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EDITORIAL

Prvé ¢islo, ktoré otvara aktualny ro¢nik ¢asopisu Musicologica Slovaca, patri k vyda-
niam s volne zostavenym obsahom. Tomu zodpovedd aj volné radenie $tadii, dané
najmi postupnostou od véeobecnych alebo hibkovo rozpracovanych problematik
k sonddm do uzsie zameranych a partikuldrnych, hoci pre rozvijanie poznania rovna-
ko dolezitych tém. Napriek tomu sa ukazalo, Ze jednotlivé prispevky predsa len nazna-
¢ujl urcité obsahové zameranie ¢isla - je to inklinacia k vybranym disciplinam, resp.
subdisciplinam muzikoldgie.

Viécsina z prispevkov tohto ¢isla gravituje primarne k dvom oblastiam vyskumu
hudby - k hudobnej historii a hudobnej tedrii. Ak hudobna historiografia patri dnes na
Slovensku (ale tradi¢ne aj v stredoeurdpskom ramci) k najviac prosperujticim discipli-
nam muzikolégie, zdkladny vyskum v oblasti hudobnej teérie reprezentuje podstatne
menej rozvijany badatelsky terén, ak si odmyslime prevazne didakticky koncipovanu
odbornu spisbu s pedagogickym ¢i edukativnym ucelom. Tato skutocnost sa odraza
aj na témach a problematikach, ktoré domaci autori v ¢isle prinasaji. Ak historiogra-
ficky orientované stidie nadvazuju na Siroky kontext aktualne riesenych problematik,
hudobnoteoreticky zacielené $tudie predstavuju ojedinelé prispevky, ktoré este len pri-
spievaju k formovaniu takéhoto $ir§ieho badatelského kontextu u nas.

V obidvoch $tidiach z oblasti hudobnej teérie dominuji otazky hudobnej analyzy.
V prvej z nich je hudobna analyza reflektovana z hladiska véeobecnych kategorii, prin-
cipov a systémov (Marian Stan). Dalsi, druhy prispevok osvetluje problematiku hu-
dobnej analyzy z pohladu atraktivnej a Specifickej témy, ktorad si vyziadala aj adekvatny
analyticko-interpreta¢ny pristup (Martina Kamenska).

Dva historiograficky orientované prispevky sa tykaji problematiky vyskumu stre-
dovekej liturgickej hudby. Prvy z nich sa venuje analyze hudobno-liturgickych frag-
mentov z kremnického fondu z pohladu paleografie (Eugen Lazorik). Druha stadia
vyhodnotila pramen gregorianskeho choralu, ktory pochddza zo znamej a u nas ¢asto
reflektovanej Levocskej zbierky hudobnin (Sylvia Urdova). K historiograficky zame-
ranym patri aj dal$ia $tudia, ktord zverejiiuje nové poznatky k opernej tvorbe Juraja
Druzeckého (Jana Kuban). Riesenou problematikou z oblasti hudobného divadla
tento prispevok volne premostuje k stadii, ktord ako jedina v tomto ¢isle pochadza
od zahrani¢ného autora. Prinasa rozsiahlu kompara¢nu reflexiu dvoch vybranych
opernych diel stredoeurdpskych autorov 20. storocia, Franza Schenkera a Albana
Berga, v kontexte estetickych a ideovych konceptov moderny 20. a 30. rokov (Vanja
Ljubibrati¢).
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Prispevky v rubrikéch ,,Stadie“ a ,,Materidly“ doplta v ¢isle recenzia obsiahleho
zbornika z medzinarodnej muzikologickej konferencie usporiadanej v roku 2023 na
pamiatku vyznamného slovenského muzikoléga a vysokoskolského pedagdga, prof.
Lubomira Chalupku. V zborniku s prispevkami domdcich a zahrani¢nych autorov
dominuje opat najma hudobnd histéria, a to v $irokom zabere tém a problematik od
stredoveku po 20. storocie. Stidie st rdmcované pripomienkou osobnosti Lubomi-
ra Chalupku: v ivode zbornik zverejnuje resumé z diskusie, ktord prebiehala v ramci
okruhleho stola na konferencii za ucasti pamétnikov, byvalych kolegov, spolupracov-
nikov a $tudentov, v zavere je publikovana persondlna bibliografia.

Hana Urbancovd
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HUDBA AKO DYNAMICKY SYSTEM
- TEORETICKE VYCHODISKA
A ANALYTICKA PERSPEKTIVA

MARIAN STON

Mgr. Maridn Stusi, PhD.; Ustav hudobnej vedy SAV, v. v. i., Duibravskd cesta 9, 841 04
Bratislava 4; e-mail: marian.stun@savba.sk

ORCID: https://orcid.org/0000-0002-8960-2715
Abstract

The study conceives the musical work as a dynamical system and offers a historical reconstruction
of views on music as a dynamic process in twentieth-century European music theory, with
particular emphasis on the Czech and Slovak tradition of tectonics. It focuses on concepts of
musical dynamism and dynamic form in the writings of Ernst Kurth, Hans Mersmann, Otakar
Zich, Boris Asafyev, Ladislav Burlas, Karel Janecek, Karel Risinger, Jozef Kresanek, and their
successors, tracing how dynamizing forces (such as tension-release, contrast-identity, and
centripetal and centrifugal tendencies) are projected into the process of form-building. The notion
of adynamical system is first introduced autonomously in the context of mathematics and physics,
without any direct transfer into music-theoretical discourse. Subsequently, the study proposes
a theoretical synthesis: it understands musical form as a dynamical system defined by state space,
time domain, and an evolutionary rule, and demonstrates how tectonically relevant parameters
(kinetics, harmony, loudness) can be quantified and tracked over time. This framework opens up
a path for applying methodology of dynamical systems to the study of musical form.

Keywords: dynamical system, musical dynamism, tectonics, musical form, twentieth-
century music theory

Vychodiska

Vo v$eobecnosti mozno tvrdit, ze hudobné dielo je sustavou prvkov, v ktorej docha-
dza k vyvoju a zmendm, a to posobenim formotvornych dynamizujucich sil. Vdaka
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nim vznikd $truktira dynamickej formy. Ak by sa neuplatniovali dynamizujuce sily,
hudobné dielo by predstavovalo iba nemenny stav alebo staticky konstrukt bez vyvoja.
Uplatnenie a realizaciu tychto sil vyjadruje pojem dynamizmus hudby.

Vychodisko 1: Dynamizmus vo véeobecnosti oznacuje pohyblivost a Zivost sys-
tému' a je tzko spéty s pojmom napitia.” Vznik napitia je podmieneny porusenim
pokojového stavu pdsobenim narusajicich sil. Vo vSeobecnosti je dynamizmus aso-
ciovany nielen s pohybom a zmenou, ale tiez energiou ¢i intenzitou.

Do humanitnych vied pojem prenikol z fyziky, kde dynamika je vedou o silach
spdsobujucich pohyb telies (gr. Svvaug - sila) - dynamizmus je prejavom tychto sil.?
Pri jeho skiimani v oblasti hudby mozno teda nadviazat na poznatky prirodnych vied
o dynamickych systémoch.

Vychodisko 2: Dynamicky systém je tvoreny istymi stavmi existujicimi v priebehu
Casu, ktoré sa uskuto¢nuji na zaklade ,,evolu¢ného pravidla®

Vychodisko 3: Hudobny priebeh chapeme ako proces formovany dynamizujuci-
mi silami, t. j. dynamizmom. Tie sa podielaju na utvarani znejucej dynamickej formy,
ktoru je mozno skamat, opisat a vysvetlit ako teoreticky dynamicky systém. Hudba
ako dynamicky systém je tak manifestaciou miery napitia, ktorou disponuje a posobi.
Hudobny dynamizmus a (matematicky) dynamicky systém pritom nepredstavuju iba
homonymické vyrazy, ale fenomenologicky a kauzalne prepojené koncepcie.

Nasledujuci text najskor priblizuje chdpanie pojmu dynamicky systém v prirod-
nych veddch a opisuje jeho $truktdru. Taziskom $tddie je historicky prehlad vyvoja
nazerania na hudbu ako dynamicku, teda premenliva ststavu (so zameranim na 20.
storocie). Predstavime perspektivy, podla ktorych rézne hudobné prvky su dcinné
ako dynamizujuce sily vytvarajice napétie. Osobitny priestor venujeme tektonike ako
discipline uplatiujicej poznatky o tychto silach vo formotvornom procese. Napokon
pristupujeme k syntetizovaniu poznatkov o hudobnom dynamizme a teérii dynamic-
kych systémov aplikaciou jej terminoldgie na oblast hudby a demonstraciou na niekol-
kych analytickych ukazkach. Pravda, takéto nazeranie mozno uplatnit len s prihliad-
nutim na $pecifika hudobného umenia.

Dynamicky systém
Systém je definovany ako ,,(icelny) sposob usporiadania nejakého celku® a ako ,,st-

bor prvkov spitych istymi (vymedzenymi) vztahmi“* Charakteristika systému je teda
dvojaka: 1) ide o organizovanu sustavu viacerych prvkov (jeden prvok nemoéze tvorit

1 IVANOVA-SALINGOVA, Méria - MANIKOVA, Zuzana: Slovnik cudzich slov. Bratislava : Slo-
venské pedagogické nakladatelstvo, 1979, s. 232.

2 Pre potreby tohto textu napitie vymedzujeme ako psychologicky stav konfliktu v percepcii po-
sluchaca.

3 FERKOVA, Eva: Dynamizmus hudobnej $trukttry. Uvahy o hudobnoteoretickej terminoldgii.
In: Musicologica Slovaca, ro¢. 6 (32), 2015, ¢. 1, s. 5-18.

4 KACALA, Jan - PISARCIKOVA, Maria (eds.): Krdtky slovnik slovenského jazyka. Bratislava :
Veda, 1989, s. 438. Podobne tiez v PROCHAZKA, Vladimir (ed.): Pfiruéni slovnik nducny. 4. diel.
Praha : Academia, 1967, s. 398; IVANOVA-SALINGOVA - MANIKOVA, Ref. 1, s. 842.
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systém) a 2) medzi tymito prvkami existuja vztahy, tzn. v istej miere dochadza k ich

vzdjomnému ovplyvilovaniu sa.

Dynamicky systém (z matematického a fyzikalneho hladiska) je potom taky typ
systému, ,,ktorého aktualny stav generuje stav nasledny pravidlom alebo principom
zmeny (tzv. evolu¢né pravidlo) a tym vytvara trajektoriu v stavovom priestore®> Vyvija
sa v ¢ase a je definovany trojicou zakladnych parametrov:

o vlastnosti stavového priestoru: mnozina vSetkych moznych stavov systému, pricom
jednotlivé stavy su definované stavovymi premennymi. Stavové premenné predsta-
vuju skimané parametre, ktoré sa spolupodielaju na tvorbe celkového stavu sys-
tému v ur¢itom ¢asovom prieseku. Priestor byva vizualizovany ako suradnicova
sustava (obvykle 2- alebo 3-dimenziondlna), v ktorej kazdy bod predstavuje urcity
stav. Nasledne stavova (fazova) krivka spdjajtica tieto body mapuje vyvoj daného
systému;

o typ ¢asového priestoru: predstavuje ¢asovu dimenziu, teda definuje ¢asovu postup-
nost stavov. Cas je nevyhnutnou veli¢inou dynamického systému, bez ktorej by
existovali iba jednotlivé nemenné stavy. Dynamické systémy mozno chapat ako
chronologicku postupnost diskrétnych (oddelenych) alebo kontinualnych stavov,
ktoré sa skumaju v ¢asovych krokoch. Vo fyzikalnych a biologickych systémoch su
tieto ¢asové kroky ¢asto vymedzené ako sekundy ¢i zlomky sekund. V zavislosti od
charakteru systému v$ak moze ist aj o vic¢sie ¢asové useky, napriklad roky. Kroky
nemusia byt nutne vymedzené ¢asovymi jednotkami, ale napriklad aj jednotkami
$trukturalnymi;

o evolu¢né pravidlo: ur¢uje vyvoj systému, teda prechod z jedného stavu do druhého.
V matematickych a fyzikalnych systémoch byva evolu¢né pravidlo definované ako
rovnica, resp. funkcia.®
V prirodnych vedach sa medzi dynamické systémy radia napriklad: matematické

(zaloZené na iterdcii matematického vzorca) a fyzikdlne (empiricky pozorované systé-

my, ktorych charakteristickou sucastou je pozorovaci sum).” Vo véeobecnosti mozno

rozli$it dvojaké dynamické systémy: deterministické a stochastické. Vyvoj determi-
nistického systému je dany vstupnymi parametrami, ktoré sa rozviju na zéklade vo-
pred urceného a nemenného vyvojového pravidla. Tym moze byt napriklad rovnica

x,,, =rx (1 -x ), generujica logistickii mapu. S predmetom deterministickych systé-

mov suvisi matematicka tedria chaosu formovana priblizne od 60. rokov a skiimajtca

chaotické, t. j. (va¢sinou) nepredvidatelné, ale predurcené systémy.®

> KISELAK, Jozef: Dynamické systémy. Predndska 4. Kosice : Prirodovedeckd fakulta UPJS, 2024,
s. 32.

¢ Podla KISELAK, Ref. 5.

7 SMITH, Leonard: Chaos: A Very Short Introduction. Oxford : Oxford University Press, 2007,
s.33-34.

8 Bliz8ie v GLEICK, James: Chaos. New York : Vintage, 1997. Protire¢ivost pojmov ,,nepredvida-
telny* a ,,predurceny* je sposobena charakteristikou chaotického systému, v ktorom zohréavaju
klicova ulohu vstupné parametre — tie v pravom zmysle determinuja jeho vyvoj. Tento vyvoj
vSak postupom casu (¢asovych krokov) naberd na komplexnosti a z dovodu vypoctovej naroc-
nosti a tiez obmedzenej znalosti samotnych vstupnych parametrov (pozorovaci $um) stdva sa
nepredvidatelnym. Prikladom chaotického systému je obeh troch gravitaéne viazanych telies, tzv.
»problém troch telies®. Tiez znamy ,butterfly effect” je jednym z ddsledkov chaotickosti dyna-
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V stochastickych systémoch, na druhej strane, evolu¢né pravidlo zahfna prvok neis-
toty, teda pravdepodobnost. Kazdy novy stav je vysledkom zmeny jedného alebo
viacerych predchddzajicich stavov za tcasti istej miery nahodnosti. Ak nahodnost
dosiahne najvyssiu mieru, dochadza vlastne k preruseniu stvislosti medzi jednotli-
vymi stavmi.’

V 20. storo¢i sa na poli psycholdgie zacala skimat dynamika osobnosti (Kurt
Lewin, Robert S. Woodworth, Donald G. Marquis, Hans Thomae a dalsi), v si¢asnosti
predstavujtca zdkladnu oblast vyskumu v portfdliu hlbinnej psycholdgie. Jej pramene
vSak siahaju az k psychoanalyze a jej zakladatelskym osobnostiam Sigmundovi Freu-
dovi (1856 - 1939) a Carlovi Jungovi (1875 - 1961). Hlbinnd psycholdgia sa zameriava
na oblast nevedomia a vztahuje sa k vnutornym dispozicidm motivacie spravania, to
znamend k ,,psychickym sildm®, ktoré hybu ¢lovekom zvnutra a nutia ho ku konaniu.
Tieto sily st povazované za motivy (lat. movere — hybat), vznikajtce v interakcii osob-
nosti s prostredim, predstavujtce dalej neanalyzovatelné pri¢iny konania a vytvaraji-
ce kauzalne postupnosti.'

Perspektivy hudobného dynamizmu

Prejavy nazerania na hudbu ako na dynamicky systém mozno sledovat uz v diele
Huga Riemanna, ktory koncom 19. storocia formuloval pohlad na utvaranie formy
ako procesu (vnutorné utvaranie) a tvaru (vonkajsie utvaranie).!' Rozvijaniu tychto
myslienok sa na zaciatku 20. storocia venovali najmé psychologizujuce tedrie hudob-
nych ,energetikov®. Ernst Kurth, ziak Guida Adlera, vo svojich monografiach, najmé
Romantische Harmonik und ihre Krisis in Wagners ,Tristan“ (1920), Bruckner (1925)
a Musikpsychologie (1931) oddelil hudobnt psycholdgiu od ténovej (reprezentovane;j
napriklad Carlom Stumpfom). Kurthova hudobna psycholdgia sa zaobera celostnos-
tou hudby, zvukového prudu a vyrazu. V jeho mysleni je poznat in$pirdciu celostnou
psycholdgiou, ciastoéne psychoanalyzou a tiez Schopenhauerom.'? Predpokladom
vzniku kurthovskej dynamickej koncepcie bolo uvedomenie si, ,,ze linedrne rozvinu-
ta sustava vztahov ma osobitnu tvarnost korespondujucu s psychickymi vzostupmi
a uvolnovaniami napiti (wundtovskej dvojice)“."®

Kurth rozoznaval tri druhy energii posobiacich v hudbe, a to energiu kineticku
(melodika), transformujucu sa na energiu potencidlnu (harmoénia), a napokon ryt-
micku energiu.'* Energie nie su v$ak iba vyjadrenim napétia ¢i pohybu, ale su for-

mického systému. Azda je vhodné upozornit, Ze nie vSetky deterministické systémy su chaotické

v uvedenom vyzname.

Prikladom stochastického systému s maximalnou mierou ndhodnosti je hod mincou alebo hra-

cou kockou, kde v8etky mozné vysledky maju rovnaku pravdepodobnost 1/2, resp. 1/6 (vseobec-

ne 1/n).

10 NAKONECNY, Milan: Uvod do psychologie. Praha : Academia, 2003, s. 321.

' KREJCA, Tomas: Scelovaci prosttedky: Cesta k hudebni struktute. In: TICHY, Vladimir et al.:
Scelovaci prostiedky. Praha : Akademie muzickych uméni, 2017, s. 56-57.

12 KRBATA, Peter a kol.: Psycholdgia hudby nielen pre hudobnikov. Vritky : Peter Krbata, 22008, s. 61.

13 KRESANEK, Jozef: Hudba a lovek. Bratislava : Hudobné centrum, 2000, s. 70.

4 FULKA, Vladimir: Ernst Kurth (1886 —-1946). In: Hudobny Zivot, ro¢. 53, 2021, ¢. 5, s. 30-32.
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motvorné. Ich procesudlne uplatnenie pri utvarani Struktdry diela ukazal analyzou

Brucknerovej Siestej symfonie, ktorej forma vytvara ,,symfonickt vinu“'> Melodicka,

harmonicka, rytmick4, tonalna a orchestralna aktivita predstavuju sily, ktoré pribuda-

ju a ubudaju vo ,vInovych (undula¢nych) fazach®

V tedrii Hansa Mersmanna'” sily a napitie predstavuju klu¢ové pojmy hudobného
vyvoja. Mersmann uvazoval o hudobnych elementoch (melodika, harmdnia, rytmika,
agogika, dynamika a i.), ktoré existuji v dimenziach horizontalnej (¢asovej) a vertikal-
nej (stuzvukovej). Z fenomenologického hladiska sa elementy, resp. vztahy medzi nimi,
prejavuju silami dvoch druhov:

o expanzivna sila: pozitivna, bezhrani¢na, bezcielna, smerujtica do neurita;

o centripetalna sila: zjednocujlca a organizujuca $trukturu, vytvarajica suvislosti
a vys$$iu jednotu protikladov.

Sily st navzajom protikladné a posobia na vSetkych trovniach hudby. V ich stcas-
nom posobeni vznikd napitie ako ¢initel vyvoja hudobnej mikro- aj makro$truktdry.®

Procesom akumulicie a uvolnovania energie, ktoré sa casto zobrazuju ako vlna
alebo procesna krivka, sa venovali aj dalsi teoretici, medzi ktorych patril August Halm,
Arnold Schering a Kurt Westphal. Ich pristupy obvykle vyuzivali pojmovy aparat kla-
sickej mechaniky a vychadzali z pozorovania zmien napétia v hudobnom prude a opi-
sania javov a funkcii rovnovahy (statiky) a pohybu (dynamizmu). Do tzv. ,energetickej
$koly* sa zvykne zaradovat aj Heinrich Schenker."”

Subezne s myslienkami Kurtha a Mersmanna formuloval svoje tivahy o dynamic-
kej forme Otakar Zich pri $tidiu Smetanovych symfonickych basni. Zich vnimal dva
aspekty hudobného diela:

o aspekt dynamicky: tyka sa pohybu a sily. Pod pohybom rozumel nielen tempo,
ale aj rychlost naslednosti tonov. Na druhej strane sila zahfnia okrem hlasitosti aj
celkovu zvuénost. V skladbe pdsobia dve ,,dynamické formy*“: kontrast (néhly pre-
chod sily alebo pohybu) a gradacia (postupny prechod sily a pohybu, sem patri aj
degradacia). Dynamické formy st rovnaké v hudbe absolatnej aj programovej;

o aspekt tematicky (myslienkovy): vyjadruje usporiadanie hudobnych myslienok
a zahrfnia hudobné formy v tradi¢nom zmysle. Uplatiiuje sa v iom princip rozma-
nitosti a jednoty, t. j. kontrastu a identity. Vzhladom na zmysel tematickej formy,
teda organizaciu myslienok, sa jej realizacia odlisuje s ohladom na ponatie hudby
absolutnej alebo programove;j.?’

> ROTHFARSB, Lee (ed.): Ernst Kurth: Selected Writings. Cambridge : Cambridge University Press,
1991, s. 151.

'®  ROTHFARB, Lee: Energetics. In: CHRISTENSEN, Thomas (ed.): The Cambridge History of Wes-
tern Music Theory. Cambridge : Cambridge University Press, 2008, s. 943.

7" MERSMANN, Hans: Angewandte Musikdsthetik. Berlin : Max Hesses Verlag, 1926.

18 SIDLIK, Peter: Eurdpska hudobnd teéria v 1. polovici 20. storocia (1900 - 1945). [Dizerta¢na
praca.] Bratislava : Hudobnd a tane¢na fakulta VSMU, 1994, s. 66-71; STRATILKOVA, Martina:
Hans Mersmann and the Analysis of the New Music. In: Musicologica Olomucensia, 2015, ¢. 22,
s. 109-119.

1 ROTHFARB, Ref. 16, s. 936.

2 ZICH, Otakar: Symfonické bdsné Smetanovy. Praha : Hudebni matice umélecké besedy, 1924,
s. 12-19.
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V roznych podobach sa vo vsetkych dynamizujicich tedriach znovuobjavuje sché-
ma napdtie-pokoj. Schéma je zhrnutim pojmov energia, intenzita a pohyb. Dialektické
uplatiiovanie napitia a uvolnovania je vo viacerych pristupoch zdrojom formotvor-
nych sil, teda povodcom samotnej formy. Okrem spomenutych autorov tuto schému
za zakladny formovy princip povazoval aj Ernst Toch, definujuci formu ako rovnova-
hu napétovych a uvolnovacich sil, i ked, pravda, s vd¢sinovou prevahou napatia.*!

Zaciatkom 50. rokov na ideu energie v hudbe nadviazal aj polsky psycholdg Stefan
Szuman vo svojej muzikologickej praci. Szuman vnimal skladbu ako pohyb, ktorého
charakteristikou je zloZenost z diskrétnych krokov, impulzov. Tie sa spdjaju do buniek
obsahujucich naberanie a uvolnovanie napéatia. Szuman vysvetloval tento jav ako strie-
danie energeticky viazanych arsis a thesis. Arsis je pripravna faza, naberanie energie;
thesis jej vybitie. Tato ,kinetickd schéma®“ je vlastna kazdému pohybu, ktory sa skla-
da z oddelenych krokov: predkrok — hlavny krok, vydych — nadych, uvolnenie sva-
lov - ich stiahnutie a pod. a zabezpeduje energetickd organizaciu naslednosti zvukov.
Szuman rozoznéval tiez dva druhy pohybu podielajtcich sa na celkovej energickosti
skladby: pozdizny (rytmicky) a zvisly (melodicky).”

Viacero ndhladov na dynamizmus hudobnej formy a jeho funkciu v spatosti s tek-
tonikou sa formovalo aj v prostredi ¢esko-slovenskej muzikologie. Okrem Kurtho-
vych, vplyvne tu rezonovali tiez myslienky Borisa Asafjeva, zvacsa citovaného ako au-
tora terminu intondcia. Tento pojem nadvizuje na intonaciu hovorenej rei, v ktorej je
nositelom emocie a (¢iasto¢ne) vyznamu.” V hudbe oznacuje usporiadanie myslienky
do hudobného tvaru, teda ,,aby sa myslenie zvukovo realizovalo, stiva sa intondciou,
intonuje sa“?* Hudobné tvary (intondcie) sa nasledne organizuji do dynamicky utva-
ranych foriem. Struéne mozno povedat, Ze intondcia v asafjevovskom chapani je for-
motvorny princip, ktory zahfna prakticky vsetky zlozky hudobnej reci.

Podla Asafjeva vo forme pdsobia aktivne sily, teda ,,pri¢iny pohybu® Pri tvorbe
hudby ide o konflikt sil stabilizacnych a dynamizujucich, a to nielen v kontexte jed-
notlivej skladby, ale tiez v historickom kontexte. Hudobna forma, ktora je vykrystali-
zovand (v istej hudobno-$tylovej epoche), t. j. vetky sily v nej st v rovnovahe, sa stava
statickou. To sa tyka aj tonovych ¢i harmonickych vztahov, napriklad dominantno-t6-
nicky spoj ¢i terciové spoje. Na druhej strane, evolicia prindsa snahu o ,,maximaélne
intenzivne vyplnenie stale sa zvd¢$ujucej ,prevadzkovej drahy medzi vychodiskovym
bodom a bodom obnovenej rovnovéhy vyuzitim energie tonovej vazby a vzajomne;j
pritazlivosti tonov“* Vychodiskovym bodom je tu mysleny pociatoény impulz a bo-
dom rovnovahy uzavretie pohybu, t. j. zavere¢na formula. Hudobny pohyb je realiza-
ciou formotvornych sil a predstavuje stav porusenej rovnovahy.

Ladislav Burlas vnimal urcitd mieru dynamizmu ako charakteristicka pre kazdy
hudobny usek. Dynamicky obluk povazoval za formotvornd silu a definoval zakladné

2 TOCH, Ernst: The Shaping Forces in Music. New York : Dover Publications, 2018, s. 159.

2 SZUMAN, Stefan: Ruch jako czynnik organizacji i wyrazu w utworach muzycznych. Krakéw : Pol-
skie Wydawnictwo Muzyczne, 1951, s. 32-58.

»  Na rozdiel od eurépskych jazykov je intondcia klu¢ovym faktorom v sémantike mandarinskej
¢instiny, kde priamo uréuje vyznam slova.

2 ASAFJEV, Boris: Hudebni forma jako proces. Praha : Statni hudebni vydavatelstvi, 1965, s. 215.

#  ASAFJEV, Ref. 24, s. 60.
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protikladné fazy: stipajicu krivku napatia (gradaciu, klimax) a klesajucu krivku uvol-
nenia (antiklimax), pri¢om na najvys§om bode oblika stoji dynamicky vrchol. Pod
dynamickym oblukom chépal nielen stranku hlasitosti, ale aj stthrn sil ,,patriacich do
sféry emociondlnej“* Meniaci sa pomer sil v dynamickej forme, vyplyvajuci z proti-
kladov dynamickych postupov, vytvara konflikt. Burlas spajal dynamicky zaklad roz-
vijania my$lienok s evolu¢nostou.”

Karel Janec¢ek vyznamne nadviazal na pracu Zicha? (aj Kurtha) a v jeho diele badat
in$pirdciu filozofiou ¢asu Henriho Bergsona. V kontexte dynamizmu je kli¢ovou jeho
definicia zakladnych tektonickych principov expozi¢ného a evolu¢ného ako funkcii
hudobnej pritomnosti.*® Evolu¢na hudba zabranuje posluchacovi ,,pristavit sa“ pri pra-
ve vypocutom prvku, postupuje stale dalej, hudobnu pritomnost obmedzuje na kratky
moment. Naopak, v snahe predviest myslienku celistvo, teda cely jej priebeh akoby
sucasne, expozicia svojimi kompozi¢nymi prostriedkami vrstvi viaceré javy tak, ze po
odzneni useku si poslucha¢ uvedomuje cely jeho priebeh a moze ho analyticky po-
stihnat. Hudba, aj ked objektivne rozlozena v case, ostdva v hudobnej pritomnosti.
Z hladiska dynamizmu mozno takéto tvarovanie hudobnej pritomnosti chapat ako
stabilizaciu, upokojovanie ¢i statickost. Naopak, dynamizmus sa zvySuje evolu¢nos-
tou, ktora spdsobuje napredovanie a dynamické rozvijanie formy.

Janecek v spojitosti so zakladnymi tektonickymi funkciami (expozi¢nou a evoluc-
nou) hovoril o hudobnej trajektorii — ,,spade® Spad je vyjadreny melodickymi, har-
monickymi, kinetickymi a dynamickymi prostriedkami.*® Expozi¢na hudba nema vy-
razny spad, mozeme hovorit skor o charaktere vyrovnanosti (nulovy spad). Prebieha
v rovnakom registri a ma stalu hlasitost, i ked vykyvy st pritomné.

Naopak, vyrazny spad nasvedcuje evolu¢nosti, pricom mozno hovorit o spade po-
zitivnom (zvy$ovanie napétia) alebo negativnom (znizZovanie napétia). Zvlast dokaz-
nym znakom evolu¢nosti je rozdiel medzi za¢iatkom a koncom tseku. Napriklad, usek
zadinajuci sa vo forte a konciaci sa v piane (alebo naopak) sa vyznacuje dynamickym
spadom. Podobne mdze ist o spad tempovy (zrychlovanie, spomalovanie) ¢i melodic-
ky (zmena registra). Spad mozno chépat synonymicky so zmenou napitia.

Janeéek vymedzil hudobnd $truktiru ako systém, v ktorom pdsobia dve antago-
nistické sily:

1. kontrasty ako odstredivé sily vzdaluju formu od poriadku a usporiadania;

2. scelovacie prostriedky su, naopak, dostredivymi silami, ktoré usporiadanie udrzu-
ju a navracaju. Predstavuju obmedzenia volného, neriadeného vyvoja skladby.*
Vzajomné (proti)posobenie tychto sil utvara hudobny dynamizmus a je bazou pre

rozvijanie dynamickej formy. Kontrasty a scelovacie prostriedky sa prejavuju vo vet-

%6 BURLAS, Ladislav: Formy a druhy hudobného myslenia. Zilina : EDIS, 2006, s. 59.

7 BURLAS, Ref. 26, s. 61.

#  Vyplyva to napriklad z nadviazania na Zichovo delenie formy na tematicka a dynamicka a tiez
z porovnania nékresov skladieb. Blizsie pozri HONS, Milos: Analyza jako prosttedek porozumé-
ni hudebnimu dilu. Studie ke genezi tektonické analyzy Karla Janecka. In: Hudebni véda, ro¢. 60,
2023, ¢. 3, 5. 278-300.

2 JANECEK, Karel: Tektonika. Nauka o stavbé skladeb. Praha : Editio Supraphon, 1968, s. 144-145.

3 JANECEK, Ref. 29, s. 149-150.

31 JANECEK, Ref. 29, s. 188.
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kych skladobnych vrstvach ,,vonkajsich® (¢asovy rozsah, ¢lenitost, usporiadanie a prie-
beh skladby) a ,vnutornych® ($tyl a typ, tematické a motivické sustredenie, reprizové
prepojenie, tonalny plan, metrické vyvazenie). Na skladbu posobia tiez mimohudobné
scelovacie prostriedky.”? Podla Tomasa Krejéa mozno scelovacie prostriedky povazo-
vat za dolezitejSie vo vyvazenej dialektike formalnej odstredivosti a dostredivosti, pre-
toZe zabezpecuju interakcie a, konzekventne, fungovanie systému.*

Jednym z prejavov miery dynamizmu je u Janecka aj ,,celkovy zvukovy nanos®, ob-
sahujuci nielen silovua zlozku (hlasitost), ale aj ,mieru $tyliza¢ného ruchu, a to s pri-
hliadnutim na dosahované absolutne vysky“** Mozno sa domnievat, Ze zvukovy nanos
je realizaciou zichovskej dynamickej formy.

Dynamizujice vztahy v harmonii, presnejsie v tonalite, nazeral Karel Risinger
vo svetle tondlnych funkcii, ktoré redukoval na tri zdkladné kategérie: tondlne cen-
trum, autentické a plagdlne funkcie. Neténické funkcie Risinger vysvetloval podla ich
(ne)zavislosti od toniky, t. j. prvého stupna: autentické sa nachadzaji v zavislosti na
prvom stupni a, naopak, prvy stupen zavisi od plagalnych funkcii. Autentické funkcie
vznikaju na III., V. a VIL stupni a ich chromatickych alteraciach, pricom najuplnejsie
splitaju tuto funkénost akordy obsahujuce tony sekundovo vzdialené od prvého stupiia
toniky. Typickym predstavitelom autentickych funkcii je dominanta, ale tato kategéria
obsahuje mnozstvo dal$ich stzvukov, ktorych funkciou je smerovanie do tonalneho
centra. Plagalne funkcie sa vyskytuji na V1., IV, pripadne II. (opit spolu s ich chroma-
tickymi alterdciami) a znizenom VII. stupni. Akordy na nich vystavané obsahuju pria-
my alebo vzdialenejsi zakladny tonicky ton, ¢im oslabujui posobenie centra a prejavuju
tendenciu centrum opustat. Pod podmienkou, Ze tonika je dostato¢ne upevnena, po-
sobenie plagalnych funkcii tonalitu nerozbija, ale vytvara v nej ur¢ité napatie.*® Risin-
gerovo ponatie troch funkénych kategorii je analogické k tradi¢nému chapaniu funkcii
T, S, D a ich zastupcov, avak rozsirené na harmoniu a akordiku tonality 20. storo¢ia.

Prednostne $trukturalnou strankou hudobnej formy sa Risinger zaoberal v skorsej
praci. Melodiku, rytmiku a tematizmus identifikoval ako primarne ¢initele formotvor-
ného procesu. Ostatné zlozky povazoval pri tvorbe formy za druhotné (v eurdpskej
hudbe poslednych troch storo¢i). Medzi ne zaradil harmoéniu, ale aj timbre, tempovy
faktor, hlasitost, fakturu, agogiku a frazovanie, kazdé s odlisnym stupniom posobenia.
Ich vzéjomnu spolupracu vysvetloval pomocou Asafjevovho pojmu intondcie.*

Na trovni makrostruktury Risinger odvodil systematiku hudobnych foriem (od
dvojdielnych po pétdielne) z uplatnenia principov identity a kontrastu. Odvolaval sa aj
na myslienku informacnosti, ako ju skor rozviedol Miroslav Filip, ktory skimal iden-
titu a kontrast z hladiska tedrie informadcie. Filip dokazal kontrast vyjadrit pojmom
relativnej entropie, teda pomerného zastipenia prvkov (ténov) v hudobnej strukture.
Podla tedrie informacie systém znakov (napriklad hudba) oplyva istou mierou infor-

32 JANECEK, Ref. 29, 5. 199-216.

% KREJCA, Ref. 11, s. 60. Porovnaj s odlisnym nazorom Ernsta Tocha o primérnosti napitia (vys-
sie).

3 JANECEK, Ref. 29, s. 205.

*  RISINGER, Karel: K sou¢asnému pojeti tonality. In: RISINGER, Karel - PODESVA, Jaromir:
Soucasnd hranice tonality. Praha : Panton, 1974, s. 19-22.

36 RISINGER, Karel: Hierarchie hudebnich celkii. Praha : Panton, 1969, s. 193-199.
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macnosti, teda mnozstvom informdcie, ktor je schopny preniest. Miera informacnos-
ti je nizka vtedy, ked sa v systéme opakuje jeden alebo skupina znakov, ¢im nevznikd
nova informadcia, systém je redundantny a nachddza sa v stave nizkej entropie. Ide
o maximélnu mieru identity, ktord je v chapani tedrie informdcie asociovana s de-
terministickym procesom. Naopak, v pripade vysokej miery informacnosti, teda ked
systém obsahuje prili§ vela roznych znakov bez jasnej kvantitativnej hierarchizacie,
zvy$uje sa aj miera informacnosti a entropia. Vysoka entropia vyjadruje vysokt mieru
kontrastu. Filip dospel k poznatku, Ze hudba sa musi odohréavat v stave primerane;j
entropie, teda Ze dialekticky prepojené principy identity a kontrastu sa musia uplat-
novat v primeranej miere, pretoze ,umeleckd komunikacia je moznd len v urcitej
,vzdialenosti‘ od oboch extrémov: totalnej determinovanosti a maximalnej entropie®?
V oboch pripadoch totiz, paradoxne, nastiva rovnaka situdcia: rozpad hierarchizécie,
a teda zanik existencie vztahov.

Jozet Kresanek videl dynamizmus, spolu so sonoristikou a tematizmom (tvarovos-
tou), ako jednu zo zdkladnych sfér hudobného myslenia. Systematicky uvazoval nad
dvoma typmi: senzomotoricky, vyplyvajuci z fyziologickych danosti ¢loveka (napri-
klad praca hlasiviek), a hudobny dynamizmus, viazany na tematicku sféru a prejavu-
juci sa najméd dynamickym poru$ovanim, teda uplatiiovanim kontrastov.*

Podla Kresanka vo vztahu k tektonike skladby stoja dva navzdjom sa ovplyviujice
aspekty: dynamicka a tematicka forma. Ide o rovnaké rozliSenie, aké nachadzame uz
u Zicha, i ked Kresanek nadviazal prevazne na Burlasovu tedriu. Zatial ¢o podstatou
tematickej formy je tvarovost (t. j. hudobné tvary a ich premeny), na dynamickej forme
sa podielaju prvky, predstavujice presahy do mimohudobnej sféry: hlasitost, tempo,
frazovanie, agogické naru$anie propor¢nosti. Javy manipulujice tieto premenné (na-
priklad crescenda ¢i acceleranda) kore$pondujt s podobnymi javmi v psychickom Zi-
vote. V krajnom pripade dynamicka forma smeruje k naturalizmu, zatial ¢o tematicka
forma je umela, $tylizovana. Dynamicky proces skryty v hudbe pocituje ,,muzikalny
¢lovek ako napdtie alebo uvoltovanie napitia.®

V jednej zo svojich poslednych $tudii, Hudba a clovek, Kresanek dynamizmu pri-
pisoval zasadny vplyv na zazitkovu oblast a povazoval ho za nositela vyrazovosti. Ne-
rozluéne ho spdjal s procesudlnostou hudby a, podobne ako Janecek, s evolu¢nostou.
Vyzdvihoval schopnost hudby zobrazovat vznikanie a zanikanie, teda nielen bytie sa-
motné, ¢im sa priblizuje k procesualnosti zivota: ,.V celom Zivote stojime pred sku-
to¢nostou s akoby ,dynamickou formou‘ - oblikom nad priamkou; takou typickou
formou v hudbe. Hudba odraza zo Zivota prave takd podobu reality, aku iné umenia
dokdzu poskytnut len tazko.“*

Pohyb, resp. kinetickost mozno vsak chapat iba relativne vo¢i niecomu statickému,
¢o v hudbe predstavuje napriklad tondlne centrum ¢i centrum véeobecne. A dalej, rov-
nako statickost moze byt iba relativna: centralne tony sa do istej miery mézu javit ako

7 FILIP, Miroslav: Zakonitosti vyvoja harmonie vo svetle zékladnych myslienok tedrie informacie.
In: Nové cesty hudby. Sbornik studii o novodobych skladebnych smérech a védeckych pohledech na
hudbu. Praha : Statni hudebni vydavatelstvi, 1964, s. 233.

3% KRESANEK, Jozef: Zdklady hudobného myslenia. Bratislava : Opus, 1977, s. 38-41.

%  KRESANEK, Jozef: Tektonika. Bratislava : ASCO, 1994, s. 12-15.

4 KRESANEK, Ref. 13, s. 36.
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kinetické vo¢i inym, nadradenej$im centram. Z tohto principu Kresanek vyvodil nevy-
hnutnost hierarchie, o ktort sa dynamizmus opiera a ktora ho podmienuje. Zakladom
dynamizmu st podla neho neustale porusovania, t. j. ,,zapas s jestvujucim stavom®,
ktory je predpokladom a vychodiskom hudobného pokroku. Nésledne identifikoval
paradox hudby 20. storo¢ia, po¢inajic Schonbergom a neskor sa prejavujuci v tvorbe
zastancov Novej hudby, ktorych snahou bolo ,,rozbitie“ hierarchie a hudobného tva-
ru. Etablovanim atonality, t. j. zrovnopravnenim vsetkych tonov chromatiky, zrusili sa
vzajomné sily a vztahy a uplatnili sa iba sonické kvality. ,Teda v mene expresionizmu
sa anulovala vyrazovost.“! Kresanek tu vlastne potvrdil myslienky Miroslava Filipa
ohladom informacnosti a vplyvu jej extrémnych hodnét (v pripade Novej hudby ma-
ximalnych) na vztahovost systému, a to aj napriek tomu, Ze sam sa staval k informac-
no-teoretickym koncepciam (prebratym od Meyera) kriticky.**

Koncepciou napitia sa zaoberal aj Fred Lerdahl, ktory na zédklade pravidiel gra-
matickej spravnosti hudobnej vystavby (well-formedness rules), konkrétne pravidla
redukcie prolongdcie, kvantifikoval melodickd a harmonicku tenziu v mikro$trukture
tonalnej hudby.” Podla jeho teérie diatonicky nestabilny téon ma tendenciu rozvadzat
sa k najbliz§iemu stabilnému ténu (stupne I, IIT a V), pricom tény spadaji do niekol-
kych hierarchickych arovni. Nestabilita, chapana hierarchicky a relativne, je ¢initelom
napdtia: ,,¢im nestabilnejsie st dve udalosti voci sebe navzajom, tym je medzi nimi
vadsie napatie

Na rozdiel od spomenutych teoretickych pristupov John Rink vychadzal z viac-
-menej subjektivne vnimanej miery napitia, odpozorovaného z interpreticie. Zmeny
napitia v jeho pristupe vykresluja krivku intenzity (intensity curve), predstavujicu
»grafické zobrazenie prilivu a odlivu hudby, jej konttr v ¢ase, vymedzenych vSetkymi
aktivnymi elementmi (harmonia, melddia, rytmus, hlasitost atd.), ktoré u¢inkuju bud
nezavisle, synchronizovane, alebo vo fazovom posune medzi sebou, aby vytvorili me-
niaci sa stupen energie, a tak celkovy tvar“* Tato definicia je porovnatelna s definiciou
hudobného nanosu (,sila a miera $tyliza¢ného ruchu®), ako ho chdpal a zobrazoval
Janecek vo svojich tektonickych grafoch, totiz pokial ide o st¢innost hudobnych zlo-
ziek. Na béaze aktualizovanej a rozsirenej Rinkovej metodolégie Martin Elek neskor

4 KRESANEK, Ref. 13, s. 38.

“  KRESANEK, Ref. 13, 5. 87.

# Lerdahl a Jackendoff vymedzili spolu §tyri pravidla gramatickej spravnosti, prejavujicej sa na po-
vrchu diela: pravidlo zoskupovania $truktary (grouping structure), pravidlo metrickej $truktiry
(metric structure), pravidlo redukcie ¢asového rozsahu (time-span reduction), pravidlo redukcie
prolongacie (prolongational reduction). LERDAHL, Fred - JACKENDOFE, Ray: A Generative
Theory Of Tonal Music. Cambridge; London : MIT Press, 1983.

*  LERDAHL, Fred: Calculating Tonal Tension. In: Music Perception: An Interdisciplinary Journal,
ro¢. 13, 1996, ¢. 3, s. 325. Ohladom napdtia v suvislosti s akordickymi vztahmi pozri tiez BI-
GAND, Emmanuel et al.: Perception of musical tension in short chord sequences: The influence
of harmonic function, sensory dissonance, horizontal motion, and musical training. In: Percep-
tion & Psychophysics, ro¢. 58, 1996, ¢. 1, s. 125-141.

#  RINK, John: Translating Musical Meaning: The Nineteenth-Century Performer as Narrator. In:
COOK, Nicholas - EVERIST, Mark (eds.): Rethinking Music. Oxford : Oxford University Press,
1999, s. 234.
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analyzoval interpretacné odchylky v chronologicky postupnych uvedeniach symfénii
Brahmsa a Beethovena nemeckym dirigentom Wilhelmom Furtwinglerom.*

Ako sme videli, hudobné dynamizujuce sily sa zvyknu prirovnavat k fyzikdlnym
silam. Koncom 20. storocia pouzili teoretici model silového pdsobenia, nadvizuju-
ci na newtonovsku fyziku, pri objasniovani tempovych zmien v hudbe neskorych ro-
mantikov, Stravinského a venezuelskych Indidnov.*” Analogicky k silim posobiacim
na teleso Steve Larson neskor definoval a experimentdlne skimal tri zakladné sily,
metaforicky asociované s posluchaéskou percepciou:

o gravitacia: tendencia ténov klesat;

o magnetizmus: zhodne s Lerdahlovymi my$lienkami magnetizmus predstavuje dis-
poziciu nestabilného ténu smerovat k najbliz§iemu stabilnému ténu;

o zotrvacnost: sklon hudobného pohybu pokracovat v rovnakom smere.*

Uvedené sily spolupdsobia réznou mierou na utvérani celkového ucinku. I ked ¢i-
nitelom a generatorom sil je hudobny tvar, sily samotné mu nemusia byt inherentne
dané, kedZe mu ich pripisuje percipient. Podobne definované sily riadia hudbu (alebo
sa v nej prejavuju) aj v pracach autorov Seth Monahana a Matthew BaileyShea.* Zjed-
nodusene mozno povedat, ze z pohladu spomenutych tedrii hudobnych sil napitie
narasta pri ich prekonavani, teda pri rozvijani v ,,protipohybe“ Prikladom moze byt
rozvadzanie nestabilného ténu do iného nestabilného tonu, pricom tlohu zohrava aj
intervalova vzdialenost. Naopak, v pripade pohybu stibezne s vektorom tej-ktorej sily
dochadza k relaxacii. Prirodzene, mie$anie silovych poli vytvara variabilnti mieru na-
patia.

Dynamizmus stuvisi s pohybom, presnejsie s predstavou pohybu v priestore. Zohar
Eitan a Roni Granot napriklad experimentalne skiimali u¢inok réznych jednoduchych
hudobnych tvarov (napriklad stupajica chromatika, stipajiici motiv, rytmicka aug-
mentdcia a dimintcia) na vytvaranie pohybovych dojmov.* Jednym zo zisteni bolo,
ze hudobno-kinetické analogie st obvykle smerovo asymetrické. To znamena, Ze na-
priklad diminuendo vyvolava pocit klesania, ale crescendo nevyvolava pocit stipania.
Vo véeobecnosti podla autorov plati, Ze niektoré typy hudobného umensovania (dimi-
nuendo, ritardando, tonové klesanie) su silne asociované s priestorovym klesanim, ale

*  ELEK, Martin: ‘Dynamic Structure’ in the Performance of Symphonic Music: An Examination of
Wilhelm Furtwdingler’s Recordings. [Dizertaénd praca.] Cambridge : University of Cambridge,
2023.

¥ FELDMAN, Jacob et al.: Force Dynamics of Tempo Change in Music. In: Music Perception: An
Interdisciplinary Journal, ro¢. 10, 1992, ¢. 2, s. 185-203.

% LARSON, Steve - VANHANDEL, Leigh: Measuring Musical Forces. In: Music Perception: An
Interdisciplinary Journal, ro&. 23, 2005, €. 2, s. 119-136. Pozri tieZ LARSON, Steve: Musical Forces
and Melodic Expectations: Comparing Computer Models and Experimental Results. In: Music
Perception: An Interdisciplinary Journal, ro¢. 21, 2004, ¢. 4, s. 457-498; LARSON, Steve: Musical
Forces: Motion, Metaphor, and Meaning in Music. Bloomington : Indiana University Press, 2012.

*  MONAHAN, Seth: Voice-Leading Energetics in Wagner’s ‘Tristan Idiom’ In: Music Analysis, ro¢.
35, 2016, ¢&. 2, s. 171-232; BAILEYSHEA, Matthew — MONAHAN, Seth: “‘Von anderem Plane-
ten’? Gesture, Embodiment, and Virtual Environments in the orbit of (a)tonality. In: REYLAND,
Nicholas - THUMPSTON, Rebecca (eds.): Music, Analysis, and the Body: Experiments, Explora-
tions, and Embodiments. Leuven : Peeters Publishers, 2018, s. 31-50.

50 EITAN, Zohar - GRANOT, Roni Y.: How Music Moves: Musical Parameters and Listeners’ Ima-
ges of Motion. In: Music Perception: An Interdisciplinary Journal, ro¢. 23, 2006, ¢. 3, s. 221-248.
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intenzifikdcia (crescendo, accelerando, tdnové stipanie) nie je tak silno asociovana so
stipanim. Podobne, intenzifikdcia sa spdja so zvySovanim rychlosti, avsak umenso-
vanie nevytvara dojem spomalovania. Zaujimavé je tiez zistenie, ze melodicky pohyb
nahor vyvolal u vaé$iny respondentov pocit vzdalovania sa zdroja zvuku, ¢o je, ako
poznamenali autori, v rozpore so skisenostou Dopplerovho efektu.

Tektonika

Reflexiu hudobnej tvorby z tektonického hladiska sme priebezne spomenuli uz v pred-
chadzajutcej Casti v kontexte myslienok ¢eskych a slovenskych muzikolégov. Predmet
vyskumu tektoniky stvisi s dynamizmom, najmé spdsobom konkrétneho uplatnenia
dynamizujuicich sil v hudobnej forme ako prejavov istych principov formovej vystav-
by. Tektonika sa zaobera hudobnou formou, jej zmenami a vnutornymi vztahmi - je
to hudobnovedna disciplina zastre$ujica nauku o formach a rozsirujica jej obzory
o dynamizujici pohlad. Z tektonického hladiska predstavuje forma hudobného diela
organizmus tvoreny statickymi aj dynamickymi zlozkami. Statickd stranka vyjadruje
rozvrhnutie zvukového prudu skladby do jednotlivych formalnych ¢astic, t. j. usekov,
dielov, ¢asti atd., ako ich opisuje tradi¢nd nduka o formach. Dynamickd stranka sa
utvara pracou s napitim a pokojom vo vseobecnom zmysle, ich r6znou mierou a vy-
vazenim.

Prvotnym predmetom tektoniky je skimanie funkcii jednotlivych skladobnych
prvkov v kontexte diela a zaroven opisovanie ich priebehu. Prvky nevelkého rozmeru
(napriklad motiv) st predmetom mikrotektoniky, pokusajucej sa ,,zdévodnit logiku
a nutnost postupu skladatela v detailoch vystavby toho-ktorého diela“*' Skiimanie sa
tiez mo6Ze zamerat na skladobné useky $irsieho rozsahu (diely, bloky, tseky a pod.),
postihujtc dielo ako celok z perspektivy makrotektonickej. Zameriava sa v takom pri-
pade na procesy zmeny napdtia, proporcionalitu, sidrznost a dalsie kompozi¢né rysy.
Mikro- a makrotektonika st navzajom previazané a nerozlucitelné.”

Tektonika ako disciplina je pojmom ceskej a slovenskej muzikoldgie. Jej zakladné
premisy presadzovali vo svojich dielach autori od zaciatku 20. storodia, okrem vyssie
spomenutych aj Jaroslav Volek, Vladimir Lébl a dal$i.® V sucasnosti problematiku roz-
pracoval najmé Milo$ Hons, Vladimir Tichy, Petr Zvéfina, Tomas Krej¢a.>* Ako ozrej-
muje predchadzajica Cast textu, nazeranie hudobnej formy ako dynamického procesu
sa nerozvijalo izolovane a jedine v éesko-slovenskom prostredi, ale nadviazalo na glo-
balne snahy raného 20. storocia o analytické zachytenie hudobného priebehu a vyvoja,
napriklad v pracach Kurtha, Mersmanna ¢i Asafjeva. V sucasnosti je azda najprepra-

' ZENKL, Ludék: ABC hudebnich forem. Praha : Supraphon, 21990, s. 11.

2. ZENKL, Ref. 51.

% Vyvoj tektonického myslenia je podrobne zmapovany v KREJCA, Tomas: Tektonika. Koncepce
a reflexe v ¢eském prostredi. In: Zivd hudba, rot. 9, 2019, s. 46-69.

5 Napriklad v HONS, Milo§: Hudebni forma a architektonika. In: HAVLIK, Jaromir - HONS, Mi-
los (eds.): K aktudlnim otdzkdm hudebni teorie. Praha : Ustav teorie hudby HAMU, 2000, s. 32-47;
HONS, Milo$: Hudba zvand symfonie. Praha : TOGGA, 2005; TICHY, Vladimir et al.: Scelovaci
prostiedky. Praha : Akademie muzickych uméni, 2017.
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covanej$ou a najkomplexnej$ou $tudiou formy ako dynamickej organizacie funkénych
¢astic v ramci zdpadného muzikologického diskurzu dielo Williama E. Caplina.*

V slovenskej literature posledného obdobia podrobne vysvetlila vztah tektoniky
a dynamizmu Eva Ferkovd.*® Autorka dynamizmus vymedzila vychadzajuc z fyzikal-
neho pojmu dynamiky a upozornila, Ze jeho chapanie ako pohybu je a moze byt iba
metaforické. V préci opisala niektoré dynamizujuce moznosti melodické ¢i faktaro-
vé. V harmonii k ich uplatiovaniu dochadza prostrednictvom dostredivych (centri-
petalnych) a odstredivych (centrifugalnych) sil, ktoré umoziiuji zniZovanie napétia
(napriklad rozvddzanim do centra) a jeho zvySovanie (nerozvadzanim domindnt ¢i
odvadzanim od centra a pod.).

Ferkova systematicky konceptualizovala tektonické elementy ako dynamizujice
funkcie. Ich prepojenim s dynamizujucimi moznostami odévodnila G¢innost schémy
napitie—uvolnenie pri vystavbe formy, resp. jej vplyv na struktdru diela.”

Forma ako dynamicky systém

Vraciame sa tak k vychodiskam nasich uvah a tvrdime, Ze v kontexte dynamizmu
mozno skladbu v prenesenom vyzname chapat ako dynamicky systém a definovat
ju 1) $trukturalnymi vlastnostami stavového priestoru, 2) typom casového priestoru
a 3) evolu¢nym pravidlom, a tak vyjadrit jej rozvijanie v Case.

ad 1) Stavovy priestor je urceny stavovymi premennymi, ktoré v nasom skiimani
predstavuju konkrétne hudobné prvky: moze ist o elementy mikrostruktary (melodic-
ko-rytmické tvary, akordické rozvody a spoje, artikulacia a pod.) ¢i makrostruktury
na roznych trovniach (in$trumentdcia, spracovanie faktury, kineticky charakter, roz-
sah, hlasitost a i.). Prvky v tomto pripade predstavuji dynamizujuice sily a mozno ich
kategorizovat rozmanitymi sposobmi, ako na to poukazuje predchadzajuci historicky
prehlad;™®

> CAPLIN, William E.: Classical Form - A Theory of Formal Functions for the Instrumental Music
of Haydn, Mozart, and Beethoven. New York : Oxford University Press, 1998. Caplin nepredstavil
formotvorné Castice v kompozicidch viedenskych klasikov len ako statické stavebné bloky, ale
ako dynamické jednotky vybavené formalnymi funkciami, napr. prezentaciou, pokra¢ovanim
a kadenciou (vetny typ), predvetim a zavetim (periodicky typ), expoziciou, kontrastnou cas-
tou a reprizou (mald trojdielna forma) a dal$imi na réznych trovniach formalnej Struktury. Pre
kriticka diskusiu Caplinovej tedrie vo vztahu k cesko-slovenskému muzikologickému kontextu
pozri CURDA, Martin: Od polovéty k souvéti: Caplinova teorie formalnich funkci v kontextu
¢eské nauky o hudebnich formach. In: Hudebni véda, ro¢. 62, 2025, ¢. 1, s. 19-77.

6 FERKOVA, Eva: Tektonika a dynamizmus v hudbe. Bratislava : Vysoka $kola muzickych ument,
2013.

7 FERKOVA, Ref. 56, 5. 17.

% Podla uplatnenia dynamizujtcich prvkov, t. j. ,parametrov dynamizmu®, a s prihliadnutim na
historicky kontext navrhujeme systematizaciu dynamizmu do troch oblasti: mikrodynamizmus,
tektonicky dynamizmus (parametrami st expozi¢nost a evolu¢nost ako funkcie hudobnej pri-
tomnosti) a sonicky dynamizmus (parametrami st zvukové vlastnosti odvodené zo zakladnych
vlastnosti ténu).
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ad 2) Casovy priestor uréuje kroky a ¢asové okna, v ktorych sa jednotlivé stavy
vyskytuju. Rozmer okien je vymedzeny jednak objektivnym ¢asom a tiez ¢asom hu-
dobnym (napriklad doba, metrum) - ide o problematiku analytickej segmentacie;

ad 3) Pokial ide o evolu¢né pravidlo, musime k tomuto pojmu pristupovat s oboz-
retnostou. Ak rozoznavame dva extrémne typy dynamickych systémov, t. j. determi-
nisticky a stochasticky, nemozno v absolutnom zmysle hudbu stotoZnit s ani jednym.
Hudobna tvorba, na rozdiel od matematiky, je totiz zdsadne podmienena kreativitou
skladatela, pripadne interpreta a v neposlednom rade schopnostami a celkovym sta-
vom percipienta. Preto ju nemozno chapat v prisne deterministickom zmysle. Napriek
tomu napriklad tedria chaosu nasla uplatnenie aj v si¢asnej muzikoldgii.”

Na druhej strane, bez toho, aby sme zachddzali hlbsie do problematiky esteti-
ky a hudobnej historiografie, mozno odmietnut aj ¢isto stochasticky pristup, kedze
troj¢lenny vztah autor - interpret — posluchac posobi v oboch smeroch. Tym mame
na mysli existenciu a vplyv $tylovej paradigmy, kedZe nijaké hudobné dielo nevzni-
ka v izolacii a vzduchoprazdne: skladatel v procese tvorby vybera také kompozi¢né
postupy, ktoré su vo vztahu k prevlddajucim $tylovym prejavom jeho stcasnosti,
¢i uz potvrdzujiucom alebo negujucom, pricom pocita s primeranou posluchaéskou
reakciou. Rozvijaniu hudobného prudu ako do istej miery stochastickému procesu
sa venuje muzikoldgia od 50. rokov pomocou terminologického a metodologického
aparatu tedrie informacie. Nadvizuje na pojem entropie, v matematike formulovany
Claudom Shannonom.® Entropia tu oznacuje mieru nahodnosti (neistoty predpo-
vede) systému, resp. systémového prvku: ¢im je entropia vyssia, tym je systém ne-
predvidatelnejsi.

Hudobna tvorba sa teda pohybuje v istom strednom pasme medzi extrémami total-
neho predurcenia a iplnej nahodnosti.®! V tomto kontexte mozno tvrdit, Ze evolu¢né

*  Prieniku chaosu a hudby sa venoval napriklad STEINITZ, Richard: The Dynamics of Disorder.
In: The Musical Times, ro&. 137, 1996, ¢. 1839, s. 7-14; TICHY, Vladimir: Chaos a hudba. In:
Musicologica Olomucensia, ro¢. 8, 2006, s. 13-42; SALTER, Jonathan R.: Chaos in Music: Histo-
rical Developments and Applications to Music Theory and Composition. [Dizertacnd praca.] The
University of North Carolina, 2009; KALIAKATSOS-PAPAKOSTAS, Maximos A. et al.: Chaos
And Music: From Time Series Analysis To Evolutionary Composition. In: International Journal
of Bifurcation and Chaos, ro¢. 23,2013, ¢. 11.

% SHANNON, Claude E.: A Mathematical Theory of Communication. In: The Bell System Tech-
nical Journal, ro¢. 27, 1948, &. 3, s. 379-423. V prvotnych snahdch aplikdcie informacnej teérie
na hudbu $lo najmé o kvantifikovanie stylovych znakov. Pozri napr.: PINKERTON, Robert C:
Information Theory And Melody. In: Scientific American, ro¢. 194, 1956, ¢. 2, s. 77-87; MEYER,
Leonard B.: Meaning in Music and Information Theory. In: The Journal of Aesthetics and Art
Criticism, ro¢. 15, 1957, ¢. 4, s. 412-424; YOUNGBLOOD, Joseph E.: Style as Information. In:
Journal of Music Theory, ro¢. 2, 1958, ¢. 1, s. 24-35; HILLER, Lejaren - BEAN, Calvert: Informa-
tion Theory Analyses of Four Sonata Expositions. In: Journal of Music Theory, ro¢. 10, 1966, ¢. 1,
s. 96-137; HILLER, Lejaren - FULLER, Ramon: Structure and Information in Weberns Sym-
phonie, Op. 21. In: Journal of Music Theory, ro¢. 11, 1967, ¢. 1, s. 60-115; LEWIN, David: Some
Applications of Communication Theory to the Study of Twelve-Tone Music. In: Journal of Music
Theory, ro¢. 12, 1968, ¢. 1, s. 50-84.

0 FILIP, Ref. 37. Prirodzene, tento vyrok nemozno absolutizovat, kedZe existujui extrémne pripa-
dy na oboch stranach spektra. Do Givahy musime brat napriklad aleatorickd hudbu ako zastup-
cu ,vysoko-entropickej $truktury. Na druhej strane existuji diela vrcholne deterministické:
prikladom moze byt Tabula rasa Arva Pérta (1977) alebo experimentalna skladba pre subor
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pravidlo je predmetom skiimania v zmysle vymedzovania a charakteristiky $tylovych
prejavov, pripadne ich deviacii.

Analyza parametrov dynamickej formy: pohybovost, harmoénia
a hlasitost

Viacero prikladov reprezentacie dynamického vyvoja hudobného priebehu ako dyna-
mického systému nachadzame v literattre, napriklad nakresy dynamického priebehu
(Mersmann), dynamickej formy (Zich), zvukového nanosu (Janecek), krivky intenzity
(Rink) a dalsie. Vhodnym vymedzenim je mozné dynamizujice parametre kvantifi-
kovat, ¢im sa exaktne definuju stavy systému. Nizsie uvedenym struénym analytic-
kym exkurzom poukazujeme na dve skuto¢nosti: 1) kazda zlozka hudobného systému
moze byt (a obvykle aj je) dynamizujicim parametrom, ¢i ide o zlozku pohybovu (ki-
netika), strukturdlnu (napr. harmdnia), alebo zvukovt (napr. hlasitost), a 2) ako také
ich mozno skumat oddelene. Mieru ich stc¢innosti pri tvorbe celkového dynamizmu je
vSak problematické zov§eobecnit. Analyzy jednotlivych parametrov teda predstavuju
iba ¢iastkové dimenzie dynamickej formy, ktord je inak zlozitym systémom tvorenym
vSetkymi pritomnymi parametrami.

Analyticky mozno skimat kineticky aspekt hudby uréeny priemernou hustotou ryt-
mickych impulzov, ako ju definoval Tichy. Podla neho hustota je ,pocet impulzov za
jednotku ¢asu (minutu). Hustota je teda matematickym vyjadrenim vztahu medzi sle-
dom impulzov v rytmickom toku hudobnej $truktiry a absolitnym, resp. fyzikalnym
¢asom.“*

V analyze nadviazeme na uvedenu definiciu: kvantifikujeme priemerny pocet
rytmickych impulzov (udalosti, nastupov) za ¢asovy segment. Ako uvadzame vyssie,
casovym segmentom (oknom) v dynamickom systéme nemusi byt nutne jednotka
objektivneho casu, ale aj jednotka $trukturalna. Tichého ndvrh minuty ako casové-
ho kroku vyplyva zo zamerania sa na rozlahlejie formalne celky. Ak vSak chceme
citlivejsie zachytit kinetické zmeny na mensich plochach, je potrebné ¢asovu jednot-
ku prisposobit — ide o problematiku analytického rozlisenia. Uskuto¢nit tak mozno
(s prihliadnutim na praktickost) odvodenim ¢asového kroku od trvania najfrekvento-
vanejiej dlzky taktu v skladbe (zdkladny takt, z), ktory definujeme &islom 1. Kazdy iny
takt je podla vlastného trvania vo vztahu k trvaniu zékladného taktu t, = n/n , kde ¢, je
trvanie skimaného taktu, n, pocet dob v skimanom takte a #n_ pocet dob v zakladnom
takte.

Nésledne sa hustota D (density) pre kazdy takt vypocita ako pocet rytmickych im-
puzlov v danom takte r, relativne k jeho trvaniu, teda: D = r/t. V izometrickej hudbe

bicich néstrojov od Jonathana Saltera Chaos Drumming (2009), ,vykonstruovand“ z niekol-
kych vzorovych rytmickych tvarov, rozvijajicich sa podla logistickej mapy. Skladatelka Elaine
Walker vytvorila software aj hardware na produkciu chaotickych melddii: WALKER, Elaine:
Chaos Melody Theory. [Cit. 15. 7. 2025.] Dostupné na: <https://ziaspace.com/music/chaos_
melody_theory/>

6 TICHY, Vladimir et al.: Musical Kinetics. Praha : Akademie muzickych uméni, 2014, s. 40-48.
Autor tu nadvézuje na Janeckov pojem ,,hybnost*
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pre kazdé ¢ plati t, =t =1ateda stav D = r, tak predstavuje absoltitny pocet impulzov
v kroku.®

Pri skimani kinetickej premenlivosti systému, inymi slovami relativnych pome-
rov stavovych hodnot v ramci konkrétnej skladby, postac¢uje navrhnuty jednoduchy
a priamociary sposob. Prirodzene, v pripade komparativnej analyzy s cielom zistit ab-
soliitne hodnoty dynamizmu (nech uz by boli definované akokolvek) by bolo potrebné
mierku ¢asového priestoru zjednotit napriklad prave objektivhym ¢asovym trvanim
vypocitanym z predpisaného tempového znadenia.**

Uvedenou metddou sledujeme kineticky vyvoj dvoch klavirnych miniatur: Prelu-
dio sognante z cyklu Osmich preludii, op. 30 Miloslava Kabelé¢a (Priklad 1) a Impre-
siu ¢. 6 z Klavirnych impresii Tadeasa Salvu (Priklad 2). So zdmerom demonstracie
roznych kinetickych priebehov a dynamickej formy vyberame znac¢ne odlisné diela.
Prelidium je rozsiahlejsou skladbou (celkovo 54 taktov) so zretelne a symetricky
¢lenenou dvojdielnou formou (s kratkou kodou), v ktorej oba diely obsahuju po
tri frazy. Vyznacuje sa kvintolovym ostindtnym pohybom, narusanym melodicko-
-rytmickym zhustenim, vynechanim ostinatnej skupiny ¢i jeho ,zastavenim na
konci frazy.® Naopak, Salvovu skladbu mozno chapat ako asymetrickd trojdielnu
formu odohravajucu sa na ploche iba $estnastich taktov. Vo v§eobecnosti je skladba
charakteristicka kinetickou premenlivostou bez zjavnych opakujucich sa tvarovych
motivov krivky. Vznikla v obdobi skladatelovej in$piracie Schonbergovou skolou
a zamysland expresivnost sa v nej dosahuje nielen vyberom ténového materialu
a dynamickou ,,vybusnostou®, ale aj metro-rytmickou nepredvidatelnostou.® Prvy
diel po odzneni trojtaktovej témy je vyrazne evoluc¢ny, ¢o sa zrkadli aj vo zvyseni
kinetickej hustoty (takty 4 - 8). V lyrickom druhom diele dochadza k poklesu kine-
tizmu (takty 10 — 12) a na zaver sa reprizuje poc¢iato¢na téma s rovnakou hustotou
ako v tvode (takty 13 - 16).

Vzhladom na vacsi rozsah Preludia, ako aj jeho charakter (sognante = ,,snovy®),
zdrzanlivej$i kineticky vyvoj sa zda byt adekvatny. Celkovo zaznamenavame jedendst
bodov, v ktorych hustota dosahuje vrcholy,*” t. j. priemerne 0,2/takt. Dielo sa vyznacu-

® V pripade taktu neobsahujiceho rytmicky impulz je mozné dosiahnut minimalnu hustotu 0.
Maximalna hustota nie je urcena, teoreticky je vSak obmedzend miniméalnou mierou rozlisitel-
nosti, ktora je obvykle dand priblizne 10 impulzmi za sekundu: JANECEK, Ref. 29, s. 25; SYRO-
VY, Vaclav: Hudebni zvuk. Praha : Akademie muzickych uméni, 2014, s. 30; KRESANEK, Jozef:
Uvod do systematiky hudobnej vedy. Bratislava : Slovenské pedagogické nakladatelstvo, 1980,
s. 43. Tichy uvadza limit of motion differentiation ako 15 impulzov za sekundu: TICHY, Ref. 62,
s. 27. Vieobecne je v8ak tato hodnota komplikovana ré6znou mierou rozlisitelnosti v zavislosti od
frekven¢éného pasma a hlasitosti.

¢ Podobna nutnost vyplyva aj z ametrickej faktdry.

¢ Blizsie o Strukture Prelidii pozri v NOUZA, Zdenék: Miloslav Kabeldc. Tviirci profil skladatele.
Praha : Etnologicky tistav Akademie véd Ceské republiky, 2010, s. 236-237.

s O melodicko-harmonickych $truktirach v skladbe pozri napr. STUN, Maridn: Charakteristické
téonové mnoziny ako zjednocujuci element Klavirnych impresii Tadedsa Salvu. In: Musicologica
Slovaca, ro¢. 15 (41), 2024, ¢. 1, s. 29-61. Kinetickej zlozke Salvovej tvorby sa venuje priestor
v SCEPAN, Michal: Tadeds Salva. Zivot a dielo. Bratislava : Ustav hudobnej vedy Slovenskej aka-
démie vied, 2020, s. 141-149.

¢ Ignorujeme drobné narasty v taktoch 17 a 39, sposobené nepatrnym melodicko-rytmickym za-
hustenim (zdvihovou osminovou notou), ktoré chapeme ako stcast prebiehajiceho poklesu.



Stadie 23

je tiez periodickymi kinetickymi ,,vlnami“ Naopak, v Salvovej Impresii sa pocas Sest-
nastich taktov odohra Sest vrcholov, teda priemerne asi 0,38/takt, a z nich dve tretiny
sa zhlukuju v prvej polovici - celkovo ide o dokaz vyrazne premenlivejsieho vyvoja
kinetickej zlozky. V oboch skladbach evidujeme body uplného zastavenia pohybu (nu-
lové hodnoty D), oddelujuce jednotlivé formalne Castice.

Priklad 1: Miloslav Kabeld¢: Preludium sognante (Osem preliidif, op. 30). D = priemerna hustota
rytmickych impulzov, casovy krok: takt (zakladny takt = 2/4).
20
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Priklad 2: Tadea$ Salva: Impresia ¢. 6 (Klavirne impresie). D = priemernd hustota rytmickych
impulzov, ¢asovy krok: takt (zdkladny takt = 3/4).
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Podobne mozno nazerat aj na harmonicka stranku. Metdéda navrhnuta Ferkovou
umoziuje kvantifikovat dynamizujici potencial akordov v tondlnej hudbe na zak-
lade troch vlastnosti: 1) disonantna charakteristika, 2) vztah k okoliu a 3) tonalna
funkcia.®®

ad 1) disonantna charakteristika sa vyjadruje ako sucet dynamizujtcich potencia-
lov vSetkych pritomnych disonantnych intervalov/struktur.®® V pripade vys$sich ter-
ciovych stavieb, ale nielen v nich, sa tak niektoré charakteristiky mézu vyskytovat aj
viackrat;

ad 2) ide o intervalovu vzdialenost zakladného tonu akordu od zdkladného tonu
predchadzajiceho akordu. V pripade chromatickych alterdcii sa berie do tvahy aj po-

8  FERKOVA, Eva: Hudobnd analyza II. Struéné dejiny hudobnej analyzy. Bratislava : Vysok4 skola
muzickych umeni, 2021, s. 155-158.

¥ Ohodnotenie disonantnosti akordu mozno vykonat r6znymi spdsobmi, napriklad nadviazat na
Jane¢kom uvadzané charakterizacni maxima, vyplyvajuce z disonantnych charakteristik aj mo-
dernych stizvukov. JANECEK, Karel: Zdklady moderni harmonie. Praha : Ceskoslovenska akade-
mie véd, 1965, s. 73-99.
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Cet danych alteracii. Tato vlastnost je viazana na uréenie diatoniky vymedzenym to-
nalnym priestorom;

ad 3) podobne funkcie zavisia od tonalneho centra useku. Pri analyze sa nebe-
ru do tvahy tondlne vybocenia. V pripade modulacii sa funkcia akordu urcuje pred-
chadzajtcim priebehom (t. j. po6vodnym centrom), kedze vychadzame z predstavy, ze
posluchd¢ v momente znenia daného akordu nepoznd pokracovanie harmonického
procesu, teda nevie, ¢i ide iba o vybocenie, alebo ¢i sa nové centrum potvrdi. V tondlne
labilnych usekoch sa skuto¢nd funkcia obvykle odhaluje aZ retrospektivne - to vsak tu
uvedena analyza nereflektuje.

Jednotlivym vlastnostiam sa prideluji hodnoty dynamizujiceho potencialu:

Interval/$truktira™ Dynamizujuci potencial
3, 4, 5 (konsonancia) 0
6 1
2 2
4+4 (zv. kvintakord) 3
1 4
Vztah k okoliu - pribuznost Dynamizujuci potencial
diatonicka primova 0
diatonickd kvintova 1
diatonicka terciova 2
diatonicka sekundova 3
chromaticka s 1 chrom. postupom 4
chromaticka s 2 a viac chrom. postupmi 5
Tonélna funkcia” Dynamizujici potencial
tonika 0
modifikacie toniky 1
subdominanta 2
modifikacie subdominanty 3
dominanta 4
modifikdcie dominanty 5

S¢itanim dosiahnutych hodnot dynamizujucich potencidlov kazdej vlastnosti jed-
notlivych akordov mozno definovat stavy harmonickej dimenzie H dynamického sys-
tému. Samotné akordy predstavuju kroky ¢asového priestoru.

Na priklade introdukcie a prvej slohy (diel A) Uspdvanky Mikulasa Schneidra-Tr-
navského (Priklad 3) mozno sledovat premenlivy dynamizmus harmonickych $truk-
tur a sledov. Takmer pravidelné opakovanie najnizs$ich hodnét H poukazuje na pe-

70 Cisla predstavuju intervalové triedy zahfhajtice interval vymedzeny danym poétom polténov
ako aj jeho obrat, napriklad 1 = mald sekunda aj velka septima.

7t Skilu mozno rozsirit o mimotonalne akordy s hodnotou 6, pripadne vyssou v zavislosti od od-
lahlosti centier.
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riodické navraty toniky. Najvyssie hodnoty H st spdsobené nénovym akordom na
VILI. stupni (akord ¢. 17) a jeho chromatickou tpravou (so zvysenou terciou a kvintou,
¢. 34). Podobne zvySuje dynamizmus aj alterovany noénovy akord II. stupna (¢. 32)
a durovo-maly septakord na zniZenom VI. stupni (¢. 46), chapané ako modifikacie
subdominanty. Dalimi nositelmi pomerne vysokej miery dynamizmu (H = 10) st
dominantné septakordy.

Priklad 3: Mikula$ Schneider-Trnavsky: Uspdvanka (Slzy a tismevy, op. 25), takty 1 - 14 (intro-
dukcia a prvy diel A). H = harmonicky dynamizmus, ¢asovy krok: akord.

20
15

10

10 20 30 40

Akord €.

Azda najbezprostrednej$im dynamizujucim ¢initelom je hlasitost, t. j. zvukova in-
tenzita. Pocita¢ovo vizualizovany hlasitostny profil skladieb vyuzil pri analyze napri-
klad Hons™ a ako u¢inna grafickd pomdcka sa vhodne uplatnil aj v popularizacne;j
literatdre.”

Vytvorenim $kaly z jednotlivych dynamickych stupriov mozno realizovat ,,manual-
nu“ analyzu dynamizmu dimenzie hlasitosti L (loudness), napriklad:™

Hlasitost <pppp | ppp pp p | mp/mf| f f biij = fiff
Hodnota (L) 0 1 2 3 5 7 8 9 10

Doplnkové oznacenia typu piti, meno a pod. pridavaju k hodnote L + 0,5, resp. od
nej uberaju - 0,5. Crescendo a decrescendo vyhodnocujeme ako aritmeticky priemer
pociato¢nej a cielovej hlasitosti.

Nésledne casovy priestor odvodzujeme z metrického ¢lenenia, pripadne mensich
krokov (napriklad jedna doba), v zavislosti od pozadovaného rozliSenia. Tymto po-
stupom sa dopracujeme k podobnym vysledkom ako pri pocitacovom rozbore (Pri-
klad 4). Prednostou oproti po¢itacovej analyze, nutne zavisiacej od zvukového zazna-

72 HONS, Hudba zvand symfonie, Ref. 54.

7* Napr. BURROWS, John (ed.): Klasickd hudba. Bratislava : Slovart, 2008.

7 Rozdiel medzi p a fpovazujeme za vacsi ako, napriklad, medzi ppp a p, aj ked v oboch pripadoch
je medzi stupiiami rovnaka skalova vzdialenost. Vychddzame z predstavy hudobnej praxe, kde
zakladné hlasitosti, t. j. p, mp/mf a f, st najjednoduchsie odlisitelné a od nich sa odvodzuju ich
dalsie stupne (,odtiene), avsak uz s mensou diferencovanostou.
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mu konkrétnej interpretacie, je dosledné nasledovanie skladatelovej predstavy takej,
ako ju zaznacil v partitire. Na druhej strane, nevyhodou sa stavaji samotné obmedze-
nia symbolického zapisu, ktory rozdeluje hlasitostné kontinuum na oddelené segmen-
ty a, navyse, neberie do ivahy mikrodynamické vykyvy (napriklad frazové, faktirové,
inStrumentacéné).

Priklad 4: Jaromir Podesva: IV. symfénia - komornd ,Hudba Soldné‘; 3. cast: Moderato (Di-
kuvzdani). L = hlasitost, ¢asovy krok: doba ={

10

Zaver

Historicky prehlad poukazuje na skuto¢nost, ze najmi v 20. storoci sa do popredia
skiimania dostala dynamicka stranka hudby, ktorej pévodcom je dynamizmus. Cel-
kovy dynamizmus skladby je determinovany suc¢innostou vsetkych hudobnych pa-
rametrov (dimenzif). Ich komplexné spolupdsobenie by malo byt sti¢astou hlbsieho
a $irsieho teoretického a experimentalneho vyskumu, ktory sa v si¢asnosti obmedzuje
skor na mensie melodicko-rytmické atvary.”

Vyhodou chapania a definicie hudby ako dynamického systému rozvijajuceho sa
v Case je ziskavanie a vyuzitie exaktnych dat. Uz ¢iastkové analyzy odhaluju isté vzorce
uplatnenia sa dynamizujucich parametrov (napriklad periodicitu: priklady 1 a 3) aich
formotvornu funkciu (najma priklady 1 a 4, tiez 2). Vdaka ziskanym datam je moz-
né dalej uplatnit rozne analytické/statistické metddy dynamickych systémov a caso-
vych sérii, napriklad data clustering (zhlukovanie dynamickych vrcholov a prepadov,

3

opakujuce sa ,motivické” vyseky krivky),”® vyhladenie (napriklad Simple Exponential

7> Napr. v GRANOT, Roni Y. - EITAN, Zohar: Musical Tension and the Interaction of Dynamic
Auditory Parameters. In: Music Perception: An Interdisciplinary Journal, ro¢. 28,2011, ¢. 3,5. 219-
246.

76 ERGUNER, Ozkog:, Esma: Clustering of Time-Series Data. In: Data Mining — Methods, Applications
and Systems. IntechOpen, 2021; GUERRMI, Valerio et al.: Time Series Motif Discovery: A Com-
prehensive Evaluation. In: Proceedings of the VLDB Endowment, ro¢. 18, 2025, s. 2226-2239.
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Smoothing na identifikaciu dynamickych faz),” vyjadrenie komplexnosti krivky (na-
priklad Permutation Entropy)” a i.

Stdia vznikla v rdmci grantového projektu VEGA ¢&. 2/0127/24 ,Identita a pamat v hudbe 20. storo-
¢ia: metamorfozy a interakcie” (2024 — 2027), rieseného v Ustave hudobnej vedy SAV, v. v. i.
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Summary

Music AS A DYNAMICAL SYSTEM - THEORETICAL FOUNDATIONS AND AN ANALYTICAL
PERSPECTIVE

The preliminaries propose that a musical work is a system of elements whose evolving form is
produced by formative dynamic forces; without these, music would be static. In general, dynamism
means the mobility and vitality of a system, closely tied to tension arising when a state of rest is
disturbed, and associated with movement, change, energy, and intensity. Borrowed from physics,
where dynamics studies forces causing motion, this notion is linked to scientific theories of
dynamical systems. A dynamical system is defined as a set of states unfolding over time according
to an evolution rule. The musical process is thus understood as shaped by dynamic forces into
a sounding dynamic form that can be modeled, described, and explained as a theoretical dynamical
system.

The text surveys how various 20"-century theorists conceptualize music as a field of energies,
tensions, and forces shaping dynamic form, and how these ideas crystallize in the discipline of
tectonics. Riemann’s processual view of form is elaborated by Kurth’s “energetics,” which posits
melodic, harmonic, and rhythmic energies that build and release in wave-like phases, and by
Mersmann’s opposition of expansive and centripetal forces acting across musical parameters. Zich
distinguishes dynamic form (patterns of movement and loudness) from thematic form, treating
contrast and gradation of force as universal form-building mechanisms. Szuman’s arsis—thesis
schema, Jane¢ek’s notions of expositional versus evolutionary musical types, Risinger’s functional
categories, Asafyev’s concept of intonation, Burlas’s dynamic arches, and Lerdahl’s quantification
of tonal tension all conceptualize form as the outcome of controlled tension between contrastive
and unifying tendencies, often linked to hierarchical order. Later “force” metaphors in Larson
and others extend the analogy to physics, e.g., describing perceived musical motion via gravity,
magnetism, and inertia. Empirical work on musical-kinetic analogies shows systematic but
asymmetric mappings between musical changes (crescendo, ritardando, pitch direction) and
imagined spatial movement.

The operation of dynamic forces at micro- and macro-levels of form, integrating static
segmentation with processes of tension and release, is the domain of tectonics. In Czech and
Slovak scholarship tectonic elements are systematically reinterpreted as dynamizing functions, thus
grounding the widespread tension-relaxation schema in a coherent theory of musical dynamism.

The text proposes a systematic import of dynamical systems theory into music theory by
modeling a composition as a dynamical system defined by state space, time, and evolution rule.
The state space is spanned by musical variables (from melodic-rhythmic figures and chordal
successions to instrumentation, texture, kinetic character, and loudness), each treated as
a dynamizing parameter whose values specify system states. Time is operationalized via analytical
“windows” (measures, beats, or other structural units), so that segmentation itself becomes
a choice of temporal resolution.

The evolution rule, however, cannot be cast as strictly deterministic or purely stochastic (i.e.,
extreme types of dynamical systems) because musical processes are shaped by compositional
creativity, performance, listening habits, and stylistic conventions. Instead, the text locates “rules”
in style-defining tendencies and their deviations: no work is created in a vacuum, and the tripartite
relation composer—performer-listener implies expectations about acceptable procedures within
a stylistic paradigm. Music thus occupies a middle ground between total predetermination and
complete randomness, and dynamical language serves to describe how style constrains and yet
permits variation in the unfolding of form.
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Building on this framework, the author introduces concrete analytical tools that quantify specific
dimensions of dynamic form as dynamical variables. Kinetic density (D) is defined as the number of
rhythmic impulses per normalized time unit, yielding trajectories that visualize changes of motion
across a piece. Harmonic dynamism (H), after Ferkova, is computed by assigning numeric “dynamic
potentials” to chords based on dissonant content, intervallic relation to the previous chord, and
functional role, so that sequences of values trace a harmonic-tension state curve. Loudness (L) is
treated analogously: notated dynamic levels are mapped to a numeric loudness scale and sampled
in metrically defined time steps. Together, these procedures exemplify how concepts and tools from
dynamical systems theory can structure a multi-parametric, state-space description of musical form
as evolving patterns of tension and release.
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ABSTRACT

This study presents a comparative reading of Franz Schreker’s Christophorus oder “Die Vision
einer Oper” and Alban Berg’s Lulu, focusing on how both operas construct and dismantle the
figure of the composer from within their dramatic framework. Centring on the characters
Anselm and Alwa, the study shows how both libretti depict artistic ambition as increasingly
compromised by the narrative systems it helps to generate. Rather than affirming creative
mastery, the operas stage processes of self-implication in which the artist’s authority gradually
dissolves through reflexive dramaturgy, symbolic projection, and narrative constraint. By
examining how creation turns back upon its originator, the study reveals a shared concern
with the instability of artistic agency in the early twentieth century. Reading Schreker and
Berg together highlights convergent strategies for representing the artist’s vulnerability and
offers a new perspective on how opera approached questions of authorship, control, and
selfhood during the Weimar era.

Keywords: Alban Berg, Franz Schreker, Lulu, Christophorus, artistic autonomy, meta opera

In the volatile musical culture of the Weimar era, opera became a contested site under
the pressures of modernity in which inward psychological exploration was increasingly
forced to negotiate demands for clarity and immediacy. Franz Schreker (1878-1934)
and Alban Berg (1885-1935) were active within overlapping cultural and institutional
networks, and were aware of each other’s work over many years. They were drawn
to musical drama not only as a musical form, but also as a locus for considering the
instability of subjectivity, authority, and desire. Their operas are both animated by an
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impulse toward theatrical intensity and psychological exposure, and include characters
whose inner lives are inseparable from the aesthetic worlds they inhabit. Schreker’s
Christophorus oder “Die Vision einer Oper” and Berg’s Lulu, shaped by a shared mod-
ernist horizon, exemplify this tendency with particular force: each centres on a male
artist-figure whose creative aspirations become entangled with, and ultimately com-
promised by, the dramatic structures he sets in motion. I examine how Schreker and
Berg employ the figure of the composer within the drama to interrogate the stability of
artistic authority under modernist conditions. Rather than assuming the autonomy of
the creator, both operas place it under narrative pressure, a process that unfolds pro-
gressively in their dramaturgical structures.

In Christophorus and Lulu, the libretto becomes a site where the modernist crisis
of artistic identity is staged through composer figures, Schreker’s Anselm and Berg’s
Alwa, who are both undermined and destroyed by their own narrative constructions.
Both operas deploy a similar dramaturgy - reflexivity, archetypal characterization, and
narrative predestination - to dismantle the romantic notion of the autonomous artist.
The composer in each narrative becomes victim of the representational systems he
seeks to control, rather than a creator of them. As such, this study argues that Anselm
and Alwa serve as parallel case studies of the modernist, self-effacing artistic subject,
both dramatizing the collapse of authorial agency within the narrative they attempt
to influence.

The creator—creation dynamic that generates self-destruction through artistic projec-
tion forms the central dramaturgical mechanism under which this collapse unfolds. For
Anselm, his opera within an opera becomes a psychological trap. His character begins
to exert narrative autonomy, but he loses agency as his creation becomes indistinguish-
able from his mental state. The libretto stages authorial collapse as a dramatic principle.
Likewise, for Alwa, Lulu is the ultimate projection-object: every man “creates” an im-
age of her. Alwa’s desire to make Lulu into an artwork crystalizes his inability to see
her outside of their joint archetypes of the covetous male and weak intellectual artist
(Alwa), and the femme fatale (Lulu). Alwa’s artistic impulse is revealed as a symptom
of uncontrollable idealism, not creativity. His downfall is framed as inevitable: a victim
of the material he hoped to transform into opera. Therefore, both operas depict the
modern artist not as a creator, but as a consumer consumed: Anselm is devoured by
the narrative world he tries to produce, while Alwa is enveloped by his predetermined
narrative world around Lulu. The modernist creator cannot transcend the structures
of representation that bind him.

The analysis underscores how the two figures - composer-characters embedded
within meta-operatic structures — exemplify how both operas use reflexive dramaturgy to
depict the artist as fragmented, overdetermined, and ultimately undone by the narrative
systems he participates in. Through their relationships with their respective “creations”
(Anselm’s opera; Alwa’s projected opera about Lulu), Christophorus and Lulu present
a world in which the creator is defeated by his creation, and the narrative predestines
this eventuality. Thus, Christophorus and Lulu articulate a shared modernist anxiety: the
erosion of the artist within a world of deterministic narrative structures and objectifying
modernity. In the following sections, the study situates each opera within its narrative
world before tracing how the composer-figure becomes progressively implicated in, and
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ultimately undone by, the dramatic structures he inhabits. This examination will reveal
the depth of their parallel trajectories.

This investigation looks at how the reflexive dramaturgy in Christophorus and Lulu
transforms the composer from a figure of creative mastery into a narrative subject whose
authority is progressively eroded by the very structures he seeks to command. From
these initial insights, the examination constructs an inter-opera comparative framework
grounded in narrative analysis. The thematic analyses of the two operas, as derived from
their libretti, suggest an overlooked affinity between Schreker and Berg’s dramaturgy.
Moreover, this approach reinterprets the place of the artist figure in Weimar-era opera,
demonstrating a shared representation of modernist symbolisms associated with the
relationship between an artist and his artwork. As this study is concerned with how
artistic authority is constructed, destabilized, and narrativized, it focuses exclusively on
the libretti of Christophorus and Lulu, and does not undertake musical analysis. In both
operas, the crisis of the artist is staged explicitly through dramaturgy, reflexive narration,
and symbolic characterization, where conflicts of agency and control are articulated with
particular clarity. A libretto-centred approach thus provides a methodological frame-
work for examining how modernist autonomy is imagined and undone in these works.

Dramaturgical Worlds and Narrative Orientation

We will first set out the dramaturgical worlds in which Anselm and Alwa exist, before
giving a detailed analysis of them as composer-figures embedded in reflexive narrative
structures. Both operas construct tightly controlled narrative systems whose symbolic
logic, character relations, and events determine the conditions under which artistic
authority is tested and ultimately destabilized. As the crisis of the modern artist in
both works unfolds through dramaturgy - via plot progression, narrative entrapment,
and the interaction between creator and created - concise synopses are needed for an
understanding of how these structural forces operate prior to interpretive analysis.
While this study focuses analytically on the composer-figures Anselm and Alwa, the
narrative economy of each opera extends beyond any single character, particularly in
the case of Lulu, whose dramaturgy is organized around a broader network of desire,
projection, and predestination. A general synopsis is therefore necessary to clarify the
dramatic system within which Alwa’s artistic agency is formed, constrained, and ulti-
mately effaced. These narrative outlines are not intended to replace the chronological
analytical readings that follow, but rather to establish the structural framework against
which moments of reflexivity, authorial collapse, and creator-creation entanglement
will be examined in detail. The following synopses of Christophorus and Lulu fore-
ground the dramaturgical mechanisms that govern the narrative trajectory of both
operas, with particular attention paid to how artistic ambition becomes progressively
subordinated to forces of symbolic determination.

Schreker’s opera unfolds as a layered theatrical vision centred on the young composer,
Anselm, whose opera gradually becomes indistinguishable from the dramatic world
that surrounds him. The narrative oscillates between staged performance, imagined
scenes, and psychological projection, blurring the boundaries between artistic inven-
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tion and lived experience. Anselm becomes increasingly consumed by the figures and
situations he has brought into being, most notably through his fixation on Lisa, whose
shifting identity across reality and operatic illusion destabilizes his grasp on authorship.

As the work progresses, Anselm’s creative authority erodes: characters appear to
acquire autonomy, narrative events unfold with mounting inevitability, and his role
shifts from controlling composer to entrapped participant. The opera-within-the-opera
no longer serves as an artistic construct but rather as a dramaturgical force that dictates
his psychological collapse. By the final stages of the work, Anselm’s artistic vision has
effectively absorbed him, staging the destruction of the creator through the mechanisms
of theatrical reflexivity he initially sought to command.

Berg’s Lulu traces the ascent and downfall of its central female figure through a rig-
orously symmetrical and predestined dramatic structure. Lulu moves through a suc-
cession of relationships in which she functions more as a projection surface for male
desire, fantasy, and control than as a stable individual. Each man who encounters her
attempts, in different ways, to define, possess, or shape her according to his own symbolic
framework — as muse, wife, artwork, commodity, or object of obsession.

This network of projections generates a narrative of escalating destruction: mar-
riages collapse, violence erupts, and social positions deteriorate, culminating in Lulu’s
descent into poverty and death. Throughout this process, the opera emphasizes the
impersonality of its dramaturgical logic — events unfold with inevitability, as though
governed by forces beyond individual agency. Within this system stands Alwa, who seeks
to transform Lulu into an operatic subject, imagining her life as aesthetic material, even
as he is drawn ever deeper into the deterministic machinery of the drama. His artistic
impulse emerges not as an act of mastery but as another form of submission to the nar-
rative structures that predetermine the fate of all involved. The narrative architectures
of Christophorus and Lulu suggest a shared preoccupation with the compromised posi-
tion of the modern artist, even before turning to their broader theoretical implications.
A preliminary comparison of Anselm and Alwa will help to clarify the convergence of
their dramaturgical functions and the distinct systems through which each opera stages
the decline of creative authority.

Some initial similarities and differences between Anselm and Alwa will contextualize
the extent of their shared situation. Both are composers attempting to create an opera
within an opera.! Anselm is writing an opera that increasingly overtakes him, while Alwa
explicitly expresses the desire to create an opera based on Lulu. Both are emotionally
dependent on - and undone by - their subject: Anselm is psychologically diminished
by his self-reflexive creation, and Alwa is consumed by the destructive vortex surround-

' Donald Bewley writes how the theme of an opera within an opera has been common throughout
the genre’s history, originating in the eighteenth century, where multiple dramatic works of music
could be seen in a single evening and often on the same program. This blending eventually re-
sulted in new genres within opera, such as opera giocosa and opera buffa. Bewley lists prominent
works that contain operas within operas in the nineteenth and twentieth centuries: Leoncavallo’s
I pagliacci (1892), Richard Strauss’s Ariadne auf Naxos (1912), Britten’s A Midsummer Nights
Dream (1960), and Corigliano’s The Ghosts of Versailles (1991). See: BEWLEY, Donald: Opera
within Opera: Contexts for a Metastasian Interlude. In: The Play within the Play: The Performance
of Meta-Theatre and Self-Reflection. Eds. Gerhard Fischer and Bernhard Greiner. Amsterdam :
Rodopi, 2007, pp. 335-346.
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ing Lulu, unable to impose any shaping artistic will. Moreover, both are represented as
artist-types whose sensitivity becomes paralysis: They are modern, hyper-aware, intro-
spective, and lacking heroic agency. They both also illustrate the crisis of the male artist
confronted with an uncomfortable female figure: Lisa for Anselm and Lulu for Alwa
become the objects that overwhelm the artist’s attempts to shape narratives. Schreker
describes Anselm as “..the creative version of a young, budding, somewhat degenerate
and weak, but very gifted artist, a music student...”> Additionally, the two male roles are
clearly seen as narrative doppelgangers of their own composers. Anselm is a reflection
of Schreker - a staunch defender of his ideals while receiving harsh personal criticisms
from the press, and Alwa mirrors many of Berg’s experiences in life. Heather Platt states
that “like Alwa, Berg was financially dependent on his family, and his relationships to
his teacher Schoenberg, his wife Helene, his mistress Hanna Fuchs-Robettin, and his
lesbian sister, are all thought to have parallels with Alwa’s relationships to the other
characters in the opera” Schreker and Berg wrote their own librettos.

A key difference is that Anselm is the central character, whereas Alwa is secondary.
Schreker builds an entire meta-narrative around Anselm’s psyche, while Berg frames
Alwa as an archetype within a larger deterministic framework. Anselm seeks to gain
authority and fails, while Alwa has already lost it — he never attempts to wield control;
Lulu eclipses him long before he imagines his opera about her. These differences rein-
force how both operas deny the modern artist the illusion of autonomy via different
dramaturgical procedures.

Associations Between Schreker and Berg

Now we will situate the operas within the historical and aesthetic currents that shaped
their creation. I will compare how Schreker and Berg resisted the pressure for aesthet-
ic anachronism in their operas using letters and prose texts expressing disagreement
with the stylistic and contemporary pressures for conformity in their operatic settings.
It will be seen that the modernist crises dramatized in Christophorus and Lulu were not
only narrative constructions, but were deeply entangled with each composer’s lived
confrontation with changing operatic norms. The following text excerpts convey the
extent of each composers’ critical insights into the predominant operatic style of the
late 1920s that caused a paradigm shift away from the inner-oriented, psychological
narratives that both composers favoured.

Following World War I and the tenets of Expressionism that sought to distort reality
and reflect a dark and psychological inner angst, a shift ensued where realism and lighter
subjects became the prevailing trend of the most popular operas staged in the Weimar
Republic. This expressive shift was known as Neue Sachlichkeit, or “new objectivity,”
and its operatic reflection was known as the Zeitoper. Against this cultural reorientation

2 SCHREKER, Franz: Introduction to Christophorus. In: Christophorus oder “Die Vision einer
Oper”. [CD booklet.] Live recording, Opernhaus Kiel June 2002-March 2003, (CPO 999 903-2),
p. 66.

*  PLATT, Heather: A Jungian Analysis of Berg’s Alwa. In: Encrypted Messages in Alban Berg’s Music.
Ed. Siglind Bruhn. London : Routledge, 2011, p. 279.
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toward immediacy, topicality, and external realism, Schreker’s and Berg’s continued
investment in inward psychological dramaturgy increasingly appeared resistant - if not
anachronistic — to contemporary institutions and audiences. This style can be described as

“Topical opera that was firstly a comic genre and typically relied on parody, social
satire, and burlesque as dramatic tools. They were expressions and celebrations of
modern life, where composers tried to incorporate as many attributes of contem-
porary life as possible into all facets of the operatic production. The libretti were set
in the present; characters were typically everyday people or were presented as re-
cognizable modern stereotypes. The action takes place in locales considered either
modern or everyday: office buildings, elevators, train stations, cabarets, and private
family dining rooms. Along with the modern setting, composers also relied on the-
atrical properties of the age: characters talk on the phone, play gramophones, take
pictures, and shoot movies™

Schreker in particular lamented the state of his career due to the favoured trends of
his time, which he categorizes as art being created by charlatans. He makes this clear in
a letter on 4 January 1927 to his friend, the eminent music critic Paul Bekker, writing:
“I am currently out of fashion. My ‘decline’ has been noted by some members of the
press and sensationalized and disseminated... What I recognized as right 25 years ago,
taught, and created myself, is now being confirmed. But the imitators are praised as the
inventors and the heroes” This complaint turned into an altercation when Schreker’s
publisher, Universal Edition (UE), refused to publish Christophorus. Schreker wrote
a letter on 30 July 1929 to Emil Hertzka, the director of UE, stating: “There is a certain
current at your publishing house that I find difficult to resist. Perhaps you will keep an
eye on the publication of my new work, and even if it is somewhat more demanding
than what is currently popular, success is quite possible if we find a good venue for the
premiere”® A few weeks later on 23 August, he received the following reply from Hans
Heinsheimer, the opera division head of UE:

“We have read the revised libretto of Christophorus and studied the work very ca-
refully and conscientiously. However, we must inform you with great regret that, as
far as we can judge the current attitude of theatres and the mentality of the public,
we consider the potential impact of this work to be extremely problematic, and
that - in our opinion, which, of course, like all judgments, is subjective — we cannot
expect any success from this work.””

Schreker threatened retaliation via lawsuit for a breach of UE’s contractual obliga-
tions for him. Hertzka now intervened and attempted to placate Schreker, who was
immovable in his conviction that Christophorus would succeed if given a proper chance.
He travelled from Berlin to UE’s offices in Vienna for a meeting with Hertzka, which

*  COOK, Susan C.: Opera for a New Republic: The Zeitopern of Krenek, Weill, and Hindemith.
Rochester : University of Rochester Press, 1988, pp. 3-4.

> HAILEY, Christopher: (ed.): Paul Bekker/Franz Schreker Briefwechsel. Aachen : Rimbaud Verlag,
1994, pp. 211-212. Unless stated otherwise, all German translations are my own.

¢ Quoted in: ORTIZ, Janine: Nin is alles beim Teufel: Franz Schrekers Spéte Opern. Miinchen : edition
text + kritik im Richard Boorberg Verlag, 2017, p. 152.

7 Ibid.
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resulted in the retraction of his opera with the promise that UE would work harder in
the future to support Schreker’s music.® This situation illustrates Schreker’s stubborn-
ness regarding his refusal to compromise his compositional integrity, while also exem-
plifying the uphill battle he faced against convention. This event mirrors the general
angst that Anselm expresses in Christophorus, reflecting the hardships that Schreker
had to endure due to the doubts cast upon his own opera. Walter Bernhart posits that
Christophorus is Schreker’s most profound inner confession of his selthood precisely
because he composed it at the most troubled point in his life, when he was attempting
to reconcile himself with the dramatically altered circumstances of the new operatic
style and his own falling out of public favour.” Peter Franklin agrees with this view,
stating that in Christophorus, “Schreker’s increasingly painful, almost schizophrenic
ambivalence towards the very nature of the art form to which he had devoted his life
finds its most remarkable terminal statement.™°

In his introduction to Christophorus, Schreker subtly criticized the aesthetic tastes
of his day, while attempting to reconcile Anselm’s romanticized ideals within the more
constrictive framework of the Zeitopern. He writes: “Today the Rauber is played in con-
temporary dress, Hamlet and similar things in tailcoats, and so how can it be thought
surprising that the boy Anselm understands the events of a past time as modern occur-
rences and transfers them to the emotions of our everyday life?”"! The composer further
addresses his inclusion of Zeitoper tropes in Christophorus, writing:

“The fashion of the day before yesterday, the classicistic symphony (imitation of ge-
nuine ‘classicism, which the moderately gifted Christoph writes), the grief music of
the tragedy of a woman who is artistically gifted and balks at the miracle of physical
conception, the episode of the artistic dance, both events of the switching of music
between Wagner and today into the psychological sphere, the fashion of jazz music,
and finally the child’s melodies resembling a folk song and resulting in redemption
through absolute music”*?

These reflections by Schreker that introduce his libretto demonstrate the extent to
which he consciously sought to develop his idiom into more stylistically representa-
tional reflections of the popular trends that he was criticized for resisting. The opera
was never performed during Schreker’s lifetime, so the composer’s ability to deliver
a hit opera during the Zeitoper craze can only be guessed at. We need not hypothesize
what could have been, but rather recognize how Schreker was grappling with ways of
staying relevant.

Berg’s public reactions were more muted as he took care not to express views that
could be construed as antagonistic, and which would jeopardize his image. In his ar-
ticle The “Problem of Opera” from 1927, Berg writes that:

$ Ibid., p. 155.

°  BERNHART, Walter: Christophorus oder “Die Vision einer Oper,” Franz Schreker’s Opera as
a Metareferential Work. In: Self-Reference in Literature and Other Media. Eds. Walter Bernhart
and Werner Wolf. Amsterdam : Rodopi, 2010, p. 90.

1 FRANKLIN, Peter: The Idea of Music: Schoenberg and Others. London : The Macmillan Press,
1985, p. 153.

"' SCHREKER, Ref. 2, p. 66.

2 Tbid,, p. 67.
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“The use of means ‘suited to the times’ - like cinema, revue, loudspeakers, and jazz -
proves only that such a work is up-to-date. But this cannot be called real progress
because we are already there and cannot go further with such things alone. To say
that the art form of opera has developed further - as happened, for example, with
Monteverdi, Lully, Gluck, Wagner, and finally in Schoenberg’s stage works - requi-
res other means beyond the simple application of the latest acquisitions and things
that are in fashion. But must it always ‘further develop?’ Isn't it enough to take the
opportunity to make beautiful music for good theatre, or, better said, to make music
so beautiful that — in spite of it - good theatre will result?”"?

By invoking a lineage of eminent - and strikingly innovative — opera composers, Berg
constructs a continuous historical trajectory leading to his own time. He emphasizes
that these figures advanced the genre by resisting the dominant tastes and formulaic
expectations of their eras. For Berg, genuine artistic advancement arises from introduc-
ing elements that diverge from prevailing norms, since what is currently fashionable is
already fixed and therefore incapable of pushing the art form forward. Schreker shared
this sentiment as early as 1922, where in an essay titled “Fithrerschaft” (“Leadership”),
he derided fleeting fads, stating that “the various movements spring up like mushrooms
after fertilizing rain and then vanish into thin air. What is valid today will be laughed
at and ridiculed tomorrow.”*

Berg took a more explicit stance against the tenets of Neue Sachlichkeit in his fa-
mous open letter to Schoenberg from 1925 in which he discloses some of the hidden
meanings in his Chamber Concerto. Berg writes:

“I have smuggled into these three movements the adherents of program music - if
there are any left - would be delighted, and the [representatives and defenders of
the ‘New Classicism, and ‘New Objectivity,] the ‘linearists, ‘physiologists, the ‘con-
trapuntists, and the formalists’ would fall upon me in indignation at such ‘roman-
tic’ tendencies - if I did not make them aware that they too, if they wanted to look,
would have their hearts’ desire”"®

In his most direct declaration against the kind of formalism that he and Schreker
rebelled against, Berg wrote a response in 1929 to a newspaper survey that asked the
question, “Should Wagner Stagings be Modernized?” While he initially stated his
agreement with new methods for renewing stage works, as Wagner and Mahler both
wanted, he added: “But if you mean by ‘modernization’ to put on Tristan und Isolde
as New Objectivity, and do Siegfried in tie and tails, and Die Meistersinger — where
the connections of verse and industry (it need not be just the shoe business) is easily
maintained - as Zeitoper, then the answer to your question is no”'® These passages

3 BERG, Alban: The ‘Problem of Opera. In: Pro Mundo — Pro Domo: The Writings of Alban Berg.
Ed. Bryan R. Simms. Oxford : Oxford University Press, 2014, p. 216.

" Quoted in HAILEY, Christopher: Zur Entstehungsgeschichte der Oper Christophorus. In: Franz-
Schreker-Symposion. Eds. Elmar Budde and Rudolf Stephan. Berlin : Colloquium Verlag, 1980,
p. 115.

> BERG, Ref. 13, p. 198. The editor of this volume, Bryan Simms, wrote in a footnote that the
bracketed text was likely added or approved by Berg after the article’s publication.

® BERG, Alban: Should Wagner Stagings Be Modernized? In: Pro Mundo — Pro Domo, Ref. 13,
p. 392.



Stadie 41

demonstrate an aesthetic kinship with Schreker in opposition to an operatic style that
they both interpreted as superficial and pandering. Schreker mirrors these sentiments
in his 1930 article “Entstehungsfragen der Oper” (“Questions of Opera’s Origins”),
reflecting on the changes that had occurred to the genre. He writes: “All these purely
temporal stylistic shifts have faded as quickly as they arose [...] the worst thing an artist
can do is to be controlled by the times in which he lives™"

We will now look at direct associations between the two composers and consider
how their friendship led to a unity of shared values. Schreker’s influence on Berg’s
musical development has been primarily analysed in the context of Berg’s first attempt
at writing for the orchestra: his Altenberg Lieder orchestral songs.'® However, the more
significant insight into Schreker’s impact on the young Berg is the fact that in 1911, Berg
prepared the vocal score of Schreker’s early opera, Der ferne Klang, which was premiered
the following year."” As evidenced in Der ferne Klang, Schreker’s preoccupation with
intimate chamber-like sonorities that prioritize orchestral balance and colour result in
the fragmentation observable in the Altenberg Lieder.”® Moreover, the asymmetrical
rhythmic schemes and use of percussion instruments in Schreker’s opera anticipate
similar patterns in much of Berg’s late works, including Lulu.*!

Berg’s student and friend, the philosopher Theodor Adorno, also points out a connec-
tion between Schreker and the Altenberg Lieder. Adorno suggests there are similarities
of tone between Berg’s songs and Schreker’s later opera, Die Gezeichneten.”* Neverthe-
less, Berg’s use of dissonance is more pronounced, Adorno argues, further adding that
there is no shortage of associations between the two composers. He cites a duet between
Alwa and Lulu as having a similar structure of thematic return as seen in Gezeichneten.”
Adorno also notes differentiation between the two, believing it is justifiable to “call
Schreker’s technique late-impressionistic, and Berg’s early-expressionistic,”** insofar
as this classification applies to Berg’s sound in his orchestral songs. This dichotomous
oversimplification was likely already evident in the 1920s, and it was probably a con-
tributing factor in Berg’s far greater popularity than Schreker’s, following the premiere
of Wozzeck in 1925.

Despite these associations, Berg was often critical of Schreker’s music in his corre-
spondence. In 1912 and 1913, Berg was Schreker’s unofficial assistant when the latter was
preparing to conduct the world premiere of Arnold Schoenberg’s gigantic Gurrelieder.
Tension ran high as Berg considered Schreker to be an incompetent conductor, and
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wrote to Schoenberg to complain of Schreker’s ego, as he did not back out of a project
that was too much for him. On 10 February 1913, he wrote:

“I know too well, could have sworn that Schreker would immediately refuse this
[to have Schoenberg come to conduct instead] — one chance for a good Gurrelieder
performance. Because then he wouldn’t be named, because his filthy ambition is
so overpowering that he would rather conduct - no, beat time — wrong time - to
awork he doesn’t know - than forgo the opportunity to appear before an audience,
to bow.’”

A few months later, on 31 October 1913, he wrote again to Schoenberg following
a concert of Schreker’s early music, remarking that the suite he heard was “a totally in-
significant work [...] as for a real I. movement theme, Schreker is completely incapable
of it! But because of his inability to write a longer melody immediately after certain
fragmentary melodic beginnings it starts ‘building to a climax!”* Several years later
in 1925, when Berg was in Berlin overseeing the world premiere of Wozzeck that was
days away, he had an opportunity to see Der ferne Klang, and reported to his wife on
1 December 1925 that “Der ferne Klang had a good production, but the opera is awful”?’

It is difficult at times to separate Berg’s honest opinion from posturing to ingratiate
himself (as he often did with Schoenberg), but these remarks from his letters serve to
show a more complex relationship with Schreker and his music that cannot be viewed
as unanimously supportive or devoid of a wider interpretive spectrum. Indeed, Chris-
topher Hailey astutely comments on the misleading manner in which people at this
time carried themselves. He writes:

“During the entire affair Schreker probably remained unaware of the bitterness of
Berg’s attacks upon him and even if he had known, it is unlikely that it would have
done serious damage to their friendship, such as it was. Then as now back-stabbing
and duplicitous diplomacy were mainsprings of Vienna’s highly intricate social and
cultural mechanism. Tempers flare easily, but reconciliation — in the form of flowery
formulas of courtesy and obeisance — comes just as quickly”*

This sentiment is most evident in a letter that Berg wrote to Schreker on 4 April
1914, which is diametrically opposed in tone and meaning to the biting criticisms of
Schreker’s conducting in his letter to Schoenberg. Reflecting on Schreker’s performances
of Gurrelieder and Mahler’s Eighth Symphony, Berg writes:

“.. you, who, in an extraordinary way, are only granted the privilege of conducting
an orchestra for three to four weeks a year, performed these two works with their
colossal demands in such a short time, and under less than ideal conditions [...] and
yet [...] the whole thing conveyed an impression of complete freedom, of musical
liberation: the entire enormous ensemble responded to all the conductor’s inten-
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tions, even to nuances that these magnificent works only truly brought to life in the
atmosphere and solemnity of the actual performances”

While both composers disdained Zeitopern, Berg’s views were supported by the
fact that he had already produced an operatic hit, whereas Schreker had not. This may
also speak to Berg’s greater ability than Schreker to ensure Lulu was not too antitheti-
cal to the tastes of the day. Indeed, Douglas Jarman remarks on this matter that “Lulu
has much more in common with the music of Weill and Brecht’s ‘epic opera. As a man
of the theatre, Berg could not afford to ignore, and could not fail to be interested in,
what was happening in the ‘new opera”*® However, this admission does not translate
into aesthetic fidelity for Berg, since his prose suggests a different predisposition — an
ability to bend his ideologies to acceptable stylistic parameters without compromising
his authentic voice. This observation should not discount Schreker’s own attempts at
adaptability. As Susan Cook notes, Schreker’s opera “contains features of the Zeitoper,
but also adds that “Christophorus lacks the comic spirit of true Zeitopern, although
Schreker uses parody in his depiction of composition students. The work deals with
the role of the contemporary artist in modern society, as does Jonny spielt auf [Ernst
KreneK’s immensely popular Zeitoper from 1927], and it incorporates concrete im-
ages of modern life”*' Additionally, Bernhart argues that although Schreker started
Christophorus optimistically with the aim of succeeding in a new style, his subsequent
disillusionment resulted in his recognition that he should not compromise his organic
compositional voice to garner the public admiration that he so craved. As a result,
Bernhart views the meta-narrative, parodistic elements of Christophorus as only having
an “episodic character”* Opinions regarding Schreker’s success at stylistic conformity
vary, with David Drew stating that Schreker’s “aesthetic was hopelessly at odds with
the spirit of the time, and he paid dearly for his refusal to adopt a theatrical style that
was foreign to him”* Bernhart concurs, adding that Schreker could not aesthetically
adapt to Neue Sachlichkeit and Zeitopern, because his style was predisposed to a rich
tapestry of sophisticated sounds, which he was pressured to abandon in favour of rigid
and brittle sonorities.** Schreker himself reflected on this, observing that “rhythm seems
to dominate [and] motor impulses replace passion.”*

Another similar element between Christophorus and Lulu is their categorization as
metaopera. Frieder von Ammon defines this classification as “an opera in which operatic
matters of any kind are commented on (whether musically, verbally, or scenically), or
otherwise, in which an opera or parts of an opera are performed, whether in a rehearsal
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or in a private or public performance” This definition accurately encapsulated the
diegetic operas of both composer characters in the operas in question. Moreover, beyond
Alwa’s role as a composer in Lulu, the opera’s prologue announces the narrative that the
audience is about to witness, thereby giving the work this extra verbal cue signifying its
layered meta quality of overlapping realities. This inherent feature of Lulu mirrors the
opera within an opera trope that Ammon also notes as being a reflection of metadrama,
as seen in the relationship between an overture-type opening and the opera proper.”
This is certainly also evident in the prologues of Christophorus and Lulu, which have
their own distinct dispositions and function as independent narrative entities before the
heightened unreality of post-prologue action commences in both works. Lulu takes this
further, as it embodies what Ammon refers to as “meta-metaopera, of opera on opera
on opera, operatic metareferentiality taken to the highest degree” Lulu’s prologue is
an opera; the opera proper is the opera on opera; and Alwa’s opera on Lulu is the opera
on opera on opera.

Modernist Autonomy and the Fragile Artist: Conceptual Framework

The aesthetic pressures confronting Schreker and Berg — inward psychological drama-
turgy and the demand for modern immediacy - reflect a broader modernist crisis sur-
rounding artistic autonomy and creative authority. The dramaturgical crises in both
operas reflect broader modernist anxieties surrounding artistic autonomy, authority,
and the instability of creative subjectivity — concerns that have been theorized about in
discourses on modernity and aesthetic self-definition. To organize the main themes in
this study, namely the investigation of the fragile modern artist and the degeneration
of autonomy, I now apply a conceptual framework to further anchor this compara-
tive analysis of Anselm and Alwa as paradigmatic of trends that are evident in other
contexts. Texts by the critics Matei Calinescu and Clement Greenberg are referenced
from which I extrapolate my thematic tropes for comparing Schreker and Berg’s ope-
ras. Calinescu describes a dualistic split between two factions of modernity, where
a bourgeois proliferation of advancement in science and technology during the ad-
vent of the industrial revolution, crystalized an orientation towards capitalism. This
bourgeois conception of modernity held onto traditions as it embraced new pathways
towards practical applications that would bring success to the middle class.* This idea
is juxtaposed by Calinescu with an aesthetic notion of modernity that was predicated
on extreme avant-garde views that stood antithetically to bourgeois ideals. Calinescu
describes a course via “rebellion, anarchy, apocalypticism, and aristocratic self-exile”
as methods of implementing aesthetic modernism.* This attitude morphed into what
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Calinescu called an overall “consuming negative passion.”*' It is this ideological anti-
bourgeois sentiment that can be seen as a catalyst for the kind of crisis, alienation, and
fragmentation of experience that lead to an ontology of the “fragile modern artist,”
exemplified by the character embodiments of Anselm and Alwa.

Calinescu viewed the alienation of the modern artist as stemming from romanticism.
He pinpoints expressions of the imagination that gravitated towards the fantastical. In-
terestingly, Calinescu names E.T.A. Hoffmann and his story, Der Goldene Topf, with its
central character Anselmus, as a representation of this influence.*” The work is viewed as
amodern tale with an idealized sense of emotions over logic and reason. The characters
live in a world of their imagination outside of reality, which is a clear prototype for the
kind of existential outlook that Anselm and Alwa exemplify. The fragile artist is further
defined by this level of irrational immersion in their artistic creations. But perhaps
most aptly, Calinescu discusses the ideas of Charles Baudelaire and his projection of the
alienated modern artist. Indeed, Calinescu recognizes Baudelaire’s conviction that “an
artist needs creative imagination to give expression to modernity”** The aesthetic split
from bourgeois paradigms is facilitated by a level of imagination that is not rooted in
reality.* These are the historical precursors for the identity of the modern artist, whom
Schreker and Berg elevate in their respective narratives of composer-characters in crisis.

A second dimension of Calinescu’s framework that illuminates both Christophorus
and Lulu is the degeneration of autonomy, a point he develops not by offering a single
monolithic definition but by tracing modernity’s tendency to hollow out its own artistic
ideals. In his account of the avant-garde, Calinescu cites Leonard B. Meyer’s description
of radically self-determining art as a process that “directs us toward no point of culmi-
nation - establishes no goals”** Although this line is not Calinescu’s own, its use in his
argument exposes the paradox he wants us to see: the modern claim to uncompromised
artistic autonomy can dissolve into directionlessness, leaving the artist without the
structural or ideological ground he thought autonomy would secure. This conceptual-
ization speaks directly to Anselm’s trajectory in Christophorus, where his aspiration to
pure creative sovereignty becomes indistinguishable from loss of orientation, and to
Alwa in Lulu, whose putatively independent artistic subjectivity is repeatedly absorbed,
redirected, or suspended by forces he neither perceives nor controls.

A related trope emerges in Calinescu’s treatment of decadence, particularly in his
discussion of Nietzsche's attack on Wagner. Here, Calinescu recounts Nietzsche’s charge
that “Wagner’s perversion of music,’* a formulation that crystallizes the anxiety that
the artwork — or the aesthetic program animating it - may ultimately subjugate the art-
ist, bending creative agency toward purposes no longer the artist’s own. This dynamic
resonates with the operatic worlds of Schreker and Berg, where compositional and
dramatic structures repeatedly confront their male artist-figures with aesthetic forces
that exceed and reshape them. In this sense, the degeneration of autonomy and the
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subjugation of the artist are not separate problems, but rather two facets of the same
modernist predicament, one that both composers dramatize with remarkable clarity.

Building on Calinescu’s account of the fragile modern creator, whose pursuit of aes-
thetic self-sufficiency risks collapsing into aimlessness or internal contradiction, we can
extend this framework by turning to Clement Greenberg’s influential essay “Modernist
Painting,” which offers a complementary - though differently inflected - formulation
of modernist autonomy. Whereas Calinescu traces the psychological and cultural ero-
sion of the artist’s authority, Greenberg frames autonomy as a formal ideal rooted in the
artwork’s self-definition, arguing that all art must “eliminate [...] any and every effect
that might conceivably be borrowed from [...] any other art,” becoming “self-defining
with a vengeance”*” Read together, their models expose a productive tension: Calinescu
shows how the modern artist’s desire for independence can degenerate into instability,
while Greenberg reveals how the very procedures meant to guarantee artistic sover-
eignty can generate new forms of constraint. This combined perspective clarifies the
modernist fantasy of the self-legitimating, sovereign creator - a fantasy that both libretti
systematically undo. In Christophorus, Anselm’s reflexivity and quest for self-founded
artistic authority ultimately overtake him; in Lulu, Alwa’s creative agency dissolves as
he attempts to mould Lulu into an aesthetic object. Both librettos thus dramatize the
fragility of modernist autonomy by embedding its male creator within narrative and
symbolic structures that pre-empt his control before it can ever fully materialize.

Jointly, these conceptual perspectives illuminate how modernist autonomy operates
less as a guarantee of artistic sovereignty than a condition that exposes the creator to
fragmentation, subjugation, and narrative predetermination. In Christophorus and Lulu,
the male composer-figures do not merely inhabit modernity’s crises — they enact them
dramaturgically, as their creative aspirations are progressively absorbed by the symbolic
systems they seek to command. With this framework in place, the following analysis
turns first to Anselm, whose psychological interiorization of artistic authority becomes
the mechanism through which his agency unravels in Schreker’s libretto.

Anselm Characterized in the Christophorus Libretto

The following section provides a chronological analysis of Anselm and the sustained
dramatization of collapsing artistic agency in the opera’s plot. The narrative arc of
Christophorus charts Anselm’s progressive loss of authority, a decline mirrored in the
libretto by the gradual erosion of his textual dominance. At the beginning of the opera,
he is opinionated, argumentative, and arrogant in extended passages of dialogue. As
the shape of his own diegetic opera begins to transform his sense of reality — indeed,
as these lines are blurred in the narrative - Anselm becomes increasingly a bystander
who participates in the progressive dismantling of his control over the ensuing situa-
tions. From the beginning, the opera’s prologue appears as pseudo-theatre to the ex-
tent that specific doors are assigned to particular characters to enter through. This
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initial stage direction and opening scene are choreographed to parody reality in that
the setting and circumstance of events are systematized to quickly establish the ideo-
logical conflict that will act as the catalyst for subsequent episodes.

Anselm is introduced as an obsessive idealist who is most comfortable in his own
imagination. He and Berg’s Alwa are the first vocal entries after their respective prologues.
And like Alwa who requests to enter - suggesting his movement as Berg’s doppelgdnger
from not-narrative reality to the story of the opera - the opening of Christophorus
mimics this obfuscation of an implied artificiality. Both operas employ layered repre-
sentations of multiple superimposed realities as an unsettling feature that is meant to
destabilize linear logic and conventional storytelling in both works. In Christophorus,
the boundaries between Anselm’s staged world and his creative imagination gradu-
ally dissolve, and the opera’s action unfolds as an externalization of his psychological
landscape. Lisa, Christoph, and Johann function less as autonomous characters than as
surfaces onto which Anselm’s conflicting impulses are projected; their identities appear
shaped by the demands of his creative process. From his central position in the drama,
Anselm directs the constellation of figures who surround him, each occupying a dif-
ferent chamber of his inner life. Lisa exposes the unruly, erotic forces he struggles to
repress, while Christoph stands as his counter-image — embodying the moral authority,
discipline, and strength Anselm feels he lacks. The tension between these two figures
crystallizes a larger polarity structuring Anseln’s imagination: unruly desire against the
disciplining conscience, which Janine Ortiz suggests echo models of the unconscious
set against the demands of the superego.*

Opposing factions are immediately established as Anselm’s fellow student compos-
ers ridicule him for fantasizing about Lisa when they meet in their composition class.
We immediately see how fixation on a female induces a subjugating connotation, as
the colleagues gossip about how Lisa is making a fool out of Anselm, inciting him to
reimagine her. His actions are characterized as that of devilry, with further accusations
of Anselm being “effeminate and silly”* This was the precise terminology used against
Schreker in the press in the early 1920s.® Their mocking treatment of him as an out-
sider solidifies Anselny’s mirroring of Schreker, and further exemplifies his recalcitrant
attitude to the established status quo of the opera. This resistance will erode his agency
until he abandons his pursuit of ideality at the very end, having lost everything that
matters to him. Alwa experiences a similar fall, but unlike Anselm, his defeat is rendered
permanent with his murder.

Subsequently, Anselm and his fellow students are given an assignment by their
composition teacher, Johann, to compose a string quartet based on the legend of St.
Christopher. Ortiz notes that Anselm’s association with his teacher and fellow students
reflects Schreker’s own life as a composition teacher in the final years of the Weimar
Republic. Anselm’s insubordination against the quartet assignment mirrors the com-
mon rebelliousness of youth against authority figures, and Schreker perceives himself
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as Anselm for remaining faithful to his aesthetic convictions while the other students
blindly conform to shallow popularity.”* After Anselm disparages the quartet assign-
ment, the stage direction reads: “Here a fine black veil slowly descends over the set and
is suffused with an unreal, mysterious light”** The physical presence of this veil implies
that a change has taken place. The previous two scenes of the prologue can be seen as an
extended introduction that functions as a rational exposition — a kind of home base that
is rooted in heightened empiricism - after which the reality-defying centre of the opera
unravels as the veil’s presence testifies. This can be interpreted as the start of the opera
within the opera as the narrative now becomes defined by Anselm’s imagination. This
phenomenon is rendered circular as at the very end of the opera, the veil is lifted, and
a semblance of partial reality is restored. These matters will be addressed subsequently.

The third scene of the prologue, with the lowered veil, begins with Anselm’s detailed
descriptions of his imagined female operatic lead. He fantasizes: “But the female element
is lacking, the sweet, tempting, devilish woman [...] I choose for the drama: Lisa, Lilith,
the snake, our dear Satan. Ah, my goodness! Lisa, you most beautiful, I adore you”
Immediately after this, Lisa appears with no stage direction for her entrance. It is as if
she has been manifested through the suggestion of Anselm’s imagination. Her initial
words underscore her femme fatale inclinations and early domination over Anselm.
Ortiz concurs, describing Lisa’s entry as that of a “seductress; the femme fatale who can-
not resist her sensual nature and uses her charms to lead men to their doom”** Anselm
mirrors Alwa in this moment due to his complete idealistic devotion to Lisa, who exhibits
Lulu-like traits of manipulation through seduction. Following this exchange, Christoph,
another composition student, and best friend of Anselm, and romantic liaison to Lisa,
enters and rebukes Anselm for allowing a woman to hit him, as Lisa slaps Anselm to
demonstrate her dominance over him. Ortiz posits that Christoph’ entry after the lower-
ing of the veil suggest he is a figment of Anselm’s imagination.” Christoph’s reaction is
ultimately subtext for a deep jealousy of Anselm and an insecure possessiveness of Lisa.
Christoph’s aesthetics and desires are then immediately expressed, as he proudly states
he wants to serve art, which he views as life’s most virtuous pursuit. He is subsequently
ridiculed as an idealist by another student, after which the prologue, with its four scenes,
ends. The complex and subtly sexualized tension between Anselm, Lisa, and Christoph
is established and will become a narrative paradigm as the first act ensues.

The start of the first act commences one year later in precisely the same manner as
the prologue: Anselm is neurotically murmuring ideas for his opera. The structure of
an entire act in his work is taking shape, which he admits is causing him distress.* The
time jump of an entire year mirrors the same span of time that is passed over in Lulu
within the parameters of that opera’s central Film Music Interlude, which accompanies
a silent film depicting Lulu’s arrest, trial, incarceration, and escape from prison. These
are examples of how both operas deviate from an unbroken linear narrative expression.
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Moreover, the aftermath of both time jumps can be seen as the start of a precipitous
decline in the fortune of all the characters. In addition, Hailey writes that in a previous
version of Christophorus, Schreker planned to include several film interludes.”” Once
again, we see the manner in which both composers looked to incorporate artistic in-
novation into their operas. Schreker likely opted against this path in his final version
of Christophorus in an attempt to streamline the work to enhance the practicality of its
performance requirements.

The second scene of the first act introduces the character Starkmann, a music critic.
This individual has been characterized as the embodiment of the negative critical media
attention that Schreker received in the 1920s, as stated above.”® The older man is pushy
and self-aggrandizing, and his dialogue with Anselm resembles a sort of imagined con-
versation between Schreker and his literary opponents in the press. The specific criticisms
levied against Schreker in the press are the same comments that Anselm receives from
his colleagues, further bringing Schreker and his narrative alter-egos into parallel focus.
Schreker’s own youthfully-inflated sense of self is characterized when he has Anselm
state to Starkmann: “I don’t have any money, and I'm a genius”*® An argument follows
when Starkmann praises Christoph’s value as a composer, with Anselm retorting that
he is talentless. Anselm adds: “Wherever in the world there was found a dilettante with
modern airs, you beat the drum for him?”* This line represents Schreker’s explicit argu-
ment against the aesthetic tastes of the late 1920s, as he considers the popular styling
of Neue Sachlichkeit as a fleeting and shallow preoccupation with cultural and artistic
trends that do not reflect the more substantive values to which serious art should be
attached. As noted earlier, this was a conviction that Berg also shared, but it did not
prevent either composer from copying a few of its key trends in order to gain popularity.

After Starkmann’s exit, the third scene begins with Anselm contemplating his opera,
but with even greater reality-bending implications. Part of his monologue includes the
following text in the opera’s second act: ..the role I intended for myselfis in doubt and
not without danger”® He states the challenges that lay ahead, complaining that he does
not know how to complete his work. His thought process reflects the trope of an opera
within an opera, with an additional self-referential layer evident in Anselm’s plan to
have his own doppelgéinger feature in the work. One might be led to wonder if Berg’s
Alwa had been given more to say about his own planned opera about Lulu, whether he
too would have contemplated his own presence in that narrative.

The fourth scene revisits the subtle frictions and hostilities between Anselm, Lisa,
and Christoph. As they argue about the quality of Christoph’s music, Lisa sides with
her romantic interest, proclaiming Anselm as both their and the world’s enemy.®* In an
attempt to further provoke Anselm, Lisa seductively flaunts her body, stating: “But look!
Am I not beautiful? My neck, radiating in the splendour of pearls! My arms, white and
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dazzling, like precious jewels — you've adorned me like a queen® Despite the undermin-
ing tactic, Lisa privately says to Anselm that she will bend to his will, implying her faith
in the operatic role he is creating for her. At the same time, she is seducing her partner’s
best friend, while outwardly denouncing him to placate Christoph. Her actions are of an
opportunist who, not unlike Lulu, schemes and manipulates in her own interests. Nev-
ertheless, when Lisa is alone with Anselm in the next scene, she expresses vulnerability
amidst an inner conflict that she feels where she wishes to be good for Christoph, but
feels an equally authentic inclination towards a more sinister sense of self that Anselm
exacerbates within her. To this, Anselm, in his convoluted and poetically-verbose man-
ner, admits that he is enslaved by his feelings for her: “I've been chained, fettered to
you.”** He also expresses his dismay over the fact that she has chosen Anselm’s inferior,
Christoph, whom he now views more antagonistically. Upon his sudden exit, Lisa is
left alone in a brief scene where she confusedly calls Anselm’s previous reflection as an
admission “from another world.”® This may be viewed as a subtle allusion to Schreker
in the other world of reality, which Lisa does not understand, as she herself is a mere
invention. She despairs and calls out to Christoph.

In the tenth scene of the opera, Lisa and Christoph are married. Ortiz notes that
this shift for Lisa compels her to leave her role as a seductress to become a mother,
which she vehemently objects to.® Anselm presents the bride with a gift: the first act
of his tragic opera. He quotes the closing textual passage from his work, which ends
with the words: “Think of the weak. The weak is eternal, and it clarifies life and the
world”¢” The endorsement of weakness, and the subsequent classification of strength
as ugly, is another parodying allusion to Schreker and further testament of Anselm’s
infatuation with Lisa. The scene concludes the first part of Act 1, about two thirds of
the way through the opening act. Anselm’s gift presents Lisa with a way back to her
former self, and an escape from her current self-loathing of marriage and childbirth.
Lisa’s chance to dance again is coupled with Anselm’s subtle subversion of Christoph
that plants the seeds of resentment regarding his strength in favour of weakness, namely,
Anselm’s own attributes. Ortiz describes this as Anselm “reconstructing” Lisa into the
archetype of the dark side of femininity, as only in this way can she serve his operatic
vision, [while] Christoph stylizes his wife as a super-mother, thus invoking the oft-cited
contrast between “whore and saint”

The second part begins with a marital argument between Lisa and Christoph, where
the dark tenets of Anselm’s opera start to find expression in the reality of the characters.
Lisa is unhappy with the ageing of her body following the birth of their first child, believ-
ing that she is no longer beautiful. Christoph tells her that he wants more children, to
which Lisa retorts prophetically: “Never again — even if you kill me!”* She then embarks
on along monologue that describes the nature of her suffering, ultimately calling herself
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weak while recognizing Christoph’s strength and goodness. This explanation mirrors
Anselm’s quote from his opera of praising weakness and denouncing strength. It now
becomes clear that this was Anselm’s subtle ploy of driving a wedge between the married
couple, emphasizing his own greater compatibility with Lisa given their shared weakness.
This admission leaves Christoph crushed, prompting him to reflect: “I recognize that
a dream world is crumbling away, disappearing, vanishing like a phantom.””® The irony
of Christoph’s statement is that his ideality was based in reality but not truth. Anselm’s
opera will invert that previous dynamic by embracing truth within an abstract non-
reality. When the two dualities ultimately blend into one another, the phantasmagoria
of uncertain reality will fully usurp any final semblance of personal agency due to the
diegetic opera’s takeover of all character perceptions.

Matters reach a climax in the third scene of Act 1, Part 2. Anselm enters, and upon
seeing the sleeping Lisa, he comments on her beauty and prophetically claims that “the
great scene begins””* It is almost as if Schreker is speaking from his own reality to signify
the beginning of a decisive narrative moment. Anselm’s extended monologue begins,
building upon his reaffirmed love for Lisa. He recognizes that his love is as “creation
and true being weaving together to form a unity.””* Tellingly, he recognizes that “when
peace leaves me, the creator’s cool calculation yields to the raging spirits around us and
in us, to the spirits of the senses.”” This is Anselm’s most direct admission of the loss of
his agency in context of his submission to his impulses. Furthermore, as if wishing to
completely submerge into this ideality, he shuns “the material world [that] threatens””*
As his frenzy increases, the stage direction describes his articulation as that of a “vision,”
amidst the complete absence of rationality. As he continues to sing to the sleeping Lisa
of childlike pleasures, his waking reverie ends as he likens himself to a dance master,
who could be seen as a marionette on a string in terms of his powerlessness to resist the
temptation of his fantasized creation. In this moment, Ortiz suggests, Anselm reinstates
Lisa’s position as a seductress.”

In the next moment, Lisa wakes, recognizes Anselm, and professes fatigue. Anselm
replies: “Your weariness will disappear as soon as you give yourself to the work, to the
art”’® Lisa admits to feeling burdened, as if she’s still carrying her child, to which Anselm
placates her by saying: “You've passed the test, the supernatural saves you. Your body is
blossoming””” He is essentially telling her that her salvation is coming in the embrace of
non-reality. Lisa is suddenly infused with a wild energy, proclaiming a kind of rebirth
of her vitality. Anselm capitalizes on the intoxicating enthusiasm, telling her that she
will now dance to the scene in his opera, the command of which, as the stage direction
reads, is “whispered in the manner of a hypnotist””® Anselm begins to recite the words
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from his opera, with Lisa embodying a dancing flame that “flies through space [...]
a soaring dream [...] beauty, weakness, music, and song.”” These are all emancipatory
metaphors that free Lisa from the bondage of her reality, further fuelling Anselm’s
desires as a result. This moment marks a temporary illusion of authorial mastery that
only accelerates Anselm’s subsequent loss of control, as his creation begins to dictate
the terms of reality, rather than obey them.

Throughout the performance, Lisa dances as personifications of fire, a wave of water,
and finally sin itself. While the words of Anselm’s libretto vary between guises, a few key
phrases repeat, chief among them being how this new existence that Lisa is embodying
is “ruinous for the strong man who resists it”*° Once again, a direct allusion is made to
Christoph, who represents strength, reality, marital bondage, physical decay, and who
resists the freedom granted by an idealized disavowal of these constricting tenets. When
she becomes sin, Lisa takes over the libretto recitation from Anselm, delivering all of
the sensualized allusions of an unrepentant and sexually-charged sin that empowers
its avatar. As she concludes the recitation, the stage direction reads that “she throws
herself into Anselm’s arms.”® Her following remark to him ends the scene: “You've
created me as you wanted it. You've called the devils dancing in me”® In a manner of
speaking, the operatic performance has led to Lisa’s rebirth into a fantasy realm away
from her husband.

In the final scene of the first act, Christoph appears and covertly observes Anselm
and Lisa. The pair are now finally singing in unison, which was not the case prior during
Lisa’s thematic enactments. With Anselm still presumably embracing Lisa as they sing
of knowing lust and no limits, this moment is the closest that Schreker’s opera gets to
embodying a romanticized love scene. While undoubtedly intimate, there are no ad-
ditional scene descriptions or other indications to suggest that the pair are in love and
planning to consummate their union. When they see Christoph, the latter begins his
own monologue of distraught heartbreak. Upon seeing Lisa produce a slight smile, he
is overcome by a heightened frenzy and shoots her. Lisa’s final words are: “It was only
a game..”® Although Christoph is immobilized in disbelief, Anselm jumps into action.
Despite calling him a madman and murderer, Anselm still whisks Christoph away to
safety, telling him that he loves him. The first act ends with this admission. Interestingly,
there is no indication that confirms Lisa’s death — only that she fell to the floor without
a noise upon being shot.** Anselm states there was a murder, so it is highly likely, but
one may surmise that the lack of definitiveness here is a strategic ploy to further blur the
lines between reality and illusion when Lisa briefly returns in the epilogue. We are left
to wonder whether it really was a game to Lisa, or a downplaying of the truth to spare
Christoph. Anselm’s own reaction of proclaiming fraternal love to the man he has been
disparaging and undermining for the entire opera, especially in the immediate aftermath
of him murdering his wife - whom Anselm loved - adds an additional layer of absurd
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obfuscation regarding a consistency of intent, or lack thereof. Ortiz describes Anselm’s
emotional shift towards Christoph thus: “Within the opera’s vision, Christoph can be
understood as the personified superego of the young composer. For Anselm, confronted
by Lisa and overwhelmed by his own unleashed drives, now turns, like a pendulum
swinging equally back and forth, to the powerful Christoph. The conscience he had
previously denied is now as dear to him as his own life”

The second act of Christophorus opens in a modern setting firmly rooted in real-
ity. Anselm and Christoph are incognito, but working as a musical duo, performing at
a dance bar. They are miserable, but are enduring their situation for the time being.
However, the atmosphere of the setting starts to shift back to unreality when the singer,
Rosita, begins to sing a text written by Anselm filled with existential angst and reflection
that again reflects Schreker’s personal feelings of inadequacy and neglect. The sugges-
tive significance of the moment is rendered even more fantastical as the stage direction
states that Rosita’s voice gradually changes to that of Lisa’s.® Schreker’s libretto oscillates
between expressions of basic, everyday dialogue when concerning the unburdened lives
of subsidiary characters, to a convoluted psycho-philosophical jargon when quoting text
from Anselm’s opera. Therefore, whenever the narrative shifts to expressing something
that Anselm created - in this case, a work of his that Rosita is performing - the modality
of meaning instantly adopts this abstract ideality that invariably gravitates to an asso-
ciation with Lisa. Despite the lack of indication, it is clear that this event is a projection
of Anselm’s obsession, and is another example of his lack of agency regarding the hold
that his muse still exerts over him. As such, reality fractures every time that Anselm’s
vocal music is diegetically performed.

In the next instance, a séance is held in an attempt to contact Lisa. Anselm and
Christoph at first believe they are in the presence of ghosts. Christoph is more invested
in the activity while Anselm’s skepticism is growing. He cautions Christoph to be discreet
regarding the information that he divulges concerning Lisa’s death. He then adds: “I'm
ruined. My last act turns out kitschy and sentimental!” This is a fascinating admission
because it demonstrates how Anselm interprets his own reality as an extension of his
opera. His experience parallels his opera’s narrative like some interactive installation,
further blurring the lines of his work and that of Schreker’s. Moreover, if Anselm is
subtly admitting that he exists in an opera, this is the voice of Schreker critically com-
menting on his own unwanted situation, exacerbated by an unsatisfactory conclusion
to his present work, Christophorus.

The séance is abruptly interrupted by the sudden arrival of the destitute child of
Christoph and Lisa, who laments being a beggar and ill because his mother is dead
and his father is “depraved”®® Christoph goes to his son, and the second act ends with
their reunion. Following this event, Christophorus ends with an epilogue. Reality is now
entirely absent, as all of the dialogue in this scene emanates from Anselm’s imagination.
The epilogue begins with a dismembered voice of unknown origin that sounds from
a distance, and quotes a long text. Throughout Christophorus, the quoted text is always
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associated with Anselm’s opera. The text resembles a kind of allegorical dénouement
with a moral summation that addresses one who “recognizes his male strength and
yet abides in female weakness”® This is the familiar voice of Schreker personifying his
reflexive predilection once more in the final reflections of Anselm’s opera. Upon the
conclusion of the text, the stage direction discloses that the setting has returned to the
scene at the start of Christophorus in the music room.” Anselm is gripped by a vision
where Christoph, Lisa, and Johann, his composition teacher, are present. Anselm is
experiencing a complete break with reality while contemplating his opera’s narrative,
likely imagining its ending. Hailey describes this moment, observing that “Anselm
stands between vision and awareness of reality. His visionary figures pursue him into
his own world, while Lisa and Johann penetrate his consciousness.””!

Anselm seemingly admits to his inability to stop contriving his existential fanta-
sies into narrative fodder, recognizing: “As a moth to light, 'm drawn to him. He, my
wish dream, becomes my doom?* The level of unreality is elevated in this epilogue
to signify the most extreme disintegration of Anselm’s psyche because he is imagin-
ing his characters speaking to each other now about him. Lisa states: “He’s out of his
mind. He’s talking about someone whom I don’t see” Johann replies: “He lives in his
work”* Anselm is aware of his own lack of agency and projects it into the observa-
tions of his characters. To compound matters, Christoph indicates that he (referring
to himself), has “lived only a stage existence” Anselm concurs: “Painful truth! Tragic
recognition! He becomes the creator; we're only sketchy images.” Here the fantasy of
artistic sovereignty fully inverts itself: Anselm recognizes that the creator has become
subordinate to the structures of representation he imagined himself to command. The
emergence of these realizations further deepens the existential ambiguity with Anselm
accepting that he too is a dramatic invention of sorts. He knows he is a character in his
own opera because he cannot remove himself from it. This is another subtle indication
of Schreker’s self-referential puppeteering in an allusion to the concept of creatorship.

Anselm is despairing over the helplessness of his imagination, which Christoph
comments on thus: “all the art and artifices of my creator — he’s at his wit’s end.” Anselm
knows that these projections of his opera’s story are nearing their conclusion, but he is
still at a loss on how to end it: “The end, the end! Help, master, help!™”® Could this be
a plea directly to Schreker for guidance? The answer partially presents itself as the child
appears (with the stage direction, “in a feverish dream™”), and beckons to Christoph
to take him and put an end to his torment. As they depart, Christoph’s final words are:
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“The world of the theatre ends, sinks.”’® Anselm observes that the voices are receding,
but not before Johann interjects one last time: “Your characters live in you, become
you yourself. Far away from the world of light, from the world of appearances, the end
of the legend of St. Christopher becomes for you: music and nothing more - a quartet
movement, my son.”'”" In response to this, Anselm next speaks the tempo indication
of “Andante con rigore” as a reference to the original string quartet assignment, which
he seems to be returning to at the expense of his opera. However, the final text of
Christophorus is a quote, meaning text from Anselm’s opera, which reads: “He carries
the child, the child, who takes him, along the lonely path..”"*> This ending is steeped in
ambiguity. We are presumably presented with the ending of Anselm’s opera — depicting
Christoph departing with his child - but after he has seemingly decided to pursue the
string quartet project. It either suggests that he has found his conclusion, or that he is
still enslaved by his obsession and to the work that robs him of his agency. It is difficult
to imagine that he will ever be rid of the work that has defined his entire being and
character, so ending Christophorus with a final indication of the opera within an opera
is dramaturgically the most satisfying ending due to a slightly inconclusive arrival that
accentuates the ethos of the entire work.

Representations of Alwa in the Lulu Libretto

This section presents a focused analysis of Alwa — a full linear synopsis is unnecessary
due to the familiarity of the Lulu narrative and Alwa’s smaller dramatic role. On his
entrance in the opening scene of the opera, and after visually comparing Lulu to her
portrait, Alwas imagination immediately gravitates to creative idealization, exclaim-
ing: “If only I could have engaged you as my leading lady!”'®® Lulu’s response is full of
suggestive innuendo, remarking that “for this new piece of yours, you need more than
my dancing..”'* Lulu’s coy subtlety towards Alwa in the very first exchange establishes
their dynamic of the wanting male artist and the seductress, who senses a self-serving
opportunity. This dialogue immediately establishes Alwa’s tendency to translate desire
into aesthetic fantasy, a reflex that will repeatedly substitute imagination for agency.
Alwa’s next entrance comes at the end of the second scene, just after the painter
has committed suicide, with Alwa breaking down the door and finding the dead man.
Lulu uses the event to feign distress and emotionally lean on Alwa to prompt his pity
and to subconsciously instil a saviour complex in him towards her. As he sits with
Lulu, reflecting on the painter’s suicide, Alwa suggests that the painter “didn’t want to
let fate get in his way;” adding that “he had what a person can only dream of”'* This
short exchange further punctuates Alwas inclination towards destiny and fantasy. His
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invocation of a dream also signifies an allusion to his own predetermined fate, where
the concept of dreaming will emerge as an idealized trope for Alwa. It will act as his
catalyst for detaching from reality and taking refuge in his imagination. This practice
will become paradigmatic, and will facilitate the forfeiture of his agency against the
backdrop of his blind devotion to Lulu.

The first significant expression of Alwa’s ideality as a composer merging with his
fantasy of Lulu occurs in the third scene of the first act when he is with Lulu in her
dressing room at the theatre where Alwa’s music is playing. Lulu is revealingly dressed
as a ballerina, and asks Alwa if he remembers when he first saw her. Lulu is manipulat-
ing the occasion to get Alwa to speak fondly of her, knowing the effect that she has on
him. This is reinforced by the stage direction that describes Alwa’s reaction to her ap-
pearance: “painfully affected, almost blinded by the sight of her, Alwa presses his hand
to his heart”!% He replies to her question by stating that “I saw something so infinitely
superior to me in you.”'*” His subservience in this moment demonstrates again that he
has no agency in the context of his infatuation with Lulu. When she exits to perform
and Alwa is left by himself to ponder, we are presented with the opera’s most direct
example of Alwa acting as Berg’s doppelgédnger when he states:

“Couldn’t some clever composer take her story and make an opera from it? For the
first scene: there’s old Dr. Goll... No good! It’s the same sort of howling as in a zoo
when they put the food in front of the animals. - Then the next scene: The painter...
that seems even worse! And the third scene: will things really go on like this?”'*®

At the start of this short monologue, the orchestra plays a passage from Wozzeck,
Berg’s first opera, confirming that a clever composer is indeed up to the challenge of
composing an opera about Lulu. The idea of the opera within an opera, with autobio-
graphical references steeped in reality, is further crystalized by the mention of the zoo
and animals. This is a subtle reference to the animal tamer’s prologue, which exists outside
of the narrative proper, demonstrating Alwa’s multi-layered function not only as Berg’s
representative, but as the bridge between reality, illusion (the opera in which he himself
is a character), and diegetic illusion (the fantasy that he is crafting in his own opera).

In the first scene of Act 2, Lulu is entertaining her male admirers, with Alwa among
them. Lulu begins to seduce him, attesting to his strength and ability to protect her.
Alwa’s smitten demeanour compels him to express his emotions more openly, but not
before uttering an objective truth: “The gods created you to bring the people around you
to corruption. I am also flesh and blood!”'” In a moment of rare clarity, Alwa admits
to an awareness regarding the authentic destructiveness of Lulu’s nature, yet admits to
his own fallibility, as if accepting his own weakness and yielding to the temptations pa-
raded before him in the guise of Lulu’s allure. Moreover, the phrase “flesh and blood” is
another reference to Wozzeck, where it is used to signify the truth of one’s nature. With
this remark, Alwa’s agency is forfeited and the illusion of Lulu as a conduit for his artistic
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imagination will henceforth inform all of his actions, with the sole exception coming
at the end of the scene when he gives Lulu up to the police for murdering his father.

Moments later, when Lulu gives him her hand, Alwa is transported into his fantasy
and speaks a reality-defying phrase that foreshadows his own death at Lulu’s side. But
now, the idealized ecstasy inspires him to say: “A soul rubbing the sleep from its eyes
in the next world... oh, this hand”"° In relation to this, Calinescu remarks that “eternal
half beauty” finds its afterlife only through the encounter with modern beauty,'"! which
casts Alwa’s reverie about the soul in a distinctly modernist light. Alwa treats Lulu not as
a stable aesthetic ideal but as the volatile, fleeting medium through which an “afterlife” of
beauty momentarily flares into being, revealing both his longing for transcendence and
the instability that will undo his creative agency. Lulu capitalizes on his transfixed state
of mind, asking what comes next. Alwa then excitedly proceeds to list Lulu’s arm, then
her body, and with full passion, yells out “Mignon”. The moment she is called a name
other than her own, Lulu realizes that Alwa is sexually objectifying her, which she finds
irritating when it is done via the projection of the male gaze, and when the identity
being assigned to her is accompanied by a false name. The moment she removes her
hand from his grasp, Alwas desperation surfaces, and he launches into his subservient
need: “Destroy me! Finish me off,” and later, “Mignon, I love you!”"*? Lulu’s reply to
Alwa’s proclamations demonstrates both the absurdity of loving her, and the irrational
devotion that comes with a complete loss of agency. She coldly states: “I poisoned your
mother”'" Alwa is unfazed by this revelation, further attesting to a level of submission
that shockingly disregards reality. Platt comments on this moment in the narrative,
stating that Lulu’s calculating seduction of Alwa and savage words to him when she
admits that she murdered his mother equate to castration.'**

Shortly thereafter, Dr. Schon emerges from his hiding place, having covertly observed
the entire event between Lulu and his son, enraged by his wife’s sexualized flaunting.
During the ensuing altercation that leads to his murder, Dr. Schén unleashes a tirade
foreshadowing doom, saying how Lulu’s actions will result in Alwa swimming in his own
blood." After additional dramatic and accusatory dialogue, Lulu shoots her husband,
who in turn calls to Alwa. Before dying, the older man prophetically tells his son not
to let her get away, adding that he, Alwa, will be Lulu’s next victim.''® In a rare moment
of reality-based assurance and free will, Alwa rejects Lulu’s pleas not to report her to
the police. It is to be the last time that Alwa acts independently of Lulu’s will. The scene
closes with Lulu’s arrest.

Between the first and second scenes of the second act, the silent film interlude plays,
the second event in the opera after the prologue to take place outside of standard narra-
tive time. As with Christophorus, the action moves forward by one year, breaking linear
continuity and triggering the start of a consistent unravelling, all of which was similarly
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evident in Schreker’s opera. When the second scene begins, Alwa is eagerly awaiting
Lulu’s return following her escape from prison. Although he was the one who helped
to put her there, it was clearly only a momentary deviation from his true identity as
Lulu’s idealizing acolyte. As Alwa waits, he enters into an argument with the acrobat,
who accuses Alwa of general uselessness, adding: “You composed a lurid opera in which
my bride’s calves are the main characters, and no court theatre will stage it”!"” This is
another critical moment in the opera within an opera theme, connecting to Berg’s reality
and his awareness that his own Lulu opera is lurid and will likely face trouble from the
censors."'® It also shows how similarly to Anselm’s peers, other characters see Alwa’s
Lulu opera as a meaningless reflection of its composer’s obsessiveness over a woman.
The symmetry between Anselm and Alwa’s operas demonstrates their shared emotional
dependency on composing their respective operas, further illustrating how consumed
they are by their imaginations. They wrote works that were not commissioned and that
stand no chance of being performed, signifying how both composers have twisted reality
to such an extent that they are incapable of seeing the truth, preferring to live in their
creations. This was evident for Anselm, as his invented characters spoke to him, and is
clear with Alwa when he disregards Lulu’s admissions of brutality.

Alwa’s blindness is at its most visceral when he is reunited with Lulu at the end of
the scene. Lulu beckons for a kiss, bringing Alwa fully under her control. As his excite-
ment grows, Lulu’s cruelty emerges when she reminds him that she shot his father. Alwa
predictably ignores this, saying: “Yet I still love you nevertheless for it! Come! A kiss!
A kiss! A kiss!”"" Even amidst his euphoria, Alwa is still able to mobilize sufficient ob-
jective foresight to prophetically state: “If it were not for your two childlike eyes I look
into, I should say you were the most designing of whores and bitches who ever inveigled
a man to his doom.”’?* In the next instance, his composer’s intuition surfaces, where
he again waxes poetically and covetously over Lulu’s body in musical terms. He muses:

“Under this dress, I perceive your figure like music. These ankles - a grazioso. This
enchanting roundness - a cantabile. Then your knees — misterioso; and then the
powerful andante of lust. How peacefully the two slender rivals nestle together,
aware that neither can equal the other in beauty, until the capricious mistress awa-
kens, and the two rivals recoil like two poles. I will sing your praises until your
senses are overwhelmed..”"*!

This is another direct allusion to Berg, as the tempo indications that Alwa names
correspond to those same indications found in Berg’s Lyric Suite — the musical testa-
ment he composed for his own illicit and secret muse — Hanna Fuchs. Greenberg’s
reminder that formal autonomy inevitably hardens into constraint'** clarifies Alwa’s

17 Tbid., p. 69.

118 This subtle nod towards censorship and Berg’s awareness of his opera’s sordid controversies is
detailed in a study of the history of Lulu’s plight with censorship, see: NOTLEY, Margaret: “Taken
by the Devil:” The Censorship of Frank Wedekind and Alban Berg’s Lulu. New York : Oxford Uni-
versity Press, 2019.

19 BERG, Ref. 103, p. 75.

120 Tbid.

12 Tbid,, p. 77.

2 GREENBERG, Ref. 47, p. 89.
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impulse here: the more rigorously he tries to aestheticize Lulu according to his internal
norms of beauty, the more he binds himself to the very limitations that will later erode
his agency. His creative freedom contracts precisely because he attempts to secure it
through a self-defined aesthetic logic. Alwa next discloses in full honesty his complete
subjugation to Lulu, stating: “You've driven me mad,” to which Lulu replies with a cold
dose of reality: “Isn’t this the sofa on which your father bled to death?”'** The second act
ends with Alwa imploring her to be silent as he once again rejects the reality of truth in
favour of his invented unreality. Platt observes these tendencies in Alwa’s psychology,
stating that “his passive attitude is also emblematic of his weak personality, and because
of his willingness to let events whirl around him, like many introverts, he becomes the
victim of stronger characters”'*

The first scene of the third act is an expository event to set up the second and final
scene of the opera. The large number of characters and extended dialogue characterize
Lulu’s disintegrating stature as she deals with multiple blackmail threats and the loss of
her (or rather Alwa’s) fortune in a botched investment, which leaves them penniless.
Lulu, Alwa, Geschwitz, and Schigolch escape from this situation by fleeing to London,
where Lulu works as a prostitute, becoming the group’s only source of income in an
ironic twist of fate — she previously only took, and now is the only one capable of pro-
viding. There is a connection here where we can associate the fleeing Alwa and Lulu
with Anselm and Christoph, as the latter pair also run from the law. After Lisa’s death,
Anselm tells Christoph that he loves him - a new seducer has taken Lisa’s place and
invokes the same unconditional devotion from Anselm, who now handcuffs himself to
Christoph and saves the murderer, as Alwa does with Lulu.

Much like Anselm at the end of Christophorus, Alwa’s condition at the end of Lulu
marks his lowest point in every regard. He is sick with a venereal disease he contracted
from Lulu and jealously disapproves of her work as a prostitute. However, when Ge-
schwitz enters carrying Lulu’s portrait — the physical manifestation of her allure onto
which all observers project their lustful and possessive desires — Alwa’s demeanour
changes entirely. It triggers a delusional nostalgia that reflects his previous domination
by Lulu via imagery of her body parts that was previously always associated with inspi-
rations for his music. Upon seeing the portrait, Alwa waxes: “With this picture before
me, I feel my self-respect has returned. I understand the fate that compels me. Whoever
stands before those lips with their promise of pleasure, before those innocent childlike
eyes, before this white and rosy-ripened body, and still feels safe within his bourgeois
code of rules, let such a man cast the first stone at us!”'? Platt reflects on Alwa’s general
obliviousness, citing that “although Alwa believes himself to be rational and in control,
in reality he is not [...] he is governed by events and the sensations they produce, rather
than by rational judgment.”**¢

After further observation, Alwa continues: “The childlike expression in her eyes is
still exactly the same, despite everything that she has experienced since then. But the
fresh dew covering her skin, and the fragrant breath before her lips, and the radiant

13 BERG, Ref. 103, p. 77.
12 PLATT, Ref. 3, p. 286.
15 BERG, Ref. 103, p. 105.
12 PLATT, Ref. 3, p. 284.



60 Vanja Ljubibrati¢

light spreading from her white forehead, and that incomparable glow of youthful flesh
on her neck and arms..”'?” Alwas consistent referral to Lulu as childlike signifies the
irrational extent of his ideality, as he eternally views a murderous manipulator, fugitive,
and common prostitute as innocent and virtuous. His inability to reconcile himself with
the truth of Lulu’s character, and the dire situation in which he finds himself, demon-
strates the apex of his forfeiture of agency and fundamental incapability to divert his
fate from the catastrophic results that he has articulated multiple times. Lulu murdered
both of his parents; perpetuated his social collapse and destitution; destroyed his health
by giving him venereal disease, and yet he still views her as childlike. This acute level
of denial and naiveté stems from the fact that Alwa is himself childlike in terms of his
emotional development, the implications of which will soon cost him his life, and to
the sorrow of no one. Moreover, this classification of Alwa’s own immaturity obliquely
parallels an accusation that Theodor Adorno made of Berg when he said “Berg was the
most unfatherly man one could imagine; his authority was the total absence of authori-
tarianism. He successfully avoided becoming an adult without remaining infantile”'?
It is another interesting link to consider in the autobiographical chain that unifies Berg
with his doppelgénger.

Prophetic allusions to Alwa’s pending demise abound when he attempts to bar Lulu
from returning to the streets to find another client. He tellingly states: “You shall not go
down there again, not while I'm living”'? Shortly thereafter, Lulu returns with a black
man who then manhandles her. After Alwa tries to pull him away from Lulu, he is hit
over the head and killed by the black man, who prophetically speaks to the dead Alwa:
“Sweet dreams are coming. (To Lulu.) Dreams of you!”'** This moment refers back to
Alwa expressing the idea of a soul rubbing the sleep from its eyes in the next world.
That world is now death, and Alwa will be dreaming in it permanently. The opera ends
soon after with the murders of Lulu and Geschwitz by Jack the Ripper. Alwas end in the
narrative was an unavoidable event that was sealed because his creative and idealizing
impulses overrode his sense of reality and self-preservation. Like Anselm, his agency
was the price he paid to remain close to his destructive muse. As such, both narrative
composers met with ends that emanated from their shared obsession of fantasies-turned-
operatic, from which neither could contrive existential independence.

Nevertheless, Alwa differs from Anselm in regard to his ability to recognize and
express Lulu’s destructive nature, whereas Anselm never reaches such depths of intro-
spection. Other characters need to verbalize it as manifestations of his subconscious.
So although Anselm is cognizant of it on some level, his realization is not as explicit as
Alwass. This key difference perhaps renders Alwa as the more tragic (or pathetic) figure,
as he capitulates in the wake of awareness. The severe repercussions of this — a fate that
Anselm avoids - are that his murder prevents any chance for personal redemption.
Anselm’s survival at the end of Schreker’s opera grants him a modicum of mercy, even
if he exists in a fractured reality of doubtful stability.

127 BERG, Ref. 103, p. 105.
128 ADORNO, Ref. 22, p. 34.
12 BERG, Ref. 103, p. 107.
130 Tbid., p. 109.
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Conclusion

This study examines Christophorus and Lulu as responses to a cultural moment in
which opera was compelled to renegotiate its aesthetic priorities amid rapid social and
artistic change. Schreker and Berg, working in close historical proximity and sustained
professional awareness of each other’s work, approached musical drama as a medium
capable of bearing extraordinary psychological and symbolic weight. Rather than
offering stable narratives of creative mastery, their operas foreground figures whose
identities fracture under the pressures exerted by the dramatic worlds they inhabit. In
both works, the composer-character becomes the focal point through which anxieties
surrounding authorship, authority, and desire are exposed and destabilized. By bring-
ing Schreker’s and Berg’s operas into dialogue through a libretto-centred approach,
this study has argued that Christophorus and Lulu articulate a shared modernist anxi-
ety: the erosion of artistic agency within worlds governed by deterministic narrative
logics that the composer-figures themselves help to construct and sustain. Drawing
selectively on the conceptual insights of Calinescu and Greenberg, the study frames
this erosion through the intertwined dramaturgical tropes of the fragile modern artist
and the degeneration of autonomy as they emerge across both operas.

The analyses of Anselm and Alwa reveal how these tropes operate not abstractly
but through direct and carefully constructed dramaturgical mechanisms. Anselm’s
reflexive operatic project gradually absorbs him, erasing the distinction between
author and artefact, while Alwa’s efforts to aestheticize and control Lulu dissolve into
a loss of creative agency as she resists fixation. In both cases, artistic authority is not
violently seized from the composer-figure but quietly undermined by the structures
he helps to establish. These parallels are sharpened by Schreker’s and Berg’s decision
to fashion their protagonists as unmistakable composer-doubles, figures whose profes-
sional aspirations, aesthetic anxieties, and historical positioning mirror their creators’
own negotiations with modernity. The operas thus operate on two levels simultane-
ously: as narratives about artistic failure and as self-reflective commentaries on the
precarious position of the composer within early twentieth-century operatic culture,
where creativity increasingly confronts forces of commodification, determinism, and
psychological fragmentation.

Read in this light, Christophorus and Lulu participate in a broader modernist re-
configuration of opera as a self-reflexive medium - one in which the act of creation
becomes a subject of dramatic inquiry. Unlike earlier theatrical self-referential gestures
that foregrounded illusion or satire, these works internalize reflexivity within the psy-
chology of the artist-figure, transforming meta-operatic structure into a mechanism of
existential collapse. Rather than affirming creative mastery, Schreker and Berg expose
composition as a process that entangles the artist within narrative systems that exceed
his control. This study reframes meta-operatic dramaturgy as a modernist exploration
of agency’s disintegration under aesthetic and social pressures, rather than playful
self-awareness.

Considered against the stylistic climate of Zeitoper, the divergent yet related trajec-
tories of Christophorus and Lulu also invite reflection on their likely reception within
contemporary musical discourse. Schreker’s opera, with its self-reflexive premise, sym-
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bolic architecture, and sustained inward focus, was resisted by audiences and critics
who were increasingly attuned to topical immediacy, technological fascination, and
social legibility. Its psychological density and meta-operatic concerns stand apart from
the surface accessibility often prized during the period. Lulu, by contrast, while no less
disturbing in its implications, engages more directly with themes of circulation, spectacle,
and commodification, factors that may have rendered its modernity more immediately
intelligible — even as its formal rigor and moral ambiguity continued to provoke unease.
Framing the two works in this way clarifies the stakes of their comparison, revealing
how each negotiates contemporary stylistic pressures while arriving at a shared critique
of artistic autonomy.

Finally, the comparative framework developed here suggests broader avenues for
investigating artist-figures across German-language opera of the 1920s and 1930s.
Works such as Hindemith’s Cardillac (1926), KreneK’s Jonny spielt auf (1927), and
Weill’s collaborations with Brecht similarly foreground creative or quasi-creative figures
entangled in systems that constrain, redirect, or negate their agency. Although these
operas differ markedly in idiom and ideological orientation, they share a concern with
exposing the limits of artistic sovereignty under modern conditions. By emphasizing
dramaturgical reflexivity and narrative predetermination, this study positions Schreker
and Berg not as isolated cases, but as central participants in a wider operatic medita-
tion on creativity, selthood, and the structural limits of artistic authority in the early
twentieth century.
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Summary

THE FRAGILE MODERN ARTIST IN SCHREKER’S CHRISTOPHORUS AND BERG’S LULU

This study investigates the dramaturgical relationship between Franz Schreker’s Chris-
tophorus oder “Die Vision einer Oper” and Alban Berg’s Lulu through the parallel
figures of Anselm and Alwa, composer-characters whose artistic identities become
destabilized by the narrative worlds they inhabit. Situating both operas within the cul-
tural climate of the Weimar period, the study argues that Schreker and Berg engage
with a shared modernist concern surrounding the fragility of artistic authority under
conditions of psychological fragmentation, reflexive narration, and aesthetic over de-
termination. Through a comparative, libretto-centred methodology, the study demon-
strates how both operas transform the composer into a dramatic subject whose cre-
ative aspirations gradually erode through his own imaginative projections. The study
further frames these trajectories through the interconnected concepts of the fragile
modern artist and the degeneration of autonomy, drawing selectively on the writings
of Matei Calinescu and Clement Greenberg to illuminate how modernist self-reflexi-
vity increasingly exposes the instability of artistic sovereignty.

The analyses of Anselm and Alwa reveal that both operas construct reflexive
dramaturgies in which artistic creation assumes an autonomous force that reshapes the
consciousness of the creator himself. In Christophorus, Anselm’s opera within the opera
progressively absorbs the boundaries separating imagination, reality, and authorship,
producing a state in which the composer can no longer distinguish his artistic inven-
tion from his own psychological condition. In Lulu, Alwa’s idealization of Lulu as both
muse and aesthetic object gradually dismantles his capacity for judgment, leaving him
entrapped within the destructive systems of desire and spectacle that structure the op-
era’s world. By placing these figures into dialogue, the study argues that Schreker and
Berg reconceive meta-operatic dramaturgy as a mechanism for exploring the collapse
of agency within modern artistic culture. The argument ultimately positions Christo-
phorus and Lulu within a broader operatic tendency of the 1920s and 1930s in which
composer-figures, performers, and creative subjects become increasingly entangled in
structures that redirect, fragment, and undermine their autonomy.
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ABSTRACT

The study focuses on the transformation of bell sonority in piano music from Franz Liszt
to Claude Debussy. It proceeds from the premise that Liszt does not treat the bell merely
as an illustrative sound-painting device, but rather develops several stable compositional
models of bell sonority. These may be traced through texture, register, intervallic design,
harmonic language, repetition, resonance, and semantic function. On this basis, the study
analyses Liszt’s pieces Sposalizio and Angelus! as representative types of bell-related sound
organisation, and then sets them in relation to Debussy’s works Cloches a travers les feuilles
and La cathédrale engloutie. Rather than seeking to establish a direct line of influence, the
study approaches Debussy’s bell sonority as a possible transformation of compositional
possibilities already developed in Liszt’s piano music. It therefore asks how bell-related
writing may move from thematically and gesturally articulated imitation towards a subtler,
more colouristic, and harmonically open organisation of musical space. In this perspective,
the spiritual, poetic, or symbolic functions associated with bell sonority in Liszt’s works are
considered in relation to Debussy’s concern with space, distance, resonance, and temporal
stasis. The study thus aims to delineate a field of compositional continuities within which
the Romantic imitation of bells can be examined as a potential precursor to a sonorous
principle for shaping piano texture.

Keywords: Franz Liszt, Claude Debussy, piano music, bell sonority, musical texture,
resonance, musical space
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Uvod

Zvon patri v hudobnej kultire 19. storocia k mimoriadne vyznamnym zvukovym
i symbolickym fenoménom. Nie je iba akustickym objektom, ale aj kulttirnym znakom,
ktorého tcinok sa utvara na rozhrani zvuku, priestoru, ritualu a pamti. Jeho pritom-
nost v umeleckej hudbe preto nemozno redukovat na jednoduchti zvukomalebnost.
Zvon v sebe spdja impulz uderu, rezonujice doznievanie, priestorovi projekciu zvuku
a zaroven cely komplex konotdcii: sakralnost, obradovost, spomienku, pohrebnu vaz-
nost, dialku, o¢akavanie i zastavenie ¢asu. V hudobnej $tylizacii tak nevystupuje iba
ako napadny piktorialny prvok, ale ako komplexnd sondrna a sémanticka struktura.!

Prave klavirna hudba predstavuje pre skumanie tohto fenoménu osobitne pod-
netné pole. Klavir sice nedokaze reprodukovat akustické spektrum zvona v jeho fy-
zikalnej plnosti, disponuje vSak dostatkom prostriedkov na jeho umelecku $tylizaciu:
akordickou udernostou aj bohatostou znejtcich téonov, ostinatnou navratnostou, roz-
vrhnutim registrov, pedalovou rezonanciou i schopnostou vytvérat iliziu st¢asného
znenia viacerych vrstiev. V dosledku toho sa zvon v klavirnej hudbe neobjavuje iba
ako ojedineld zvukovd imitdcia, ale aj ako model organizacie faktury, harmonického
priestoru a hudobného ¢asu.?

V tomto kontexte nadobiida mimoriadny vyznam tvorba Franza Liszta. Jeho kla-
virne diela in$pirované zvonmi ukazuju, ze zvon mozno do klavirneho média transpo-
novat rozli¢nymi spésobmi: ako tematicky impulz, ako intervalovo-harmonicku kon-
figuraciu, ako ostinatnu pulzaciu alebo ako vrstvent sonoritu rozloZent v priestore
klaviatary. Lisztova hudba preto nestoji iba na jedinom ,,zvukovom znaku zvona® ale
na viacerych kompozi¢nych modeloch, ktoré si schopné niest nielen akusticka po-
dobnost, ale aj duchovny, symbolicky a poeticky vyznam.?

Debussyho hudba predstavuje v tomto zmysle prirodzeny, hoci nie bezprostredny
komparativny protipol. Aj v jeho klavirnej tvorbe nadobuda zvon vyrazné postavenie,
avSak jeho funkcia a zvukova povaha sa podstatne menia. To, ¢o je u Liszta este ¢asto
tematicky identifikovatelné, gesticky artikulované a spdté s romantickou expresivnos-
tou, sa v Debussyho kompoziciach meni na jemnejsiu, farebnejsiu a menej jednoznac-
ne lokalizovatelnt organizéciu zvukového priestoru. Zvon tu uz nebyva iba predme-
tom imitacie; uplatiiuje sa ako princip formovania zvukového priestoru a ako model
rezonancie, priestorovej perspektivy a ¢asového spomalenia.*

Predmetom tejto $tidie preto nie je hladanie linearneho modelu vplyvu, ale sledo-
vanie premeny kompozi¢nych moznosti. Ide o otazku, ¢i sa lisztovské modely zvonovej
sonority premienaji v Debussyho klavirnej poetike, a ak dno, ¢o sa z nich zachovava,

' CORBIN, Alain: Village Bells: Sound and Meaning in the 19th-Century French Countryside. New
York : Columbia University Press, 1998.

> ROWLAND, David (ed.): The Cambridge Companion to the Piano. Cambridge : Cambridge Uni-
versity Press, 1998.

*  SHAMRAY, Konstantin: The Piano as Kolokola, Glocken and Cloches: Performing and Extending
the European Traditions of Bell-Inspired Piano Music. [Dizerta¢nd praca.] Adelaide : University of
Adelaide, 2020, s. 64-72.

*  HOWAT, Roy: The Art of French Piano Music: Debussy, Ravel, Fauré, Chabrier. New Haven; Lon-
don : Yale University Press, 2009.
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¢o sa oslabuje a ¢o sa radikdlne meni. V tomto zmysle sa ukazuje ako metodologicky
presnejsie hovorit o kontinuitach kompozi¢ného myslenia nez o priamociarej genea-
logickej naslednosti.

Cielom studie je preto ukézat, ze medzi tvorbou Liszta a Debussyho mozno sledo-
vat zretelny posun od romanticky artikulovanej imitacie k subtilnej$ej sondrnej poe-
tike zvuku. Vyskum sa ststreduje na $tyri zakladné otazky: ktoré Lisztove prostried-
ky zvonovej imitacie s prenosné ako vzory pre analyzu Debussyho postupov; ¢o sa
medzi kompozi¢nymi pristupmi oboch skladatelov zachovéva a ¢o sa meni; meni sa
iba zvukova realizacia zvona, alebo aj jeho sémanticka funkcia; a napokon, ¢i mozno
hovorit o kontinuitach kompozi¢ného myslenia aj bez predpokladu priameho vplyvu.

Materialové jadro $tadie tvoria Lisztove skladby Sposalizio a Angelus! a Debussyho
diela Cloches a travers les feuilles a La cathédrale engloutie. Sposalizio predstavuje skorsi
a relativne citatelny model, v ktorom sa zvonova sonorita rodi z motivického a pen-
tatonického jadra a postupne sa rozvija do $irSie koncipovanej faktury. Angelus! zasa
ukazuje neskorsi, koncentrovanejsi a vrstveno-rezonan¢ny typ zvukovosti, v ktorom sa
Lisztov pristup pribliZzuje sondrnej abstrakcii. Na strane Debussyho hudby predstavuje
Cloches a travers les feuilles zvonovost rozptylent do jemného, viacvrstvového a fa-
rebne otvoreného priestoru, zatial ¢o La cathédrale engloutie ponika monumentélnu,
akordicku a sakralne konotovanu podobu tej istej problematiky.

Takto vymedzeny korpus umoznuje sledovat nielen rozdiel medzi dvoma sklada-
telskymi poetikami, ale aj vnutornt diferenciaciu samotnej zvonovej sonority. Zvon
totiZ nevystupuje v analyzovanych dielach ako jednotny a nemenny fenomén. Prave
naopak: raz sa objavuje ako tematicky zarodok, artikulované gesto alebo symbolicky
znak, inokedy ako vrstvena rezonancia, difizne zvukové prostredie alebo architekto-
nicky princip hudobného priestoru.

Sttdia preto skiima nielen to, ako skladatelia ,,imituju zvon, ale predovietkym to,
ako ho pretvaraju na kompozi¢ny princip.

Analytické parametre zvonovej sonority

Pojem ,,zvonova sonorita“ v tejto $tudii neoznacuje iba doslovna imitaciu tderu zvo-
na. Rozumie sa nim $ir$i sibor kompozi¢nych rieseni, ktoré mozu evokovat zvuko-
vu farebnost (vytvorenu alikvotnymi ténmi), uder, rezonanciu, doznievanie, sti¢asné
znenie viacerych zvonov, vzdialenost, sakralny alebo ritudlny priestor a v niektorych
pripadoch aj spomalenie hudobného casu. Takto chapany pojem umoziuje zachytit
nielen explicitné zvonové gesta, ale aj tie situdcie, v ktorych sa ,,zvonovost® nerozpo-
znava podla jedného motivu, ale podla celkového spdsobu organizacie faktiry a zvu-
kového pola.

Takéto Sir$ie vymedzenie je potrebné aj z metodologického hladiska. Ak by sa
pojem zvonovej sonority zuzoval iba na priame napodobnovanie uderu, zostala by
mimo analytického zaujmu velka cast tych kompozi¢nych rieseni, ktoré sice nezneju
ako ,,zvon® v bezprostredne ikonickom zmysle, ale pracuju s jeho rezonanciou, navrat-
nostou, akustickou farebnostou a neukotvenostou alebo s priestorovou vrstvenostou.
Prave tieto zlozky st pritom v klavirnej hudbe ¢asto kompozi¢ne podstatnejsie nez
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samotny impulz uderu.® V dal$ej analyze preto bude pozornost sustredend na faktu-
ru, register, intervalovy obsah, harmonicky jazyk, repeticiu, rezonanciu a sémanticku
funkciu zvonovej sonority.

Prvym analytickym parametrom je faktura. V klavirnej hudbe sa zvonovost ¢asto
artikuluje ako vztah medzi akordickostou a arpeggiovostou, medzi jednotlivymi
udermi a ich doznievanim, ako aj medzi vrstvami s rozdielnou rytmickou hustotou.
Zvonova sonorita mdze byt budovana akordicky, ked skladatel uprednostni vertikal-
nu viactéonovi kompaktnost a idernost, alebo figurativne, ked je zvuk rozvrhnuty do
pohyblivejsich, plynulo vedenych linii. Mimoriadny vyznam ma viacvrstvovd faktura,
ktord umoznuje modelovat zvonenie viacerych zvonov sicasne: vyssie vrstvy mozu
evokovat mensie a jasnejsie znejuce zvony, stredné vrstvy plnsie zvukové jadro a hlbo-
ké polohy velké zvony alebo ich doznievajuci fundament. V Debussyho hudbe je tato
kategoria obzvlast dolezita aj preto, Ze hranica medzi témou a sprievodom sa oslabuje
a samotna faktura sa stava nositelkou hudobného vyznamu.

Druhym parametrom je register. Pri zvonovej sonorite registrové rozvrhnutie ne-
urcuje iba vysku tonov, ale aj ich zvukovia mohutnost, sposob doznievania a priesto-
rovy uc¢inok. Vysoky register moze znamenat jasny, subtilnejsi alebo vzdialenejsi zvuk;
hlboky register zasa zvukovu plnost a ténovi bohatost, monumentalitu a dlhsie do-
znievanie. Register preto nie je sekundarnym koloristickym doplnkom, ale jednym
z hlavnych nositelov sonornej identity zvona. Jeho vyznam sa este zosiliuje vtedy, ked
skladatel vyuziva krajné polohy klaviatury. V takom pripade register nevytvara iba
kontrast vy$ok, ale aj ilziu akustického priestoru, v ktorom jednotlivé zvukové vrstvy
nadobudaju rozdielnu vzdialenost a hustotu.

Tretim parametrom je intervalovy obsah. Zvonova zvukovost byva v klavirnej $ty-
lizacii ¢asto spojena s prazdnymi kvintami a oktavami, so sekundovymi disonanciami,
s repetovanymi intervalovymi jadrami alebo s kratkymi konfiguraciami, ktoré sa vra-
caju ako akusticky rozpoznatelné modely. V Lisztovej hudbe sa opakovane objavuje
aj anhemitonicka pentatonika; ta nefunguje iba ako farebny doplnok, ale ako organi-
zujuce jadro materialu. Pentatonicky Gtvar ma v tomto kontexte osobitné postavenie,
pretoze vytvara jednoduchsi a menej harmonicky uzavrety zvuk, ktory sa so zvonovou
sonoritou prirodzene spdja. V Debussyho hudbe intervalové vztahy Castejsie nevystu-
puju ako samostatne profilované motivické utvary, ale uplatiiuji sa v ramci SirSieho
zvukového kontextu; aj tu vSak zostava dolezité, aké intervalové konfiguracie formuju
hudobny material a ako st rozvrhnuté v priestore klaviatury.

Stvrtym parametrom je harmonicky jazyk. Pri zvonovej sonorite nezohrava rozho-
dujucu ulohu iba funkéna orientacia harmonie, ale aj jej zvukova kvalita: harmonickd
otvorenost, oslabena tonalna ukotvenost, splyvanie stizvukov a pripadne aj intenzita
disonantnych napiti. U Liszta mdze byt zvonova sonorita sprostredkovana pentato-
nickym materidlom, akordickymi utvarmi bez terciového vyplnenia i zmen$enymi
a polozmensenymi harmonickymi Gtvarmi; u Debussyho vstupuji do hry celoténo-
vé Struktdry, paralelizmy a harmonické polia so slabsim smerovanim k funkéne jed-
nozna¢nému zaveru. Harmonia tu neplni iba funkéno-syntaktickd tlohu, ale podiela
sa aj na formovani timbru a rezonancie. V tomto ohlade mozno medzi poetikou Liszta

°  SHAMRAY, Ref. 3, s. 64-72.
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a Debussyho pozorovat ista kontinuitu, ktora sa v$ak prejavuje v rozdielnom kompo-
zi¢nom kontexte.

Piatym parametrom je repeticia a ostinato. Zvon je akusticky objekt, ktorého tci-
nok sa Casto zakladd na névratnosti uderov. Opakovanie tonu, akordu alebo kratkeho
motivického segmentu preto v klavirnej hudbe vytvara dojem zvonenia obzvlast pre-
svedcivo. Ostinato moze modelovat pulz jedného zvona, ale aj asymetrické suznenie
viacerych zvonov s rozli¢nou velkostou a rytmickou periddou. Zaroven je ddlezité
uvedomit si, Ze repeticia pri zvonovej sonorite neznamena iba mechanické opakova-
nie. M6ze nadobudat aj podobu jemne varirovaného navratu, v ktorom sa rovnaky
zvukovy model opakuje s malymi posunmi v registri, dynamike alebo harmonickom
kontexte.

Siestym parametrom je rezonancia a pedal. Klavir nedokdze reprodukovat zvuk
zvona v celej jeho komplexnosti, moze v§ak prostrednictvom doznievania, rezonancie
a splyvania stizvukov vytvarat jeho presved¢ivi sonérnu evokaciu. Prave preto je pri
zvonovej sonorite dolezity nielen samotny zapis, ale aj sposob, akym sa zvuk nechava
dozniet a splyvat. V Debussyho hudbe nadobtida tento parameter obzvlast centralny
vyznam, ale zdvazny je aj u neskorého Liszta, ktorého zvukova predstavivost smerovala
k ¢oraz jemnejSiemu a koncentrovanej$iemu narabaniu s doznievanim.

Napokon treba pripojit aj sémantick funkciu. Zvonova sonorita moze v diele niest
spirituélne, obradové, nostalgické, pohrebné, priestorové alebo kontemplativne kono-
tacie. Nie je vSak metodologicky vhodné chapat zvukovu a vyznamovu rovinu ako
dve oddelené vrstvy. Vyznam zvonovej sonority sa utvara na zaklade jej hudobného
stvarnenia a zaroven ovplyviuje spdsob, akym ju vnimame. Ak skladatel pracuje s hl-
bokym registrom, pomalou pulzaciou a dlh$im doznievanim, zvuk moze niest konota-
cie majestatnosti, sakralneho priestoru alebo pohrebnej zavaznosti; ak je naopak roz-
vrhnuty do jemnych vysokych vrstiev a rozptyleny v priestore, moze evokovat dialku,
spomienku alebo prchavt atmosféru. Prave preto budu nasledujice analyzy sledovat
zvonovost vzdy na prieseéniku faktury, registra, intervalového obsahu, harménie, re-
peticie, rezonancie a vyznamu.

Takto vymedzeny analyticky rdmec nepredstavuje uzavrety subor navzédjom od-
delenych kategorii, ale flexibilny spdsob uchopenia skimaného materialu. Jednotlivé
parametre sa v konkrétnej skladbe navzdjom ovplyviuju a ich vyznam sa meni v za-
vislosti od kontextu. V Sposaliziu bude napriklad klu¢ova schopnost pentatonického
motivu prerast do faktdry; v Angelus! zasa vrstvenie a ostindtna organizacia. V De-
bussyho dielach sa analytické tazisko presunie viac k vrstvenosti faktury, harmonickej
otvorenosti a k tlohe rezonancie pri formovani hudobného priestoru.®

Lisztove kompozicie ako vychodiskovy model

Lisztovu klavirnu tvorbu mozno z hladiska zvonovej sonority vymedzit prostrednic-
tvom troch zakladnych modelov. Prvym je pentatonicko-motivicky model. V iom ne-
vznika zvonova zvukovost iba ako dodatoény efekt, ale z tizkeho motivického jadra,

¢ HEAH, Zi-Ling: Evocations of Nature in Selected Piano Works by Debussy. [Dizerta¢na praca.]
Morgantown : West Virginia University, 2022, s. 31-33.
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ktoré sa stava zakladom $irsej vystavby skladby. Pentatonika tu nemd iba koloristicku
funkciu, ale je aj nositelkou zvukovej identity, z ktorej moze vyrast téma, sprievod
aj neskorsie faktirne rozvinutie. Takato organizdcia materidlu je podstatna preto, Ze
zvonova sonorita tu neposobi ako dodato¢ny prvok, ale je zakotvena v samotnej ma-
terialovej vystavbe kompozicie.

Druhym je intervalovo-harmonicky model. Liszt v dielach in$pirovanych zvonmi
opakovane pracoval s prazdnymi kvintami a oktavami, sekundovymi vztahmi, diso-
nantnymi sizvukmi ¢i zmensenymi akordmi. Tieto postupy nevytvaraja iba harmoéniu
v tradi¢nom zmysle, ale podielaja sa aj na formovani osobitej zvukovosti. Zvonovost
sa tu preto neviaze na jedind tematicku figtru, ale na samotna kvalitu intervalového
a akordického materialu. DolezZité je aj to, Ze takéto harmonické konfiguracie oslabuju
jednozna¢nu funkénd orientaciu a otvaraju priestor pre zvukovo motivované vnima-
nie harménie.

Tretim je vrstveno-ostinatny model. V tomto pripade sa zvonova sonorita utva-
ra prostrednictvom viacvrstvovej faktury, Sirokého registrového rozpitia a ostinatne;j
pulzacie. Takéto rieSenie umoznuje modelovat nielen jednotlivy zvon, ale aj sucasné
znenie viacerych zvonov. Vyssie vrstvy pritom mozu evokovat mensie zvony, zatial ¢o
hlbsie polohy a dlhsie ¢asové hodnoty sa spdjaju so zvukovou predstavou vaésich, po-
mal$ie doznievajtcich zvonov. V neskorsej Lisztovej tvorbe sa tento princip uplatiuje
zretelnej$ie a potvrdzuje vyznam faktdry, registra a repeticie pri formovani zvonovej
sonority.’

Tieto tri modely nemozno chépat ako navzajom oddelené typy. V konkrétnych
skladbach sa casto prelinaju. Pentatonické jadro moze zaroven niest intervalovo cha-
rakteristicka zvukovost; vrstvena faktura moze byt podopreta harmonickym mode-
lom, ktory saim osebe evokuje zvon. Podstatné vs$ak je, ze Liszt uz v ramci klavirne-
ho média rozvinul viacero odlisnych sposobov, akymi sa zvonova sonorita moze stat
kompozi¢nym principom.

Z tychto troch modelov vyplyva dolezity metodologicky zaver. V Lisztovej hudbe
nie je zvon iba predmetom imitdcie, ale aj principom organizacie hudobného materia-
lu. Zvonova sonorita moze vytvarat tému, podielat sa na rozvoji faktiry, motivovat re-
gistrové rozvrhnutie i niest symbolicky vyznam. V tomto zmysle uz nefunguje iba ako
tematicky artikulovana ilustrécia, ale ako jeden z principov kompozi¢nej organizacie.
Prave tato skuto¢nost otvara priestor na komparaciu s Debussyho hudbou, v ktorej
sa zvonovost dalej oddeluje od jednorazovo identifikovatelného gesta a ¢oraz viac sa
viaze na organizdciu priestoru a Casu.

Osobitny vyznam ma pritom aj sémantickd rovina zvonovej sonority. Lisztove
skladby in$pirované zvonmi nemozno chépat ako Cisto sonérne studie. Zvon sa v nich
¢asto spaja s modlitbou, obradovostou, smutkom, pamiatkou alebo kontemplaciou.
Tieto vyznamové konotacie pritom nevystupuji popri hudobnom materiali ako samo-
statna vrstva, ale formuju sa v tizkej vizbe s jeho kompozi¢nym utvdranim. Registrova
hibka, ostindtna nivratnost, napitie medzi impulzom a doznievanim i sklon k sta-
tickejSiemu ¢asu st v Lisztovej hudbe uzko spité s vyznamovym polom duchovnosti
a poetickej introspekcie. Aj preto je prechod k Debussyho hudbe analyticky podnetny,

7 SHAMRAY, Ref. 3, s. 106-107.



70 Martina Kamenska

kedZe umoznuje sledovat, ako sa rovnaka kompozi¢na moznost odputala od ¢asti svoj-
ho romantického symbolického ramca a uplatnila sa v odli$nej poetike zvuku.®

Od romantickej imitacie k francuzskej sondrnej poetike

Prechod od Lisztovej kompozi¢nej re¢i k Debussyho nemozno chapat ako linearne
pokracovanie. Nejde o jednoduchu genealogicku liniu, v ktorej by neskorsi skladatel
iba preberal hotové techniky svojho predchodcu. Presnejsie je hovorit o tom, ze Liszt
v klavirnej hudbe otvoril ur¢ité kompozi¢né moznosti zvonovej sonority a Debussy ich
transformoval v inom harmonickom, faktirovom a estetickom horizonte.’

Vo franctzskom prostredi na prelome 19. a 20. storocia sa zvonova zvukovost ne-
spéjala iba s obrazom konkrétneho zvona ¢i s jeho liturgickym vyznamom, ale ¢oraz
viac aj s farebnostou, vzdialenostou, pamitou, rezonanciou a so spomalenym plynutim
hudobného ¢asu. Tento posun mal viacero pri¢in. Stvisel so zmenou harmonického
jazyka, s oslabenim tondlne-funkéného smerovania, s rastiicim vyznamom farebnosti
ako kompozi¢nej hodnoty i s novym vnimanim hudobného priestoru, v ktorom zvuk
nemusel byt chdpany iba ako nositel tematického vyrazu, ale aj ako prostredie, stav
alebo princip organizacie hudobného casu.”

Debussyho klavirna poetika je v tomto zmysle osobitne relevantna. Jej podstatou
nie je iba ,,impresionisticka farebnost*, ale hlbsia premena vztahu medzi zvukom, ges-
tom a formou. Zatial ¢o v romantickej hudbe sa expresivny a tematicky impulz ¢asto
staval nositefom formového pohybu, v Debussyho hudbe moze formu niest aj samotné
rozprestieranie zvuku, jeho vnutorna pulzdcia, registrové rozvrstvenie a rezonancia.
Zvonova sonorita preto v jeho klavirnych dielach prestava byt iba obrazom, ktory sa
k hudbe pripdja, a stava sa jednym z principov, prostrednictvom ktorych sa hudba
vObec organizuje."

Kym u Liszta mozno casto e$te pomerne presne identifikovat zvonovy impulz ako
motiv alebo kulminac¢né gesto, u Debussyho sa tato sféra rozptyluje do vrstiev a har-
monickych poli. Zvonovost sa tak stava menej lokalne vymedzenou a viac rozptylenou
v zvukovom priestore. Jej pritomnost sa pritom neoslabuje, ale nadobida odli$ny spo-
sob hudobnej artikulacie. Namiesto toho, aby sa ststredovala do jedného tematického
bodu, rozptyluje sa do faktury, registra, jemnych rytmicko-casovych ¢leneni a fareb-
nych stzvukovych poli.

Tento posun nemozno vyjadrit iba terminologickou opoziciou ,romantizmus
- impresionizmus®. Ddlezitejsie je sledovat, ¢o sa meni v samotnom hudobnom ma-
teriali. Debussyho zvonova sonorita sa utvara prostrednictvom subtilneho vrstvenia,
oslabeného tondlneho smerovania, jemnej prace s pedalom a registrovou perspekti-

8 SHAMRAY, Ref. 3, s. 106-107.

°  AUSTIN, William W.: Music in the 20th Century: From Debussy through Stravinsky. New York :
‘W. W. Norton, 1966.

1 DE LEEUW, Ton: Music of the Twentieth Century: A Study of Its Elements and Structure. Amster-
dam : Amsterdam University Press, 2005.

"' DEMUTH, Norman: French Piano Music: A Survey with Notes on Its Performance. London : Mu-
seum Press, 1959.
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vou. Zvon tu ¢asto nevystupuje ako oddeleny objekt, ale ako sposob organizacie hu-
dobného priestoru. Preto je Debussyho hudba logickym pokra¢ovanim skiimania nie
v zmysle dokazovania priameho vplyvu, ale v zmysle premeny jednej sondérnej moz-
nosti do nového kompozi¢ného jazyka.

Z metodologického hladiska je preto nevyhnutné vyhnit sa dvom krajnym in-
terpretaciam. Na jednej strane by bolo redukcionistické hovorit o Debussym iba ako
o pokracovatelovi lisztovskych modelov; na druhej strane by bolo rovnako nepresné
chépat jeho zvonovost ako jav bez relevantného vychodiska. Presnejsie je sledovat, aké
kompozi¢né moznosti Liszt stabilizoval a ako sa tie isté moznosti v Debussyho hudbe
preskupili, zjemnili, harmonicky otvorili a sémanticky presunuli.

Sposalizio: od motivu k zvukovému polu

Sposalizio plni v ramci tejto $tudie funkciu referen¢ného modelu. Mimoriadne zre-
telne totiz ukazuje situdciu, v ktorej sa zvonova sonorita rodi z tzkeho motivického
jadra a postupne prerasta do $irSej faktiry. Programova suvislost skladby s Raffaelo-
vym obrazom je dobre zndma; pre tato analyzu je vSak rozhodujuce nie ikonografické
pozadie, ale sposob, akym Liszt spractiva material v samotnej hudbe.'

Notova ukazka ¢. 1: Liszt — Sposalizio (hlavna téma)
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V tvodnej faze skladby je najvyraznej$im znakom anhemitonickd pentatonika.
Téato pentatonicka linia nefunguje iba ako téma v tradi¢nom zmysle, ale ako zvuko-
vé jadro, z ktorého sa odvodzuje dal$i materidl. Jej registrové vedenie a intervalova

skladba vytvaraju zvonovy tcinok este skor, nez sa rozvinie $irsia fakturna a dyna-
micka vystavba. Zvon je tu pritomny ako zarodok zvuku, nie ako hotovy obraz. Tento

2. CALELLA, Michele: Raphael, the Virgin Mary, and Holy Matrimony: Recontextualizing Franz
Liszt’s Sposalizio. In: Studia Musicologica, ro¢. 59, 2018, ¢. 1, s. 3-19.
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moment je analyticky dolezity, pretoze ukazuje, Ze zvonovost sa moze formovat uz na
urovni pociato¢ného materialového jadra.

Podstatné je, ze Liszt tento materidl nenechdva zotrvat na urovni lokalnej figary.
Pentatonické jadro sa vracia v rozliénych podobach, vstupuje do sprievodnych vrstiev
a postupne sa roz$iruje do mohutnejsich zvukovych blokov. Tym sa meni aj kompozic-
né postavenie zvonovej sonority: z individualneho zvukového impulzu sa stdva princip
rastu celej sonority. V istom bode sa zvonova sonorita neobmedzuje iba na motiv, ale
stava sa sucastou celej faktary skladby.

Z hladiska faktury je dolezity prechod od linearnejsie koncipovaného uvodu ku
kulmina¢nym pasazam, v ktorych sa zvuk zahustuje, oktdvovo speviiuje a akordicky
mohutnie. Tato graddcia nepredstavuje iba romantické dynamické napitie, ale zaroven
vytvara dojem simultanneho zvonenia, v ktorom sa jednotlivé udery zlievaji do kom-
paktnej sondrnej masy. Zlievanie je dolezité aj preto, Ze signalizuje prechod od cistej
tematickosti k zvukovému polu, kedZe zvonova sonorita sa tu neviaZe iba na samotny
impulz tderu, ale aj na jeho dalsie doznievanie.

Pentatonika tu zohrava osobitt tlohu. V Lisztovej poetike nep6sobi iba ako archai-
zujuci alebo zvukovo otvoreny prvok, ale ako $truktirne nosny materidl, ktory pod-
poruje dojem otvorenosti a zvukovej neukotvenosti bez toho, aby sa skladba vzdala
formovej kohézie. Tym sa Sposalizio odlisuje od jednoduchsej zvukomalby: zvonova
kvalita nie je pridana k hotovej hudobnej strukture, ale je priamo zdrojom jej rastu.

Notova ukazka ¢. 2: Liszt — Sposalizio (kulminac¢ny usek)
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Z hladiska registra je dolezité, Ze zvonovost sa neviaze iba na jednu polohu klavia-
tary. Uvodny materiél sice moze pdsobit jemnejsie a menej monumentalne, v kulmi-
nac¢nych bodoch sa vsak register rozsiruje a zvuk nadobtida vic¢siu vahu. Tym sa menti
aj sémanticky u¢inok: od meditativneho, takmer intimneho zaciatku sa skladba post-
va k zvukovej monumentalizacii. Aj v tomto ohlade mozno hovorit o dvojitej povahe
lisztovskej zvonovosti — na jednej strane je schopna jemnej, takmer komornej artiku-
lacie, na druhej strane sa mdze zmenit na mohutnd, priestorovo rozvinuta sonoritu.
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Prave tento pohyb medzi intimitou a monumentalitou je pre Sposalizio prizna¢ny.
Zvon tu nevystupuje ani ako ¢isto liturgicky znak, ani ako neutralna zvukova figura.
Je sucastou takého formovania hudobného ¢asu, v ktorom sa dojem ¢asového spoma-
lenia spdja s postupnou gradaciou zvuku. Repetitivnost a pentatonicka jednoduchost
vytvaraju dojem stalosti, kym dynamicky a registrovy rast prind$a formovy pohyb.
Zvonova sonorita je preto v tejto skladbe zaroven staticka aj vyvinova.

Takéto chapanie Sposalizia je pre komparaciu s Debussyho hudbou kltu¢ové. Skladba
ukazuje, ze zvonovost mdze byt nielen tematicky identifikovatelna, ale aj kompozi¢ne
nosnd. Pentatonika tu nie je dekorativna, ale formotvorna; gradacia neznamena iba
zosilnenie, ale aj premenu zvuku z jednotlivého gesta na simultdnnu sonoritu. To, ¢o je
tu eSte tematicky a gesticky zrozumitelné, sa v Debussyho hudbe stalo rozptylenej$im
a menej uderovo artikulovanym, av$ak princip vzniku sonority z drobného zvukového
jadra ostal podstatny.

Angelus!: vrstvenie, ostinato a duchovna koncentracia

Kym Sposalizio ukazuje Lisztovu zvonovost v modeli vyrastajicom z pentatonického
a motivického jadra, Angelus! predstavuje inti polohu toho istého problému. Zvon tu
nevystupuje primarne ako zarodok tematického vyvoja, ale ako koncentrovana, vrs-
tvena a duchovne nasytena sonorita. Prave touto skladbou sa Liszt priblizil k typu kla-
virneho myslenia, v ktorom sa faktdra, register a rezonancia stali nositelmi vyznamu
rovnako silno ako tematicky material.

Notova ukazka ¢. 3: Liszt — Angelus! (vodny asek)
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Uz samotny ndzov Angelus! Priére aux anges gardiens nasmeruva posluchaca k rovine
modlitby, kontemplacie a sakralneho stiSenia. Zvonova sonorita bola preto od zaciatku
formovana duchovnym vyznamovym rdmcom, ¢o véak neznamena, ze by vyznam bol
hudbe jednoducho ,,preduréeny® Naopak, prave hudobny materidl tento ramec vytvoril.
Vrstvenie zvuku, ostindtna pulzacia, registrové odstupniovanie a dlhé doznievanie spolu-
vytvaraju stav pokojnej, a zaroven vnutorne koncentrovanej modlitbovosti.
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Analyticky je na skladbe najvyraznejsia jej viacvrstvovost. Vyssie polohy mozu
evokovat mensie, jasnejsie a jemnejSie zvoniace zvony, stredna vrstva plnsi tonovy
stred a hlboké registre pomalsie, taz$ie a rezonanc¢ne nosnejsie zvony. Nejde vsak iba
o ilustraciu ,zvonohry“. DolezZité je, ze jednotlivé vrstvy maju odlisné rytmické a so-
nérne funkcie: niektoré nesu vacsiu pohyblivost, iné vytvaraja stabilnejsi zvukovy za-
klad. Zvonova sonorita tu preto vznika z kombinacie vrstiev, ktoré sa li$ia rytmickou
aktivitou, registrovou polohou a spésobom doznievania.

Osobitnu ulohu zohréava ostinato. Jeho vyznam nespociva iba v navratnosti, ale aj
v psychologickom a sémantickom tcinku. Ostinatna navratnost ma v Angelus! blizko
k modlitbovej repeticii. Opakovanie sa tu nespaja s mechanickostou, ale s koncentra-
ciou, s rytmizovanim duchovného ¢asu. Zvonova sonorita tak plni nielen zvukovuy,
ale aj vyznamotvornu funkciu: spoluuréuje organizaciu hudobného ¢asu, navratnost
hudobného materialu a kontemplativny charakter hudobného priebehu.

Z harmonického hladiska skladba nevyuziva otvorenost tym istym spdsobom ako
u Debussyho, predsa vSak vykazuje isty odstup od prisneho tonalne-funk¢éného sme-
rovania. Z hladiska zvonovosti je délezité, ze harmonia tu nevystupuje iba ako sled
smerujucich bodov, ale aj ako priestor, v ktorom jednotlivé vrstvy rezonuju a navzajom
sa farebne diferencuju. Pedalova praca a doznievanie pritom zohravaju mimoriadne
vyznamnu ulohu. Tazisko skladby nespociva v artikuldcii jednotlivych uderov, ale
v modelovani ich doznievania.

Z hladiska sémantiky je Angelus! pre tuto stadiu dolezity aj preto, Ze ukazuje, ako
uzko moze byt v Lisztovej hudbe zvonova sonorita spéta so spiritudlnou funkciou.
Zvon tu nie je iba akusticky znak, je médiom modlitby, znamenim transcendencie
a zéroven prostriedkom vnutornej koncentracie. Tato vizba medzi zvukom a spiritual-
nym vyznamom je pre komparaciu s Debussyho hudbou osobitne dolezitd, pretoze
ukazuje, Ze sa v nej sice zachovavaji rovnaké kompozi¢né moznosti, ale ich vyznamo-
vé pole sa meni.

Ak Sposalizio poskytuje model rastu od motivu k zvukovému polu, Angelus! po-
nika model, v ktorom je zvonova sonorita od zaciatku organizovana ako vrstveny
priestor. V tomto zmysle predstavuje ddlezity komparativny medzistupenn k Debussy-
ho postupom. Nie preto, ze by Debussy takuato fakturu od Liszta priamo preberal, ale
preto, ze tu uz zvonovost nefunguje primarne ako gesticky C¢itatelny vyrazovy prvok,
ale ako konstitutivna kvalita zvukového priestoru.

Debussy: Cloches a travers les feuilles

V skladbe Cloches a travers les feuilles sa zvonovost objavuje v podstatne odli$nej podo-
be. Uz samotny titul naznacuje, ze predmetom hudobnej evokicie nie je zvon chapany
ako samostatny zvukovy objekt, ale zvuk vnimany prostrednictvom priestoru, v ktorom
sa §iri. Ide teda o zvonenie sprostredkované vzdialenostou, priestorovym prostredim
a sluchovou perspektivou. Tato okolnost je analyticky délezita: Debussy nestaval do
centra konkrétny zvon, ale samotny sposob zvukového vnimania priestoru."

13 HEAH, Ref. 6, s. 32-33.
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Heah spojil skladbu s Laloyovym rozpravanim o dojme dedinského zvonenia,
ktoré sa nieslo lesom na Sviatok vsetkych svitych."* Bez ohladu na to, do akej miery
mozno tuto suvislost chapat ako programovy podnet, dobre vystihuje sonornu logiku
diela. Zvonovost tu nefunguje ako jednoznaé¢ne artikulované uderové gesto, ale ako
zvukovost rozptylend vo fakture, v ktorej zvuk nadobuda skor povahu prostredia nez
samostatného objektu.

Notova ukazka ¢. 4: Debussy — Cloches a travers les feuilles (istredny motiv)
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Uz v Gvodnych taktoch je zrejmé, ze Debussy tu postupoval inak nez Liszt v Sposali-
ziu. Zvukovost ivodu je vystavand z rychlo sa pohybujucich celoténovych konfiguracii,
ktoré sa objavuju vo viacerych registroch a vytvaraju dojem pohybu bez vyraznejsieho
smerovania. Pohyb sa tu odohrava vo vnutri faktiry a nesmeruje k vyrazne pocitované-
mu kaden¢nému ciefu. Harmonicka statickost tu preto neznamend prazdnotu, ale oso-
bity spdsob hudobného trvania. Dojem spomaleného plynutia ¢asu pritom nevznika
zastavenim hudobného diania, ale rozprestretim zvuku a oslabenim smerovania k jed-
nozna¢nému cielu. Z hladiska faktary je rozhodujica viacvrstvovost. V Cloches a tra-
vers les feuilles ma trojosnovovy zapis dolezitt analyticku aj vyznamotvornu funkeiu.
Ulah¢uje vnimanie vrstvenych zvukov a zaroven naznacuje, Ze jednotlivé hlasy nemoz-
no chépat jednoducho ako mel6diu a sprievod. Prave v tejto skladbe je tato okolnost ob-
zvlast dolezita: zvonova sonorita sa rozkladd medzi viacero vrstiev a nemozno ju viazat
najedind z nich."”” Prave tu sa Debussyho riesenie ukazuje ako analyticky osobitné. Kym
v Lisztovych rieSeniach bolo este pomerne fahké urcit, v ktorom mieste sa zvonovy im-
pulz objavil a akym spdsobom prerastol do $irSicho zvukového kontextu, v Debussyho
hudbe sa jeho pritomnost stala menej jednoznacne lokalizovatelnou. Zvonova kvalita sa
nesustreduje do jedného tematického miesta, ale je rozlozena v celej fakture. Niektoré
linie maju blizsie k zvonovej artikuldcii, iné k rezonujucemu podkladu a dalsie vytvéra-
ju farebnu zvukovu vrstvu, v ktorej sa jednotlivé tony ¢iastoéne zlievaji a navzajom sa
farebne modifikuji. Vyznamné je aj registrové usporiadanie. Vyssie polohy nepdsobia
iba ako jasnejsie zvuky ,,mensich zvonov ale aj ako vzdialené dozvuky. Stredny register
vytvara kompaktnejsiu vrstvu faktury a hlbsie tony ¢iasto¢ne nesu funkciu tlmene rezo-

4 HEAH, Ref. 6, s. 32-33.
15> HEAH, Ref. 6, s. 31-33.
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nujuicej zakladne. Debussy pritom nebudoval hierarchiu registrov tak jednozna¢ne ako
Liszt. Register tu viac nez velkost zvona artikuluje zvukovt perspektivu. Hudba tak ne-
posobi, akoby vychadzala z jedného pevne lokalizovaného zdroja, ale skor z viacerych
priestorovo rozlozenych zvukovych vrstiev, ktoré sa navzajom prekryvaja.

Osobitne dolezita je otazka pentatoniky. V niektorych pasazach skladby sa obja-
vuju pentatonicky organizované utvary, ktoré mozno chépat ako transformaciu za-
padoeurodpskej zvonovej harmonie, nejde vsak o stabilné jadro typu Sposalizio. Pen-
tatonické pole je v Debussyho hudbe premenlivé, splyva s celotonovou farebnostou
a neplni funkciu jedného pevného motivického jadra. Zatial ¢o Liszt z pentatoniky
¢asto generoval $trukturu, Debussy ju pouzival skor ako pohybliva sucast vicsieho
sonoérneho prostredia.'®

Toto rozptylenie mé zasadny dosledok aj pre formové vnimanie skladby. Zvuko-
vé udalosti sice nasleduju jedna po druhej, nevytvaraja v$ak jednoznacne smerovany
dramaticky vyvin. Debussy dosahoval formovy uc¢inok skor premenami hustoty hu-
dobného materidlu, registrovej perspektivy, farebnosti a rezonancie nez tradi¢nym
tematicko-motivickym vyvinom. Zvonova sonorita sa tak podiela na samotnej logike
formy, pricom forma nestoji mimo sonority, ale vznika prostrednictvom nej. K tejto
premenlivosti sa pridava aj jemnd praca s mikrodynamikou a pedalom. Interpretacné
oznacenia typu presque rien alebo trés égal - comme une buée irisée smerujui k tomu, aby
zvuk nestratil jemnost a farebnt premenlivost. Zvonovost tu nevznika iba z materidlu
samotného, ale aj zo spdsobu, akym sa tony nechavaji rezonovat, doznievat a vzajomne
sa prekryvat. Prave v tomto bode sa Debussy najvyraznejsie vzdialil od lisztovského
gesta zvonenia ako tematicky artikulovanej udalosti. Zvonovost sa tu neuplatiiuje ako
samostatne artikulovany objekt, ale ako stcast organizacie zvukového priestoru, s ¢im
stvisi aj sémanticka premena. Kym Liszt zvon casto spajal s modlitbou, spomienkou
alebo vyraznejsie ¢itatelnym symbolickym vyznamom, v Cloches a travers les feuilles sa
vyznam zvonovosti presuva do roviny dialky, priestoru, akustickej pamiti a spdsobu
zvukového vnimania. Nejde teda o zvuk bez vyznamovej funkcie; vyznam zvonovosti
sa tu neviaze na explicitne formulovany symbolicky odkaz, ale skor na utvaranie zvu-
kového priestoru. Zvon preto nevystupuje ako samostatny objekt hudobnej evokacie,
ale ako sucast celkovej sondrnej organizacie skladby. V porovnani so Sposaliziom je tu
zmena viacnasobna. Oslabuje sa tematickd identifikovatelnost zvona, harmonicky jazyk
sa otvara, faktdra sa diferencuje a sémanticka funkcia sa presuva k dialke, priestoru
a akustickej pamati. Debussy tak nevylucil zvonovy topos; premenil ho na organizaciu
hudobného priestoru. V tomto zmysle je Cloches a travers les feuilles paradigmatickym
prikladom prechodu od ,,zvona ako figiry“ k ,,zvonu ako sondrnemu prostrediu®

Debussy: La cathédrale engloutie

V kontraste s rozptylenou, jemnou a dialkovo filtrovanou podobou zvonovosti v De-
bussyho skladbe Cloches a travers les feuilles predstavuje La cathédrale engloutie jej
monumentélnejsiu a architektonickej$ie formovant polohu, spojent so sakralnym

16 HEAH, Ref. 6, s. 32-33.
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priestorom. Zvonovost tu nie je rozptylena v lesnej atmosfére, ale podiela sa na vytva-
rani obrazu masivneho, pomaly sa vynarajuceho zvukového objektu.

Notova ukazka ¢. 5: Debussy - La cathédrale engloutie (Gvodny usek)

Profondément calme dans une brume doucement sonore
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Pre analyzu tejto skladby je klucovy vztah medzi hlbokym registrom, akordickymi
blokmi a rezonanciou. Nizke tony nenest iba basovu oporu, ale vytvaraju akusticky
fundament, nad ktorym sa rozvija vertikalne organizovana zvukova masa. Shamray
upozoriuje na miesto, kde ,,rézne paralelné harmonie visia nad tdernym nizkym C*"
Tato charakteristika je vystiznd, pretoze vystihuje zdkladny sonérny mechanizmus
skladby: hlboky fundament a nad nim vrstvené harmonické atvary, ktorych funkciou
nie je primarne vytvarat smerovanie, ale zvukovy objem a rezonanciu.'®

V tejto stvislosti sa meni aj povaha faktury. Zatial ¢o v Sposaliziu vyrasta zvukova
masa z motivického jadra a jeho postupnej expanzie, v La cathédrale engloutie ma uz
od zaciatku vacsiu vahu blokova, akordicka vystavba. Zvonovost tu preto nie je mode-
lovana ako sled uderov, ale ako architektonicky artikulovany zvukovy priestor. Menej
ide o napodobnenie mechaniky zvonenia a viac o ozvucenie monumentu.

Osobitny vyznam ma pri tejto skladbe ¢as. Debussy nevytvoril dojem monumen-
talizacie iba prostrednictvom nizkeho registra a plnych akordov, ale aj prostrednic-
tvom spomaleného hudobného dychu. Akordické ttvary zostavaju v priestore dlhsie
pritomné, ich rezonancia sa prekryva a as akoby stracal beznu linearnu plynulost.
Hudobné dianie tu nepdsobi ako sled jednotlivych udalosti, ale ako postupne sa vyna-
rajuci zvukovy objekt. Zvonovost sa tu preto nespdja len s iderom, ale aj s procesom
objavovania sa a zanikania.

7 SHAMRAY, Ref. 3, s. 84-86.
'8 SHAMRAY, Ref. 3, s. 84-86.
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Doélezitt ulohu zohrava aj harmonicky jazyk. Paralelné akordické postupy, pedélo-
vé tony a zamerné ponechavanie zlievajucich sa rezonancii oslabuju tonalne-funkéné
smerovanie. Harmonia sa sprava ako hmota, ktora sa rozprestiera v priestore, nie ako
sled harmonickych funkcii smerujici k jednoznaénému tonalnemu cielu. Cas skladby
sa tak spomaluje nielen tempom, ale aj tym, Ze harmonické udalosti zostavaju dlhsie
»visiet“ v priestore. Podobne ako v Cloches a travers les feuilles aj tu ide o osobity typ
statickosti, ktory v§ak uz nemd podobu jemne vrstvenej a farebne premenlivej zvuko-
vosti, ale skor monumentalnej, akordicky zahustenej sonority.

Register ma v tejto skladbe osobitny vyznam. Hlboké polohy evokuju mohutnost,
hibku a zvukovi plnost. Na rozdiel od jemne odstupiiovaného registrového usporia-
dania v Cloches a travers les feuilles, tu ide o monumentalne vyuzitie registra. Zvuk
nepdsobi ako vzdialeny odraz, ale ako masivny, pomaly sa vyndrajuci celok. Zvonova
sonorita sa tak spaja so sakralnym priestorom nie prostrednictvom explicitnej ilustra-
cie, ale prostrednictvom architektonicky organizovaného zvuku.

Aj sémantickd rovina je odli$na. V Cloches a travers les feuilles bola zvonovost spo-
jenad najmi s dialkou, lesom a tlmenou akustickou atmosférou. V La cathédrale englou-
tie sa naproti tomu viaZze na monumentalitu, obradovost a archaizujuci priestor. Obe
skladby vyuzivaji rezonanciu a otvorenej$i harmonicky jazyk, avSak smeruju k odlis-
nému typu vyznamu. Jedna vytvara priestorové rozptylenie zvuku, druha jeho verti-
kalne a architektonicky organizované zhustenie.

Oproti Lisztovej hudbe je tu zvukova hmota menej zalozena na artikuldcii jednot-
livych tderov a viac na architektonickom modelovani sonority. Zatial ¢o Liszt ¢asto
eSte nechaval pocut gesticky impulz zvonenia, Debussy v tejto skladbe transformo-
val zvonovu sonoritu na monumentalny zvukovy objekt, v ktorom zvon uz nie je iba
znakom alebo imitovanym predmetom, ale principom vystavby hudobného priestoru.
Prave tym sa ukazuje druhd podoba Debussyho zvonovosti: nie rozptylena a farebne
premenlivd, ale masivna, sakralna a rozvijana v spomalenom ¢asovom plynuti.

Komparativna syntéza: kontinuity a premeny

Komparacia Lisztovho a Debussyho pristupu ukazuje najprv to, ¢co medzi oboma skla-
datelmi pretrvavalo. V oboch poetikdch je zvonova sonorita spita s registrom, vrstve-
nim, opakovanim a rezonanciou. Ani u jedného z autorov neslo o ¢isto melodicky jav.
Zvonovost vznikla zo sthry vertikdlneho a horizontalneho usporiadania, z pomeru
medzi vysokymi a hlbokymi vrstvami a zo spdsobu, akym sa zvuk nechava dozniet.
V tomto ohlade moZno hovorit o urcitej kontinuite kompozi¢nych rieSeni. Pretrva-
valo aj to, ze zvon v oboch poetikach presiahol ramec jednoduchého zvukomaleb-
ného efektu. V Lisztovej hudbe bol castejsie tematicky a gesticky artikulovany, kym
v Debussyho hudbe nadobudal rozptylenejsiu a menej jednoznacne lokalizovatelnu
podobu. V oboch pripadoch vsak islo o hudobny jav, ktory zasadne ovplyviioval or-
ganizaciu faktary, harmonického priestoru a hudobného ¢asu. Zvonova sonorita teda
nebola doplnkovou zlozkou kompozicie, ale jednym z principov jej vystavby.
Rovnako zretelné je vsak aj to, co sa zmenilo. V Lisztovej hudbe zostal zvon castej-
$ie viazany na tematicky rozpoznatelné a gesticky zvyraznené podoby. Aj tam, kde sa
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jeho hudba priblizila zvukovému polu, si ¢asto zachovala stopu poévodného impulzu.
Debussy tu istd sféru presunul k difiznej$iemu modelu. Zvon tu nie je menej pritom-
ny, ale je pritomny odlisnym sposobom: menej ako gesto, viac ako kvalita priesto-
ru. V Cloches a travers les feuilles to znamend zvukovost rozptylenu vo faktire, v La
cathédrale engloutie zasa architektonicky organizovant zvukovi masu.

Podstatna zmena nastala aj v harmonickom jazyku. Liszt vyuzil pentatonické a in-
tervalovo charakteristické gesta na $tylizaciu zvonovosti; Debussy pracoval vo vacsej
miere s harmonicky otvorenymi farebnymi polami, s paralelizmami a s oslabenym
tonalnym smerovanim. Posun teda neviedol od ,,jednoduchsej“ k ,,zlozitejSej* harmo-
nii, ale od charakteristického zvonového gesta k zvukovému priestoru, v ktorom bola
zvonovost rozptylena. Kym u Liszta harmoénia casto sluzila ako médium tematicke;
alebo gestickej artikuldcie, u Debussyho sa stala zvukovym prostredim, v ktorom sa
gesticka zretelnost oslabila.

Rovnako ddlezita je premena sémantickej funkcie. Liszt zvon (astejsie viazal na
modlitbu, spomienku, smutok, obrad ¢i symbolicko-poetické vyznamové zvyrazne-
nie. Debussy vyznam vo vd¢$ej miere presunul do roviny priestoru, rezonancie a kon-
templativineho hudobného ¢asu. Zvon teda nezbavil vyznamu; jeho vyznam sa zmenil
z narativnejsieho a symbolickejsieho na zvukovo-priestorovy a stavovy. Tato premena
je obzvlast zretelna pri porovnani Angelus! a Cloches a travers les feuilles: v prvom pri-
pade je zvon uzko spity s modlitbovou koncentraciou, v druhom s akustickou dialkou
a priestorovym spdsobom zvukového vnimania.

Dal{ dolezity rozdiel sa tyka vztahu medzi motivom a fakttrou. V Lisztovej hudbe
mozno zvicsa sledovat cestu od motivického jadra k rozvinutej sonorite. Aj ked vysled-
kom moze byt mohutny zvukovy priestor, povodny impulz byva stale ¢itatelny. V De-
bussyho hudbe je tento vztah obrateny alebo aspon podstatne oslabeny: faktdra ¢asto
predchadza jasne identifikovatelnému motivu a zvonovost sa rodi zo samotného spdso-
bu vrstvenia, farebnosti a rezonancie. Debussy tak posunul zvonovost od modelu vyras-
tajiceho z motivického jadra k modelu zalozenému na utvarani zvukového prostredia.

Podobne sa zmenil aj vztah medzi repeticiou a ¢asom. Lisztova repeticia bola ¢asto
spojend s pulzaciou, navratnostou a so sustredenim na gesticky alebo modlitbovy
vyznam. Debussy repeticiu Castejsie rozptylil do jemnych obmien, do vnutornej pul-
zacie a do dojmu spomaleného ¢asu. Rovnaky kompozi¢ny prostriedok tak zmenil
svoj u¢inok: namiesto zretelne artikulovaného navratu vytvoril plynutie a priestorové
rozprestretie zvuku. Z tychto pozorovani vyplyva aj metodologicky dosledok. Medzi
Lisztovou a Debussyho hudbou mozno hovorit o kontinuite kompozi¢nych moznosti,
nie v8ak o jednoduchej identite kompozi¢nych rieSeni. Debussy neprebral lisztovské
modely ako hotové vzory. Skor ich transformoval v odlisnom estetickom kontexte,
v ktorom sa farebnost zvuku, priestor, rezonancia a organizacia hudobného ¢asu uplat-
nili ako samostatné kompozi¢né hodnoty.

Zaver

Analyza ukazala, ze Lisztovu klavirnu hudbu v oblasti zvonovej sonority mozno cha-
pat ako pole viacerych kompozi¢nych modelov, nie ako subor izolovanych ilustrativ-
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nych efektov. Pentatonicko-motivicky model, intervalovo-harmonicky model a vrs-
tveno-ostinatny model predstavuju tri zdkladné sposoby, ktorymi Liszt transformoval
kultirne aj akusticky silne nabity fenomén zvona do klavirneho média. Uz v tomto
ramci pritom zvon presiahol hranice lokdlneho efektu a stal sa $trukturalne a¢innym
prvkom faktury, harmonie a hudobného casu.

Analyza Sposalizia ukazala, Ze zvonova sonorita moze v Lisztovej hudbe vyrastat
z uzkeho motivického a pentatonického jadra, ktoré nasledne generuje $irsiu fakturu
i formovy pohyb. Analyza Angelus! zasa potvrdila, ze Liszt dokazal pracovat aj s kon-
centrovanej$im, vrstveno-rezonanénym modelom, v ktorom sa zvonovost stala orga-
nizujicim principom zvukového priestoru a nositelkou duchovného vyznamu. Obe
skladby tak ukazali, ze lisztovskd zvonovost nie je jednotna, ale vnutorne diferenco-
vand.

V Debussyho hudbe sa tieto moznosti neobjavili ako doslovne prevzaty vzor, ale
ako transformacia do odli$ného sonorneho kontextu. Cloches d travers les feuilles uka-
zuje, ze zvonovost sa mdze premenit na rozptylené faktirne prostredie zaloZené na
farebnosti, viacvrstvovosti, dialke a rezonancii. La cathédrale engloutie zasa ukazuje
druhy pdl tej istej tendencie: zvonovost ako architektonicky formovand, monumen-
talnu a sakrélne konotovanu zvukovi hmotu. V oboch pripadoch sa zvon oddeluje od
jednorazového uderového gesta a vstupuje do oblasti priestorovej organizacie zvuku.

Najpresnejsou muzikologickou formulaciou zaveru preto nie je veta, Ze Liszt
,»ovplyvnil“ Debussyho v priamociarom zmysle. Primeranejsie je konstatovat, Ze me-
dzi oboma skladatelmi existovali kontinuity kompozi¢nych moznosti. Liszt v klavirne;
hudbe stabilizoval viacero modelov zvonovej sonority, ktoré uz unho smerovali k so-
nérnemu mysleniu; Debussy ich transformoval do harmonicky otvorenejsej, fakturne
jemnejsej a ¢asovo statickejsej poetiky zvuku. ISlo teda o posun od tematizovanej imi-
tacie k subtilnejsej organizacii hudobného priestoru.

V sirSom muzikologickom zmysle tak mozno hovorit o prechode od romantickej
reprezentacie zvona k modernej$iemu chapaniu zvuku ako priestoru a trvania. Liszt
pri tomto prechode nefiguruje iba ako autor jednotlivych diel in§pirovanych zvonmi,
ale ako skladatel, ktory v klavirnom médiu formuloval viacero moznosti, ako uva-
zovat o zvuku mimo ¢isto tematickej logiky. Debussy potom tieto moznosti posunul
do iného estetického horizontu, v ktorom sa zvon neuplatiiuje uz predovsetkym ako
samostatny objekt evokacie, ale ako sposob utvarania zvukového priestoru.

Prave v tomto zmysle mozno Debussyho vnimat nie ako jednoduchého pokraco-
vatela, ale ako skladatela, ktory lisztovské moznosti pretavil do novej sonérnej poe-
tiky klavira. Zvonova sonorita sa medzi oboma autormi nemenila iba kvantitativne,
teda mierou zretelnosti ¢i zvukovej nasytenosti, ale kvalitativne: menila sa jej vdzba na
tému, faktaru, harmoniu, priestor i vyznam. A prave tuto kvalitativnu premenu sme sa
snazili predstavit ako hlavny vysledok predlozenej stadie.

Sttdia vznikla v rdmci grantového projektu VEGA ¢&. 2/0127/24 ,Identita a pamit v hudbe 20. storo-
&ia: metamorfozy a interakcie® (2024 - 2027), rieSeného v Ustave hudobnej vedy SAV, v. v. i.
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Summary

L1SZTIAN MODELS OF BELL SONORITY AND THEIR TRANSFORMATION IN DEBUSSY’S
P1aNo Music

This study examines the transformation of bell sonority through a comparison of selected piano works
by Franz Liszt and Claude Debussy. Its point of departure is the assumption that Liszt developed
several relatively stable compositional models of bell-related sound organisation, which can serve
as a basis for analysing analogous procedures in Debussy’s music. The paper therefore focuses not
on the question of direct influence, but on the continuity and transformation of compositional
possibilities between the two composers.

The analytical framework is based on the categories of texture, register, intervallic design,
harmonic language, repetition, resonance, and semantic function. Within this framework, the
study analyses Liszt’s compositions Sposalizio and Angelus! as two distinct yet related models of bell
writing. Sposalizio represents a type in which bell sonority grows out of a motivic and pentatonic
nucleus and gradually expands into a broader sonic field. Angelus! presents a more concentrated
and layered type of bell sonority, organised through ostinato, registral stratification, resonance, and
spiritual concentration.

These Lisztian models are subsequently set in relation to Debussy’s pieces Cloches a travers les
feuilles and La cathédrale engloutie. The analysis shows that Debussy does not adopt Liszt’s procedures
literally. Instead, he transforms them into a different poetics of sound. In Cloches a travers les feuilles,
bell sonority becomes diffused into a finely layered, colouristic, and spatially open texture in which the
bell is perceived less as a distinct gesture than as an acoustic environment. In La cathédrale engloutie,
by contrast, bell sonority takes on a monumental, chordal, and architectonic form connected with
resonance, low register, and the evocation of sacred space.

The study concludes that the relationship between Liszt and Debussy is best understood not as
a linear model of influence, but as a continuity of compositional possibilities. While Liszt stabilises
several models of bell sonority within a Romantic horizon still closely linked to thematic articulation
and symbolic meaning, Debussy transforms these models into a more colouristic, harmonically open,
and temporally static organisation of musical space. The principal result of the study is therefore the
identification of a qualitative shift from thematised imitation to a subtler sonorous poetics of piano
sound.
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STREDOVEKE FRAGMENTY
S KVADRATICKOU NOTACIOU V KREMNICI
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ABSTRACT

Twenty-two fragments with square notation are preserved in three memory institutions
in Kremnica: The Kremnica Archives Branch of the State Archives in Banskd Bystrica, the
Archives of the Mint, and the Library of the Evangelical Church of the Augsburg Confession
in Kremnica. The first part of this article describes the period during which square notation
was established in Western Europe and its subsequent spread. In Central Europe, this
notation type is associated with mendicant orders as well as with the Carthusians. The
Kremnica collection includes five individual fragments and seven groups consisting of two
to four fragments each. Based on the liturgy used, most of the fragments originate from
Franciscan manuscripts; however, there is also one group of Carmelite provenance, and one
fragment can be attributed to the Augustinian Hermits, as it contains a hitherto unknown
office of Saint Nicholas of Tolentino.

Keywords: Kremnica, square notation, liturgy, plainchant, Middle Ages, mendicant orders,
Nicholas of Tolentino

Nasledujtica $tidia sa pokusi prehibit poznanie o fragmentoch s kvadratickou noté-
ciou ulozenych v kremnickych pamiétovych instituciach. Nadvazuje, rozdiruje a aktua-
lizuje vyskum publikovany v Catalogus fragmentorum cum notis musicis medii aevi
e civitate Cremniciensi.' Zaroven pokracuje v usili o podrobnejsie spracovanie niek-
torych fragmentov, ¢oho svedkom st ¢lanky o Gradudli 860 z Kniznice Evanjelickej

1

VESELOVSKA, Eva - LAZORIK, Eduard - STUDENICOVA, Hana: Catalogus fragmentorum
cum notis musicis medii aevi e civitate Cremniciensi. (= Catalogus fragmentorum cum notis mu-
sicis medii aevi in Slovacia. Tomus IX.) Bratislava : Ustav hudobnej vedy Slovenskej akadémie
vied, v. v. i., 2024. Fragmenty su online pristupné tu: <https://cantus.sk/town/kremnica>
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cirkvi a. v. v Kremnici® a o polyfénnych fragmentoch z Kremnice® vydanych v tomto
periodiku. V prvej ¢asti sa text zameria na povod kvadratickej notacie, dalej na ruko-
pisy s touto notdciou z uzemia dne$ného Slovenska, a nasledne pristupi k postupne;j
analyze kremnickych fragmentov.

Kvadraticka notacia

Pociatky kvadratickej notdcie stale nie su presnejsie popisané.* Vznikala postupne
v priebehu celého 12. storocia a najprv sa vykrystalizovala v severnom Francuzsku.
Od zaciatku 13. storocia sa rozsirila do celej Eurdpy, pricom takmer vSade, okrem
strednej Europy, vytlacila regiondlne notdcie. Jej vznik bol sprevadzany viacerymi
navzajom prepojenymi fenoménmi, ktoré jej pomohli k nadobudnutiu dominantné-
ho postavenia. Daju sa rozdelit do grafickej, hudobnoteoretickej, hudobnopraktickej
a historickej oblasti. V obdobi 12. storocia sa vo vyraznejsej miere zacinaju notacie
prestvat na linajkovi osnovu. V tomto procese sa meni do istej miery aj funkcia neum.
Namiesto pripominania priebehu melddie ukrytej v pamiti sa zdoraznuje ich tloha
definovat jednotlivé tony. Tym sa v pisani neum oslabuje ich plynuly zapis tvoreny
liniami a zacinaju sa pouzivat znaky tak, aby jednozna¢ne definovali ton, ktory sa ma
zaspievat, pricom prepojenia medzi jednotlivymi ténmi sa postupne vytracaji. Tento
proces je mozné sledovat vo vSetkych notaciach na linajkovej osnove. V zapadnej Eu-
répe sa tvar neum postupne zjednodusoval az do tplne zakladnej podoby, ked jeden
tén znazornoval jeden samostatny $tvorec. Tento proces prebiehal v 12. storodi, teda
prave v ¢ase transformacie karolinskeho pisma na gotické. V tomto obdobi sa pdvodne
okrthle tvary pismen zacali postupne menif na hranaté. Stvorcov4 nota tak bola v su-
lade s nastupujucou estetikou. Zaroven je charakteristickym znakom gotického pisma
aj odlisenie tienovych (hrubych) a vlasovych (tenkych) tahov. Tento jav je viditelny

2 VESELOVSKA, Eva: Zlomok Gradudlu 860 z Kniznice Evanjelickej cirkvi a. v. v Kremnici. In:
Musicologica Slovaca, ro¢. 15, 2024, ¢. 2, s. 166-183.

3 STUDENICOVA, Hana: Polyfonni fragmenty z Kremnice a jejich vyznam pro hudebni kulturu
stfedni Evropy v 16. stoleti. In: Musicologica Slovaca, ro¢. 15, 2024, ¢. 2, s. 147-165.

* Kratke systematické spracovanie sa nachadza v: HILEY, David - SZENDREI, Janka: History of
Western Notation. In: SADIE, Stanley - TYRELL, John (eds.): The New Grove Dictionary of Mu-
sic and Musicians. Second Edition, zv. 18. Oxford : Oxford University Press, 2001, s. 110. Pre
slovenské prostredie st kli¢ové texty: RYBARIC, Richard: Vyivoj eurdpskeho notopisu. Bratislava :
Opus, 1982, s. 52. VESELOVSKA, Eva - ADAMKO, Rastislav - BEDNARIKOVA, Janka: Stre-
doveké pramene cirkevnej hudby na Slovensku. Bratislava : Slovenska muzikologicka spolo¢nost;
Ustav hudobnej vedy Slovenskej akadémie vied, 2017, s. 222-226. John Haines vo svojom ¢lanku
priblizuje vSeobecné predpoklady na vznik kvadratickej notécie a sleduje premenu (kvadrati-
zaciu) tvarov neum punktum, pes a climacus. HAINES, John: From Point to Square: Graphic
Change in Medieval Music Script. In: Textual Cultures, ro¢. 2, 2008, ¢. 3, s. 30-53. Na jeho pracu
nadvazuje Kate Helsen $tudujica premenu virgy, punktu a likvescentnych neum. HELSEN, Kate:
The Evolution of Neumes into Square Notation in Chant Manuscripts. In: Journal of the Alamire
Foundation, ro¢. 5, 2013, &. 2, s. 143-174. Problematike rozoznévania pisarskych rik v kvadra-
tickej notdcii sa venuje GIRAUD, Eleanor: Differentiating hands in square chant notation. In:
Plainsong ¢ Medieval Music, ro¢. 31, 2022, ¢. 2,'s. 99-121.
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aj v kvadratickej notacii, ked st jednotlivé stvorce viactonovych neum prepojené len
velmi tenkym tahom.

Premenou prechadzalo aj vyuzitie notovanych knih. Z pomdcky pre kantora sa sta-
vali knihami, z ktorych priamo spieval zbor. V stvislosti s tym sa menil aj ich vzhlad.
Predovsetkym sa zvacsovali ich rozmery, aby boli ¢itatelné pre vacsi pocet spevakov
stojacich okolo nich v roznej vzdialenosti. Z rovnakého dévodu sa oproti rukopisom
s bezlinajkovou notdciou vyrazne zvacsil aj priestor pre zapis neum.

V hudobnoteoretickych spisoch sa od 13. storocia explicitne spomina $tvorcovy
tvar not urcenych pre viachlasny spev,’ pre ktory sa taktiez pouzivala kvadraticka no-
técia. John Haines v tejto suvislosti cituje Franka Kolinskeho: ,,Stvorcovy tvar je pova-
zovany za prvu a zakladnu notu menzuralnej notécie, kedZe obsahuje vsetko a vsetko
moze byt nan redukované.“

Kvadraticka notdcia sa rozsirila po celej Eurépe vdaka svojej jednoduchosti a za-
roven jej Sireniu vyrazne napomohli Zobravé rady vznikajice v prvej tretine 13. sto-
rocia, ktoré si ju adoptovali a dbali na jej ddsledné pouzivanie vo svojich reholnych
domoch. Dokladuju to aj nariadenia pisané v tvode liturgickych knih.” St rozdelené
do styroch bodov, pricom prvy z nich presne $pecifikuje vzhlad notacie: ,,Nariaduje
sa bratom, aby [...] pouzivali §tvorcovi notu a $tyri linie, vSetky cervené alebo cier-
ne, pricom pismo ma byt jasne a zretelne napisané tak, aby noty mohli byt spravne
usporiadané nad prislusnymi pismenami, a aby linie boli v nalezZitej vzdialenosti,
aby nota nebola stla¢and z jednej alebo druhej strany.“ Kvadratickd notacia sa tak
stala v 13. storo¢i dominantnym spésobom zapisu melddie v celej zapadnej Eurdpe,
Skandindvii a na Pyrenejskom a Apeninskom polostrove. Jej definitivne presadenie
sa v Rime je spojené s papezom MikulaSom III. (pontifikat 1277 - 1280), ktory ju
vyhlasil za jediny notaény typ vo svojej diecéze.® Od tohto obdobia sa v Rime pouzi-
va az do sucasnosti, pricom od Tridentského koncilu je stiéastou vSetkych tla¢enych
notovanych liturgickych knih.

> HAINES, John: From Point to Square: Graphic Change in Medieval Music Script. In: Textual
Cultures, ro¢. 2, 2008, ¢&. 3, s. 32-33.
¢ HAINES, John: From Point to Square, Ref. 5, s. 43.
7 Dostupné na: <https://www.lib.latrobe.edu.au/MMDB/RulesForCopying.htm>. Z uhorského
prostredia st tieto nariadenia zachované v ivode dvojzvazkového gradualu z nezndmeho klasto-
ra augustinianov eremitov. H-Bu lat. 34, f. 1r.
Tato informaciu zmieniuje viacero publikicii vo velmi podobnej forme, ked spominajt prikaz
Mikulasa III. pouzivat kvadraticki noticiu a jeho nariadenie znicit staré knihy, avsak v Ziadnej
sa necituje konkrétny papezsky dokument, napr.: HILEY - SZENDREI, Ref. 4, s. 110. RYBARIC,
Ref. 4, s. 52. Je mozné, Ze takyto opis udalosti je zaloZeny na rozpravani Radulpha de Rivo (cca.
1350 - 3. 11. 1403). V zavere 22. kapitoly jeho spisu De canonum observantia sa nachadza pasaz,
v ktorej opisuje, ako papez nariadil v Rime zaviest frantiSkansku liturgiu, nechal odstranit staré
liturgické knihy a zakazal pouZivanie ambrozianskych a nemeckych notécii. BIGNE, Margarinus
de la (ed.): Maxima bibliotheca veterum patrum et antiquorum scriptorum ecclesiasticorum. To-
mus XXVI. Lyon : Anissonios, 1677, s. 314.
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Rukopisy s kvadratickou notaciu na izemi dnesného Slovenska

V strednej Eurdpe a teda aj v Uhorsku sa kvadraticka notdcia vyskytovala len u zmie-
nenych Zobravych radov (frantiskani, klarisky, dominikdni, augustiniani eremiti a kar-
melitani) a aj u kartuzianov. Je tak spolahlivym dokazom, ze pramen, ktory ju vyuzi-
va, vznikol v monastickom prostredi. Na tizemi dnesného Slovenska sa v stredoveku
nachadzalo 31 klastorov, kde sa mohla pouzivat.” Takmer vsetky ich liturgické knihy
vsak zanikli bez stopy. Vynimkou je kartuziansky klastor Skala utocista a dominikan-
sky kléstor v Kosiciach. Z prvého sa zachoval Zaltar-gradudl'® a z druhého celkovo
$tyri misaly a jeden lekcionar. Z tychto knih st notované tri misaly a vetky pouzivaju
kvadratickd notaciu."" Okrem tychto rukopisov sa na Slovensku nachadza aj zaltar ne-
zndmej proveniencie z roku 1512."2 Dalie dva kédexy s kvadratickou notaciou sa na
uzemi Slovenska urcite nepouzivali. Je to misal zo §védskej diecézy Lund® a gradual
z frantiskanskeho klastora v Olomouci."* Ako porovnavacia zakladna pre kremnické
fragmenty st v§ak zmienené kodexy len slabo vyuzitelné, pretoze tie vda¢sinou pocha-
dzaju z antifonarov. Neocenitelnym suborom pramenov z uhorského prostredia na
komparaciu tak bude $tvorica franti$kanskych antifonarov neznamej proveniencie zo
14. storocia ulozenych v Univerzitnej kniznici v Budapesti.'”” Obsahuju formulare z ce-
1ého liturgického roka. Na svoje su¢asné miesto ulozenia sa dostali za vlady Jozefa II.,
teda pochadzaju z niektorého zo zrusenych uhorskych frantiskanskych klastorov.

Kremnické fragmenty

V Kremnici sa nachddza celkovo 22 fragmentov s kvadratickou notaciou. Dva st
v Kniznici Evanjelickej cirkvi a. v. v Kremnici, tri sa nachadzaju v Archive Mincovne
a zvy$nych 17 je ulozenych v Stitnom archive v Kremnici, pracovisko Archiv Krem-
nica. Su sucastou vazieb roznych knih. V archivoch su to predovsetkym tradné knihy,
ale v Mincovni sa nachddza aj jedna tla¢end kniha s obalom vytvorenym z fragmentu.

Cislo je odvodené zo suctu vietkych klastorov zobravych radov a kartuzianov uvedenych v:
POMFYOVA, Bibiana a kol.: Stredoveky kostol. Historické a funkéné premeny architektiiry. Brati-
slava : Fo art, 2015, s. 303-320.

10 Literarny archiv Slovenskej narodnej kniZnice, sign. J 538. BEDNARIKOVA, Janka - ADAMKO,
Rastislav a kol.: Psalterium-graduale cartusiense (s. XV./XVL.). Liturgicko-muzikologickd $tidia
a faksimile. Ruzomberok : Verbum, 2023.

"""V kniznici Batthyaneum v Alba Iulii je ulozeny lekcionar R I 19, misal R I 24, notovany misal
R 125 anotovany misal R I 50. V Madarskej narodnej kniznici sa nachadza notovany misal Cod.
Lat. 318.

12 gtétny archiv v Bratislave, Zbierka cirkevnych pisomnosti 1180 — 1912, EL 73.

13 Ustredna kniznica Slovenskej akadémie vied, rkp. zv. 387. ADAMKO, Rastislav (ed.): Missale

Notatum Lundense Pars Aestivalis. Berlin : Peter Lang, 2022. Dostupné na: <https://cantus.sk/

source/26226>

Slovenské ndrodné miazeum - Hudobné muzeum, MUS I 78. Dostupné na: <https://cantus.sk/

source/19263>

5 H-Bulat. 118, H-Bu lat. 119, H-Bu lat. 121, H-Bu lat. 122. Dostupné na: <https://cantusdatabase.

org/institution/136>. RADO, Polycarpus: Libri liturgici manuscripti bibliothecarum Hungariae et

limitropharum regionum. Budapest : Akadémiai Kiado, 1973, s. 523-527.
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https://cantusdatabase.org/institution/136
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Podobne na tlacenych knihdch st umiestnené fragmenty z Evanjelickej kniznice. Tieto
zvazky pochadzaju z ¢asového rozmedzia od roku 1543 po rok 1673. Len jeden frag-
ment uZ nie je spojeny so svojim nosi¢om. Nachadza sa v Stdtnom archive.

Samotny p6vod fragmentov je nejasny. Pri Ziadnom nie je mozné predpokladat
jeho pouzivanie v Kremnici, pretoZe v meste sa v stredoveku nenachadzal ziadny klas-
tor.'® Najbliz$imi komunitami pouzivajucimi kvadraticki notaciu boli dominikani
z Banskej Stiavnice a karmelitani z Prievidze. Transfer fragmentov medzi Kremnicou
a Banskou Stiavnicou je dolozeny,"” aviak jednoznac¢né priradenie zZlomkov k domini-
kanskemu radu nie je mozné.

Najstarsim fragmentom s kvadratickou notaciou v Kremnici je Gradual G 123
(103)'® z Mincovne. Je pouzity ako obal knihy Ungarisches Stadt-Buchlein vytlatenej
v Norimbergu v roku 1684. Nenachadzaju sa v nej Ziadne dobové vlastnicke poznam-
ky. Tri slabo viditelné peciatky objavujuce sa na titulnom liste a poslednej strane po-
chadzaju pravdepodobne az z Mincovne. Nie je teda mozné presnejsie stanovit obdo-
bie vzniku kniznej vézby, ale vzhladom na obsah knihy nie je mozné ani vylucit, Ze sa
¢oskoro po svojom vytlaceni dostala do Uhorska.

Gradual je pisany pravidelnou gotickou minuskulou z prvej polovice 13. storocia
nepouzivajicou Meyerove obluc¢ikové spojenia. Na zachovanom useku sa niekolko-
krat vyskytuje aj minuskulné ,,d“. Notacia fragmentu je umiestnena v Ciernej $tvor-
linajkovej osnove. Notator pouzival klu¢ C. Pritomnost custosu nie je mozné overit,
kedZze okraj notovej osnovy je zahnuty za hranu knihy. Notdacia sa vyznacuje eSte malo
$tylizovanymi, nie prili§ pravidelnymi, ale zato uz plne vyvinutymi tvarmi. Vic¢sina
kvadier nie je pisand rovnobezne s notovou osnovou, ale notator ich naklanal doprava.
Zaroven obcas pisal viacero kvadier jednym tahom pera, ¢o im dodalo charakteris-
tické pretiahnuté tvary. Provenienciu pramena nie je mozné urcit na zaklade obsahu,
pretoze spevy na piatok a sobotu druhého postneho tyzdna st uniformné pre celt
Eurépu.

Tabulka 1: Neumy Misala G 123

punktum pes clivis | scandicus | climacus | torculus | porrectus | custos | klu¢

16 Frantiskdni sem prisli aZ v roku 1649. LAMOS, Teodor: Archiv mesta Kremnice. Sprievodca po
fondoch a zbierkach. Bratislava : Slovenskd archivna spréava Poverenictva vnutra, 1957, s. 184.

7 Ide o dva rukopisy. Z misala pouzivajiceho ¢eskt notéciu sa zachovalo 37 fragmentov, pricom
jeden pochidza z Banskej Stiavnice (v katalégu oznaceny ako Group 3: VESELOVSKA - LA-
ZORIK - STUDENICOVA, Ref. 1, s. 84-85) a z antifondra s kvadratickou notaciou, ktory bude
opisany neskor, sa zachovali dve folia obsahujtice spevy na sviatok Vsetkych svatych.

18V zatvorke uvadzame poradové ¢isla z kremnického katalogu.
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Druhy najstarsi zlomok sluzi ako vystuz chrbta knihy komentarov k rimskemu
pravu z roku 1543."° Tla¢ mé v Evanjelickej kniZnici signataru 190 (105). Z fragmen-
tu st viditelné len malé casti s niekolkymi naznakmi Cervenej $tvorlinajkovej notovej
osnovy s kvadratickym punktom v miestach, kde je vizba poskodena. Podla formy
kaligrafickej gotickej minuskuly pouzivajicej dlhé ,,s“ na konci slov a minuskulné ,,d*
je mozné zlomok datovat tiez este do 13. storocia. Je z neho ¢itatelnych len par slov, na
zéklade ktorych sa zd4, Ze je to pravdepodobne notovany Zaltar.?

V Evanjelickej kniznici sa eSte nachadza kvadraticka notacia na Antifonari 916/989
(111) z prvej polovice 15. storocia sluziacom ako obal zvazku protestantskych tlaci
zo 16. storocia?* bez vlastnickych poznamok. Notacia je vpisana do Cervenej $tvorli-
najkovej notovej osnovy bez vertikalneho ohranicenia. Objavuje sa v nej klu¢ C aj F.
Zachovany usek pochddza z matutina na utorok Velkého tyzdna. Najzriedkavej$im
spevom je responzoriovy vers$ Intende animae meae (006425c), ktory sa podla data-
bazy Cantus Index vyskytuje len v 14 pramenoch. Pokial vylic¢ime tie, ktoré nemaju
rovnakeé poradie zvysnych spevov, tak zostane desat frantiskanskych rukopisov,*? jeden
benediktinsky rukopis obsahujuci tradiciu oznac¢ovant ako reforma z Melku® a jeden
rukopis z Florencie.* Tento sthrn poukazuje na to, ze fragment ma velmi pravdepo-
dobne frantiskansky povod. Nie je vylucend ani jeho uhorska proveniencia, kedze aj
domaci frantiskansky rukopis H-Bu lat. 118 zachovéva rovnaké poradie spevov.

Tabulka 2: Fragment 916 / 989 (111), porovnanie vyberu spevov

Sviatok | Pozicia | Spev Cantus |H-Bu |Ostrihom |Praha Krakov Salzburg
ID lat. 118
Fer. N/R2 | Deus Israel | 006425 |+ Viriimpii | Viriimpii | Insurrexe- | Dixerunt
3 Maj. propter te dixerunt |dixerunt |runtinme |impiiapud
Hebd. se
N/V2 |Intende 006425¢ |+ Dixerunt |Dixerunt |Etdederunt | Viri impii
animae impii impii in escam dixerunt
meae apudse |apudse
N/R3 | Synagoga 007747 |+ Insurrexe- | Conclusit | Unahora | Viri impii
populorum runt in vias meas | non potuisti | dixerunt
circumdede- me
runt
N/V3  |Judica me 007747b |+ Et Omnes | Quid Dixerunt
Domine dederunt |inimici | dormitis impii apud
in escam | mei se

1 FABRYOVA, Livia: Tlace 16. storocia v kniznici evanjelického cirkevného zboru augsburského vy-
znania v Kremnici, v Slovenskej pedagogickej kniznici v Bratislave, v knizniciach Nitrianskej die-
cézy — dodatky. (= Generalny kataldg tla¢i 16. storocia zachovanych na uzemi Slovenska. IV.
zvazok.) Martin : Slovenskd narodna kniznica, 2018, ¢. 100, s. 100-101.

»  Podla zachovaného tseku Ps (137,4n): ,omnes reges [terrae, quia audierunt omnia verba] oris
tui. Et ca[ntent in viis Domini, quoniam magna est] gloria Domini.*

2 FABRYOVA, Ref. 19, ¢. 179, 5. 131-132.

* H-Bulat. 118, CH-Fco Ms. 2, D-Ma 120 Cmm 1, HR-Dsmb Cod. D Nr. 5, I-Ac 693, I-Ac 694,
I-Ad 5, I-Nn vi. E. 20, US-Cn 24, V-CVbav lat. 8737.

»  D-Mbs Clm 4303.

2 CDN-Ttfl MSS 09700.
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Hymnér na U¢tovnej knihe Gemainer Stadt 1639 (7) zo Stétneho archivu je notova-
ny kvadratickou notdciou umiestnenou do &ervenej Stvorlinajkovej osnovy. Pochadza
z druhej polovice 15. storocia a zachovava zaver hymnu Proles de caelo (830360; Ana-
lecta carminum medii aevi 3, 932) a takmer cely hymnus In caelesti collegio (830351;
AH 52, 196) zostaveny Tomasom Kapuanskym. Oba st ur¢ené na sviatok svitého
Frantiska z Assisi, pricom predovsetkym prvy je podla dostupnych tdajov z databazy
Cantus Index a Analecta carminum celkom zriedkavy. Notovany je prvy vers hymnu
In caelesti collegio, no vac¢sina neum je ukrytych pod $titkom oznacujicim mestska
knihu. Notator punkty jemne ohybal do vrchu, ¢ize nie st tplne $tvorcové. Na zéklade
pouzitia kvadratickej notacie, pisma rotunda a obsahu zameraného na svitého Fran-
tiska je mozné konstatovat frantiskansky povod tohto pramena.

Antifonar Tom. 1, Fons 32, Fasc. 9, Nro. 86, 1586 (32) obsahujuci oficium k svi-
tému Mikuldsovi Tolentinskemu bol pévodne v katalégu priradeny k vécsej skupine
zlomkov predovsetkym na zaklade zhody rozmerov. Avsak graficka stranka fragmentu
sa li$i od antifonara, ktory bude zmieneny v nasledujtcich odstavcoch (vid tabulka
3). Z tohto dévodu bude lepsie ich vnimat ako dva samostatné rukopisy s moznostou,
ze oficium k Mikulasovi bolo pripisané dodato¢ne. Mikula$ Tolentinsky (okolo 1245
-10.9.1305) bol ¢lenom radu augustinianov eremitov, pésobil v meste Tolentino v re-
gidne Marche v strednej Italii. Za svitého bol vyhldseny 5. 6. 1446. Jeho kult v Uhorsku
dosial nie je doloZeny. Avsak na tizemi dne$ného Slovenska existovali $tyri augusti-
nidnske klastory, ktoré mohli rozsirit povedomie o iom.” Liturgicka ucta k tomuto
svitcovi eSte nebola podrobnejsie preskiimana, kvoli comu nie je mozné fragment za-
radit konkrétnejsie. Priradenie spevov k Mikuldsovi Tolentinskemu je mozné na zak-
lade $tastnej nahody, ked sa v jednom z responzérii Mikulas oznacuje ako augustinian
eremita, ¢o jednoznacne vylucuje moznost, Ze by sa oficium tykalo svatého Mikuldsa
z Myry.

Na zlomku sa zachovali celkovo styri spevy, pricom z prvého je viditelny len za-
ver. Su to responzorid a k nim prislichajiice verse, ¢ize je velmi pravdepodobné, ze
viditelny tsek pochadza z matutina. Ani jeden zo spevov sa neobjavuje v Ziadnych
ediciach ani v online databazach. Texty responzdrii a ver$ov su pomerne vSeobecné.*
Nepripominaju ziadne konkrétne Mikulasove skutky, skor vyzdvihuju jeho premenu
pri vstupe do rddu, jeho cnostny zivot a zdzraky. Zaroven tvorca melddie dlhou meliz-
mou nad slovom artiorem (prisnejsi) zdoraznil jeho dokladné dodrziavanie pravidiel
krestanského Zivota. Nie je zndme, z ¢oho Cerpal zostavovatel oficia. Rovnako nie
je znamy ani ziadny dal$i pramen pouZivajuici tieto spevy. Ten isty text ako pri res-
ponzoriu Nicolaus verus Christi pauper je pouzity vo funkcii antifény na Magnificat
v pravdepodobne milanskom rukopise z druhej polovice 15. storocia, ktory je vsak

5 Velky Sari$, Hrabkov, Bardejov a Spisské Podhradie. HUTKA, Miroslav: Augustinidni na tizemi
stredovekého Slovenska (Uhorska). Ruzomberok : Verbum, 2015.

% V. [...] virtutum est et lucerna. R. Ordinem ingressus Nicolaus mox in virum alterum est mutatus
cepitque pre ceteris in eo vitam ducere artiorem. V. Castigans corpus suum [...] se in servitutem
Domini redegit. R. Nicolaus verus Christi pauper virgo a Deo electus obedientiam iugiter ser-
vans heremitarum ordinem signis et virtutibus de[coravit].
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nenotovany.” V edicii Analecta Hymnica je uvedené odli$né oficium vyskytujuce sa
len v dvoch pramenoch.”® Ukazuje sa teda, ze zatial je pri fragmente a aj pri kulte
sviatého Mikulasa Tolentinskeho vela nezodpovedanych otazok, ktoré si v buducnosti
zasluzia hlbsi vyskum.

Obr. 1: Transkripcia Casti oficia k svatému Mikuld$ovi Tolentinskemu (Tom. 1, Fons 32, Fasc.
9, Nro. 86, 1586)
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Predchadzajucich pat fragmentov st jednotliviny. Zo zvy$nych zlomkov je mozné
zostavit sedem skupin. To znamena, ze pochddzaju zo siedmich rukopisov, z ktorych
sa zachovalo dve alebo viac folii. Takéto prepojenia umoziuju vytvorit aspon ¢iastoc-
nu rekonstrukciu pévodnej liturgickej knihy a tym ziskat o nej vda¢sie mnozstvo infor-
macii ako zo samostatnych zlomkov. Najvicsia skupina pozostava zo $tyroch fragmen-
tov zo Statneho archivu (Tom. 1, Fons 32, Fasc. 9, Nro. 83, 1583 [30]; Tom. 1, Fons 32,
Fasc. 9, Nro. 84, 1584 [31]; Tom. 1, Fons 36, Fasc. 11, Nro. 570-571, 1582 [43]; Tom.
2, Fons 36, Fasc. 5, Nro. 250, 1612 [80]). St charakteristické predovsetkym svojim
pismom. Pisarska ruka pouzivajtca kaligraficka gotickit minuskulu sa vyznacuje rom-
bickym ttvarom ukonc¢ujicim drieky pri zakladnej linajke s vyraznym $picom. Taktiez
pouzivala dlhsie nasadzujice a odsadzujtce tahy. Notdcia je umiestnend do cervene;j
$tvorlinajkovej osnovy, pricom na dvoch fragmentoch je viditeIné aj slabé vertikalne
ohranicenie ¢iernou dvojlinajkou. Neumy st tvorené pravidelnymi kvadrami bez $pe-
cifickejsich znakov, ale kIu¢ C spolu so znakom custos maju ojedinelt podobu (vid
tabulka 3). Textové zrkadlo ma pri véetkych zlomkoch $irku 248 — 251 mm, riadok
39 - 40 mm, notova osnova 20 mm a punktum 4 x 4 mm.

¥ Beinecke Rare Book and Manuscript Library, MS 867, f. 18r. Dostupné na: <https://collections.
library.yale.edu/catalog/2013987>
#  AH 18, ¢. 180, s. 185-189.


https://collections.library.yale.edu/catalog/2013987
https://collections.library.yale.edu/catalog/2013987
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Obsahovo st od seba jednotlivé zlomky pomerne vzdialené, ¢o by mohlo nazna-
¢ovat, ze knihviaza¢ nemal k dispozicii kompletny rukopis, ale len par ndhodnych
folii. V Kremnici sa zachovali useky s oficiom na Bielu sobotu, sviatok svitej Lucie
(13. 12.) a spolo¢né casti na sviatky panien a marianske sviatky. HIbsi pohlad na
obsah poukazuje na ojedinelost pévodného rukopisu, aj ked spevy na Bielu Sobotu
aj na sviatok svitej Lucie zodpovedaju celoeurdpsky rozsirenej tradicii. Odlisnosti sa
nachadzaju az pri dvoch fragmentoch obsahujticich spolo¢né ¢asti. Najmenej frek-
ventovany je spev Venerandae estis virgines sanctae (205111), ktory sa objavuje len
v dvoch pramenoch, pri¢om oba maju karmelitansky povod. Prvy pochddza z mo-
hu¢ského klastora a je sucastou piatich rukopisov vytvorenych podla karmelitanske;j
liturgie medzi rokmi 1430 az 1432.* Druhy napisany v 15. storoci zas patri medzi
$est antifondrov pouzivanych v karmelitdnskom klastore v Krakove.* Prave s tym-
to druhym rukopisom sa fragmenty zhoduji takmer vo véetkych ohladoch. Zda sa
teda, Ze sa v Kremnici zachoval pre slovenské prostredie jedine¢ny doklad karmeli-
tanskej liturgie, kedZe z klastorov tohto radu v Prievidzi a v PreSove sa nezachoval
ziadny rukopis.

Tabulka 3: Porovnanie tvarov neum medzi Antifondrom Tom. 1, Fons 32, Fasc. 9, Nro. 86, 1586
a antifonarom karmelitanskej proveniencie

punktum | pes | clivis | scandicus | climacus | torculus | porrectus | custos | klu¢

Tom. 1,
=YL
Fasc. 9,
Nro. 86,

1586

Tom. 1,
A FEE A
Fasc. 9,
Nro. 83,

1583

»  D-MZb D. Dostupné na: <https://cantusdatabase.org/source/123623>

% PL-Kkar Ms.4 (rkp. Perg. 20). Dostupné na: <https://cantusdatabase.org/source/123710>. Viac
ku krakovskym rukopisom a karmelitanskej liturgii v: BOYCE, James: The Carmelite Choir
Books of Krakow: Carmelite Liturgy before and after the Council of Trent. In: Studia Musico-
logica Academiae Scientiarum Hungaricae, ro¢. 45, 2004, ¢. 1-2, s. 17-34. Rad si svoju liturgiu
podrobne zadefinoval v ordindri Siberta de Beka, ktory bol schvaleny na generalnej kapitule
v Londyne v roku 1312.


https://cantusdatabase.org/source/123623
https://cantusdatabase.org/source/123710
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Tabulka 4: Liturgicka tradicia antifonara karmelitanskej proveniencie

succurre

Signatura Sviatok Pozicia | Spev Cantus |PL-Kkar D-MZb
ID
Tom. 1, Fons | Sabbato N2/A2 Credo videre |001948 |+ Ms.2 (rtkp. |+ B, f. 228v
32, Fasc. 9, Sancto Perg. 14), f.
Nro. 84, 1584 187v
N2/A3 Domine 002325 |+ +
abstraxisti
w Caro mea* 007982 |+f.188r +£.229r
N2/R1 Recessit pastor | 007509 |+ +
noster
\% Ante cujus 007509a |+ +f. 230r
conspectum
Tom. 1, Fons | Luciae (13.12.) |V Sicut per me | 007106a |+ Ms.5 (rkp. |+ D-MZb
32, Fasc. 9, Perg. 13),f. |E, f. 325r
Nro. 83, 1583 102r
N3/R2 Rogavi 007550 |+ f. 102v +f. 325v
dominum
meum
\% Pro eoutme |007550a |+ + f. 326r
N3/R3 Grata facta est | 006789 |+ +
Tom. 2, Fons | Comm. L/Ab Istae sunt 202669 |+ Ms.4 (rkp. |+ D, f. 246v
36, Fasc. 5, plurimorum prudentes Perg. 20), s.
Nro. 250, 1612 | Virginum 106
V2/R Patris verbum* | 601759 |+ -
V2/Am | Venerandae 205111 |+ +£.247v
estis virgines
In commemo- | V1/R Sicut cedrus* | 007657 |+s. 107 -
ratione BMV
V1/R Beata es* 006165 |+ -
H Ave maris 008272 |+ +E, f.310v
stella* (Conceptio
Mariae)
w Diffusa est 008014 |+ +
gratia*
V1/Am | Ave regina 001542 |+ +
caelorum*
Tom. 1, Fons | Suff. Om. A Sancti Dei 204438 |+ Ms.4 (rkp. |+ D, f. 120r
36, Fasc. 11,  |Sanctorum omnes Perg. 20), |Omnium
Nro. 570-571, s. 129 sanctorum
1582
w Laetaminiin |008120 |+ +
domino *
Suff. Mariae A Sicut lilium 004937 |+ -
w Speciosa facta 008202 |+ -
es
A Sancta Maria | 004703 |+s.126 -
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Do frantiskanskeho prostredia sa svojim obsahom jednoznacne radi trojica frag-
mentov (Bier Tax Register 1658 [11]; 1664 — 1666 [12]; Bier Tax Register 1669 — 1670
[13]) z rovnakého antifondra z druhej polovice 15. storocia. Rukopis sa vyznacuje mi-
moriadnou monumentalitou. Jeho riadky maja na vysku 5,4 cm a samotna Cervend
$tvorlinajkova notova osnova ma vysku 2,8 cm. Kaligrafickd gotickd minuskula ma
pravidelné tvary a je jasne viditelné, ze vSetky zlomky pisal jeden pisar. Z obsahové-
ho hladiska su vSetky tri félia velmi blizke. Pochadzaju z letnych histérii De Regum
a takmer na seba nadvézuji. Chronologicky prvy je zlomok Bier Tax Register 1669
- 1670 s responzériom a jeho verSom z druhého nokturna matutina. Fragmenty Bier
Tax Register 1658 a 1664 — 1666 obsahuju antifény na Magnificat z druhych vespier.
Tieto dva fragmenty v pévodnom rukopise na seba presne nadvézovali. Poradové ¢isla
antifén a responzdria su zaznacené vo forme rubriky na okrajoch fragmentov. Zhodu-
ju sa s poradim uhorského frantiskanskeho antifonara H-Bu lat. 119, pri¢om stredo-
eurdpske diecézne tradicie s vyrazne odli$né.

Tabulka 5: Liturgia franti$kdnskeho antifonara zlozeného zo zlomkov: Bier Tax Register 1658;
1664 - 1666; Bier Tax Register 1669 — 1670

Signatura Sviatok Pozicia |Obsah Cantus ID |H-Bu lat. 119
Bier Tax Register | De Regum | M/R2.1 | Percussit Saul mille 007379 +
1669 - 1670
M/V2.1 |Nonne iste est David 007379a +
Bier Tax Register V2/A3m | Nonne iste est David 003948 +
1658
V2/A4m |Iratus rex Saul 003411 +
V2/A5m | Quis enim in omnibus | 004546 +
V2/Aém |Lacuna Puer Samuel
ministrabat
(004414)
1664 - 1666 V2/A7m | Saul et Jonathas 004820 +
V2/A8m | Rex autem David 004650 +

Dalsia trojica fragmentov (Gemainer Stadt 1643 [8]; Sivy obal ¢. 2 [97]; Mincoviia
A6, 1638 [99]) poukazuje na medziinstitucionalnu spolupracu v knihviazacskej praci,
ked sa zlomky z rovnakého rukopisu dostali na vizby tradnych knih kremnického
magistratu a aj mincovne. Velmi pravdepodobne ich teda vytvaral v rovnakom case,
niekedy po roku 1643, neznamy remeselnik, ktory ich mal v zasobe. Samotné zlomky
pochadzaju z antifonara iluminovaného v roku 1486, o ¢om sved¢i datum vpisany do
jednej z kadel. Jeho pisar pouzil rotundu a jeho charakteristickym znakom je ozdo-
benie poslednych driekov pismen ,,m% ,n% ,uf v ale aj ,a“ ostrym odsadzovacim
tahom, ktory zapricinuje, Ze driek jemne klesa pod zékladnu linajku. Podobne ako je
pismom antifonara okruhla rotunda, tak aj jeho kvadraticka notacia pouziva jemne
zaokrihlené tvary. Je umiestnena do ¢ervenej $tvorlinajkovej osnovy s dvojitym cier-
nym ramovanim. Predovsetkym v pripade zloZenych neum st vyssie poloZené tony
znazornené kvadrami zaokrihlenymi nahor. KItu¢ C je vytvoreny z dvoch zaokruhle-
nych kvadier, pricom niekedy je vrchna kvadra menej okruhla ako spodna. Vyzdoba
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je tvorend modrymi a ¢ervenymi lombardami s modrym, ¢ervenym, ale aj zelenym
fleuronnée a kadely s ¢iernym fleuronnée.

Zachované texty obsahuju spevy pre tri od seba vzdialené temporalové sviatky.
Prvy z nich je Narodenie Pana na fragmente Sivy obal ¢. 2. Vyskytuje sa na iom usek
z konca tretieho nokturna matutina a zaciatku rannych chval. Nasledujtci zlomok Ge-
mainer Stadt 1643 ma na sebe antiféony na Magnificat pre dni po tretej velkono¢nej
nedeli. Na poslednom zlomku A6, 1638 je antiféna na Magnificat pre sviatok Bozieho
Tela a antiféna na prva nedelu po Turiciach. Zachované spevy jasne dokumentuju
frantiskansku liturgicku tradiciu, avSak s niekolkymi vynimkami, ako je viditeIné pri
porovnani s rukopismi H-Bu lat. 118 a H-Bu lat. 119 v tabulke 6.

Viano¢ny formuldr obsahuje aj incipit responzdria Et vidimus zo zaveru matutina,
ktoré sa nenachadza v Ziadnom z pramenov uvedenych v databaze Cantus Index. Ne-
bolo dohladané ani vo franti$kanskych rukopisoch. Podobne neidentifikovanym spe-
vom je aj prvé antiféna z viano¢nych rannych chval. V takmer vSetkych pramenoch je
na tomto mieste spev Quem vidistis pastores konciaci sa slovami Salvatorem Dominum
alleluia alleluia. Na zlomku sa v§ak nachddzaju slova dantes Dominum alleluia alleluia
neprinaleziace ziadnej znamej antiféne. Zvysok zachovaného formulara je uz zhodny
s uhorskym frantiSkanskym antifondrom, az na pritomnost sviatku Bozieho tela, ktory
vSak do H-Bu lat. 119 este nestihol byt zapisany, ale v mladsich frantiskanskych ruko-
pisoch sa uz nachddza.

Tabulka 6: Formular frantiSkdnskeho antifondra zlozeného zo zlomkov Gemainer Stadt 1643;
Sivy obal ¢. 2; Mincovia A6, 1638

Signatura Sviatok Pozicia |Obsah Cantus ID | H-Bu lat.
Sivy obal ¢. 2 | Nativitas Domini | M/R3.2 | Verbum caro factum est | 007840 + 118, f. 58r
M/V3.2 | Omnia per ipsum 007840c |+
M/R3.3 | Et vidimus* -
M/V3.3 | Gloria patri -
Lacuna
L/A1 [...] dantes Dominum Quem vidistis
alleluia alleluia pastores
(004455)
L/A2 Genuit puerpera regem | 002938 + f. 58v
L/A3 Angelus ad pastores ait | 001404 +
Gemainer Dom. 3 p. Pascha | V2/Am6 | Iterum autem videbo 003465 +119, f. 33r
Stadt 1643
V2/Am7 | Mulier cum parit 003818 +
V2/Am8 | Haec locutus sum 003010 +f.33v
Mincovna Corpus Christi | V2/Am | O sacrum convivium 203576 -
A6, 1638
Dominica prima |L/A Alleluia* 001327 + 119, f. 66v
post Pentecosten
(De Regum)
L/H Nocte surgentes* 008349 +
L/H Ecce iam noctis* 008297 +
V2/Am | Cognoverunt omnes 001849 +
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Spolupracu kremnického magistratu a Mincovne v knihviaza¢skej praci dokla-
duje aj dvojica fragmentov z rovnakého antifonara (Wein Khuffen geldt unnd Pier
Tax Verraittung Register 1671 - 1673 [14]; A 22, 1660 [102]). Tato liturgicka kniha
z druhej polovice 15. storocia pisana gotickou minuskulou pouziva $pecificki kvadra-
tickd notdciu. Je pisana v $tvorlinajkovej cervenej notovej osnove vertikalne ohranice-
nej dvoma ¢ervenymi linajkami. Jej charakteristickou ¢rtou je nakloneny tvar ligatary
kvadier v porrecte. Oba fragmenty st zdobené kadelami s fleuronnée. Nest na sebe
responzoria a verse z druhej a $tvrtej postnej nedele, pricom ich vyber je jednoznaéne
frantiSkansky a tomu zodpovedaju aj pouzité melodie.”

Tabulka 7: Neumy antifondra zlozeného zo zlomkov Wein Khuffen geldt unnd Pier Tax Verrait-
tung Register 1671 - 1673; A 22, 1660

punktum | pes clivis | scandicus | climacus | torculus porrectus custos | klac

Dva fragmenty z rovnakého antifonara dokazujui knihviazaéské prepojenie aj medzi
Kremnicou a Banskou Stiavnicou. Na tradnej knihe kremnického magistratu Tom.
2, Fons 41, Fasc. 4, Nro. 89, 1615 (84) sa totiz nachadza zlomok podobny obalu ban-
skostiavnickej mestskej knihy Insleth Berechnung 1574.** Pohlad na pismo, notaciu aj
rozmery textového zrkadla jednoznac¢ne potvrdzuje ich povod v rovnakom rukopise.
Ich kvadratickd notacia je vpisana do siedmich riadkov cervenej stvorlinajkovej osnovy
bez vertikdlneho ohranicenia. Notator pouzival custos a kluce C aj F, pricom charak-
teristicky je tvorené najmé F zloZené z dvoch prepojenych kvadier, ktoré maji na lavej
strane pridany lichobeznikovy utvar. Obsahovo st dokonca tiez velmi blizke, kedZe na
sebe nesu texty zo sviatku Vetkych svitych a svatého Martina. Ich liturgickd tradicia
presne zodpoveda frantiskdanskemu rukopisu H-Bu lat. 121 a aj dal$im frantiskanskym
rukopisom vyhladatelnym na Cantus Index, pricom stredoeurdpske diecézne tradicie
st odlisné. Fragmenty teda jednozna¢ne pochadzaju z frantiskanskeho antifonara zo
14. storocia. Na oboch sa nachadzaju este minuskulné ,,d% ¢o by naznacovalo, ze mohli
vzniknut aj v prvej polovici 14. storocia.

' Zhoduje sa tplne s H-Bu lat. 118; R, 1010*; 4036.

2 VESELOVSKA, Eva: Catalogus fragmentorum cum notis musicis medii aevi e civitate Schemni-
tziensi. (= Catalogus fragmentorum cum notis musicis medii aevi in Slovacia. Tomus II.) Brati-
slava : Ustav hudobnej vedy SAV, 2011, ¢. 66.
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Tabulka 8: Porovnanie Antifondra Tom. 2, Fons 41, Fasc. 4, Nro. 89, 1615 s Antifondrom 1574
Insleth Berechnung

Signatara | punktum | pes |clivis | scandicus | climacus |torculus |porrectus |custos | klu¢

Tom 2, .

o AEE B
Fasc. 4,

Nro. 89,

1615

Stétny e
archiv 3. | A
v Banskej

Bystrici,
pracovisko
Banskd
Stiavnica,
1574 Insleth
Berechnung

Tabulka 9: Liturgicka tradicia Antifonara Tom. 2, Fons 41, Fasc. 4, Nro. 89, 1615 a 1574 Insleth
Berechnung

Signatira Sviatok Pozicia | Obsah Cantus ID |H-Bulat. 121
Insleth Berech- |Omnium |M/R1.3 | Sancta et immaculata 007569 +f. 43v
nung 1574 Sanctorum
M/V1.3 | Benedicta tu in mulieribus | 007569a + f. 44r
M/A2.1 | Domine qui operati sunt 002369 +
M/A2.2 | Haec est generatio 002999 + f. 44v
M/A2.3 | Laetamini in Domino 003564 +
M/R2.1 |In conspectu angelorum 006894 +
Tom. 2, Fons 41, L/Ab Te gloriosus apostolorum 005118 +1£. 49r
Fasc. 4, Nro. 89,
1615
V2/A | Vidi turbam magnam* 005409 +
V2/H | Christe redemptor* 008276 +
V2/W | Exsultabunt sancti in gloria* | 008068 -
V2/Am | O quam gloriosum 004063 +
Martini V/Am | O beatum virum 004005 +f. 49v

Na zlomkoch misédla Tom. 1, Fons 36, Fasc. 11, Nro. 593-594, 1583 (44) a Tom. 1,
Fons 36, Fasc. 11, Nro. 601, 1584 (45) su zachované Lukasove pasie pouzivané v stre-
du vo Velkom tyzdni. Ich p6vod v rovnakom rukopise je na zdklade grafickej stranky
fragmentov jednoznacny. Su pisané kaligrafickou bastardou nepouzivajicou slucky,
v nomenklatire Alberta Deroleza oznac¢ovanou ako hybrida.*® Neumy su zapisané

*  DEROLEZ, Albert: The Palaeography of Gothic Manuscript Books from the Twelfth to the Early
Sixteenth Century. Cambridge : Cambridge University Press, 2003, s. 163.
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v Cervenej $tvorlinajkovej notovej osnove bez vertikdlneho ohranicenia. Na zachova-
nych usekoch sa vyskytuje len punktum a clivis. Notator pouzival klu¢ C aj custos
v tvare zuZeného rombu. Zachované verse z 23. kapitoly Lukasovho evanjelia (8 - 14;
50 - 53) obsahuju len hlas rozpravaca a Pilata. Prvy je poloZeny na téne c, pricom v in-
termedialnej kadencii klesd na ton a a finalna kadencia je zloZend z ténov g - h - a -
¢ - f- Hlas Pilata je poloZeny na téne f.** Zo slovenského prostredia ide o jediny znamy
exemplar stredovekych notovanych pasii. Blizsie proveniencne zaradenie pévodného
rukopisu v$ak nie je zatial mozné.

Posledna dvojica fragmentov (Tom. 1, Fons 41, Fasc. 2, Nro. 33, 1568 [55] a Tom. 1,
Fons 41, Fasc. 2, Nro. 34, 1568 [56]) pochddza dokonca z rovnakého folia. Knihviaza¢
z neho odstrihol spodn ¢ast a ti nasledne rozdelil na dve polovice, ktoré boli pouzité
na dve tradné knihy. Zlomky st z antifonara z druhej polovice 15. storocia. Je pisany
rotundou a pouziva kvadratickd notaciu vpisanu do Cervenej stvorlinajkovej notovej
osnovy. Zachovali sa z neho antifény z piatku po tretej postnej nedeli a zo $tvrtej post-
nej nedele, pricom antiféna naleziaca k prvému zmienenému sviatku Aqua quam ego
dedero opit ukazuje na frantiskansku provenienciu.* Jeho in$piraéné zdroje by mohlo
urcit aj ukoncenie zmienenej antifény. Ukazuje sa totiz, Ze medzi rukopismi existuje
variabilita v zavere tejto antifény. Samotny text pochadza z Janovho evanjelia (4,13),
kde je ukonceny slovami in aeternum. Takyto zaver ma aj H-Bu lat. 118. Na zlomku sa
vSak nachadza slovo unquam. Databaza Cantus Index uvadza ako posledné slovo ultra,
avSak v indexovanych pramenoch sa nachadzaju vsetky tri moznosti, pricom ultra je
najcastejsia. Unquam nie je pouzité v ani jednom dostupnom prameni z Uhorska, Pol-
ska alebo ¢eskych krajin. Najblizsie pramene pochadzaju zo Svaj¢iarska, medzi ktory-
mi sa nachadza aj Hartkerov antifonar zo Sankt Gallen (Cod. Sang. 390). Ukonéenie
antifény slovom unquam bolo teda zndme uz na konci 10. storocia. Bolo pouzité aj
v niektorych pramenoch z Franctizska a Portugalska. Av$ak nie je moZzné medzi nimi
ngjst spolo¢nu charakteristiku.

Zaver

Predstavené zlomky s kvadratickou notaciou sice jednozna¢ne nevznikli v Krem-
nici a ani sa v meste nepouzivali, av§ak predstavuju dolezitd sondu do notovanych
rukopisov z kldstorného prostredia. Nachadzaja sa v troch institdcidch. V Stitnom
archive Banska Bystrica, pracovisko Archiv Kremnica vo fonde Magistrat mes-
ta Kremnica, v Archive Mincovne a v KniZnici Evanjelického zboru a. v. v Krem-
nici. Vac¢sinu z nich je mozné zaradit do frantikanskeho prostredia. Okrem nich
sa v Kremnici nachddzaja aj fragmenty z karmelitdnskeho antifondara, ¢o je rarita
v ramci uhorskych prameniov. Uplne jedine¢né je oficium svitého Mikuld$a Tolen-
tinskeho pochddzajice pravdepodobne z antifondra uréeného pre klastor augusti-
nidnov eremitov. Prekvapiva je absencia akéhokolvek dominikdnskeho pramena,

**  Blizsie k spevu pasif v: FISCHER, Kurt von - BRAUN, Werner: Passion. In: SADIE, Stanley
- TYRELL, John (eds.): The New Grove Dictionary of Music and Musicians. zv. 19. Oxford :
Oxford University Press, 22001, s. 200-211.

» Vyskyt v H-Bu lat. 118. MMMA/A, ¢. 8205*.
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pri¢om v Banskej Stiavnici tento rdd posobil a v jednom pripade bola identifikovana
aj zhoda medzi fragmentmi z banskostiavnického a kremnického magistratu, av§ak
tieto zlomky pochadzaju z frantiskanskeho kldstora. Identifikované fragmenty aspon
¢iasto¢ne nahradzaju straty liturgickych rukopisov z klastorov pdsobiacich na tizemi
dnesného Slovenska.

Stdia je stidastou riesenia grantového projektu VV-MVP-24-0083 Hudobné centra na Slovensku
pred rokom 1650: intittcie — repertodr — paralely, rieseného v Ustave hudobnej vedy SAV, v. v. i.
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Summary

MEDIEVAL FRAGMENTS WITH QUADRATIC NOTATION IN KREMNICA

Square notation, which is still used in liturgical books today, gradually developed in Western Europe
during the 12% century and spread throughout the Western Christian world. It reached the Kingdom
of Hungary via mendicant orders and the Carthusians. In the territory of present-day Slovakia, there
were as many as 31 religious communities that used this notation during the Middle Ages. However,
only a small fraction of their manuscripts has survived: three notated missals from the Dominican
monastery in KoSice and one Psalter-Gradual from the Carthusian monastery on the Skala utocista
(Lapis Refugii). Since multiple types of notation were used simultaneously in the Kingdom of
Hungary and throughout Central Europe, the use of square notation in this environment serves
as a clear indicator of provenance of the source. It is, therefore, quite surprising that as many as 22
fragments with this notation were discovered in Kremnica, where no monastery operated during
the Middle Ages. They are housed in the Kremnica Archives Branch of the State Archives in Banska
Bystrica, the Archives of the Mint, and the Library of the Evangelical Church of the Augsburg
Confession in Kremnica.

An analysis of these fragments has revealed several significant findings. Although their origin in
a specific monastery could not be confirmed in any single case, based on liturgical specifics, it can
be argued that the majority originate from a Franciscan milieu. In addition, one group of fragments
clearly points to Carmelite liturgy, which makes them exceptional among sources from Slovakia, as
nothing has survived from the local Carmelite monasteries. Other significant fragment documents
hitherto unknown office chants for the feast of Saint Nicholas of Tolentino, who was an Augustinian
Hermit. This fragment likely originated in a monastery of that order. Surprisingly, no Dominican
sources have been identified.

Almost all the fragments date from the 15" century, with one explicitly mentioning the year
1486 inscribed by an illuminator in an initial. However, two fragments can be dated as early as the
13™ century, and one originated in the first half of the 14™ century. Bookbinders who repurposed
them for the bindings of administrative records likely had access to larger portions of the original
manuscripts, as a number of these fragments can be sorted out into seven groups. The largest of these
consists of four fragments. Furthermore, these links demonstrate that the same craftsmen worked for
both the Kremnica and Bansk4 Stiavnica city chanceries, as well as for the Mint. Thus, the Kremnica
fragments expand our knowledge of monastic manuscripts and their subsequent recycling.



Musicologica Slovaca 17 (43), 2026, ¢. 1 101
https://doi.org/10.31577/musicoslov.2026.1.6

MISSALE STRIGONIENSE 1512: PRAMEN
GREGORIANSKEHO CHORALU V KONTEXTE
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ABSTRACT

The notated Missale Strigoniense / Ostrihomsky misal (Missale secundum chorum alme Ecclesie
Strigoniensis, shelfmark MUS A 8, olim 13778) from the Levoca/Leutschau Lutheran Music
Collection, Cirkevny zbor Evanjelickej cirkvi a. v. Levoca, printed in Venice on 3 August
1512, represents an important source for the study of medieval Gregorian chant in Slovakia
and Central Europe within the context of the Mass repertoire. The missal was published by
Urban (Urbanus) Keym of Buda and printed by Peter (Petrus) Liechtenstein, originally from
Cologne. To date, it has not been comprehensively examined in musicological scholarship.
The present study analyses the missal with regard to its contents and formal characteristics,
situates it within the broader context of the relevant musical-liturgical tradition, and
presents the results of research into the musical repertoire preserved within it.

Keywords: Levoca, Spi$, Slovakia, Hungary, Esztergom, Middle Ages, Mass, missal,
Exsultet/Exultet, preface, communion, medieval music, 16%-century music, the Levoca
Music Collection, Gregorian chant/plainchant, musical print, Messine-Gothic notation

Uvod

Levocska zbierka hudobnin uloZend v sicasnosti na chdére nového Evanjelického kos-
tola a. v. v Levo¢i ma kluc¢ové postavenie pre vyskum dejin hudby 16. a 17. storocia
nielen na Spisi a na Slovensku, ale v $irSom kontexte vtedajsiecho Uhorska a Eurépy.
Vyznacuje sa $irokym zaberom dobového eurépskeho repertodra v oblasti chramovej
aj svetskej hudby zo 16. a 17. storocia, pricom v suvislosti so zachovanymi pramenmi
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v ramci Eurdpy sa tu viaceré diela vyskytuji ako unikaty.! Takmer vSetky pramene
v zbierke zaznamenavaju viachlasnt hudbu renesancie a baroka, pricom vicsina hu-
dobného materialu sa zachovala vo forme rukopisov. Zo 16. storo¢ia sa v nej do su-
¢asnosti zachovali len dve tlacené jednotky. Je to notovana kniha Missale Strigoniense /
Ostrihomsky misdl (Missale secundum chorum alme Ecclesie Strigoniensis, sign.
MUS A 8, olim 13778), ktora vysla tlatou v roku 1512 v Benétkach u vydavatela Urba-
na (Urbanusa) Keyma z Budy v tlaciarni Petra (Petrusa) Liechtensteina, a zbierka du-
chovnych piesni Kirchengesang aus dem Wittenbergischen (sign. 13745, RISM B/VIII/1
1569) vydand v roku 1569 vo Frankfurte nad Mohanom. Zbierka povodne obsahovala
aj dalsie tla¢ené hudobniny zo 16. storocia, o ¢om sved¢i zaznam v katalogu levolske;
kniznice evanjelickej cirkvi a. v.?

Ostrihomsky misdl z roku 1512 v Levocskej zbierke hudobnin doposial nebol kom-
plexnejsie reflektovany v muzikologickej spisbe. Predlozeny text ho prezentuje z hla-
diska jeho obsahovych a formalnych parametrov, pri¢om sa zameriava na hudobny
notovany repertodr, ktory obsahuje, a vnima ho v kontexte prislusnej hudobnoliturgic-
kej tradicie. Misal predstavuje neskorsie vydanie prvého tla¢eného misala s oficidlne
kodifikovanou omsovou liturgiou ostrihomského tzu, ktory vysiel v roku 1484 v No-
rimbergu v tla¢iarenskej dielni Antona Koburgera.®

Chcela by som sa uprimne podakovat Cirkevnému zboru Evanjelickej cirkvi
a. v. Levoca za poskytnutie knihy Missale Strigoniense / Ostrihomsky misal (Missale
secundum chorum alme Ecclesie Strigoniensis, sign. MUS A 8, olim 13778), vydanej
v roku 1512 v Benatkach a pochadzajicej z Levocskej zbierky hudobnin, na $tudijné,
vyskumné a hudobnointerpretacné ucely a za moznost vyhotovenia a publikovania
fotokopii z nej.

Opis pramena

Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme Ecclesie Stri-
goniensis) z roku 1512 v Levocskej zbierke hudobnin je tlacenou knihou v kozenej véizbe
s kovovymi sponami. Ma rozmery cca 320 x 215 mm. Vazba je povodna: ide o Budin-
sku uhorskd vdazbu vyhotovend v Budine.* Je poskodend a vonkajsi vzhlad knihy, ako aj
pohlad na jej vnatorné papierové stranky (folid) prezradzaju Casté pouzivanie. Kniha
je signovana eviden¢nym ¢islom ,,13.778 Na chrbte vézby v hornej ¢asti sa nachadza
staré oznacenie ,,A. / 29.% pod tym novsie ¢islovanie ,,8 A Niektoré folia su opatrené
pergamenovymi uskami, pravdepodobne kvoli lepsej orientacii v knihe a jednoduch-
$iemu pretacaniu folii.

! HULKOVA, Marta: Zhody a odli§nosti Bardejovskej a Levo&skej zbierky hudobnin. In: Slovenskd
hudba. Revue pre hudobnu kultru. Bratislava : Hudobné centrum, 1999, roé. 25, ¢. 2-3, s. 150.

2 HULKOVA, Ref. 1, s. 155.

Kritickd ediciu tohto misdla publikoval Balasz Déri na zaklade zachovaného exemplara Inc. 177
v Nérodnej Széchenyiho kniznici v Budapesti (Orszagos Széchényi Kényvtar Budapest). DERI,
Baldzs (ed.): Missale Strigoniense 1484. Budapest : Argumentum Kiado, 2009.

Za informaciu ohladom vazby dakujem Mgr. Martinovi Balogovi, knihovnikovi Slovenskej na-
rodnej kniznice v Martine.
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Na titulnej strane je jemne stvarnena ¢iernobiela drevorezba. V jej strede je zobra-
zena Panna Maria, Bozia Matka, s dietatom v narudi, jej synom JeziSom. Sedi na trone
zdobenom a obklopenom mnohymi kvetmi a po jej pravici a lavici su zéstupcovia
cirkevnej a svetskej moci. Drevorezba je v architektonickom rame a nad nim je nazov
knihy Missale secundum chorum alme Ecclesie Strigoniensis. Pod nim je uvedeny udaj
o vydavatelovi a tiez knihkupecka znacka. Na fol 292v je vytlaceny erb Petra Liechten-
steina aj s jeho menom.

Z informacii na titulnej strane a na koloféne vzadu v knihe na fol 292r. vyplyva,
ze ide o misal podla zvyku Ostrihomu, resp. ostrihomskej cirkvi, ktory bol vytlace-
ny v Bendtkach 3. augusta 1512 v tla¢iarni Petra Liechtensteina z Kolina z Nemecka,
na naklady Urbana Keyma, knihkupca z Budy. Tlaciar Peter (Petrus) Liechtenstein
posobil v Bendtkach v Taliansku v rokoch 1497 - 1528.° Tladiarenskd firmu prevzal
po svojom strykovi Hermannovi Liechtensteinovi, ked od neho v roku 1497 zdedil
tlaciarensky lis, a rozvinul ju do Uspes$nej podoby: v 16. storoci sa z nej stal prestiz-
ny podnik. Peter Liechtenstein vytlacil vela liturgickych knih, medzi nimi aj niekolko
misalov pre Uhorsko. Chronologicky prvym z nich bol misal uréeny pre chorvatsku
diecézu Zahreb, ktory vysiel v roku 1511 na naklady Joannesa Miiera, ob¢ana Zahrebu.
Samotnému vydaniu predchadzali dva roky prace. Nasledujuci misal bol uréeny pre
diecézu Ostrihom a i8lo o liturgicku publikaciu, ktora mala dvoch vydavatelov. Boli to
knihkupci v Budine Stefan (Stephanus) Heckel a Urban (Urbanus) Keym. Misal vysiel
3. augusta 1512 a mal 2 verzie definované dvomi vydavatelmi. Vydavatelom jednej
verzie bol Stefan (Stephanus) Heckel a vydavatelom druhej Urban (Urbanus) Keym.
Peter Liechtenstein odlisil obe verzie pomocou titulnej strany (podla vyobrazenia
a knihkupeckych znaciek) a pomocou kolofénu.® V Heckelovom vydani je na titulne;
strane portrét sv. Stefana, uhorského kréla. Keym si na titulna stranu svojho vydania
zvolil vy$sie spominané vyobrazenie Panny Mdrie s dietatom Jezisom. Ide o drevo-
rezbu, ktora bola pouzita uz predtym v inej liturgickej knihe: nachadzala sa na titulnej
strane wiirzburského breviara.” Ilona Hubay v ramci sipisu misalov z Uhorska z roku
1938 udava Heckelovo vydanie pod ¢islom 19 (Missale Strigoniense) a Keymovo vy-
danie pod ¢islom 19a (Missale Strigoniense)® a uvadza tiez vyskyt exemplarov oboch
tla¢i na izemi Madarska v ¢ase publikovania jej publikacie. Keymovo vydanie eviduju
viaceré publikacie z konca 19. a z prvej tretiny 20. storocia,’ a tiez dvojzvizkova zbier-

> Usuarium. A Digital Library and Database for the Study of Latin Liturgical History in the Middle
Ages and Early Modern Period. Dostupné na internete: <https://usuarium.elte.hu/printer/234/
view> [Cit. 3. 2. 2026.]

¢ Porov.: HUBAY, llona: Missalia Hungarica. Régi magyar misekonyvek. Budapest : Magyar Nem-
zeti Mizeum Orszagos Széchényi Konyvtara, 1938, s. 30-31, 58.

7 HUBAY, Ref. 6, s. 31-32.

8 HUBAY, Ref. 6, 5. 57-58.

*  DANKO, Josephus: Vetus hymnarium ecclesiasticum Hungdridé. Budapest : Arte chalcotypa in
aed. Franklinianis descriptum, 1893, s. 122. RIVOLI, Dtc de: Les Missels imprimés i Venise de
1481 d 1600. Paris : J. Rothschild, 1896, s. 277 (¢. 227). WEALE, W. H. Jacobus: Catalogus Missa-
lium ritus latini... iterum edidit H. Bohatta. London : Bernard Quaritch, 1928, s. 198. Podla Ilony
Hubay st o Keymovom vydani zmienky aj v publikdcidch autorov: Aladar Ballagi (Buda és Pest
a vildgirodalomban, 1473-1711. 1. két. Budapest 1925, s. 143), Pal Gulyés (A kényvnyomtatds
Magyarorszigon a XV. és XVI. Szdzadban. I. - II. fiizet. Budapest 1929 - 1931, s. 29) a Nan-


https://usuarium.elte.hu/printer/234/view
https://usuarium.elte.hu/printer/234/view
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ka biografickych nacrtov uhorskych a sedmohradskych lekdrov Succincta Medicorum
Hungariae Et Transilvaniae Biographia vydana v poslednej tretine 18. storocia, kto-
rd obsahuje cenné informacie z oblasti kultirnych a intelektualnych dejin v Uhorsku
a Sedmohradsku.'

Kniha pozostava z 292 Cislovanych folii. Text je zaznamenany gotickym pismom
¢iernej a Cervenej farby. Je ¢leneny zviésa do 2 stlpcov. Obsahuije rubriky. Inicialy maja
¢iernu a ¢ervend farbu. Pomahaju ¢lenit text a orientovat sa v nom. V texte sa nachd-
dzajt pocetné drevorezby malych rozmerov: zvyraznené ¢iernobiele inicialy s rozny-
mi vyobrazeniami, na niektorych miestach boli dodato¢ne farebne kolorované rukou.
Pozoruhodne pdsobia figurativine motivy a vinety v architektonickom rame, ktoré
ilustruju obsah tych-ktorych textov, pricom zachytavaju aj jemné detaily (napriklad
v suvislosti so zivotom a posobenim Jezi$a Krista a jeho u¢enikov).

Kniha je liturgickou kniznou jednotkou. Obsahuje texty modlitieb, spevov a ¢i-
tani na slavenie omse, ako aj instrukcie tykajuce sa jej stvarnenia (rubriky). Niektoré
modlitby/spevy disponuju aj notovym zaznamom. Na zaklade analyzy obsahu knihy
mozno konstatovat, ze kniha predstavuje typ jednoduchého misala ur¢eného pre kna-
za.!' Predpoklad, Ze nebola uréena pre kantora, resp. pre spevakov duchovnych lai-
kov, potvrdzuje aj fakt, Ze v nej notaciou zaznamenané spevy, ktorych koncept vznikol
v stvislosti s tlacou knihy, st spevy celebrujuceho knaza (resp. v pripade velkono¢né-
ho chvélospevu na Velkono¢nt vigiliu aj diakona). Spevy scholy st v knihe vytlacené
ako texty bez notového zdznamu, ktoré su od ostatného materidlu odlisené odlisnou
velkostou pisma a tieZ inicialou, ako aj udajmi ¢ervenym pismom pred spevmi.

Obsah knihy je v latin¢ine. Nachadza sa tu vela dodato¢nych rukopisnych po-
znamok k liturgickym slaveniam, okrem prevazujtcej latinc¢iny aj v nemcine, resp. aj
v predspisovnej slovencine? (slovakizovanej ¢estine?). St pisané roznymi rukami. Vela
z nich nesie znaky kurzivneho pisma 16. storo¢ia. Vzhladom na ttto skuto¢nost a tiez
v suvislosti s Budinskou uhorskou vézbou misala realizovanou v Budine mozno podla
Martina Balogu konstatovat, Ze sa misal pouzival v 16. storo¢i v cirkevnom prostredi
v Uhorsku s predpokladom priamo v meste Levoca.'?

V tvode misala sa $tandardne nachdadza liturgicky kalenddr, po fiom nasleduju
folia s exorcizmom, prehladom obsahu misala a dalsie modlitby a liturgické udaje.
Tempordl je Strukturovany podla priebehu liturgického roka: od 1. adventnej nedele
zacinajicej sa na fol. 1r aZ po 24. nedelu v obdobi cez rok konciacu sa na fol. 162v.
Inicidla ,,A“ antifény na introit 1. adventnej nedele Ad te levavi animam meam je kres-

dor Knauz (A magyar egyhdz régi mise- és zsolozsmakonyvei. Ostrihom 1870; Kortan. Budapest,
1876). Porov.: HUBAY, Ref. 6, s. 58.

1 WESZPREMI, Stephanus: Succincta Medicorum Hungdridé et Transylvaniae Biographia. Centu-
ria I. Lipsiae 1774. Centuria II—III. Viennae 1778 - 1787. Leipzig; Wien: Ex Officina Sommeria,
1774, 1778 - 1787, 5. 408.

" Slovo misél je odvodené od latinskych slov ,,liber cantus missae®, teda om$ové kniha. In: HUGLO,

Michel: Liturgische Gesangbticher [heslo]. In: Die Musik in Geschichte und Gegenwart. Allge-

meine Enzyklopddie der Musik begriindet von Friedrich Blume. Ed.: Ludwig Finscher. Sachteil 2.

Kassel; Basel; London; New York; Prag; Stuttgart; Weimar : Barenreiter; J. B. Metzler, 1996, Sp.

1425.

Za odbornu konzultaciu dakujem Mgr. Martinovi Balogovi, knihovnikovi Slovenskej narodnej

kniZznice v Martine.
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liarsky zvyraznena v podobe drevorezby s figuralno-prirodnym motivom a je zvic-
$end. Drevorezba bola dodato¢ne ruéne kolorovana a ozdobend aj zlatenym ramom
(ru¢né kolorovanie doklada napriklad aj iniciala antiféony na introit na Vianoce na
sviatok Narodenia Pana Puer natus est nobis na fol. 10r). Od fol 163r sa zadina sank-
toral (sanctorale), kalendar sviatkov svitych. Obsahuje vlastnu ¢ast s konkrétnymi
menami svitych proprium sanctorum (vlastny kalendar sviatkov svitych) a spolo¢nu
cast commune sanctorum, ktora ma vSeobecny charakter. Nachadzaji sa tu omso-
vé formulare na sviatky viacerych svitcov, ktori su typicki pre ostrihomsky liturgic-
ky tizus: napriklad sv. Vojtech, sv. Stefan uhorsky kral, sv. Ladislav uhorsky kral, sv.
Svorad-Andre;j.

Prislusnost knihy ku kniznici Evanjelického kostola a. v. v Levo¢i potvrdzuju pe-
¢iatky na viacerych miestach v knihe, napriklad na titulnej strane je peciatka s textom
LA LOCSEI AG. HEEV. EGYHAZ 1885 KONYVTARA® ktora sveddi o tom, Ze kniha
bola koncom 19. storocia jej sucastou.

Pomenovanie predmetnej knihy Missale Strigoniense je prevzaté z latinského nazvu
vydania, ktorého jednym z exempldrov je aj tato kniha, evidovaného v ramci supisu
miséalov z Uhorska z roku 1938 od Ilony Hubay."”® Ekvivalent v slovencine Ostrihom-
sky misdl je jeho slovenskym prekladom. Na titulnej strane miséla je nazov Missale
secundum chorum alme Ecclesie Strigoniensis. V tejto podobe ho uvadza aj Marta Hul-
kova vo vyssie zmienenom texte z roku 1999." Tento nazov sa nachadza aj pri dvoch
exemplaroch misala z roku 1512 v knizne publikovanom kataldgu tlaci 16. storocia zo
Slovenskej narodnej kniznice v Martine a tiez pri exemplaroch Keymovho benétskeho
vydania tohto misdla z roku 1512 v databaze tlacenej kniznej produkcie v Taliansku
v 16. storo¢i v rokoch 1501 az 1600 EDIT16."

Ostrihomska hudobnoliturgicka tradicia

Titulnd strana Ostrihomského misdla z roku 1512 z Levoce sa odvolava na ostrihomsku
liturgicku tradiciu. Jej charakteristické znaky z hudobného hladiska vo v§eobecnosti
mozno vidiet v ¢leneni repertoara jednohlasného stredovekého chordlu v ramci omso-
vého a oficiového cyklu a pocas liturgického roka, ako aj v melodickych a textovych
variantoch a pouzitej (ostrihomskej) notacii. Prejavuje sa aj v zastipeni spevov na

3 HUBAY, Ref. 6, s. 57-58.

4 HULKOVA, Ref. 1, 5. 155.

15 SAKTOROVA, Helena - KOMOROVA, Kldra - PETRENKOVA, Emilia - AGNET, Jén: Tla-
Ce 16. storocia vo fondoch Slovenskej ndrodnej kniznice Matice slovenskej. Martin, 1993, s. 270.
Exemplar pod signaturou SNKIB 53499 s katalogovym cislom 1374 je defektny, nekompletny,
chyba zna¢nd cast folii, chyba aj titulny list. PouzZival sa na liturgické ucely v Kostole sv. Marti-
na na Spisskej Kapitule. V katalogu sa uvadza, Ze ide o Keyomovo vydanie, ale kedZe sa neza-
choval titulny list ani kolofén, nie je aktudlne mozné identifikovat, o ktoré vydanie ide (Keym
alebo Heckel). Exemplar so signatirou SNK IB 38224 a katalogovym ¢islom 1375 je v katalogu
evidovany ako Keymovo vydanie: tento udaj je vsak potrebné v budiicnosti overit pramennym
vyskumom. Databdza EDIT16 uvadza, Ze dalsie exemplare tohto vydania s ulozené v Milane
(Biblioteca nazionale Braidense) a v Londyne (British Library). Dostupné na: <https://edit16.
iccu.sbn.it/en/> [Cit. 15. 12. 2025.]
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sviatky domacich uhorskych svétcov (napriklad sv. Svorad-Andrej a sv. Benedikt, sv.
Gerard, sv. Stefan, sv. Imrich), ako aj svitcov, ktori boli v ranom Uhorsku zvlast utieva-
ni (napr. sv. Vojtech, sv. Alexius, sv. Vaclav, sv. Margita, sv. Demeterius, sv. Mikulas).*®
Vyskumom hudobnych pramernov s ostrihomskou liturgickou tradiciou sa zaoberali
najmé odbornici z oblasti liturgiky, dejin liturgie, muzikologie, hudobnej paleogra-
fie a kodikoldgie. V minulosti to bol napriklad Jézsef Danké (1829 - 1895), Nandor
Knauz (1831 -1898), Kabos Kandra (1843 - 1905), Dragutin (Karoly) Kniewald (1889
-1979), Polikarp Rad6 OSB (1899 - 1974), Benjamin Rajeczky OCist (1901 - 1989),
Laszlo Mezey (1918 — 1984), Laszlé Dobszay (1935 - 2011), Janka Szendrei (1938 —
2019), zo sucasnych autorov najma Jozsef Torok, Déri Balazs, Ilona Ferenczi, Zsuzsa
Czagany, Andrea Kovacs, Miklos Istvan Foldvary, Gébor Szoliva a Eva Veselovska.
Treba tiez spomenut aktivity Muzikologického instititu Madarskej akadémie vied
v Budapesti (Zenetudomdnyi Intézet, Régi Zenetorténeti Osztdly Budapest), realizované
najmi od 80. rokov 20. storocia: projekty Corpus Antiphonalium Officii Ecclesiarum
Centralis Europae a Melodiarum Hungariae Medii Aevi Digitale,'® ako aj kriticku edi-
ciu pramenov Musicalia Danubiana.

V kontexte omse bol ostrihomsky ritus pisomne dolozeny uz pred koncom 11. sto-
rocia v liturgickej knihe zostavenej podla vzoru rimsko-germanskeho pontifikalu, kto-
ra sa, zial, nezachovala.”” Za najstars$i pramen dokumentujtci $pecifikd ostrihomskej
omsovej liturgie sa povazuje Prayov kddex — sakramentdr z 12. storocia uloZeny v Bu-
dapesti?® - a jednym z jej najvyznamnejsich reprezentantov je kddex vytvoreny pri-
blizne o dve storocia neskor, ktory sa pouzival pri bohosluzbach v Bratislave v Kostole
(dnes Katedrale) sv. Martina. Je to Bratislavsky misdl I EC Lad. 3 z bratislavskej Kapi-
tulskej kniznice zo zaciatku 14. storodia.?! Jeho jedine¢nu historickd hodnotu pod-
ciarkuje skuto¢nost, ze ide o najstarsi takmer tplne zachovany pramen s omsovym re-
pertoarom gregorianskeho choralu z Uhorska. V star$ej muzikologickej literature bol
datovany pred rokom 1341, podla najnovsich vyskumov slovenského paleografa Juraja
Sedivého mozno predpokladat, ze mohol byt vytvoreny ovela skor, a to na prelome
13. a 14. storocia (vznikol pravdepodobne v ramci ostrihomskej skriptorskej dielne?).
Ide o typ miséla, ktory integruje aj notované spevy z graduala urcené pre spev scholy.

16 VESELOVSKA, Eva: Notatio Strigoniensis — ostrihomska notécia na Slovensku. In: Musicologica
Slovaca, ro¢. 1 (27), 2010, ¢. 1, s. 48. DOBSZAY, Laszl6 - KOVACS, Andrea: Corpus Antiphona-
lium Officii - Ecclesiarum Centralis Europae. V/A ESZTERGOM / STRIGONIUM (Temporale).
Budapest : MTA Zenetudomadnyi Intézet, 2004, s. 34.

17 Jeho vysledky boli publikované v kniznej podobe a na internete: <http://www.zti.hu/earlymusic/
CAO-ECE/CAOQ_titlepage.htm> [Cit. 15. 1. 2026.]

'8 Dostupné na internete: <https://melodiarium.zti.hu/en/> [Cit. 15. 1. 2026.]

1 FOLDVARY, Miklés Istvan: The use of Esztergom (Ritus Strigoniensis). In: Ref. 3, s. XIV.

» Narodna Széchényiho kniznica v Budapesti (Orszagos Széchényi Konyvtar Budapest), Mny 1.

2 Ulozenie: Archiv mesta Bratislavy: EC Lad. 3, EL 18, EC Lad. 1/21; Mtzeum mesta Bratislavy:
A/9, Spolok sv. Vojtecha: Fasc. 322/10, Fasc. 200 c.15¢c TR.A.61. RYBARIC, Richard - SZEN-
DREI, Janka (eds.): Missale notatum Strigoniense ante 1341 in Posonio. Budapest : MTA Zenetu-
domanyi Intézet, 1982.

2 VESELOVSKA, Eva - ADAMKO, Rastislav - BEDNARIKOVA, Janka: Stredoveké pramene cir-
kevnej hudby na Slovensku. Bratislava : Slovenska muzikologickd spolo¢nost; Ustav hudobnej
vedy Slovenskej akadémie vied, 2017, s. 101, 103.
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Ostrihomska tradicia sa vykrystalizovala do klasickej podoby na prelome 13.
a 14. storocia, co doklada stvarnenie textov a melodif v reprezentativnych rukopisnych
knihdach v oblasti oficia (Notovany brevidr z 13. storo¢ia)* a omse (vys$sie spominany
Bratislavsky misdl I EC Lad. 3).

Ostrihomskau liturgicku tradiciu uchovali kontinualne s malymi zmenami aj tla-
¢ené knihy z 15. a 16. storocia. S prichodom knihtlace sa zmeny dotkli obsahu len
minimalne. Inovacie sa prejavili predovsetkym vo vizualnom rie$eni knih, v rozloze-
ni textov a melddii a v ich dizajne.** Obdobie vlady uhorského krala Mateja Korvina
v rokoch 1458 — 1490 sa premietlo do rozvoja kniznej kultiry v Uhorsku. V roku 1480
vysli tlacou v talianskych dielnach oficidlne liturgické publikacie pre slavenie oficia
a oms$e: Ostrihomsky brevidr (Breviarium Strigoniense) vydany v Benatkach u Erharda
Ratdolta a misal Missale ad usum dominorum Ultramontanorum, ktorého vydavatelom
bol Pierre Maufer vo Verone. O §tyri roky neskor, v roku 1484, vysiel tla¢ou Ostri-
homsky misdl v nemeckom Norimbergu u Antona Konergera a v tom istom meste tiez
druhé vydanie Ostrihomského brevidra vydavatela Georga Stuchsa.®

Ostrihomsky misdl vysiel do roku 1518 vo viac ako 20 vydaniach. Ak rdtame aj Mis-
sale ad usum dominorum Ultramontanorum z roku 1480, je to spolu 22 vydani, z toho
9 inkunabul a 13 vydani po roku 1500.% V ramci tla¢enych liturgickych knih v 15. sto-
ro¢i v Uhorsku mal Ostrihomsky misdl najviac vydani.”” Keymovo vydanie z 3. 8. 1512
predstavuje 17. vydanie knihy, ktord md v ndzve explicitne uvedené, ze ide o Ostrihom-
sky misal (po¢nuc norimberskym vydanim z roku 1484) - ak do vydani zahrnieme aj
spominany misal Missale ad usum dominorum Ultramontanorum z roku 1480, je to
18. vydanie. Podla Baldsza Dériho prvy tlacou vydany Ostrihomsky misdl z roku 1484
vznikol ako képia rukopisného kddexu, ktory reprezentoval vykrystalizovand, stabil-
nu liturgicka tradiciu. Konstatuje to na zaklade komparacie s Bratislavskym misdlom I
EC Lad. 3, kedZe povodny rukopisny kddex sa nezachoval.®

Politicko-spolocenska situacia po bitke pri Mohdci v roku 1526 v stvislosti s tu-
recko-osmanskou okupaciou Uhorska negativne zasiahla aj do knizno-vydavatelske;
¢innosti. Tlacenie liturgickych knih s ostrihomskym tzom sa zastavilo. Ciasto¢ne sa
ho podarilo obnovit az v obdobi Tridentského koncilu (1545 - 1563), resp. po nom.”

V ramci ostrihomskej arcidiecézy sa ostrihomska hudobnoliturgicka tradicia
neuplatniovala v§ade rovnako dosledne: v strednych a severnych regiénoch historic-
kého Uhorska sa pouzivala s vyraznej$imi odchylkami, pricom na Spisi a v prostredi
rehole paulinov sa prejavovali véicsie rozdiely s prvkami autondmnosti.*

Zanik ostrihomského liturgického tzu suvisi s rozhodnutim narodnej uhorskej sy-
nody konanej v rokoch 1630 - 1633 prijat rimsku kuridlnu liturgicka formu. Udialo sa

#  Je uloZeny v Prahe: Strahovskd Knihovna, DE. I. 7. SZENDRE]I, Janka: Breviarium Notatum Stri-
goniense saeculi XIII. Budapest : MTA Zenetudomanyi Intézet, 1998.

#  FOLDVARY, Ref. 19, s. XIV.

25 DERI, Baldsz: The 1484 Missal in the book culture of Hungary. In: Ref. 3, s. XV-XVIIL

% HUBAY, Ref. 6, s. 37-63.

77 SAJO, Géza — SOLTESZ, Erzsébet: Catalogus incunabulorum quae in bibliothecis publicis Hungd-
ridé asservantur ediderunt. Vol. 1. Budapest : Akadémiai Kiado, 1970, s. LXVI.

% DERI, Ref. 25, s. XXIV, XXV.

2 Porov.: FOLDVARY, Ref. 19, s. XIV, XV.

% FOLDVARY, Ref. 19, s. XII - XIV.
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to na zdklade navrhu Petra Pazmana® (1570 - 1637), ostrihomského arcibiskupa, kar-
dindla, uhorského katolickeho reformatora, jezuitu a zakladatela Trnavskej univerzity.*

Notovany zdznam spevov v prameni

Notovana zlozka predmetného misala bola koncipovana ako kombinacia tlaceného
a rukopisného grafického zaznamu. Odzrkadlovala v tom obdobi $tandardnu tlaciaren-
sko-uzivatelsku prax publikovania gregorianskeho choralu, ktora mala dve fazy vzniku
textovo-notového zaznamu. V tlaciarenskej dielni boli hudobné casti liturgickych knih
vytlacené vo forme textov spevov a prislusnych prazdnych notovych linajok. Noty sa
zaznamenavali do prazdnych linajkovych osnov dodato¢ne po vytla¢eni knihy bud ru-
kopisnym zépisom,* alebo vtla¢anim $pecidlnych razitok. Rukopisné doplhanie nota-
cie spevov realizoval vlastnik, resp. uzivatel alebo distribator knihy (knaz, pisar v skrip-
torskej dielni a pod.). Stviselo to aj so skuto¢nostou, Ze tla¢ notového pisma bola v tom
obdobi ¢asovo a technologicky naro¢nd. Mnohé knihy nemali vytla¢ené ani notové
osnovy: tie sa mali neskor dopisat ru¢ne rovnako ako nota¢né znaky (neumy). Vdaka
modernizdcii tlaciarenskej technolégie Ulrichom Hanom z Ingolstadtu bolo mozné od
polovice 70. rokov 15. storo¢ia tlacit notovy zdznam kompozicii sibezne s ich textom.*
Typ tlacenych ¢iasto¢ne rukou pisanych notovanych knih sa vSak uplatiioval pomerne
dlho: dokumentuju ho aj liturgickohudobné pramene pouzivané v 18. storo¢i.*®

V skiimanej knihe st na niekolkych miestach dodato¢ne rukopisne zapisané melo-
die spevov neumami métsko-gotickej notacie® do vytlacenej notovej osnovy. Notova
osnova ma ¢ervenu farbu a pozostava zo 4 linajok. Pouzity atrament notacie ma ¢iernu
(tmavohnedu?) farbu. Notacia pouziva kltuce ,,c“a ,,f“ a taktiez custos. Niektoré spevy
v knihe st bez dodato¢ne vpisanej notacie: iba s vytlacenou notovou osnovou nad
vytla¢enym textom. Hudobnd zlozka miséla s vytlacenou notovou osnovou s notaciou
neumami alebo bez nich je nasledovna:
- Exultet (fol. 88r-91v): s notdciou;
- dialog pred prefaciou (fol. 99v): bez notdcie;
— Descendat in hanc (fol. 100v): s notaciou;
- dialog pred prefaciou (fol. 102v): bez notdcie;
- prefacie (fol. 102v-108v): s notaciou;

31 FOLDVARY, Ref. 19, s. XV. Niektoré prvky kalendara a sviatky uhorskych svitych zostali, aviak

ich textova stranka bola zmenend: nahradend inymi textami. TamZe.

PIRICKY, Gabriel: Peter Pdzmaii a protiislimske polemiky v zdpasoch jezuitov s protestantiz-

mom v habsburskom Uhorsku v obdobi raného novoveku (16 - 17. storodie). In: Axis Mundi,

ro¢. 17,2022, ¢. 1, 8. 59.

Takymto sposobom boli vytvorené viaceré liturgické inkundbuly s hudobnym obsahom vydané

v Taliansku. Porov.: DUGGAN, Mary Kay: Italian Music Incunabula: Printers and Type. Berke-

ley : University of California Press, 1992, s. 42.

3 VOIT, Petr: Ulrich Han [heslo]. In: Encyklopedie knihy v éeském sttedovéku a raném novovéku.
Dostupné na: <https://encyklopedieknihy.cz/index.php/Ulrich_Han> [Cit. 3. 2. 2026.]

* HILEY, David: Western Plainchant / A Handbook. Oxford : Clarendon Press Publication, 1993,

s. 287, 395.

Odborné konzultacie notécie: PhDr. Eva Veselovska, PhD., vedeckd pracovnicka Ustavu hudob-

nej vedy Slovenskej akadémie vied.
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- incipity Gloria in excelsis deo (fol. 108v-109r): s notaciou aj bez notacie;

- incipity Credo in unum Deum (fol. 109r): s notaciou;

- incipity Ite missa est (fol. 109r-109v): s notaciou;

- dialog a modlitba pred Pater noster a Pater noster (fol 115r-116r): bez notécie;
- modlitba a dialdg pred znakom pokoja (fol. 116v): bez notacie.

V pripade notacie spevov mozno konstatovat dominantny podiel jednej skriptor-
skej ruky a zaroven predpokladat pritomnost dal$ieho zapisovatela (zapisovatelov?),
resp. zapisanie jednou rukou v roznych ¢asovych obdobiach. Na zodpovedanie tychto
otazok bude potrebné realizovat v budtcnosti hlbsi paleograficky vyskum.

Najrozsiahlej$im notovanym spevom v miséli je velkono¢ny chvalospev Exultet’”
(Cantus ID 850202*), ktory sa spieva pocas velkonocnej vigilie. Pre liturgiu tejto vigilie
je uréené aj kratke jednoduché zvolanie Descendat in hanc (Descendat in hanc plenitudi-
nem fontis virtus Spiritus Sancti, Cantus ID?). Notovanych prefacii je 11 a st uréené na
rozne prilezitosti v ramci liturgického roka. Spevy Gloria in excelsis deo su zaznamena-
né iba ako incipity a maju nasledovné liturgické zaradenie: Paschale, Feriale in pascha,
De beata Maria virgine, Fons bonitatis, Magne deus, Cunctipotens, Laetabundus post na-
tivitatem, Dominicale, Aliud dominicale, De apostolis, De uno martyre, De confessoribus,
De virginibus (niektoré z nich nemaji vpisané neumy do notovych osnov). Ako incipity
su graficky zachytené aj dva spevy Credo in unum deum a zavere¢na omsova formula
Ite missa est, ktora ma nasledovné liturgické zaradenia: Paschale, Feriale in pascha, Do-
minicale, De beata Maria virgine, Fons bonitatis, Magne deus, Cunctipotentis, Laetabun-
dus post nativitatem, De aspostolis, De uno martyre, De confessoribus, De virginibus. Na
spodnom margu folif 108v a 109r su rukopisne dopisané textovo-melodické incipity:
Gloria in excelsis deo a Ite missa est kurzivnym pismom métsko-gotickou notaciou na
5-linajkovej osnove. St v8ak tazko ¢itatelné, ndpevy sa nepodarilo identifikovat.

Na niektorych stranach levoéského misala sa nachadzaju notované spevy zazna-
menané dodato¢ne rukou na margach (okrajoch). Texty, neumy a notové linajky st
zapisané atramentom ciernej (tmavohnedej?) farby. Mozno ich povazovat za dokaz
toho, Ze sa misal nepouzival (len) pocas sukromne slavenych omsi.* Melddie spevov
st notované métsko-gotickou notaciou, ktord ma v porovnani s notaciou pouzitou vo
vytla¢enych notovych osnovach kurzivnejsi charakter. Je menej dekorativny, ¢o kores-
ponduje s praktickymi dovodmi realizacie zdznamu pre potreby konkrétnych litur-
gickych slaveni. Najdlhsie notované jednotky medzi tymito rukopisnymi zaznamami
predstavuju dva spevy: antiféna na Velky Piatok Hoc corpus quod pro vobis tradetur
(Cantus ID g00808) a hymnus na Bielu Sobotu Rex sanctorum angelorum (Cantus ID
a00176). St notované na 5-linajkovej notovej osnove.

Nazov tohto spevu v tejto $tadii uvadzam podla nazvu textu (encyklopedického hesla) od Kata-

riny LIVLJANIC: Exultet [heslo]. In: Die Musik in Geschichte und Gegenwart. Allgemeine Enzy-

klopddie der Musik begriindet von Friedrich Blume. Ed. Ludwig Finscher. Sachteil 3. Kassel; Basel;

London; New York; Prag; Stuttgart; Weimar : Bérenreiter; J. B. Metzler, 1995, Sp. 253. Incipit

spevu uvadzame podla podoby v databaze Slovak Early Music Database (prvé slovo: Exsultet).

Dostupné na: <https://cantus.sk/id/850202> [Cit. 15. 3. 2026.]

% Elektronickd databaza: CANTUS - A Database for Latin Ecclesiastical Chant. Dostupné na:
<https://cantusdatabase.org/chant/535114> [Cit. 25. 2. 2026.]

3 Porov.: BALAZS, Déri: The 1484 Missal as a liturgical source. In: Ref. 3, s. XLVIIL
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V dal$om texte sa venuje pozornost notovanym spevom zaznamenanym ako kom-
bindcia tlace a rukopisu, ktoré maju ucelenti podobu - Exultet a prefacie — a tieZ anti-
fone s notaciou zapisanej rukou na spodnom okraji fol. 86v Hoc corpus quod pro vobis
tradetur. Boli predmetom analyzy v suvislosti s komparaciou a hladanim konkordancii
v zachovanych stredovekych pramenoch zo Slovenska a Uhorska evidovanych v data-
baze Slovak Early Music Database - Cantus Planus in Slovakia a na stranke Melodia-
rium Hungariae Medii Aevi Digitale.*’

Spev Exultet je pomenovany podla zac¢iato¢ného slova textu Exsultet jam angelica
turba caelorum (v preklade Zaplesaj, nebesky chor anjelov) a jeho obsahom je zvesto-
vanie velkono¢ného tajomstva Paschy a Kristovho Zmrtvychvstania, ktoré je pretave-
né do textu prozy majstrovskej umeleckej hodnoty.*' Spieva ho diakon alebo knaz. Je
znamy aj pod nazvami: Praeconium paschale, Consecratio cerei, Benedictio cerei, Luas
cerei, Carmen cerei. Tvoria ho dve ¢asti: prolog a prefacia, pred ktorou je dialog speva-
ka a zhromazdenia veriacich.*

V stredovekom Uhorsku, podobne ako v celej Eurépe s vynimkou niektorych
oblasti Talianska, sa Exultet pouzival ako text fransko-rimskej proveniencie, pri¢om
mohol podliehat uréitym drobnym zmenam, najma v zavere¢nych pasdzach prolégu
a prefacie, v prosbach za predstavenych (zmeny sa mohli tykat napriklad zmeneného
slovosledu, vynechania slov a pod.). Z hladiska melodického stvarnenia sa uplatio-
val ako fransko-rimsky melodicky variant, so striedmej$im (strohej$im) charakterom
meliziem. Dokladaji ho rukopisné pramene $irsej rodiny ostrihomskej hudobnolitur-
gickej tradicie do obdobia Sirenia knihtlace, teda do prvej polovice 16. storocia, so
zaciatkom pravdepodobne uz v 11. storo¢i (je zaznamenany aj v pramenoch z pros-
tredia paulinskej rehole a zo Zahrebu). Ide o podobu Exultetu, ktora ma stabilnu for-
malno-obsahovu kostru, pricom graficky textovo-melodicky zaznam v jednotlivych
rukopisnych knihdch vykazuje variabilné riesenia (textové a melodické varianty).*
V pramenoch ostrihomského ritu ma prolog Exultetu zvycajne recitantu na téne c, ter-
mindciu na téne e, vnutorné kadencie na ténoch g, a, niekedy aj na tone ¢, a aklamdcia
sa pohybuje v tdnovom priestore g-a-h. V pripade prefacie sa melodika opiera o tono-
vé pasmo g-a-h, medidcie st poloZené na tone h a termindacie na téne a.* Kadencie sa
odvijaju od tonu ¢ a koncia na tone a, pricom pred finalisom maja torculus na tretej
alebo druhej slabike.*

1 Dostupné na: <https://cantus.sk/>; <https://melodiarium.zti.hu/en/cantus-missae/communio-

nes/> [Cit. 10. 12. 2025 - 10. 4. 2026.]

1 BERGER, Rupert: Exsultet [heslo]. In: Liturgicky slovnik. Praha : Vysehrad, spol. s r. 0., 2008,

s. 132, 133.

LIVLJANIC, Ref. 35, s. 253. Zavedenie tohto chvalospevu do liturgie sa spaja so sv. Augustinom

(354 - 430), za najstarsi doklad jeho melodického stvarnenia sa povazuje fransky pramen Ordo

zo zaciatku 9. storocia. Tamze, Sp. 253, 256.

3 KOVACS, Andrea: Ferenc Futhaki’s Gradual 1493. Monograph. In: Musica Sacra Hungarica 4/1.
Istanbul; Budapest : Milli Saraylar Idaresi Bagkanligi; Liszt Ferenc Academy of Music; Church
Music Research Group, 2021, s. 302, 303.

“  KOVACS, Ref. 43, s. 303.

5 LAZORIK, Eduard: Two medieval fragments with Esztergom notation in the Moravian Libra-
ry Musicologica Brunensia. In: Musicologica Brunensia, ro¢. 60, 2025, ¢. 2, s. 96. Dostupné na:
<https://digilib.phil. muni.cz/sites/default/files/pdf/MB2025-2-6.pdf> [Cit. 10. 3. 2026.]
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Z vcelku zachovanych notovanych rukopisnych liturgickych knih zo stredoveku na
Slovensku sa notovany zapis kompozicie Exultet nachddza v dvoch misdloch uloze-
nych v Bratislave. V Misdli 387 (Missale Lundense) z rokov 1275 - 1300 skandinavske;j
proveniencie a v Bratislavskom misdli I EC Lad. 3: zdznam v tomto bratislavskom pra-
meni zo 14. storodia je v kontexte ostrihomskej omsovej tradicie esencialnou verziou
tejto kompozicie. Jej dalSie konkordancie podla databazy Slovak Early Music Database
- Cantus Planus in Slovakia*® dokumentuje 6 fragmentov zo stredovekych misalov.
Ide o jednu tla¢ z 15. storodia s ostrihomskou notaciou (Misdl/fragment 1327%) a pét
rukopisov. Styri rukopisy pochédzajt zo 14. storoéia z Ciech a Uhorska a st ulozené
v Kremnici* a jeden rukopis je z 15. storocia zo Slovenska/Strednej Eurdpy (?) a na-
chadza sa v Trenc¢ine (Misdl/fragment ZH-A Sine num. sig. 19%).

Z kompardicie kompozicie Exultet z Ostrihomského misdlu z roku 1512 z Levoce
s verziou v Bratislavskom misdli I, EC Lad. 3 vyplyva, ze textova cast prologu je v oboch
pramenoch vo vzdjomnom sulade a v prefacii je niekolko drobnych zmien (napriklad
v doxoldgii v zavere prefacie). V oboch misaloch sa nenachadzaju frazy O certe neces-
sarium a O felix culpa. Vynechanie tychto dvoch fraz v kompozicii Exultet (v porovna-
ni s rimskou verzou v Missale Romanum) sa povazuje za typicky prvok ostrihomske;j
hudobnoliturgickej tradicie.”*

Melddia spevu Exultet v MSLe 1512 ma v proldogu recitantu na téne c, ale v porov-
nani s BA I EC Lad. 3 ma celkove pohyblivejsie stvarnenie. Vo vnutornych kadencidch
sa Casto pouziva a (v pripade BA I EC Lad. 3 mozno pozorovat tendenciu preferovat g,
¢im aj aklamacia nadobuda charakter kvartového ,,zdvihu®). V prefacii sa za typicky
melodicky aspekt pramenov z Uhorska povazuje $pecifickd melizma na zaciatku troch
fraz O inestimabilis dilectio, Suscipe sancte Pater a Nox, in qua terrenis.*> V levo¢skom
prameni sa na tychto miestach tato melizma nenachddza, je tam iné rieSenie, melodic-
ky strohejsie.

Prefacia v ramci eucharistického obradu prednasana knazom patri k najdélezitej-
$im modlitbdm v omsSovej liturgii. Predchadza jej dialog kiaza a spolocenstva veria-
cich, ktory sa rozvinie do dlhsieho recitovaného alebo spievaného textu. Ten nemad
stabilnu podobu, ale meni sa podla tej-ktorej liturgickej prilezitosti.”®* V 15. storo¢i sa
v liturgickej praxi v Uhorsku $iril melodicky typ prefacie, ktora je vystavana z dvoch
recitant, zaroven sa v$ak v niektorych lokalitich zakonzervoval archaicky typ prefacie
s jednou recitantou (pripadne vo vedné feridlne dni sa pouzivali prefacie s jednou re-
citantou a na sviatky s dvomi recitantami). Na prelome 15. a 16. storocia sa rozvijal typ

4 <https://cantus.sk/id/850202> [Cit. 10. 3. 2026.]

7 Statny archiv v Banskej Bystrici, pracovisko Archiv Banskd Stiavnica, Bergrechnungen 1576, No.
inv. 1327, 141 MMBS 16K137, $katula 29.

Statny archiv v Banskej Bystrici, pracovisko Archiv Kremnica, Magistrat mesta Kremnica: Misdl/
fragment Tom. 1, Fons 31, Fasc. 4, Nro. 268-269, 1583; Misdl/fragment Tom. 1, Fons 41, Fasc. 3,
Nro. 58, 1584; Misdl/fragment Tom. 1, Fons 36, Fasc. 8, Nro. 418, 1573; Misdl/fragment Tom. 1,
Fons 32, Fasc. 9, Nro. 83, 1583.

Statny archfv v Trenéine.

0 Dalej aj ako skratka MSLe 1512.

51 LAZORIK, Ref. 45, s. 95.

?  LAZORIK, Ref. 45, 5. 97.

% HILEY, Ref. 35, s. 49.
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prefacii, ktoré prekracuji ramec jednoduchej recitacie smerom k vicsej ozdobnosti
(tykalo sa to velkych sviatkov a i$lo o spestrenie repertoaru starobylej tradicie).**

Ostrihomsky misdl z roku 1512 z Levoce obsahuje 11 prefacii. V ramci pramenov
evidovanych v databaze Slovak Early Music Database maja najviac konkordancii v Bra-
tislavskom misdli  EC Lad. 3 (v pocte 10), pri¢om aj liturgické uréenie spevov je v oboch
pramenoch formulované zna¢ne podobne. Ako uvadza Tabulka ¢. 1, dalsie konkor-
dancie sa podarilo ndjst v $kandinavskom Misdli 387 (Missale Lundense) z rokov 1275
- 1300 a vo fragmentarne zachovanych misaloch zo 14. - 16. storo¢ia, ktoré majt roznu
provenienciu: Slovensko/Uhorsko, Uhorsko, Nemecko, Nemecko/Polsko (?), Cechy,
Trnava/Bratislava. Pri pohlade na melodicku zlozku prefacii mozno konstatovat jed-
noduchsi typ stvarenia s jednou recitantou (fol. 102 v Quotidiana) alebo ozdobnejsi
typ (napr. fol. 105 De resurrectione domino nostri Jesu Christi). Vyzvou pre dalsie bada-
nie je hlbsia analyza tychto preficii s ciefom ich klasifikovania.

Antiféna na Velky Piatok Hoc corpus quod pro vobis tradetur, ktorej adiastematicky
zapis dokladd uz Kédex 121 (1151) Graduale — Notkeri Sequentiae z klastornej bene-
diktinskej kniznice Einsiedeln (Stiftsbibliothek) cca z rokov 960 - 970, je v MSLe
1512 v 6smom mode (8g). Porovnavaci vyskum tejto antifény v omsovych prame-
noch z Uhorska publikovany na stranke Melodiarium Hungariae Medii Aevi Digitale®
poukazuje na drobnu variabilitu neumovych $truktar, najma od slova ,.est“. Zaznam
v levoéskom miséli v drobnych detailoch pri tych-ktorych slabikach textu vykazuje
totoznost s roznymi a viacerymi pramenmi (okrem pasaze v Nitrianskom gradudli
SNA 67 ,,dicit dominus...commemorationem*, kde je melodicka linka v zapise posunutd
o sekundu niz$ie). V pripade viactonovej melizmatickej Struktary v slove ,,meam® v jej
rieSeni sa javi pribuznost s verziou v gradudloch zo Spisa, Kluzu a Brasova (Spissky
gradudl Juraja z Kezmarku, Mss. No. 1, 1426, Gradudl z Kluzu / Graduale Claudiopo-
lense, R. 1. 1., 16. storocie a Gradudl z Brasova II / Graduale Brassoviense II, Ms. 759,
15. storodie).

> RAJECZKY, Benjamin: Magyarorszdg zenetorténete I-1I. Budapest : Akadémiai Kiado, 1988,
s. 269.

»  Koédex obsahuje najstar$i kompletne zachovany neumami notovany omsovy gradudl. Dostupné
na: <https://www.e-codices.unifr.ch/en/list/one/sbe/0121> [Cit. 10. 2. 2026.]

6 <https://melodiarium.zti.hu/en/cantus-missae/communiones/> - pramene: Ostrihomsky gra-
dudl kardindla T. Bakécza / Graduale Strigoniense cardinalis Thomae Bakdcz, archiepiscopi Stri-
goniensis, MS 1. 1 a-b, 15. storocie (Ostrihom, Fészékesegyhazi Konyvtar), Ostrihomsky gradudl
E de Futhaka / Graduale Strigoniense Francisci de Futhak, 2429, 1463 (Istanbul, Topkap1 Saray1
Miizesi), Nitriansky gradudl / Graduale Nitriense, SNA 67, 16. storocie (Bratislava, Slovensky
nédrodny archiv), Gradudl z Transylvdnie / Graduale ex Transylvania, Fol. Lat. 3815, 1534 (Bu-
dapest, Orszagos Széchényi Konyvtar), Gradudl z Pdity / Graduale ex Gyongydspata, Fol. Lat.
3522, 16. storocie (Budapest, Orszagos Széchényi Konyvtar), Spissky gradudl Juraja z Kezmarku
/ Graduale Scepusiense Georgii de Kesmark, Mss. No. 1, 1426 (Spi$ska kapitula, KniZnica Spisskej
kapituly), Gradudl z Brasova 11 / Graduale Brassoviense II Ms. 759, 15. storoc¢ie (Sibiu, Biblioteca
Muzeului Brukenthal), Gradudl z Kluzu / Graduale Claudiopolense, R. 1. 1., 16. storocie (Alba
Iulia, Biblioteca Batthyaneum), Notovany misdl z Uhorska / Missale Notatum ex Hungaria, Deiss-
mann 60, 13./14. storocie (Istanbul, Topkap: Sarayr Miizesi). Vo vac¢$ine pramenov z Uhorska
je tento spev zapisany v pozicii 8g, vyskytuje sa vSak aj transpozicia do ¢ (Ostrihomsky gradudl
kardindla T. Bakdcza). Viaceré pramene ho uvadzaju na komunio 5. postnej nedele. [Cit. 10. 3.
2026.]
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Tabulka ¢. 1: Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme
Ecclesie Strigoniensis), Benatky : Urban Keym, 1512, Levoéskd zbierka hudobnin: PREFACIE

Incipit

félio

Cantus
ID!

Liturgické
urcenie - podla
znenia v prameni

Konkordancie na Slovensku podla databazy
Slovak Early Music Database*

Vere dignum
et justum est
aequum

102 v

02785

Prefatio
quotidiana

- Misdl 387 (Missale Lundense), Bratislava,
1275-1300, rukopis,® kvadratickd nota-
cia, proveniencia:* Skandinavia, Ustredna
kniznica SAV Bratislava

- Bratislavsky misdl I, EC Lad. 3, Bratislava,
ante 1341, rkp., ostrihomska notdcia, prov.
Bratislava:® dalej ako Bratislavsky misdl I,
EC Lad. 3, ante 1341

- Misdal / Brevidr? | fragment Banska Bys-
trica, 15. storocie, rkp., métska notdcia,
prov.: Slovensko / Uhorsko), Statny archiv
v Banskej Bystrici, Magistrat mesta Banska
Bystrica Prot. praet. 1586 / 23

- Misdl / fragment Trnava, 16. storocie, tla¢,
nemecka gotickd notdcia, prov.. Nemec-
ko, Spolok sv. Vojtecha Trnava, archiv
a kniznica SK-TRs Fasc 154/17/44 + Fasc.
154/17/45

Aeterne deus
| Quia per

incarnati verbi

103 r

02786

De nativitate
domini nostri

- Bratislavsky misdal I, EC Lad. 3, ante 1341

- Misdal C 980 / fragment, Martin, 15. storocie,
rkp., ¢eska notacia, prov. : Cechy; Slovenska
narodnd kniznica Martin, Literdrny archiv,
Zbierka nduc¢nych a inych prac C 980

Quia cum
unigenitus tuus

103 v

g02787

In epiphania
domini

- Misdl / fragment, Kremnica, 15. storocie, rkp.
notécia métsko-ceskd, prov.: Uhorsko, Stétny
archiv v Banskej Bystrici, pracovisko Archiv
Kremnica, Magistrdt mesta Kremnica, Tom.
1, Fons 31, Fasc. 4, Nro. 176, 1576, dalej ako
skratka MFKre 1576, 15. storocie

Aeterne deus |
Qui corporali
jejunio vitia

104 r

02788

In quadragesima

- Bratislavsky misal I, EC Lad. 3, ante 1341

- Misdl / fragment, Bratislava, 15. storocie,
rkp., ¢eska notacia, prov.: Cechy, Slovensky
narodny archiv Bratislava, Bibliotheca
Capituli Posoniensis Haer. 3 Treuherzlige
Warmungs Schrift. Wittenberg 1629, dalej
ako MFBA 1629, 15. storocie

- MFKre 1576, 15. storocie

' Elektronickd databdza: CANTUS - A Database for Latin Ecclesiastical Chant. <https://cantusda-
tabase.org/id/100353> [20. 1. 2026].

[E I VY

<https://cantus.sk/id/850202>
Dalej ako skratka ,,rkp.“

Dalej ako skratka ,,prov.”
UloZenie: Archiv mesta Bratislavy: EC Lad. 3, EL 18, EC Lad. 1/21; Miizeum mesta Bratislavy:

A/9, Spolok sv. Vojtecha: Fasc. 322/10, Fasc. 200 c.15¢ TR.A.61. RYBARIC, Richard - SZENDREI,
Janka (ed.): Missale notatum Strigoniense ante 1341 in Posonio. Budapest, 1982.
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Incipit folio |Cantus | Liturgické Konkordancie na Slovensku podla databazy
ID! urcenie — podla | Slovak Early Music Database*
znenia v prameni

Aeterne deus 104 v | g02789 |In cena domini |- Bratislavsky misdl I, EC Lad. 3, ante 1341

| Qui salutem et de sancta - MFBA 1629, 15. storocie

humani generis cruce - MFKre 1576, 15. storocie

Aequum et 105 |g02790 |De resurrectione | - Bratislavsky misdl I, EC Lad. 3, ante 1341

salutare | domini nostri - MFKre 1576, 15. storocie

Te quidem Tesu Christi

domine

Aeterne deus | | 106 r | g02791 |In ascensione - Bratislavsky misdal I, EC Lad. 3, ante 1341

Per Christum domini - MFKre 1576, 15. storocie

dominum

nostrum

Aeterne deus | |106v|g02792 |In die - Bratislavsky misal I, EC Lad. 3, ante 1341

Per Christum penthecostes - Bratislavsky misdl VI / fragment, Bratislava,

dominum 15. storodie, rkp., métska notdcia, prov.

nostrum Trnava / Bratislava, Mizeum mesta
Bratislavy, f. 1r: Li(b)er Ecclesiae P(o)
s(oniensi)s, 14032, 10 ft. (notated: 6r-v/
original foliation: 132, 7v/135) + 7 ff. (EC
Lad. 2/34, Statny archiv v Bratislave: dalej
ako BA VI, 15. storocie

Aeterne deus 107 r | g02793 |De Sancta - Bratislavsky misal I, EC Lad. 3, ante 1341

| Qui cum Trinitate - BA VI, 15. storocie

unigenito filio

Aeterne deus | 107 v | g02794 | De beata virgine |- Bratislavsky misdl I, EC Lad. 3, ante 1341-

| Et te in Aeterne deus | Et te in commemoratione

veneratione - BA VI, 15. storocie

- Misdl / fragment, Betliar, 15. storocie,

métska notdcia, prov. : Nemecko alebo
Polsko, SK-BEt (Betliar) Slovenské narodné
muzeum — Muzeum Betliar 1 MISSALE
Sign. K0000/00589, HK 00589 LIBER
TRADENS: Abschidt der Rom Khaij:
Maij: etc. und Gemeiner Standt, auf dem
Reichstag zuRegensburg, Anno Domini M.
DC. III. aufgericht, Mit Rém: Khaij: Maij:
etc. Genad und Freyhait. Gedruckht in der
Churfurstlichen Statt Meintz, durch Johann
Albium, Anno M. DC. III. [= 1603], dalej
ako MFBEt K0000/00589, 15. storocie

Aequum et 108 r [ g02795 |De apostoliset |- Bratislavsky misdl I, EC Lad. 3, ante 1341

salutare | evangelistis - Misdl / fragment, Banska Stiavnica,

Te domine 14. storodie, rkp., Ceska notacia, prov.:

suppliciter Cechy, Statny archiv v Banskej Bystrici,

pracovisko Archiv Banska Stiavnica
Copirbuch No.inv.605 54 MMBS 16K50
1585-1586, skatula 16

- MFBEt K0000/00589, 15. storocie

- BA VI, 15. storocie
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Zaver

Missale Strigoniense / Ostrihomsky misdl - Missale secundum chorum alme Ecclesie Stri-
goniensis — vydany v roku 1512 v Benatkach a ulozeny v Levocskej zbierke hudobnin je
vyznamnym pramenom k vyskumu stredovekého gregorianskeho choralu na Sloven-
sku a v strednej Eurdpe v kontexte om$ového hudobného repertoara. Patri do katego-
rie oficidlne vytlacenych liturgickych knih v 16. storo¢i, ktoré vypovedaji o kontinuite
ostrihomského obradu (ritus Strigoniensis) reprezentativne dolozeného v Bratislav-
skom misdli I EC Lad. 3 z Kapitulskej kniznice z Bratislavy zo zadiatku 14. storodia.

Z vyskumu vybranych notovanych spevov v predmetnej benatskej tlaci vyplyva, ze
v hudobnom repertoari sa prejavuju typické prvky ostrihomského tzu, zaroven vsak
obsahuje riesenia, ktoré naznacuju odlisnosti. Kompozi¢né stvarnenia spevov v skiima-
nom misali prispievaji k obrazu o variabilite gregorianskeho chorélu fransko-rimske-
ho povodu v prostredi Uhorska v 16. storo¢i. V aktualnom stave vyskumu sa vynaraja
otazky o podiele regionalno-lokalneho vplyvu na hudobny material v tomto miséli v su-
vislosti s oficidlnou ostrihomskou hudobnoliturgickou tradiciou. Na ich zodpovedanie
bude potrebné realizovat dalsi hlbsi vyskum zamerany na analyzu spevov v miséli a ich
komplexnejsiu komparaciu so spevmi v notovanych dobovych tlacenych a rukopisnych
pramenoch z Uhorska a Eurdpy a v interdisciplinarnej spolupraci liturgiky, archivnictva
a paleografie. Vyzvou pre dalsie badanie je aj téma pouzivania tejto knihy v realnej hu-
dobnoliturgickej praxi v kultirnom Zivote v Levoci a na Spisi v 16. storo¢i.

fond
na podporu  Projekt podporil z verejnych zdrojov Fond na podporu umenia.
¢ umenia
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Obr. 1: Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme Ecclesie
Strigoniensis). Venetiis : Urbanus Keym, 3. 8. 1512. Levocska evanjelicka zbierka hudobnin,
Evanjelicky kostol a. v. Levoca, sign. MUS A 8, olim 13778. Titulna strana. © Cirkevny zbor
ECAV na Slovensku Levoca
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3. 8. 1512. Levocska evanjelickd zbierka hudobnin,

: Urbanus Keym,

Venetiis

).

Evanjelicky kostol a. v. Levoca, sign. MUS A 8, olim 13778. Fol. 1r. © Cirkevny zbor ECAV na

Obr. 2: Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme Ecclesie
Slovensku Levoca

Strigoniensis
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Obr. 3: Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme Ecclesie
Strigoniensis). Venetiis : Urbanus Keym, 3. 8. 1512. Levocska evanjelickd zbierka hudobnin,
Evanjelicky kostol a. v. Levoca, sign. MUS A 8, olim 13778. Fol. 88r. © Cirkevny zbor ECAV na
Slovensku Levoca
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Obr. 4: Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme Ecclesie
Strigoniensis). Venetiis : Urbanus Keym, 3. 8. 1512. Levo¢skd evanjelickd zbierka hudobnin,
Evanjelicky kostol a. v. Levoca, sign. MUS A 8, olim 13778. Fol 90r. © Cirkevny zbor ECAV na
Slovensku Levoca
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Obr. 5: Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme Ecclesie
Strigoniensis). Venetiis : Urbanus Keym, 3. 8. 1512. Levo¢skd evanjelicka zbierka hudobnin,
Evanjelicky kostol a. v. Levoca, sign. MUS A 8, olim 13778. Fol. 107r. © Cirkevny zbor ECAV na
Slovensku Levoca
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Obr. 6: Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme Ecclesie Stri-
goniensis). Venetiis : Urbanus Keym, 3. 8. 1512. Levoc¢ska evanjelicka zbierka hudobnin, Evan-
jelicky kostol a. v. Levoca, MUS A 8, olim 13778. Fol. 86v. © Cirkevny zbor ECAV na Slovensku

Levoca
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Obr. 7: Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme Ecclesie
Strigoniensis). Venetiis : Urbanus Keym, 3. 8. 1512. Levocska evanjelicka zbierka hudobnin,
Evanjelicky kostol a. v. Levoca, sign. MUS A 8, olim 13778. Fol. 108v. © Cirkevny zbor ECAV na
Slovensku Levoca
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Summary

MISSALE STRIGONIENSE (1512): A SOURCE OF GREGORIAN CHANT IN THE CONTEXT OF
THE LEVOCA Music COLLECTION

The notated Missale Strigoniense / Ostrihomsky misdl (Missale secundum chorum alme Ecclesie
Strigoniensis, shelfmark MUS A 8, olim 13778), printed in Venice on 3 August 1512, is one of two
sixteenth-century printed books currently preserved in the Levoca/Leutschau Lutheran Music
Collection. It is housed in the Historical Library of the Evangelical Church of the Augsburg Confession
in Levoca, Cirkevny zbor Evanjelickej cirkvi a. v. Levoc¢a and has not yet been comprehensively
discussed in musicological literature. The missal was printed by Peter (Petrus) Liechtenstein,
originally from Cologne, at the expense of the Buda bookseller Urban (Urbanus) Keym. It represents
a later edition of the first printed missal containing the officially codified Mass liturgy of the
Esztergom rite, originally published in 1484 in Nuremberg by Anton Koberger. The volume consists
0f 292 numbered folios. The musical notation of the missal was conceived as a combination of printed
and handwritten elements. In several places, chant melodies were subsequently added by hand in
Messine-Gothic neumes within the printed staves, while more cursive notational forms (chant texts,
neumes, and musical staves) also appear in the margins of the folios. The study focuses primarily
on notated chants preserved in this combined printed and manuscript form that survive complete,
namely the Exsultet and the prefaces, together with the antiphon Hoc corpus quod pro vobis tradetur
notated by hand in the lower margin of fol. 86v. These chants were analysed through comparison and
concordance identification in preserved medieval sources from Slovakia and Hungary.

The Missale Strigoniense / Ostrihomsky misdl - Missale secundum chorum alme Ecclesie
Strigoniensis — preserved in the Levo¢a Music Collection constitutes an important source for the
study of medieval Gregorian chant in Slovakia and Central Europe within the context of the Mass
repertoire. It belongs to the group of officially printed liturgical books from the sixteenth century that
attest to the continuity of the Esztergom rite (ritus Strigoniensis), as documented representatively,
for example, in the Bratislava Missal I EC Lad. 3 from the Chapter Library in Bratislava dating from
the early fourteenth century. Research into the handwritten musical notations added to the Venetian
print demonstrates that the musical repertoire exhibits characteristic features of the Esztergom
rite while simultaneously containing elements that indicate certain differences. The compositional
treatment of the chants in the examined missal thus contributes to a broader understanding of the
variability of Gregorian chant of Franco-Roman origin within the context of sixteenth-century
Hungary. At the present stage of research, several questions remain concerning the extent of regional
and local influences on the musical material contained in the missal within the framework of the
official Esztergom musical-liturgical tradition. Addressing these issues will require further detailed
research focused on the analysis of the texts and melodies of the chants and on broader comparisons
with contemporary printed and manuscript notated sources from Hungary and elsewhere in Europe.
Such research will necessarily involve interdisciplinary collaboration between the fields of liturgical
studies, archival science, and palaeography. Another important challenge for future investigation
concerns the use of this book within the actual musical-liturgical life of Levo¢a and the Spis region
during the sixteenth century.



126 Musicologica Slovaca 17 (43), 2026, ¢. 1
https://doi.org/10.31577/musicoslov.2026.1.7

JIRI /JURAJ/ DRUZECKY (1745 - 1819)' A JEHO
OPERA MECHMET (GEORG DRUSCHETZKY,
GIORGIO DRUZECHI)
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ABSTRACT

This study examines the operatic oeuvre of Jifi (Juraj) Druzecky (1745-1819), with particular
emphasis on his opera Mechmet, which, together with another untitled opera, has survived in
the form of a manuscript score. Both musical sources are currently preserved in the National
Széchényi Library in Budapest. Although no records of performances of these operas have
yet been identified, individual copies of instrumental and vocal parts have survived in
addition to the score itself. The completeness of the materials for Mechmet suggests that the
work may indeed have been performed in the past. On the basis of the surviving manuscript
sources, it has been possible to analyse and partially define the composer’s signature operatic
style, as well as to clarify the musical specificities and compositional techniques employed in
the opera Mechmet.

Keywords: Jiti (Georg, Giorgio, Juraj) Druzecky (Druschetzky, Druzechi), opera Mechmet,
analysis, musical classicism

Vyznamnym skladatelom stredoeurdpskeho vyznamu v obdobi hudobného klasiciz-
mu bol J. Druzecky, ktory posobil okrem inych eurdpskych miest? i v Bratislave, najprv

'V hudobnych lexikénoch (Die Musik in Geschichte und Gegenwart, The New Grove Dictionary
of Music and Musicians) nachadzame okrem uvedenych poddb jeho priezviska i dalSie varianty:
Druzeczki, Truschetzki, Druschetzki, Drzecky. V medzinarodnej databaze RISM je uvedena iba
jedna podoba priezviska a mena: Druschetzky Georg. Ceska muzikolégia krstné meno pise ces-
ky: Jifi. Podla jeho miesta narodenia ho povazuju za ¢eského skladatela. Napr.: KOLOFIKOVA,
Klara: Druzecky Jiti. In: Cesky hudebni slovnik osob a institucii [online]. Dostupné na: <https://
slovnik.ceskyhudebnislovnik.cz/index.php?option=com_content&view=article&id=3&Ite-
mid=3> [Cit. 2025-09-20.]

> Dlhsie pobyty sa spdjaju s jeho posobenim v Linzi, Pesti a Budine.
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u Antona Grassalkovicha II., neskor aj u primasa Jozefa Batthyanyho.® Pomerne roz-
siahla tvorba* Druzeckého obsahuje symfonické diela, partity a serenady pre dychové
nastroje, skladby pre tri basetové rohy, variacie pre dychové nastroje, komorna hudbu
(slacikové kvartetd; kvartetd pre hoboj, husle, violu a violoncelo; serenady pre komor-
né obsadenia a iné), scénicku a sakralnu hudbu.’ Jeho javiskova tvorba pozostava zo
scénickej hudby Adelheid von Ponthieu, melodramy Andromeda und Perseus, baletu
Inkle und Yariko a dvoch opier Opera [bez nazvul® a Mechmet.” Okrem opier sa zacho-
vala iba scénicka hudba Adelheid von Ponthieu, ktora je ulozena v Linzi.®

Vzacnostou je, Ze sa v kompletnom stave zachovali obe jeho opery: Opera [bez na-
zvu)® a Mechmet, ktoré su v sucasnosti v rukopisnej podobe ako jediné exemplare ulozené
v Statnej Széchényiho kniznici v Budapesti.'® V pripade opery Mechmet su k dispozicii aj
odpisy partov jednotlivych postdv a hudobnych nastrojov. Na zéklade udajov od Agnes
Sas, uvedenych v jej tematickom katalogu skladieb J. Druzeckého, a preskimanim vyssie
spominanych notovych materidlov mézeme potvrdit, Ze v prvom pripade ide o operu*!
bez nazvu a v druhom pripade ide o operu Mechmet.” V databéze Stdtnej Széchényiho
kniznice sa uvadza aj jeho opera Zemira," ktora sa dokonca niekedy objavovala, pravde-
podobne prave kvoli tejto kategorizacii, aj v muzikologickej literattre."* V pripade opier
Mechmet a Zemira vsak ide o jedno a to isté dielo. Momentalne sa mozeme opriet aj
o vyskum A. Sas," ktora v tematickom katal6gu uvadza spravne nézvy opier, a mozeme

3 SAS, Agnes: Druschetzky Georg. In: FINSCHER, Ludwig (ed): Die Musik in Geschichte und Ge-
gewart. Stuttgart : Barenreiter — Verlag, 2001, zv. 5, s. 1446-1447.

* Vychadzajic z poznatkov z novsich vydani lexikénov Die Musik in Geschichte und Gegewart
(2001) a The New Grove Dictionary of Music and Musicians (2001) Druzeckého tvorba zahrna
orchestralnu hudbu (skomponoval 27 symfénii a 2 fantazie), 150 partit a serendd pre dychové
nastroje, 32 skladieb pre tri basetové rohy, varidcie pre dychové nastroje, komornu hudbu (47 sla-
¢ikovych kvartet; 16 kvartet pre hoboj, husle, violu a violoncelo; serenady pre komorné obsadenia
ainé), scénicka a sakralnu hudbu (9 omsi, 2 motetd, 5 gradudle, 2 Te Deum, 2 Tantum ergo).

> Pozri taktiez WEINMANN, Alexander - FRAME, Damian A.: Druschetzky Georg. In: SADIE,
Stanley - TYRRELL, John (eds.): The New Grove Dictionary of Music and Musicians. New York :
Oxford University Press, Inc., 2001, zv. 7, s. 618; Druzeckého tvorbu s mensimi odchylkami pozri
tiez in: WEINMANN, Alexander: Druschetzky Georg. In: SADIE, Stanley - TYRRELL, John
(eds.): The New Grove Dictionary of Music and Musicians. London : Maximillan Publishers Limi-
ted, 1980, zv. 5, s. 651-652. Zoznam dostupnej literatiry pozri SAS, Ref. 2, stIp. 1448-1450.

¢ DRUSCHETZKY, Giorgio: Opera [bez nézvu], Orszégos Széchényi Kényvtar [Stitna Széchényi-
ho kniznica], Budapest, Ms. mus. 1.618. Niekedy sa v muzikologickej literatire mylne oznacuje
ako opera Zemira.

7 DRUSCHETZKY, Giorgio: Mechmet. Orszagos Széchényi Kényvtar [Statna Széchényiho knizni-
cal, Budapest, Ms. mus. 1.620/a-1, a-2, a-3, b.

¢  DRUSCHETZKY, Georg (1745 - 1819): Partitas for Winds. Ed. Dorottya Somorjay. (= Musicalia
Danubiana 4.) Budapest : MTA Zenetudomanyi intézet, 1985, s. 20.

®  DRUSCHETZKY, Ref. 6. Je poskodena iba na Gvodnych stranach.

1©° DRUSCHETZKY, Ref. 7.

" DRUSCHETZKY, Ref. 6.

Signatura 1.620/b, obsahujica Marciu, vSak do opery Mechmet nepatri.

15 DRUSCHETZKY, Giorgio: Zemira c. Orszigos Széchényi Konyvtar [Statna Széchényiho knizni-
cal, Budapest, Ms. mus. 1619.

4 Napriklad: WEINMANN, FRAME, Ref. 5, zv. 7, 5. 618; KOLOFIKOVA, Ref. 1.

15 SAS, Agnes: Chronology of Georg Druschetzki’s Works Preserved in his Estate. In: Studia Musi-
cologica, ro¢. 31,1989, ¢. 1/4, s. 214.
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konstatovat, ze v Druzeckého tvorbe sa opera s nazvom Zemira nevyskytuje. V tematic-
kom katalégu sa uvadza, Ze pod signatirou Ms. mus. 1619 st zvlast dochované odpisy
inStrumentalnych a vokalnych partov z opery ¢. 2, ¢ize opery Mechmet, vratane sopra-
nového partu postavy Zemiry. V sucasnosti toto tvrdenie mozeme podlozit vlastnym
vyskumom partitury Mechmet, kde sa postava Zemiry objavuje v pribehu z osmanského
prostredia. V prvej opere bez nazvu sa tato zenska postava nevyskytuje.'®

Je dost neobvyklé, Ze sa nam nezachovali Ziadne informacie o predvedeniach Dru-
zeckého opier. Tato skuto¢nost zatial nespochybnili ani spravy z dobovych periodik,
ktoré sme preskumali.'” Zatial teda ostdava nezodpovedanou otazkou, ¢i boli jeho opery
niekedy uvedené pred verejnostou. Vdaka zachovanym jednotlivym partom z opery
Mechmet sa véak mozeme domnievat, Ze tato opera mohla byt aj redlne uvedend.'®
Pripadny datum a miesto uvedenia sa nam doposial nepodarilo zistit.

Opera Mechmet

Druzeckého opera pochadza z posledného desatrodia 18. storocia. Presny datum jej vzniku
nepozname, avsak niektoré zdroje namiesto ndzvu uvadzaji iba oznacenie Opera Nr. 2 in
3 Akten.” Mdzeme iba hadat, ¢i opera Mechmet vznikla na objednavku niektorého z Dru-
zeckého mecénov (Anton Grassalkovich II., Jozef Batthyany,® Joseph Anton Johann),”
u ktorych vieme, Ze posobil. Zostavovatelka tematického kataldgu Druzeckého diela A. Sas
datuje vznik oboch jeho opier do obdobia 1797 — 1799.2 To by znamenalo, Ze mohli vznik-
nut v Case, ked pdsobil v sluzbach J. Batthyanyho. Je vSak aj mozné, Ze vznikli az pocas
jeho pobytu v Pesti. Tieto informacie nie st doposial potvrdené, pretoze chyba lokalizacia
a ¢asovy udaj vzniku diel. V suvislosti s objednavatelom opery sa ako najpravdepodobnej-
$1 momentélne javi uhorsky primas J. Batthyany. Tuto nasu domnienku podporuje fakt,
ze sme nasli v zachovanom hudobnom katalogu a inventari J. Batthyanyho z roku 1798%
okrem inych Druzeckého instrumentélnych diel aj jeho March, zhodou okolnosti pod
operami.®* Potvrdit tuto hypotézu sa nam vsak doposial nepodarilo, pretoze sme nemali
k dispozicii hudobny material z hudobného katalégu a inventara J. Batthyanyho.
Stcastou pamiatky zachovanej v Budapesti a uloZenej pod signatdrou Ms. mus.
1.620/b je aj skladba Marcia. Zistili sme, Ze ide o tipravu pre komorné slacikové kvarteto

16 Pozri tiez: KUBAN, Jana: Hudobno-scénicka tvorba skladatelov posobiacich v Bratislave (Po-
sonium, Preflburg, Pozsony) v obdobi klasicizmu a dostupnost ich zachovanych pramenov. In:
Slovenskad hudba, ro¢. 48, 2022, ¢. 4, s. 340-358.

17 Prostrednictvom online databazy DIFMOE. [Online.]. [Cit. 2025-10-12.] Dostupné na: <https://
www.difmoe.eu/>

18 SAS, Ref. 15, s. 182-186.

19 SAS, Ref. 3, s. 1448.

» 'V odbornej literatire sa mozu objavovat aj iné podoby mena, napriklad Battyanyi, Batthyanyi /
J6zsef / Batén Jozef.

2 MUDRA, Darina: Dejiny hudobnej kultiiry na Slovensku II: Klasicizmus. Bratislava : Obzor, 1980, s. 69.

2 SAS, Ref. 15, 5. 188-189.

2 BEKEFI, Antal: Musikalienkatalog und Inventar des Fiirstprimas Josef Batthyany (1798). In: Stu-

dia Musicologica Acadamiae Scientarium Hungaricae, roc. 14, 1972, s. 412.

V tomto pripade ide o nazov skladby v nemcine a nie v taliancine, ako je tomu v pripade Marcie

(Ms. mus. 1.620/b) zo Stétnej Széchényiho kniznice.
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(1. husle, 2. husle, viola, violon¢elo) a mieSany zbor (v $tvorhlasnej sadzbe S, A, T, B). Ob-
sahom pamiatky je teda cela partitura, ako aj jednotlivé zachované instrumentalne a spe-
vacke party. Skladba ma varia¢nd formu, zacina sa Standardne expoziciou témy, potom
nasleduje prvé varidcia, po nej druha a tretia, po nich zaznieva opit hlavna téma a na-
koniec Coda. Usudzujeme, ze prave tato kompozicia sa mohla aj realne hrat, pravdepo-
dobne v slachtickych kruhoch. Na tivodnej strane hudobniny pod dobovym zdznamom
Marcia di Giorgio Druschetzky (od neznameho zapisovatela) sa nachadza text v zatvorke
(A ,Mechmet® c. operabdl [z opery Mechmet]). Predpokladédme, Ze ide o neskorsi zapis
archivnych pracovnikov z 20. storoc¢ia. Podobne aj v hornej a dolnej ¢asti prvej stany je
napisany rok 1925. Skimanim opernej partitiry sme zistili, Ze hoci sa v opere Mechmet
hned po predohre vyskytuje hudobné ¢islo s oznacenim Marcia, nema ziadnu hudobnu
suvislost s Marciou v komornej iprave, ktora sa dochovala zvlast pod signatarou 1.620/b.

Notova ukazka 1: Marcia di Giorgio Druschetzky - Givodna strana.
Budapest: Orszdgos Széchényi Konyvtar [Statna Széchényiho kniznica], Ms. mus. 1.620/b
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Notova ukazka 2: Marcia z opery Mechmet.
Budapest: Orszdgos Széchényi Kényvtar [Statna Széchényiho kniznica], Ms. mus. 1.620/a-1
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Predpokladame, ze Druzecky tato Marciu skomponoval skor, pripadne v rovna-
kom obdobi ako operu. V skutoc¢nosti vsak ide o dve odli$né, samostatné kompozicie.

Vokalne party v partitire opery Mechmet obsahuji tazko citatelny nemecky text.
Na jeho rekonstrukcii pracujeme v spolupraci s prekladatefom. V sucasnosti je vyskum
stazeny skuto¢nostou, Ze libreta obidvoch opier st stratené a nepozname ani meno
alebo mena libretistov. Je preto ndro¢né urcit obsah samotnej opery. Literarny namet
Druzeckého opier mozno urcit jednak na zaklade mien postav, ktoré st jasne uvedené
v partiture, ako aj na zdklade vyznamu textov vokalnych partov. Postavy nesu pre-
dovsetkym menad typické pre osmansku ri$u. Titulna postava opery (Mechmet) nesie
meno niekolkych osmanskych sultanov, dalej sa v opere vyskytuju postavy ako Musta-
fa, Selim, Zemira, Clemente, Allexis, Haron a Ali. Okrem sélovych partov Druzecky
v opere uplatnil aj mieSany zbor v $tvorhlasnej sadzbe: sopran, alt, tenor a bas. Zda sa,
7e zbor je v tejto opere dolezitym cinitelom. Casto sa objavuje na scéne a uzatvara aj
dve velké finale na konci prvého a tretieho dejstva.

Pokial ide o in§trumentdciu, orchestralna partitira okrem vyssie spomenutych po-
stav obsahuje party sla¢ikovych nastrojov (1. a 2. husle, violu, violon¢elo a kontrabas),
drevenych dychovych nastrojov (dve flauty, dva hoboje, dva klarinety, dva fagoty), ple-
chovych dychovych nastrojov (dva lesné rohy a dve clarina)* a tympanov.

25
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V zachovanej rukopisnej hudobnej pamiatke, ktora je kopiou originalu, sa nachd-
dzaju aj samostatné party jednotlivych postav (okrem Zemiry), party sopranu, altu,
tenoru a basu, a st dochované aj party slac¢ikovych nastrojov.

Momentélne nedokazeme potvrdit, ¢i Druzecky zhudobnil namet vychadzaja-
ci z konkrétnych historickych realii tykajucich sa vpadu Osmanov do Eurdpy v 16.
a 17. storo¢i,”” ktory mohol byt v priebehu 18. storocia stale silne rezonujicim ndmetom
na zhudobnenie. Rovnako je tu moznost, Ze ide o [ubostny namet s fiktivnym pribehom
a postavami, ktory je iba vsadeny do tohto prostredia a obdobia a neststreduje sa na real-
ne spoloc¢ensko-politické udalosti. Potvrdit niektort hypotézu bude mozné iba na zak-
lade spravnej rekonstrukcie textu z partitiry, na ktorej momentalne pracujeme. Z toho,
¢o zatial vieme, sa zda, ze pribeh by mohol byt vsadeny do 17. storocia, do obdobia vlady
osmanského sultina Selima II. (1524 - 1574),% respektive do obdobia este pred jeho
nastupom na tron. Spomedzi véetkych sultanovych surodencov (10) treba spomentt
dvoch, ktori by mohli figurovat v danej Druzeckého opere: nevlastny brat Mustafa (1515
- 1553) a vlastny brat Me[c]/hmet (1521 — 1543). Selim® je z hladiska pocetnosti hudob-
nych ¢isel urcite jednou z ustrednych postav. Je pravdepodobné, Ze dej opery je situovany
do obdobia sultanovej mladosti. Dékazom by mohlo byt aj [ibostné dueto Selima so
sopranovou postavou Clemente z finéle prvého dejstva, ktora by mohla stelesiiovat jeho
neskor$iu manzelku Nur Bant. Pévodom to bola bendtska $lachti¢na Cecilia®* Venier-
-Baffo, ktoru ako dvanastro¢nu uniesli do sultanovho haremu.* O dal$ich moznych pa-
ralelach postav s redlnymi historickymi osobnostami sa nam doposial nepodarilo najst
relevantné informacie. Na potvrdenie nasej hypotézy tykajicej sa nametu a deja opery je
predovsetkym potrebné zabezpecit dokladnu rekonstrukciu nemeckého textu.

Na zaklade skimania partitiry vieme priblizne urcit, aké hlasy by mali stvarnit jed-
notlivé postavy. Pri diferenciacii muzskych a Zenskych hlasov vychdadzame v prvom rade
zo samotného mena, sledujeme, v akom kltci su jednotlivé party napisané a v neposled-
nom rade si v§imame aj ich samotnu tesituru. Opera Mechmet ma osem postav. Party
Mechmeta, Allexisa a Harona sa pisane v tenorovom klici a boli ur¢ené pre vysoky muz-
sky hlas - tenor. Part Clemente je cely v sopranovom KkIu¢i a je pre vysoky koloratdrny
sopran. Party Mustafu, Selima, Aliho s napisané v basovom kluci a su pre nizky, resp.
stredny muzsky hlas. Samotny part Zemiry je v sopranovom kludi a je urceny sopranu.

Studovanim hudobnych materidlov opery Mechmet sme ziskali celkovti predstavu
o jej hudobno-formovom zlozeni. Dielo obsahuje okrem predohry (Sinfonia) aj roz-
siahle finalne ¢isla na konci dejstiev, arie, duetd, tercety a zborové scény. Zaujimavé je,
ze sa tu objavuje iba zopar recitativov accompagnato a jeden recitativ secco. Z formové-

*  DRUSCHETZKY, Giorgio: Mdsolt énekszolamok. [179 - 285.] lev., 31x22 cm [Odpisy vokalnych
partov. 179 - 285 listov, 31 x 22 cm], Orszigos Széchényi Kényvtar [Stdtna Széchényiho knizni-
ca], Budapest, Ms. mus. 1.620/a-3.

¥ SNOW, Peter: Dejiny sveta mapa za mapou. Bratislava : Tkar, 2022, s. 172-173.

#  KINROSS, Patrick Balfour: IV. Seeds of decline. In: Ottoman Centuries: The Rise and Fall of the

Turkish Empire. New York : Marrow Quill Paperbacks, 1977, s. 259-277.

V Druzeckého opere je part Selima zaznaceny v basovom kl¢i, z coho vyplyva, Ze pojde o nizsi

muzsky hlas, bas alebo barytén.

% Clemente (postava z opery) ako obmena redlneho mena Cecilia.

' BABINGER, Franz: Baffo, Cecilia. In: Dizionario Biografico. [Online.] Dostupné na: <https://
www.treccani.it/enciclopedia/cecilia-baffo_(Dizionario-Biografico)> [Cit. 2025-12-10.]
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ho hladiska Druzecky naj¢astejsie v jednotlivych hudobnych ¢islach vyuziva pieshova,
rondovd formu a varidcie. V predohre sa vyskytuja $krty na dvoch miestach - v prvom
pripade ide o pat taktov a v druhom pripade desat taktov. Na lepsiu predstavu radenia
jednotlivych hudobnych ¢isel spolu s ich tempovym oznadenim, taktovym predzna-
menanim a téninou prikladame tabulku naslednosti scén v ramci jednotlivych dej-
stiev. Z hladiska poctu ¢isel je najrozsiahlejsie findle tretieho dejstva. Naopak, najmen-
$i rozsah ma druhé dejstvo. Zborové scény uzatvaraji findle v prvom i tretom dejstve.

I. dejstvo

Sinfonia (Adagio, 3/4 takt, C dur)

Marcia - Mustafa, zbor SATB (Moderato, Alla breve, F dur)

Aria Mustafu (Andantino, 6/8 takt, D dur)

Terzetto Allexis, Mechmet, Mustafa (Andante moderato, Alla breve, B dur)
Aria Clemente (Andante, Alla breve, G dur)

Aria Allexisa (Adagio, 3/4 takt, Es dur)

Aria Selima (Andantino, 2/4 takt, Es dur)

Aria Aliho (Allegretto, 2/4 takt, B dur)

Findle - Allexis, Clemente, Selim, Mechmet, Ali, zbor SATB

(Allegretto, 6/8 takt, C dur)

O R IN N T W=

I1. dejstvo

—

Aria Mustafu (Allegro, 4/4 takt, G dur)
2. | Dueto Clementy a Zemiry (2/4 takt, C dur)
II1. dejstvo
Aria Harona (Largo, 6/8 takt, f mol) + recitativ secco Allexis, Haron
Dueto Harona a Allexisa, zbor SATB (Adagio, 2/4 takt, F dur)
Zborova scéna (Poco Adagio, d mol)
Aria Clemente (Allegro, 3/4 takt, h mol)
Finale - Ali, Zemira, Selim, Mustafa, zbor SATB (Allegro non molto, 4/4 takt, A dur)

RN Rl i

Typickym znakom Druzeckého hudobného rukopisu je zmysel pre melodickost
a jasnost motivu, ktory dokaze nasledne plnohodnotne rozvijat a podporovat tonalne-
-funkénou harméniou. Hoci ide o homoféniu v klasicistickych intenciach, nie je mu
cudzie ani rozvijanie harmoénie a v niektorych momentoch ani polyfonické vedenie
vokélneho partu vo vztahu k sélovému in$trumentu. Napriklad v arii Clemente sa takto
objavuje solova flauta. Dialog medzi partom Clemente a flauty pripomina imita¢né po-
stupy a vyraznym spdsobom obohacuje celé uzatvorené hudobné ¢islo. V Druzeckého
jasnej a ¢irej melodike sa odzrkadluje odkaz eurdpskeho hudobného klasicizmu, ale
tiez v nej badat slovanské (¢eské) ludové napevy. Nepochybny je vplyv Josepha Haydna
(1732 - 1809), Vicente Martina y Solera (1754 — 1806), Wolfganga Amadea Mozarta
(1756 - 1791) a Ludwiga van Beethovena (1770 - 1827). Ich diela $tudoval a upravoval
pre rozne komorné zoskupenia. Napriklad Druzeckého tprava opery Solera Una cosa
rara pre kvarteto (hoboj, husle, viola, violoncelo)** vysla vo vydavatelstve Dos Acor-

32 Pozri tiez: VALERA, Devesa Gonzalo: La miisica de Vicente Martin y Soler (1754 - 1806) a través
de los ojos de Georg Druschetzky [Jiri Druzecky] (1745 — 1819). Reconstruccion, registro e interpre-
tacion, a partir del estudio y andlisis comparado, del ,Cuarteto para oboe y cuerdas sobre el primer
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des.® Mozeme tiez spomenut jeho upravy dvoch Beethovenovych diel, Septeta op. 20
pre dychové noneto™ a Sonate Pathétique, do podoby dychového okteta,” dalej ipravy
Haydnovych oratdrii Stvorenie a Rocné obdobia pre dychové komorné obsadenie® ale-
bo Mozartovu operu Die Zabuerflote pre dychové sexteto.””

V opere Mechmet je vyraznym spdsobom pritomna orientdlna melodika a chro-
matické vedenie hlasov, ktoré reflektuju exoticky ndmet opery. Vdaka svojej lahkos-
ti, spevnosti a tane¢nosti napadne pripomina hudbu z komickych opier a spevohier.
Zohladnujuc dobu vzniku opery sa nam niektoré postupy v partiture javia byt pozoru-
hodné. Napriklad, v arii Selima z tretieho dejstva sa vo vokalnom parte na konci drie
objavuju trilky v brumende evokujtice turecky spev, respektive narek.

Notova ukazka 3: Aria Selima z 3. dejstva opery Mechmet. Tri brumendové néreky.
Budapest: Orszdgos Széchényi Konyvtar [Statna Széchényiho kniznica], Ms. mus. 1.620/a-2
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acto de la Opera ,Una cosa rara“ [doctoral thesis] [Hudba Vincenta Martina y Solera (1754 - 1806)
o¢ami Georga Druschetzkého [Jifi Druzecky] (1745 - 1819). Rekonstrukcia, zdznam a interpre-
tacia ,,Kvarteta pre hoboj a sla¢ikové néstroje” z prvého dejstva opery ,,Una cosa rara“ na zaklade
porovnavacej $tidie a analyzy] [Dizerta¢na praca.] [Online.] Valencia : Universitat Politécnica de
Valéncia, 2020. Dostupné na: <https://riunet.upv.es/handle/10251/155935> [Cit. 2025-07-10.]
Valera je autorom rekonstrukcie tejto pamiatky, pozri: <https://www.dosacordes.es/web/produc-
to/una-cosa-rara/> [Cit. 2025-11-10.]

3 Pozri tiez WEINMANN, Ref. 5, s. 651.

3% Pozri tiez WEINMANN - FRAME, Ref. 5, s. 618.

36 Pozri tiez: WEINMANN, Ref. 5, s. 651.

37 Pozri tiez: WEINMANN - FRAME, Ref. 5, s. 618.
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Z hladiska in$trumentacie vyuziva v orchestri aj oblibeny basetovy roh, niekedy az
tri naraz, napriklad v duete Harona a Allexisa v tretom dejstve.

Notova ukazka 4: Dueto Harona a Allexisa z 3. dejstva opery Mechmet. Tri basetové rohy.
Budapest: Orszdgos Széchényi Konyvtar [Statna Széchényiho kniznica], Ms. mus. 1.620/a-2
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Z dynamickej stranky je efektne rieSeny Aliho vystup na zaciatku findle tretieho
dejstva, kde mozeme sledovat na pomerne malej ploche rychle striedanie crescend
medzi jednotlivymi drevenymi dychovymi nastrojmi. Tato dynamicka imitécia sa ob-
javuje najprv stibezne v klarinetoch (2) a fagotoch (2), nasledne ju v dalSom takte pre-
beraju flauty (2) a hoboje (2), potom opit zaznieva v partoch klarinetu a fagotu a tak
dalej. Vytvara sa tu zvukomalba vzdjomného dialogu, respektive efekt zvukovej ozveny
medzi nastrojmi zo sekcie drevenych dychovych nastrojov (flauty, hoboje, klarinety
a fagoty), ktory dotvara celkovi atmosféru a prinasa napitie v hudbe.
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Notova ukazka 5: Aliho recitativ accompagnato z 3. dejstva opery Mechmet. Dialég medzi dy-
chovymi néstrojmi, respektive zvukovd ozvena.
Budapest: Orszdgos Széchényi Konyvtar [Statna Széchényiho kniznica], Ms. mus. 1.620/a-2
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Pomerne vysoké naroky kladie Druzecky na spevakov, pretoze o virtuézne a kolo-
ratirne pasaze v opere Mechmet nie je nudza, o ¢om napriklad sved¢i aj velké dueto
Allexisa a Selima z prvého dejstva. V oboch partoch sa vyskytuje dlha koloratirna
pasaz v Sestnastinovych behoch v paralelnych postupoch. Domnievame sa, ze na za-
klade kltucov a tesitury je postava Allexisa napisand pre tenor a Selima najskor pre
barytén, respektive bas. Niet pochyb, Ze od svojich spevakov ocakaval bezchybnu
pohyblivost hlasu a techniku koloratir nehladiac na to, ¢i ide o vysoky alebo nizky
muzsky hlas.



136 Jana Kuban

Notova ukazka 6: Dueto Allexisa a Selima z 1. dejstva opery Mechmet. Koloraturne pasaze.
Budapest: Orszdgos Széchényi Kényvtar [Statna Széchényiho kniznica], Ms. mus. 1.620/a-1.
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V partiture sa nendpadne, ale predsa objavuje vzorec — ostinatny rytmus vo vokal-
nych partoch postav v duete Zemiry a Clemente v druhom dejstve. Z hudobného hla-
diska ide o tane¢né ¢islo, pravdepodobne odohravajuce sa v hareme sultana. Sti¢astou
tohto ¢isla preto mohol byt neustdle sa opakujuci uderny rytmus vytlieskany alebo
vydupany ¢i zahrany pomocou iného predmetu alebo jednoduchého bicieho nastroja.
V parte Zemiry sa objavuje tento rytmicky vzorec hned na zadiatku, u Clemente o nie-
¢o neskor, az po spolo¢nom sylabickom dospievani prvej slohy. Tato nasu domnienku
by mohol podporit aj fakt, ze Druzecky bol sam virtuéznym hra¢om na tympanoch,
¢ize bicie nastroje a rozli¢né rytmické vzorce mu nemohli byt cudzie. Na definitivne
potvrdenie nasej hypotézy je vSak potrebny dalsi vyskum v podobe rekonstrukcie ne-
meckého textu.

Notova ukazka 7: Dueto Clemente a Zemiry z 2. dejstva opery Mechmet. Ostinatny rytmus vo
vokalnom parte.

Budapest: Orszagos Széchényi Kényvtar [Statna Széchényiho kniznica], Ms. mus. 1.620/a-1,
a-2
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Na zéklade skiimania originalnej hudobnej pamiatky a prepisu niektorych hudob-
nych ¢isel mozeme potvrdit, ze Druzeckého operny rukopis odkryva viaceré Specifické
postupy a pristupy prejavujice sa najma v praci s dynamikou, $pecifickou rytmizaciou
vo vokalnych partoch, koloratirnymi pasazami v jednotlivych vokalnych, ale aj in-
$trumentélnych partoch, zvukomalbou (narek, dialdg), ¢i dokonca nie celkom $tan-
dardnym radenim hudobnych foriem v jednotlivych hudobnych ¢islach. Evidentné
je to napriklad vo findle tretieho dejstva, ked po kratkom instrumentdlnom uvode
(8 taktov) nasleduje scéna Aliho. Tvori ju striedanie recitativu accompagnato s osem-
taktovou hudobnou témou (a Tempo). Po recitative (4 takty) nasleduje kratka hudobnd
myslienka (8 taktov), ktora prerusi navrat recitativu accompagnato (2 takty), a vzapiti
prichddza opat osemtaktova téma. Na zaver zaznieva eSte raz accompagnato recitativ
(4 takty) a po niom sa zacina aria Aliho v predpisanom tempe Allegretto.

Analyza arie Clemente z 1. dejstva opery Mechmet

Sopranova aria Clemente z prvého dejstva je v toénine G dur a nesie tempové ozna-
Cenie Andante. Ide o prvé Cislo postavy Clemente. Taktové oznacenie Alla breve ma
vyrazny vplyv na pohyblivost celej arie. Sélovy part Clemente sprevadzaju slacikové
(1. a 2. husle, viola, basso) a dychové nastroje (2 lesné rohy in G, 1. a 2. hoboj, flauta).
Aria sa za¢ina sedemtaktovou predohrou, pocas ktorej zaznieva charakteristické flau-
tové solo. Jeho téma anticipuje melodické fragmenty z hlavného melodického motivu
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partu Clemente. Vokalna tesitura partu je od e’ - h% Vic$inou sa pohybuje v stredne;j
polohe, ale obsahuje aj kolorattiirne pasaze v Sestnastinovych rytmickych hodnotach.
Part obsahuje na niektorych miestach aj vacsie intervalové skoky (oktavy a kvarty).
Samotny spev je zvicsa sylabicky, ale pri koloratirnych pasazach skladatel uplatiiuje
melizmy.

Zaujimavostou tejto drie je, Ze flauta sa stdva rovnocennym partnerom sélovej vo-
kalnej linie az do takej miery, ze mame pocit, akoby tieto dva party spolu vytvarali dia-
l6g. Napriklad v taktoch 28. a 29. sa objavuje jednoduchd forma imitacie, ked v parte
Clemente zaznieva melodicko-rytmicky motiv (v Sestnastinovych hodnotéch; propos-
ta), a nasledne tento motiv zaznieva vo flautovom parte o sekundu vyssie (risposta) vo
forme sekvencie. Druzecky takymto postupom vytvara vzajomny dialég medzi dvomi
,»SOlistami

Notova ukazka 8: Aria Clemente z 1. dejstva opery Mechmet od J. Druzeckého. Dialég medzi
sopranom a flautou, takty 28 a 29
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Zakladnou formou danej arie je podla nasho nazoru modifikované rondo, jeho
schému by sme mohli zaznacit ako: intro a (8 taktov + 4 takty) b (12 taktov) al (8 tak-
tov) ¢ (16 taktov) d (12 taktov) a2 (8 taktov) dohra. Rondové témy a epizddne useky st
navzajom pospajané kratkymi jednotaktovymi spojkami. Hlavnou téninou rondovej
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témy je G dur a jednotlivé epizddne tseky st v toninach A dur (b), g mol (c), G dur (d).
Eventudlne obidva samostatné diely (¢, d) mdzu predstavovat jeden velky epizédny
usek, v ktorom by d diel predstavoval kodu pripravujicu navrat rondovej témy.

Harmonicky podorys arie sa opiera o zakladné harmonické funkcie a vo svojej
podstate nevybocuje z tonalne-funkéného harmonického systému. Druzecky pri mo-
duldciach uplatiiuje prechody do blizkych ténin sekundovych pribuznosti, respektive
do ténin rovnomennych. Pri modulaciach najcastejsie vyuziva prehodnocovanie akor-
dov (akord d-fis-a predstavuje v A dur subdominantu, ale ten isty akord tvori v G dur
dominantu). Z harmonického hladiska je najzaujimavejsi epizédny diel ¢, v ktorom
Druzecky vyuziva na moduldciu z toniny Es dur zmenseny septakord cis-e-g-hes (No-
tova ukazka 9, takt ¢. 61) a rozvddza ho do ténického kvartsextakordu (d-g-hes) téniny
g mol (Notova ukazka 9, prvé dve doby taktu ¢. 62). Po dominantnom septakorde
d-fis-a-c nastupuje tonika hlavnej toniny G dur.

Notova ukazka 9: Aria Clemente z 1. dejstva opery Mechmet od J. Druzeckého. Harmonicky
podorys na konci epizddnej Casti, takty 61 — 63
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Dynamika tohto hudobného ¢isla sa pohybuje od piana az po forte. Druzecky na
viacerych miestach pouziva sforzata. Melodicko-rytmické motivy, ktoré nastupuju
v kratkom ¢asovom slede v jednotlivych ndstrojoch, zaznievaju vzdy v pianovej dy-
namike.

Bez zachovaného libreta je naro¢né uréit jednotlivé charaktery postav. Je tomu tak
aj v pripade sopranovej postavy Clemente, av$ak vdaka tspesnej rekonstrukcii textu
jej arie z prvého dejstva dokdzeme aspon definovat momentalnu naladu postavy, a na-
sledne posudit aj vzajomny vztah textu a hudby.

Nach dem Stiirme folgt die Sonne Po biirke vyjde slnko

Jedem ldichelt neiie Wohne Novy Zivot sa usmieva na kazdého
Nur fiir mich if§ jede freiid Len mne sposobuje kazdd radost
Neiie Quall, und neiies leid nové muky a novy zial

O geliebte ohne Dich O, milovany bez teba

Ist kein Wahne mehr Vor mich uz niet predo mnou Ziadnej iliizie
Selbst daf$ Vorgefiihl der freiide Aj ta predtucha radosti

mus mit schnellen schritten scheiden musi sa rychlymi krokmi rozlucit
und der Taumel aller liist a opojenie vietkych tiiZob

Ist er stiick in meiner briist je kiiskom v mojej hrudi

ach mein banges Junges herz och, moje vizkostné mladé srdce
fiihlt statt freiide bitter schmerz citi miesto radosti horkii bolest

Z textu Clemente vyplyva, Ze sa tato postava citi ne$tastnd, opustend a nemilovana.
Podla v8etkého je nutend ukryvat svoje negativne emdcie pod maskou predstieranej ra-
dosti. Druzeckého zhudobnenie sa svojim charakterom priblizuje k obsahu textu, respek-
tive vyznamu jednotlivych slov. Na dvoch miestach sa objavuju dlhsie koloratirne pasaze.
V prvom pripade mdzeme vidiet, ze korelacia slova a hudby funguje. Pod $estnastinovy-
mi rytmickymi hodnotami v spevackom parte nachadzame slovo schnellen [rychlo].

Notova ukazka 10: Aria Clemente z 1. dejstva opery Mechmet od J. Druzeckého. Korel4cia slova
a hudby, takty 28 - 32

- - - -len

Pri druhom koloraturnom speve sa dostdva hudba s textom do mensieho rozpo-
ru, pretoze durovo ladena vokalna pasaz je vystavand nad textom banges [uzkostlivo,
sklucene].
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Notové ukazka 11: Aria Clemente z 1. dejstva opery Mechmet od J. Druzeckého. ,,Banges“ na
zaciatku durovej koloratirnej pasaze, takty 62 — 69

62
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C e
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V $tudii sme sa zaoberali doposial neprebadanou opernou tvorbou Juraja Druzeckého
s dorazom na jeho operu Mechmet. Rekonstrukciou niektorych ¢isel sa nam podarilo
ziskat urcity obraz o jeho opernom rukopise. Ostava verny klasicistickym konvenciam,
ale zaroven prinasa do melodiky zvlastne prvky: ornamentdlne a exotické napevy,
nérek a dialég. Vdaka skimaniu partitury a rekonstrukcii niektorych ¢isel mozeme
konstatovat, ze celkovy charakter hudby svojou lahkostou, spevnostou, tane¢nostou ¢i
veselostou do zna¢nej miery pripomina komické opery ¢i spevohry.

V priebehu vyskumu sa objavila samostatna komorna kompozicia pre slacikové
kvarteto a $tvorhlas s ndazvom Marcia di Giorgio Druzchetzky*® s novodobou poznam-
kou a ,,Mechmet® c. operdbdl [z opery Mechmet]. Povod tejto skladby si dovolujeme
spajat s posobenim Druzeckého v sluzbach a v kapele J. Batthyanyiho, kedZze sa o nej
zachovala zmienka v dobovom hudobnom katalégu a inventari z roku 1798.*° Na za-
klade skiimania hudobnin mézeme konstatovat, Ze sa komorné dielo Marcia nevy-
skytuje v partitire opery Mechmet. Podla nasho nazoru moze toto dielo predstavovat
povodne zamyslané ¢islo z opery, ktoré napokon zostalo iba v samostatnej podobe
urcéenej pre koncertné uvedenia.

Bez zachovaného libreta je velmi problematické adekvétne zhodnotit samotny né-
met. Otazka tykajica sa vzniku a nametu diela opery zostava zatial otvorena. Usilovali
sme sa v8ak v rdmci prace vniest do tejto problematiky novy, subjektivny pohlad v ¢is-
to hypotetickej rovine. V $tudii prezentujeme viaceré mozné dejové varianty, avsak
podla sucasného stavu vyskumu mozeme iba konstatovat, ze operny namet je spoje-

* DRUSCHETZKY, Giorgio: Marcia (a Mechmet c. operdbdl) [(z opery Mechmet)], Orszagos
Széchényi Kényvtar [Statna Széchényiho kniznica], Budapest, Ms. mus. 1.620/b.
%  BEKEFI, Ref. 23, s. 412.
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ny s osmanskou problematikou. Otazkou je, kde presne sa cely dej odohrava a ¢i ide
o fiktivny pribeh, alebo naopak, ¢i zachytava redlne spolocensko-historické udalosti.
V tomto kontexte bude klti¢ové spravne desifrovanie nemeckého textu z opernej par-
titury, na ktorom v st¢asnosti pracujeme. Vdaka tomu budeme moct zostavit reverz-
nym spésobom ciasto¢nu podobu libreta.

Zatial sa ndm nepodarilo ziskat ziadne dobové informécie o predvedeni Druzec-
kého hudobno-scénickych diel.** V tomto smere neprinieslo rie$enie ani doterajsie
$tadium dobovych periodik. Niektoré zdroje*! sa ndm podarilo preskiimat, avsak bez
zelaného vysledku.

Vzhladom na skuto¢nost, ze J. Druzecky velmi dobre poznal a upravoval diela su-
dobych skladatelov do vlastnych poddb pre komorné zoskupenia, mohla byt operna
tvorba W. A. Mozarta a V. M. y Solera silnym in$pira¢nym zdrojom pre vznik Druzec-
kého opier.
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V dnoch 27. - 28. septembra 2023 sa kona-
la na pode Filozofickej fakulty Univerzity
Komenského v Bratislave medzinarodna
muzikologicka konferencia. Jej ustrednou
myslienkou bolo pripomentt si osobnost
predc¢asne zosnulého, popredného sloven-
ského muzikoléga prof. Lubomira Chalupku
(1945 - 2020), dlhoro¢ného pedagdga a ve-
diceho Katedry muzikolégie FiF UK. Kon-
ferencia bola zamerana primarne historicky,
pricom rdmcovo mapovala nielen doterajsie
vysledky, ale aj perspektivy historickej mu-
zikolégie na Slovensku a v strednej Eurépe.
Viaceré prispevky sa zaroven dotkli osobnosti
prof. Chalupku z viacerych hladisk - zhodno-

tili jeho odborny profil, venovali sa oblastiam,
ktoré stali v centre jeho vedeckého a pedago-
gického zaujmu a priniesli osobné spomienky
z pohladu kolegov, byvalych $tudentov, spolu-
pracovnikov, priatelov a pamatnikov.
Medzinarodny rozmer konferencie ga-
rantovali ucastnici z viacerych krajin strednej
Eurépy (Ceska republika, Polsko, Madarsko,
Nemecko, Slovinsko, Taliansko), mnohi ako
dlhoro¢ni spolupracovnici prof. Chalupku
a indtitucie, v ktorej celozivotne posobil - Ka-
tedry muzikoldgie FiF UK. Patrila k nim Ilona
Ferenczi (Budapest), Marko Motnik (Ljub-
ljana), Marina Toffetti (Padova), Agnieszka
Leszczynska a Tomasz Jez (Varsava), Thomas
Synofzik (Zwickau), Jiti Sehnal, Petr Hlava-
ek, Frantisek Maly a Vladimir Manas (Brno),
Lubomir Tyllner a Petr Danék (Praha). Do-
macich ucastnikov konferencie a prispieva-
telov do zbornika reprezentovali kolegovia
z Katedry muzikolégie FiF UK, zdstupcovia
spolupracujucich institacii (Ustav hudobnej
vedy Slovenskej akadémie vied) aj jednotlivci
- kolegovia a byvali $tudenti, ktori sa etablo-
vali, alebo sa postupne etabluji v muzikologii
a nadvézuju na pracu prof. Chalupku v tom-
to vednom odbore. Dlhoro¢nu spolupracu
v ramci Filozofickej fakulty Univerzity Ko-
menského v Bratislave si pripomenuli byvali
kolegovia z dalsich pracovisk tejto fakulty:
Pavol Zigo, emeritny profesor Katedry slo-
venského jazyka FiFUK, a Jana Pekarovicova,
ktora pdsobila ako dlhoro¢na riaditelka Stu-
dia Academica Slovaca pri Filozofickej fakulte
Univerzity Komenského v Bratislave.
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V nadvéznosti na konferenciu bol publi-
kovany zbornik s prispevkami z tohto podu-
jatia pod nazvom Hudobnohistorické stidie
venované pamiatke prof. PhDr. Lubomira
Chalupku, CSc. Zbornik vysiel ako VII. zva-
zok edi¢ného radu Hudobnohistoricky vy-
skum na Slovensku zaciatkom 21. storocia pod
dohladom editorky prof. PhDr. Marty Hulko-
vej, CSc.

Zbornik prindsa podstatnu cast prispev-
kov, ktoré na konferencii odzneli - z celko-
vého poctu 32 avizovanych ¢i prednesenych
referdtov aj programovanych diskusnych
prispevkov publikoval spolu 29 studii. Vda-
ka tomu sa spristupnil obsah konferencie
v takmer kompletnom zabere. Jeho vyda-
nie predstavuje dolezity dokument k profilu
osobnosti prof. Chalupku, pri¢om prispieva aj
k mapovaniu aktualneho stavu hudobnohis-
torického badania na Slovensku a v stredoeu-
répskom kontexte.

V stlade s programom konferencie zbor-
nik priniesol Styri samostatné tematické
bloky. Prvy tematicky blok patril zhodnote-
niu vedeckej a pedagogickej osobnosti prof.
Chalupku. V profilovych prispevkoch boli
zmapované vysledky jeho prace v dvoch vy-
branych oblastiach, ktorym sa celoZivotne
venoval: v hudobnej tedrii ako sucasti sys-
tematickej hudobnej vedy, kde patril medzi
poprednych $pecialistov na Slovensku (Yvetta
Kajanova: Profesor Lubomir Chalupka a jeho
interdisciplindrny pristup k hudobnej teodrii),
a v $pecifickych pedagogickych aktivitach
v ramci vzdelavania zahrani¢nych poslucha-
¢ov - ucastnikov Letnej $koly slovenského ja-
zyka a kultury pre slovakistov zo zahranicia,
organizovanej prostrednictvom Studia Aca-
demica Slovaca na pode Filozofickej fakulty
UK (Jana Pekarovic¢ova: Slovenskd hudba a jej
recepcia v kontexte Studia Academica Slovaca
ocami profesora Lubomira Chalupku).

Stcastou prvého bloku konferencie bol
okruhly stdl - moderovana diskusia za ucas-
ti vzacnych hosti, vyznamnych osobnosti
slovenskej muzikologie a pamitnikov (prof.
PhDr. Ladislav Burlas, DrSc., prof. PaedDr.
Oskar Elschek, DrSc., PhDr. Alica Elscheko-
va, CSc.), ale aj mnohych byvalych kolegov,
spolupracovnikov a byvalych $tudentov. Dis-

kusia bola v zborniku zverejnena formou pre-
hladového resumé. Strucne sa tym priblizil
priebeh diskusie, predstavené témy a diskus-
né prispevky v spracovani editorky.

Druhy tematicky blok s nazvom ,Vse-
obecné otazky vyskumu a problematika vy-
hodnocovania hudobnohistorickych prame-
fov v stcasnom digitalne prepojenom svete
poznatkov® bol zamerany na predstavenie
vysledkov heuristickej prace s hudobnymi
pramenmi. Pozornost sa venovala vybranym
materidlovym korpusom v $ir§om zabere hu-
dobnych druhov a zanrov za viaceré historic-
ké obdobia. V zborniku bolo publikovanych
9 prispevkov z tohto bloku.

V spolo¢nom prispevku Eva Veselovskd
a Eduard Lazorik priblizili najnovsie vy-
sledky vyskumu stredovekych hudobnych
pramenov zo Slovenska (Hudobné pramene
stredoveku z tizemia Slovenska v digitdlnom
svete). Peter Rusc¢in prezentoval pramene
viacjazy¢ného repertoaru cirkevného spe-
vu v madarskom, nemeckom a slovenskom
jazyku (PreSovsky gradudl a cirkevny spev
slovenskych evanjelikov v 1. polovici 17. storo-
¢ia). Jana Kalinayovéa-Bartova zverejnila nové
informacie k osobnosti dosial neznameho
autora, ktoré rozsiruju doterajsie poznatky
o hudobnych skladateloch posobiacich v Bra-
tislave v 17. storo¢i (Christoph G. Hilscher,
nezndmy skladatel 17. storocia). Hana Urban-
cova priblizila novo profilovanu $pecializaciu
historickej etnomuzikolégie, ktora sa venuje
vyskumu historickych pramenov tradi¢nej
hudby, sumarizovala jej doterajsie vysledky
v medzindrodnom kontexte a naznacila moz-
nosti jej dalsieho vyvinu v domacich pod-
mienkach (Historické pramene tradicnej hud-
by a perspektivy historickej etnomuzikoldgie
na Slovensku). Prispevok Karola Mednanské-
ho spojil hudobnohistoricki a organologicku
problematiku nad vyskumom historického
typu slacikového nastroja a hudobnej tvorby
Josepha Haydna pre tento hudobny nastroj
(Baryton - slacikovy ndstroj esterhdzyovskej
kapely v Eisenstadte v 2. polovici 18. storocia).

Utast Jittho Sehnala v tomto bloku sym-
bolicky pripomenula nielen dlhoro¢nu uzku
spolupracu, ale aj blizke priatelské vazby
tohto vyznamného moravského hudobné-
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ho historika s mnohymi badatelmi na Slo-
vensku (Jak sem pozndval hudbu 17. stoleti).
Agnieszka Leszczynska z Var$avskej univer-
zity (A Few Remarks on the Creation Process
of Gdanisk Manuscript 4003) svojou ucastou
reprezentovala intenzivnu a dlhoro¢nu spo-
luprécu polskych a slovenskych muzikologov
z viacerych institdcii.

Z dalsich zahrani¢nych badatelov v tomto
bloku mozno spomenit madarski hudobnu
historicku Ilonu Ferenczi, ktora vo svojom
referate priblizila Banskobystricky kancio-
nal ulozeny v Evanjelickej centralnej knizni-
ci v Budapesti (The Cantionale Neosoliensis
/1623/). Na tomto priklade mozno ilustrovat,
aka je dolezita medzinarodna spolupréaca a ko-
ordindcia pri vyskume slovenskych pamiatok
ulozenych v pamétovych instituciach v zahra-
ni¢i. Prispevok Pavla Ziga z historickej jazy-
kovedy (Jazykovd strdnka duchovnych piesni
v tzv. Bystrickej agende /1585/) zasa poukazal
na vyznam interdisciplindrnej spoluprace
a vyuzitia poznatkov z inych vednych disciplin
pri komplexnom $tadiu hudobnych, resp. hu-
dobno-literarnych pramenov, zastupujicich
viaceré druhy a zanre vokalnej hudby.

Treti tematicky blok s ndzvom ,Edicie
starej hudby v strednej Eurdpe a na Slovensku
a spolupraca hudobného historika a interpre-
ta starej hudby“ sa orientoval na dve formy
spristupnenia starej hudby: jednak v podo-
be publikovanych pramennych edicii, jed-
nak prostrednictvom ozivovania historickej
hudby v sucasnej umeleckej praxi. Dolezitou
a obojstranne prinosnou je spolupraca muzi-
koléga a hudobného umelca, hudobného his-
torika a $pecializovaného interpreta, ktora ma
na Slovensku bohatu tradiciu. V tomto bloku
sa publikovalo 8 prispevkov. Vyrovnané za-
stipenie zahrani¢nych a domadcich tcastni-
kov naznacuje, ako tato problematika rezonu-
je na Slovensku aj v $irSom medzinarodnom
ramci. Na priklade vybranych hudobnych
pramenov v Casovom zabere od stredoveku
po 19. storocie boli predstavené metodiky
heuristickej prace a hudobnej textologie, pra-
mennej kritiky, rekonstrukcie a editorskych
pristupov pri ich zverejnovani, vritane roz-
nych koncepcii interpretacnej realizacie hu-
dobnych pamiatok.

Tento blok uviedol zaujimavy aspekt prace
s hudobnymi pamiatkami v podobe historicky
poucenej pedagogiky kompozi¢nej praxe, kto-
ry pribliZila Marina Toffetti. Dalgie prispevky
predstavili vysledky vyskumu, spracovania
a spristupnenia konkrétnych hudobnych pa-
miatok. Vdc¢sina z nich reprezentovala ukazky
starej hudby. Patril k nim Kartuzidnsky Zaltar
z prelomu 16. a 17. storocia (Janka Bednari-
kova), motetd Jacoba Handl-Galla - skladatela
druhej polovice 16. storoc¢ia (Marko Motnik),
liturgické kompozicie Nicolausa Zangia ako
autora druhej polovice 16. a zaciatku 17. sto-
roc¢ia (Vladimir Manas), skladby dosial neznd-
mych autorov organovych tabulatir Levocskej
zbierky hudobnin z prelomu 16. a 17. storocia
(Adriana GreSova-Sekelska), zalmové kom-
pozicie Jeana Baptista Besarda (1567 - 1617)
v publikovanej edicii lutnovej hudby zo za-
Ciatku 17. storoc¢ia (Michal Hottmar), sklad-
by Matthdusa A. von Lowensterna, autora
prvej polovice 17. storocia (Peter Martincek)
a kompozicie ¢eskych a moravskych kantorov
18. a 19. storocia (Frantisek Maly).

Stvrty tematicky blok bol zamerany na
»Aktudlne rie$ené témy a perspektivne alohy
vyskumu hudobnej kultiry a hudobnej tvor-
by“ V ramci tohto bloku je v zborniku uve-
rejnenych 10 prispevkov. Predstavené témy st
ukazkou toho, ako Siroko je rozvetveny sucas-
ny vyskum v ramci hudobnohistorickej prob-
lematiky na Slovensku a v zahrani¢i (vzhla-
dom na tcastnikov predovietkym v Ceskej
republike a v Polsku). Mozaika prednesenych
tém pokryvala ¢asové rozpitie od stredoveku
po 20. storocie.

Tematicky blok zahrnuje $iroké spektrum
problematik, ktoré dnes prinasa vyskum v ob-
lasti historickej muzikoldgie. Jeho sucastou je
$tadium hudobnych pramenov, ich analyza
a vyklad z pohladu hudobnych $tylov, Zanrov,
osobnosti, socialnych funkcii hudby, recepcie,
identit v hudbe a pod. Prispevky v tomto blo-
ku st radené podla chronoldgie vyskumného
predmetu v prezentovanych témach.

Rastislav Adamko predstavil na priklade
jedného hudobného druhu vysledky identifi-
kicie jedine¢nej hudobno-liturgickej tradicie
v prameni z prelomu 16. a 17. storocia (Spevy
zddusnej omsSe v Kartuzidnskom Zaltdri - gra-
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dudli, rkp. ] 538). Hana Studenicova pribli-
zila najnovsie vysledky studia rukopisnych
pramenov a tla¢i viachlasnej hudby zo 16.
a 17. storodia, ktoré sa nachddzaji vo fondoch
augustinianskeho klastora v Rakdsku, od stre-
doveku vyznamného centra hudby (Polyfonni
fragmenty z Klosterneuburgu a hleddni paralel
ve stiedoevropském prostoru). Eva Kolesarova
priniesla informdciu o bohosluzobnej knihe
slovenskych evanjelikov v 18. storoci, ktorej
autorom bol slovensky spisovatel, preklada-
tel, vydavatel a evanjelicky knaz Daniel Kr-
man ml., pricom poukdzala na jej vyznam aj
pri stadiu hudby (Krmanova agenda /1743/
a evanjelickad liturgia).

Cesky etnomuzikoldég Lubomir Tyllner
vo svojom referate prepojil problematiku
historickych pramenov tradi¢nej hudby s hu-
dobnostylovou analyzou (K problematice hu-
debniho stylu nejstarsich pisemnich zdznamii
Ceskych lidovych pisni). Petr Hlavacek ilustro-
val na priklade figuralneho spevu vplyvy do-
bovych myslienkovych pridov a reforiem na
vyvin hudobného $tylu (, Mulieres in ecclesiis
taceant“ medzi josefinismem a cecilidnskou re-
formou). Prispevok nemeckého muzikologa
Thomasa Synofzika priblizil koncertny Zivot
Bratislavy v 19. storo¢i na priklade niekol-
kych tcasti saskej pianistky v Uhorsku (Clara
Schumann’s Concerts in Bratislava / Posonium,
PrefSburg, Possony).

Problematiku hudobnej kultury 20. sto-
rocia otvoril prispevok ceského muzikologa
Petra Danéka, reflektujici dobovi hudobnu
publicistiku v ¢eskoslovenskom kontexte (Kni-
ha Hudba dusevni bidy a jeji viiv na ceskoslo-
venskou hudobni publicistiku 50. let 20. stolet?).
Koncepcia vyvinu slovenskej hudby s ustred-
nymi pojmami sebaidentifinacie a akulturdcie,
ktort rozpracoval na materidli slovenskej hu-
dobnej tvorby Lubomir Chalupka, dominovala
vo vyklade Markéty Stefkovej (Fenomén iden-
tity a inovdcie v slovenskej kompozicnej tvorbe
druhej polovice 20. storoc¢ia). Michal Séepén
sumarizoval doterajsie vysledky v oblasti hu-
dobnej biografistiky na Slovensku a na vybra-
nych prikladoch ilustroval rozne pristupy k ich
spracovaniu (Skladatelské monografie ako ob-
raz doby: medzi mytom, narativom a skutoc-
nostou). Jana Laslavikovd priniesla nové infor-

macie z vyskumu personalnej koreSpondencie
osobnosti hudby (Osobnd korespondencia Bru-
na Waltera v pozostalosti Ivana Ballu: nezndme
poznatky zo zndmeho fondu).

Stcastou konferencie bolo sprievodné
umelecké podujatie - koncert pod ndzvom
»Hudba z domaicich kostolnych chérov zo
17. storocia‘, ktory sa konal v Moyzesovej sie-
ni. Interpretované skladby pochadzali z via-
cerych vyznamnych hudobnych pamiatok
- z Bardejovskej zbierky hudobnin, z Kosic-
kého gradualu, Levocskej zbierky hudobnin
a Lubického spevnika. Zazneli v podani vo-
kalneho suboru Ensemble ad fontes (umelec-
ka veduca Sylvia Urdova). Hodnotu podujatia
zvy$oval fakt, ze niektoré historické kompo-
zicie boli uvedené premiérovo. Koncertné
podujatie bolo ukazkou toho, ako vysledky
vyskumnej prace hudobnych historikov pri
$tadiu starej hudby nachadzaju bezprostred-
né uplatnenie v stcasnosti na koncertnych
pddidch ¢i zvukovych nosi¢och, ked ich ozi-
via hudobni interpreti v spolupraci s bada-
telmi. Informécia o koncerte je zverejnend
na konci zbornika ako stcast publikovaného
programu celej konferencie.

V zéavere zbornik prinasa personalnu bib-
liografiu prof. PhDr. Cubomira Chalupku,
CSc. Bibliografia obsahuje odkazy na knizné
monografie, editorska ¢innost, kapitoly v mo-
nografiach a vedecké studie, publikované
analyzy hudobnych diel, spoluprdcu na hu-
dobnych encyklopédiach, recenzie, odborné
¢lanky, umeleckd kritiku a publicistiku, od-
borné preklady. Sved¢i o mimoriadne bohatej
publika¢nej ¢innosti a spolu s pedagogickymi
a organiza¢nymi aktivitami prof. Chalupku
doklada zasadny prinos k rozvoju slovenskej
hudobnej kultdry.

Vydanie zbornika prispevkov z medzind-
rodnej konferencie — podobne ako aj samotné
vedecké podujatie so sprievodnymi akciami
- bolo dostojnym pripomenutim pamiatky
slovenského muzikoldga a vysokoskolského
pedagdga, zanieteného badatela slovenskej
hudobnej kultdry a hudby 20. storocia.

https://doi.org/10.31577/musicoslov.2026.1.8
Miriam Timkovd - Hana Urbancovd
Ustav hudobnej vedy SAV; v. v. i.
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Kristina Lomen: Zbierka slovenskych ludovych piesni z Vojvodiny Jana Lomena
Bratislava : Ustav hudobnej vedy SAV, v. v. i., 2024, 208 s. ISBN 978-80-89135-59-2

ZBIERKA
slovenskych ludovych
piesni z Vojvodiny
Jana Lomena

Kristina Lomen

| Ustav hudobnej vedy
| | slovenskej akadémie vied

Ustav hudobnej vedy Slovenskej akadémie
vied vydal v roku 2024 monografiu pod nd-
zvom Zbierka slovenskych ludovych piesni
z Vojvodiny Jana Lomena. Jej autorkou je Kris-
tina Lomen, ktora sa vo svojej vedeckej praci
$pecializuje na tradi¢nu piesniovi a hudob-
nu kulturu Slovakov vo Vojvodine. Po prvej
monografickej prdci, ktorti autorka vydala
v roku 2021 pod nazvom Tradicnd piestiovd
kultira Slovidkov v Starej Pazove v Srbsku,' ide
o jej druhti monograficki pracu venovanu
problematike Tudovej piesne vojvodinskych
Slovakov. Zatial ¢o dominantu prvej mono-

grafie tvoril vlastny vyskum autorky v auten-
tickom prostredi vojvodinskych Slovakov, jej
druha monografickd praca je zamerand na
$tadium historickych pramenov slovenskych
ludovych piesni vo Vojvodine, kde sa stala
priekopnickou. Totiz, tak ako aj sama v ivode
tejto zbierky konstatuje, systematicky vyskum
historickych pramenov slovenskych ludovych
piesni vo Vojvodine sa dosial neuskuto¢nil.?
A préve v tomto kontexte vidime neoceni-
telny prinos Ustavu hudobnej vedy SAV pre
rozvoj hudobnovednych disciplin a badania
v prostredi zahrani¢nych Slovakov, v komu-
nitach, ktoré sa v historickom kontexte for-
movali na izemi Dolnej zeme.

Vydanie rukopisnej zbierky Jana Lomena
(1936 - 2004) z Kysééa naplia prinajmensom
dve vyznamné funkcie. Prindsa narativnu
Cast, v ktorej autorka uvadza skuto¢nosti stvi-
siace s aktualne znamymi idajmi o dobovych
pramenoch a o stave vyskumu slovenskej [u-
dovej piesne vo Vojvodine. Na strane druhej
zverejnuje konkrétny zdroj (pramen), o kto-
rého existencii vedela sice len tizka odborna
verejnost, autorka mu vSak vdaka vlastnej
odbornej skusenosti a vedeckému vyskumu
vdychla novy Zivot. Monografia prave preto
moze plnit funkciu spristupnenia vysledkov
vyskumu, dokumentdcie a komparacie. Jed-
pre verejné prezentovanie zapisanych piesni
aj v sucasnosti. O to v kone¢nom dosledku
jej zberatelovi Janovi Lomenovi iSlo, ked tato

' LOMEN, Kristina: Tradicnd piestiovd kultiira Slovdkov v Starej Pazove v Srbsku. Bratislava : Ustav

hudobnej vedy Slovenskej akadémie vied, 2021.

2 LOMEN, Kristina: K problematike historickych pramenov tradi¢ného spevu Slovdkov na Dolnej
zemi vo Vojvodine. In: Dejiny kultiiry vojvodinskych Slovikov. Zbornik prac z medzinarodnej
konferencie v Ba¢skom Petrovci, 19. februdra 2024. Bacsky Petrovec : Slovensky kultarny klub
v Srbsku, 2025, s. 62-73. URBANCOVA, Hana: Historické pramene tradi¢nej hudby a perspek-
tivy historickej etnomuzikolégie na Slovensku. In: Hudobnohistorické stiidie, venované pamiatke
prof. PhDr. Lubomira Chalupku, CSc. / Music Historical Studies, Dedicated to the Memory of Prof.
PhDr. Lubomir Chalupka, CSc. (= Hudobnohistoricky vyskum na Slovensku zac¢iatkom 21. storo-
¢ia. Zvazok VII.) Ed. Marta Hulkova. Bratislava : Univerzita Komenského v Bratislave, Filozofic-
ka fakulta, Katedra muzikoldgie; Stimul, 2023, s. 83-91.
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svoju zbierku v zaciatkoch druhej polovice
minulého storocia zostavil a ponukol na vy-
danie na Slovensku (¢o sa vSak z roznych pri-
¢in nerealizovalo).

Autorka sa pustila do analytickej a editor-
skej prace, plne si vedoma vietkych limitov,
pre ktoré v 70. rokoch minulého storocia tato
zbierka vo vtedaj$om najva¢som slovenskom
vydavatelstve nebol prijatd na vydanie. Re-
cenzné posudky etnomuzikoldga a hudobné-
ho pedagéga Ladislava Lenga (1930 - 1973)
a etnografa a folkloristu Svetozdra Svehldka
(1938 - 1999) z tej doby st plne pochopi-
telné a akceptovatelné vzhladom na vysoké
$tandardy a zaujem predstavit na Slovensku
najautentickej$iu podobu zachovanych slo-
venskych piesni v zahrani¢i. Rovnako tak je
akceptovatelné aj presvedcenie autorky o tom,
ze zbierka ako taka — po polstoro¢i ulozenia
najprv v Ustave pre zahrani¢nych Slovakov
Matice slovenskej a neskor v Literdrnom ar-
chive Slovenskej narodnej kniznice v Martine
- moze priniest $ir§ej verejnosti vyznamnu
dokumenta¢no-historickd, ale aj prezenta¢nu
hodnotu.

Ak sa zameriame na predmetny pramen,
ktory autorka spracovala, tak zistime, Ze ru-
kopisna zbierka Jana Lomena je vyberom
slovenskych ludovych piesni spievanych pre-
vazne v 60. a 70. rokoch minulého storocia,
dokonca v niektorych pripadoch aj prikladov
novej ludovej tvorby v danej dobe. Odzrkad-
luje skutocnost, ze v Kysaci ako v slovenskej
lokalite vo Vojvodine bol v tom obdobi nada-
lej pritomny slovensky etnicky prvok, ktory
chcel autor aj vo forme zbierky fudovych pies-
ni zachovat pre dalsie generacie. Tak ako to
aj autorka konstatuje, prevaznu vacsinu v Lo-
menovej zbierke tvoria piesne novsej kultury,
¢o plne kore$ponduje s pévodnym tmyslom
zberatela zabezpecit pestrému slovenskému
zivotu v Kysaci zachovanie a dalsi rozvoj.

Jan Lomen bol totiz dlhé roky vedicou
osobnostou hudobného Zzivota Kysaca. Bol

oblubenym ucitefom hudby, muzikantom,
organizatorom kultdrneho Zivota, vasnivym
zberatelom a propagatorom slovenskych lu-
dovych piesni. Z jeho iniciativy bola v roku
1965 zalozena prva vojvodinskd miestna
radiostanica pre Slovakov - Radio Kysa¢ -
s vlastnym nahravacim $tddiom. V tychto
podmienkach miestni spevaci a hudobnici
mobhli naspievat a nahrat povodné, ale aj tie
novsie piesne, ktoré sa vysielali pre miestnych
posluchacov. Bola to doba, v ktorej slovenska
ludova piesenn zohrdvala dolezitu rolu v kaz-
dodennom aj sviato¢nom zivote obyvatelov
Kysaca, pocas tradi¢nych svadieb, uctievania
si zvykov a obycaji. Bolo to obdobie, v kto-
rom slovenska kultura nezila iba na javiskach
kulturnych domov, ale vyznamné miesto
jej patrilo aj pri kazdych rodinnych a verej-
nych, spolocenskych stretnutiach. Piesne,
ktoré zozbieral Jan Lomen, prevazna vic¢$ina
vojvodinskych Slovakov poznala a spievala.
Dnes st svedectvom historického obdobia,
ktoré bola na jednej strane dobou intenzivne-
ho rozvoja tejto primestskej obce, na druhej
strane aj dobou silného zachovavania sloven-
skych tradicii v Kysaci.

Autorka zanalyzovala celkovy piesnovy
materidl zaznamenany Janom Lomenom. Vy-
stupom tychto analyz st hudobnoteoretické
poznatky, ktoré zbierku sleduju v kontexte
hudobnej tedrie a slovenskej etnomuzikolo-
gie.® Teoreticka reflexia zhrnutd v 6smich ka-
pitolach je mimoriadne cennym zdrojom po-
znatkov o povahe tohto piesiového materidlu
a je aj informaciou o jeho mieste v kontexte
overenych etomuzikologickych postupov.
Hoci autorka zachovava zakladné principy
zaznamu piesni tohto zberatela, zapis népe-
vov bol graficky upraveny a zjednoteny podla
sticasnych noriem etnomuzikologickej tran-
skripcie. Sti¢astou monografie je stpis piesni
podla incipitov a resumé v anglickom jazyku.
Monografia je vysledkom komplexného od-
borného spracovania jedného historického
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pramena v kontexte dokumentacie piesnovej
kultary Slovakov vo Vojvodine.

Publikacia Zbierka slovenskych ludovych
piesni vo Vojvodine Jina Lomena vysla rok
po tom, ako Slovakmi obyvana obec Kysac¢
(ktord sa nachéddza len niekolko kilometrov
od Nového Sadu), oslavila 250. vyrocie pri-
chodu prvych slovenskych osadnikov do tejto
lokality. Dve a pol storocia tu Slovaci, ktori
povodne prichadzali najma z Novohradskej,
Hontianskej, Pestianskej, Trencianskej, Nit-
rianskej a Liptovskej stolice, ale aj zo star-
$ich dolnozemskych osad, budovali vlastnu,
jedine¢nu a nezamenitelnt kultaru formo-
vanu na SirSich celoslovenskych zakladoch.
Pri analyze vySe 2 000 slovenskych fudovych
piesni z Vojvodiny si Martin Kmet (1926 -
2011), zakladatel slovenskej etnomuzikold-
gie vo Vojvodine, uvedomil, Ze aj ked je len
malo piesni identickych s ich variantmi z tze-
mia Slovenska (pricom v najvicsej miere ide
o textové alebo melodické varianty piesni),
ich analyzou, klasifikaciou a komparaciou
potvrdil, Ze sa zdsadne nevzdialili od piesiio-

vej bazy Slovenska, vratane slovenského hu-
dobného citenia.* Prave toho dokazom je aj
pribeh zbierky piesni Jana Lomena z Kysaca.
Potvrdzuje slovenské povedomie a slovensku
identitu, ktora storo¢iami pretrvala aj mimo
hranic dnesného Slovenska.

Sposob, akym bola zbierka piesni Jana
Lomena spracovana a predstavena v mono-
grafickej praci Kristiny Lomen, by mal byt
prikladom, ako postupne spracovavat zhro-
mazdené kultirne dedi¢stvo nasich kraja-
nov v zahrani¢i a spristupniovat ho odbornej
a SirSej verejnosti aj na Slovensku. Slovenska
verejnost v zahrani¢{ vda¢i Ustavu hudobnej
vedy SAV ako vedeckej institucii za to, ze mo-
zaiku komplexnych ¢innosti na poli zberu,
dokumentdcie a propagacie slovenskej hud-
by v zahrani¢i postupne odborne spraciva
a prinasa tym cenné poznatky do verejného
priestoru Slovenska a slovenského zahranicia.
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