miejsca zamieszkania. Wybrano go na namiestnika Wielkie-
go Ksiestwa Poznanskiego pod bertem kréla pruskiego — co wymagato od rodziny
przenosin do Poznania. W praktyce funkgja ta nie wiazata si¢ jednak z mozliwoscia
podejmowania jakichkolwiek decyzji. O wszelkich dziataniach informowano ksie-
cia post factum, co przyczynito si¢ do jego licznych zatargdw z krélewska admini-
stracjg. W Poznaniu Radziwill rozwinat salon artystyczny, a jego zona Luiza znana
byla i ceniona za wkiad w rozwéj edukacji i kultury wsréd polskich mieszkaficéw
miasta. Ksiaz¢ zaangazowat si¢ aktywnie w rozwéj miejscowego Towarzystwa Spie—
waczego, przygotowujac z chérzystami wykonanie m.in. wybranych scen z Fausta® .

20 AGAD, AWR, dz. X111, seria 13.1, sygn. 14, s. 102-111.

2L Thidem, s. 116.

22 Jhidem, s. 115-118, 123-131, 138—139.
2 Jhidem, s. 160.

2 Thidem, s. 132—135.

25 JThidem, s. 162.

% AGAD, AWR, dz. XIII, seria 13.1, sygn. 15, s. 121-202.
# . Durka, p. cit., s. 19.
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Modnie i dla zdrowia — Radziwifowie u §laskich wad

Artystyczne pasje ksigcia Radziwilta oddzialywaly takie na jego zong i dzieci,
a zwlaszcza corki. Sposréd nich talenty po ojcu odziedziczyla szczegélnie starsza
cérka — Eliza Radziwiltéwna, uzdolniona muzycznie (ceniona za pigkny glos) i pla-
stycznie. To wiasnie z jej sztambuchéw pochodza portrety rysunkowe Fryderyka
Chopina, nakreslone przypuszczalnie w latach 1826 i 1829%, czy przedstawienie
muzykéw ludowych z okolic potozonych nieopodal Przygodzic®. Eliza jednak byta
najwatlejszym z dzieci Radziwittéw (doda¢ nalezy, ze kilkoro dzieci zmarto w pierw-
szych latach zycia), zmagata si¢ m.in. z gruzlica. Z tego powodu niezb¢dng dla
utrzymania dobrej kondycji tradycja rodziny staly si¢ czgste pobyty w miejscowo-
$ciach uzdrowiskowych — gtéwnie Slaska i Czech. Okres zimowo-wiosenny Radzi-
wiltowie spedzali w swych miejskich rezydencjach w Berlinie lub w Poznaniu, a na
czas letnio-jesienny udawali si¢ gtéwnie na pobyty rekreacyjne w Sudetach.
Pierwsze udokumentowane wyjazdy lecznicze berliniskich Radziwittéw to poby-
ty w Ladku-Zdroju, ktéry jeszcze za czaséw panowania Fryderyka II Wielkiego stat
si¢ ulubionym uzdrowiskiem pruskiej rodziny krélewskiej. Rozbudowany staraniem
$laskiego ministra, barona Karla Georga von Hoyma, stopniowo przyciagal lokalng
arystokracj, stawiajaca tam whasne siedziby (np. rodziny Maltzanéw czy Bironéw)>.
Po raz pierwszy ksiaz¢ Radziwilt miat pojawic si¢ w zdroju juz w lipcu i sierpniu 1813
roku, kiedy to zjechata tam cata krélewska swita — dwezesny krdl Fryderyk Wilhelm III,
do ktérego w odwiedziny przybyt rosyjski car Aleksander I. Podziwiat wowczas ksiaze
Antoni uroki nie tylko samego zdroju, ale takze ogrodéw urzadzonych w pobliskich
Trzebieszowicach (Kunzendorf). Zachwalat zonie réwniez wspanialy zamek biskupi
w pobliskim Javorniku. Samo uzdrowisko Ladek-Zdréj okreslit jako duzo przyjem-
niejsze niz czeskie Teplice czy Karlsbad. Nie miat jednak wéwczas przypuszczalnie do-
godnego miejsca do rezydowania, dlatego kwaterowal w Dzierzoniowie®. W 1820
roku do Ladka-Zdroju przybyta tym razem sama ksi¢zna Luiza z dzie¢mi i relacjono-
wata swéj pobyt w listach do najstarszego syna Wilhelma oraz do tesciowej Heleny™.
Wiadomo, ze tym czasie ksigz¢ Antoni sfinansowat budowe nowego hotelu, nazywa-
nego powszechnie Hotel de Pologne, gdzie jego corka Eliza zatozyla biblioteke z polskim
ksiegozbiorem przeznaczong dla przebywajacych w kurorcie rodakéw™.

2 H.E Nowaczyk, Chopin w podrézy. Glosy do biografii, Warszawa 2013, s. 322-323.

» 7.]. Przerembski, Dudy. Instrument mato znany polskim ludoznawcom, Warszawa 2007, s. 58—60.
3 W. Cigzkowski, Lgdek Zdrdj, Wroctaw 2008.

31 AGAD, AWR, dz. XIII, seria 13.1, sygn. 14, s. 160-167.

32 AGAD, AWR, dz. X111, seria 13.1, sygn. 42, s. 4-23; ibidem, sygn. 19, s. 374-387, 942-945.
W dotychczas przeanalizowanej korespondencji brak dowodéw na osobisty pobyt ksigcia
Antoniego Henryka Radziwitta w Ladku-Zdroju w 1820 roku.

Budynek znajdujacy si¢ przy dzisiejszej ulicy Orlej nr 2, obecnie pelni funkcje domu miesz-
kalnego.
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Kolejnym waznym §laskim rejonem uzdrowiskowym, do ktérego w poczatkach
XIX wieku zjezdzato na kuracjg sporo przedstawicieli polskiej arystokracji, byty dwa
zdroje w poblizu Watbrzycha — tzw. Stary Zdréj (Altwasser) oraz Szczawno-Zdré;
(Bad Salzbrunn). Przybycie w 1820 roku na kuracje ksi¢znej Luizy wraz z dzie¢mi
(synem Ferdynandem oraz dwiema cérkami — Eliza i Wanda) zostato odnotowane
w korespondencji Luizy do mgza oraz do najstarszego syna Wilhelma®'. Wizyta
Radziwittéw okazata si¢ wielka reklama dla zdroju. Niektdre opracowania podaja,
ze w tym samym czasie Antoni przebywat nieopodal na zamku w Ksiazu (Fiirsten-
stein). W wydarzeniu tym upatruje si¢ nieraz poczatkéw znajomosci ksiezniczki
Elizy z nast¢pca tronu pruskiego ksigciem Wilhelmem. Znajomos$¢ miata zostaé
zawarta na zamku Ksiaz, gdzie Hochbergowie (bedacy takze whascicielami Szczaw-
na-Zdroju) uzyczali gosciny osobom wysokiego urodzenia®. Pobyt Radziwittéw
w Ksiazu poprzedzila wizyta w innym $laskim uzdrowisku — Cieplicach (Warm-
brunn), podczas ktérej ksigzna z cérkami odwiedzity patac Schaffgotschéw?. Do
obu rezydencji rodzina powracata kilkakrotnie. W sierpniu 1822 roku Luiza przy-
byta z cérkami na kolejng kuracje do Szczawna-Zdroju, zwierzata si¢ jednak w li-
stach swemu najstarszemu synowi Wilhelmowi z planéw wydzierzawienia rezy-
dencji w okolicach Kowar (Schmiedeberg) ze wzgledu na panujacy tamze zdrowy
gérski klimat®”. Swéj pobyt w uzdrowisku i na zamku Ksiaz relacjonowata takze
szczegbtowo mezowi*®. Kolejne wizyty ksigznej w Ksigzu odnotowano w korespon-
dengji w latach 1823 i 1828%. Antoni Radziwit pojawit si¢ w Szczawnie-Zdroju
jeszcze w roku 1830, zachwalajac zbawienny wplyw tamtejszych wéd na zdrowie
jednego z jego synow™.

Ciszyca — karkonoska ostoja i miejsce tworcze

Ulubionym miejscem letnich pobytéw rodziny Radziwittéw od lat 20. XIX wieku
stala si¢ karkonoska Ciszyca (Ruhberg) potozona nieopodal Kowar. Zatozenie pa-
tacowo-parkowe powstato okoto roku 1790 z inicjatywy pruskiego ministra Slaska,

34 AGAD, AWR, dz. XI1I, seria 13.1, sygn. 19, s. 920-941; ibidem, sygn. 42, s. 89-104, 127-138.

3 S. Michalik, Cesarski romans w Ksigzu, [online:] heeps://www.ksiaz.eu/59/Warto_wiedziec/
Cesarski_romans_w_Ksiazu/ [17.03.2019].

36 Gistebuch der Reichsgrafen von Schaffgotsch in Bad Warmbrunn, rkps z lat 1818-1937, SLUB
Dresden, sygn. Msct.Dresd.App. 3147,s. 21 5.

% AGAD, AWR, dz. XIII, seria 13.1, sygn. 44, s. 137-149.

3 AGAD, AWR, dz. XIII, seria 13.1, sygn. 17, s. 152-192.

3 AGAD, AWR, dz. XIII, seria 13.1, sygn. 19.

. Kiepura, Podréze Polakéw do slgskich wéd mineralnych w XVIII i XIX wieku, praca magi-
sterska, Wydziat Historyczno-Filozoficzny UWr, Instytut Historyczny, Wroctaw 1979, mps,
s. 45, cyt. za: ]. Durka, op. cit., s. 16.


https://www.ksiaz.eu/59/Warto_wiedziec/Cesarski_romans_w_Ksiazu/
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barona Karla Georga von Hoyma, wedlug projektu Carla Gottharda Langhansa.
Nastepnie majatek przechodzit w rece rodzin Maltzanéw i Bironéw, a w 1820 roku
wydzierzawit i dwa lata pézniej zakupit go ksigz¢ Antoni Henryk Radziwitt*. Tam
cztonkowie rodziny z pewnoscia rozwijali swoje zamitowania artystyczne, spedzali
czas na konwersacji czy lekturze. Rodzinne spotkania w salonie w Ciszycy Eliza
Radziwiltéwna upamigtniata na swych rysunkach®. Prowadzono ozywione zycie
towarzyskie, zwlaszcza ze utrzymywano kontakty z pobliskimi rezydencjami two-
rzacymi dzisiejsza Doling Patacéw i Ogrodéw — szczegdlnie z rezydencjami naleza-
cymi do pruskiej rodziny krélewskiej w Karpnikach (Fischbach) i Mystakowicach
(Erdmannsdorf) oraz posiadtoscia rodziny von Redenéw w Bukowcu (Buchwald).
Radziwittowie wyjezdzali do Ciszycy regularnie od sierpnia 1822 roku, a szczegéty
pobytu w kolejnych latach odnajdujemy w familijnej korespondencji — zwlaszcza
ksigznej Luizy do meza i syna Wilhelma. Z listéw wiadomo, ze przybywajacym
do patacu gosciom organizowano rozmaite atrakcje, podrézowano nie tylko do
wspomnianych wcze$niej patacéw, lecz takze do Cieplic, na zamek Chojnik czy na
Sniezke (Schneekoppe). Wzajemne wizyty pomiedzy rezydencjami byly niezwykle
czgste, co sprzyjato zacie$nianiu wzajemnych stosunkéw®.

Wstepna analiza korespondencji przechowywanej w Warszawie nie pozwolita
do tej pory na wyszczeg6lnienie zagadnien zycia muzycznego w patacu w Ciszycy
(zob. ilustracje 4-5), co moze si¢ zmieni¢ po przeprowadzeniu doktadnej trans-
krypcji Zzrédet, utrudnionej zwlaszcza ze wzgledu na mato czytelny charakter pisma
ksi¢znej Luizy. Dzigki wezesniejszym analizom korespondencji Elizy Radziwittéw-
ny wspomnie¢ mozna jednak, ze doniostym wydarzeniem byta w 1824 roku wizyta
w Ciszycy kréla pruskiego Fryderyka Wilhelma IT1. Spiewano wéwczas m.in. piesni
do stéw Goethego, do ktérych na gitarze akompaniowat sam ksigze Antoni®.

Wstepne badania dotyczace spuscizny kompozytorskiej ksigcia Antoniego Ra-
dziwilla wskazuja, ze nie pozostawit on po sobie zbyt wielu dziel. Poza pomnikowa

“ A. Franke, Zamki, patace, dwory w Kotlinie Jeleniogérskiej. Przeglad, [w:] Dolina Zambkéw

i Ogrodéw. Kotlina Jeleniogdrska — wspdlne dziedzictwo, red. O. Czerner, A. Herzig, Berlin—

Jelenia Géra 2003, s. 343—344; R.M. Luczyniski, Rezydencje magnackie w Kotlinie Jeleniogdr-

skiej w XIX wieku, Wroctaw 2007, s. 82-83.

Znane s dwa rysunki Elizy Radziwiltéwny przedstawiajace spotkania rodzinne i towarzyskie w pa-

tacu w Ciszycy, pochodzace z 1822 i ok. 1830 roku, zob. B. Henning, Elisa Radziwill. Ein Leben in

Liebe und Leid, Berlin 1912, wkladka miedzy s. 42—43; D. von Gersdorf, op. cit., s. 276-277.

4 Korespondencja Luizy Radziwittowej do syna Wilhelma: AGAD, AWR, dz. XIII, seria
13.1, sygn. 44, 45, 46 (calos¢); korespondencja Luizy do m¢za Antoniego z lat 1823-1824:
AGAD, AWR, dz. XIII, seria 13.1, sygn. 17, s. 437-511, 520-540, 773-776, 783-850;
korespondencja Luizy do me¢za Antoniego z lat 1825-1828 i 1830: ibidem, sygn. 18, s. 148—
237, 242-319, 496-562, 831-870, 1033-1060; korespondencja Luizy do m¢za Antoniego
z 1832 r.: ibidem, sygn. 20, s. 402-519; zob. takze U. BoAczuk-Dawidziuk, Dziafalnosé kul-
turalna hrabiny Friederike von Reden (1774—1854), Wroctaw 2019.

“ D. von Gersdorf, ap. cit., s. 117.
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llustracja 4. Patac w Ciszycy koto Kowar — wizerunek odbity na papeterii z korespondencji
Luizy Radziwilt do syna Wilhelma. Reprodukeja oryginatu ze zbioréw Archiwum Gléwnego
Akt Dawnych w Warszawie, AWR, dz. XIII, seria 13.1, sygn. 20, s. 412.

llustracja 5. Rodzinny wieczér w patacu w Ciszycy na rysunku Elizy Radziwitt (ok. 1830).
Pierwszy od prawej ksiaze Antoni Henryk Radziwitl. Reprodukeja za: B. Henning, Elisa
Radziwill. Ein Leben in Liebe und Leid, Berlin 1912, wkiadka migdzy s. 42-43.
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opera Faust trzon twérczosci stanowig piesni o charakterze salonowym (wraz z kil-
koma duetami), tworzone gtéwnie w jezyku francuskim i niemieckim z towarzysze-
niem fortepianu lub na bliski ksigciu zestaw instrumentéw — gitare i wiolonczelg,
ktorej parti¢ z powodzeniem sam realizowal®. Dalsze etapy badari repertuarowych
by¢ moze pozwola stwierdzi¢, jakie kompozycje powstaty podczas wizyt ksiecia na
Slasku. W literaturze funkcjonuje bowiem powszechne przekonanie, ze to wiasnie
podczas letnich pobytéw w posiadtosci Ciszyca stopniowo powstawaly kolejne sce-
ny do Fausta. Pomyst umuzycznienia dramatu Goethego narodzit si¢ okoto 1808
roku, kiedy to poeta oglosit drukiem fragmenty swego dzieta®. Projekt muzyki do
Fausta wszedt w fazg realizacji okoto roku 1814, gdy ksiaz¢ osobiscie udat si¢ do
Weimaru, co poswiadcza korespondencja Goethego, w ktérej przekazat on ksieciu
dwie nowe sceny uzupelniajace istniejace juz dzieto”. W 1819 roku odbylo si¢
prawykonanie muzyki do Fausta w Berlinie (patac Monbijou) z udzialem tamtej-
szej Singakademie — ktérej ksiaze byt czynnym cztonkiem — pod kierunkiem Carla
Friedricha Zeltera. Radziwilt zastrzegt réwniez, aby przez kolejnych 50 lat wylacz-
nie ta instytucja mogta wykonywa¢ jego utwér®®. Do korica zycia pracowal, praw-
dopodobnie gtéwnie w Ciszycy, nad zadowalajaca go, finalng wersja. Kompletne,
ukoriczone i wydane juz po $mierci ksiecia dzieto ogtoszono drukiem i wykonano
w Berlinie 26 pazdziernika 1835 roku w siedzibie Singakademie. Niedtugo pézniej
pamie¢¢ kompozytora uczczono we Wroctawiu podezas jednej z Akademii Muzycz-
nych organizowanych przez zarzad Teatru Miejskiego, wykonujac 27 kwietnia 1836
roku muzyke do Fausta®. Utwér ten stal sic popularny w stolicy Slaska gtéwnie
za sprawg miejscowej Singakademie. Ceniacy twérczo$¢ Radziwitta Johann Theo-
dor Mosewius wykonat to dzielo ze swym zespotem po raz pierwszy 3 maja 1845
roku, a fragmenty méwione recytowal uznany wéwczas poeta Carl von Holtei.

ieka: rzyktad piesni solowej z towarzyszeniem gitary i wiolonczeli stanowi Spinnerlied,
% Ciekawy przyktad p lowej y gitary | i st S lied,

bedaca interesujacym preludium do popularnej piesni Stanistawa Moniuszki Przgsniczka.
Zachowuje ona tradycyjny dla tematyki piesni przy kotowrotku motoryczny ruch w linii
basowej akompaniamentu, realizowany w tym wypadku przez wiolonczele; zob. Lieder mit
Begleitung der Guitarre und des Violoncells in Musik gesetzt vom Fiirsten A. R...[adziwi]l.,
Breitkopf und Hirtel, Leipzig [b.d.], egzemplarz ze zbioréw Gesellschaft der Musikfreunde
w Wiedniu. Autorka dzickuje prof. dr. hab. Remigiuszowi Po$piechowi za umozliwienie sko-
rzystania ze Zrédta.

4 A Galos, A. Nowak-Romanowicz, op. cit., s. 158.

7 AGAD, AWR, dz. XIII, seria 13.9, sygn. T16/24 (calo$¢).

4 W dotychczasowej literaturze istnieje sporo rozbieznosci co do daty rozpoczecia prac nad mu-

zyka do Fausta (migdzy 1812 a 1814) oraz daty pierwszego wykonania w berlifiskim patacu

Monbijou (1819-1820). Kwestia ta wymaga dalszych szczegétowych badan Zrédtowych.

M. Zduniak, op. ciz., s. 43—44. Urtw6r Radziwitla, ktéry nastgpnie wykonano wielokrotnie

we Wroclawiu na przestrzeni XIX wieku, zdaniem krytyka lokalnego periodyku ,Breslau-

er Theater-Zeitung” H. Michaelsona nie znalazl nalezytego oddzwicku, gdyz [dzieto to —

49

uzup. A.D.] ,przewyzszato mozliwosci percepcyjne przecigtnego stuchacza” (ibidem, s. 44).
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Lokalna krytyka, doceniajaca warto$¢ kompozycji, doszukiwata si¢ w niej jednak
rozlicznych mankamentéw, co szczegdlnie podkreslano podczas kolejnego wyko-
nania zrealizowanego przez Singakademie dnia 24 marca 1855 roku. W kolejnych
latach dzieto to wracalo wielokrotnie na sceny wroctawskich teatréw, zwyczajowo
jednak byto faczone z muzyka Petera Lindpaintnera™. Twérczos¢ Radziwitta przy-
pomnial wroctawianom takze Emil Bohn, twérca stynnych Koncertéw Historycz-
nych. W ramach dwéch koncertéw z cyklu zatytutowanego Faust Goethego w muzy-
ce (29 lutego i 7 marca 1892) zabrzmiaty dwie sceny z muzyki ksigzecego autorstwa.
Bylo to zarazem ostatnie z okoto 30 wykonan tej kompozycji we Wroctawiu®.

Dalsze wnikliwe eksploracje zrédet — archiwaliéw, korespondencji, pamigtni-
kéw i prasy — pozwola z pewnoscia szczegbtowo scharakteryzowac $laskie epizody
z zycia ksi¢cia Radziwilta, a zwlaszcza wskazaé na powstale w tym regionie kompo-
zycje oraz udziat w ksztaltowaniu lokalnej kultury muzycznej. Duzo trudniejszym
zadaniem bedzie w miar¢ dokladna rekonstrukcja twérczoéci, w znacznej czgsci
ofiarowanej prywatnym osobom i przeznaczonej do uzytku prywatnego. Pozosta-
je ona rozproszona i na razie niemal nieobecna w miedzynarodowej bazie Zrédet
RISM lub czgsto sygnowana jest jako zbiér kompozycji anonimowych. Podsumo-
wujac wstepny etap badan nad Zyciem i tworczo$cia muzyczng ksigcia Antoniego
Henryka Radziwitta, mozna jednak zauwazy¢, ze Slask — gtéwnie Wroctaw i tereny
u stép Sudetdw, a zwlaszcza Karkonoszy — juz od korica XVIII wieku przyciagat
pruska arystokracje, w tym cztonkéw rodziny krélewskiej, wokdt kedrej zaczely
si¢ tworzy¢ wigksze kregi. Wchodzac w posiadanie patacu w karkonoskiej Ciszy-
cy, w obraz ten trwale wpisata si¢ niezwykle umuzykalniona rodzina Radziwittéw.
Trwajace badania historyczne nad dziatalno$cia poszczeg6lnych doméw $laskich
uzupelnia z pewnoscia ten obraz i pozwola na ukazanie szerszych kontekstéw kultu-
ry muzycznej regionu, szczegélnie w kwestii muzykowania dworskiego i mecenatu
muzycznego.
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Slaskie epizody z zycia i dziatalnosci
muzycznej ksiecia Antoniego Henryka Radziwitta
(1775—1833)

Streszczenie

Powszechnie znane dokonania artystyczne ksigcia Antoniego Henryka Radziwilta (1775-
1833), Wielkiego Namiestnika Ksiestwa Poznariskiego, patrona sztuki, kompozytora i muzyka
amatora, zwigzane s z jego kontaktami z Fryderykiem Chopinem i pobytami genialnego ar-
tysty w ksiazecej posiadlosci w Antoninie z jednej strony, z drugiej za$ z tworzona przez wiele
lat muzyka do Fausta Johanna Wolfganga von Goethego, popularng na scenach niemieckich az
do poczatkéw XX wieku. Z licznych portretéw biograficznych ksiecia wytania si¢ obraz utalen-
towanego $piewaka, instrumentalisty i kompozytora, ktérego talent chwalit nie tylko Chopin,
a swe dziela muzyczne ofiarowali mu najwigksi tworcy epoki z Ludwigiem van Beethovenem
i Felixem Mendelssohnem-Bartholdym na czele. W swoich posiadiosciach w Berlinie i w Po-
znaniu ksigze Radziwitl prowadzit otwarte salony artystyczne, podczas ktérych organizowano
koncerty kameralne. Tradycj¢ wieczoréw muzycznych przeniesiono takze do jego letnich re-
zydengji. Obok wspomnianego Antonina wazne miejsce w zyciu rodziny ksiazecej stanowita
$laska Ciszyca (Ruhberg) niedaleko Kowar, gdzie w patacu kwitlo intensywne zycie muzyczne,
a ksiagz¢ oddawat si¢ pracy twérczej. Analiza korespondencji, pamictnikéw, prasy i prac biogra-
ficznych pozwala takze na wskazanie innych slaskich epizodéw z zycia tego artysty, dotyczacych
zaréwno kontaktéw miedzy rodzinami arystokratycznymi, jak i pobytéw w miastach i miejsco-
wosciach uzdrowiskowych regionu czy nawiazywania wspétpracy z lokalnymi muzykami. Arty-
kut przyczynia si¢ niniejszym do poglebienia bada nad zyciem i twdrczoscia ksigcia Antoniego
Henryka Radziwitta, uzupetniajac jego biografie o watki zwiazane ze Slaskiem.


https://www.ksiaz.eu/59/Warto_wiedziec/Cesarski_romans_w_Ksiazu/
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Silesian Episodes from the Life and Musical Activity
of Prince Antoni Henryk Radziwitt (1775—1833)

Summary

Prince Antoni Henryk Radziwilt (1775-1833), Duke-Governor of the Grand Duchy
of Poznari, patron of art, composer and amateur musician, is well-known for his artistic
achievements, which were connected, on the one hand, with his contacts with Fryderyk
Chopin, who stayed at the Prince’s estate in Antonin, and on the other hand — with his
music to Faust by Johann Wolfgang von Goethe, which took him many years to compose
and which remained popular on German stages until the beginning of the 20th century.
Numerous biographical portraits of the Prince show a talented singer, instrumentalist and
composer whose talent was praised not only by Chopin and to whom the greatest com-
posers of that time, including Ludwig van Beethoven and Felix Mendelssohn Bartholdy,
dedicated their works. Ac his estates in Berlin and Poznar, Prince Radziwilt ran open artis-
tic salons during which chamber music concerts were organised. The tradition of musical
evenings was also adopted at his summer residences. Apart from the above-mentioned An-
tonin, also Ciszyca (Ruhberg) near Kowary in Silesia played an important role in the life
of the Prince’s family, as this was where rich musical life flourished in the palace and where
the Prince devoted himself to artistic work. An analysis of correspondence, memoirs, press
articles and biographical works also points to other Silesian episodes in this artist’s life,
connected with contacts between aristocratic families, visits to cities and health-resorts in
the region, and cooperation with local musicians. The paper aims to broaden the research
on the life and works of Prince Antoni Henryk Radziwitt by supplementing his biography
with elements related to Silesia.

AGNIESZKA DROZDZEWSKA

Doktor, w latach 1999-2004 odbyta studia w zakresie teorii muzyki w Akademii Muzycz-
nej im. Karola Lipiriskiego we Wroctawiu. W 2010 roku obronita na Uniwersytecie Wro-
clawskim prace doktorska Zycie muzyczne na Uniwersytecie Wroctawskim w XIX i I polowie
XX wieku. Edukacja muzyczna. Dziatalnos¢ nauwkowa. Ruch koncertowy, wydang w 2012
roku w serii ,,Musicologica Wratislaviensia”. Za t¢ ksiazke otrzymata dwie prestizowe nagro-
dy — ,Leopoldina 2012” przyznawang przez Polsko-Niemieckie Towarzystwo Uniwersytetu
Wroctawskiego oraz Nagrod¢ im. Ks. Prof. Hieronima Feichta 2012 przyznawang przez
Sekcje Muzykologéw ZKP. W 2017 roku opublikowata monografi¢ Kultura muzyczna Ole-
sSnicy w XIX i I pot. XX wieku, a w 2018 r. monografic Muzykalia dawnej biblioteki zamkowej
w Olesnicy. Katalog zachowanych zbioréw w ramach programu NPRH. Od 2010 roku za-
trudniona na stanowisku adiunkta w Instytucie Muzykologii Uniwersytetu Wroclawskiego,
gdzie od 2016 roku pelni funkcje Zastepcy Dyrektora ds. dydakeycznych, badania nauko-
we prowadzi w ramach Zakladu Muzykologii Historycznej. Brata udzial w migdzynaro-
dowych i ogélnopolskich konferencjach naukowych (Wroctaw, Krakéw, Poznan, Praga,
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Opole-Nysa, Czgstochowa—Jasna Géra i in.). Publikuje artykuly w periodykach facho-
wych, ksiegach konferencyjnych i zeszytach naukowych. Uczestniczyta w polsko-czeskim
programie badawczym Kultura muzyczna Slgska do 1741 roku z perspektywy polskiej i czeskiej
(realizowanym w latach 2010-2012), organizowanym przez Instytut Sztuki PAN, Katedre
Muzykologii Uniwersytetu Wroctawskiego oraz Ustav hudebni védy (Univerzita Karlova
v Praze). Swoje zainteresowania naukowe koncentruje gtéwnie wokét zycia muzycznego
na Slgsku w zakresie: edukacji muzycznej i muzykologii, zycia koncertowego i teatralne-
go, budownictwa organéw oraz lokalnej twdrczosci, ktdra prezentuje zaréwno od strony
naukowej, jak i artystycznej (jako $piewaczka dokonata m.in. prawykonan kompozydji Jo-
hanna Martina Prandla, Johanna Georga Clementa, o. Amanda Ivancéicia i Jézefa Elsnera,
zarejestrowanych na plytach CD). Wspétpracuje z centrala RISM we Frankfurcie nad Me-
nem w zakresie prac dotyczacych kolekcji muzycznych ze Slaska przechowywanych w Opo-
lu i w Dreznie oraz z Paristwowym Wydawnictwem Muzycznym. Obecnie przygotowuje
rozprawe habilitacyjna poswiecona muzyce w teatrach na Slasku w XVIII i I potowie XIX
wieku. W roku 2010 za prace artystyczna i organizacyjng zostata wyrézniona Medalem
Uniwersytetu Wroctawskiego.

Doctor, in the years 1999-2004 she studied music theory at the Karol Lipiriski Academy
of Music in Wroctaw. In 2010 at the University of Wroctaw she defended her PhD disser-
tation entitled Zycie muzyczne na Uniwersytecie Wroctawskim w XIX i I potowie XX wieku.
Edukacja muzyczna. Dziatalnosé naukowa. Ruch koncerrowy [Musical life at Wroctaw Uni-
versity in the 19th and the first half of the 20th century. Music education. Research. Con-
cert life], which was published in 2012 in the series Musicologica Wratislaviensia. The book
was awarded two prestigious prizes: ‘Leopoldina 2012’ granted by the Polish-German So-
ciety of Wroctaw University and the Rev. Prof. Hieronim Feicht 2012 award granted by the
Musicology Section of the Polish Composers’ Union. In 2017 she published a monograph
entitled Kultura mugyczna Olesnicy w XIX i I pot. XX wieku [Musical culture in Olesnica in
the 19th and the first half of the 20th century], and in 2018 another one entitled Muzykalia
dawnej biblioteki zamkowej w Olesnicy. Katalog zachowanych zbioréw [Musical sources of the
former castle library in Olesnica. A collection catalogue], written as part of the National
Programme for the Development of Humanities. Since 2010 she has been employed as
an assistant professor at the Institute of Musicology of the University of Wroclaw, where
since 2016 she has also held the post of Deputy Director for Teaching. She conducts her
research at the Department of Historical Musicology. She participated in Polish and inter-
national conferences (Wroctaw, Cracow, Poznan, Prague, Opole—Nysa, Czg¢stochowa—]a-
sna Gora, etc.) and published articles in specialist periodicals, conference proceedings and
research journals. She participated in the Polish-Czech research project Kultura muzyczna
Slgska do 1741 roku z perspektywy polskiej i czeskiej [Musical culture of Silesia until 1741
from a Polish and Czech perspective] (conducted in the years 2010-2012), organised by
the Institute of Art of the Polish Academy of Sciences, the Chair of Musicology of the Uni-
versity of Wroctaw and Ustav hudebn{ védy (Charles University in Prague). Her research
interests concentrate on musical life in Silesia with special focus on music education and
musicology, concert and theatre life, organ building and the output of local composers,
which she presents from a scholarly and artistic perspective (as a singer, she premiered,
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among others, compositions by Johann Martin Prandel, Johann Georg Clement, Fr Amand
Ivanci¢ and Jézef Elsner, which were also recorded on CDs). She cooperates with the head
office of Répertoire International des Sources Musicales in Frankfurt am Main, working
on musical collections from Silesia kept in Opole and Dresden, and with the Polish Mu-
sic Publishing House. Currently, she is working on her habilitation dissertation devoted
to music and theatres in Silesia in the 18th and the first half of the 19th century. In 2010
she was awarded the Medal of Wroctaw University for her artistic and organisation work.
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The Court Capelle at Pszczyna (Pless, PleR)
in Silesia: the History and an Introduction to
the Reconstruction of the Musical Repertoire

Although you can learn about the music at the castle in Pszczyna (Pless, Plef}) from
the sources dating back to the 17th century, the richest period of musical life there
began only in the second half of the 18th century. The history of Pszczyna castle
is related to the activity of the magnate family of Promnitz, the princely family
of Anhalt-Kothen from Saxony, and the princely family of Hochberg from Ksiaz
(Fiirstenstein). The state of research on musical life at the court in Pszczyna seems
to be quite modest — apart from the works taking into account the episode related
to Georg Philipp Telemann, the publications of the art historian Jan Kruczek from
the Castle Museum in Pszczyna deserve special attention.! As he pointed out in
one of his last publications, Karol Musiol, a well-known researcher of the musical
culture of Silesia, helped him in the initial research into the musical archives in the
late 1970s. Kruczek also stipulates that his work on these sources was made ‘from
the position of a historian, not a musicologist, and it is devoted to court music and
its importance in the lives of the owners of Pszczyna lands.” His research includes
archives that allow to find out many names of musicians, their biographical data, as
well as musical inventories. Unfortunately, the sources containing the records of the
compositions themselves have not survived, but the preserved musical inventories

U J. Kruczek, Z dziejow muzycznych Pandw i Ksigzqt Pszczyriskich. Od Promnitzéw do Hochber-
géw [From the musical history of the Lords and Dukes of Pszczyna. From the Promnitzs to
the Hochbergs], Pszczyna 2009 (further literature there).

2 [bidem, p. 4.
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make it possible to get to know the repertoire of the music ensemble from Pszczy-
na. The subject of this article is primarily the content of one of the musical inven-
tories (containing music incipits) from 1823. The analysis of the contents of this
inventory has not been the subject of research by Jan Kruczek or musicologists so
far, therefore an interesting perspective opens, involving the initial identification of
selected compositions, verification of attribution, as well as paying attention to the
music parts performers mentioned in the inventory, which gives the opportunity
to obtain previously unknown information from the sources that are almost absent
in musicology. In order to understand the significance of the activity of the court
music ensemble in Pszczyna and the facts that affect its functioning and the selec-
tion of the musical repertoire, it is necessary to pay attention to some of the most
important moments in the history of the Free State of Pszczyna.

Pszczyna and Zary in the hand of one sovereign?

From the history of the Promnitz fideicommissum

Thanks to the efforts of Wroctaw bishop, Balthasar von Promnitz (1488-1562),
the properties acquired by him in 1548 and 1558 became the basis for the crea-
tion of a land ordinance three years later. Fideicommissum consisted of the Pszczy-
na estates in Upper Silesia, i.e. the city of Pszczyna with the castle, the towns of
Mikotéw, Bierun, and 49 villages, and the Zary-Trzebiel (Sorau-Triebel) estates
in Lower Lusatia.> Both Pszczyna and Zary had the status of the Free States (Freie
Standesherrschaft) in the 16th century, which was associated with special privi-
leges. There was a possibility of creating, among others, their own administrative
system, having direct and indirect jurisdiction, as well as supervision of education,
and the estate owners were subject only to the emperor. Importantly, they also had
the right to patronise the church on their lands, which the Bishop of Wroctaw, as
a supporter of the Reformation, took advantage of, as it was also allowed by the
cuius regio eius religio privilege resulting from the peace concluded on 25 September
1555 in Augsburg. The status of the so-called Free State Lords was almost equal
to the princely, thus the decisions of Bishop Promnitz contributed to the develop-
ment of Protestantism in Pszczyna and Zary.* The idea of the indivisibility of prop-
erty and its inheritance by successive members of the Promnitz family persisted
for over 200 years. The properties of Pszczyna and Zary were in the hands of the

3 See: . Polak, Poczet Pandw i Ksigzqt Pszczyriskich [A series of Lords and Princes of Pszczynal,
Vol. 1, Pszczyna 2007, pp. 36-128; J. Kruczek, op. ciz., p. 7.

* With the exception of the were state votes in the Seym, where the owners of the status maiores
had only one vote in total, while the princes had each separate voting rights.
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Promnitz family, but Pszczyna and Zary had separate administrators. However, it
was changed by the premature death of Seyfrid II Promnitz the Younger in 1650,
after which Pszczyna was taken over by his cousin Siegmund Seyfrid, who already
owned the family estate in Zary in Lower Lusatia.” At that time, Pszczyna lost its
independence and its rank decreased over time to a secondary, summer residence
managed by regents and starosts, used during hunting visits, usually twice a year.®
An important change, however, was the fact that the successors of Siegmund Sey-
frid inherited not only the property in Zary and Trzebiel, but also the property
related to the Free State of Pszczyna.

After the death of Siegmund Seyfrid in 1654, his immediate successor was his
eldest son, Erdmann I Leopold von Promnitz (1631-1664), who in the history
of music is known as the patron of music and the employer of Caspar Wolfgang
Printz (1641-1717). In research on the musical culture of Silesia, especially in the
18th century, attention has been paid to the castle in Pszczyna many times as one
of the travel destinations visited by Georg Philipp Telemann, who in 1705-1708
was the director of the court music ensemble in Zary, during the times of Count
Erdmann II Promnitz (1683-1745).” Taking over Zary court in 1703, he also is-
sued organisational instructions for the administration of the castle in Pszczyna in
1704,% but it was Zary that was to be a place to represent his court ambitions. The
experience gained from travelling around the largest European courts, including
those of Louis XIV in Versailles, the Habsburgs in Vienna, or the Saxon elector and

> It is worth paying attention to the fact that from about 1630 a music ensemble was main-
tained at the court in Zary, which was led by Mathias Kelz from 1635 (most likely he had
already had a collection published in 1623, see: RISM ID no.: 00000990033204), and he
came to Silesia from Stargard in Pomerania (Stargard in Pommern). Interestingly, the pre-
served archival references to the court in Pszczyna indicate that as early as 1629 court games
with the participation of a music ensemble were held there. It is difficult to say, however,
whether they were musicians from the court in Zary at that time (thus indicating that the
music ensemble had operated in Zary earlier than in 1635), or whether they were local
musicians hired occasionally. In this respect, further archival research is necessary. See: State

Archive in Katowice, Pszczyna Branch (further as: SA Pszczyna), call number V-5, p. 17;

J. Kruczek, ‘Architekeura i wyposazenie zamku pszezyniskiego w XVII i na poczatku XVIII

wieku’ [Architecture and furnishings of the Pszczyna castle in the 17th and early 18th cen-

turies], [in:] Materialy Muzeum Zamkowego w Pszczynie [Materials of the Castle Museum in

Pszczynal, Vol. 2, ed. by J. Ziembiriski, Pszczyna 1983, pp. 7-34; ]. Polak, op. cit., p. 103;

J. Kruczek, Z dziejow muzycznych..., pp. 8-10.

J. Kruczek, Z dziz’]'o'w muzycznych. .., p. 10.

7 See: ]J. Mattheson, Grundlage einer Ebren-Pforte, Hamburg 1740, [reprint:] ed. by M. Schnei-
der, Berlin 1910, pp. 359-361; K.P. Koch, ‘Georg Philipp Telemann als Hofkapellmeister
in Sorau, [in:] Hereditas Culturalis Soraviensis. Beitrige zur Geschichte der Stadt Sorau und
zu ihrer Kultur, ed. by E. Bialek, L. Bieniasz, Dresden 2010, pp. 113-128 (further literature
there).

8 J. Kruczek, Z dziejow muzycznych..., p. 15; See also footnote 26.
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the Polish king Augustus II the Strong in Dresden, became the basis for organising
ceremonials and court etiquette, and his own music ensemble as well. At the cas-
tle in Pszczyna there was still no separate music ensemble, at best local musicians
were employed for special occasions. Johann Erdmann (1719-1785), the last of the
Promnitz family, who managed the property in Zary and Pszczyna, took a similar
position in 1745. However, due to the increasingly serious tendencies to introduce
pietistic ideas at the Promnitz court,” the activity of the music ensemble, which
was a symbol of lavish life, was gradually limited and its number of musicians was
reduced. Ultimately, Johann Erdmann Promnitz made a much more radical deci-
sion and on 27 April 1765 he chose to hand over the Free State of Pszczyna to his
nephew, Frederick Erdmann (1731-1797) from the princely family of Anhalts in
Kothen, at the same time giving rise to a new history of Pszczyna, including, as it
later turned out, especially the development of musical life in the local castle.

Pszczynain the Anhalts’ Times

The activity of the Anhalt family in Pszczyna lasted almost 80 years (1767-1846).'°
During this period, music became one of the most important elements in the court
functioning. This is confirmed by the establishment of a music ensemble as early
as in 1767, to which the prince obliged Johann Mosmayer — a musician brought
from Wroctaw, later concertmaster.!" Initially, the music ensemble consisted of four

% J. Polak, “Pierwszy Fundator” Kosciota Jezusowego. Erdmann II von Promnitz (1683-1745)’
[The ,First Founder” of the Church of Jesus. Erdmann II von Promnitz (1683—1745)], Pa-
migtnik Cieszyriski 2016, No. 21, pp. 39-66.

However, it was not the first time that members of the Anhalts’ family (Askan lineage) came
into possession of properties in Silesia, which were also important in the context of musi-
cal life in this region. For example, one can mention the Piast Prince of Legnica and Brzeg,
Joachim Friedrich (1550-1602) and his wife Anna Maria (1561-1605), whose son Georg
Rudolf of Legnica (1595-1653) was a famous music lover and composer. On the other hand,
in the years 1672-1675, Duchess Luisa von Anhalt-Dessau (1631-1680) served as regent
in the Duchy of Legnica, Brzeg and Woléw on behalf of her son, Prince Georg IV Wilhelm
(1660—1675). At a similar time, one of the valued artists of the music ensemble maintained
by the Silesian Piasts was the lutenist Esaias Reusner the Younger (1636-1679), who dedi-
cated his first collection for a solo lute to Prince Christian of the Piasts and his wife Lud-
wika (Louyse). See: E. Reusner the Younger, Delitiae testudinis, [...] Dem Durchlauchtigen/
Hoch-Gebornen Fiirsten / und Herrn/ / Herrn Christian/ Herzogen in Schlesien/ zur Liegnitz/
Brieg und Wohlaw. / Meinem Gnadigen Fiirsten und Herrn [...] Frauen LOUYSE, Herzogin in
Schlesien/ zur Liegnitz/ Brieg und Wohlau/ Geborne / Fiirstin zu Anbalt! Griifin zu Ascanien
/ Frauen zu / Zerbst und Beerenburg. / Meiner Gnidigen Fiirstin und Frauen [...], Brieg 1667
(a copy in Die Sichsische Landesbibliothek — Staats- und Universititsbibliothek Dresden)
[bold made by G.]J.].

1t SA Pszczyna, call number IV-106, pp. 57, 978; J. Kruczek, Z dziejow muzycznych..., p. 23.
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musicians.'”? With time, more and more musicians received a permanent job, and
in 1788 it was a six-person ensemble. The spouse of the Prince, Luise Ferdinande
of Anhalt-Kéthen-Plef§ (1744-1784), who took piano lessons from the court mu-
sicians Mosmayer and Wszetynski, also had an important place in the musical life
at the castle in Pszczyna, which she carefully noted in her diary."® Their children,
Friedrich Ferdinand, Christian Friedrich, Heinrich, Ludwig and Anna Emilia, were
also brought up with love for music. In 1788, the position of concertmaster was
taken over by Wszetyniski, who over time expanded the music ensemble to eight
musicians. In 1797 they were: Albrecht (?) Bramer, Georg Bramer, Adam Fuchs,
Johann Jakob Kania, Meistersky, Martin Michalik, Karl Schwantzer and Franz Um-
lauf.** The turning point in the history of the castle in Pszczyna was the death of
Prince Friedrich Erdmann on 12 December 1797.

The new owner was his eldest son, Prince Friedrich Ferdinand (1769-1830),
who did not neglect his musical life. He expanded the theatrical life, and a work-
place for the conductor was created with this in mind. On 1 June 1804, it was giv-
en to Wilhelm Renner, who came to Pszczyna from the court of Wroclaw bishops
on Janska Géra (Johannisberg) in Javornik.” In 1803, Prince Friedrich Ferdinand
ordered the transformation of the riding school building into a theatre, the so-
called Neue Komodienhaus. In the years 1807-1812, however, the activity of the
theatre was suspended due to local problems with the townspeople, but in 1811
the nearby Ludwikéwka manor house was opened for carnival balls, and on January

16

13 a group of 11 musicians played there.'® With the resumption of theatrical per-

formances, the position of the musical director of the music ensemble was created,
which on 1 March 1812 was given to Joseph Wilhelm Klingohr. Unfortunately, he
died less than two years later (15 January 1814). Perhaps Wszetyniski took his place,
although there is no certainty about it."” The period of the most lavish functioning
of the court at the castle in Pszczyna with the accompaniment of music dates from
20 May 1816 — when the widowed Prince Friedrich Ferdinand remarried, taking

12 . Kruczek, Z dziejow mugycznych..., p. 24. Interestingly, instruments, incl. the cello, were
repaired by the Wroctaw luthier, Sebastian Rauch, known also as a lute maker. See: W.L. Frh.
von Liitgendorff, Die Geigen- und Lautenmacher vom Mitterlalter bis zur Gegenwart, Vol. 2,
Frankfurt am Main 1922, pp. 403-404; J. Kruczek, Z dziejow muzycznych.. ., pp. 39-40.

J. Kruczek, Z dziejow mugycznych.. ., p. 28.

Y [bidem, p. 27.

15 See: SA Pszczyna, call number I11-30, pp. 283-286; L. Kacic, ‘Andreas Renner — Singer und
Komponist Schwiegervater von Carl Ditters von Dittersdorf’, [in:] Musikkultur in Schlesi-
en zur Zeit von Telemann und Dittersdorf. Berichte der musikwissenschaftlichen Konferenz in
PszczynalPless und Opava/ Troppan 1993, ed. by W. Bein, P. Koukal, W. Hobohm, C. Lange,
H. Unverricht, Magdeburg 2001, pp. 181-187; J. Kruczek, Z dziejow muzycznych..., p. 30.
J. Kruczek, Z dziejow muzycznych.. ., p. 32.

17 Ibidem, p. 33.

13

16
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Countess Julie of Brandenburg (1793-1848) as his new wife — until 16 December
1818, when Prince Ludwig Anhalt died. Friedrich Ferdinand then had to leave
Pszczyna and move to his hometown of Kéthen to wield power there.'®

In this situation, the owner of Pszczyna was his brother, Prince Heinrich Anhalt
(1774-1847), but although he also valued musical activity, he did not develop it
in the same way as his older brother or father. In 1819, the music ensemble con-
sisted of four professional musicians, and from 1823 Johann Jakob Kania became
its musical director, who also dealt with the inventory of musical items and musi-
cal instruments. Prince Heinrich did not stay long in Pszczyna, because his older
brother, Prince Friedrich Ferdinand, died on 23 August 23 1830, and therefore he
was forced to leave Pszczyna and go to Kothen.

At that time, Pszczyna was taken care of by the youngest of the siblings, Prince
Ludwig Anhalt (1783-1841), who was not only a music lover, but also played the
piano and guitar excellently, as well as danced brilliantly."” The census from 1833
shows that the music ensemble consisted of 810 musicians at that time, sometimes
it was expanded to 15-18 to include municipality musicians, most often with music
at balls in mind. After all, the period of his rule was not very long, because he died on
5 November 1841, so that Pszczyna estate returned to Prince Heinrich, who, howev-
er, remained in Kothen, but maintained a music ensemble in Pszczyna. At that time,
it included Kania, Leinigen and Johann Zielinka, as well as three non-permanent
musicians.”” The Anhalts’ period in Pszczyna ends with the takeover of the baroque
castle in 1847 by Prince Hans Heinrich X of Hochberg, the son of Princess Anna
Emilia Anhalt and Count Hans Heinrich VI of Hochberg of Ksiaz.

Music ensemble at the castle in Pszczyna:

sources for musicological research

The sources transmitting the records of musical works have not survived, and in this
sense, the situation is inconvenient to a scholar as research on a music ensemble oper-
ating in the castle in Pszczyna must be limited to non-musical sources. These include
archives of family and state events, diaries, accounting books and instructions, person-
al files, lists of residents, and record books.?! Fortunately, musical inventories have also
been preserved in the collection of the State Archives in Katowice, Branch in Pszczyna.
They include, among others, an inventory from 30 June 1856 containing the lists of

8 [bidem, pp. 34-35.
Y Tbidem, p. 37.
20 Jbidem, pp. 37-38.
2 Jbidem, p. 98.
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musical instruments in Pszczyna for the years 1841 and 1856.% The state of 5 Novem-
ber 1841 shows:* 6 clarinets in Bb, C, and D; 14 flutes, including D and G flutes,
as well as tin whistles (penny whistles, flageolets), piccolos, pipes; 5 oboes; 6 horns,
including 2 signal horns, 2 post horns; 12 trumpets, including 2 clarino, 2 long, 4 old
trumpets, 1 slide, 1 Klapptrompete, 2 chromatic; 17 instruments for Turkish music,
including cymbals (Italian: piazti), bass drum, snare drums, tambourine, clash cymbal
(Italian: cinelle), big and small crescent, triangle; 4 violins, 4 cellos, 2 violas and 3 violo-
nes; 4 bassoons; 3 serpents; 2 pairs of large timpani, and from ‘the Other’ section: 2 old
English horns, 1 violin case, 2 cello cases, 1 keyboard instrument, 17 individual music
stands. This makes a total of an impressive 87 musical instruments and accessories. The
1856 state indicates only one instrument less than the list from 1841.

Another inventory is the list of musical items from 1830, the time when Pszczy-
na estate was administered by Prince Ludwig Anhalt: Original Verzeichnifs, | Der
von Sr: Durchlauchst des Fiirsten Ludwig | zur Musikkammer gegeben an Musicalien.
| angefertigt durch | J. Kania” ** The title indicates that the list concerns the notes
found at Prince Ludwig’s place, probably in the Ludwikéwka manor house. It was

written by the court musician Johann Kania. The inventory is divided into seven
columns, the first of which contains the ordinal number (‘N0o’), and the following
ones: the name of the composer (Autor’), the genre of the work (‘Benennung des
Stiicks’), the key (“Tonart’), the distinction between prints (‘gestochen’) and man-
uscripts (‘geschrieber’), the kind of performers required for the parts (‘Besetzung)).
It contains 121 items indicating 650 compositions, manuscripts only. Another
42 works are written on the following pages, but referring to the year 1850.

The third inventory is the oldest one and it comes from the year 1823. Howev-
er, it is unique due to the included music incipits and the indication of instruments
for each composition, which enable the identification of the repertoire performed
and the verification of attribution.

Musical inventory of Johann Kania from 1823

It contains 230 entries of works sorted alphabetically, according to the names of the
composers, each with a music incipit. At the end of the inventory there is a ‘Regis-
ter’ with the names of the composers, and musical instruments are also listed directly
preceding the Register’ (see figure 1). The title page has a title that reads: Original |
Inventarium. | derer bei ... ] fiirstlichen Anbalt | Cithen Plessischen Hoff Capelle | befind-
lichen Musicalien und Instrumente | Schloss Pless | d: 19ten Aprill. | 1823 | angelegt und

22 SA Pszczyna, call number IV-335.
2 'The order of the listed instruments is based on the aforementioned list of musical inventory.
24 SA Pszczyna, call number IV-533.
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Figure 1. Original | Inventarium. | derer bei [...] fiirstlichen Anbalt | Céthen Plessischen Hoff
Capelle | befindlichen Musicalien und Instrumente | Schioss Pless | d: 19ten Aprill. | 1823
| angelegt und gefiibrt | von | Johann Kania. From the collection of the State Archives
in Katowice, Pszczyna Branch, call number IV-534.
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gefiibrt | von | Johann Kania” The name of Johann Kania undoubtedly refers to a mu-
sician from the Anhalt music ensemble, who is known, thanks to Kruczek’s archival
research, to have been not only a musician playing in the music ensemble on the oboe,
but also a bookbinder.”® He came from Por¢ba near Pszczyna. He was born on 14 June
1781 and died on 8 April 1858 in Pszczyna. His compositions mainly include a dance
repertoire (quadrilles, polkas, écossaise). From 1823 he managed the music ensemble,
replacing Wszetyniski in this position, and as part of his duties he also took care of
the inventory, hence the inventory in question was most likely created at that time.

This source contains the following description elements (see figure 2): the com-
poser’s name, music genre, number of the piece within the composer’s oeuvre (‘Nro’),
number of the piece within the genre (‘welche Werk’), key (“Tonart’), music incipit
(‘Thema der Werkes’), determination whether the source is a print or a manuscript
(‘ob es gestochen oder geschrieben’), the number of parts (Anzahl der Stimmen’),
kind of performers required for parts (‘fiir welche Instrumente’), and in the case of
operas it provides information on the number of acts of the work and roles. Thanks

Figure 2. Elements of description in Johann Kania’s musical inventory, an example of an entry
for the composition Parthia in C minor by Alois Friedrich von Briihl. From the collection of
the State Archives in Katowice, Pszczyna Branch, call number IV-534.

% SA Pszczyna, call number IV-534.
%6 Biographical information on Johann Jakob Kania, unless otherwise stated, comes from the
work of Jan Kruczek. See: J. Kruczek, Z dziejow muzycznych..., pp. 83-84.
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to the music incipits, it is possible to find compositions that were performed at the
castle in Pszczyna in the times of the Anhalts of Kothen. Among them, we can find
works from the 18th and 19th centuries, both by the most popular composers and
those of local range, or by the members of the music ensemble, including Bach
(Johann Sebastian, Johann Christian, Carl Philipp Emanuel), Wolfgang Amadeus
Mozart, Joseph Haydn, Ludwig van Beethoven, Carl Ditters von Dittersdorf, Vaclav
Pichl, Johann Baptista Vanhal, Paul Wranicki, Luigi Boccherini, Giovanni Paisiello,
Ignaz Pleyel, Ignaz Ritter von Seyfried, Johann Gottlieb Janitsch, Karol Lipiniski,
Rodolphe Kreutzer, Joseph Wilhelm Klingohr senior (music director of the music
ensemble in Pszczyna) and Klingohr junior (son of Joseph Wilhelm), Johann Mos-
mayer (music from the times of Friedrich Erdmann Anhalt) and Alois Friedrich
von Briihl (1739-1793), son of the famous minister of King August III of Poland,
Heinrich. His Parthia in C minor for 2 clarinets, 2 hunting horns and 2 bassoons
has survived in the collections of the University Library in Wroctaw (see figures 3a
and 3b).”” In the context of identifying the compositions from Kania’s inventory, it

Figure 3a. Fragment of the composition Parthia in C minor by Alois Friedrich von Briihl.
From the collection of the Wroctaw University Library, Music Collection Department,
call number 61272 Muz.

Figure 3b. A fragment of the composition Parthia in C minor by Alois Friedrich von Briihl
in the musical inventory of Johann Kania. From the collection of the State Archives
in Katowice, Pszczyna Branch, call number IV-534.

¥ PL-WRu 61272 Muz.
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is also worth paying attention to a fairly significant number of works by Carl Ditters
von Dittersdorf, among which there is e.g. as many as 20 symphonies, as well as
3 concertos for a keyboard instrument (harpsichord or pianoforte) (see figure 4).2
Interestingly, Jay Donald Lane, the author of the most comprehensive monograph
on the composer’s concertos, listed five of his concertos for this instrument in the
body of Dittersdorf’s work, also supplementing the deficiencies in Carl Krebs’ cata-
logue from 1900.% These are the concertos: F major, C major, B-flat major, A major
and C major, although as far as the last one is concerned, in Lane’s opinion, Ditters-
dorf’s authorship is doubtful. The 1823 inventory of Johann Kania includes three
music incipits with concertos for a keyboard instrument. Two of them are concertos
in C major and B-flat major for a similar group of instruments: pianoforte, two vio-
lins and a cello, both of them existed in the library in Pszczyna in the form of manu-
scripts.” Only the third concerto in A major, among those listed in Kania’s invento-
ry, can be found and identified at present.’’ Therefore, it cannot be ruled out that the
first two incipits of concertos for a keyboard instrument (harpsichord or pianoforte)
indicate two other additional, hitherto unknown concertos for this instrument by
Dittersdorf, or that the attribution given in the inventory is incorrect. Still, further
research is necessary to finally resolve this issue, perhaps further unknown sources
will confirm Dittersdorf’s authorship of this composition.

Johann Kania’s inventory also contains an incorrect attribution of the authorship
of one of the works, and this applies to the works of Joseph Haydn. Numerous entries
indicate that even more of his symphonies were performed than Dittersdorf’s works,
as many as 42. This confirms the wide reception of Haydn’s work, also in Pszczyna.
The inventory contains information about a handwritten concerto for harpsichord
or pianoforte, which was assigned to Joseph Haydn: Concert pur le Pia:[no] Forte in
G major, accompanied by two violins, a flute and a basso (see figure 5).> However,
it was not listed in the Hoboken directory®® and the incipit is not in the RISM da-
tabase. The identification in this situation is made possible by Breitkopf’s catalogue
(see figure 6), according to which this composition should be attributed to Leopold

2 Original Inventarium [...] von Johann Kania, SA Pszczyna, call number IV-534, p. 27: ‘Con-

certe fiir das Piano Forte’.

# C. Krebs, Dittersdorfiana, Berlin 1900, nos. 173-175; ].D. Lane, The Concertos of Carl Ditters

von Dittersdorf, PhD diss., Yale University, Ann Arbor 1997, pp. 513-515 (nos. 20-22), 526
(no. 32), 531 (no. 38).

3 Original Inventarium [...] von Johann Kania, SA Pszczyna, call number IV-534, p. 27.

31 D-B Mus.ms.autogr. Ditters v. Dittersdorf, C. 1 (autograph); Carl Ditters von Dittersdorf:
Concerto for Harpsichord in A major, ed. W. Upmeyer, Hannover 1929. The work was also
popularised in the 20th century in a version for harp with orchestra.

Original Inventarium [...] von Johann Kania, SA Pszczyna, call number IV-534, p. 60.
3 A. Hoboken, joseph Haydn. Thematisch-bibliographisches Werkverzeichnis, Vol. 1, Mainz 1957,
pp- 813-825.

32
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Figure 4. Fragment of Johann Kania’s musical inventory containing concertos for pianoforte
or harpsichord by Carl Ditters von Dittersdorf. From the collection of the State Archives
in Katowice, Pszczyna Branch, call number IV-534.
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Figure 5. Fragment of Johann Kania’s musical inventory containing a concerto for pianoforte
or harpsichord with a wrong attribution to Joseph Haydn. From the collection of the State
Archives in Katowice, Pszczyna Branch, call number IV-534.



76 Grzegorz Joachimiak

Hoffmann.** Interestingly, Robert Eitner in his entry about this composer noted that
the relationship between Leopold Hoffmann and Joseph Haydn was not the best,
because in a letter from 1781 to the Viennese publishing house, Artaria, Haydn calls
Hoffmann a boastful, cocky blowhard (‘einen Prahlhans’), who believes that he ate
Parnassus himself, and is trying to suppress his (Haydn’s) actions on all fronts.* The
question then arises, where did the mistake in Kania’s inventory come from, since

Figure 6. An excerpt from Breitkopf’s catalogue showing the attribution of a concerto for
pianoforte or harpsichord correctly assigned to Leopold Hoffmann. Reproduced from: B.S.
Brook, 7he Breitkopf Thematic Catalogue. The Six Parts and Sixteen Supplements 1762—1787,

New York 1966, col. 328.

34 B.S. Brook, The Breitkopf Thematic Catalogue. The Six Parts and Sixteen Supplements 1762—
1787, New York 1966, col. 328. In this regard, I would like to express my special thanks to
Dr Armin Raab from the Joseph Haydn-Institut in Cologne for his help in determining the
proper attribution of the work.

3 R. Eitner, Biographisch-Bibliographisches Quellen-Lexikon der Musiker und Musikgelehrten der
christlichen Zeitrechnung bis zur Mitte des neunzebnten Jahrhunderss, Vol. 5, Leipzig 1901,
pp. 177-178: [...] Jos. Haydn dagegen ist schlecht auf ihn zu sprechen. Er nennt ihn 1781 in
einem Briefe an Artaria einen Prahlhans, der da glaubt den Parnass alleinig gefressen zu haben
und mich (Haydn) bei einer gewissen grossen Welt in allen Fillen zu unterdriicken sucht.’
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the composers did not like each other? Was Hoffmann trying to become known in
the community by signing his composition with the name of Joseph Haydn? How
close contact must there have been between the Anhalts’ court in Pszczyna and the
leading composers of the Viennese milieu, since the manuscript with this composi-
tion was among the musical materials of the court music ensemble? These questions
must remain unanswered for the time being. Perhaps further research will enable
the discovery of new unknown episodes from the activities of the Pszczyna music
ensemble in the 18th and first half of the 19th century.

Conclusions

The above-presented information about the Anhalts’ court music ensemble in
Pszczyna, which operated in the years 1767-1846, indicates that in the current
state of research, only musical inventories, especially the one from 1823 by Johann
Kania, enable the identification of specific musical pieces. The archival research
conducted so far by Jan Kruczek should be emphasised, which constitutes a solid
basis for further detailed musicological research. The examples presented above
show that the reconstruction of the musical repertoire of the music ensemble in
Silesian Pszczyna on the basis of the preserved inventory of musical items must first
be verified in terms of the attribution of the written compositions. The example
from Hoffmann’s work shows that there may be more such situations, and we do
not know what could be established in the future with regard to Carl Ditters von
Dittersdorf’s previously unknown harpsichord concerto. Fortunately, however, it
was possible to find a concordance to the composition of Alois Friedrich von Briihl,
which is already the first step to create a material that allows the analysis of the
musical structure, and above all, makes it possible to perform this piece. One can
only hope that someday it will be possible to find more such sources or even the
entire collection of musical items belonging to a secular private music ensemble at
the castle in Pszczyna, representing the rich musical life of nobility, magnates and
princes in Silesia in the 18th and 19th centuries.
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Kapela dworska w $laskiej Pszczynie (Pless, PleB): historia
i wprowadzenie do rekonstrukcji repertuaru muzycznego

Streszczenie

Historia zamku w Pszczynie sigga XVI wieku. Od tego czasu dobra pszczyniskie zmienialy
swoich wiascicieli, poczawszy od rodu Promnitzéw, przez ksigzeca rodzing Anhalt-Kothen
z Saksonii, az po rodzing Hochbergéw z Ksigza. Dzieje tego zamku byly juz przedmiotem
badan historykéw. Na szczegdlng uwage zastuguja publikacje Jana Kruczka, ktéry doko-
nat rozpoznania bogatych archiwaliéw zycia dworskiego w Pszczynie. Zrédta przez niego
wskazane wymagaja dalszych szczegétowych badan, juz stricte muzykologicznych. Wpraw-
dzie archiwum dworskie nie dysponuje kolekcjg muzykaliéw (poza pojedynczymi zrédta-
mi w ramach archiwaliéw), ale zachowane inwentarze muzyczne pozwalajg dowiedzied sig
znacznie wigcej o Zyciu muzycznym na zamku w Pszczynie, niz dotychczas byto wiadomo.
Wskazuja one na wykonywanie dziet kompozytoréw z réznych okreséw historycznych i au-
torstwo kompozytoréw pochodzacych z réznych zakatkéw Europy, w tym uwzglednieni s
réwniez twércy ze Slaska. W artykule autor zwraca uwage przede wszystkim na obszerny
inwentarz z 1823 roku, w kedrym poza informacjami o kompozytorach i tytutach utworéw
znajdujg si¢ incipity muzyczne i informacje o obsadzie wykonawczej. Pozwalajg one na
prébe rekonstrukeji wykonywanego na zamku w Pszczynie repertuaru muzycznego oraz na
okredlenie sktadu kapeli muzycznej, z uwzglednieniem kontekstu historycznego i kultury
muzycznej Slaska.

The Court Capelle at Pszczyna (Pless, PleB) in Silesia:
the History and an Introduction to the Reconstruction
of the Musical Repertoire

Summary

The history of the castle in Pszczyna (Pless, Plef§) dates back to the 16th century. Since that
time the owners of Pszczyna estate have changed from the Promnitz family through the
noble Anhalt-Kéthen family from Saxony to the Hochberg family from Ksigz. The history
of the castle has already been the subject of research conducted by historians. Special atten-
tion should, however, be paid to publications by Jan Kruczek, who studied the rich archive
material related to court life in Pszczyna. The sources he indicated require further detailed
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and strictly musicological research. Although the court archive does not hold a collection
of musical sources (just single sources being part of archive records), the musical inventories
that have been preserved allow us to learn much more about musical life at Pszczyna Castle
than it has been assumed. They indicate that works of composers from various historical
periods were performed and point to the authorship of composers from various parts of
Europe, including Silesia. The author of the article focuses on the extensive inventory from
1823, which, apart from information on composers and titles of works, also includes mu-
sic incipits and information on instrumentation. They allow an attempt to reconstruct the
musical repertoire performed at the castle of Pszczyna and to define the instruments of the
court orchestra, with reference to historical context and musical culture of Silesia.
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Music at Church and Secular Institutions
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Recently Discovered Early-Eighteenth-Century
Musical Manuscripts from the Cistercian
Monastery of Kamieniec Zabkowicki

In all monasteries belonging to the Silesian province of Cistercians (1651-1810),
great importance was attached to music. The daily liturgy was celebrated with sing-
ing of Gregorian chant to the accompaniment of the organ. At solemnities and
feasts, the monasteries resounded with vocal-and-instrumental music. Testifying to
this are surviving musical sources and archival documents. The musical materials’
state of preservation is unsatisfactory: they are lacking completely from some mon-
asteries (see table 1), while from others, almost uniquely vocal-and-instrumental
liturgical works have survived in manuscripts (masses, vespers, litanies, etc.). Yet,
music was present in these monasteries also outside the liturgy. At important events
for the monastic community — such as installations of newly selected abbots, cele-
brations of monastic jubilees, or guest visits — instrumental music, occasional can-
tatas, and even comedic operas were performed.’

Manuscripts with figural music employed in monasteries in the 17th century
have not survived, and their inventories have not been discovered. Manuscripts pre-
served in contemporary times document 18th-century musical practice exclusively,
their decisive majority originating in the second half of the century.

! See: E. Hauptman-Fischer, ‘Komedia w klasztorze. Swieckie utwory okolicznoéciowe w tra-
dycji $laskich cysterséw’ [Comedy in a monastery. Secular compositions of occasional nature
in the Silesian Cistercian tradition], [in:] Tradycje slgskiej kultury muzycznej [The traditions
of Silesian musical culture], Vol. 14, Part 1, ed. by A. Granat-Janki et al., Wroctaw 2017,
pp- 153-154, 156-161.
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Table 1. Quantitative comparison of sources coming from the Cistercians
(according to Ernst Kirsch’s 1922 work,? with the present state shown)

No. | Monastery Manuscripts | Manuscripts | Old prints | Old prints
in 1922 presently in 1922 presently

1. |Lubiaz 142 180 1 1
2. |Jemielnica 14 18 0 0
3. | Henrykéw 7 12 6 17
4. | Kamieniec 1 5 5 7

Zabkowicki
5. |Rudy 0 2 0
6. |Trzebnica 41 51

(Cistercian nuns)
7. | Krzeszéw Tablatures with- 11 3 2

out specification
of quantity

8. |Total 209 279 15 27

Musical materials of the Cistercian monastery in Kamieniec Zabkowicki were
considered to be a lost resource for years.? Thus, every newly found source becomes
valuable cultural testimony. In 2015, Ludmita Sawicka presented a discovery in
Kamieniec Zabkowicki revealing musical sources belonging to the Cistercians.* The
musical materials found in the parish and in the local Souvenir Room collection
originated in the second half of the 18th and in the 19th century. The discovered
collection thus testifies to the Kamieniec Parish’s musical practice in the late peri-
od of Cistercian administration, as well as the subsequent period, in which — after
the order’s cassation in 1810 — oversight of the parish was assumed by the diocese.

Completing the discussed collection from Kamieniec are four musical manu-
scripts identified by me in the so-called Wroctaw collections presently kept at the

* E. Kirsch, Die Bibliothek des Musikalischen Institurs bei der Universitiit Breslau. Ein Beitrag zur
Kenntnis von dem Anteil Schlesiens an den musikalischen Stromungen des 16.—18. Jahrhunderrs,
Breslau 1922, pp. 7-8.

3 R. Walter, ‘Kamenz, Zisterzienserkloster’, [in:] Schlesisches Musiklexikon, ed. by L. Hoff-

mann-Erbrecht, Augsburg 2001, p. 328.

See: L. Sawicka, ‘Muzykalia z kamienieckiego opactwa cysterséw zachowane w kosciele pa-

rafialnym Wniebowzigcia NMP i $w. Jakuba Starszego w Kamiericu Zabkowickim oraz Ka-

mienieckiej Izby Pamiatek przy Towarzystwie Mitosnikéw Ziemi Kamienieckiej’ [The music
collection from the Cistercian Abbey in Kamieniec preserved in the Parish Church of the

Assumption and St. James the Greater in Kamieniec Zabkowicki], paper delivered at the con-

ference Klasztor i muzyka od sredniowiecza do czaséw wspdtezesnych [Monasteries and music

from the Middle Ages to the present], Czgstochowa, 5-8 May 2015.
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University of Warsaw Library’® (see figure 1). They preserve sacred vocal-and-in-
strumental music. An identification of the possessor allowed me to determine the
terminus ante quem of the sources’ origin to 1730. Consequently, these sources,

Figure 1. Manuscripts from the Cistercian monastery in Kamieniec Zabkowicki kept
at the University of Warsaw Library; call nos. RM 6606, RM 6166, RM 6232, RM 6689.
Photograph from the collections of the University of Warsaw Library.

5 University of Warsaw Library, Music Department (subsequently BUW, GZM), call nos.
RM 6606, RM 6166, RM 6232, RM 6689.
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along with around two dozen manuscripts from the monastery in Lubiaz,® contain
the oldest surviving vocal-and-instrumental repertoire from Cistercian monasteries
in Silesia, from the first decades of the 18th century.

Sources

The manuscript with call no. RM 6606 consists of four unpaginated, loose leafs of the
dimensions 192 x 163 mm; notated in portrait format are the parts Alzo Viola and Ten-
or Viola, as well as Violino Primo and Violino Secundo, while in oblong format, Canto
Primo and Canto Secundo. Each vocal part is notated on two staves, with lyrics in six
stanzas located below the music. Both violin parts are notated on a single leaf: the part of
Violino Primo higher on two staves, and Violino Secundo, below on two staves. Likewise,
one leaf carries the viola parts: Alfo Viola higher on three staves, and Zenor Viola, below
on three staves. All parts are placed in a dust cover of the dimensions 329 x 198 mm,
folded in half. The dust cover’s inner sides carry the notation of Organo. This cover’s
front carries the following inscription: Cantilena | de | Vanitate Mundi | Wie Lauft doch
alle Zeit zum Endt | Canto Primo | Canto Secundo | Violino Primo | Violino Secundo | Alto
Viola | Tenore Viola | et | Basso Organo | Possesor | Caspar Ferd: Lamprecht | [in the low-
er left corner, in different handwriting:] Ex partibus fris Leapolds | professi in Camentz.

In the title page’s upper left corner, a handwritten sticker indicates the for-
mer call number (Mq 533) of the Music Institute at the University of Wroctaw
(Musikalisches Institut bei der Universitit Breslau). This call number is also pen-
ciled in the upper left corner of all parts except the Organo. The original manuscript
was prepared by one scribe (A), while at a later time, another hand (scribe B) wrote
the proprietary inscription: Ex partibus fris Leopoldi | professi in Camentz.

Apparent in the dust cover’s central part is a watermark representing the figure
of St Peter with a key in hand, brought into a round shape of 4 cm radius, the letters
Sand P (Sanctus Petrus) placed on its sides. Watermarks representing this saint were
made in the paper mill of Duszniki-Zdréj (Reinerz).”

¢ E. Hauptman-Fischer, ‘Regens chori figuralis Caspar Raff (1683-1738) i muzyka wokalno-
-instrumentalna w klasztorze cysterséw w Lubiazu na poczatku XVIII wieku’ [Regens chori
figuralis Caspar Raff (1683-1738) and vocal-and-instrumental music at the Cistercian mon-
astery in Lubiaz during the early 18th century], Muzyka 2018, No. 1, pp. 58-66.
According to Kazimiera Maleczyniska, a watermark with a circle of those dimensions was in-
cluded in paper from Duszniki in the years 1591-1669. See: K. Maleczynska, Dzieje starego
papiernictwa Slgskiego [The story of old Silesian papermaking], [series:] Monografie Slaskie
Ossolineum, Vol. 4, Wroctaw 1961, p. 162. See also: M. Szymczyk, R. Sachs et al., Mono-
grafia mlyna papierniczego w Dusznikach-Zdroju [A monograph of the paper mill in Duszni-
ki-Zdréj], Duszniki-Zdréj 2018, p. 224; Watermark No. 26, differing in size and, slightly,
details of the saint, was used approximately from 1680 until the end of the 17th century.
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The manuscript with call number RM 6689 consists of four unpaginated, loose
paper leafs of the dimensions 98 (110) x 159 mm, with the notation of Violino
Primo, Violino Secundo, Violoncello, and Organo parts. They are placed in a dust
cover of the dimensions 334 x 200 mm, folded in half. The dust cover’s inner sides
carry, in continuous notation on two staves, the part of Canto Solo. The lyrics of
six song stanzas are located below the musical notation. The cover’s front carries
the following inscription: Aria De B. V. M: | Wann gleich wieder mich aufbr. | Canto
Solo | Possesor | Casp: Ferdinand. | Lamprecht [on the left, in different handwriting,
struck through:] Ex partib. fris Leopoldi | Professi in Camentz.

In the title page’s upper left corner, a handwritten sticker indicates the for-
mer call number (Mq 599) of the Music Institute at the University of Wroctaw
(Musikalisches Institut bei der Universitdt Breslau). The original manuscript was
prepared by one scribe (A), who set down the parts Canto Solo, Violino Primo, Vio-
lino Secundo, and Organo, as well as the cover title. Another scribe (B) wrote the
proprietary inscription Ex partib. fris Leopoldi | Professi in Camentz, later struck
through, and a final scribe (C) set down the Violoncello part.

An unidentified watermark is visible in the cover’s centre. The leaf of Organo
part has a perceivable fragment of a watermark representing an anchor in a decora-
tive heraldic cartouche. Also, a fragment of an unidentified watermark with part of
a crown is visible on the leaf with the part of Violino Primo.

The Manuscript with call no. RM 6232 consists of four unpaginated, loose
paper leafs of the dimensions 208 x 170 mm (Violino Primo and Violino Secundo
parts), 200 x 155 mm (Violoncello part), and 195 x 173 mm (Organo part). The
parts are placed in a dust cover of the dimensions 344 x 210 mm, folded in half,
presently torn in two along the fold. The dust cover’s inner sides carry the nota-
tion of Canto Solo. The cover’s front carries the following inscription: CONCERT |
De Tempore | Dulcis Jesu amor meus: | Canto Solo | con | Violinis 2. et | Basso Organo
| Authore Casparo Ferdinando Lamprecht | [on the left, in different handwriting,
struck through:] fratris Leopoldi Professi Cam.

In the title page’s upper left corner, a handwritten sticker indicates the former
call number (Mq 160) of the Music Institute at the University of Wroctaw (Musi-
kalisches Institut bei der Universitit Breslau). This call number has been pencilled
in the upper left corner of all parts except the Canto Solo. The original manuscript
was prepared by one scribe (A), who notated the parts Canto Solo, Violino Primo,
Violino Secundo, Organo, and the cover title. The next scribe (B) wrote the propri-
etary inscription fratris Leopoldi Professi Cam, later struck through, while scribe C
wrote down the part of Violoncello. Indistinct fragments of unidentified watermarks
are apparent on the leafs Violino Primo, Violino Secundo and Organo.

The manuscript with call number RM 6166 is comprised of four unpaginated,
loose paper leafs of the dimensions 169 x 203 mm (the parts of Violino é Flauto 1,
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Violino é Flauto 2, Organo) and 133 x 167 mm (Viola part). All parts are placed in
a dust cover of the dimensions 338 x 198 mm, folded in half. On the dust cover’s
inner sides, notated continuously on one stave, is the voice Canto Solo. The song
lyrics are placed below the musical notation. In both parts of the Violino 6 Flauro,
a violin part from another work is notated after the ritornello with the heading:
Solo. Alia Aria. The cover’s front carries the following inscription: MRA | Stabat
Mater | Canto Solo | Violino Violino 6 Flauto 1, | Violino 6 Flauto 2. | Viola | Organo
| Authore | Michaele Josepho Heusler | [on the left, in different handwriting:] fratris
Leopoldi Professi Cam.

In the upper left corner of the title page, a handwritten sticker indicates the
former call number (Mq 96) of the Music Institute at the University of Wroctaw
(Musikalisches Institut bei der Universitit Breslau). This call number is pencilled in
the upper left corner of all parts with the exception of Canto Solo. The manuscript
has been prepared by one scribe (D), who notated the instrumental parts and the

cover title. At a later time, scribe B made the proprietary inscription: frazris Leopoldi
Professi Cam.

A watermark is apparent in the cover’s centre, representing the figure of St Peter
with a key in hand brought into a round shape of 4.5 cm, crowned with the letter R
(Reinerz).? A fragment of another watermark from Duszniki with St Peter’s head in
a circle crowned with the letter R and part of a key held in the left hand is apparent
on the leaf with the Violino 6 Flauto 1 part.

Repertoire

Each manuscript described above holds one work of modest size, scored for a small
ensemble: one or two solo voices accompanied by string instruments (see table 2).

Table 2. List of works

Call no. |Composer Title Scoring

RM 6689 | Anonymous Aria de B. V. M. soprano,
Wann gleich wieder mich aufbrechen |2 violins, organ
(20 bars, 6 stanzas)

RM 6606 | Anonymous Cantilena de Vanitate Mundi 2 sopranos,
Wie lauft doch alle Zeit zum Endt | 2 violins, alto
(23 bars, 6 stanzas) viola, tenor viola,
organ

8 See: M. Szymcezyk, R. Sachs et al., op. ciz., p. 223; Watermark No. 24 was used approximately
from 1680 until the end of the 17th century.
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Call no. |Composer Title Scoring
RM 6166 |Michael Joseph | Stabar Mater soprano, 2 violins
Heusler (33 bars, 6 stanzas) or 2 flutes, viola,
organ
RM 6232 | Caspar Ferdinand | Concert de tempore soprano, 2 violins,
Lamprecht Dulcis Jesu amor meus organ
(82 bars)

Two works in the sources are transmitted anonymously. Both were written to lyrics
in the German language. They are simple stanza arias with instrumental ritornellos.

Among the compositions, the most restrained compositional means are used in
the Aria de BVM: Wann gleich wieder mich aufbrechen.’ This work is based on the
repetition of a unique melodic motif (formally AB) of four bars. This motif forms
both the instrumental ritornello and the vocal part. Despite the modest melodic
material, the work does not come across as tedious, owing to contrasts in the scor-
ing and repetitions. The opening ritornello, performed ruzti, extends the melodic
motif by the repetition of the A and B units; in total, it lasts eight bars. A reduction
to solo voice with basso continuo follows in the stanza, whose verses (AAB) are di-
vided by the instrumental ritornello in the initial scoring. In one stanza, the instru-
mentation changes several times from an instrumental zuz#i to solo voice with basso
continuo. The entire text fits into six stanzas (see table 3).

Table 3. Form of the aria Wann gleich wieder mich aufbrechen

Section Form

Ritornello  |AABB (2 vl, org)

Aria (stanza) | A (S, bc) — A (ritornello — A (S, bc) — A (ritornello) — B (S, bc) — B (ritornello)
Ritornello  |AABB (2 vl, org)

The anonymous duet Wie lauft doch alle Zeit zum Endt'" is also a simple stanza
aria with lyrics in six strophes. This work differs from the previous one by a sub-
stantially greater melodic inventiveness, and, simultaneously, formal simplicity. The
opening instrumental ritornello consists of nine bars. It is followed by a stanza sung
by a vocal duet to the accompaniment of basso continuo. The stanza is divided in
half by a one-bar passage based on two chords: the instrumental ritornello’s opening
motif. The stanza’s melodic material is not motivically linked with this instrumental
introduction. Vocal parts, besides two short imitative motifs in the stanza’s first and
last verses, are led homorhythmically in parallel thirds.

9 BUW, GZM, call no. RM 6689.
10 BUW, GZM, call no. RM 6606.
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The next two sources contain works with composer attribution. Stabatr Mater'!
is a work by the otherwise unknown Michael Joseph Heusler. It is formally anal-
ogous to the previously described compositions. In this case, the instrumental in-
troduction consists of 17 bars preceding a stanza performed by a solo voice to basso
continuo. The ritornello and the vocal part are not melodically affiliated, and the
stanza is uninterrupted by an instrumental ritornello. Contrasts in the instrumen-
tation appear only between the introduction and the stanza, as well as in a short,
two-and-a-half-bar section of the ritornello, where the first violin part is contrapo-
sed to the remaining instruments (see example 1, b. 5-7).
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Example 1. Michael Joseph Heusler, Stabar Mater, b. 1-8.
Transcription by Ewa Hauptman-Fischer.

11 BUW, GZM, call no. RM 6166.
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The greatest formal complexity is exhibited by the Concert de tempore Dulcis Jesu
amor meus'? composed by the otherwise unknown Caspar Ferdinand Lamprecht
(see table 4). It is a solo sacred concerto of modest length, more precisely 82 bars.
The basic compositional technique employed here by Lamprecht is a juxtaposition
of short, contrasting sections in D major. Serving their differentiation are, for ex-
ample, changes in metre; four consecutive sections alternate triple and duple metre.
Contrast is also used in the instrumentation, which undergoes change within the
particular sections: we have strictly instrumental units, solo vocal passages to basso
continuo, and turti units. Dominant in the work is homorhythmic texture; how-
ever, short passages are maintained in imitation based on motivic correspondence.
The utilisation of concerto technique indicates good workmanship and a thorough
education of the composer.

Table 4. Formal structure of Dulcis Jesu amor meus

Section Metre Structure

1. (30 bars) ] ritornello (18 bars)
aria: S, org (6 bars)

ritornello (6 measures)

2. (21 bars) ¢ aria: S, org (11 bars)
ritornello (6 bars)
aria: tutti, S, 2 vl, org (4 bars)

3. (20 bars) ; aria: S, org (11 bars)
ritornello (9 bars)
4., (11 bars) C aria tutti: S, 2 vl, org (11 bars)

Despite the discussed works” modest size and formal and melodic simplicity,
they are very gracious and pleasant in reception. It is easy to imagine their sound in
a monastic interior: their character, simplicity, and instrumentation are suitable to
the lyrics and purpose. Moreover, the state of preservation of the sources and their
completeness raise hopes for returning the works to performance practice.

The scoring of the works does not extend beyond the basic makeup of monastic
ensembles of this time and consists of two violins, alto and tenor violas, organ, and
perhaps flutes. The listed instruments most certainly formed the ensemble active
at the monastery in the first decades of the 18th century. Unfortunately, we do not
know if the chapel ensemble’s size matched that of Lubiaz," or if it was smaller. It
is also unknown if it employed lay performers, or exclusively musicians from the
monastic order.

12 BUW, GZM, call no. RM 6232.
13 E. Hauptman-Fischer, ‘Regens chori figuralis Caspar Raff...’, pp. 66-70.
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Composers

The title pages bear the names of two otherwise unknown composers: Caspar Fer-
dinand Lamprecht and Michael Joseph Heusler. Reference to these figures does not
exist in the secondary literature.

We find the first composer in the direct circle of Kamieniec monastery: Caspar
Ferdinand Lamprecht was an elder half-brother of Kamieniec Cistercian and lay
brother Godefridus Gulitz, born in 1717.'* We can only surmise that Caspar Lam-
precht was born before the year 1717 on the basis of a note in the book of profes-
sion (see figure 2).

Figure 2. Book of monks, page of Godefridus Gulitz with a reference to Caspar Lamprecht.
Archdiocesan Archive, Wroctaw, call no. V 14.

14 See: Archdiocesan Archive in Wroctaw (subsequently AAWr), call no. V 14, f. 70 r.
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Michael Joseph Heusler likely belonged to a musician-organist family active in
Silesia. At least two of its members tied their professional life with the Cistercian
monastery.” Joannes Heusler (d. before 1631)'® was a lay organist in a Cistercian
monastery in Lubiaz. He filled this post for 46 years."” The lack of register books
from Lubiaz makes it impossible to determine other data and a possible relation
with another representative of this family, Andreas Heusler (d. 1646)."® The latter,
t00, held the post of organist in the monastery of Lubigz. He bequeathed his posi-
tive and regal, as well as his musical materials to the monastery. Interestingly, earlier,
in the years 1618-1621, he also worked at the convent of Canonesses Regular on
Sand Island in Wroctaw."”

The register books of this convent also note down Michael Heusler, employed
as an organist in 1611.%° He worked there until 1618 at the latest, since this is when
the aforementioned Andreas Heusler took over the post. It is unsure whether the
Michael Heusler noted in the convent on the Sand Island is composer Michael
Joseph Heusler, but this hypothesis is viable. Did he, like his successor, change
his workplace to the Cistercian monastery, and, bringing his own musical materi-
als, move to Kamieniec Zabkowicki? Countering this hypothesis is the large time
interval between the source mention and the early-18th-century composition’s
transmission. The composition itself may be stylistically placed at the end of the
17th century. The hypothesis posed here necessitates a confirmation in other, yet
unknown sources, both archival and musical; further research may reveal another
figure from the Heusler family of musicians.

The case of the Heusler family is not an isolated one. This profession was often passed from
father to son. See: R. Pos'piech, Muzykﬂ wz’e/ogfo:owa w ce/ebmcji euc/mr}/stycznej na Slqsku
w XVII i XVIII wieku [Polyphonic music in the celebration of Eucharist in Silesia in the 17th
and 18th centuries], [series:] Z Dziejéw Kultury Chrzeécijariskiej na Slasku, Vol. 29, Opole
2004, p. 155. The Cistercians were good employers, and the families of professional musi-
cians often tied their lives with the order for an extended period of time, finding employment
not only in abbeys and provostry, but also in numerous parishes under Cistercian adminis-
tration. The family of Sedlackis may serve here as the example. See: E. Hauptman-Fischer,
‘Regens chori figuralis Caspar Raff...’, p. 52.
The death of his widow was recorded in 1631. See: Wroctaw University Library, Manuscript
Department (subsequently BUWr, OR), call no. IV F 214, f. 63 1, call no. IV F 215, p. 10;
R. Walter, ‘Leubus, Zisterzienserkloster’, [in:] Schlesisches Musiklexikon. .., p. 421. According
to Wilhelm Wattenbach, he died in 1613. See: Monumenta Lubensia, ed. by W. Wattenbach,
Breslau 1861, p. 38.
‘Obiit Joannes Heusler hujus monasterii Organista qui functus suo officio quadraginta sex
annis in Ecclesia sub suo epitaphio quiescit.” See: BUWE, OR, call no. IV F 215, p. 10.
18 BUWT, OR, call no. IV F 214, £. 62 v, IV F 215, p. 122. See: R. Walter, ‘Leubus, Zisterzien-
serkloster’..., p. 421; here, an erroneous date of death.
Y H. Hoffmann, Sandstift und Pfarrkirche St. Maria in Breslau, Stuttgart-Aalen 1971, p. 26.
20 Tbidem.
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Despite the musical sources’ uncertain identification, what they transmit is
not just information on two earlier unknown composers active in Silesia, but also
their works. The qualities of this repertoire incline us to pose the question of their
composers musical education. Did they gain their musical knowledge — which al-
lowed for independent attempts in musical composition — in schools adjoined to
monasteries, or was this possible solely during professional organist training in the
student-and-master relation? Did the composers create uniquely with their place
of work in mind (parish, school, etc.), or did they undertake attempts to promote
their creative work in other centres?

Manuscript possessors

In addition to composer names, the title pages carry those of two different own-
ers: the aforementioned Caspar Ferdinand Lamprecht (on two sources) and Father
Leopold of Kamieniec (on all the sources). The note regarding the latter enables us
to link the manuscripts with the Cistercian monastery of Kamieniec Zabkowicki.

The ownership notes of Caspar Ferdinand Lamprecht and the title pages are iden-
tical in ductus; the person preparing the manuscripts was quite possibly himself.?'

The ownership notes of the Cistercian monk, Fr Leopold, are in one ductus,
differing from the title pages: the notes were likely prepared by himself after the
creation of the title pages. Thus, Fr Leopold was the second possessor of the studied
sources.

The monK’s biographical note can be reproduced on the basis of the monas-
tery’s necrologue and the list of the monastery’s professed monks. Leopold Lucas
lived in the years 1676-1730.* His lay name was Ferdinandus. This monk came
from Wroctaw, where he also received his education. He entered the monastery in
1696; made his monastic vows in 1697; and received his ordination in 1704. Over
a closer unknown frame of time, he filled the function of cantor. He had a brother
named Christophorus (d. 1724), a Minorite Franciscan in the monastery of Kro-
mieryz, while his sister was a Canoness Regular in Wroclaw (Sr Anna Hedwiga
Lucasin). Leopold Lucas belonged to the Brotherhood of St Barbara at the Church
of St Dorothy in Wroctaw, and to the Brotherhood of St Joseph in Krzeszéw. He
died on 25 March 1730, while filling the function of parish priest in the Cistercian
parish of Laski village (Ger. Heinrichswaldt).

2L See: BUW, GZM, call no. RM 6689, RM 6606. Moreover, a subsequent manuscript (call
no. RM 6232) containing a work by C.F. Lamprecht has been set down in the same ductus.
Hence, this is an autograph by the composer.

22 BUWI, OR, call no. IV F 216, f. 16 v, AAWr, call no. V 14, f. 21 r.
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Fr Leopold Lucas gathered manuscripts with vocal-and-instrumental compositions.
Obtaining this type of repertoire was a responsibility of the figural choir regent. How-
ever, none of the available documents refer to Fr Leopold Lucas as filling this function.

The first regentes chori figuralis were recorded in Silesian Cistercian monaster-
ies in the second half of the 18th century. Initially, the name cantor chori figuralis
was also used.” However, polyphonic music appeared in Cistercian monasteries
much earlier. The oldest polyphonic notation in Silesia is owed to the Cistercians
in Kamieniec. It is a two-voice Kyrie eleison** notated in a gradual dated at c. 1260.
Normative texts from the early modern period, while prohibiting the use of figural
music in liturgy, by the same token prove its existence in the Cistercian establish-
ments of Silesia.”> The person responsible for its preparation and performance was
thus the cantor himself. Hence the initial double function — stemming from a cen-
turies-old tradition — of the title connected with figural music performance.

The first noted regents of chapel ensembles were monks living at the turn of the
18th century. Names of regents from the first half of the century are known from al-
most all Silesian monasteries. A distinct figural choir regent was Father Caspar Raff
(1683-1738) at the Cistercian monastery in Lubiaz. His more than 20-year service
has resulted in the obtention of a beautiful repertoire. Few of these manuscripts
have survived until the present.?® Raff combined the functions of cantor and figural
choir regent, which was a common practice, especially in the beginning period of
this office’s existence.”” In a later period, combining both functions by one person

2 'The first differentiation between the ensembles (chant and figural) is found in the biographi-
cal note of Henrykéw monk Fr Elias Tschépe, d. 1681: ‘2. Elias Tschépe Landecensis Mona-
chus et Sacerdos, vir laboriosissimus, Musicus fundamentalis, ob praeclaram vocem Cantor
indefesus choralis, et figuralis, et Concionator pie adhuc juvenis mortuus.” See: National
Széchényi Library, Manuscript Department, call no. Fol Lat 4246, f. 23 v, call no. Fol Lat
4266, f. 11 r; E. Hauptman-Fischer, ‘Regens chori figuralis Caspar Raff...’, p. 50.

2 BUWT, OR, call no. [F 411, f. 125 v. See: P. Gancarczyk, ‘Cantus planus multiplex. Polifonia

choratowa w Polsce XIII-XVI wieku’ [Cantus planus multiplex. Chant polyphony in Poland

from the 13th to 16th centuryl, [in:] Notae musicae artis. Notacja muzyczna w Zrédiach pol-
skich XI-XVT wieku [Notae musicae artis. Musical notation in Polish sources from 11th—16th
century], ed. by E. Witkowska-Zaremba, Krakéw 1999, pp. 349-401; F. Feldmann, Musik
und Musikpflege im mittelalterlichen Schlesien, [series:] Darstellungen und Quellen zur Schle-

sischen Geschichte, Vol. 37, [Neudruck der Ausgabe Breslau 1938], Aalen 1973, p. 109;

here, a transcription of the piece, which is also its sole complete transmission in contempo-

rary times; a part of the manuscript with the piece’s opening has been cut out.

See: E. Hauptman-Fischer, “The Cistercian Musical Practice in Eighteenth-Century Silesia

in the Light of Surviving Musical and Archival Collections’, Fontes Artis Musicae, Vol. 66

(2019), No. 2, pp. 144-145. Further literature therein.

More on this figure in: E. Hauptman-Fischer, ‘Regens chori figuralis Caspar Raff...’, pp. 55-66.

The functions of cantor and regent of the figural choir were combined by Fr Caspar Raff’s

predecessors, e.g. Fr Amandus Heinisch (1663-1722), see: BUWTE, OR, call no. IV F 214,

f. 72 r, and Fr Balthasar Seyler (1680-1720), see: BUWT, OR, call no. IV F 214, . 52 1.

25

26

27



98 Ewa Hauptman-Fischer

occurred in monasteries with a small community. This double function was referred
to in sources as regens utriusque chori (director of both choirs).?

Unfortunately, we do not know any Kamieniec choir regents from the 17th
century’s second, or the following century’s first half. Does this mean that in Kam-
ieniec this office was not introduced, or was it simply left unrecorded in the surviv-
ing sources? Was figural music performed in Kamieniec Zabkowicki at the turn of
the century despite its prohibition by the General Chapter of Cistercians?

We must remember that the period when the first figural choir regents were
called — i.e. the second half of the seventeenth century — is one of decisive objection
by monastic order authorities to the use of figural music in liturgy. In the light of sur-
viving sources, music that was polyphonic, instrumental, and vocal-and-instrumental
could not accompany liturgy, the sole admitted form of liturgical music being Gre-
gorian chant to organ accompaniment.” In visitation documents referring to Silesian
monasteries after the General Chapter in Citeaux in 1683, the province’s superior,
Krzeszé6w Abbot Bernard Rosa, attempted to reconcile the Chapter’s restrictions with
actual musical practice. He prescribed holding a first Mass with a chant, and only
afterwards a solemn Mass with figural music: ‘Since singing other than chant is pro-
hibited by the General Chapter, let there henceforth never be a High Mass held with
it on feasts unless an earlier Mass is sung in chant, so that the responsibility to the rule
be fulfilled.”*® Unfortunately, musical manuscripts have not survived from this period.

The four presented musical sources confirm the existence of figural music practice
in Kamieniec Zabkowicki in the early 18th century. The cantors recorded in archival
documents perhaps simultaneously filled the function of figural choir regent. Several
were educated in institutions laying special emphasis on musical training. Fr Maurus
Geldner (1662-1729)' and Fr Aegidius Hosper (1703-1779)** studied in Brou-

mov, where an excellent gymnasium maintained a large instrumental ensemble.
2 See: necrologue for Fr Seyler: ‘Ttem obiiy anno 1720 P. Balthasar Seyler emeritus chori

utriusq. Regens et novitiorum Magister p. t. autem administrator in Pombsen.” See: BUWT,

OR, callno. IVF 214, f. 52 r.

' Rituale Cisterciense, Paris 1689, pp. 25-28. (Chapter XIV of De Organis).

3 ‘Quia cantus figuralis a Capitulo Generali prohibetur, hinc in festivitatibus Missa Major

nunquam habeatur, cum musica figurali, nisi prius una choraliter, fuerit decantata, ut tali

modo obligationi ordinis satisfiat [...]." See: BUWr, OR, call no. IV F 209, s. 11, trans.

Maksymilian Kapelaski. This source does not confirm the information given in Encyklope-

dia katolicka [Catholic encyclopaedia] about an ostensible 1656 approval of the liturgical use

of musical instruments other than the organ. See: W. Danielski, J. Scibor, ‘Cystersi. Liturgia

[Cistercians. Liturgyl, [in:] Encyklopedia katolicka [Catholic encyclopaedia], Vol. 3, ed. by

R. Eukaszyk, L. Biettkowski, E Gryglewicz, Lublin 1979, col. 736.

31 Maurus Geldner came from Broumov. See: AAWT, call no. V 14, f. 7 r.

32 Aegidius Hosper came from Nowa Ruda (Neurode) in Klodzko county, but he studied in

Broumov and Olomuniec. See: BUWr, OR, call no. IV F 216, f. 44 v, f. 51 v, AAWrI, call

no. V14, f. 55v.
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Fr Nivardus Wenger (1692—1734)* studied in Swidnica and Wroctaw, where Jesuit
schools also trained students in music. Fr Leopold Lucas (1676-1730)** originated
in Wroclaw, where, apart from the Gymnasium of St Matthias or the School of Can-
ons Regular on the Sand, one could obtain a musical education in one of the several
splendid church ensembles. These cantors certainly possessed the necessary qualifi-
cations to lead a vocal-and-instrumental chapel ensemble. Leopold Lucas was also
a music collector, a basic function of the figural choir regent and perhaps indicative
of this monK’ filling the post of cantor and figural choir regent in tandem.

To conclude, let us return to the provenance notes. On two manuscripts,
Fr Leopold Lucas” possession note has been struck out.”” The manuscripts probably
changed owners, although this remains unconfirmed by other notes. In both cases,
the trace for further research is provided by leafs — inserted into the manuscripts —
containing the parts of violoncello, an instrument unforeseen in the original scor-
ing listed on the title page (see figure 3). These leafs are written in the hand of one

Figure 3. RM 6689. Instrumental parts, including a violoncello part prepared by scribe C,
among the manuscripts belonging to Fr Leopold Lucas. Photograph from the collections
of the University of Warsaw Library.

3 Nivardus Wenger came from Swidnica; he also studied there and in Wroctaw. See: BUWE,
OR, call no. IV F 216, f. 18 v, AAWT, call no. V 14, f. 35 r. It was recorded that he had a Je-
suit brother. This was probably Franz Wenger, who was music prefect in Glogéw. See: T. Jez,
Kultura muzyczna jezuitow na Slgsku i ziemi ktodzkiej (1581-1776) [The musical culture of
the Jesuits in Silesia and the Klodzko County (1581-1776)], Warszawa 2013, p. 412.

3¢ BUWI, OR, call no. IV F 216, f. 16 v, AAWTL, call no. V 14, f. 21 r.

35 BUW, GZM, call no. RM 6689, RM 6232.
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copyist, in this case a nun from the convent of Canonesses Regular in Wroctaw.*
Interestingly, a number of copies of the violoncello part were prepared in the same
ductus (see figures 4 and 5); perhaps the nun who realised the basso continuo part
on this instrument in the convent prepared her own part-books.

The link between the Cistercian monastery in Kamieniec Zabkowicki with
Fr Leopold Lucas active there on one hand, and the convent of Canonesses Regu-
lar in Wroctaw on the other hand, was Sr Anna Hedwiga Lucasin, the Kamieniec
Cistercian’s birth sister. Family ties were perhaps a reason for the transfer of musical
manuscripts from Kamieniec to this particular centre.”” An analysis of biographical
notes of Cistercians from the Silesian province reveals that many members of their
families belonged to various monastic communities, not only in Silesia, but also
the Commonwealth, Bohemia, Moravia, and Italy. Informing us about contacts
between family members are, for example, notes in monastic books of the dead

Figure 4. RM 6159. Manuscript leafs prepared by a scribe from the convent of Canonesses
Regular in Wroclaw. Photograph from the collections of the University of Warsaw Library.

3 This identification is possible after preparing a collection of around 450 manuscripts origi-
nating in this monastery for the RISM database and drawing a table of monastic source
provenance in the Music Department of the University of Warsaw Library on the basis of
a detailed analysis of each source.

3 It is worth remembering that Fr Leopold and Sr Anna had another birth brother, a Francis-
can Minorite in the monastery of Kromieryz in Moravia. There, the musical ensemble of the
bishop’s court had a splendid repertoire at its disposal.
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Figure 5. RM 6092. Manuscript leafs prepared by a scribe from the convent of Canonesses
Regular in Wroclaw. Photograph from the collections of the University of Warsaw Library.

recording the deaths of relatives. Also, clerics from the family were present at the

monastic order’s solemnities, which was sometimes noted in books of profession.

Musical repertoire found various paths between monastic centres. Manuscripts

were lent,” copied,” or both, and transported when the musician — usually the

organist — changed his place of employment.®’ The repertoire transpired through

monastic communities owing to pastoral contacts.*! These ways of transmission can

38

39

40
41

On the subject of materials borrowed from the Cistercian monastery of Osek, see: C. Bac-
ciagaluppi, Rom, Prag, Dresden. Pergolesi und die Neapolitanische Messe in Europa, [series:]
Schweizer Beitrige zur Musikforschung, Vol. 14, Kassel 2010, pp. 120-121. This practice
is also confirmed at the Cistercian monastery in Krzeszéw. See: E. Kirsch, Die Bibliothek des
Musikalischen Instituts bei der Universitit Breslau. .., p. 32.

This is testified not only by receipts for the copy’s purchase, but also receipts for travel to an-
other monastery in order to copy music. The Dominican monastery in Dzikéw recorded the
cost of travel by a monastic musician to Sandomierz for the purpose of borrowing music for
copying. See: M. Jochymczyk, “Wypisy z ksiag archiwalnych. Klasztor w Dzikowic’ (Tabela
24) [Notes from archival books. The monastery in Dzikéw], [in:] Zycie muzyczne w klaszto-
rach dominikanskich w dawnej Rzeczpospolitej [Musical life in Dominican monasteries during
the Commonwealth], ed. by A. Patalas, Krakéw 2016, p. 573.

E.g. Andreas Heusler, mentioned in this article.

On the subject of the repertoire originating in the Jesuit circle and preserved in the collec-
tion of the Canonesses Regular in Wroctaw, in the context of pastoral activity led by the So-
ciety of Jesus, see: T. Jez, ‘Jezuicki repertuar muzyczny w klasztorze kanoniczek regularnych



102 Ewa Hauptman-Fischer

be supplied with a hypothesis: the repertoire’s change of location may have owed to
contacts between family members living in various monastic communities, which
is supported by the surviving manuscripts belonging to Fr Leopold Lucas.

The analysis of four modestly-sized musical sources has contributed new data
in regard to Silesian musical culture. Primarily, they have been identified as sourc-
es from the Cistercian collection of Kamieniec Zabkowicki, and complete a col-
lection recently discovered in this location’s post-Cistercian parish church.”? An
identification of the copyist enabled the sources” dating at the first 30 years of the
18th century, which means they hold the oldest vocal-and-instrumental repertoire
from Cistercian monasteries in Silesia preserved in contemporary times. More-
over, we have discovered two, earlier unknown in secondary literature, Silesian
composers activity. We cherish the hope that the hypotheses posed here regarding
their identification and the flow of repertoire between centres, can be verified by
further research in a timely manner. The case of the manuscripts from the Cister-
cian monastery of Kamieniec Zabkowicki shows that the discovery of lost collec-
tions is still possible.

Translated by Maksymilian Kapelatiski
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Nowo odnalezione rekopisy muzyczne z klasztoru cystersow
w Kamiencu Zabkowickim z poczatku XVIII wieku

Streszczenie

We wszystkich klasztorach nalezacych do $laskiej prowingji cysterséw (1651-1810) przy-
ktadano ogromna wage do muzyki (nie tylko liturgicznej). Pielegnowano tu chorat grego-
riaiski, a od drugiej potowy XVII wieku takze muzyke wokalno-instrumentalna. Swiadcza
o tym zachowane Zrédta muzyczne oraz dokumenty archiwalne. Od drugiej potowy XVII
wieku powotywano w klasztorach regenséw muzyki figuralnej (regens chori figuralis), ke6rzy
odpowiedzialni byli za przygotowanie i wykonanie muzyki innej niz chorat. Poczatkowo
funkeje t¢ nazywano réwniez cantor chori figuralis. Cho¢ praktyka taka istniata prawdopo-
dobnie we wszystkich cysterskich osrodkach, wigkszo$¢ $wiadczacych o niej Zrédet muzycz-
nych (zwlaszcza z XVII i poczatkdw XVIII wieku) nie zachowata si¢ do naszych czaséw.
Kazde nowe Zrédlo, ktére udaje si¢ odnalezé, jest w tej sytuacji cennym $wiadectwem kul-
tury. Muzykalia z klasztoru cysterséw w Kamiedcu Zabkowickim uwazane byty przez lata
za zbiér zaginiony. Podczas kwerendy w Bibliotece Uniwersyteckiej w Warszawie autorce
udalo si¢ jednak odnaleZ¢é cztery rekopisy pochodzace z tego osrodka, zawierajace muzyke
wokalno-instrumentalna. Powstaly one przed 1730 rokiem i razem z kilkunastoma rekopi-
sami z Lubigza tworza korpus najstarszego zachowanego repertuaru wokalno-inscrumental-
nego z klasztoréw cysterskich na Slasku — z pierwszych dekad XVIII wieku.

W rezultacie prowadzonych przez autorke badad — ktdre przedstawiono w arty-
kule — udato si¢ zidentyfikowaé kopiste i wiasciciela tych muzykaliéw. Byt nim kamie-
niecki kantor, o. Leopold Lucas (1676-1730). Nalezaca do niego kolekcja utworéw
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wokalno-instrumentalnych (zachowana dzi$ jedynie w niewielkiej czesci) potwierdza hi-
poteze, zgodnie z ktéra cysterscy kantorzy na Slasku na przetomie XVII i XVIII wieku
zajmowali si¢ nie tylko muzykq choratowa, lecz takze figuralna. Badania nad repertuarem
umozliwily identyfikacje kompozytordw (wsréd nich nieznanych dotychczas $laskich twér-
céw). Transkrypcje utwordéw pozwalajg na wniosek, ze jest to dobrej jakosci repertuar na
niewielka obsadg, ktéry z powodzeniem moze by¢ przywrécony do prakeyki wykonaweze;.
Kolejnym aspektem badari nad tym zespotem Zrédet jest kwestia przemieszczed muzyka-
liéw (czg$¢ rekopiséw zostata przekazana z Kamierica do klasztoru kanoniczek regularnych
we Wroctawiu) oraz mozliwych kontaktéw pomiedzy klasztorami; sie¢ tych powiazai miata
niewgtpliwe znaczenie dla przepltywu repertuaru, a w szerszej perspekeywie — dla calej kul-
tury muzycznej Slaska.

Recently Discovered Early-Eighteenth-Century Musical
Manuscripts from the Cistercian Monastery
of Kamieniec Zabkowicki

Summary

In all monasteries of the Cistercian Province of Silesia (1651-1810), great importance
was attached to music, not only liturgical in nature. Gregorian chant was cultivated, and
from the second half of the 17th century, performance of vocal-and-instrumental music
took place. This is testified by surviving musical sources and archival documents. Begin-
ning in the second half of the 17th century, regents of figural music (regens chori figuralis)
were appointed at monasteries who were responsible for preparing and performing music
other than Gregorian chant. They were also called cantor chori figuralis at first. Although
this practice was likely followed by all Cistercian centres, most of the musical sources that
confirm it (especially from the 17th and early 18th century) have not survived. Thus, each
discovered source becomes valuable cultural evidence. Musical sources from the Cister-
cian monastery in Kamieniec Zabkowicki have been considered lost for years. However,
in a survey of the library holdings at the University of Warsaw Library, the author found
four manuscripts from this centre that include vocal-and-instrumental music. They were
written before 1730, and together with around two dozen manuscripts from Lubiaz, they
constitute the body of the oldest preserved vocal-and-instrumental repertoire of Cistercian
monasteries in Silesia from the first decades of the 18th century.

The research results presented in this article allowed the author to identify the copyist
and owner of the musical sources: Fr Leopold Lucas (1676-1730), a cantor from Kami-
eniec Zabkowicki. His collection of vocal-and-instrumental works (preserved only in part)
confirms that at the turn of the 17th and 18th centuries, Cistercian cantors in Silesia
practised not only plainsong, but also figural music. The present author’s study of the
repertoire enabled her to identify certain composers (including some previously unknown
Silesian ones). Transcriptions of the works allow us to conclude that it is a repertoire of



106 Ewa Hauptman-Fischer

good quality for a small ensemble and can be restored to performance practice. Another
aspect of research on this set of sources is the issue of their transfer (some of the manuscripts
travelled from Kamieniec to the convent of Canonesses Regular in Wroctaw), and possible
contacts between monasteries; this network of connections was of undoubted significance
for repertoire flow and — from a broader perspective — the entire musical culture of Silesia.
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Choral Singing in Levoca/Leutschau in
the Middle of the 19th Century: Parallels with
the Development of the Wroctaw Choral Movement

The tradition of choral singing in Levoca/Leutschau was started by chorpraefect
Friedrich Wilhelm Wagner (1815, Heinersdorf — 1887, Levoca), a graduate of the
Saxon Royal Teacher Training College in the Friedrichstadt district of Dresden. He
came to Levoca in 1837, after the completion of his four-year studies in Dresden,
and never left the county of Spi$/Zips. Dignitaries from Levoca invited him based
on the good references and personal contacts with Jan Pavel Tomaschek, teacher
in the Evangelical Lyceum in Levoca, and Christian Traugott Otto, director of the
Teacher Training College in Dresden.! Friedrich Wilhelm Wagner took up the post
of Lutheran cantor and organist in a new masonry church situated in the town
square in the summer of 1837. Immediately after his arrival, he set up a choir in the
Lutheran church and, in September, he already performed on the occasion of the
consecration of the new church. A portrait of him, with a dating of 13 September
1887, has been preserved as a hanging picture with a black and white drawing.?
Chorpraefect Wilhelm Wagner came to the county of Spi$/Zips at the time
when choral singing started to develop in urban musical culture in Slovakia (former
Kingdom of Hungary) in the 1830s. At that time, Levoc¢a was a multilingual town
with a German, Hungarian and Slovak milieu. With the first performance of the

1 A. Zori¢dkovd, ‘Friedrich Wilhelm Wagner’, [in:] SpiS, vlastivedny zbornik 2 [Spis, patriotic
anthology 2], ed. by K. Krdl, Kosice 1968, pp. 311-318.

% Painted by Wilhelm Forberger (1848-1928), professor of drawing in Levoca, after Wilhelm
Wagner’s death, probably from a photograph. The Congregation of the Evangelical Church
of the Augsburg Confession in Levoca, hanging picture, shelfmark 1/19.
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Lutheran choir conducted by Wilhelm Wagner in September 1837, Levoca joined,
as one of the first towns in Hungary, the newly forming line of choral singing, which
was developing in Central Europe after German models, especially after the model
of the Academy of Singing in Berlin — Berliner Singakademie (1791), the Berlin
Choral Society — Berliner Liedertafel (1809) initiated by Carl Friedrich Zelter, and
a Swiss men’s choir, the Ziircher Minnergesangverein, conducted by Hans Georg
Nigeli in Ziirich (1810). In 1816-1817, the first men’s choir was formed at the
Wroctaw University and, from 1822 onwards, the Akademische Musikverein was
active there. Three years later (1825), a mixed choir, the Breslauer Singakademie,
was established in Wroctaw. In Bratislava, a Catholic musical society, the Kirchen-
musikverein zu St. Martin, started its activities in 1833. In the same year, a Catho-
lic musical society began to operate in the town of Trnava. In Prague, two choral
societies were active from 1840; these were the Cicielien-Verein and the Zofinska
akademie. In Vienna, the Wiener Minnergesangverein was formed in 1843 and,
from 1858 onwards, a mixed choir, the Wiener Singakademie, was active there.’
The Pressburger Liedertafel / Pozsonyi daldrda Lutheran men’s choir existed in Bra-
tislava/Pressburg from 1847, officially approved in 1857.* From among the Ger-
man milieus of the Hungarian towns, let us mention Kremnica / Kremnitz, where
a German choir functioned from 1859 at the Academy of Mining and Forestry /
Deutsche Berg- und Forstakademische Liedertafel.” Later, in the second half of the
19th century, musical societies were set up in other towns as well: Kosice, Banskd
Bystrica, Levoca, Malacky, PreSov, Roznava, Senica, Skalica. The Slovak singing
movement developed more intensively in line with patriotic singing in the 1860s;
officially, the oldest of such choirs, whose constitutions were approved, were Tatran
in Liptovsky Mikul4s (1873), Slovensky spevokol [Slovak Choir] in Martin (1872)
and Spevokol [Choir] in Tisovec, active from 1877.

3 Chorgesang als Medium von Interkulturalitit: Formen, Kandle, Diskurse (= Berichte des inter-
kulturellen Forschungsprojekts ‘Deutsche Musikkultur im 8stlichen Europa’, Bd. 3), ed. by
E. Fischer, Stuttgart 2007.

J. Lengov4, ‘Das deutsche Chorgesangswesen in Preffburg am Beispiel der Preffurger Liederta-
fel — Nationale und regionale Identitit, [in:] Chorgesang als Medium von Interkulturaliti. ..,
pp- 27-37.

K.-P. Koch, ‘Formen deutscher Gesangvereine im Sudéstlichen Europa, [in:] Chorgesang als
Medium von Interkulturalitit. .., p. 43. E. Kral, Taschenbuch fiir deutsche Siinger 1864, reprint,
ed. by E Brusniak, D. Klenke, Wien 1996, p. 210.

J. Lengové, ‘Hudba v obdobi romantizmu a nérodno-emancipa¢nych snéh (1830-1918)” [Music
in the period of Romanticism and efforts for national emancipation (1830-1918)], [in:] Dejiny
slovenskej hudby od najstarsich &as po siiéasnost [History of Slovak music from the earliest times up
to the present], ed. by O. Elschek, Bratislava 1996, pp. 202-204, 216. J. Kresdnek, “Vznik nérod-
nej hudby v 19. storo¢f [The genesis of national music in the 19th century], [in:] Z. Bokesovd et
al., Dejiny slovenskej hudby [History of Slovak music], Bratislava 1957, pp. 228-229.



Choral Singing in Levo¢a/Leutschau in the Middle of the 19th Century... 109

As mentioned above, choral singing in Levoca was initiated by Friedrich Wil-
helm Wagner, chorpraefect of the Evangelical Lutheran Church Community. His
musical talent is documented by the fact that, in the fourth year of his studies at
the Teacher Training College in Dresden, he was already the choirmaster (praefect)
of the choir. In Levoca, he held a combined post of cantor and organist. In the Lu-
theran church, he played the historical organ; today, this instrument can be found
in the easterly gallery of the church.” Already in the first years of his activities in
the county of Spis, Wilhelm Wagner was praised by his contemporaries; in 1844,
a book Andenken an die dreibundertjibrige Jubelfeier der evangelischen Gemeinde in
der k. Freistadt Leutschau was published on the occasion of the 300th anniversary
of the Reformation, which mentions his arrival as necessary because the Evangelical
Lutheran Church Community had planned to establish a teacher training institute
and they needed a professor of music for teacher training.® A century later, he is
mentioned as a choirmaster in a book called A Ldcsei Evangelikus Egyhdzkizség tor-
ténete (1917) as follows: ‘at the consecration of the new Lutheran masonry church
in 1837, he performed with the choir for the first time; the people liked the songs
a lot, and they significantly raised the festive character of the rite.”

Friedrich Wilhelm Wagner’s musical legacy has been preserved in the historical
library of the Congregation of the Evangelical Church of the Augsburg Confession
in Levoca, and his autobiography and appointment document have been preserved
in the archive of the congregation. Friedrich Wilhelm Wagner wrote his autobiog-
raphy two years before his death. It can be found in a bilingual manuscript con-
taining the autobiographies of the priests, professors and teachers of the Lutheran

7 Two organs and a historical positive can be found in the church of the Evangelical Church of
the Augsburg Confession in Levoca. The older organ comes from a wooden articular church.
It underwent several repairs in the 18th century and, after the erection of the new masonry
church in 1837, it was renovated and transferred to the gallery of the new church. The or-
gan ceased to function in the 20th century. In the interwar period, it was replaced by a new
instrument made in the factory of the Rieger brothers in Krnov (1932). J. Pet8czovd, ‘Histo-
rické organy v dejindch Levoée’ [Historical organs in the history of Levocal, [in:] Z minulosti
Spisa [From the past of Spi§], ed. by I. Chalupecky, Levoca 2016, pp. 75-108. O. Gergely,
K. Wurm, Historické organy na Slovensku [Historical organs in Slovakia], Bratislava 1982.

J. Tomasek, ‘Geschichte der evangelischen Gemeinde in Leutschau’, [in:] Andenken an die
dreibundertjibrige Jubelfeier der evangelischen Gemeinde in der h. Freistadt Leutschau, Leut-
schau 1844, p. 116.

‘Ezuttal szerepelt el8szor énekkar, amelyet tobb egyhdzi énekre betanitott Wagner Vilmos,
aki mint “chorprafect” — karnagy — néhdny hénappal ezel6tt kapott meghivast s néhdny hét-
tel ezel8t foglalta el dlldsdt. Az énekek nagyon tetszettek s igen emelték a szertartds iinnepies
voltdt.” A Lécsei Evangelikus Egyhdzkozség torténete. A reformatio négyszdz éves forduldja alkal-
mdbdl, kiadja: az egyhdzkozség [History of the Lutheran Congregation in Levoca. Issued by
the Congregation on the occasion of the four hundredth anniversary of the Reformation],
Lécse 1917, p. 35.

8
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Lyceum.'® After his death, it was published in the Zipser Bote weekly (1887)." His
appointment has been preserved as a separate document. It contains a list of his du-
ties — as a cantor and organist, he had to take care of the divine services on Sundays
and on holidays, in the mornings and in the afternoons, as well as on weekdays,
and he had to provide singing at funerals; as a teacher of singing and organ at the
lyceum, he had to teach young men and women to sing and students of theology
to play the organ in ten-month courses; and, as a teacher employed in one of the
primary classes, he had to educate the youth in fear of God and teach them age-ap-
propriate pieces of knowledge and good morals."

Friedrich Wilhelm Wagner conducted a children’s choir at the school and
a Lutheran choir at the church; later, he also set up other choirs in the town, such
as the Men’s Choir of Levoc¢a / Leutschauer Minnergesangsverein / Lécsei férfi
dalkor, which had 101 members in 1863 (i.e. in the first year of its activities). About
a quarter of the musical legacy of Friedrich Wilhelm Wagner has been preserved in
the historical library of the Congregation of the Evangelical Church of the Augs-
burg Confession in Levoca, which was later, in 1922, donated to the church by his
daughter Luise Ormossy."> His legacy is deposited in the Levoca/Leutschau Luther-
an Musical Collection (the musical sources in Part MUS B), which contains the au-
tographs of Wilhelm Wagner’s compositions, too — for mixed choirs, men’s choirs,
a book of chorales and a handwritten document containing 53-part songs for chil-
dren.'* His preserved choral compositions include songs, motets, psalms and can-
tatas for choirs, solos and piano accompaniment.” Only five of his autographs are

10 “Friedrich Wilhelm Wagner. | Cantor u[nd] Organist. Biographie’, [in:] A | meghivé levelek | és |
életrajzok | konyve. | Buch | der | Biographien u. Vocationen | betreffend | die Pfarrer, | Professoren |
und Lebrer der evang. A. C. Gemeinde in Leutschau (manuscript). Archive of the Congregation
of the Evangelical Church of the Augsburg Confession in Levoda, shelfmark V.B/2a, pp. 30-38.
"' “Friedrich Wilhelm Wagner. | Cantor u[nd] Organist. Biographie’, Zipser Bote, Vol. 25
(1887), No. 41, No. 42, No. 43.
Superintendetenlade, No. 12, Archive of the Congregation of the Evangelical Church of the
Augsburg Confession in Levoda, shelfmark V.B/1a.
Dankvotierung ... der Frau Lebrerswitwe Luise Ormossy fiir den Musikalischen Nachlass ihres
seligen Vaters (22/ 06/ 1922). Ebrw. Frau Lebrerswitwe | Luise Ormossy | in Leutschau. Manu-
script, file no. 9 / 1922. Archive of the Congregation of the Evangelical Church of the Augs-
burg Confession in Levoca. Georg Wagner Collection, box. 1, Schriften.
First inventory of the music from Friedrich Wilhelm Wagner’s legacy: F. Martas, Sipis hu-
dobnin v knignici Evanjelickej cirkvi a. v. v Levoéi [List of musical sources in the Library of
the Evangelical Church of the Augsburg Confession in Levocal: 1. Historicky hudobny fond
(16.—17. storocie) [Historical music collection (16th—17th century)l; 2. Prebladny sipis dal-
sich hudobnin (18.—20. storotie) [Comprehensive inventory of other musical sources (18th—
20th century)] [typewriting, Library of the Evangelical Church of the Augsburg Confession
in Levoda], Levoéa, Presov 1974.
5 Besides the Levoc¢a/Leutschau Lutheran Musical Collection, Friedrich Wilhelm Wagner’s
choral music has been preserved in two other collections: his Hoffnung cantata in the Musical

12
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14
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dated, between 1840 and 1850: Wie lieblich sind deine Wohnungen (mixed choir,
psalm, 1840, see illustration 1); Sangergruss an’s Dorfchen (men’s choir, song, 1846);
Der Sonnenstrahl (men’s choir, cantata, seven movements, 1846); Mein Herz ist be-
reit, 0 Gott, Psalm 57, v. 8—12 (mixed choir, psalm, 1847); An die Dorfkirchglocke
(mixed choir, song, 1850).

lllustration 1. Friedrich Wilhelm Wagner, Wie lieblich sind deine Wohnungen (Psalm, 1840),
b. 1-23. Reproduction of the manuscript from the Levoca/Leutschau
Lutheran Musical Collection, SK-Le MUS B 1/9.

Besides the autographs of Friedrich Wilhelm Wagner’s own compositions, his
legacy also contains some choral compositions (scores of the choral pieces and part
books) by German composers which he copied by hand: Carl Gottlieb Reissiger —
Du bist der Gott der Kraft, motet for mixed choir (n. d.); Christian Gottlob August
Bergt — Gross ist der Herr, hymn for mixed choir (n. d.); Friedrich Silcher — Jehovah,
deinem Namen sei Ehre, Macht und Ruhm, hymn for mixed choir (1840), and arias

Collection of the Convent of the Ursulines (SK-BRnm MUS VII 431) and his Das Abend
song in the Levoda/Leutschau Catholic Musical Collection (SK-L MUS XVI 180).
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and excerpts from the operas and choral works of European composers:Vincenzo
Bellini, Max Bruch, Anton Diabelli, Julius Kéldy, Hermann Kipper, Felix Mendels-
sohn-Bartholdy, Giacomo Meyerbeer, Franz Xaver Wolfgang Mozart, Wolfgang
Amadeus Mozart, Julius Stern, Giuseppe Verdi, Carl Maria von Weber and Zollner
(Carl Friedrich?, Andreas?).'®

Usually, the handwritten accompaniments of the works, Friedrich Wilhelm
Wagner’s arrangements, have also been preserved with the prints. One of these,
an arrangement for piano four hands, can be found at Max Bruch’s Schin Ellen
ballad (SK-Le MUS B 3/4). This composition from the early period of his works,
composed in 1866, is one of the parallelisms in the musical repertoire between
the choral movement in Wroctaw and in Levoca. German composer and conduc-
tor Max Bruch came to Wroctaw and took up the post of conductor and director
of the Breslauer Orchestervereins in 1883, where he remained until 1890." His
ballad Schon Ellen (Op. 24) for soprano, baritone, mixed choir and orchestra was
performed in Levoca, probably only with piano accompaniment, without an or-
chestra. In Friedrich Wilhelm Wagner’s legacy, two printed vocal parts (sopran-solo,
bariton-solo) and a printed piano score of the ballad have been preserved, along with
the above-mentioned handwritten arrangement for piano four hands — Schin Ellen
| von | Max Bruch | Pianobegleitung zu vier Hinden || W Wagner.

In fact, Max Bruch’s works in the choral singing repertoire in Levoca are not sur-
prising because his music was well-known all over Slovakia. In the Slovak National
Museum — Music Museum in Bratislava, twelve compositions of his are registered in
five music collections; most of them, choral pieces and one violin concerto (MUS
XIX 169, 498, 500, 604, 1051), including his mixed choir /m Himmelreich, Op. 90
(MUS XIX 169), hand-copied Schin Ellen ballad (MUS XIX 498), Romischer Tri-
umphgesang, Op. 19 (MUS XIX 500), and Das Lied von der Glocke, Op. 45 (MUS

16 Carl Friedrich Zéllner (1800 Mittelhausen, Thiir. — 1860 Leipzig) — German composer,
one of the founders of the Central German tradition of men’s choral singing. Music teacher,
founder of a private musical institute in Leipzig, where choral singing was cultivated. On the
occasion of the 100th jubilee of Schiller’s birth, he conducted 20 choirs. The Leipziger Zoll-
nerbund association came into being after his death. H. Rectanus, ‘Zéllner, Carl Friedrich’,
lin:] Die Musik in Geschichte und Gegenwart, Personenteil, Bd. 17, ed. by L. Finscher, Kassel
etc., 2007, columns 1548—1550.

17" Max Bruch (1838-1920) — German composer and conductor. Studied with Ferdinand Hiller
in Cologne, later in Leipzig and Bonn. Lived and worked as a conductor in several cities of
Western Europe (Koblenz 1865-1867, Sondershausen 1867, Berlin and Bonn 1870-1878,
Wroctaw/Breslau (1883-1890), Berlin (1890-1911: professor of the Berliner Akademie der
Kiinste), in England (Liverpool 1880—1883: director of the Philharmonic Society), and even
went on tour in the USA (1883). His extensive works include over 200 opuses: oratorios,
cantatas, 3 operas, symphonic works (3 symphonies), concertos, chamber and piano pieces.
D. Kimper, ‘Bruch, Max’, [in:] Die Musik in Geschichte und Gegenwart, Personenteil, Bd. 3,
ed. by L. Finscher, Kassel etc., 2000, columns 1027-1034.
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XIX 604) figure in the Bratislava/Pressburg Lutheran Musical Collection (SK-BRnm
MUS XIX). Two of his quartets have been preserved in the Kezmarok/Kesmark Mu-
sical Collection (Op. 9, Op. 10, SK-BRnm MUS IX 240, 241) and other two works
of his can be found in smaller collections (SK-BRnm MUS XVIII 375, 500).'*
Another document also plays an important role in the research of the choral
repertoire in the region of Spis/Zips. I discovered it in the archive of the Congre-
gation of the Evangelical Church of the Augsburg Confession in Levoca, and it is
a manuscript document titled Festliche Gesiinge | aufgefubrt | in der evanglelischen]
Kirche zu Leutschau | seit 1837, containing the repertoire of the choir performed on
festive occasions in the Lutheran church between 1837 and 1915." In it, Friedrich
Wilhelm Wagner recorded the compositions he conducted until his death (1887).
After him, his son-in-law, school director and composer Carl Ormossy (originally
Ochsenhofer, 1850-1907) and, later on, choirmaster Jézsef Mayer (Mayer, Jézsef,
karmester) continued to add the pieces. This is the only secondary source of this
type preserved in Slovakia. It is also important for the reason that only three musi-
cal collections have been preserved from the 19th century in Lutheran churches —
from Levoca, Bratislava/Pressburg and Kosice/Kassau. The Bratislava/Pressburg
Lutheran Musical Collection (SK-BRnm MUS XIX) is extensive, containing 1253
units, and consisting of music from family legacies, brass bands and several choirs
(Evangelischer Kirchenchor, Liedertafel, Singverein) from the mid-19th century
to World War II. These sources contain several handwritten notes which reveal
the musical contexts of choral singing in Central Europe: the names of perform-
ers, performance venues, collaborating choirs and societies (Salzburger Liedertafel,
Wiener Minnergesangverein, Schubertbund). The Kosice/Kassau Lutheran Mu-
sical Collection (SK-BRnm MUS XXII) is a smaller one, containing 150 units,
most of them from the Musical Society of Kosice.?* All the three collections, the
Bratislava one, the Kosice one and the Levoca one, contain compositions from the
choral singing repertoire typical of the Central European regions in which urban
musical culture was developing in a multi-ethnic milieu with a prevailing German
population. The larger region of Silesia, as well as the smaller region of Spis, were

18 Besides the above-mentioned compositions, four prints have been preserved from the 20th
century (SK-BRnm MUS XXX 5760, 5839) and two pieces in the personal collection of
Julius Kontsek (SK-BRnm MUS CVIII 98, 341). Sprievodca po zbierkovom fonde Hudob-
ného milzea Slovenského ndrodného miizea I. Hudobné zbierky archivnej povahy, 1965-2000
[A guide to the collection fund of the Music Museum of the Slovak National Museum
I. Musical collections of archival nature, 1965-2000], [series:] Musaeum Musicum, ed. by
J. Kalinayov4-Bartov4, Bratislava 2001, pp. 70-77, 89-90, 127.

Y Festliche Gesiinge | aufgefubrt | in der evangelischen Kirche zu Leutschau | seit 1837. Agen-
da 2. Archive of the Congregation of the Evangelical Church of the Augsburg Confession in
Levoca. The document is marked as Dennik kantorov [Cantors diary].

20 Sprievodca po zbierkovom fonde. .., pp. 74, 80-82.
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characterised by the fact that choral singing had several functions in the towns, es-
pecially a social, an educational and a patriotic one.

In Silesia, the trend of choral singing started earlier than in Spis; the first men’s
choir in Wroctaw/Breslau began its activities soon after the establishment of the De-
partment of Singing at the Wroctaw University in 1814. These activities were initi-
ated by Carl Friedrich Zelter, director of the Berliner Singakademie, who was sent to
Wroctaw in 1811 with the aim to establish a Royal Academic Institution of Church
Music at the university. From among the local musicians, Joseph Ignaz Schnabel
(1767-1831), organist in the Catholic cathedral, and Friedrich Wilhelm Berner
(1780-1827), organist in the German Lutheran church, were selected for this task.”!
From the works of these musicians, a score and handwritten parts of Carl Friedrich
Zelter’s Bundeslied (see illustration 2) have been preserved in the Bratislava/Press-
burg Lutheran Musical Collection (men’s choir, SK-BRnm MUS XIX 696)* and
printed handwritten pieces (Missa, Vesperae, Graduale, Litaniae, Antiphona, etc.) of
Joseph Ignaz Schnabel have also been preserved in Slovakia, in six musical collec-
tions,” among them handwritten Psalm Herr unser Gort in the Kosice/Kassau Lu-
theran Musical Collection (shelfmark MUS XXII 111, seals on the handwritten

parts — ‘Kassauer Musikverein’, ‘Kassai zeneegylet) (see illustration 3).*

2 M. Zduniak, ‘Muzyka i historia muzyki na Uniwersytecie Wroctawskim w XIX wieku
i pierwszej potowie XX wieku’ [Music and history of music at the University of Wroctaw
in the 19th century and the first half of the 20th centuryl, [in:] Muzykologia we Wroctawiu.
Ludzie — historia — perspektywy [Musicology in Breslau/Wroctaw: People — history — perspec-
tives], [series:] Musicologica Wratislaviensia, Vol. 1, ed. by Gotab Maciej, Wroclaw 2005,
p. 12; J. Subel, Wroctawska chéralistyka 1817-1944 [Choral music in Wroctaw 1817-1944],
Vol. 1, Wroctaw 2008, p. 101; A. Drozdiewska, nyz'e muzgyczne na Uniwersytecie Wroctaw-
skim w XIX i I potowie XX wicku [Musical life at the University of Wroclaw in the 19th cen-
tury and the first half of the 20th century], Wroctaw 2012, p. 48.

2 Print (programme): Frankfurter Festchore 1932. Carl Friedrich Zelter: Bundeslied. Seals on
the handwritten parts: PRESSBURG LIEDERTAFEL 1857’, ‘KD MVB VA 738’.

25 SK-BRnm: MUS XXII 111 (KoSice/Kassau Lutheran Musical Collection); MUS VII 324

(Salve regina, RISM A/II 570001487), 963 (Musical Collection of the Convent of the Ur-

sulines); MUS IX 161 (Kezmarok/Kesmark Musical Collection); MUS X 73, 134 (Cubica/

Leibitz Catholic Musical Collection); MUS XX 141 (Svedl4r/Schwedler Catholic Musical Col-

lection); MUS XXIII 73, 75, 78, 105 (Smolnik/Schméllnitz Catholic Musical Collection).

Sprievodca po zbierkovom fonde Hudobného miizea Slovenského ndrodného mizea I..., p. 277.

A. Zarebska, Katalog utwordw Josepha Ignaza Schnabla zachowanych we Wroctawiu [A catalogue

of works by Joseph Ignaz Schnabel preserved in Wroctaw], Master’s thesis, The Karol Lipiriski

Academy of Music in Wroclaw [typewriting], Wroclaw 1998, p. 122 (E major, 73 K, 7 U,

47 \X); Herr unser Gott, wie grofS bist du, [online:] hteps://www.musicalion.com/de/scores/no-

ten/349/joseph-ignaz-schnabel/34560/herr-unser-gott [4 June 2019]; 1. Swidnicka, “Wroctaw-

ska dziatalno$¢ Josepha Ignaza Schnabla’ [Joseph Ignaz Schnabel’s activities in Wroctaw], [in:]

Tradycje slaskiej kultury muzycznej [Traditions of Silesian musical culture], Vol. 14, Part 1, ed.

by A. Granat-Janki et al., Wroctaw 2017, pp. 111-131.

24


https://www.musicalion.com/de/scores/noten/349/joseph-ignaz-schnabel/34560/herr-unser-gott
https://www.musicalion.com/de/scores/noten/349/joseph-ignaz-schnabel/34560/herr-unser-gott
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lllustration 2. Carl Friedrich Zelter, Bundeslied (Hymn), b. 1-6. Reproduction of the score
from the Bratislava/Pressburg Lutheran Musical Collection, SK-BRnm MUS XIX 696.
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lllustration 3. Joseph Ignaz Schnabel, Herr unser Gott, wie groff bist du (Psalm), b. 1-48.
Reproduction of the manuscript from the Kosice/Kassau Lutheran Musical Collection,
SK-BRnm MUS XXII 111.

When comparing the repertoires of the first choral concerts in Wroctaw and
Levoca, we find that they are very similar, despite a 20-year gap. The first official
concert of the men’s choir of the university in Wroctaw took place on 13 May 1817.
The programme consisted of sacred compositions by Friedrich Wilhelm Berner,
Carl Heinrich Graun, ].B. Grof$, W. Flemming, Rolle and ].F. Reichardt, and of
a secular song by Carl Maria von Weber.” In Levoca, the initial choral singing ac-
tivities date back to 1837, when, in September, Friedrich Wilhelm Wagner noted
down into his Festliche Gesinge handwritten booklet for the first time the musi-
cal repertoire performed at two festive divine services (pieces by Schulz, Bergth,
Rolle, Neukomm, see illustration 4). Wilhelm Wagner’s notes from the first three
years of his activities in Levoca reveal that it was the same repertoire that was sung
in the German-speaking areas of Central Europe — pieces by Schulz, Christian
Gottlob August Bergth, Rolle, Neukomm, Giovanni Battista Pergolesi, J. André,

% J. Subel, 0p. cit., p. 104. A. Drozdzewska, op. cit., p. 470. Wherever there is no first name
next to a composer’s surname above, it is not available at present.
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llustration 4. Festliche Gesinge. Handwritten booklet of Friedrich Wilhelm Wagner and other
musicians; musical repertoire recorded in September 1837. Reproduced from:
Festliche Gesiinge | aufgefubrt | in der evangelischen Kirche zu Leutschau | seit 1837.
Agenda 2. Manuscript from the Archive of the Congregation of the Evangelical
Church of the Augsburg Confession in Levoca.
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Hans Georg Nigeli, Kaner, Friedrich Silcher, Z6llner, Graun, Fischer, Carl Gott-
lieb Reussiger, etc.

From 1840 onwards, Friedrich Wilhelm Wagner’s own compositions also figure
regularly in the Festliche Gesinge. These were performed on church holidays and
during festive divine services; e.g. in 1844, on the occasion of the 300th anniversary
of the Reformation, Friedrich Wilhelm Wagner conducted his own composition
for choir and a vocal quartet, Herr, du hilfst des Wahrbeit siegen, which has not been
preserved in the Levoc¢a/Leutschau Lutheran Musical Collection. Further infor-
mation on Wagner’s choral compositions performed in concerts in Levoca can be
found in the Zipser Bote and Zipser Anzeitung newspapers of Spis/Zips from the sec-
ond half of the century. From 1864 onwards, they also contain reviews of concerts
of military music, secular concerts and theatre performances. Based on these, the
names of other composers can be added to the repertoire of choral works: Heinrich
Marschner, Neukomm [S. Ritter von Neukomm], Johann Sebastian Bach, Franz
Schubert, Johannes Brahms, Robert Schumann and Ludwig van Beethoven. At the
inauguration ceremony of Zen Cséky, the new administrator of the county of Spis/
Zips, on 7 April 1896 in Levoca/Leutschau, the Lutheran choir performed Ludwig
van Beethoven’s Die Himmel riihmen des Ewigen Ebre from his Sechs Lieder von Gel-
lert cycle, Op. 48, No. 4.

The newspapers also contain important information about festivals of choral
singing in Spis, organised partly by Friedrich Wilhelm Wagner; in Levoca, these
took place in 1881 and 1889, in Spisské Podhradie in 1884, and in Lubica in 1885.
Singers and choirs from Spis and its vicinity took part in them in large numbers;
e.g. performers from Tvaroznd (2), Velkd (2), Gelnica (19), Spisskd Nova Ves (25),
Spisské Podhradie (45), Lubica (25), Levoca (30), Poprad (14) and Liptovsky Mi-
kulds (4) participated in the singing festival in Spisské Podhradie in 1884. At the
festival in Lubica in 1885, there were 170 performers from Tvaroznd, Spisskd Novd
Ves, Kezmarok, Spisské Podhradie, Lubica, Levoca and Poprad.?® These festivals of
choral singing took place under the aegis of the Singers’ Association of Spis / Zipser
Singerbund / A Szepesi daldr egyesiilet, whose constitution was approved by the
Ministry of Interior in 1883, which the County of Spis officially announced to the
town of Levoca in a letter of 18 May 1883 stating that the county was sending one
copy of the constitution to the town, one copy remained in the county archive,
and one in the Ministry of Interior in Budapest. The Lutheran pastor Johannes
Gretzmacher is named as the first president of the association and Franz Bayer as

26 Zipser Bote, Vol. 22 (1884), No. 29. Zipser Bote, Vol. 23 (1885), No. 27; ]. Lengov4, ‘K proble-
matike hudobného Zivota Levoce v druhej polovici 19. storocia’ [On the musical life of Levoca
in the latter half of the 19th century], Musicologica Slovaca et Europea, Vol. 19 (1994), pp. 136—
137; L. Chalupecky, Dejiny Levoée 2 [History of Levoca 2], KoSice 1975, pp. 205-206.
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its vice-president.”” The large participation in the festivals documents the boom of
choral singing between the 1860s and 1880s, coordinated and officially monitored
by the authorities. The archive of the County of Spi§ has preserved information
about societies with the character of choirs in Levo¢a and Kezmarok (1864), Smol-
nik (1869), Krompachy (1876), Lubica (1880), about the amendments to the con-
stitution of the choir in Gelnica (1888), about the statute of the singers” society in
Kezmarok (1889), of the Catholic choir in Spisskd Beld (1894), etc.”®

The activities of chorpraefect Friedrich Wilhelm Wagner were extensive in the rich
musical life of the town of Levoca and the county of Spis. He worked for the Lutheran
Church, he was the conductor of urban choirs and also an organiser of the musical
life. His significance was acknowledged already by contemporaneous German litera-
ture — in the book Der volksthiimliche deutsche Méinnergesang (1887), he is mentioned
as the founder of the Singers’” Association of Spi$ / Zipser Singerbund (1883) and as
the ‘doyen of singing for the entire Spis for half a century’ (‘Altmeister des Gesangs
fiir ganz Zipsen seit einem halben Jahrhundert’).” His activities were carried on by his
successors, mainly his son-in-law, teacher and choirmaster Carl Ormossy. However,
at that time, other choirs and societies were also active in Levoca, pursuing choral
singing and organising concerts. These included the Obdiansky spolok [Civic Soci-
ety] and the Kasino [Casino] (they later formed the Eotvos Circle / E6tvos kor) and
the Katolicky spolok [Catholic Society] (Katholischer Verein, established in 1895).
Of course, we cannot compare Wroclaw and Levoca as to the number of choirs and
choral societies. In Levoca, two church choirs (a Lutheran one and a Catholic one)
were active, focusing on German and, later, Hungarian repertoire, with the most sig-
nificant choir from a long-term perspective being the Men’s Choir of Levoéa (from
1863). According to Joanna Subel’s monograph Wroclawska chéralistyka 1817-1944
[Choral music in Wroctaw 1817-1944] (2008), as many as seven men’s choirs, five
mixed choirs and one women’s choir were active in the German musical milieu of
Wroclaw, all founded in the 19th century; besides these, two Polish choirs, Harmo-
nia (1882-1939) and Lutnia (1890-1895), also functioned in the town. In Levoca,
there was no Slovak choir within urban societies. After all, Wroctaw was a big city
compared to Levoca, with a population of 207,997 in 1868.*° On 31 December

¥ Ministry of Interior of the Slovak Republic, Spi§ Archive in Levoca, specialised department

of the State Archive in PreSov (hereinafter referred to as the Spi§ Archive in Levoca). Spis
County Collection, Adm. Dept., box 498, shelfmark 4802/1883.

2 Spis Archive in Levoca. Spi§ County Collection, Adm. Dept., box 40, shelfmark 211/1883.

2 Q. Elben, Der volksthiimliche deutsche Minnergesang, seine Geschichte, seine gesellschaftliche und
nationale Bedeutung, Tibingen 1885; second edition: Der volksthiimliche deutsche Minner-
gesang. Geschichte und Stellung im Leben der Nation; der Deutsche Singerbund und seine Glieder,
Tiibingen 1887; reprint, ed. by E Brusniak, F. Krautwurst, Wolfenbiittel 1991, p. 353.

30 J. Subel, 9p. ciz., p. 23.
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1869, Levoca had only 6,887 inhabitants, although it was the most populous town
in Spis. We have more detailed information about the composition of its population
from 1880, when Slovaks, Germans, Hungarians and Gypsies were recorded there;
the majority of the population was Roman Catholic, the number of the members of
the Evangelical Church of the Augsburg Confession dropped, the number of Greek
Catholics increased, and a quite populous Jewish community also lived there from
the end of the sixties.”!

We have few pieces of information about the choral singing of Slovak songs
in Levoca in the mid-19th century; these refer mostly to the activities of student
communities at the Lutheran lyceum. Before the 1848 revolution, the lyceum in
Levoca was a famous school; as many as 300 students studied there. They used to
meet in German, Hungarian and Slovak societies, issue their own periodicals, and
sing mainly patriotic songs, vocal choral arrangements of folk songs, and social
songs. The Slovak songs they sang included Dunaju slovensky uz ta zanechdme [Slo-
vak Danube, we will leave you], Hej Slovdci [Hey Slovaks], Nitra mild Nitra [Nitra
Dear Nitra], Nad Tatrou sa blyska [There is lightning over the Tatras].*

After the Austro-Hungarian Compromise of 1867 and the consequent political
changes, Hungarian patriotism strengthened in Levoca. The changes were reflected
in the repertoire as well — as the Festliche Gesinge booklet reveals,” a Hungarian
choral composition figured in the repertoire of the German choir in 1879 for the
first time; it was Ferencz Erkel’s anthem Isten, dldd meg a magyart [God, bless the
Hungarians] for mixed choir, performed on 24 February 1879 at the funeral of
Eduard Zsedényi (Zsedényi, Ede, born Pfannschmiedt, 1802-1879), member of
the Hungarian parliament. At the end of the century, this song used to be sung in
Levoca often; e.g. it was performed on 1 April 1894 during the obsequy of Lajos
Kossuth and on 10 May 1896 during the Hungary-wide Millennial Festival. Frie-
drich Wilhelm Wagner’s legacy even contains translations of German choral com-
positions to Hungarian by his son-in-law Carl Ormossy.

Conclusions

Friedrich Wilhelm Wagner, chorpraefect in the Lutheran church, was the main mu-
sical personality contributing to the development of choral singing in Levoca in
the 19th century. His songs and cantatas from 1840-1850 represent the earliest

31 1. Chalupecky, op. cit., pp. 71, 74.

32260 students attended the lyceum in Levoca in 1830 and 300 students in 1846; the situa-
tion changed after the 1848 revolution: in 1849, there were only 131 students there. The Hej
Slovdci [Hey Slovaks] song was sung in Pavol TomdseK’s version. lbidem, pp. 359, 368, 384.

3 Festliche Gesinge...
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preserved Romantic choral music in a Slovakia-wide context. Friedrich Wilhelm
Wagner’s activities in the milieu of the Evangelical Lutheran Church Community,
and more generally in the musical life of the town of Levoc¢a and the county of Spis
in the 1870s and 1880s, are fully in line with the development of the choral move-
ment in Central Europe. He was well-versed in the contemporaneous repertoire
of similar men’s choirs and mixed choirs in the German-speaking areas of Europe,
including Silesia and Wroctaw.

However, parallelisms between choral singing in Levoca and in Wroclaw can be
detected not only in the similarity of the repertoire, but also in the system of organ-
isation of the choirs and musical societies in multi-ethnic milieus and in the link to
the question of the national identity of the bourgeoisie. While choral singing was
strongly connected to German patriotism in Levo¢a and Spis in the first half of the
century, Hungarian local patriotism began to be asserted in choral singing in the
second half of the 19th century. In this milieu, the Slovak element had favourable
conditions only in the first phase, during the existence of the Slovak society at the
Lutheran Lyceum until 1848.

Translated by Monika Dorna

This article is the result of the implementation of the Topography of Music in Slovakia
in the Course of Centuries project (No. 2/0050/17) supported by the Scientific Grant
Agency of the Ministry of Education, Science, Research and Sport of the Slovak Re-
public and the Slovak Academy of Sciences, Bratislava, Institute of Musicology of
the SAS, 2017-2020. The author works at the Institute of Musicology of the Slovak
Academy of Sciences, Bratislava. The figures are reproduced with the kind permission
of the Congregation of the Evangelical Church of the Augsburg Confession in Levoca
and the Slovak National Museum — Music Museum in Bratislava.
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épiew chéralny w Lewoczy w potowie XIX wieku:

poréwnanie z wroctawskim ruchem chéralnym

Streszczenie

Intensywny rozwéj $piewu chéralnego na Stowacji rozpoczat si¢ w latach trzydziestych XIX
wieku wraz z rozwojem niemieckiego ruchu chéralnego w Europie Centralnej. W Braty-
stawie od 1833 roku dziatato karolickie stowarzyszenie Kirchenmusikverein zu St. Martin,
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a od 1847 roku luteraiiski chér Pressburger Liedertafel. Katolickie stowarzyszenie muzycz-
ne istniato réwniez w Trnawie od 1833 roku. Na Spiszu twérca tradycji $piewu chéralnego
byt Chorpraefect Friedrich Wilhelm Wagner (1815-1887). Ukoriczyt on Saksonskie Kré-
lewskie Seminarium Nauczycielskie w Dreznie. Od 1837 roku aktywnie uczestniczyt w zy-
ciu spotecznym i muzycznym Lewoczy jako luterariski kantor, organista i dyrygent chéru.
W péiniejszym czasie zatozyt stowarzyszenia Leutschauer Minnergesangsverein i Zipser
Singerbund (1883). W Lewoczy zachowaly si¢ kompozycje chéralne EW. Wagnera (kan-
taty, piesni, opracowania chéralne) oraz rekopismienny dokument Festliche Gesinge, zawie-
rajacy repertuar choru luterariskiego (Bergt, Nigeli, Abt, Silcher, Kipper, Marschner, Neu-
komm, Reissiger, Mendelssohn-Bartholdy, Schubert, Brahms, Schumann itp.). Festliche
Gesinge stanowi cenne Zrédlo umozliwiajace poréwnanie repertuaru chéréw we Wroctawiu
i Lewoczy. Wspdlny element repertuaru stanowita np. muzyka kompozytoréw dziatajacych
we Wroclawiu (Carl Friedrich Zelter, Max Bruch). Specyfika ruchu chéralnego na Spiszu
zwigzana byla z tozsamoscig narodows i regionalna. Niemiecko- wegiersko- i stowackoje-
zyczne stowarzyszenia studenckie w Lewoczy $piewaly piesni chéralne i patriotyczne. Po
tak zwanym kompromisie austro-wegierskim (1868) wegierski patriotyzm przybrat na sile,
czego dowodem s3 zrédta muzyczne (thumaczenia oryginalnych tekstéw niemieckich na

jezyk wegierski).

Choral Singing in Levoca/Leutschau
in the Middle of the 19th Century: Parallels with
the Development of the Wroctaw Choral Movement

Summary

Choral singing began to intensify in Slovakia (former Kingdom of Hungary) in the 1830s,
following the development of the German choral singing movement in Central Europe.
In Bratislava, the Catholic Kirchenmusikverein zu St. Martin was active from 1833 and
the Lutheran Choir the Pressburger Liedertafel from 1847. A Catholic musical association
was active in Trnava from 1833. In the Spi$/Zips region, Chorpracefect Friedrich Wilhelm
Wagner (1815-1887) was the founder of the tradition of choral singing. He graduated
from the Saxon Royal Teacher Training College in Dresden. He got engaged in the Levoca
social and musical life from 1837 as the Lutheran cantor, organist and conductor of the
choir. Later, he founded the Leutschauer Minnergesangsverein and the Zipser Singerbund
(1883). Friedrich Wilhelm Wagner’s choral compositions (cantatas, songs, motets, psalms,
choral arrangements) have been preserved in Levoca, as well as in the manuscript docu-
ment Festliche Gesinge, which contains the repertoire of the Lutheran Choir (Bergt, Nigeli,
Ab, Silcher, Kipper, Marschner, Neukomm, Reissiger, Mendelssohn-Bartholdy, Schubert,
Brahms, Schumann, etc.). Festliche Gesiinge is a good source to identify parallels between
the concert repertoires of the choirs in Wroctaw and Levoca. A common element of the rep-
ertoire was, for example, the music of composers active in Wroctaw (Carl Friedrich Zelter,
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Max Bruch, Joseph Ignaz Schnabel). The specificity of the Spis singing movement stemmed
from national and regional identity. German-, Hungarian- and Slovak-speaking student so-
cieties in Levoca sang patriotic and choral songs. After the Austro-Hungarian Compromise
(1868), Magyar-Hungarian patriotism intensified, as it is evidenced by musical sources
(translations of the texts of the original German works into Hungarian).
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Adolph Friedrich Hesse Going West.
Influences of the Theoretical School
of Johann Christian Heinrich Rinck and Beyond

In 1828, the nineteen-year-old Adolph Friedrich Hesse, so far having been musi-
cally educated by Friedrich Wilhelm Berner (1780-1827) and Ernst Kohler (1799—
1847) in his hometown of Breslau, went on his first major journey. One year earlier,
his teacher Berner had died, and Hesse was appointed as the second organist at the
church of St Elisabeth, while Ernst Kohler became the first organist. Though it was
clear that Hesse, even in his young years, by far exceeded the skills of his colleagues,
the decision at that time was not to bind him as a main organist, but to give him
wings to complete his education beyond the province of Silesia.

Regarding the financing of his journey, the talented young musician was prof-
iting from a grant that he received from the municipal authorities with the help
of some ‘Baurat Knorr’, as Hans-Jiirgen Seyfried mentions." Hesse’s intention was
now to get in contact with other great musicians and to improve his skills both on
the organ and the piano. Also, he wished to continue his education in the fields of
composition and music theory. Therefore, his journey led him to the most impor-
tant musical centres in Middle and Northern Germany: Dresden, Leipzig, Dessau,
Merseburg, Weimar, Erfurt, Kassel, Frankfurt am Main, Darmstadt, Hamburg,
and Berlin.?

It is reported that Hesse was very successful on his journey as a performer,
mainly on the organ, but also on the piano, and as a conductor. So, at least partially,

' H.-]. Seyfried, Adolph Friedrich Hesse als Orgelvirtuose und Orgelkomponist (=Forschungsbei-
triige zur Musikwissenschaft, Vol. 17), Regensburg a.o. 1964, p. 11.
2 Ibidem.
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his journey must have had more the character of a concert tour than of an educa-
tional trip. In Weimar, he met the famous pianist and composer Johann Nepomuk
Hummel (1778-1837) — an acquaintanceship which was of great importance for
the further progress of the journey: Hummel wrote a letter of recommendation for
Hesse to Johann Christian Rinck (1770-1846) in Darmstadt. Rinck was known
very well as preserving the Bach style on the organ, once having been himself a stu-
dent of the former Bach’s student Johann Christian Kittel (1732—-1809) in Erfurt.

Thus, in autumn 1828, Hesse went on to travel to Darmstadt. He studied

with Rinck from October 1828 to 3 March 1829.° A lifelong friendship formed
between the two musicians. How close the relationship between Hesse and Rinck
must have become during that relatively short period of time is shown by a passage
from Hesse’s letter written on 4 March 1829, one day after he left Rinck and his
family: Hesse apologises for his fast leaving on the day before, justifying it subse-
quently by admitting that ‘already at the table [...] [he] could not hold back the
tears anymore’.* In the same letter, he writes that RincK’s ‘experience and knowl-
edge have had a crucial influence on [...] [his] musical education’.’ The fact that
the student is that very thankful to his teacher awakens curiosity about what the
contents of RincK’s lectures may have been. Though these contents will not be fully
reconstructable, it might be interesting to have a look at the theoretical periphery
around Rinck and ‘his school’.

In this regard, it first seems useful to list up Rinck’s own theoretical-practical

instructional publications. These are:

*  Practische Orgelschule [Practical organ school], op. 55, written between 1819
and 1821, a work that became very popular; in 1828, it was also published
in the French language and established as an official teaching book at the In-
stitute for Religious Music in Paris;”

o Vorschule fiir angehende Organisten und Alle, welche sich im gebundenen Spie-
le iiben wollen [Pre-school for prospective organists], op. 82, 1827;®

H. Unverricht, ‘Adolph Hesses Erinnerungen an seinen Aufenthalt bei Christian Heinrich
Rinck in Darmstadt’, Misteilungen der Arbeirsgemeinschaft fiir Mittelrheinische Musikgeschich-
te, No. 80 (2006), p. 22.

Ibidem, translated by the author, orig.: [...] denn schon tiber Tische konnte ich die Thrinen
nicht mehr zuriickhalten’.

Ibidem, translated by the author, orig.: ‘Thre Erfahrungen und Kenntnife haben bedeuten-
den Einflufl auf meine musikalische Bildung gehabt'.

¢ C.H. Rinck, Practische Orgelschule, op. 55, Bonn, undated.

C.H. Rinck, Ecole d'orgue, traduite de allemand, augmentée et rédigée par A. Choron, en 2 par-
ties, op. 55, Paris 1828. A hint to that edition is given in C.H. Rinck, Selbstbiographie Johann
Christian Heinrich Rinck’s, Breslau 1833, p. 19.

C.H. Rinck, Vorschule fiir angehende Organisten und Alle, welche sich im gebundenen Spiele
iiben wollen, op. 82, Bonn 1827.
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* atreatise on modulation: Praktische Ausweichungs-Schule in zwei-, drei- und
vierstimmigen Beispielen, op. 99 (undated, ca. 1831);” and
o Theoretisch-praktische Anleitung zum Orgelspielen [Theoretical-practical in-
troduction to playing the organ], op. 124, 1839-1840,'" a second edition
with remarkable changes and extensions was written in the years 1843—
1844)."
At the end of his autobiography, dating from the year 1833, Rinck presents
a register of all of the musical and theoretical works that he had written so far, at
the age of 63. Within the category ‘Manuscripte’ (manuscripts), the entry num-
ber 24 gives the hint that he must have collected materials for a treatise on thor-
ough-bass."
Furthermore, Rinck’s own education seems of importance if one is to draw
a picture of the kind of music theory that must have been existing and relevant
to Hesse’s lectures in Darmstadt. Both the already mentioned Kittel and Johann
Georg Abicht (unknown—-1809), Rinck’s most influential teachers, have not left
considerable writings on the field of music theory. Also, Rinck’s mention of having
‘partially [used] the theoretical treatises of Marpurg, Kirnberger, Ernst Wolf, Tiirk,
and others™” is not revealing, as he does not give detailed information about which
works he studied. Moreover, the writings of the listed authors were standard litera-
ture in the field of music theory at that time. Nevertheless, in connection with his
early lectures with Abicht in the small Thuringian town of Angelroda (Rinck was
14 years old when he started his education there in 1784), Rinck remembers having
played piano compositions by Johann Nikolaus Tischer (1707-1774). Tischer is
furthermore described as the predecessor and teacher of the skilful organist G. Vier-
ling."* As both Tischer and Vierling were organists in Schmalkalden, a small city
in the Southwest of Thuringia, ‘G. Vierling’ is easily identified as Johann Gottfried
Vierling (1750-1813).
Only in more recent years, has Vierling been rediscovered not only as an organist
and composer, but also as a music theorist.”” Vierlings theoretical works are:

® C.H. Rinck, Praktische Ausweichungs-Schule in zwei-, drei- und vierstimmigen Beispielen,
op. 99, Mainz a.o., undated [ca. 1831].

10 C.H. Rinck, Theoretisch-praktische Anleitung zum Orgelspielen, op. 124, 3 volumes, Darmstadt
1838-1839.

1 C.H. Rinck, Theoretisch-praktische Anleitung zum Orgelspielen, op. 124, second revised and
extended ed., 3 volumes, Darmstadt 1843—1844.

12 J.C. Rinck, Selbstbiographie..., p. 26.

3 Jbidem, p. 13.

Y Jbidem, p. 2£., fn.

5 E Froebe, “... so kommt es blos darauf an, dass er [die Ginge] gehérig verbinden lerne.”:
Anmerkungen zu Johann Gottfried Vierlings “Versuch einer Anleitung zum Priludieren”™,

Zeitschrift der Gesellschaft fiir Musiktheorie (ZGMTH), Jg. 5/2-3 (2008), ed. by E Froebe,
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Kurze Anleitung zum GenralbafS [Short introduction to thorough bass],
1789'¢;

Anleitung zum Préludieren fiir Ungeiibtere [Introduction to the art of prel-
uding for the untrained], 1794;"

Allgemein fasslicher Unterricht im Generalbaf?® — an introduction to thor-
ough-bass in two volumes,1805 and 1807, originally intended to represent
an extended version of the earlier treatise on thorough-bass from the year
1789, though it became a completely new work during the process of its
emergence, as is described in the foreword"; and finally

an undated collection of easy pieces for the organ that contains an addition-
al introduction to interludes for chorales.”

The shortest of these publications, Anleitung zum Priludieren, might be consid-

ered as Vierling’s most traditional one. Though also his other writings clearly show

that they are partially rooted in works of Kirnberger, Marpurg, and others, this brief

and compact treatise, made for practical use, shows the author’s intention to keep

alive and preserve something that in the context of the stylistic turn in organ music
in the late 18th century became less and less important: the tradition of preluding.”!

In that sense, a spiritual relationship might be considered between Vierling
and Rinck — something that may have caused Rinck’s remembering of the Schmal-

kalden organist in his autobiography. When Rinck furthermore tried to convey his

passion for the old school of the preluding art to his student Hesse, which seems

obvious, it must have fallen on fertile ground. Hesse’s preludes for the organ can

16

17

18

19
20

21

S. Rohringer, O. Schwab-Felish, pp. 371-374; J.G. Vierling, “Versuch einer Anleitung zum
Priludieren fiir Ungeiibtere, mit Beispielen erliuter?, ZGMTH, Jg. 5/2-3 (2008), ed. by
E Froebe, S. Rohringer, O. Schwab-Felish, pp. 375-394, and E Froebe, ‘Johann Gottfried
Vierlings “Versuch einer Anleitung zum Priludieren fiir Ungeiibtere”: eine Improvisations-
lehre um 1800 auf Grundlage der Oktavregel und ihre Potentiale fiir die gegenwirtige Lehre’,
lin:] Musiktheorie als interdisziplindires Fach, ed. by C. Utz, Saarbriicken 2010, pp. 49-66.
J.G. Vietling, Kurze Anleitung zum Generalbafs, Kassel, undated [1789], [online:] https://rea-
der.digitale-sammlungen.de/de/fs1/object/display/bsb10525220_00014.html [5 June 2019].
J.G. Vietling, Anleitung zum Priludieren fiir Ungeiibtere, mir Beispielen erliutert, Leipzig
1794; see also: J.G. Vierling, “Versuch einer Anleitung zum Priludieren...’

J.G. Vierling, Allgemein fasslicher Unterricht im GeneralbafS, mit Riicksicht auf den jetzt herr-
schenden Geschmack in der Komposition, durch treffende Beispiele erliutert, 2 volumes, Leipzig
1805 and 1807, Vol. 1, [online:] http://daten.digitale-sammlungen.de/0002/bsb00028147/
images/index.html?id=00028147 &groesser=&fip=qrsqrsxdsydeayaeneayaxsenxdsydeayaxd-
syd&no=148&seite=1, Vol. 2, [online:] https://digital.library.unt.edu/ark:/67531/metadc8-
48768/m1/151/2q=Vierling [5 June 2019].

J.G. Vierling, Allgemein fasslicher Unterricht im GeneralbafS..., Vol. 1, Vorberiche, p. 111.

J.G. Vietling, Sammlung leichter Orgelstiicke, nebst einer Anleitung zu Zwischenspielen beim
Choral, 4 Téile in einem Heft, Leipzig, undated.

See also: H.-J. Seyfried, op. cit., p. 6.


https://reader.digitale-sammlungen.de/de/fs1/object/display/bsb10525220_00014.html
https://reader.digitale-sammlungen.de/de/fs1/object/display/bsb10525220_00014.html
http://daten.digitale-sammlungen.de/0002/bsb00028147/images/index.html?id=00028147&groesser=&fip=qrsqrsxdsydeayaeneayaxsenxdsydeayaxdsyd&no­=14&seite=1
http://daten.digitale-sammlungen.de/0002/bsb00028147/images/index.html?id=00028147&groesser=&fip=qrsqrsxdsydeayaeneayaxsenxdsydeayaxdsyd&no­=14&seite=1
http://daten.digitale-sammlungen.de/0002/bsb00028147/images/index.html?id=00028147&groesser=&fip=qrsqrsxdsydeayaeneayaxsenxdsydeayaxdsyd&no­=14&seite=1
https://digital.library.unt.edu/ark:/67531/metad-c8-48-768/m1/151/?q=Vierling
https://digital.library.unt.edu/ark:/67531/metad-c8-48-768/m1/151/?q=Vierling
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be understood to a high degree by following the instructions given in a theoretical
work like Vierling’s Anleitung zum Priludieren.

To demonstrate this, Hesses collections of preludes Opp. 32 and 33 may serve
as examples. These preludes are undated, however, on the cover, the composer’s
position as the organist of the church of St Bernhardin in Breslau is already men-
tioned. Hesse took up this new post on 11 October 1831* — having returned from
his journeys: his first one that led him, among other places, to Rinck in Darmstads,
and his second one in May and June 1831 that led him to Vienna and Prague.”
So, it is assumed that Op. 32 and 33 were composed after, at most during Hesse’s
education phase abroad.

First of all, it has to be stated that Hesse’s epithet ‘Silesian Bach’ may have
emerged because of his outstanding interest in Johann Sebastian Bach’s organ
works, and so much because of the texture or style of his own music. Hesse’s com-
positions transport a traditional craft into a new generation. His organ preludes can
be characterised as simple, comprehensible, and ‘though being short [containing]
some truly beautiful harmonic turns’ — to cite Johannes Folsing’s description of the
organ preludes of Hesse’s teacher — Rinck.?

However, tradition and modernity meant something different for Rinck’s gen-
eration compared to Hesse’s one. In example 1a, the structural background of the
first bars of Hesse’s prelude Op. 33, No. 2 might be considered as taken from the
possible harmonic material suggested by Vierling in his ‘seat of the chords’ (‘Sitz der
Akkorde’), at that time a typical theoretical term describing the rule of the octave
within theoretical treatises in the German language” (see example 1b). The graph
shows a number of chords — in most cases two different ones — that can be used to
harmonise a certain scale degree. Two natural lines are given, one above and one
below the rising and falling scales, but it is possible to switch from the upper to the
lower variant and the other way round within one piece of music. Thus, the chords
can be understood as a small collection of selectable options for every scale degree.
The rules in a minor scale are slightly different from those in a major one; certain
chords will allow certain others following them immediately. Special attention has
to be paid to the fourth scale degree, as it is the ‘divided’ one: Upwards, it is nat-
urally connected with the six-five chord, downwards — with the four-two chord.

2 [bidem, p. 20.

B [bidem, p. 18.

%, Fblsing, Ziige aus dem Leben und Wirken des Dr. Christian Heinrich Rinck, Erfurt, a.o., undated
[1848], p. 20, translated by the author, orig.: ‘Sie enthalten auch [...] bei aller Kiirze, manche
wahrhaft schéne harmonische Wendung.” Partially this has to be considered in connection with
the limited possibilities composers and organists had due to the existing organs, see: A. Edler,
‘Reisende Organisten im spaten 18. und in der ersten Hilfte des 19. Jahrhunderts’, [in:] Le mu-
sicien et ses voyages: pratiques, réseaux et représentations, ed. Ch. Meyer, Berlin 2003, p. 78f.

% J.G. Vierling, “Versuch einer Anleitung zum Priludieren...’, p. 376, § 3.
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Within Hesse’s work, only the German sixth chord in bar 14 is an exception,® as it
is not contained in Vierling’s harmony kit.?’

The middleground reduction of the same passage shows only minimal addi-
tions and variations with regard to the parameters of rhythm and harmony (see

example 2a). Bars 8/9 and bar 11 can be defined as belonging to different harmonic

§.3.

Man mulS den Sitz der Accorde wissen.

Ordentlicherweise haben die Tone einer aufsteigenden Tonleiter folgende Accorde zu
ihrer Begleitung:

Auf dem Haupttone — §

Auf der Secunde  — ¢ — 4

Auf der Terz — 6

Auf der Quarte —3 ¢

Auf der Quinte —5 783
Auf der Sechste — 35—

Auf der Septime —6—¢

[CIES

Im Absteigen bleibt die namliche Bezifferung der ersten Begleitung, nur wird auf der
Quarte der 2 Accord genommen.

Ich setze beide Tonleitern hiebei in Noten mit ihren natiirlichsten Bezifferungen.

4
6 6 7 3 6 6 3 3 2 6 6
! o o P e o !

o —1 r—— i T f — —n
I O Il r 1 = 1 T T T | T T T 1 o I ] Il n
2 i === ===
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376 | ZGMTH 5/2-3 (2008)

Example 1a. ].G. Vierling’s harmony kit (‘Sitz der Akkorde’). Reproduced after: J.G. Vietling,
‘Versuch einer Anleitung zum Priludieren fiir Ungeiibtere mit Beispielen erldutert’, ZGMTH,

Jg. 5/2-3, ed. by E Froebe, S. Rohringer, O. Schwab-Felish, p. 376, § 3.

%6 Deviations from given rules are here and in the following illustrations marked with pink
colour.
" Chords with an augmented sixth were common already in the music of the 18th century.
J.W. Callcott describes them in his theoretical writing A Musical Grammar within a section
entitled ‘Of the Extreme Sharp Sixth’, whereas the simple augmented sixth chord is named
the Italian Sixth, the chord with an additional fourth is named French Sixth, the chord with
the augmented sixth and the fifth receives the name German Sixth; J.W. Callcott, A Musical
Grammar in Four Parts, first American, from the last London ed., Boston, undated [1810],

pp- 237-240.
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Example 1b. A.E. Hesse’s Prélude, Op. 33, No. 2, b. 1-16 — analysis of the structural
background. Reproduced after: A.E Hesse: Orgel-Vorspiele zum Gebrauch beim dffentlichen
Gottesdienste, op. 33, Haslinger: Vienna, undated, plate T. H. 5672, p. 4.
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Example 2a. A.-E Hesse, Prélude, Op. 33, No. 2, b. 1-16 — middleground level.
Reproduced after: A.E Hesse, Orgel-Vorspiele zum Gebrauch beim dffentlichen
Gottesdienste, op. 33, Haslinger: Vienna, undated, plate T. H. 5672, p. 4.
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regions (A major and E major) that are closely related to the A-minor tonic. These
changes are caused by some contrapuntal stringency: the chromatic line in the ten-
or (bars 8-11) and its quasi-imitation in the soprano (bars 10-12).

The analysis of the musical foreground shows, besides added upper and lower
neighbour notes, some noteworthy details (see example 2b). The dissonances in the
alto in bar 6 and in the tenor in bar 8 are striking within their very conventional
harmonic-contrapuntal environment. While in bar 6 an unprepared suspension
note appears, the note f”in bar 8 can be explained as an accentuated upper neigh-
bour note. Again, these phenomena are connected with an imitational moment
between the two relevant voices. The added stave shows a variant of less motivic
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Example 2b. A.F. Hesse, Prélude, Op. 33, No. 2, b. 1-16 — foreground level. Reproduced after:
A.F. Hesse, Orgel-Vorspiele zum Gebrauch beim iffentlichen Gottesdienste, op. 33,
Haslinger: Vienna, undated, plate T. H. 5672, p. 4.
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stringency, but following more traditional contrapuntal rules (a consonant prepa-
ration of the septima syncopata of bar 6 and a placing of the neighbour note from
bar 8 on a downbeat in the foregoing bar).

Despite that, in some situations, Hesse’s simple motivic ideas including the
neighbour notes start from a dissonance, as is the case in bars 11 (alto), 12 (sopra-
no), and 15 (again soprano). In this way, they cause a delay in the resolution of the
foregoing dissonance (mora). In the final bars of that passage, Hesse enriches the
composition with changes of the register (beterolepsis), occurring in the alto and in
the bass.

Also, the opening bars of Prelude, Op. 32, No. 4 in E minor show a background
structure whose sequence of harmonies accurately follows the rules of the ‘seat of
the chords’ (see example 3a). Only in bar 6 does the six-four-three chord on the
fourth scale degree, an inversion of a diminished seventh chord, shows a marginal
difference: Instead of an ¢’ in the alto, which would result in a ‘correct’ four-two
chord, an f”is used (pink marking), a very subtle detail with a much bigger effect.
Within the first eight bars, the harmonic regions of E minor and A minor are pres-
ent. In the middleground reduction (see example 3b), an additional chord with
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Example 3a. A.E Hesse, Prélude, Op. 32, No. 4, b. 1-8 — background structure.
Reproduced after: A. F. Hesse, Orgel-Vorspiele zum Gebrauch beim dffentlichen
Gottesdienste, op. 32, Haslinger: Vienna, undated, plate T. H. 5671, p. 6.
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Example 3b. A.F. Hesse, Prélude, Op. 32, No. 4, b. 1-8 — middleground level.
Reproduced after: A.E Hesse, Orgel-Vorspiele zum Gebrauch beim dffentlichen
Gottesdienste, op. 32, Haslinger: Vienna, undated, plate T. H. 5671, p. 6.
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the third, the fourth, and the sixth occurs within bar 7, a phenomenon not being
present within the chord kit given by Vierling.?®

Within the next middleground level, suspension notes are added in bars 2 and
6 (see example 3¢). The guinta syncopara in the tenor voice in bar 6, in combination
with the note f”in the alto, suggests a subdominant sound at the beginning, before
it turns into the dominant.
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Example 3c. A.F. Hesse, Prélude, Op. 32, No. 4, b. 1-8 — next middleground level.
Reproduced after: A.E Hesse, Orgel-Vorspiele zum Gebrauch beim dffentlichen
Gottesdienste, op. 32, Haslinger: Vienna, undated, plate T. H. 5671, p. 6.

It is not far from this level of the harmonic reduction to the musical foreground
(see example 3d). Only passing notes have to be added: regular ones and irregular
(accentuated) ones. The chromatic transitus regularis in bar 7 in the tenor leads to
a ‘French sixth chord’, another minor deviation from Vierling’s given material.”

Another aspect showing traditionalism in Hesse’s organ preludes is the choice
of harmonic regions set by respective keys to which he modulates. The prevailing
‘modulation craft’ suggested a certain pool of keys that were considered to be easily

% In an example, J.-E Dandrieu shows this chord — obviously as a derivation of the perize
sixte — on the sixth scale degree in minor modes, J.-E Dandrieu, Principes d'accompagnement
du clavecin, Paris, undated [1718], partially reprinted and cited after: J.B. Christensen, Die
Grundlagen des GeneralbafSspiels im 18. Jahrhundert. Ein Lebrbuch nach zeirgendssischen Quel-
len, 2nd revised ed., Kassel a.0. 1997, p. 19.

» Callcott claims that ‘this harmony is only found in the theory of [Jean-Philippe] Rameau’,
which would be the reason for naming it the ‘French Sixth’, J.W. Callcott, op. cit., p. 238f,
compare fn. 27. The chord with the third, the fourth, and the augmented sixth is listed ear-
lier, in an example in E Fenaroli, Partimenti ossia basso numerati, 2nd edition, Firenze and
Milano, undated, p. 16. Fenaroli shows the correct placing of this chord on the 6th scale
degree, according to the rule of the octave in minor modes. Subsequently, the bass has to
descend stepwise.
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Example 3d. A.F. Hesse, Prélude, Op. 32, No. 4, b. 1-8 — foreground level. Reproduced after:
AF. Hesse, Orgel-Vorspiele zum Gebrauch beim iffentlichen Gottesdienste, op. 32,
Haslinger: Vienna, undated, plate T. H. 5671, p. 6.

reached from the tonic, as Ambros Rieder shows in another contemporary writing
on the art of preluding in a very illustrative graph®® (see example 4a).

Vierling puts the neighbour keys that can be commonly reached from a main
key in a hierarchical order®" (see example 4b). When one analyses the harmonic plan
of Hesse’s preludes of Opp. 32 and 33, it appears that only a very small number of
modulations lead to keys and harmonic regions beyond the common repertoire.
Also the keys being closer related to the tonic according to Vierling’s hierarchy have
a tendency to occur earlier within a piece and within the final sections, while the
keys being ranked lower in the hierarchy are to be found in the middle sections.
This harmonic layout in combination with a more comprehensively worked-out
reprise section, resulting in a ternary A — B — A form, is not obligatory within an
organ prelude at that time, but becomes more and more common — a process that
can be seen in the context of the development of the piano prelude towards a short
character piece (written independently from a fugue or another main composi-
tion), usually following the same formal structure.

30 A. Rieder, Anleitung zum Priludiren auf der Orgel oder dem Pianoforte, op. 84, Vienna, un-
dated [1827], p. 12, [online:] https://digital.staatsbibliothek-berlin.de/werkansicht?PPN=
PPN679701923&PHYSID=PHYS_0005&DMDID= [5 June 2019]. Rieder is, of course,
not considered as belonging to the ‘theoretical periphery’ of Rinck and Hesse.

31 J.G. Vierling, Versuch einer Anleitung zum Préiludieren...’, p. 375, § 2.
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Example 4a. A. Rieder’s ‘modulation craft’. Reproduced after: A. Rieder: Anleitung zum
Priludiren auf der Orgel oder dem Pianoforte, op. 84, Vienna, undated [1827], p. 12.

§.2.

Man muls wissen von einem Ton in den anderen auf eine regelmafige Weise
auszuweichen.

Man weiche in einem Stiicke ordentlicher Weise nur in die verwandtesten Tone des
Haupttones aus, und dieses sind

a) in der harten Tonart: die Quinte, Sechste, Terz, Quarte und Sekunde.
b) In der weichen Tonart: die Terz, Quinte, Quarte, Sechste und Septime.

Example 4b. Vierling’s hierarchical order of neighbour keys. Reproduced after: J.G. Vierling,
‘Versuch einer Anleitung zum Priludieren fiir Ungeiibtere, mit Beispielen erldutert,

ZGMTH, Jg. 5/2-3 (2008), ed. by E Froebe, S. Rohringer, O. Schwab-Felish, p. 375, § 2.

Hesse is one of the representatives of a new generation of organists that
emerged in the late 18th and early 19th century. Organists were not anymore
exclusively bound to one city or — as a result — to one instrument. Georg Joseph
Vogler (1749-1814) was one of the first travelling organists, at the same time
propagating a new melody-oriented and expressive musical style. Not seldom did
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problems during Vogler’s performances arise, as the existing organs were brought
to their limits.*> Hesse’s style, however, can be seen as a synthesis of the traditional
post-Bach school (which he got in contact with through both Berner and Rinck)
and the modern trends. He soon became one of the greatest virtuosos on the or-
gan, well-known all across Europe, famous, among other aspects, for his impressive
pedal playing. Thus, it is no wonder that today Hesse’s concertante works still play
a major role in writings about his music, while his organ preludes are analytically
nearly untouched. Already in the second half of the 18th century, preludes, rooted
in the Baroque traditions of improvisation and contrapuntal work, had been par-
tially downgraded as short pieces of less importance, with which the market was
overflowed.”

Yet, these musical gems are not to be misunderstood as compositions of minor
artistic value. Seen from the perspective of music theory, they offer great examples
that can be used to define and to partially reconstruct the theoretical periphery
around Rinck and to understand how a piece of music at that time was thought-out
and elaborated. The theoretical treatises that were the focus of this little study are re-
sults of local schools that must not be considered as provincial. Instead of being for-
gotten soon after their publication or, at least, after the death of their authors, these
works were widely distributed, not only in the German-speaking world: Vierling’s
Anleitung zum Priiludieren was published in the English language in the middle
of the 19th century®; Rinck’s Practische Orgelschule was also available in a French
version, as has been already mentioned.* The circle closes when Wilhelm Valentin
Volckmar (1812-1887), whose father Adam Valentin Volkmar (1770-1851) has
been a student of Vierling, publishes a new edition of RincK’s Practische Orgelschule,
op. 55 in 1881.% These works, so far having been only partially rediscovered in
German music theory, might also serve as excellent instructions for present-day
university lectures in practical music theory or Zonsatz.

L wish to thank William Helmcke for his
careful proofreading of my text and for
his help with the translation.

32 See H.-J. Seyfried, op. cit., p. 6.

3 [bidem.

3 ].G. Vierling, An Introduction to the Art of Preluding and of Extemporaneous Performance in
General: Illustrated by Numerous Examples and Designed for the Use of Students in Harmony
& Composition [original title: Versuch einer Anleitung zum Priludieren fixx Ungeiibtere mit
Beispielen erliutert], transl. by J.A. Hamilton, London 1827.

3 See fn. 6.

3% C.H. Rinck, Practische Orgelschule, op. 55, ed. by W. Volckmar, Braunschweig 1881.
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Adolph Friedrich Hesse wedruje na zachéd.
Wptywy szkoty teoretycznej Johanna Christiana Heinricha Rincka i innych

Streszczenie

W latach 1828-1829 miody Adolph Friedrich Hesse (1809-1863), kt6ry dotad studio-
wat pod kierunkiem Friedricha Wilhelma Bernera (1780-1827) we Wroctawiu, opuscit
rodzinne miasto, by uda¢ si¢ w swoja pierwsza wigksza podréz koncertows. Obejmowata
ona miedzy innymi Weimar, gdzie, jak twierdzil, poznat Johanna Nepomuka Hummla
(1778-1837), oraz Darmstadt, gdzie przez krdtki czas mieszkat i studiowat u Christiana
Heinricha Rincka (1770-1846). Oczywiscie nie sposéb zrekonstruowaé tresci tych nauk,
niemniej §rodkowoniemiecka XVIII-wieczna szkota kompozytorska reprezentowana przez
stawnych nauczycieli i autoréw podrecznikéw miata szeroki zasieg i wywarla istotny wplyw
na pokolenie Hessego w ogdle.

W péiniejszych latach Rinck opublikowat autobiografi¢ zawierajaca pewne wskazéw-
ki pozwalajace wnioskowa¢ o tym, jakie Zrédla teoretyczne on sam studiowal oraz jakich
muzykéw i teoretykéw szczegdlnie cenit (m.in Telemanna, Tischera, Kellnera, Kirnberge-
ra i innych). Szczegdlnie interesujaca w tym kontekscie wydaje si¢ wzmianka o Johannie
Gottfriedzie Vierlingu (1750-1813). Podrecznik Vierlinga zatytulowany Versuch einer An-
leitung zum Priludieren fiir Ungeiibtere [Sztuka preludiowania dla poczatkujacych] (1794)
zostal odkryty dopiero niedawno, jego wplyw musiat jednak by¢ wigkszy niz poczatkowo
zaktadano. Stanowi on dos¢ zwigzta, lecz istotng prébe zachowania tradycji preludiowania
w czasach pobachowskich i definiuje lokalng szkote kompozytorska, ktdrej nie nalezy uwa-
za¢ za prowincjonalna.

Pisma Vierlinga i jemu wspétczesnych, znajdujace si¢ w kregu zainteresowari teoretycz-
nych Rincka, moga stanowi¢ podstawe do rekonstrukeji sposobu komponowania i my-
$lenia o utworach organowych w pierwszej potowie XIX wieku, co autor prébuje uczynié
w swym artykule. W tym celu analizuje zbiory preludiéw organowych op. 32 i op. 33
Adolpha Friedricha Hessego — utworéw, ktére nie tylko sg do$¢ wartosciowe pod wzgledem
muzycznym, lecz takze stanowig doskonale przyktady rzucajace $wiatto na kontekst teore-
tyczny i zalozenia kompozytorskie, jakie legly u ich podstaw.
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Influences of the Theoretical School of Johann
Christian Heinrich Rinck and Beyond

Summary

In 1828-1829, the young Adolph Friedrich Hesse (1809-1863), so far having been educat-
ed by Friedrich Wilhelm Berner (1780-1827) in Breslau, left his home town to go on his
first major concert tour. His journey led him, among others, both to the cities of Weimar,
where he claimed to have met Johann Nepomuk Hummel (1778-1837), and Darmstad,
where he lived and studied with Christian Heinrich Rinck (1770-1846) during that short
period of time. It is, of course, hardly possible to reconstruct the content of those lectures.
Nevertheless, the ideas of the 18th-century Middle Germany composition school, with
all its famous teachers and their teaching books, was widespread and can be considered as
influential in shaping Hesse’s generation in general.

However, in his later years Rinck published an autobiography, in which some hints are
contained regarding the theoretical sources he must have studied himself, and the musi-
cians and theorists he appreciated very much (i.e. Telemann, Tischer, Kellner, Kirnberger,
and others). Of special interest in that context seems to be his mention of Johann Gottfried
Vierling (1750-1813). Vierling’s Art of Preluding for the Untrained (1794, original title:
Versuch einer Anleitung zum Priludieren fiir Ungeiibtere) has only recently been rediscov-
ered, but its influence must have been greater than originally assumed. It is a very brief,
yet profound attempt to preserve the preluding tradition in the post-Bach era, and it also
defines a local composition school that must not be considered as provincial.

The writings by Vierling and those of other contemporaries in Rinck’s range of theoreti-
cal interest might even serve to reconstruct the way a piece of music for the organ was still
thought of and composed in the first half of the 19th century, which the author tries to
do in his article. For this purpose, he takes an analytical view on Adolph Friedrich Hesse’s
Opp. 32 and 33, both collections of preludes for the organ — pieces that seem to be not only
of a considerable musical quality, but also excellent examples that shed light on the links
with their theoretical background and the compositional rules they follow.
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Felix Mendelssohn Bartholdy
and His Connections with Silesia

In the 19th century, Silesia and Berlin were bound by close cultural ties, in par-
ticular when it came to Wroctaw’s theatrical and musical life.! At the age of two,
Felix Mendelssohn Bartholdy moved with his family from Hamburg to Berlin,
where he spent his entire childhood and adolescence. His (and his brother Paul’s)
first home teacher, Gustav Adolf Harald Stenzel (1792—-1854), acceded to a Histo-
ry Professorship at the University of Wroclaw in 1820. He was the one to receive
Mendelssohn’s first long letter, dated 22 March 1821. In it Mendelssohn described
his Berlin activities,? providing interesting facts about his family occasions, and,
most importantly, the music which accompanied them, as well as about his weekly

! H. Loos, ‘Opernhiuser in Breslau: Tempel der dramatischen Kunst’ [Operatic theatres in
Wroctaw: temples of dramatic music], [in:] /m Dienst der Quellen zur Musik. Festschrift Ger-
traut Haberkamp zum 65. Geburtstag [In service of music sources. Getraut Haberkamp’s
festschrift celebrating the 65th birthday], ed. P Mai, Tutzing 2002, pp. 552-558; [Pol-
ish translation in:] Rafat Maszkowski 1838—1901. Tradycje slgskiej kultury muzycznej [Rafat
Maszkowski 1838-1901. Traditions of Silesian musical culture], Vol. 10, ed. by M. Zduniak,
Wroctaw 2005, pp. 85-93. Wroctaw’s National Theatre was praised for being ‘the cradle of
German theatre’s fame’ (E. Scheyer, 200 Jabre Breslauer Stadttheater [200 years of Wroctaw’s
City Theatre], Breslau 1932, p. 4) and a ‘launching pad’ to success in Berlin. The Theatre
Association’s 1798 Charter defined theatre as an institution safeguarding morality, and the
Wroctaw theatre was described as ‘the exposed and constantly threatened bulwark of culture
and Germanhood’ (ibidem, p. 8).

2 Felix Mendelssohn Bartholdy. Siamtliche Briefe [Complete compilation of letters], ed. by H. Loos
& W. Seidel, 12 volumes, Kassel 2008—2017 (further abbreviated as MSB, with the letter num-
ber; Felix Mendelssohn Bartholdy is abbreviated as FMB), 6. FMB to Gustav Adolf Stenzl in
Wroctaw, Berlin, 22 March 1821.



148 Helmut Loos

lessons and out-of-home activities. This letter to Felix’s former teacher proved to
be an exercise in what would become a routine of writing home during his travels.

Felix maintained contacts with his family in Silesia by corresponding with his
uncle Nathan (full name: Carl Theodor Nathanael) Mendelssohn (1781-1852),
youngest son of Fromet and Moses Mendelssohn. Nathan had three children with
his wife Henriette: Arnold, Otillie and Wilhelm. Between 1823 and 1829 Na-
than ran an ironworks in Bad Reinerz (Duszniki-Zdréj, Lower Silesia, 25 km west
of Glatz/Klodzko), and in 1829 he took an ofhicial post at the Glatz Tax Office,
and in 1834 in Liegnitz (present name Legnica).” In 1836 he assumed the posi-
tion of Inspector in the administration department of the Main Stamps, Seals,
and Forms Repository in Berlin. On 18 August 1823 Nathan was visited by his
brother Abraham Mendelssohn Bartholdy,* a shareholder in Nathan’s company,
for the brick-laying ceremony for a new iron-smelting furnace in Duszniki-Zdroj,
‘including consecration in the Bystrzyca River Valley’. Together with his sons, Fe-
lix and Paul, and their home teacher Carl Wilhelm Ludwig Heyse, and Heinrich
Beer’, also known as Heinz, Abraham took the opportunity to arrange one of the
early educational trips for his sons as a ‘trial’, to prepare them for bigger ventures
in the future. These naturally involved sightseeing, as well as sojourns with local
celebrities, such as the legendary visit to Goethe’s house in Weimar in 1821. After
Switzerland in 1822, the next trip took them to Silesia in 1823. During his stay in
Wroctaw, Felix wrote a long letter to his mother Lea in Berlin.®

The family trip went through Vogelsdorf and Miincheberg to Frankfurt (Oder),
where the Mendelssohns paid a visit to their mother Lea’s uncle — Benjamin Daniel
ltzig,” stopping there for a night. From there they proceeded through Kunersdorf
(Kunowice), Ziebingen (Cybinka), Crossen (Krosno Odrzariskie), and Parchwitz
(Prochowice) all the way to Wroctaw. Felix recalled being particularly impressed by
a beautiful sight in Vogelsdorf, a meeting with his playmate Paul in Miincheberg,
whom he would later make the protagonist (Fésca) of his 1820 satirical poem, the
12 August 1759 Seven Years’ War battleground in Kunowice, and Count Finken-
stein’s mansion in Cybinka, which before 1813 was an occasional home to Johann
Ludwig Tieck. It is there that they found the ‘sweetheart sleeping in the shadow’,

3 More on this subject in: I. Rabien, ‘Die Mendelssohns in Bad Reinerz’ [The Mendelssohns in

Duszniki-Zdréj], Mendelssohn Studien, Vol. 7, ed. by C. Lowenthal-Hensel, R. Elvers, Berlin

1990, pp. 153-170.

Abraham added ‘Bartholdy’ to his name in 1816 to mark his Christian orientation.

> Heinrich Beer (1794-1842), Giacomo Meyerbeer’s brother, the family’s ‘problem child’, see
also: Carl-Maria-von-Weber-Gesamtausgabe. Digitale Edition, [online:] http://weber-gesam-
tausgabe.de/A000113 [8 February 2019]. Last edited on 31 October 2018.

¢ MSB 28. FMB and Abraham Mendelssohn Bartholdy to Lea Mendelssohn Bartholdy in
Berlin, Wroctaw, 9 August 1823.

7 Benjamin Daniel Itzig (1756-1831), banker.
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who “was called a bijou despite her very ugly face’; here, Felix makes an allusion
to Tieck’s poem Rube, Siiffliebchen, im Schatten [Rest, my sweetheart, in the shad-
ow] and to Carl Maria von Weber’s incidental music for the Preciosa [Valuables,
gems] play. Felix’s letters also include recollections of food and drinks, especially
sour wines — ‘Wendewein® and ‘Viermdnnerwein'.” All in all, “Thank God’, they
experienced ‘no accidents, falls, dangers or adventures’ on their way to Wroctaw,
and they were ‘very healthy, very merry and very hungry’ on arriving in the city.
The lodgings, an inn, in Wroctaw is ‘good, although it has some defects, because it
looks bad on the outside, and equally bad on the inside, the rooms are cramped,
stuffy, hot and high, and the people are rude; the courtyard is very dirty, and the
neighbourhood is awful, etc., etc. The rest is all perfect.” His father and Heinrich
Beer went straightaway to the theatre for Franz Kratter’s Das Midchen von Marien-
burg [The girl from Marienburg], and Paul was lying preoccupied on the sofa (‘so
engrossed in thoughts as to fall asleep’). Felix did not finish his letter, because he
went to church, so his father added the note: ‘Felix went to church and he does not
know that the post is leaving, so I am finishing the letter for him.’

By the time Felix wrote the next letter to his family in Berlin, the trip'® had
moved on to Duszniki-Zdréj. In this letter Felix harks back to his carelessness
with the post in Wroclaw, quoting a passage from Friedrich Schiller’s Death of
Wallenstein (Act 1V, Scene 12), which he made sure to paraphrase by introducing
Eugenius Limmerhirt — a figure from Ernst Theodor Amadeus Hoffmann’s fairy
tale Master Flea — in an attempt to juxtapose it with his situation.' He then pro-
ceeds to a detailed account of his Wroctaw experiences. As early as on the day of his
arrival in the city (Saturday, 9 August 1823), he went to the apartment of one of
his old friends, Stenzel, who, however, was not home, having gone to Triest.!> He
describes being ‘terribly disappointed’. The next day, Sunday, he and Heinrich Beer

8 “Wendewein’ is a humorous name for a wine allegedly so sour that those who have drunk it
must turn over in bed to protect their stomachs [the German word wenden means ‘to turn’].
® “Vierminnerwein’ is a humorous name for a wine allegedly so sour that three men have to
hold the fourth man who is drinking, or has drunk, it to keep him from falling [vier Minner
means ‘four men’ in German].
10 MSB 29. FMB to Lea, Fanny and Rebecka Mendelssohn Bartholdy in Berlin, Duszniki-
-Zdréj, 14 August 1823.
‘Fate overtakes us. Raw and cold, / It snatches my friend’s life into its hold, / Flings him be-
neath the fell hooves of his horses: / The fate of beauty that the world enforces.” (E. Schiller,
The Death of Wallenstein, Act 1V, Scene 12, [in:] idem, Wallenstein: A Dramatic Poem, transl.
by E Kimmich, Cambridge 2017, p. 359). ‘Eugenius Limmerhirt overtakes us. Raw and
cold, he snatches my dear letter into its hold, and flings it to Berlin on the fell hooves of
horses: the fate of beauty the world enforces.” (FMB).
Mendelssohn’s respect for the teacher was so deep that he would later hesitate to address him
without the formal ‘Mr’, following Stenzel’s suggestion that he did so. See: MSB 2579. FMB
to Gustav Adolf Harald Stenzel in Wroctaw, Leipzig, 2 January 1840.
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went for a swim in the Oder River (‘you cannot take anything out of the Oder in
Wroclaw because the Bébr flows into the Oder past Wroctaw’). Then they went to
the Mary Magdalene Church, where they hoped to meet the well-known church
musician Friedrich Wilhelm Berner (1780-1827). Having not found him in the
overcrowded church, they were directed to his house, where they received a cordial
welcome from him. He was an old acquaintance of Heinrich Beer, and his partner-
in-prank during their adolescent years. This prompted Felix to make the remark:
‘I am telling you, this is the merriest of all houses in Wroctaw.” Berner played
them his variations on the theme of the Jungfernkranz choir from Carl Maria von
Weber’s opera Der Freischiitz (The Marksman) (Introduction et variations brillantes
pour le piano-forte sur la mélodie d’un choeur favorit de lopéra Der Freyschiitz), and
Beer and Berner managed to persuade Felix to improvise. In the evening the trav-
ellers visited the recreational area in Wroctaw’s Szczytniki (Scheidnig) and Wzgérze
Liebicha (Liebigshohe [Liebig’s Hill]), and the Bastion Sakwowy, part of Wroclaw’s
former fortification site (and the future location of the Belvedere). Afterwards they
went to the theatre, where they ‘saw a poor ballet performed well by the Koblers
and a couple of Wroctaw dancers. (The locals are very praising of their orchestra.
Ha, ha, I cannot believe it.).” In the last sentence Felix quotes an aria from his 1820
singspiel Die Soldatenliebschaft (The Soldier’s Love Affair). On their way back their
company was laughing and joking, telling Paul to put on his father’s spencer," in
which he looked so ravishing as to (allegedly) scare the organ grinders away. Felix
adorned the account of this event with Old-Greek passages from Homer’s poem, as
a sign that dawn was coming.'*

Beer persuaded Berner to play the organ for them on Monday, so at 11:00 they
all went to the Saint Elizabeth Church to attend this event, the full account of
which, in Mendelssohn’s words, is provided below.

[Berner] came. He first took off his jacket and put on a light vest instead. Next, I had to
write a theme for him, and then he began. He took a low C on the pedal, and then thrust
himself with all his might on the manuals, and, after several passages, he set about playing
the theme on the manuals; I had no idea that you could play it with the pedal, [...] but
soon the theme came forth from the pedal, and he carried it on with the manuals and the
pedal. After giving the theme a thorough going-over, he took on the material I had written,
played the piece for a moment on the pedal, and then did an augmentation on the pedal,

13 A short, tight jacket.
14 Below is the translation of the verses quoted by Mendelssohn in Old Greek with only several
incorrect accents:
* Presently the sunset and darkness was over all the land (Homer, 7he Odyssey, verse 388, transl.
by S. Butler, [online:] http://classics.mit.edu/Homer/odyssey.mb.txt [27 September 2020]).
* And the red vapours purple all the sky (Homer, [liad, A, verse 477 and passim, transl. by
A.Pope, [online:] https://www.gutenberg.org/files/6130/6130-pdf.pdf [27 September 2020].


http://classics.mit.edu/Homer/odyssey.mb.txt
https://www.gutenberg.org/files/6130/6130-pdf.pdf
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introducing a beautiful counter-theme, and developing both themes in a wonderful fashion.
He is extraordinarily competent at playing the pedal. After finishing he drank several glasses
of wine he had brought with him, and sat at the organ again. This time he played Vogler-
style variations,"” and, as fine as they were, they did not impress me as much as his previous
performance [.] The people who started to crowd into the church were very surprised to hear
Berner, as he had told everyone in Wroclaw that he was leaving for a spa. And now there he
was, playing the organ at Saint Elizabeth’s, and the people could not get their heads round it.
After having another hefty glass of wine, he brought forward his own variations on the theme
of the Von Himmel hoch chorale, and they were all very fine. The last variation was a fugue,
themed around an abbreviated chorale. He played it on the middle keyboard. He made
a face as though he was about to finish, playing the theme in stretto, and striking the dom-
inant chord. Then, suddenly, he switched to the lower keyboard, which had the coupler on,
and started playing the same chorale with the full organ. He closed with a grand modulation
on the melody. The outcome was out of this world, with the chorale resounding powerfully,
and the organ sounds coming from all sides. He was so dead tired after the performance that
he had to drink two or three glasses of wine. Soon after that he sat at the organ again, and
set about playing variations on the God Save the King anthem, harmonising the theme in the
Phrygian mode, and then in the Aeolian mode, and towards the end he played the entire
organ piece again, producing the same wonderful effect as before.

After this organ concert Berner was very tired. He emptied the wine bottle and
showed the guests the insides of the organ, including its wartime damage (prob-
ably dating back to the cannonade launched on Wroctaw by the French between
6 December 1806 and 7 January 1807). The organ builder and artillery carpenter
Friedrich Ferdinand Hesse invited them to the Church Hall for dinner (probably
the hall in the Masonic lodge’s house at Antonienstrafle 10). In the afternoon they
were taken on a tour around the famous Baroque auditorium of the University of
Wroclaw, and to the theatre. Israel Beerel Franck and his wife Friederike invited them
for tea. They were friends with the Francks, and their children'® were musically very
talented; suffice to mention the daughter Adelheid, the founding member in 1825,
and the soloist until 1832 at the Academy of Singing (Singakademie) in Wroctaw,
and the son Eduard, Felix Mendelssohn Bartholdy’s student, an acclaimed composer
and pianist."” To honour the visit of the guests from Berlin, the Franks invited a con-
siderable company of people, whom Felix characterised in a very witty manner. After
the tea Felix let ‘the people drink some music’, and then ‘souper’ [French for ‘sup-
per’] was served. The next morning, as they set out to travel further, it was raining so
heavily that they had to forego climbing the mythical Sleza mountain. After a brief

15 Berner became familiar with the style of the organ player Abbé Georg Joseph Vogler during
his visit to Wroctaw in 1801.

16 Hermann Franck (1802-1855), Johann August Franck (1805-1878), Albert Franck (1809—
1896), Adelheid Franck (1812 — pre-1888), Eduard Franck (1817-1893).

17" P. Feuchte, Die Komponisten Eduard Franck und Richard Franck [The composers Eduard
Franck and Richard Franck], Lepizig 2010.
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mention of the Frankenstein [Zabkowice Slaskie] Station, Mendelssohn interrupts
his letter with another quote from Schiller. ‘Here, Friedland! and no further! (an al-
lusion to Buttler’s line in Schiller’s drama 7he Death of Wallenstein, Act 1V, Scene 1).'8

Felix Mendelssohn Bartholdy did not write any more letters from the Silesian
trip. Further details, mainly on the stay in Duszniki-Zdréj, can be found in the
letter sent by Paul and Felix to Duszniki-Zdréj to express gratitude to Nathan Men-
delssohn." The proportions of the letter speak volumes about the literary talent of
Felix, who wrote five times as much as his brother Paul. The latter made do with
a handful of platitudes, while the former propounded some very neat expressions.
He said that the trip was at its most pleasant in Duszniki-Zdréj, while ‘the rest of
the trip was “too [...] rushed” to allow me to enjoy the beauty of this land.” They
stayed in Duszniki sometime around 13-20 August 1823. Their daily schedule
included a morning stroll, deep conversations at noon, afternoons ‘on a certain
bench in front of the door’, and evenings spent on playing the ‘Boston’ card game.
Felix mentioned the significant event of laying the foundation stone for the new
iron-smelting furnace merely once, and this only because of the coming of glorious
weather, altogether omitting his participation in a charity concert for the poor in
Duszniki-Zdréj, with his typical humility. The concert was organised by Johannes
Latzel, the Rector of the Municipal School and Choir in Duszniki-Zdréj, to whom
Felix Mendelssohn Bartholdy replied in his thank-you letter, congratulating Latzel
on his cultural efforts, proffering a couple of kind words on the spa town, and shar-
ing some news from Berlin.? Felix’s account of the return trip from Duszniki-Zdréj
to Berlin can be found in his letter to Nathan Mendelssohn. He mentioned the
sweltering heat on their way through Fiirstenstein (Ksiaz), Schmiedeberg (Kowary)
and the Karkonosze Mountains, as well as the safe and joyful return home, and
the wonderful memories which made it difficult to live a normal life in Berlin. ‘It
is only Duszniki’s fault that Mr Heyse has to “get down to work” more often than
usual. Bad Duszniki!®' Anyway, Felix had so much time in Duszniki that he even
made a couple of drawings depicting the town.?? Shortly thereafter, in 1826, the
popular spa town was visited by Fryderyk Chopin. It is to him that Viktor von
Magnus from Warsaw donated a monument there in 1897. While efforts to have
a monument to Mendelssohn erected in Duszniki-Zdréj failed,” a legend came

8 Quotes here from MSB 29. FMB to Lea, Fanny and Rebecka Mendelssohn Bartholdy in
Berlin, Duszniki-Zdréj, 14 August, 1823.
¥ MSB 30. Paul Mendelssohn Bartholdy and FMB to Nathan Mendelssohn, 30 August 1823.
20 MSB 32. FMB to Johannes Latzel in Duszniki-Zdréj, Betlin, 6 December 1823.
2 MSB 30. Paul Mendelssohn Bartholdy and FMB to Nathan Mendelssohn, 30 August 1823.
Published in: I. Rabien, op. ciz., following p. 168.
2 R. Becker, Felix Mendelssohn Bartholdy und Reinerz [Felix Mendelssohn Bartholdy and Dusz-
niki-Zdréj], Duszniki-Zdréj 1930, p. 25.
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into prominence according to which it was actually in the Strazyska Valley, near
Duszniki, that Mendelssohn composed the song to Joseph von EichendorfFs lyrics
Wer hat Dich Du schiner Wald.**

Most of the contacts and friendships Felix Mendelssohn Bartholdy made as
a young man lasted his lifetime. One of his other letters which came to be known,
dated 16 July 1829, and addressed to his uncle Nathan, was sent from London.*
The spring of 1829 saw Duszniki-Zdréj struck by a major flood, which Nathan
mentioned to his brother Abraham. And Abraham relayed this message in his
17 June 1829 letter to the family (GB-Ob, M.D.M.?® b. 4/61), received by Felix
while in London, on his first England trip. There, together with Henrietta Sontag,
Felix was planning a charity concert for the victims of the East Prussian floods.
However, the concert had to be rescheduled and ultimately did not happen. Now,
in the face of the natural disaster in Silesia, he revived his plans, and, with great
personal dedication, he was eventually able to organise the charity concert, which
was held on 13 July 1829 at the Argyll Rooms in London, and it proved a big suc-
cess. Swelled with pride, he gave his uncle an account of this venture, the income
from which would be donated to the Prussian diplomat Heinrich Freiherr von
Biilow. As a side note, he mentions that during his 1823 visit to Duszniki Nathan
lent him money for a bellows treader hired for an organ concert, and did not want
it back, explaining his refusal as follows: ‘If I could earn some money from playing
every now and then, I would give it to the poor.” Apparently, Felix took this as an
instruction which he could now follow through on, and he emphasised his uncle’s
contribution to the success of this project. Naturally, the concert represented an
excellent opportunity for Felix to make himself known as a gentleman and a first-
rate musician in the London milieu, and a crucial factor in his earning great esteem
in England.

Hermann Franck, the oldest son, formed a closer friendship with the Mendels-
sohn Bartholdy family. Felix met him for the first time in 1823 in Wroctaw, when
the Mendelssohns were invited for tea and dinner. Hermann studied in Berlin, be-
coming a prominent political and artistic figure in the period preceding the March
Revolution.”” The nature of his contacts with Felix was informal and intimate.?®
He mentioned Felix all the time in his letters to the family and friends,” and Felix

24 1. Rabien, op. cit., p. 170.

% MSB 194. FMB to Nathan Mendelssohn in Wroctaw, London, 16 July 1829.

% Bodelian Library, Oxford, M. Deneke Mendelssohn collection.

% A. Feuchte, Hermann Franck (1802—1855). Persinlichkeit zwischen Philosophie, Politik und
Kunst im Vormdrz [Hermann Franck (1802-1855). Personality between philosophy, politics,
and art before the March Revolution], Frankfurt (Main) 1998, in particular pp. 208-230.

2 MSB75. FMB to Hermann Franck in Berlin, Berlin, 31 May 1826.

2 MSB 77. FMB and Lea Mendelssohn Bartholdy to Fanny and Abraham Mendelssohn
Bartholdy in Doberan, Berlin, 7 and 8 July 1826; MSB 78. FMB to Abraham and Fanny
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showed empathy and support when Hermann was experiencing hardship.** When
Hermann lived in Wroctaw, Felix not only relayed to him the news from Berlin, but
was also well informed about the state of affairs in Wroclaw. In one of his erudite,
allusion-ridden letters, Felix commented on Theodor Mosewius’s performance of
Bach’s St Matthew Passion in Wroclaw, drawing a critical comparison with Zelter’s
rendition in Berlin.’! Hermann asked his friend, an already-successful musician, to
take care of his younger brother Eduard in Berlin, and Felix took him under his
wing.# Felix also met Hermann during his Leipzig period,* although by that time
he had been in closer contact with Eduard as a fellow musician. However, Eduard’s
first stay at the Mendelssohns” in Leipzig turned out somewhat unfortunately, as
he was sent with his mother back to Wroctaw due to a lack of diligence.* Later, he
would write him a beautiful, ‘pedagogic’ letter, dated 3 January 1838.%

Adelheid Franck was involved in the formation of the Wroctaw Academy of
Singing, established in 1825 by Johann Theodor Mosewius. Mosewius quickly rose
to a central position in the musical life of Wroctaw, becoming the Music Director of
the University of Wroclaw in 1829, and the Head of the Royal Institute for Church
Music in 1831. In his family letter of 12 and 13 April 1830, Mendelssohn, always
well informed, promised Herman Franck in Wroctaw he would pass on his congrat-
ulations to Mosewius on his 3 April 1830 performance of the St Matthew Passion:
‘Schall told us about the exemplary fashion in which M. handled this matter.”

The Mendelssohns met Karl Leopold Schall, a comedy writer and journalist
from Wroctaw,”” in Berlin. Mosewius had published a dissertation on the St Maz-
thew Passion and a summary of Adolph Bernhard Marx’s Moses oratorio (a lecture
at the Wroctaw Society for Fatherland Culture delivered by Mosewius on 26 April

Mendelssohn Bartholdy in Doberan, Betlin, 18 July 1826; MSB 80. FMB to Fanny and
Abraham Mendelssohn Bartholdy in Doberan, Berlin, 20 July 1826; MSB 116. FMB to Carl
Klingemann in London, Berlin, 5 February 1828.

30 MSB 117. FMB to Hermann Franck in Wroclaw, Berlin, 6 February 1828.

31 MSB 294. FMB and Rebecka Mendelssohn Bartholdy to Hermann Franck in Wroctaw,
Berlin, 12 and 13 April 1830. See also: MSB 297. FMB to Franz Hauser in Vienna, Betlin,
16 April 1830: p. 523 Passion: ‘Mosevious has recently given a performance in Wroctaw, and
it turned out excellent, sparking wide interest.’

32 MSB 887. FMB to Hermann Franck in Wroctaw, Diisseldorf, 31 March 1834.

3 MSB 2570. FMB to Hermann Franck in Leipzig, Leipzig, 1 January 1840.

3 MSB 1212. FMB to Abraham and Lea Mendelssohn Bartholdy in Berlin, Leipzig, 10 Sep-
tember 1835.

3 MSB 1836. FMB to Eduard Franck in Wroctaw, Diisseldorf, 3 January 1838.

3 MSB 294. FMB and Rebecka Mendelssohn Bartholdy to Hermann Franck in Wroctaw, Ber-
lin, 12 and 13 April 1830.

37 Karl Leopold Schall (1780-1833). As a founding member of the Wroclaw Singers Associa-
tion in 1823, and a leading figure in local literary circles, he was on very good terms with the
Wroclaw milieu, and between 1820 and 1833 he published the (Newe) Breslauer Zeitung.
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1842, Leipzig 1843), for which Mendelssohn provided the text. On 2 December

1841 Mosewius conducted the world premicére of this work. His interest in it was

no coincidence, as only a year after the first performance, on 1 December, and — in

response to the enthusiastic audience reception — again on 13 December 1837 —

Mosewius performed Mendelssohn’s Paulus Oratorio in Wroctaw. The performance
involved the Royal Academic Institute of Church Music and the Wroctaw Academy
of Singing. The event was featured in the Allgemeine musikalische Zeitung's ‘Histori-

cal report on all music performances in Wroctaw during the winter of 1837/1838’:

the

Indeed, the greatest performance of the year! It was preceded by extensive preparations, for
the Academy of Singing performers not only had spent most of the summer and autumn
studying the work, but also had held four full rehearsals with the entire orchestra. And it
is thanks to such in-depth understanding of this brilliant work that they could master it at
the spiritual level, resulting in rarely heard playing precision. To put it briefly, each of the
performers was animated by the love and zeal for this cause. Thanks be for this feast to the
Music Director, the persistent and robust Mr Mosevius.*®

An equally enthusiastic response came from Robert Schumann, who wrote in
Neue Zeitschrift fiir Musik:

So far, Wroctaw has witnessed two performances of Mendelssohn’s Paulus, in each case
under the excellent directorship of Mosevius — for the first time on 1 December, played to
a full house, and for the second time on 23 December, with, given the upcoming Christ-
mas, a fairly large audience. Thanks to the dedication and zeal of everyone involved, these
performances were some of the finest musical joys we could experience in recent times.
The solo parts were in the best of hands; Mr Hauser sang Paulus’s part, candidate Ueber-
scheer presented us with a beautiful tenor voice, Referendary Klette and seminary teacher
E. Richter rendered the parts of two witnesses, Miss Clara Meyer sang as first soprano,
Miss Emillie Mosevius as second soprano, and Mrs Kolbe performed the alto part; during
the second performance Miss Mosevious did the entire soprano part as a soloist. The choir
and orchestra were staffed to the maximum: 76 sopranos, 64 altos, 63 tenors; and 82 bass-
es, 28 violins, 8 violas, 8 cellos, 6 double basses, etc., played by a total of 367 musicians.
Both concerts brought considerable income, with the surplus from the first concert being
donated to a fund for children orphaned during the cholera epidemic. In order to give the
audience a solid background for understanding this excellent piece, Music Director Mo-
sevius had the programme printed, something the city needs to cordially thank him for,
as it does for his wonderful dedication, which drove him to bring this work to life after
extensive preparations.®

38 K., ‘Historischer Bericht iiber simmtliche Musik-Auffithrungen in Breslau fiir den Winter
1837-1838 [Historical report on all music performances in Wroctaw during the winter of
1837/1838], Allgemeine musikalische Zeitung, Vol. 40 (1838), No. 24, columns 389-392 and
407 and following, here 391 and following.

3 ‘Breslau, vom 20. December’ [Wroctaw, 20 December], Neue Zeitschrift fiir Musik, Year 5
(1838), Vol. 8, p. 8.



156 Helmut Loos

Several passages in Schumann’s article were taken from the 16 December 1837
letter (GB-Ob, M.D.M. d. 32/157), in which Mosewius provides Mendelssohn,
the composer, with a detailed description of the performance. Apparently, Men-
delssohn made this letter available to Schumann for the purposes of his article. Mo-
sewius attached to the mail his publication entitled Zur Auffiihrung des Oratoriums
Paulus von Felix Mendelssohn-Bartholdy durch das kionigl. akademische Institut fiir
Kirchenmusik und die Breslauer Sing-Akademie [On the performance of Felix Man-
delssohn Bartholdy’s Paulus Oratorio by the Royal Academic Institute for Church
Music and the Wroctaw Academy of Singing] (Wroctaw 1837), and Mendelssohn,
in spite of his typical aversion to writing on music, recommended the reading of
this article to his mother, unable to resist a derisive comment: ‘I think you will
find it hilarious how he dissects one of us.”® Mosewius’s letter contains one more
interesting opinion about Mendelssohn’s oratorio. In his letter to Mosewius, the
well-known musicologist Carl Georg von Winterfeld wrote:

It will remain the best work of late, for it springs from a genuine enthusiasm for the subject
it addresses, making it largely a very authentic piece, nothing too fanciful. May God let us
keep him for many years more: he is the apostle of truth in art, especially in its genuine,
holy form, which truly stems from our times; it is essential for us in the face of lies and
fraud from the likes of Meyerbeer and their shameless mixture of insolence and holiness,
as in Meyerbeer’s Les Hugenots.*!

In the following years Mendelssohn and Mosewius would share rendition ma-
terials for Bach’s cantatas, supporting each other’s efforts in fostering Bach’s legacy.*?
Actually, Mendelssohn had already had his close confidant, the famous Baron Franz
Hauser, send him Bach materials from Wroctaw, where Hauser was engaged at the
time.” When the press spread the news in 1845 that Mendelssohn was allegedly
working on a new oratorio,* Mosewius immediately showed interest.

This piece of news comes from public newspapers that you are working on an oratorio.
I would appreciate it if you do not hesitate, and kindly give me the opportunity to be
among the first in Germany to perform the composition.®

# MSB 1831. Cécile Mendelssohn Bartholdy and FMB to Lea Mendelssohn Bartholdy in Ber-
lin, Leipzig, 30 December 1837.

4 MSB, Vol. 5, p. 757.

2 MSB 2492. FMB to Johann Theodor Mosewius in Wroctaw, Leipzig, 6 November 1839;
MSB 2535. FMB to Johann Theodor Mosewius in Wroctaw, Leipzig, 4 December 1839.

4 MSB 1803. FMB to Franz Hauser in Wroctaw, Leipzig, 9 December 1837.

4 Kleine Zeitung', Neue Zeitschrift fiir Musik, Year 12 (1845), Vol. 22, p. 24: ‘Mendelssohn
has been composing a new oratorio, whose first performance will be by the Cecilian Society
in Frankfurt.’

% Theodor Mosewius, Letter to FMB dated 8 February 1845, from Wroctaw (GB-Ob, M.D.M.
d. 47/61), quote from MSB, Vol. 10, p. 799.
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Mendelssohn immediately sent a letter to Mosewius to scotch this rumour.
Mendelssohn also made contact with the Wroctaw-based organ virtuoso and com-
poser Adolph Friedrich Hesse (1809—1863), Berner’s student, and, starting from
1831, the lead organist at the St Bernard Church. Mendelssohn rejected the pro-
posal for the performance of Hesse’s Symphony No. 3 at the Gewandhaus, eliciting
a reaction from the composer which hurt Felix. In his letter of 24 February 1836
Hesse apologised to Mendelssohn for this.”” Later, Hesse also acted as an interme-
diary between Mendelssohn and Mosewius to help them share Bach’s works.

Mendelssohn had known Karl Eduard von Holtei (1798-1880), a born-and-bred
Silesian, from when he was a young man (he met him in 1828 in Weimar), holding
his Leonore® in high regard, always well informed about his pursuits. He negotiat-
ed with him on composing an operatic libretto, but to no avail.”® Felix also received
a proposal’® for an operatic libretto from the Silesian writer Carl Heinrich Herzl,* but
refused to take part. Conversely, he expressed a keen interest in the request by August
Heinrich Hoffmann von Fallersleben, who was active at the University of Wroctaw
in the years 1823-1842, that Mendelssohn compose music for the text he sent to be
used in a compilation of children’s songs,* resulting in a casual accord between them.*

Felix also had two contacts in Wroctaw which are worth mentioning. They had
both been his friends from the time he was a young man. They worked in Wroctaw,
and Felix maintained liaisons with them. He knew Adolf Stenzler from when they
studied together in Berlin, and they also met during Felix’s trip to England. As an

4 MSB4747. FMB to Johann Theodor Mosewius in Wroclaw, Frankfurt (Main), 12 or 13 Feb-
ruary 1845.

4 Adolph Friedrich Hesse’s letter to FMB dated 24 February 1836 (GB-Ob, M.D.M. d. 31/33),
quote from MSB, Vol. 4, p. 662. See: MSB 1301. FMB to Heinrich Dérrien in Leipzig, Leip-
zig, 29 February 1836.

4 MSB 2535. FMB to Johann Theodor Mosewius in Wroctaw, Leipzig, 4 December 1839.

4 MSB 117. FMB to Hermann Franck in Wroctaw, Berlin, 6 February 1828: ‘Holtei is in
Weimar. The day before leaving he read me his Leonore, and I think it is his best work, full of
life, fire and dramatic interest. I would very much like to compose something for him, and,
as soon as I can catch a breath from the Arts Academy’s order, Leonore shall get up at dawn.’

0 MSB 1482. FMB to Karl von Holtei in Berlin, Leipzig, 26 or 27 November 1836; MSB
1497. FMB to Karl von Holtei in Berlin, Leipzig, 12 December 1836; MSB 1587. FMB
to Karl von Holtei in Berlin, Leipzig, before 1 March 1837; MSB 1672. FMB to Karl von
Holtei in Berlin, Leipzig, Bingen (Rhein), before or on 22 July 1837; MSB 1773. FMB to
Karl von Holtei in Riga, Leipzig, between 13 and 20 November 1837.

St MSB 2782. FMB to Carl Heinrich Herzl in Wroctaw, Leipzig, 1 August 1840.

52 Co-author of Schlesisches Tonkiinstler-Lexikon [Lexicon of Silesian composers], ed. by Carl Koss-
maly & Carlo [Carl Heinrich Herzel], Wroctaw 1846/1847, Hildesheim—New York 1982.

53 MSB 4260. FMB to August Heinrich Hoffmann von Fallersleben in Wroctaw, Betlin, 31 Jan-
uary1844.

¢ MSB 4306. FMB to August Heinrich Hoffmann von Fallersleben in Oranienburg, Berlin,
2 March 1844.
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Orientalist, in 1833 Stenzler took a Professorship in Wroctaw, and kept in touch
with Mendelssohn.” Wilhelm von Bogustawski (1803-1874), whom Mendels-
son advised on composition-related matters, came to Wroctaw in 1842 to work as
a lawyer for the Wroctaw Appellate Court. However, Mendelssohn had been send-
ing him critical remarks long before, since 1823.5¢
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Felix Mendelssohn Bartholdy i jego zwiazki ze Slaskiem

Streszczenie

Nathan Mendelssohn byt wujem Felixa i mieszkal w Bad Reinerz (Duszniki-Zdréj) w Zie-
mi Klodzkiej (Dolny Slask). W roku 1823 Abraham Mendelssohn odwiedzit tam swoje-
go miodszego brata razem ze swymi synami Felixem i Paulem oraz z Carlem Wilhelmem
Ludwigiem Heysem. Dtugie wycieczki po okolicy i do Wroclawia byly dla tej cenigcej
sobie edukacje rodziny czym$ oczywistym. Felix pisze o nich w listach. Przez cale zycie
utrzymywat liczne kontakty ze Slaskiem, na przyktad z dyrektorem muzycznym Uniwersy-
tetu Wroctawskiego Johannem Theodorem Mosewiusem, ktéry 1 i 13 grudnia 1837 roku
wykonal jego oratorium Paulus z krélewskim akademickim Instytutem Muzyki Koscielnej
i Wroctawska Akademia Spiewu. Mosewius napisat na ten temat broszure z wyjasnieniem,
o ktérej Mendelssohn napisat w jednym z listéw do matki: ,,rozbawi Cig to, jak dokladnie
on rozktada jednego z nas na czynniki pierwsze”. W artykule zebrane sa informacje na te-
mat tego, jak silne i trwate byly zwiazki Mendelssohna ze Slaskiem.

Felix Mendelssohn Bartholdy and His Connections with Silesia

Summary

Nathan Mendelssohn was Felix’s uncle, and he lived in Bad Reinerz (Duszniki-Zdréj) in
Klodzko Land (Lower Silesia). In 1823 Abraham Mendelssohn went there together with
his sons Felix and Paul, and with Carl Wilhelm Ludwig Heyse, to visit his younger brother.
For a family like this, which greatly valued education, it was only natural to embark on
long trips in and around Wroctaw. Felix wrote about them in his letters. He maintained ex-
tensive contacts in Silesia throughout his life, such as with Johann Theodor Mosewius, the
Music Director of the University of Wroctaw, who on 1 and 13 December 1837 performed
his Paulus oratorio, together with the Royal Academic Institute for Church Music and the
Wroctaw Academy of Singing. Mosewius put together a brochure including explanations
on the oratorio. This is what Mendelssohn told his mother about the brochure in one of
his letters: ‘I think you will find it hilarious how he dissects one of us.” This article compiles
information on Mendelssohn’s strong and enduring connections with Silesia.
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Correspondence from Wroctaw: August Kahlert
and the Neue Zeitschrift fiir Musik

The initiative came from Robert Schumann. For the first issues of the Newe Zeit-
schrift fiir Musik (NZfM), a correspondent was sought who would report from
Wroctaw on the musical life of the Silesian capital. The choice fell on August Kahl-
ert, who had been born in 1807 in Breslau and had lived there all his life. He had
published entertaining genres (novellas, travel letters, etc.) whose style and mode of
reflection seemed to qualify him for the new journal. But Kahlert did not respond
to Schumann’s invitation of March 1834, so that in August of the same year the
editorial staff of the NZfM turned to Johann Theodor Mosewius, who had caused
quite a stir as director of the Breslau Singakademie with his commitment to Johann
Sebastian Bach’s passions and cantatas. Mosewius immediately promised to send
monthly reports on musical events, and offered longer articles — but delivered nei-
ther punctually nor reliably, and certainly not to the satisfaction of the editors. For
he deliberately wanted to offer only information, but to refrain from poignancy, or
even polemics:

Just make do with the supplement; it is intentionally very philistine and genuine in its
reporting style and is really intended to provide nothing more than an overview of the
musical life here, which is best achieved by the production of such a register; I will also
immediately proceed to the continuation of the overview from New Year’s Eve to Easter, as
it is established, so that one gains room for remarks and observations, which God wills it,
should not be missing. — I hope not to raise such touchy issues again, but I will occasionally
express a similar opinion; although my con sordini against the loud fanfares of the allied will
always look somewhat curious. — Maybe a happy medium will help here as well. In the end
you have to accept everything that really applies and can be promoted. — I want to keep
myself young enough to be able to inspire myself, and stay old enough not to remain alone.
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Perhaps such a judgment would be welcome. — We will see. — I only emphasise in advance
that I leave everything I sent to you to be used freely. Choose, shorten, as you like, I am not
vain where I want to be of use.'!

In the meantime, however, Kahlert had also replied, apologised for the delayed
reaction and unsolicitedly sent an essay about Wenzeslaw Hauck, his teacher; prob-
ably not only for lack of articles for the still-young journal, the article was accepted
immediately and further texts were requested. And Kahlert, who wanted to take
a back seat to Mosewius as the current affairs reporter, was able to come up with
texts that, even after a cursory review, leave no doubt as to why they appealed to
the editors. The influence of Hegel, with whom Kahlert had studied in Berlin, can
already be seen in short sentences, published as aphorisms — “The composer should
think, but more in tones than in words? — and even more in explanations on how
the music of France and Germany were to be distinguished from each other:

The Frenchman has more ingenuity than profundity, which is why it is difficult to argue
with him, because the joke breaks the dialectical thread all too often in his case. Sharpness
is a property of the mind, profoundness rests in the reasonable sphere of man, in which the
highest ideas of truth, beauty and good come together. The Frenchman loves the sensual
pleasure, the graceful art form, Je bon godit, but it must be mixed with spiritual spice, the
mind must also be occupied by the work of art, in a light and playful way of course.?

Because: ‘Only where form and spirit have completely merged into one anoth-
er, does the masterpiece appear.”® The affinity to Schumann’s reservations towards
the music of Berlioz, as reflected in the review of the Symphonie fantastique, is not
to be ignored, and the connection to the Breslau correspondent, who closed his
mind to a bourgeois career in order to live as a free artist, intensified quickly, since
Kahlert explicitly referred to Jean Paul,” Schumann’s literary favourite, in the next
contributions. Whether a veritable friendship developed between the two, as Wolf-
gang Boetticher suggests,® remains, however, to be seen.

After all, Schumann took Kahlert into his confidence when Clara Wieck trav-
elled with her father to concerts in Breslau in March 1836. Shortly before, his

! Letter from Johann Theodor Mosewius to the Neue Zeitschrift fiir Musik (NZfM), 16 April
1836, [in:] Korespondencja Schumanna, Vol. 4, No. 347, from the collection of the Jagiello-
nian Library in Cracow.

2 A. Kahlert, ‘Aphorismen’, NZfM, Vol. 4, No. 2, 5 January 1836, p. 7.

3 A. Kahlert, ‘Die Genrebilder in der modernen Musik’, NZfM, Vol. 2, No. 47, 12 June 1835,

p. 189.
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private situation had worsened. Not only did his mother die on 4 February 1836,
who, as can be seen from an intensive exchange of letters, was always a reliable sup-
port and orientation for his lifestyle. A few days later, Schumann had made his way
to Dresden, where he met Clara Wieck secretly and exchanged a ‘kiss of engage-
ment with her in ‘Seligkeit” — whereupon Friedrich Wieck prohibited any further
contact, as he had all the more reservations about his daughter’s relationship with
the ambitious composer, whose lifestyle was, by no means, beyond all doubt. Clara
Wieck also had to hand over letters to her father, which is why Robert Schumann
thought of ways to stay in contact with his fiancée through intermediaries. Against
this background, the confidential diction of a letter Robert Schumann sent to Au-
gust Kahlert on 1 March 1836 explains itself:

Most revered Sir,

For today I don’t give you anything musical to decipher, and above all, I urgently request (to
go straight into the matter) that, if you don’t want to be a messenger between two separated
souls for a few minutes in your life, you at least not become a traitor to them.

Please, promise me that in advance!

Clara Wieck loves and is loved again. You will easily notice it in her quiet, almost unearthly
bearing. Let me tell you the name of the other right away. But the lucky ones acted, saw
each other, spoke and made promises without the father’s knowledge. He notices it, wants
to strike with axes, forbids any connection under death penalty — well, it has been there
a thousand times. But the worst thing was that he left. The latest news is from Dresden.
But we don’t know exactly; I suspect and am almost convinced that you are in Breslau at
the moment. Wieck will visit you immediately and invite you to listen to Clara. Now, my
most fervent request is that you quickly make me aware of everything that concerns Clara,
of her mood, of her life, as much as you can discover directly or indirectly, as well as that
you keep what I entrusted to you as my most dearest secret as such, and that you do not
share my letter with the old man, Clara, or anyone at all.

If Wieck talks about me, it may not be in a way that is flattering to me. Don't let that fool
you. You will get to know him, he is a man of honour, but a hothead.

Let me also tell you that it will be easy for you to win Clara’s favour and trust, as she has
heard earlier from me, who am more than sympathetic towards the lovers, that I have been
in correspondence with you. She will be happy to see you and to put her trust in you — and
your unknown hand — in whom I see so much nobleness that I believe you will not disap-
point me. Write soon. A heart, a life depends on it, my own for that matter, as it is I myself
for whom I speak.?

7 Letter from Robert Schumann to Clara Schumann, 9 February 1836, [in:] Schumann-Brie-
fedition, ed. by Robert-Schumann-Haus Zwickau, Series I, Vol. 4, Koln 2012, p. 93.

8 Letter from Robert Schumann to August Kahlert, 1 March 1836, [in:] W.J. von Wasielewski,
Robert Schumann. Eine Biographie, Bonn 1880, p. 1091f.



164 Michael Heinemann

It is unclear to what extent Kahlert lived up to Schumann’s position of trust;
perhaps he was too trustworthy, perhaps too sincere, but perhaps also a little vain
when he brought the contents of the letter to the attention of Friedrich Wieck. In
his letters from this period, at any rate, there is no evidence to suggest private me-
diation. That and how highly he valued Clara Wieck is shown by a poetic homage
which he recorded in 1838 in a volume of short stories and poems published under
the title Zonleben, and of which he reminded Robert Schumann one year later:

Nobody can wish you happiness more cordially than I do to your soon-to-be (I hope) mar-
riage to Clara. I recognised Clara at an early age as a deep mind and admired her, which

she would have noticed even if my little songs for a piano player had not been printed in
the Tonleben.

Occasionally they met — according to entries in Schumann’s diaries — in Leipzig,
and there the connection between the two men could have gained the intensity that
allowed Kahlert, in a letter of 5 March 1842, after a greeting to Clara, who had
always been revered, to suddenly and directly ask the question: ‘Have you already
fathered a child?’'

Neither in earlier letters nor even in his reports for the NZfM are there compa-
rable signs of familiarity between the two men, which was unusual in such corre-
spondence''; indeed, Kahlert abstains from any commentary on Friedrich Wieck
in his letters to Schumann. In contrast to Mosewius, whom Schumann had appar-
ently also informed and who conveys his impressions quite openly:

I will report on Clara Wieck next. I enjoyed her wonderful talent very much; although
personally, I had very few opportunities to delight in her charm; when I had time, I could
not find her at home, and otherwise, due to my total seclusion from society, there were no
opportunities to meet. The old man has his issues, I had imagined him differently based on
the description. As a companion of his kind daughter, he could behave differently; hopeful-
ly, he wouldn’t take it badly if one found him less pleasant than Clara. In this case he is not
an adornment to his daughter, which the child probably does not need anyway. — Heaven,
keep me, I have daughters too, from ever becoming such a caro padre.'?

However, Schumann was not interested in such thoughtful and considerate
judgement, neither with regard to artistic issues nor in private matters. So it is not
surprising that he favoured a correspondent who was inclined to point out and

 Letter from August Kahlert to Robert Schumann, 30 December 1839, [in:] Schumann-Al-
bum, Dresden: Sichsische Landesbibliothek — Staats- und Universititsbibliothek Dresden,
Mus. Schu. 132.

19 Letter from August Kahlert to Robert Schumann, 5 March 1842, [in:] Korespondencja Schu-
manna, Vol. 13, No. 2199, from the collection of the Jagiellonian Library in Cracow.

1t A. Kahlert, ‘Aus Breslau, NZfM, Vol. 5, No. 19, 2 September 1836, p. 77.

2 Cf footnote 1.
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did not at all gloss over the conditions in Wroclaw — compared to Mosewius, who
was more reserved and striving for balance — and who also combined the reports
on concerts with comments on the social status of music and aesthetic reflections.
In the autumn of 1836, for example, Kahlert wrote of a (double) performance of

Louis Spohr’s Des Heilands letzte Stunden and Carl Loewe’s Sieben Schlifer by the
Singakademie under Mosewius direction:

The musical interests in our city are unfortunately so fragmented that the reward for the
effort invested into large performances usually turns out to be very small. But all complaints
about this are unsuccessful. Since the two works are known in Germany, we don’t need to
go into further detail about them. The great simplicity and lively freshness that character-
ises Lowe’s oratorio, however, generally enjoyed greater applause than the elegiac manner
in which Spohr conceived the Christian religious principle. At the same time, the rich use
of external effects in church music seems questionable. It may easily happen then that the
overall impression that is to be achieved is lost over the details."

It is not the work itself that is judged, but rather the function of music and the
attitude of the audience. In addition to reviews and longer contributions, which
can be understood as preparatory works for a system of aesthetics presented in
1846, Kahlert also provided texts on the situation of musical life as such. While
church music is scarcely suitable as an object of artistic reflection because of its task
to accompany the cult, the music of the virtuosos and theatre music, because of its
orientation towards entertainment and sensation, fulfils the requirements necessary
for a reflective approach to art.

Therefore, according to Kahlert, subscription concerts are all the more im-
portant because they can have the effect of continuously drawing the attention of
a constant audience to this dimension of music and thus enable a more appropriate
reception. Because:

Music is not the enemy of thought, it enlivens and creates it, it stimulates the fruitful side
of the soul, it frees thought from the rigid categories of common sense, which confronts
everything great and sublime with a sneering smile, like a Philistine in a Sunday skirt. But it
is precisely because it is so powerful, that it can poison the soul by depriving it of the power
of concentration. One should not, then, be too reckless with its effect, and be careful to
ensure that the most delicious things that we have in moments of joy and pain should not
be soiled by pompousness, greed, or sensuality.'

Against this background, his criticism of the aesthetics of Gustav Schilling and
Ferdinand Hands becomes understandable: while the first one is deficient in the

13 A. Kahlert, ‘Aus Breslaw’, NZfM, Vol. 5, No. 48, 13 December 1836, p. 194.
4 A. Kahlert, ‘Das Concertwesen der Gegenwart’, NZfM, Vol. 16, No. 25, 25 March 1842, p. 97
No. 26, 29 March 1842, p. 101£; No. 27, 1 April 1842, p. 105£; No. 28, 5 April 1842, p. 109f.
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systematic elaboration —Anyone can compile, few can combine’”® — the other is not
binding with regard to the education and development of the audience:

This simple form, the correct individual form, is the epitome of the few absolute laws that
nature prescribes, laws that all amount to the general aesthetic law of opposition and uni-
formity. This simple form can be highly complicated in itself, but this does not release it
from their shackles, rather they continue to persist, ever more relentlessly.!®

The classical approach becomes even clearer in the following:

It is eternally true that all form stands and falls with the spirit that animates it, the musical more
than any other. The beautiful musical form, conceived as absolute, resembles the primordial
plant of which Géthe dreams in the metamorphosis of plants, nobody sees it; and yet as all
plants refer to it, so do all pieces of music. The eternal spirit that animates them does not change.
But the spirit of man is capricious, like its forms. Whoever now wants to understand the general
can only do so under the form of the particular. The strict analysis of the form of classical master-
i ill the individual than th al gropi d for witty platitudes."”
pieces will promote the individual more than the eternal groping around for witty platitudes.

It is, therefore, the work that is at the centre of the judgment, its intelligent
structure, which refers to an ‘underlying idea’ that is merely brought to life by
performance. As much as the Singakademie can satisfy this demand, according to
Kahlert’s reports, the situation at the opera is deplorable, as it can at best show artis-
tically satisfying performances through the appearances of guest soloists;'® however,
it lacks not only vocal competence, but also a proper repertoire:

The Schroder-Devrient has been here again for eight days; a sore throat has prevented her
from singing so far. Today she appears as Norma. It goes without saying that there has been
no room for her for many days. She will sing ten times, what? God knows, with the state
of our repertoire.”

Even Mozart’s opera cannot be adequately cast: ‘Our opera seems to want to
remain incomplete this winter. Today, on 4 November, when Mozart’s Don Juan
is 50 years old, the strength to cast it is lacking.”* Obviously, little changed in the
following years: “The theatre is sleepy enough.’> But Kahlert did not limit himself
to a mild lamento, he also suggested a solution to the problem:

5 A. Kahlert, ‘Musikalische Aesthetik. Rezension von Schillings Aesthetik’, NZfM, Vol. 10,
No. 6, 18 January 1839, p. 21.

16 A. Kahlert, ‘Die musikalische Form’, NZfM, Vol. 13, No. 15, 19 August 1840, p. 57.

17 A. Kahlert, ‘Die musikalische Form’, NZfM, Vol. 13, No. 16, 22 August 1840, p. 63.

18 A. Kahlert, [‘Grof8ere Korrespondenzen’], NZfM, Vol. 9, No. 18, 31 August 1838, p. 73.

¥ A. Kahlert, ‘Aus Breslau’ [Brief vom 16. April 1836], NZfM, Vol. 4, No. 37, 6 May 1836, p. 156.

20 A. Kahlert, [‘Kiirzere briefliche Notizen’], NZfM, Vol. 7, No. 40, 17 November, 1837, p. 160.

21 A. Kahlert, [‘Kiirzere briefliche Mittheilungen’], NZfM, Vol. 9, No. 42, 23 November 1838,
p. 169.
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I have little significant to report about the opera. It was too poor in strength. Some hopes
were pinned on the singer Freyse-Sessi, but they were not fulfilled at all. She has a poor mu-
sical education, what might help there is some vocal skilfulness. In general, there is a lack
of such singers everywhere right now who would be confident and firm in their parts. But
if there has been no progress in this regard, how can strength and aspiration for higher
musical expression be developed? In this respect, the general condition in Germany will
deteriorate even more until one understands the need for dramatic vocal schools.”?

Combined with music criticism, whose philosophical foundations are carefully
reflected upon and whose social implications are also considered in detail, August
Kahlert’s contributions from Breslau are far more than reports on the musical life
of a regional centre. The philosopher, who had been teaching at Wroctaw Universi-
ty since 1840, tried both to promote the discourse on music and to work towards
a higher quality of performance in his home town. The NZfM was a suitable forum
for both intentions — and Schumann the ideal contact (even regardless of all pri-
vate connections). For the foundation of a musical aesthetic ‘after’ Hegel, to which
Kahlert made important contributions, also met with resonance in Breslau; indeed,
without the work of Christlieb Julius Branif§ and Henrik Steffens at the universi-
ty, it would be just as inconceivable as without the inspirations that resulted from
encounters with musicians such as Johann Theodor Mosewius and Carl von Win-
terfeld, Adolf Friedrich Hesse and Ernst Kohler, Carl Gottlieb Freudenberg and Jo-
seph Ignaz Schnabel. Kahlert, the musically educated academic who also attempted
to compose — albeit not very successfully and rather epigonically — thus became the
nucleus of a local discourse which was more lasting than his activity as correspond-
ent of the NZfM. When the editorship was handed over to Franz Brendel in 1844,
his name disappeared from the journal’s columns; reports from Breslau, which had
previously always been associated with his name, now also disappeared completely.
However, Kahlert was subsequently missing among Schumann’s correspondents
as well. Only in connection with a trip to Breslau was contact made again in the
spring of 1847; but the plan of concerts and performances of the composer’s own
works in Breslau failed. It was not only Schumann’s health that was not at its best;
from 1846 Kahlert became more and more ill, and after a long illness he died in
1864. There was also no correspondence with Clara Schumann. If there was a per-
sonal friendship between Kahlert and the Schumanns at all, it was limited to a few
years. They met in the interest of the avant-garde that was concerned with the
development of reflection on music — both in terms of production and in terms
of the audience. Wroctaw, however, did not become a stronghold of music of the
future either.

2 A. Kahlert, [‘Groflere Korrespondenzen’], NZfM, Vol. 11, No. 44, 29 November 1839,
p. 176.
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Korespondencja z Wroctawia.
August Kahlerti,Neue Zeitschrift fiir Musik”

Steszczenie

W epoce przedmarcowej August Kahlert pisal relacje z Wroclawia dla czasopisma ,,Neue
Zeitschrift fiir Musik” zalozonego przez Roberta Schumanna — i przedstawit tym samym
wieloaspektowy obraz zywego miasta kultury, gdzie oprécz nowej muzyki wazna rolg od-
grywal rowniez niezwykle aktualny w tamtych czasach historyzm muzyczny (Winterfeld,
Mosewius).
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Correspondence from Wroctaw:
August Kahlert and the Neue Zeitschrift fiir Musik

Summary

In the period preceding the 1848 March Revolution, August Kahlert reported from Breslau
for the Newue Zeitschrift fiir Musik by Robert Schumann — and thus conveyed a multifacet-
ed picture of a lively cultural city in which, in addition to new music, musical historicism
(Winterfeld, Mosewius), which was highly topical at the time, was of great importance.
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JOANNA SUBEL

Akademia Muzyczna im. Karola Lipinskiego we Wroctawiu

Dziatalno$¢ artystyczna dra Edmunda Nicka,
kierownika dzialu muzycznego Wroctawskiej
Rozgtosni Radiowej w latach 1924—1933

W historii kultury europejskiej lat dwudziestych ubiegtego stulecia niezwykle waz-
nym wydarzeniem bylo uruchomienie radiofonii. Weze$niej, 12 stycznia 1910 roku,
Ameryka jako pierwszy kraj na $wiecie przeprowadzita transmisj¢ przedstawienia
opery Tosca Giacoma Pucciniego z Metropolitan Opera, z udzialem Enrica Caru-
sa'. Wprawdzie pierwsza publiczna audycja zostata nadana w Belgii w 1914 roku,
a znaczny rozwdj radiofonii nastapit po zakonczeniu I wojny $wiatowej?, jednak
uplyngto jeszcze wiele lat, zanim w Europie po dokonaniu rozmaitych wynalazkéw
z dziedziny fizyki rozpowszechnilo si¢ regularne nadawanie audycji radiowych’.
Dopiero w 1923 roku radio stato si¢ dobrem publicznym, majacym stuzy¢ wycho-
waniu oraz rozrywce®. Pierwsze regularne emisje rozpoczely sie rok pézniej i wzo-
rem Berlina powstawaty rozglosnie w catym kraju. Pierwsze dzwigki wroctawskiego
radia, ktére nazwano Schlesische Funkstunde (dostownie Slaska Godzina Radiowa,
zob. ilustracja 1, s. 172) poplynely 26 maja 1924 roku’. Jednym ze wspétzatozycieli

' A. Leszezyniski, Historia przedmiotu. Zlote lata radia, [online:] http://wyborcza.pl/alehistoria
/1,121681,18475312,zlote-lata-radia.html [14.02.2019].

% Radio, [hasto w:] Encyklopedia Polskiego Wydawnictwa Naukowego, [online:] hteps://encyklo-
pedia.pwn.pl/haslo/radio;3965394.html [14.02.2019].

3 Historia radia opisana zostata m.in. w: M. Salazar-Palma, T.K. Sarkar, D. Sengupt, 7he Father
of Radio: A Brief Chronology of the Origin and Developments of Wireless Communication and Sup-
porting Electronics [online:] https://ieeexplore.ieee.org/document/5735325 [31.01.2019].

& Thidem.

5 G. Speer, Rundfunk in Schlesien, [hasto w:] Schlesisches Musiklexikon, Hrsg. L. Hoffmann-Er-
brecht, Augsburg 2001, s. 638.


http://wyborcza.pl/alehistoria/1,121681,18475312,zlote-lata-radia.html
http://wyborcza.pl/alehistoria/1,121681,18475312,zlote-lata-radia.html
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powstalej 4 kwietnia 1924 roku spé6tki Schlesische Rundfunk — Betrieb AG zostat
uczony, autor wielu patentéw z dziedziny fizyki Otto Lummer, profesor Uniwersy-
tetu Wroclawskiego (wéwczas Schlesische Friedrich-Wilhelms Universitit)®.

llustracja 1. Wroclawska rozglosnia radiowa (Schlesische Funkstunde) okoto roku 1927,
[online:] https://wroclaw.fotopolska.eu/28682,foto.html [12.06.2019].

Zanim jednak rozpoczely si¢ regularne transmisje, prébng emisj¢ przeprowa-
dzono 5 maja 1924 roku z budynku Wyzszego Urzedu Gérniczego (Oberbergamt,
obecnie siedziba Tauron Dystrybucja SA), polozonego przy dzisiejszym placu
Powstaricéw Slaskich, miedzy ulicami Sudecka i Powstaricéw Slaskich (wéwczas
Reichsprisidentenplatz, a od 1934 Hindenburgplatz’). Antena znajdowata si¢ na
wiezy polozonego w poblizu Johanneskirche przy Hohenzollernstrafle® (obecnie
kosciét $w. Augustyna przy ul. Sudeckiej). Jednak obawy okolicznych mieszkaficow
dotyczace negatywnego wplywu nadajnikéw na zdrowie oraz zeszpecenie antena-
mi tej ekskluzywnej i picknej dzielnicy miasta, a ponadto trudne warunki loka-
lowe przyczynily si¢ do przeniesienia rozgtosni radiowej w 1925 roku do nowo

¢ Otto Lummer, biografia, [online:] http://otto-lummer.de [1.02.2019].

7 T. Kruszewski, Niemiecko-polski spis ulic, placdw i mostéw Wroctawia 1873—1997, Wroctaw
1997, s. 110.

8 JThidem, s. 72.


http://otto-lummer.de
https://wroclaw.fotopolska.eu/28682,foto.html
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wybudowanego budynku przy rogatkach miasta’. Ogromne zainteresowanie posia-
daniem odbiornikéw spowodowalo, ze w nowych warunkach lokalowych zwigkszo-
no zaréwno moc nadajnika, jak i liczb¢ godzin emisji: od 3—3,5 godziny codziennej
transmisji do 8 godzin w 1925 i 11 w 1927 roku. W godzinach nocnych radio byto
nieczynne. Muzyka zajmowata w pierwszych dniach emisji co najmniej 50% czasu
antenowego'’.

Pierwszym kierownikiem artystycznym, redaktorem, a zarazem lektorem wro-
ctawskiego radia zostat Fritz Ernst Bettauer (1887-1952), zaangazowany 1 maja
1924 roku. Jednoczes$nie odpowiadal on za warto$¢ literackg programu. Bettauer!
byl pisarzem, redaktorem o wielostronnych zainteresowaniach, wydawca tygodnika
»Die Breslauer Revue” (1919-1920) i krytykiem teatralnym, prowadzit tez kronike
Lobetheater we Wroclawiu'?. Natomiast pierwszym kierownikiem sekeji muzycz-
nej wroclawskiego radia zostal dr Edmund Nick, ktérego Wspomnienia sa waznym
zrédtem informacji®. Jak wspomina Dagmar Nick, pisarka, cérka Edmunda Nic-
ka, dziat literacki i muzyczny miescily si¢ w jednym pokoju, a pierwsi pracownicy
radia mieli do dyspozycji dwa biurka, jeden telefon, jeden mikrofon, a do pomocy
jedna sekretarke'.

Edmund Nick (1891-1974), urodzony w miejscowosci Reichenberg (obecnie
Liberec w Czechach), tam ukoriczyt gimnazjum, jednoczesnie uczyl si¢ gry na forte-
pianie. W wieku 14 lat wystapit publicznie jako pianista. W latach 1910-1913 stu-
diowat prawo na Uniwersytecie Wiedeniskim i jednocze$nie muzyke w tamtejszej

® H.R. Fritsche, Rundfunk in Schlesien, [w:] Jahrbuch der Schlesischen Friedrich-Wilhelms Uni-
versitit zu Breslau, Bd. 24, Wiirzburg 1983, s. 244. Autor pisze o warunkach technicznych
i prawnych wroctawskiej rozgtosni. O genezie wroctawskiego radia przed wojna zob. takze
M. Waligéra, Radio we Wroctawin w latach 1924—1945, praca magisterska, promotor Teresa
Kulak, Wydziatl Nauk Historycznych i Pedagogicznych Uniwersytetu Wroctawskiego 2006.
10 G. Speer, op. cit., s. 639.

Portret Fritza Ernsta Bettauera na stronie Aus den Sammlungen des Jiidischen Museums Berlin,

nr inw. 2014/296/7/002, fotografia z zaktadu Carla Brinkmanna we Wroctawiu z roku 1931,

[online:] http://objekte.jmberlin.de/object/jmb-0bj-539319;jsessionid=D3A5C220DF797-

8BBDFF74D72C5543532 [1.02.2019].

12 Bettauer doprowadzit kronike 50 Jahre Schauspiel in Breslau [...] do 1919 roku. Zob. L. Ga-
jek, Das Breslauer Schauspiel im Spiegel der Tagespresse: das Lobetheater im ersten Jahrfiinft der
Weimarer Republik (1918—1923), Wiesbaden 2008, s. 11. Autorka podaje tez kategorie te-
atréw wroctawskich oraz liczbg miejsc przeznaczonych dla widzéw.

3 E. Nick, Die Pionierjahre des Schlesischen Rundfunks, [w:] Leben in Schlesien. Erinnerungen

aus flinf Jahrzehnten [... ], Hrsg. H. Hupka, Augsburg 1962, s. 89. Pierwsza audycj¢ nadat on

26 maja 1924 roku, na trzy tygodnie przed oficjalnym objeciem obowiazkéw.

Wywiad zamieszczony na stronie poswigconej dzialalnosci Edmunda Nicka we Wroctawiu.

Zob. D. Nick, Der Sender Breslau mit Edmund Nick und Erich Kistner, [online:] http://

www.rundfunkschaetze.de/edition-radiomusiken/vol-1-radiomusik-leben-in-dieser-zeit/

english-edmund-nick-erich-kaestner-sender-breslau/ [11.06.2019].
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Akademii Muzycznej, m.in. kompozycj¢ u Emila Kithnela', natomiast w roku aka-
demickim 1912/1913 w Konserwatorium Drezderiskim'®. Studia prawnicze konty-
nuowat w latach 1913-1915 w Grazu. Studia przerwata I wojna $wiatowa, w ktdrej
Edmund Nick brat udziat. Po jej zakoriczeniu w roku 1918 promowat si¢ na dokto-
ra praw na uniwersytecie w Grazu. Po dwumiesi¢cznej praktyce prawniczej w 1919
roku zamieszkal we Wroclawiu, gdzie rozpoczat dziatalno$¢ jako akompaniator,
nauczyciel fortepianu oraz krytyk muzyczny. W roku 1920 ozenit si¢ z koncertuja-
cg $piewaczky Kithe Jaenicke (cérka Karla Jaenickego, prawnika, pisarza, w 1902
drugiego burmistrza Wroctawia, zob. ilustracje 2 i 3)'. W latach 1921-1924 Ed-
mund Nick byl dyrygentem, kompozytorem i pianista zwiazanym kontraktem
z wroctawskimi teatrami, m.in. z Lobetheater'. W 1924 roku zostat zaangazowany
w rozglo$ni radiowej ,,na stanowisku dyrektora artystycznego w sprawach muzycz-
nych z obowiazkiem petnienia funkcji kapelmistrza, pianisty, kompozytora, pisarza

llustracja 3. Portret Kithe Jaenicke pedzla

llustracja 2. Kithe Jaenicke. Maxa Odoya, olej na plétnie.
Reprodukgja fotografii ze zbioréw Reprodukgja oryginatu ze zbioréw
Muzeum Miejskiego Wroctawia. Muzeum Miejskiego Wroctawia.

5 R. Miinster, Nick Edmund josef, [hasto w:] Deutsche Biographie, [online:] https://www.deut-
sche-biographie.de/sfz71726.html [1.02.2019].

16 G. Speer, op. cit., s. 512.

7" R. Miinster, op. cit.

8 E. Nick, op. cit., s. 87.
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muzycznego” . Jako pionier tworzacego si¢ we Wroclawiu radia Edmund Nick ukta-
dat program, dyrygowat orkiestra, towarzyszyt $piewakom i instrumentalistom jako
akompaniator, przygotowywat wyklady o muzyce, wreszcie komponowat muzyke®.
Pierwsza powinnoscia byto zorganizowanie muzykéw, gdyz transmisja programéw ar-
tystycznych odbywata si¢ na zywo. Nick powotat wiec w 1925 roku kameralny zespét
sktadajacy si¢ z najlepszych muzykéw grajacych w kawiarniach, ktérego liderem zostat
znany wroclawski skrzypek dr Alfred Laserstein (1899-1929)*'. W tej kameralnej or-
kiestrze, ktdra otrzymata nazwe Funkkapelle, grato 13 muzykéw, m.in. skrzypek Ernst
Prade®. Niestety, wskutek zlego stanu zdrowia Laserstein zrezygnowal w 1929 roku
z prowadzenia orkiestry radiowej i jeszcze w tym samym roku zmart. Na jego miejsce
Nick zaangazowat Franza Marszalka, dyrygenta Schauspielhausu, gdzie wystawiano
m.in. operetki. Kierownik dziatu muzycznego oprécz muzyki rozrywkowej przedsta-
wiat stuchaczom takze arcydzieta klasyki. Zapraszat $piewakéw Opery Wroctawskiej
(Stadttheater) do wystgpéw przed mikrofonem. Honoraria dla artystéw byly bardzo
niskie (z powodu kryzysu gospodarczego lat 20. XX wieku), dlatego tylko nieliczni
zgadzali si¢ na takie produkcje muzyczne. Pomystem Nicka bylo przedstawianie na fa-
lach eteru dziet operowych w przekroju w audycji Opernabende [Wieczory operowe].
Fritz Ernst Bettauer opracowywat skrét libretta, byt takze recytatorem, natomiast Ed-
mund Nick towarzyszyl §piewakom wykonujacym najwazniejsze fragmenty znanych
dziel, m.in. opery Carmen Georges'a Bizeta. Projekt ten nie zawsze zdobywat uznanie
stuchaczy, o czym $wiadczyly listy do redakgji®. Starania o urozmaicenie programéw
muzycznych obejmujacych rézne gatunki, takze z udziatem wielkiej obsady, ograni-
czone byly przede wszystkim warunkami lokalowymi. Nie tylko w pierwszym prowi-
zorycznym pomieszczeniu, majacym wymiary 7 x 8 m, lecz takze w nowym budynku
nie byto miejsca dla duzych zespotéw muzycznych. Niestety, kubatury i rozmieszcze-
nia pomieszczen dla artystéw nie skonsultowano ani z Bettauerem, ani z Nickiem?.

Y G. Speer, op. cit., s. 639.

20 L. Hoffmann-Erbrecht, Nick Edmund, [hasto w:] Schlesisches Musiklexikon, Hrsg. L. Hoff-
mann-Erbrecht, Augsburg 2001, s. 512.
Informacje o muzyku zob. A. Droidiewska, Zycie muzyczne na Uniwersytecie Wroctawskim
w XIX i I potowie XX wicku, Wroctaw 2012, s. 211-213. Laserstein jest autorem pracy dok-
torskiej Franz Benda sein Leben und seine Werke, obronionej na Uniwersytecie Wroctawskim.

21

2 Liczba muzykéw podana na stronie Schlesische Funkstunde, [online:] hetps://docplayer.org

146970406-Schlesische-funkstunde-a-g.heml [2.02.2019]. Ernst Prade studiowat gre skrzyp-
cowg oraz dyrygenture w Konserwatorium Juliusa Sterna w Berlinie. W 1834 roku zostat kie-
rownikiem dziatlu muzycznego wroctawskiego radia. Zob. R. Nitsche z d. Prade, Ernst Prade,
[online:] heep://www.ernst-prade.de [10.06.2019].

3 E. Nick, op. cit., s. 91.

24 Zaplanowano wprawdzie wigksze sale, ale trudne czasy kryzysu gospodarczego, a potem sy-
tuacja polityczna, wzrost nastrojéw nacjonalistycznych oraz wybuch II wojny $wiatowej spo-
wodowaly, ze wlasciwa sala koncertowa w gmachu radia zostata oddana do uzytku dopiero
w 1942 roku, a jej funkcjonowanie rozpoczat koncert publiczny 19 listopada.
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Niedoskonaly byt takze sprz¢t nagraniowy. W nowym budynku zaprojektowano
natomiast obszerna rezydencje dla matzeristwa Vogtéw. Alexander Vogt, emery-
towany major, zostal prezesem zarzadu spétki Schlesische Funkstunde. Wskutek
interwencji zony majora, ktéra dokonywata niejednokrotnie cenzury tekstéw re-
daktora Bettauera, zrezygnowal on jeszcze w 1925 roku z pracy radiowej”. Jego
nastgpea, z rekomendacji Edmunda Nicka, zostat Friedrich (do 1933 Fritz Walter)
Bischoff (1896-1976), dramaturg wroctawskich scen (Stidtische Bithnen), pod
ktére podlegat takze Stadtheater, petniacy funkeje zaréwno teatru dramatycznego,
jak i opery®. Do 1929 roku Bischoff zatrudniony byt razem z Edmundem Nickiem
na stanowisku kierownika artystycznego rozgtosni. Ta doskonata spétka autoréw,
pisarza i muzyka, zawazyla na powstaniu nowego gatunku tworzonego specjalnie
dla radia, a mianowicie stuchowisk z muzyczng szatg dzwickows, ktére staly sie
wzorcem tworczoéci na potrzeby szeuki audialnej?’. Od 1930 roku nastapity zmia-
ny w organizacji pracy radia, wydzielono dziat literacki oraz wiadomosci, redaktor
Friedrich Bischoff otrzymat tytut intendenta, a w dziale muzycznym zatrudniono
archiwiste.

Wazng inicjatywa Edmunda Nicka bylo nawiazanie wspétpracy z dyrektorem
opery, dzigki czemu wroclawskie radio przeprowadzato bezposrednie transmisje
spektakli.

Wraz z rozwojem $laskiej rozglosni nastgpowata dalsza reorganizacja instytucji,
zmienialy si¢ dzialy, zatrudniano coraz wigcej rozmaitych specjalistow, podejmowa-
no wspoétprace z instytucjami muzycznymi, ktérych produkgje artystyczne moglyby
by¢ transmitowane przez radio.

Chcac propagowaé sztuke na najwyzszym poziomie artystycznym rozpoczgto
tez emitowanie od 1927 roku koncertéw symfonicznych, wykonywanych przez
Schlesisches Landesorchester kierowana m.in. przez Georga Dohrna, a liczaca wéw-
czas 75 muzykéw?®. Edmund Nick zastrzegt sobie jednak prawo ingerencji w kre-
owanie programu koncertéw?. On takze dyrygowal pewng liczba z 60 koncertéw
w ciggu roku, do ktérych orkiestra byta zobowigzana®. W roku 1929 nastapita
reorganizacja orkiestry, zmieniono nazwe na Schlesische Philharmonie. Tworzyto
ja 120 muzykdéw i wystgpowata pod batuta Georga Dohrna i Hermanna Behra.
W tym skladzie grata do 1930 roku. Kolejne zmiany nadeszly rok pézniej. Orkiestra
filharmoniczna zostala zmniejszona do 96 cztonkéw, najprawdopodobniej z powo-
du trudnosci finansowych kraju. Przy rozglosni radiowej, na zyczenie intendenta

> E. Nick, op. cit., s. 92.
%6 G. Speer, 0p. cit., s. 639.
27 Ibidem.

28 Schlesische Funkstunde. ..
» E. Nick, op. cit., s. 94.
3 G. Speer, 0p. cit., s. 640.
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Bischoffa, powstat chér kameralny Funkchor liczacy 16 0séb, ktérym do 1935 roku
kierowat Ernst Prade (1898-1985). Zostat on takze asystentem Nicka?'.

Podczas transmitowanych przez radio publicznych koncertéw wystgpowa-
li we Wroctawiu znani dyrygenci, czgsto bedacy takie kompozytorami: Max von
Schilling, Hans Pfitzner, Franz Schreker, Paul Hindemith. Niestety, pierwsi dwaj
zastyneli pézniej niechlubnie jako zwolennicy Hitlera oraz antysemici. Hindemith
wystapil w rozglo$ni wroclawskiej takze jako altowiolista Amar-Quartett (kwartet
funkcjonowat w latach 1921-1929), realizujac parti¢ solowa altéwki w koncercie
na ten instrument Dariusa Milhauda oraz Jralienische Serenade Hugona Wolfa®.

Przed mikrofonami Schlesische Funkstunde pojawito si¢ wielu artystéw o euro-
pejskiej stawie, m.in. skrzypek Karl Freund, wiolonczelisci Gregor Piatigorsky i Josef
Schuster. Z towarzyszeniem akompaniamentu Edmunda Nicka wystgpowali liczni
znani skrzypkowie: Juan Mané (Hiszpan), Géza von Kresz (Wegier), Tossy Spivako-
vsky (Rosjanin), Stefan Frenkel (polski Zyd), Florizel von Reuter (Amerykanin)®.

Wroclawskie radio nadawato takze muzyke kameralng w wykonaniu znanych
wroclawskich zespotéw, takich jak: Pozniak Trio zalozone przez wroctawskiego
pianist¢ Bronistawa von Pozniaka, wielce zastuzonego artystg i pedagoga®, Hen-
nig-Quartett, czyli kwartet smyczkowy Maximiliana Henniga, pézniej Schlesische
Streichquartett prowadzony przez Franza Schitzera®, koncertmistrza orkiestry fil-
harmonicznej.

Program koncertéw radiowych realizowanych przez orkiestr¢ Schlesische Phil-
harmonie wprawdzie ograniczat si¢ do twércéw niemieckich i austriackich, ale sta-
nowit wybér od utworéw popularnych i uznanych, takich jak kompozycje Mozarta
czy Mahlera, do rzadziej stuchanych, np. Wolfa, Regera, a nawet przedstawicieli
szkoly wiederiskiej, w tym Schonberga®. Jak wspomina dr Nick, w kregu jego za-
interesowan programowych znajdowaly si¢ utwory od Bacha, poprzez klasycyzm
i romantyzm, az do wspétczesnosci®”’. Na uwagg zastuguje cykl koncertéw forte-
pianowych zaprezentowanych w ciagu sezonu artystycznego zatytutowany Das Kla-
vierkonzert von Bach bis Reger, kt6rego realizatorem byl pianista Joseph Schwarz.
Niestety nie podano daty jego wystepéw we Wroctawiu. Waznym wydarzeniem za-
inicjowanym przez kierownika dziatu muzycznego radia byto przedstawianie dziet

3 R. Nitsche z d. Prade, op. ciz.

32 E. Nick, op. cit., s. 95.

3 Zob.: G. Speer, op. cit., s. 640; E. Nick, op. cit., s. 96.

3% Bronistaw von Pozniak (Pozniak) byt austriacko-niemieckim muzykiem pochodzenia pol-
skiego, doskonatym kameralista. Napisat Das ABC des Klavierspielers, wyd. Betlin i Breslau
1936, polskie wyd. ABC Pianisty, Poznari 1992. Byt takie redaktorem wielu edyqji dziet,
w tym E. Chopina.

3 G. Speer, op. cit., s. 640.

36 Tbidem.

3 E. Nick, op. cit., s. 94.



178 Joanna Subel

znaczacych dla historii muzyki. Z towarzyszeniem Edmunda Nicka jako pianisty
wystapit stynny francuski skrzypek Henri Marteau (1874-1934). Obaj artysci za-
prezentowali stuchaczom wszystkie (10 utwordw) Sonaty na fortepian i skrzypce (So-
naten fiir Klavier und Violine) Beethovena™®.

Z okazji 100. rocznicy $mierci Beethovena 26 marca 1927 roku transmitowany
byt koncert festiwalowy, kt6ry poprowadzit Max von Schilling. Niestety nie mamy
wigcej wiadomosci o tym koncercie.

Edmund Nick doskonale zdawat sobie sprawe z tego, ze radio ma stuzy¢ ogrom-
nej rzeszy stuchaczy, dlatego w programie znajdowaly si¢ réznorodne kompozycje.
Do mniej wymagajacych odbiorcéw kierowat ,,wesota muzyke”, jaka byty fragmen-
ty z operetek. Do radia zapraszat takze jej twércéw, m.in. Emmericha Kdlmana,
Paula Linckego, Eduarda Kiinneckego, i przeprowadzat z nimi wywiady.

W latach 20. i 30. XX wieku nowym gatunkiem rozwijajacym si¢ w Niemczech
szczegdlnie mocno byl kabaret i rewia, a Berlin zastynat jako centrum muzyki roz-
rywkowej, tzw. U-Musik (Unterhaltungsmusik). Jednym z wybitnych jej przedstawi-
cieli byt Rudolf Nelson, pianista, kompozytor, kabarecista, ktéry w swoim Theater
im Haus przy Kurfirstendamm nr 217 goscit m.in. Marleng Dietrich czy Josephine
Baker. Ten znany muzyk wystapit takze na antenie wroctawskiego radia. Do ga-
tunku ,lzejszej muzy” zalicza si¢ taniec towarzyski. Jego popularno$¢ sprawita, ze
w latach kadencji Edmunda Nicka ten wielostronnie wyksztalcony muzyk dyrygo-
watl programami m.in. z walcami Johanna Straufla®. Podczas wieczoru z muzyka
Jacques’a Offenbacha z akompaniamentem Edmunda Nicka wystapit Karl Kraus
(1874-19306), wybitny austriacki pisarz, satyryk, aforysta, dtugoletni redakrtor, szef
i wydawca czasopisma ,,Die Fackel” [Pochodnia] .

Kiedy powstawalo radio, nie bylo przygotowanej kadry wyksztatconej w kie-
runku tworzenia programéw. Pierwsze emisje przygotowywano na zywo, a poza
wypowiedziami stownymi nadawano muzyke w wykonaniu wroctawskich artystéw.
Friedrich Bischoff jako szef dziatu literackiego przedstawil swoja wizj¢ ksztattowa-
nia ,sztuki stuchania”. Zdaniem tego wyksztatconego filologa i rezysera majacego
doswiadczenie dramaturga audycje radiowe powinny zawiera¢ nie tylko odczyty-
wane czy recytowane teksty. Nalezato zainicjowaé tworzenie stuchowisk, réwniez
stuchowisk z muzyka, intencjonalnie na potrzeby radia*. Obaj panowie, Friedrich

38 G. Speer, o0p. cit., s. 640.

¥ E. Nick, op. cit., s. 95.
Wiecej informacji o Karlu Krausie zob.: E. Wieczorek, D. Wyzyniska, Apokalipsa wedtug wie-
deriskiego Zyda, [online:] http://www.e-teatr.pl/pl/artykuly/ 155076, druk.html [9.02.2019];
W. Malesa, Karl Kraus — w obronie prywatnosci, przeciw Wielkiej Wojnie, [online:] hteps://
www.polskieradio.pl/8/1594/Artykul/1189576,Karl-Kraus-w-obronie-prywatnosci-przeci-
w-Wielkiej-Wojnie [9.02.2019].
4 G. Speer, 0p. cit., s. 639.
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Bischoff oraz Edmund Nick, okazali si¢ doskonaty ,sp6tka autoréw” uprawiaja-
cych ten nowy gatunek. Wroctawska rozglosnia (Schlesische Funkstunde) zama-
wiata utwory muzyczne u wroclawskich twércéw: Hermanna Buchala, Fritza Ko-
schinsky’ego, Johannesa Rietza, Carla Szczuki, Gerharda Streckego, Ernsta Augusta
Voelkela, Hansa Zielowsky’ego. Pisali oni muzyke do stéw $laskich poetéw. Tak
powstawaly uwertury, suity, tarice i piesni emitowane przez radio w cyklu Das ist
Schlesien czy Schlesien hat das Wort. W Muzeum Miejskim Wroctawia przechowy-
wany jest afisz anonsujacy koncert z 15 pazdziernika 1932 roku poswigcony twér-
czoéci wroctawskich kompozytoréw, keéry odbyt si¢ w Wielkiej Sali Wroctawskiego
Domu Koncertowego (Breslauer Konzerthaus). Koncertem zatytutowanym Heimat
in Schlesien z utworami Hermanna Buchala, Karla Szczuki i Gerharda Streckego
dyrygowat Edmund Nick (zob. ilustracja 4).

llustracja 4. Program koncertu z 15 paZdziernika 1932 z udziatem dyrygenta Edmunda Nicka.
Reprodukgja oryginatu ze zbioréw Muzeum Miejskiego Wroctawia.

4 E. Nick, op. cit., s. 95.
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Pierwsze zaméwienie Schlesische Funkstunde skierowano do Franza Schrekera, dw-
czesnego dyrektora Hochschule fiir Musik w Berlinie. Skomponowat on Kleine Suite fiir
Kammerorchester, ktdra zostata wyemitowana we Wroctawiu 17 stycznia 1929 roku®.

4 austriacki

Kontrakt wroctawskiej rozglosni otrzymat takze Wilhelm Grosz*
kompozytor (takze dyrygent i aranzer)®. Skomponowat on cykl o§miu piesni Afri-
ka singt na dwa glosy i zesp6t kameralny (1929, wyd. 1930) zawierajacy elementy
rodzacego si¢ wéwczas jazzu, m.in. do akompaniamentu twoérca uzyt banjo oraz
»jazzowego pianina’*. Od 1927 roku Grosz byt kierownikiem nowo zalozonego
towarzystwa rejestracji dzwigku Berliner Ultraphon-Schallplattengesellschaft?’.

Whasnie dziatalno$¢ wroctawskiej rozgtosni pod kierunkiem Bischoffa*® i Nicka
miafa by¢ wzorem dla niemieckiego radia®. Zainicjowane przez nich kontrakey dla
poetéw i kompozytoréw przyczynity sie do powstania wielu nowych utwordw pi-
sanych do wykonania na falach eteru™. Friedrich Bischoff jest autorem pierwszego
stuchowiska, ktére zostalo nagrane na tasmach: Hallo? Hier Welle Erdball (stucho-
wisko w dwoch scenach), z muzyka Edmunda Nicka, a emitowanego od lutego
1928 roku’'. Bischoff napisat tekst do kolejnego stuchowiska, zatytulowanego Song,
ktére takze umuzycznit Edmund Nick. Sktadato si¢ z wierszy, piosenek oraz frag-
mentéw instrumentalnych. Okazato si¢ tak wielkim sukcesem, ze Berliner Rund-
funk przedstawito to stuchowisko w 1929 roku z udzialem obu autoréw: Bischoff
podjat si¢ rezyserii, a Nick wystapit jako dyrygent. Podczas prezentacji obecni byli
Kurt Weil, kompozytor muzyki rozrywkowej, z ktérej rozwinat si¢ musical, oraz

# G. Speer, 0p. cit., s. 640.

4 [bidem.

% Wilhelm Grosz byt muzykiem pochodzenia zydowskiego, studiowal w Wiedniu — forte-
pian, dyrygentur¢ u Richarda Heubergera, kompozycje u Franza Schrekera w Musikakade-
mie oraz muzykologi¢ u Guida Adlera na Uniwersytecie, uzyskat doktorat. Stworzyt wiele
rozmaitych kompozycji, takze dla radia, z elementami groteski, jazzu, napisat m.in. operetkg
radiowa Eine kleine Melodie. Wskutek przeladowan nacjonalistycznych w 1933 roku wyje-
chat do Londynu, pézniej do Ameryki, gdzie zmarl. Zob. T. Gayda, Wilbelm Grosz, [hasto
w:] Lexikon verfolgter Musiker und Musikerinnen der NS-Zeit, [online:] https://www.lexm.
uni-hamburg.de/object/lexm_lexmperson_00002583 [12.02.2019].

Zob. P. O’Connor, Grosz Afrika Songs; Isle of Capri etc., [online:] https://www.gramophone.

co.uk/review/grosz-afrika-songs-isle-of-capri-etc [12.02.2019].

Wilhelm Grosz, [online:] http://www.entarteopera.com/grosz.html [12.02.2019].

Bischoff jest autorem pierwszego stuchowiska, ktére nagrano na tasmach i emitowano od

lutego 1928 roku. Zob. Hallo? Hier Welle Erdball, [online:] https://de.wikipedia.org/wiki/

Hallo!_Hier_Welle_Erdball! [19.03.2019].

# G. Speer, 0p. cit., s. 640.

0 Zob.: G. Speer, op. cit., s. 640; D. Nick, op. cit.

31 Premiera stuchowiska odbyla si¢ 4 lutego 1928 roku. Wykaz nagran E. Nicka znajduje si¢
w Deutsches Rundfunkarchiv we Frankfurcie, ARD-Hérfunkdatenbank. W wiekszosci sg to
nagrania dokonane przez E. Nicka po wyjezdzie z Wroctawia, w kedrych wystgpuje on jako
kompozytor, dyrygent i pianista.
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mtody pisarz Erich Kistner™, przyszly autor wielu tekstéw do kompozycji Edmun-
da Nicka, w Polsce znany przede wszystkim jako autor powiesci dla mtodziezy Emil
i detektywi. Prawykonanie nowego utworu Leben in dieser Zeit, jak to nazwat autor
tekstéw — , lyrische Suite in drei Sizten”, odbylo si¢ 14 grudnia 1929 roku. Méwio-
ng parti¢ solowg wykonata Kithe Nick-Jaenicke, zona kompozytora®. Utwér nie
opiera si¢ na szczeg6lnej akeji scenicznej, a monologi, dialogi, piosenki oraz sceny
zbiorowe maja charakter satyryczny, wyrazaja troski i pragnienia wspétczesnego
mieszkarica duzego miasta’. Pod wzgledem muzycznym zawiera teksty recytowane
na tle akompaniamentu orkiestry, fragmenty $piewane solowe i chéralne oraz in-
strumentalne, a takze efekty dzwickowe, np. imitujace hatas uliczny. Stuchowisko
zyskato wielki rozglos i byto transmitowane przez inne rozglosnie, a takze wyko-
nane w sali koncertowej Konzerthausu w Wiedniu (18 stycznia 1931). Ponadto
pokazano je na ponad 30 scenach, m.in. 16 pazdziernika 1931 roku w Lipsku®
i 5 grudnia 1931 roku w Dreznie*. Kompozycja, nazywana tez ,,$wieckim orato-
rium” lub kantata, sktada sie z trzech czeéci, a na 17 numerdéw az w 9 bierze udziat
chér (mieszany, meski i zefiski). Utwor byt wystawiany w Niemczech az do 1932
roku, nastgpnie wskutek dziatan NSDAP jego prezentowanie zostato zabronione’.
Niestety, przesladowania wszystkich, kt6rzy nie mieli aryjskiego pochodzenia lub
w jakikolwiek sposéb byli spokrewnieni z Zydami, nasility si¢ juz w potowie 1932
roku. Dotyczylo to oczywiscie wszystkich instytucji. Bischoff staral si¢ uchroni¢
rozglosni¢ przed interwencja nazistow, twierdzit bowiem: ,Jeste$my instytucja kul-
tury i nie ma tu miejsca na parti¢”>®. Zarzucano brak w programach radiowych
muzyki ,heroicznej”, nadawanie zbyt duzo muzyki wspétczesnej oraz zatrudnianie
artystéw zydowskich. Listy z pogrézkami przychodzily niemal codziennie. Ostatnig
wsp6lna produkeja Bischoffa i Nicka byta audycja Nachdenkliches Quodliber nadana
w noc sylwestrowa 1932 roku.

W marcu 1933 roku Oddzialy Szturmowe NSDAP zajely rozglosnig i zagrozity,
ze jezeli aktor Robert Marlitz, jeden z najlepszych recytatoréw, nie zostanie zwolnio-
ny, to uniemozliwia emisj¢ programu. Po otrzymaniu tej wiadomosci zrozpaczony

52

Zob. D. Nick, op. ciz. Erich Késtner byt znanym pisarzem i krytykiem teatralnym.

53 E. Nick, op. cit., s. 96. Zob. takze Lexikon verfolgter Musiker und Musikerinnen der NS-Zeit, [on-
line:] heeps://www.lexm.uni-hamburg.de/object/lexm_lexmperson_00004075 [11.05.2019].
,»Es ist eine Laienkantate. Sie wendet sich an die Menschen der Grof3stadt, sie bringt ihnen
ihresgleichen zu Gesicht und Gehér, sie demonstriert ihre Sorgen, ihre vergeblichen Wiin-
sche und ihre Methoden, das ‘Leben in dieser Zeit, so schwer ertriglich es ist, zu meistern”.
E. Kistner, E. Nick, Leben in dieser Zeit, [online:] https://de.wikipedia.org/wiki/Leben_in_
dieser_Zeit [11.06.2019].

55 Ibidem.

¢ D. Nick, ap. cit.

57 E. Kistner, E. Nick, op. cit.

58 D. Nick, op. cit.
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artysta niestety popelnit samobdjstwo™. Kolejne ciosy, jakie dotknely wroctawska
rozgtosnie Schlesische Funkstunde, nadeszly niezwykle szybko: 15 marca zostat zwol-
niony Hans Bredow, zwany ojcem niemieckiego radia, 1 kwietnia odszedt Friedrich
Bischoff, a 10 kwietnia Edmund Nick jako ,,nieczysty rasowo”, gdyz jego zona Kithe
Nick-Jaenicke (1889-1967), $piewaczka koncertowa, byta z pochodzenia Zydéwka.

W 2010 roku wytwérnia CPO wydata plyte CD z kompozycja Leben in dieser
Zeit Edmunda Nicka. Wykonawcami byli Chor der Staatsoperette Dresden i Or-
chester der Staatsoperette Dresden, a dyrygowat Ernst Theis® (zob. ilustracja 5).

llustracja 5. Oktadka ptyty CD z nagraniem stuchowiska Ericha Kistnera i Edmunda
Nicka Leben in dieser Zeit, Edition RadioMusiken vol. 1, CPO 7775412, 2010,
[online:] http://www.rundfunkschaetze.de/edition-radiomusiken/vol-1-radiomu-
sik-leben-in-dieser-zeit/#Experiment [11.06.2019].

3 Ibidem.
¢ Informacje o nagraniu na stronie RundfunkSchitze, [online:] http://www.rundfunkschaetze.
de/edition-radiomusiken/vol-1-radiomusik-leben-in-dieser-zeit/#CD-Inhalt [11.06.2019].
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Natomiast oficyna wiederiska Universal Edition opublikowata partyture tej kom-
pozycji®’.

Z czaséw wroctawskich zachowata si¢ tylko kompozycja walc Boston-Intermezzo
na skrzypce i fortepian napisana w 1922 roku, przechowywana w Muzeum Miejskim
we Wroclawiu, przekazana przez Dagmar Nick (corke tworcy). Utwér opublikowa-
fa istniejaca do dzisiaj berliiska oficyna wydawnicza Ries & Erler®? (zob. ilustracja 6).
W egzemplarzu zamieszczona jest jedna kartka rekopisu z adnotacjg kompozytora, ze
jest to fragment muzyki scenicznej do utworu 7od und Teufel [Smier¢ i diabel] Franka
Wedekinda, skomponowanej dla Lobe Theater we Wroctawiu w 1922 roku i tam wy-
stawianej 13 razy (zob. ilustracje 7a i 7b). W Muzeum Miejskim Wroctawia znajduje si¢
takze afisz informujacy o koncercie 2 listopada 1925 roku, na ktérym Edmund Nick
wystgpowat jako pianista towarzyszacy $piewacze Elisabeth Miiller (zob. ilustracja 8).

Po opuszczeniu Wroclawia rodzina zamieszkala w Berlinie, gdzie przez trzy lata
(1933-1935) Edmund Nick prowadzit polityczno-literacki kabaret Die Katakumbe.
Tam rozwijat swoja dziatalnos¢ kompozytorska, pisal piosenki dla kabaretu, muzyke
sceniczna, filmowa, piesni, dziatal takze jako krytyk muzyczny. W latach 1936-1940
zajmowal stanowisko kierownika muzycznego Groflen Schauspielhaus (Theater des
Volkes), gdzie odbywaly si¢ premiery jego kompozycji. Podczas II wojny $wiatowej, na
skutek bombardowania w 1943 roku, utracit wszystko, co posiadal. W roku 1945 osie-
dlit sic w Monachium, pracowat jako krytyk muzyczny w réznych czasopismach, w la-
tach 1946-1947 byt kierownikiem i kompozytorem w kabarecie Schaubade, a w latach
1947-1949 dyrygowat w Bayerische Staatsoperette (prawykonanie jego operetki Das
Halsband der Konigin odbylo si¢ w 1948). W latach 1942-1952 byt zatrudniony jako
profesor historii muzyki w Hochschule fiir Musik, a w 1952-1957 prowadzit dziat mu-
zyczny Westdeutschen Rundfunk w Kolonii. Zatozyt tu zesp6t instrumentalny muzyki
dawnej Cappella Coloniensis grajacy na oryginalnych instrumentach lub ich kopiach.
Od 1957 roku przeszedt w stan spoczynku, jednak jeszcze do roku 1960 pisat recenzje
dla dziennika ,Die Welt”, a w latach 19621970 do ,,Siiddeutsche Zeitung™®.

6 Partytura dostepna [online:] https://www.universaledition.com/de/edmund-nick-512/werke/
leben-in-dieser-zeit-3343 [11.06.2019].

Firma wydawnictw muzycznych zalozona w 1881 roku przez Franza Riesa, skrzypka i kom-
pozytora, razem z Hermannem Erlerem, kompozytorem i wydawca. Franz Ries byt synem
Huberta Riesa, berliriskiego koncertmistrza, i kuzynem Ferdinanda Riesa, ucznia i przyja-
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ciela Beethovena. Po $mierci Erlera wszelkie prawa wykupit Franz Ries, a nastepnie od 1924
wydawnictwo przejat Robert Ries (syn Franza). Po $mierci Roberta Riesa w 1942 spadko-
bierczyniami staly si¢ jego cérki Waltraud i Ingrid. Wydawnictwo zostato zniszczone 1 maja
1945, a w 1948 ponownie uruchomione pod kierownictwem Waltraud Ries. Po $mierci
Waltraud w 1968 do 1997 firme¢ prowadzila siostra Ingrid Meurer (z d. Ries), od 1997 do
dzisiaj kieruje wydawnictwem jej syn Andreas Meurer. Informacje na stronie wydawnictwa
Ries & Erler, [online:] https://www.rieserler.de/geschichte/ [12.06.2019].
¢ D. Nick, op. cit.
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llustarcja 6 (s. 184—185). E. Nick, Boston-Intermezzo, partia skrzypiec, wyd. Ries & Erler,
Berlin 1922. Reprodukcja oryginatu ze zbioréw Muzeum Miejskiego Wroctawia.
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llustracja 7a. E. Nick, Boston-Intermezzo, rekopis (1922), s. 1 (tytulowa).
Reprodukgja oryginatu ze zbioréw Muzeum Miejskiego Wroctawia.
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llustracja 7b. E. Nick, Boston-Intermezzo, r¢kopis (1922), s. 2.
Reprodukgja oryginatu ze zbioréw Muzeum Miejskiego Wroctawia.
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llustracja 8. Afisz informacyjny koncertu z 2 listopada 1925 z udziatem Edmunda Nicka realizu-
jacego parti¢ fortepianu. Reprodukeja oryginatu ze zbioréw Muzeum Miejskiego Wroctawia.
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Dziatalno$¢ artystyczna dra Edmunda Nicka,
kierownika dziatu muzycznego Wroctawskie;
Rozgtosni Radiowej w latach 1924—1933

Streszczenie

Na lata dwudzieste ubiegltego stulecia przypada powstanie radiofonii w Europie. Ten no-
woczesny wéwczas Srodek komunikacji stuzyl celom nie tylko informacyjnym, lecz takze
edukacyjnym i rozrywkowym. Zalozona w 1924 roku wroctawska rozglosnia pod nazwa
Schlesische Funkstunde (dost. Slaska Godzina Radiowa) emitowala programy informa-
cyjne, literackie oraz muzyczne. Pierwszym kierownikiem dziatu muzyki zostat dyrygent
Orkiestry Sudeckiej i kompozytor, artysta Lobe Theater we Wroctawiu dr Edmund Nick.
Dzi¢ki jego inicjatywie powstal specyficzny gatunck muzyki radiowej — das Genre radio-
phoner Gebrauchsmusik. We wroctawskim radiu przedstawiano takze piosenki, piesni, kan-
taty i stuchowiska z muzyks pisane przez wroctawskich twércéw. W 1925 roku Edmund
Nick powolat radiowy zesp6t muzyczny, specjalizujacy si¢ w muzyce rozrywkowej. Podjat
wspotprace z opera, dzigki czemu transmitowano wroctawskie przedstawienia. Po reformie
orkiestry symfonicznej, ktéra stata si¢ Orkiestra Regionalna (Landesorchester), emitowano
takze koncerty tego zespotu. Edmund Nick zapraszat do studia wybitnych artystéw, z kté-
rymi przeprowadzal wywiady. Szczeg6lne miejsce w programach wroclawskiego radia zaj-
mowaly audycje z muzyks $laskich autoréw tekstéw oraz kompozytoréw. Nalezal do nich
takze sam Edmund Nick. Jego dziatalno$¢ radiowa zostata przerwana wskutek przesladowan
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NSDAP. Zona kierownika dziatu muzycznego radia miata bowiem zydowskie pochodzenie,
co spowodowalo ostateczne opuszczenie miasta przez rodzing Nickéw w 1933 roku.

The Artistic Activity of Dr Edmund Nick, Head of the Music
Section of the Wroctaw Radio Station in the Years 1924—1933

Summary

The 1920s witnessed the birth of radio broadcasting. This then modern means of commu-
nication served not only information but also educational and entertainment purposes. The
radio station in Wroclaw, established in 1924 under the name of Schlesische Funkstunde
(Silesian Radio Programme), broadcast information, literary and music programmes. The
first head of the music section was the conductor of the Sudeten Orchestra, composer and
artist of the Lobe Theater in Wroctaw Dr Edmund Nick. On his initiative, a special genre
of radio music called das Genre radiophoner Gebrauchsmusik was developed. The radio sta-
tion in Wroclaw also presented songs, cantatas, and musical radio dramas composed by
Wroctaw-based artists. In 1925 Nick founded a radio music ensemble that specialised in
popular music. He also entered into cooperation with the opera, thanks to which the radio
could broadcast the performances staged in Wroctaw. After the symphony orchestra had
been reformed and turned into the Regional Orchestra (Landesorchester), the radio sta-
tion also broadcast the concerts of that group. Edmund Nick invited eminent artists to the
studio and conducted interviews. In the Wroctaw radio broadcasts a special place was taken
by music programmes with texts and music by Silesian authors, including Edmund Nick
himself. Nick’s radio activity was disrupted by the Nazi Party’s persecution. His wife had
Jewish origins and because of that they left the city in 1933.

JOANNA SUBEL

Doktor habilitowany. Stopienn doktora nauk humanistycznych uzyskata w 1991 roku
w Instytucie Sztuki PAN w Warszawie, w 2010 roku uzyskata stopieri doktora habilito-
wanego nauk humanistycznych w zakresie historii Polski i powszechnej XIX i XX wie-
ku (specjalno$¢ historia muzyki) na Wydziale Historyczno-Pedagogicznym Uniwersytetu
Opolskiego. W latach 1974-2018 prowadzita dziatalno$¢ dydaktyczno-naukowa w Aka-
demii Muzycznej im. Karola Lipiriskiego we Wroctawiu. W latach 1997-2007 wyktadata
w Instytucie Kulturoznawstwa Uniwersytetu Wroclawskiego, a w 2001-2009 w Akade-
mii Szeuk Picknych we Wroctawiu. Byta wyktadowcy goscinnym (2005-2007) w zakresie
historii muzyki polskiej w Hochschule fiir Musik und Theater w Hanowerze. W latach
2012-2017 profesor Uniwersytetu Wroctawskiego w Instytucie Muzykologii. W kregu jej
zainteresowari badawczych znajduje si¢ historia i literatura muzyki XVIII-XXI stulecia,
takze kultura muzyczna Wroctawia oraz twérczo$¢ Karola Lipiniskiego. Autorka artykutéw
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publikowanych przez uniwersytety w Lipsku, Bonn, Olsztynie, Poznaniu, Rzeszowie, Uni-
wersytet Muzyczny Fryderyka Chopina w Warszawie oraz filic w Biatymstoku, akademie
muzyczne w Bydgoszezy, Katowicach, Poznaniu, Warszawie i we Wroctawiu, autorka haset
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(Wroclaw 2004); Wroctawska choralistyka 1945-2000 (Wroctaw 2005); Cantores Minores
Whatislavienses 1966-2006 (Wroctaw 2006); Wroctawska chéralistyka 18171944 (Wro-
cltaw 2008), Zrédita do twérczosci Karola Lipiriskiego (Wroctaw 2018). Od 2018 roku jest
kierownikiem Edycji Dziel Karola Lipiniskiego przygotowywanej przez Polskie Wydawnic-
two Muzyczne w Krakowie.
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stitute of Art of the Polish Academy of Sciences in Warsaw. She received her postdoctoral
degree in Polish and General History of the 19th and 20th Centuries (Specialization: His-
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overview of concepts] (Wroctaw 2004); Wroctawska choralistyka 1945-2000 [The choral
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Lviv National Music Academy named after Mykola Lysenko

Students of Adam Didur’s Vocal School
and Their Activities for the Development
of Silesian Operatic Art

This article continues previous research on this topic presented in the text entitled
‘Fenomen Opery Slaskiej i “emigracja ekstremalna” [The phenomenon of the Sile-
sian Opera and ‘an extreme emigration’],' in which the causes and circumstances of
quite a sudden departure (or expulsion!) of a whole range of first-rate opera singers
headed by Adam Didur from Lviv to Bytom have been investigated. This extraor-
dinary and dramatic event has been partly described by scholars and noticed by
particular artists of outstanding renown. A very valuable study on Adam Didur and
his vocal school in Lviv was left by the late Professor Leszek Mazepa.” A detailed his-
tory of the resettlement of the opera artists’ group from Lviv to Silesia was presented
by Grazyna Golik-Szarawarska in an article entitled ‘Lwowski rodowéd Opery na
Slasku po 1T wojnie $wiatowej. Rekonesans badawczy’ [Lviv origins of the Opera
in Silesia after the Second World War. Research exploration].’ Interesting factual

! L. Kijanowska-Kamiriska, ‘Fenomen Opery Slaskiej i “emigracja ekstremalna” [The phe-
nomenon of the Silesian Opera and ‘an extreme emigration’], [in:] Tradycje slgskiej kultury
muzycznej [Traditions of the Silesian musical culture], Vol. 13, ed. by A. Wolasiski et al.,
Wroctaw 2015, pp. 275-285.

2 L. Mazepa, Adam Didur we Lwowie [Adam Didur in Lviv], Wroclaw 2002, p. 262.

G. Golik-Szarawarska, Lwowski rodowéd Opery na Slasku po IT wojnie $wiatowej. Rekone-

sans badawczy’ [Lviv origins of the Opera in Silesia after the Second World War. Research ex-

ploration], [in:] Niezwykta wigz Kreséw Wschodnich i Zachodnich. Wplyw lwowian na rozwdj
nauki i kultury na Gérnym Slgsku po 1945 roku [An unusual connection between the Eastern
and Western Borderlands. The influence of Lviv inhabitants on the development of science
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material has been provided by the journalist and music critic Marek Brzezniak,*
especially dealing with the history of the Bytom Opera. Born in Lviv, he came to
Silesia as an infant along with the Lviv opera ensemble.

It is necessary to emphasise that the Opera Theatre in Bytom was established
practically from scratch. From the very beginning, however, it presented such a high
level of performances that it should be recognised as a phenomenon. It should also
be taken into account that this process of development took place not only at an
unbelievably fast pace, but also in an exceptionally difficult economic, political and
social situation. In the aforementioned text this occurrence was called an ‘extreme
emigration’, as well as a ‘phenomenon’,” because seemingly impractical musicians,
living in their ‘perfect world’, managed to overcome all the hardships and difficul-
ties of financial nature thanks to their great determination.

Everything was missing: furniture, instruments and the music stands for the orchestra, cos-
tumes and decorations. Theatre magazines were empty. Realising this state of affairs allows
us to see the heroism of Didur and artists of the Katowice Opera in the preparation of great
artistic events from virtually nothing in such a short time in the liberated country.®

The major role in this heroic act was played by Adam Didur — an outstanding
world-famous singer who became the head of the whole group. Let us, however, not
concentrate only on his personal motives and experiences, or his actions and psycho-
logical profile. Considering the participation of the ‘Lviv cultural element’ in the de-
velopment of the Silesian opera after the war, we have come to the conclusion that it
was not only Didur who deserved homage and acknowledgement of his great merits
to the Polish culture, but also most of the other young singers who sang at the Bytom
stage. They presented great creations in a series of opera masterpieces, in performances
of chamber music and vocal works, and in later years with the same enthusiasm they
devoted themselves to pedagogical work. It was a crew of outstanding opera artists.

Grazyna Golik-Szarawarska has listed all their names:

His first pupils arriving in Upper Silesia were: Tadeusz Bursztynowicz, who was a talented
tenor and had served as an assistant director of the Katowice Opera in the most difficult
period since 14 June 1945; and his closest student and life companion Wiktoria Kotulakéw-
na Calma — dramatic soprano, the first Halka in the post-war stage history of Moniuszko’s

and culture in Upper Silesia after 1945], ed. by K. Heska-Kwasniewicz et al., Katowice 2012,
pp- 135-154.

# M. Brzezniak, Jubileusz z Wiktorig' [Jubilee with Victorial, [in:] Zrybuna Slgska 1995, No. 137,
p- 4; M. Brzezniak, ‘Do Bytomia stale wracal’ [He constantly returned to Bytom], Squk 2010,
no. 4, 19 April 2010, [online:] hetp://www.encyklopediateatru.pl/artykuly/92393/do-bytomia-
stale-wracal [28 February 2019].

> L. Kijanowska-Kaminska, gp. ciz.

¢ G. Golik-Szarawarska, op. cit., p. 147.
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opera. The Katowice Opera in Silesia was opened on Adam Didur’s artistic initiative with
the opening night, as expected, of Halka, which took place on 14 June 1945. A lot of Lviv
residents participated in it. Before the first premiere, Didur’s other students came to Katowi-
ce: Jadwiga Lachetéwna — dramatic soprano, Franciszek Arno — tenor, Lestaw Finze — lirico
spinto tenor. Baritone Andrzej Hiolski joined them soon. An outstanding lyrical and heroic
tenor, Adam Dobosz, took up directing. For some time he had been connected with the Lviv
theatre, debuting there as Jontek in 1909. Mezzo-soprano Olga Szamborowska also joined
the opera troupe. Unexpectedly, on the day of the premiere, baritone Adam Kopciuszewski
sang at the Opera House, which was the Stanistaw Wyspiariski’s Theatre in Katowice.”

The group was strengthened by soloists: mezzo-soprano Franciszka Denis-Stoniewska, so-
pranos Maria Popowicz and Zofia Czepieléwna, baritone Jan Malec, tenor Wtadystaw Szep-
tycki, tenor Romuald Cyganik. Wtodzimierz Hiolski-Lwowicz and Maria Wenzowa came
with the Dabrowski Theatre and joined Didur. The Lviv Opera’s choirmaster Zbigniew
Lipczyniski was also with them. Olga Didur, Ryszard Zaba and the soloist of the Lviv Oper-
etta Jadwiga Fontanéwna, who came to Bytom later, had been connected with Lviv as well.®

Because the circumstances of the arrival and the first steps in the organisation
of the opera troupe in Silesia have been thoroughly examined by art historians, the
main aim of this paper, taking into account primarily the connections and spiritual
relations between Lviv and Silesia, is to present issues that have not been included
in the extensive and documented reviews concerning the beginning of the Opera
theatre in Silesia: the influence of Lviv’s interwar environment on the personalities
of the above-mentioned artists, as it was in Lviv (or in some specific cases, such as
that of Franciszek Arno — indirectly through educators connected with Lviv) that
they mastered professional techniques in the field of vocal studies, formed their aes-
thetic worldview and made their first steps on the stage. And then a question arises:
how did this youthful experience determine their careers in adulthood? To what
extent did the spiritual atmosphere of the city, and especially of the institutions
where the future stars of the Silesian stage studied, project itself onto their future?

The substantive basis for the discussion is the theory of five levels of develop-
ment of a creative individual, formulated in January 2019 by Olesya Bilas in her
doctoral thesis.” Although it considers primarily issues connected with a composer’s
individual style, it seems reasonable to apply this theory to opera singers, because
the basic concept of ‘individual creativity’ remains valid in all manifestations of

7 Ibidem, p. 145.

8 Ibidem, p. 147.

® O.1. Bilas, Kompozytorskyi styl yak chynnyk khudozhnoi rsilisnosti dramatychnoho spektakliu (na
prykladi muzyky A. Kos-Anatolskoho ta V. Kaminskoho do vystav Natsionalnoho akademichnoho
ukrainskoho dramatychnoho teatru imeni Marii Zankovetskoi) [Style of a composer as a factor
of artistic integrity of dramatic performance (on the example of music of A. Kos-Anatolskyy
and V. Kaminskyy for the plays of the Mariya Zankovetska National Academic Ukrainian
Drama Theater)], Thesis for PhD in Arts, Lviv 2018, p. 236.
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artistic activity. Since two of the five levels that could be distinguished in the art-
ists’ biographies coincided with the Lviv period of their activity, let us hypothesise
that the experience they gained in their early youth at Lviv’s institutions and stages
played a very important role in their subsequent artistic achievements.

As the first, fundamental level, we consider the genetic aspect that directly af-
fects our innate musical talent. Wiestawa Sacher defines it as ‘the resultant inherit-
ed (genetically conditioned) contributions, environmental influences and previous
musical experiences of the child’.'® Modern researchers determine the credibility
of the inherent musical talent according to the following pattern: ‘In every socie-
ty, musical abilities are distributed according to the Gaussian curve, so: 2/3 of the
populations have average musical abilities, 1/6 has higher than average abilities,
1/6 — below-average capacity.’"!

What seems quite unusual in tracing this level in the life of the above-men-
tioned opera artists is that almost none of them came from a strictly musical family,
quite the opposite. Wiktoria Calma (Kotulak) was a simple village girl, half-or-
phan, and came from a family with many children. Her talent was discovered by
Adam Didur accidentally.

Olga, the daughter of Adam Didur, heard a wonderful sound coming from behind the
windows one day. She saw a young girl, a beautiful brunette with big dark eyes. She invited
her to a singing lesson, and when her father, a great singer, visited her, she presented the
treasure. And the story begins like the one in Pygmalion.'*

Jerzy Janicki described the beginnings of Lestaw Finze’s singing career, the son
of the owners of the most elegant fashion salon in Lviv at that time and a law stu-
dent of the Jan Kazimierz University:

[...] but when he was already studying law, Adam Didur, a friend of the Finzes, came to
Lviv. The great Didur agreed to listen at dinner to how well Leszek could sing. Already af-
ter the first bar, Didur stopped eating, and then expressed the opinion that Leszek would
achieve much more in life in Jontek’s highlander gowns than in an attorney’s gown."

10 X. Sacher, Wezesnoszkolna edukacja muzyczna [Early-school music education], Krakéw 1997,
pp. 25-26.

M. Januszewska-Warych, ‘Uzdolnienia muzyczne, zdolnosci i muzykalno$¢ dzieci’ [Musi-
cal talent, abilities and musicality in children], Nauczyciel i Szkota 2006, Vol. 3—4 (32-33),
pp- 109-123.

G. Pewiniska, Nasza ciocia z innego Swiata. Jej prac/ay niech spoczng w gddﬂ':/@iej ziemi, po zy-
ciu niezwyklym [Our aunt from a different world. May her ashes rest in Gdarisk after her
outstanding life], [online:] http://gdansk.naszemiasto.pl/archiwum/nasza-ciocia-z-innego-
swiata-jej-prochy-niech-spoczna-w,1406228,art,t,id,tm.html [28 February 2019].

J. Janicki, A do Lwowa daleko az strach... Alfaber lwowski (wspomnienia aktordw, artystéw,
ludzi nauki) [Its such a long way to Lviv... Lviv’s alphabet (actors’, artists’ and scholars’
memories)], Warszawa 1996, p. 234.

11

13


http://gdansk.naszemiasto.pl/archiwum/nasza-ciocia-z-innego-swiata-jej-prochy-niech-spoczna-w,1406228,art,t,id,tm.html
http://gdansk.naszemiasto.pl/archiwum/nasza-ciocia-z-innego-swiata-jej-prochy-niech-spoczna-w,1406228,art,t,id,tm.html

Students of Adam Didur’s Vocal School and Their Activities... 197

The father of the Hiolski brothers — Andrzej Hiolski and Wlodzimierz Hiolski-
-Lwowicz — was the chief veterinarian of Lviv, and also a great collector of records'.
Franciszek Arno'® was the son of an electrician, Franciszek Kustosik from Vilnius.
Franciszka Denis-Stoniewska was the daughter of Michat Denis, a craftsman em-
ployed in the oil industry in a small provincial city of Boryslav,'® etc.

At this point let us assume that borderland territories were particularly favoura-
ble as the ‘cradle of talents’, presumably also for creative talents, because, according
to scholars, ‘descendants of various ethnic groups are stronger, healthier and do not
reproduce genetic defects of grandparents.”” So it was not a coincidence that Lviv
and all of Galicia, in whose melting pot the genes of representatives of about 20 na-
tionalities had mixed up, inhabiting the land over the centuries, were extremely
fruitful in producing talents, including musical and artistic ones.

The second aspect, the so-called ‘epigenetic level’, is the most important be-
cause it concerns the development of creative personality, assimilation of spiritual
influences, the formation of individuality, the choice of the way of life, and the
sphere of professional interests, which in the future can play a decisive role in the
realisation of the so-called ‘life project’ according to the theory of ‘life-creativity’
which has been popular in the circle of Ukrainian humanities in recent years. The
main categories of the philosophy of ‘life-creativity’ are the ‘way of life of an indi-
vidual’, ‘life style’, ‘life principles’, and a more synthetic notion — the ‘culture of life
and creativity’. It is no coincidence that in many works concerning this topic the
realisation of a ‘life project’ is compared to artistic creation, including the forma-
tion of a poetic, literary, or musical text, because it is the most convincing symbol
of how various elements can be combined into a coherent, harmonious whole.'®

At this level, the living environment proves to be of great importance in the
formation of personality and in the realisation of the optimal ‘life project’. In this

Y Andyzej Hiolski, Polskie Centrum Informacji Muzycznej, Zwiazek Kompozytoréw Polskich (Feb-
ruary 2003, 2014), [online:] https://culture.pl/pl/tworca/andrzej-hiolski [28 February 2019].
‘Arno Franciszek', [in:] Stownik biograficzny teatru polskiego [Biographical dictionary of Pol-
ish theatre], ed. by Z. Wilski et al., Vol. 2, Warszawa 1994, [online:] https://archiwum.
teatrwielki.pl/baza/-/o/franciszek-arno/199011/20181 [28 February 2019].

J. Kaniski, Mistrzowie sceny operowej [Masters of the opera], Krakéw 1998, p. 363.

H. Pilonis, ‘Mieszanie krwi’ [The mixing of blood], Stuzba Zdrowia, 14 March 2011, No. 17-25,
[online:] hteps://www.sluzbazdrowia.com.pl/artykul.php?numer_wydania=4018&art=1 [6 Sep-
tember 2019].

L.V. Sokhan’, Lskusstvo zhiznetvorchestva. Prednaznachenie. Zhiznetvorchestvo. Sud ba: Sociolo-
gicheskie ocherki, social no-psihologicheskie jesse, intervju, glossarij [The art of life creation. Pur-
pose. Life Creativity. Fate: Sociological essays, socio-psychological essays, interviews, glos-
sary], Kyiv 2010, p. 97; L.V. Sokhan’, Pojezija zhiznetvorchestva. Razmyshlenija o tainstvah
dushi i prevratnosti chelovecheskoj zhizni: stihi, aforizmy, maksimy, sentencii, psihologicheskie
jesse [The poetry of life creating. Reflections on the mysteries of the soul and the vicissitudes

15

—
~

18

of human life: poems, aphorisms, maxims, psychological essays], Kyiv 2009, p. 66.
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aspect, the entire spiritual atmosphere of Lviv, and especially the institutions where
most of the singers studied, should be considered as a factor that was particularly
important for their further artistic careers.

From the beginning of the 20th century to the Bolshevik expansion in 1939, the
musical culture in Lviv reached a very high level in all artistic fields: composition, inter-
pretation, education and musicology. In the development of the musical infrastructure,
the multinational Lviv society was striving: 1) for consistent professionalisation in all
institutions and directions; 2) for ever greater integration into the pan-European space,
while maintaining the impressive achievements attained in the previous period of the
second half of the 19th and early 20th centuries; 3) to acquire all the latest technical
developments that had just appeared on the art market. The above thesis concerns not
only classical music, but also popular music with a very rich and diverse tradition that
had been developed in the country for centuries. All the above-mentioned principles
of the Galician/Lviv musical culture are confirmed by specific facts, which we list in
chronological order, from the beginning of the 20th century until 1939:

* 1900 — the opening ceremony of the new building of the Opera Theater
(before the First World War — the Municipal Theater, in the interwar peri-
od — the Great Theater),

* 1902 — the opening of the Lviv Philharmonic,

¢ 1902 — the foundation of the Anna Niementowska Institute of Music,

* 1903 — the foundation of the Mykola Lysenko Higher Institute of Music,

* 1906 — the completion of the construction of the building of the Galician
Musical Society at the Choraszczyzny Street, 7,

* 1908 — the opening of the Maksymilian Turek Concert Ofhice,

* 1910 — the opening of the Concert Hall with organs in the building of the
Galician Musical Society,

* 1912 — the beginning of the activity of the Department of Musicology at
the Jan Kazimierz University in Lviv,

* 1916 — the opening of the building of the Mykola Lysenko Higher Institute
of Music at the Shashkevych Street, 1.

Besides, it should be taken into account that in Lviv before and after the First
World War there were about 70 different schools of music for about 250,000 in-
habitants of the city, and the number of students in the Conservatory of the Polish
Musical Society in the interwar period was constantly increasing, in some years
reaching the peak number — from the lowest of over 300 in the crisis years 1933/34—
1937/38 to the highest (at that time also throughout Poland) — of 1106 in the

1927/28 academic year.”” Other institutions, for example the Anna Niementowska

Y L. Mazepa, T. Mazepa, Shliakh do muzychnoi akademii u Lvovi. 1. 1 Vid doby miskykh mu-
gykantiv do Konservarorii (poch. KhU st. — do 1939 r.) [Path to the musical academy in Lviv.
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Institute of Music and the Mykola Lysenko Higher Institute of Music, could also
boast of an impressive number of students, not only in Lviv, but also in small cities
of the region — Drohobych, Ternopil, Stanislaviv, Kolomyya, Stryj, etc. There were
also other centres of musical education in these cities. The striving for profession-
alisation met with great success, and the Galician society developed and established
appropriate institutions to achieve the goal.

It was in such smaller centres that some of the future soloists of the Silesian
Opera started their musical education. For instance, after receiving a diploma in the
piano class at the Stanistaw Moniuszko Conservatory of Music in Stanislaviv, Ja-
dwiga Lachetéwna started singing at the Karol Szymanowski Conservatory in Lviv.

Besides professional centres, there were very active amateur musical societies
that fulfilled social and enlightenment functions. Under the influence of new aes-
thetic trends, they gradually got rid of conservatism and unwilling attitude towards
the new repertoire, and actively cooperated with the professional institutions in
numerous public actions. Talented representatives from the circle of such amateur
societies became students of music schools and institutes. Thus, Franciszka Denis-
-Stoniewska at the age of 14 sang in the choir of the ‘Boyan’ Ukrainian Singing
Society in Boryslav. In 1926, at the age of 19, she began her artistic career in the
Ukrainian Besida (formerly Ruthenian Besida) — a Lviv theatre, where a well-known
director and actor Josyp Stadnyk turned his attention to her. After this practical
experience, she began her studies at the Karol Szymanowski Conservatory in Ro-
man Lubiniecki’s class.

It should be emphasised that before the First World War Lviv had reached the
highest level in the field of preparing opera singers in Poland. Zdzistaw Jachimecki
particularly noted it in his review concerning the performances of Lviv artists in

Krakéw in 1912:

Many great artists have been educated in the capital of Galicia thanks to the activities of
Lviv schools. In the nineteenth century Lviv was called, without exaggeration, ‘the nest of
nightingales’, ‘the mine of singers’, ‘the source of talents’. Even the press outside Lviv ad-
mitted the following: ‘Lviv trains the best singer forces in Poland, it can be stated that the

annual competition from other Polish cities is no threat to Lviv in this aspect.”

If we trace the chronological changes of musical life in the 1920s and 1930s,
a substantial progress should be emphasised, despite the very complicated finan-
cial situation and the economic crisis of the 1930s, which led to the closure of the

Vol. 1. From the time of urban musicians to the Conservatory (early 19th century — until
1939], Lviv 2003, p. 38.

20 A. Wypych-Gawrotiska, Lwowski teatr operowy i operetkowy w latach 1872—1918 [Opera and
operetta theatre in Lviv in the years 1872-1918], Krakéw 1999, p. 115.
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opera stage at the Municipal Theatre. A significant development is evidenced by
the following facts:

* 1919 — the foundation of the Jewish Musical Society,

* 1921 — the organisation of a permanent symphony orchestra at the Polish
Association of Musicians,

* 1922-1923 — the opening of an opera studio at the Conservatory of the
Polish Musical Society,

* 1930 — the beginning of broadcasting of the Lviv Radio, in which music
(both serious and popular) occupied the main place,

* 1931 — the achievement of the educational level equal to that of the
Karol Szymanowski Conservatory of Music by the Anna Niementowska
Institute,

* 1934 — the foundation of the Alliance of Ukrainian Professional Musicians.

Moreover, most of Lviv musicians (composers, performers and teachers), after
completing their studies in Lviv, perfected their skills with the best educators of
great European centres: Mieczystaw Sottys studied in Paris under Camille Saint-
Saéns, Adam Sottys in Berlin under Richard Wolf, Adam Didur under Francesco
Emmerich in Milan, etc. So the above-mentioned integration of Lviv musicians
into the cultural all-European space was a very natural process. This tendency re-
sulted in a consistent extension of the repertoire of concerts and opera performanc-
es to include the latest works by European composers.

At the same time, one of the main tasks the above-mentioned musicians faced
was the interpretation of native music at the highest level, so the Polish repertoire
formed the core of their concert programmes — not only national classics, composi-
tions by Fryderyk Chopin, Stanistaw Moniuszko, etc., but also the newest modern
works.

Let us give just one example of such a programme:

At the first concert of the Symphony Orchestra of the Polish Association of Musicians
under the baton of Mieczystaw Sottys, they presented Rbapsody ‘In the depths of the sea’ by
Grzegorz Fitelberg, Symphony No. 3 ‘With the organs’ by Camille Saint-Saéns and Fantasia
for Piano with the Orchestra by Witold Friemann.?!

Awe-inspiring is also the impressive list of the most outstanding musicians of
that time performing in Lviv. It included, for example, Maurice Ravel, Béla Barték,
Sergei Prokofiev and Karol Szymanowski, who often visited the city. In the mon-
ograph Shliakh do muzychnoi akademii u Lvovi [The path to the Musical Academy
in Lviv], Leszek and Teresa Mazepa have listed guest musicians visiting Lviv at the

21 AL Plohn, Koncert symfoniczny Polskiego Zwiazku Muzykow’ [Symphonic concert of the
Polish Association of Musicians], Chwila 1921, No. 854 (5 June), p. 3.
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invitation of the Polish Musical Society in the 1920s and 1930s. This list includes
about 100 surnames; about 30 of them were chamber and opera singers — such
stars as Toti dal Monte, Selma Kurz, Leo Slezak, Ada Sari, August Dianni, and the
most famous graduates of the Lviv Conservatoire — Janina Korolewicz-Waydowa,
Aleksander Nizankowski, Solomiya Krushelnytska, etc.?

Thus, the young singers had the best opportunities not only to get to know the
most diverse, ambitious repertoire that would help in their future career, but also
to hear the most splendid voices of the time, allowing them to develop their own
‘singing ideal’ and artistic intelligence.

Considering the epigenetic level, i.e. the impact of the environment on creating
the personality of singers, one should discuss the institutions where the future so-
loists of the Silesian Opera studied: the Conservatory of the Polish Musical Society
and the Karol Szymanowski Conservatory of Music in Lviv. Without going into
detailed characterisation, we should mention the key events and factors that influ-
enced the professional singers’ careers.

Firstly, the educational level was still very high thanks to the teachers, mostly
former students of Walery Wysocki. In the interwar period, singing at the Conserv-
atory of the Polish Musical Society was taught by Zofia Koztowska (1918-1936),
Czestaw Zaremba (1922-1929), Bronistawa Lutomierska (1926-1927), Roman
Lubiniecki (1932-1939), Helena Oleska (1936-1939) and Adam Didur (1938—
1939).% Andrzej Hiolski made the most of his studies under Helena Oleska. At
the Karol Szymanowski Conservatory of Music, the list of teachers of singing was
no less impressive, partly coinciding with the one at the Conservatory of the Polish
Musical Society (it was not surprising because the financial situation had forced
teachers to work simultaneously at various institutions), and included: Zofia Ko-
ztowska (1902-1905), Maria Pawlikéw-Nowakowska (1911-1912), opera singer
Aleksander Okoniski (1911-1912), Helena Moyseowicz (1920-1924), opera sin-
ger Aleksander Nizankowski (1919-1924), Zofia Frankowska (?— 1926), former
soloist of the Russian operas Lidiya Uluchanowa (1923-1939), Czestaw Zaremba
(1929-1930), Adam Didur (1932-1938), and opera singer Wtodzimierz Kaczmar
(1938-1939)*.

These future stars of the Silesian stage managed to make careers despite un-
favourable social and economic circumstances. Important factors contributing to
this success were their very early experience in various forms of vocal performances,
exceptional flexibility, the ability to adapt their interpretation to different musical

2 1. Mazepa, T. Mazepa, op. cit., p. 54.

3 T. Mazepa, L. Mazepa, Szkice z dziejéw wokalistyki we Lwowie [Sketches from the history of
vocal music in Lviv], Wroctaw 2007, p. 17.

24 Tbidem.
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and theatrical concepts and chamber vocal works, and the fact that in their student
years they had mastered the most diverse repertoire.

In the 1920s opera studios were opened in both conservatories (at the Conserv-
atory of the Polish Musical Society and at the Karol Szymanowski Conservatory).
This proved to be especially important in 1934, when, as a result of the economic
crisis, the permanent opera department of the Municipal Theatre was closed and
a stagione system was applied. It was the opera studios that replaced it, satisfying
the artistic needs of Lviv citizens at the highest professional level.

Before becoming a director of the Conservatory of the Polish Musical Society in
1929, Adam Sottys had been conducting a student symphony orchestra and choir.
Under his direction the Conservatory’s opera studio staged Die Entfiihrung aus dem
Serail (The Abduction from the Seraglio) and Don Giovanni by Wolfgang Amadeus
Mozart, Il barbiere di Siviglia, ossia Linutile precauzione (The Barber of Seville, or
the Useless Precaution) by Gioachino Rossini and Fidelio by Ludwig van Beethoven.
Not less impressive was the repertoire of the opera and drama studio of the Karol
Szymanowski Conservatory, which in the last pre-war years was directed by mae-
stro Didur. It was at this time that he discovered the talent of most of the above-
mentioned opera singers. As confirmation, let us quote some articles and reviews
concerning the beginnings of their activities:

In May 1939, A. Didur’s students staged Aida in Lviv. The title role was sung by Lachetéw-
na. And at that time, the virtues of her vocal art were emphasised: her large dramatic sopra-
no, promising stage nerve, talent and visible passion for singing.?

Adam Didur’s students perfected their skills by singing in choirs. In particular,
Franciszka Denis-Stoniewska’s ‘journey to the stage’ began in a choir, as at the age
of 14 she sang in the ‘Boyan’ Singing Society in Boryslav.?®

At the same time, all the singers had chamber vocal works in their repertoire —
from Classicism to modern songs of Polish composers, and even popular songs in the
rhythms of tango and foxtrot. This was promoted by the entire artistic and entertain-
ment infrastructure of Lviv and Galicia, and above all — by the activity of the Lviv Ra-
dio, in particular the programme called Wesolz Lwowska Fala [Cheerful Lviv wave].

It was one of the most popular radio programmes broadcast in the 1930s, made
by Wiktor Budzyriski, who earlier, in 1928, founded the cabaret theatre Nasze oczko
[Our eyelet], which began to enjoy growing popularity in Lviv. In 1933, from
the very beginning of the programme, two Lviv citizens, Kazimierz Wajda called

5 ]. Chodorowski, Jadwiga Lachetéwna-Bursztynowicz, [online:] http://www.trubadur.pl/old/
Biul_40/Lachetowna.html [28 February 2019].

26 J. Kaniski, ‘Franciszka Deniz-Stoniewska’, [in:] Internetowy Polski Stownik Biograficzny [On-
line Polish biographical dictionary], [online:] https://www.ipsb.nina.gov.pl/a/biografia/fran-
ciszka-sloniewska [5 June 2019].
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‘Szczepcio’ and the PhD in law Henryk Vogelfinger called “Toricio’, performed in
it. They both played Lviv’s batiars — street comedians performing popular melodies
and skits with a humorous look on everyday problems.” It is no coincidence that
the singer Andrzej Hiolski began his career in radio music programmes. He made
his debut in 1941 at a radio station in Lviv. At that time he sang the songs of Jan
Karol Gal, Stanistaw Niewiadomski and Stanistaw Moniuszko.?

What contributed to the future career of all the above-mentioned singers was
their openness to everything that was new, a feature typical of the Lviv cultural tra-
dition, their interest in the latest achievements of the world musical culture, and at
the same time their ambition to perform the most difficult masterpieces of world
music. To confirm this thesis, let us list the premieres of oratorios, operas and oper-
ettas that took place in the crisis 1930s, the most complicated years in the history
of the Lviv theatre. It serves as the best evidence of Lviv musicians’ receptiveness to
innovative ideas in the field of highbrow and light music:

1930 — Le roi David (King David) — oratorio — Arthur Honegger,

Rosen aus Florida (Roses from Florida) — operetta — Leo Fall,

Parsifal — opera — Richard Wagner,

Wyzwolony [Freed] — opera — Adam Wieniawski,

Mazepa — opera — Pyotr Tchaikovsky,

Der Rastelbinder (The Tinker) — operetta — Franz Lehir,

Das Veilchen vom Montmartre (The Violet of Montmartre) — operetta —
Imre Kdlman,

Die Nacht von San Sebastian (Night in San-Sebastian) — operetta —
Ralph Benatzky;

1931 — Weihnachts-Oratorium — Johann Sebastian Bach,

Hichzeit in Hollywood (Wedding in Hollywood) — operetta — Oscar
Strauss,
Viktoria und ihr Husar (Victoria and Her Hussar) — operetta — P4l Ab-
rahdm;

1932 — Der blonde Zigeuner (Fair-haired Gypsy) — operetta — Martin Knopf,

Die Kinigin der Nacht (Queen of the Night) — operetta — Walter Kollo,
Lady Chic — operetta — Walter Kollo,

Orphée aux enfers (Orpheus in the Underworld) — operetta — Jacques
Offenbach;

¥ Baciar na wygnaniu [Baciar in exile], [online:] https://historia.uwazamrze.pl/artykul/1096119/4
[28 February 2019].

2 1.S. Kiczor, Andrzej Hiolski — baryton — ,urokliwy mruk” — spiewat, bo sprawiato mu to przy-
jemnos¢ [Andrzej Hiolski — baritone — ‘a charming curmudgeon’ — he sang because it gave
him pleasure], [online:] hteps://pisarze.pl/2016/10/24/jan-stanislaw-kiczor-andrzej-hiolski-
baryton-urokliwy-mruk-spiewal-bo-sprawialo-mu-to-przyjemnosc/ [28 February 2019].
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1933 — Sissy — operetta — Fritz Kreisler,

Schwergewicht, oder Die Ebre der Nation (Heavyweight, or The Glory of
the Nation) — opera — Ernst Kfenek,

Hans Sachs — opera — Gustav Albert Lortzing,

Telemach — opera — Lampel,”

Cosi fan tutte — opera — Wolfgang Amadeus Mozart,

Una cosa rara, ossia Bellezza ed onesta (A Rare Thing, or Beauty and
Honesty) — opera — Vicente Martin y Soler,

Gianni Schicchi — opera — Giacomo Puccini,

No, No Nanette — operetta — Vincent Youmans;

1934 —  Im weifSen RofSl (The White Horse Inn) — operetta — Ralph Benatzky;

1936 —  Ball im Savoy (Ball at the Savoy) — operetta — P4l Abrahdm;

1938 — Zakochana krélowa (The Queen in Love) — operetta — Miklés Brodszki,

Rose-Marie — operetta — Rudolf Friml,
The Vagabond King — operetta — Rudolf Friml,
Les pécheurs de perles (The Pearl Fishers) — opera — Georges Bizet;

1939 — Dzidzi — operetta — Robert Stolz,

Roxy und ihr Wunderteam (Roxy and Her Miracle Team) — operetta —
P4l Abrahdm.*

Of course, in the most difficult years of 1935 and 1937, there was no premiere.
In 1936 only one operetta was staged for the first time, but in general, the repertoire
of the 1930s allows us to notice some important tendencies. Firstly, a number of
premieres of modern works took place in a rather short time after their first per-
formances: Arthur Honegger’s oratorio King David was premiered in Paris in 1923
and in Lviv — in 1930; Ernst KteneK’s opera Heavyweight, or The Glory of the Nation
was premiered in Cologne in 1927 and in Lviv — in 1933.

Secondly, there was a really wide thematic and stylistic spectrum of musical
and theatrical performances: from Baroque music to the newest works. Moreover,
almost all leading national composer’s schools were represented. Thirdly, the pro-
ducers avoided the standard repertoire, i.e. very popular operas. Instead, they chose
the less-often-performed operas of leading composers (for example, Richard Wag-
ner’s Parsifal or Giacomo Puccini’s Gianni Schicchi), or even completely forgotten
works (Wyzwolony by Adam Wieniawski, Una cosa rara, ossia Bellezza ed onesta by
Vincente Martin y Soler, or Zélemach by Lampel).

The same tendencies towards popularisation of the latest, stylistically diverse
music were also evident in concert programmes of various performing groups and
centres.

? Tt has not been possible to establish the composer’s name.
30 T. Mazepa, L. Mazepa, Szkice z dziejow. .., p. 129.



Students of Adam Didur’s Vocal School and Their Activities... 205

Adam Didur’s students started their stage performances very early. Therefore,
the ‘early Lviv period’ was not only a ‘learning time’ for them, but also the real
beginning of a successful stage career. From the perspective of modern vocal peda-
gogy, the fact that Wiktoria Calma ‘made her debut at the Municipal Theatre in
the role of Philine in Mignon by Thomas in 1938’ at the age of 18, having studied
under maestro Didur for only 2 years, would seem unusual or even inappropriate.
Franciszka Denis-Stoniewska started to work in the Lviv Opera Theatre at the age
of 21 in 1928. ‘She was entrusted with episodic solo parts in: Faust by Ch. Gounod
(Marthe), 7he Barber of Seville by G. Rossini (Marcellina), and 7he Queen of Spades
by P. Tchaikovsky (Governess).”!

The preference for Polish musical culture was another significant feature of
the artistic formation of Didur’s students. He paid a lot of attention to the perfor-
mance of arias from the Stanistaw Moniuszko’s operas, as well to the highly artistic
interpretation of the songs by Polish composers. It was not by chance that the first
performance that the maestro staged in Warsaw after the liberation of the capital
and on the stage of the Bytom Opera was Moniuszko’s Halka.

On 25 November 1944 on the stage of the Old Theatre, Adam Didur in cooperation with
the Bolestaw Fotygo-Folariski presented a performance that had arose out of the necessity
for regaining balance after traumatic experiences of the Uprising [...] In spring 1945, the
maestro decided to go to Silesia and Katowice to stage Halka — an opera which the Germans
had tried to wipe out in those lands in the years of the struggle for preserving Polishness.*

All these circumstances associated with the Lviv cultural and artistic environ-
ment which determined the formation of the outstanding singers’ artistic personali-
ties belong to the epigenetic stage of development. Their influence was fully evident
in the next decades, when the singers reached the peak of their careers. This level
can be described as ontogenetic.

In psychology the development of an individual is defined by the term ‘ontogenesis’. It
was coined by the German biologist Ernst Haeckel. Ontogenesis of the psyche means its
continuous development from birth to the end of human life. The impetus for the develop-
ment of the human psyche is the presence of cultural, social and active factors surrounding
a person in everyday life. They are an integral part of the world around us.*

In regard to the development of artistic style, it primarily includes social and
communicative parameters. The third level of life-creativity involves the ability to be

31 ]. Kanski, ‘Franciszka Deniz-Stoniewska’. ..

32 M. Pawinska, ‘Addio Vittoria bravissima. Wiktoria Calma’, Trubadur 2007, No. 2 (43),
[online:] http://trubadur.pl/archiwum-trubadura/biul-43/addio-vittoria-bravissima [6 Sep-
tember 2020].

3 Yu.V. Aleksandrov, Psykholohiia rozvytku [Psychology of development], Kharkiv 2015, p. 135.
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flexible, in accordance with the situation and needs of the environment. It provides
for the optimal use of the acquired professional experience and its creative develop-
ment. Essentially, it is about the most successful implementation of a life project.
This model of development of the creative potential to the highest level characterised
all the singers from Didur’s school who formed the foundation of the Silesian opera.

Let us give some examples to illustrate this thesis. Wiktoria Kalma demonstrat-
ed the ability to perform the most diverse repertoire and a talent of a multifaceted
actress.

Outside Italy, the artist sang on the stages of Opera Houses in Germany, Belgium, Switzer-
land, Malta, Portugal, Czechoslovakia, North and South Africa. She had a rich and varied
repertoire, which included works of Vivaldi, Scarlatti, Monteverdi, Pergolesi, Bellini, Doni-
zetti, Rossini, Verdi, Ponchielli, Giordano, Mascagni, Saint-Saéns, Mussorgsky, Prokofiev,
Shostakovich and, something that is especially exciting and touching, songs by Kartowicz,
Moniuszko, Nowowiejski, Wieniawski, Niewiadomski, Pankiewicz, occupying a perma-
nent place in her recitals.*

Andrzej Hiolski had a huge repertoire — consisting of works from the Ba-
roque period to contemporary times. His best roles included those of Miecznik
in Stanistaw Moniuszko’s Straszny dwér (The Haunted Manor), Golaud in Pelléas et
Meélisande by Claude Debussy, Count Almaviva in Le nozze di Figaro (The Marriage
of Figaro) by Wolfgang Amadeus Mozart, the title roles in the operas K7d/ Roger
(King Roger) by Karol Szymanowski, Don Giovanni by Wolfgang Amadeus Mozart,
and Eugene Onegin in Pyotr Tchaikovsky’s Eugene Onegin. As for the contempo-
rary opera repertoire, he sang in 1/ Prigioniero (The Prisoner) by Luigi Dallapiccola
and in Diably z Loudun (The Devils of Loudun) by Krzysztof Penderecki (in 1969
he participated in the premiere of this work in Hamburg as the vicar Grandier).”
This truly extensive operatic repertoire of the singer was complemented by a very
long list of oratorio, cantata and chamber vocal works.

Lestaw Finze also demonstrated the ability to flexibly change the modes of artis-
tic activity, especially after being fired in 1953 from the Grand Theatre in Warsaw
for political reasons.

Being in [...] an exceptional, very unfavourable artistic situation, Lestaw Finze decided to
undertake pedagogical and concert activity in the country and abroad (it was already after
the political thaw in 1956). Together with Barbara Bittneréwna, he founded (in 1960) the
‘Arabeska’ Theatre of Small Forms. The Theatre worked successfully until 1966. The artist’s

individual performances abroad [...] received enthusiastic reviews.*

3 M. Pawiniska, op. cit.

35 ].S. Kiczor, gp. cit.

3¢ ]. Chodorowski, ‘Lestaw Finze’, Trubadur 2007, No. 2 (43), [online:] http://www.trubadur.
pl/old/Biul_43/Finze.html [6 September 2020].
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These and many other examples show that the Lviv period with its spiritual
atmosphere, that is the years of professional studies and direct participation in the
cultural and artistic life of the city on the opera stage, had a significant influence
on the further creative fulfilment of the brilliant opera and chamber vocal ensemble
of Adam Didur’s students. Their activities were associated primarily with the musi-
cal culture of Silesia, but it is worth tracing the beginnings of their careers in Lviv,
where they studied at the Conservatories and developed professional principles,
both artistic and ethical, which allowed them to become successful artists in a very
difhicult historical period and circumstances. These principles influenced not only
the development of the Opera in Bytom, but also the repertoire and trends of the
Polish opera and chamber vocal performance in the next decades.
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Wychowankowie szkoty wokalnej Adama Didura
i ich dziatalnos¢ na rzecz sztuki operowej na Slasku

Streszczenie

W 1945 roku Adam Didur wraz z calg ekipg swoich uczniéw — gwiazd dwezesnej lwow-
skiej sceny operowej, wyjechat na zawsze z miasta, w ktérym ukoriczyt Konserwatorium
Galicyjskiego Towarzystwa Muzycznego u profesora Walerego Wysockiego, wznist si¢ na
szezyty kariery artystycznej i spedzit najlepsze lata swego zycia. Wyjazd ten odbywat sig
w okolicznosciach wysoce niesprzyjajacych, lecz w najblizszej przysztosci ich dziatalnos¢
miata zaowocowaé wyjatkowo istotnymi osiagnieciami Opery Slaskiej.

Lwowska tradycja w sposdb szczegdlny wplynela na ksztattowanie i rozwdj sceny oper-
owej w Bytomiu, chociaz sam Didur dziatatl tutaj bardzo krétko, tylko przez rok, do swojej
przedwezesnej $mierci w 1946 roku. Natomiast jego uczniowie, do kedrych zaliczamy Wik-
tori¢ Calme, Franciszke Denis-Stoniewska, Jadwige Lachetéwne, Franciszka Arno, Lesta-
wa Finzego, Andrzeja Hiolskiego, Wtodzimierza Hiolskiego-Lwowicza, Wiadystawa Szep-
tyckiego, Ryszarda Zabe, z wielkim powodzeniem kontynuowali rozpoczeta przez Mistrza
sprawe. Ich dziatalno$¢ kojarzy si¢ przede wszystkim z kultura muzyczng Slaska, jednak
warto przesledzi¢ poczatki ich kariery we Lwowie, gdzie studiowali we wspomnianym Kon-
serwatorium i przyswoili profesjonalne zasady, zaréwno artystyczne, jak i etyczne, uswiada-
miajace przeznaczenie artysty operowego w tym bardzo trudnym okresie i okolicznosciach,
w jakich przyszlo im dziala¢. Wspomniane zasady rzutowaly nie tylko na rozwéj opery
w Bytomiu, lecz takze na tre$¢ i kierunki polskiej wokalistyki operowej i kameralnej nas-
tepnych dziesigcioleci.

Students of Adam Didur’s Vocal School and Their Activities
for the Development of Silesian Operatic Art

Summary

In 1945 Adam Didur together with a group of his students — the stars of the opera in Lviv
— left forever the city in which he had finished the Conservatory of the Galician Music
Society, studying under Prof. Walery Wysocki, reached the height of his artistic career and
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spent the best years of his life. They were leaving in unfavourable circumstances, but in
the nearest future their activity would result in particularly important achievements of the
Silesian Opera.

The Lviv tradition had a significant influence on the development of the opera house in
Bytom, although Didur himself worked there for a very brief period of time until his pre-
mature death in 1946. His students, such as Wiktoria Calma, Franciszka Denis-Stoniew-
ska, Jadwiga Lachetéwna, Franciszek Arno, Lestaw Finze, Andrzej Hiolski, Wtodzimierz
Hiolski-Lwowicz, Wiadystaw Szeptycki and Ryszard Zaba, successfully continued the cause
initiated by their mentor. Their activity is usually associated with the musical culture of
Silesia, it is, however, worth tracing their careers back to the beginnings in Lviv, where those
artists studied at the above-mentioned Conservatory and adopted professional, both artistic
and ethical, principles that defined the role of an opera artist in those difficult times and
circumstances in which they had to work. The above-mentioned principles had an effect
not only on the development of the opera in Bytom, but also on the content and trends of
the Polish opera and chamber vocal music throughout the next decades.

LYUBA KYYANOVSKA-KAMINSKA

Profesor doktor habilitowany, kierownik katedry historii muzyki Lwowskiej Narodo-
wej Akademii Muzycznej im. M. Lysenki. Absolwentka tejze Akademii, praca doktorska
pt. Funkcje programu literackiego w odbiorze utworu muzycznego (Leningrad, 1985), praca
habilitacyjna: Ewolucja galicyjskiej kultury muzycanej XIX—-XX wicku (Kijéw, 2000). Au-
torka ok. 15 monografii i podrecznikéw, ponad 350 artykuléw w wydaniach naukowych
Ukerainy, Polski, USA, Niemiec, Austrii, Stowacji, Szwajcarii, Wtoch, Rosji i innych krajéw.
Odznaczenie ,,Zastuzony dla kultury polskiej” (2009). Gléwne monografie: Fwolucja ga-
licyjskiej kultury muzgycznej XIX—XX wieku, Tarnopol, Spotom, 2000. — 296 s.; Sy stulecia
Mykota Kotessa, Lwow, wyd. NTS, 2003. — 496 s.; Mirostaw Skoryk. Czlowiek i artysta,
Lwéw, wyd. czasopisma ,,Ji”, 2008. — 592 s.

Professor Doctor Habilitated, the head of the Chair of History of Music of the Lviv Na-
tional Musical Academy, M. Lysenko. She graduated from the Lviv Academy. Doctoral
dissertation: Funkcje programu literackiego w odbiorze utworu muzycznego [The functions of
the literary programme in the reception of a musical work] (Leningrad, 1985), habilitation
thesis: Ewolucja galicyjskiej kultury muzycznej XIX-XX wieku [The evolution of Galician
musical culture in the 19th and 20th centuries] (Kiev, 2000). She is the author of around
15 monographs and handbooks, more than 350 papers published in Ukraine, Poland, the
USA, Germany, Austria, Slovakia, Switzerland, Italy, Russia and other countries. She was
awarded the Order of Merit for Polish Culture (2009). Her main monographs include:
Ewolucja galicyjskiej kultury muzycznej XIX—XX wieku [The evolution of Galician musi-
cal culture in the 19th and 20th centuries], Ternopil, Spotom, 2000 — 296 pp; Syn stule-
cia Mykota Kotessa [Mykola Kolessa, the son of the century], Lviv, NTS, 2003 — 496 pp,
and Mirostaw Skoryk. Czlowick i artysta [Myroslav Skoryk. The man and the artist], Lviv,
Ji Magazine, 2008 — 592 pp.
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The Acoustic Environment of the Interwar Breslau
in the Egodocuments of Jewish Residents

Steven Feld, an American cultural anthropologist and musicologist, the author of

the monograph Sound and Sentiment, originally published in 1982, ponders in the
‘Introduction’ to the third, 2012 edition of the book on how he would like it to be
read now, after the 30 years of extensive research, and gives the following answer:

Quite simply: listen to it. Listen to my history of listening to the rain forest and Bosavi
people. Listen to how, on each and every recorded track, you hear different configurations
of what Bosavi people call ‘lift-up-over-sounding, a continual overlapping, alternating, and
interlocking sonic figure and ground. Listen to Voices of the Rainforest to hear how knowing
the rain forest world animates multiple forms of instrumental and vocal expression. Lis-
ten to Rainforest Soundwalks to hear the everyday ambient sound environment as acoustic
habitus. |...] Listen to the Bosavi world of ritual and ceremony as I first heard it on the
wane in the 1970s, including the weeping and song tracks that are transcribed, translated,
and analyzed in that book. Listen to how the world of ritual is embedded in the everyday
ways people work in and sing with the rain forest. [...] Experiment with the ‘lift-up-over-
sounding’ of reading and listening to hear felt sentiments as the embodiment of knowing
the world through sound.!

In the same text, Feld also introduces the term acustemology, which con-

joins the words ‘acoustic’ and ‘epistemology’, to refer to a new discipline that he

has created after years of research. Its central premise is the idea that sound may

be an important tool for acquiring knowledge on the community under study, its

culture and environment. Feld noticed that the Kaluli (Bosavi) people, who live in

1 S. Feld, Sound and Sentiment. Birds, Weeping, Poetics, and Song in Kaluli Expression, 2nd ed.,
Durham & London 2012, s. XXVII-XXVIII.
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rainforests, can within a few seconds gather information on what is going on in the
forest, on the time of the day and the year, and the awaiting danger, etc., by listen-
ing to the sounds in their surroundings.

Following Feld’s reflection, I would like to invite the readers to listen attentively
to the acoustic environment of the interwar Breslau (nowadays Wroclaw) as it was
experienced by Jewish residents. We shall move back in time to that period not by
means of audio or video recordings, but with memoirs written by the Breslau res-
idents of Jewish origins. The descriptions of the surrounding sounds contained in
the memoirs are no substitute for the recordings, which were already in existence
at that time (although not directly related to Jewish circles), but they will allow us
to get the idea of the soundscapes that we cannot perceive directly, of the meaning
of specific sounds in the culture of the time, and of the emotions that those sounds
evoked. They will also enable us to penetrate the otherwise inaccessible private
sphere of life.

When analysing selected documents, I shall refer to the concepts of a sound-
scape and an ‘earwitness” proposed by Raymond Murray Schafer, the initiator of
the so-called soundscape studies, which have a long-standing tradition in Wroctaw.
Since 2009 the Soundscape Research Studio headed by Dr Robert Losiak has been
operating at the University of Wroclaw. The Studio engages in research on man’s
acoustic environment, and recently also historical soundscape.

For the discussion in question, it is important to emphasise that a soundscape
perceived by a listener is not identical with a soundscape conceived as his or her
acoustic environment. It is a cultural phenomenon, which implies that it does not
exist objectively as a fragment of reality that is perceived aurally, but it is a subjec-
tive, or rather intersubjective, interpretation of what we can hear. Discussing the
possibilities of studying the soundscape of the past, Schafer introduces the figure
of a listener witness (earwitness), who testifies to his or her acoustic experiences
through discourse. Some listener witnesses — as noticed by Schafer — have an excep-
tional talent for recording the soundscape in the form of language representation.
Their descriptions are an important link with the soundscapes of the past, all the
more so that sound has the power of evoking memories, and as an auditive memo-
ry site, it may become a means of conveying history. Sound is one of the strongest
stimuli that evokes powerful emotions and revives the images stored in memory.’

Before addressing the main topic of the article, I shall briefly discuss the Jewish
community of the interwar Breslau and the city itself.

2 Jbidem, s. XXVII.

3 Earwitness: One who testifies or can testify to what he or she has heard.

4 R. Murray Schafer, 7he Soundscape: Our Sonic Environment and the Tuning of the World,
Rochester 1993, p. 9.

5 Ibidem.
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In the period under discussion, the Jewish community in Breslau was the third
largest community of Jews in Germany (following Berlin and Frankfurt am Main).
It was a heterogenic group consisting of orthodox members belonging mostly to
the East Jewish proletariat, followers of Reform Judaism, German Jewish patriots
and Zionists, cosmopolitans, Marxists, traditionalists, and the so-called assimilated
Jews. The community was also diversified in terms of language.®

The interwar period, which is the time frame for our discussion, was a time of
rapid technological development and popularisation of sound-emitting devices such
as telephone, radio, or doorbell. It was also a time when increasing numbers of Jewish
refugees were coming to Breslau from Poland and Russia, bringing with them the lan-
guages used in those territories. Finally, it was also a time of increasing anti-Semitism
and Hitlers rise to power, involving the use of the loudest and most terrifying sounds.”

Carolyn Birdsall, the author of the book Nazi Soundscapes: Sound, Technology
and Urban Space in Germany, 1933—1945, uses Lodovic Tournes’ term ‘technolo-
gised brutalisation of a soundscape’ to refer to the acoustic environment of the First
World War.? Such brutalisation continued into the interwar period, except that the
sounds of devices were replaced by the screams of people.

The history in and of the sound

What sounds can we then expect to find in the accounts of the Jews describing the
period from the birth of Weimar Republic to the outbreak of the Second World
War? What sounds were the signs of that time for the Jews? What music did they
perform and listen to? What was the soundscape of their homes?

There are numerous Jewish accounts of the interwar years spent in Breslau, in-
cluding descriptions by listener witnesses. My discussion is based on five sources:
the memoirs of Abraham Asher, Willy Cohn, Walter Tausk, Theodor Rosenthal,
and Anita Lasker-Wallfish.

Abraham Ascher (b. 1928) is a historian and the author of the book A Com-
munity Under Siege. The Jews of Breslau Under Nazism by Abraham Ascher.’ In his

¢ M. Lagiewski, Wroctawscy Zydzz' 1850—1944 [The Wroctaw Jews], 2nd ed., Wroctaw 1997,
pp- 10-12; L. Ziatkowski, Dzieje Z)/do'u) we Wroclawiu [The history of Jews in Wroctaw],
Wroctaw 2000, pp. 98-100.

7 L. Ziatkowski, op. cit.

8 C. Birdsall, Nazi Soundscapes: Sound, Technology and Urban Space in Germany, 1933—1945,

Amsterdam 2012, s. 15.
A. Ascher, Oblgzona spolecznosé. Wroclawscy Zydzi w czasach nazizmu, transl. by J. Tyszkie-
wicz [orig. title: A Community Under Siege. The Jews of Breslau Under Nazism by Abraham
Ascher], Wroctaw 2009.
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memoirs he writes that his family were Galician Jews who settled in Breslau in
1920. His parents run a shop there, and his home was Jewish through and through.
The family never considered themselves German. They spoke Yiddish and celebrat-
ed the Sabbath; the father went to the shribel, which was a place of prayer.'® After
the prayer in ‘their own’ synagogue, the children went to the German White Stork
Synagogue to ‘listen to music’."!

Willy Cohn (1888-1941), the author of the book No Justice in Germany: The
Breslau Diaries, 1933—1941,"* was a historian. His family had lived in Breslau for
several generations, which was why — as he claimed — they felt attached to Germany
and engaged in the Zionist movement. They belonged to a circle of merchants, and
Cohn’s home was a home of music and literature. He was brought up in the spirit of
liberal Judaism, but he leaned strongly towards the conservative-orthodox strand.
He was a passionate user of the telephone, which is confirmed by his memoirs.

Dr Theodor Rosenthal (1882-1964) is the author of a memoir written in Tel
Aviv in the years 1940—1941 (the manuscript is held at the Leo Beck Institute in
New York'?). He was a physician. His father held the office of rabbi after Gedaliah
Tiktin. Theodor studied Greek, which enraptured him with its sound — as he wrote
in his memoir. He also learnt French and English. His family were religious pro-
gressive Jews. Rosenthal reminisced:

On Friday evenings there was good food, there were often guests, especially students of the
theological seminary, zemirots were sung by the children with beautiful Hungarian melo-
dies. (My mother came from Moravia). Although not musically educated, she [the mother]
was very musical. Going to a good concert was a feast for her. Beethoven’s symphony or
a warm, musical voice could move her to tears. She made sure her children received music
lessons. For example, she bought a violin and arranged a teacher for me behind her hus-
band’s back [...] — writes Theodor — After one or two years I already played at my parents’
birthdays, often quite difficult pieces, movements of classical concertos, etc. Even though
I did not become an artist, the love for music and for the memory of the great violinist Jo-
seph Joachim, Sarastae and others, whom I had heard in Breslau and Berlin, accompanied
me throughout my whole life. [...] Later, I played a lot of chamber music, and for years

10 Many of such places of prayer, where services in Hebrew were held, were created in Breslau

after Eastern Jews (Ostjuden) had come to the city.

A, Ascher, op. cit., p. 18. See also: K. Friedla, Juden in Breslau/Wroctaw 1933—1949: Uberle-
bensstrategien, Selbstbehauptung und Verfolgungserfahrungen, Koln 2015, p. 81.

12 \. Cohn, Zﬂdnego prawa — nigdzie. Dziennik z Breslau 1933-1941, Wybrane fragmenty,
transl. V. Grotowicz [orig. title: Kein Recht, Nirgends. Breslauer lagebiicher 1933—1941. Eine
Auswabl], Wroctaw 2016.

13 T. Rosenthal, Zagebuch, [online:] htep://digital.cjh.org:1801/view/action/nmets.do?DOC-
CHOICE=506163.xml&dvs=1561127518187-222&locale=pl_PL&search_terms=8&ad-
jacency=&VIEWER_URL=/view/action/nmets.do?&DELIVERY_RULE_ID=2&4divTy-
pe=&COPYRIGHTS_DISPLAY_FILE=Ibi-copyrightnotice-01 [16 May 2018].


http://digital.cjh.org:1801/view/action/nmets.do?DOCCHOICE=506163.xml&dvs=1561127518187~222&locale=pl_PL&search_terms=&adjacency=&VIEWER_URL=/view/action/nmets.do?&DELIVERY_RULE_ID=2&divType=&COPYRIGHTS_DISPLAY_FILE=lbi-copyrightnotice-01
http://digital.cjh.org:1801/view/action/nmets.do?DOCCHOICE=506163.xml&dvs=1561127518187~222&locale=pl_PL&search_terms=&adjacency=&VIEWER_URL=/view/action/nmets.do?&DELIVERY_RULE_ID=2&divType=&COPYRIGHTS_DISPLAY_FILE=lbi-copyrightnotice-01
http://digital.cjh.org:1801/view/action/nmets.do?DOCCHOICE=506163.xml&dvs=1561127518187~222&locale=pl_PL&search_terms=&adjacency=&VIEWER_URL=/view/action/nmets.do?&DELIVERY_RULE_ID=2&divType=&COPYRIGHTS_DISPLAY_FILE=lbi-copyrightnotice-01
http://digital.cjh.org:1801/view/action/nmets.do?DOCCHOICE=506163.xml&dvs=1561127518187~222&locale=pl_PL&search_terms=&adjacency=&VIEWER_URL=/view/action/nmets.do?&DELIVERY_RULE_ID=2&divType=&COPYRIGHTS_DISPLAY_FILE=lbi-copyrightnotice-01
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I was a member of the orchestra of dilettantes which performed compositions by Beethov-
en, Brahms, Mozart and Haydn.'

Anita Lasker-Wallfisch (b. 1925), the author of the book Inherit the Truth,
1939-1945: The Documented Experiences of a Survivor of Auschwitz and Belsen,"” is also
a character in the film Wir sind Juden aus Breslau by Karin Kaper and Dirk Szuszies.
As an educated violinist, she played in the women’s orchestra at the Auschwitz con-
centration camp. She comes from a bourgeois family of assimilated Jews, followers of
the liberal strand of Reform Judaism. Her father was a lawyer who run a prosperous
law office. He fought as a frontline soldier during the First World War. In her mem-
oir, Anita Laske-Wallfisch writes that music played an important role in the life of
her family. Her mother was a talented violinist. The atmosphere of the family home
is well-documented by the following quotation from the above-mentioned book:

I remember vividly the cosy feeling when I was lying in bed listening to my mother prac-
tising. She usually started her practising routine with the opening octaves of Beethoven’s
Concerto. My father loved to sing and we had a great collection of chamber music in the
house. My oldest sister Marianne played the piano, Ranate the violin, and I played the cello.
We played Trios together, and as a special treat I was occasionally allowed to take part in
the weekly quartet sessions.'®

Anita was sent to Berlin to study cello as in Breslau there was no good-enough
teacher for her. At Anita’s home, they spoke mainly German, but the father — convinced
that the knowledge of French should be cultivated in case the French came to power —
ordered that on Sundays only that language should be spoken at home. Anita com-
mented on this ritual in the following way: ‘In my youthful ignorance I considered
this to be absolutely ridiculous and never opened my mouth on Sundays.”"’

Walter Tausk (1890-1941) wrote memoirs some of which were published in
the book Breslauer Tagebuch 1933—1940 [Breslau diary 1933-1940]."® He was an
entrepreneur and a writer. At his home, they spoke German; he also learnt English.
On important holidays, the family went to the synagogue, but Walter did not share
their religious views, and he became a Buddhist."”

Y Thidem.

5 A. Lasker-Wallfisch, Inberit the Truth, 1939—1945: The Documented Experiences of a Survivor
of Auschwitz and Belsen, London 1996.

16 Thidem, s. 7.

7 Ibidem.

18 . Tausk, Dzuma w miescie Breslau [orig. title: Breslauer Tagebuch 1933—1940), transl. R. Kin-
cel, Warszawa 1977, [online:] https://pl.scribd.com/document/17606990/Walter-Tausk-D%-
C5%BCuma-w-Mie%C5%9Bcie-Breslau-Wroc%C5%82aw [10 January 2018]. His mem-
oirs, held by the University Library in Breslau, consist of seven volumes.

Y Jbidem.


https://pl.scribd.com/document/17606990/Walter-Tausk-D%C5%BCuma-w-Mie%C5%9Bcie-Breslau-Wroc%C5%82aw
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In all the accounts that have been listed, sound is associated with anti-Sem-
itism, power and the sense of threat. The above-mentioned brutalisation of the
soundscape is reflected in numerous sound descriptions of power demonstrations,
anti-Semitic manifestations, arrests and attacks on Jews in public places. Music
often accompanies the reported events. It is even present in the description of the
scene from the concentration camp that operated in Breslau in 1933. The newly ar-
rived prisoners were greeted with a song and nettles — as Cohn notes.?® The actions
against Jews escalated after Hitler’s rise to power in 1933, but earlier there had also
been numerous anti-Semitic incidents.

This is how Tausk comments on the celebration of All Souls’ Day in his account
of 24 November 1925:

War victims were commemorated at four different mass gatherings! And they all had the
party’s face and overtones. Of course, they called again for revenge and roared war songs
in the halls, and the black-clad priests blessed it again — just like in 1914-1918. And so:
a German has not forgotten anything and has not learnt anything! Instead of dropping the
deliberations about the dreadful war and secure themselves a decent place in the concert of
nations, they do their best to ensure that a German remains a disturber of peace.?!

When analysing this description, I would like to point out (following Elzbieta
Rybicka?®) two models of representation of an acoustic experience that are used
in such accounts. On the one hand, the description is onomatopoeised through
the use of the most direct possible equivalents of auditory perception, e.g. ‘they
roared war songs’, on the other hand, there are musical metaphors used to describe
non-musical auditory experiences, e.g. in the following expression: ‘secure them-
selves a decent place in the concert of nations’.” Apropos of the second model, let
me quote a metaphor from Rosenthal’s account: “When in retrospect I look at the
period 1919 to 1933, I see on what volcano the German nation danced and, above
all, we, the Jews, danced.”

Anti-Semitic reactions could also be heard in Breslau’s intellectual circles. Ascher
describes an anti-Semitic incident at the University of Breslau — a boycott of the lec-
tures of Prof. Ernst Cohn’s, who was employed at the Faculty of Law (earlier he had
lectured at universities in Frankfurt and Cologne). Let us ‘listen’ to this description:

. on 10 November 1932, when Ernst Cohn appeared at the university to give the first
lecture, he was greeted by a large group of students who filled the room and immediately

20 \¥. Cohn, ap. cit.

2 W. Tausk, gp. cit.
E. Rybicka, Geopoetyka. Przestrzeri i miejsce we wspdlczesnych teoriach i praktykach literackich
[Geopoetics. Space and place in modern literary theory and practice], Krakéw 2014, p. 250.
% T. Rosenthal, op. ciz.
2 Tbidem.
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started to boo and ‘tap loudly’, making it impossible for him to deliver the lecture. He
tried to debate with the students, but he met with the cries: “We don’t want any Jews, away
with the Jews.” Ernst Cohn left the lecture hall, but the noise continued. It was only the
police that were able to restore order removing the people from the room. Several hours
later, when Cohn tried to give another lecture, there was an even greater commotion.
The eyewitnesses, who heard the students singing the Nazi song Horst Wessel Lied and the
national anthem Deutschland, Deutschland iiber alles, claimed that it had looked as if the
whole lecture hall had been transformed into a centre for political gatherings. When the
vice-chancellor came trying to silence the students, he was shouted down, and the police
had to restore order again. When Ernst Cohn was leaving the university, he came across
a large group of students who hurled insults at him and sang with contempt: ‘Haven't you
seen the little Cohn?” Escorted by two policemen, the professor managed to get to the car

and was taken home.’?

With Hitler’s rise to power, the acoustic space of the city came under total
control of the ruling powers. On Sunday, 12 February 1933, from 9 to 14 o’clock

there was a ‘propaganda march’ of the SA, SS and Stahlhelm, which was described
by Walter Tausk in the following way:

According to my estimate, 5000 people, if not more, marched in the column... This Hit-
ler’s guard, with clumsy posture and poorly drilled (unlike the Stahlhelm), trundled along
Kaiser Wilhelm Strasse [currently Powstaricéw Slaskich street] to the beat of military music
and even louder roaring of, among others, anti-Semitic songs, conveying the idea of what

the Third Reich might be like.?®

However, it still took the assimilated Jews a long time to realise the brutal truth
that Germany no longer wanted to be their homeland. Many of them had fought
along with the Germans at the frontline during the First World War. They consid-
ered themselves proud German patriots. Their bitter disappointment is expressed
expressis verbis in Theodor Rosenthal’s description of the events on the day following
the Night of Broken Glass, which, noza bene, owes its name to the sound of broken
glass from smashed-up windows of Jewish shops and synagogues. Coming back
from the hospital on that day, he saw the smoking synagogue and heard that Jews
were to be arrested, but it all seemed ‘incomprehensible’ and ‘incredible’.

Here is a quote from Rosenthal’s memoir:

In the afternoon, between 2 and 3 o’clock, Gestapo officials appeared in our apartment to
arrest me. Margot wanted me to use the back door and run away. I refused, however. I went
to the official who wanted to arrest me and asked him why it was happening. He was a man
in civilian clothing with a bad face. He answered me: You murdered Mr. von Rath. I denied
it, but he did not make further conversation. I also told him that I had left a seriously ill

% A. Ascher, op. cit.,s. 79.
26 W. Tausk, ap. cit.
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person who had been operated in the hospital and I would like to call there at least. He
replied that it did not matter if several Jews more or less suffocated.?”

Theodor’s brother Ernst was also arrested. In the evening, they were taken with
thousands of other Wroctaw Jews to the railway station outside the city.

The pavements were full of people — writes Rosenthal — especially women who
shouted ‘Hepp Hepp!” or ‘Smash the Jewish pigs!” and “Throw them into the Oder!’
or ‘It is not worth wasting cartridges for these pigs!’, and so on. It lasted an hour on
the street of the hometown, which, for all his life, had been a homeland for a man,
who felt really connected with its population.?®

A recurrent motif in the autobiographical accounts is listening to the radio. The
prominent role of the radio in the period in question proves that sounds were used
as a direct tool serving the authorities and employed in the political fight. The radio
was considered as an important source of information, evoking the sense of threat
or hope. The memory of the sounds heard on the radio could cause a lifelong trau-
ma. Among such sounds were those that heralded cataclysm. Goebbel’s and Hitler’s
speeches broadcast on the radio on 27 September 1938 were described by Walter
Tusk — probably the most gifted earwitness of the authors mentioned above — in
the following way:

Yesterday in the evening, a war manifestation was broadcast on the radio. First, there was
a mixture of thunderous applause, music and chanting. The head of the Ministry of Lies
spoke first. Here is a short description of him. During the World War, boebbels spent long
hours sitting at the school desk because his severe flat feet made him unfit for military ser-
vice, which, by the way, the whippersnapper was truly glad about. In 1918, he passed the
school-leaving exams and started to study the history of art. Over the course of time, what
was left of the history of art was the art of falsifying history. Yesterday, at the end of his
speech, he spoke to the hall with his disgusting oily voice and equally loathsome diction,
drawling and modulating sounds and words in an affected manner: ‘Fiihrer gave an order!
Let’s follow him!” Then he shoved a torch into the other speaker’s hand shouting: “Your
country wants war! Proclaim it”’ Then Hitler climbed the podium. His voice is initially
toned down, quiet, tired, subdued and slow. Then it raises to screaming, it becomes shorter,
high-pitched, jumpy, it catches and brakes off unintelligibly, there follows a short pause,
a momentary illusion that he has shouted it out, and then it starts from the beginning. The
content of the speech is not important since it is full of lies and demagogy. Hitler’s speech
is interrupted every now and then by the public’s chanting (animals detailed to a rally).
Whole choirs are bawling: ‘Sieg heil”, even if it does not suit the context. Another cheer:
‘Ein Reich, ein Volk, ein Fiihrer!” is barked allegrettissimo in semibreves over and over
again, and it sounds like ‘woof, woof”. Naturally, it couldn’t do without the slogan: ‘Do
away with Czechoslovakial’, etc. Jews, pope and communists were left alone this time.”

7 'T. Rosenthal, op. ciz.
2 Tbhidem.
2 W. Tausk, op. cit.
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At the end I would like to return to musical issues. After Hitlers rise to power,
Jews were completely excluded from Germany’s cultural life. They were denied ad-
mittance to concerts and cinemas. Even the amateur orchestra in which Theodor
Rosenthal played was forbidden from performing.

The atmosphere that dominated Breslau did not, however, cause the Jewish
cultural life to die down. The Cultural Association was established, which — though
controlled by the Nazis — could organise as part of its activity concerts by Jewish
musicians. Mostly they performed oratorios with orchestra (e.g. by Hindel) and
symphonies. Rosenthal mentions such concerts in the New Synagogue, in which
he participated as a violinist, and testifies to their high level.*

The New Synagogue was set on fire and then blown up during the Night of
Broken Glass on 9 November 1938. The Jews’ life was overwhelmed by the premo-
nition of an imminent cataclysm. At home, they mainly discussed the possibility of
emigrating and were terrified of being arrested. “Whenever the doorbell rings, one
tenses up inside, and his heart starts thumping faster’, wrote Tausk.?!

The descriptions of events between the end of the First World War and the out-
break of the Second World War, full of simply deafening noises, are in stark contrast
to the soundscape of the day of the outbreak of the war as remembered by Anita
Lasker-Wallfish: “The war broke out on the 31 August 1939 — I remember this day
very well. I looked out of the window and was surprised that I could not see any
fighting or hear any shooting.*

Silence fell over the city. Silence before a storm. The eye of the storm.
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Aura foniczna miedzywojennego Wroctawia
w egodokumentach mieszkarncow
zydowskiego pochodzenia

Streszczenie

Przedmiotem artykutu jest $rodowisko foniczne w percepcji stuchowej Zydéw zyjacych
w okresie migdzywojennym we Wroclawiu. Srodowisko to, traktowane jako istotny kom-
ponent miasta, jest formowane przez zjawiska foniczne bedace rezultatem intencjonalnych
i nieintencjonalnych ludzkich dzialan, a takze przez czynniki pozaludzkie (np. szum wody,
$piew ptakéw). Zjawiska te, niezaleznie od tego, czy powstaja w efekcie §wiadomych dzia-
tari i sq $wiadomie odbierane, czy nie, wywotuja okreslone postawy i zachowania. Wymiar
refleksyjny doswiadczenia stuchowego znajduje artykulacje miedzy innymi w tekstach je-
zykowych, takich jak autobiografie, dzienniki, pamictniki i listy, ktére zostaly poddane
analizie. Szczegélny nacisk polozono na muzyke tworzona przez kompozytoréw zydow-
skich, wystgpujaca w pejzazu dZwigkowym miasta, a takze na muzyke niezydowska brzmia-
ca w przestrzeniach, w ktérych przebywali Zydzi. Wychodzac od idei pejzazu dzwickowego
jako opisanej czasowo i przestrzennie sfery dos§wiadczenia fonicznego cztowieka, autorka
rozwaza kwestie, jaka muzyka i w jaki sposéb funkcjonowata w zyciu wroctawskich Zyd(’)w
w omawianym okresie, czy jej obecno$¢ byta na tyle wyrazista i znaczaca, by stanowic¢ ele-
ment decydujacy o swoistoéci pejzazu dzwigkowego tych miejsc Wroctawia, w ktérych zyli
i dziatali Zydzi, i jaki byt jej wplyw na ksztaltowanie ,fonicznej tozsamosci” czlonkéw tej
spolecznosci.
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The Acoustic Environment of the Interwar Breslau
in the Egodocuments of Jewish Residents

Summary

The paper discusses the acoustic environment perceived aurally by Jews who lived in
Wroctaw in the interwar period. This environment, treated as an important component of
the city, was formed by phonic phenomena resulting from intentional and non-intentional
human activities, as well as by nonhuman elements (e.g. the sound of water, birdsong).
Such phenomena, regardless of whether they are a result of conscious actions and are con-
sciously perceived or not, provoke certain attitudes and behaviours. The aural experience
has its reflective aspect which is articulated in verbal texts such as autobiographies, diaries,
memoirs and letters. They are the subject of analysis in the paper. Particular attention is
given to music by Jewish composers that was present in the soundscape of the city and to
non-Jewish music that could be heard in the areas where the Jews lived. Starting from the
idea of a soundscape as a temporarily and spatially defined sphere of a human’s phonic ex-
perience, the author reflects on what kind of music was present in the life of Wroctaw Jews
in the period in question and how it accompanied them, whether it was distinctive and
significant enough to be an element that determined the specific nature of the soundscape
in those areas of Wroctaw where Jews lived and worked, and how it influenced the ‘phonic
identity’ of the members of that community.
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Rytualna antymuzyka w tradycji kulturowe;j Slaska

Na Slasku, mimo wysokiego poziomu cywilizacji, stosunkowo wcze$nie zapoczatko-
wanych proceséw urbanizacyjnych, a z czasem industrialnych, przetrwaty do czaséw
wsp6lezesnych pewne przejawy dawnych tradycji kulturowych. Chodzi tu o spusci-
zng przekazywana miedzypokoleniowo, w relacji mistrz — uczen, bez posrednictwa
pisma, réwniez zapiséw nutowych. W odniesieniu do kultury ludowej paradoksalnie
to wlasnie wzglednie wysoki poziom cywilizacji i zamoznosci chlopéw sprzyjat za-
chowaniu reliktéw tradycji, w tym folkloru, jako ze nie kojarzyly si¢ im z dawnymi
czasami biedy, o ktérych chcieliby zapomnie¢, jak w wielu innych regionach Polski.
Na calym obszarze Slaska, abstrahujac od XV-wiecznego podziatu Slaska na Dol-
ny i Gérny, kultywowano niegdy$ obrzedy majace na celu odprawienie zimy i spro-
wadzenie wiosny, bez ktérych, jak wierzono, zmiana tych pér roku weale nie musi
nastapi¢ — niezbedne sg dziatania ludzi. Chodzi tu o wynoszenie marzanny — kukly
symbolizujacej zime, zimowg martwot¢ przyrody — poza obreb wsi, gdzie ja topiono
lub palono, i wnoszenie do wsi nowego latka — przystrojonej zielonej gatezi — symbolu
wiosny i odrodzenia zycia. Obrzedy te siegaja korzeniami do czaséw jeszcze przed-
chrzescijariskich, dlatego byly zwalczane przez wladze koscielne juz w Sredniowieczu.
Uchwata synodu diecezjalnego w Poznaniu z okoto 1420 roku zalecata kaptanom:

Item prohibeatis, ne in dominica ,,Laetare”, alias ,,Biala Niedziela”, supestitiosam consuctu-
dinem observent, efferentes quandam imaginem, quam mortem vocaut, et in lutum postea
projiciunt, quia non carent hujusmodi facta scrupulo superstitionis.

Nie dozwalajcie, aby w niedziele, kt6ra zwie si¢ ,,Laetare” albo Biata Niedziela, odbywat si¢
zabobonny zwyczaj wynoszenia takowej postaci, ktdra $miercia nazywaja i w kaluzy topia,
bo temu nie brak znamion przesadu'.

U Statuta Synodalia Reverendi in Christo Patris Domini, Domini Andreae Episcopi Posnaniensis,
red. U. Heyzmann, [w:] Starodawne prawa polskiego pomniki, t. 4, Supplementum, Krakéw
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W Wielkopolsce bowiem, gdzie obrz¢dy te réwniez praktykowano, owa kukle na-
zywano $miercichg. Owczesny biskup poznariski Andrzej Laskarz z Gostawic zwalczat
zwyczaje topienia zimy i witania wiosny, zwlaszcza w §rédposciu, uwazajac je za po-
ganskie’. Podobne uchwaly podejmowaly tez inne synody prowincjonalne w Polsce
oraz w innych krajach (np. w Czechach). Obejmowaly one nie tylko wiernych $wiec-
kich, lecz takze duchowienstwo. W Polsce przeciwstawianie si¢ Kosciota obrzedo-
wosci traktowanej jako pogariska wspierali wladcy naszego kraju, co poswiadczajg
$redniowieczne kroniki Galla Anonima, Wincentego Kadtubka czy Jana Diugosza.

Niemniej obrzedy te, zwigzane z czasem przesilenia wiosennego, podobnie jak
inne rytualy czasu przejicia bogate w znaczenia oraz dziatania symboliczne i ma-
giczne, przetrwaly w réznych regionach, zwlaszcza w Wielkopolsce i na Slasku,
przez stulecia. W czasach staropolskich potwierdzaja to kroniki Marcina Bielskiego,
Marcina Kromera, Macieja Stryjkowskiego czy Aleksandra Gwaginia (ostatnie dwie
takze w odniesieniu do Slaska).

Na Slasku w okolicach Pszczyny w 1774 roku niemiecki podréznik obserwo-
wat wiosenny rytuat odprawiany przez grupe dziewczat — opisat ich stroje, a takze
zanotowat tekst piesni §piewanej po polsku: ,, Wyniosty§my, wyniosty$my marzanng
2 miasta, / przyniosty$my, przyniosty$my latorosl do miasta™. Na Slasku Opolskim
jeszcze pod koniec XVIII wieku obrzed kultywowali dorosli. W XIX wieku pisza na
ten temat ludoznawcy. W XX stuleciu w Wielkopolsce i na Opolszczyznie odnoto-
wywano go jeszcze w latach trzydziestych, a sporadycznie nawet po drugiej wojnie
$wiatowej*.

Ze wspbtczesnych terenowych badan etnomuzykologicznych wynika, ze wyno-
szeniu $miercichy poza granice wsi towarzyszylo gromadne §piewanie swego rodzaju
mantry. Jak pisata Jadwiga Sobieska: ,,Uporczywe powtarzanie krotkiej, czterotak-
towej melodii i nieodmienianego tekstu stownego nadaje $piewaniu site ekstatycz-
nego oddzialywania na $wiadomos¢ cztowieka, niegdys przekonanego o magicznej
mocy dopelnianego obrzedu™.

Z czasem, jak to si¢ dzieje w kulturze tradycyjnej, gdy przestano wierzy¢ w sku-
teczno$¢ tych rytualéw, przejely je dzieci, jako rodzaj zabawy, co mozna obserwowaé

1877, s. XXVII; A Briickner, Zridta do dziejow oswiaty i literatury polskiej, ,Biblioteka War-
szawska” 1891, t. 1, s. 247; Obrzedy i swyczaje wielkanocne, [online:] www.milosierdzie.com/
index.php?option=com_content&view=article&id=218&Itemid=157 [15.06.2019].

Obrzedy i zwyczaje wielkanocne. ..

3 G. Fuchs, Reformations und Kirchengeschichte der freyn Standesherrschaft Pless, Breslau 1774,
s. 41; D. Simonides, Folklor i folklorystyka slaska na tle Zrédet, [w:] Kultura ludowa slgskiej
ludnosci rodzimej, red. D. Simonides, P. Kowalski, Wroctaw—Warszawa 1991, s. 320.

Zob. J. Sobieska, Smiercicha, [w:] Ze studiw nad folklorem muzycznym Wielkopolski, Krakéw
1972, s. 143-177; J. Sobieska, Nowe latko, [w:] Ze studidw nad folklorem muzycznym Wielko-
polski, Krakéw 1972, s. 179-206.

5 J. Sobieska, Smiercicha..., s. 156.
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jeszcze obecnie, gdy urzadzaja je np. szkoly. Sobieska w 1949 roku ustyszata w Lesz-
czytiskiem $piew dziewczynek z tekstem: ,Smiercicha ze wsi, nowe latko do wsi”
i melodia oparta na trychordzie z tercjq mata, w jednostajnym ruchu ésemkowo-
-¢wierénutowym (zob. przyktad 1).

1=120 (3,5")
=

Smier - c¢i - cha ze wsi, no - we la - tko do wsi,

Przyktad 1. Smiercicha ze wsi, $piew obrzedowy. Na podstawie: J. Sobieska, Polski folklor mu-
zyczny, cz. 2, Warszawa 1982, s. 18, przyktad 19. Grafika nutowa M. Kott.

Zimg — i kojarzone z nig nieszczgscia (np. choroby) — wypedzano tez krzykiem,
gwizdami, a rytualnej wrzawie stuzyty klekotki czy blaszane b¢bny. Podobne obrze-
dy praktykowano réwniez w innych regionach Polski i Europy, stosunkowo najbar-
dziej zblizony przebieg do $laskich mialy na terenach stowianskich®.

Wskazane wyzej rytualy przesilenia wiosennego naleza do obrzedéw i zwycza-
jow czasu przejécia zwiazanych z dwoma cyklami: kalendarza i ludzkiego zycia,
kultywowanych od wiekéw, gdzieniegdzie jeszcze w pierwszej potowie XX stulecia,
a w szczatkowej formie i do czaséw wspétczesnych. Do pierwszych, okreslanych tez
jako (do)roczne, zaliczamy m.in.: koledowanie, celebracje zapustne, wielkopostne,
wielkanocne, sobétkowe, dozynkowe czy zaduszkowe; te drugie, zwane takze ro-
dzinnymi, to chrzciny, wesela i pogrzeby.

W kalendarzowym czasie przejécia, jak wierzono, wzrasta zagrozenie ze strony
ztych mocy, szczegélnie aktywnych w miejscach przejscia (do kedrych nalezq lokalne
granice, rozstaje drég, pustkowia, cmentarze, wzgérza, duze drzewa) oraz w przej-
$ciowych porach doby (takich jak potudnie czy pétnoc)’. W tej lokalizacji przestrzen-
nej i czasowej starano si¢ przeciwdziata¢ niebezpieczeristwu. Od czaséw antycznych
po nowozytne w catej Europie wierzono, ze skutecznym sposobem odpedzania sit
demonicznych, obwinianych o wszelkie nieszczescia, w tym choroby, bylto czynienie
hatasu, rytualnej wrzawy, rozbrzmiewanie antymuzyki o magicznej funkcji.

W réznych europejskich, a takze pozaeuropejskich krajach i regionach wrzawe
obrzedowa czyniono krzykiem, trabieniem, dzwonieniem, bebnieniem, kotataniem
kotatkami, uderzaniem w drewniane i metalowe przedmioty (zte duchy miaty si¢
obawia¢ metali), ttuczeniem naczyn i szkta (demony nie lubity ostrych przedmio-
téw), strzelaniem z bicza czy wystrzatami z broni palnej®. Odnosito si¢ to przede

6 Zob. J. Sobieska, Smiercicha..., s. 143-177; ]. Sobieska, Nowe latko. .., s. 179-206 (tam tez
odwotania do polskiej i europejskiej literatury przedmiotu).

7 J.G. Frazer, Zlota galqz, Warszawa 1993, s. 561.

8 K. Moszyniski, Kultura ludowa Stowian, t. 2: Kultura duchowa, cz. 1, Warszawa 1967, s. 272.
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wszystkim do przelomu roku, bedacego okresem niepewnym, opanowanym, jak
wierzono, przez szkodzace cztowiekowi demony, ktére mogly sprawi¢, ze nowy rok
nie nadejdzie. Dlatego w noc noworoczng — zwlaszcza w czasie podwdjnego przej-
$cia, czyli przetomu roku oraz dnia i nocy (o pétnocy) — czyniono wrzawe ob-
rzgdowa, zredukowang wspétczesnie do sylwestrowych szampanéw i fajerwerkéw
(ktérych jednak bardziej boja si¢ zwierz¢ta niz demony). Zreszta i kiedy indziej
przelomowi nocy i dnia towarzyszyta wrzawa obrzedowa. W gérskich regionach,
zwlaszcza w dni $wigteczne, gorale wchodzili na wierzchotki wzgérz, skad, zwréce-
ni ku wschodowi, podnosili o $wicie wielka wrzawe, a na terenach nizinnych degto
w tym czasie w rogi i traby’.

Tradycyjny czas godéw (Bozego Narodzenia), przedtuzony o karnawal, to za-
wieszona normalnos¢ i $wiat na opak. Domy odwiedzali kolednicy — przybysze z ta-
jemniczego ,interioru”, traktowani jako ,akwizytorzy szczgécia’. Miewali ze sobg
antyinstrumenty, bedace parodia czy zaprzeczeniem normalnych instrumentéw.
Wydobywali z nich muzyke ,,na opak”, antymuzyke, brzmienia stanowiace parodi¢
normalnej gry muzykantéw w normalnym, nieobrzedowym czasie'. Muzykanci,
zwlaszcza zawodowi, w antymuzycznych czynnosciach nie byli niezbedni — mogli
ich zastgpowad inni uczestnicy rytualéw. Aktywno$¢ dzwigkowa kolednikéw kie-
rowana byta do $wiata ,,po drugiej stronie lustra”, miata na celu neutralizowanie
szkodliwych dziatan demondw.

W czasie przejscia z zimy do wiosny antymuzyka mogta réwniez stuzy¢ ma-
gii plodnosciowej, pobudzeniu wegetacji roslinnej. Uruchomienie mocy witalnej
przyrody miata na celu np. rytualna wrzawa, zainicjowana pierwszym wiosennym
grzmotem.

Czas rytuatéw wiosennych koniczy dzien $w. Jana, czyli 24 czerwca, gdy od
czaséw poganiskich odprawiano na Slasku sobétke, obrzed przejscia miedzy wiosna
i latem. Jest to, jak wiadomo, najdtuzszy dzien i najkrétsza noc w roku. Noc so-
bétkowa poswigcona byta mitosci, jednak byla to tez noc wzmozonej aktywnosci
demondw, czarownic zawsze chetnych do szkodzenia ludziom. Prébowano zatem
przeptoszy¢ wraze sily krzykiem i biciem w bebny, a pdzniejszych wiekach strzela-
niem z broni palne;j.

W czasie przejicia zycia ludzkiego intensywne dziatania apotropeiczne podej-
mowano podczas uroczystosci weselnych, gdy ludzie przechodzili ze stanu wolne-
go do malzeriskiego. Wéwczas zte moce czyhaly, zwlaszcza w miejscach przejscia,
na weselnikéw zdazajacych do slubu i powracajacych z kosciota. Z tego powodu

 Zob. K. Moszyniski, ap. cit., s. 588; H. Biegeleisen, U kolebki. Przed oltarzem. Nad mogily,
Lwéw 1929, s. 62-73.

10 L. Bielawski, 7radycje ludowe w kulturze muzycznej, Warszawa 1999, s. 106-107; Z.J. Prze-
rembski, 7he Muzykant As a Product of Nature and of Culture, ,Interdisciplinary Studies in
Musicology” 2009, vol. 8, s. 119-136.
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jechano szybko, z okrzykami, piskami, uderzaniem o burty wozéw, niekiedy wy-
strzatami z broni palnej. Szczegdlnie narazeni na zakusy demondéw byli nowozericy
i osoby sprawujace rytualne funkcje w obrz¢dzie weselnym. Chroni¢ miaty dzwonki
(janczary), brzgkadta w stroju panny mtodej, na berle czy rézdze weselnego starosty,
a takze przy uprzezach konskich. Grano na trabach (np. na Kaszubach czy Huculsz-
czyinie). Rozbijano szklane naczynia na progu domu weselnego. Dziatania te mialy
zwlaszcza zapobiec bezptodnosci panny mtodej. Dalekim echem tych zabiegéw,
chociaz pewnie nie zawsze uswiadamianym, sa brzgczace o bruk puszki doczepione
do samochodu wiozacego nowozericéw czy uzywanie klaksonéw.

Inny, bardziej radykalny czas przejécia w zyciu cztowieka prowadzi stad do
wiecznosci. Najpierw krzyczano i ptakano przy umierajacym czlowieku, aby nie do-
pusci¢ do jego zgonu. Pézniej dzwoniono podczas obrzgdéw pogrzebowych, zeby
rozproszy¢ demony czyhajace na dusz¢ zmartego''.

Od czaséw antycznych w celu ochrony przed ztymi mocami czy chorobami
zawieszano dzwonki, brzgkadta, kotatki zwierzgtom (koniom, bydtu, owcom), no-
sily je na szyi dzieci, mieli przy obrzgdowym stroju szamani, kaptani czy znachorzy
walczacy z duchami ciemnosci i z chorobami'.

Osobng dziedzing magicznych dziataii dZzwigkowych, realizowanych gtéwnie
za pomocg dzwondéw i dzwonkéw, bylo zapobieganie niekorzystnym zjawiskom
atmosferycznym, zwlaszcza burzy i gradobiciu, wywolywanym, jak wierzono, przez
demony. Uwazano bowiem, ze zte duchy moga przebywa¢ jedynie w tych okoli-
cach, gdzie nigdy nie rozbrzmiewaja dzwony'’. Stad zapewne w Wielkim Tygodniu
(w Wielki Czwartek), gdy zawigzane dzwony nie bily, demony rozpraszali chtopcy
biegajacy wokét kosciota, po wiejskich drogach i miejskich ulicach z klekotkami,
kotatkami, terkotkami.

Jak wspomniano, obrzgdowa wrzawe, antymuzyke, wykonywano na antyin-
strumentach lub tez na prostych instrumentach. Do pierwszych nalezaly diabelskie
skrzypce, czyli kij z brzgkadtami i niestrojonymi drucianymi strunami ucharaktery-
zowany na skrzypce, oraz burczybas, czyli zwykly garnek lub beczutka z naciagnicta
membrana i przewleczonym przez nig koriskim wiosiem, udajacy beben. Drugimi
byly tarla, klekotki, kotatki, terkotki (zob. ilustracja 1, s. 234), a takze traby i rogi.
Na Dolnym Slasku w Sudetach uzywano specyficznego rodzaju trab pasterskich,
tzw. klepkowych, poniewaz wykonanych z klepek, a whasciwie z dtugich, cienkich
desek (zob. ilustracja 2), nie za$ wydrazonych w pniu czy galezi drzewa jak w Kar-
patach (chociaz i ten rodzaj niekiedy na Dolnym Slasku wystepowat). Z kolei na
Slasku Opolskim wytwarzano traby i trabki naturalne ze szkta (zob. ilustracja 3 i 4).

11 Zob. L. Stomma, Antropologia kultury wsi polskiej XIX w., Warszawa 1986, s. 168.

12 Zob. H. Biegeleisen, op. cit., s. 62, 70-71; K. Moszynski, op. ciz., s. 351.

13 Z.]J. Przerembski, Dzwigkiem w niepogode, czyli o dawnych sposobach na burzg, gradobicie etc.,
,Wies Radomska” 2011, t. 9, s. 213-219.
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lNustracja 1. Klekotka, kotatka, terkotki
ze Slaska Opolskiego ze zbioréw Mu-

zeum Slaska Opolskiego w Opolu (eks-
pozycja stata). Fot. Z.J. Przerembski.

llustracja 2. Pasterskie traby klepko-
we z Sudetéw ze zbioréw Muzeum
Karkonoskiego w Jeleniej Gérze.
Fragment ekspozycji z instrumenta-
mi muzycznymi sprzed roku 1945.
Na zdjeciu widzimy tez trabe wyzto-
biona w pniu drzewa, a takze inne
instrumenty, m.in. tubmaryne i lirg
korbowa. Fot. ze zbioréw Muzeum
Karkonoskiego w Jeleniej Gérze.
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llustracja 3. Szklana traba ze Slaska Opolskiego
ze zbioréw Muzeum Slaska Opolskiego w Opolu.
Fot. ze zbioréw Muzeum Slaska Opolskiego
w Opolu.

llustracja 4. Szklana naturalna trabka ze zbioréw
Muzeum Slaska Opolskiego w Opolu. Fot. ze zbio-
réw Muzeum Slaska Opolskiego w Opolu.
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Wskazane wyzej dziatania kulturowe, charakterystyczne dla catej Europy i Pol-
ski, nieobce byly oczywiscie réwniez Slazakom. Swiadcza o tym zachowane histo-
ryczne zrédla pisane oraz instrumenty i tzw. narzedzia dzwigkowe, a takze folklo-
rystyczne, etnograficzne i etnomuzykologiczne badania terenowe. Do najstarszych
artefaktow, ktére mogly by¢ zwiazane z antymuzyka, nalezy tarlo znalezione pod-
czas badan archeologicznych grodu wezesnosredniowiecznego na grédku w Opolu.

Co prawda, jak pisze Tadeusz Malinowski:

Wsréd probleméw odnoszacych si¢ do wspétpracy archeologii i muzykologii poczesne
miejsce zajmuje kwestia interpretacji niektdrych przedmiotéw odkrywanych w trakcie wy-
kopalisk, zatem okreslanie ich jako instrumentéw muzycznych badz narz¢dzi dzwickowych.
Nie zawsze jest to tatwe, a niekiedy jest to wrecz niemozliwe'.

Jako przyklad badacz ten podaje czgsto znajdowane w Polsce wezesnosrednio-
wieczne kosciane aerofony, tzw. wirujace kostki (rodzaj czuryngi), interpretowane
przez niektérych badaczy jako hetki do spinania odziezy, zwlaszcza kozuchéw?®. Je-
§li chodzi o przedmioty znalezione w Opolu przez Bogustawa Gedigg (z zespotem),
jednoznacznie jako instrumenty muzyczne (narzedzia dzwickowe) mozna zakwa-
lifikowa¢ zaréwno drewniane tarto'® (zob. ilustracja 5), jak i gliniang grzechotke

llustracja 5. Wczesnosredniowieczne tarlo ze zbioréw Instytutu Archeologii i Etnologii PAN.

Fot. A. Szczodrak.

1 T. Malinowski, Wezesnosredniowieczne hetki czy wirnjgce kostki?, ,Stupskie Studia Historycz-
ne” 1993, t. 1,s. 3.

15 JTbhidem, s. 3—10.

16 J. Bukowska-Gedigowa, B. Gediga, Wezesnosredniowieczny gréd na Ostréwku w Opolu, Wro-
claw 1986.
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kulistag z wyrostkami. Obydwa te przedmioty (oraz fragment ggsli) znajduja si¢
w Muzeum Slaska Opolskiego w dziale archeologicznym (jako depozyty).

Dziat etnograficzny tegoz muzeum jest tez szcz¢$liwym posiadaczem cennej ko-
lekeji diabelskich skrzypiec z réznych miejscowosci Opolszezyzny. Powstaty one co
prawda juz po drugiej wojnie $wiatowej, ale reprezentuja najstarsze znane stadium
ich budowy, z wykorzystaniem przypadkowych, niepotrzebnych juz w gospodar-
stwie przedmiotéw (zob. ilustracja 6 i 7). Obrzedowa funkcja diabelskich skrzypiec

llustracja 6. Diabelskie skrzypce ze Slaska llustracja 7. Diabelskie skrzypce ze Slaska
Opolskiego ze zbioréw Muzeum Slaska Opolskiego ze zbioréw Muzeum Slaska Opol-
Opolskiego w Opolu. Fot. Z.J. Przerembski. skiego w Opolu. Fot. Z.]. Przerembski.

byla niegdys przewazajaca — mialy si¢ ich ba¢ demony, nie za$ podziwia¢ ludzie. Do-
piero rozwdj folkloryzmu, inicjujacego sceniczny byt folkloru, spowodowal, ze za-
dbano o wyglad diabelskich skrzypiec — wprowadzono je do kapel jako instrument
perkusyjny. Zespoty wystgpowaly na estradzie, wigc diabelskie skrzypce ogladane
przez widzéw musiaty wyglada¢ tadnie. Zaczgli je zatem wykonywaé wyspecjalizo-
wani wytworcy ze starannie dobranych materialéw. Ten etap rozwoju prezentuja
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dzi§ gtéwnie diabelskie skrzypce na Ka-
szubach'’, cho¢ takze na Opolszczyznie
mamy muzykanta oraz wytwdrcg instru-
mentéw, ktéry takie diabelskie skrzyp-
ce buduje — Norberta Klemana z Opola
(zob. ilustracja 8).

Trzeba jednak zauwazyé, ze na Sla-
sku, zwlaszcza Opolskim czy Dolnym,
juz w dwudziestoleciu mig¢dzywojennym
diabelskie skrzypce awansowaly do grupy
perkusyjnych instrumentéw muzycznych
i znalazly si¢ w sktadach nie tylko kapel
koledniczych (zob. ilustracja 9), lecz tak-
ze tamtejszych ludowych zespoléw in-
strumentalnych (zob. ilustracja 10 i 11).
W ten sposéb niektére antyinstrumenty,
stuzace niegdys obrzedowej antymuzyce, llustracja 8. Norbert Kleman ze zrobiony-
staly si¢ instrumentami wykorzystywany- mi przez siebie diabelskimi skrzypcami.
mi w normalnej praktyce muzyczne;. Fot. M. Kott.

llustracja 9. Diabelskie skrzypce w sktadzie kapeli koledniczej ze Slaska Opolskiego (Szczedrzyk,
gm. Ozimek, lata dwudzieste XX w.). Fot. ze zbioréw Muzeum Slaska Opolskiego w Opolu.

7 P. Szefka, Narzedzia i instrumenty muzyczne z Kaszub i Kociewia, Wejherowo 1982, s. 55.
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Ilustracja 10. Diabelskie skrzypce w skladzie kapeli z Dolnego Slaska. For. ze zbioréw Muzeum
Karkonoskiego w Jeleniej Gorze.

Ilustracja 11. Diabelskie skrzypce w skladzie kapeli z Dolnego Slaska, Swicto Stroju Ludowego,
Dolny Slask 1932. Fot. ze zbioréw Muzeum Karkonoskiego w Jeleniej Gérze.
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Streszczenie

W dawnych wiekach, ale i w mniej odleglej przesztosci, gdyz gdzieniegdzie jeszcze w pierw-
szej polowie XX stulecia, a w szczatkowej formie i do wspétczesnych czaséw, kultywowano
tradycyjne obrzedy i zwyczaje zwigzane z dwoma cyklami ludzkiej egzystencji: cyklem zycia
i cyklem kalendarza. Do pierwszego, zwanego tez rodzinnym, nalezaly: chrzciny, wesele
i pogrzeb, do drugiego, okreslanego takze jako (do)roczny, zaliczamy m.in.: kolgdowa-
nie, rytualy zapustne, wielkopostne, wielkanocne, sob6tkowe, dozynkowe czy zaduszkowe.
Niektdrym z nich towarzyszyta tzw. rytualna wrzawa i zwigzana z nig antymuzyka. Odno-
sito si¢ to przede wszystkim do przetomu roku, bedacego czasem przejécia, okresem nie-
pewnym, opanowanym, jak wierzono, przez szkodzace cztowiekowi demony, keére mogly


http://www.milosierdzie.com/index.php?option=com_content&view=article&id=21&Itemid=157
http://www.milosierdzie.com/index.php?option=com_content&view=article&id=21&Itemid=157

Rytualna antymuzyka w tradycji kulturowej Slaska 241

sprawi¢, ze nowy rok nie nadejdzie. Czas ten, przedtuzony o karnawal, to zawieszona nor-
malno$¢ i $wiat na opak. Domy odwiedzali kolednicy — przybysze z tajemniczego ,inte-
rioru”. Miewali ze soba antyinstrumenty, bedace parodia czy zaprzeczeniem normalnych
instrumentéw. Wydobywali z nich antymuzyke, brzmienie stanowiace parodie lub zaprze-
czenie normalnej muzyki. Ich aktywnos¢ dzwigkowa kierowana byta do $wiata ,,po drugiej
stronie lustra”, miafa na celu neutralizowanie szkodliwych dziataii demonéw.

Ritual Anti-Music in the Cultural Tradition of Silesia

Summary

In past centuries, but also in more recent times — e.g. in some places up to the first half of
the 20th century and, in rudimentary form, even up to the present time — people cultivated
traditional rituals and customs connected with two cycles of human existence: the cycle of
life and the calendar cycle. The first one, also called the family cycle, included: christenings,
weddings, and funerals, the second, also called the yearly cycle, included among others:
carol singing, Shrovetide, Lent, Easter and Midsummer Night’s rituals, harvest festivals
and All Souls’ Day rituals. Some of them were accompanied by the so-called ‘ritual racket
and the related anti-music. This was the case with the end of the year, which was a time of
transition, a period of uncertainty overrun — as it was believed — by harmful demons that
could prevent the coming of the new year. This period, extended to include the carnival,
was also the time of suspended normality and a topsy-turvy world. Houses were visited by
carollers — strangers from a mysterious ‘interior’. They carried anti-instruments that were
parodies or opposites of proper instruments. They used them to play anti-music that was
a parody or the opposite of normal music. Their musical activity was addressed to the world
‘on the other side of the mirror’, its aim was to neutralise the harmful impact of demons.

ZBIGNIEW JERZY PRZEREMBSKI
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The First Polish Language Recordings
of the Folk Music of Silesia from 1913,
i.e. the Berlin Collection of Paul Schmidt

The Silesian Crucible' (7jgiel slgski) is an expression created to summarise the eth-
nic and cultural situation intended to illustrate the complexity of the identity issue
due to many historical and economic conditions. This region, a relatively small
area, is rich in natural deposits, therefore, it is quite densely populated and indus-
trialised. It has been the subject of bargaining and military operations, and over
the years has witnessed many migration movements that seem to underlie its com-
plexity. This, in turn, should perhaps be considered one of the reasons for such an
early interest in the region’s culture, not only by professionals, but also by native
collectors and folklore researchers. It is thanks to their initiative and their partici-
pation that the collection of written publications containing folk songs functioning
in Silesia’s living tradition is a fairly extensive source today.?

As we know, at the end of the 19th century, a completely new research perspec-
tive emerged related to the possibility of capturing and preserving the folk message,
not in the form of the so-called pencil transcription, but in the form of a recording
using Edison’s phonograph (patented on 19 February 1878), which also conveyed
specific performance features and performance manner. The first single recordings

1 M.W. Wanatowicz, “Tozsamo$¢ Slaska w ogladzie historycznym’ [Silesia’s identity in a histor-
ical review], [in:] Dynamika slgskiej tozsamosci [The dynamics of Silesian identity], ed. J. Ja-
neczek, M.S. Szczepanski, Katowice 2006, p. 36.

2 K. Turek, Sylwetki zbieraczy i badaczy muzycznego folkloru Slgska [Profiles of collectors and
researchers of Silesia’s musical folklore], Katowice 2001.



244 Mariusz Pucia

of Podhale folklore in Poland were the work of Roman Zawiliriski (1904),? and the
creator of the next such set of recordings, dated 1906, was Willy Blossfeld.

However, both of these, although significant, are only contributions to larger
works of sound documentation, for which we had to wait a little longer. Professor
Adolf Chybinski® is considered to be the first promoter of the nationwide system-
atic work on Polish musical folklore. Yet, the first two independent collections of
Polish-language traditional music recorded in 1913 were created as a result of inde-
pendent research conducted by Juliusz Zborowski® (Zakopane) without the support
of institutions (or even going against them) and the sound recordings of the folklore
of the Neustadt area, made by Paul Schmidt, who came from Berlin to make them.

The inauguration of the Berlin Phonographic Archives in 1900 is an impor-
tant and noteworthy event from the viewpoint of the development of research
on traditional music. Also, concerning the documentation of the Polish-language
traditional repertoire, this centre is marked by an important achievement dating
back to 1913, thanks to which one of the oldest collections of prayers, songs, vocal,
vocal-and-instrumental and instrumental pieces recorded in the former district of
Neustadt (today Prudnik) has survived to this day. This happened in the towns of
Polnisch-Rasselwitz, Sedschiitz and Pechhiitte. It is worth mentioning that at that
time, this was Prussian territory, but the name of one of the towns, evolving around
the root words Polskie Ractawiczki, Polonicalis Rastlowitz, Raslawice Polonicalis, Pol-
ski Raslawicz, perhaps reveals connections with the population living there having
a Polish identity.” We can also notice that virtually all of the vocal material in the
collection is performed in Polish or the Silesian dialect.

At that time, the head of the aforementioned institution, founded by Carl
Stumpf, was Erich Moritz von Hornbostel,® who entrusted a phonograph and

3 J. Sobieska, ‘Folklor muzyczny w dwudziestoleciu (1944—64)" [Musical folklore over twenty
years (1944—64)], [in:] Polska muzyka ludowa i jej problemy [Polish folk music and its prob-
lems], ed. J. and M. Sobiescy, Krakéw 1973, p. 585; P. Dahlig, Tradycje muzyczne a ich prze-
miany. Migdzy kulturg ludowa, popularng i elitarng Polski migdzywojennej [Musical traditions
and their transformations. Between the folk, popular and elite culture of interwar Poland],
Warszawa 1998, p. 525; more on the topic: J. Jackowski, Zachowaé dawne nagrania. Zarys
historii dokumentacji fonograficznej i filmowej polskich tradycji muzycznych i tanecznych [Keep-
ing old recordings. An outline of the history of phonographic and film documentation of
Polish music and dance traditions], Warszawa 2014, p. 46-53.

4 J. Jackowski, ap. cit., p. 53-58.

> P. Dahlig, op. cit., p. 526.

¢ J. Jackowski, ap. cit., p. 66-89.

7 Cf ibidem, p. 64.

8 R. Kopal, Zbiér watkéw woskowych ,Schmidt Schlesien” w Berlifiskim Archiwum Fono-
graficznym (Berliner Phonogramm-Archiv)’ [A collection of the ‘Schmidt Schlesien” wax
cylinders in the Berlin Phonographic Archive (Berliner Phonogramm-Archiv)], [in:] R. Ko-
pal, J. Jackowski, M. Pucia, Polskie piesni ludowe na Slqsleu Opolskim przez Paula Schmidta



The First Polish Language Recordings of the Folk Music of Silesia... 245

40 Edison cylinders to a high school teacher, Paul Schmidt. The latter used them to
record the music of the inhabitants of a small area characterised (as he states) by an
interesting culture, located on the Polish-German border. This research prompted
Schmidt to draw far-reaching conclusions about its characteristics, to search for the
external influences it drew from and even to attempt to demonstrate connections
between its elements, such as the melody of speech (dialect) and singing, examples
of which were recorded in the summer of 1913.

The Paul Schmidt collection consists of the recordings of 23 vocal, 2 vo-
cal-and-instrumental and 16 instrumental tunes. These are the oldest known Pol-
ish-language recordings from Silesia, and they include the oldest Polish-language re-
cordings of religious folk music. We hear ballads, songs, short vocal forms, prayers,
vocal-and-instrumental and instrumental pieces (played by a small wind and string
ensemble band called the Lubczyk Orchestra), and a solo pipe playing. The collec-
tion bears the hallmarks of a planned research activity. This is evident in both the
very nature of the recordings and their elaboration that its author undertook and
described in an extensive article published three years later’ (see example 1).

Example 1. P. Schmidt, ‘Bemerkungen iiber das polnische Volkslied in Oberschlesien, besonders
im Kreise Neustadt [Comments on the topic of Polish folk songs in Upper Silesia, in particular
the Neustadt province], Archiv fiir Slavische Philologie, Vol. 36 (1916), p. 1 — title page.

w 1913 r. na fonograf zebrane [Polish folk songs in Opole Silesia by Paul Schmidt in 1913.
Phonograph collection] [text in a booklet with CD], Instytut Sztuki PAN, © 2017, p. 1.

? P. Schmidt, ‘Bemerkungen iiber das polnische Volkslied in Oberschlesien, besonders im Krei-
se Neustadt’ [Comments on the topic of Polish folk songs in Upper Silesia, in particular the
Neustadt province], Archiv fiir Slavische Philologie, Vol. 36 (1916), p. 1-48. This was an aca-
demic journal for Slavic philology published in Berlin from 1876 to 1929.
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Here we find information that he was collecting melodies from that area for
along time. He also includes several dozen transcriptions of works in the above-men-
tioned text, most of which have not survived as recordings. Some, however, are
available both as musical sources and in transcription, most likely done by Schmidt
himself. One of them is the frivolous song Mamuliczko moja [My Mommy], pre-
served in the Schmidt sound collection on wax cylinder number 6 and in the form
of an entry in the article' (see example 2).

Example 2. Mamuliczko moja [My Mommy]. Reproduced from: P. Schmidt, ‘Bemerkungen
tiber das polnische Volkslied in Oberschlesien, besonders im Kreise Neustad? [Comments
on the topic of Polish folk songs in Upper Silesia, in particular the Neustadt province],
Archiv fiir Slavische Philologie, Vol. 36 (1916), p. 37.

As can be seen, in his musical transcription, Schmidt did not use the signs that
were developed later to specify performance manners, and the text transcription is
all the more interesting since the article was published entirely in German.

The contemporary transcription is given below (see example 3).

Schmidt gave the names of the performers and their places of residence. He
also compared the collected melodies and texts with the available song collections,
such as the songbook by Franz Johann Stosek, a local bricklayer. In the 104 songs
it contained, as he stated, he found clear German influences. He also used publi-
cations by Juliusz Roger, Zygmunt Gloger, Hofmann von Fallersleben and others,

10 Jbidem, p. 37.
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Example 3. Mamuliczko moja [My Mommy] — the author’s musical transcription based on:
Polskie piesni ludowe na Slgsku Opolskim przez Paula Schmidta w 1913 . na fonograf zebrane
[Polish folk songs in Opole Silesia by Paul Schmidt in 1913. Phonograph collection], CD,
concept and editing of the series, project coordination by J. Jackowski, published by Instytut
Sztuki PAN [Institute of Art of the Polish Academy of Sciences], © 2017, No. 7.

including Czech and Moravian materials. We can hear the melorecitation of the
Our Father and Hail Mary prayers, folk songs and music performed in Polish, al-
though with a clear dialect in the singing. This is not exactly the dialect that is used
in colloquial speech, but at the same time, even songs for which written sources
in Polish can be found are subject to such singing. This is the case with the ballad
Prawdziwa milos¢ [True love] incipit “W pielgrzymiej szacie’ [In a pilgrim’s robe],
whose text and melody were published, inter alia, on the pages of the Lutnia pol-
ska'! collection edited by Leon Noel (born Leon Kociatkowski) in 1885 in Poznan
(see example 4).

It is difhicult to say whether the woman named Sacher, whose singing was re-
corded by Schmidt, did not know all of the stanzas, or whether presenting only four
of them was determined by the limited possibilities of the media; the most fully
used roller does not exceed 2.5 minutes, however, it contains two separate versions.
Yet, this is the longest single piece in the entire collection.

The modern transcription is given in example 5.

W Lutnia polska. Zbidr piesni i piosenek obyczajowych i okolicznosciowych, mitosnych, aryi i dumek,
piosenek wiejskich: mazurdw, krakowiakdw, kujawiakdw, obertaséw, piosenek dla rzemiesinikéw,
weselnych i réznej innej tresci. Z melodyami [Lutnia polska. A collection of custom and folk
love songs and hymns, arias and dumkas, country songs: mazurkas, krakowiaks, kujawiaks,
obertas, songs for craftsmen, weddings and various other content. With melodies], composed
by L. Noel (Leon Kociatkowski), Poznari 1885, Vol. 2, pp. 22-27.



248 Mariusz Pucia




The First Polish Language Recordings of the Folk Music of Silesia... 249

Example 4 (pp. 248—249). The True Love ballad [In a pilgrim’s robe]. Reproduced from: Lutnia
polska. Zbidr piesni i piosenek obyczajowych i okolicznosciowych, mitosnych, aryi i dumek,
piosenck wiejskich: mazurdw, krakowiakéw, kujawiakéw, obertaséw, piosenck dla rzemiesinikéw,
weselnych i réznej innej tresci. Z melodyami [Polish lute. A collection of custom and folk
love songs and hymns, arias and dumkas, country songs: mazurkas, krakowiaks, kujawiaks,
obertas, songs for braftsmen, weddings and various other content. With melodies], composed
by L. Noel (Leon Kociatkowski), Poznan 1885, Vol. 2, pp. 22-27.

Example 5. W pielgrzymiej szacie [In a pilgrim’s robe] — the author’s musical transcription

based on: Polskie piesni ludowe na Slgsku Opolskim..., No. 3.
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1. Young maid in pilgrim’s robe

Went to the monastery in the woods

Came to the gate, bashfully reaching the cord
With her hand, the bells rang,

Out comes the sad monk.

2. ‘Praised be Jesus Christ’

‘Forever and ever’ — says the monk.
And when he looked in her eyes,

Her heart beat abruptly,

And a sad tear ran down from her eye.

3. Looking down shyly,

She asks humbly:

‘Oh, tell me father, do you happen to know
Whether my beloved one

Lives here, in this sad monastery in the woods?’

4. ‘Oh, beautiful maid,

How can I recognize your lover?’
‘By his furry array,

And by his blue look,

That is nicer than a spring morning.’*?

Here, especially in the second stanza, we can see the accumulation of dialect
vowel slants. An interesting, though probably unresolved question is the issue con-
cerning the accidental or intentional convergence between the intonation noted in
the songbook and the performance, and thus the possibility that a songbook was
used, although, as one can see, the vocal performance shows many variants. At the
same time, among the recorded songs is the German ballad Bylo dwoje krélewskich
dzieci [There were two royal children]. This is how Schmidt entitled the recording
made by a band called the Orkiestra Lubczyk [Lubczyk orchestra] on wax cylinder
No. 22, although this really popular melody can be heard in the song entitled Pies
weselna [A wedding song], located on wax cylinder No. 10. One can hear men’s
voices singing in the background (melodies accompanying the clarinet and bari-
tone), but it was impossible to reconstruct the text (see example 6).

Several singers, accompanied by the Lubczyk Orchestra, also performed a song
in Polish described here as German with Polish Text. In fact, it is a translation of the
German song Der Bauer ist ein Ehrenmann [The farmer is a gentleman], published
in Leipzig in Gizewiusz’s songbook from 1846." Paul Schmidts technical skills in

2 Translated by: K. Duliriska, [in:] R. Kopal, J. Jackowski, M. Pucia, Polskie piesni ludowe na
Slgsku Opolskim. .., p. 61.

B G. Gizewiusz, Spiewnik szkolny i domowy dla wesotej i niewinnej miodziezy naszej [A school and
home songbook for our cheerful and innocent youth], Lipsk 1846. There are many indications
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Example 6. Pies7i weselna [A wedding song] — the author’s musical transcription based on:

Polskie piesni ludowe na Slgsku Opolskim. .., No. 11.

recording sound still remain a mystery. The described recording is of extraordinarily
high quality. The instruments included in the ensemble, differing in volume, can be
heard quite clearly on the recording. Schmidt probably had to place them suitably
to even out the sound.'

The mentioned orchestra, being a small single line-up (clarinet, trumpet, ten-
or, trombone, tuba interchangeable with double bass, violin and supportive viola),

that only a few copies of this songbook have survived to this day in libraries. Cf A. Wycisk,
“Spiewnik szkolny i domowy dla wesolej i niewinnej mlodziezy naszej Gustawa Gizewiusza™
[A school and home songbook for our cheerful and innocent youth by Gustaw Gizewiusz],
Komunikaty Mazursko-Warmirskie 1960, No. 2, p. 213-235.

More on this topic: A. Rutkowska, ‘Kilka uwag na temat jakosci dokumentalnych nagran
Paula Schmidta’ [A few remarks on the quality of documentary recordings by Paul Schmidyt],
[in:] R. Kopal, . Jackowski, M. Pucia, Polskie piesni ludowe na Slgsku Opolskim..., p. 34-37.
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is another unresolved puzzle, because we know almost nothing about it, we only
know the orchestra’s name and its recordings. Schmidt did not write down the
names of the members, but he reported that the orchestra did not play from ready-
made, written arrangements, since the instrumentalists were not necessarily able
to read sheet music, and the ability to play was passed on from generation to gen-
eration through listening. Interestingly, each instrument assumes a certain role in
a particular piece, depending on the ensemble composition at a given time. Accord-
ing to Schmidt, the players show an amazing harmonic sensitivity here."

He emphasised that no instrument is simply accompanying here, but all of
them play their solo melody (including the tuba!). The improvisation makes the
sound different depending on who is playing the instrument. Everyone tries to say
something about themselves. In practice, this is most often manifested in the spon-
taneous addition of figurations and turns. Nevertheless, the texture of the ensemble
consists most often in the trumpet playing the main melody and the clarinet dou-
bling it or moving mainly in thirds or sixths in relation to it (sometimes it is the op-
posite: the clarinet plays the main role); the tenor fulfilling a melodic, supportive or
mixed function; and the trombone playing the main melody, sometimes doubling
some fragments of the tube part. The latter, in turn, performs interchangeably with
the double bass in the ensemble, maintaining a constant pulse on strong parts of
the bars, without avoiding solo interludes. Melodic violins and a viola also appear,
interchangeable with the tenor, serving as a supportive function.

An example of O wojno, wojno [Oh War, War] by the Lubczyk Orchestra, wax

cylinder 34, is given below (see example 7).

5 Cf P. Schmidyt, op. cit., p. 9.
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Example 7 (pp. 252—253). O wojno, wojno [Oh war, war] — the author’s musical transcription
based on:

Polskie piesni ludowe na Slgsku Opolskim. .., No. 42.

The recording and publication of the article took place just before and during
World War L. In the journal Archiv fiir Slavische Philologie [Slavic Philology Ar-
chives], the author admitted that he was planning further research activities, so per-
haps it was the raging armed conflict that stood in the way of their implementation.
He described the Neustadt neighbourhood, which he considered to be a border
area, from the perspective of a folk song, pointing out the most interesting features
of the culture of the community in question, demonstrating similarities, differences
and influences, which were German, Czech and Moravian.
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Two great wars, also taking place in this area, have left traces in the form of
the graves and memories of former inhabitants. Research carried out after World
War II shows that intensified migration movements related to armed conflicts and
the decisions of superpowers did not significantly affect the structure of the com-
munities of Ractawiczki, Smolarnia and Dziedzice. In the 1950s, the so-called Sile-
sian team conducted field research. Then, in the years 1958—1983, many recordings
of the residents were made as part of the activities of the Regional Broadcasting
Station of the Polish Radio in Opole, and this project was headed by editor Stani-
staw Smietowski.

Today, these materials are stored in the archives of the Institute of the Polish
Academy of Sciences in Warsaw and the Regional Broadcasting Station of Polish
Radio in Opole, and copies of some of the tapes are probably at the Polish Radio
Archives in Warsaw. Another collection, which includes performances of the inhab-
itants of the towns of interest to us, is in the possession of the Museum of Opole
Silesia. This material is very similar to Paul Schmidt’s collection. These conclusions
are confirmed by research on the history of this area, initiated and conducted till
present by Robert Hellfeier, a former resident of Smolarnia.'® The analyses of the
resettlements that took place after World War II, which were conducted and pub-
lished as part of the activities of the Museum of Opole Silesia,'” also seem to con-
firm these assumptions.

At the end 0f 2017, Paul Schmidt’s recordings were released on a CD by the In-
stitute of Art of the Polish Academy of Sciences in cooperation with the Berlin Pho-
nographic Archive. The originator of the publication was Dr Jacek Jackowski. The
album has now spread across the region, and I have given out over 100 copies of it.
We also took it to the places where the recordings were made. In February 2019,
we organised a concert there entitled Piesni wracajq do domu [Songs return home].

Among the numerous inhabitants who came to the concert, we found many
having the same surnames and remembering a lot of the repertoire recorded by
Schmidt, and most importantly, attaching great importance to this fact. We also
managed to engage alocal brass band, which, after just two rehearsals, could perform
and play transcriptions of pieces recorded by the Lubczyk Orchestra from 1913.
The most important feature demonstrated by the participants of these meetings was

16 Cf R. Hellfeier, Smolarnia. 350 lat historii [Smolarnia. 350 years of history], Smolarnia
2014.
Cf. E. Dworzak, M. Goc, ‘Pochodzenie terytorialne ludnosci naptywowej i geografia powo-
jennych osiedlen na wsi opolskiej. Zestawienie danych zrédtowych w zachowanych rejestrach
osiedlonych i protokotéw przekazania gospodarstw’ [Territorial origin of the immigrant pop-
ulation and geography of post-war settlements in the Opole countryside. A list of source data
in the preserved settlement registers and farm transfer protocols], Opolski Rocznik Muzealny
2011, Vol. 18, Section 2.

17
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their willingness to preserve their heritage. Perhaps we should look more closely at
this trait, because it caused the culture of influences and borderlands to survive to
this day despite many unfavourable conditions.

Translated by Jan Kobylecki
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Pierwsze polskojezyczne nagrania muzycznego folkloru Slaska
2 1913 roku, czyli berlinski zbiér Paula Schmidta

Streszczenie

Polnisch-Rasselwitz, Sedschiitz i Pechhiitte — to trzy miejscowosci na Opolszezyznie, no-
szace dzi§ nazwy: Raclawiczki, Dziedzice i Smolarnia, gdzie w 1913 roku Niemiec Paul
Schmidt zaplanowat i zrealizowal na watkach Edisona najstarsze znane polskojezyczne na-
grania muzyki ludowej na Slasku i jedne z najstarszych zachowanych nagraf muzyki trady-
cyjnej w Polsce (obok zbioru Juliusza Zborowskiego z tego samego czasu), po czym w 1916
roku, szeroko je opisujac, wysunat wnioski na temat kultury regionu — pogranicznej: innej
niz ogélnopolska, odmiennej tez od niemieckiej. Poréwnawcze badania historii, struktury
i kultury muzycznej tej spolecznosci przekonuja, ze — pomimo oczywistych strat — jej rdzed
trwat do polowy lat osiemdziesigtych XX wicku. Krytyczne wydanie zbioru Paula Schmid-
ta ukazalo si¢ nakladem Instytutu Sztuki PAN w Warszawie, we wspéipracy z Berlifiskim
Archiwum Fonograficznym, otrzymalo tez I nagrode¢ na konkursie Polskiego Radia ,,Fono-
gram Zrédet 20177

The First Polish Language Recordings of the Folk Music
of Silesia from 1913, i.e. the Berlin Collection of Paul Schmidt

Summary

Polnisch-Rasselwitz, Sedschiitz and Pechhiitte, today called Ractawiczki, Dziedzice and
Smolarnia, are the three villages in Opole Silesia where in 1913 Paul Schmidt, a German,
made the oldest known Polish-language recordings of folk music in Silesia and some of the
oldest preserved recordings of traditional music in Poland (apart from Juliusz Zborowski’s
collection from the same time). In 1916 he described them in detail and drew conclusions
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about the culture of the region, claiming that it was a borderland culture, different from
Polish and German cultures. Comparative studies of the history, structure and musical
culture of that community prove that, despite the losses it suffered, its core survived until
the mid-1980s. A critical edition of Paul Schmidt’s collection has recently been published
by the Institute of Art of the Polish Academy of Sciences in cooperation with the Berlin
Phonographic Archive, and it has been awarded the first prize in Polish Radio’s ‘Phonogram
of Sources 2017’ competition.
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Twérczosc kompozytorow slaskich
(XVIII—XXI wiek)

Music by Silesian Composers
(18th—21st Centuries)






MILOSZ KULA

Akademia Muzyczna im. Karola Lipinskiego we Wroctawiu

Idiomatyczne cechy jezyka muzycznego symfonii
Carla Dittersa von Dittersdorfa

Zyjacy w latach 1739-1799 Carl Ditters von Dittersdorf byt co prawda rodowi-
tym wiedericzykiem, jednak wickszo$¢ swojego dojrzatego zycia spedzit na Slasku.
Jego korpus dziet symfonicznych bedacy przedmiotem niniejszego artykutu w du-
zej mierze powstat na zamku Janowa Goéra (czes. Jansky Vrch, niem. Johannisberg)
w Javorniku na dworze ksigcia-biskupa wroctawskiego Philippa Gottharda von
Schaffgotscha. Pierwsze wykonania tych kompozycji odbyly si¢ wlasnie tam oraz
w wielu innych §laskich miastach (takich jak Wroctaw, Nysa, Olesnica, Krzeszéw
czy Slezské Rudoltice). Ta okolicznos¢ uzasadnia umieszczenie niniejszego tekstu
w tomie T7adycje slgskiej kultury muzycznej.

Do tej pory symfoniczny dorobek Dittersdorfa w duzej mierze byt opisywany
z odleglej perspektywy, bez wchodzenia w zagadnienia szczegétowe. Zakres po-
dawanych informacji ma jedynie syntetyczny profil. Wiedza zawarta w opracowa-
niach sprowadza si¢ do obiegowych hasel, takich jak pokazna liczba dziel, lekkos¢
i przejrzysto$¢ formy i faktury, podobnie jak u Haydna, duza doza humoru czy
inspiracje muzyka ludowa. Istnieje juz bodaj kilkanascie syntez zawierajacych tych
kilka akapitéw w niemal identycznym brzmieniu'. Nie trzeba udowadnia¢, ze tego
rodzaju charakterystyka jest tylez splycajaca, co wrecz krzywdzaca dla opisywanej
spuscizny stu kilkudziesigciu utworéw.

! Do najwazniejszych syntez na temat gatunku symfonii badZz muzyki orkiestrowej naleza:
L. Finscher, Symphonie, Kassel etc. 2001; J. Spitzer, N. Zaslaw, The Birth of the Orchestra. His-
tory of an Institution, 16501815, Oxford 2004; D. Wyn Jones, The Symphony in Beethoven’s
Vienna, Cambridge 2007; The Cambridge Companion to the Symphony, ed. J. Horton, Cam-
bridge 2012.



262 Mitosz Kula

Do tej pory autorami najobszerniejszych opracowan obejmujacych symfonie
Dittersdorfa en masse sa Stephan Kunze® i Richard Will>. W obu wypadkach nie
przekraczaja one kilku stron opisu. Totez potrzeba wniknigcia w interesujaca nas
spuscizng na bardziej szczegbtowym poziomie stata si¢ asumptem do powstania
niniejszego artykutu. Ze wzgledéw objetosciowych, majac swiadomos¢, ze wyczer-
panie tematu wymagatoby wielostronicowego opracowania teoretycznego, autor
zdecydowat si¢ pochyli¢ nad aspektami niezb¢dnymi do odréznienia dorobku Dit-
tersdorfa od twérczosci innych kompozytoréw mu wspétczesnych.

Generalia

Liczba symfonii skomponowanych przez interesujacego nas kompozytora do tej
pory nie jest uznana za ostateczng. Istnieja dwa katalogi uwzgledniajace t¢ spuscizng.
Sporzadzony w 1900 roku przez Carla Krebsa katalog dziet wszystkich Dittersdorfa
miesci 127 symfonii®. Zbiér ten zawiera pewne niescistosci, powtdrzenia, niepetne
informacje, co sam autor zreszta zastrzega we wstepie do opracowania. Drugim
katalogiem jest aneks do pracy doktorskiej amerykariskiej muzykolog Margaret
Grave’. Owocem tytanicznej pracy wykonanej na przetomie lat 60. i 70. XX wieku
jest zbidr obejmujacy w sumie 209 kompozycji, mieszczacy w sobie utwory pew-
nego autorstwa (authentic), domniemanego pochodzenia (questionable), watpliwe
(doubtful) i blednie mu przypisane (unauthentic). Wyltaczywszy t¢ ostatnig grupe,
nalezy oszacowa¢ dorobek symfoniczny Dittersdorfa na 123—179 dziel. Osiem lat
p6zniej (w 1985 roku) katalog ten zostat zaktualizowany®.

Niezaleznie od precyzji obecnego stanu badan trzeba wyraznie podkresli¢, ze
Dittersdorf jest absolutnym rekordzista w historii muzyki pod wzgledem liczby
skomponowanych symfonii: ogélna liczba oscylujaca powyzej 130 dystansuje uwa-
zanych za najplodniejszych twércoéw tego gatunku, takich jak Joseph Haydn czy
Johann Baptist Vanhall. W tym gronie wymienia si¢ réwniez takich symfonikéw,

% S. Kunze, Die Sinfonie im 18. Jahrbundert, Bd. 1 (w serii ,Handbuch der musikalischen Gat-
tungen®), Laaber 1993, s. 205-208.

> R. Will, Carl Ditters von Dittersdorf, [w:] The Symphonic Repertoire, vol. 1: The Eighteenth-
Century Symphony, Bloomington 2012, s. 483—-497. Warto nadmieni¢, ze opracowanie to jest
bogate w przyktady nutowe zajmujace ponad potowe objetosci rozdziatu.

4 C. Krebs, Dittersdorfiana, Berlin 1900, s. 56-86.

> M. Grave, First-Movement Form as a Measure of Dittersdorf’s Symphonic Development, New
York 1977, s. 346-544. W tresci niniejszego artykutu oznaczenia pozycji katalogowych zo-
staly zaczerpnigte z tego wykazu.

& The Symphony 1720—1840. A Comprehensive Collection of Full Scores in Sixty Volumes, eds.
B. Brook, E. Badura-Skoda, M. Grave, series B, vol. 1, New York—London 1985.
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jak Johann Melchior Molter (1696-1765) i Franz Xaver Pokorny (1729-1794),
bedacych autorami odpowiednio 160 i 145 symfonii. Jednak w $wietle obecnych
badan w obu wypadkach liczby te uznaje si¢ za zawyzone, a prawie polowa poda-
nych utworéw najpewniej miata innych autoréw’.

Symfonie Dittersdorfa powstawaly gléwnie migdzy rokiem 1757 a 1793. Do-
niesienia na temat tych najwczesniejszych pochodza z autobiografii kompozytora,
gdy Carl terminowat jeszcze na dworze ksigcia Josepha Friedricha von Sachsen-
-Hildburghausena (1702-1787) w Wiedniu. Ostatnia zostata datowana odpowied-
nig inskrypcja w rekopisie. Jest wige rzecza naturalna, ze kolejne kompozycje doj-
rzewaly wraz z ich twérca.

Do tej pory pojawito si¢ kilka préb periodyzacji symfonicznej spuscizny Dit-
tersdorfa. Najprostszy podziat — na trzy okresy — proponuja Margaret Grave® i Ri-
chard Will’. Wedtug Willa do kompozycji wezesnych zaliczy¢ nalezy te powsta-
te przed rokiem 1773, nastepnie z okresu 1773-1788 oraz 1788-1793. W tym
wypadku zastosowano bardziej kryterium historyczne (czy wrecz biograficzne) niz
stylistyczne. Rok 1773 to data nobilitacji kompozytora (co przez zmiang nazwiska
wydatnie utatwia datowanie kompozycji), a 1788 to rok wizyty w Berlinie zwiaza-
nej z bezowocnymi staraniami o angaz na dworze kréla pruskiego.

Najliczniejsza grupe wérdéd utworéw reprezentujacych ten gatunek stanowig
symfonie w tonacji D-dur. Jest ich, w zaleznosci od stopnia autentycznosci, od po-
nad 30 do blisko 60. Stanowia wigc okoto 30% catego korpusu symfonicznego Dit-
tersdorfa. Nie ma w tym nic nadzwyczajnego, zwazywszy na fakt, ze ze wzgledéw
wykonawczych jest to jedna z najwygodniejszych tonacji dla instrumentéw smycz-
kowych. Dittersdorf sam byl skrzypkiem, wiec znakomicie rozumial mozliwosci
brzmieniowe i wykonawcze tej grupy instrumentalnej, stanowiacej trzon obsady
wszystkich utworéw orkiestrowych. Ponadto rozpatrujac zestawienie symfonii pod
wzgledem tonacji, mozna zaobserwowaé wyrazna dominacj¢ tonacji uznawanych
za wygodne dla smyczkéw, a wiec C-dur, G-dur, A-dur. Zauwazalne jest przy tym
jedynie incydentalne stosowanie tonacji molowych. Ich unikanie byto réwniez zu-
petnie powszechne w drugiej potowie XVIII wieku. Liczba znakéw przykluczowych
w zasadzie nie przekracza trzech. Analizujac preferencje co do konkretnych tonagji
w zaleznos$ci od okresu twérczosci, nie jesteSmy w stanie odnalezé zauwazalnych
zwiazkéw.

Orkiestra Dittersdorfa na przestrzeni dekad zmienita si¢ w znacznym stop-
niu. Odnotowa¢ jednak trzeba, ze Dittersdorf nie byt az tak odwazny i zdecydo-
wany we wprowadzaniu nowych instrumentéw do zespotu, jak cho¢by Mozart czy

7 Zob. B. Strézynska, Symfonia w XVIII-wiecznej Polsce. Teoria, repertuar, cechy stylistyczne,
E6dz 2015, s. 107-108.

8 M. Grave, 0p. cit., s. 7.

® R.Will, op. cit., s. 483-497.
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kompozytorzy szkoly mannheimskiej. Wezesne symfonie Dittersdorfa byly wha-
$ciwie o§mioglosowe (Sinfonia a 8 voci) — pisane na kwartet smyczkowy, 2 oboje
i 2 rogi. Zgodnie z ustalona w owym czasie tradycja ostatnie dwie pary tworza nie-
naruszalny trzon obsadowy instrumentéw detych. Wystepuja bez wyjatku w kazdej
symfonii i nie sa zastgpowane na przyklad przez flety. Tym whasnie réznia si¢ od
wezesnych symfonii m.in. Johanna Stamitza, ktdry z poczatku w utworach tego
gatunku zaktadatl tylko obsad¢ smyczkowa. Maksymalny sktad, jakim postugiwat
si¢ Dittersdorf w swoich symfoniach, to: 2 flety, 2 oboje, 2 fagoty, 2 rogi, 2 trabki,
para kottéw, I skrzypce, II skrzypce, altéwki i basy (czyli wiolonczele z kontraba-
sami). Jednak okoto 70% wszystkich symfonii utrzymuje ten podstawowy sktad,
stosowany réwniez w pézniejszych kompozycjach.

W zadnej, nawet najwcze$niejszej symfonii kompozytor nie uzyt basso conti-
nuo. Tym samym w obsadzie zadnego utworu nie wystepuja organy ani klawesyn.
Konsekwencjg tego wyboru wida¢ w traktowaniu grupy basowej. Partia fagotu jest
fakturalnie zblizona raczej do fletéw i obojéw niz do wiolonczel i kontrabaséw.
Wyraznie §wiadczy to o nowoczesnym podejsciu kompozytora do obsady i faktury
kompozycji. Z drugiej strony Dittersdorf nigdy nie stosuje w swoich symfoniach
klarnetéw. Tym razem jest to przejaw raczej zachowawczego podejscia do nowosci
i do tego instrumentu, tak dynamicznie si¢ rozwijajacego i ch¢tnie wprowadzanego
do orkiestr tamtego czasu.

Dorobek symfoniczny Dittersdorfa jest ponadto jaskrawym zaprzeczeniem
osiemnastowiecznej praktyki zamiennego nazewnictwa gatunkowego poszczegdl-
nych utworéw. Czgsto nie sposéb odrézni¢ sonate, symfonie, divertimento czy se-
renadg, ktére w tworczosci wielu kompozytoréw tamtych czaséw sa tytutowane
zamiennie, nie rézniac si¢ zasadniczo w wewnetrznej strukturze. Prowadzi to do
konfuzji przy przyporzadkowywaniu danej kompozycji do konkretnego gatunku'.
Natomiast w wypadku Dittersdorfa symfonia jest wyznaczona bardzo precyzyjnymi
i w zasadzie niezmiennymi cechami gatunkowymi''. Jest to zawsze i bez wyjatku
utwér czteroczesciowy (do poczatku lat 60. XVIII wieku — trzyczgsciowy) w ukta-
dzie czgsci: szybka — wolna — menuet — final; w obsadzie orkiestry klasycznej. Dit-
tersdorf pisat réwniez utwory o cechach zblizonych do symfonii (np. serenady),
ale wéwczas zakladaly one inng budowe (zazwyczaj pigcioczgsciowa) i sktad (dla
przyktadu: jeden glos skrzypiec, dwie altéwki, basy i dwa rogi — bez obojéw). Byly

19 Nalezy wspomnie¢ w odniesieniu np. do W.A. Mozarta, ze w wyniku doglebnych studiéw
nad cechami gatunkowymi, architektonika i Srodkami stylistycznymi Neil Zaslaw postuluje
uznanie razem 98 (!) kompozycji wiederiskiego mistrza za symfonie. Wsrdd nich wymienia
m.in. symfonie wykorzystywane takze jako uwertury, symfonie wyodrebnione z serenad or-
kiestrowych. Zob. N. Zaslaw, Mozarts Symphonies. Context, Performance Practice, Reception,
Oxford-New York 2001, s. 510555 passim.

1t Zob. M. Grave, 0p. cit., s. 21.
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one na tyle odmienne, ze odréznienie gatunkowe jest mozliwe juz w pierwszym
kontakcie z danym utworem. Ilekro¢ zatem w Zrédlach pochodzacych od samego
kompozytora jest mowa o symfoniach, mozemy bez ryzyka przyjmowaé, ze ro-
zumial on ten termin wedlug nowoczesnych kryteridéw, przyjetych w pézniejszej,
ustalonej terminologii teoretycznomuzyczne;.

Kompozytorami, ktérzy wywarli najwickszy wptyw na ksztattowanie jezyka
dzwigkowego symfonii u Dittersdorfa w poczatkowym okresie jego twérczosci, byli
Georg Christoph Wagenseil (1715-1777) i Joseph Haydn (1732-1809).

W sensie architektonicznym forma u Dittersdorfa do$¢ szybko ewoluowata
w strong czteroczgsciowosci. W catkowitym korpusie symfonii odnajdujemy zaled-
wie 19 kompozycji trzyczgéciowych. Okoto potowy lat 60. XVIII wieku ten model
formalny zostat przez kompozytora porzucony na rzecz struktury czteroczgéciowej,
juz na zawsze i bez sentymentéw. Jednak uktady trzyczesciowe nie sa identyczne.
Czgciej pojawiajg si¢ symfonie o schemacie szybka — wolna — bardzo szybka, incy-
dentalnie za$ uktad szybka — wolna — menuet (np. w Eb-6). Oba rozwiazania maja
swoje zrédto we wloskim wzorcu formalnym, ktére w poczatkowej fazie twérczosci
byly silnym Zrédlem inspiracji.

Architektonika, harmonika, motywika

Analizujac przebieg muzyczny symfonii Dittersdorfa, nalezy stwierdzié, ze narra-
¢ja prowadzona jest w gléwnej mierze przez grupe I skrzypiec, tylko incydental-
nie przechodzac do innych grup (zwlaszcza baséw, rzadziej II skrzypiec). Jedynie
w ostatnich symfoniach Dittersdorf nadaje instrumentom dg¢tym status aparatu
wykonawczego, ktéry wprowadza istotny materiat tematyczny. Powszechnym roz-
wigzaniem w dyspozycji gloséw symfonii jest wyréznianie dwéch gloséw altéwko-
wych. Dzieje si¢ tak przynajmniej w kilkunastu wypadkach. W istocie jednak au-
tonomia tych dwéch partii jest znikoma i sprowadza si¢ do lokalnego prowadzenia
gloséw w réwnoleglych tercjach. Rola altéwki, idac z duchem czasu, zwigksza si¢
w ciagu kolejnych lat — poczatkowo instrument ten zaledwie dubluje grupg basowa,
z czasem fakturalnie wspoétgra ze skrzypcami, by ostatecznie tworzy¢ w miarg samo-
dzielny glos wypetniajacy srodkowy rejestr. Stosunkowo rzadko kompozytor uzywa
zdwojen, tak czgsto stosowanych chociazby u Haydna. Owszem, pojawiaja si¢ one
w pézniejszych symfoniach, lecz zjawisko to nie stato si¢ zasada. Latwiej zaobser-
wowac raczej ,,chérowe” traktowanie sekgji detej, ktéra tworzy korpus brzmienio-
wy zintegrowany wewnetrznie, w mniejszym zas$ stopniu przyporzadkowany odpo-
wiednim rejestrom w sekeji smyczkowe;j.

Rogi, trabki i kotly pelnia podstawowa funkcje przeznaczong tej grupie — czy-
li przede wszystkim wzmacniaja brzmienie orkiestry w momentach waznych dla
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przebiegu narracji utworu. Niemal zawsze graja fanfary w dynamice forze lub fortis-
simo, podkreslajac sktadniki akordu tonicznego lub dominantowego. Nieco wigk-
szg role w tej sekcji odgrywaja rogi, ktére zyskuja na znaczeniu, bedac fakturalnie
zblizonymi do grupy instrumentéw detych drewnianych. Kompozytor zazwyczaj
powierza im dtugie dzwigki albo nadaje funkcj¢ harmonicznego dopetnienia tresci
prezentowanej przez grupg smyczkowa.

Zamilowanie do kontrastéw, zwlaszcza we wezesniejszych symfoniach, wyraz-
ne jest w zestawianiu lirycznego tematu w dynamice piano z mocnym, zdecydo-
wanym fragmentem, wzmocnionym dodatkowo przez elizj¢ — jeden z najchetniej
stosowanych przez Dittersdorfa zabiegéw'?. Poza liryzmem widoczne sg daznos¢ do
przejrzystoéci fakturalnej i dobitnego podkreslania elementéw formy dzieta, a takze
oszczgdne operowanie chromatyka.

| czes¢

Wszystkie formy przechodzg istotne przemiany w miare uplywu czasu, co wida¢
na licznych przykladach. Dittersdorf jedynie na poczatku swojej drogi twérczej
budowatl symfonie wedlug trzyczg$ciowego schematu: szybka — wolna — szybka.
Okoto potowy lat 60. XVIII wieku porzucit ten model i juz nigdy wigcej do niego
nie wrécil (inaczej niz np. u Mozarta, chociazby w XXXVIII Symfonii ., Praskiej”
KV 504). Jedli chodzi o odstgpstwa od sekwencji temp w cyklu czteroczedciowym,
odnotowane wyjatki podyktowane zostaly tre§ciami pozamuzycznymi (Symfonie
» Owidiuszowe”) albo byly to raczej pojedyncze eksperymenty.

Tylko w najwczesniejszych symfoniach niemozliwe lub trudne do odnalezie-
nia sa chocby zalazki formy sonatowej w ich pierwszych ustgpach. Kilka z nich
wykazuje budowe ztozona z dwéch czastek (z repetycjami kazdej z nich). Podob-
nie jak u Haydna, przebieg konstrukgji byt od poczatku bardzo spéjny i logiczny.
Jak podaje Richard Will, 54 z 64 symfonii powstatych mniej wigcej przed rokiem
1773 wykorzystuje forme sonatowa. Pozostale mieszczg si¢ migdzy ukladem so-
natowym a binarnym w ten sposéb, ze powtarzaja swoj pierwotny material w to-
nacjach innych niz tonika, a powrét do niej realizujg przez wprowadzenie nowej
tresci'.

Na przestrzeni lat obserwuje si¢ zwigkszenie rozmiaréw symfonii, a zatem ich
poszczegdlnych czesci. Najwezesniejsze poczatkowe allegra wykazujace jeszcze for-
mg¢ binarna, nie wliczajac repetycji, licza po kilkadziesiat taktéw (60-80). Pdzne
czgéci otwierajace osiagaja ponad 200 (230-240) taktéw. Te coraz wigksze rozmiary

12 R. Will, op. ciz., s. 484.
13 Ibidem, s. 483.
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biorg si¢ z obfitosci i powtarzania muzycznych pomystéw, a takze z wigkszych roz-
miaréw tychze pomystéw samych w sobie. Dodatkowo rozleglo$¢ planéw mu-
zycznych uobecnia si¢ w strukturze melodycznej i harmonicznej, ktéra ewoluuje
ze spdjnych jedno- czy dwutaktowych figur w strong dtuzszych melodii, rozpigtych
na bardziej ztozonych nastepstwach funkeji harmonicznych.

Nie tak czgsto stosowat Dittersdorf wolny wstep do symfonii. Wyste¢puje on co
najmniej w 10 kompozycjach, zbyt rzadko zatem, aby méwic tu o pewnej zasadzie
konstrukcyjnej. Najistotniejsze z punktu widzenia tego elementu wydaje si¢ to, ze
wolny wstep odnajdujemy juz w najwczesniej datowanych utworach (sprzed 1766
roku). Powrét do tego rozwigzania — aczkolwiek na bardzo maty skale — obserwu-
jemy réwniez w latach 70. i 80. XVIII wieku. We wszystkich wypadkach tonacja
wstepu jest identyczna z allegrem, co jest oczywiste z perspektywy przeznaczenia
takiego wstgpu, czyli utrwalenia funkeji triady harmonicznej przygotowujacego
V stopieni tonacji. Dla uwypuklenia tego efektu wskazane byto zrealizowanie go
w fanfarowo-anonsujacym charakterze o wyrazistej melodyce i dynamice forze.

Temat czotowy w cz¢dciach otwierajacych utwér wykazuje duze zréznicowanie
w zaleznosci od okresu. We wezesnych symfoniach (mniej wigeej do roku 1770) byt
on wywodzony gtéwnie z powtarzajacych si¢ jedno- lub dwutaktowych zwrotéw.
Wzigwszy pod uwagg niewielkie rozmiary calej czgéci (zwlaszcza w poczatkowym
okresie), stanowit on wazny element w jej strukturze. We wezesnym okresie zwra-
ca uwagg rowniez swoiste wygtadzanie lapidarnosci i pierwiastka ruchowego przez
naturalny liryzm w temacie otwierajacym. Od lat 80. XVIII wieku temat bardzo
czgsto ma budowe dwuczgsciowa, wewngtrznie skontrastowana. Motyw pierwszy
tematu na og6t ma posta¢ roztozonego akordu tonicznego. Jest wyraziscie zaak-
centowany dynamika forze lub fortissimo oraz dtuzszymi wartosciami rytmicznymi,
drugi z kolei roztadowuje napigcie opadajacym rysunkiem melodii, delikatniejszym
charakterem. Kontrast tematu drugiego opiera si¢ na wykorzystaniu niemal wszyst-
kich zdobyczy kolejnych dekad XVIII wieku w zakresie operowania elementami
dzieta muzycznego. Pod wzgledem planu tonalnego odbywa si¢ to przez podanie
tematu w tonacji molowej lub dominanty. Linia melodyczna nabiera fagodnego,
kantylenowego ksztattu. Dynamika utrzymana jest na poziomie piano lub pianissi-
mo. Ponadto czgsto nastgpuje redukcja obsady wykonawczej, osiagana miedzy in-
nymi przez pominigcie instrumentéw basowych.

Po przesunigciu si¢ za znak repetycji we wezesnych kompozycjach tatwo zaob-
serwowa¢ plan harmoniczny si¢gajacy stosunkowo odleglego osrodka tonalnego,
budowanego nawet na VII stopniu skali. Jednak owe modulacyjne sekwencje (za-
réwno oddalajace sig, jak i zblizajace do dominanty) wykazuja fatwe do wysledzenia
schematy. Relacje harmoniczne cz¢sci pierwszych pokazuja zréznicowane strategie
kompozytora majace na celu budowanie napi¢é, wplecionych zreszta w zalozenia
formy (sonatowej badZ dwuczgsciowej).



268 Mitosz Kula

Il czes¢

Czesci powolne najczeéciej upostaciowujg si¢ w formach dwuczgsciowych. Utrzy-
mane s bardzo cz¢sto w tonacjach subdominanty, duzo rzadziej gérnej dominan-
ty. Najczgéciej stosowanym tempem jest andante. W zakresie obsady wykonaw-
czej zauwazy¢ mozna ograniczenie aparatu wykonawczego — poczatkowo tylko do
grupy instrumentéw smyczkowych, pézniej sktad jest pozbawiony jedynie trabek
i kottéw. Interesujacym i dosy¢ powszechnie stosowanym przez Dittersdorfa zabie-
giem w czg$ciach powolnych jest powierzanie instrumentom partii solistycznych.
Zazwyczaj sg to fagot, wiolonczela lub flet. Co wigcej, instrumenty dete umieszcza-
ne w obsadzie solistycznej na ogdl nie wystepuja w pozostatych czgsciach. Blizsze
zapoznanie si¢ z materialem nutowym pokazuje jednak, ze partia solistyczna jest
w istocie iluzoryczna, gdyz jej realizacja odbywa si¢ w catosci colla parte (na ogét
z | skrzypcami), i petni funkeje zaledwie kolorystyczna.

We wczesnych symfoniach rozmiary cz¢éci poczatkowych sg na ogét tak nie-
wielkie, ze nastgpujace po nich ustepy wolne odczuwa si¢ jako wyrazowy punke kul-
minacyjny catego utworu. Ow wyraz waha si¢ od swoistych suchych, ,kroczacych”
andante, powszechnie odnajdywanych w muzyce instrumentalnej potowy stulecia,
do szerszej lirycznej czy wrecez patetycznej frazy.

Il czes¢

Ciekawym zagadnieniem jest miejsce menueta we wczesnych symfoniach Ditters-
dorfa. W wypadku uktadéw trzyczgsciowych w zasadzie si¢ on nie pojawia. W péz-
niejszych symfoniach menuety otrzymuja nazwy temp (np. Moderato, Allegro viva-
ce, Allegro non troppo presto)'.

Menuet ze swojej choreicznej natury byt cz¢scig symfonii o wyjatkowo rozryw-
kowym charakterze. Wedtug niektérych osiemnastowiecznych teoretykéw uzna-
wano go wrecz za czg$¢ nieprzystajaca do powagi calej kompozycji, zaburzajacy jej
naturalny przebieg i wprowadzana do niej, aby zaspokoi¢ gusta niewyrobionych
odbiorcéw". Gdyby péjsé¢ tym tropem, dzi$ juz nieco zabawnie brzmiacym, mozna
stwierdzi¢, ze réwniez w wypadku Dittersdorfa nie brakuje podobnych rozwiazari.
To w menuecie wida¢ najwigcej pierwiastkéw komicznych i tych rodem z muzyki
ludowej. Warto jednak zauwazy¢, ze jawornicki kapelmistrz dostrzegal w tej czesci
réwniez potencjat do wprowadzania bardziej zaawansowanych §rodkéw kompozy-
torskich. Przykladem tego, nie tak odosobnionym, sa menuety w formie kanonéw

1 S. Kunze, 0p. cit., s. 206.
5 B. Strézyniska, op. cit., s. 70-71.
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wystepujace w trzech symfoniach: C-10 (ok. 1768), D-48 (1761-1763) i F-21
(przed 1773). Istotnie, pojawiaja si¢ w nich elementy kanonu, momentami $ci-
stego. Zabieg taki jest trudny do zrozumienia — zdaje si¢ przelamywa¢ pierwotny,
taneczny charakter tej cz¢sci, wyglada troche jak dowcip mlodego kompozytora,
jest by¢ moze oryginalna prébg éwiczenia si¢ w rzemiosle kompozytorskim, a moze
taczy wszystkie te trzy zamierzenia.

IV czesc

Czesci finalowe niemal zawsze utrzymane s w tempach szybkich i bardzo szyb-
kich. Pisane s3 w metrum dwudzielnym. Wezesne finaly bywaja bardzo krétkie.
Czgsto pojawiajace si¢ znaki repetycji podkreslaja ich budowe ztozona z dwéch cza-
stek, a zatem binarna. Co do doboru formy, kompozytor szczegélnie chetnie siegat
po réznego rodzaju rozcztonkowane uktady, niezaleznie od fazy rozwoju jezyka mu-
zycznego. Szczegélnie chetnie wykorzystywat ronda i rozwiazania z sekcjami o kon-
trastujacym charakterze (tempa, trybu tonagji itd.). W poréwnaniu z czgsciami
pierwszymi cechowaty si¢ duzo prostszym ksztattowaniem materiatu dzwickowego,
motoryczng jednolito$cia, rytmiczng jednorodnoscia oraz rzadszym stosowaniem
crescenda. Ponadto i tu wyrazna jest sklonno$¢ do zartobliwych zestawien, a takze
tanecznych rytméw.

Symfonie charakterystyczne

Ewidentnym i najbardziej widocznym wkladem Dittersdorfa w rozwdj symfonii
jest wzbogacenie gatunku o watki programowe. Wsrdd nich nalezy w pierwszej
kolejnosci wymieni¢ sze$¢ (z dwunastu zachowanych) Symfonii na podstawie Me-
tamorfoz Owidiusza, pozostajacych w zasadzie jedynymi wzglednie znanymi kom-
pozycjami Dittersdorfa tego gatunku. Wspélna cecha wszystkich tych kompozycji
jest — co niespotykane wezesniej — podporzadkowanie formy i materiatu dzwigko-
wego owym pozamuzycznym tresciom. Na przyktad pierwsza z szesciu Symjfonii
» Qwidiuszowych” (Cztery wieki swiata) rozpoczyna kompozytor czgscia w tempie
larghetto, podkreslajac tym samym dostojnos¢ Ztotego Wieku. Druga cz¢$¢ nato-
miast (Upadek Faetona) koniczy si¢ fragmentem w tempie Andantino, oddajacym
tragiczny finat przejazdzki syna Heliosa.

Poza Symfoniami ,, Owidiuszowymi” w nurt ten wpisuja si¢ m.in. Sinfonia nel
gusto di cinque nazioni w tonacji A-dur, Il combattimento delle passioni umani w to-
nacji D-dur oraz Il ridotto (po 1773). Pod wzgledem stylistycznym czasem sa one
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klasyfikowane bardziej jako suity z powodu tanecznego charakteru poszczeg6lnych
czedci'®.,

Komizm

Wielokrotnie, czgsto przy najbardziej nawet lapidarnych opisach dorobku sym-
fonicznego Dittersdorfa, pojawia si¢ wzmianka o ,zartobliwosci” rozwigzan mu-
zycznych uzytych w interesujacych nas utworach — na ogét na sposéb podobny do
stosowanego przez Haydna'’.

Jedng z trudnoséci do pokonania jest przedstawienie dwczesnego rozumienia
pojecia humoru. W XVIII wieku nie byto definicji tego pojecia ani tez jasnego roz-
graniczenia migdzy nim a innymi pojeciami, ktére w jakims stopniu zwigzane sg
z humorem: zartem, komizmem czy dowcipem. Jesli poza tym ma si¢ na uwadze,
ze pojecia te w najwazniejszych jezykach europejskich niosty 6w estetyczny dyskurs
czasu, majac zupetnie inne znaczenia, to w tej sytuacji nie mozna oczekiwacé jasnej
odpowiedzi na pytanie dotyczace humoru w twérczosci Dittersdorfa.

Gdyby sprébowa¢ podsumowac t¢ znaczng réznorodnos¢ w muzyce kompo-
zytora, mozna by stosowane przez niego rozwiazania podzieli¢ w zasadzie na trzy
grupy. Najmniej liczna grupa sa przyklady zartu, ktéry ma na celu rozbawienie
stuchacza, ale nie ma konsekwencji w kontekscie przebiegu muzycznego. Nastep-
na wigksza grupa to zabiegi wprowadzajace humor gléwnie dzigki przedstawieniu
okreslonego kontrastu. Wreszcie najwicksza grupa ukazuje dowcip w sensie idei
znaczacej dla calego fragmentu muzycznego. Przyktady sa tu bardzo réznorodne.

Kompozytorskie $rodki, ktére wykorzystywatl Dittersdorf, to przede wszystkim
zaskakujace, za wezesne zakoriczenia, nieoczekiwane kontrasty na poziomie harmo-
nicznym czy motywicznym, zmiany, opéznione kadencje, subito piano lub forte itd.
Zestawianie majestatycznych fanfar z pastoralnymi musettes to, dla przyktadu, jeden
z czgstych pomystéw stosowanych w menuetach.

Ludowo$¢

Jednym z wazniejszych ryséw indywidualnego jezyka muzycznego u Dittersdorfa
jest czgste stosowanie elementu ludowego w ksztattowaniu materiatu melodycz-
nego. O ile w wypadku wecze$niejszych kompozytoréw, takich jak Georg Christoph

16 M. Grave, p. cit., s. 21-22.
17" Zob. m.in. A. Ballstaedt, Humor, [hasto w:] Das Haydn Lexikon, Hrsg. A. Raab et al., Laaber
2010, s. 328-330.



Idiomatyczne cechy jezyka muzycznego symfonii Carla Dittersa von Dittersdorfa 271

Wagenseil czy Florian Leopold Gafimann (1729-1774), materiat o ludowej pro-
weniencji tylko okazjonalnie byt umieszczany w menuetach, o tyle w symfoniach
Dittersdorfa mamy do czynienia z adaptacja tego rodzaju zwrotéw na dtugich od-
cinkach, nawet we fragmentach otwierajacych caly utwér'®.

Inng cechy jest widoczna chromatyczna ambiwalencja IV i VII stopnia ska-
li, co wskazuje nie tylko na ludowo$¢, ale by¢ moze nawet na §laskos¢ zrédlowe-
go materiatu dZzwickowego. Tego rodzaju traktowanie skali nie pojawia si¢ nigdzie
w kregach wiederiskich. Natomiast na Slasku — owszem. To twierdzenie jest na razie
hipoteza i bedzie wymagato jeszcze dalszych ustalen.

Podsumowanie

Dittersdorf poczatkowo postgpowal raczej zgodnie z ramami formalnymi ustalo-
nymi przez Wagenseila. Okoto roku 1770 konsekwentnie porzucit ten wzorzec na
rzecz czteroczg$ciowego z menuetem na trzecim miejscu. Przebogata inwencja me-
lodyczna i urok skomponowanych tematéw uratowaly te kompozycje przed po-
padnieciem w banat. Jezyk muzyczny kompozytora mieszczacy w sobie rozwigzania
architektoniczne i fakturalne, dobér instrumentéw oraz inne czynniki pozwalaja
twierdzi¢, ze byt to tworca wpisujacy si¢ w styl klasyczny ze zdumiewajaca tatwoscia.
W niektdrych aspektach wydaje si¢, ze nawet tak ikoniczne postacie, jak Joseph
Haydn czy Wolfgang Amadeus Mozart, najpewniej za sprawa swojego geniuszu nie
mieszcza si¢ w modelu teoretycznym, ktéry idealnie wypetnia Dittersdorf.

Kontynuujac t¢ mysl, warto wskaza¢, ze mimo zaledwie czgsciowego zglebienia
problematyki symfonii Carla Dittersa von Dittersdorfa autorzy nielicznych syntez
dotyczacych gatunku symfonii wskazuja dosy¢ zgodnie, ze ze wzgledu na dojrza-
tos¢ srodkéw stylistycznych jego symfonie nalezy raczej zalicza¢ do klasycznych niz
wezesno- lub przedklasycznych®.
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Idiomatyczne cechy jezyka muzycznego symfonii
Carla Dittersa von Dittersdorfa

Streszczenie

Carl Ditters Dittersdorf, ktéry przez wigkszo$¢ swojego dorostego zycia byl zwiazany
z o§rodkami $laskimi, tworzyl niemal wszystkie gatunki uprawiane w drugiej potowie XVIII
stulecia. Do nich naleza symfonie, powstale w rekordowej liczbie ponad 130 kompozycji.

Artykut ma na celu przyblizenie elementéw jezyka muzycznego wiasciwych Dittersdor-
fowi, keére decydujg o wyjatkowosci tego gatunku — zaréwno w dorobku kompozytora,
jak 1 w odniesieniu do innych twércéw. W rozwazaniach skoncentrowano si¢ na przed-
stawieniu problemu w relacji do korpusu symfonicznego Josepha Haydna — duzo lepiej
przebadanego, powstajacego w tym samym czasie w zblizonych warunkach kulturowych.
Przedstawiono zagadnienia dotyczace ksztaltowania formy od poziomu motywiki i budowy
tematdw, przez poszczegdlne czgéci utworu, az po symfonie en bloc. Poza znanym uktadem
czteroczg$ciowym nalezy tu zwrdcié uwage na szczegblny przypadek stworzenia swoistej
symfonii ,,protoprogramowe;j” i zasad¢ budujaca przebieg muzyczny. Kolejna kwestia po-
zostajaca w obrebie zagadnien ksztaltowania materii dZzwigkowej jest dobér tonagji, ich
wzajemne relacje oraz czgsto$é wystgpowania. Istotne w rozwazaniach sg réwniez zagadnie-
nia instrumentacyjne (rezygnacja z basso continuo, brak klarnetéw w obsadzie, partie kon-
certujace). Wszystkie te zagadnienia zostaly przedstawione w perspektywie uwzgledniajacej
dojrzewanie jezyka muzycznego Dittersdorfa, zwazywszy na fake, ze symfonia byla jednym
z dwdch gatunkéw (obok mszy) uprawianych przezesi przez cate zycie.
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Opierajac si¢ na dostgpnym materiale Zrédtowym wykazujacym tylko $laska prowenien-
¢j¢, mozna dojs¢ do miarodajnych wnioskéw w opisie charakeerystycznych cech jezyka
muzycznego Carla Dittersa von Dittersdorfa.

Idiomatic Features of Musical Language
in Carl Ditters von Dittersdorf's Symphonies

Summary

Carl Dictters Dittersdorf, who throughout most of his adult life was connected with Silesia,
composed almost all genres typical of the music of the second half of the 20th century. They
included a record number of 130 symphonies.

The aim of the paper is to outline the elements of Dittersdorf’s musical language which
determine the uniqueness of this genre in the oeuvre of this composer and in reference to
other composers. The author concentrates on discussing the issue in relation to the body of
Joseph Haydn’s symphonies that were composed at the same time and in similar cultural
circumstances, and have already been studied much more thoroughly. He addresses the
question of form building, from motifs and theme structures, through individual move-
ments, to the symphony en bloc. Apart from the typical four-movement structure, one
should point out the special case of a ‘proto-programme’ symphony and the principle that
builds the course of music. Another matter related to shaping sound material is the choice
of keys, the relations between them and the frequency with which they are used. Of im-
portance are also some elements of instrumentation (no basso continuo, lack of clarinets,
concerting parts). All those issues are presented from a perspective that takes into account
the development of Dittersdorf’s musical language, as the symphony was one of two (the
other was mass) genres that he cultivated throughout his whole life.

On the basis of the available source material of exclusively Silesian provenance, it is pos-
sible to draw reliable conclusions pertaining to characteristic features of Carl Ditters von
Dittersdorf’s musical language.
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Relations Between Leos Janacek
and J6zef Mecina-Krzesz
in the Cantata The Lord’s Prayer

There are not all that many instances in music history of a piece of music being in-
spired by a visual artefact. The most well-known of such cases is of course Modest
Petrovich Mussorgsky’s cycle Pictures ar an Exhibition. Czech music offers similar
examples in Bohuslav Martin®’s symphonic piece 7he Frescoes of Piero della Franc-
esca, Petr Eben’s Windows for trumpet and organ based on Marc Chagall’s work,
or Zdenék Lukds’s choral cycle In Honour of Creators, which includes movements
dedicated to Michelangelo, Rembrandt and Picasso. Leo$ Jand¢ek’s oeuvre also in-
cludes a singular instance of such influence: the chamber cantata 7he Lords Prayer
(Otte nds) was inspired by Jézef Mecina-Krzesz's cycle of paintings of the same title.

Although Jandcek spent most of his life in the Moravian city of Brno, he was
born in Hukvaldy. This village is located in the south-eastern territory of Silesia,
which remained within the Austro-Hungarian monarchy even after 1745, while
a substantial part of it fell into the hands of Prussia after the Wars of the Austrian
Succession. In his speech, Jandéek retained some of the characteristics of the Sile-
sian dialect, especially the shortening of vocals and the pre-final word stress, fea-
tures common in Polish. The composer’s cultural and political orientation to the
East was reflected not only in his admiration for the Russian language and culture,
but also in his close relationship with the Polish nation. During his travels to Rus-
sia, he visited the eastern part of Poland, which was then under Russian rule, five
times. In 1904, he was even supposed to become the director of the Music Conser-
vatory in Warsaw, but a misunderstanding with the Russian governor caused him
to remain the director of the Organ School in Brno.
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Jézef Mecina-Krzesz (1860—1934) was born in Krakéw, where he also studied
at the Academy of Fine Arts under the tutorship, among others, of Jan Matejko,'
one of the most renowned Polish painters. Thanks to a scholarship from the Na-
tional Department, he could continue his studies in Paris with Jean-Paul Laurens.?
Both teachers directed him towards historical and religious themes. Following his
nine-year-long stay in Paris, he travelled around Europe for many years, living
mainly in Italy, Germany and England. He spent the war years 1914-1916 in
Prague, where he took part in organising help for war refugees. In 1921, he settled
permanently in Poznan, where he also died. Under the influence of Jan Matejko,
he mainly painted historical works in the early years of his career. Later on, he fo-
cused on portraits of prominent personalities, nudes, still lifes and paintings with
religious themes. His works have been placed in a number of Polish galleries, and
have been exhibited in several European countries (Paris, Berlin, Budapest, St Pe-
tersburg, Kiev). In 1894, he became a member of the General Association of Polish
Artists, and in 1913 he was admitted to the Union Internationale des Beaux-Arts
et des Lettres in Paris. Many of his paintings, including the cycle 7he Lord’s Prayer,
were destroyed during World War II. 7he Lord’s Prayer was created in 1894 and it
was exhibited in Vienna and Warsaw in the following years. In 1899, the cycle was
published in the prominent Polish magazine Tjgodnik Illlustrowany, and it is this
black-and-white copy of the originally coloured images that has remained the only
preserved version of the cycle.

In the works of Leos Jandc¢ek (1854—1928), the most significant Czech compos-
er of the turn of the 19th and 20th centuries, sacred compositions make up only
a small part of the oeuvre. Although Jand¢ek was a believer, he understood his rela-
tionship with God as a purely personal matter, for which he did not need a church
as a mediator with all its hierarchy and rites. With the exception of small liturgical
compositions® that were created as school assignments at the time of Jandcek’s stud-
ies at the Prague Organ School, the remaining religious compositions are intended
for concert performance. This type of Jandc¢ek’s output is represented, alongside

! Jan Matejko (1838-1893), whose grandparents came from Bohemia, became famous both
at home and abroad mainly thanks to his monumental history-based paintings. He was the
first rector of the Academy of Fine Arts in Krakéw.

% Jean-Paul Laurens (1838-1921), a painter, sculptor and illustrator, was a professor at Ecole

Nationale Supérieure des Beaux-Arts and he taught also at the Julian Academy, a private arts

school for painters and sculptors that was established as an alternative to Ecole Nationale.

All of them are intended for mixed choirs and Jand¢ek wrote them with the intention to

acquire the style of the High Renaissance vocal polyphony of the 16th century (Communio,

Exaudi Deus, Benedictus, Graduale speciosus orma, Introitus). Later on, the composer returned

to liturgical compositions only rarely, e.g. in Exaudi Deus, Regnum Mundi or Hail Mary for

mixed choir, or in Veni Sancte Spiritus for male voices.
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The Lord’s Prayer, by the cantata Lord, Have Mercy, and most importantly by one of
his masterpieces, the Glagolitic Mass. Both of these works, however, are primarily
a testament to the fact that Jandc¢ek professed the idea of Slavic reciprocity, that is,
a close cooperation of Slavic nations, above all a close relationship with the Russian
nation, its language and culture.

Jandc¢ek’s wife Zdenka and daughter Olga were members of a women’s club in
Brno whose main goal was to care for orphans. In 1901, a copy of the above-men-
tioned issue of the Polish magazine Tjgodnik lllustrowany with copies of Mecina’s
paintings appeared in this club. The religiously oriented members of the club were
captivated by this cycle to such an extent that they decided to stage the individual
scenes in the form of tableux vivants, which represented a very popular form of
stage productions in the 19th century. Through mother and daughter, Jani¢ek was
commissioned by the club’s board to write stage music for this production. The
composer complied with this request, and on June 15 of that year the tableau was
staged at the National Theatre in Brno accompanied by Jandc¢ek’s music for solo
tenor, mixed choir and piano. The piece was directed by the composer himself.
Five years later, in 1906, Jandcek created a second version of the composition, in
which the accompanying component was set for harp and organ. In this form, the
work was premiered on 18 November 1906 in Prague, performed by the mixed
choir of Prague Hlahol* under the baton of Adolf Piskdcek.” At that time, Jandc¢ek
was already well-known in Brno as a folk song collector, choirmaster, teacher and
composer. He had, however, been waiting for years for a significant breakthrough
in Prague. This performance was therefore of great importance to him; and all the
greater was his disappointment at the poor quality of the performance and its rather
unfavourable reception by the Prague public and music reviewers.

The cycle follows the structure of seven supplications to God as contained in
the prayer. Each of them is depicted in a separate image, portraying a certain situ-
ation of the people whom Christ protects, or whom he approaches in the spirit of
Christian helpfulness, compassion or forgiveness. The cycle starts with a portrait
of Jesus Christ, which, of course, does not feature in the music setting of the cycle
(see illustration 1, left).

% 'The Prague Hlahol Singing Association was founded in 1861, originally as a male choir, but
after twenty years it was expanded to include a female component. One of the first conduc-
tors was none other than Bedfich Smetana. Undil the 1930s it assumed a dominant position
among Prague choirs. Ever since the beginning of its existence Prague Hlahol has played
a significant role in the organisation of Czech choirs as such.

> Adolf Piskdcek (1873-1919), a conductor, composer and teacher. He studied organ and
composition at the Prague Conservatory. Between 1903 and 1911 he was the choir conduc-
tor of Prague Hlahol.
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llustration 1. ]. Mecina-Krzesz, Chrystus [Christ] and Ojcze nasz, ktorys jest w niebie, swigé sig
imig Twoje! [Our Father in heaven, hallowed be your name]. Reproduced from: J. Mecina-
-Krzesz, ‘Ojcze nasz’ [Our Father], Tygodnik Ilustrowany 1899, No. 48, p. 946. Biblioteka

Cyfrowa Uniwersytetu £ddzkiego, [online:] https://beul.lib.uni.lodz.pl/dlibra/
publication/1493/edition/1165/content?ref=desc [4 April 2020].

Painting 1 — Our Father in heaven, hallowed be your name.® A man, a wom-
an and a child can be seen in the picture, kneeling down and praying to
Lord Jesus Christ (see illustration 1, right).

Painting 2 — Your kingdom come. A scene in a church. There are three peo-
ple in front of the altar, asking God to establish His kingdom on earth. This
is the only picture without an explicit portrayal of the human body of Jesus
Christ (see illustration 2, left).

Painting 3 — Your will be done, on earth as in heaven. People are working in
the field, a storm is coming. The women are praying on their knees as they
see Jesus Christ in the corn. Only he can help them prevent the destruction
of the harvest (see illustration 2, right).

¢ The text of the prayer is that of the 1988 translation of the ecumenical English Language

Liturgical Consultation.


https://bcul.lib.uni.lodz.pl/dlibra/publication/1493/edition/1165/content?ref=desc
https://bcul.lib.uni.lodz.pl/dlibra/publication/1493/edition/1165/content?ref=desc
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llustration 2. ]. Mecina-Krzesz, Przyjdz krdlestwo Twoje! [Your kingdom come] and Bgdz wola

Twoja, jako w niebie, tak i na ziemi! [Your will be done, on earth as in heaven]. Reproduced
from: J. Mecina-Krzesz, ‘Ojcze nasz’ [Our Father], Tygodnik llustrowany 1899, No. 48, p. 946.
Biblioteka Cyfrowa Uniwersytetu £6dzkiego, [online:] https://beul.lib.uni.lodz.pl/dlibra/

publication/1493/edition/1165/content?ref=desc [4 April 2020].

Painting 4 — Give us today our daily bread. Another scene in the field. De-
spite their hard work, people suffer from hunger. Jesus appears and puts
a loaf of bread into one of the man’s hat (see illustration 3, left).

Painting 5 — Forgive us our sins as we forgive those who sin against us. A scene
in a prison. A convicted criminal is sitting on a bench and weeping. His
punishment is approaching — a part of the gallows can be seen through
the window. A priest is standing above the man, giving him absolution.
Jesus appears, showing a wound on his chest. He has given absolution to
all people and he is doing the same in relation to this criminal (see illustra-
tion 3, right).

Painting 6 — Save us from the time of trial. A scene in a private room. A rob-
ber is holding an axe, apparently just about to kill a woman lying in bed
with a child in her arms. Jesus appears between them and stops the man
from committing the murder (see illustration 4, left).


https://bcul.lib.uni.lodz.pl/dlibra/publication/1493/edition/1165/content?ref=desc
https://bcul.lib.uni.lodz.pl/dlibra/publication/1493/edition/1165/content?ref=desc
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llustration 3. ]. Mecina-Krzesz, Chleba naszego powszedniego daj nam dzisiaj |Give us today our daily
bread] and Odpusé nam nasze winy, jako i my odpuszczamy naszym winowajcom [Forgive us our sins as
we forgive those who sin against us]. Reproduced from: J. Mecina-Krzesz, ‘Ojcze nasz’ [Our Father],
Tygodnik Iustrowany 1899, No. 48, p. 947. Biblioteka Cyfrowa Uniwersytetu £odzkiego, [online:]
https://beul lib.uni.lodz.pl/dlibra/publication/1493/edition/1165/content’ref=desc [4 April 2020].

* Painting 7 — And deliver us from evil. The country is flooded. A man with
his wife and child are sailing on a raft. Jesus is standing behind them, help-
ing them find solid ground (see illustration 4, right).

In the musical setting of the prayer, Jand¢ek combined the verses relating to the
pair of first and last paintings into one whole, creating a five-movement cantata.
While the second, third, and fourth movements, which set one verse of prayer at
a time, are monothematic, the first and fifth movements are built on two themes
and thus have a two-part song form.

One of the most typical features of Jandcek’s individual style is the use of brief
repetitive ostinato rhythmic-melodic motifs, which the author called ‘s¢asovka’.”

7 'There is probably no official English equivalent for the Czech term. Even the most renowned
of international experts on Janddek’s music (John Tyrrell, Charles Mackerras) seem to take
over the original term and explain its meaning when necessary (Translator’s note).


https://bcul.lib.uni.lodz.pl/dlibra/publication/1493/edition/1165/content?ref=desc
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lllustration 4. . Mecina-Krzesz, [ nie wédz nas na pokuszenie [Save us from the time of trial]
and Ale nas zbaw ode ztego. Amen [And deliver us from evil. Amen]. Reproduced from:
J. Mecina-Krzesz, ‘Ojcze nasz’ [Our Father], Tjgodnik Ilustrowany 1899, No. 48, p. 947.
Biblioteka Cyfrowa Uniwersytetu £6dzkiego, [online:] hetps://beul.lib.uni.lodz.pl/dlibra/
publication/1493/edition/1165/content?ref=desc [4 April 2020].

They are repeatedly used in 7he Lord’s Prayer as well. The first movement, for in-
stance, offers two examples. The first appears in the harp part and consists of a ris-
ing melody corresponding to the supplicant’s upward gaze in the verse ‘Our Father
in heaven’ (see example 1), while the other, placed in the organ accompaniment,

Example 1. L. Jandcek, 7he Lords Prayer, b. 1-2. Reproduced from: L. Jandéek, Otce nds [Our

Father], Editio Supraphon, Praha 1974, Petrucci Music Library, [online:] http://conquest.im-

slp.info/files/imglnks/usimg/9/92/IMSLP326877-PMLP529136-Jan%C3%A1%C4%8Dek _
Ot%C4%8Den%C3%A1%C5%A1_FE_SecondVersion.pdf [4 April 2020], p. 1.


https://bcul.lib.uni.lodz.pl/dlibra/publication/1493/edition/1165/content?ref=desc
https://bcul.lib.uni.lodz.pl/dlibra/publication/1493/edition/1165/content?ref=desc
http://conquest.imslp.info/files/imglnks/usimg/9/92/IMSLP326877-PMLP529136-Jan%C3%A1%C4%8Dek_Ot%C4%8Den%C3%A1%C5%A1_FE_SecondVersion.pdf
http://conquest.imslp.info/files/imglnks/usimg/9/92/IMSLP326877-PMLP529136-Jan%C3%A1%C4%8Dek_Ot%C4%8Den%C3%A1%C5%A1_FE_SecondVersion.pdf
http://conquest.imslp.info/files/imglnks/usimg/9/92/IMSLP326877-PMLP529136-Jan%C3%A1%C4%8Dek_Ot%C4%8Den%C3%A1%C5%A1_FE_SecondVersion.pdf
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has a declining melody and is associated with the verse ‘Your kingdom come’ (see
example 2).

Example 2. L. Jandcek, 7he Lords Prayer, b. 60-63.
Reproduced from: L. Jandcek, op. cit., p. 6.

In the last movement, this ‘s¢asovka’, first introduced in the organ (see exam-

ple 3), is used to build up the choral finale, Amen (see example 4).

Example 3. L. Jandéek, The Lord’s Prayer, b. 289-293.
Reproduced from: L. Jandcek, op. ciz., p. 24.

Example 4. L. Jandcek, 7he Lords Prayer, b. 322-325.
Reproduced from: L. Jandcek, op. cit., p. 27.
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As for the choral setting structure, both homophony and polyphony are applied
in the composition. Following is an example of a full homophonic four-part sec-
tion, taken from the first movement (see example 5).

Example 5. L. Jandc¢ek, 7he Lords Prayer, b. 107-114.
Reproduced from: L. Jandcek, op. cit., p. 9.

The spiritual content of the composition is reflected, among other aspects, in
the fact that — fully in concord with the tradition of sacral music — Jand¢ek makes
frequent use of polyphonic techniques. Imitative polyphony is mainly applied in
the first movement, first between the bass and the alto (see example 6), then be-
tween the tenor and the soprano (see example 7).

Example 6. L. Jandcek, 7he Lord’s Prayer, b. 5-10.
Reproduced from: L. Jandeek, op. cit., p. 1.
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Example 7. L. Jandcek, 7he Lords Prayer, b. 26-30. Reproduced from: L. Jandéek, op. cit., p. 3.

The previous two examples are also instances of folklore influences, which can
be manifested by the use of various folklore elements. In these two cases, Jandéek
uses the Lydian mode. A significant example of modal music appears in the final
movement, a large part of which makes use of the archaic-sounding Aeolian mode.

The expressive variability of mood within one short section of the composition
is convincingly shown in the third movement. With the imminent danger of an
approaching storm and the threat of a destruction of the crops, a joyful song of the
villagers (see example 8) turns into desperate cries, escalating into several urgent
exclamations of ‘bread!” (see example 9).

Example 8. L. Jandcek, 7he Lords Prayer, b. 199-203.
Reproduced from: L. Jand&ek, op. ciz., p. 14-15.
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Example 9. L. Jandcek, 7he Lords Prayer, b. 213-218.
Reproduced from: L. Jandcek, op. ciz., p. 17.

Jaroslav Vogel depicts Jandéek’s composition as ‘a testament to the thought-
fulness and abundant sensitivity of its creator; of his ability to express with deep
emotional insight the entire contents of the Christian Ur-prayer, as well as his own
social interest and human compassion.’®

Jandlek’s cantata 7he Lord’s Prayer is not one of the composer’s finest works. It
rarely appears on concert stages, and the general public awareness of its existence is
relatively low. Nevertheless, the piece does have its artistic value, and it undoubted-
ly deserves more attention from music agencies and performers.

English translation: PhD Vit Novotny
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Zwiazki Leosa Janacka i J6zefa Krzesza-Meciny
za sprawa kantaty Pater noster

Streszczenie

W 1910 roku Leo$ Jandlek (1854-1928) skomponowatl niewielkich rozmiaréw kantate
zatytulowana Otce nas. Zainspirowat go cykl obrazéw polskiego malarza J6zefa Krzesza-
-Meciny (1860-1934) z 1894 roku. Cykl ten sktada sie z siedmiu scen zwiazanych siedmio-
ma prosbami zanoszonymi do Boga w modlitwie Ojeze nasz. Obrazy zostaly wystawione
w Wiedniu i w Warszawie i reprodukowane w polskim ,, Tygodniku Ilustrowanym”. Numer
zawierajacy te reprodukeje dostgpny byl w Brnie w klubie kobiecym, ktdrego czlonkinia-
mi byly m.in. zona i cérka Jand¢ka. Zarzad klubu zdecydowat si¢ na wystawienie tych ry-
cin w postaci tzw. zywych obrazdéw, ktére byly popularng forma przedstawien teatralnych
w XIX wieku, i poprosit Jandcka o skomponowanie muzyki na t¢ okazje. Jandcek przyjat ¢
propozycj¢ i napisal utwdr na tenor solo, chér mieszany i fortepian. Pig¢ lat pézniej nadat
utworowi formg kantaty koncertowej na tenor, chér mieszany, harfe i organy. Cykl oddaje
strukture siedmiu blagari do Boga zawartych w modlitwie. Kazde z nich przedstawione jest
na osobnym obrazie, przedstawiajacym pewng sytuacje ludzi, ktérych Chrystus chroni lub
do kedrych podchodzi w duchu chrzescijariskiej pomocy, wspélczucia badz przebaczenia.

Relations Between Leos Janacek and J6zef Mecina-Krzesz
in the Cantata The Lord’s Prayer

Summary

Leos Jandcek (1854-1928) composed the chamber cantata 7he Lord s Prayer in 1901. He
was inspired by a cycle of pictures by the Polish painter Jézef Mecina-Krzesz (1860-1934).
His cycle from the year 1894 contains seven scenes relating to seven requests in The Lord’s
Prayer. The pictures were exhibited in Vienna and Warsaw, and also printed in an important
Polish review, Tjgodnik Illustrowany. An issue containing these pictures appeared in Brno
in a women’s club whose members included also Jand¢ek’s wife and daughter. The board of
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the club decided to stage these pictures in the form of bleux vivants, which were a popular
form of theatre performances in the 19th century, and asked Jandcek to compose music
for the occasion. Jandéek agreed and wrote a piece for tenor solo, mixed choir and piano.
Five years later, he re-arranged the composition to the form of a concert cantata for tenor,
mixed choir, harp and organ. The cycle follows the structure of seven supplications to God
as contained in the prayer. Each of them is depicted in a separate image, portraying a cer-
tain situation of the people whom Christ protects, or whom he approaches in the spirit of
Christian helpfulness, compassion or forgiveness.
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Multimedia Artists and Dead Authors:
On Katarzyna Gtowicka's and Jagoda Szmytka’s
More Recent Productions

More than half a century has passed since Roland Barthes’ statement of the death of
the author (1967) — which had quite an effect in professional analysts’ circles — and
Michel Foucault’s reaction to it were published.! If the discussion of the time were
to be conducted today in light of current artistic productions, one would presum-
ably arrive at different statements — a point which will be shown here using pieces
from Katarzyna Glowicka’s and Jagoda Szmytka’s oeuvres as examples.

“The Death of the Author’ meant doubting whether authors could determine
their artistic product and its meaning through and through. A text may possibly
develop meanings that even contradict the (presumed) intentions of the author.
While the traditional conception was that it was the author who determined the
sense and meaning of the text, with the reader only reconstructing the desired
sense and meaning given to the text by the author, Barthes’ alternative consisted in
a text-supported interpretation by the reader: this, then, constituted the sense of
the text, no longer influenced by the author. “The Death of the Author’ also meant

! The original French version of Barthes text ‘La mort de I'auteur’ was first published in the
journal Manteia (1968), before that there was a publication of an English translation in the
multimedia magazine Aspen (1967), based in New York. Foucault’s answer was a lecture from
1969 — ‘Qu’est-ce qu'un auteur ?” — first published in Bulletin de la société frangaise de philoso-
phie (1969). The German editions used here: R. Barthes, ‘Der Tod des Autors’, [in:] idem, Das
Rauschen der Sprache, Frankfurt a. M. 2005, pp. 57-63; M. Foucault, “Was ist ein Autor?’,
lin:] idem, Schriften zur Literatur, Frankfurt a. M. 1988, pp. 7-31.



310 Gesine Schroder

reading texts without any reference or connection to the biography or psyche of
the author. And, of course, in the understanding of art, the empirical figure of the
creator — what they wanted, wished, experienced, and felt — faded away. Foucault
added his reflections on the concept of the author: according to him only the au-
thor’s name makes the product a work, and only through the author’s instance does
ownership of the product arise. Current artistic productions, however, seem to give
the traditional approach a new justification, even if the author’s name neither se-
cures the status as a work nor ensures the question of ownership.

)%k

The artistic products that have been appearing at new music festivals for some
years — often cross-media pieces or performances, including a growing proportion
of women’s products — offensively challenge the concept of the work and the dis-
course about ownership rights in the artistic product. In the case of performances,
individual instances do not remain identical to each other, which is why they are no
longer works in the traditional sense. But what is the significance of the empirical
author? Who is the creator, if the concrete configuration of a production can only
be constructed through the cooperation of an author, interpreter, and audience?
Text-supported interpretation by the reader (Barthes’ alternative to author- or crea-
tor-related interpretation) is almost always a thing of the past in performances, but
also in electronically produced music, as there is often not even a text that could
be read. In performances, the text has, more often than not, become a minor con-
sideration, so that the role of score readers can no longer be assumed to have great
significance, and not much confidence can be placed in their insights. The analysis,
meanwhile, has focused on individual recalled or documented performances, or
their audio-visual records. The music of the performances is now analysed as what
is played and heard, and no longer — or only to a small extent — as what is writ-
ten. In addition, the boundaries of such productions often become permeable to
all the material that belongs to their environment: to the teaser, the trailer, and to
any material about them disseminated in social networks. The status of the people
one sees and hears as agents is also changing: performers are not merely performers,
if such ever existed. If there is a musical text at all, it arguably serves only as a re-
minder. It is an instruction for action listing which different, pre-prepared materi-
als are to be combined, but one which registers the content of these materials and
the tonal result rather rudimentarily. The same applies to electronically produced
music. The change of the object from text to performance or — in the case of elec-
tronically produced music — to sound recording may no longer permit a text-based
interpretation, but still permits an interpretation that concentrates on the subject,
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now differently defined, rather than on the author (provided the author themselves
does not perform). Performances call for (in accordance with Barthes’ desire) an
analysis that removes authors from consideration. If the authors were, however,
to appear, the empirical person, their body with all its forms of expression, would
become part of the product, and in it, display, represent, and imagine their self,
and alter with it.

The question of what significance the authors and the empirical persons behind
them have for the constitution of their productions, which is to be discussed on
the basis of pieces by Silesian artists Katarzyna Glowicka and Jagoda Szmytka, was
triggered by deconstructions of the concept of artistic ownership (as in Johannes
Kreidler’s Gema-Action, for example) and Felix Ingold’s thoughts on uncreative
writing, which, with the negation of an authorial ‘I’, brings creators into focus.? The
question is discussed in two phases. Comments on two largely text-based pieces by
the two artists are followed by comments on two cross-media pieces. The starting
point is data on the empirical persons.

The artists have three biographical similarities (region, gender, age): both stud-
ied at Wroctaw, both are women, and they both belong to approximately the same
generation. Glowicka was born in 1977 (in Olesnica/Oels),* Szmytka in 1982 (in
Legnica/Liegnitz). The artists’ productions also have common ground. Their more
recent productions, in particular, are cross-media, integrating film, electronics, and
theatricals; they almost always include transtextual elements: titles and programmes
reference films and other music; texts and images often reference political history.
The stylistic starting point is often minimalist. The artists’ productions cannot be
attributed to any mainstream of classical music; they reach into popular art in dif-
ferent ways. Nevertheless, Glowicka and Szmytka are more active in niches of the
concert business. When Glowicka becomes involved with popular art, she does so

%2 J. Kreidler has not, incidentally, included the action ([online:] www.kreidler-net.de/pro-
ductplacements.html [6th June 2019]) in the list of his works. E Ingold, ‘Genialitit war
gestern — der moderne Dichter ist ein technischer Bastler’, Newe Ziircher Zeitung (nzz-on-
line), 16 February 2019, [online:] www.nzz.ch/feuilleton/genialitact-war-gestern-der-mo-
derne-dichter-ist-ein-bastler-1d. 1458488 [6 June 2019], also idem, ‘Auch Kopieren ist eine
Kunst. Liegt also im Copy-and-Paste-Modus die Zukunft des Schreibens?’, Neue Ziircher
Zeitung (nzz-online), 4 August 2018, [online:] www.nzz.ch/feuilleton/auch-das-kopieren-
ist-eine-kunst-liegt-also-im-copy-cut-paste-modus-die-zukunft-des-schreibens-1d. 1408237
[6 June 2019].

Three different birth years of the artist circulate on the net: 1979 on a page about vocal con-
structivists, [online:] www.vocalconstructivists.com/featured-composers/on-kasia-glowicka
[5 March 2019], 1978 on the page of her Dutch publishing house Donemus, [online:] do-
nemus.nl/katarina-glowicka [5 March 2019]. In the Wikipedia articles about the artist (in
Polish, Hungarian and English) you can find 1977 [online:] https://pl.wikipedia.org/wiki/
Katarzyna_G%C5%820owicka [8 June 2019].
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with unobtrusive ambient music. Szmytka is inclined towards types of metal, and
prefers sounds that are anything but conciliatory or comfortable. Glowicka also
sometimes takes on the traditional role of the film composer, she holds herself back
as a person and rarely performs herself in her pieces. Szmytka is a performer, often
exhibiting her person in her artistic products, or making her art part of her person.

That the artists come from the same school — the Wroctaw School — can still be
seen in their somewhat older, still halfway notation-based productions. To demon-
strate this, I have chosen the pieces Perperuity (2008) by Glowicka and f* for music
(2012) by Szmytka. The artists were approximately the same age when they wrote
these pieces. Both pieces are limited to the musical (understood as audible art); vid-
eo or theatre are not included. The title of Glowicka’s piece has a transtextual aspect,
as a commentary (probably by the composer herself) suggests that Perpetuity be-
longs to the cycle Presence, which aesthetically refers to Ingmar Bergman’s films.* As
for the title of Szmytkas piece, it remains unclear to me for the time being whether
it refers to the functional programming language F* (to be written in uppercase,
but still very new in 2012), or whether it is intended to have an obscene meaning
(then written in lowercase and rather with three asterisks). The compositional task
that the artists set themselves was probably to develop their pieces out of the min-
imal — a single tone. Szmytka’s eight-minute piece f* for music for electric guitar
and cello’ has a normal musical text. For several minutes one hears only 47, later
there are radical cracks in the texture. Glowicka’s Perperuity (2008°) for ensemble
and computer’ also has a normal score. One hears the & tone for several minutes.
Intervals of fifths play a role in what follows, as well as implied scales of just tem-
perament. Dynamics are crucial to the over-arching dramaturgy. Despite the same
approach, the pieces differ considerably in tone. Glowicka’s piece is sweetly tonal,
one might say, can be pleasantly listened to the end, and is never violent. Her piece

# This information is given according to a remark on Perpetuity published on Soundcloud: “The
piece is a part of a cycle Presence that comprises of pieces that take its aesthetic reference to
Bergmans [sic!] movies by building emotional tension with very simple, limited material.’
See: [online:] soundcloud.com/kasiata/perpetuity [8 March 2019].

On the following site one can listen to a recording with score: [online:] www.youtube.com/
watch?v=wloQYC3_dRo [6 June 2019].

‘The composition date of the cycle to which the piece belongs (Presence) is given as 2007 in
Wikipedia [8 June 2019]. 2008 is the year of the premiere performance.

One can listen to a recording via this link: [online:] https://soundcloud.com/kasiata/perpe-
tuity [3 March 2019]. The piece was written for the Scottish Ensemble, a string orchestra of
12 musicians based in Glasgow and founded in 1969. On Soundcloud (see: link above) there
is a comment on the piece saying that the ‘computer forms an alienated dimension comple-
menting the timbre of string ensemble. At the times [sic!] it is also a contrasted reverberation
of rich frequencies of the instruments. The static character is deceiving — the piece is moving
forward to the higher emotional state. Its [sic!] like stepping into the river that can never be
the same, although seems so much alike.”


https://soundcloud.com/kasiata/perpetuity
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does not hurt. The dramaturgy of Szmytka’s piece is rough, the sounds are exces-
sively ugly and sour, they hurt. Both pieces include electrically generated or manip-
ulated sounds. With Szmytka, the distortion of the electric guitar is added to the,
so to speak, handmade concert sound of the cello; with Glowicka, the computer
exaggerates the string sounds.

The two pieces do not yet show whether what Dirk Wieschollek formulated
is true — that it is no longer about the ‘construction of musically autarkic sound
worlds’,® and that artists of their generation are no longer composing for eternity,
but for the here and now. Szmytka adheres to a ‘hybrid aesthetic’. She was ‘not
afraid [...] of [...] aesthetic shallows’,” which have been regarded as proof of qual-
ity. Recent pieces by both artists are about worldliness.'” Szmytka’s products, in
particular, create a world reference. Keywords such as conceptualism and social
composing come into play. In the context of the question: “What role does the
empirical author play in the artistic product?’, the two works assume opposing po-
sitions. Glowicka eludes her piece; one might say that she loses herself as an author.
Szmytka repeatedly and forcefully makes her person part of her piece — that is, in
any case, the pretence.

Transferring Barthes” concept to the field of music, I had to try to be mind-
ful only of the — albeit relatively text-independent, but nevertheless performed —
art product, and to analyse what my ears and eyes tell me about what I perceive.
Barthes” ideas come from a time when Thomas Pynchon’s first worldwide successes
came: V. (1963), The Crying of Lot 49 (1960), and Gravitys Rainbow (1973). The
fact that their author withdrew into absolute anonymity fits in with Barthes’ resist-
ance to author-oriented interpretations, with the traditional manner of interpreting
pieces as expressions of empirical persons. Nevertheless, I would like to follow the
biographical trail here, especially as both artists offensively direct the reception of
their productions, which are to be brought to men and women, via the portrayal of
their person, for example on their homepages and their accounts in social media,
such as Facebook. This serves the purpose of marketing, of course, and perhaps
there is no other way. As a trial, I have not gone back from the artworks to the
producers or approached them, but rather the opposite: I have taken their self-rep-
resentations in one portrait of each of the artists and now turn from there to the
products. The artists themselves released these portraits; they wish to be seen as
we see them in the photographs (see illustrations 1 and 2).

8 D. Wieschollek, ‘Ego-Shooter mit Achillesferse. Eine neue (weibliche) Komponistengenera-
tion am ECLAT — Festival Neue Musik Stuttgart’, dissonance. Schweizer Musikzeitschrift fiir
Forschung und Kreation, Vol. 137 (2017), pp. 13-18, here p. 13; [online:] www.dissonance.
ch/upload/pdf/138_13_hb_wie_eclat.pdf [4 March 2019].

® Both quotes from: ibidem, p. 13.

0 Cf ibidem, p. 14.
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llustration 1. Katarzyna Glowicka, portrait, photograph by Aleksandra Ola Renska.
Released with the permission of the composer and photographer.

lllustration 2. Jagoda Szmytka, portrait, photograph by Mariana Gil. Released with
the permission of the composer and Kulturmagasinet Fine Spind / photographer Mariana Gil.
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Both photos are, generally speaking, sparingly two-toned: one grey / burgundy
red, the other white/green. Both artists look at us, both sit, we only see the head
and the upper body. They sit upright, not reclining nor leaning. Both have blonde
hair. But: one shows herself beautifully, the other with hardly refutable allusions to
the aesthetics of the ugly.

Glowicka’s portrait can be viewed on the artist's homepage, and also on the site
of her publishing house (Donemus)."" Her hair is wavy (there are photos in which
it looks less styled). The hairstyle makes her more femininely attractive, and obvi-
ously adds to the naturalness of her appearance, as does the discreet makeup. The
chair, of which we see only the upper part of the backrest, is minimalistically frugal.
It is irritating that it stands at an angle. Is Glowicka really sitting on the seat of the
chair? The burgundy red top does not distract from anything, but creates a warm
colour contrast. Glowicka’s mouth is closed, with a slight smile. She looks at the
viewers as if she were listening to them. Glowicka invites us: on the homepage of
her website one can ‘discover more’.

Now to Szmytka’s portrait, taken for the Danish culture magazine Fine Spind and
shared by the composer on Facebook: the gesture with which she lifts the grapes stages
her as a baroque figure, with a decidedly tasteless attribute, the panda bear, a prop
that looks almost as though it could have come from Jeff Koons. The white-grey
tinted hair does not make Szmytka more attractive in the usual sense, her make-up
is anything but discreet; neither adds naturalness, they rather costume it. Szmytka’s
mouth is slightly and pointedly open, she has just eaten green — matching the wallpa-
per colour — grapes (the stalk is no longer fully laden). The spacesuit turns Szmytka
into a science fiction figure. She does not invite the viewer to address her. She already
has company: the bear. Her gaze invites us to look at her, she has something stately
about her. Instead of a wooden chair, there is a sofa, white, upholstered and distressed
to match her clothes. On it, she sits almost too upright, with the small of her back
slightly arched in, but presumably softly, nothing looks like a workshop.

To read the person from the art: this is now inverted to reading the art from
the person, which is of course medially transmitted through the photograph. To
compare recent productions by the two artists, I have selected two multimedia
productions according to the following criteria: they should have been composed
at approximately the same time, they should have a reasonably comparable instru-
mentation, and the media used should be roughly the same.

Szmytka’s DiY or DIE intro is a five-minute introduction to a performance
devised for the Eclat Festival in Stuttgart.'”” The subject of my remarks is not the

11 See: Glowicka’s homepage and her dedicated page of her publishing house, Donemus [on-
line:] glowicka.com/about and [online:] donemus.nl/katarina-glowicka [6 June 2019].

12 Available on YouTube via the link: [online:] www.youtube.com/watch?v=WqLIcWnVbrk
[6 June 2019]. Some information about the whole cycle is to be found in the aforementioned


http://glowicka.com/about
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performance itself, but the YouTube video serving as promotion and information;
not a recording of a live performance with an analogue audience, so to speak, but
a production for an online audience. Many settings and cuts would hardly be pos-
sible with a recording. Only the artist herself appears in the intro. Electronic noise-
like underscoring can be heard, sharp scenic cuts run parallel with sharp acoustic
cuts: as soon as Szmytka is seen in the shower, the sound recedes to a quiet, high-
pitched squeal. The shower turns Szmytka into a modern white clown. She keeps
looking at the viewers. Words spoken by Szmytka in several languages are so strong-
ly distorted that even I only partially understand the German. The distortion runs
parallel to the jerking of the picture, acoustic distortion impulses are directly trans-
ferred to the optical or vice versa. One mainly sees scrap, and one hears electronic
scrap. Behind a wall with poisonous, colourful graffiti, something emerges that
looks like a demolition excavator. Between it and our gaze, the performer wants to
make herself comfortable in a bed. The mattress, which should radiate relaxation,
instead flickers garishly.

That Szmytka, like the German-Austrian composer Brigitta Muntendorf, has,
on several occasions, also programmatically elaborated her concept as a social com-
poser, can be indirectly inferred from external information on the circumstances of
the piece’s creation.” The first word in the title of Szmytka’s piece, DiY or Die, is the
abbreviation of ‘do it yourself’, that is: do it yourself or die! Or: express yourself, or
you will be dead to others. Whoever writes about Szmytka’s art talks about her per-
son. In this mixture of art and life, the person becomes part of the art product and
this becomes part of the living person. What one hears in Szmytka’s pieces is usually
not discussed, with exceptions such as: ‘Music that has parts of pop, punk, hip-hop,
and techno. There’s also a lullaby.’** The discussion is of foreign components of her
music, of that which makes her music music, or what it does with music. With
this also comes the concrete case information that D7Y or DIE is an exploration
of Stravinsky’s 7he Soldier’s Tale. In Szmytka’s piece, a trumpet corresponds to the
soldier’s violin. It is about her person, but — in the sense of uncreative writing — not

essay from Wieschollek, also in: S. Benda, ‘Jagoda Szmytkas “DiY or DIE” und das Eclat-
Festival. Wie klingt der Soundtrack der Digital Natives?’, Stutzgarter Nachrichten, 29 January
2017, [online:] www.stuttgarter-nachrichten.de/inhalt.jagoda-szmytkas-diy-oder-die-und-
das-eclat-festival-wie-klingt-der-soundtrack-der-digital-natives.8bb77365-7¢93-491c-b2be-
3f204a997a62.html [4 March 2019], as well as in overview in: A. Kolb, ‘Uber-performativ
und reichlich weiblich — das Festival Eclat in Stuttgart am ersten Februarwochenende’, nmz
online, 6 February 2017, [online:] www.nmz.de/online/ueber-performativ-und-reichlich-
weiblich-das-festival-eclat-in-stuttgart-am-ersten-februarwoc [4 March 2019].

13 Cf S. Benda, op. cit., and B. Muntendorf, ‘Social Composing’, Positionen. Texte zur aktuellen
Musik, Vol. 108 (2016), pp. 16-17. For Muntendorf, composing can be ‘social’, when it oc-
curs directly on social platforms, ¢f” ibidem, p. 16, 2nd column.

14 S. Benda, op. cit.
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about a musical personal style. Szmytka’s pieces are fuelled by references to the his-
tory of art, as for example in the commemoration of Morton Feldman’s 7he Viola in
My Life (1970-1971) with her performance Voila, Thats My Life, or her piece Pores
Open Wide Shur (2013), which draws on Stanley Kubrick’s Eyes Wide Shut (1999).

Glowicka’s pieces also refer to pre-existing art, mostly to art in another medi-
um, often films. In her music about films, the reference to the other medium re-
sembles the reference of a symphonic poem to literature. But Glowicka also makes
film music. The example I have chosen is called Sun Spor (2010)." According to
Glowicka’s homepage, it belongs to the 2014 cycle music for movie for a solo instru-
ment (here piano) and multimedia (electronics), apparently first presented at the
Musica Nova festival in Wroctaw,'¢ and at the National Audio-Visual Institute in
Warsaw. The artist does not manifest herself as a person. The film, shot by Zuzan-
na Solakiewicz, initially shows the trouser- and pantyhose-clad legs of people on
the street waiting somewhere, perhaps waiting for the tram. Later, there are x-rays
of hands, a high-ranking military figure on the phone with a giant moon in the
background, and then faded old photos. They suggest that it could be a requiem
for the dead. In between, one sees the view through a crevice over meadows into
the sun, the afterlife, the beautiful death. To electronic sounds and sampled instru-
ments comes a piano played conventionally (and recorded for the video) with its
oscillation between diatonically interlocked triads (f~a—c, a—c—e). Shortly before
the end, the musical background of the five-minute'” film breaks off abruptly, and
only individual notes are heard. This makes it radically clear that until then one
had been dealing with mood music or ambient music, in other words with music
that amplifies, weakens, shades, or contours that which is on the screen. I expect-
ed what I saw, nothing more. For a moment I wondered, with the sudden silence,
who the creator of this film music might be, and I was astonished that, up to that
point, it had not occurred to me to ponder whether this music had an author, or
whether it had a creator. Glowicka’s piece opposes an inner-aesthetic assessment
as music thoroughly serving the resistance of the compositional ‘T" only where it
no longer sounds. The fact that, to me, it seems the film music matches how the
creator allowed herself to be portraitised may be of sociological, psychological, or

15 On Vimeo: [online:] vimeo.com/157996635, respectively [online:] ninateka.pl/embed/kata-

rzyna-glowicka-sun-spot-rez-zuzanna-solakiewicz [6 March 2019].
16 At the conclusion of the film, a 2014 copyright is given. Glowicka’s homepage gives the same
year, as she ‘came into the spotlight with the album “Red Sun™, to which Sun Spot belongs.
J. Topolski’s commentary on Red Sun on the promotional video site for the CD: “What makes
the music of Kasia Glowicka special? First of all, space. Deep and extensive. As in ambient mu-
sic. Built by reverbs, echoes and electronics.” [online:] vimeo.com/91925385 [6 March 2019].
The duration of the piece is given as ten minutes on Glowicka’s homepage (see [online:] glo-
wicka.com/sun-spot-2 [6 March 2019]), although, the film here lasts only a little more than
five minutes.
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anthropological interest as a phenomenon. It is not of aesthetic interest. Szmytka’s
piece refuses to be assessed from an inner aesthetic point of view; it demands the
inclusion of the artist as a person. This person wants me to see her life in her art and
her art in her life. Without this will, the product would not be what it is.

Translated from the German by Anne Ewing
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Muntendorf, Brigitta, ‘Social Composing’, Positionen. Texte zur aktuellen Musik, Vol. 108 (2016).

Szmytka, Jagoda, f* for music, recording and score, [online:] www.youtube.com/watch?v=wlo-
QYC3_dRo [6 June 2019].

Szmytka, Jagoda, Intro to DiY or Die, [online:] www.youtube.com/watch?v=WqLIcWnVbrk
[6 June 2019].

Topolski, Jan, commentary on Red Sun, promotional video for the CD, [online:] vimeo.
com/91925385 [6 March 2019].

Wieschollek, Dirk, ‘Ego-Shooter mit Achillesferse. Eine neue (weibliche) Komponistenge-
neration am ECLAT — Festival Neue Musik Stuttgart’, dissonance. Schweizer Musikzeit-
schrift fiir Forschung und Kreation, Vol. 137 (2017), [online:] www.dissonance.ch/upload/
pdf/138_13_hb_wie_eclat.pdf [4 March 2019].

Multimedialni artysci i martwi autorzy. Oméwienie
najnowszej tworczosci Jagody Szmytki i Katarzyny Glowickie;

Streszczenie

Badacze maja trudnosci z analiza kompozycji multimedialnych. Ich problemy wynikaja
z niepewnosci co do tego, jak okresli¢ udziat réznych mediéw w tego typu utworach. Kto-
kolwiek stucha kompozycji multimedialnej, oglada ja lub jej doswiadcza, polega na swojej
indywidualnej zdolnosci percepcji synestetycznej. Ta zdolno$§¢ méwi nam, czy kompozycja
jest dobra — zanim jeszcze zracjonalizujemy taki osad. Warto$¢ twérczosci dostrzegamy
dzigki intuicji, a nie za posrednictwem intelektu, szczegélnie w wypadku kompozycji mul-
timedialnych, w przeciwieistwie do tych, ktére wykorzystujg tylko jedno medium.

Do kompozycji wykorzystujacych multimedia naleza migdzy innymi utwory Jagody Sz-
mytki (ur. 1982) i Kasi Glowickiej (ur. 1977). Obie kompozytorki pochodza ze Slaska,
Szmytka z Legnicy, a Glowicka z Olesnicy. Obie sa absolwentkami Akademii Muzycznej
im. Karola Lipifiskiego we Wroctawiu. W utworach Glowickiej znaczaca role odgrywa
elektroakustyka. Dla Szmytki niezbednym elementem wykonania jest jej wlasne cialo.
Towarzyszacy aktorzy w performansach Szmytki dublujg jej sceniczng obecno$¢, czesto
nasladujac dzialania niczym w lustrzanym odbiciu.

Kompozycje Glowickiej sa melancholijne i ciche, nie ma w nich zadnych zapozyczeni
z muzyki pop, sa tez historycznie poinformowane. Nawet w wypadku utworéw o tematyce
politycznej, jak Requiem for an Icon (Jackie Kennedy), dzwigk jest powsciagliwy i staje si¢
akompaniamentem akustycznym dla ostro zarysowanych obrazéw.

W przypadku wstrzasajacych i prowokacyjnych utworéw Szmytki odbiorca, zamiast
znanych muzycznych koncepdji, staje wobec wielu niezrozumialych, zagadkowych elementéw.
Tytuly jej dziel wskazuja na odniesienia do innych twércéw, np. Viola, thats my life! do Mor-
tona Feldmana, a Pores open wide shur do Stanleya Kubricka. Utwory Szmytki sg historycznie
poinformowane tylko w zakresie intertekstualnoéci: w odniesieniu do historii medidw.

W artykule autorka zastanawia si¢, dlaczego jedno z réwnoczesnie wystepujacych w dziele
mediéw wysuwa si¢ na plan pierwszy.


http://www.youtube.com/watch?v=wloQYC3_dRo
http://www.youtube.com/watch?v=wloQYC3_dRo
http://www.youtube.com/watch?v=WqLIcWnVbrk
http://vimeo.com/91925385
http://vimeo.com/91925385
http://www.dissonance.ch/upload/pdf/138_13_hb_wie_eclat.pdf
http://www.dissonance.ch/upload/pdf/138_13_hb_wie_eclat.pdf
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Multimedia Artists and Dead Authors: On Katarzyna
Gtowicka’s and Jagoda Szmytka's More Recent Productions

Summary

Analysts struggle to handle multimedia productions. Their struggle is rooted in the uncer-
tainty of how to calculate these various media’s interaction. Whoever listens to, watches,
or feels a multimedia production relies on individual synaesthetic perception. This ability
tells us whether the production is any good — before we even rationalise such judgement.
We understand the adequacy of a product via intuition, and not through the discursive use
of our intellect. This is particularly true in the case of multimedia productions as opposed
to productions that only activate one medium.

The works of Jagoda Szmytka (b. 1982) and Kasia Glowicka (b. 1977) are among those
in which the use of multimedia is particularly important. Both composers are from Silesia,
Szmytka from Legnica, Glowicka from Olesnica. Both are graduates of the Academy of
Music in Wroclaw. Electroacoustics play a significant role in Glowicka’s pieces. For Szmyt-
ka, her own body is essential for the performance. In Szmytka’s shows, her stage presence is
doubled by accompanying actors — often reverse-mirroring the actions.

Glowicka’s productions are melancholic and quiet. There are no borrowings from
pop. And they are historically conscious. Even in the case of works with a political subject,
like Requiem for an Icon (Jackie Kennedy), the audio sound is restraint and becomes an
acoustic accompaniment to the sharply cut images.

In the case of Szmytka’s morbid and provocative pieces, we are left with many puzzling
elements, rather than continuous musical concepts. Her titles point to the Other, e.g. Voila
That's My Life! to Morton Feldman and Pores Open Wide Shut to Stanley Kubrick. Szmytka’s
pieces are historically conscious only in their intertextuality: regarding the history of media.
This paper asks which one of the simultaneously occurring media receives more attention.
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Akademia Muzyczna im. Karola Lipinskiego we Wroctawiu

Miasto Wroctaw w muzyce kompozytoréw
$rodowiska wroc’fawskiego

Miasto inspirowalo twércéw od dawna. Motyw miasta znajdujemy w mitologii
(Romulus i Remus zaktadajacy miasto Rzym), w literaturze antycznej (Troja, Spar-
ta, Ateny, Teby, Aleksandria, Persepolis), w Biblii (Babilon, Betlejem, Sodoma i Go-
mora, Jerycho, Jerozolima), w literaturze od XVIII wieku po czasy wspétczesne. Na
wigksza skale pojawia si¢ od czaséw romantyzmu, co mialo zwiazek z rozkwitem
urbanizacyjnym miast bedacym skutkiem rewolugji przemystowej. Przestrzert mia-
sta staje si¢ wtedy obiektem wnikliwej obserwacji w dzietach literackich, takich
jak: Lalka Bolestawa Prusa (Warszawa), Zbrodnia i kara Fiodora Dostojewskiego
(Petersburg), Mistrz i Malgorzata Michaita Buthakowa (Moskwa), Dzuma Alberta
Camus (Oran). Obraz miasta pojawia si¢c w dzietach malarskich: Powisle i Swigto
Trgbek Aleksandra Gierymskiego (Warszawa), Krakowskie Przedmiescie od strony
Bramy Krakowskiej Bernarda Canaletta (Warszawa), Boulevard de Montmartre Ca-
mille’a Pissarra (Paryz), Cafe miasto Maxa Ernsta (fantastyczna wizja miasta z wy-
obrazni artysty). Mozna wskaza¢ takze liczne przyklady filméw silnie powiazanych
z realiami miasta, by wymieni¢ obrazy Woody’ego Allena (z nazwami miast w tytu-
tach, takimi jak Barcelona, Rzym, Paryz), Martina Scorsese (Nowy Jork), Fernanda
Meirellesa (Rio de Janeiro) czy Harolda Beckera (Chicago).

Przenikanie si¢ dwéch $§wiatéw miasta i sztuki obserwujemy takze w muzy-
ce. Na bogatej liscie dziet inspirowanych miastem znajduja si¢ kompozycje takich
tworcéw, jak: Johann Strauss (operetki Karnawal w Rzymie, Wiederiska krew, Noc
w Wenecji), Luigi Russolo (Przebudzenie miasta), Ottorino Respighi (tryptyk sym-
foniczny: Fontanny rzymskie, Pinie rzymskie, Uroczystosci rzymskie), Aleksander
Tansman (balet La grande ville), George Gershwin (poemat symfoniczny Ameryka-
nin w Paryzu, na podstawie ktérego nakrecono amerykanski film muzyczny o tym
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samym tytule'), Richard Addinsell (Koncert warszawski)*, Krzysztof Penderecki
(Siedem bram Jerozolimy), Steve Reich (City life®) czy Wojciech Kilar (/1 Symfonia
»September Symphony™)°.

Na lidcie miast, ktérym kompozytorzy dedykowali swoje dzieta, znalazt si¢ tak-
ze Wroctaw. Twoércy czgsto nazwe miast umieszczaja w tytule utworu, czego przy-
ktadem sa Kantata wroctawska Kazimierza Witkomirskiego czy Sinfonia Wratisla-
via Marty Ptaszyniskiej. Czasami inspiruje ich audiosfera (lub sonosfera) wybranej
dzielnicy, jak w utworze Pawla Mykietyna Krzyki, czy wybitna postaé zwigzana
z Wroctawiem, np. Edyta Stein, ktérej dedykowat swojg kompozycje Diwigczgca
samotnos¢ Marcin Bortnowski. Sg tez kompozycje adresowane do muzykéw soli-
stéw lub zespotéw, np. do filharmonikéw wroctawskich, dla ktérych skomponowali
swoje dzieta m.in. Ryszard Bukowski (Uwertura) i Grazyna Pstrokoriska-Nawratil
(Palindrom).

Przedmiotem rozwazan w niniejszym tekscie bedzie kategoria ,,miasto w muzy-
ce”, a wigc dokonania kompozytorskie, ktére powstaly z inspiracji miastem, a nie
zagadnienie ,muzyki miasta’ jako tej, ktéra funkcjonuje w przestrzeni miejskiej
(np. odglosy koscielnych dzwonéw czy tzw. muzyka Zzywa w postaci wystapiert
ulicznych muzykéw lub spontanicznych form muzykowania). Poruszone zostanie
natomiast zagadnienie ,,muzyki w miescie”, a to z powodu wykonan utworéw na
koncertach podczas wroctawskich festiwali badZ organizowanych przez wroctaw-
skie instytucje muzyczne, a takze zamdéwien wladz miasta.

Badaniom poddane zostang nast¢pujace kompozycje: kantata Glosy miasta na
orkiestr¢ symfoniczng, chér i komputer (2009) Cezarego Duchnowskiego, ,, Echa’.
Symfonia stu mostow na wielka orkiestre (2016) Grzegorza Wierzby oraz Canti
di Wratislavia na orkiestr¢ (1976) Andrzeja Krzanowskiego. Wybér utwordw po-
dyktowany zostat tym, ze wszyscy twércy juz w tytule kompozycji zwrécili uwa-
ge na audiosfere® miasta, czyli specyficzny dla niego $wiat dzwigkéw i brzmien.

! Film nakrecony zostat w 1951 roku przez Vincenta Minnellego.
Utwér skomponowany zostat w 1941 roku specjalnie do filmu Niebezpieczne swiatlo ksigzyca
(oryginalny tytut: Dangerous Moonlight), w USA znanego jako Suicide Squadron.
Kompozytor wykorzystal wezesniej nagrane dzwicki Nowego Jorku.
Impulsem do napisania September Symphony stat si¢ zamach na World Trade Center w 2001

2

roku w Nowym Jorku.

Ostatnim trzem utworom poswiccita swéj artykul Renata Gozdecka. Zob. R. Gozdecka,
Miasto w muzyce i sztukach plastycznych. Jerozolima — Paryz — Nowy Jork. Glos edukacji interdy-
scyplinarnej, [w:] ,Annales Universitatis Mariae Curie-Sktodowska Lublin — Polonia” 2012,
vol. X.2., sectio L, s. 9—41.

Audiosfera rozumiana bedzie za Marig Gotaszewska jako dzwigkowe $rodowisko cztowie-
ka, wobec ktérego moze on zajaé postawg estetyczng. Zob. M. Gotaszewska, Estetyka pieciu
zmystéw, Warszawa—Krakéw 1997, s. 78-81. Zob. takze: R. Losiak, R. Tadczuk, Wprowa-
dzenie, [w:] Audiosfera Wroclawia, red. R. Losiak, R. Tariczuk, Wroctaw 2014, s. 11. Defi-
nicje audiosfery podaje tez Tomasz Misiak, ktéry w sposéb bardziej szczegtowy prezentuje
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Wymienione utwory stanowia rodzaj pejzazu dzwickowego’. Sposréd wielu defi-
nigji tego terminu chciatabym przytoczy¢ tg, ktéra zaproponowat Robert Losiak.
Wedtug niego ,pejzaz [dZwigkowy] stanowi prezentacj¢ subiektywnego doswiad-
czenia audiosfery jako rezultat procesu, w ktérym obiektywnie istniejace $rodo-
wisko akustyczne zostaje przeksztalcone w srodowisko dla odbiorcy [...]7%. Pejzaz
dzwigkowy jako audiosfera odbierana przez podmiot to pejzaz ujmowany w jego
zwiazku ze znaczeniami i z warto$ciami’. Zdarzenia dZzwickowe rozpoznawalne sa
jako znaki w rozumieniu semiotyki. Jednoczesnie odkrywany jest ich aspekt aksjo-
tyczny. W ten spos6b pejzaz jawi si¢ jako specyficzny przedmiot aksjosemiotyczny.

Zdaniem Renaty Taniczuk problematyka pejzazu dzwickowego ,,wyznacza cie-
kawg perspektywe refleksji nad specyfika doswiadczenia miasta, nawiagzywania re-
lacji z nim, budowania poczucia zakorzenienia w miescie oraz rozpoznawania jego

stanowisko Golaszewskiej, zwracajac uwagg, ze wyrdznila ona ,audiosfer¢ potoczna” — cato-
ksztatt dzwickéw najblizszego, prywatnego, oswojonego, w duzym stopniu przewidywalnego
pod wzgledem akustycznym otoczenia, ,audiosfere zorganizowang” — zespét réznorodnych
odgloséw otoczenia (najczesciej przyrodniczego), odbieranego przez stuchacza jako harmo-
nijne, oraz ,audiosfer¢ wyspecjalizowang” — dzwigki i odglosy stanowiace o specyfice okre-
$lonej przestrzeni, charakterystyczne dla danego $rodowiska (np. odglosy wsi czy dzwicki
miasta). Zarysowany w ten sposob podzial koncentruje si¢ gléwnie na preferencjach od-
biorczych, na wrazeniach, spostrzezeniach oraz na przezyciu estetycznym. Zob. T. Misiak,
Estetyczne konteksty audiosfery, Warszawa—Krakéw 1997, s. 35.

Pejzaz dzwickowy jest kategoria zaproponowana przez kanadyjskiego kompozytora, tworcg
ekologii akustycznej Raymunda Murraya Schafera. Pojmuje on ,,pejzaz dzwigkowy jako twér
spoleczny” bedacy produktem prakeyk spotecznych, polityki i ideologii, ktéry ,jednoczesnie
bierze udziat w ksztattowaniu tych prakeyk, polityk i ideologii”. Zob. D.W. Samuels ¢ al., To-
wards a Sounded Anthropology, ,Annual Review of Anthropology” 2010, nr 39, s. 330, cyt. za:
R. Losiak, R. Tariczuk, op. cit., s. 12-13. Z kolei w kulturoznawczym rozumieniu termin ten,
zdaniem Stefana Bednarka, ,,obejmuje udziat cztowieka w konstruowaniu otoczenia akustycz-
nego, a przede wszystkim w jego recepcji, wraz z nadawaniem mu znaczen, symboli, wartoscio-
waiti i ocen”. Jego zdaniem ,,to whasnie aksjosemiotyczna aktywnos$¢ »uzytkownikéw« audiosfery
czyniz niej pejzaz dzwigkowy rozpoznawalny przez nich jako specyficzny dla miejsca, w kedrym
zyja . S. Bednarek, Stowo wstgpne, [w:] Audiosfera Wroctawia, red. R. Losiak, R. Tariczuk, Wro-
claw 2014, s. 8. A zatem wedtug kulturoznawcéw ,w pojeciu pejzazu dzwickowego zawiera
si¢ wzglad na indywidualne przezycie audiosfery, w ktérym obiektywnie istniejace srodowisko
foniczne podlega aktom rozpoznania i waluacji, moze zosta¢ przyswojone albo odrzucone, ujgte
w relacji zadomowienia lub alienacji, a takze na przyktad rozpoznane w kontekscie codziennosci
badz ods$wigtnosci”. Zob. R. Losiak, R. Tadczuk, op. ciz, s. 13. Jak pisze B. Truax, kategoria
pejzazu dzwigkowego jest definiowana z wyraznym uwzglednieniem percypujacego podmio-
tu, jest on ,$rodowisk[iem] dZzwick[owym] pojmowanym z naciskiem na sposob, w jaki jest
ono postrzegane przez jednostke lub spoleczenistwo. Pejzaz dzwickowy zalezy wigc od stosunku
migdzy jednostka i dowolnym $rodowiskiem dzwigkowym”. Zob. D.W. Samuels ez al., ap. cit.,
s. 330, cyt. za: R. Losiak, R. Tanczuk, op. cit.,s. 13.

R. Losiak, Malowniczos¢ pejzazu dtwigkowego. O pewnym aspekcie estetycznego doswiadczenia
audiosfery, , Teksty Drugie” 2015, nr 5, s. 47.

® Ibidem.
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swoistoéci”'?. W artykule zwrécono uwage na indywidualne przezycie audiosfery
przez kompozytoréw wroctawskich, a w konsekwencji na ich aksjosemiotyczng ak-
tywnos¢.

Nalezy zauwazy¢, ze wspomniani tworcy wytwarzaja wlasne wizje miasta, wpi-
sujac w nie zdarzenia, mity, pragnienia. Ich wyobraznia zwiazana z miastem ma
zazwyczaj charakter narracyjny (deskryptywny), co oznacza, ze przedstawiaja oni
jaka$ histori¢ lub ciag zdarzen dzwickowych, tworzac pewna dramaturgie. Narra-
cyjnos$¢ badanej muzyki obejmuje wiele proceséw znakowych, m.in. o charakterze
metafory czy symbolu.

Czasami kompozytorzy imituja rzeczywisto$¢ miejska za pomocg srodkéw mu-
zycznych, czgéciej jednak mamy do czynienia z reprezentacja, ktdra nie polega na
»przedstawianiu rzeczywistoéci lub jej fragmentéw w dziele sztuki”'!, lecz na wyra-
zaniu pewnych opinii na jego temat, w ktérych istotna role¢ odgrywa element su-
biektywny'?. Kompozytorzy nie daja w dziele sztuki kopii czy portretu miasta, lecz
raczej je re-prezentuja (re-present) we wltasnym medium®.

Pierwsza z omawianych przeze mnie kompozycji to Glosy miasta Cezarego Duchnow-
skiego'. Dedykowana miastu Wroctaw kantata skomponowana zostata w 2009 roku na
zamébwienie Migdzynarodowego Festiwalu ,, Wratislavia Cantans” i w tym samym roku
odbylo si¢ jej $wiatowe prawykonanie®. Inspiracja do napisania dziefa byta, jak wyja-
$nia sam tworca, ,gtéwnie kultura wielkich aglomeracji wyrosta z tradycji spotkan, zycia

10 Zob. R. Taiczuk, ,, Pejzaz dzwickowy” jako kategoria badan nad doswiadczeniem miasta, ,Au-
diosfera. Koncepcje — Badania — Prakeyki” 2005, nr 1, s. 11.

R.D. Golianek, Muzyka programowa XIX wieku. Idea i interpretacja, Poznan 1998, s. 74.

12 76b. ibidem, s. 75.

3 P Kivy, Sound and Semblance. Reflection on Musical Representation, Princeton 1984, s. 17,
cyt. za: R.D. Golianek, op. cit., s. 75.

Cezary Duchnowski (ur. 1971), studiowat kompozycje w klasie Leszka Wistockiego w Aka-
demii Muzycznej we Wroctawiu. Obecnie zwiazany jest z wroclawska uczelnia, gdzie wyktada
m.in. realizacj¢ muzyki komputerowej. Byl jednym z inicjatoréw zatozenia Studia Kompo-
zycji Komputerowej w Akademii Muzycznej we Wroctawiu. Ma w swoim dorobku utwory

11

zaréwno kameralne, jak i symfoniczne. Od kilku lat czotowe miejsce w jego dzialalnosci zaj-
muje twérczo§¢ elektroakustyczna. Wraz z Agata Zubel tworzy duet ElettroVoce, realizujac
projekty na glos i elektronike. Jest wielkim or¢downikiem muzyki improwizowanej. Chgtnie
wspélpracuje z muzykami jazzowymi, a takze innymi artystami, ktdrych pasja jest kreowa-
nie muzyki na zywo. Wraz z Pawlem Hendrichem i Stawomirem Kupczakiem powotat do
zycia grupg Phonos ek Mechanes. W jej ramach uprawia szczegdlny rodzaj elektronicznej
muzyki improwizowanej — human-electronics, w ktorej komputery kontrolowane s3 przez
instrumenty akustyczne. Wraz z Marcinem Rupociriskim zatozyt grupe Morphai — formacje
podejmujacy artystyczne inicjatywy o profilu interdyscyplinarnym. Zob. [online:] heep://
www.duchnowski.pl/informacje.html [6.09.2018].

5 Wykonawcami byli: Chér ,,Con Brio” Szkoly Muzycznej I st. im. Grazyny Bacewicz we Wro-

ctawiu, Orkiestra miasta Tychy ,Aukso”, Aktorzy Teatru Muzycznego Capitol, Maciej Wal-

czak — projekcja wideo, Cezary Duchnowski — komputer, dyrygowat Marek Mos.


http://www.duchnowski.pl/informacje.html
http://www.duchnowski.pl/informacje.html
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we wspdlnocie i na styku kultur. Muzyka ma by¢ wyrazem kultu miejsca, w ktérym
si¢ dzieja rzeczy zwyczajne, codzienne; gdzie spotykamy si¢ z ludZmi i rzeczywistoscia,
ktéra naznacza i ksztaltuje nas na lata”'. Utwr jest rodzajem ,hymnu na rzecz codzien-
nosci”", ktéry przemawia do stuchaczy jezykiem wspétczesnym. Tytutowe Glosy miasta
nalezy rozumie¢ zaréwno dostownie, jako dzwicki i odglosy wydawane przez miasto (au-
diosfera metropolii), jak i metaforycznie, jako glosy historii zwiazanej z Wroctawiem.

Budowa kantaty miejskiej jest piecioczesciowa: 1. Chorat, 11. Passacaglia Sle-
zy, 1. Glos wotajgcego na pustyni, IV. Miasto, V. Coda. Cz¢$¢ 1 otwieraja nagrane
wielokanalowo odglosy Wroctawia. Sg to dzwigki konkretne, ktére zostaty zmik-
sowane przy uzyciu technik syntezy. Mamy tu do czynienia z zarejestrowanym na
dwéch tasmach pejzazem dzwigkowym miasta (soundscape). Odglosy wielkomiej-
skiego hatasu powracaja w zakoriczeniu utworu i w ten sposéb niczym klamra spi-
naja metaforyczna opowies¢ muzyczng o starym grodzie nad Odra.

W czgsci I kompozytor zacytowat dzwickowa wizytowke miasta — jego hejnat.
Ten artefakt brzmieniowy Wroctawia stanowi trwaly element jego struktury fonicz-
nej, wazny dla jego audialno-kulturowej identyfikacji. Dzieje hejnatu wroctawskie-
go siggaja poczatku XVI wieku'®, cho¢ melodie o charakterze sygnaléw pojawity
si¢ juz w $redniowieczu. Hejnat z ratusza grany byt do 1832 roku. Do tradycji jego
wykonywania powrécono dopiero po II wojnie $wiatowej, w roku 1957. Wtedy to
w wyniku konkursu wytoniona zostata kompozycja Michata Dabrowskiego stwo-
rzona na podstawie dziewigtnastowiecznej $laskiej piesni ludowej We Wroctawin na
rynecku' (zob. przyklad la, s. 328). Zagrano ja po raz pierwszy z wiezy kosciota
$w. Elzbiety w noc sylwestrowa na przetomie lat 1957/1958, a pézniej wykonywano
do roku 1975. Do tej tradycji powrécono dopiero po 2000 roku, prezentujac hejnat
w kazda niedzielg z wiezy wroclawskiego ratusza.

Cytujac w swojej kompozycji hejnal miasta, Duchnowski nawiazat do $rednio-
wiecznych tradycji. Twérca odsyta stuchacza do czaséw $wietnosci wroctawskiego
grodu rzadzonego przez polskich wladcéw, przywotuje mit ,piastowskiego Wrocta-
wia”. Zacytowana przez Duchnowskiego melodia hymnu stanowi rodzaj parafrazy

$laskiej melodii ludowej (zob. przyktad 1b, s. 328).

16 C. Duchnowski, komentarz do utworu Glosy miasta, [w:] 44. Migdzynarodowy Festiwal ,, Wra-
tislavia Cantans” [ksiazka programowal, Wroctaw 2009, s. 285.

7" Ibidem.

8 Dzieje hejnatu wroctawskiego szczegétowo opisaly Wioletta Muras i Katarzyna Orzotek.

Zob. W. Muras, K. Orzotek, Hejnat — dzwigkowa wizytéwka miasta, [w:] Audiosfera Wrocta-

wia, red. R. Losiak, R. Tadczuk, Wroctaw 2014, s. 139-157.

Piesri powstata w latach 1807-1811 w czasach kampanii napoleoniskiej. Spisana i opubli-

kowana zostata po raz pierwszy przez Juliusza Rogera w 1863 roku w wydanym w jezyku

polskim zbiorze pie$ni $laskich (Piesni ludu polskiego w Gornym Szlasku z muzykq, Wroctaw

1863). Pédzniejszego zapisu dokonat w 1954 roku Jézef Majchrzak we wsi Koza Wielka pod

Sycowem. Zob. W. Muras, K. Orzolek, op. ciz., s. 144.
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Przyktad 1a. Piesn We Wroclawiu na rynecku™.
Reprodukgja za: J. Majchrzak, Dolnoslgskie piesni ludowe, Wroctaw 1970, s. 28.

Przyktad 1b. C. Duchnowski, Glosy miasta, cz. 1, Choral, cytat z melodii hejnatu wroctawskiego
w partii trabki, t. 1-5. Reprodukcja wydruku komputerowego ze zbioréw kompozytora, s. 1.

2 Melodia piesni spisana przez Jézefa Majchrzaka w 1954 roku zamieszczona zostata w zbiorze
Dolnoslgskie piesni ludowe opublikowanym we Wroctawiu w 1955 roku.
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Duchnowski zmienit tonacj¢ z G-dur na F-dur i inaczej urytmizowat hejnat,
421
4 b
Cata czgé¢ I omawianej kompozycji stanowi rodzaj impresji na temat fonicznego

symbolu Wroclawia, jakim jest jego hejnal.

wybierajac metrum zachowal natomiast podstawowe wyznaczniki melodii®.

Komponujac piesti pochwalna na czes¢ Wroctawia, twérca przypominat o cza-
sach powstawania miasta nad Odra. W czesci 11 Passacaglia Slezy przez tytut odwotat
si¢ do poczatkéw istnienia grodu lezacego u podnéia géry Slezy, ktére w $rednio-
wieczu zamieszkiwato stowiariskie plemie Slezan®. Temat passacaglii, umieszczony
w partii pierwszego i drugiego fortepianu, stanowi tlo dla asemantycznego tek-
stu stworzonego na podstawie pierwszego polskiego zdania zapisanego w trzyna-
stowiecznej Ksigdze henrykowskief*: ,Daj, a¢ ja pobrusze, a ty pocziwaj”. Staro-
polskie zdanie zostalo podzielone na gloski i sylaby utozone wedlug algorytmu,
ktéry porzadkuje takze materiat dzwigkowy. Cz¢é¢ II kompozycji jest wariacjg na
temat historycznej frazy napisang wspétczesnym jezykiem muzycznym. Tekst po-
wierzony zostat chérowi aktoréw, ktéry realizuje go w niekonwencjonalny spo-
s6b, wydobywajac naturalistyczne brzmienia. Kompozytorowi zalezy na uzyska-
niu efektu szamanskich odgloséw, w zwiazku z tym nakazuje, aby tekst realizowa¢
z duzym przydechem, wartosci rytmiczne maja by¢ przyblizone, wymowa glosek
bliska naturalnej (con sprezzatura). Niekiedy twérca sugeruje wykonawcom, aby
tekst wypowiada¢, marudzac pod nosem, innym razem zawodzac (solo woman
voice)®. Przetworzone stowa stanowia podstawe sonorystycznej gry z gloskami, sy-
labami, pojedynczymi stowami. Cz¢$¢ I ma charakter melancholijny, ,,zadumane”,
monotonne frazy tylko w kulminacji przerywane s ostrymi interwencjami trabek
(zob. przyktad 2, s. 230).

Kolejny etap dziejéow Wroctawia ma zwiazek z budowa katedry w najstarszej
czgéci miasta na Ostrowie Tumskim, gdzie w 985 roku ksiazg Mieszko I wybudowat
pierwszy gréd. Swiatynia zostata wzniesiona pod koniec X wieku, a po utworzeniu
biskupstwa wroctawskiego w 1000 roku petnita funkcje pierwszej katedry. Jej wy-
budowanie i utworzenie biskupstwa uznaje si¢ za poczatek istnienia Wroctawia.
O budowie w metaforyczny sposéb Duchnowski opowiada za pomoca dzwigkéw
w III czedci kantaty. Wazna role odgrywa w niej tekst faciriski zaczerpniety z Biblii.
Sq to strofy z Ewangelii wg $w. Lukasza Glos wolajgcego na pustyni, kiére wedtug

4

21\ piesni wystepowaty dwa rodzaje metrum: } i §.

2 Podobnie uczynit Tadeusz Nesterowicz, trgbacz, kedry obecnie wykonuje hejnat z wiezy wroctaw-

skiego ratusza. Stworzyt on whasna aranzacje hymnu. Zob. W. Muras, K. Orzotek, op. cit., s. 149.
Slezanie osiedlili sic okoto 550 roku. Na Ostrowie Tumskim odkryto resztki pochodzacego
2 IX wieku grodu stowiariskiego plemienia Slezan.

Ksigga henrykowska znajduje si¢ obecnie w Archiwum Archidiecezjalnym we Wroctawiu
(sygn. V.7).

Zob. uwagi kompozytora w partyturze.

23
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25
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Przyktad 2. C. Duchnowski, Glosy miasta, cz. 11, Passacaglia Slgz’y, t. 102-112.
Reprodukcja wydruku komputerowego ze zbioréw kompozytora, s. 7.

tradycji mialy ogromne znaczenie dla patronki miasta $w. Jadwigi i stanowily ro-
dzaj motta w czasach, gdy powstawala wroclawska swigtynia katolicka. W utworze
Duchnowskiego tekst taciriski $piewany jest przez chér chlopiecy, a towarzysza mu
dzwigki tematu passacaglii z poprzedniej czgsci realizowane tym razem przez klawe-
syn. W tej czgéci akcent potozony zostat na znaczenie stéw (zob. przyktad 3).

Przyktad 3. C. Duchnowski, Glosy miasta, cz. 111, Glos wotajgcego na pustyni, t. 227-234.
Reprodukeja wydruku komputerowego ze zbioréw kompozytora, s. 15.

Dizwigkows reprezentacje Wroctawia przynosi instrumentalna cz¢s¢ IV zatytuto-
wana Miasto. Ma ona w metaforyczny sposdb nawigzywa¢ do procesu budowania mia-
sta. Kompozytor operuje krétkimi motywami dzwickowymi, przerywanymi pauzami,
ktére wprowadzit juz wezesniej w czesci I11. Dzwigki te s imitowane, miksowane,
rozrzedzane, zaggszczane. Kojarzy¢ je mozna z ruchem, tak typowym dla aglomeracji
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miejskich. W niekt6rych fragmentach mamy do czynienia z interpretacja zgietku ulicz-
nego. Repetowane frazy w dynamice fortissimo pojawiajace si¢ poczatkowo w partiach
dwdch fortepianéw, a pdiniej takze w partiach klawesynu i smyczkéw nasilaja efeke
hatasu (zgietku), zwlaszcza w dochodzeniu do kulminagji w zakoriczeniu czgéei.
Chcac zrozumied sens cz¢éci ostatniej, nalezy ponownie siegna¢ do historii Wro-
clawia. W 1241 roku miasto zostato spalone ze wzgledéw strategicznych przed najaz-
dem mongolskim. Rok pézniej doszto do ponownej lokacji miasta na prawie magde-
burskim. Potwierdzenie prawa niemieckiego i powotanie rady miejskiej (tzw. trzecia
lokacja) nastapito w roku 1261. Do tego wydarzenia nawiazuje Duchnowski w ko-
dzie, wprowadzajac wyjatki z taciriskiej wersji tego aktu lokacyjnego Wroctawia®.
Tekst jest wymawiany przez chér aktoréw, a takze $piewany przez trzygtosowy chér
chiopigcy. Partia tego chéru zanotowana zostala za pomoca sredniowiecznej notacji
menzuralnej, co pozwolito twércy uzyska¢ efekt archaizacji (zob. przyktad 4).

Przyktad 4. C. Duchnowski, Gfosy miasta, cz. V, Coda, t. 321-332.
Reprodukgcja wydruku komputerowego ze zbioréw kompozytora, s. 26.

W zakoriczeniu kody powracajg nagrane na tasmie odglosy wspétczesnego Wrocta-
wia. Przerywajq je, niczym blyskawice, przeszywajace dzwicki perkusji, ktore stanowig
sygnal do wypuszczenia na sceng gotebi — symbolu pokoju i pojednania. Ma to szcze-
g6lng wymowe w multikulturowym Wroctawiu, w ktérym niczym w tyglu mieszaja
si¢ rézne religie, narodowosci, kultury. Utwér Duchnowskiego staje si¢ pretekstem do
nawiazywania pozytywnych relacji i tworzenia trwatych wiezi migdzyludzkich.

Narracja utworu Duchnowskiego z jednej strony ma zwiazek z tre§ciami poza-
muzycznymi, a z drugiej z forma dziefa i technika kompozytorska. W czedci I two-
rz3 ja wielokrotne powtdrzenia melodii hejnatu wroctawskiego z zastosowaniem

%6 Akt przechowywany jest obecnie w Archiwum Paristwowym we Wroclawiu.
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techniki wariacyjnej. Sonorystyczne opracowanie staropolskiego tekstu skonstru-
owanego za pomocy algorytmu wymyslonego na potrzeby utworu wyznacza nar-
racje czesci 11, dla kedrej podbudowe formalng stanowi passacaglia. Giéwna role
w ksztattowaniu dramaturgii kolejnej czgsci odgrywa taciniski tekst biblijny. Czte-
rokrotnie powtérzony, za kazdym razem prezentowany jest z drobnymi zmianami
rytmicznymi i melodycznymi, ktére jednak nie zamazuja czytelnosci tekstu. Pre-
zentacja tych samych struktur melodyczno-rytmicznych w réznych konfiguracjach
brzmieniowych uzaleznionych od doboru instrumentarium i ze zmienng akcenta-
cja, a takze stale zaggszczanie i rozrzedzanie brzmienia stanowig differentia specifica
narracji czg$ci IV. W kodzie taciriski tekst aktu lokacyjnego Wroclawia i dzwigki
miasta nagrane na tasmie wsp6ttworza dramaturgie ostatniej czgéci dzieta.

Z potrzeby stworzenia wizerunku brzmieniowego miasta uwzgledniajacego jego
specyficzno$¢ i odrebnosé powstat kolejny utwér — , Echa”. Symfonia stu mostéw na
wielka orkiestre (2016) Grzegorza Wierzby” . Jak dowiadujemy sig z partytury, utwor
zostat skomponowany ,,dla Miasta Wroclawia — Europejskiej Stolicy Kultury 2016”.
Okoliczno$ci powstania dzieta byty zatem wyjatkowe. Rok 2016 byt dla Wroctawia
rokiem szczegélnym, poniewaz miasto otrzymalo zaszczytny tytut Europejskiej Stoli-
cy Kultury, stajac si¢ w ten sposéb przez rok areng wydarzeri kulturalnych majacych
na celu przyblizenie lokalnej kultury i pobudzenie dialogu mig¢dzykulturowego wsréd
mieszkaricéw Europy. Wpisujac si¢ w dziatania w ramach ESK, Akademia Muzyczna
im. Karola Lipifskiego we Wroclawiu oglosita Migdzynarodowy Konkurs Kompozy-
torski, na ktérym symfonia Wierzby otrzymata wyréznienie.

Dedykujac swéj utwér stolicy Dolnego Slaska, kompozytor zwrécit uwage na to,
co stanowi o specyfice miasta — na jego mosty. Wroctaw nazywany jest Wenecja Pét-
nocy ze wzgledu na to, ze znajduje si¢ w nim ponad sto mostéw taczacych kilkana-
$cie wysp. Te posiadajace wielowiekowa histori¢ zabytki sztuki, techniki i architekeury
Wroclawia, a jednoczesnie elementy przestrzenne bardzo widoczne w krajobrazie mia-
sta, bedace jego wizytéwka, staly si¢ cennym Zrédlem inspiracji dla Grzegorza Wierzby.
Uwagg twércy przykuta sylwetka mostu, jego charakterystyczny ksztatt, ktdry starat si¢
w sposéb graficzny odwzorowad w partyturze swojego dzieta (zob. przyklad 5).

¥ Grzegorz Wierzba (ur. 1978), kompozytor, pedagog, wyktadowca wroctawskiej Akademii
Muzycznej im. Karola Lipiriskiego, ktéra ukonczyt w 2006 w klasie kompozycji Jana Anto-
niego Wichrowskiego. Od 2010 jest cztonkiem honorowym Polskiego Stowarzyszenia Kon-
trabasistéw. W 2014 otrzymat tytut doktora sztuk muzycznych w zakresie kompozyciji i teorii
muzyki, specjalnosci kompozycja. Od 2015 jest takie nauczycielem przedmiotéw teoretycz-
nych w Pafistwowej Szkole Muzycznej I st. i Spotecznej Szkole Muzycznej 1T st. w Swidnicy.
Otrzymat wyréznienie w Migdzynarodowym Konkursie Kompozytorskim Europejskiej Sto-
licy Kultury Wroctaw 2016. Wielokrotnie zasiadat w jury konkurséw dla dzieci i mlodziezy.
Wspétpracuje z wieloma kompozytorami polskimi i zagranicznymi. Od 2018 jest cztonkiem
Zwiazku Kompozytoréw Polskich. Zob. [online:] http://www.nfm.wroclaw.pl/musica-polo-
nica-nova-2018/artysci/biogram/1570 [4.08.2018].


http://www.nfm.wroclaw.pl/musica-polonica-nova-2018/artysci/biogram/1570
http://www.nfm.wroclaw.pl/musica-polonica-nova-2018/artysci/biogram/1570
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Przyktad 5. G. Wierzba, ,, Echa”. Symfonia stu mostéw, graficzny wizerunek mostu, faza I, t. 1-4.
Reprodukcja wydruku komputerowego ze zbioréw kompozytora, s. 1.

W sensie muzycznym most oznacza struktur¢ muzyczng faczaca dwie fazy
utworu, ktéra umozliwia plynne przejécie migdzy nimi.

Kompozytorowi bliska byta ponadto symbolika stowa ,most”. Oznacza ono
taczenie ze soba réznych $wiatéw, wartosci, tego, co roztaczone w czasie i w prze-
strzeni®®. Twérca mial na uwadze budowanie mostéw migdzy ludzmi, bo uwaza, ze
»lepiej jest budowa¢ mosty, niz wznosi¢ mury”?. Jego intencje doskonale korespon-
duja z naczelng ideg projektu pod nazwa Wroctaw 2016 Europejska Stolica Kultu-
ry. Trzeba pamigtad, ze Wroctaw jest miastem o wielonarodowej i wielokulturowej
przeszto$ci. Z tego powodu dziatania umozliwiajace taczenie ludzi réznych wyznan
i narodowosci, sprzyjajace podejmowaniu dialogu mig¢dzykulturowego maja w tym
miescie szczegdlne znaczenie. Z pewnoscig muzyka stuzaca komunikacji spolecznej
doskonale si¢ do tego celu nadaje.

Gléwny tytut utworu Echa moze by¢é rozumiany wieloznacznie, tak jak i samo
stowo, ktére oznacza powtérzenie dzwigku spowodowane odbiciem fali akustycznej

28 Zob. most, [hasto w:] W. Kopaliniski, Stownik symboli, Warszawa 1990, s. 235.
» Wypowiedz kompozytora podczas rozmowy z Anng Granat-Janki przeprowadzonej 11 czerw-
ca 2018 roku.



334 Anna Granat-Janki

od jakiej$ powierzchni, nawiazanie do czego$ z przesztosci czy tez wies¢ o czyms
lub reakcjg na co$®®. Zdaniem kompozytora tytut odnosi si¢ przede wszystkim do
kwestii zwigzanych z technikq kompozytorska. Chodzi o powtarzanie w poszcze-
gblnych glosach tego samego materiatu dzwickowego z opdznieniem, w wyniku
czego powstaje wrazenie echa. Efekt ten uzyskuje Wierzba, stosujac takze naprze-
miennie kontrastowa dynamike o matym i duzym natgzeniu. Jednoczesnie twércy
bliskie jest metaforyczne rozumienie stowa ,,echo” jako wiesci z Wroctawia czy tez
reakeji na miasto, w tym wypadku bardzo emocjonalnej i subiektywnej. Wierzba
komponuje pejzaz diwickowy miasta, ktéry jest wynikiem jego refleksji nad feno-
menem Wroctawia. I chociaz nie ma w nim odwotani do konkretnych artefaktéw
brzmieniowych tej metropolii, to jednak powstat on pod wptywem indywidualnego
przezycia audiosfery Wroctawia.

Narracja omawianego utworu polega na plynnym przechodzeniu do naste-
pujacych po sobie siedmiu faz jednoczgéciowej symfonii, co umozliwiajg struk-
tury dzwickowe petniace funkcj¢ muzycznych mostéw. Kompozytor postuguje
si¢ technika powtdrzenia z opéznieniem materiatu dzwigkowego w partiach réz-
nych instrumentéw orkiestry, wykorzystujac jednoczesnie kontrasty dynamiczne:
glo$no-cicho. Niekiedy wzmacnia powtérzenie, stosujac augmentacj¢ wartosci ryt-
micznych, co daje efekt opdznienia typowego dla zjawiska echa. Dzi¢ki powtarza-
niu materiatu dZwickowego w kierunku wznoszacym lub opadajacym tworzy on
nie tylko muzyczne, ale takze graficzne wizerunki mostéw.

Na zakoriczenie warto wspomniec jeszcze o utworze napisanym przez Andrzeja
Krzanowskiego®!, ktéry co prawda bardzo krétko zwiazany byt ze $rodowiskiem
wroctawskim, ale w ciagu zaledwie rocznego pobytu we Wroctawiu® w 1976 roku

30 Zob. echo, [hasto w:] Stownik jezyka polskiegp PWN, [online:] heeps://sjp.pwn.pl/slowniki/
echo.html [4.08.2018].
Andrzej Krzanowski (1951-1990), uczent Henryka Mikotaja Géreckiego (kompozycja) i Jo-
achima Pichury (akordeon), kompozytor, pedagog, wykonawca wspéiczesnej muzyki akorde-
onowej, wystgpowal na wazniejszych festiwalach europejskich. W 1984 i 1986 wyktadat na
letnich kursach w Darmstadt, w 1987 na ,,Time of Music” w Viitasaari (Finlandia). Twdrca
muzyki kameralnej malych i duzych form o niekonwencjonalnym sktadzie instrumentalnym,
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czgsto w polaczeniu z glosem ludzkim lub muzyka z ta$my, najczeéciej z udziatem akordeonu.
Inspiracja byla dla niego wspélczesna literatura, chetnie postugiwat si¢ tez cytatem (Bach,
Szymanowski, Gérecki). Umiat stworzy¢ niezwykly klimat o duzej skali ekspresji od zywio-
towej (Koncert na orkiestre) po liryczno-kontemplacyjna (I Symfonia, III Kwartet smyczkowy).
Wychodzac od akordeonu, dzigki niezwyklej wyobrazni artystycznej stat si¢ prawdziwym
odkrywca nowych — nie tylko dla tego instrumentu — obszaréw muzyki naszego wieku. Zob.
[online:] https://pwm.com.pl/pl/kompozytorzy_i_autorzy/5022/andrzej-krzanowski/index.
html [6.09.20138].

Po ukoriczeniu w 1975 roku studiéw kompozytorskich u Henryka Mikotaja Géreckiego
w PWSM w Katowicach Andrzej Krzanowski podjal pracg w Paristwowej Wyzszej Szkole
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Muzycznej we Wroctawiu, gdzie wykladal do czerwca 1976 roku.
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skomponowal Canti di Wratislavia na orkiestr¢™. Utwér jest hotdem ztozonym
miastu. Tytulowe Spiewy Wroclawia nalezy traktowaé jako metafore. Mozemy je
rozpatrywaé w kategoriach muzyki konkretnej wykorzystujacej rozmaite dzwigki,
zaréwno te muzyczne, jak i niemuzyczne. Przedmiotem zainteresowania kompozy-
tora byta niewatpliwie audiosfera Wroctawia®, ktdra zostata przez niego indywidu-
alnie przezyta. Przy czym nie znalazly tu zastosowania konkretne artefakty brzmie-
niowe miasta. Kompozytor stworzyt krajobraz dzwickowy Wroctawia, wskazujac
na jego specyfike, jaka jest muzyka. Miasto nad Odrg stynie bowiem z festiwali
muzycznych, wiréd ktérych wazng rol¢ odgrywa Migdzynarodowy Festiwal ,,Wra-
tislavia Cantans”. To wha$nie tej imprezie stolica Dolnego Slaska zawdziecza miano
»Spiewajacego Wroclawia”.

Utwér ma budowe jednoczgsciowa, w ktédrej mozna jednak wyréznié segmenty.
Jego forma jest kontrastowana wewngtrznie za pomoca réznych typéw brzmieni
i fakeur, barwy i ekspresji. One ksztaltujg narracj¢ dzieta. Utwér Krzanowskiego
zostat napisany przy uzyciu techniki sonorystycznej. W latach 70. XX wieku twérca
intensywnie poszukiwal nowych brzmien, wykazujac si¢ duza pomystowoscia w ich
ksztattowaniu. Inspiracj¢ stanowity dla niego dzwigki otaczajacego go $wiata, w tym
miejscowosci Czechowice-Dziedzice, w ktérej osiadl na state. Byly to: gwizdy lo-
komotyw, dzwicki syreny rafinerii, alarméw, dzwonéw. Jak zauwaza zona kompo-
zytora Grazyna Krzanowska, ,,dzwigki alarméw, dzwondw i syren [ktére go otacza-
ty] »weszly w niego« w sposéb naturalny””. Chcac wzbogaci¢ strong brzmieniowa
Spiewow Wroctawia, twérca rozbudowal perkusje®® i wprowadzit takie instrumenty,
jak syrena alarmowa (basso i alto), lastra, flexaton, plyta zelazna (ferro), powickszyt
obsadg instrumentéw dgtych drewnianych i blaszanych?, siggnat po flauto a coulis-
se (flet z gwizdkiem) czy fischietti (zob. przyktad 6, s. 336).

3 Praca nad utworem byla realizacjg stypendium, ktére przyznane zostalo kompozytorowi
przez Ministerstwo Kultury i Szeuki. Skomponowany w 1976 roku utwér otrzymat II na-
grodg na XIX Konkursie Mlodych Zwiazku Kompozytoréw Polskich. Prawykonanie odbyto
si¢ dopiero w 1981 roku w Opolu. Grata Orkiestra Symfoniczna Filharmonii Opolskiej pod
dyrekcja Marka Tracza. W rok po $mierci kompozytora (1990) Canti zostaly wykonane na
»Warszawskiej Jesieni” (1991). Grata wéwczas Orkiestra Symfoniczna Filharmonii Slaskiej
w Katowicach, dyrygowal Jerzy Swoboda.

3 O wplywie sonosfery miasta na twérczo$¢ kompozytora pisze Jagna Krzanowska. Zob.

J. Krzanowska, Wicloznaczny swiar déwigkowy Andrzeja Krzanowskiego, [w:] Wieloznacznos¢

dzwigku, red. K. Dziewigtkowska-Mleczko, J. Kolodziejska, U. Koza, Wroclaw 2014, s. 148.

3 G. Krzanowska, Akordeonochromia, czyli rzecz o nieznanych rekopisach Andrzeja Krzanow-

skiego, Czechowice-Dziedzice 2010 [tekst niepublikowany], cyt. za: J. Krzanowska, p. cit.,

s. 148.

3¢ Zaproponowal 4 zestawy instrumentéw perkusyjnych.

37 Wprowadzit potrdjng obsadg instrumentéw detych drewnianych, 6 waltorni, trabke pikolo,

7 puzondw i tube.
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Przyktad 6. A. Krzanowski, Canti di Wratislavia, obsada instrumentalna.
Reprodukgja za: A. Krzanowski, Canti di Wratislavia, PWM, Krakéw 2018, s. 3.

Zastosowat takze zréznicowane sposoby artykulacji, wprowadzit rozbudowane
klastery w partiach smyczkéw i fortepianu, ostre wspétbrzmienia w partiach instru-
mentéw detych. Niektére dZzwigki instrumentéw przypominaja brzmienia indu-
strialne wskazujace na wplywy futuryzmu®®. W utworze preferowane sg brzmienia
agresywne, jaskrawe, co z kolei nasuwa skojarzenia z bruityzmem. Zdaniem recen-
zenta Ryszarda Gabrysia ich obecnos¢ jest usprawiedliwiona, ,$piewa wszak nie
cztowiek, a miasto!”¥. Canti di Wratislavia to kompozycja zywiolowa, o duzej skali
ekspresji. W wielu miejscach przypomina Canti strumentali (Spiewy instrumentalne)

3 Na zwiazki z futuryzmem zwrdcit uwagg recenzent Olgierd Pisarenko. Zob. O. Pisarenko,
Dni miodych kompozytoréw, ,Ruch Muzyczny” 1981, nr 7, s. 7.

3 R. Gabrys, komentarz do utworu Andrzeja Krzanowskiego Canti di Wratislavia, [w:] 34. Mie-
dzynarodowy Festiwal Muzyki Wspdtczesnej , Warszawska Jesieri” [ksiazka programowa], War-
szawa 1991, s. 113.
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Henryka Mikotaja Géreckiego®, mistrza Krzanowskiego, ktéremu zadedykowat
swoja kompozycje. Poza brzmieniami agresywnymi, jaskrawymi sa jednak w utwo-
rze takze fragmenty $piewne (cantabile, dolcissimo) i spokojne (tranquillo), jak réw-
niez momenty ciszy. Wszystkie te dzwicki moga nasuwa¢ skojarzenia z odglosami
miasta. Nie jest to jednak utwor ilustracyjny ani programowy, lecz subiektywna
interpretacja audiosfery Wroctawia (zob. przyklad 7).

Przyktad 7. A. Krzanowski, Canti di Wratislavia.
Reprodukgja za: A. Krzanowski, Canti di Wratislavia, PWM, Krakéw 2018, s. 5.

4 Canti strumentali to 11 czgé¢ sonorystycznego cyklu Genesis skomponowanego przez Gérec-
kiego w 1962. Podobieristwa migdzy utworami dotycza takich elementéw kompozycji Krza-
nowskiego, jak agresywne klastery i plamy dzwickowe poszczegdlnych instrumentéw oraz
ich polaczeni, gesta faktura bedaca wynikiem naktadania na siebie poszczegélnych warstw
brzmieniowych, przewaga glosniej dynamiki, duzy wolumen brzmienia.
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Zaprezentowane w niniejszym tekécie utwory kompozytoréw wroctawskich
stanowig trzy przyklady reprezentacji Wroctawia powstate w wyniku indywidual-
nego doswiadczenia miasta przez twércéw, jego historii i audiosfery. Stworzyli oni
trzy rézne wizerunki brzmieniowe Wroclawia uwzgledniajace jego specyfike, odreb-
no$¢, niepowtarzalnos¢. Ich dzieta odstaniajg wielorakie aspekty i wartosci miasta.
Sa swoistym komentarzem, objasnieniem, oryginalng interpretacja. Te artystycz-
ne odpowiedzi na miasto stuzg zachowaniu tradycji uksztattowanej historycznie,
etnicznie, religijnie, artystycznie, a takze budowaniu tozsamosci stolicy Dolnego
Slaska i jej mieszkaricéw. Dziela twércéw wroctawskich to nie tylko przedmioty
estetyczne. Sa one czgécig ,muzyki w miescie”, ktéra jest prezentowana podczas
wroctawskich festiwali, na koncertach. Mozna zatem powiedzie¢, ze migdzy mia-
stem a muzyka istnieje wzajemna zalezno$¢, kedra ,bardziej przypomina dwustron-
na translach: tego, co miejskie, na to, co estetyczne, i tego, co estetyczne, na to, co
miejskie”'. Inspirowana miastem muzyka twércéw wroctawskich jest integralnym
elementem kultury Wroctawia. Umozliwia kontakt z drugim cztowiekiem, stuzy
nawiazywaniu pozytywnych relacji i tworzeniu wi¢zi miedzyludzkich.
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Miasto Wroctaw w muzyce kompozytoréw

Srodowiska wroctawskiego

Streszczenie

Miasto inspirowato twércéw od dawna. Motyw miasta na szersza skale pojawia si¢ od cza-
s6w romantyzmu, co miato zwigzek z rozkwitem urbanizacyjnym miast bedacym skutkiem
rewolugji przemystowej. Przestrzeli miasta stata si¢ od tego czasu obicktem wnikliwej ob-
serwacji w dziefach literackich, mozna wskaza¢ takze liczne przyktady filméw silnie po-
wigzanych z realiami miasta. Przenikanie si¢ dwoch §wiatéw: miasta i sztuki, obserwujemy
réwniez w muzyce. Na liscie miast, keérym kompozytorzy dedykowali swoje dziela, znalazt
si¢ m.in. Wroclaw. Przedmiotem badad w artykule s3 nastepujace kompozycje: kantata
Glosy miasta na orkiestrg symfoniczna, chéry i komputer (2009) Cezarego Duchnowskie-
g0, »Echa”. Symfonia stu mostéw na wielka orkiestre (2016) Grzegorza Wierzby oraz Canti
di Wratislavia na orkiestre (1976) Andrzeja Krzanowskiego. Wybér utworéw podyktowany
zostal tym, ze wszyscy twércy zwrécili uwagg juz w tytule kompozycji na audiosfer¢ miasta,
czyli specyficzny dla niego $wiat dZwigkéw i brzmieri. Wymienione utwory stanowia rodzaj
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pejzazu dzwigkowego niosacego ze soba znaczenia i warto$ci. Zdarzenia dzwigkowe zwigza-
ne z miastem s3 obiektami semiotycznymi komunikujacymi pewne tresci.

W artykule zwrécono uwage na indywidualne przezycie historii i kultury Wroclawia
oraz jego audiosfery przez kompozytordw, a w konsekwencji na aksjosemiotyczng akeyw-
no$¢ twércéw. Nalezy zauwazy¢, ze wytwarzaja oni wlasne wizje miasta, wpisujac w nie
zdarzenia, mity, pragnienia. Ich wyobraZnia zwiazana z miastem ma zazwyczaj charakter
narracyjny (deskryptywny), co oznacza, ze przedstawiaja oni jakas historig lub ciag zdarzed
dzwigkowych, tworzac pewng dramaturgi¢. Narracyjno$¢ badanej muzyki obejmuje wiele
proceséw znakowych, m.in. o charakterze metafory czy symbolu.

Czasami kompozytorzy imitujg rzeczywisto$¢ miejskg za pomoca $rodkéw muzycznych,
czgéciej jednak mamy do czynienia z reprezentacja. Twércy nie daja w dziele muzycznym
kopii czy portretu miasta, lecz raczej je re-prezentujg (re-present) we wlasnym medium. Wy-
brane do analizy utwory stanowig trzy przyktady reprezentacji Wroctawia powstate w wy-
niku indywidualnego do$wiadczenia miasta przez twércéw, jego historii i audiosfery. Stwo-
rzyli oni trzy odmienne wizerunki brzmieniowe stolicy Dolnego Slaska uwzgledniajace jej
specyfike, odrebnosé i niepowtarzalnosé.

The City of Wroctaw in Music by Wroctaw-Based Composers

Summary

Cities have inspired artists for a long time. The motif of a city has become more popular
since Romanticism when cities developed as a result of urbanisation and the industrial
revolution. Since that time the urban space has become an object of insightful observation
in literary works. There are also numerous examples of films strongly related to urban real-
ity. The interpenetration of the urban world and the world of art may also be observed in
music. The list of cities to which composers dedicated their music includes, among others,
Wroctaw. The paper focuses on the following compositions: Glosy miasta [Voices of the
city] — a cantata for symphony orchestra, choir and computer (2009) by Cezary Duch-
nowski, Echa’. Symfonia stu mostéw [‘Echoes’. Symphony of a hundred bridges] for large
orchestra (2016) by Grzegorz Wierzba and Canti di Wratislavia for orchestra (1976) by
Andrzej Krzanowski. The choice of the compositions has been motivated by the fact that
all of those composers have referred to the audiosphere of the city, that is to its specific
world of tones and sounds, already in the titles of their works. The compositions are kinds
of sonic landscapes that carry certain meanings and values. The urban-related sonic events
are semiotic objects that communicate a certain message.

The author of the paper points to the composers’ individual experience of the history
and culture of Wroctaw, and thus to their axiosemiotic activity. It should be noticed that
they have created their own visions of the city, in which they included events, myths and
desires. Their representations of the city are usually narrative (descriptive), which means
that they depict some story or sequence of events building certain dramatic effect. The nar-
rative character of this music results in the presence of numerous sign processes including
metaphors and symbols.
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Sometimes the composers imitate urban reality by musical means, more often, however,
instead of depicting reality or its fragments in a work of art, they comment on it, expressing
certain opinions in an essentially subjective way. They do not create a copy or portrait of the
city in their music, but rather re-present it in their own medium. The compositions chosen
for analysis exemplify three representations of Wroctaw that were created as a result of the
composers’ individual experience of the city, its history and audiosphere. The composers
have come up with three different sonic images of the Lower Silesian capital that show its
specific character, identity and uniqueness.

ANNA GRANAT-JANKI

Profesor, doktor habilitowany, teoretyk muzyki, muzykolog. Studiowala teori¢ muzyki
w Padstwowej Wyzszej Szkole Muzycznej we Wroctawiu (1976-1981). W 1985 roku dzigki
stypendium Rzadu Francuskiego przebywata w Paryzu, gdzie prowadzita badania naukowe
nad twérczoscia Aleksandra Tansmana. W 1992 roku uzyskata stopieni doktora nauk huma-
nistycznych w zakresie muzykologii w Instytucie Sztuki Polskiej Akademii Nauk w Warsza-
wie, w 20006 roku stopieri doktora habilitowanego sztuki muzycznej w specjalnosci teoria
muzyki w Akademii Muzycznej w Krakowie, a w 2014 tytut profesora sztuk muzycznych.
Od 1981 roku pracuje w Akademii Muzycznej im. Karola Lipiriskiego we Wroctawiu,
gdzie od 2006 roku byta kierownikiem Zaktadu Historii Slqskiej Kultury Muzycznej, a od
2010 roku petni funkcje kierownika Katedry Teorii Muzyki i Historii Slaskiej Kultury Mu-
zycznej. Zorganizowala serie konferencji dotyczacych analizy dzieta muzycznego, $laskiej
kultury muzycznej oraz patrona Akademii Muzycznej we Wroctawiu — Karola Lipiriskie-
go. Jej zainteresowania naukowe koncentruja si¢ wokdt historii i teorii muzyki XX i XXI
wieku, twérezosci kompozytoréw polskich XX i XXI wieku ze szczegblnym uwzglednie-
niem dorobku Aleksandra Tansmana, Marty Ptaszynskiej, kompozytoréw wroctawskich,
a takze wokdt historii kultury muzycznej powojennego Wroclawia oraz analizy muzycznej
(w szczegblnosei analizy semiotycznej). W swoim dorobku posiada dwie ksiazki: Forma
w twdrczosci instrumentalnej Aleksandra Tansmana i Twirczosé kompozytoréw wroctawskich
w latach 1945-2000, liczne artykuly w polskich i zagranicznych monografiach zbiorowych
oraz czasopismach naukowych, jak réwniez hasta w Encyklopedii muzycznej PWM, Ency-
klopedii Wroctawia i Polskim stowniku biograficznym. Brata udzial w wielu konferencjach
naukowych w kraju i za granica (Paryz, Los Angeles, Imatra, Rennes, Banskd Stiavnica,
Canterbury, Kowno, Kluz-Napoka, Ateny). Jest redaktorem dziesigciu monografii zbio-
rowych z takich cykli, jak: Analiza dzieta muzycznego. Historia — theoria — praxis, Tradycje
Slaskiej kultury muzycznej, Muzycy wroctawscy (Ryszard Bukowski, Tadeusz Natanson), Karol
Lipiriski — zycie, dziatalnosé, epoka. Jest cztonkiem stowarzyszei, m.in.: Les Amis d’Alexan-
dre Tansman w Paryzu, Zwiazku Kompozytoréw Polskich w Warszawie, Polskiego Towa-
rzystwa Analizy Muzycznej w Warszawie, Academy of Cultural Heritages w Helsinkach,
Athens Institute for Education and Research w Atenach.

Professor, Doctor Habilitated, music theorist, musicologist. She studied theory of music
at the State Higher Music School in Wroctaw (1976-1981). In 1985 thanks to a scholar-
ship from the French government, she went to Paris, where she mainly studied Alaxandre
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Tansman’s works. In 1992 she was granted the title of Doctor of Philosophy in Musicol-
ogy by the Institute of Art of the Polish Academy of Sciences in Warsaw, in 2006 the title
of Doctor Habilitated in Music Art, specialty: Music Theory, by the Academy of Music in
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Critics on Jan Antoni Wichrowski.
Comments on Music Reception

As Mieczystaw Tomaszewski writes, if you look at a musical piece from a semiotic
perspective, there appears to be a message sent by the artist to the potential audi-
ence. According to the author, the composition goes through four, ontologically
different phases: musical concept, sound implementation, auditory perception and
symbolic reception.' The latter refers to ‘the existence of the work — in time and in
cultural space’.? Therefore, it allows for ‘an insight into all those concretisations of
the work that have been preserved in the memory of a given culture after reading
the message they carry, and discovering its value’.?

The exploration of the reception of music can, therefore, provide an additional
cognitive material, which allows us to look at the composer’s work in an objective
and non-accidental way. The reception of the works of a composer living in the
20th and 21st centuries is a process that manifests itself in many ways. An example
of such manifestation might be a situation in which a work of one author becomes
a source of inspiration for the compositions of other composers — those represent-
ing subsequent generations (especially his students), as well as his contemporaries.
The reception can be measured by the number of published editions of works — edi-
tions understood both as musical notations and recordings of compositions. It may
also be observed by following the main ideas of festival programmes, concert cycles,
or even entire artistic seasons. However, the earliest reflection on the reception of

1

Cf: M. Tomaszewski, Chopin. Czlowiek, dzieto, rezonans [Chopin. The man, his work and its
resonance], Krakéw 1998, p. 738.

2 Ibidem. ‘loséw dzieta — w czasie i w kulturowej przestrzeni’.

3 Ibidem. ‘wglad we wszystkie te konkretyzacje dzieta, ktére utrwalily si¢ w pamieci danej kul-
tury po odczytaniu niesionego przez nie przestania i odkryciu jego wartosci’.
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a creative work, one which almost immediately follows the public performance of
the work, are critical reviews. In the era of the rapid development of mass media,
the dissemination of influential opinions about the artistic value of a work take
places not only on a huge scale, but also with a remarkable speed. Thus, the critics’
first ‘reports’ on the musical piece may contribute to the successful outcome of the
work in the cultural context, but also consign it to oblivion.

Jan Antoni Wichrowski (1942-2017) was one of the leading members of the
Wroctaw school of composition. This talented composer had been associated with
Wroctaw since 1964. His sound-sensitive and highly emotional music has always
been very popular, and the performances of his works were enthusiastically ap-
plauded by both the critics and music lovers. Several dozen press reviews of numer-
ous performances of Wichrowski’s works have been written since the mid-1980s,
and they are an expression of appreciation for the composer’s high level of mastery.
Almost 20 of them will be discussed here. The author of the paper has chosen the
texts which, apart from their reporting value, focus mainly on the constitutive fea-
tures of the musical language of Jan Antoni Wichrowski.

There is a reason why most of the reviews were placed in newspapers published
in the capital of Lower Silesia. Wichrowski linked his adult life with Wroctaw when
he started composition studies at the Faculty of Composition, Conducting, and
Theory of Music in 1964, in the class of Professor Stefan Bolestaw Poradowski, and
then under the tutelage of Professor Ryszard Bukowski. In 1972, he received a di-
ploma in composition. During his studies in Wroctaw, Jan Antoni Wichrowski was
already active as a performer and composer. However, a significant increase in the
composer’s activity, the multiplicity of premieres of his works, as well as the most
productive time of his artistic work, fell in the period from the mid-1980s to the
beginning of the 21st century, when almost 50 works were created, including works
for symphony orchestra, for instrument or voice with orchestra accompaniment,
for string orchestra, pieces for various chamber ensembles, whether instrumental,
vocal or vocal-and-instrumental, compositions for instrument or voice with accom-
paniment, as well as solo compositions, theatre, film and electronic music.

Amongst the most important premieres from that period, there are songs for
baritone and chamber ensemble to Jerzy Harasymowicz’s love poems, presented by
Maciej Witkiewicz and the Instrumental Ensemble conducted by Krzysztof Teo-
dorowicz during the second edition of the Days of New Music (1985). This com-
position is also connected with some interesting anecdote that the composer told
the author of this paper.

Once, Jerzy Harasymowicz wanted to give me another volume of poetry. I asked him to
send it to Malopanewska Street. In response, I heard: ‘T am very sorry, but I cannot send it
to such a street, because my hand, my pen, are not able to write the word Matopanewska.
This is something terrible, do you have any trustworthy person who can pick up the parcel?’
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I replied, ‘yes — my mother-in-law.” ‘And what is the name of the street?” — asked Harasy-
mowicz, ‘Bobrza), I replied. The poet commented ‘well, well’.*

The above-mentioned composition has greatly impressed one of Wroclaw’s
most famous critics — Wojciech Dzieduszycki. In his article about the second edi-
tion of the Days of New Music, in the column called ‘Listy o muzyce’ [Letters on
music], published in Odra monthly, he considered the evening with Wichrowski’s
music to be one of the most interesting festival events and described his impressions
in the following words:

I cannot omit the unusually charming, romantic, and lyrical songs by Jan Antoni Wichrowski
to Jerzy Harasymowicz’s Love Poems, excellently sung by Maciej Witkiewicz, accompanied
by a well-playing ensemble conducted by Krzysztof Teodorowicz.’

Many years earlier, in 1977, Wichrowski began long-lasting cooperation with
dramatic and puppet theatres in Wroctaw, Walbrzych and Jelenia Géra. Several per-
formances for which he composed music appeared in theatre programmes for many
seasons. Moreover, these performances were presented at festivals abroad, e.g. in
France and Spain, achieving significant successes. Amongst them, there were Gusta
[Spells] based on Mickiewiczs Dziady [Forefathers” Eve], to which Wichrowski wrote
music in 1987. The so-called functional (theatre and film) music was treated by the
composer as ‘an adventure, a springboard, an encounter with some other technolo-
gy’.® He never concealed the fact that he wrote it with pleasure and no boredom. As he
mentioned, on the one hand, he ‘had never got sentimental”” about it, and on the oth-
er, he ‘tried to do it — whether for the theatre or film — so that you could risk listening
to it without a picture and without theatre. It is difficult, but sometimes it succeeds.®

4 A. Pijarowska, Jan Antoni Wichrowski. Katalog tematyczno-bibliograficzny [Jan Antoni Wi-
chrowski. A thematic and bibliographic catalogue], Wroctaw 2005, pp. 219-220. Jerzy Ha-
rasymowicz chcial przekaza¢ mi kolejny tomik wierszy. Poprositem, aby przystat go na ulicg
Matopanewska. W odpowiedzi ustyszalem “bardzo pana przepraszam, ale ja na taka ulice nie
mogg, dlatego ze moja r¢ka, moje pidro, nie jest w stanie napisaé stowa Malopanewska. To
jest co$ potwornego, czy ma pan kogos zaufanego, kto moze odebra¢ t¢ przesytke?” Powie-
dzialem, ze tak — te$ciowa. “A jaka nazwa ulicy?” — zapytat Harasymowicz, odpartem — Bo-
brza, “no pi¢knie, pigknie” — odpowiedziat poeta.’

> W. Dzieduszycki, ‘Listy o muzyce’ [Letters on music], Odra 1985, No. 6 (285), pp. 93-95.

‘nie mogg pomina¢ niezwykle nastrojowych, utrzymanych w romantycznym stylu, $wiet-
nie $piewanych przez Macieja Witkiewicza, z towarzyszeniem dobrze grajacego pod batuta
Krzysztofa Teodorowicza zespotu muzycznego, jakze lirycznych piesni Jana Antoniego Wi-
chrowskiego do Wierszy mitosnych Jerzego Harasymowicza'.

A. Pijarowska, 0p. cit., p. 225. ‘przygoda, odskocznia, zmierzenie si¢ z jaka$ inna technologia’.
Ibidem. ‘nie roztkliwial.

Ibidem. ‘staralem sig ja robi¢ — obojgtnie czy do teatru, czy do filmu — tak, zeby mozna byto
zaryzykowa¢ stuchanie jej bez obrazu i bez teatru. Jest to trudne, ale czasami si¢ udaje.’
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The qualities of the play based on Mickiewicz's Dziady, both theatrical and musical,
were also appreciated by critics, who eagerly described the European successes of the

staging. The journalist under a nickname (ZOF) reported:

Wroctaw’s Wandering Theatre stayed in France for nearly three weeks, presenting to the
local audience the Gusfa based on the second part of Mickiewicz’s Dziady |...]. The thea-
tre group from Wroctaw performed first at the International Theatre Festival in Marseille,
gaining the recognition of the audience and local critics. Then Gusta were shown at the 4th
International Festival of European Theatres in Grenoble, meeting with an applause recep-
tion. The performance was also watched by the General Consul of the People’s Republic
of Poland in Lyon, Stanistaw Topa, who highly appreciated the artistic values and moral
message of the show. Mrs Raymon Temkin, a well-known Parisian theatre critic, expressed
a similar opinion about this play. The Wandering Theatre was invited to perform in Spain
and Italy. Meanwhile, starting from 10 September, it will continue to travel through Lower
Silesian villages.”

While analysing the critical reviews of theatrical performances with Wichrowski’s
music, one can often find only brief information about the sound layer. Mostly, the

reviewers’ arguments are limited to the statement that the music was ‘interesting’,'

‘thythmical and intriguing’,'"" and the musical background — ‘modern’.*?

In the period discussed here, the compositions that had been written many
years earlier were performed for the first time. Amongst them, there was Muzyka na
fortepian i orkiestre [Music for piano and orchestra], having waited 25 years for its
first performance which it took place in Opole in 1989. The composition was con-
ducted by Mieczystaw Gawroniski, with Jerzy Witkowski as soloist, accompanied
by the Symphony Orchestra of the Opole Philharmonic. Here, too, the critics did
not remain unmoved by Wichrowski’s composition. Among the numerous reviews
that appeared after the Wroctaw premiere (25 February 1989), two are particularly

% (ZOF), “Gusta” podobaly si¢ we Francji’ [‘Gusta’ were liked in France], Stowo Polskie, July
1988. “Wroclawski Teatr Wedrujacy przez blisko trzy tygodnie przebywat we Frandji, prezen-
tujac tamtejszej publicznodci Gusta wg 11 cz¢séci Dziadéw Mickiewicza. [...] Wroctawianie
wystapili najpierw na Migdzynarodowym Festiwalu Teatralnym w Marsylii, zyskujac uznanie
widzéw i miejscowej krytyki. Nastgpnie pokazano Gusta na IV Migdzynarodowym Festiwalu
Teatré6w Europejskich w Grenoble, spotykajac si¢ z owacyjnym przyjeciem. Przedstawienie
obejrzat réwniez konsul generalny PRL w Lyonie Stanistaw Topa, oceniajac wysoko walory
artystyczne i przestanie moralne widowiska. Podobnie o Gusfach wyrazata si¢ pani Raymon
Temkin, znany paryski krytyk teatralny. Teatr Wedrujacy otrzymal propozycje wystepow
m.in. w Hiszpanii i we Whoszech. Tymczasem, poczawszy od 10 wrzesnia, wedrowad bedzie
nadal po dolnoslaskich wsiach.’

M. Steiner, ‘Zemsta, mocium panie!’ [Revenge, Sir!], Gazeta Dolnoslgska, No. 253 (240),
29 October 1991, p. 2. ‘interesujaca’.

' M. Steiner, “Jednooki” z Kuby’ [‘A one-eyed man’ from Cuba), Gazeta Dolnoslgska, No. 111

(398), 12 May 1992, p. 2. ‘miarowa i intrygujaca’.
12 M. Steiner, ‘Zemsta...’. ‘nowoczesna’.
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noteworthy: that is those by Maria Magdalena Janowska and Walentyna Wegrzyn,
who were permanent commentators of the musical life of Wroctaw and Lower Sile-
sia. The first of them notes that the work has not lost much of its freshness, despite
the fact that it comes from several years ago. She also mentions that the composer
‘adopted the most traditional concept of contrasting the piano part with the con-
certante groups of the orchestra’.'® Interestingly, in the further part of the review,
the author, known for her analytical approach, undertakes a detailed interpretation
of Wichrowski’s work, paying attention to its structure, genre afhliation, as well
as its form-creating elements. She mentions an interesting idea ‘with a fugato for
brass instruments and then for percussion instruments, [which] makes the whole
composition very colourful’.'* Moreover, being a pianist herself, she states: ‘I liked
the penultimate cadence of the piano, whose texture based on short notes resembles
a little Messiaen’s “ornithological” trend. This cadence is a perfect culmination of
the piano part.’”® When Wichrowski once mentioned to the author of the paper
his composer’s fascinations, he spoke of the creator of the Birds Catalogue as one
of those who influenced his musical path. Walentyna Wegrzyn also draws attention
to the colouristic aspects of Wichrowski’s composition by stating: “The most inter-
esting in this piece seem to be the fragments played by the strings and the way in
which the tone colour is used. The piano part, treated as a colour complement, is
written in an interesting way. ' Janowska’s insightful reviews also concerned other
compositions by Wichrowski. A comprehensive and detailed commentary on the
premiere of Kontrapunkty [Counterpoints] for soprano, baritone, reciter, mixed
choir and symphony orchestra to the words by Roman Drahan can be found in
Wieczdr Wroclawia. ‘Melodiousness versus the contemporary language of colours
and technique is synonymous with success. This is how I would describe the piece
Kontrapunkty in a concise way — writes Janowska."” Then, she draws attention to

13 M.M. Janowska, ‘Muzyka Wichrowskiego’ [Wichrowski’s music], Wieczdr Wroctawia, No. 44
(6140), 2 March 1989, p. 3. ‘przyjal jak najbardziej tradycyjna koncepcje przeciwstawienia
partii koncertujacego fortepianu koncertujacym grupom orkiestry’.

Ibidem. ‘z fugatem na instrumenty dgte blaszane, a potem na instrumenty perkusyjne, [ktére]
bardzo ubarwia cala kompozycj¢’.

Ibidem. ‘podobata mi si¢ przedostatnia kadencja fortepianu, ktéra w swej rozdrobnionej fak-
turze przypomina troche “ornitologiczny” kierunek u Messiaena. Kadencja ta jest dobra kul-
minacja partii fortepianowe;.’

W. Wegrzyn, ‘Muzyka symfoniczna i organy’ [Symphonic music and the organ], Stowo Pol-
skie, No. 51 (12912), 1 March 1989, p. 3. ‘najciekawsze wydaja si¢ tu fragmenty wykonane
przez smyczki i spos6b operowania kolorystyka. Partia fortepianowa, traktowana na zasadzie
dopetnienia kolorystycznego, jest napisana interesujaco.’

M.M. Janowska, ‘Kontrapunkty Wichrowskiego' [Wichrowski’s counterpoints], Wieczdr
Whroctawia, No. 55 (6655), 19 March 1991, p. 3. ‘Melodyjnos¢ kontra wspéiczesny jezyk
barw i techniki réwna si¢ powodzenie. Tak w spos6b lapidarny okreslitabym utwér Kontra-

punkty.
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the contemplative character of the work and the dramatic accumulations it con-
tains, which are ‘the result of multi-faceted musical actions’.'® As in many other
reviews of Wichrowski’s oeuvre, here too, attention is drawn to tone colour as the
basis for the creation of the form. In this case, the reviewer sees interesting tone
colour effects thanks to the use of a symphony orchestra with extended percussion,
harp, celesta, piano and saxophone.

Around the mid-1990s, Wichrowski’s new compositions are being written and
noticed by the critics of Wroclaw. These include, among others: Chant pour or-
chestre de chambre — Witold Lutostawski in memoriam (1994), Miniatury [Minia-
tures] for amplified flute (1995) and Paysage Variable for string orchestra (1995).
In the press, Miniatury was acclaimed as ‘full of various ideas’."” Kazimierz Kosciu-
kiewicz pays particular attention to Wichrowski’s Paysage Variable. In Ruch Mu-
zyczny,” while praising the composer, he writes about his rich invention, sensitivity
and solid skills. The cycle of miniatures appeared to the critic to be quite peculiar,
alternating the lyrical and reflective parts with energetic, motoric movements, of-
ten full of ‘rhythmometrical complications (causing serious problems to perform-
ers), referring to the composer’s impressions from his stay in Corsica’. Kosciukie-
wicz concludes: ‘T do not know how they [impressions] relate to their inspirations.
I have not been to Corsica. The music sounds interesting and carries with it a cer-
tain amount of exoticism, not leaving the listener neutral.”*" Chant pour orchestre
de chambre, written on the news of Witold Lutostawski’s death, was perceived by
critics as ‘elegiac and serious™ in its character, ‘referring to the style of the 18th
and 19th centuries’.”

At the end of the 20th century, Wichrowski wrote Concerto for violin and orchestra
(1997), Cante Hondo for flute, viola and guitar (1997), and 3.5.1.7.2.9.3 Ksiggi Megilot
[3.5.1.7.2.9.3 Megilot books] for acoustic percussion and tape (1998). Most of these
compositions had their first performances as a part of subscription philharmonic con-
certs in various music centres in Poland and during contemporary music festivals. The
first performance of the Concerto was mentioned by the Wroclaw press as an ‘important

18 Jbidem. ‘wynikiem wieloplaszczyznowych zdarzed muzycznych'.

J. Zawieyski, ‘Szlachetne retrospekcje’ [Noble retrospections], Wieczdr Wroctawia, No. 40
(7903), 26 February 1996, p. 3. ‘pelne réznorodnych pomystéw’.
K. Kosciukiewicz, ‘Lutostawski jako obowiazek’ [Lutostawski as a dutyl, Ruch Muzyczny

19

20

1995, No. 24, s. 35. ‘komplikacjami rytmometrycznymi (przysparzajacymi powaznych klo-
potéw wykonawcom), odwotujace si¢ do wrazeri z pobytu kompozytora na Korsyce'.
Ibidem. ‘nie wiem, jak maja si¢ one [wrazenia] do swych inspiracji. Na Korsyce nie bytem.
Muzyka brzmi interesujaco i niesie z sobg pewna dozg egzotyki, nie pozostawiajac stuchacza
obojetnym.’

M. Steliga, ‘Mlodos¢ i profesjonalizm’ [Youth and professionalism], Gazeta Robotnicza, No. 229
(13.995), 29 November 1994, p. 12. ‘elegijny i powazny .

% [bidem. ‘nawiazujacy do stylistyki XVIII i XIX wieku'.

21

22
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event’.”* Walentyna Wegrzyn states that the composition unveiled ‘the subtle world of
the artist’s fantasy and longing for the past tradition’.”> As always, Kosciukiewicz de-
votes much attention to Wichrowski’s music in his review. Readers of Ruch Muzyczny
can learn a lot about the new piece by the artist from Wroclaw. The reviewer reports:

The first performance of Jan Antoni Wichrowski’s Violin Concerto was a spectacular success.
The middle-generation Wroctaw composer, who has been following his own path for years,
remaining not susceptible to the surrounding musical turmoil — once ‘avant-garde’, today
‘postmodernist’ — this time also retained his outsider’s position. However, in his language,
with a distinctly individual taste, a certain evolution has taken place: from open references
to the major-minor system to almost complete independence and a significant predilection
for rthythmic complications.?

Kosciukiewicz continues by mentioning one essential advantage of the Concer-
to — its duration that ‘is short, lasts as long as it is necessary, or for as long as there
are enough ideas to develop’.” Then he describes the character of each movement:
‘the first movement is full of vivid gestures, the second is barely an impression, the
last is a dense, impressive finale’.?® In the article which concludes the 21st Festival
of Polish Contemporary Music ‘Musica Polonica Nova, Ko$ciukiewicz also refers
to Cante Hondo, drawing attention to the ‘exotic, Spanish shade of elegant, sensual
impressions™ that are part of the cycle. In February 2000, during the 22nd Festival
of Polish Contemporary Music ‘Musica Polonica Nova', the composition for acoustic
percussion and tape 3.5.1.7.2.9.3 Ksiggi Megilot was performed. Four critical reviews
of this event can be found in the Wroctaw press. Artur Bielecki points out that the
performance was ‘the most atmospheric composition of the day’,® and considers the

2 W. Wegrzyn, ‘Muzyczne prezenty’ [Musical presents], Stowo Polskie, No. 298 (7590), 27-28
December 1997, p. 4. ‘wazne wydarzenie’.

Ibidem. ‘subtelny $wiat fantazji twércy i tgsknotg za miniong tradycjg.

26 K. Koéciukiewicz, ‘Schubert, Berlioz i Wichrowski’ [Schubert, Berlioz and Wichrowski],
Ruch Muzyczny 1998, No 4, p. 21. ‘spektakularnym sukcesem zostato uwieficzone prawy-
konanie Koncertu skrzypcowego Jana Antoniego Wichrowskiego. Wroctawski kompozytor
$redniego pokolenia, od lat idacy wlasng $Sciezka, niepodatny na otaczajacy go muzyczny
harmider — niegdy$ “awangardowy”, dzi§ “postmodernistyczny” — i tym razem zachowal po-
zycj¢ outsidera. W jego jezyku, o wyraznie indywidualnym posmaku, nastapita jednak pewna
ewolucja: od jawnych odniesien dur-moll do prawie catkowitej niezaleznosci oraz wyraznego
upodobania do komplikacji rytmicznych.’

Ibidem. ‘jest krotki, trwa tyle, ile trzeba lub na ile wystarczyto pomystéw’.

25

27

2 Jbidem. ‘cz¢$¢ pierwsza jest pelna zamaszystych gestow, druga to ledwie impresja, ostatnia

stanowi zwarty, efektowny finat’.

K. Kosciukiewicz, ““Musica Polonica Nova” po raz dwudziesty pierwszy [‘Musica Polonica

Nova' for the twenty first time], Ruch Muzyczny 1998, No. 8, p. 14. ‘egzotyczny, hiszpariski

koloryt zgrabnych, nastrojowych impresji’.

30 A. Bielecki, ‘Kameralnie’ [Chamber music concert], Gazeta Dolnoslgska, No. 45 (2767),
Wroctaw, 23 February 2000, p. 10. ‘najbardziej nastrojowa kompozycja dnia’.

29
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work to be ‘as honest as it is possible’.?! He also mentions that in this chamber mu-
sic composition, the composer ‘does not hide his face behind the range of orchestral
tutti colours, but instead, he often tries to create a work by means of the simplest
elements’.”> Kazimierz Ko$ciukiewicz, already referred to several times in the paper,
presents Wichrowski’s Ksiggi Megilot as ‘mysterious [...], enchanting with the sensual
beauty of euphonic sounds and maintained in a mildly wistful mood characteristic of
the composer’,* while Wojciech Dzieduszycki describes it as ‘moving’.** Ewa Kofin
devotes a considerable passage of her review to Wichrowski’s composition, writing:

It turned out that the most original piece was Jan Antoni Wichrowski’s 3.5.1.7.2.9.3 (for
acoustic percussion and tape), which simply seemed to me the most striking point of the
festival’s programme. Wichrowski’s music is characterised by a very original, peculiar style,
dominated by soothing sounds; however, neither ‘sweet tonality’ nor neo-romanticism (it
would rather be neo-impressionism) is to be found here. This music is modern in its means,
but very subtle, requiring from the performer a special delicacy, which the composer has
actually achieved, as the percussionist Jacek Wota performed it with a great sensitivity.?

In the first years of the new century, Jan Antoni Wichrowski’s compositional
activity resulted in over 45 performances, including the premiere of Syntropie [Syn-
trophy] for symphony orchestra during the concert inaugurating the 23rd Festival
of Polish Contemporary Music ‘Musica Polonica Nova, performed by the Witold
Lutostawski Wroctaw Philharmonic Orchestra conducted by Marek Pijarowski. As
Artur Bielecki reports, ‘the festival began with the premiere performance of orches-
tral Syntropie by Janusz Antoni Wichrowski, expressive in its form, illustrating the
phenomena of movement and “static moments” in an impressive way’.*°

31 Jbidem. ‘maksymalnie szczerze'.

Ibidem. ‘nie ukryje twarzy za wachlarzem barw orkiestrowego tutti, stara si¢ stworzy¢ utwor
czgsto za pomocy elementéw najprostszych’.

K. Kosciukiewicz, ‘Kompozytorzy wroctawscy — i polscy’ [Wroctaw composers — and Polish
ones], Ruch Muzyczny 2000, No. 8, p. 10. ‘tajemnicze [...], czarujace sensualnym pigknem
eufonicznych brzmieni i utrzymane w charakterystycznym dla tego kompozytora tagodnie
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smetnym nastroju’.
3% W. Dzieduszycki, “Traby jerychonskie’ [Jerycho trumpets], Odrz 2000, No. 4 (461), p. 106.
‘przejmujace’.
3 E. Kofin, ‘Konsternacja’, Opcje 2000, No. 2-3 (31-32), p. 92. ‘najbardziej oryginalny okazat
si¢ utwér 3.5.1.7.2.9.3 (na perkusj¢ akustyczna i taSme¢) Jana Antoniego Wichrowskiego,
ktory wydat mi si¢ po prostu najefektowniejszym punktem programu festiwalu. Muzyka Wi-
chrowskiego odznacza si¢ bardzo oryginalnym, swoistym stylem, zdominowanym dzwiekami
dziatajacymi kojaco, mimo ze bynajmniej nie wchodzi tu w gre ani “stodka tonalnos¢”, ani
tez neoromantyzm (juz predzej neoimpresjonizm). Jest to muzyka nowoczesna w $rodkach,
ale nad wyraz subtelna, wymagajaca od wykonawcy szczegdlnej delikatnosci, czego sig zreszta
tworca doczekal, jako ze perkusista Jacek Wota wykonat jg z duzym wyczuciem.’
A. Bielecki, ‘Klasyk i komputery’ [A classic and computers], Gazeta Wyborcza, Wroctaw, 21 Feb-
ruary 2002, p. 7. ‘Festiwal rozpoczely orkiestrowe i premierowe Syntropie wroctawianina Janusza

36
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Wichrowski’s oeuvre is extensive and varied. It is characterised by a diversity of
forms and genres. One of the media of the reception of this output are the critical
reviews — quoted and discussed above. Even though they are only a part of a splen-
did group of articles that deal with the music of the artist, they are nevertheless
representative of Wichrowski’s creative evolution. They point out certain stylistic
categories, characteristic to the musical language of the author of Syntropie, often
attempting to define the composer’s individual style. In critics’ reports, Wichrowski
appears to be an interesting composer, sometimes an ‘outsider’.”” He does not re-
ject classical or Romantic tradition, uses elements of major-minor tonality and
simultaneously maintains free tonal structures and modern language. The reports
pay attention to the architecture of works and their formal clarity, the composer’s
rich inventiveness and professional skills in combining established formal patterns
with a strong individualisation of the musical process. They also emphasise that the
complicated rhythmometrical aspect plays a special role in shaping the narrative of
Wichrowski’s works. The authors pay particular attention to the expression of this
music, that is the distinctive, original, and even intriguing and mysterious expres-
sive aspect of the works. In their comments, they express the opinion that timbre,
interesting colour effects, and their adequate use are the elements that determine
the expressive quality of Wichrowski’s works. The authors emphasise the role of the
mood in the music of the Wroctaw artist, the contemplative and calming character
of his works, subtlety and sensuality, and associate these properties with the com-
poser’s artistic sensitivity. They find in his music an ephemeral impression, a Mes-
siaenian element, references to Debussy (in a rather neo-impressionist version), as
well as a lot of fantasy and a bit of exoticism.

The reception of Wichrowski’s works, as presented in the critique, is consistent
with the interpretation of researchers — music theorists and musicologists. Anna
Granat-Janki, who has synthesised the rich output of several generations of com-
posers associated with the post-war Wroclaw, mentions it in her book: “Wichrowski
managed to create an individual style that is characterised by sensual timbre and
emotionalism. These features determine the individual character of postmodern-
ism in the composer’s oeuvre.””® Granat-Janki, referring to a radio broadcast with
Wichrowski in the main role, adds that:

Antoniego Wichrowskiego, wyraziste formalnie, w efektowny sposéb obrazujace zjawiska ruchu
i “momentéw statycznych”.

37 Cf. K. Kosciukiewicz, ‘Schubert, Berlioz...” and K. Kosciukiewicz, ‘Lutostawski jako... .

38 A. Granat-Janki, Twdrczos¢ kompozytoréw wroctawskich w latach 1945-2000 [The music of
Wroctaw-based composers in the years 1945-2000], Wroctaw 2003, p. 197. “Wichrowskie-
mu udalo si¢ stworzy¢ indywidualny styl, odznaczajacy si¢ sensualizmem brzmienia i emo-
¢jonalizmem. Cechy te decyduja o indywidualnym obliczu postmodernizmu w twérczosci
kompozytora.’
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Amongst other principles that the author follows, there are: attention to the form of the
work, preservation of the metrics and melodics of the text (which is a sign of respect for the
author of the poem), reference to tradition without an abuse of avant-garde means, usage
of instruments in accordance with their nature, and cultivation of the melodic element, in
which one of the composer’s personality features — sentimentalism — is expressed.”

The correctness of the conclusions that the reviewers have drawn having lis-

tened to Wichrowski’s music with their trained ears seems to be confirmed by the

words of the composer himself. Asked once by the author of this paper which of the

20th-century music trends are the closest to him and why, he answered:

Impressionism, because of Debussy, the determining role of shades, ephemeral impressions,
colours. When I have the opportunity to see the paintings of Impressionists, I can no longer
see anything else, oh, maybe also the old Dutchmen, Titian. Whenever we are in Paris with
my wife, I sit down as if hypnotised in front of Impressionist art, and usually I don’t look at
other collections anymore, then I take a break, go for a cup of coffee and come back again.*’

Wichrowski was also aware of the fact that he was described as an ‘outsider’

in the reviews written by Kosciukiewicz. Asked what his music meant to him, he

replied: ‘this is my world, this is my enclave. It is easier for me to talk to someone

about a piece I have heard than about what I have written myself. I cannot say I do

not
role

like it, but somehow, I prefer not to talk about it.”*! He commented about the
of tradition in his work: ‘it’s the beginning of natural evolution, of develop-

ment, you come out of one thing and you do not go to the next by means of cut-

ting’. He also stated that the return to the major-minor system is never orthodox:

‘I return to the elements of tonal tradition as one of the possible paths or aesthetic

categories, treating this system very freely.”

3 Ibidem. ‘inne zasady, ktorych przestrzega tworca, to: dbatos¢ o forme dziela, zachowanie me-
tryki i melodyki tekstu (co stanowi oznake szacunku dla autora wiersza), nawiazywanie do
tradycji bez naduzywania $rodkéw awangardowych, wykorzystanie instrumentéw zgodnie
z ich naturg oraz pielggnowanie elementu melodycznego, w czym wyraza si¢ jedna z cech
osobowosci kompozytora — sentymentalizm’.

4 A. Pijarowska, 0p. cit., p. 229. ‘Impresjonizm, z powodu Debussy’ego, determinujaca rola bar-

wy, ulotnego wrazenia, kolorystyki. Gdy mam mozliwo$¢ zobaczenia obrazéw impresjonistéw,

to mogg juz wiecej niczego nie ogladaé, moze jeszcze starych Holendréw, Tycjana. Ile razy poja-
wiamy si¢ z zong w Paryzu, siadam jak zahipnotyzowany przed impresjonistami i bardzo czgsto
juz do innych kolekgji nie zagladam, potem robig przerwe, idg na kawe i wracam jeszcze raz.

Ibidem, p. 228. ‘to jest méj $wiat, to jest moja enklawa. Fatwiej rozmawia mi si¢ z kims

o utworze, jaki ustyszatem, niz o tym, co sam napisalem. Nie moge powiedzie¢, ze nie lubie,

ale wolg jako$ nie rozmawia¢ na ten temat.’

Ibidem, p. 227. ‘rozpoczyna sig od niej naturalna ewolucja, rozwdj, z czegos si¢ wychodzi i nie

przechodzi si¢ do nastgpnego na zasadzie cigcia’, a o powracaniu do dur-moll, ze nie jest nigdy

ortodoksyjne: ‘wracam do elementéw tradycji tonalnej jako do jednej z drég czy kategorii
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estetycznych, traktujac ten system bardzo swobodnie’.
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The Wroctaw music critique followed the development and transformation of
Jan Antoni Wichrowski’s style from the moment he appeared in the capital of Low-
er Silesia as a young, beginner composition student, until the end of his composing
activity in the second decade of the 21st century. During this time, Wichrowski’s
path led from sonorism, through neoclassicism, postmodernism, towards a turn to
sonoristic thinking (at the beginning of the 21st century), however, re-evaluated,
more sublime, as Wichrowski himself stated — ‘a different one’.** Even though the
composer has undoubtedly become a permanent part of Wroctaw’s musical land-
scape, the audience, being aware of his compositional plans and dreams, remains
unsatisfied. When asked about his artistic plans, he confessed: ‘yes, there are many
of them [...]. However, I do not know whether it is possible to implement them
at all. For many years I have been dreaming of a piece for string orchestra, harp-
sichord, flute, or a composition for string orchestra, four saxophones and percus-
sion...”" However, these works have never been written, and the critics have had
no chance to write about them.
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Jan Antoni Wichrowski piérem krytykow.
Uwagi do recepcji twérczosci

Streszczenie

Recepcja twérczosei kompozytora zyjacego w XX i XXI wieku jest procesem objawiajacym si¢
na wiele sposob6éw. Moze urzeczywistnia¢ sie w postaci zrédta inspiracji w kompozycjach in-
nych twércdw — tych reprezentujacych nastegpne generacje (zwlaszeza jego uczniéw), jak i jemu
wspolezesnych. Mozna mierzy¢ jg liczbg wydan utworéw — rozumianych zaréwno jako edycje
nutowe, jak i nagrania kompozycji. Moze by¢ réwniez mysla przewodnia programoéw festiwali,
cykléw koncertowych czy wreez catych sezonéw artystycznych. Jednak najwezesniejszym reflek-
sem recepcji twérczosci, nastgpujacym niemal natychmiast po publicznym wykonaniu utworu,
s3 recenzje. W dobie rozwoju $rodkéw masowego przekazu maja one ogromny zasigg i niezwy-
ki szybko$¢ oddziatywania w przekazywaniu $rodowisku opinii na temat wartosci artystycznej
dzieta. Spod piéra krytykéw wychodza tym samym pierwsze ,relacje” na temat utworu, ktére
moga, przyczyni¢ si¢ do pomyslnych loséw dzieta w obiegu kulturowym, ale i straci¢ je w niebyt.

Jan Antoni Wichrowski (1942-2017) jest jednym z czotowych przedstawicieli wroctawsk-
iej szkoly kompozytorskiej. Ten ciekawy twérca zwigzany byt z Wroctawiem od 1964 roku.
Jego wrazliwa na brzmienie i nacechowana wysokim tadunkiem emocjonalnym muzyka
cieszyta si¢ zawsze duza popularnoécia, a wykonania przyjmowane byly z entuzjazmem
zaréwno przez krytykéw, jak i melomanéw. Wyrazem uznania dla wysokiego kunsztu kom-
pozytorskiego sg liczne wykonania utworédw Wichrowskiego, z ktdrych tylko od polowy
lat osiemdziesiatych napisano az kilkadziesiat recenzji prasowych. W artykule oméwiono
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i przeanalizowano dwadziescia z nich. Wybrano te teksty, ktdre traktuja przede wszystkim
o cechach konstytutywnych jezyka muzycznego Jana Antoniego Wichrowskiego.

Critics on Jan Antoni Wichrowski.
Comments on Music Reception

Summary

The reception of the music by a composer who lived in the 20th and 21st century is
a multi-faceted process. It may manifest itself in a sicuation when a work of one author
becomes a source of inspiration for works by other composers — those who represent next
generations (especially his students), as well as those who were his contemporaries. It can
be measured by the number of editions of his works — in the form of both sheet music and
recordings. It may also be observed by following the central themes of festival programmes,
concert series or entire artistic seasons. However, the earliest manifestation of music recep-
tion, one which directly follows the public performance of a composition, are reviews. In
the era of mass media development, the reviews conveying opinion on the artistic value of
works are a means of a huge range and immediate influence on the environment. Thus, it
is the critics who produce the first ‘accounts” of the work, which contribute to the success
of the composition in cultural circulation or consign it into oblivion.

Jan Antoni Wichrowski (1942-2017) was one of the main exponents of the Wroclaw
school of composers. This interesting artist had been connected with Wroclaw since 1964.
His music of great sound subtlety and high emotional charge has always enjoyed huge
popularity and has been enthusiastically received by critics and music lovers. The recogni-
tion that Wichrowski achieved as a composer is evidenced by numerous performances of
his works, which since the middle of the 1980s have been discussed in several dozen press
reviews. In her presentation, the author discusses and analyses 20 of them. The texts she has
selected focus on the key elements of Jan Antoni Wichrowski’s musical language.
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Musical Souvenir from the Gulf of Mexico — ...como
el sol y la mar... by Grazyna Pstrokonska-Nawratil

While visiting Cuba, it is impossible not to stop, even for a few moments, by the Gulf
of Mexico. It is called the American Mediterranean Sea, and it connects three coun-
tries — the USA, Mexico and Cuba. This last country was visited by the Wroctaw com-
poser Grazyna Pstrokoriska-Nawratil. Her trip to the cradle of salsa and the amazing
views she saw inspired her to write a piece entitled ...como el sol y la mar... [...like
the sun and sea...] in 2007. The composition is the second piece from the cycle
Myslgce o Vivaldim [Thinking of Vivaldi]. In the subtitle, Grazyna Pstrokoriska-Naw-
ratil wrote ‘summer’, as it was the season with which she associated the composition.
The piece was commissioned by the City of Wroclaw as a gift for the City of Krakéw
on the occasion of the 750th anniversary of its foundation. The first performance of
...como el sol y la mar... was given on 30 June 2007, but only two first movements
were played. The whole piece was premiered on 19 February 2008. The electronic
version of the score was made by Grzegorz Wierzba in 2007.

In the article, I shall discuss this very interesting composition, taking a closer
look at the elements of the piece that are representations of the outer-piece reality,
as well as musical and non-musical structures. I will focus on the title of the com-
position, its movements, genre, construction, musical forms, instrumentation and
articulation, and then present the narration of the piece, as it is through it that the
‘tale’ about the Gulf’s landscape is told.

Titles

As it has been mentioned before, the title of the composition is connected with the
outer-piece reality. Just like the titles of the movements, it is written originally in
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Spanish,' and its English translation reads: ‘.. .like the sun and sea...”. The compo-
sition consists of three movements: La playa [The beach], La hondura [The depth],
and E/ viendo dorado [The golden wind], which suggest a specific way of under-
standing the piece in the context of nature with its elements — a beach, sea depth
and golden wind. Especially the use of the adjective ‘golden’ helps to specify the
latitude of the radiant places near the equator which are depicted in the piece. But
only by knowing the source of inspiration can the listener imagine the landscape
of the Mexican Gulf.

Genre and musical forms

The composition is an example of a solo concerto with an accompaniment of the
orchestra. It is divided into three movements played attacca, namely: La playa in
the form of prelude, La hondura — passacaglia, and El viento dorado — tugue. The
choice of such musical forms shows that the composer did not use the classical
scheme of a concerto, but she rather recalled the structures of the concertos by An-
tonio Vivaldi, in whose honour the piece was written. Although the tempos of all
the movements are similar, the musical material suggests that the first movement is
slow, the second — moderate, and the last one — fast. What is new compared to past
models is that the concerto is an example of programme music.

The use of musical forms helps to depict outer-musical reality. In the first move-
ment, which represents sand and its motion, the composer used the form of prel-
ude. Its quasi-improvised character seems to be ideal for depicting the delicacy
and variability of sand dunes on the beach. In the second movement, the ostinato
variation form helps to represent different levels and colours of sea depths — the
ones near the bottom, as well as those near the surface. The melodic pattern used
here, because of the scale (octatonic), somehow implies the presence of a harmonic
pattern as well. Capricious wind, which is in constant movement, is represented by
the fugue form, the name of which comes from the Italian word meaning ‘to flee’.
The theme is based on figuration and the rhythm of samba, and that seems an ideal
metaphor of the wind. Because of strict imitation, used mostly in the exposition,
one should talk here about the fugato form, but not about a strict and complete
fugal form. The subject and answers are treated freely. Sometimes only the rhythm
or the intervals remain the same as in the theme, and the composer uses variation,
which is a metaphor of the variability of the wind.

! In Spanish the preposition ‘el” is used with the word ‘sea’, indicating the masculine gender.

Here, the composer used the Cuban version ‘la mar’, which is connected with understanding
the sea as a mother.
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Tone colour, articulation and instrumentation

What serves to represent outer-musical reality is tone colour, and this is achieved
thanks to the instrumentation and articulation used in the composition. The piece
is composed for flute — grande and alto — and chamber orchestra which consists of
percussion, harp and string quintet; there are no woodwind or brass instruments.
In each movement, the composer used the instruments that were the most suitable
to underline the meaning suggested by the title. The discussion of each movement
is preceded by a table which shows the instruments and articulation used in this
particular movement of the piece (see tables 1-3).

Table 1. Instruments and articulation in the first movement of the ...como el sol y la mar...
concerto by Grazyna Pstrokoriska-Nawratil. Author’s own elaboration.

Flute (grande) microtonal glissandi, jaw vibration, playing
with breath (imitating wind blowing),
microtonal thrills

Harp ala gongs

I Percussion: tubular bells, glissandi, rocking the instrument, glissandi
aplaya crotales, celesta, vibraphone, on the edge of the gong, tremolo (half-tone
triangle, metal chimes, Chinese | cluster) played with bristles, ‘golden buzz’
cymbals, gongs, rainstick on the vibraphone

String quintet short, quarter-tone glissandi with sharp
impulses, ‘multi-pitch’ thrills, ‘returning’
glissandi

In the first movement — La playa — we should notice the percussion instruments,
which include mostly metal idiophones. In flute and strings, there are microtones
used. Figurations, glissandi, tremolos are ways of illustrating the movement of sand.
The flautist should play with a lot of breath, as the composer writes in the score
that in this way the sound of the wind is mimicked. Bright and warm colours of
the beach are depicted by playing in the high register. The use of different mallets
and even a metal stick also helps to change the tone colour. There are two types
of articulation that illustrate in a visible way the taking away of the sand by a sea
wave. These are:

1) ‘returning glissando: a glissando by a third down and then a second up (see

example 1),
2) ‘multi-pitch’ trills.
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Example 1. G. Pstrokoriska-Nawratil, ... como el sol y la mar..., 1st movt. La playa, b. 4042,
‘returning’ glissando. Reproduced from: G. Pstrokoriska-Nawratil, ...como el sol y la mar...,
Wroctaw 2007, electronic version of the score made by G. Wierzba,
from the composer’s archives, p. 17.

Table 2. Instruments and articulation in the second movement of the ...como el sol y la mar. ..
concerto by Grazyna Pstrokoriska-Nawratil. Author’s own elaboration.

Alto flute microtonal thrills with glissandi, jaw vibra-
tion, frullato, playing without vibration,
playing with buzz: ‘unreal sound, without
vibrato (“thin”) with buzz (ala Pan Flute)’,?
thrills ‘like a rapid wind — a breeze — on the

La hondura ,
surface of peaceful water’

Harp ‘wide silvery glissando with a small
reverb’,* ‘heavy, thick gfiss. in the lowest

register”

See: G. Pstrokoniska-Nawratil, ...como el sol y la mar... [score], Wroctaw 2007, electronic
version of the score made by Grzegorz Wierzba, from the composer’s archives, p. 32.

3 See: ibidem, p. 34.

4 See: ibidem, p. 39.

> See: ibidem, p. 34.
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Percussion: tubular bells, celes- | conventional use of instruments
ta, vibraphone, crotales, gong,
cymbals; mallets: soft, plastic,
glass or metal, wire brushes
(metal, made from bristle)

La hondura | String quintet playing without vibration, su/ ponticello,
ordinario, microtonal glissandi (also with
pressure applied to the bow — ‘strenuous
climb’), pizzicato, thrills and tremolos
above the tailpiece, freely oscillating in

a range from quarter-tone to minor third
(excluding contrabasses)

What is prominent in the second movement, called La hondura, is the use of the
alto flute with its specific, nasal sound and low register. Also, the sound of percussion
instruments is chosen because of their unique features — it is metallic and full of har-
monics. That gives an impression of music that comes from another environment —
the aquatic one — where the sound is distorted, changed, and different harmonics oc-
cur that form layers of additional melodies. In this movement, the articulation plays
an essential role in creating the outer-musical reality. From bar 87, there is an annota-
tion by the composer: ‘like a rapid wind — a breeze — on the surface of peaceful water’
(see example 2). In string instruments, a microtonal glissando called ‘strenuous climb’
is used (see example 3). The analogy to the ‘rocking of the water’s surface’ is made by
free oscillations in a range from a quarter-tone to a minor third (bars 104-105 and
108-109) in all of the string instruments except for contrabasses (see example 4).°

Example 2. G. Pstrokoriska-Nawratil, ...como el sol y la mar..., 2nd movt. La hondura,
b. 87-93 — ‘like a rapid wind — a breeze — on the surface of peaceful water’.
Reproduced from: as previously, p. 34.

Example 3. G. Pstrokonska-Nawratil, ... como el soly la mar.. ., 2nd movt. La hondura, b. 13-19 —
‘strenuous climb’ in the first violin (b. 15-17). Reproduced from: as previously, p. 23.

¢ See: ibidem, p. 23.
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Example 4. G. Pstrokoriska-Nawratil, ...como el sol y la mar..., 2nd movt. La hondura,
b. 102-109 — ‘rocking of the water’s surface’ in string instruments.
Reproduced from: as previously, p. 36.

Table 3. Instruments and articulation in the third movement of the ...como el sol y la mar. ..
concerto by Grazyna Pstrokoriska-Nawratil. Author’s own elaboration.

Flute (grande) octave overblowing, sharp overblowing ‘without exact
pitch’,” multiphones, harmonics, frullaco, thrills,
glissandi, playing with harmonics, playing the highest
El viento possible sound

dorado | Harp hitting the resonance box, preparation, glissandi, glis-
sandi played with fingernails in a range of tritone that
gives an effect of guiro,® using jingle bells, ‘pulling
a metal stick along the length of the lowest string”

7 See: ibidem, p. 46.
8 See: ibidem, p. 47.
See: ibidem, p. 51.
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Percussion: glocken- | clusters, playing with bristles or metal sticks, hard

spiel, celesta, vibra- | plastic or metal mallets, glissandi on the edge of the
phone, triangle, three | gong, hitting the frame of the gong with a metal stick
Chinese cymbals,

two temple blocks,
Elviento | crotales, gongs

dorado

String quintet Harmonics, flageolets glissandi, su/ ponticello, arpeg-
gio behind the bridge, microtonal glissandi played
tremolo, pizzicato, multi-pitch thrills, co/ legno, hit-
ting the resonance box, playing the highest possible
sound

In the last movement, called E/ viento dorado, other instruments are used. The
composer again reaches for the flute (grande),'* accompanied by glockenspiel, celes-
ta, vibraphone, triangle, three Chinese cymbals, two temple blocks, crotales, gongs,
harp and string quintet. From the group of percussion instruments, she chooses the
ones whose sound is rather piercing, metallic, with a long sound ‘afterglow’ that
helps to illustrate the wind evoked in the title. The score is full of articulation mark-
ings that are supposed to imitate the wind whistling (see example 5).

Example 5. G. Pstrokoriska-Nawratil, ...como el sol y la mar..., 3rd movt. El viento dorado,
b. 135-138 — playing the highest possible sound on the flute as an analogy to wind
whistling. Reproduced from: as previously, p. 77.

Narration

As far as the narration of the composition is concerned, what should be underlined
is that each movement is a kind of musical picture or film frame. The three of them
together make up a ‘symbolic space’ connected with the Gulf of Mexico’s nature.
The narration of the first movement, La playa, is similar to that in Prelude
a laprés-midi d’un faune by Claude Debussy. This movement is in an andante

10 Although her initial idea was to use piccolo here.
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tempo, and the composer wrote molto capricioso e rubato above the notes. There is
a one-bar introduction played by percussion instruments and harp, and it sounds
like a delicate sea wave. The introduction takes the listener ‘inside’ the fairy-tale
reality of the piece. The movement consists of two segments that differ from each
other in terms of musical material as well as character. In the first of them, there is
a melody that is the basis for variation. It is first presented in the flute part, where
lots of microtonal glissandi are used. The melody is played from a distance (lon-
tano), in a way that makes it sound like an improvisation. What is important in the
next presentations of this melody is that figuration is used to depict the motion of
the sand. In the second segment, the ‘jaw vibration’ and playing with air serve a cru-
cial role because of their resemblance to the sound of the wind. The figurations in
the flute part, ‘returning’ glissandi and the sound of baron de plui suggest that this
segment should be ‘read’ as the depiction of a sea wave that takes the sand away to
the water. This is also a kind of introduction to the next movement.

In La hondura — the second movement of the concerto — different tone colours
are employed. This is because of the use of the alto flute and percussion instruments
whose sound is full of additional harmonics. This is an analogy to the specific,
distorted sound under water. The depth evoked in the title is depicted by the use
of passacaglia. There is a constant melodic pattern presented mostly in the flute
part. Though the melodic line takes on different variants, its shape is wavy. Because
of that, the solo part illustrates a sea wave, and the accompanying instruments — the
sea depth. In the orchestra part, the simplicity of the notation is worthy of note.
At first, the instruments play long notes that make up a chord ‘layer’. With the
next variant of the theme, the way of playing, the register and instruments change.
Different sound ‘layers’ are created. This allows the composer to depict the colours
and levels of depth evoked in the title. What is interesting is that in bar 39 different
dynamic motion is used in the parts of the violas, cellos and contrabasses. These
instruments form a multi-pitch layer, and the dynamic is an analogy to ‘wave ac-
cretion’.

The third movement — E/ viento dorado — which represents golden wind, was
described by the composer as fugue, although, as it has been mentioned above, the
way the musical form is treated suggests rather the fugato form. The strict canon-
ic imitation is used only at the beginning, and the theme is presented in different
variants. Above the notes, the composer wrote: Allegro giocoso, tempo di samba. The
movement begins with an introduction in which string instruments play harmon-
ics and glissandi in canonic imitation, which resembles the whistling of wind (see
example 6). The theme is presented from bar 8 in the flute part. It is imitated by
the first violin. The structure of the theme is very interesting: there are pitches and
rests used in a way that results in symmetry (see table 4 and example 7).
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Example 6. G. Pstrokoriska-Nawratil, ... como el sol y la mar. .., 3rd movt. El viento dorado,
b. 1-4 — ‘whistling’ articulation in the first violin. Reproduced from: as previously, p. 40.

Table 4. The arrangement of pitches and rests in the theme in £/ viento dorado.
Author’s own elaboration.

Fis
Fis
Fi
. | Fis * G G
. Fis G . Dis
Fi Fis G G Di Dis E
43 |Fis |79 | > |69 |G |5¢ | |Dis |37 |o° |29 |E |19
G . Dis E Des
Dis E Des
E Des C
Des C
C B B
A

Example 7. G. Pstrokoniska-Nawratil, ... como el sol y la mar. .., 3rd movt. El viento dorado — theme
(b. 7-11) and imitation in the violins (b. 8-10). Reproduced from: as previously, p. 41-42.
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In bar 12, the codetta of the theme starts. Playing the flute with overblow pro-
duces an effect of wind whistling. Bars 15-19 contain the episode. Its tone colour
and the motifs used refer to the very beginning of the piece. After that, in bar 20,
the flute comes back with an inversion of the theme. It is imitated by the second
violins. In the next entries, the theme is modified. Its material is treated as a start-
ing point for the subsequent transformations, among which the most important
is the change of tone colour. In the third entry, the homophonic texture is used.
The theme is played by the following group of instruments: flute, celesta and harp.
In the flute part, the composer used sharp overblowing ‘without exact pitch (short
whizz)’.!! In section D, the course of narration is stopped. The flute and string
quintet play long notes linked with each other by microtonal glissandi. The sound
is complemented with the effect achieved by pulling a metal stick along the length
of the lowest string. In sections E and E imitation is employed, but its material is
very far from the material of the theme. The composer uses here the technique of
shifting structures.'” In the G section, the rhythmic element is very important, and
it constitutes a reference to the theme. Motoric movement is underlined by the co/
legno articulation in the first violin and by hitting the harp’s resonance box in the
samba rhythm. The theme is presented again in section H in the flute, but with
a different rhythmic structure than before (see example 8). An interesting element
is the echo imitation used here — the motifs played by the flute are repeated a few
times by the glockenspiel. For the last time the theme is presented in section I.

Example 8. G. Pstrokoriska-Nawratil, ...como el sol y la mar. .., 3rd movt. El viento dorado,
b. 86-95 — modification of the theme — interval structure (b. 88-93).
Reproduced from: as previously, p. 59-60.

1t See: G. Pstrokoriska-Nawratil, ... como el sol y la mar... [score]..., p. 46.

12 G. Pstrokoriska-Nawratil, ‘Muzyka i Morze’ [Music and the seal, [in:] Dzielo muzyczne migdzy
inspiracjq a refleksjq [A musical work between inspiration and reflection], commemorative
book on the 60th anniversary of Marek Podhajski’s birthday, ed. by Janusz Krassowski,
Gdanisk 1998, p. 48.
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Here, its characteristic interval structure can be noticed, but the rhythm and ar-
ticulation are changed (the composer used thrills). The music is striving towards
culmination. At the end, there is a motoric coda in which an intense crescendo is
used. The last sound is the highest possible pitch, which is an analogy to the sound
of the wind.

Conclusions

The concerto ...como el sol y la mar... consists of three musical representations
of the Gulf of Mexico’s nature. Among the elements of nature that the composer
chose to depict in her music are: movements of sand grains on a beach scoured by
sea waves, mysterious sea depth, and unruly, warm wind. The composer used mu-
sic elements, as well as non-musical structures that helped the listener to ‘see’ what
had amazed her during her trip to Cuba. The piece is a starting point for Grazyna
Pstrokoriska-Nawratil’s cycle of reportages. These are musical souvenirs in which
the composer, inspired by different places in the world, creates a sound-sphere of
a particular place.
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Muzyczny souvenir znad Zatoki Meksykanskiej —
...como el sol y la mar... Grazyny Pstrokonskiej-Nawratil

Streszczenie

Wizyta na Kubie nad Zatoka Meksykariskg zainspirowata wroctawska kompozytorke Gra-
zyng Pstrokoniska-Nawratil do stworzenia w 2007 roku utworu ...como el sol y la mar. ..
(..jak stoice i morze...). Kompozycja weszta w sklad cyklu Myslge o Vivaldim jako drugie
jego ogniwo (Lato). Zostata ona podzielona na trzy cz¢dci nazwane kolejno: La playa (Pla-
za) w formie preludium, La hondura (Glebina) przyjmujaca forme passacaglii oraz El viento
dorado (Ztoty wiatr) wykazujaca forme fugi. Utwér ten mozna zaliczy¢ do gatunku kon-
certu solowego. Za pomoca muzyki kompozytorka pragneta uchwyci¢ swoje wspomnienia
zwigzane z pobytem nad Zatoka Meksykaniska. W analizie utworu wykorzystane zostaly
narzedzia semiotyczne. Autorka zwraca uwage na znaki niemuzyczne i muzyczne (struk-
tury melodyczne, harmoniczne, motywy, fakturg, obsadg, kolorystyke, formy i gatunki),
bedace reprezentantami rzeczywistosci pozadzietowej. Nastgpnie szuka analogii pomiedzy
zjawiskami natury i muzyki. Ukazany jest takze sposdb prowadzenia przez kompozytorke
narracji muzycznej polegajacej na dzwigckowym przedstawianiu ciggu zdarzen. Preferowa-
na metoda pozwala ujawni¢ sposéb, w jaki dokonuje si¢ przedstawienie zjawisk natury
w utworze ...como el sol y la mar... Grazyny Pstrokoniskiej-Nawratil.

Musical Souvenir from the Gulf of Mexico —
...como el sol y la mar... by Grazyna Pstrokorska-Nawratil

Summary

A visit to Cuba on the Gulf of Mexico inspired Grazyna Pstrokoriska-Nawratil, an artist
from Wroctaw, to compose, in 2007, a work entitled ... como el sol y la mar ... [... like
the sun and the sea ...]. The composition was included in the series Myslgc o Vivaldim
[Thinking about Vivaldi] as its second part (Lazo [The summer]). It was divided into three
movements called: La playa [The beach] in the form of a prelude, La hondura [The depth]
in the form of passacaglia, and E/ viento dorado [The golden wind] in the form of a fugue. In
terms of genre, this piece is a solo concerto. With the help of music, the composer wanted
to capture her memories of the visit to the Gulf of Mexico. In her analysis of the work, the
author uses semiotic tools. She pays attention to non-musical and musical signs (melodic
structures, harmony, motifs, texture, instrumentation, timbre, forms and genres) that rep-
resent the reality outside the work of music. Then, she looks for analogies between natural
phenomena and music. The way the composer builds the musical narrative, presenting the
sequence of events by means of sounds, is also shown. The employed method of analysis
reveals the way in which the phenomena of nature are presented in the work ... como el sol
y la mar... by Grazyna Pstrokoniska-Nawratil.
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Oddajemy do rak czytelnikdw XV tom cyklicznie ukazujacej sie publikacji Trady-
cje slgskiej kultury muzycznej. Ksigzka ma zwigzek z badaniami prowadzonymi
w Katedrze Teorii Muzyki i Historii Slaskiej Kultury Muzycznej Akademii Muzycz-
nej im. Karola Lipinskiego we Wroctawiu. Kontynuowane nieprzerwanie od 1980
roku - stuza one ukazaniu swoistych cech owej kultury, uksztattowanych w wy-
niku naktadania sie na siebie réznorodnych warstw tradycji: narodowych, religij-
nych i artystycznych. Tom zawiera 20 artykutéw wybitnych naukowcdw, znawcow
kultury muzycznej Slaska pochodzacych z réznych o$rodkéw akademickich i pla-
cowek naukowych znajdujacych sie w Polsce i za granica: w Austrii, w Czechach,
w Niemczech, na Stowacji i na Ukrainie. Tematyka artykutéw dotyczy takich zagad-
nien, jak tozsamos¢ $laskiej kultury, obecnos¢ muzyki w instytucjach koscielnych
i $wieckich oraz na dworach, zwigzki waznych postaci muzycznych ze Slaskiem,
a takze muzyka ludowa i artystyczna tworcéw Slaskich. Zapraszajac do lektury wy-
zej wspomnianych prac naukowych, wierzymy, Ze tre$ci w nich zawarte pozwola
dostrzec bogactwo $laskiej kultury muzycznej i pogtebi¢ wiedze na jej temat.

We present the 15th volume of the series entitled Traditions of Silesian Musical
Culture. The publication derives from the activity of the Chair of Music Theory
and History of Silesian Musical Culture at the Karol Lipiniski Academy of Music in
Wroctaw. The research conducted at the Chair has been continued since 1980 and
is aimed at demonstrating distinctive features of Silesian culture that arose from
the overlapping of various national, religious and artistic traditions. The volume
includes 20 articles by eminent scholars, experts on the musical culture of Silesia,
from various academic and research centres in Poland as well as Austria, Czech
Republic, Germany, Slovakia, and Ukraine. The subject matter concerns such is-
sues as the identity of Silesian culture, the presence of music at church and secu-
lar institutions, and at courts, the connections between important music figures
and Silesia, and folk and artistic music by Silesian composers. We believe that the
issues raised in the above-mentioned scholarly texts will allow the readers to dis-
cover the richness and broaden the knowledge of Silesian musical culture.
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