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Poskus, da bi glasbenozgodovinske tokove pojas-
nili z razvijanjem v ¢loveka vsajenih zmoznosti in
ne z gibanjem gradiva (Adorno), izhaja iz podobe
¢loveka in teorije evolucije zavesti (Jean Gebser,
Ken Wilber idr.). V glasbi po 1600 so se razvile
,duhovne signature, katerih moznosti in nevar-
nosti bodo pregledno predstavljene od baroka
do postmoderne.
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ABSTRACT

The attempt to explain developments in music
history, not as movement of material (Adorno)
but as the unfolding of man’s potentials, has its
origin in the image and theory of man as offered
by the evolution of consciousness (Jean Gebser,
Ken Wilber and others). Since 1600 there has been
adevelopment of “spiritual signatures’; the article
gives a survey of its chances and dangers from the
Baroque era up to Postmodernism.

Wie Musikgeschichte erzdhlt wird, hingt eng zusammen mit den Idealen der jewei-
ligen Gegenwart, mit den Vorstellungen der Komponisten tiber eine mogliche Weiter-
entwicklung, und daraus ergeben sich die Auswahl der fiir bedeutend gehaltenen Wer-
ke und die Verbindungsfiden, die zur Erklirung der Entwicklung gezogen werden.
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Das sind subjektive Entscheidungen, ohne die aber die sonst unzusammenhingenden
Fakten keinen Sinn ergeben.

Die Musikgeschichtsschreibung der zweiten Hilfte des 20. Jahrhunderts kann man
mit guten Grinden als ,materialistisch“ bezeichnen, stehen doch seit Adornos ,Philo-
sophie der Neuen Musik® der Materialbegriff, die Entfaltung und der Fortschritt des
musikalischen Materials im Zentrum. Nun scheint aber diese Entwicklung an einen
Endpunkt gekommen zu sein, denn kaum einer glaubt, dass es im Bereich des musika-
lischen Materials noch Neues zu entdecken gibt.

Jetzt kann man das Ende der Geschichte, das Ende der abendlindischen Musik be-
klagen, oder aber Ausschau halten nach anderen Kriterien der Musikgeschichtsschrei-
bung.

Alternative, nicht-materialistische Arten der Musikgeschichtserzihlung werden
mehr auf inhaltliche Aspekte eingehen, nicht auf das Material, aber sie werden nicht
unbedingt spirituell ausgerichtet sein mussen. Das hiangt von dem Menschenbild ab,
das - meist ohne das es benannt wiirde - sich hinter einer Geschichtserzihlung ver-
birgt. Die materialistische Erzdhlung brauchte kein Menschenbild, aber das war auch
ihr Problem.

Hier nun soll der Versuch unternommen werden, von einem Menschenbild aus-
gehend die Musikgeschichte ab 1600 zu erzihlen, das spirituelle Ebenen kennt. Dafiir
bieten sich als Ausgangspunkt an die Forschungen von Teilhard de Chardin, Jean Gebs-
er, Sri Aurobindo und Ken Wilber, aber auch die von Abraham Maslow, Daniel Gole-
man und Don Edward Beck. Thnen gemeinsam ist ein evolutionidres Denken, das von
im Menschen angelegten seelischen Potenzialen ausgeht, die zur Entfaltung dringen,
im individuellen Leben ebenso wie in der geschichtlichen Entwicklung, die also als
Attraktor einer Bewusstseinsevolution wirken.

Spiritualitat kann durch Musik auf zwei Ebenen wirksam werden: da ist zunichst
eine spirituelle Erfahrung, ein Berthrtwerden von einer hoheren Dimension, vom Hei-
ligen, wenn man es so nennen mochte, die durch Musik aus jeder Zeit ausgelost wer-
den kann, von gregorianischen Gesingen oder einer hochkomplexen symphonischen
Komposition - da hingt auch viel von der Interpretation ab. Neben dieser ,vertikalen®
Komponente konnte es eine ,horizontale“ geben, die im Sinne einer Bewusstseinsevo-
lution als Attraktor der musikalischen Entwicklung in der Geschichte wirkt.

Dafur ist wichtig zu betonen, dass Spiritualitit nicht nur im Rickzug von der Welt
gelebt werden kann, sondern auch in der Welt. Deswegen wird es nicht um geistliche
Musik gehen, sondern um die Musik in der ganzen Fulle ihrer Ausdrucksmoglichkei-
ten. Gleichwohl wird die Frage ,Wie weltlich darf die geistlichen Musik sein“ die Uber-
legungen immer begleiten beim Versuch, die Verinderungen in der Musik ab 1600 als
vielleicht nicht immer gelingender und oft gefihrdeter Versuch zu deuten, die Welt
und die Erfahrung des Heiligen zu verbinden.

Einige wesentliche Aspekte einer spirituellen Entwicklung! konnten sein:

— das Gewahrwerden, dass der Mensch Gott in seinem eigenen Inneren begeg-

nen kann;

1 Dazu: Katharina Ceming, Spiritualitdit im 21. Jahrhundert (Hamburg: Phinomen-Verlag, 2012).
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— die Erfahrung der Verbundenheit des ,Allem im Einem*:

- Entgrenzung und Ich-Transzendenz;

— die Notwendigkeit, den eigenen Schatten wahrzunehmen und zu integrieren;

— die Vielfalt der Perspektiven in sich zu vereinigen.

Jede Weiterentwicklung hat allerdings auch ihre potenziell dunklen und patholo-
gischen Seiten, die sog. ,Schattenthemen® im Sinne von C. G. Jung. Auch von diesen
muss die Rede sein, wenn jeder Epoche eine zentrale ,spirituelle Signatur® zugeordnet
wird, die den entscheidenden Entwicklungsschritt benennt.

Barock: Die Menschwerdung der Musik

Um 1600 betritt der einzelne Mensch die Bithne - im iibertragenden Sinne im ge-
neralbassbegleiteten Sologesang, und im wortlichen Sinne in der neu erfundenen Gat-
tung ,Oper“. Damit hilt die Menschendarstellung Einzug in die Musik und mit ihr die
Vielfalt der Gefiithle und die unterschiedlichen menschlichen Charaktere.

Die mystischen Traditionen sehen die Menschwerdung Gottes nicht als ein einma-
liges historisches Ereignis, sondern als etwas, das sich in jedem Menschen ereignen
kann. So kommt dem Individuum eine grole Bedeutung zu als dem Ort, an dem Gott
sich verkorpert, und damit auch eine grofde Verantwortung. Angelus Silesius geht so-
gar so weit: ,Ich weif}, dass ohne mich Gott nicht ein Nun kann leben / Werd ich zu
nicht Er muss von Noth den Geist auffgeben.“> In Bachs Weihnachtsoratorium beant-
wortet die Altstimme die Frage ,Wo ist der neugeborne Konig der Juden?“: ,Sucht ihn
in meiner Brust, hier wohnt er, mir und ihm zur Lust.“?

Die zentralen Gefthle (oder Affekte, wie man damals sagte) sind Liebe und Mit-
leiden, und so ist es naturlich, dass die Geschichten, in denen die Menschen in der
ihnen vertrauten Gefithlswelt mitempfinden konnen, ins Zentrum rtcken: die Weih-
nachtsgeschichte und vor allem die Passionserzihlungen. An den vom Hohelied inspi-
rierten Texten wird deutlich, in welchem MagRe das ,weltliche“ Erleben der Liebe zum
Resonanzraum fir die spirituelle Gottesliebe wird, und Ahnliches lisst sich von den
Leidenserfahrungen sagen, die im Mitleiden mit der Passion mitschwingen. Damit ist
ein wichtiger Teil der ,Welt“ in der Musik angekommen, in einer geistlichen Musik, die
dasselbe Vokabular benutzt wie die weltliche der Oper.

Den Menschen mit seiner Gefthlswelt Klang werden zu lassen, ist ein musikge-
schichtlich entscheidender Schritt. Die Schattenthemen dieser Entwicklung konzent-
rieren sich auf zwei miteinander zusammenhingende Probleme: Erstens kann es zu
einer Reduktion des Menschenbildes kommen, wenn die hoheren Bewusstseinsebe-
nen, die den mystischen Traditionen vertraut sind, im Menschenbild fehlen und das
Alltags-Ich und seine Gefiihlswelt als einzige Realitit erscheinen; und zweitens besteht
die Gefahr, dass, wenn ein tiberpersonlicher oder transzendenter Rahmen fehlt, der
Mensch, allein gelassen und auf sich selbst verwiesen, der negativen und destruktiven
Emotionen nicht mehr Herr wird.

2 Angelus Silesius, Cherubinischer Wandersmann (Stuttgart, 1984), 28 (1,8).
3 Nr.45im 5. Teil.
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In der Barockzeit hat sich zugleich eine eigenstindige Instrumentalmusik entwi-
ckelt. Doch auch sie wurde von der Sprache und den Affekten her erklirt, und viele
Theoretiker machten keinen Unterschied zwischen Vokal- und Instrumentalmusik. In-
zwischen hat sich eine Art musikalischer Logik herausgebildet, in der Weise, wie Mo-
tive entwickelt werden, Phrasen sich bilden und Formen gebaut werden. Kénnte man
von ,objektivierten Affekten sprechen? Affekte, die nicht wie im Rezitativ, spontan
und momentan auftauchen, sondern sich zu groferen Formen objektivieren, sei es in
der Arie in der Vokal- oder im Konzertsatz in der Instrumentalmusik? Hier wurden die
entscheidenden Grundlagen gelegt fiir das Auftreten der nichsten spirituellen Signa-
tur in der Musik der Klassik.

Klassik: Die Form - ,Hen kai pan“

Der Stilwandel vom Barock zur Klassik vollzieht sich u.a. durch eine Verlangsa-
mung des Harmoniewechsels und eine strikte Okonomie im Harmonischen und in
der Disposition der Tonarten - beides zusammen erlaubt es, groflere tonale Komplexe
gegentiiberzustellen. Die tonale Spannung zwischen ihnen trigt einen lingeren Zeit-
ablauf und erlaubt es, unterschiedlichste Motive und Ausdruckscharaktere als Einheit
zu erleben. Dabei hilft eine genaue Abstufung und Beziehung der Schlusswendungen
aufeinander, den Horer durch den Zeitablauf zu fihren.t

Auch wenn jetzt die reine Instrumentalmusik besonders hervortritt, so baut die
Klassik doch auf der Barockmusik insofern auf, als sie reich ist an menschlichen Aus-
druckscharakteren, gleichsam schauspielert. Die Barockzeit kannte fast nur Sitze in
einheitlichem Affekt - die Aufgabe der Klassik lisst sich dagegen beschreiben: viele
Ideen, Gestalten, Charaktere, aber ein iberwolbender musikalischer Bogen.

Die Vereinheitlichung eines Satzes durch Motivbeziehungen spielt in der frithen
Klassik noch keine so grofle Rolle, und so ist es dort vor allem die durch die grofor-
male harmonische Disposition hergestellte Einheit, die die Vielfalt der Charaktere ver-
bindet und zusammenfasst - das stellt das spezifisch Neue der Klassik dar.

Damit ist bereits auf eine Formel angespielt, die fur den spirituellen Hintergrund
der Klassik steht: ;hen kai pan® - Eines und Alles, oder: das All-Eine, oder: das Eine in
Allem. Jan Assmann® hat gezeigt, dass es im Abendland eine untergriindige spirituelle
Stromung gab, die sich, vermittelt durch den Corpus Hermeticum des Hermes Trisme-
gistos, aus dem alten Agypten herleitete. Die Debatten damals, an denen sich Lessing,
Schiller und viele andere beteiligten, kreisten zwar um die Gestalt Moses und seinen
agyptischen Ursprung, im Grunde aber ging es um die Weltsicht von damals noch ver-
femten Denkern wie Giordano Bruno und Baruch Spinoza, die Assmann als ,Kosmo-
theismus*“ charakterisiert, die den gesamten Kosmos als stufenweise Verwirklichung
Gottes auffasst, die Natur einbeziehend.

4 Das bezieht sich auf die sensible Abstufung von vollkommenen Ganzschluss, unvollkommenen Ganzschliissen und
Halbschliissen.
5 Jan Assmann, Moses der Agypter (Munchen: Hanser-Verlag, 1998).
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Die Idee ,hen kai pan“ hat ihr ktinstlerisches Abbild in der klassischen Form gefun-
den als ,verschiedenste Charaktere und Ausdrucksformen unter einem Bogen“. Damit
hat die Musik Teil an der neuen spirituellen Signatur der Zeit. In der Art, zunichst ne-
beneinander oder sogar in Kontrast stehende Charaktere und Gestalten in einen ein-
heitlichen musikalischen Bogen zu integrieren, bildet die klassische Form auch psychi-
sche Prozesse ab, die auf ein Ganzwerden der Person zielen. Durch den groformalen
harmonischen Bogen, spiter unterstitzt durch thematisch-motivische Arbeit, durch
Verwandlung und Verbindung von Motiven, vermag die klassische Form ein Bild vom
Ganzwerden im Sinne von C. G. Jung herzustellen: Form als Integrationsprozess, und
insofern auch Bild einer spirituellen Entwicklung.

Bereits in der Klassik gab es Versuche, die Integration noch auf einer anderen Ebe-
ne zu versuchen, im Bemuhen, verschiedene Stilebenen zusammen zu bringen. Am
weitesten geht Mozart im Finale seiner Jupiter-Symphonie in der Verbindung von Sona-
te und Fuge und in der Zauberfldte mit ihrer Verbindung von Seria- und Buffo-Stil, von
barocken und klassischen Stilelementen. Jeder Stil steht ja fiir eine bestimmte mensch-
liche Haltung, ftr bestimmte Charaktere, und so macht eine innere Stilvielfalt die Musik
auch reicher an Ausdrucksmoglichkeiten. Beethoven ist Mozart darin gefolgt in seinen
spiten Klaviersonaten und Streichquartetten: sie enthalten Fugen, eine kirchentonale
Choralbearbeitung, lyrische Sitze, kontrastreiche Sonatensitze, Mirsche, Scherzi, ein
Rezitativ - und damit fast die ganze damals bekannte musikalische Welt.°

Durch die klassischen Formen wird Zeit strukturiert, eine lineare Zeit, die aber gleich-
wohl (durch wiederkehrende Teile wie Reprisen) auch Elemente der ilteren zyklischen
Zeitvorstellung einschlieRt. Uber lineare Zeit zu verfiigen bedeutet: eine persdnliche
Identitit entwickeln (sich als derselbe zu wissen tber die Zeit hinweg), Verantwortung
tibernehmen zu konnen, auf Vervollkommnung (im moralischen Sinne) und Integration
hinarbeiten zu koénnen. Darin liegen die grofsen Chancen dieser Weltsicht.

Aber die Schattenthemen lassen sich schnell ausmachen: die Ausgrenzung alles des-
sen, was die damalige musikalische Integrationsfihigkeit tiberfordert hétte: archaische
Ebenen (musikalisch reprisentiert etwa durch Bordunquinten, unregelmisige, stark
korperbetonte Taktarten und Rhythmen, Schlaginstrumente), fremde Kulturen (die
Agyptenliebhaberei hatte mit der dgyptischen Musik nichts zu tun), extreme negative
Emotionen, der Zerfall der Personlichkeit und damit der Verlust der linearen Zeit, Wahn-
sinn - all das blieb draufien. , ..wer's nie gekonnt, der stehle weinend sich aus unserem
Bund.“ So sieht Ausgrenzung bei Schiller und Beethoven in der 9. Symphonie aus.

Romantik: Das Unendliche - die Entgrenzung

,Die Religion lebt ihr ganzes Leben auch in der Natur, aber in der unendlichen
Natur des Ganzen, des Einen und Allen.“” So schreibt offenbar ein Anhinger des Kos-

6 Das sind Werke, die die klassische Formensprache bis an die Grenze ihrer Integrationsfihigkeit dehnen, sie aber nicht
zerbrechen, wie oft geglaubt wird. Im Uberschreiten der Grenzen einer zu eng gefassten Personlichkeit liegen wichtige
Entwicklungschancen, vorausgesetzt, die Personlichkeit zerfillt nicht, sondern wichst.

7 Friedrich Schleiermacher, Uber die Religion (Hamburg: Felix Meiner-Verlag, 1958), 29.

11
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motheismus, und - als wire es ein Kommentar zu Mozarts und Beethovens Vielfalt
der Stilebenen: ,Ihr selbst seid ein Kompendium der Menschheit. Eure Personlichkeit
umfasst in einem gewissen Sinne die ganze menschliche Natur (...).“® Gleichsam pro-
grammatisch flr die Romantik heifst es: ,Strebt danach, schon hier Eure Individualitit
zu vernichten, und in Einem und Allem zu leben, strebt danach, mehr zu sein als Ihr
selbst (...).*> Hier klingt ein entscheidendes Motiv an: die Uberschreitung der Gren-
zen des Ichs, die Ich-Transzendenz - ein wichtiger Schritt auf jedem spirituellen Schu-
lungsweg, zur Erfahrung des Unendlichen. ,Religion ist Sinn und Geschmack fiir das
Unendliche.“!* Das alles schrieb der Theologe Friedrich Schleiermacher 1799.

Schubert hat in seinem Lied Aufldsung' eine solche visionire Erfahrung des Un-
endlichen komponiert. Nur ganz am Ende findet man eine Kadenz, sonst gibt es weder
Halb- noch Ganzschliisse, die Musik stromt ohne formale und syntaktische Grenzen
dahin und suggeriert eine gleichsam unendliche Weite. Auch die Technik der ,inneren
Erweiterung® kann eingesetzt werden, um Unendlichkeit spirbar werden zu lassen,
wenn die Dehnung durch Wiederholungen oder Sequenzen so lang wird, dass man
den Bezug zum Ausgangspunkt verliert und die Musik gelost zu schweben beginnt.!?
Bruckner entwirft im langsamen Satz seines Streichquintetts eine riesengrofie Periode,
der Nachsatz verliert sich gleichsam ins Unendliche®® und erreicht nie den erwarteten
Ganzschluss. Oder die Musik beginnt nicht wirklich, sondern scheint aus der Unhor-
barkeit allmihlich ins Horbare einzutreten, so als wiirde wir in eine Musik hineinho-
ren, die unhorbar schon immer da war (Chopin, Ballade F-Dur, oder wenn Schumann
mit einer Schlusswendung beginnt). Techniken der Phrasenverbindung (eine Phrase
endet auf einem Dominantseptakkord, die nichste beginnt mit der dazugehorigen To-
nika) und der Verschrinkung (ein Takt ist zugleich Ende einer Phrase und Beginn ei-
ner neuen) ermoglichen es den Komponisten, die Musik immer flieen zu lassen und
Unendlichkeit zu suggerieren, die Musik zu entgrenzen.

Im Zusammenhang mit Entgrenzung und Ich-Transzendenz gewinnt die Mystik
wieder an Aktualitdt - nur ist es jetzt die islamische Mystik von Hafis und Rumi, deren
Gedichte durch die Ubersetzungen von Friedrich Riickert den Romantikern bekannt
waren. Der Orient steht bei den Romantikern auch fur Entgrenzung und Unendlichkeit.

In einem Gedicht von Rumi heit es: ,Denn wo die Lieb‘ erwachet, stirbt das Ich
(..)*" und damit ist das zentrale Motiv von Entgrenzung und Ich-Transzendenz ange-
sprochen, wobei ,Ich-Tod“ das Hinauswachsen tber die alte, von einem festen iden-
tischen Ich begrenzte Personlichkeit meint - ein wichtiges Thema einer jeden spiri-
tuellen Entwicklung. Todessehnsucht ist oft Sehnsucht nach dem Tod des Ichs, nach
Entgrenzung, Wandlung und seelischem Wachstum in spirituelle Bereiche hinein, nach
einer ,Entgrenzung nach oben“.® Aber da gibt es eine gefihrliche Ambivalenz, denn
moglich ist auch eine ,Entgrenzung nach unten®, also nicht in Richtung auf héhere spi-

8 Ibid, 55.
9 Ibid, 73.
10 1Ibid., 30.

11 D 807, nach einem Gedicht von Mayrhofer.

12 Klaviersonate a-Moll, D 537, 3. Satz, Takt 59 - 95.

13 Ab Takt 19.

14 Friedrick Ruckert, Werke, 2. Band (Frankfurt: Insel-Verlag, 1988), 15.

15 Dazu: Robert A. Johnson, Traumuvorstellung Liebe. Der Irrtum des Abendlandes (Miinchen: Knauer-Verlag, 1987).
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rituelle Ebenen, sondern als pathologischer Ich-Zerfall, oder als Flucht in Rausch oder
als Regression in frithere Entwicklungsstadien vor der Ich-Bildung. Wagners Oper 7ris-
tan und Isolde, musikalisch der Gipfel der romantischen Kunst der Entgrenzung, ent-
halt in Handlung und Text etliche solcher ambivalenten Momente.

Die Sehnsucht nach dem Unendlichen, die ,Entgrenzung nach oben“ war aber nur
ein Thema der Romantik, das andere war die Erforschung der Nachtseiten der Existenz,
der Triume, des Wahnsinns, des Satanischen (,schwarze Romantik*)', der Persdnlich-
keitsspaltung und des Ich-Verlusts mit dem Zerbrechen der linearen Zeit, also die ,Ent-
grenzung nach unten®. Hier klingen die Schattenthemen der Romantik an, zumal der
Ich-Zerfall leicht mit Ich-Transzendenz verwechselt werden kann, und die Dehnung der
klassischen Formensprache moglicherweise zur Auflosung von Form tiberhaupt fihrt,
zum Zerfall der linearen Zeit in unzusammenhingende Augenblicke. Vor allem aber ist
der Blick in den Abgrund der Seele, ins Unbewusste der verdringten Erinnerungen und
verdringten Geflihle, der negativen Emotionen und der archaischen Erbschaft ohne ent-
sprechend starker Krifte des Bewusstseins nicht ungefahrlich.

Jede neue spirituelle Signatur sollte auf den vorherigen aufbauen und diese umfas-
sen. Dort finden sich oft die Gegenkrifte gegen die Gefihrdungen der jeweils neuen
Signatur, im Falle der Romantik in der klassischen Formensprache mit ihrer Signatur
,hen kai pan®. Die spiteren Romantiker wie Brahms und Bruckner haben genau da
angeknupft, und selbst Wagner stellte den Anspruch, in der thematischen Arbeit seiner
Musikdramen Beethovens Symphonik zu beerben.

E. T. A. Hoffmanns Aufsatz Alte und neue Kirchenmusik lisst den Zwiespalt der Ro-
mantik deutlich werden. Dazu schreibt Peter Rummenholler: Wahre Musik ist fir Hoff-
mann (...) zugleich wahre Kirchenmusik, und diese gehort (...) unwiederbringlich der Ver-
gangenheit an.“” Thr gegentiber steht die ,romantische“ Musik der Gegenwart: Haydn,
Mozart und Beethoven: ,Beethovens Musik bewegt die Hebel des Schauers, der Furcht,
des Entsetzens, des Schmerzes und erweckt jene unendliche Sehnsucht, die das Wesen
der Romantik ist, schreibt Hoffmann."* Rummenholler kommentiert: ,Freilich hat diese
von Hoffmann als wahrhaft romantisch und musikalisch gefeierte Kunst mit Religion und
Kirche gar nichts zu tun.“? Hoffmann verbirgt nicht seine Skepsis, ob tberhaupt noch
gute Kirchenmusik komponiert werden kann, die mehr ist als Nachahmungen der alten
Meister, wie sie der Cicilianismus hervorbrachte. Hier hat sich eine Kluft getffnet zwi-
schen einer Entwicklung, die neue spirituelle Signaturen hervorgebracht hat (was Hoff-
mann noch nicht sehen konnte) und der damaligen kirchenmusikalischen Praxis.

Im Barock waren schon die ersten Konflikte aufgetreten zwischen dem Bedirfnis
nach einer Musik der Andacht, der Stille und des Riickzugs von der Welt einerseits und
einer Musik, die das Weltliche (das ,Opernhafte) einbezog andererseits. Diese Kon-
flikte verschirfen sich in der Romantik, die sich verstiarkt den dunklen Seiten der See-
le zuwendet. Aber gehodren nicht zur spirituellen Entwicklung Selbsterkenntnis und
Selbstwahrnehmung dazu, die Fihigkeit und den Willen, auch die eigenen dunklen
Seiten anzuschauen?

16 Dazu: Mario Praz, Liebe, Tod und Teufel. Die schwarze Romantik (Minchen: Hanser-Verlag 1960).
17 Peter Rummenholler, Romantik in der Musik (Kassel: Birenreiter-Verlag, 1989), 39.

18 Zitiert nach Ibid., 39.

19 Ibid., 46.
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Das 20. Jahrhundert: Die Suche nach dem Ursprung und das
Unbewusste

Sich auf die dunklen Seiten des Menschen einzulassen wird besonders dann gefahr-
lich, wenn es zu einer Identifikation mit diesen dunklen Seiten kommt, mit den unbe-
wussten und archaischen Ebenen, die dann als letzte Wirklichkeit erscheinen. Zwei Stro-
mungen haben dazu beigetragen: die Musik des Expressionismus, die in bis dahin nicht
dagewesener Konsequenz die Seelenregungen einsamer, verletzter oder traumatisier-
ter Menschen protokolliert®®, nicht zufillig zeitgleich entstanden mit Freuds Psychoana-
lyse. Auf der anderen Seite war es der ,Neoprimitivismus®, der nach Urspringlichkeit
suchte in fernen Kulturen und in vorchristlich-heidnischen Opfer-Ritualen (Strawinski:
Le Sacre du Printemps). Den Ursprung suchen - im unverstellten Ausdruck der Gefithle
und des Unbewussten einerseits und im Archaischen andererseits, das verbindet die
beiden Antipoden Schénberg und Strawinski.

Beides scheint mit Spiritualitit zunichst wenig zu tun zu haben, aber die Erfahrun-
gen der Abgriinde der eigenen Seele und der in ihr verborgenen archaischen Erbschaft
kann zu einem wichtigen Schritt im Entwicklungsprozess werden, wenn man in der
Lage ist, genau hinzuschauen, sich aber nicht mit diesen Schichten zu identifizieren,
sondern sie zu integrieren in ein umfassenden Menschenbild, in das ,bewusste perso-
nale Selbst“?!. . Der Gottes- und Sinnsucher wird mit all den Diamonen konfrontiert, die
er selber aus Unwissen geschaffen oder angezogen hat. Spiter sollen sie ihn nicht mehr
vom Weg abbringen konnen, sondern sogar hilfreich zur Verfiigung stehen.“?* Das ist
ein gutes Bild fur die Moglichkeit des Wachsens an den Erfahrungen der unbewussten
und archaischen Ebenen.

In kaum vorstellbarem Mafle haben die Traumata der beiden Weltkriege die Musik
des 20. Jahrhunderts geprigt, gerade da, wo die Schmerzen und das Leid hinter einer
Fassade von Objektivitit, Sachlichkeit, Nicht-Expressivitit und Konstruktivitit versteckt
wurden?. Das betrifft sowohl den Neoklassizismus der 20er Jahre wie auch die Zwolf-
tontechnik und vor allem die serielle Musik nach 1950. Aber die Psychologie kennt das
Phinomen des ,posttraumatischen Wachstums*“ (posttraumatic growth), dass Men-
schen aus der Erstarrung der Emotionslosigkeit, der Desorientierung eines beschidig-
ten Zeitbewusstseins und einer Dissoziierung des Ichs zur Lebendigkeit zurtickfinden
und in spirituelle Bereiche der Ich-Transzendenz hineinwachsen konnen.*!

Auch in der Musik des 20. Jahrhunderts ist eine Sehnsucht nach Spiritualitit spiir-
bar, die sich aber oft nur dufSerte in einer Nihe zu archaischen Ritualen (Strawinski,
Jolivet) und jene unselige, schon im Neoklassizismus beliebte Gegentiberstellung von

20 Richard Strauss, Elektra (die Titelfigur ist traumatisiert, weil sie die Ermordung ihres Vater miterleben musste); Arnold Schénberg,
Erwartung (eine Frau sucht nachts im Wald ihren Geliebten und findet ihn ermordet); Alban Berg, Wozzeck.

21 Harald Piron, Die Seelenburg der Teresa von Avila und ihre Bedeutung fiir die Psychotherapie, in: Bewusstseinswissenschaften
- Transpersonale Psychologie und Psychotherapie, 18. Jahrgang 2012, Nr. 1, S. 10.

22 1bid., 7.

23 Wolfgang-Andreas Schultz, Avantgarde und Trauma - die Musik des 20. Jahrhunderts und die Erfahrungen der Weltkriege,
in: Lettre International, Deutsche Ausgabe, Nr. 71, Berlin 2005, S. 92-97.

24 Dazu: Ursula Wirtz, ,Die spirituelle Dimension der Traumatherapie®, in Transpersonale Psychologie und Psychotherapie, 9.
Jahrgang, 2003, Nr. 1, S. 4; Tedeschi / Park / Calhoun (Hrgb.): Posttraumatic Growth (New Jersey - London: Lawrence Erlbaum
Associates, Publishers, 1998).
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Objektivitit und Subjektivitit hervorbrachte, die das Uberpersdnliche, Spirituelle im
Unpersonlichen, Subjektlosen und oftmals Vor-Individuellem suchte.

Insgesamt ist das zwanzigste das Jahrhundert, in dem die Schattenthemen die tiber-
ragende Rolle spielen. Dessen Chancen lassen sich zusammenfassen in der Fihigkeit,
die dunklen unbewussten und archaischen Ebenen anzuschauen, Klang werden zu las-
sen und ins Bewusstsein zu heben und sie in ein umfassendes bewusstes, personales
Selbst zu integrieren. Die Schattenthematik des 20. Jahrhunderts ist die Identifikation
mit eben diesen Ebenen, wenn sie zur urspriinglichen und letzten Wirklichkeit erklirt
werden - daran ist Freuds Psychoanalyse nicht unschuldig. Gelingt die Integration
nicht, konnen diese Ebenen destruktive Krifte freisetzten und zerstorerisch wirken.

Eine mogliche Zukunft: Indras Netz und die Vielfalt der
Perspektiven

Wie kann man Personliches und Uberpersonliches in der Musik verbinden? Kénn-
te so die Aufgabenstellung fiir eine Weiterentwicklung formuliert werden? Lassen sich
Menschendarstellung und Gefuihle in ihrer ganzen Fulle, aber nicht als ausschlieRlicher
Gehalt der Musik, verbinden mit Strukturen oder Symbolen, die das Nur-Menschliche
ubersteigen? Geht so etwas, ohne das Menschliche zu opfern wie in den konstruktiven
und ,objektivistischen® Stromungen des 20. Jahrhunderts? Kann man der Subjektivitit
einen transzendenten Rahmen geben?

Die entscheidende Voraussetzung fiir einen solchen Weg ist die Reflexion tiber das
Menschenbild. Die mystischen Traditionen des Abendlandes wussten immer von der
Moglichkeit einer Entwicklung iber das normale alltigliche Ich-Bewusstsein hinaus,
und Kritiker des reduktionistischen Menschenbildes der Psychoanalyse von Abraham
Maslow? bis zu Daniel Goleman?® und Ken Wilber?” beschreiben inzwischen differen-
ziert diese hoheren Ebenen. Die Anerkennung dieser Ebenen ist Voraussetzung fir
eine Weiterentwicklung der Musik, die mehr sein will als nur Erforschung von Klang-
material. Dennoch gilt das zu Beginn Gesagte: die Beziehung von Musik und Spiritua-
litat hat eine gleichsam vertikale Komponente insofern, als zu jeder Zeit und in jedem
Stil im Medium der Musik eine Erfahrung des Heiligen moglich ist, und eine gleichsam
horizontale Komponente, in der die Entfaltung des spirituellen Potenzials als Attraktor
der musikalischen Entwicklung wirksam wird.

Die Postmoderne, in der alles wieder moglich scheint (,anything goes*), repriasen-
tiert eine Stufe der Bewusstseinsevolution, wo deutlich wird, dass jede Epoche Wert-
volles mitbringt, dass jeder Stil menschliche Haltungen und Ausdrucksweisen Klang
werden ldsst, die keineswegs verloren sind, wo deutlich wird, dass dltere Entwicklungs-
stufen in die neueren integriert werden sollten, damit die Musik nicht verarmt und
einseitig wird - Don E. Beck? spricht vom ,second tier* der Bewusstseinsevolution.

25 Abraham H. Maslow, Motivation und Personlichkeit (Reinbek: Rowohlt-Verlag 1981).

26 Daniel Goleman, Dialog mit dem Dalai Lama - Wie wir destruktive Emotionen tiberwinden konnen (Miinchen: Hanser-Verlag,
2003).

27 Ken Wilber, Integrale Psychologie (Freiamt: Arbor-Verlag 2001).

28 Don Edward Beck/ Christopher C. Cowan: Spiral Dynamics (Bielefeld: Kamphausen-Verlag 2007).
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Daraus konnte eine weitere Aufgabe fiir die Zukunft erwachsen, die sich mit der be-
reits erwihnten gut verbinden lieRe. Bei dieser ginge darum, Modalitidten und Tech-
niken fir eine sinnvolle Integration zu entwickeln, und hitte dadurch eine gewisse
Ahnlichkeit mit der Aufgabenstellung der Klassik: neu tiber Form nachzudenken, wie
aus Verschiedenem und Heterogenem ein sinnvolles Ganzes werden kann.

Die Aufgabe der Integration kann sich zunichst auf die eigene Tradition beziehen,
verschiedene Stilebenen, die ja alle fur Facetten des menschlichen Ausdrucks stehen,
zu einer Einheit zu verbinden. Sri Aurobindo und Ken Wilber halten die Fihigkeit, un-
terschiedliche Perspektiven, andere als nur die eigene egoistische einzunehmen, fiir
einen ganz wesentlichen Entwicklungsschritt.

Perspektivenvielfalt kann aber - auch musikalisch - die Perspektiven anderer Kul-
turen einschliefen. Der Regisseur Peter Brook schrieb einmal: ,Der Mensch ist mehr
als das, worauf er durch seine Kultur festgelegt wird; (...) Jede Kultur driickt einen an-
deren Teil der inneren Welt aus: die vollstindige menschliche Wahrheit ist global, und
das Theater ist der Ort, an dem das Puzzle zusammengesetzt werden kann.“* Und, so
darf man erginzen, die Musik.

Im Bereich des Buddhismus gibt es daftir ein schones Bild, das deutlich macht,
wie jede Kultur, ja jede Individualitit erhalten bleibt und doch in ihr sich alle anderen
spiegeln: Indras Netz, ,ein mit edlen Perlen besetztes Netz, die einander reflektieren,
so dass in jeder Perle alle tibrigen aufscheinen.“*

Die Verbindung von Persénlichem und Uberpersdnlichem, die intra- und interkul-
turelle Perspektivenvielfalt konnten vielleicht zur spirituellen Signatur des 21. Jahrhun-
derts werden. Und davon konnte abhingen, wie dereinst die Musikgeschichte des 20.
und des 21. Jahrhunderts erzihlt wird, und ob man sie besser verstehen kann als durch
den Blick auf das musikalische Material.

PovzeTEK

Pripoved o zgodovini glasbe je vedno povezana z
nazori sodobnega ¢asa in nazori skladateljev. Osre-
dotocenje na odkrivanje novega glasbenega gradi-
va je ena od moznosti za oblikovanje pripovedi, ki
vodi k materialisticnemu pogledu na preteklost. A
zdi se, da se je ta nacin razmisljanja iz¢rpal.
Druga moznost je tista, ki se povezuje s podobo
Cloveka. Zaradi izsledkov raziskav, ki so jih naredili
Abraham Maslow, Jean Gebser, Ken Wilber, Don
Edward Beck in drugi, vemo, da ima podoba ¢lo-
veka tudi duhovne ravni. To je narekovalo teorijo o
“evoluciji zavesti”, ki omogoca druga¢no pripoved
zgodovine glasbe.

Pricujoci prispevek poskusa razumeti glasbeno
preteklost po letu 1600 kot proces pojavljanja “du-
hovnih oznacbh”. V baro¢ni glasbi je ¢lovek prisoten
zvsemi svojimi ¢ustvi in - podobno kot v misticizmu

- lahko odkrivamo Boga v vsaki dusi. Duhovnost
lahko dozivljamo ne le zodmikom od sveta, ampak
tudi z zivljenjem v njem. V klasicisti¢nih oblikah so
razli¢na ¢ustva in znacaji zliti v enovitost, skladno s
filozofskim kozmoteizmom, povzetem v grski for-
muli ,hen kai pan“. Romanti¢na glasba je poskusala
izraziti neskonc¢nost in preseznost ega. Teme glasbe
20. st. so iskanje izvora, nezavedno in integracija
“sence” (C. G. Jung), v postmodernizmu pa iskanje
nacinov za povezovanje razli¢nih pogledov.

Vsaka raven pa skriva svoje nevarnosti. Posebej
v 20. st. se sreCujemo z mnogimi vprasanji, ki jih
lahko resimo z vrnitvijo k duhovni podobi ¢loveka.

Angleski prevod izvlecka / abstract translated to
English by Andrej Rijavec.

Slovenski prevod naslova, izvlecka in povzetka
Ales Nagode.

29 Peter Brook: Wanderjahre (Berlin: Alexander-Verlag, 1989), 177.
30 Michael Friedrich, ,Indras Netz im Kegon®, in: /ndras Netz (Miinchen: hrgb. von Disegno, Gesellschaft fiir interkulturelle Studien

eV, 1997), 26.
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ABSTRACT

In the early twentieth century, harmony, the sa-
cred, and even time were seen as impediments to
artistic freedom, though for the ancients, harmony
was the integrating force of the cosmos. Giorgio
Agamben’s recent writings on the sacred and on
messianic time shed new light on the emergence of
polyphony. He warns that capitalism, subsuming
sacral power, reduces art either to spectacle or to
object for consumption.

Harmony, sacrifice, and time seem a discordant trio. Sacrifice is generally held to
be an archaic custom rooted in superstition and violence. Harmony, in contrast, is an
ideal state of peaceful co-operation. Time, at least in Newtonian physics, is neutral and
impassive, flowing along equably without regard to anything external.! But harmony,

1 Isaac Newton, "Scholium to the Definitions”, in Philosophiae Naturalis Principia Mathematica, bk. 1 (1689); trans. Andrew Motte
(1729), rev. Florian Cajori (Berkeley: University of California Press, 1934), 6.
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sacrifice and time have come together in striking intensity at crucial points in human
history. In this paper I shall briefly review the radical shift in meaning of these three
ideas at the beginning of the twentieth century, then look at some originary accounts
involving harmony, sacrifice, and time; observe how they played out thirteenth-century
polyphony; and finally explore their current significance, drawing on concepts from
Giorgio Agamben’s works.

In the years 1912-1913, three revolutionary European works provoked unprecedented
audience outrage. The October 1912 premiére of Arnold Schoenberg’s Pierrot Lunaire
took place in Berlin. Its macabre centerpiece, the “Rote Messe,” caricatured the Catholic
liturgy, and Schoenberg’s music dispensed altogether with harmony and melody. In
May of the following year, the Paris premiere of Igor Stravinsky’s Le Sacre du Printemps
portrayed ritual sacrifice, its pounding rhythms impelling the victim’s dance of death
while its shrieking horns masked her cries. In St. Petersburg, December 1913, the futur-
ist opera Victory over the Sun, some of it in an untranslatable language, celebrated the
end of the past altogether: “How extraordinary life without the past is / Dangerous but
without penitence and memories!” Through the contrivance of art an “advanced” hu-
manity dared to wrest mortality, harmony, and sacrificial ritual from the precinct of the
gods: “All’s well that begins well / And has no end / the world will perish but there’s no
end to us!™ Chronos, Armonia, and Moloch were rendered mere spectacles; immortal-
ity belonged to the artist.

What prompted this spate of extravagant artistic production decrying harmony,
sacrifice, and the past? Publications of the previous twenty years included Robertson
Smith’s influential Lectures on the Religion of the Semites (1894), which proposed ta-
boo as the original sense of “sacred,” and categorized it among the magical beliefs of
“primitive society.”

Rules of holiness in the sense just explained, i.e. a system of restrictions on man’s
arbitrary use of natural things, enforced by the dread of supernatural penalties,
are found among all primitive peoples. It is convenient to have a distinct name for
this primitive institution, to mark it off from the later developments of the idea of
holiness in advanced religions, and for this purpose the Polynesian term taboo has
been selected.”

Smith thus transmuted rites such as those of Stravinsky’s Le Sacre into curiosities
which the art and science of European “civilization” could safely explore.”> Similarly,
Schoenberg’s devotees shrugged off charges of blasphemy in Pierrot Lunaire; what they
had witnessed were simply the neurotic fantasies of the unconscious mind described in
Sigmund Freud’s 1899 The Interpretation of Dreams. And who could resist the thought
oflife without penitence? The creators of Victory over the Sun, influenced by Bergson’s

2 Aleksei Kruchenyky, Victory Over the Sun, trans. Larissa Shmailo, 2012. http://intranslation.brooklynrail.org/russian/victory-
over-the-sun.

3 Ibid.

4 Robertson Smith, The Religion of the Semites (Edinburgh, Adam & C. Black, 1894), 152.

5 Cf. Franz Steiner, Taboo, trans. Laura Bohannan (London: Cohen & West, 1956), 73.
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Creative Evolution (1907) and Ouspensky’s ideas of the fourth dimension, thought that
since three-dimensional space was a “vanquished phantom,” time itself would be next
to go. The ritual of becoming “mode™ern entailed a renunciation of the “outmoded”,
for example in Paul Hindemith’s conflicted introduction his 1943 harmony text:

Our old friend Harmony [...] has had to step down from the pedestal upon which
general respect had placed her. In the [present] situation, in which faith in the magic
power of the old rules of harmomny is fast disappearing, and the future one, in which
such rules will have interest only for the backward-glancing and analytical student,
hardly anyone will feel a great desire to spend more time in the acquisition of har-
monic knowledge than is absolutely necessary.”

Magic powers, old rules, the vanishing past—sacrificial practices, harmony, and time
were thus recast as mere impediments to human freedom.

Sacrifice is the performance of sacred rites or the making of offerings for sacred
use, often, but not exclusively, to secure divine favour. In the heady early years of the
twentieth century, colonialism, industry, and science seemed a much surer way to secure
the “preservation of favoured races.” However, the year following our three premiéres
ushered in not the promised era of freedom and prosperity, but rather World War I. The
ensuing economic and social collapse of Europe, prompted Walter Benjamin to suggest
that “it might be worthwhile to track down the origin of the dogma of the sacredness of
human life.”® In response to Benjamin’s challenge, Italian philosopher Giorgio Agamben
has more recently re-opened the question of the sacred through his characteristic meld-
ing of philological and political investigation. In ancient Roman law, Agamben found,
sacer can mean either exalted or banned, depending upon the gods to which the sacer
person or object was consecrated:’

Sacred or religious were the things that in some way belonged to the gods. As such, they
were removed from the free use and commerce of men [... ] if ‘to consecrate’ (sacrare)
was the term that indicated the remouval of things from the sphere of human law, to
Dprofane’ meant, conversely, to return them to the free use of men.”

The originary Greek and Hebrew accounts of the sacred are less abstractly legal
than Roman legal accounts, and they invariably feature music. The Homeric Hymn to

6 Cf. Peter Stupples, “Malevich and the Liberation of Art”, New Zealand Slavonic Journal (2001): 17, http://www.jstor.org/
stable/40922063. Accessed October 19, 2013.

7 Paul Hindemith, A Concentrated Course in Traditional Harmony Book 1 (New York: Schott, 1943), iii.

8  Walter Benjamin, “Critique of Violence” (1921), in Reflections: Essays, Aphorisms, Autobiographical Writings, ed. Peter Demetz;
trans. Edmund Jephcott (New York: Schocken Books, 1978), 251.

9  Cf. Giorgio Agamben, Homo Sacer: Sovereign Power and Bare Life, trans. Daniel Heller-Roazen (Stanford, CA: Stanford University
Press, 1998).

10 Giorgio Agamben, Profanations, trans. Jeff Fort (Cambridge, MA: Zone Books, 2007), 73.
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Hermes'' combines our three themes of harmony,'? sacrifice,” and time. The precocious
baby Hermes is fascinated by the beauty of the shell of a large tortoise, and believing
the tortoise shell to be more valuable as a resonator than as a house for a live animal,
scrapes it out' to create the first lyre with seven concordantly-tuned strings—the first use
of concord in the Greek language, according to the translator.® He then steals fifty of
Apollo’s cattle and invents fire so that he can sacrifice two of them before returning to
his cradle to escape his brother’s ire. As a god, Hermes can flagrantly transgress the laws
of time; but the musical concord he established became normative in Greek thought.
The early Pythagoreans took harmony to be the pattern and the integrating rule of the
cosmos. Philolaus wrote:

Nature in the universe was harmonized from unlimiteds and limiters, both the whole
universe and all things in it [...] for such [unlike] things it was necessary to have
been locked together by harmonia, if they were to be held together in a cosmos.”

Plato concurred: “Concordant sounds provide pleasure and delight because of the
imitation of the divine harmonia that comes into being in mortal movements.”"” Later
Greek writers such as Theon of Smyrna (2" cent. CE) still saw the Hermes story as key
to understanding the sacred: “The seven-stringed lyre of Hermes is the image of the
divine world.”’®

In ancient Israel, Levites were appointed for priestly duties consisting mainly of
sacrificial rites in which choral and instrumental music was an integral part. A signal
from the priests’ silver trumpets marked or even effected the transition from profane
to sacred (Numbers 10:10, 2 Chron. 5:12-14, 29:25-28). Other ancient writings attest to
music’s pivotal role in sacrifice; in the words of third-century Chinese sage Juan Chi,
“When music is played at the round hill [heaven] heavenly spirits will descend; when it
is played at the square mound [earth], earthly spirits will arise. When heaven and earth
thus unite their virtues, all beings will be concordant in their lives.”” Music is thus both
signal and symbol of consecration; through participation in cyclic sacrificial rituals, hu-
mans become attuned to the immaterial, diffuse, and concordant presence of the divine.

11 Andrew Barker, Greek Musical Writings I: The Musician and his Art (Cambridge: Cambridge University Press, 1984), 43.

12 John Curtis Franklin, “Diatonic Music in Greece: A Reassessment of Its Antiquity,” Memnosyne, Fourth Series, Vol. 55, Fasc. 6
(2002): 676, http://www.jstor.org/stable/4433380. Accessed June 19, 2013.

13 Richard. W. Johnston and David Mulroy, “The Hymn to Hermes and the Athenian Altar of the Twelve Gods”, The Classical World,
vol. 103, no. 1 (Fall 2009): 11, http://www.jstor.org/stable/40599900. Accessed June 19, 2013.

14 Barker, Greek Musical Writings I, 43: “He scooped the /ife out of the mountain tortoise” (italics mine). Agamben’s Home Sacer;
Agamben opens with an explanation of the difference between two Greek words for life: zoe, or ‘bare life’, and bios, or life in
the community. But interestingly, the Greek word for the tortoise’s life in this account is neither zoe nor bios, but aeon, a word
often translated “time.”

15 Franklin, “Diatonic Music in Greece: ...", 676.

16 Philolaus, frag. 1, 6 in Arthur Barker, Greek Musical Writings II: Harmonic and Acoustic Theory (Cambridge: Cambridge Uni-
versity Press, 1989), 36-37.

17 Plato, Timaeus 79¢-80b, in Barker, Greek Musical Writings 11, 63.

18 Theon of Smyrna, “The Order of the Planets and the Celestial Concert”, book II, chapter 15, in Joscelyn Godwin, ed., The Har-
mony of the Spheres: A Sourcebook of the Pythagorean Tradition in Music (Rochester, Vermont: Inner Traditions, 1993), 19.

19 Kenneth J. DeWoskin, 4 Song for One or Two: Music and the Concept of Art in Early China (Michigan Monographs in Chinese
Studies Volume 42. Ann Arbor, MI: Centre for Chinese Studies, The University of Michigan, 1982), 87.
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The advent of Christianity was closely followed by the destruction of the Temple
and the end of the Jewish practice of temple sacrifice. The clear mortality/immortality
boundary between the profane and the sacred had been breached. Agamben claims
that “in Christianity, with the entrance of God as the victim of sacrifice [...] the divine
sphere is always in the process of collapsing into the human sphere and man always
already passes over into the divine.”®

Agamben’s study of the Book of Romans, The Time That Remains, deals in depth
with the permeability of the temporal boundary. On Agamben’s account, the Apostle
Paul sees time so differently that none of the poetic forms he knows will suffice to carry
its meaning. Pauline secular time or chronos spans from creation to the messianic event,
Jesus’ resurrection. Here time contracts itself and begins to end. This contracted time,
which Paul calls o nyn kairos, “the time of the now,” is the penultimate time, which
lasts until the parousia, the full presence of the Messiah.?! Messianic time is “the time
we need to make time end,” a collapsing of the spatial metaphor for time so “the past is
dislocated into the present and the present is extended into the past.”?* This pleroma, or
fullness of time, is characterized by recapitulation—the past becoming part of the “now
time”—and by an intense focus on the penultimate. Agamben sees the immediate impact
of Messianic time in the poetic writings of Paul, who brought the endings of each line
into consonance, making the first known instances of end rhyme.?

kai oi klaiontes those weeping

hos me klaiontes as not weeping,

kai oi chairontes those rejoicing

hos me chairontes as not rejoicing,

kai oi agorazontes those buying

hés me katachontes as not possessing,

kai oi chromenoi ton kosmon those using the world

hos me katechromenoi as not using it up (I Corinthians 7:29-31,
Agamben’s translation®)

Agamben’s reading of kairos calls into question the commonplace of Western “linear
time,” upon which so much historiography rests — for example, A. C. Crombie’s assertion
that Christian time is a linear dimension “along which the world and mankind could
fulfill an unique historical purpose.”® But Agamben’s finding in kairos a possible origin
for end-rhyme, suggests that something other than “historical purpose” contributed
powerfully to the appearance of what is commonly known as “Western culture.” The
next part of this paper will document other repercussions of kairos consciousness in

20 Giorgio Agamben, Profanations, trans. Jetf Fort (Cambridge, MA: Zone Books, distributed by MIT Press, 2007), 79.

21 Giorgio Agamben, The Time That Remains: A Commentary on the Letter to the Romans, trans. Patricia Dailey (Stanford, CA:
Stanford University Press, 2005), 63.

22 Ibid., 68, 74.

23 cf.W. Beare, “The Origin of Rhythmic Latin Verse”, Hermathena, no. 87 (May 1956): 3-20, http://www.jstor.org/stable/23039054.
Accessed May 26, 2013.

24 Agamben, The Time That Remains ..., 86.

25 A. C.Crombie, Science, Art and Nature in Medieval and Modern Thought (London: Hambleton Press, 1996), 368.
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early European culture, especially music.

References to kairos in Christian cultic practice are not hard to find, for Christian
liturgy is explicitly an entry into kairos. The words “Itis time (kairos) for the Lord to act,”
signal the start of the liturgy of St. John Chrystostom, still celebrated weekly. Elements of
the liturgy such as the singing of the Psalms are seen as enactments of kairos: in his Letter
to Marcellinus (ca. 350 CE) St. Athanasius commends the Psalms as a recapitulation of
the entire Old Testament and a prophecy of the life, death, and ascension of Christ. He
further suggests that the Psalms become present to the singer, or rather that the singer
becomes present to God through singing the Psalms:

The marvel with the Psalter is that [...] the reader takes all its words upon his lips as
though they were his own, and each one sings the Psalms as though they had been
written for his special benefit, and takes them and recites them, not as though some-
one else were speaking or another person’s feelings being described, but as himself
speaking himself, offering the words to God as his own heart’s utterance, just as
though he himself had made them up.*°

For Athanasius, the ancient words of the Psalms take on an immediacy, a spontaneity,
and a fused speaker/author identity indicative of messianic time.

In his Confessions, St. Augustine famously grapples with the mystery of time: “Time
can only be a kind of extension; but I do not know what it is an extension of.”*” Sound,
of course, is purely temporal, but Augustine argues that it is impossible to measure it:
what s in the past no longer exists, the present is without duration, and the future does
not exist yet. “Therefore, what we measure is neither the future nor the past nor the
present nor what is passing. Yet nevertheless we do measure time.” In a sudden insight
Augustine remembers his mentor’s hymn “Deus creator omnium . . .”*® The rhythm of
the Ambrosian hymn, Augustine realizes, demonstrates that time is more intention than
extension. In anticipating the whole hymn, attending to its meaning while singing, and
allowing the words to be retained in the memory, Augustine is brought back to kairos
and the words of St. Paul:

Through Him I may apprehend in Whom I have been apprehended and that I may be
gathered up from my former ways to follow the One, forgetting what is behind [ Philip-
pians 3:2-6] not wasted or scattered on things which are to come and things which
will pass away, but intent and stretching forth to those things which are before—no
longer distracted, but concentrated as I follow on for the prize of my heavenly call-
ing, where I may hear the voice of Thy praise, and contemplate Thy delight which is
neither coming nor passing.”’

26 Athanasius, On the Incarnation: The Treatise De Incarnatione Verbi Dei (Crestwood, NY: St. Vladimir’s Press, 1993), 105.
27 Augustine, Confessions Book XI Ch. 26, trans. Rex Warner (New York: New American Library, 1963), 279.

28 Augustine, Confessions Book XI Ch. 27, trans. Warner, 280.

29 Augustine, Confessions Book XI Ch. 29, trans. Warner, 283.
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The ideal of ceaseless praise prompted the rise of monastic living in Asia, Africa, and
Europe. St. Brigit of Ireland claimed that angelic assistance enabled her to transcend
both time and space: “I daily listen to the strains and spiritual melodies of the heavenly
instruments [...] I can hear the masses of holy men which they celebrate to the Lord in
distant lands as if they were close by.*” The entire book of Psalms was sung weekly in
the seven daily monastic offices. Novices as young as ten years of age were required
to memorize the Psalms in Latin in the process of becoming literate.’' The scarcity of
books made memorization imperative, and end-rhyme was a great aid to memorization.
The twelfth and thirteenth centuries saw the use of rhymed verse spread through such
diverse disciplines as medicine, law, meteorology and literary history. Leonin, the earli-
est known composer of polyphony, put the first eight books of the Old Testament into
dactylic hexameter; monks memorized rhyming library catalogues.’ But though it aided
memory, end-rhyme did not aid comprehension or interpretation: Latin and Uncial script
generally lacked word-breaks and punctuation, and novices working in a new language
needed unambiguous prosodic cues in order to group words into sense-units with the
right intonation and pacing. Gregorian chant, as the brilliant analyses of Calvin Bower?
and Leo Treitler demonstrate, served to “project the sound structure and meaning [of
the liturgical text] with maximum distinctness, while at the same time being faithful to
principles of melodic syntax and grammar that assure coherence of idiom and genre.”

Grad. — — - !
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Example 1: Viderunt Omnes, Liber Usualis No. 406, Gr. 33.

30 Sedn Connolly, “Vita Prima Sanctae Brigitae Background and Historical Value”, The Journal of the Royal Society of Antiquaries
of Ireland 119 (1989): 40, http://www.jstor.org.proxy.lib.sfu.ca/stable/25508969. Accessed May 15, 2013.

31 George H. Brown, “The Psalms as the Foundation of Anglo-Saxon Learning”, in The Place of the Psalms in the Intellectual Culture
of the Middle Ages, ed. Nancy van Deusen (Albany, NY: The State University of New York Press, 1999), 5.

32 Anna Maria Busse Berger, “Mnemotechnics and Notre Dame Polyphony”, The Journal of Musicology, vol. 14, no. 3 (Summer
1996): 276.

33 Calvin M. Bower, “The Grammatical Model of Musical Understanding in the Middle Ages”, in Hermeneutics and Medieval
Culture, eds. Patrick J. Gallacher and Helen Damico (Albany, NY: State University of New York Press, 1989), 133-146.

34 Leo Treitler, “The ‘Unwritten’ and ‘Written Transmission’ of Medieval Chant and The Start-Up of Musical Notation”, 7he Journal
of Musicology, vol. 10, no. 2 (Spring 1992): 139, http://www.jstor.org/stable/763611. Accessed May 24, 2013.
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But to the principles of which melodic syntax is Gregorian chant faithful? Most cultic
chant uses a narrow tonal range, subtle microtonal elaborations, and irregular rhythms.
Gregorian chant, however, is distinctive for its full octave range and its rthythmic and
diatonic simplicity. The structure and syntax of the Gregorian chant Viderunt Omnes
reveal harmonious proportions. The finalis and opening tone of the chant, F, is also the
highest and lowest tone, and the last tone of the melismas on Dei and Deo respectively.
This pure and unified tonal framework corresponds to the cubic dimensions of the Holy
of Holies in the temple of ancient Israel (I Kings 6:20).

As is appropriate for an announcement of salvation, the chant begins with a heraldic
trumpet call on viderunt, elaborates the fifth on the first melismatic omnes, and moves
through the overtones to the penultimate seventh before dropping down to end the word.
Fines repeats the first four notes of the omnes, and terrae reverberates four times (to the
four corners of the earth, Isaiah 7:2), in echoing minor thirds. The minor third (3:5) is the
ratio of the ark of the covenant (Exodus 25:10), the meeting-place of the human and di-
vine. Musical “end-rhyme” is evident in the repeating four-note falling motif ending terrae,
salutarae and nostri. Deo ends with a “comma’—i.e. a descending F triad which anticipates
the recapitulation. The second omnes recapitulates the opening viderunt omnes, complete
with the trumpet motif extending to the penultimate seventh and the descending four-note
sequence. The final ferra features a double trumpet call and concludes with a reference to
the minor-third echoes of the earlier ferrae. The harmonious architectonics of the temple
of ancient Israel which were carried through into Gothic architecture can thus be traced in
the syntax of this Gregorian melody, which in turn elucidates the syntax of the sacred text.

The role of tone for comprehensible and meaningful speech was well-recognized
in ancient Greek and medieval rhetoric. Guido d’Arezzo wrote:

Also, the beginnings of chants can be made on all those pitches which agree with the
Sfinal pitch [...] And who does not understand that from pitches are made, as it were,
syllables and words and phrases or lines of verse?®

In Guido’s time, music was undergoing a significant transformation. Diastemic nota-
tion, which correlates the height of musical pitch with a high or low location on a line
or set of staff lines, made it possible for the first time to create a harmonized interplay
of simultaneous independent voices by means of contrapuntal techniques that still
pervade musical practice. Nancy van Deusen argues that early polyphony was a sonic
model of ultimate reconciliation:

[1t] uniquely exemplified an absolutely pivotal concept. Motions [... ] which appeared
to oppose [...] could be made to be reconciled [. . .] The point of reconciliation, of si-
multaneous consonance, was the point of rest, the quies media. Musical counterpoint
[. . .] made this plain to the ear and, in music notation, to the eye as well. Thus this
difficultidea of contrary motion [. . . ] influenced the composition of music for the next
600 years. No other concept in the history of western music has had such power.”>°

35 Dolores Pesce, Guido D'Arezzo’s Regule rithmice, Prologus in antiphonarium, and Epistola ad michahelem (Ottawa: Institute
of Mediaeval Music, 1999), 528-9.

36 Nancy van Deusen, Theology and Music at the Early University: The Case of Robert Grosseteste and Anonymous IV (Leiden,
New York: E. J. Brill, 1995), 18.
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The early polyphony of the Notre-Dame school is admittedly artificial-sounding.
Vowels are prolonged well past the limits of comprehensible speech, and push the limits
of vocal stamina. The upper parts are highly rhythmic, with rapid changes of melodic
contour — an unusually bouncy way of singing extended vowels. It is surely unlikely
that such four-part organum arose as a mere elaboration or evolutionary development
of plainchant. Here follows an alternative hypothesis for the emergence of this musical
phenomenon utilizing the concept of kairos.

Diastemic notation makes possible not only precise tonal intervals, but also mensural
or measured music: if one could not predict the tone a fellow-chorister was about to
sing, there would be no use in coordinating melodies by counting in beats. Diastemic
notation certainly gave rise to new musical forms, but the historicist assumption that
mensural music superceded previous forms is an oversimplification. Sacred chant was
held to be exempt from measure: Johannes de Garlandia’s late 13" century treatise,
Concerning Measured Music, opened, “Having spoken about plainchant, which is
unmeasured,”” which was then quoted at least twice in Anonymous IV’s De Mensuris et
Discantu.’® However, the new mensuration technique made possible the simultaneous
combination of a measured discantus and a virtually unmeasured cantus firmus, that
is, a sonic depiction of chronos and kairos.

The terms cantus planus and cantus firmus originate at this time, significantly link-
ing music to cosmic structure. Augustine recognized two firmaments: the firmament of
the starry heavens, and the firmament of God’s revealed word:

1t is said, For heaven shall be folded up like a scroll; and now is it stretched over us
like a skin [...] Thou hast like a skin stretched out the firmament of Thy book, that is,
Thy harmonizing words [... ], announcing in time Thee Who madest times.”

In the cantus firmus of Perotin’s four-part setting of Viderunt Omnes the Psalm — the
word of God — is indeed stretched like a skin under the lively perichoresis of the three
upper voices; the word viderunt alone lasts around a minute and a half.

The elaborately prepared cadences of Notre Dame polyphony enhanced and extend-
ed the impact of the penultimate in an entirely new way. Anonymous IV famously wrote,
“There are some who multiply many kinds of discords before one perfect concord, like
before an octave, and rejoice and laugh greatly on that account, and it seems to be a great
and wonderful thing to them, that this can be done.” In Perotin’s protracted cadences,
the pleroma — the summation of all things — could hardly be more vividly presented.

37 Johnof Garland, Concerning Measured Music (De Mensurabili Musica), trans. Stanley H. Birnbaum (Colorado Springs: Colorado
College Music Press, 1978), 1.

38 Yudkin, Jeremy, trans., The Music Treatise of Anonymous IV: A New Translation, Musicological Studies and Documents 41
(Neuhausen-Stuttgart: Hinssler-Verlag, American Institute of Musicology, 1985), 25, 38.

39 Augustine of Hippo, Confessions, Book XIII, Ch. 15, trans. Edward Bouverie Pusey (1909-14), http://www.sacred-texts.com/
chr/augconf/aug13.htm. Accessed May 24, 2013.

40 Yudkin, Anonymous IV, 70-71.
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Example 3: Cadence at mm. 87-89 in Perotin’s four-part Viderunt Omnes.
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The first Notre-Dame polyphony was written as Aristotle’s works were being recov-
ered, and Aristotle’s assertion that the cosmos was eternal stimulated much discussion.
Concepts related to messianic time such as fota simul, succession, and temporal division
were revisited and debated.” Perotin’s polyphonic demonstration of simultaneous,
intersecting time frames —kairos in tones— may have been a significant contribution
to those debates.

While Agamben’s thought has shed light on key developments in harmony and time,
we have not yet discussed sacrifice. Agamben finds the sacrificial system fully opera-
tional in today’s biopolitical sphere, our own homines sacri are swelling the desperate
populations of refugee camps in unprecedented numbers.

Secularization is a form of repression. It leaves intact the forces it deals with by
simply moving them from one place to another. Thus the political secularization of
theological concepts (the transcendence of God as a paradigm of sovereign power)
does nothing but displace the heavenly monarchy onto an earthly monarchy, leav-
ing its power intact.*

Agamben’s book Profanations, referencing Walter Benjamin’s “Capitalism as
Religion,” describes this new earthly monarchy as a rampant capitalism developing
parasitically from Christianity; however, “capitalism as religion does not aim at the
transformation of the world but at its destruction.”® This destruction results from the
cult of consumption, which has replaced the sacrificial act:

What cannot be used is, as such, given over to consumption or to spectacular exhibi-
tion [...] If to profane means to return to common use that which has been removed
to the sphere of the sacred, the capitalist religion in its extreme phase aims at creating
something absolutely unprofanable.*

For Agamben, spectacular exhibition is exemplified by the museum:

The Museum occupies exactly the space and function once reserved for the Temple
as the place of sacrifice. To the faithful in the Temple — the pilgrims who would travel
across the earth from [...] sanctuary to sanctuary — correspond today the tourists
who restlessly travel in a world that has been abstracted into a Museum. Tourism
is the primary industry in the world, involving more than six hundred and fifty
million people each year [...] carry out on their own flesh what is perhaps the most
desperate experience that one can have:. the irrevocable loss of all use, the absolute
impossibility of profaning.*

41 Cf. Richard C. Dales, “Time and Eternity in the Thirteenth Century,” Journal of the History of Ideas vol. 49, no. 1 (Jan.-Mar.
1988), 27-45.

42 Agamben, Profanations, 77.

43 Ibid., 80.

44 Ibid., 82.

45 Agamben, Profanations, 84-5. Wikipedia’s Tourism entry (http://en.wikipedia.org/wiki/Tourism, accessed May 25, 2013) cites
the 2012 “World Tourism Statistics and Rankings” showing more than one billion people involved in tourism.
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“Exhibition-value” has taken the place of use-value and exchange-value.

Agamben’s demonization of capitalism may be overdrawn, but it suggests why the
early twentieth-century overthrow of the old gods failed its promise. It neglected to van-
quish Mammon, who was in the wings scoffing at the rhetoric of artistic liberation. Today
Stravinsky and Schoenberg are uneasily sequestered in concert hall-museums amongst
the many composers in powdered wigs whom they had hoped to supplant, while com-
mercial music asserts its omnipresence and omnipotence with fully technologized pomp.
Agamben challenges us to make profane music, resisting both the museum/concert hall
and commodification: a daunting challenge that will involve carefully discerning what we
have faith in—that is, to whom or to what we make sacrifice; what times we hope for; and
whom we harmoniously love, with due regard to our penultimate situation.
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POVZETEK

V harmoniji zgodnjega 20. stoletja sta bila Zrtvova-
nje in Cas orisana kot prvinska predhodnika miru,
blagostanja in napredka. Ta koreniti pomenski
zasuk je nasel svoj glasbeni izraz, ko je Schonberg
opravil s harmonijo, Stravinski uporabil pretanjeni
orkestrski zvok za slikanje okrutnega zrtvovanja,
ustvarjalci ruske futuristicne opere pa preizkusali
moznost zivljenja brez preteklosti. Nove znan-
stvene discipline, antropologija, psihoanaliza in
fizika so - kot se je zdelo - podprle prizadevanja
za umetnisko - in ¢lovesko - svobodo s tem, da so
harmonijo, sakralno in ¢as prikazale kot sredstvo
prisile.

Kasneje je italijanski filozof Giorgio Agamben
raziskoval pomen sakralnega. V anticnem Rimu,
je sacre pomenilo odmik stvari ali oseb izpod
vladavine in zascite ¢loveskega prava v domeno
bogov. Nasprotno so zgodnji grski, hebrejski in
kitajski pisci, kot npr. homerska himna Hermesu,
predvidevali, da sta glasba in Zrtvovanje pot v svet
bogov, harmonija pa povezujoca skladnost ubra-
nega stvarstva.

Agamben je raziskoval tudi spremenjeni pogled
na c¢as, kakrsnega najdemo v obdobju zgodnjega
krscanstva, ki je slavilo preboj meje med umrlji-
vostjo in neumrljivostjo. Pavlovo Pismo Rimljanom
se spoprijema z daljnoseznimi posledicami te
spremembe. Pavel uporablja grsko besedo kairos,
“sedanjost” za ¢as med Kristusovim vstajenjem in
parousia, koncem casov. Kairos oznacuje polnost
Casa, v katerem se povezujeta preteklost in seda-
njost, obe pasta predzadnji. Pavel je pri poskusu, da
bi pojasnil posledice kairos, ustvaril novo pesnisko
tehniko: prve primere konc¢ne rime, tako Agamben,
najdemo prav v Pavlovih pismih.

V srednjem veku je bil kairos Se naprej kljucen za
oblikovanje krsc¢anske liturgi¢ne in monasti¢ne
prakse. Konc¢na rima je bila siroko uporabljana
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za olajsanje pomnenja, gregorijanski koral je
pospeseval ucenje klju¢nih besedil, npr. psalmov.
Gregorijanski spevi, kot je npr. Viderunt Omnes,
so prinasali pomembne prozodi¢ne zglede, ki so
pojasnjevali skladnjo in bogatili besedilo z biblic-
nimi aluzijami, vklju¢no s harmonskimi proporci
nekdanjega jeruzalemskega templja.

Tudi pojav vecglasja v 13. stoletju lahko razume-
mo kot razvijanje prikazovanja kairos. Perotinova
stiriglasna obdelava Viderunt Omnes vsebuje tako
ritmi¢no doloceno, kot ritmi¢no svobodno glasbo.
Tehnika cantusa firmusa ozivlja starodavno idejo
nebesnega svoda, sirne ravnine, ki locuje vidni,
Casu podlozni svet od nevidnega, sakralnega. Raz-
tegnjene kadence, ki sledijo ostrim disonancam,
so simbol sprave. Povod za nastanek zapletenih
in precej nenaravno zvenecih organumov bi bile
lahko razprave o pravkar odkritih Aristotelovih
delih pri Notre-Dame - $e posebej o tem, da je bil
za Aristotla kozmos vecen. Ogranum je pokazal, da
lahko razli¢na ¢asa - kronos in kairos - sobivata
in se dotikata.

Ce je zrtvovanje darovanje oseb ali predmetov za
uporabo v svetis¢u ali obmocju sakralnega, je pro-
fanacija vrnitev iz svetisc¢a, oskrunjenje. Agamben
razume muzeje, katerih inventar ljudem ni ve¢ na
voljo za uporabo, kot sodobno ustreznico svetis¢.
Kapitalizem obsoja, da je onemogocil profanacijo:
umetnostna dela, kot vse drugo, vklju¢no s ¢loves-
kimi telesi, postanejo objekti; bodisi za blesceco
razstavo, ali za golo potrosnjo. Zato so tudi zgoraj
omenjene potencialno revolucionarne skladbe
skladateljev zgodnjega 20. stoletja kmalu koncale v
muzejih koncertnih dvoran, medtem ko se ogrom-
ni dobicki kujejo z ustvarjanjem porabne glasbe.
Agambenovo delo izziva skladatelje k ustvarjanju
glasbe, ki jo je mogoce profanirati.

Prevod naslova, izvlecka in povzetka Ales Nagode
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ABSTRACT

The interrelations between the liturgical and parali-
turgical genres of sacred music in both live practice
and in historiography are explored. Parallels are
found between eighteenth-century Russian and
modern Hebrew religious music. The author's the-
ory of the vernacular in music is applied to explain
the stylistic openness in paraliturgical music (as a
parallel to onto-vernacular folklore).

The antinomy of sacred and profane in music ostensibly separates the two spheres
clearly, and these major genres are indeed independent in their lives. Musically, however,
they are far from having a black and white demarcation. There is a huge buffer zone
between them where they merge and overlap, leaving little space for their pure cores.
Widespread stories of contrafacta, when tunes from one side infiltrate into the other,
mostly from the secular to the spiritual, reflect a vital practice, and whether they are
exceptions or the rule is well worth a discussion.

It will be helpful, from the beginning, to note that religious music in many societies
is subdivided into the liturgical and paraliturgical genres, which constitute its internal
antinomy. Stylistically these genres usually (not always) differ. While liturgical music
tends to stability, is usually canonized, and serves to symbolize its ontological essence,
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paraliturgical music is stylistically open, freely interacts with popular music, and is
essentially changeable. It is thus on the paraliturgical sphere, with its laws of give-and-
take exchange between the sacred and the profane, that we will focus (leaving aside
paraliturgical art music like masses, oratorios, passions etc.).

The reason for this choice is the striking similarity between this internal division
within sacred music! and that within folklore, which has long occupied my mind. In
developing a theory of the vernacular in music, I arrived at a sub-categorization of
folklore, dividing it into phylo-vernacular and onto-vernacular spheres, to which I shall
refer in greater detail below.2 Here I just note that phylo-vernacular refers to ancient
(authentic, ritualistic, basically unchangeable) folklore, and onto-vernacular refers to its
changeable (urbanized, influenced by popular genres) part, which despite its massiv-
ity is often overshadowed by the phylo-vernacular and has remained remarkably less
popular as an object of research.

The two subcategories of the two major antinomies (sacred music and folklore) match
well: liturgical music is a counterpart to the phylo-vernacular folklore, and paraliturgical
music is a counterpart to the onto-vernacular folklore. This paradigm offers a promising
tool in the present approach to paraliturgical music. However, before I proceed with
generalizations, I shall present and analyse some historiographical episodes from the
Russian musical culture in order to justify the necessity for the above qualifications.

Tchaikovsky’s disappointments

Tchaikovsky, in the 1870s, experienced two disappointments in relation to Russian
national music legacy. The first was associated with Ukrainian (“Little Russian” as it was
referred to in the nineteenth century) folklore. Preparing for his first trip to Kamenka
where the estate of his sister was located, he anticipated hearing and collecting a treasury
of folk songs. Instead, what he found was far below his expectations:

He had heard so much of the beauty of the Little Russian folk-songs, and hoped to
amass material for his future compositions. This was not to be. The songs he heard
seemed to him artificial and retouched, and by no means equal in beauty or origi-
nality to the folk melodies of Great Russia. He only wrote down one song while at
Kamenka - a tune sung daily by the women who worked in the garden. He first
used this melody in a string quartet, which he began to compose in the autumn, but
afterwards changed it into the Scherzo a la russe for pianoforte, Op. 1 No. 1.}

1 While the term “sacred music” sometimes implies religious music outside the liturgy, which is in fact paraliturgical, I use here
the words “religious” and “sacred” as synonyms embracing both liturgical and paraliturgical genres.

2 Among the articles on this topic see my “Conceptualizing the Vernacular in Music”, Garment and Core: Jews and their Musical
Experiences, eds. E. Avitsur, M. Ritzarev, E. Seroussi (Bar-Ilan University Press, 2012), 31-40; “Between the Field and the Salon”,
A Network of Significations: texts on music semiotics in honor of Raymond Monelle, ed. by Esti Sheinberg (Ashgate, 2012),
35-45; “A Singing Peasant’: An Historical Look at National Identity in Russian Music”, in Min-ad: Israel Studies in Musicology
Online. http:;//www.biu.ac.il/HU/mu/min-ad/07-08/Ritzarev-A_Singing.pdf, ed. by Adena Portowitz; “The Augmented Second,
Chagall’s Silhouettes and the Six-Pointed Star”, in Musica Judaica, vol. XVIII, 5766 (2005-20006): 43-69.

3 Modest Tchaikovsky, Zife and Letters of Peter Tchaikovsky by Modeste Tchaikovsky edited from Russian with an Introduction
by Rosa Newmarch. (London-New York, 1904; reprint University Press of Pacific, 2004), 59.
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Tchaikovsky’s second disappointment related to Russian sacred music. He was play-
ing with the idea of composing a liturgy and, naturally, he compared the style he envi-
sioned with that of two of the classics of Russian spiritual music - the eighteenth-century
composers Maxim Berezovsky (174?-1777) and Dmitry Bortniansky (1751-1825). Their
music, however, did not correspond to his idea of what Russian sacred music should
be. He wrote: “I recognize some merits in Bortniansky, Berezovsky and so on, but how
little their music harmonizes with the Byzantine style of architecture and icons, with
the entire tone of the Orthodox service!”

The composer was thus upset by the non-original sources of two basic elements of the
national culture: folklore and chant. These were the two main symbols that constituted
the sanctum sanctorum of “Russianness.” At least so Tchaikovsky might have thought,
influenced by Russian nationalism of the 1860s.

The composer-folklore relations in Russian culture have been widely discussed, and
I focus here on the historiographical aspect of understanding Russian religious music.
(Tchaikovsky is just a point of departure.)

Where is Russian paraliturgical music?

Tchaikovsky approached eighteenth-century Russian religious music according to
the standards of his own time. Hence, his opinion as noted above was derived from a
web of misunderstandings. First, he did not know that Dmitry Bortniansky, who had
headed the Court Capella from 1796-1825, wrote his music not during that period, as
had been considered until recently, but much earlier, mainly in the 1770-80s.> Second,
most of Bortniansky’s music was paraliturgical, and it is thus only natural that it featured
an early classical style. Third, the secular spirit of the Enlightenment era at Catherine II’s
Imperial court was so strong that it created preconditions for the new style of liturgy. A
new corpus of liturgical music composed in the gallant style had been generated, and
from then on it existed alongside the canonical plainchant. Fourth, this unusual prolif-
eration and secularization of religious music in eighteenth-century Russia provided a
certain compensation for educated society, which, having become familiar with con-
temporary Western music and highly enjoying it, realized how sadly undeveloped their
own national secular music was.®

Tchaikovsky’s (like his contemporaries’) idea of the relatively recent past of Russian
religious music, therefore, was totally wrong. This, however, was only part of the matter.
The other part was that his idea of the real state of affairs in his time was that of an insider

4 P. Tchaikovsky, letter to N.F. von Meck. Kamenka, 30 April 1878. In Polina Vaydman, ed., PL Chaikovsky — N.F. fon Mekk,
Perepiska, in four volumes: 1876-90. Tchaikovsky s State Memorial Museum in Klin, Tchaikovsky Academic-Editorial Board,
vol. 2 (Chelyabinsk: Music Production International, 2010), 170.

Marina Ritzarev, Kompozitor Bortniansky (in Russian, Leningrad: Muzyka, 1979); Eighteenth-Century Russian Music (Aldershot:
Ashgate, 2000), 159.

6 The reasons for the belated development of secular instrumental music in Russia were mainly associated with Orthodoxy’s

wn

prohibition of instrumental music in the church and the persecution of Russian minstrels (skomorokhi) who were the main
presenters of instrumental music. Russian paraliturgical music, on the contrary, had a huge repertoire in the seventeenth and
eighteenth centuries. The most popular genres were popular songs on psalm texts - kanty and psalmy, and highly developed
polyphonic motets - the so-called partes concerti or - later - simply concerti.
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who could not envision it from within a broader context. In view of the current complete
picture, the situation in regard to religious music was quite strange, to put it mildly.

The fact of the matter is that from the beginning of the nineteenth century (Alexan-
der I's reign) and onwards, two crucial changes took place in Russian social life. First,
Russian secular genres now included the widely available instrumental music. A fash-
ionable religious repertoire, that served once as their surrogate was no longer needed.
Second, whereas in the eighteenth century state ceremonies were accompanied by
paraliturgical music, the nineteenth century developed a secular official music and,
consequently, the ceremonial function of the old pieces became irrelevant. Third, the
generally reactionary mood that defined Alexander I’s rule after the Vienna Congress
affected the religious style in general. The aging Bortniansky had to revise his works and
to reduce elements of the eighteenth-century gallant style. Further into the nineteenth
century, the relations between State and Church changed in such a way that the church
service became more ascetic in style, while the synod censorship became very strict,
forbidding the performance of Orthodox paraliturgical music in concerts and some-
times not even endorsing for publication the eighteenth-century paraliturgical music
by Bortniansky, Berezovsky, and their contemporaries, which was too Italianated for
its taste. Tchaikovsky’s relation to these composers was, thus, formed by the prevailing
ideology of his time and little differed from that of the Holy Synod’s censors. Finally, the
ban on the appearance of Christ’'s image on the theatre stage on the one hand, and the
still existing prohibition against musical instruments in church on the other hand, made
oratorical music on biblical themes decidedly impossible, leaving Russian composers to
envy their West-European counterparts. What arises from all the above circumstances
was that, in nineteenth-century Russia, paraliturgical music ceased to exist and became
erased from the cultural memory of nineteenth-century Russian society, having been
substituted by other values.” Consequently, not knowing either the history or the full
legacy of Russian religious music, and not being aware of State-Church policies in the
religious sphere, Russian composers were unable to analyse the situation and could only
take their reality for granted, being unable to introduce any changes.

Nationalism and religious music

What decisively contributed to the nineteenth-century Russian composers’ estrange-
ment from Berezovsky, Bortniansky, and their contemporaries, was nationalism in its
narrow sense, based on alack of historical knowledge. People knew that both Berezovsky
and Bortniansky had studied in Italy, and hence perceived them as musical foreigners.
Although their beloved Mozart, Gluck, Handel, and no less beloved Glinka, had studied
in Italy too, this disturbed the public less. Mythologized figures were (and perhaps still
are) somewhat immune to nationalistic extra-musical prejudices.

7 Although the repertoire survived in Count Sheremeteff’s cappella as a relict of the old tradition, it did not change the general
state of affairs. See more in detail on the problem of nineteenth-century Russian paraliturgical music in my 7chaikovsky’s
Pathétique and Russian Culture (Ashgate, 2014).
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There were thus at least three misunderstandings working together against the
sacred music of eighteenth-century composers - mostly that of Bortniansky and Be-
rezovsky.® The first concerned the nature of the genre in which they mostly worked:
their paraliturgical music was misinterpreted as liturgical, and their liturgical music
was not understood in its cultural context. The second misunderstanding related to
the common-practice idiom of the eighteenth century. It is true that Berezovsky’s and
Bortniansky’s music was essentially Italian, but there was little music in the eighteenth
century that would not sound Italian, be it by Mozart, Myslivechek, or J. C. Bach. The
third misunderstanding was due to historical-aesthetic inaccuracy. Tchaikovsky should
have compared eighteenth-century religious music with the elegant eighteenth-century
church architecture and devotional painting, both of which were Italianated to the same
extent as the repertoire of the contemporary musicians. If the composer took medieval
icons as a model of authenticity, he should have looked at medieval Russian chant, which,
alas, was only just beginning to be studied.

In search of authenticity

Such disappointment in the Russian national symbols reflected a common nine-
teenth-century phenomenon which is still at work: an underestimation of two vast enti-
ties in which dynamically changeable music exists - that of what Tchaikovsky called the
“artificial,” “re-touched” part of folklore, and that of paraliturgical music. Without going
too deeply into historiography, we can summarize that the search for authenticity in
sacred music - in different cultures - is very similar to that in folklore. In both genres
the cultural ideal lies in the ancient/original/unchangeable or, in other words, it has an
ontological foundation. Anything that introduces new music realities is often ignored
or reproached as cultural waste, but rarely accepted as value, studied, and respected.
As Judith R. Cohen notes: “The traditional repertoire, [is] generally favored by scholars
over more recently developed types.” This state of affairs seems unacceptable to me. If
professional musicians do not like such music because of its “non-authenticity,” this does
not mean that this repertoire is not vernacular for the ordinary folk. Why then should it
be less valuable, less “authentic”? Can one be sure that what is considered today as “au-
thentic” was always such, and had not at one time been borrowed from another culture
or another genre? When talking about a liturgical corpus as canonized praxis, we rarely
ask ourselves when it was canonized: When did it emerged, or at some indefinite time
later? Here I switch to the issue of the complexity of the vernacular.

8  Contrary to the Russians, Berlioz, who happened to listen to Bortniansky’s music during his visit to Russia, was deeply impressed.
See Hector Betlioz, Evenings with the Orchestra, trans. and ed., with Introduction by Jacques Barzun at the request of the Berlioz
Society (New York: Alfred A. Knopf, 1956), 238-40.

9 Judith R. Cohen, ““Ya Sali6 de la Mar™: Judeo-Spanish Wedding Songs among Moroccan Jews in Canada”, in Ellen Koskoff, ed.,
Women and Music in Cross-Cultural Perspective (New York: Greenwood Press, 1987), 50. The same holds true in Renaissance
studies. As Maria Rika Maniates notes in her Mannerism in Italian Music and Culture, 1530-1630, “the situation with paraliturgical
music, as always, is somewhat more fluid. Because musical innovations are associated with unruly attitudes prevalent in secular
music, ultraconservative and mildly progressive thought naturally gravitates to sacred music. (Chapel Hill, NC: University of
North Carolina Press, 1979, 489).
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Vernacular is a relative concept, being relevant to the environment in which an
individual develops. As environments differ, hence I suggest that “vernacular” needs
sub-categorization. There are groups of people who mostly maintain a tribal or closed-
community life, whose music is attached to ritual, folkways, language, and landscape,
and its performers and audience comprise an inseparable and syncretic whole. Their
repertoire changes very slowly if at all, strongly resisting external influences. It is very
stable, by definition, and of the same nature as liturgical chant, a canon. I call this kind
of music phylo-vernacular. “Phylo” is taken from phylogenesis in the sense of a basic
genetic code inherited and passed on by each generation in turn.

In contrast, there are, and they are immeasurably more, open societies where music
is detached from ritual, language and landscape, and its performers are often separated
from the audience. It is influenced by and subject to fashion. It is changeable by defi-
nition. I call this repertoire onto-vernacular, derived from ontogenesis, which refers to
features acquired by some being during its lifetime as a result of adaptation to the envi-
ronment. It is neither popular music, although it possesses some of its properties, nor
is it “authentic folklore,” although it may sometimes seem to exist as such. It is a kind of
urbanized folklore circulating between the canonized corpus and popular music, and
nourished by both. It presents a vibrant laboratory, in which give-and-take processes are
always active. The vernacular thus embraces both stable and changeable layers of folklore.

It is no wonder that the phylo-vernacular core is usually recognized as the most pre-
cious element of national cultures. Such a view is directly associated with the ethos of
agrarianism, cultivated through many generations, societies, and cultures since Antiquity
(John Lock and Jean-Jacques Rousseau are only milestones). It is generally perceived
as a social environment for human beings, in which people of the land constitute an
ideal self-sufficient society and possess such high moral qualities as prudence, courage,
humanity, and so on. The antithesis to this is, of course, an urban society that corrupts
the human soul, and hence is traditionally demonized. This antinomy is embedded in
educated society so deeply that it inevitably casts its shadow on the perception of folk-
lore and religious music and it determines the clear preference for “authentic” sources.

Defending paraliturgical music

As mentioned above, if we compare correlations between phylo- and onto-ver-
nacular folklore and between liturgical chant and paraliturgical music, we see a basic
similarity of these antinomies. Chant is very much like phylo-vernacular folklore in
its stability, which is hardly surprising considering their connection with ritual; while
paraliturgical music shares all the main properties with onto-vernacular folklore. As
can be seen in Example 1, which reflects the interaction of major genres, paraliturgi-
cal music is an immense pool in which various styles of the epoch are collected and
reflected. They are invariably based on the popular common-practice idiom of the
world’s cultural centre during any particular epoch, and they are influenced by other
genres more than any of them.
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Example 1: Interaction of major genres as give-and-take process.
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The establishment of any paraliturgical repertoire is a spontaneous process, which,
if not restricted, occurs similarly in different countries, religions, and epochs. People
sing spiritual texts to whatever tunes they like from their soundscape, irrespective of
their generic, ethnic, social, confessional, gender, or whatever other kind of affiliation.
Many of the restrictions pertaining to the liturgical context are lifted. Whereas, for
example, women singing and the use of instruments are forbidden in the liturgy, they
are permissible in the paraliturgical genre. Judith R. Cohen describes such a case in a
Canadian community of Moroccan Jews in the 1990s,'° which vividly resembles the ways
of existence of Bortniansky’s pieces.

The young Bortniansky composed both paraliturgical and liturgical pieces in a style
as openly pleasurable as the female fashion of the time. Their tunes were sisters to
popular songs and based on minuet and other dance rhythms. Even his liturgical pieces,
amazingly, existed in a paraliturgical way. They were highly fashionable, advertised and
published for domestic music-making alongside his French romance “Dans le verger de
Cythere”; they circulated with Russian Orthodox and Latin (!) texts,"! were arranged for
clavicembalo, as well as for vocal ensemble, and could be so embellished with fioritures
that their melodic outline was hardly distinguishable. It is probable that Bortniansky’s
reputation was saved in the eyes of nineteenth-century composers by their unawareness
of such “sacrilege” as that of his youthful pranks in a frivolous era.

Such a stylistic shift to secularization of the liturgy can only be possible, however, if
and when the paraliturgical drive is so strong that it begins to influence the stronghold
of the liturgical service. The example of the late eighteenth-century Russian liturgical
music did not remain a unique phenomenon. A similar trend can be recognized in
modern Jewish music. As Philipp V. Bohlman writes:

Modern liturgical traditions increasingly opened themselves to external influences,
such as the variants of the same song appearing in the nineteenth-century antho-
logies of cantorial music... In the course of modernity it was necessary for musical
leadership in the liturgy to expand, with soloists, chorus, and instruments enriching
the texture of worship—and raising new anxieties about what Jewish music might
or might not be.”?

Lorraine S. Brugh depicts an even more dramatic range of changes in the modern
American church services. Studying the repertoire of the three congregations in and
around Chicago (Fourth Presbyterian Church, Holy Name Cathedral of Chicago’s Ro-
man Catholic archdiocesan centre, and Valparaiso University’s Lutheran Chapel of the
Resurrection), she found the following:

Borrowing from each other’s traditions was common to all three services. The Presbyte-
rians were singing a hymn with Roman Catholic origins: The tune originated in a 1631

10 Cohen, ““Ya Sali6 de la Mar™: ...”, 55.

11 Manuscripts of this kind can be found in Boston University (USA): Howard Gotlieb Archival Research Center, box 5, folder 5.

12 Philip V. Bohlman, Jewish Music and Modernity (New York: Oxford University Press, 2008), xxv (with the reference to Heidi
Zimmermann, Tora und Shira: Untersuchungen zur Musikauffassung des rabbinischen Judentums. Bern: Peter Lang, 2000:
passim, but esp. 91-108).
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German hymnal, the Gross Katolisch Gesangbuch (The Large Catholic Hymnal). The
Catholics were listening to a seventeenth-century Lutheran text and tune arranged by
a twentieth-century German Lutheran. The Lutherans sang a hymn from the Sunday
School Movement, an evangelical nineteenth-century North American revivalist mo-
vement. Each of these hymns is still sung in its tradition of origin as well, adding to the
multiplicity of each hymn'’s use.

While this does point to a common ecumenical practice among major North Ameri-
can church bodies, it also raises questions about what it is that church bodies are holding
on to as their own traditions. Are Presbyterians, Roman Catholics, and Lutherans also
singing their own traditions’ sacred song? Another look around those worship services
shows that, in each of these three cases, indeed they are.

The author concludes:

Taken together, these three worship experiences show similar tendencies in using
music of their own tradition while borrowing freely from other church bodies. They
each have their own traditions, draw on them deeply, yet also cross into other traditi-
ons to expand their own musical corpus or canon. Looking into these services shows
that all of them are drawing their musical materials from multiple musical canons.

Unarguably, paraliturgical experiences are more attractive to people than liturgical
ones, because they feel ‘modern’; social, free from censorship, and their spiritual ex-
pression is more personal and sincere than within a canonized framework. Hence, the
paraliturgical sphere is stronger than the liturgical; it does not need canonization and
preservation; and in the interaction between the two, it is usually the paraliturgical that
influences the liturgy and causes it to change from time to time.

The paraliturgical repertoire is eclectic in its sources. While Bortniansky used mo-
tives of the minuet, Ukrainian folk song, Italian opera seria, French romance and so on,
the community of Syrian Jews in Brooklyn or Mexico City incorporate tunes from Arab
folklore, Beethoven, and Broadway."t

There are many spheres of peoples’ activity in the traditional arts, crafts, and skills like
performance / interpretations of the old music repertoire, or cuisine, in which purists
struggle for authenticity, often applying their demands (criteria) to the wrong genres.
In addition, there is a widespread opinion that all “corruption” or deviation from the
canon is usually considered as something entirely new. I would argue, however, that
today’s canon could once well have been a fashionable novelty or even an unacceptable
daring attempt. Lorraine S. Brugh rightly perceives the twenty-first-century rejuvena-
tion of American hymnology as a crisis of canon, but this is a natural crisis like those
accompanying different stages of human life: infant, toddler, five-year old, adolescent,
quarterlife, midlife etc. Due to such crises today’s hymnology differs from the medieval

13 Lorraine S. Brugh, “The Canon within the Canon: Sacred Song and Liturgical Music in the Twenty-First Century”, in Pastoral
Music, vol. 33, no. 2 (December 2008) (provided by ProQuest LLC): 39+.

14 Kay Kaufman Shelemay, Let Jasmine Rain Down. Song and Remembrance among Syrian Jews (Chicago: Chicago University
Press, 1998), 115.
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one. Someday it too will be canonized, just as the two-and-a-half-century-old Bortnian-
sky’s pieces are now canonized.

As in typical Russian “comparative” anecdotes, which must contain at least three
competing protagonists, one Russian, another (one or more) - foreign, and the last -
mandatorily a Jew, who usually suggests some Columbus’s-egg-like solution, there is
indeed a smart solution that developed in the Lubavich Hassidism HABAD as early as in
the eighteenth century, by Bortniansky’s contemporary, the Lithuanian Rabbi Schneur
Zalman (1745-1813).

As can be understood from his doctrine, while borrowings for paraliturgical music
are taken for granted, they must nonetheless undergo a procedure of purification. First,
the tune as phenomenon is elevated into some cosmic dimension that makes it owner-
less. No matter who composed it (or thinks that he did), or played or sang it, it belongs
to nobody. Hence it cannot be compromised by any inappropriate origin (generic,
ethnic, or social). If the tune is emotionally expressive, it is good for a spiritual experi-
ence. It receives a spiritual text and after being performed in the presence of a rabbi, it
becomes initiated into the corpus of Hasidic nigunim [melodies]. There is a developed
argumentation, including philosophical paradigms, stories metaphorizing the process
of tune’s absorption and so on. As Ellen Koskoff summarizes:

Lubavitchers believe that one of the most effective vehicles for achieving devekuth
[an ecstatic experience during which the Hasid receives divine knowledge] is through
the vocal performance of specific melodies (nigunim, sing. nigun) in correct social/
religious contexts. The term nigun signifies any paraliturgical or non-liturgical
melody performed by Lubavitchers on a variety of occasions, including farbrengen
(gatherings), weddings, Sabbath meals, certain joyous holidays, such as Simhat To-
rah, and often during individual moments of prayer and contemplation... Nigunim
can be either originally composed by a member of this group or brought into the
repertoire by the traditional practice of borrowing and subsequent textual change...

Lubavitchers see music, in general, as existing at a both higher and deeper spiritual
plane than words, so theoretically, any melody can be used as a vehicle for spiritual
communication. Music not composed by a Lubavitcher, however, may convey an
improper intention through its “mundane” text or its association with the non-reli-
gious world. Such a melody, perceived as containing trapped properties of simhah
and hitlahavut, though, can be adopted and “freed” from its mundane setting, thus
preventing its harmful influences from having an effect on the performer or listener.
Further, its composer, presumably a non- Lubavitcher, is also elevated to a more
appropriate spiritual level by losing his/her association to the music. Although this
sortof appropriation is a general compositional practice among many Jewish groups,
it has especial value in Lubavitcher life.."”

15 Ellen Koskoff, “The Sound of a Woman’s Voice: Gender and Music in a New York Hasidic Community”, in Ellen Koskoff, ed.,
Women and Music in Cross-Cultural Perspective (New York: Greenwood Press, 1987), 214; for more detail see also Ellen Koskoff,
The Concept of Nigun Among Lubavitcher Hasidim in the United States (Ann Arbor: University Miicrofilms, 1976).
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Whose privilege is it to praise the Lord?

I titled my paper “King David and the Frog” according to one of the exegetical leg-
ends of the Bible (the collection is called Yalkut Shimoni).

Our sages of blessed memory said that when King David completed the Book of Psalms,
he had a feeling of self-satisfaction. He said before The Holy One Blessed Be He, “Is
there any creation in Your world that says songs and praises more than I do?” That
same hour, a frog appeared to him, and said to him. “David! Don't be complacent, for
1say songs and praises more than you do. Not only that, but three thousand parables
are said about every sonnet that I recite, for it is said (Kings I 5:12), “And he spoke
three thousand parables and his songs were one-thousand and five.”

I see here an allegory of liturgical and paraliturgical music. King David’s psalms, by
right of their author’s authority, are a canon for the expression of the religious feeling
of the community. The Frog, if not a “religious anarchist,” is at least not burdened by the
King’s responsibilities, and so proclaims more songs and praises, and this is true: the
paraliturgical repertoire is always much broader than the liturgical.

Itis not by chance thatliturgical and paraliturgical genres have coexisted for centuries,
if notlonger. The canonized prayer as an element of everyday life gives people a sense
of stability, so necessary for moral survival. Sometimes the slightest deviation from the
canon makes people feel as if the ground is slipping from under their feet. The updat-
ing and unification of the liturgical corpus undertaken in seventeenth-century Russia
was one of the strong contributing factors to the Split (Raskol) - one of the most tragic
episodes in Russian history, when the Old Believers left official society and fled to the
unpopulated far reaches or self-immolated by fire in protest. The canon, nevertheless,
does not prevent people from expressing their religious feelings in a non-canonical
and individual manner. The Frog challenged the King and proclaimed the right of every
creature to praise the Almighty in its own way.

16 Translation by Rabby Lazer Brody, http://www.breslev.co.il/articles/family/breslev_kids/king_david_and_the_frog.
aspx?id=11643&language=english. Accessed October 14, 2013.
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POVZETEK

Clanek se osredoto¢a na protislovnost med
dvema vrstama duhovne glasbe: liturgi¢no in
izvenliturgic¢no. Ceprav se je lo¢nica izoblikovala
v 19. st,, je ostala prisotna vse do danes. Danes, ko
je vsesplosno sprejeta, laze opazimo omejitve mis-
lecev 19. st., ki so izvenliturgi¢no glasbo presojali z
enakimi merili kot liturgi¢no. Zanra se namre¢ bist-
veno razlikujeta, zavedanje o tem pa nam omogoca
prevrednotenje izvenliturgi¢ne glasbe. Medtem
ko liturgicna glasba tezi k nespremenljivosti, se
upira vplivom od zunaj in stilisticnim novostim,
je izvenliturgi¢na glasba odprta za vtise Zivega
zvocnega sveta svojega ¢asa in se zato spreminja
iz roda v rod.

Ta klju¢na razlika vzpostavlja podobnost med
nasprotjema “liturgi¢no” proti “izvenliturgi¢no” in
“avtenticno” proti “popaceno” (ali urbanizirano)
ljudsko izrocilo. Tudi slednje je izpostavljeno pod-
cenjevanju, kakrsno je znacilno za izvenliturgi¢no
glasbo, in vedno znova potrebuje kulturno in
estetsko “opravicilo”.

Ko opazujem razliko v vlogi “avtenti¢nega” in
“urbaniziranega” ljudskega izrocila, predlagam
razdelitev pojma “ljudskega” (ang. vernacular)
v dva diferencirana koncepta: rodovno-ljudski
(ang. phylo-vernacular) in bitno-ljudski (ang.
onto-vernacular), skladno s pojmoma filogeneza
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oz. ontogeneza. Rodovno-ljudsko zajema stalni
(pocasi spreminjajoci se) korpus glasbe (plemen-
ski v terminologiji Bruna Nettla), ki je povezan
s krajevnim obredjem, jezikom in pokrajino ter
ga ohranja ve¢ generacij. Pri njegovem izvajanju
ni delitve na izvajalce in obcinstvo. Bitno-ljudski
pa je locen od obredja in hitro vsrkava vplive iz
splosno znane sodobne prakse. Izvajalec se loci
od poslusalca, ki postane pasivni spremljevalec
dogajanja. Podezelsko prebivalstvo odhaja v mesta,
tako da rodovno-ljudski repertoar postaja bitno-
ljudski. So pa tudi primeri obratne poti, ko migrira
urbano prebivalstvo in oblikuje zaprte skupnosti.
Tu lahko nekdaj bitno-ljudski repertoar v dveh ali
treh generacijah postane rodovno-ljudski.

Ce primerjamo izvenliturgi¢no in urbanizirano
ljudsko glasbo, lahko opazimo podobnosti v
vlogi in dinamiki njune spremenljivosti. Njuna
kategorizacija v bitno-ljudsko ter s tem njuna
upravi¢enost, nam pomagata sprejeti oba zanra
kot enako pomembna in vredna. Pouci nas lahko
svetopisemska zaba, ki je okarala kralja Davida,
ko se je hvalil s svojimi ¢udovitimi psalmi: “David!
Ne bodi samovsecen, saj jaz pogosteje prepevam
pesmi in hvalnice, kot ti.” Ce upostevano sporocilo
hebrejske prispodobe, morajo torej raziskovalci in
ustvarjalci spostovati vsako zvrst glasbe, ki odraza
katerokoli plat ¢loveske duse.

Prevod naslova, izvlecka in povzetka Ales Nagode
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ABSTRACT

Musicology that developed in Leipzig played a
key role in contributing to the reputation of this
city of music throughout Europe. In a tragic way,
its development was fatally attached to the tra-
ditional idea of music being an established part
of artistically religious general education. The
importance of music as “serious and holy music”
was thus assured, which became an essential factor
in its sacralisation.

Leipzig ist musikhistorisch ein besonderes Pflaster. Zur Musikstadt wurde sie nicht
in den 27 Jahren des Wirkens von Johann Sebastian Bach in ihren Mauern, sondern erst
wenig spiter, als sie sich als Zentrum birgerlichen Musiklebens profilierte. Die Musik-
verlage mit ihren Noteneditionen und der Aligemeinen musikalischen Zeitschrift sowie
das Gewandhausorchester bildeten die tragenden Institutionen der neuen Musikkultur.
Die Universitit Leipzig legte die Basis mit einem aufkldrerischen Bildungsgedanken-
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gut. »Treu sich den Kiinsten weyhn macht unsere Sitten mild und lehrt uns menschlich
seyn«! So lautet ein verbreitetes Diktum von Christian Firchtegott Gellert aus seiner
Antrittsvorlesung an der Universitit Leipzig im Jahre 1744, ein Zitat des rtomischen Dich-
ters Ovid. Und der Leipziger Theologiestudent Friedrich Gottlieb Klopstock hat spiter
einmal formuliert: ,Der Vorzug der Kunste vor den Wissenschaften liegt darin, daf sie
geeigneter sind, die Menschen moralisch zu machen: sie erniedrigen sich und sind nicht
mehr schon, wenn ihnen die moralische Schonheit fehlt.“? Der literarischen Weimarer
Klassik stellte Leipzig durch Manner wie Friedrich Rochlitz den Entwurf einer klassischen
Musik entgegen, der Literatur und Musik in der burgerlichen Bewegung Deutschlands
zu gleichberechtigten Exponenten ihrer hochsten Ideale wachsen lief3, sie wurden zu
moralischen Institutionen, zur Kunstreligion. Diese Bewegung deutscher, btirgerlicher
Musik gegen die italienische Hofoper erfasste ganz Europa und war in ihren Anfingen
viel stirker gesellschaftspolitisch als national motiviert. Die Musikwissenschaft wurde
als wichtiger Exponent dieser Richtung neu erfunden.

Neu in der biirgerlichen Musikkultur war zunéchst das explosionsartig sich verbrei-
ternde Musikschrifttum in Form von Musikzeitschriften. Sprachliche Erlduterungen und
Rezensionen erwiesen sich als duf3erst wirkungsvolles Mittel, der Musik als Bildungsgut
gesellschaftlich Geltung zu verschaffen. Sei es in einem klassizistischen Sinne, wie sie
Friedrich Rochlitz zur Domestizierung des genialisch Unbindigen anwandte,? sei es im
Sinne romantischer Verbrimung, wie es Robert Schumann unternahm,* die Musik wurde
zur Sprache Uiber der Sprache, zum Medium des Absoluten tiberhoht. Diese Entwicklung
istin erster Linie von Literaten ausgegangen, Jean Paul und E. T. A. Hoffmann gehoren zu
den tragenden Exponenten, in Leipzig waren es vor allem auch Universititsangehorige,
die sich in dieser Bewegung engagierten. Tradition hatte dies aufgrund von Personlich-
keiten wie Lorenz Mizler (1711-1778) und Johann Adolph Scheibe (1708-1776), trotz
oder vielleicht gerade wegen ihrer inhaltlichen Differenzen, ebenso Johann Abraham
Birnbaum (1702-1748), Dozent fiir Rhetorik und machtvoller Verteidiger Johann Sebas-
tian Bachs, Johann Adam Hiller (1728-1804), der bereits 1766 bis 1770 ,Wdchentliche
Nachrichten und Anmerkungen die Musik betreffend“ herausbrachte, und Christian
Gottfried Thomas (1748-1806), der zwischen 1798 und 1806 eine ,Unpartheiische Kritik
der vorzuglichsten zu Leipzig aufgefiithrten ... Concerte und Opern* veroffentlichte.
Das Terrain war gut vorbereitet, als Friedrich Rochlitz (1769-1842) die ,Allgemeine
musikalische Zeitung® 1798 eroffnete. Er selbst wies darauf hin, dass diese Grindung
von Gottfried Christoph Hartel (1763-1827) in Leipzig ihren richtigen Verlagsort besitze,

1 Christian Furchtegott Gellert, Poetologische und Moralische Abhandlungen. Autobiographisches, herausgegeben von Werner
Jung, John F. Reynolds, Bernd Witte (Berlin-New York, 1994): ,Von dem Einflusse der schénen Wissenschaften auf das Herz
und die Sitten. Eine Rede, bey dem Antritte der Profession. - ,In tiefer Freundschaft und Verbundenheit®. Aus dem Stamm-
buchsammlung der Universititsbibliothek Leipzig, hrsg. von Thomas Fuchs und Steffen Hofmann (Leipzig, 2009), 63.

2 Zitiert nach Leo Balet/Eberhard Rebling, Die Verbiirgerlichung der Kunst, Literatur und Musik im 18. Jahrhundert (Dresden,
1979), 267. z

3 Martin Geck, ,Die Taten der Verehrer*, in Martin Geck/Peter Schleuning, , Geschrieben auf Buonaparte. Beethovens ,Eroica*:

Revolution, Reaktion, Rezeption (Reinbek bei Hamburg, 1989), 193-398, hier 216-223.

Helmut Loos, ,Robert Schumanns kunstreligiose Sendung®, in Robert Schumann. Persénlichkeit, Werk und Wirkung. Bericht

tiber die Internationale Musikwissenschaftliche Konferenz vom 22. bis 24. April 2010 in Leipzig, hrsg. von Helmut Loos (Leipzig,

2011), 354-363.

5 Vgl dazu uns zum Folgenden Helmut Loos, ,Musikwissenschaft an der Universitit Leipzig®, in 600 Jahre Musik an der Univer-
sitdit Leipzig, hrsg. v. Eszter Fontana (Wettin, 2010), 265-284.
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denn nirgends werde ,so viel fur das Wissenschaftliche in der Musik gethan“ wie hier.®
Die Zeitung erwies sich als sehr erfolgreich, sie erschien in finfzig Jahrgingen bis 1848
und wurde zur prigenden Musikzeitschrift der biirgerlichen Musikbewegung. Mit ihr
hat Rochlitz - nach Wilhelm Seidel - “tief ins Musikleben eingegriffen [...] musikalische
Weltgeschichte gemacht. Er hat den modernen Kanon, den ersten wirklich funktionie-
renden Kanon der musikalischen Kunstgeschichte, begriindet und in Geltung gesetzt
und alles initiiert, was daraus folgte.””

Als Autoren aus der Universitit gewann Rochlitz u. a. den Privatdozenten fir Philo-
sophie Christian Friedrich Michaelis (1770-1834) und Amadeus Wendt (1783-1830), seit
1811 Professor der Philosophie. Beide wurden zu wichtigen Vorreitern der buirgerlichen
Musikkultur. Unter Wendts Aufsitzen fur die ,Allgemeine musikalische Zeitung* sticht ein
Beitrag aus dem Jahre 1815 ,Gedanken tber die neuere Tonkunst, und van Beethovens
Musik, namentlich dessen Fidelio“ besonders hervor. Bereits die Eingangspartie ,HOhe-
re Tonkunst“ weist diesen Beitrag als Dokument romantischer Musikanschauung aus:

,Wenn allen Gibrigen Kunsten etwas vorliegt, was erst durch den Wunderblick des
Genius, veredelt und verklirt aus dem Boden der Wirklichkeit gehoben und in das
Elysium der Ideen versetzt zu seyn scheint, so scheint die Tonkunst gleichsam in die-
sem Lande selbst erzeugt, und redet, gleich dem Weltgeist, durch Sturm und Donner,
wie durch das sanfte Wehen des Frithlings, und in den flisternden Aerenbeugen, eine
Wundersprache, die nur dem verstindlich ist, dem das Gehor nicht eine Fille duerer
Kliange, sondern das Innere der Welt und die geheimsten Tiefen des Herzens aufschlief3t,
in die kein sterbliches Auge schaut. Der geniale Tonktinstler ist ein Eingeweihter des
Himmels; in unsichtbaren Zeichen verkindet er seine Gesichte, horbar jedem offnen
Ohr, doch nicht jedem vernehmlich.“

Wendt legt im Anschluss daran den Vorzug der Instrumentalmusik und die Uberle-
genheit der deutschen vor der italienischen Musik dar, wobei ihm Beethoven als Vorbild
dient. Oftals frither Nationalismus verstanden, erweist sich die idltere Debatte, die Wendt
hier aufgreift, von ihrem Ausgang her als Apostrophierung des Vorrangs buirgerlicher
Kultur vor der traditionellen Feudalkultur; italienische Musik ist eine Chiffre fiir die
italienische Oper als Musik der Hofe, deutsche Musik fur reine Instrumentalmusik als
Musik des Burgertums. Bezeichnend sind vor allem die moralischen Implikationen, die
mit dieser Kampagne einhergehen. Die ,Hohere Tonkunst“ garantiert die moralische
Uberlegenheit. Gottfried Wilhelm Fink (1783-1846) folgte 1828 auf Rochlitz als Redakteur
der ,Allgemeinen musikalischen Zeitung*, 1834 ertffnete Robert Schumann mit der
,Neuen Zeitschrift fiir Musik* das Konkurrenzunternehmen wieder in Leipzig.

Fur die Entwicklung der Musikwissenschaft wurde der von Felix Mendelssohn
Bartholdy 1842 als Thomaskantor nach Leipzig berufene Moritz Hauptmann (1792-1868)
wichtig, der als Musiktheoretiker eine herausragende Erscheinung darstellte. 1853 er-
schien sein Hauptwerk ,Die Natur der Harmonik und der Metrik“ (wie alle seine Schriften

6 Intelligenz-Blatt zur Allgemeinen musikalischen Zeitung 1 (1798), Nr. 1, Sp. 3.

7 Wilhelm Seidel, ,Friedrich Rochlitz. Uber die musikgeschichtliche Bedeutung seiner journalistischen Arbeit*, in Musik und
Biirgerkultur. Leipzigs Aufstieg zur Musikstadt, hrsg. von Stefan Horlitz und Marion Recknagel (Leipzig - Musik und Stadt, Bd.
2) (Leipzig, 2007), 37-41, hier 41.

8  Amadeus Wendt, ,Gedanken tiber die neuere Tonkunst, und van Beethovens Musik, namentlich dessen Fidelio®, in Allgemeine
musikalische Zeitung 17 (1815): 345-353, 305-372, 381-389, 397-404, 413-420, 429-430.
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in Leipzig), mit dem er die Theoriediskussion der folgenden Jahrzehnte mafgeblich
prigte. Seine Musiktheorie ist keine Handwerkslehre der Komposition, sondern eine
hoch spekulative Auseinandersetzung mit akustischen Grundlagen einerseits, die er als
natiirliche Bildungsgesetze verstand, und Hegelschen Gedankengingen andererseits,
die ihm eine dialektische Entwicklung aus einem Grundgedanken vorgaben. Aus den
drei von ihm als direkt verstindlich aufgefassten Intervallen Oktave, Quint und grof3er
Terz sowie ihrer Entfaltung in einem harmonischen Dualismus entwickelte Hauptmann
eine umfassende Theorie, die ihm nicht nur als verpflichtendes musikalisches Katego-
riensystem, sondern weit dartiber hinaus als Schltssel der Welterkenntnis erschien und
seine feste Uberzeugung von der Richtigkeit seiner klassizistischen Musikanschauung
begriindete. Die moderne Richtung der ,Neudeutschen® vertrat in Leipzig Franz Bren-
del (1811-1868), der 1845 die ,Neue Zeitschrift fur Musik® von Schumann tibernahm.?
Er war mit seinen hegelianischen ,Vorlesungen tiber musikalische Gegenstinde“ der
mafigebende Musikhistoriker am Leipziger Konservatorium.'” Bei Brendel findet sich
die nationale Emphase der ,deutschen Musik, wie sie bei Wendt formuliert war, zu
einer absoluten Dominanz von welthistorischer Dimension tiberhoht.!!

Die Institutionalisierung der Musikwissenschaft an der Universitit Leipzig begann
mit Hermann Langer (1819-1889), der als Universititsmusikdirektor Vorlesungen zur
Musikgeschichte hielt, und Oskar Paul (1836-1898), der als Musiker sowie studierter
Theologe und Philologe die Theorie und Geschichte der Musik lehrte.’? Stadtisches
Umfeld und die geschilderte Tradition prigten zwei bedeutende Griindungsfiguren der
universitiren Musikwissenschaft: Hermann Kretzschmar (1848-1924) eher praxisorien-
tiert und Hugo Riemann (1849-1919) eher theoriegerichtet. Im 20. Jahrhundert hat sich
Riemann zunehmend stirker Geltung verschafft, wihrend Kretzschmar immer weniger
Beachtung gefunden hat. Zunichst allerdings wurde der Kampf um die rechte Lehre
mit groBer Inbrunst ausgefochten; Hermann Abert verweist in seiner Charakterisierung
Kretzschmars auf dessen machtbewusste ,Herrenmoral“ und berichtet, bei seinem
Amtsantritt in Leipzig 1920 eine ,sich der Kretzschmarschen mit bewufter Feindschaft
entgegenstemmende Riemannsche Tradition® vorgefunden zu haben."® Kretzschmars
praxisorientierte Musikwissenschaft! war von einem Realismus geprigt, der allen
spekulativen Uberhdhungen abhold war und sich historischen Kriterien verpflichtet
sah. Hugo Riemann dagegen orientierte sich an naturwissenschaftlichen Methoden.
Er folgte damit den philosophischen Lehren seines Forderers Rudolf Hermann Lotze
(1817-1881), eines Philosophen, der den naturwissenschaftlichen Ansatz eines durchaus

9 Wilhelm Seidel, ,Musikalische Publizistik und Kanonbildung. Uber Franz Brendels Entwurf einer neuen Musikisthetik®, in
Musiktheorie 21 (2006): 27-36.

10 Franz Brendel, Geschichte der Musik in Italien, Deutschland und Frankreich von den ersten christlichen Zeiten an bis auf die
Gegenwart. 32 Vorlesungen (Leipzig, 1852).

11 Erich Reimer, ,Nationalbewustsein und Musikgeschichtsschreibung in Deutschland 1800-1850¢, in Die Musikforschung 46
(1993): 17-31.

12 Stefan Horlitz, ,Oskar Paul. Ein Gelehrtenleben in Leipzig®, in Musik und Biirgerkultur. Leipzigs AufStieg zur Musikstadt, hrsg.
von Stefan Horlitz und Marion Recknagel (Leipzig - Musik und Stadt, Bd. 2) (Leipzig, 2007), 365-386.

13 Hermann Abert, Johann Sebastian Bach. Bausteine zu einer Biographie, hrsg. v. Michael Heinemann (Koln, 2008), 39 u. 49.
Leider allzu zeittypisch erscheinen die antisemitischen AuRerungen Aberts tiber jildische Kollegen (z. B. S. 53f. u. 59f.) in den
1922-1925 niedergeschriebenen Notizen ,Aus meinem Leben®.

14 Heinz-Dieter Sommer, Praxisorientierte Musikwissenschaft. Studien zu Leben und Werk Hermann Kretzschmars (= Freiburger
Schriften zur Musikwissenschaft, Bd. 16) (Miinchen-Salzburg, 1985).
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mechanistischen Naturverstindnisses mit der metaphysischen Vorstellung einer Instanz
zur Verwirklichung des Weltzwecks verband. Die hatte ihn zu einer Wertlehre gefiihrt,
die mitdem Anspruch objektiver ,Geltung* die Erkenntnis von Wahrheiten und Werten
des Gewissens gewihrleistet. Das Ziel, aus Gesetzmifigkeiten der Natur ,naturwissen-
schaftlich®, objektiv gtiltige Regeln fur die Musik abzuleiten, charakterisiert auch das
Schaffen Riemanns, seine theoretischen Schriften besaen fiir ihn immer Vorrang vor den
musikhistorischen. Die Musik, deren Erforschung, ja theoretischer Begriindung sich Rie-
mann mit Hingabe widmete, besad hochste gesellschaftliche Bedeutung zumal in Leipzig,
von dem er in seinem Lebenslauf zur Habilitation als einer ,musikalischen®, ja sogar der
y2allermusikalischsten Stadt“"® gesprochen hat. Im Umfeld emphatischer Kunstreligion
bedurfte dies keiner weiteren Begriindung, so dass Riemann diese Wertschitzung als
gegeben voraussetzen durfte und nicht selbst begrinden musste. Deswegen darf seine
meist ntichterne Sprache tiber diese seinerzeit selbstverstindliche Verstindnisgrund-
lage nicht hinwegtiduschen. Sein tberreiches Schrifttum schuf Riemann, indem er 18
Stunden pro Tag arbeitete, die meiste Zeit am hiuslichen Schreibtisch, den die Familie
liebevoll-spottisch seinen ,Altar“!' nannte, was die sakrale Aura seiner Arbeit umschreibt.
Far das sakrale Sendungsbewusstsein, mit dem Riemann seine selbstgestellte Aufgabe
wahrnahm, spricht auch die Bezeichnung vieler seiner musiktheoretischen Schriften
als ,Katechismus*, die er hiaufig erst in spéteren Auflagen in ,Handbuch“ umbenannte;
und der Begriff ,Katechismus* ist als Unterweisung in unbezweifelbaren Grundfragen
des Glaubens und Zusammenfassung einer (hier nicht christlichen) Heilslehre ernst
zu nehmen.

Der Anspruch auf ,Gultigkeit“ wurde besonders deutlich in der Auseinandersetzung
Riemanns mit seinem ehemaligen Schiler Max Reger, der als Leipziger Universititsmu-
sikdirektor 1907/08 im Verlauf der grofRen Diskussion um Felix Draesekes (1835-1913)
Mahnruf ,Die Konfusion in der Musik“ Riemann massiv angegriffen und damit den per-
sonlichen Bruch provoziert hat”” Eine universitire Karriere hat Riemann nicht gemacht,
der Durchbruch zu einem Ordinariat blieb ihm verwehrt. Ob der Grund dafir allerdings
personliche Missachtung und Intrigen waren, wie dies in historischen Darstellungen
meist unterstellt wird, oder doch auch ernste sachliche Griinde aufgrund wissenschaft-
licher Bedenken gegentiber den spekulativen Theoriebildungen Riemanns eine Rolle
gespielt haben, bedarf sicher noch der niheren Untersuchung.'® Angesichts der starken
Wirkung, die Riemann in der Geschichte des Faches im 20. Jahrhundert entfaltet hat,”
ist dies bislang nicht ernsthaft in Erwigung gezogen worden. Die Musikwissenschaft
hat Riemanns tiber Deutschland hinaus mafigeblich geprigt.

15 Zitiert nach Wilhelm Seidel, ,Hugo Riemann und die Institutionalisierung der Musikwissenschaft in Leipzig®, in Musikwissen-
schaft als Kulturwissenschaft damals und heute. Internationales Symposion (1998) zum Jubildum der Institutsgriindung an
der Universitdit Wien vor 100 Jahren, hrsg. v. Theophil Antonicek und Gernot Gruber (Tutzing, 2005), 187-196, hier 191, Anm.
9.

16 Michael Arntz, Hugo Riemann (1849-1919). Leben, Werk und Wirkung (Koln, 1999), 43.

17 Vgl.,Die Konfusion in der Musik*. Felix Draesekes Kampfschrift und ihre Folgen, hrsg. v. Susanne Shigihara (Veroffentlichungen
der Internationalen Draeseke-Gesellschaft, Bd. 4) (Bonn, 1990), 245-258, auch 369, Anm. 1.

18 Michael Arntz, ,Nehmen Sie Riemann ernst®, in Hugo Riemann (1849-1919). Musikwissenschaftler mit Universalanspruch,
hrsg. v. Tatjana Bohme-Mehner u. Klaus Mehner (Kéln u. a., 2001), 9-16.

19 Hugo Riemann (1849-1919). Musikwissenschaftler mit Universalanspruch, hrsg. von Tatjana Bohme-Mehner und Klaus Mehner

(Koln u. a., 2001), passim.
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Das Selbstverstandnis der Leipziger Musikwissenschaft zur Zeit von Kretzschmar
und Riemann ist deutlicher noch als aus ihren Schriften in der Person eines ihrer
wenig bekannten Kollegen zu erkennen, eines zeittypischen Sonderlings mit Namen
Hermann Bernhard Arthur Prifer (1860-1944). Nachdem er in Heidelberg zum Dr. jur.
promoviert worden war, folgte der entsprechende musikwissenschaftliche Abschluss
1890 in Leipzig mit einer Arbeit tiber ,Den auferkirchlichen Kunstgesang in den evan-
gelischen Schulen des 16. Jahrhunderts“. In Spezialistenkreisen ist Prufer bis heute mit
der Thematik seiner Habilitation von 1895 {iber Johann Hermann Schein bekannt, zu
der auch Gesamtausgabenbinde gehorten.?* 1902 wurde Priifer zum nichtplanmifigen
auerordentlichen Professor fur Musikwissenschaft ernannt, seine Antrittsvorlesung
uber ,Johann Sebastian Bach und die Tonkunst des neunzehnten Jahrhunderts® hielt er
am 10. Mai 1902 in der Aula der Universitit zu Leipzig,* der er bis zu seiner Emeritierung
1936 treu blieb. Richard Wagner wurde zu einem wichtigen Gegenstand von Prifers wis-
senschaftlicher Tatigkeit; fiir ihn engagierte er sich mit 6ffentlichen Vortrigen. So sprach
er am 10. Mirz 1908 vor der Goethe-Gesellschaft zu Leipzig tiber ,Richard Wagner und
Bayreuth“,** lieferte Aufsitze zu den Bayreuther Blittern und schrieb weitere Studien.
Eine umfangreiche Sammlung von Vortrigen Uber die Bayreuther Festspiele ,Das Werk
von Bayreuth“?® publizierte er 1909, statt einer Neuauflage wurden daraus nach dem
Ersten Weltkrieg vier Einzelhefte separat herausgebracht: ,Der Ring des Nibelungen
und Wagners Weltanschauung® (3. Aufl. Leipzig 1924), ,Parsifal und der Kulturgedanke
der Regeneration® (Leipzig 1924), ,Die Meistersinger von Nurnberg“ (Dresden 1922,
3. Aufl. Leipzig 1924) sowie ,Tristan und Isolde“ (3. Aufl. Bayreuth 1928). Als weitere
erklirende Texte zu Person und Werken Wagners erschienen ,Die Meistersinger von
Nurnberg® (Dresden 1922, 3. Aufl. Leipzig 1924), ,Tannhiuser und der Singerkrieg auf
Wartburg® (Bayreuth 1930) und ,Einfithrung in Richard Wagners Lohengrin“ (2. Aufl.
Bayreuth 1937). Im Umfeld dieser Kommentare zum Werk Richard Wagners verfasste
Prifer noch weiter gehende Studien wie ,Die Geisteswelt Hans von Wolzogens“*' oder
,2Musik als tonende Faust-Idee (Leipzig 1920) und ,Die musikalischen Gestaltungen des
Faust“ ([Bielefeld u.a.] 1920).

Grundlegende Gedanken seiner Forschungen formulierte Priifer bereits wihrend
der Habilitation, in der Antrittsvorlesung beklagt er den schwierigen Stand der Musik-
wissenschaft als Universititsfach und dringt - unter Verweis auf Hermann Kretzschmar
- auf Abhilfe. Die Begriindung ihrer Bedeutung folgt sodann dem Muster, das heute als
Fachgeschichte einer ,verspiteten Disziplin durchaus problematisch gesehen wird.>

20 Arthur Prifer, Johan Herman [sic] Schein (Leipzig, 1895), Reprint Kassel 1989. Werke Scheins hat Priifer als wissenschaftliche
Edition in sieben Binden Leipzig 1901-1923 veroffentlicht.

21 Sieerschien 1902 fur den Druck gedndert und erweiter bei Poeschel & Trepte Leipzig. Weitere Publikationen zu Bach: Sebastian
Bach als Humorist (Leipzig, 1904). - Zum II. deutschen Bachfest 1.-3 Oktober 1904 (Leipzig, 1904). - ,Eine alte, unbekannte
Skizze von Sebastian Bachs Leben®, in Bach-Jahrbuch 12 (1915): 166-169.

22 Gedruckt bei Worner Leipzig 1910.

23 1899 zuerst erschienen, 1909 als vollstindig umgearbeitete und stark vermehrte Auflage seiner Vortrage tiber die Bithnenfest-
spiele in Bayreuth.

24 In Festspielfiihrer der Deutschen Festspiele G. Niehrenheim (Bayreuth, 19206).

25 Musikwissenschaft - eine verspiitete Disziplin? Die akademische Musikforschung zwischen Fortschrittsglauben und Moderni-
téitsverweigerung, hrsg. v. Anselm Gerhard (Stuttgart-Weimar, 2000). - Deutsche Meister - bose Geister? Nationale Selbstfindung
in der Musik, hrsg. v. Hermann Danuser u. Herfried Munkler (Schliengen, 2001).
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Prifer verweist auf die internationale Vernetzung des europiischen Musiklebens und
- unter besonderer Akzentuierung der ,Musikphilologie“ von Hugo Riemann - auf die
interdisziplindren Aspekte, denen er grole Bedeutung zuschreibt. Doch ,die fihrende
Stellung in der gesammten Musikwissenschaft“? spricht er der Musikgeschichte zu, die
im 19. Jahrhundert die ,Summe ihrer Forschungsthitigkeit“*” und ihren ,Brennpunkt“*
in Johann Sebastian Bach gefunden habe, ,in dessen Kunst der seit Jahrhunderten herr-
schend gewesene Stil der Contrapunktik seine Gipfel erreicht [habe], wie sie andererseits
auch in die moderne Periode der harmonischen Musik riesengro3“* hineinrage. Trotz
der Betonung des internationalen Aspekts bleiben es die groen deutschen Komponis-
ten, die Pritfers Blickfeld prigen: Das Engagement fur Schein begriindet er damit, die
Werke eines der groiten Zeitgenossen Heinrich Schiitzens“* zu edieren, um durch die
Moglichkeit des Vergleichs ,einen Beitrag zur Wiirdigung der Kunst dieses Meisters*?!
zu liefern. Die durchaus unhistorische Hierarchisierung der Komponisten? ldsst selbst
Beethoven zu einem Garanten der Grofse Bachs schrumpfen, der das durch Christian
Gottlob Neefe vermittelte ,Wohltemperierte Klavier als ,seine musikalische Bibel*3
bezeichnet habe. So stark sich Priifer fir die Pflege alter Musik einsetzt, so sehr beklagt
er die Spaltung zwischen alter und neuer Kunst; vehement setzt er sich fur das Werk
Franz Liszts und insbesondere Richard Wagners ein. Grundlage dafir sind ihm die philo-
sophischen Schriften Arthur Schopenhauers (1788-1860), der die ,Tonkunst [...] endlich
auf die ihr zukommende, metaphysische Grundlage gestellt“** habe, und Friedrich von
Hauseggers (1837-1899), der ,losgelost von dem 6den Formalismus eines Hanslick“*
die ,psychologische Methode mit Recht angewandt“*® habe. Daraus leitet Prifer die
Forderung nach einer musikalischen Bildung ab, die es erlaube, Bach als den ,gottbe-
gnadeten Tondichter*? in christlich-protestantischer Tradition zu erkennen, in seiner
JTonsprache den Ausdruck des, zumal in der grossen deutschen Musik eigenthtimlichen
Erhabenen® zu vernehmen und ,das Wesen der Musik, als eine ‘Offenbarung des inners-
ten Traumbildes vom Wesen der Welt selbst’, als das ‘unaussprechliche Geheimnis des
Daseins’ ahnungslos“*® zu empfinden. Eingebettet in den interdisziplinidren Austausch
begrindet Prifer die Bedeutung seiner Disziplin unter ausdriicklicher Berufung auf
,die Darwinsche Selektionstheorie, die Evolutionstheorie Herbert Spencers“* letztlich

26 Artur Prifer, Johann Sebastian Bach und die Tonkunst des neunzehnten Jahrhunderts. Antrittsvorlesung (Leipzig, 1902), 9.

27 Ebd.

28 Ebd.

29 Ebd.

30 Prufer, Johan Herman [sic] Schein, V1.

31 Ebd.

32 Helmut Loos, ,Evangelische Kirchenmusik zwischen Heinrich Schiitz und Johann Sebastian Bach. Mitteldeutschland und die
JWeltherrschaft“ der italienischen Musik Leipzig®, in Tagungsbericht ,Italien - Mitteldeutschland - Polen*, Leipzig 22.-25.
Oktober 2008 (in Vorbereitung).

33 Helmut Loos, ,Christian Gottlob Neefe. Das Schaffen. Werkverzeichnis®, in Christian Gottlob Neefe. Ein scichsischer Komponist
wird Beethovens Lehrer. Katalogbuch zur gleichnamigen Ausstellung des Schlofsbergmuseums Chemnitz in Zusammenarbeit
mit dem Beethoven-Haus Bonn (Chemnitz, 1997), 59-115.

34 Prufer, Johann Sebastian Bach und die Tonkunst des ..., 8.

35 Ebd, 21

36 Ebd., 8.

37 Ebd, 21.

38 Ebd, 21f.

39 Ebd., 7f.
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damit, dass ,die Musik eines Volkes in noch hoherem Grade, als die Sprache, wahrhaf-
tigster Ausdruck seiner jeweiligen Kulturstufe“® sei. Damit ist die Musik als ma3gebliche
Instanz des Kulturdarwinismus zugunsten einer umfassenden deutschen Hegemonie
installiert. Sie bewihrt sich nach Priifers Worten noch im Ersten Weltkrieg (1916): ,Wiirdig
ihrer Bedeutung als Abbild der Welt, wie sie Arthur Schopenhauer ihr zutiefst zuspricht,
offenbartsie jetzt gerade die gewaltige Erregung, von der zumal die deutsche Volksseele
daheim und draulen erfulltist.“!! Die publizistische Arbeit fur Bayreuth erweist sich somit
als eine inhaltliche Ubereinstimmung mit der dort verbreiteten germanisch-christlichen
Heilslehre.”? In der Universitit Leipzig wurde dies durchaus kritisch gesehen, nach Abert
genoss Prufer den Ruf eines ,ginzlich vernagelten Wagnerianers“.3

Vor diesem Hintergrund sind auch andere wichtige Musikwissenschaftler zu sehen,
die in Leipzig gearbeitet haben. Hermann Abert (1871-1927) folgte als Nachfolger
Riemanns aufgrund der Einrichtung eines Ordinariats 1920 dem Ruf an die Universitit
Leipzig, blieb aber nur zwei Jahre bis zur Berufung nach Berlin.** Arnold Schering
(1877-1941) war von 1900 bis 1920 in Leipzig titig, wesentliche Grundziige seines wis-
senschaftlichen Oeuvres sind erkennbar von der Stadt geprigt: Seine Forschungen zur
Renaissancemusik, zu musikalischen Gattungen wie Instrumentalkonzert und Orato-
rium, zu musikalischer Bildung und zu Ludwig van Beethoven. Von Anfang an bildete
Johann Sebastian Bach einen wesentlichen Ausgangs- und Kernpunkt seines wissen-
schaftlichen Werks, das letztlich doch in Schopenhauer eine wesentliche Begriindung
fand.” Zur vollen Entfaltung gelangte seine Personlichkeit mit der Ubernahme der
zentralen musikwissenschaftlichen Position in Berlin in der Nachfolge Kretzschmars
und Aberts. Sie erwies sich als fatal, da ganz von der Uberzeugung der Uberlegenheit
und Hoherwertigkeit grofer Menschen geprigt, einschlielich der eigenen. Bereits
1933 betrieb er die Abberufung Alfred Einsteins als Herausgeber der ,Zeitschrift fur
Musikwissenschaft®, da es staatliche Zuwendungen an die ,Deutsche Musikgesellschaft*
behindere, wenn ein Jude diese prominente Position bekleide. Frithzeitig forderte er
die Gleichschaltung der Vereinigung unter dem neuen Namen ,Deutsche Gesellschaft
fur Musikwissenschaft* weiter und sorgte fiir eine Struktur nach dem Fithrerprinzip.i
Als Prasident der Gesellschaft sandte Schering am 16. November 1933 ein Treuegelobnis
an den Reichsminister fiir Volksaufkldrung und Propaganda Dr. Joseph Goebbels. Am
28.Januar 1934 hielt er in der Gesellschaft fur deutsche Bildung in Berlin einen Vortrag

40 Ebd.,

41 Arthur Prifer, Weltkrieg und Musik®, in Westermanns Monatshefte 60 (1916): 857-863 (Sonderdruck).

42 Vgl. Ernst Hanisch, ,Die politisch-ideologische Wirkung und ,Verwendung* Wagners*, in Richard-Wagner-Handbuch, hrsg. v.
Ulrich Miiller u. Peter Wapnewski (Stuttgart, 19806), 625-640, hier bes. 632ff.

43 Abert, Johann Sebastian Bach Bausteine zu einer Biographie, S. 46. Aberts Anfrage nach einer Beforderung Prifers soll der
Dekan mit den Worten abgelehnt haben: ,dazu hatte die Fakultiit zu wenig Geld und zu viel Verstand, der Kollege Priifer aber
zu viel Geld und zu wenig Verstand.®

44 Karl Josef Funk, Hermann Abert — Musiker, Musikwissenschaftler, Musikpdidagoge (Stuttgart, 1994). - Rudolf Eller, ,Musik-
wissenschaft in Leipzig. Erfahrungen und Beobachtungen®, in Berliner Beitrdge zur Musikwissenschaft. Beihefte zur Neuen
Berlinischen Musikzeitung, Bd. 9, Heft 3 (1994): 14.

45 Arnold Schering, ,Zur Grundlegung der musikalischen Hermeneutik®, in Zeitschrift fiir Asthetik und allgemeine Kunstwissen-
schaft, hrsg. v.n Max Dessoir, Bd. 9, Heft 2 (1914): 168-175, hier 171.

46 Pamela M. Potter, Die deutscheste der Kiinste. Musikwissenschaft und Gesellschaft von der Weimarer Republik bis zum Ende
des Dritten Reichs (Stuttgart, 2000), 97f.
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uber ,Das Germanische in der deutschen Musik“” und in seinen methodisch hochst
umstrittenen Beethoven-Deutungen sind Ergebenheitsadressen an Adolf Hitler und
das ,Dritte Reich enthalten.® Ein unrithmliches Nachspiel fand diese Denkrichtung in
Leipzig zu DDR-Zeiten in der Personlichkeit des ,Herrenmenschen“ Heinrich Besseler
(1900-1969), und auch das Werk von Hans Heinrich Eggebrecht muss sich nicht erst seit
den Enthiilllungen der letzten Jahre® entsprechenden Nachfragen stellen.®

Auf eine tragische Weise zeigt sich an dieser Entwicklung der Leipziger Musikwis-
senschaft eine fatale Traditionslinie der Musik als kunstreligioses Bildungsgut. Eine
besondere Verantwortung betrifft das Fach insofern, als Wissenschaft nach traditioneller
Auffassung gesichertes Wissen und Allgemeingultigkeit seiner Aussagen zu vermitteln
beansprucht. Auf geschichtsphilosophischer Grundlage sind unzihlige Entwtrfe in
diesem Sinne vertreten worden, ohne dafiir eine wirkliche sachliche Begriindung
aufweisen zu konnen.” Die progressive burgerliche Musikkultur war dabei dem Siku-
larisierungstheorem derart verbunden, dass der Fortschritt der Gesellschaft sich am
Ausscheiden traditioneller Religionen aus dem gesellschaftlichen Leben messen lasse.
Die Bedeutung der Tonkunst als ,ernste und heilige Musik® galt dagegen als wissen-
schaftlich abgesichert, und dies trug wesentlich zu ihrer Sakralisierung bei.

POVZETEK vedenje in splosno veljavne sodbe. Na tej zgodo-
vinskofilozofski podlagi so bile oblikovane tovrstne

K evropskemu slovesu Leipziga je pomembno razlicne sheme, ki pa niso imele podlage v stvarnih
pripomogla tudi doma¢a muzikologka znanost. dejstvih. Napredna mescanska kultura je bila vedno
Mescanska glasbena kultura, ki je v njem dobila ~ Povezanas predpostavko, da se lahko naprednost
pomembno srediice, je bilautemeljena tudi zdelo- ~ druzbe meri s obsegom izlocitve tradicionalnih
vanjem muzikologov, kot so bili Hermann Kretsch- ~ r€ligij iz druzbenega Zivljenja. Pomen glasbene
mar in Hugo Riemann. Njihov kolega Arthur Priffer ~ Umetnost kot»prave in svete glasbe«je nasprotno
je v svojih spisih pokazal, da je njen temelj slonel veljal za znanstveno utemeljenega in je pomembno
nenazadnje na kulturnem darwinizmu, kije izhajal ~ Prispeval k procesu sekularizacije.
iz ideje izpopolnjevanja z izobrazevanjem. V raz-
voju leipziske muzikologije se na tragicen nacin Angleski prevod izvlecka / abstract translated to
odraza smer razvoja, ki v glasbi vidi podlago za ~ £78lish by Andrej Rijavec.
religijo umetnosti. Posebna odgovornost pripada  Slovenski prevod naslova, izvlecka in povzetka
muzikologiji zato, ker naj bi - po tradicionalnem Ales Nagode.
prepricanju - kot znanost posredovala zanesljivo

47 Fred K. Prieberg, Handbuch Deutsche Musiker 1933-1945, CD-ROM Version 2004, S. 6085.

48 Heribert Schroder, ,Beethoven im Dritten Reich. Eine Materialsammlung®, in Beethoven und die Nachwelt. Materialien zur
Wirkungsgeschichte Beethovens, hrsg. von Helmut Loos (Bonn: 1986), 187-221, hier 196.

49 Boris von Haken, ,Dokumentation eines Vortrags®, gehalten am 17. September 2009 bei der Jahrestagung der Gesellschaft fiir
Musikforschung in Ttibingen. Holocaust und Musikwissenschaft. Zur Biographie von Hans Heinrich Eggebrecht, in Archiv fiir
Musikwissenschaft 67 (2010): 146-163.

50 Vladimir Karbusicky, Wie deutsch ist das Abendland? Geschichtliches SendungsbewujStsein im Spiegel der Musik (Hamburg, 1995).

51 Frank Hentschel, Biirgerliche Ideologie und Musik. Politik der Musikgeschichteschreibung in Deutschland 1776 - 1871 (Frankfurt
a. M.-New York, 2006).
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ABSTRACT

“Music cannot exist without sound, sound can exist
without music, therefore sound is more important
than music*, Giacinto Scelsi’s cipher for the cosmos
of sound of the single-note, opens a creative space
beyond expansion of power and control by improvi-
sing and therefore sound itself becomes the mystery.

Im Alten Testament sagt Gott nichts,

es sind die Lebenden,

die ihm als Vokabel dienen.

In diesem Sinn habe ich nie aufgehort,

das in der Welt vorhandene Heilige zu lieben.

Albert Camus

Der italienische Komponist Giacinto Scelsi* stand im 20. Jahrhundert mit seinem
auBergewohnlichen Werk in Europa auerhalb des Mainstream:

Laozi, Daodejing. Eine Wiedergabe seines Deutungsspektrums. [51] Bd. 1, Viktor Kalike (Hg.), Leipzig, 2009, S. 72.
2 Sein vollstindiger Name lautete Conte Giacinto Francesco Maria Scelsi d’Ayala Valva, geboren in La Spezia am 8.1.1905, ge-

storben in Rom am 9.8.1988.
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LIsolation und Krankheit nach einem schweren mentalen Zusammenbruch transfor-
mierten seinen Individualismus (...) zu einer noch unbeirrbareren Reise in das Herz
des Klanges. In einer Art selbsterfundener Rehabilitation verbrachte er Stunden am
Klavier, improvisierte tiber einen einzelnen Ton und tauchte dabei in die Einzigarti-
gkeit dieses Klangs ein. Diese Erfahrung wurde filr ihn zur Basis seiner spditeren reifen
Kompositionen.

Kaum eindringlicher lassen sich die biographischen Stationen Scelsis schildern, als
es die Violinistin Barbara Liineburg im Text zu ihrer Aufnahme mit dem Titel ,Beyond.
Jenseits“ mit Werken fiir Solo-Violine von Johann Sebastian Bach und Werken von Gia-
cinto Scelsi* beschreibt und damit zwei Oeuvres auf einem Tontriger vereint, welche
auf den ersten Blick unterschiedlicher nicht sein konnen und dartiber hinaus mehr als
dreiJahrhunderte im Zeitraum ihres Entstehens voneinander getrennt, entstanden sind.
Und doch verband sie in ihren Intentionen Madgebliches. Lineburg fithrt weiter aus:

LParallel zu seiner Reise ins Innere des Tons begann Scelsi ein quasi archdiologisch-
spirituelles Suchen innerhalb der Mythologie und den Religionen des Alten Griechen-
lands, Agyptens und des Fernen Ostens, war in hochstem Grade beeindruckt vom
Instrumentarium, der Art und Weise schriftloser Musiktradierung und Traditionen
und fand so zu seinem ganz eigenen Orientalismus. Seine Bezugspunkte wurden
dabei von ihm ebenso frei kombiniert und tiefgehend erforscht wie ebenjene einzel-
nen Téne auf dem Klavier. Die Reise ins Spirituelle tibertrug er auf eine fast rituelle
Auslotung musikalischer Tiefen, die Scelsi — nach Tonhéhe und Dauer - die ,dritte
Dimension“des Klanges nannte. Er suchte nach dem Klang hinter dem Klang, seiner
Bewegung, dessen inneren Leben, der sich fiir ihn in akustischen Phdnomenen wie
Interferenz, Ober- oder Unterténten und Timbreschattierungen manifestierte. “°

So sind es vor allem jene Instrumente, die Mikrotone erzeugen konnen, wie Streich-
und Blasinstrumente, aber auch die menschliche Stimme, die sich als ideales ;Medium
fur Scelsis Klangvorstellung erwies: mit ihrem Farbenreichtum, ihrer Moglichkeiten Téne
beliebig lange zu halten und tiber alle Saiten hinweg in feinste Mikrotonabstufungen
zu gehen, erlaubten sie ihm in den Klang vorzudringen®. Beide wurden durch dufdere
Schicksalsschlige’” zu einer ,tief spirituellen Musik angeregt“® und ,[i]n diesem Licht
betrachtet erlagt Bachs Musik eine tiefe mystische Dimension, wenn sie auch weniger
offen zutage liegt als bei Scelsi. In gewissem Sinne geht es (...) immer um An- und Ab-
wesenheiten, und die Musik greift - wie auch bei Scelsi - nach dem, was jenseits liegt“.”

3 Liineburg Barbara, Tim Rutherford-Johnson, Beyond Jenseits. Booklet, CD COV 61302, Darmstadt 2013, 3.

4 J.S. Bach: Partita in D-moll, G. Scelsi: LAme aillée (1973), Xynobis (1964).

5 Lineburg Barbara, Tim Rutherford-Johnson, Beyond Jenseits. Booklet, CD COV 61302, Darmstadt 2013, 3.

6 Ibid.

7 “Bach hatte die Partita in Gedenken an seine erste Frau Maria Barbara geschrieben, (...) die 1720 gestorben war*. In: Lineburg,
Rutherford-Johnson, Beyond Jenseits, 4.

8 Ibid, 5.

9 1Ibid, 5.
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Scelsi selbst thematisiert in seinen musikphilosophischen Reflexionen!, das
Verhiltnis Klang und Musik: ,Die Musik kann nicht ohne den Klang existieren, der
Klang jedoch ohne die Musik; folglich ist der Klang wichtiger als die Musik.“"" Das
Ubergeordnete des Klangs tiber der Musik und Scelsis Uberzeugung ,Klang und
Kosmos befinden sich in stindiger Vibration und Resonanz”'? bestimmten ab den
frihen funfziger Jahren Scelsis ktinstlerisches Werk.

Zu den Begriffen:

Begeben wir uns erst auf die Spur einer Differenzierung und Feinstimmung der
durch das Thema vorgegebenen Begriffe des ,Heiligen“ und des ,Profanen® auch aus
etymologischer Sicht, so erweist sich, dass das Adjektiv ,heilig*, mittelhochdeutsch Zeilec,
heilic, althochdeutsch heil, heilag, altsichsisch hélag, germanisch hailaga- Adj. ,heilig,
mit Heil versehen*, auch in altenglisch halig, seine Zugehorigkeit zum Substantiv ,Heil“
bildet. Dieses Substantiv ,Heil* ist jedoch nicht eine einfache Substantivierung und unter
Umstidnden etymologisch mit dem Adjektiv ,heil“ gar nicht verwandt. Das Adjektiv ,heil®
mittelhochdeutsch ,heil¢, bedeutet ,heil, ganz, gesund‘. Diesem am nichsten steht das
altkirchenslawische ,céli“ und bedeutet ,gesund, ganz, unversehrt*.!?

Das Adjektiv ,profan® bedeutet ,weltlich, alltidglich“. Entlehnt aus dem Lateinischen
profanus, eigentlich ,vor dem heiligen Bezirk liegend*, pro, zu, lat. Fanum ,ein heiliger,
der Gottheit geweihter Ort“.'

Die Deutung der Begriffe ,das Heilige“ als ,Ganzheitlichkeit, Ganzheit“ und
,profan“ als den ,Zutritt und Ubergang zum heiligen Ort*, lige nun beim ,Kom-
ponisten’ Giacinto Scelsi nahe, zumal Scelsi ,sich selbst nicht als Komponist (von
componere=zusammenfiigen) bezeichnen wollte. Seine Musik hebt sich gewissermafien
uber das Artefaktische hinweg, sie erscheint weniger als etwas ,Gemachtes', als vielmehr
als etwas, das sich ereignet. Mitunter hat man als Horer den Eindruck, sie entstehe ge-
wissermafden aus sich selbst heraus“.

Scelsi ging ,in Europa einen auRereuropiischen Weg“!s und besonders die Uberliefe-
rungssituation schriftloser Musiktradierungen' entsprachen ganz seiner Auffassung ein

10 Giacinto Scelsi, Les anges sont ailleurs... . Textes et inédits et commentés par Sharon Kanach. Bd. 1, Actes Sud, 2006; Giacinto
Scelsi, Lhomme du son. Sharon Kanach, Hg., Bd. 2, 0. A., Actes sud 2006, Giacinto Scelsi, 7/ sogno 101, (Hg.) Luciano Martinis
und Alessandra Carlotta Pellegrini, Macerata 2010, Actes Sud, 2006. Das Archiv der Fondazione Isabella Scelsi steht seit Mai
2009 einer interessierten Offentlichkeit zur Verfiigung.

11  Giacinto Scelsi, Les anges sont ailleurs, 125.

12 Ibid, 127. (Ubers. d. d. Autorin).

13 Kluge, Etymologisches Worterbuch der deutschen Sprache, beab. Elmar Seebold (Berlin, Boston, 2011), 404.

14 Kluge, Etymologisches Worterbuch der ..., 724.

15 Robert Jungwirth, /m Inneren der Klédnge, http://www klassikinfo.de/Kontinent-Scelsi.287.0.html. Recherchiert 1. 11. 2013.

16 Stiebler, Ernstalbrecht, Einsam zwischen den Welten, MusikTexte (K6ln, 1988), 25.

17, Dieser kulturellen Tradition und Erinnerungsform entspricht ein zyklisches Zeitgefiihl. Die Zeit wird nicht fortschreitend, son-
dern als ewige Wiederholung begriffen; in den Festen und Ritualen wird das Wiederkehrende betont. In den Schriftkulturen des
Alphabets hingegen 16st ein Denken in fortlaufender (linearer?) Zeit das zyklische Zeitdenken ab. Es entsteht das Bedurfnis, das
alte Wissen durch neues Wissen zu ersetzten. Diesem Umstand verdankt das Abendland seinen Glauben an den ,Fortschritt' und
seine Neu-Gier die Uberzeugung, dass das Neue immer besser ist als das Alte.“ Inge Stephan u. Christina von Braun, ,Einleitung®,
in Genderstudien. Eine Einfiihrung, Hrsg., Christina von Braun u. Inge Stephan Stuttgart (Weimar (Metzler), 2000), 21.
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kreatives Werk direkt und unmittelbar, also nicht tiber den Weg der Schrift, zu schaffen.
Zu Scelsis Alltag und Lebensweise in seinem Haus in der Via di San Teodoro in Rom,
gehorten tigliche Yogatibungen, Meditationen Giber mehrere Stunden als Vorbereitung
fur seine ,Improvisationen® auf seinen Ondiolen, (frithe elektronische Tasteninstrumen-
te), Gitarre, Blasinstrumenten aus Indien u. Tibet, u. a. m., zum Tagesablauf. Er nahm
diese Klinge auf Tonband auf, traf darauthin die Entscheidung, welche Teile aus dem
aufgezeichneten akustischen Material er fir ein Werk vorsah und liefd diese anschlie-
Bend von Profimusikern transkribieren. Dass Scelsi der Zugang zum europiischen,
akademischen (Konzert-und Auffihrungs-)Betrieb der Avant-Garde im 20. Jahrhundert
lange Zeit verwehrt war, steht mit dieser Art der Werkgenese auBer Frage.

Trotzdem war Scelsi mit Komponisten und Interpretinnen wie der Japanerin und
wichtigsten Interpretin von Scelsis Vokalwerken, Michiko Hirayama, mit John Cage,
dem indische Sitar-Virtuosen Ravi Shankar um nur einige zu nennen, eng befreundet
und stand mit ihnen in regem Austausch. Gemeinsam war diesen KiinstlerInnenperson-
lichkeiten, dass auch sie besonders von 6stlichen Philosophien und Weltanschauungen
gepriagt waren oder darin aufgewachsen und sozialisiert waren. Zentral bei allen ist, dass
sich diese Inhalte bis in ihr kiinstlerisch-kreatives Schaffen konsequent fortsetzten. Die
Asienrezeption der Komponisten Karlheinz Stockhausen und John Cage ist bekannt,
,Stockhausens Japan-Aufenthalt 1966 und die daran anschlieBende Asien-Reise, John
Cages Beschiftigung mit asiatischer Philosophie? ist dokumentiert und belegt.?! Die Ak-
zeptanz Ostlicher Philosophien und Weltanschauungen war in den USA jedoch wesentlich
hoher als in Europa und ihre Anfinge liegen bereits im 19. Jahrhundert*?. Helga de La
Motte-Haber zeigt am Beispiel der Entwicklung der Aleatorik, dass die neuen Komposi-
tionskonzepte bei John Cage auch auf Grund neuer Bezugssysteme und Philosophien
Asiens begriindeten und entstanden sind:

Der Zufall hat fiir die amerikanische Musik eine andere Bedeutung. Er wurde von
den steuernden Impulsen eines Individuums, die ihn eigentlich in sein Gegenteil ver-
kehrten, befreit. Er wurde befreit von Psychologie. Als John Cage 1952 in der Music
of Changes den Zufall zum ersten Mal spielen liefs, vertraute er auf etwas aujserhalb
seiner subjektiven Intention Liegendes, er tiberliefs die Entscheidungen tiber Zu-
sammenkldnge, indem er das I Ging zu Rate zog, externen Techniken und versuchte
nicht, den Zufall in freien Assoziationen aus seinem eigenen Inneren aufsteigen zu
lassen. Das Vertrauen auf ein Prinzip, das der menschlichen Vernunft entzogen ist,
basiert auf einer von den europdiischen Vorstellungen verschiedenen amerikanischen
Tradition, in der der Mensch als Teil des Universums Natur begriffen wurde. Diese Idee

18 Die Begriffe Improvisation‘, Komposition‘, , Komponist, sind in Verbindung mit Scelsi unter Anfithrungszeichen gesetzt, da
sich bei ihm der Konnotationsraum erheblich erweitert.

19 Erstim Eigenverlag, ab den frithen siebziger Jahren verlegte der franzosische Salabert Verlag Scelsis Werke.

20 Christian Utz, Neue Musik und Interkulturalitiit (Wien, 2002).

21 Ursula Baats, ,Resonanz des weifen Unbewegten - Die Asienrezeption bei Giacinto Scelsi®, Vortrag im Symposion , Giacinto
Scelsi: Asthetische Dimension und kompositorischer Prozess“von 21.-23.1. 2012 am Institut fiir Musikisthetik der Kunstuniversitit
Graz.

22 Erstes Weltparlament der Religionen in Chicago/USA im September 1883. http://de.wikipedia.org/wiki/Weltparlament_der_Re-
ligionen. Recherchiert am 1. 11. 2013.
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einer Verbundenheit mit einer umfassenderen Ganzheit wurde im 19. Jahrhundert
von den amerikanischen Transzendentalisten entwickell und liefs sich, wie der Ein-
Sluss ostlicher Philosophien zeigt, (...) mit der Annahme einer All-Seele verbinden.?

Dieses ,Vertrauen auf etwas auerhalb seiner subjektiven Intention Liegendes**
bedeutete fiir die Arbeitsweise Scelsis, dass er sich, keinesfalls endsubjektivierend,
bzw. ,durch Tilgung jeglichen subjektiven Ausdrucks“®® aus dem Klanggeschehen
herausnahm, sondern nicht mehr mit dem ,Denken‘ identifizierend, vom ,Gedanken-
larm* in einer Meditationen auf sein Improvisieren‘ vorbereitete und solcherart kon-
zentriert und fokussiert am Instrument (Ondiola z. B.) den mikrotonalen Bewegungen
des Klangs nachspirte. Eine Entsprechung fir seine Klangvorstellung fand er beim
amerikanischen Komponisten und Maler Dane Rudhyar®, der konstatierte, ,der innere
Raum innerhalb des Tones selbst ist differenzierbar in vielerlei Arten, gemif3 seiner
zahlreichen Proportionen*?.

Scelsi stellte mit seiner von 6stlichen Philosophien geprigten Klangvorstellung von
der Einheit von Welt und Kosmos, einen existentiell-metaphorischen Zusammenhang
zwischen den ,Vibrationen des Klangs in Verbindung mit dem Gottlichen“®® her, beides
steht in stindiger gegenseitiger Resonanz, als wellenartige ,Bewegung des Unbeweg-
ten®, jener ,Chiffre Scelsis fiir die Dimension von Transzendenz“®. In seinen Worten:
,Le Son est le premier mouvement de 'Immobile“3° (Der Klang ist die erste Bewegung
des Unbewegten, Ubers. d. d. Autorin). In seinem Essay ,Son et Musique* spricht Scelsi
vom ,le Yoga du Son, “** (das Yoga des Klangs), denn ,der Klang ist der Ursprung des
Kosmos. Das Wort, die Sprache bringen das Universum hervor“®, Scelsi fuhrt dazu aus,
dass fur ihn ,der Grofteil der ,Inspirationen‘ [das ,Einhauchen‘] immer im Kontakt mit
dem Kosmos entsteht, nicht mehr, aber auch nicht weniger“®. Denn ,in Indien ist der
Klang der Ursprung des Kosmos. Das Wort, die Sprache bringt das Universum hervor*.
Besonders die menschliche Stimme war fiir Scelsi damit eine Trigerinnen des ,wahren
Klangs* (,son juste“ Ubersetzung d. d. Autorin), der sich tiber die monodische mensch-

23 HelgadelaMotte-Haber, ,Musik als ,innerweltliche Erlosung“. Zum Wandel des Transzendenzbegriffes in den letzten zweihundert
Jahren*, in Entgrenzungen in der Musik, Hrsg., Otto Kolleritsch, Studien zur Wertungsforschung Bd. 18 (Wien, Graz, 1987), 47.

24 Helga de la Motte-Haber, Musik als ,innerweltliche Erlosung*, 47.

25 Helga de la Motte-Haber, Musik als ,innerweltliche Erlosung®, 47.

26 Der amerikanische Komponist, Maler und Philosoph Dane Rudhyar (1895-1985) war besonders von den hinduistischen Mu-
siktraditionen, sowie dem Werk Rudolf Steiners beeinflusst. Rudhyars Schriften tiber den Klang waren fir Giacinto Scelsi und
sein Werk von groer Bedeutung.

27 Dane Rudhyar, ,;The Rebirth of Hindu Music®, [1928], 65, in Deniz Ertan, Dane Rudhyar. His Music, Thought and Art (Roch-

ester, USA, 2009). Zit. nach: Gregory Reish, The transformation of Giacinto Scelsis musical Style and Aesthetics, 1929-1959.
Dissertation, University of Georgia, 2001, 112.(Ubersetzung d. d. Autorin).
Am Anfang der 1970 Jahre, werden die Spektralistinnen diese Klangvorstellungen Scelsis aufgreifen und nicht zuletzt durch
ihn die ,Musique Spectral‘ daraus entwickeln. (Tristan Murail war in Rom oftmals bei Scelsi und griindete darauf sein Ensemble
Lltinéraire in Paris). Zitiert nach: Thierry Alla, Scelsi/Murail - ondes croisées, in: Giacinto Scelsi aujourd hui, Hrsg., Pierre-Albert
Castanet, Paris, 2008, 323.

28 Scelsi, Giacinto, ,Son et musique*, 129, (Ubers. d. d. Autorin).

29 Ursula Baats, ,Resonanz des weien Unbewegten ...*.

30 Scelsi, Giacinto, ,Son et musique*, in Scelsi, Giacinto, Les anges sont ailleurs... . Textes et inédits recueillés et commentés par
Sharon Kanach , (o. A.) 20006, 128.

31 Scelsi, Giacinto, ,Son et musique*129, (Ubers. d. d. Autorin).

32 Ibid, 128. (Ubers. d. d. Autorin).

33 Ibid,, 135. (Ubers. d. d. Autorin).
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liche Stimme oder uber ein einzelnes Instrument besser ausdriicken kann, als tiber das
Orchester- oder symphonische Werk.“3

Trager und ,verbindendes Medium* war folglich der Atem. Im Bewegungsgestus des
Ein- und Ausatmens, jenem ,spiro‘ erschliefdt sich damit auch eine direkte kérperliche
Dimension der Klangempfindung tber die Sinneswahrnehmung mit dem Potential,
dass ,eine wertungsfreie Beziechung zum Klang“*® wirksam wird, darin sich ein kreativer
Raum offnet und mit ihm ein Spannungszustand ,erzeugt’ werden kann, der diesen
Raum, offenzuhalten vermag.

Die Konsequenzen die Scelsi fur die Bedeutung musikalischer Parameter zieht, fasst
er in seinen Essay ,Sens de la musique*:

,[I]/n der Beschreibung der vier Grundelemente Rhythmus, Affektivitdt, Intellekt und
Psyche, gleichbedeutend mit Rhythmus, Melodik, Harmonik und Formbau - (...)
mehrfach der Begriff einer transzendierenden magischen Kraft wieder[kehrt], (...)
Ach wiirde sagen (...), dass der Mensch durch den Rhythmus am Leben des Weltalls
teilnimmt, welches Schwingung des Grundimpulses ist, des Lebensdrangs, der Dauer.
Durch die Gemiitserregung erlebt er die Leidenscharft, die aufkosmische Weise durch
ihn hindurchgeht, mit der Affektivitdit hiingen seine Freuden und Leiden zusammen,
(...). Durch sein Seelenleben tritt der Mensch aus der individuellen Zeit heraus und
gelangt zur absoluten Zeit, zur Ewigkeit.“3’

Der kreative Raum einer ,nicht instrumentalisierte[n], sondern geldste[n] Qualitit von
Freiheit“*®, jenseits eines Machtanspruchs, konnte auch Scelsis Verstindnis von Spirituali-
tat* niher bezeichnen und dartiber hinaus jenes der Mystik, die fir ihn eine tibergeord-
nete Kategorie tiber die Religion darstellt, nach der Entsprechung zu ,Klang und Musik*:

“La musique a besoin du Son, il me semble l'avoir déja dit, mais le Son peut exister
sans la musique. La religion a besoin de la Mystique; mais la Mystique peut exister
sans la Religion.”

[,Die Musik braucht den Klang, mir scheint, das habe ich schon gesagt, aber der
Klang kann ohne die Musik existieren. Die Religion braucht die Mystik, aber die
Mystik kann ohne die Religion existieren. (Ubers. d. d. Autorin)]

34 ,In Indien ist der Klang der Ursprung des Kosmos. Das Wort, die Sprache bringt das Universum hervor*, so Scelsi in seinem
Essay. Die menschliche Stimme oder ein einzelnes Instrument waren fur Scelsi die Trigerinnen des ,wahrhaftigen Klangs®
(Son juste®) und weiter: ,deshalb denke ich, dass die Monodie diese Wahrhaftigkeit des Klangs (,justesse*) leichter vermitteln
kann als ein Orchester- oder symphonisches Werk*. (Ubers. d. d. Autorin). Giacinto Scelsi, ,Son et musique*;129.

35 Ulrike Sowodniok, Stimmklang und Freiheit, Zur auditiven Wissenschaft des Korpers (Transcript-Verlag Bielefeld, 20113), 167.

36 Giacinto Scelsi, Sens de la musique, in Scelsi, Giacinto, Les anges sont ailleurs... . Textes et inédits recueillés et commentés par
Sharon Kanach , 87. Zit. nach: Hubert Stuppner, ,Giacinto Scelsi, ein aristokratischer Einzelginger*, in Brennpunkt Nono.
Programmbheft der Salzburger Festspiele Zeifluss Festival ~93, Hg., Josef Hausler, 32.

37 Hubert Stuppner, Giacinto Scelsi, ein aristokratischer Einzelgdnger, 32.

38 Ulrike Sowodniok, Stimmklang und Freiheit, 201.

39 Eine eingehende Definition des Begriffs ,Spiritualitit* findet sich bei Marcel Cobussen: Thresholds: Rethinking Spirituality
Through Music (Hampshire, 2008), 44ft.

40 Giacinto Scelsi, [Force Cosmique Du Son], (eckige Klammer d. d. Herausgeberin Sharon Kanach) in: G. Scelsi, Les anges sont
ailleurs, 153.
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Das ,Denken in und tiber Musik‘, bedarf ebenso einer niheren Definition und Jo-
hannes Menke stellt diese seinen Analysen der beiden Werke Konx-Om-Pax bzw. Tre
canti sacri, zum grundsitzlichen Verstindnis von Rationalitit bei Scelsi, voran:

,Nicht denken - heifst es im Octologo, jenem kiinstlerischen und weltanschaulichen
Credo Scelsis und weiter ,lass diejenigen denken / die es nétig haben / zu denken ",
Zundichst scheint es, als handle es sich hier um die snobistische AufSerung eines
Aristokraten, die man entweder von sich weist oder aber nicht ernst nimmt. Es ist
aber noch eine zweite Lesart denkbar: gemeint ist vielleicht nicht die Ablehnung von
Denken im Sinne von Verstandestdtigkeit tiberhaupt, sondern die Ablehnung einer
bestimmten Art von Rationalitdit. Die erhellt sich beim achten Satz des Octologo:
JVerringert nicht / den Sinn dessen / was ihr nicht versteht. Genau das wdire einer
Jalschen® Rationalitdt anzulasten: dass sie den Sinn der Wirklichkeit verringert,
weil sie nicht wahrhaben will, dass es Dinge gibt, die sich ihrem Zugriff entziehen.
Scelsi wehrt sich also gegen eine Rationalitdit, die auf Machtexpansion aus ist, ge-
gen eine Rationalildt, die sich die gesamte Lebenswirklichkeit unterwerfen will, die,
hierarchisch, bifurkativ und dichotomisch, den Anspruch erhebt, Welt erkldren und
beherrschen zu kénnen. “*

Von grofler Aussagekraft ist hier, die ,Selbstbeschrinkung von Rationalitit (...) als
operative Funktion“®3, dem einher ginge damit auch ein bewusster Verzicht auf Macht
und Kontrolle wihrend des kreativen Prozesses zugunsten einer konzentrierten Perzep-
tionssituation um in das Innere des Klangs zu gelangen, aber auch um Inhalte, Codes
und Kontexte abendlindischer Musiktraditionen zu erweitern und ihnen am Beispiel
des Werks Scelsis gidnzlich neue Ebenen auch in der Rezeption als bisher noch unerhérte
,Obertone“ in der Musik zu erschlieRen.

Im Orchesterwerk mit christlich-abendlidndischen Beziigen Konx-Om-Pax fur
gemischten Chor, Orgel und Orchester, mit drei formalen Teilen: ,,Drei Aspekte des
Klangs: als ,erste Bewegung des Unbeweglichen, als kreative Kraft, als die Silbe Om,
die die unpersonliche Wahrheit bedeutet (1969; UA, Venedig, 1970), liegt der Gedanke
nahe, die drei Stiicke auf entscheidende Glaubensmysterien zu beziehen, die mit seiner
[Jesus Christus] Person verknupft sind.“!* Scelsi verwendet darin zwar lateinische Tex-
te®, jedoch folgt er weder bei liturgischen Abliufen streng den textlichen Quellen. Die
Schlisse die Johannes Menke zieht sind dazu duRerst aufschlussreich, denn ,[d]ieser
konkrete Bezug zum spezifisch christlichen Verstindnis kann nicht ausgeschlossen
werden, er ist naheliegend, nicht zwingend®, dazu merkt Menke weiter an:

41 Zit. nach: Anderson, Verhaltensnormen, Regeln und Réume, 1999, 47 (Funote). Zitiert nach: Johannes Menke, Pax. Analyse
bei Giacinto Scelsi: Tre canti sacri und Konx-Om-Pax, Sinefonia Bd. 1, Hofheim (2004): 13.
42 Menke, Pax. Analyse bei ..., 13.
43 Ibid..
44 Menke, Pax. Analyse bei ..., 33.
45 Aufzihlung und Zuordnung bei Johannes Menke, Pax. Analyse bei Giacinto Scelsi, S. 33:
L. Angelus Domini nuntiavit Mariae, concepit de spiritu sancto. Verktindigung/Geburt/Inkarnation. Gestus: Erzihlung.
1. Requiem aeternam dona eis Domine. Tod/Furbitte/Hoffnung auf ewige[s? sic!] Leben. Gestus: Bitte
IIL Gloria in excelsis Deo et in terra pax hominibus nonae voluntatis. Verherrlichung/Friede. Gestus: Lobpreis.

59



MUZIKOLOSKI ZBORNIK ¢« MUSICOLOGICAL ANNUAL L/2

,Dies zeigt auch, wie behutsam Scelsi die Texte ausgewdhit hat. Sie formulieren
allgemeine Aussagen des Christentums, die weder kRonfessionell noch dogmatisch
eindeutig fixiert sind, ohne dass eine solche Fixierung ausgeschlossen wdire. Scelsi
nimmt auch hier die Position der Mitte ein, er fungiert als Vermittler zwischen li-
turgisch benutzten christlichen Glaubensinhalten und einer allgemein-menschlich
verstandenen Religiosildil. Die verwendeten Texte kénnen auch im Sinn einer tiber
das Christentum hinausweisenden Spiritualildt interpretiert werden. Auch die Wahl
der lateinischen Sprache (..), kann im Sinn einer tibernational, tiberkonfessionellen
und in gewisser Weise auch zeitiibergreifende aufgefasst werden. “

Das Wort Pax erhilt im letzten Teil besondere Bedeutung und Gehalt:

L[ Scelsi] stellt das Wort PAX ins Zentrum des musikalischen Geschehens. In diesem Wort
verdichtet sich der Satz zur Kernaussage. ,PAX “ stellt indes einen Bezug zu Requiem*des
zweiten Sttickes her. Friede den Toten (requiem) und Friede den Lebenden ,pax* Damit
verdichtet sich der Text — wie im Messoffizium - zur abschliefsenden nachdriicklichen
bitte um ,pax’; in allem Bedeutungsreichtum dieses Worts, wie es das deutsche Wort , Frie-
de“ nur begrenzt hergibt. Die moglichen christlich-dogmatischen Konnotationen treten
in den Hintergrund, wenn die finale Ausrichtung des Zyklus in ,pax* gipfelt. Aus den
kollektiven Bildern der christlichen Tradition tritt das letzte gleichsam nach aujsen. Auch
die Musik scheint in einer einmaligen Geste iiber sich selbst hinausweisen zu wollen. “

Die Mehrdimensionalitit des Werks bei der Wahrnehmung von Musik, Text und Klang,
tritt nun durch Mystifizierung der ,eigenen* abendlidndischen Traditionen zu Tage, ,handelt
[es] sich jedoch nicht um bekenntnishafte geistliche Musik. Scelsi arbeitet mit christlichen
Konnotationen, vermeidet jedoch sowohl Bekenntnis als auch Ablehnung. Sein Thema
ist die Andeutung von kollektiven Bildern oder Archetypen im Sinne C. G. Jungs“Y. Das
Werk offnet den Raum und ,die moglichen christlich-dogmatischen Konnotationen tre-
ten in den Hintergrund, wenn die finale Ausrichtung des Zyklus in ,pax“ gipfelt. Aus den
kollektiven Bildern der christlichen Tradition tritt das letzte gleichsam nach aufden. Auch
die Musik scheint in einer einmaligen Geste tiber sich selbst hinausweisen zu wollen.“

Christian Utz kommt in seinen Studien zur Wahrnehmung formaler Prozesse in den
Werken ,Aintsi (1974) fir Klavier mit Verzerrer bzw. dem 5. Streichquartett (1984/85),
dem ersten Satz von Konx-Om-Pax (1968), (...) oder Elohim (1965/1967?)“%, durch die
Lteils jvektoriell* ausgerichtete[n] Bogenform“? besonders unter Einbeziehung des
originiren Tonbandmaterials, welches Johannes Menke fiir seine Analysen (2004) noch
nicht zur Verfigung stand, zu den einzelnen Werken, zum Ergebnis, dass ,der rituelle
Charakter, der sich in der Bogenform andeutet, aber dort meist von direktionalen Pro-
zessen Uberlagert wird, (...) sich hier noch elementarer und nachhaltiger [manifestiert].>!

46 Menke, Pax. Analyse bei ..., 35.

47 Ibid,, 34.

48 Ibid,, 35.

49  Christian Utz, ,Scelsi horen. Zur Interaktion zwischen Echtzeitwahrnehmung und Formimagination der Musik Giacinto Scelsis®,
Vortrag beim Symposion , Giacinto Scelsi: Asthetische Dimension und kompositorischer Prozess“von 21.-23.1. 2012 am Institut
fiir Musikisthetik der Kunstuniversitit Graz.

50 Ibid.

51 1Ibid.
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Ritualhafte Formen, insistierenden Klinge, die auch innerhalb ihrer Binnenstruktur, den
einzelnen Ton, in mikrotonalen Bewegungen umkreisen, lassen schlielich beim Hoéren
lineare und nicht-lineare Zeitwahrnehmung ineinanderflieRen.

Scelsi perzeptuiert nun,

wden Klang im Einzelton als einen unendlich kleinen Partikel einer zeitlosen, unendli-
chen, wellenartigen Energie und aus diesem Grund einer grenzenlosen Welt des Klangs.
Er versteht die Klangfarbe, Dynamic, mikrotonale Ausbreitung einer einzelnen Note
in seinem reifen Werk als ,Aktivierung* zeitlich, gebundene Projektionen einer nicht-
zeitlich, unbegrenzten klangliche Realitdit. Denn die wahre Natur kiinstlerischen Tuns
ist bestimmt von spirituellen und metaphysischen Dimensionen, Scelsis Konzeption
des Kiinstlers und des kreativen Prozesses hatte sich in diesen Jahren radikal transfor-
miert. Mehr als nur ein Handwerker zu sein, erscheint der Kiinstler als jemand, der
auch mit mystischer Kraft gesegnet war, dazu imstande eine tibergeordnete Realildit
zu entdecken und diese Erfahrungen tiber die Kunst auszudriicken. 2

Scelsi spricht hier die Funktion des Kunstlers/der Kiinstlerin an, die sich jenseits von
Machtanspruch und Kontrolle fiir den kreativen Prozess, zu 6ffnen vermégen.” Ob nun
Luigi Nono jener ,inneren, geheimeren Welt“ in seinem Streichquartett ,Fragmente —
Stille. An Diotima“ des Jahres 1980 auf der Spur war, ob eine Bjork unserer Tage von
den geheimen, inneren Riumen, den ,hidden places“ singt, oder ob in Beat Furrers
Oper Nuun die Gottin fihig war, die Zeit anzuhalten, genau dort an diesen Briichen
und Zeitbriichen - ist dieser Raum offen.

Fazit

Besonders in seiner zweiten Schaffensphase ist Scelsi hyperrealen Klangriumen
auf der Spur, indem er nicht einzelne Tone aneinandergereihte, wie dies das Diktum
der europiisch-westlichen Musiktradition war, sondern den Klangkosmos eines Tones
und seinem mikrotonalen Klangspektrum erforschte. Scelsi folgte dem Klang meditativ
wihrend seines ,Improvisierens’, indem er selbst als ,Medium' fungierte und sich dieser
Bewegung des Klangs offnete. Auf seinem Weg zum kiinstlerisch-schopferischen Aus-
druck konnte er sich damit jenseits einer Trennung von ,Heilig und Profan“ in ihrem
urspringlichen Wortsinn befunden haben, gemif dem griechischen ,mystés*im Sinne
von ,einer, der die Augen schlie3t' und nach geheimnisvoller Einswerdung’ (ml. m stica
unio)> sucht. Scelsi konnte damit jener Ontologie der sich entwickelnden Energien auf
der langen Strecke zwischen zwei Halbtonen auf der Spur gewesen sein, wo allein der
innere Klang selbst zum Mysterium wird.

52 Gregory Reish, The transformation of Giacinto Scelsis musical Style and Aesthetics, 1929-1959 (Dissertation, University of
Georgia, 2001), 76. (Ubers. d. d. Autorin)

53 Fur den amerikanische Jazzbassist Charlie Haden (* 6. August 1937 in Shenandoah, Iowa) zum Beispiel ist Improvisation ohne
Spiritualitit undenkbar: \Wenn ich spiele, denke ich an das Holz meines Instruments. Ich mochte, dass das Holz klingt. Ich
mochte wie ein Regenwald klingen®. Gehdrt, &1 Magazin, Dezember 2013, 41.

54 Kluge, Etymologisches Worterbuch der ..., 644.
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POVZETEK

Giacinto Scelsi, italijanski skladatelj in aristokrat,
je bil izjema v zgodovini glasbe 20. stoletja. Bil je
obstranec, odsoten z odrov in koncertnih dvoran
akademskih krogov. Pripadal je tesno povezani
kozmopolitski subkulturi, ki mu je omogocala
globalno delovanje. Priblizevanje vzhodni filo-
zofiji in glasbeni tradiciji je postalo, po globoki
psihi¢ni in telesni krizi v zgodnjih petdesetih letih,
njegova osrednja ustvarjalna strategija. Kozmos
posameznega tona s svojim spektrom alikvotnih
tonov je postal sredisc¢e njegovih improvizacij.
Potovanje v duhovno dimenzijo ga je privedlo
do preoblikovanja globine glasbe, ki jo je - ob
visini in dolzini - poimenoval tretja dimenzija
zvoka. Glasbene preobrazbe in dinamika cikli¢nih
procesov, eksperimentiranje s ¢asovnimi plastmi
je odrazalo drugacne in diferencirane nacine rav-
nanja z glasbeno obliko in zgradbo zvoka. Scelsiju
sta mikrotonalnost in oscilatorski zvok dajala
moznost uresnicitve zvo¢ne predstave: "Glasba
ne more obstajati brez zvoka, zvok lahko obstaja
brez glasbe, zato je zvok pomembnejsi od glasbe.”
Med improviziranjem je Scelsi sledil gibajo¢emu se
zvoku in ga razumel kot “gibanje nepremicnega”,

svojo Sifro zvoka. Njegovo zanimanje za analizo
sanj in Jungovo novo interpretacijo ¢lovekove du-
Sevnosti s pomocjo "raziskovanja psihoanaliti¢ne
narekovanosti sanj, mitskih motivov in okultnih
pojavov, ga je (Junga) vodilo ’kolektivnemu ne-
zavednemu, doktrini o arhetipskem in procesu
individualizacije’. A primer Freud proti Jungu kaze
tudi stalen konflikt znotraj zahodne, evropske
kulture 20. stoletja, v kateri obstajajo mocne sile
nadzora in partikularizma, skepticizma in proti-
skepticizma, dve polji, ki bi jih lahko priblizno
opisali kot 'racionalno-izobrazbeno-znanstveno’ in
iracionalno-misti¢no-spekulativno’>> Njun konflikt
je biljasno prepoznaven tudi znotraj mikrokozmosa
sodobne glasbe: na primeru recepcije Johna Cagea,
mutatis mutandis, Scelsija.” Scelsi je, ob odrekanju
mociin nadzoru, poudarjanju pomena misticnega
in ustvarjalni drzi "medija”, odprtega prostora za
ustvarjalni tok, sledil ontologiji razvijajocih se ener-
gij, v kateri je misterij notranji zvok sam. Morda je bil
tako sposoben zdruziti obe strani (morda umetno
postavljenega) zidu med sakralnim in profanim
v en, enovit prostor poduhovljene ustvarjalnosti.

Prevod naslova, izvlecka in povzetka Ales Nagode.

55 Berno Odo Polzer, ,Aktuelles aus der Vergangenheit. Zur vergessenen Musikkonzeption des Jani Christou®, in Katalog Wien
Modern 2003, hrsg. von Berno Odo Polzer und Thomas Schifer (Saarbrticken: Pfau, 2003), 19-25. (Translation: E. R.)
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ABSTRACT

The oratorio Radomir’s Psalms op. 47 (1999) by
Dimitrije Buzarovski addresses Orthodox chant
in a Western tradition, embedding Eastern modal
monodic sacred and folk tradition into Western
polyphonic sacred and secular tonal forms. The
work is also an example of the influence of the cultu-
ral environmentupon shaping of the musical ideas.

Dimitrije Buzarovski (born 1952) is undoubtedly one of the most prolific contem-
porary Macedonian composers. His opus contains four large groups of musical works:
original works (63 opuses), arrangements (42 opuses), theater and film music, sig-
nature tunes (37 opuses), and unclassified works (10 opuses). The 63 opuses (the lat-
est one being the 7rio Sonata from 2013), could be further divided into five groups:
1) Symphonies and orchestral works (four symphonies, ouverture); 2) Oratorios and
stage works (three oratorios, two ballets, two operas); 3) Concertos (seven concertos);
4) Song cycles and chamber music (ten song cycles, sonatas for different instruments
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with piano accompaniment etc.) and 5) Piano works (three sonatas and sonatina, vari-
ations for two pianos, 13 nocturnes). This classification was developed by Buzarovski
when he established BuzAr (Buzarovski Archive), which is

a digital collection of video, audio, photos, books, papers, scores and other artifacts
related to Balkan Cultures and Traditions. The collection is based on Dimitrije Buza-
rouvski’s musical scores, performances, video and audio recordings, digitizing of cultural
heritage, musicological and ethnomusicological works (Buzarovski Archive 2012).

Buzarovski Archive and particularly the part which is related to his musical opus,
is an example of highly organized digital archive, where different artifacts (audio,
video, MIDI, graphic materials - scores and photos, and text - articles, reviews etc.)
are accompanied by diversified metadata for easy search and retrieval of the related
artifacts. At the moment, BuzAr possesses almost two terabytes of digitized material,
among them eight collections with folklore materials from the central Balkan region
(see About BuzAr, 2012).

The oratorio Radomir’s Psalms, marked as opus 47, is one of the three Buzarovski’s
oratorios (the other two are Zhiveeme pametime, 1984 and Ohrid, 1989). The lyrics
of the oratorio are taken from the Radomir’s Book of Psalms. This manuscript is con-
sidered part of the archaic group of the Old Testament religious songs with traces of
Ss. Cyril and Methodius translation during their preparatory period for the Moravian
mission in 863 AD (Makarijoska 1997, 5, 7). In fact, they selected the Book of Psalms
for translation from Greek to Old Slavonic, as one of the “basic, and most used books,
necessary for the regular Christian religious services” (ibid., 5). The linguistic analysis
(paleographic, phonethic, orthographic, morphosynthactic and lexic characteristics)
indicates that the Radomir’s Book of Psalms originated from the central Macedonian
region in the second half of the 13th century (ibid., 107).

The publishing of the intergral version of the Radomir’s Book of Psalms with word
dividers from the fascimile manuscript (originally written in scriptio continua), accom-
panied by an extensive linguistic study by Liljana Makarijoska in 1997, very soon at-
tracted Dimitrije Buzarovski’s interest for this unique work. He was particularly enthu-
siastic with the additions to the psalms, i.e., the Troparions and Prayers, and the lavishly
illuminated text on page 167:

Grjashni Radomir dijak pisa Da ashte i grenbo prostjate i pomjanjate mi otca Rada
A i vas Bog da prosti. (Sinful Radomir, a deacon, wrote: Forgive my transgressions
and remember my father Rado; And God bless you.)

This text was used later as an identifier for this manuscript which was accordingly
named the Radomir’s Book of Psalms.

Buzarovski’s interest in this edition as a possible lyrics basis was also initiated to
the 50th Anniversary of UKIM - Univerzitet “Sv. Kiril i Metodij” (Ss. Cyril and Metho-
dius University) on May 24, 1999, where usually a large musical composition was pre-
miered. Previously, Buzarovski had already won the first prize for the 1989 celebra-
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tion for his oratorio Ohrid. However, due to the wars in the region in the turbulent
1990s the UKIM University Council was not able to make any definitive plans for the
event. Nevertheless, during the summer of 1998, Buzarovski made a decision to write
an oratorio which could be used for the celebration of the UKIM anniversary.! By that
time he already had an experience in writing large-scale vocal and instrumental forms
(three symphonies, two oratorios, two ballets, two operas, several concertos, sonatas
and song cycles) so he could aptly make use of his expertise in the creation of the ora-
torio Radomir’s Psalms.

During the summer 1998 the plot of the oratorio was created through the selection
of psalms and other texts from the Radomir’s Book of Psalms in the following order: (1)
opening text (I, sinful Radomir), (2) 151 psalm referring to the David’s victory over the
Philistines, (3) 32 psalm Rejoyce in the Lord, (4) Troparion (prayer), (5) 51 psalm Wiy
boastest thou thyself in mischief, (6) 84 psalm Mercy and truth are met together, and (7)
150 psalm Praise ye the Lord. Although at the time when the selection was made, one
could hardly believe that another war was looming in the region, this plot reflected the
atmosphere of the conflicts in 1999 and 2001 in, and around Macedonia.

Buzarovski started writing the music in the summer of 1998. At that time the ideo-
logical restrictions which limited the composers to write music with religious content
were already forgotten. After the World War Two, the new socialist regime in Yugoslavia,
i.e., Macedonia, created a very unfriendly environment for religious music. There were
no composers who wrote liturgies, despite the fact that the first Macedonian contem-
porary composer Atanas Badev (1860-1908) wrote The Liturgy of St. John Chrysostom
(first published in Leipzig in 1898) (Ortakov 1982, 62, Ortakov 1986, 150-151) and the
first generation of Macedonian composers (Gajdov, Firfov, Prokopiev, Skalovski) wrote
church music and conducted church chorus until 1943 (Jordanoska and Buzarovski,
2012). The renewed interest began in 1963 when Tomislav Zografski (1934-2000) used
Orthodox chant in a Western tradition for his Zapisi op. 39 for bass and piano. Later on,
Tomislav Zografski (Dimitrije Buzarovski was his first student of composition) wrote
the oratorio Pohvala Kirilu i Metodiju op. 62 (1969), which was awarded by UKIM for
its 1969 anniversary and got the state award “11 October” in 1969.

Zografski’s compositions are a clear example of a successful combination of East-
ern Orthodox chant tradition with Western religious and secular music forms. Because
Orthodox Church bans the use of instruments inside the church, instruments are used
only in the church courtyard, particularly at celebrations of certain saint days with fes-
tivities including folk and popular music. These two Zografski’s compositions are the
first examples of intertwining religious and secular tradition in a vocal/instrumental
form in Macedonian music (Buzarovski 1989).

During the studies with Zografski in the late 1960s, Buzarovski had composed sev-
eral short choral works with Old Slavonic lyrics in Old Slavonic Cyrillic alphabet, but
these compositions were never performed and later the manuscripts were lost. The
first composition which incorporates Slavonic scriptures and Orthodox chant is the
third movement of Buzarovski’s oratorio Ohrid op. 28 (1988) written for soprano, alto,

1  The data were obtained through conversation with Dimitrije Buzarovski in the spring 2013.

65



MUZIKOLOSKI ZBORNIK ¢« MUSICOLOGICAL ANNUAL L/2

tenor, baritone, mixed chorus, symphony orchestra and a synthesizer. Meanwhile, as a
pianist, Buzarovski often performed Zografski’s Zapisi with the baritone Milan Firfov
(1943-2012), and in 1983 he did the TV visualization of Zografski’s oratorio Pohvala
Kirilu i Metodiju.

The next major step in Buzarovski’s opus, where religious and profane are skilfully
mixed, is the song cycle Spiritual songs op. 36 (1991) for soprano, baritone, children’s
chorus and synthesizers. This work combined folk lyrics with religious content in a
manner which Buzarovski defines as multistylistic and multigenre. The impressive lyr-
ics of these folk balads re-compose Bible elements introducing local folk mythology
(e.g. dragons). As the original tune had been lost and only the lyrics were preserved,
Buzarovski’s interval/melodic basis is once again a mixture of the local folk tradition
and Western tonal tradition. This content is accompanied by synthesizers and pop
music rhythms (from the 1980s and early 1990s) performed by a drum machine. The
multistylistic approach is evident through the use of tonal harmonies in the Baroque-
Romanticism range.

The Spiritual songs as well as the oratorio Radomir’s Psalms illustrate Buzarovski’s
“adoption of Benjamin Britten’s principle to write for certain performer(s), audience,
place and time.”? Therefore, the oratorio Radomir’s Psalms was composed to be per-
formed with the orchestra, chorus and soloists of UKIM School of Music. During the
previous years, as Dean of UKIM School of Music (1995-1999), Buzarovski put a lot
of personal energy into developing the school orchestra and chorus by raising funds
for purchasing the necessary instruments (contrabassoon, tuba, English horn, bass
trombone, bass clarinet and percussions); he also organized concerts of the UKIM SM
International Student Orchestra, where foreign conductors and students from Europe
and the US premiered complex orchestral pieces (for instance, Stravinsky’s Le Sacre du
printemps, works by Prokofiev, Dvorak, Wagner, etc) (Frangovska 1999, 54, 55). In addi-
tion, UKIM SM students received grants to attend different European summer schools
and orchestras (Altenburger Musikfestival, Festival junger Kunstler Bayreuth, Darting-
ton International Summer School). As a result, in 1999 the School already had an ex-
perienced orchestra and chorus so the traditional concert of the international student
orchestra was planned for April 1999 in Skopje, with the participation of Conserva-
toire Jean-Philippe Rameau (Le conservatoire a rayonnement régional de Dijon). The
planned program consisted of works by Macedonian and French authors (Buzarovski,
Debussy and Ravel).

Because of the lack of experienced altos among UKIM SM students, Buzarovski
decided to use a second soprano instead. Buzarovski’s long-term cooperation with
the “Piccolo” chorus (Spiritual songs op. 36 and Wedding songs op. 45 in addition to
numerous arrangements of the classical vocal repertoire) resulted in the final selection
of the performing ensemble.

The musicological analysis of the oratorio clearly demonstrates that it is undoubt-
edly a work by a mature and experienced composer who has fully mastered the com-
positional technique: formal structure, harmony, polyphony and orchestration. The

2 Notes from the conversation with Buzarovski.
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composer’s skill to embed Eastern modal monodic sacred and folk tradition into West-
ern polyphonic sacred and secular tonal forms contributes to the unique musical value
of this composition.

The oratorio starts with an opening that resembles Mozart’s Requiem, but the chro-
matic thirds connections in the harmony soon introduce the dominant neoromantic
harmonic approach of the work.

The second movement Psalm 151, is an illustration of Buzarovski’s powerful gov-
erning of the form development. It starts with the flutes/clarinets motives based on
the local folk instrumental (kaval’s ezgija) and vocal tradition (polyphonic singing)
(Example 1).
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Example 1: Psalm 151, measures 1-6.

The drone and the interweaving minor and major seconds are used to produce
a colourful pedal for the diatonic solo of the tenor, doubled in unison with the solo
cello. The next phrase introduces an organ pedal by the brass section. The rest of the
movement rises gradually through addition of new orchestral layers, the transfer of the
support of the tenor melodic line in the strings section, and cutting the rhythm through
smaller note values and faster tempo. The culmination of the movement comes with
the words But I beheaded him with his own sword, followed by the calming 7 removed
the disgrace from the people of Israel. This powerful tenor aria exploits the full potential
of the voice, and illustrates Buzarovski’s profound knowledge of the vocal techniques.

The next movement Psalm 32 Rejoice in the Lord fully supports the joy of the right-
eous. The simple C major triad at the beginning played by the woodwind and brass
section makes a short introduction for the chorus section with clear recitative motives
resembling Russian orthodox tradition, and Prokofiev’s neoclassical approach (Exam-
ple 2). In the conversation with Buzarovski, he pointed out that

the power of nowdays composers is in the collaging of different motives from the pre-
vious music traditions as a basis for new combined development. At the moment any
music surface is fully explored and there is no possibility to invent anything new at
a motive or theme level, no matter whether it is an electronic, acoustic, or combined
instruments composition. The originality comes in the deeper levels, i.e., the further
use of these music materials in larger temporal structures.
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Example 2: Psalm 32, measures 1-3.

On the other hand, quoting Stravinsky, Buzarovski considers that it is impossible
to create a replica of other composer’s work due to the uniqueness of the individual’s

sensibility.

The homophonic beginning is soon transferred into a fugato with a motive in a spe-
cific interval line (a flat, g, d - downward and then upward - d, e, f, g, a, b) (Example 3).
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Example 3: Psalm 32, measures 29-34.

The fugato is based on complex chromatic progressions, very often passing through
polar tonalities. In general, Buzarovski prefers the use of polyphonic structures over ho-
mophony. His opus from all periods abounds in complex polyphonic forms (for instance,
a double theme chromatic fugue in the Baroque suite from All That Dance op. 39 cycle of
variations). The movement further develops through changes between the homophonic
and polyphonic sections, ending with the powerful culmination of the chorus in unison.

The fourth movement Troparion is probably the most emotionally-charged and
beautiful. The somber and sad lyrics of the prayer fully match the soprano melodic
line. The form is built in two parts A and A1; overlaying the second soprano and chang-
ing the orchestration in A1 (there are no examples of literal repetitions in Buzarovski’s
opus). The tubular bells at the beginning of the movement are a direct allusion to the
sacral content of the composition. The dark trills in the deep cellos and basses makes
the fundament for the seventh chords progressions (major, minor, and particularly
half-diminished seventh chords) (mm. 5, 6). The late romantic approach (Bruckner,
Mahler) is evident in the chromaticism of the extremely complex harmonic progres-
sions. The melodic line of the soprano part is an excellent example of building a pow-
erfull culmination through a gradual zigzag upward moving (Example 4) coming to the
highest note - D6 in the first soprano at the end of the movement.
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Example 4: Troparion, measures 33-57.
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Example 5: Psalm 51, measures 1-3.
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The fifth movement starts with the chromatic chaos (Example 5) in ff dynamic,
while the male chorus presents a motive structured in minor seconds (g-flat, f, e, d -
downward). The alterations of the thematic materials combine the minor seconds with
augmented seconds, once again suggesting a link with the local folk traditions. This
highly tensed and aggressive movement support the accusatory character of the lyr-
ics Why boastest thou thyself in mischief,... Thy tongue deviseth mischiefs; like a sharp
razor, working deceitfully... According to Buzarovski he chose this psalm to refer to the
manipulating power of the mass media coverage of modern conflicts.

In terms of composition structure, both fourth, fifth and sixth movement are very
close to his Songs of Peace and War op. 38a, with obvious resemblances in stylistic
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approach, motives, harmonic progressions and the use of polyphony (fourth to the
“Peace,” fifth to the “War,” and sixth to the “Soft Rains”). In addition, the creation of the
Songs of Peace and War for soprano, mezzo-soprano and synthesizers was Buzarovski’s
reaction to the devastating war in 1992 in former Yugoslavia, while Radomir’s Psalms
anticipated the military conflicts in 1999 and 2001.

The sixth movement starts with the diabolic and extremely impressive solo motif
performed by the English horn (Example 6). The soft transition in the flutes/picco-
lo group is presented through diatonic triads as a further preparation for the move-
ment sung by the children’s chorus. This movement is entirely composed in a Verdian
manner, both in its melodic and harmonic structure, and particularly at the end of the
movement where the soloists and the chorus support the leading line of the children’s
chorus (Example 7).
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Example 6: Psalm 51, measures 83-89.
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Example 7: Psalm 84, measures 66-73.
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We have already pointed out the connection of this movement with the last move-
ment of the Songs of Peace and War. According to Buzarovski, these two movements
are unique examples where he composed a whole piece in only one trial. He directly
improvized the song, by singing and playing the piece on a synthesizer, and doing a
parallel MIDI recording. Several weeks later he listened to the MIDI recording and -
contrary to his principle to re-work the compositions several times before the final
release - he realized that the integrity of the both pieces did not allow any further inter-
ventions. He even reconsidered taking out this movement from the oratorio, but at the
end he left it unchanged due to its role in the overall development of the form.

In fact, similar to his other works, Buzarovski pays special attention to the structure
of the form, both on micro and macro level. Although all movements have closed, en-
circled development of their forms, there is a general line which unifies the composi-
tion through the use of the thematic materials, the change of the tonal centres, meter
and rhythm, the orchestration (the change of soloists and choral parts), tempo, dynam-
ics and articulation. The integrity of the work is also evident in the attacca connection
of all seven movements.
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Example 8: Psalm 150, measures 1-4.

The last movement opens with the allusion to the responsorial singing from the Or-
thodox liturgies from Russian origin, (particularly evident in the diatonic triads in the
choral recitatives) (Example 8). The next section uses an interval/melodic line which is
much closer to the Byzantine-Slavonic Ochtoic, but contrary to the monodic structure
of the archaic models, it is presented through a fugato, which is another argument for
the blend of the Eastern/Western and religious/profane elements in this musical piece.
The structure of the movement goes through the recitative/fugato/recitative/fugato/
coda phases. The fugato sections (contrasted with homophonic parts inside the sec-
tion) are again rich in chromatic harmonic progressions.
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The culmination of whole piece is a few measures before the end, provoking the
audience to a spontaneous applause. It is immediately broken by the last measures
with the lyrics Glory Hallelujah (again - e, f, e, d sharp, e - motive in p and diminuendo
of a C major triad). In accordance with Buzarovski’s idea, this is a liturgy, which should
not be followed by applause of the audience at the end. (The audience rewarded the
performance with applause after the third movement, too.)

The musicological analysis of the piece could not be accomplished without tak-
ing into consideration the extraneous events. The psychological pressure of the po-
tential NATO intervention (which happened on March 24, 1999) undoubtedly shaped
Buzarovski’'s mood during the preparation of the work, which was finalized in January
1999. The oratorio is saturated with very strong emotions conveyed both to the per-
formers and the audience.

Although Macedonia was not directly involved in the conflict, NATO planes flew
over Macedonia, explosions were clearly heard and thousands of refugees fled to Mac-
edonia. The planned concert with Dijon Conservatory was cancelled (Tasev, 1999), and
most of the students stopped attending the classes at UKIM. At this critical moment,
Buzarovski decided to start the rehearsals and perform the work during the Easter
week, on April 7. (Psalms are regular part of the church service during this week.) Dur-
ing the very beginning of the choral rehearsals, a very loud explosion was heard which
frightened the students. But under Buzarovski’s strong leadership the students were
mobilized and motivated for further preparations. Although the participation in the
performance was entirely on a voluntary basis, there was an enormous interest for the
concert, so more than 200 students participated in the performance of the chorus and
the orchestra (ibid.) (Example 9).

Example 9: Premiere performance of the oratorio “Radomir’s Psalms” op. 47 by Dimitrije
Buzarovski, April 7, 1999, The Foyer of the Macedonian Opera and Ballet, UKIM School
of Music Choir and Symphony Orchestra, Children’s Choir “Piccolo’, Soloists: Ana Stamen-
kovska (Durlovski) - soprano, Nadezhda Petrovska — soprano, Marjan Nikolovski - tenor,
Igor Durlovski — bass, Dimitrije Buzarovski — conductor. Source: BuzAr, © BuzAr, 2012.

Another fascinating feature was that the children’s chorus learned by heart the so-
pranos and altos choral part, and most of the chorus sung without the scores, too. The
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whole performance was prepared in less than three weeks and Buzarovski decided to
use the large foyer of the building of Macedonian Opera and Ballet for the first perfor-
mance. Apart from several rows of chairs for the elderly, the audience listened to the
oratorio standing, similar to the liturgy in churches. Although the event had been an-
nounced and organized on a very short notice, more than 2,000 people attended the
concert. The music provoked a great emotional response from the listeners who, with
tears in their eyes, showed their appreciation with numerous standing ovations, which
is evident in the TV recording. As one of the reviewers writes

... The impressive performance gives credit to the reputation of the chorus and the
orchestra of UKIM SM with creative spirit which achieved beautiful articulation of
all elements of the musical structures. This was a challenge for the young performers,
inspiration and adventure, and as a result, they realized the creative vision of the
composer and conductor, Dimitije Buzarovski which was evident in the reception
of the audience. (Kostadinovski 1999, 12).

The oratorio was performed once again at the event of the anniversary of UKIM,
May 24, 1999. The planned third performance for the opening of the Ohrid Summer
Festival 1999 was cancelled by Buzarovski as a protest against the appointment of an
incompetent person for the manager of this renown festival (whose first activity was
to cancel the patronage of the President of the Republic of Macedonia) (Vecher 1999,
17). Very soon the manager was replaced, and the patronage of the President of the
Republic of Macedonia established, but the oratorio has not performed since.

In 2003, the Dean of the School of Performing Arts at Louisiana Tech University,
Kenneth Robbins, on behalf of the LTU nominated the oratorio Radomir’s Psalms for
the composer’s global award, The Grawemeyer Award for Music Composition.

Bibilography

Buzarovski Archive. 2012. Accessed July 3, 2014. http://buzar.mk/.

Buzarovski Archive. 2012. “About BuzAr.” Accessed July 3, 2014. http://buzar.mk/About-
BuzAr.htm

Buzarovski, Dimitrije. 1989. “Tomislav Zografski In Praise of Cyril and Methodius - ora-
torio, Essay for the Rain - song cycle,” RTS LP-0137.

Jordanoska, Trena and Dimitrije Buzarovski. 2012. “Macedonian Composers during
World War Two Revisited.” Culture during the World War Two 1939-1945, Inter-
national Interdisciplinary Scholarly Symposium, June 7-9, 2012. Maribor: The Na-
tional Liberation Museum Maribor and Institute for Music Infromation Science at
the Center of Interdicsiplinary & Multidisciplinary Research & Study at University
of Maribor.

Frangovska, Jasna. 1999. “Dimitrije Buzarovski: Protiv dupkite vo humanistichkoto
obrazovanie.” Denes, April 15, 54-50.

Kostadinovski, Kostadin. 1999. “Glorifikacija na Bozhjata priroda.” Makedonija denes,
April 28, 12.

74



T. JORDANOSKA

ORIENT AND OCCIDENT ENCOUNTERS

Makarijoska, Liljana. 1997. Radomirov psaitir, stari tekstovi, kn. V. Skopje: Institut za

makedonski jazik ,Krste Misirkov.“

Ortakov, Dragoslav. 1982. Muzichkata umetnost vo Makedonija. Skopje: Makedonska

revija.

Ortakov, Dragoslav. 1986. Ars nova macedonica. Skopje: Makedonska kniga.
Tasev, Ivana. 1999. “Mnogu energija vo koncertot za mirot i ljubovta.” Makedonija

denes, April 2.

Vecher. 1999. “Buzarovski go povleche Oratoriumot od ‘Ohridsko leto’.” Vecher, July

2,17.

POVZETEK

Oratorij Radomirjevi psalmi, op. 47 (1999) Dimi-
trija Buzarovskega je eno redkih del makedonskih
skladateljev, v katerih je pravoslavno liturgi¢no
petje uporabljeno na nacin zahodnoevropske
tradicije. Njegova prizadevanja so nadaljevanje
bila nadaljevanje delovanja njegovega profesorja,
Tomislava Zografskega (1934-2000), ki je zelel v
Casu pritiska socialisticne ideologije oziviti tradicijo
duhovne glasbe. Pred Radomirjevimi psalmi se po-
dobna prizadevanja kazejo ze v oratoriju Ohrid, op.
28(1988), v katerem je uporabil starocerkvenoslo-
vanske odlomke Svetega pisma in pravoslavno
liturgi¢no petje, ter v Duhovnih pesmih, op. 36
(1991) z ljudskimi pesmimi z duhovno vsebino.
Oratorij Radomirjevi psalmi predstavlja naslednji
korak v ustvarjalnem razvoju Buzarovskega, v kat-
erem je povezal vse svoje izkusnje z ustvarjanjem
vokalno-instrumentalnih skladb velikega formata.
Muzikoloska analiza oratorija potrjuje, da je delo
zrelega skladatelja, ki popolnoma obvladuje vse
prvine komporzicijske tehnike: oblikovno strukturo,
harmonijo, polifonijo in orkestracijo. Skladateljeva
sposobnost, da vpenja monodi¢no modalno
tradicijo vzhodnega liturgi¢nega in ljudskega petja
v zahodnoevropske tonalne polifone oblike daje
skladbi edinstven glasbeni pomen.

Delo temelji na Radomirjevi knjigi psalmov, ki je
verjetno eden zadnjih starocerkvenoslovanskih
prevodov iz 13. st, nastalih v tradiciji sv. Cirila in
Metoda. Vsebina je razdeljena na sedem stavkov:
Prolog, Psalm 151, Psalm 32, Troparion, Psalm 51,
Psalm 84 in Psalm 150. Skladateljeva zasnova je
multistilisticna (pojem je uporabljal Buzarovski),
s Sirokim razponom kompozicijskih sredstev,
od baro¢nih do neoklasicisti¢nih. Motivi in
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drugo tematsko gradivo, v katerih so povezani
ljudska tradicija, pravoslavno liturgi¢no petje
in poznoromanti¢ni zgledi, spremljajo izredno
zapletene harmonske zveze in kromatika. Po-
gosto izmenjevanje homofonije s polifonijo se
odraza v odsekih z zborovskim fugatom in bo-
gato orkestracijo. Ceprav so vsi odseki zasnovani
v zaokrozenih glasbenih oblikah, zagotavljajo
notranjo povezanost skladbe attacca nadalje-
vanja, tematske sorodnosti, izmenjevanje tonalnih
sredis¢, metrike in ritmike, zasedbe (izmenjavanje
solisti¢nih in zborovskih odsekov), tempa, dina-
mike in artikulacije.

Radomirjevi psalmi so nastali za zbor in simfonic¢ni
orkester Glasbene Sole Univerze sv. Cirila in Meto-
da, stiri soliste (dva soprana, tenor in bas) in otroski
zbor Piccolo. Skladba naj bi bila prvi¢ izvedena ob
sodelovanju konservatorija iz Dijona v aprilu 1999
ter nekoliko kasneje ob praznovanju 50-letnice
Univerze sv. Cirila in Metoda (24. maja 1999).
Muzikoloska analiza se osredotoca tudi na zunanje
dejavnike, ki so vplivali na nastanek in izvedbo
dela. Psiholoske posledice vojn in sporov, ki so
pretresale obmodje, so moc¢no vplivale na nacin,
kako Buzarovski, pa tudi ob¢instvo dozivlja glasbo.
Ko je bila nac¢rtovana prva izvedba odpovedana
zaradi NATO-vega posredovanja na Kosovu in v St-
biji, se je Buzarovski odloc¢il delo prvi¢ izvesti med
velikim tednom v velikem preddverju Makedonske
opere in baleta. Prislo je ve¢ kot 2000 poslusalcev,
katerih do solza stopnjevan ¢ustveni odziv je lepo
viden na televizijskem posnetku.

Leta 2003 je bil oratorij nominiran za Grawemey-
erjevo nagrado za skladbo na Soli za izvajalske
umetnosti Tehni¢ne univerze v Louisiani.

Prevod naslova, izvlecka in povzetka Ales Nagode
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IzvLECEK

Clanek se posveca ukvarjanju grske duhovscine s
posvetno in duhovno poezijo na Balkanu v zacetku
novega veka. Ta dejavnost se je zacela v poznem
16. st. in prispevala nekaj obseznih antologij in
razprav o otomanski glasbi. Prispevek ponuja
vpogled v razloge za to duhovnisko dejavnost,
pa tudi recepcijo pri laiski in kleriski javnosti ter
odzive uradne cerkve.
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ABSTRACT

This paper deals with the involvement of Greek
clergy in secular poetry and music in early-modern
Balkans. This trend began in late-16th century, and
involved the production of large anthologies and tre-
atises on Ottoman music. This paper offers insights
into the motives of those clergymen, the reception of
their works by laymen and clerics, and the reaction
of the official church.

It should be stressed from the outset that in Greek literature of the time, sacred mu-
sic was clearly differentiated from secular, the latter called exoteriki or outside music,
broadly meaning off-the-church. Yet, exoteriki (as opposed to esoteric) was a term that
included all forms of non-Greek music, performed either in the mosque (illahi), the
dervish ritual (sema) or at the Ottoman court. This can be explained by the fact that the
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official genre of Greek music was the ecclesiastic one, since the Patriarchate of Istanbul
(Constantinople) was the only administrative entity of the Greek people, who were
subjects to the Ottoman sultan. The Ottomans had occupied the Byzantine Empire
since the mid-15" century, and had organised the Greeks (as they did with the other
peoples formerly inhabiting the Balkans) into ethnic-religious groups, called millets.
The Greeks belonged to the Christian Orthodox millet (then called Rum mileti, after
the eastern Roman Empire), which included other peoples of the same profession (Ro-
manians, Serbians, Bulgarians, etc.)".

For reasons of consistency and clarity, the term “profane” is employed here to describe
not only any non-Greek music (Ottoman, European etc.) but the non-Christian and non-
liturgical repertoire of the time. This is important for the argument of this paper, since
a good number of composers of those secular songs were clerics, not only of the lower
ranks but of the highest echelons of the Greek Church. In the same spirit, the composers
represented here all belong to the robed class, including deacons, priests, bishops and a
patriarch! Although the church cantors were back then considered lower officers of the
Church (in the sense that they contributed to the services and the general functioning of
the church), they have been excluded here, despite the fact that they have also produced
a sizeable amount of secular works. It is true that the repertoire of those two groups (the
cantors and the clerics) is not differentiated in the collections of the time, but the identity
(and importance) of each one of them is always noted and often stressed.

Traces of profane music can be detected from late Byzantium (13"-15" centuries)
but in a very discrete way, and rarely drawing on non-Christian tradition. A case in
point (and a possible exception) is a musical work by the great Byzantine cantor of
the 14™ century, St loannis Koukouzelis, curiously called “Tatar” (Totapwédv). The work
is in the form of kratema, that is, a nonsense-syllable text (such as te re re, ne ne na,
etc.), used as a musical supplement to liturgical hymns (such as the Cherubic and the
Communion hymn) to prolong the service or to fill in the time of mystical prayers by
the priest(s). The “Tatar” appellation of Koukouzelis® setting has been interpreted to
denote the Mongols, who by the mid-13™ century had expanded their territory from
China to Asia Minor? Greek kratemata (pl.) reached their peak in the 14™ century (a
period of great musical masters) and after a period of standstill following the fall of
Istanbul to the Turks (1453) they were revived from the late-16™" century. It should be
noted that it was usual for kratemata to bear extra-liturgical names, either of various
instruments (trumpet, psaltery), aesthetic categories (very sweet, pleasant) or ethnic
names (e.g. Bulgarian)®.

Yet, from the late-16™ century, a number of Greek clergymen, most of whom
were associated with the Greek Patriarchate, became openly and intensely involved

1 R Clogg, “The Greek Millet in the Ottoman Empire”, in Christians and Jews in the Ottoman Empire: The Functioning of a Plural
Society, Braude B. & Lewis B., eds. (New York - London: Holmes & Meier Publishers, 1982), 185-208.

2 See G. Anastasiou, “Zyéon ovopatog kot péhovg ota Bulavtva kar petafulovivé kpatpata” [Relation between name and music in
Byzantine and post-Byzantine kratemata], Ta Tévn ko Eidn tg Bulavrivig Waktikiic Mehonotlag [ Genres and Species of Byzantine
Psaltic Composition], Proceedings of the 2" International Conference of Psaltic Art, 15-19 October 2003 (Athens: Institute of
Byzantine Musicology, 2006), 153-169.

3 M. Velimirovic, “The ‘Bulgarian” Musical Pieces in Byzantine Musical Manuscripts”, Proceedings of the 11th International
Musicological Society Congress 2 (Copenhagen, 1972), 790-796; idem. “Persian music’ in Byzantium?”, Studies in Eastern
Chant, vol. 111 (1973): 179-181.
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in the production or study of secular music. The status and identity of these clergy-
men (monks, priests, bishops) meant that their involvement was known to the offi-
cial church and possibly approved. Furthermore, the continuity of this activity shows
that their involvement was not accidental and occasional, but formal, if not organised.
Yet, if secular music was often identified with non-Greek (usually Ottoman) music,
the question arises as to how the involvement of Greek clergymen in a non-Christian
cultural sphere was understood and explained. Entrance to mosques was not allowed
to non-Muslims, each millet having its own sanctuaries (churches for Christians, syna-
gogues for Jews, mosques for Muslims), and conversion was prohibited. Furthermore,
according to the Muslim law, if an “infidel” became Muslim, he/she was not allowed to
revert upon the penalty of death.

The answer points to both aspects of the conference theme (sacralisation of the
profane and profanation of the sacred) which are to be found in the Greek music
(practice) of the time. On the one hand, the ministerial status of the composers im-
plies an attempt to “exorcise” the secular music of the “infidels” (mainly Muslims); on
the other hand, the use of ecclesiastical notation for the transcription of secular songs
(some of which were of erotic character and written by non-Greeks) desacralized the
musical modes and signs that were thought to have been invented by saints and pious
men. The latter was emphasised by the addition, in the rubrics, of the equivalent Otto-
man makam for every church mode (echos). Byzantine musical notation first appeared
in the 9" century, in the form of ecphonetic signs that were originally employed as
markers of vocal inflexion (breath and stress) in gospels and other scriptural readings.
Their form is taken to imitate the gestures of choirmaster who outlined the musical
symbols (cheironomy), and sometimes even the gestures of Jesus himself while bless-
ing or preaching the crowds!

As for the eight musical modes, these were attributed to St John of Damascus (late-
8" to early-9" century) who was also the poet of a large number of hymns set to music
by subsequent composers. The division of the eight modes into four authentic and
four plagal was preserved throughout the Byzantine and Ottoman periods, and was
considered a central point of reference and distinction for Greek music?. The Greeks
boasted (and still do) that by having only eight modal entities could compete (and
cover) the hundreds of Persian or Arabic makams that the Ottomans inherited (and
multiplied). That was reinforced by the fact that each one of the modes was assigned a
special character and ethos associated with spiritual virtues. Thus, the Greek prelates
seem to have entered the secular space of non-Greek (Muslim or non-Orthodox) music
as “missionaries”, to spiritualise the pagan art, leaving at the same time the door (half-)
open to outside influences.

Why though? From the 17" century, a number of Greek musicians became engaged
with Ottoman music either as professional musicians in the court or the dervish cere-
monies or as composers of Ottoman music. They even used Turkish language for their
librettos, at a time when the official Greek Church established schools and a printing
press to promote Greek language to non-Greek speakers in the Balkans. Some Greek

4 For a brief account of the Byzantine modal system, see E. Wellesz, A History of Byzantine Music and Hymnography, 2™ ed.
(Oxford: Oxford University Press 1961), 324.
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composers of Ottoman music held (and still hold) a prominent position in the Otto-
man pantheon of classical music, and were numbered among the founders of Otto-
man music, such as Tamburi Angeli, teacher of Prince Dimitrie Cantemir, and Zaha-
rya Hanende, a court singer®. Other Greek musicians engaged in Ottoman music held
high offices in the Greek Patriarchate, such as Petros of the Peloponnese, who was
employed by the dervishes as tambur player, and was praised for his unique skill and
open mind. In light of this information, the involvement of the Greek clergy in Otto-
man music may be viewed as a way to control the activities of their flock and reassert
their power on artistic matters.

Three stages can be discerned with regard to the Greek clergymen’s involvement
in secular music: the first stage, starting from the late-16" and running through the 17®
century, included a patriarch, priests and monks copying or imitating the Persian musi-
cal style that was then in vogue in Istanbul, after the conquest of Iran by the Ottomans;
the second stage, in the 18" century, was characterised by a theoretical exploration
of Ottoman music through the production of a treatise by a Greek bishop explaining
the rules of Ottoman music for a Greek audience; the third stage, in the 19" century,
consisted of a number of clergymen (bishops, priests, etc.) occupying themselves in
creating original (musical and poetical) compositions gathered in musical anthologies.
Thus, the clergymen’s involvement in secular music had at least three consequences: a)
it allowed the infiltration of secular music into the religious one, thus giving birth to a
new genre, b) it projected a profile of tolerance and openness on behalf of the Greek
Church and its ministers, and ¢) enriched the repertoire of Ottoman and oriental music
in general.

1. Profane music as allegory

The earliest evidence of the clergymen’s involvement in secular music comes from
the late-16™ century in the most impressive manner: the Greek patriarch Theophanes
Karykes. He was an Athenian (albeit at a time Athens was a shadow of its ancient glory)
from a well-off family, and had already served as protopsaltes or first cantor® (1578)
at the Greek Patriarchate of Istanbul before he was elected Metropolitan Bishop of
Filipoupolis (modern-day Bulgaria) (1585), Metropolitan Bishop of Athens (1592) and
finally Patriarch of Constantinople, where he remained for some months due to his un-
timely death (1597)". Theophanes wrote a number of musical works, including some
kratemata; one of the latter bears the curious title “Ismaelite” (IopomAitucov)®. Ismaelites
(or Ismaelis) were Muslim people attested from the 8" century, who belonged to a sect

5 J. Plemmenos, Ottoman Minority Musics: The Case of 18"-century Greek Phanariots (LAP Lambert Academic Publishing, 2010),
37-41.

6 Leader of the righthand choir that has the precedence in the church service. Karykes is the first reported protopsaltes of
the Greek Patriarchate of Istanbul after the fall of the Byzantine capital to the Ottoman Turks (1453). See G. Anastasiou, The
Kratemata in the Psaltic Art (Athens: Institute of Byzantine Musicology 12, 2005), 329-330, 402 (in Greek).

7 C. Patrinelis, “Protopsaltae, Lampadarii and Domestikoi of the Great Church during the post-Byzantine Period (1452-1821)”,
Studies in Eastern Chant, vol. 111 (1973): 149.

8  See M. Hadjigiakoumis, (1980) Xepdypagpa ExkAnclacticig Movewkyg 7453~ 1820 [Manuscripts of Ecclesiastical Music 1453-
1820] (Athens: National Bank of Greece, 1980), 84.
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of the Shi’ah, one of Islam’s major branches. They were thus called after Ismail, who
was recognised as the seventh imam (spiritual successor) to Mohamed the Prophet
by only a minority of the Shi’ah. In the 9" century, Ismaelites founded a caliphate that
became active until the 13" century, and was influential all over the Middle East’.

Yet, it is not certain that Theophanes had those Ismaelis in mind when he wrote
his “Ismaelite” piece. This uncertainty is rooted in Byzantine literature that metaphori-
cally refers to Egyptians (the enemies of Israelites) as Ishmaelites with reference to the
Old Testament. The Egyptians were considered to be descendants of Ishmael, son of
Abraham and his wife’s Egyptian maidservant, Hagar. Sarah, the wife, could not origi-
nally bear children to Abraham, and they agreed that he would sleep with Hagar; but,
after Sarah gave birth, Ishmael, the child, was sent away, and later founded a nation
(Gen. 16-17). It is also known that several Arab tribes claim descent from Ishmael®.
In the dictionaries of Byzantine and post-Byzantine Greek language, Ismaelites are
identified with either the Egyptians or the Arabs'. Besides, Byzantine hymnography
contains negative allusions to the metaphorical Ismaelites, the bestknown example
being a hymn from the service of the Holy Cross (14 September), where the term “Is-
maelites” is used as a generic name for the eternal enemy of Byzantium'. In light of
that, Karykes’ kratema seems to re-evaluate the Ismaelis as non-enemies (at least in the
context of music).

Theophanes’ precedent was soon followed by other composers, such as Arsenios
Junior, a priest and monk of Vatopedi Monastery, Mount Athos, Greece, active in ¢. 1600.
Arsenios wrote two kratemata, which he called “Syrinx or Miskal by the Ismaelites”!?
and “Muslim” (povsovipdvicov)' respectively. Syrinx and miskal represent the word “pan-
pipe” in Greek and Arabic, respectively, and their association may refer to Arsenios’ bor-
rowing from near-Eastern music. In another Greek anthology, the same kratema, along
with Karykes’ one, is included in a series of “Naya, which derive from the Ismaelites”®. In
Persian language, nay or ney (Gr. pl. Naya) is the word for the reed flute, one of the most
important instruments of oriental music and the sacred instrument of the Mevlevi sect
(whirling Dervishes). In the 18" century, nay was also mastered by Greek musicians in-
cluding some cantors of the Patriarchate. Arsenios’ “Ismaelite” work, sometimes spelled
out as “Miskal” (povoydi), became popular, if we judge from its dissemination and imita-
tion in 17"- and 18"-century collections of Byzantine chant.

9  F. Daftary, A Short History of the Ismailis (Edinburgh: Edinburgh University Press, 1998).

10 R. Boase, “The Morisco Expulsion and Diaspora: An Example of Racial and Religious Intolerance”, Cultures in Contact in
Medieval Spain: Historical and Literary Essays Presented to L. P. Harvey, eds. D. Hook and B. Taylor (London: King’s College,
1990 ), 19-20.

11 See E. A. Sophocles, Greek Lexicon of the Roman and Byzantine Periods (from B.C. 146 to A.D. 1100) (Cambridge: Harvard
University Press, 1914); E. Kriaras, Ag§uc6 g peoaiwviirg eAAnvicis Snpwdovus ypappateiog 71700-1669 (Lexicon of medieval Greek
popular literature 1100-1669), vols. VII, VIII (Thessaloniki: Centre of Greek Language 1980, 1982).

12 This is the sanctification hymn “Aebte motoi, 1o {oomodv Ebkov mpookvviiompev...” (“Let us, faithful, worship the life-giving Tree...”)
composed by the Byzantine emperor Leo VI the Wise (806-912). The relevant passage goes: “...ev oot ot motdtatot Busikeic nudv
Koydvtal, g T on duvapet, lopomAity Aadv, kpatadg vrotdrtovies...” (“..upon thee [i.e. the Holy Cross] our most pious Kings
boast, because with thine power they can completely defeat the Ismaelite people...”.

13 “Topry, mapd 3¢ tov wopanitdv povokdrt”. See M. Hadjigiakoumis, Movewkd yepoypaga Tovprokpatiog (1453-1832) [Musical
Manuscripts from the Turkish Occupation (1453-1832)] (Athens, 1975), 86, 269.

14 Anastasiou, The Kratemata, p. 352.

15 “Néia anep e&epiibnoay S wopahitdv”. See Hadjigiakoumis 1980, pp. 85, 89. A “Miskal” kratema was written by Petros
Bereketis (c. 1700) and has been released in LP (disc 1) by the Institute of Byzantine Musicology (1976).
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Theophanes also composed a kratema which he named “Pestrefi” (neotpépn)'’, a
term corresponding to the most important instrumental form of Ottoman music
(pesrev). His activity as a composer of profane works was catalytic given his double
identity as patriarch and ex-protopsaltes of the Patriarchate. Right after his death and
throughout the 17" century, a number of Greek clergymen are recorded as compos-
ers of secular kratemata. A group of them come from the islands of Lesbos and Chios,
neighbouring with Asia Minor (Turkey), a fact explaining their borrowing of oriental
elements. Among them, Seraphim of Mytilene, abbot of Great Lavra Monastery (the
senior abode of Mount Athos), and the priests Michael of Chios and Clemens of Myt-
ilene”. The end of the 16" century was a period of decentralization and traditional
reform for the Ottoman Empire, also described as the beginning of decline: population
increase, economic disruptions, uprising and revolts, war with Iran and other states's.
So, Theophanes, by setting his foot on the other side of the fence, might have wished
to ascertain his role in the Ottoman context and show the Greeks’ importance as an
ethnic/religious minority.

The next important stage of clerical involvement in profane music comes in the
second half of the 17" century in the person of Balasios, a high-ranking priest in the Pa-
triarchate of Istanbul. As a reward for his services in the Patriarchate, he was conferred
the office of Nomophylax, or Guardian of Law, an honorific Byzantine title, by which
he is known today. In the musical sphere, he is believed to have served as Assistant
to Precentor or Chorister at the Patriarchate, and excelled himself as a composer of
the Kalophonic or Beautiful-singing chant, a heavily ornamented repertoire, rooted
in 14"-century Byzantium'. Kalophonic chant was revived in the 17" century, but, un-
der Ottoman rule, was vulnerable to influences from outside, because, although reli-
gious in character, “its use was not exclusively liturgical, but panegyric and festal, too”°.
Although a priest, Balasios was exposed to outside influences: he composed several
pieces sung at dinner on the days of Great Feasts as well as polychronia or praises to
Patriarchs and other prelates?.

One of his secular works found in a mid-17" century chant collection by an anony-
mous hand??, in Persian transliterated into Greek characters, is entitled “erotic acem”
(Atlépwcov gpotkdv). The term acem was used by Cantemir (c. 1700) in his collection
of notations to describe Persian tunes, which had become fashionable after the fall of
Baghdad to the Ottomans (1638) and the influx of Persian musicians in Istanbul?®. In
Ottoman literature, the term acem may also denote either a pitch (f), a mode (makam

16 Anastasiou, The Kratemata, p. 330.

17 All three clergymen composed kratemata called “naya’. See Anastasiou, 2006, pp. 163-164.

18 S.]. Shaw and E. K. Shaw, History of the Ottoman Empire and Modern Turkey, Volume 1: Empire of the Gazis: The rise and
decline of the Ottoman Empire, 1280-1808 (Cambridge: Cambridge University Press, 1991), 169-184.

19 E. V. Williams, “The Treatment of Text in the Kalophonic Chanting of Psalm 27, Studies in Eastern Chant, vol. 1l (1971): 173-93;
A. Toannidou, “The Kalophonic Settings of the Second Psalm in the Byzantine Tradition (Fourteenth-Fifteenth centuries): A
Dissertation In-Progress”, Proceedings of the 1st International Conference of the ASBMH, (2007), 210-223.

20 See G. Stathis, “MnaAdotog 1epedg kot vopogdral” [Balasios, priest and Nomophylax], Bulavtvoi kot Metafulaviivoi Melovpyot
[Byzantine and post-Byzantine composers], LP Leaflet Notes (Athens: Institute of Byzantine Musicology, 1988).

21 His polychronion has been recorded and released in Polychronismos to the Ecumenical Patriarch by Balasios the piest (CD
production), The Greek Byzantine Choir 33 (1999).

22 Ms 941 (ff. 411-13), National Library, Athens, Greece.

23 J. During and Z. Mirabdolbaghi, The Art of Persian Music (Washington, D.C.: Mage Publishers, 1991), 33.
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Acem) characterised by cadences on this pitch?. Here, the term should be understood
as implying the Persian origin and not the mode, because the Byzantine mode-signa-
ture (Fourth plagal) in the heading marks an entirely different scale from that in the
makam. The same piece, though without the praise, is transcribed in a later collection
of the early-18" century®, having dropped the word acem from the heading. It should
be noted that the first “Persian” kratema of the post-Byzantine period has been written
at the close of the 16" century by Gabriel, who is referred to either as monk or bishop
of Ierissos (Greek Macedonia)?.

A further “Erotic acem” is found in an anthology of Byzantine chant compiled by
Kosmas of Macedonia, a monk at the Iviron Monastery, Mount Athos, in 1680%. As in the
previous case, the Persian identity of this piece is confirmed by a) the Byzantine mode-
indication (First plagal) that is irrelevant to the makam and b) the Persian text in Greek
transliteration. Kosmas (d. 1700) studied music with the same teacher as Balasios (Ger-
manos of New Patras), and distinguished himself as a copier of chant collections, and a
music teacher. In an autographed collection of religious compositions, dated 1668, he
copied one of the stanzas of the Persian song as an independent piece®. Another stanza
of the same Persian song is included (also independently) in another collection of Byz-
antine chant of the late-17" century, compiled in the same monastery®. A kratema called
“Acem” (otlépkov) was also composed by Panagiotes Hallagoglu, first cantor of the Greek
Patriarchate at the beginning of the 18" century, which has been discovered to copy an
older Persian tune from Ottoman collections of notation®.

Another one of Balasios’ works of this fashion set to a sacred text (of the Pentecost
Feast) is described in a Byzantine chant anthology?' as belonging to an Ottoman mode,
makam Evi¢. Evic was one of the most popular makams in the 17" century: in an Otto-
man collection dated of the 1680s, in particular, it is the second most frequent mode32.
Balasios’ little younger Cantemir, in his treatise (c. 1700), mentions Evi¢ as one of his
ten basic makams*. However, in the first publication of Balasios” work, a collection
of Kalophonic chants*, the Ottoman makam label was dropped, and remained so in
following reproductions. The composition’s association with the makam must have
created a feeling of inconvenience among the Greek musical circles of the Patriarchate,
who appear to make an attempt to play down this fact by maintaining that “despite the
use of the makam, he did not abandon the equivalent Byzantine mode altogether”.

24 J. Redhouse, New Turkish-English Dictionary (Istanbul: Redhouse Yayinlari, 1968), 7.

25 Ms 2225 (ff. 119v-120v), National Library, Athens, Greece.

26 Anastasiou, The Kratemata, 331.

27 Hadjigiakoumis, Movowd yepoypaga Tovpkokpatiag, 85, 321.

28 Hadjigiakoumis, Xepoypagpo Exkinclactikig Movewg 1453~ 1820, 37-38.

29 Anastasiou, The Kratemata, 358-359.

30 The original tune is found in O. Wright, Demetrius Cantemir: The Collection of Notations, SOAS Musicology Series (London:
Ashgate, 2000), 9-10. The discovery was made by this author and was published in J. Plemmenos, 70 povowod moptpéto ton
Neoehnvikov Awgotiopod [ The Music Portrait of modern-Greek Enlightenment] (Athens: Psifida, 2003), 11-14.

31 Ms 13 (f. 135v) dated 1805-15, Musical Folklore Archives, Centre of Asia Minor Studies, Athens.

32 W. Feldman, Music of the Ottoman Court, ed. M. P. Baumann (Berlin: International Institute for Traditional Music, 1996),
Intercultural Music Studies 10, p. 234.

33 E.Popescu-Judetz, Prince Dimitrie Cantemir, Theorist and Composer of Turkish Music (Istanbul: Pan, 1999), 54-55.

34 P. Gregorios, Eipporéyiov Karhopovikév pehomombév mapd Siapopmv momtdv makomdy te kat véov Sidackiiav [Book of Kalophonic
Chant by Various Composers, Ancient and Modern], ed. Theodoros of Phocaea (Istanbul, 1835), 141-42.

35 Chrysanthos of Madytos, @swpntikév Méya g Movowg [Grand Treatise of Music] (Trieste, 1832), 122, 162.
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2. Profane music as theory

In the first half of the 18" century, Kyrillos of Marmara, Archbishop of Tenos (the
Aegean island), wrote a comprehensive study on Ottoman music theory. Kyrillos was
well equipped to do so for, apart from being a composer of Byzantine chant, he was in-
itiated into Ottoman music by his teacher Panagiotes Hallacoglu. The latter had served
as protopsaltes or first cantor of the Greek Patriarchate of Istanbul, and had produced
the first (more concise) Greek treatise on Ottoman music®*. He had also composed
two Kalophonic works and a kratema; one of the former is admitted by Greek sources
to employ an Ottoman makam (Acem)¥. So, it is not surprising that his pupil, Kyrillos
of Marmara, was also the transcriber of five Persian songs in a mid-18" century col-
lection of Byzantine chant®. The songs are in Persian language and Greek characters
(ff. 323v-325v) and are followed by an indication on the form and mode: “Semai, and
Sed-Huseyni in Turkish™ (f. 323v); next to Ottoman mode name, he has placed its
Byzantine equivalent.

Kyrillos’ treatise was written during the second term of Patriarch Paisios II, founder
of a School of Chant in Istanbul. During the first term of the same Patriarch (1726-32),
a treatise on Ottoman music, written by Hallacoglu and commissioned by the Greek
nobleman Emmanuel Hypselantes, had been produced. It might be not a coincidence
then that, in his second term, a new work on Ottoman music came into existence. With
Hallacoglu being retired (1736), and Hypselantes executed by the Turks for treason
(1738), new volunteers were needed. If the Greek-Ottoman music dialogue was thus
far encouraged, this time it was to be “sanctified”. Kyrillos had served as abbot of Ga-
nos and Chora, and, among other works, he had composed a series of Cherubic and
Communion hymns; he had also cooperated with the then protopsaites of the patriar-
chate, Daniel.

His treatise, written 1740-42%, seems to be the outcome of his interest in Byzan-
tine and Ottoman music. Humbly called The More Elementary Instruction on Pro-
Jfane Music*, it is a thorough study of the modal system of Ottoman music, with
emphasis on the melodic progression of the modes which is demonstrated with mu-
sical examples in Byzantine notation for every individual mode. This latter element

36 The treatise (with English translation and commentary) is published in E. Popescu-Judetz & A. Ababi Sitli Sources of 18th
Century Music: Panayiotes Chalathzoglou and Kyrillos Marmarinos’ Comparative Treatises on Secular Music (Istanbul: Pan,
2000), 25-48.

37 Chrysanthos, @sopnrtikév Méya g Movetkng, 120.

38 Ms 403, St. Panteleimon Monastery, Mount Athos. Stathes, G. T. (1975) Les manuscrits de musique Byzantine: Mont Athos,
catalogue descritif des manuscrits de musique Byzantinee conserves dans les bibliothéques des monastéres du Mont Athos,
Athens: Institute of Byzantine Musicology, I (in Greek).

39  To mapdv goti moinpa kvp-Kupirkov mpdnv Trivov, to omoiov Afyetar oepdt, Tovpkioti de oe-xovoewvi, péhog kot Aéeig Iepomv.

40 G. Papadopoulos, Zvpfolai £1g v toTopiay ™G map’ MUV EKKANGLICTIKNG HOVGIKNG Kol 0L 076 TMV GIOGTOAMKOV %pOveV Gxpt TV NpepdV
NUOV OKUACAVTEG EMPUVESTEPOL HEA®BOL, UVOYPEPOL, HOVGIKOL Kat povatkoroyot [Contributions to the history of our ecclesiastical
music, and the most important melodists, hymnographers, musicians and musicologists from the Apostolic times up to our
days] (Athens, 1890), 303-304.

41 Although Codex 305 of the Historical and Ethnological Society, Athens, dated 1749, is considered his earliest autograph, there
are serious reservations because of his signing “Archbishop of Tenos”, a post he left around 1742 (Hadjigiakoumis 1980, p. 94,
fn. 219).

42 Troyewdeotépa dduckario mepi g é£m povetig. Kyrillos” treatise has been published (with an English translation and commentary)
by Popescu-Judetz & Ababi Sirli 2000, pp. 49-124.
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makes his work indispensable, since melodic progression in 18"-century treatises on
Ottoman music (e.g. Cantemir and Arutin) is only expressed verbally®. The work is
written in the popular Byzantine style of erotapokrisis, that is, a dialogue between
teacher and pupil. Kyrillos’ work was very popular amongst Greeks, and remained
the standard Greek work on Ottoman music until the end of the century. It was cop-
ied several times until the late 18" century*!, only to be superseded in the second half
of the 19" century.

Kyrillos approaches profane music with due seriousness, the same he shows for
sacred music, as can be seen from the fact that he places his treatise next to another
one of his on Byzantine chant. This attitude is apparent even from the introductory
paragraph, where he assures his reader that he has compared the Ottoman and Byzan-
tine systems “degree with degree, and phrase with phrase”, a phraseology taken from
Hallacoglu, who, in his introduction, compares “mode with makam, degree with de-
gree, phrase with phrase, and metres with metres”. Kyrillos’ introduction reveals his
close intimacy with Ottoman music and his acquaintance with Ottoman musicians,
most of whom must have been Muslim. At the same time, he seems to have immersed
himself in that profane music to the point that he is committed to discover its “most
correct” version (to opfdtepov), a term used in orthography (hence the word) as well
as in patristic writing®™: “After having spent a lot of time in consulting the specialists
of this profane music on many issues, I have found a big discrepancy between them.
Therefore, taking out what I thought the most correct, I translated [it] in our [Greek]
language”.

One of “the most correct” sources Kyrillos relied on has been identified with the
Handbook of Oriental Music written in Turkish by the Armenian, Tamburi Arutin in the
1730s. Arutin was a courtly musician during the reign of Sultan Mahmud I (1730-50),
and was greatly influenced by Persian music which he studied in Baghdad. He also
invented a notational system using the Armenian alphabet. His treatise is divided into
two parts, the first dealing with the origin and history of music, and the second with the
modal and rhythmic theory of Ottoman music. A point of Kyrillos’ convergence with
Arutin concerns the “old” theory of the makams association with the seven known
planets of the time. Kyrillos notes that “for the ancients, there are seven [makams]; for
the later and contemporary, however, twelve; because the ancient music teachers of the
Persians gave to the modes names according to the number of the seven planet-stars”.
The association of the octave with the planets is an ancient concept indeed, going back
to Pythagoras (6™ century B.C.), but having survived until Kyrillos’ time, both in the
East and the West?.

43 Feldman 1996, p. 268.

44  Other copies of the treatise: Ms Gr. 923, Library of the Romanian Academy, written in Istanbul in 1780; Ms 551, Breazul Library,
Bucharest; Ms 330, Xeropotamou Monastery, Mount Athos; Codex Petropolitanus 63, Russian Archeological Institute, Istanbul
(¢.1800, pp. 21-40).

45 See, for example, the phrase « tov Soypdrov ophotng eykpivel tag suvodove (the correctness of dogma approves the synods) by
the Byzantine writer St Maximus the Confessor, in J. P. Migne, Patrologia Graeca 90 (1862): 148.

46 An English translation of Arutin’s treatise has been published by Popescu-Judetz, E. (2002) Tanburi Kiiciik Artin: A Musical
Treatise of the Eighteenth Century, Istanbul: Pan, pp. 82-83.

47 See J. Godwin, The Harmony of the Spheres: The Pythagorean Tradition in Music (Inner Traditions/Bear, 1992).
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PLANETS MAKAMS (KYRILLOS/ ARUTIN)
Moon Rast

Mercury Diigadh

Venus Segdh

Sun Cargadh

Mars Neva

Jupiter Hiiseyni

Saturn Evic

Yet, a question arises: what might have prompted Kyrilos to include this “ancient”
theory in his treatise without hesitations either for its pagan origin or for his own re-
sponsibility towards the Christian flock? It should be noted that his teacher Hallagcoglu
did not make any mention to this or any other ancient theory. Besides, this theory had
not been endorsed either by the official Orthodox Church, although it was tolerated, if
we judge by its reference in some medieval Byzantine collections®. An answer can be
given by the interpretation of this association, offered by some late-antiquity authors,
such as Aristides Quintilianus (1% century AD). In his treatise On Music, Aristides notes
that “for the better of the superior beings who have lived among men, the sounds draw
near hearing and there was not even one such man without portions of the following
good fortune. Just as it is difficult for us by nature to be epoptae of the almighties, while
for those coming to the extreme of virtue and necessary science, it is possible even to
observe without harm the presence of the divine figures, so also unworthy men most
especially are absolutely incapable of hearing the sound of the universe by accident™®.

So, it is the spiritual aspect of this theory that might have urged bishop Kyrillos
to endorse it and include it in his musical treatise. At the turn of the century (18006),
his spiritual brother Nicodemus the Hagiorite, a monk of Mount Athos and a prolific
writer and editor of patristic studies, would reiterate this theory, though with some
scepticism as to its authenticity®. Nikodemos even includes a story according to which
a monk who reached the peak of Mount Athos at midnight heard a harmony from the
planets! It should be added that the word “epoptae” means those who had achieved
the third and higher grade of initiation into the Mysteries™. Although the Christian re-
ligion did not have mysteries in the ancient sense of the word, the term “epoptae” had
been adopted by Christian ascetics from the 4™ century and used in Patristic texts of

48 See, for example, the treatise of the 14"-century writer Manuel Bryennius (Book 1, 56, 12-21), in G. H. Jonker, The Harmonics
of Manuel Bryennius (Groningen: Wolters-Noordhoft, 1970); also T. J. Mathiesen, “Aristides Quintilianus and the ‘Harmonics’
of Manuel Bryennius: A Study in Byzantine Music Theory”, Journal of Music Theory, vol. 27, no. 1 (1983): 31-47.

49 T.]J. Mathiesen, ed., Aristides Quintilianus, On Music. Translation with introduction, commentary and annotations, Music
Theory Translation Series (New Haven and London: Yale University Press, 1983), 189.

50  Néo kAipag ot Eppnveia e1g tovg epdopmrovta néve AvoPadpoig g Oktornyov, omd sugdpov ekkAnctactikdv ovyypagéov [New Ladder
or Interpretation of the seventy five Anavathmi of the Eight Modes, by various ecclesiastical writers], Istanbul 1844.

51 Nilsson, N. M. P. and J. H. Croon, “Mysteries”, Oxford Classical Dictionary, 2™ edition (Oxford: Oxford Clarendon Press, 1970),
716-717.
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the Byzantine period® There, the term denotes the charismatic Christian who is en-
dowed with the gift of seeing Jesus’” divine light; epopteia being the full initiation into
the knowledge of God*.

3. Profane music as practice

If so far Greek clerics approached profane music as a marginal and theoretical ac-
tivity, the turn of the century witnessed their involvement in a more systematic way.
The most important collector cum creator of secular music in the first half of the 19"
century was Nikephoros Kantouniares, Archdeacon of the Patriarchate of Antioch>.
He was born on the Aegean island of Chios, but moved to Istanbul from early age to
study music and letters in the Greek Patriarchate under the Precentor Iakovos of the
Peloponnese (1790-1800). He spent some years in Damascus where he was ordained
Archdeacon and composed some religious works before settling in Jassy (capital of the
Moldavian province of Romania) where he established a school of chant and compiled
his large anthologies. In the Moldavian capital, Nikephoros was attached to Golia Mon-
astery where he was employed as cantor.

Yet, despite his activities and travels, he was able to save time for secular music,
which he gathered in a large anthology of his, which he compiled between 1818 and
1820. This anthology (Ms 1428), bearing the archaic name “Melpomene” (the Muse of
music and song), is now held in Vatopedi Monastery, Mount Athos, Greece, to which
Golia Monastery belonged back then. The anthology gathers over three-hundred secu-
lar settings, mainly by previous Greek and Turkish composers (some already dead) as
well as Nikephoros’ own settings. The Chiote Archdeacon was also the poet of eight
of his settings, most of which are love-songs explicitly addressing a beloved person.
Such is a piece emerged “at the warm request of his pupil Sofronios” (1428, p. 265)%,
shaping the achrostic “Fotinitza” (a diminutive for the female name of Fotini), who is
praised for her unique physical virtues and is compared to a “very bright planet”.

His other musical settings are based on the works of several Greek poets of the
time, but the majority belongs to Athanasios Christopoulos (1772-1847), who lived the
major part of his life in Bucharest as a judge, and was considered the major poet of
his generation®. It should be noted that Christopoulos’ father was a priest in Kasto-
ria, a major city in Greek Macedonia, who moved to Romania for financial reasons.
Nikephoros set to music thirty-two of Christopoulos’ poems from his Lyrical Poems
(Istanbul 1811), categorised into seventeen Erotica (Love poems) and fifteen Bacchica
(Bacchic poems), after Bacchus, the Greek god of wine. Although a son of a priest,

52 “Emémton yevnOévieg g exeivov peyoretdmrog” [epoptae of His greatness] (Pet. I, 1:16).

53 A.P. Johnson, Ethnicity and Argument in Eusebius’ Praeparatio Evangelica (Oxford: Oxford University Press, 20006), 64.

54 For his life and activity, see J. Plemmenos, “The Greek Contribution to the Development of Romanian Music in the early-19™®
Century: The Case of Nikephoros Kantouniaris of Chios”, Acta Musicae Byzantinae 1X (2006): 1-20; also idem “Musical
Encounters at the Greek Courts of Jassy and Bucharest in the 18" century”, Greece and the Balkans: Cultural Encounters since
the Enlightenment, ed. Tziovas, D. (London: Ashgate, 2003), 179-191.

55 Katd Oeppnv mapdkincty Tov moAvrodntov avtod pabntod kup-Zwepoviov.

56 K. T. Demaras, A History of Modern Greek Literature, transl. Gianos, M. (London, 1974), 176.
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Christopoulos was hailed in his age as the new Anacreon, for his works are full of
sensual images. In his verses there also appear ancient gods and goddesses, Muses
and nymphs, heroes and heroines, who interact with the humans in an Arcadian (or
utopian) context. Most of Christopoulos’ poems had been published in Greece and
abroad, followed by numerous re-editions®”.

Nikephoros also set to music three poems by Germanos (Herman), Bishop of Old
Patras, the Peloponnese, who is registered as a national hero in modern Greek history,
for he allegedly blessed the revolution of 1821, which broke out in Patras and led to a
partial liberation of Greece (1830)%. Although of rural origin, Germanos (1771-1826)
was known to the Patriarchal circles, since he was a nephew of Patriarch Gregorios
V, by whom he was ordained Bishop in 1806. Nikephoros’ works must have been re-
corded in Istanbul, where Germanos remained between 1815 and 1818 as a member
of the Holy Synod of the Patriarchate. Germanos’ works are of erotic character, one
shaping the acrostic “Katenko”, a diminutive for the Greek Christian name Aikaterina
(Catherine). Katenko appears to have been a person of questionable morality, for, un-
derneath this song, Nikephoros noted with contempt: “I dare not say what these verses
stink of; as for the object they refer to, one has to chew broad-beans and spits on it”
(1428, p. 16)*. No evidence of Nikephoros’ relation with the bishop survives, but in
light of the above statement one may reasonably suspect that they would not have
been very warm.

Another poem by Germanos (1428, p. 317) appears to employ a popular French
strophic type, namely that of five-line stanza, which, though unknown to Byzantine or
post-Byzantine poetry, is found almost identical in the light French poetry of the time.
This stanza type is “constructed on two rimes which can be disposed in various ways,
of which the most usual by far is @ b a a b. The measure used is generally the line of
seven and eight syllables™. The 8-syllable poetic line is one of the most important in
French language, the rest being the 10- and 12-syllable ones. In the 18" century, 8-syl-
lable line was “much favoured by all the poets of that epoch both for lyrical pieces and
for the ode, and more especially for all branches of lighter poetry”. The Greek song-text
is one of light character too, the theme revolving around the lover’s complaints for the
cruelty of his/her beloved. The (thematic and technical) proximity of the Greek work
with its French prototypes can be gauged by a comparison with a work by the French
poet J-B. Rousseau (1671-1741), taken from his Oeuwvres (Paris 1781, vol. I, p. 69):

57 G.Theocharopoulos, Poesies lyriques de I’ Anacreon moderne, Athanase Christopoulos ... avec la tradustion francaise en regard
(Strasbourg: De 'Imprimerie de L. F. Le Roux, 1828).

58 Forabriefaccountof Germanos’ activity, see C. A. Frazee, The Orthodox Church and independent Greece, 1821-1852 (Cambridge:
Cambridge University Press, 1969), 18-20.

59 Agv Aéym Tt BpOEODV Ol GTIXOL, [ot d10L TO VTOKEIHEVOV E1G TO OTOIOV OVAYOVTOL OVAYKT VO HOGE TVAG KOVKIOL KOt VoL TO (TOVY).

60 L. A. Kastner, A history of French versification (Oxford: Clarendon Press, 1903), 142, 175.
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J-B. ROUSSEAU GERMANOS

Tandis que dans la solitude, Metd acmhayviag dkpoag

Ou le destin m’a confiné, KOL HEYEANG OTTOVIGG

Jendors par la douce habitude 10 Koppi pov Pacovielg

D’une oisive et facile étude Gomhayvo koTaphoyilelg

Lennui dont je suis lutiné. KoL To QUM TG KapSIaC.

(While in solitude,

where fate has confined me, (With utmost unmercifulnesss
I fall asleep by the sweet habit and great cruelty

of idle and easy study you torture my body

the boredom by which I am and, with pitilessness you burn completely
enlightened). the recesses of my heart).

Another love-song transcribed by Nikephoros was produced by Athanasios Kas-
savetis of Cyprus, Bishop of Volos, Greece (Ms 1428, p. 145). Athanasios (1797-1821)
was Nikephoros’ colleague in Istanbul, but managed to surpass him in church hierar-
chy due to his connections in the Patriarchate (he was a nephew of the Patriarch Gerasi-
mos of Cyprus). However, he was popular among his flock, for he managed to connect
the religious festivals with the rural ones in his diocese, and contributed a great deal to
the preparation of the Greek Revolution. His work is an attack on Death who is called
with the semi-archaic word Charon (Xépog), and “steals” from life the most “precious,
beautiful, marvellous and young” members. Yet, Athanasios’ verses contain some inter-
esting innuendos as to the identity of the object of his praise (a young man?) and their
(platonic?) relation®. This is pointed by Nikephoros’ own derogative comment on the
author and his work, which he finds “cacophonous, out of tune and effeminate, and
this Cypriot bishop’s mirror and image”!

Other settings were produced at the instigation of some pupils of his (either cler-
gymen or cantors) in his School of Chant in Jassy. Such is the setting on a poem by
Takovos Rizos-Neroulos (1778-1849), a dramatist who was born in Istanbul, and served
several Princes in Moldavia and Wallachia as high-rank officer®. Neroulos’ poem (1428,
p. 259) was set to music by Nikephoros “after a pressing encouragement of both the
poet [Takovos] and the composer’s [Nikephoros’] pupil, Sofronios™. The poem is of
explicit erotic character: a girl is invited to lie down on the grass with the poet and leave
herself to his caresses that are described in corporeal terminology (by the addition in

61 To évi Kumpubticov pélog kat to100tov apyepéng Kumpidtov mévnpe kot e0vola: Kakdemvog, Tapipmvog Kot kTednAucpévoc.

62 See the preface in J. P. L. Humbert, Cours de littérature grecque moderne, donée a Genéve par Jacovaky Rizo Néroulos (Geneva:
A. Cherbuliez, 1828).

63 Koté napaxivnow Befracuévny tov ovtod Kot tov padntod tov Toepoviov.
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every line of the phrase “what a pleasure!” [t ndov!]). Although the poem is not his
own creation, Nikephoros’ decision to provide a musical setting must be considered a
daring and rather risky one. Sofronios seems to have been Nikephoros’ beloved pupil
since he is often referred to as such in another collection of Byzantine chant which he
produced in Moldavia (1816)%.

Yet, his involvement in producing of and consuming secular music of this sort was
totally forbidden by the official Church. In the official collection of ecclesiastical can-
ons, first published less than two decades earlier (1800), the editor Nicodemus cites a
number of canons prohibiting clergymen of all grades engage in all sort of entertain-
ment upon depose from office. For example, Canon IV of Laodicea ordains that any
bishop, priest or deacon “must not hold banquets by agreement or with contributions
collected from a number of persons gathered together at the same time and place,
whether they be in holy orders or clergymen or laymen”®. That was based on an older
assumption that “Christians cease holding banquets and balls (or dances) and games
to the memory of or as feasts to martyrs and other saints, such as those customs which
are peculiar to the Greeks [i.e. pagans] and due to their error and godlessness” (Can-
on LX1X of Carthage). Furthermore, the 7" Ecumenical Council decreed that “neither
ought Christians to eat and drink to the accompaniment of musical instruments and
whorish and demonish songs”.

These prohibitions did not deter Archdeacon Nikephoros to write songs in explic-
it Ottoman fashion, such as a song described as a “kind of sark”, the most popular
Ottoman form (1428, p. 222). The Greek lyrics were provided by Theodoros Negris
(1790-1824), a polyglot Greek who lived in Wallachia, and was subsequently appointed
chargé daffaires to the Turkish Embassy in Paris®. Nikephoros also records twelve
Turkish, eight Arabic, four French, and an Italian song that seem to have become popu-
lar in the Greek community of Romania. Some of his Turkish songs come from the
famous Turkish composer Ismail Dede Efendi (his contemporary), and were used in
the ritual of the Mevlevi dervishes. Among his transcriptions, there is an ezan or a call
to prayer “from the voice of a dervish of Damascus, where I received the monastic ton-
sure” (Ms 1428, p. 213). However, underneath the transcription, he added the following
statement as if to apologise for this liberty: “Let him and his followers be anathema,
unceasing worm, gnashing of teeth, and huge pit of nether gloom; as for me, may I ask
for forgiveness for such a terrible impertinence and boldness”.

64 This is Ms 1429 (“Terpischore”), Vatopedi Monastery, Mount Athos, Greece.

65 H.Nicodemus, The Rudcder [Pedalion] of the metaphorical ship of the One Holy Catholic and Apostolic Church of the Orthodox
Christians, transl. D. Cummings (Chicago: The Orthodox Christian Educational Society, 1957 (Repr., New York: Luna, 1983)),
64.

66 See Negris’ short biography in English in J. Bentham, (2000) The correspondence of Jeremy Bentham: July 1824 to June 1828,
The Complete Works of Jeremy Bentham, vol. XII, eds. L. O’Sullivan, & C. Fuller (Oxford: Clarendon Press, 2006), 3-5.

67  Avadepa 8g £0Tm 0VTM, GKOME 0K0iUNTOG, BPUYHOS 08OVTOV Kot TEPTEPOG AmEPAVTOG HETE TV omaddv ontod. Kapol 8¢ cuyvdun peydin
£veka told g amosiov avbadeiog kot TouNG.
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POVZETEK

Clanek se posveca stiku med duhovnim in posvet-
nim, ki se kaze v ukvarjanju krs¢anske duhovscine s
posvetno in duhovno poezijo na Balkanu v zacetku
novega veka. Evropska duhovscina je od 18. st.
naprej dejavno sodelovala v glasbenem zivljenju.
Najbolj znana predstavnika sta Bene¢ana Antonio
Vivaldi in Mozartov libretist Lorenzo da Ponte. Po-
dobno kot za Italijo, je veljalo za sosednjo Gr¢ijo,
od 1453 pod otomansko oblastjo, kjer se je vrsta
duhovnikov in skofov ukvarjala s posvetno glasbo.
Izhodisce razvoja je delo patriarha Teofanesa
Karikesa. Svoja dela je imenoval “Izmaelitska”, po
svetopisemskih Izmaelitih, potomcih Abrahama
in njegove prileznice Hagar. Uporabljal je tudi
poimenovanja po orientalskih instrumentih. V
drugi polovici 17. st., po porazu Perzijcev in zacetku
njihovega priseljevanja v Otomanski imperij, se
zacno pojavljati dela po perzijskih zgledih (acemli).
Izrazit primer so dela, ki jih je v perzijskem jeziku
v grski transliteraciji pisal visok duhovnik grskega
patriarhata Balasios. Njegovemu zgledu so kasneje
sledili grski menihi na gori Atos (osrednji meniski
skupnosti v Grciji).

Grski kleriki so se ukvarjali tudi s teoretskim
opazovanjem ,tuje” glasbe, s ¢imer so ohranjali
vodilno vlogo v grski skupnosti tudi pri umetniskih
vprasanjih. Tako je Ciril iz Marmare, Skof na Tenosu,
v sredini 18. st. spisal teoretsko razpravo, v kateri
je grskim bralcem pojasnil pravila otomanske
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glasbe. Spis je bil pogosto prepisovan na Sirsem
obmodju Balkana (predvsem v Turciji in Romuniji).
V drugi polovici istega stoletja so razli¢ni kantorji in
duhovniki v Turciji in Romuniji izdelali ve¢ antologij
posvetne pesmi.

Najbolj plodovit, a danes ve¢inoma neznan kompi-
lator tega Casa je bil Nikefor Kantouniares z losa,
arhidiakon Antiohijskega patriarhata, ki je uglasbil
tudi pesmi dveh znanih prelatov: Germana, Skofa
iz Starega Patrasa in junaka grske revolucije leta
1821, ter Atanazija Kasavetisa s Cipra, §kofa Volosa
v Tesaliji. Kantouniares se je naselil v Romuniji, kjer
je pouceval glasbo in zbral na stotine pesmi grske
in drugih etni¢nih skupnosti v velikih antologijah,
notiranih v cerkveni notaciji. Njegovi odnosi z
grskim patriarhom niso bili prav dobri, kar se
odrazav njegovih zbirkah, ki mnogokrat opozarjajo
na moralne slabosti njegovih sobratov.

Clanek, temelje¢ na doslej neznanem gradivu, ki ga
je odkril avtor, odgovarja na vprasanja, kot so: Kaj je
vodilo te duhovnike k ukvarjanju s posvetno poezijo
oz. glasbo? Kako je obcinstvo sprejemalo njihovo
delovanje glede na umetniska in etni¢na izhodisc¢a?
Kako se je odzvala uradna cerkev? Do kaksne mere
je njihovo ukvarjanje z umetnostjo vplivalo na nji-
hovo poklicno napredovanje (in delovanje) znotraj
cerkvene hierarhije? Clanek je razdeljen v tri odseke,
ustrezno s tremi pristopi pri ukvarjanju klerikov s
posvetno glasbo (kot alegorija, teorija in praksa).

Prevod naslova, izvlecka in povzetka Ales Nagode
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1zvLECEK

Knjiznica Franciskanskega reda v Novem mestu
hrani bogato zbirko cerkvene in posvetne glasbe iz
18. stoletja. Med ohranjenimi muzikalijami so tudi
simfonije. V pricujocem ¢lanku bodo predstavljene
njihove znacilnosti in izvedbene moznosti v okviru
cerkvene liturgije.
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ABSTRACT

The Franciscan Library in Novo mesto holds a rather
large collection of 18" century sacred and secular
music. Among the preserved music there are also
several symphonies. The article deals with their cha-
racteristics and the possibilities of their performance
during the church liturgy.

Various religious communities all over Europe shelter rich musical legacies that
have been gathered over the course of time for use in the liturgy and devotional ser-
vices. The Franciscan order in Novo mesto has preserved a rather rich collection itself,
most of which was intended for performance during their services in the church of
St Leonard. However, the musical heritage preserved in the monastery’s library is not
made up exclusively of church music, it also consists of numerous secular genres, from
solo keyboard pieces and string quartets, to overtures and symphonies. This instru-
mental music was also probably intended for performance, whether as Tafelmusik at
special occasions or as part of the church liturgy.

In the course of the 17" and 18" centuries, instrumental works were incorporated
in the liturgy. They were, for instance, performed in specific parts of the Mass, some-
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times even replacing particular vocal settings.! When the organ, the basis of the musical
accompaniment of the service, was supplemented with additional instruments in the
mid 17" century, the range of instrumental pieces that could be performed widened
(sonata da chiesa, concerto grosso, and trumpet concerts), thus enabling the inclu-
sion of genres now regarded as emblems of secular music. Records show that even
symphonies were performed in churches during masses. Ten Haydn symphonies from
the Benedictine monastery of Gottweig were, for instance, performed liturgically.
Moreover, accounts of contemporaries, as well as numerous symphonic repertoires
preserved by various religious institutions, attest to the fact that the symphony had a
place in church.?

While some symphonies were even written for liturgical purposes in da chiesa style
(one-movement works), such as most of the symphonies by Franciscan priest Stan-
islao Mattei, others were merely entitled Sinfonia sollennis, sollene (literally: solemn
symphony)* and did not fundamentally differ from their concert counterparts.” Con-
sequently, there are contrary opinions as to whether a specific subgenre, the so-called
sinfonia da chiesa, actually existed, especially with so few extant examples matching
its description.® It is more likely that any symphony that could be acquired was per-
formed in churches.” The fact that archives of different religious orders collected con-
cert symphonies from numerous composers supports this view.

Many monasteries in the Habsburg Monarchy cultivated the symphony and ob-
tained rather large symphonic repertoires, and the monastic archive in Novo mesto
apparently followed their example. The small number of symphonies, preserved in
the archive derive from composers of roughly the same generation, including some of
the favourites of the era: Joseph Haydn, Carl Ditters von Dittersdorf and Johan Baptist
Vanhal.

1 Stephen Bonta, “The Uses of the “Sonata da Chiesa™, Journal of the American Musicological Society 22 (1969): 64.

2 Mary Sue Morrow, “Eighteenth-Century Viewpoints”, in The Symphonic Repertoire, vol. 1, The Eighteenth-Century Symphony,
ed. Marry Sue Morrow and Bathia Cherugin (Indiana: Indiana University Press, 2012), 51.

3 Musical historian Charles Burney heard symphonies on his journeys through Vienna, and Carl Ditters von Dittersdorf stated
that he heard symphonies played in churches in his autobiography.

4 Robert N. Freeman, “The Austrian Cloister Symphony”, in The Symphony 1720-1840, series B, vol. 6, Austrian Cloister
Symphonists, ed. Robert N. Freeman (New York: Garland, 1982), Xiii.

5 Ibid.

6 Neal Zaslaw, for instance, considers sinfonia da chiesa an autonomous genre. In his article “Mozart, Haydn and the Sinfonia
da chiesa”, he bases this conclusion on statements by 18" century music theorists Johann Mattheson, Johan Adolf Scheibe and
J. A. P. Schulz, who claim that symphonies were part of church music and had special characteristics (compositions mostly in
one movement, with a serious “air” and fugal forms). However, Stefan Kunze and Otto Biba disagree, rejecting the idea of it
being a distinct genre. (Adapted from: Morrow, “Eighteenth-Century Viewpoints”, 51).

7 Morrow, “Eighteenth-Century Viewpoints”, 51.
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Carl Ditters von Dittersdorf was one of the most prolific composers of the sym-
phonic genre in the 18" century, and his manuscript copies and prints were widely
distributed, so it is not surprising that the Franciscans obtained one of his symphonies.
The Symphony in A major was written no later than 1766 and has three movements in
fast-slow-fast form, which was characteristic of the composer’s early symphonies prior
to the numerous changes in style in 1773 (from 1773 onwards, he employed exclusively
a four-movement model, in which sonata forms and rondos replace the simple binary
forms, movement length is extended and the orchestra enlarged).® The first and last
movements are in the early binary sonata form, although a few measures of modula-
tion in the second part hint at a development section. The slow movement is very short
and in a simple binary form. It is interesting that the manuscript version retained by the
Franciscans is scored for strings only - two violins, viola and bass - with the original
two oboes and two horns omitted.

A number of works by Dittersdorf’s contemporary, Johann Baptist Vanhal, were
obtained by the Franciscans. As well as six string quartets, six violin duets and diver-
timentos for string trio, there is also the Symphony in C major. Paul Bryan concluded
that “it must have been one of Vanhal’s best known symphonies because it is listed in
six contemporary catalogues or references and eighteen [nineteen including the one
in Novo mesto] manuscript copies of it have been found”. It is the only symphony in
the Franciscan Library with four movements, each of which demonstrate an interest-
ing formal design. Although composed in Vanhal’s early period, it is the most mature
symphony of the collection. While the first movement follows the standard model and
is in sonata form, the entire second movement is modelled as a canon. Bryan also
noted that the Trio has “a rather long chorale-like melody with irregular phrases that
looks as though it might be a chant melody rather like those occasionally employed
by Haydn”.® In his symphonies, Haydn incorporated Gregorian chants, lamentations
and chorale melodies; for instance, the melody of the first movement of the Symphomny
in C major, No. 30, is based on an Alleluia. Landon suggests that this symphony was
intended for performance during the Easter festivities.!! Vanhal’s symphony ends with
an effective rapid Finale. Although his Symphony is scored for strings, oboes, horns,
and trumpets-timpani (except for the second movement), only the parts for one violin
and timpani have been preserved here.

Another symphony that stands out is Leopold Mozart’s Pastoral Symphony in G
major. Leopold’s works are certainly rare in Slovenian archives, and even this work
was mistakenly attributed to his son, Wolfgang Amadeus Mozart. This symphony is
of a peculiar kind, being a “characteristic”'? symphony, i.e., a symphony with a speci-
fied subject. Moreover, it is an instrumental pastorella, a church composition intended

8  Richard Will, “Carl Ditters von Dittersdorf”, in The Symphonic Repertoire, Vol. 1, The Eighteenth-Century Symphony, ed. Marry
Sue Morrow and Bathia Cherugin (Indiana: Indiana University Press, 2012), 483.

9 Paul Bryan, “AE287” (About Symphony in C), Artaria Editions, http://www.artaria.com/SystemLink_ProductAboutThisWork_339.
Accessed May 1, 2013.

10 Ibid.

11 H. C. Robbins Landon, The Symphonies of Joseph Haydn (London: Universal edition & Rockliff, 1955), 260.

12 Characteristic symphonies were frequently composed in the second half of the 18" century. By far the most popular subject was
the pastoral, followed by military, hunting and storm depictions. Some composers even tried to attribute national characteristics
to their symphonies.
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for performance during Christmas mass. Rather than relying on a particular text, the
whole mood of the work is characterised by a generalised and favoured subject: the
pastoral. One obvious reference to the chosen subject matter is the composer’s use of
a shepherd’s horn (alphorn), but he also uses typical pastoral motifs: perky themes in
the first and last movements, including a distinctive theme in 6/8 time, and symmetrical
material for the second movement.

Antonin Kammel is represented by several chamber works and his Symphony in
E-flat magjor. This symphony also belongs to the last stages of early classicism, being
a three-movement work with standard scoring (two oboes, two horns and strings). In-
terestingly, continuo figures have been added to the bass part, a feature also evident
in some of his other symphonies.” If these works really were acquired by F. Mathias
Poehm," who, like the composer himself, was of Czech decent, then this symphony
must have been composed by 1870. Many of Kammel’s works are preserved in copied
manuscripts by monastery collections in Bohemia, where F. Poehm could have ob-
tained the manuscript before he settled in Novo mesto in the 1870s.

It has already been established that monastic communities fostered the perfor-
mance of symphonies, with several monks even contributing such works. The Fran-
ciscan Library preserves a collection of symphonies by F. Kraus Lambert'® of the San
Benedict Order of the Bavarian monastery Metten. The composer was obviously well
known in Slovenian lands,” as a printed collection of seven masses and a requiem
are held in the library of the priest Peter Pavel Glavar in Komenda. The collection of
twelve symphonies and two serenades entitled Canora orphei dulce severi nemora
was printed in 1762. The symphonies all follow the basic pattern of the early sympho-
ny, a three-movement scheme with two fast movements enclosing a slow movement in
which the wind instruments are generally omitted. The first movements examined are
in the early binary-sonata form, in which the tonic returns with the secondary theme
in the recapitulation.’® Some, however, express the tendencies of full sonata form (the
9" symphony), with distinctive first and second material (both returning in the tonic
in the recapitulation) and even incorporating a passage with modulation, albeit with
no real development of the basic material. The second and third movements are in
binary form or binary-sonata form. During the course of the movements, the same,
mostly uninventive material is more or less repeated. The motives are very simple in
terms of rhythm and melody and are not developed through the course of the music.
We cannot speak of themes: the composer works with two-bar groupings repeated

13 Zdenka Pilkova, “Antonin Kammel. Introduction: Life and Works”, in The Symphony 1720-1840, series B, vol. 13, (New York:
Garland, 1982), Xx.

14 Tomaz Faganel, “Glasba klasicizma v novomeski arhivih”, in Dolenjski zbornik (1997): 218.

15 Faganel, “Glasba klasicizma v ...”, 215.

16 Lambert Kraus (Pfreimd (Oberppfalz), 27 September 1729; Metten, 27 November 1790), composer. He joined the Metten
monastery in 1747, where he was engaged in multiple functions. Only a year after his addmitance he became regens chori.
He was teaching the choirboys as well as meanaging the monastery's seminars and in 1770 he was ellected abbot. The twelve
symphonies and the two serenades are his only instrumental works, his opus concentrates on vocal music for liturgic use as
well as stage works.

17 Faganel, “Glasba klasicizma v ...”, 216.

18 Jan Larue and Eugene K. Wolf, “Symphony: I. The 18th Century”, in Grove Music Online, ed. Deane Root, http://www.
oxfordmusiconline.com.nukweb.nuk.uni-lj.si/subscriber/. Accessed May 15, 2013.
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sequentially. The movements examined are basically homophonic. There is little inter-
action between the instruments, with the second violin normally duplicating the first
violin or playing accompanying figures. All twelve symphonies are in a major key, not
going beyond three sharps or one flat. They are scored for strings, to which either two
clarions with timpani (symphonies 2, 3, 4, 8, 9) or two horns (symphonies 5, 6,7, 10, 11)
or both (symphonies 1&2) are added ad libitum, with the wind instruments support-
ing the strings. In the 1740s, strings and a wind choir of oboes and horns became the
standard instrumentation for symphonies, but clarions and timpani were often used
in church music. This perhaps affected the composer’s choice. On the other hand, the
brevity of the movements suggests that these symphonies were actually modelled on
overture symphonies, in which clarions and timpani were part of the standard scoring.

It is clear that the symphonies belong to the style of early classicism. Their features
are conventional and do not surpass average creativity. The two serenades added in
the collection have livelier orchestration, with one requiring two flutes and two horns
in addition to strings, and the other requiring two clarinets and two horns. These works
have seven movements, each with three minuets, and their compositional technique
does not differ from that of the symphonies.

The Franciscan Library holds another printed collection entitled Sei sinfonie a grand
orchestra, which Joseph Haydn published as Opus 35 with the well-known publisher Ar-
taria. This was apparently a very popular publication, as the Philharmonic Society found-
ed in Ljubljana in 1794 had the exact same collection. The edition is in fact an assembly
of six overtures (compared to the symphonies, they are smaller in scope: some are single
movement pieces or have three short movements). The fact that Haydn decided to give
them the title of symphony demonstrates that the genre was not as determined then as it
is now. Moreover, the terms overture and symphony were used interchangeably until the
end of the 18" century, as is clearly illustrated by the piece entitled Sinfonia by Niccolo
Piccinni, the prolific opera composer. The Sinfonia is in fact the overture to his success-
ful opera La Buona figliuola, scored for a standard string ensemble, two oboes and two
horns, which, in the symphony version, actually serve as substitutes for trumpets.

Among the manuscripts there is also a part of an instrumental piece of an anony-
mous composer. Its formal structure with four movements in the order of Allegro, An-
dante, Menuet/Trio and Presto leads to the conclusion that it is most likely a symphony.
However, only the part for the second violin is preserved, therefore, it is very difficult
to establish to which symphony and author it belongs. There is also an anonymous
Overture, which contains parts for the violins and horns, but the parts are cut and half
of the music is missing. Because of the incomplete and missing parts more substantial
information about the pieces cannot be given.

After observing the features of the symphonies held in the Franciscan Library, it is clear
that they were not collected randomly. Although not following the guidelines of the church
symphony, as they are not single-movement works and do not have any fugal movements,
some of them do incorporate sacred elements, such as Vanhal’s chantlike melody from
the Trio of the Symphony in C major, or its canonic slow movement, which would defi-
nitely be suitable for church use. As at concert performances of symphonies, during the
liturgy movements were performed separately, or, even more likely, only one movement
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was selected for performance. Another work very suitable for performance during the lit-
urgy, would be the slow movement from Leopold Mozart’s Pastoral Symphony, as pastoral
elements in music and pastoral works were very common in religious services.

A further interesting fact is that all of the symphonies were probably collected dur-
ing the time when the church symphony was prospering in the Habsburg Monarchy:
in the 1760s and 1770s, until the Josephinian reforms in the 1780s."” When the extent
of the services had to be moderated, there was no need for the incorporation of sym-
phonies. However, the question of performance possibilities still remains. As has been
pointed out before,* it is doubtful that the richly scored pieces were ever performed,
as it was definitely difficult to acquire the necessary wind instruments. The standard
practice, however, was to simply omit instruments that could not be acquired. F. Kraus
Lambert’s scoring already anticipated this problem, with all of the wind instruments
being added ad libitum. This may be why the Franciscan copy of Dittersdorf’s sym-
phony also omits the winds. These implicit facts indicate that these symphonies were
performed during the liturgy; however, further research of the monastery’s documents
would perhaps reveal explicit evidence that is not offered by the manuscripts.

In conclusion, I would like to add that these symphonies, although few in number,
also contribute to a wider and clearer idea of what the symphonic repertoire was like
in the second half of the 18" century in the Slovenian territory. It is clear that by the end
of the 18" century, with the establishment of the Philharmonic Society, the prevailing
classical repertoire of the cultural capitals was well established in these lands. However,
these few symphonies testify to the fact that the periphery of the Habsburg Monarchy

was also acquainted with the early stage of classicism.

POVZETEK

Bogata zbirka muzikalij iz 18. stoletja knjiznice
Franciskanskega samostana v Novem mestu vse-
buje tudi nekaj simfoni¢nih del. Slednje bi lahko
bile namenjene za izvedbo med masnimi obredi
v cerkvi Sv. Lenarta, kjer so Franciskani skrbeli za
bogosluzje. V 17. in 18. stoletju so med cerkvenim
bogosluzjem namre¢ izvajali tudi instrumentalne
skladbe, ki jih danes dojemamo kot popolnoma
posvetne. Med njimi so bile pogosto tudi simfonije.
Simfonije in uverture iz franciskanske zbirke so
dela skladateljev druge polovice 18. stoletja (Jo-
hann Vanhal, Carl Ditters von Dittersdorf, Leopold
Mozart, Antonin Kammel in Nicolo Piccini) in so
predstavnice zgodnje klasicisticne ustvarjalnosti.
Ohranjena je tudi zbirka dvanajstih simfonij meni-
ha Klausa Lamberta iz Bavarske in zbirka uvertur
Josepha Haydna.

Nobena izmed simfonij sicer ne sledi oblikovni
shemi t. i. sinfonie da chiesa, zanru namenjenemu
liturgicni rabi, kljub temu pa nekatera dela izkazu-

jejo znacilnosti, ki jih lahko povezemo s cerkvenim
glasbenim bogosluzjem. Trio iz Simfonije v C-duru
Johanna Vanhala temelji na melodiji, ki je podobna
koralnemu spevu. Sorodne tehnike se je v simfo-
nijah pogosto posluzeval Haydn. Za bogosluzje
bi bil primeren pocasni stavek iste simfonije, ki je
zgrajen kot kanon. Pastoralna simfonija Leopolda
Mozarta je pravzaprav instrumentalna pastorella,
cerkvena kompozicija, ki je vsebinsko povezana s
praznovanjem bozi¢a. Morda so bile prav za bo-
gosluzje namenjene tudi simfonije meniha Klausa
Lamberta. Hipotezo, da so bile simfonije name-
njene za izvedbo v bogosluzju podkrepi dejstvo,
da so bile pridobljene v ¢asu pred Jozefinskimi
reformami, ko so bili masni obredi §e obogateni z
instrumentalno glasbo. Sicer drzi, da je bilo tezko
pridobiti vsa predvidena pihala oz. trobila za izved-
bo omenjenih del, vendar je treba opozoriti, da je
stalna praksa poznega 18. stoletja omogocila, da so
se simfonije izvajale v zasedbi, ki je bila v danem
trenutku na voljo.

19 Neal Zaslaw, “Mozart, Haydn and the Sinfonia da chiesa”, The Journal of Musicology 1 (1982): 117.

20 Faganel, “Glasba klasicizma v ...”, 216.
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Pogosta »postmoderna tezava« profanacije
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ABSTRACT

The common “postmodern concern” over the pro-
fanation of the arts is taken as a starting point for
analysing works by five distinctive Slovenian com-
posers of symphonic music - by Uro$ Rojko, Vito
Zuraj, Lojze Lebi¢, Nenad First and Crt Sojar Voglar.
Their artistic intentions and realizations come clo-
ser to certain metaphysical, historically speaking
rather romantic, ideals of autonomous music, only
remotely connected to the ideas of postmodernity.

The paper was written for the research project on Slovenian symphonic music after
1918, which is part of the national project Slovenian Musical Works After 1918'. Thus,
a few words on its background seem appropriate. The project aims to gather infor-
mation about musical works composed in Slovenia after WW I in a rather pragmatic

1 The details about the project, funded by the National Agency for Research (J6-4088 [A]; 1.7.2011-30.6.2014), may be found here:

http://sicris.izum.si/search/prj.aspx?lang=slv&id=7013.
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archival manner: to build a database of facts regarding musical works in Slovenia. The
database shall include different genres and styles, for the time being also the explicit
musical poetics of the composers as well as reception information. I am working cur-
rently on symphonic music.

The following lines are confined to five glimpses into symphonic production in the
last decade. In line with the common “postmodern concern” regarding contemporary
art music - reading: also the art music has succumbed to profanation, marketing and
the fast-food-consuming logic of the late capitalism; consequently it has lost its social
power - my aim is to address this surmise: if, at all, and to which levels, then, the “post-
modern concern” may be accepted?

Rojko and Zuraj: A Virtuosity of Sound

If two aesthetically appealing events from the near past may stand for a variety of
musical, also symphonic phenomena, I may risk to choose the chamber opera King Da-
vid, Cither and Sword (2009) by Uros Rojko (b. 1954) and two sets of symphonic pieces,
published on two CDs, Crosscourt (2008) and Maxply (2010), by Vito Zuraj (b. 1979).

Rojko’s opera,? an opera “for children and adults”, is based on passages from the
Old Testament as a “parody [...] of perversity of the current culture of profitability”:
“The young shepherd and zitherist David is an appointee of God and he seems to be
successful in everything. He, the sweet singer, climbs the social ladder from a shepherd
to the warrior and finally becomes the successor of King Saul.” Here, Rojko does not
depict a single-sided social story, but incorporates the psychological self of the pro-
tagonist: “David is also plagued by fears and is stumbling over his very own needs - the
desire for a man to whom he entrusted his innermost and loves it for its own sake.” The
compositional means are carefully designed within a stylistically rather compound aes-
thetics, a kind of “expressionist” combination of musique spectrale, new complexity,
micro-polyphonic textures and sound-fascination-expertises of Giacinto Scelsi. I have
chosen his single opera as probably the most plain explanation of Rojko’s creativity,
which is otherwise centred on chamber instrumental and symphonic music. His sym-

2 Published in Verlag Neue Musik as Zither und Schwert (Libretto: Marc Gunther), nach dem Alten Testament, for mixed choir,
speaker, tape and ensemble, ISMN: M-2032-1906-4, Product No.: NM11349.

3 »Rojkova uglasbitev zgodbe o kralju Davidu je glasbena parodija. Kot vec¢ina primerov te vrste se je porodila iz nuje - pa vendar
je vse prej kot resitev na silo. Opera je tako nastala iz perverznosti novodbnega pridobitnistva.« http://www.eventim.si/si/
vstopnice/uros-rojko-kralj-david-citre-in-mec-komorna-opera-ljubljana-kino-siska-67144/eventhtml.

4 The Gesellschaft fiir neue Musik Freiburg e.V. offered the following text on the opera:

LKONIG DAVID / Zither und Schwert / Eine Kammeroper in 7 Bildern fur Kinder und Erwachsene

Der junge Schifer und Zitherspieler David ist ein von Gott Berufener, dem alles zu gelingen scheint. Er, der stifie Sanger, wird
vom Schiifer zum Krieger und schlieRlich zum Nachfolger Kdnig Sauls. Doch auch David wird von Angsten geplagt und stolpert
uber seine ureigensten Bediirfnisse - der Sehnsucht nach einem Menschen, dem er sein Innerstes anvertrauen und der ihn um
seiner selbst Willen liebt.

David ist kein Held im klassischen Sinne, mit seiner musisch-sanften und seiner kampfbereit-harten Seite wird ein differenzierter,
fast gebrochener Held dargestellt. Im Laufe seines Lebens geht er durch viele Tiler, seine Erfolge sind von Einsamkeit begleitet
-sind die ersten Jahre gezeichnet durch das Leid, das er anderen zufugt, wird er spiter zu einem, der selbst viel erleiden muss.
David muss lernen, dass er in all seinem Handeln auf die Hilfe Gottes angewiesen ist, Gott aber nicht auf ihn. Es wird nie eine
Gegenleistung geben, nur Liebe.”

http://www.mehrklang-freiburg.de/projekte/koenig-david-zither-und-schwerthtml. Accessed March 3, 2013.
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phonic works from the last quarter century (the last one, for instance, La Gomera®) are
well comparable to this opera regarding its compositional logic and musical aesthetics,
including the ethical appeal.

“I search for beauty, yet this beauty has certain depth, certain foundation [Grund)].
This foundation is not from our world, it is something that our world cannot offer
and it is nevertheless based on it. I could not connect my music to the New Age or
the like, where one only strives for therapeutic achievement of a certain state |[...].
My music does not have any therapeutic purposes, it is much more contiguous to a
natural experience of well-being.”™
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Example 1: Uros Rojko, La Gomera, p. 6.

w

Uros Rojko, La Gomera (Berlin: Verlag Neue Musik. ISMN: M-2032-2093-0).
6 Vizvirniku: ,Ein System sagt noch gar nichts aus, was du daraus machst ist wichtig.” ,Die Idee, etwas Neues zu machen, war
damals, als ich mich mit Serialismus und Neuer Musik beschiftigte, sehr wichtig [...] Es geht mir in der Tat um Schonheit, aber
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Anchored in a comparable modernist tradition, Vito Zuraj won several prizes for his
work, probably the most outstanding of which are the nomination of his piece Warm-
Up for French horn and percussion for a recommended work at the 201 International
Rostrum of Composers in Stockholm and the 1st prize at the ,57. Kompositionspreis
der Landeshauptstadt Stuttgart” for his work Changeover for instrumental groups and
symphony orchestra. Both - as the majority of Zuraj’s - works excel in virtuosity:

“Zuraj’s ‘Changeover’ is a brilliantly set score for a total of 114 instruments, some
of which are positioned to play among the audience |[...]. In its block-like structure
of the whole, the sound-worlds of the piece and its sound-exchanges bear witness of
great connoisseurship [Kennerschaft]. The language of sound is spectacular, the
dramaturgy of the composition surprising and the mastery over the material in the
treatment of unexpected pillars of noise and hurricanes impressive.”

Zuraj gains the mastery over the compositional métier through a superb technical
skill. His knowledge of pitch distribution and imagination in software usage (Max and
Finale) is to some degree comparable to his imaginative poetics of ‘game’, as devel-
oped in both sets of symphonic pieces pertaining to the tennis game: individual con-
cepts from tennis are taken for initial stimulus (for instance: Overgrip = tape around
the grip of a racquet; Deuce = for equal score after the 40 has been reached; Net Cord
= the wire holding the net; Crosscourt = the hit to the diagonal opposite side, etc.) He
defines his integrative ludic aesthetic in broad terms of erasing existent geographical,
cultural as well as aesthetical borders:

“When and if we ever manage to look at the art and consider artists with the same
measure of respect regardless of their nationality, race, religion, stylistic direction
and ideological attitude, then we shall perhaps be able to anchor more steadfastly in
the arts the function of uniting and connecting people. [...]. I believe that we should
see the future of the arts in the amalgamation of all insights from the past with the
visions of times to come.™

Lojze Lebic: The Rational Esotericism
On the other side, Lojze Lebic (b. 1934), probably the most revered Slovenian com-

poser and academician - symphonism is central to his output -, creates somewhat dif-
ferent art worlds. As Renata Salecl aptly notices for love (and hate) relations: “barriers

diese Schonheit hat eine Tiefe, hat einen Grund. Dieser Grund liegt nicht in unserer Welt, ist etwas, was unsere Welt nicht bieten
kann und was ihr dennoch zugrundeliegt. Nattirlich mochte ich meine Musik nicht zu einem Punktvon New Age oder dhnlichem
bringen, wo es nur darum geht, therapeutisch einen Zustand zu bekommen [...]. Meine Musik hat keine therapeutische Absicht,
sie grenzt schon eher an ein nattirliches Erlebnis, so da man sich als Mensch wohlfiihlt. [...] Mein Leben ist so gekommen,
dafd ich fiir mich eine andere Welt suche. Die Musik driickt das aus und ist ein Teil von mir.” (,Lauschen auf die innere Musik.
Wolfgang Rudiger im Gesprich mit Uro$ Rojko, v: ARS NUSICI {AM} 1122-2 (Freiburger Musik Forum, 1995, 15), 18-19.).

7 From the award announcement, at: http:;//www.stuttgart.de/item/show/273273/1/9/467869?. Accessed April 2, 2013.

8  Crt Sojar Voglar, Composers’ traces from 1900 onwards (Ljubljana: Drustvo slovenskih skladateljev, 2005), 295.
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Example 2: Vito Zuraj: beginning of Changeover, p. 27.

and symbolic prohibitions greatly contribute to the attractiveness of the love-object.”
Probably his carefully designed and even more carefully elaborated symphonic pieces
tend to merge different aesthetical utterances into what may be described as a post-
modern modernism: very subtle quotations, allusions, aesthetic rather than technical
vicinity of certain acoustic phenomena from the art world and the other worlds may be
found in his works. Since he understands composition as a process of “framing, when
something from one finds its way into another world”, his symbolic gestures differ if
juxtaposed to Rojko’s expressive sound textures and Zuraj’s almost picturesque sound-
scapes in the first line regarding its symbolic pregnancy, where clear-cut barriers exist
between the “lowbrow” styles and “artificial music”. An allusion, or a quote, is hardly
to appear in a clear-cut manner in a sense of “closing the gap” between different art

9 Renata Salecl, (Per)versions of love and hate (London/New York: Verso, 2000), 169.
10 Milan Dekleva, “Kot da je svet Ze dopolnjen,” Pogovor z Milanom Deklevo, Dnevnik, 7. 2. 1994.
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worlds, leaving ambiguous, cognitively uncertain and semantically contiguous experi-
ence, as, for example, in his Cantico I for orchestra (1997) and its cosmogony-imagery
at the beginning:
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Example 3: Lojze Lebic, example from beginning of Cantico I
(1997), p. 2.
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Nenad First and Crt Sojar Voglar: “Purely Musical”

With apparently any explicit semantic ambitions, the view on contemporary sym-

phonic musical poetics would hardly change, even if two more prolific symphonists
are introduced, Nenad First (b. 1964) and Crt Sojar Voglar (b. 1976). First comments on
his Concertino for flute, saxophone and chamber orchestra (2006), a piece that may be
considered as typical for his symphonic work in its entirety, as a piece that

“represents the soloists in the intensive interactions of improvisatory nature in the

Sfirst and rhyythmical, sporadically virtuosic playfulness in the second part. Unitary
musical events are summarized in the solo cadence, followed by a brief bravura
conclusion. ™

He sees himself strongly connected to the classical-romantic tradition:
“I cannot embed myself nor any other anywhere. [ feel close to mamny things within
the tradition of art music, conditionally speaking, I am closest to the expressionists’

legacy. ™

Comparably, Crt Sojar Voglar - he speaks of concerto and symphony as his favorite

“orchestral forms” - finds his Violin Concerto (2009-10) to be one of his best pieces®.
He described his main compositional features with the following words:

“In my works after 2010, I search for contrasts between the simple and the complex,
between the well-known and the more daring, between rhythmic clarity and the
aleatoric dispersed, between modality and tonal ambiguity, between simple chords
and dissonances, sometimes extending to clusters. I gradually achieved a synthesis
of impressionism and neoclassicism, adding to it some other compositional means
of the contemporaneity, here and there also a neoromantic expression, when I feel
that the piece needs it.”"*

A kind of “purely musical” poetic imagery may be supposed, positioning itself in

line with different historical (neo-)styles and, in the case of Sojar Voglar’s work, aspir-
ing toward polystylism.

From the CD booklet for Divisions, Simfoni¢ni orkester RTV SLO, dirigent Jiirg Wyttenbach (Ljubljana: Zalozba kaset in Plos¢
RTV SLO, 2008). The concerto is published by the Society of Slovenian Composers, EdDss 1876.

»Nagrajenci Presernvega sklada: Nenad First,« Vecer, 18.2.2009. http://web.vecer.com/portali/vecer/v1/default.
asprkaj=3&id=2009021805408360. Accessed May 2, 2013.

Crt Sojar Voglar, »Moj ustvarjalni credo - znacilnosti moje kompozicijske tehnike, pa tudi moji dosezki,« blog, sobota, 6. april
2013. http://sojarvoglar.blogspot.com/. Accessed May 30, 2013.

Ibid.
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KONCERT ZA VIOLINO IN ORKESTER

Concerto for violin & orchestra
Crt Sojar Voglar (2009-10)
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Example 4: Crt Sojar Voglar, Concerto for violin and or-
chestra, Ed DSS 1954, pp. 1-6.

Integrative, Humble, Delicately Uncertain

In general, the mentioned musical poetics emphasize certain levels of integrity of
different historical as well as phenomenological variables. They may be summed up
with a metaphor of a chain, one side of which encircles ideas of “acoustic universals”
as artistic means - ideas of the soundscape as art medium. The “voice itself” is, as it
were, a “modernist soundscape’s world” to paraphrase Simon Frith’s tripartite usage of
Danto’s concept”. On the other side, the “acousticism” of Rojko, Zuraj and Lebi¢ - mu-
sical poetics developed out of the modernist sound inventory - is displaced in Nenad

15  Frith speaks of a classical music world, a folk music world and a commercial music world. Simon Frith, Performing Rites: On
the Value of Popular Music (Cambridge, MA: Harvard University Press, 1996).
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First’s as well as Sojar Voglar’s poetics: it is displaced from the realm of acoustic univer-
sals into a field of more historically - also geographically - determinable variables. In
First’s and Voglar’s poetic music sticks to what common sense knowledge labels as the
classical heritage. And it is seen as a foundation out of which the modernist phenom-
enological “extensions” have been raised.

Of course, this opposition between phenomenological and historical stance is but
avirtual contrast of complementary capacities of perception. And here I do not offer a
corrective with information regarding reception as well as the inherent poetics of the
mentioned works. Instead, I am tempted to make a certain methodological slip into
Slavoj Zizek’s view of music as a “supplication: a call to a figure of the big Other (be-
loved Lady, King, God ...) to respond”’. His argument rests on a premise of melody as a
subjective voice, prevailing in the era of Classicism, becoming complex in the era of Ro-
manticism and somehow evaporating in the modern music objectified in Schonberg’s
Sprechgesang. The modern music, says Zizek, is a “renouncement” of that “endeavor to
provoke the answer of the Other”?, thus remaining on a certain “speechless vacuum”,
on a level of “dissolution of the romantic subject”.!®

This methodological, or rather semantic, slip into Zizek’s “structural substantialism”
of musical textures seems to me as a rather handy, plastically described view on mod-
ern music as propagated in the 1970s and still in the 1980s. To the contrary of Zizek’s
belief, the modern music addressed above is but a fan of views on restitution of what
has been for decades now thematized as a “postmodern turn” - a turn away from the
“big stories” of the modernity into the “small stories” of the era without anything sub-
stantially new: an era of idiosyncrasies, “dialects” and differences.

Idiosyncrasies are actually emphasized in each of the five mentioned musical po-
etics - surmising the inevitability of heterogeneous semantic potentials and skillful
technical features of the music. As for the works addressed here, they remain within the
unproblematic milieu of musical handcraft - in a typically pre-classical, as it were pre-
instrumentalized, position of music as an “innocent luxury”: as a phenomenological

16 Slavoj Zizek, The Plague of Phantasies (London/New York: Verso, 2008), 245.

17 Ibid.

18 Ibid., 270. In his view on music “each [musical] epoch, in a kind of ‘synthesis of imagination’, self-reflectively relates to preceding
epochs” (ibid., 247). Searching the differences between the epochs with Charles Rosen’s insights regarding the logic of memory,
Zizek summarizes the difference between the memory in classical and romantic eras as follows: “in Classicism, memory recalls
past happiness (the innocence of our youth, etc.), while the Romantic memory recalls not a direct past happiness, but a past
period in which future happiness still seemed possible, a time when hopes were not yet frustrated - memories here are ‘those
of absence, of that which never was’. The loss deplored in Classicism is the loss of what the subject once had, while the Romantic
loss is the loss of what one never had.” [...] That is to say: what the subject does not have is not simply absent, but is an absence
which positively determines [...] life.” (Ibid., 249.)

The substantial argument s centered in Schumann’s textural complementary usage of melody and harmony: “Schumann’s crucial
contribution lies in the way in which he ‘dialecticizes’ the relationship between the sung melody and its piano accompaniment:
itis no longer the voice which renders the melody, with the piano reduced to accompaniment or, at best, secondary variations
on the main melodic line (as it is still with Schubert). With Schumann, the privileged link between melody and voice is broken:
it is no longer possible to reconstruct the full melody from the solo vocal line, since the melody, as it were, promenades itself
between vocal and piano lines [...].” (Ibid., 253.)

The main axiom for denying any semantic potential to the modern music is a rather problematic one: the lack of melody in
modern music - the lack of a voice of a subject, as he illustrates in Arnold Schonberg's Gurrelieder: “Gurrelieder: an utterly
denaturalized nature, a kind of perverted, mocked innocence, not unlike the corrupted debauchee who, to add spice to his
games, mimicks a young innocent girl... The unique achievement of Gurrelieder is that it renders the very passage from late-
Romantic excessive expressionist pathos to the desubjectivized idiotic numbness of the Sprechgesang.” (Ibid., 271).
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challenge to the listener’s capacity of imagination - not of his musical predispositions
or expertise, or compositional knowledge. What at least the explicit musical poetics of
the addressed pieces is concerned - beside their heterogeneous and heteronomous
idea(l)s of performativity -, a certain, rather humble, position may be contemplated.
None of the mentioned musical poetics appears to venture into the realm of experi-
ment, research, explicit semantic goal, technical or stylistic unicum. On the contrary,
they are all aspiring toward a certain aesthetic efficiency comparable to the ideas of the
early romantic era. Whether one may speak of more or less profane, or sacred, is diffi-
cult to say. But it seems difficult to doubt in what I would suggest as a common feature
of the contemporary (perhaps not only Slovenian) music: avoidance of any overtly
semantic pregnancy, except a certain exuberance in acoustic ludism.

Of course, there are many more profane - or at least on the level of explicit musical
poetics more sacred, more “geistig” - versions of symphonic music. Yet I do not believe
they can change the offered view of the symphonic music today as an art of luxurious
“acoustic ludism” beyond the ideas of profanation and sacredness: aiming at a certain
aesthetic pregnancy, not semantic utterances, even less stimulating actions beside lis-
tening to the “musicality” of a piece.

Another “metaphysics of the absolute”, “just” a meta-religious pragmatism, substan-
tialism or ...?

POVZETEK bljenostjo” glede sodobne umetnosti - opisati jo

je mogoce takole: tudi umetniska glasba je zapadla

Prispevek je uvodna refleksija k raziskovalnemu
projektu o slovenski simfonic¢ni glasbi po letu 1918,
ki je potekal od leta 2011 do 2014 pri Javni agen-
ciji za raiskovalno dejavnost Republike Slovenije.
Projekt si prizadeva zbrati in muzikolosko obravna-
vati glasbena dela, ki so nastala v Sloveniji po prvi
svetovni vojni na ¢im bolj arhivski nacin: ponuditi
bazo muzikoloskih podatkov o glasbenih delih
na Slovenskem. Baza bo v kon¢ni fazi vkljucevala
razlicne zvrsti in sloge, vklju¢no s pricevanji o
glasbenih poetikah skladateljev in ustvarjalcev ter
podatki o recepciji. Trenutno raziskujem slovensko
simfonicno tvornost tega obdobja.

Prispevek je osredotoc¢en na pet vpogledov v
glasbene poetike simfoni¢ne ustvarjalnosti 21.
stoletja. Skladno s splosno “postmoderno zaskr-

profanosti, trzenju in logiki hitrega prehranjevanja;
posledi¢no je izgubila svojo druzbeno moc¢ - v
¢lanku pretresam naslednjo domnevo: ali, ¢e sploh,
je mogoce “postmoderno zaskrbljenost” sprejeti
za relevantno v povezavi s slovensko simfoni¢no
glasbo? Analiza petih umetnin, ki so jih podarili
Uro$ Rojko (1954), Vito Zuraj (1979), Lojze Lebic
(1934), Nenad First (1964) in Crt Sojar Voglar (1976)
- ponujajo odgovor, v katerem se umetniske resitve
skladateljev in njihove uresnicitve priblizujejo
doloc¢enemu metafizicnemu, zgodovinsko gledano
romanti¢nemu idealu avtonomne glasbe. Tako je
klju¢ni prispevek analize strnjen v vprasanju: ali
obravnavana glasba preoblikuje “metafiziko ab-
solutnega”, gre za “samo” nekaksen nad-religijski
pragmatizem, substancializem ali ...?
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IzvLECEK

V delih B. Kutaviciusa, L. Lebica in V. Tormisa lahko
odkrijemo izrazito naklonjenost do ritualnosti, upo-
rabe ljudskih instrumentov, ideje krozenja zivljenja
in nekaksne simulacije ljudske glasbe iz histori¢no
neopredeljivega ¢asa. Taksne paralele vzbujajo
vprasanja o vzrokih podobnosti, ki so povezani s
socialno-politi¢no situacijo drzav, v katerih so skla-
datelji ziveli in ustvarjali. Zato stilisti¢cnih sprememb
v sedemdesetih in osemdesetih letih ni mogoce
lociti od Zelje po politi¢ni in ideoloski osvoboditvi.
Vsi trije skladatelji so na taksne trende odgovorili s
podobnimi umetniskimi resitvami: iskali so misti¢-
no in sakralno glasbo predzgodovinskih ljudstev,
ki sluzi kot sprozilec mo¢nih nacionalnih custev.
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ABSTRACT

In the works of all B. Kutavicius, L. Lebi¢ and V. Tor-
mis, one can find a pronounced inclination towards
the ritual, the use of folk instruments, the idea of the
circulation of life, and some sort of simulation of
folk music of unidentifiable prehistoric times. These
parallels raise the questions about the causes for such
similarities which are connected to the socio-political
situations of countries in which the composers lived
and created. Therefore, it is not possible to disconnect
the stylistic changes of the seventies and eighties from
the desire for political and ideological liberation. All
three composers responded to those trends with si-
milar artistic solutions: they searched for mystical and
sacral music of prehistoric tribes which functioned as
trigger for the awakening of strong national feelings.
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Baltic-Balkan Parallels

In an article about Balkan and Baltic vocal polyphony, Martins Boiko finds that
surprising similarities exist between the early polyphonic music of Balkan and Bal-
tic countries, concluding that such commonalities are not based on coincidence and
cannot be explained through direct or indirect contacts between the two cultures.! It
is, however, surprising to find that similar parallels also exist between contemporary
Baltic and Balkan composers. In the present article, I would like to shed light on paral-
lels between the music of Lithuanian composer Bronius Kutavicius and that of Slovene
composer Lojze Lebi¢, although similar characteristics can also be found in the music
of Estonian composer Veljo Tormis. The aim is to reveal these similarities and to organ-
ise them into a kind of typology, while in the concluding section I will attempt to seek
reasons for their existence.

Lithuanian composer Bronius Kutavicius, Slovene composer Lojze Lebi¢ and Esto-
nian composer Veljo Tormis belong to the same generation: Tormis was born in 1930,
Kutavicius in 1932 and Lebi¢ in 1934. There is no reliable evidence that the Baltic compos-
ers have had any contact with the Slovene Lebi¢: Kutavi¢ius and Tormis have the scores
and CDs of their music published by international publishing houses, but Lebi¢ clearly
states that he is not familiar with Kutavic¢ius’s music and knows only a few choral pieces
by Tormis;* on the other hand, it is not very likely that Kutavi¢ius and Tormis are acquaint-
ed with Lebi¢’s music. The only possibility would be that they have heard his works at
certain international festivals of contemporary music, but this is unlikely. Furthermore, in
the 1990s, when Lebi¢’s music was presented at several international festivals (especially
regular performances at the World Music Days in 1981, 1991, 1999, 2001, 2003 and 2005)
the characteristic personal styles of all three composers were already firmly developed.

Therefore, the common points among all three composers are not the consequence
of direct or indirect contacts or influences:? the reason for their peculiar existence
must be sought in the similarity of contextual conditions. This notion can be further
enhanced by the special position of all three composers in their own national cultures:
Kutavicius, Lebi¢ and Tormis are the most representative and distinguished living com-
posers of their nations. Thus an investigation of their sociocultural and geopolitical
context could provide some answers about parallels and similarities.

Revealing the Parallels

First of all, an attempt should be made to find and expose the parallels that can be
found on different levels of compositional technique, material used, formal solutions

1 Martins Boiko, “Balkan and Baltic Vocal Polyphonies: Comparative Aspects”, in Singing the Nations: Herder’s Legacy, ed. D.
Bula, S. Rieuwerts and S. Bérzina-Reinsone, 281-285 (Trier: WVT Wissenschaftlicher Verlag, 2008).

2 Inaconversation with Lojze Lebi¢ on 27" of August 2012.
Rather than concentrating only on the question of direct contacts, we should perhaps investigate more thoroughly the possibility
that all three composers were influenced by the same composer. The works of Kutavicius and Lebi¢, in particular, leave this
option open to research, as the music of both composers shows traces of the music of American composer George Crumb
(mysticism, circular structures, magical numbers).
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and aesthetic premises. The most outward-oriented and clear parallel between the
three composers concerns the question of genre. It seems that in the 1970s, 1980s and
1990s all three composers found similar solutions: Kutavicius in the cycle of oratorios
(Panteistineé oratorija | Pantheistic Oratorio], 1970, Paskuntinés pagoniy apeigos [Last
Pagan Rites), 1978, IS jotvingiy akmens [From the Jatvingian Stone], 1983, Pasaulio
medis [ The World Tree], 1986); Lebi¢ in similarly conceived vocal-instrumental works
(Hvalnica svetu [Eulogy to the World], 1988, Ajdna, 1995, Miti in apokrifi [Myths and
Apocryphal, 1999); and Tormis in choral cycles (Eesti kalendrilaulud [Estonian Cal-
endar Songs|, 1967, Unustatud rahvad [Forgotten Peoples], 1970-1989), as well as in
some distinguished choral compositions, such as Raua needmine [Curse upon Iron],
1972 and Pikse litaania [Litany to Thunder], 1973. In all cases, the vocal-instrumental
compositions take the middle position between oratorio, theatre composition and a
kind of mystical liturgical ceremony. Kuitavicius’s friend Osvaldas Balakauskas estab-
lishes that “from the Pantheistic Oratorio onwards, Kutavicius has been composing
some new genre peculiar to himself”.* The problems of genre are complicated on vari-
ous levels: on the level of content (the special connection between music and text,
which often has the character of oracle or conjuration), form (cyclical works, mosaic
forms, miniatures) and instrumentation. Kutavicius and Lebic¢ avoid traditional ensem-
bles and are inclined towards original combination of voices and instruments, ranging
from traditional orchestral and choral forces to folk or toy instruments. In the oratorio
From the Jatvingian Stone, Kutavicius uses a svilpa, a Seimeleé, a straw reed and stones
of various sizes, in the cycle From Nearby and Far Away for recorders, Lebi¢ uses an
ocarina, a drumlica (Jew’s harp) and hanging flower pots, while Tormis also uses a
number of folk instruments, including a kantele (psaltery), a Jew’s harp, a buzzle, and a
frame drum (shaman drum). However, more important than the mere notion of using
several folk-specific instruments is the question of the function of these nonstandard
instruments: it seems that they are not employed because of their specific colour, or
with the aim of enriching the orchestral palette of traditional instruments, but rather
because of their associative power. Urve Lippus has already pointed out that Tormis
uses such instruments “mainly for particular symbolic functions”.

A similar function to that of non-traditional instruments can be ascribed to the use
of non-professional musicians. The vocal soloist in Kutavicius’s Last Pagan Rites is not
necessarily a professional singer,® and the same idea can be found in Tormis’s piece Lit-
any to Thunder, in which, at the beginning of the solo tenor part, the composer writes
that “bel canto is not recommended”. This idea is further developed in Lebi¢’s Eulogy
to the World, in which the composer employs a variety of instruments (guitars, small
drums, triangles, a recorder, an ocarina and a flexatone) played by the singers while
singing. The instrumental parts are easy and can be played by virtually anybody; thus
the composer introduces the idea of a musically active community of equals, of univer-
sality, and therefore also the concept of a musical work as a kind of ritual performed by
the participants, eliminating the barrier between performers and spectators.

Raminta Lampsatis, Bronius Kutavicius. A Music of Signs and Changes (Vilnius: VAGA Publishers, 1998), 152.

Urve Lippus, “Structures and Symbols in Tormis’s Music: An introduction to the Estonian Ballads”, in Musical Semiotics in
Growth, ed. E. Tarasti (Imatra: Indiana University Press, 1996), 495.

6 Raminta Lampsatis, Bronius Kutavicius: A Music of Signs and Changes (Vilnius: VAGA Publishers, 1998), 63.
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The choice of instruments is therefore linked more closely to the content of these
pieces than to their compositional structure. Speaking of content, it is important to
recognise that these works are often conceived much like ancient rituals, stemming
from national mythology or based on folk material or simulated folk quotations. They
are also typified by an inclination towards mysticism and a circular comprehension of
time, suggesting a pre-Christian, pagan world. Kutavicius “often reveals in his music
even ‘pre-folkloric’ or ‘pantheistic’ rudiments representing the birth of folklore from
something primeval, in this way as though restoring from relics the whole of a once
integral, indivisible national culture, like an ‘archaeologist of culture’, uncovering those
imaginary layers of it hidden ‘under’ the folklore as foreshadowed in the ancient folk
myths”.” Typical is the notion of the “archaeologist,” which also frequently arises in dis-
cussions of Lebi¢’s music. In fact, Lebic initially studied archaeology at the University
of Ljubljana, and one can discern a certain archaeological “logic” in his compositions.
Lebic¢ himself draws a comparison between archaeology and his music: “One can un-
derstand some splinters in my composition that cry like foreign bodies amid the lay-
ers of contemporary sound, similar to archaeological worlds captured in the different
layers of soil.”® However, some elements of “archaeology” are evident also in Tormis’s
conviction that “self-apprehension and self-cognition is vital for maintaining balance
and viability. We should know who we are and where our roots lie.”

One of the important layers that frequently mark the music of all three composers
is that of folk music. However, the symbolic meaning of the splinters of folk music in
Lebi¢’s pieces, or of the more elaborate work with folk melodies in Tormis’s choral
compositions, is not simply tied to nationalist implications. The best description of
Lebic¢’s special approach to folk music can be found in a seemingly unimportant re-
mark in the score of his choral composition Eulogy to the World: a notable segment
of the composition, which Lebi¢ later also used in his outstanding symphonic piece
Queensland Music (1989), is marked by the composer with the performance descrip-
tion: Impression: archaic, elemental, folkloristic. This comment establishes an interest-
ing and very telling linkage between the folkloristic and the archaic, the folkloristic and
something primordial. As Lebic¢ openly admits, what “draws [him] to folk music is first
of all prototypes - archetypes that are hidden in it - something that also reveals the spe-
cifics of contemporary music”.! In Lebi¢’s work, folk music is elevated from the level
of trivial adornment to the level of primordial essence, transhistorical “truth”. Some-
thing very similar can also be said about Tormis’s work with folk music. He regards old
Estonian folk songs as “an ancient culture where all the components are combined in
structure: the melody, the words, the performance, etc. It also became clear that it is a
very old pre-Christian culture which is shamanistic in substance, and extremely close
to nature in the ecological sense”.!! According to Tormis’s conception, ecology, as a
seemingly typical contemporary movement, gains a clear transhistorical value.

7 Linas Paulauskis, “Modern Lithuanian Music: An Attempted Survey”, New Sound 11 (1998): 16.

8  Lojze Lebic, Od blizu in dalec (Prevalje: Kulturno drustvo Mohorjan, 2000), 31.

9 Martin Anderson, “We Should Know Who We Are: Veljo Tormis in Conversation”, 7empo 211 (2000), 26.
10 Marjeta Gacesa, “Skladatelj isce ¢loveski glas”, in Nasi zbori, 49.1 (1999), 4.

11 Anderson, “We Should Know Who We Are ...”, 25.
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The strata of folk or “prehistoric” musical allusions therefore acquire a mythologi-
cal dimension. In order to further enhance this feeling of something primordial and
mythical, the compositions are very often designated as quasi rituals, or at least have
very pronounced theatrical elements. Kutavicius’s oratorios “are highly theatrical, like
reconstructions of ancient folk rituals and ceremonies”.!? Similarly, Tormis (in the sec-
ond part of his Curse upon Iron one can find several instructions for stage actions),
although using the very old layers of Estonian folklore, is not interested only in the
exploitation of folk material but seeks to bring about a kind of restoration of forgotten
forms and rituals. The quest for that which is prehistoric and old cannot, of course, sim-
ply be regarded as a fetish for antiquity; it should be seen as a desire to open the vast
potential of symbolic meanings. Metaphorically speaking, opening towards ancient
rituals and theatrical gestures does not speak about the national past, but more about
its roots, and therefore about the contemporary status of the Lithuanian, Slovene and
Estonian nations.

Similar symbolic potential should also be ascribed to the sometimes very specific
and graphic notation that is characteristic of Kutavic¢ius. However, circular designs
or graphic indications resembling something ritualistic, old and mystical can also be
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Example 1: Symphony with Organ, first page of the score.

12 Paulauskis, “Modern Lithuanian Music ...”, 16.
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Example 2: Climax from Lebic’s piece Tangram.

found in Lebi¢’s scores. Very specific is Lebi¢’s notation of folk-like quotations, which
are notated in circular schemes (Example 6) that are associated with the circular mo-
tion of time and life and have no other clear musical importance. Similar mysticism is
also awakened in the opening section of Simfonija z orglami (Symphony with Organ),
with the quotation of the choral theme: in his handwritten score, the composer inserts
the image of the original choral notation (Example 1). A close graphic relationship be-
tween the music and its notation is also typical of the two pages at the climax of Lebic’s
piece Tangram (1977) for chamber orchestra: facing sides of the score are conceived
like a mirror, with a slanting line indicating the gradual thickening/thinning of the or-
chestral texture (Example 2).

The piling up of various symbolic and mystical allusions is, of course, echoed in
the musical substance, its development and form. It is typical of all three composers
that these remote “worlds” are musically depicted with a kind of blend of modern-
ist and archetypal procedures; paradoxically, all three composers try to establish the
musical language of some prehistoric tribes (perhaps only imagined or already for-
gotten) by combining innovative and traditional procedures. Their works could there-
fore be stylistically labelled as postmodern. The most typical procedure is “parallel
constructing” or “double coding”': the composers combine the emancipated mod-

13 Brian McHale, Postmodernist Fiction (New York and London: Methnen, 1987). Brian McHale, Constructing Postmodernism
(London and New York: Routledge, 1992).
14 Charles Jencks, Jezik postmoderne arhitekture (Beograd: Vuk Karadzic, 1985).
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ernist sound world with allusions to folk music, ancient models or even popular music.
The typical repetitiveness of the works of Kutavicius and Tormis - which is often la-
belled as a Baltic stream of American minimal music, but is in fact a derivation of Baltic
folk music - can also be found in some Lebi¢’s work; for example, in the aforemen-
tioned climax of Tangram, where the basic pulse is presented by the rhythm played by
the flower pots (Example 2), although here the repetitiveness stems from ironising the
“new age” movement and soft rock pulsation. Rather than being their weak point, the
heterogeneity of these works is their central goal: it awakes the associative and there-
fore the semantic potential of music.

Analysis of Selected Works

The continuation will present an analysis of selected works by Kutavicius, Lebic¢
and Tormis that can serve as the best examples of the aforementioned connections
and parallels.

Last Pagan Rites (1978) is the piece by Bronius Kutavicius that gained a lot of in-
ternational acclaim although it is paradoxically very firmly rooted in the context of
Lithuanian history. The work is conceived as an oratorio for a women’s choir, children’s
choir, a vocal soloist whose voice does not have to be trained in classical singing, an
organ and Lithuanian folk horns ragai (in consecutive performances they were often
replaced by regular French or Alpine horns). The content of the oratorio is connected
with the transition from paganism to Christianity which took in Lithuania place from
12 to 14" Century. This context defines also the instrumentation: horns or ragai as
symbol of Lithuanian primordiality play in the first of four movements and organ as
metaphor for Christianity only in the last movement. Of course the repression of or-
gan, Christianity can be understood also metaphorically as repression of Soviet regime.
The ritualistic character of the piece is further enhanced in the positioning of the per-
formers which sit around the audience what creates the sense of circular motion of the
sound, moving around the audience which is immersed into the music/sound.

Kutavicius compositional technique employed in Last Pagan Rites is fairly simple
and was often characterised as a kind of Baltic minimalism but in fact Kutavicius used
folkloristic procedure of sutartine - Lithuanin singing in canon in intervals of seconds.
The composition therefore combines very heterogenous elements: folkloristic proce-
dures, combined with minimalistic pulse, traditional folk instruments, modernistic
idea of moving the sound in space, of interest is also special notation with a lot sym-
bolic undertones.

Typical combining of modernist and pre-modernist, predominantly archaic, musi-
cal worlds with harmonic clusters, aleatoric procedures and various vocal in instru-
mental effects on the one hand and repetition, simulation of folk-like fragments, and
formalised gradations on the other hand can be found in Lebi¢’s large-scale compo-
sition Ajdna (1995), which is actually built from the choral cycle V tihem Selestenju
casa... (In the Silent Rustle of Time...) based on poems by Gregor Strnisa and combined
with the cycle Od blizu in dalec¢ (From Nearby and Far Away) for solo recorders and
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Example 3: Score for the “Incantation of the Serpent” from the Last Pagan Rites.

an assistant. The title itself reveals the world of prehistory - Ajdna® is the name of an
archaeological site from late antiquity - and the seven movements of the piece for re-
corders are named after folk songs, although the composer does not actually use any
folk material; crucial is the specific use of the recorders, which are often treated like the
prehistoric Mousterian bone flute, supposedly the oldest known musical instrument,
which was discovered in Divje babe in Slovenia.

The initial idea was that the composition could be played at the archaeological site,
and would be therefore perceived as a kind of ritual. This idea was latter rejected, but
the initial concept found its way into the form and content of Ajdna. Lebi¢ wanted to
depict the musical-mystical landscape of ancient, pre-Christian times, but his solutions
go beyond historical truthfulness.

15 The name cannot be translated, but it is derived from the root “ajd”, meaning “pagan”.
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Seven solo compositions for recorders and four choral compositions are arranged
in a dramatic sequence that begins with the essential questions of our existence (Where
are we when we were,/ Where will we be when we no longer are?) and, after a dance
of death, ends with redemptive knowledge. This structure is musically paralleled with
a path that leads from total chromaticism to modal diatonic harmony. However, Lebic¢
bridges both “worlds” by combining them in a single scale that can be used either as a
twelve-tone series or as modal stock (Example 4):

Example 4: Basic scale/series for Ajdna (the marked tones are the main notes of the
choral part).

The title of the seven recorder pieces From Nearby and Far Away can be under-
stood literally or metaphorically: the composer often plays with a dialogue between
nearby and distant sounds (this can be achieved with the aid of an assistant, or by play-
ing in different registers or with different instrumental techniques), as well as between
ancient musical models and modernist procedures. From the formal point of view, the
recorder pieces are modelled by the logic of a mosaic. However, the overall impression
is that of homogenous uniformity, which is achieved by repeating the basic material
ideas. The pieces move between different worlds: the distant, “pagan” world and the
world of new music. The former is suggested by the use of parallel fifths (in “The Ser-
pent Prince” the musician simultaneously sings and plays, thereby producing organum
fifths), by the assistant playing on folk instruments, and by basic formal models (sym-
metry in “The Serpent Prince”, two-part form in “Children Changed into Birds”, rondo
in “Mist is Falling”); meanwhile, the world of new music is represented by the extended
instrumental techniques (whistling, singing, multiphonics, aleatoric intrusions, play-
ing on the mouthpiece, glissandos, etc.) and by the occasional dense chromaticism.
However, these two worlds are never wholly separated, with the best example of con-
nections between the ancient and the new being represented by the pitch material
for “Mist is Falling”, a tone row consisting of eleven chromatic pitches, which are used
segmentally, thus producing a more modal impression:

The same interplay between ancient and new is denoted by the four choral com-
positions, which also bring additional ritual and theatrical elements. The first piece,
“From Time Immemorial” begins fragmentarily with quiet whisperings, jerky inhala-
tions, murmurs and some harmonics built around the central tone E. Later, the texture
becomes more chromatic and the distributions of tones can be connected to the basic
tone row. After this chaotic, all-encompassing chromatic world has been established,
Lebi¢ introduces the idea of ritual in the next piece, “Mosaics”. The whole piece con-
sists of three layers. With the production of harmonics on the tone E, the four soloists
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Table 1: Formal structure of Ajdna.
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Example 5: Tone row and its segmentation in the piece “Mist is Falling’”.

establish a pedal point and strike handheld instruments (triangles or antique cymbals)
at appropriate intervals, while the processional character is further enhanced by mov-
ing through the hall (their role is to maintain a floating presence of the tone E in the
space). Two basses and tenors sing the choral melody alla gregoriano in canon in
fifths, while the rest of choir, along with the synthesizer, slowly establish a harmonic
“curtain”. Harmonically, the B section, sung by the choir, is built of fourths and fifths,
and is therefore clearly associated with the Medieval art of organum. At the climax; it
gives way to a succession of triads. Part A and B are then repeated and followed by a
coda.

If “Mosaics” can be understood as quiet, contemplative, ritual meditation, the piece
“From the Stone in the Water” sounds more like a rhythmically accentuated incantation
dominated by several waves of gradation and the obsessive use of various ostinatos.
Another facet is brought by the last choral piece “Song of Death”, which begins with a
canon in eight voices. The continuation of the piece is marked by repetitive patterns
in the marimba and vibraphone, as well as intrusions of simulations of folk songs.
Lebi¢ clearly states that, “in the piece there are no quotations, [...] what gives the im-
pression of the quotation is taken from the composer’s imagination”.!° In the midst of
modernist textures, the isolated islands of allusions function as triggers of semantic
associations connected with the images of the prehistoric, the primordial, the natu-
ral, the archetypal and the magic. Of further interest, however, is Lebi¢’s notation of
the folk-like quotations, which are notated in circular schemes that are associated with
the circular motion of time and life, with no clear musical significance. The texture is
further thickened by ostinato patterns, and after the climax composer builds a kind of
recapitulation: the melody of the canon is repeated, this time in unison, and the texture
becomes thicker, filled with simulated quotations of folk songs heard before, but this
time executed simultaneously. After all of the voices have joined in, a long decrescen-
do follows and the singers gradually leave the stage one by one with “ritual steps”. The
singing dissolves behind the stage and the stage lights slowly fade out.

The choral pieces are also clearly torn between the ancient and the contemporary,
a dichotomy that is achieved with musical and theatrical means. Hints of organum,
choral chanting, folk song quotations, traditional polyphony and singing in canon are
confronted with dense chromaticism, clusters, extended vocal techniques and aleato-
ric sections, as well as echoes of almost trivial, repetitive minimal music. With the ad-
ditional aid of certain stage actions and the manipulation of the sound in space, Lebi¢
comes close to a ritual that simulates ancient, pagan times, only in order to enhance the
central existential questions of our time.

16 Lojze Lebi¢, Ajdna (Celje: Mohorjeva druzba, 19906).
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Example 6: Simulated quotations of folk songs.

Almost the same characteristics can be ascribed also to Tormis’ famous choral piece
Curse upon Iron written for women’s or men’s choir, two solo voices and shaman
drum. It is the first piece in which the composer used verses of regilaul from Finnish
national epic Kalevala.” The story about the birth of iron is derived from the ninth canto
of Kalevala and the form of the piece is based on the logic of regilaul. The composi-
tion is build out of two melodic ideas - the verses of cursing or addressing the iron in a
recitative-like manner alternate with the verses of telling its origin in more melodic de-
veloped line comprising a narrow span of minor third (the first one is derived from the
second). The whole piece is pervaded with incantations and ritualistic atmosphere, the
form consist of carefully proportioning of larger blocks differing in texture, dynamics
and tension which lead to a central climax where the predominant archaic, repetitive pat-
terns dissolve in an “avant-garde” section with glissandos, clusters, talking and scream-
ing. This climax is reserved also for some theatrical gestures that should be performed
by choroists: in the score we read that all choroists should “bend suddenly at the knees”,
show “gesture of fright”, cower the faces and turn the heads to the right or left. It is clear
that Tormis is also mixing different stylistic and compositional elements - Curse upon
Iron can be understood as allusion to the prehistoric time, as restoration of some an-
cient ritual but on the other hand the repetitiveness of the structure and simple melodic
cells come close to minimalism meanwhile the central climax resembles the modernistic
speech compositions. Yet again the simulated historic, ancient style is employed “as a
means of discussing allegorically the present time (life and people in general)”.®

17 Urve Lippus, “Magnum Opus: Veljo Tormis, ‘Curse Upon Iron’ - Analytical Study”, in Ancient Song Recovered: The Life and
Music of Veljo Tormis, ed. Mimi S. Daitz (Hillsdale: Pendragon Press, 2004).
18 1bid., 154.
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Example 7: Two “melodic” lines in Curse upon Iron.

Concluding Remarks

The analysis of selected pieces confirms a surprisingly high number of parallels

between the music of Kutavicius, Lebi¢ and Tormis. These could be condensed in a list
of common points:

it is difficult to ascribe works by Kutavicius, Lebi¢ and Tormis to one of the tra-
ditional genres: their pieces are often torn between several genres, mixing vocal
genres with theatrical, liturgical and instrumental genres;

they often use non-traditional instruments (folk instruments, toys, sounding ob-
jects);

typical is the use of non-professional musicians playing on some handheld instru-
ments or playing basic figures on traditional instruments that can be learned by
virtually anybody;

the character of their works is often ritualistic;

musical actions are often developed into scenic gestures, causing their composi-
tions to come close to theatre pieces;

hints of folk music, either original or simulated, are also characteristic;

in its graphic design, the notation can be a bearer of symbolic meanings (circular
structures, ancient notation types, notation in the shapes of symbolic elements);
the idea of sound in space is important, with the musicians often moving in space
and thus engulfing the audience in sound, which further enhances the idea of ritu-
al, in which there is no division between performers and spectators;

all three composers try to present unknown music from an imaginary ancient past;
all of them use a very broad stylistic palette, with which they stimulate various allu-
sions: their music is stylistically heterogeneous, which is a typical characteristic of
postmodern music.

Having established and highlighted these common points, our goal must be to try

to find the reasons for such a large number of parallels. Our perspective must therefore
be turned from text to context. All three composers lived in multinational countries
(the Soviet Union and Yugoslavia), in which their own nations still longed for their
own, independent national states. Lithuania, Estonia and Slovenia tried to establish
their national identities during the time of the national spring in the 19" Century (ba-
sic national institutions - among them also musical institutions - were created?); in

19

Marcello Potocco, Nacionalni imaginariji, literarni imaginariji (Ljubljana: Pedagoski institut, http://193.2.222.157/Sifranti/
StaticPage.aspx?id=123 (21. 2. 2013)), 112, Urve Lippus, “Baltic Music History Writing: Problems and Perspectives”, in Acta
Musicologica 71, 5t. 1 (1999), vol. 71/1, 52.

123



MUZIKOLOSKI ZBORNIK ¢« MUSICOLOGICAL ANNUAL L/2

the 20" Century, however, their national feelings were, after a short period of inde-
pendence, again suppressed (in the Baltic states due to so-called “Russification” and
in Yugoslavia through the doctrine of “brotherhood and unity”). Therefore, even in
the second half of 20" century, Lithuania, Slovenia and Estonia were small countries
(Lithuania, the largest of the three countries, has 3 million inhabitants, while the small-
est, Estonia, has just over 1 million inhabitants) with relatively low possibilities of being
presented as sovereign, “historical” nations. Furthermore, all three countries belonged
to the Eastern Block, which was politically dominated by communist totalitarianism,
a political arrangement that left its footprints in all forms of social life, including in
culture, where the doctrine of socialist realism dictated the choices of style, artistic
technique, content and material. These specific coordinates, which marked the artistic
development of Kutavicius, Lebi¢ and Tormis were in stark contrast to the situation
on the other side of the iron curtain. Kutavicius, Lebi¢ and Tormis belonged to na-
tions without strong national self-confidence, and with a very weak tradition of art
music; moreover, the doctrine of socialist realism was hostile to modernism, which,
in the West, was breaking the last links with the remnants of the traditional musical
“language”. All three composers were therefore faced with similar dilemmas: how to
preserve their own personal musical identity and the musical identity of their nations
amid the cultural-political claims for general intelligibility.

Bearing these contextual coordinates in mind, one can interpret the strong incli-
nation towards the ritualization of their pieces, the use of folk instruments as well as
original or simulated folk material, and recourse to ancient, pagan times. The quest
for simulating the music from some ancient past hence functions as the essence of na-
tional identity: national roots are firmly anchored in pagan prehistory. It is typical that
nations such as Lithuania, Slovenia and Estonia, which had not firmly established their
national identities in the 19" century, should search for their national symbols and he-
roes in a distant, prehistoric time. Kutavi¢ius’s music and ideas were understood as “a
manifesto or declaration of independence for the Lithuanian people”,* while Tormis’s
music “was an important repository of ethnic identity”.*!

However, the mystical prehistoric time, overlaid with mysterious symbols, the cir-
cular comprehension of time, the ritual actions and gestures, and the special quasi “li-
turgical” logic fulfils another task, which is related to the absence of religious freedom
in socialist countries: Kutavicius, Lebi¢ and Tormis establish a kind of liturgy that had
no association with Christianity and was therefore not suspicious for local censors.
However, this process of “ritualization” should be regarded in close connection to the
vague employment of genre and a closeness to theatrical forms. The uncertainty -
concerning the genre and the mixed form, which crossed the bridges between vocal
and instrumental music, absolute music and theatre - covered the essence and social
content of these pieces: they could be understood as a harmless, playful and even na-

20 Inga Jankauskiene, “The Role of Text in Meaning Formation”, in Musical Semiotics in Growth, ed. E. Tarasti (Imatra: Indiana
University Press, 1996), 499.

21 Anderson, “We Should Know Who We Are ...”, 24. Urve Lippus is even more specific: “In Estonia Tormis’s music has fulfilled two
related ideological functions: (a) supporting the identity of a member of the Estonian community by suggesting the feeling of
participation in an ancient ritual, showing the authentic or ‘right way of life [...]; and (b) supporting the ideas of environmental
movements by the singing of songs of pre-Christian traditional community (“Structures and Symbols”, 487-488).
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ive confrontation with the distant past, and not as potent political statements, which is
what they actually were.

The mixed genres and stylistic heterogeneity, perhaps even eclecticism, gave the
composers another opportunity: they offered a way out of socialist realism. The paral-
leling of modernist and traditional (in many cases also archetypal) techniques, forms
and procedures could be understood as a “soft” opening to the radical modernism of
Western Europe. The typical postmodern procedures (quotation, simulation, palimp-
sest, parallel constructions, stylistic diversity, semantic charge) that can be found in the
works of Kutavicius, Lebi¢ and Tormis should therefore be understood differently to
similar procedures used by postmodern composers in the United States and in the rest
of Europe. Whereas postmodernism in the West offered the possibility of surpassing
the rigidity and hermeticism of modernism, in Eastern Europe it also provided a way to
tackle some modernist techniques that, in connection with non-modernist procedures,
ensured semantic comprehensibility, and were therefore not politically suspicious.

The central characteristic of these pieces could be therefore labelled as masking -
on the surface harmless symbols carried also politically meaningful connotations. This
is true also of sacral content of aforementioned pieces by Kutavicius, Lebic¢ and Tormis:
they reveal sacral gestures but these are in fact profaned - they are employed for the
awakening of national feelings and identity.

POVZETEK

Primerjava skladateljskih opusov in poetik treh
skladateljev 20. stoletja, ki pripadajo isti generaciji
- litovski skladatelj Bronisu Kutavicius (1932),
slovenski skladatelj Lojze Lebic¢ (1934) in estonski
skladatelj Veljo Tormis (1930) - izdaja nenavadno
veliko podobnosti. V delih vseh treh skladateljev
ni mogoce spregledati izrazite nagnjenosti h
glasbeno ritualnemu, pogoste uporabe ljudskih
glasbil, ideje kroZnega Casa, ki je razvidna tudi
iz notacijskega nivoja, ter neke vrste simulacije
ljudske glasbe nekaksnega umisljenega predz-
godovinskega c¢asa. Taksne paralele vzbujajo
vprasanja o njihovih razlogih, ki so povezani s
socialno-politi¢no situacijo v drzavah, v katerih so
vsi trije skladatelji ziveli in ustvarjali. Litva, Estonija

in Slovenija so sodile kot del Sovjetske zveze oz.
Jugoslavije na politicnem zemljevidu v Vzhodni
blok. Kar pomeni, da so vsi trije skladatelji prisli v
stik s socialisti¢nim realizmom, ki je brutalno vs-
topil tudi v domeno umetnosti. Zato je nemogoce
razlocevati slogovne spremembe v sedemdesetih
in osemdesetih letih 20. stoletja od Zelje po
politi¢ni in ideoloski osvoboditvi. Hkrati z vedno
bolj mo¢nimi ideja o prestopanju rigidnih dogem
socialisticnega realizma pa so postajale vedno
glasnejse tudi misli o smiselnosti hermetizma
in zelje po radikalni in konstantni inovaciji, ki je
bila znacilna za modernizem. Vsi trije skladatelji
so v podobni situaciji reagirali na podoben nacin
- iskali so misti¢no in sakralno glasbo predzgo-
dovinskih ljudstev, ki je lahko sluzila kot sprozilka
moc¢nih nacionalnih custev.
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ABSTRACT

Prohibition of sacred music during the period of So-
viet Latvia was exerted like a syndrome of forbidden
fruit, that was breached in the underground way and
developed in secret and complicated forms, in which
the central is secular music genres’ and radical musi-
cal language’s using. A re-reading of texts will lead to
a more nuanced understanding of the development
of sacred music in Latvia and other countries.

The development of sacred music can be characterized as a societal phenomenon,
as well as a phenomenon within the flow of time — it reveals itself as a social manifesta-
tion over the course of time. In the creation of professional sacred music, several dis-
tinct factors play an important role. The first and foremost of these is the religiousness
of the composer, which is usually the reason behind the creation of a sacred opus. A
second meaningful factor is the level of interest held by the performers and listeners,
which in a broader and deeper sense can be considered as the religiousness of society.
Because of it a sacred composition lives and takes effect in time and place, notjust as a
score written on paper. The unifying prerequisite of these two factors is the loyalty of
the social system that enables religious music to survive and develop within a nation.
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Sacred music in denominationally inhomogeneous Latvia exists for nearly 140
years. The beginning of its formation dates back to the last three decades of the 19th
century. Upon evaluating the results of compiled facts and analysis in the historical
overview, one can see three most significant stages of development in Latvian religious
music:

The first period is slow, smooth stage of sacred music’s development that begins at
the end of the 19th century and lasts to the 1930’s. This time is marked by appearance
of religious genres in professional Latvian music. The most important sacred genres
gradually entry into the output of the first Latvian composers (prayers, hymns, psalms,
cantatas and oratorios), that reach the first peak of achievement in the works of almost
all composers of this time. Significantly, that all musicians who lived and worked at
the end of the 19th and the beginning of the 20th century (among them composers,
conductors, organists, teachers and workshop leaders) belonged to the Evangelical
Lutheran Church. And this affiliation has defined the number of sacred genres.

The language of sacred music practically does not differ from that of secular music.
However, in religious music an especial expression is formed, which might be called
religious mood, piousness and exaltation, which is manifested mostly in sweet and sen-
timental sounds, elegiac expressions or opposite to that - in hymn-like or pathetic
character. This religious sweet mood is diversified by different composition in apoca-
lyptic sense. Practically all of them were written in time of about 1905, 1917 or 1939-
1940 - during those years Latvians fought for independence or felt the approach of
World Wars.

The second period lasts from 1940’s to 1980’s and essentially marks a situation of
crisis. The existence of religious music takes place outside Latvia’s boundaries. Reli-
gious moods are expressed within territory of Latvia in a disguised way or with com-
positions that are revealed fully only in the next historical stage.

And the third period of development of the sacred music in Latvia begins at the
end of the 20th century - and lasts until nowadays. This is a time of rapid quantitative
and qualitative development. Latvian sacred music quickly emerges as a leading realm
after long forgotten and forbidden years. Included are genres from the first stage of
development, and others, especially canonical genres of the Roman Catholic and Rus-
sian Orthodox Church. At first, almost all composers pursue sacred music in some kind
of fashion style, but later (at the beginning of the 21st century) composers which write
sacred music are less, notwithstanding they have found in this sphere their musical
language and mission.

The stages of religious music history correspond to another history of music devel-
opment - they are determined to a large extent by history itself. It must be noted that
the second and third stages of development of religious music contrast dramatically,
because the ideology and mood at the time left an extremely different impression. In
the first case - in the second period - the survival of sacred music with modest pos-
sibilities. And the third period has very rapid, almost explosive character of develop-
ment. In this way, current guidelines in the development of Latvian sacred music are
generally equal to those of the world’s religious music tendencies (both in terms of
genre functionality and musical expression), having been achieved gradually as a re-
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sult of non-prohibitional evolution. Also the forgetting and ignoring of religious music
during Soviet times is a sign that this sphere within the general cultural context is not
self-sufficient, but rather an indicator of the society, national awareness and other situ-
ational conditions.

But, accordingly to the object of research, I focus on the second period of sacred
music development in Latvia.

Since 1944 Latvian culture, comprising that of music, underwent some kind of not
only geographical, but also thematic decomposition. In other words, music developed
within two separate realms or territories, which were created by composers, who lived
in the territory of Soviet Latvia, and those composers, who owing to the political situ-
ation in 1944 had immigrated to other countries. This fact directly affected the state of
sacred music. It largely owes its deficit has offset by the composers in exile, most of
whom had found their refuge and work under the auspice of churches in the more
democratic countries (included Australia, Canada, Germany, Great Britain, Sweden,
United States of America etc.). Actually, every composer who lived abroad, feeling
homesick, longing for relief, shelter and peace, seeking for some kind of eternal home-
land and refuge, focused on sacred music genres and themes.

Prohibition of sacred music in the territory of Soviet Latvia has achieved a syn-
drome of forbidden fruit. Being neither composed, nor performed, this particular mu-
sic sphere theoretically was missing in Latvian music culture under Soviets, but not
practically. The prohibition of the sacred music did not mean ignoring this sphere at
all. In the 60s and the 70s of 20" century this resulted in various ways of non-compli-
ance to the above prohibition which were effected in the most disguised and incon-
spicuous forms, through the presenting secular music genres alongside with radical
and modern language of music, or contrariwise - creating music in very simple way.
However, to trace these elements at the period in question one had to be very compe-
tent in the field of music.

It is no secret that there is a number of ways to make secular music sounds sacred.
Re-reading of texts both musical and non-musical, associated with these ways, will defi-
nitely provide for a more accurate and nuanced understanding of the development
of sacred music in Latvia and other countries at the time when owing to all kinds of
religion being persecuted, the sphere of sacred music was considered undesirable.

First of all, the deficiency of religiousness was substituted by such universal and
in Soviet System’s proposed categories and persons like art, motherland, work and
peace, Lenin, Stalin etc. Such were the particular ethic and humanistic values, which
were most cultivated, adored and glorified in those long-ago days.

Nowadays some compositions from this period are still popular because of their
musicality and emotionality and thereby transcend both the epoch and regime. For
example, in 1970 Imants Kalnins (*1941), a popular Latvian composer, wrote a song
for mixed choir 70 Lenin. This composition was very popular during the Soviet time -
owing to its patriotism, emotional straightforwardness and the lyrics by very popular
poet in Latvia - Imants Ziedonis (1933-2013) as well. In such a way a very intense emo-
tional directness of the above verses sacralized and glorified the image of the leader
of the Communistic Party, this man. At the very end of this song after the final cadence
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we can see and hear additional phrase with word which makes some kind of mantra
“Lenin! Lenin!/ Lenin!” (see Example 1) and can be perceived as sacral “Amen! Amen/!
Amen!”. Also the title 70 Lenin was selected to make this song popular, to let it be sung
during the National Song Festivals as well as in every patriotic concert and meeting.
Poetry has made an impressive musical input in the patriotic anthem-like song form
with elements of march, unified rhythmical mods and block chord texture.

To Lenin
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Example 1: Imants Kalnins: To Lenin.
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Therefore, when Latvia regained independence, this song despite of the altered
political situation has still remained recognized and popular. Only now its title has
been changed. Nowadays the above song is called Shoots because of the introductory
wording:

Shoots get rooted in the stone and it cracks.

And the white lightening is born into the air of thunder.
And a valiant man is climbing in the higher,

There is victorious word in his mouth:

Lenin! Lenin! Lenin/

Nowadays this composition has acquired some kind of halation; hence one can
deduce that it has been to some extent sacralized.

Fifty years of the Soviet period have threatened not only sacred music, but also
the whole Latvian culture in general, including folklore, traditions and language. To
preserve it Latvian artists tried to do their utmost, referring to such means as the speech
of Aesop. The use of Aesop’s speech or, in other words, the hidden subtext reveals the
true idea of the particular composition or other creation of art, which is otherwise
artistically disguised and encrypted. Thus, only competent and prepared listeners can
understand the true idea of the musical setting. This issue was the object of research
by Latvian and Jewish musicologist Joachim Braun (1929-2013)". But now we use this
notion very frequently. In such a way alongside with the ideological slogan of the Com-
munistic Party the composer also focuses on such notions as freedom, independence
and national identity.

A bright example of Aesop’s speech is found in the score of the nocturne Ir tikai
nakts/It’s Only the Night by Romualds Jermaks (¥1931) that was composed in 1968. This
opus is dedicated to J. S. Bach and is full of allusion of his stylistic. However, in gener-
ally idyllic texture the Protestant Church chorale Wer nur den lieben Gott ldsst walten is
entwined (in English - What makes God the only Lord in Heaven; Example 2).

Wer nur den lichen Gott lacsst walten
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Example 2: Protestant Church chorale Wer nur den lieben Gott lasst walten

1 Joachim Braun, “Raksti. Studies. Schriften.” in Mizika Latvija. Music in Latvia. Music in Lettland. (Riga: Musica Baltica, 2002):
204-227.
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Example 3: Romualds Jermaks: Ir tikai nakts (It's Only the Night), mm. 1-15.

In such a way, through the contemplation of the genius of Baroque, the Latvian
composer essentially follows in his footsteps, complementing this as to the title secular

opus with a chorale setting (Example 3).

He goes even further, choosing the forbidden melodic basis and the true ideas of
the composition - among them faith, God as the only Lord and religion as forbidden
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JSruit. Thereby, this example also shows the amount of attention paid to the musical
oeuvre of J. S. Bach in this period who’s music overall is sacred - in spite of the secular
or profane themes of his compositions. And during the Soviet time the true idea of this
composition could understand only Evangelical Lutherans, which kept silent all this
time until the end of the 20" century.

Aesop’s speech widely spread as a means of revealing the true, but hidden essence
of music pieces also in the 60s and the 70s of the 20" century. Many composers wrote
their music to little- or non-understandable lyrics - equivalent to Latin, which is often
perceived as a church language and shows an indirect tendency of sacralization process.
But this language during the Soviet time was unwelcome, because of it’s using in Roman
Catholic Church, so composers should write to other language - in Old French and Old
Italian. For example, Margeris Zarins (1910-1993) in Partita in stile of Baroque (for Mez-
zosoprano, instruments; 1963) has chosen poetry by Pierre Ronsard and Francoise Vil-
lon in Old French. Likewise, Pauls Dambis (19306), another Latvian composer, has made
use of the poetry by Michelangelo in Old Italian for his oratorio Stanza di Michelangelo
(for mixed choir, organ/string orchestra; 1971) and verses by Shakespeare in Old English
for his composition Music of Shakespeare (for MS, piano, flute, cello; 1976). In such a way
composers wanted to make their music textually more non-understandable, to alienate
the text from the audience - especially from the Soviet government. The effect on the
audience was very unusual and exceptional, because the text was perceived in the same
way as texts in Latin were mostly perceived by Latvians in church services in past - they
didn’t understand it in details and didn’t want to try to do it. In this way music acquired
some nuance of inscrutability, mystery and sacredness.

Especially bold composers dared to write sacred genres, filled with a pronounced
secular expression. However, in depth these compositions have preserved the mission
of genres and alongside with it - spirituality and sacredness. One can find a synthesis
of the traditional language of church music with contemporary and very radical musi-
cal means of expression, used outside the church traditions, thus largely determining
the primary or secondary construction principles of music genres.

In this respect the Concert-requiem by Pauls Dambis is a very remarkable example.
This opus, written in 1967 for two boys’ voices, two mixed choirs, bells and organ, is
based on the verses of Latvian poet Imants Lasmanis (1937-1974). Concert-requiem is
dedicated to Those Fallen in the Second World War. So, in this composition the author
has synthesized liturgical pro defunctis cycle with an idea of concerto. This has resulted
in some kind of hybrid of two music genres, features of which are unmistakably evi-
dent. The genre of the requiem is reflected through the titles. In the four-part compo-
sition three parts present the most characteristic headings of the requiem - Requiem
aeternam, Lacrimosa, Dies irae. But in contrast to the cycle of the requiem, where the
Lacrimosa part logically concludes the Dies irae sequence, Pauls Dambis combines
these movements freely, in line with the contrast principle of the concert genre. How-
ever, despite the fact that lyrics were taken from Latvian poetry, it is just the titles, which
provide for the emotional code of the requiem.

The dramatic nature and expression of the requiem are achieved by means of mul-
tiform, bold and valiant musical language. For example, the first part is full of such ele-
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ments of psalmody and sonority as wailing of despair and sorrow, screaming, speech,
whispers and vocalizing.

The function of the slow movement reveals itself in the second part - Lacrimosa.
The lyricism of the day of tears is expressed by lament intonations of boys’ voices, si-
lent dynamics, and the delicate texture of two mixed choirs. Dies irae - the third part is
a diabolic scherzo in the metrical step of a march. The final fourth part Reminiscenza
is created in a different way - as a synthetic compilation of the preceding movements,
concluding the composition with a rather optimistic mood and with belief that ideas
and deeds never die, that they are alive and eternal, and such will remain.

The four-part structure of the cycle, being devoid of the logical sections of the req-
uiem movements is created in line with the traditional symphonic model. The pres-
ence involvement of two mixed choirs and organ is based on the idea of the concert
genre: the concertante effect is achieved by means of antiphonal texture of choirs,
choirs and organ alternating and organ cadenza at the end of the first part.

The untypical interpretation of the traditional sacred genre calls for a different ex-
planation. In the 60s of the 20" century the only possibility to opt for the genre of
sacred music (with significant changes and preserving the idea of the requiem) was
paying tribute to Those Fallen in the Second World War. But, presumably, nowadays
the dedication of this composition does not impede listening to it in order to find its
sacred meaning. Furthermore, the choice of the synthesis of two music genres could
be attributed to the dualism of the whole work. The dramaturgical order of the move-
ments points first of all to the idea of the symphony. So, maybe the composer added
the word Concert to the title of this particular composition to underline its deeper hid-
den meaning - concert as a theatrical performance, show and allegory?

Additionally, the Concert-requiem by Pauls Dambis was a very popular composition
of the Soviet time. From 1967 it was performed more than 300 times - almost two times
weekly in Riga’s Dome Cathedral for different tourists, prominent persons and other
listeners, who wanted to enjoy the one of the biggest organ in Europe and one of the
popular choir (State choir “Latvia”) in Soviet Union as well. But, presumably, this kind
of popularity was provoked not only by dedication to Those Fallen, but also by choos-
ing the genre of sacred music. The above two factors, possibly, intrigued the audience,
so to say, guenching thirst for spirituality and sacred music genres in those days, when
they were prohibited, and with contemporary musical language that is non-traditional
in the field of sacred music creating.

However, in spite of prohibition and tabu, many different denominations (among
them Evangelical Lutherans, Roman Catholics, Russian Orthodox, Old-Believers, Bap-
tists etc.) continued to exist illegally survived under Soviets, thus enabling and favour-
ing the emerging of sacred music genres which reached a real upswing later at the end
of the 20" century, and nowadays made very multiflorous denominational panorama
of sacred music. Thus it must be said, that the evolution of Latvian sacred music shows
a rapid, dynamic, serious and successful growth. In a historically brief period of time it
has achieved what has taken much longer in other cultures. In approximately 140 years,
it has encompassed from sacred choral a cappella miniatures to various denominations
genres - Lutheran cantatas and oratorios, Catholic masses and motets, as well as Ortho-

134



J. JONANE ¢« SACRED MUSIC - A FORBIDDEN FRUIT

dox liturgies and all-night services. Being conscious of the richness of sacred genres,
composers have begun to look at them more deeply and widely - experimenting with
sacred music models, combining various genre elements, including musical language
and expression and performers that are less characteristic of sacred music, etc.
However, in the most interesting and complicated way Latvian composers have
used above-mentioned elements at the time when sacred music genre was prohibited.
In conclusion I would like to underline, that almost all above referred composers -
Pauls Dambis, Imants Kalnins and Margeris Zarins, except Romualds Jermaks - were
interested in sacred music only during the period of the Soviet Union’s forbiddance.
When Latvia has regained the independence, these composers didn’t want to use this
Jforbidden fruit’s elements in their inputs and to compose sacred genres at all, while the
others started to create sacred music outright. Such a circumstance in musical oeuvre

of these composers justifies the thesis that the forbidden fruit is the sweetest.

POVZETEK

Prispevek opazuje razlicne nacine, na katere so

sakralne prvine pronicale v posvetno glasbo sovjet-

ske Latvije (1945-1990). Prepoved duhovne glasbe
je povzrocila sindrom prepovedanega sadeza.

Prepoved so v Sestdesetih in sedemdesetih letih

20. stoletja vedno znova obsli. Pri tem so razvili

zapletene in prikrite nac¢ine, med katerimi sta bila

najpogostejsa uporaba posvetnih glasbenih oblik
in radikalno novega glasbenega jezika. Takrat je
krsitve prepoznal le zelo kompetenten poslusalec.

Posvetna glasba je bila sakralizirana na ve¢ nac¢inov:

*  Najpogosteje je bila odsotnost duhovnosti
nadomesc¢ena z univerzalnimi kategorijami,
kot so umetnost, domovina, delo, mir. Prav
te eticne in humanisti¢ne vrednote so bile
negovane in obozevane.

*  Pojavila se je teznja k druga¢nemu govoru.
Mnogi skladatelji so uglasbili besedila v slabo,
ali celo vecini nerazumljivem jeziku - vecino-
ma latins¢ini (ki je sploh veljala za cerkveni
jezik in kaze na odkrito teznjo k sakralizaciji),
patudiv stari francoscini ali stari italijanscini.

*  Ezopov jezik je vzporednica skladbi, katere
vsebina je umetelno prikrita, kodirana. Le iz-
obrazen in poucen poslusalec lahko razume,
kaj je resni¢no sporodilo skladbe. Na tak nacin
so bile v posvetna dela umescene koralne
melodije, kot glasniki duhovnega.

*  Posebej drzni skladatelji so pisali tudi duhov-
ne skladbe, a z odkrito posvetnim izrazom.
Vendar te skladbe v osnovi ohranjajo osnovno
poslanstvo zanra - duhovnost in sakralnost.

Vse nastete nacine sakralizacije posvetne glasbe
najdemo v skladbah latvijskih skladateljev (60-tih,
70-tih let 20. stoletja), kot so Paul Dambis, Romualds
Jermaks, Margeris Zarins in drugi.

Ponoven pregled del (glasbenih in neglasbenih)
upostevaje omenjene nacine prikrivanja, bo pri-
nesel - upajmo - natan¢nejso in bolj pretanjeno
razumevanje razvoja duhovne glasbe v Latviji in
drugih dezelah v ¢asu, ko je bila duhovna glasba
nezazelena, vse oblike religioznosti pa preganjane.

Prevod naslova, izvlecka in povzetka Ales Nagode
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ABSTRACT

Were the members of BLACK SABBATH actually wor-
shipers of the devil? Did they actually want to insult
Christianity with their new sound? The aim of this
paper is to find concrete answers to these questions
mentioned. A further aim is to examine from a music
analytical point of view the songs of this band (from
1970 to 1973), which have a religious background.

Niemand hitte ahnen kénnen, dass vier junge Burschen aus der Arbeiterschicht
Birminghams Ende der 60er Jahre den Verlauf der populiren Musik maRgeblich bee-
influssen wirden. Gitarrist Antony Frank ,Tony“ lommi, Singer John Michael ,0zzy*
Osbourne, Bassist Terence Michael Joseph “Geezer” Butler und Drummer William
Thomas “Bill” Ward, alle aus Birmingham, griindeten 1968 die Band BLACK SABBATH.
Thr erster Song Black Sabbath aus dem Album Black Sabbath (1970) gilt fur viele Mu-
sikwissenschaftler und Experten dieser Musik als der allererste Heavy Metal-Song der
Musikgeschichte (Phillips und Cogan, 35-37, Christe, 26, Schifer, 18).

Die Gruppe BLACK SABBATH bekam im Laufe der 70er Jahre wegen ihres neuen,
lauten und aufregenden Sounds hohen Zuspruch bei der damaligen Jugend Grof3bri-
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tanniens. Thre Fangemeinde wuchs von Jahr zu Jahr. Zugleich aber stieflen sie bei ei-
nem groflen Teil der Bevolkerung auf Ablehnung und Entristung. Allein der Name
dieser Band (Schwarzer Samstag) wirkt wie ein Statement, weshalb diverse religiose
Kreise ihn damals auch als Beleidigung sahen. Fiir zusitzlichen Ziindstoff sorgten die
Texte der Band, die oft als okkult, antichristlich und drogenverehrend verstanden wur-
den.

Waren die Mitglieder von BLACK SABBATH tatsichlich Verehrer des Teufels? Woll-
ten sie mit ihrem neuen Sound das Christentum beleidigen? Und haben Sie die Jugend
der 70er und 80er Jahre mit ihren Texten wirklich verfahrt und verdorben?

Ziel dieses Beitrages ist es, konkrete Antworten auf die gerade erwihnten Fragen-
stellungen zu finden und die Giber die letzten Jahrzehnte entstandenen Missverstind-
nisse zu beseitigen. Ein weiteres Ziel ist es, die Lieder dieser Band (1970 bis 1973), die
einen religiosen Hintergrund aufweisen, musikanalytisch zu untersuchen. Wie viele
Songs haben eine christliche oder eine antichristliche Thematik? Bilden Sie tatsichlich
die Mehrheit innerhalb des frihen kompositorischen Schaffens von BLACK SABBATH?
Werden diese Songs anders als die restlichen Lieder dieser Zeit komponiert? Wenn ja,
welche musikalischen Merkmale charakterisieren diese Songs?

BLACK SABBATH veroffentlichte zwischen 1970 und 1973 funf Alben. Black Sab-
bath (1970, Vertigo Records), Paranoid (1970, Vertigo Records), Master of Reality (1971,
Vertigo Records), Vol. 4 (1972, Vertigo Records) und Sabbath Bloody Sabbath (1973,
Vertigo Records). Eine Zusammenstellung der bekanntesten Songs dieser Alben bildet
die Kompilation mit dem Titel We Sold Our Soul for Rock “n” Roll (1975). Diese funf
Alben beinhalten insgesamt 40 Songs, die folgendermafen unterteilt werden kénnen:

o Covers und Songs ohne Gesang (8 Songs)
° Eigene Gefiihle und Probleme (7 Songs)
o Religion (7 Songs)

. Sozialkritik (6 Songs)

. Mythologie und Science Fiction (5 Songs)
. Antikriegsrhetorik (4 Songs)

. Drogen (3 Songs)

Erstaunlicherweise stehen Songs mit Drogenthematik (z.B. Snowblind) an letzter
Stelle. Abbildung 1 schafft einen Uberblick tiber die sieben Songs mit religidser The-
matik und versucht, sie in Hinblickauf die Einstellung gegentiber dem Christentum zu
klassifizieren:

Von den insgesamt 40 Songs komponierte BLACK SABBATH zwischen 1970 und
1973 nur einen einzigen Song mit deutlich antichristlichen Tendenzen (N. I B., Black
Sabbath, 1970). In den meisten Songs wird das Christentum neutral betrachtet. Es gibt
sogar einen Song mit klar christlicher Botschaft (After Forever, Master of Reality, 1971).

Um die musikalischen Besonderheiten der Songs mit christlichem (After Fore-
ver) und antichristlichem Inhalt (NV.ZB. und Black Sabbath) sichtbar zu machen, ist es
zunichst notwendig, die allgemeinen musikalischen Merkmale der Band zu prisen-
tieren.

JTony“ Tommis Arbeitsunfall vor der Griindung der Band, bei dem ihm eine Maschi-
ne die Fingerkuppen abschnitt, beeinflusste den Sound der Band mafigeblich. Nach
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christlich After Forever
(positiv) (1971)
Supernaut,
(1972)
Under The Sun
(1972)
neutral A National Acrobat
(1973)
Who Are You?
(1973)
. Black
her den Sabbath
(1970)
antichristlich AL
B.(1970)

Abbildung 1: Songs mit religioser Thematik.

vielen vergeblichen Versuchen, die verlorenen Fingerkuppen zu ersetzen (Popoff, 9),
sah sich ,Tony“ gezwungen, die tiefe Saite der Gitarre einen Ganzton tiefer zu stimmen,
um die Powerchords leichter und bequemer spielen zu kénnen. Dadurch entstand der
charakteristische dunkle Sound der Band.

Ein weiteres musikalisches Merkmal ist die Verwendung von kurzen prignanten
Riffs, die sich wie ein roter Faden durch den ganzen Song ziehen. Abbildung 2 zeigt
einen typischen BLACK SABBATH-Riff (/ron Man, Paranoid, 1970, Anfangsriff). Er be-
steht fast ausschliefllich aus Powerchords mit einer limitierten Zahl meistens in Quin-
ten gehaltene Harmonien:

Ozzy ey :‘ | e ——— 1 .%
'\.jl'-l I | I— T j— f— |

BS D5 ES G5 F#5 G5 F#5 D5 ES
My

()4 o | e M - -

y Ay — ! — — e e | —— T — —
T y aimmia w— I e o | T—w T O~ o o T ot ) Y S . S e |
ony ey % e < =" 1 o T e o W 8" L - | T T T T T T o o o g | | | T 1

Dt B T— -] - [ 2 i T B — I I e o oo ®e o 4 1

D] > hd ~ ~ v = > ° “ - - ¥

Abbildung 2: Iron Man, Anfangsriff:

Im gesamten [ron Man werden fast ausschliefflich Quintakkorde auf B, D, E, G und
Fis verwendet, die sich alle auch im Anfangsmotiv finden. Es gibt kaum Dreikldnge und
Septakkorde, Jazz-Akkorde werden weitgehend vermieden. Um eine harmonische Mo-
notonie zu vermeiden, versucht BLACK SABBATH, die Reihenfolge der Akkorde bei
allen Riffs eines Songs und auch die Gesamtform des Songs so abwechslungsreich wie
moglich zu gestalten.
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In der zweiten Hilfte der Abbildung 2 singt ,Ozzy“ noch dazu die Oberstimme des
Gitarrenriffs (Has he lost his mind? Can he see or is he blind?). Obwohl die Gesam-
tlautstiarke konstant bleibt, wird der Eindruck erweckt, dass die Musik an dieser Stelle
lauter und intensiver wird. Diese Technik heifst auskomponiertes Crescendo. Sie wird
sowohl hier als auch in mehreren Songs von BLACK SABBATH verwendet, um Spann-
ung zu erzeugen.

Kurze, pragnante rhythmische Motive (meistens in Quinten), wenige Harmonien,
die unterschiedliche Abfolge von Akkorden innerhalb eines Riffs, das auskomponierte
Crescendo und die komplexe Gesamtform sind die wichtigsten musikalischen Merk-
male der Musik von BLACK SABBATH zwischen 1970 und 1973.

N. I B. ist vielleicht einer der wenigen Songs der populiren Musik bis 1973 mit pro-
satanischen Elementen. Eine minnliche Figur versucht, eine junge Frau zu verfihren
(Some people say my love cannot be true / Please believe me, my love, and I'll show
you). Die unbekannte Person verspricht ihr den Himmel (#2e sun, the moon, the stars,
all and my seal), versucht, sie von ihren edlen Gefiihlen zu Uberzeugen (you are the
first to have this love of mine), was ihr auch tatsichlich gelingt (now I have you with me
under my power). Was zuerst wie eine romantische Ballade aussicht, entpuppt sich als
Werk des Teufels (look into my eyes, you will see who I am / My name is Lucifer, please
take my hand).

Die Dramatik der Handlung wird musikalisch durch die Technik des auskompo-
nierten Crescendos ausgedruckt. Zuerst erklingt ein Riff auf der Bassgitarre (Abbil-
dung 3, T. 1-4: Situation A). Anschlieffend spielt die Gitarre diesen Riff in Quinten (T.
5-8, B) und schlieRlich wird, wie in Iron Man, die obere Stimme des Gitarrenriffs vom
Sanger Ubernommen (T. 9-12, C). Es gibt bei BLACK SABBATH kaum Songs, die diese
Technik so plakativ verwenden, um dem Text zusétzliche Intensitit zu verleihen.

(2 o)

- :
i | f
B oh veah

Tony |[52

Geezer

some peo ple say  my love can not be irue please be lieve me  my love and I'll show you.

Tony

Geezer

Abbildung 3: N. 1. B, auskomponiertes Crescendo ("lakte 1-12).
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Selten wurde ein Heavy Metal-Song so missverstanden wie Black Sabbath (Album:
Black Sabbath, 1970). Der Text dieser Komposition wurde mehrmals missinterpretiert
(Moore 2009, 143-160 und Popoff, 19-21).

Es handelt sich um eine Person, die plétzlich ein unheimliches Phantom vor sich
sieht (What is this that stands before me? / Figure in black which points at me), das
sich schlieglich als Teufel entpuppt (Satan's sitting there, he's smiling / Watches those
Slames get higher and higher). Der Protagonist wird von grofler Angst ergriffen (Oh
no, no, please God help me) und die Menschen rings um ihn geraten in Panik (People
running, cause theyre scared). Der Erzdhler dieser Horrorvision bekennt sich aber
nicht zur dunklen Magie, sondern versucht, das Werk des Teufels zu verhindern (7he
people better go and beware! / No, no, please, no!). Die Texte von Black Sabbath und
N. I B. weisen dhnliche strukturelle Merkmale auf. Am Anfang der Erzdhlung werden
keine genauen Informationen tber die Protagonisten gegeben. Erst im Laufe der Kom-
position erfahren wir immer mehr tiber die Identitit der Charaktere.

Die Band BLACK SABBATH geht einen Schritt weiter als in N. . B, indem sie in
Black Sabbath versucht, den ganzen Song wie ein auskomponiertes Crescendo zu ge-
stalten.

| Py ~~

H
A h— = === NS ) o o @ oigTaeige s [ =
Ozzy P75 T T T T o @ @ & 1 9 2 . s .4 i | |
3 o o
Tritonus:/> What is this  that stands be fore_ me?

T T T T +

T T T T I
] T  — i I T

I I I T

Tony ey

T T T

T T |

| I  — | I

T I I I

I A = fe ! o

Abbildung 4: Black Sabbath, Anfangsriff:

Der wohl berthmteste Riff der Musikgeschichte (Abbildung 4, T. 1-4) basiert auf
dem Intervall des Tritonus (Diabolus in Musica). Dadurch bekommt der Zuhorer
schon von Anfang an einen konkreten Hinweis daftr, wer vor dem Erzihler steht (T.
5-8). Der Rhythmus des Riffs besteht aus ganzen und halben Noten.

hH 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3
Toy oo e ——— T — T

Abbildung 5. Black Sabbath, Riff 2.
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Abbildung 6: Black Sabbath, Schlussriff.

141



MUZIKOLOSKI ZBORNIK ¢« MUSICOLOGICAL ANNUAL L/2

Wihrend sich die Emotionen des Erzihlers steigern, intensiviert sich die musikali-
sche Struktur durch die Verwendung von Achteltriolen (Abbildung 5 / Riff 2).

Die Verwendung von vollen Drei- und Vierklingen mit Triolenrhythmus, von einer
zusitzlichen in Studio aufgenommenen Gitarre (overdubbing) in forte verdoppelt, ver-
leiht der Musik ein Maximum an Spannung und Intensitit (Abbildung 6 / Schlussriff).

Auch After Forever (Master of Reality / 1973) wurde von diversen Kirchenvertretern
als blasphemischer Song eingestuft (Froese, 25). In Wirklichkeit handelt sich um ein
zutiefst katholisches Lied. Ozzy fragt uns gleich am Anfang der Komposition, ob wir
schon dartiber nachgedacht hitten, was es nach dem Tod gibe (Have you ever thought
about your soul / can it be saved?). Er bezweifelt, dass nach dem Tod alles vorbei ist
(Or perhaps you think that when you ‘re dead you just stay in your grave), er behauptet
sogar, erkenne die Wahrheit (Well I have seen the truth, yes I've seen the light / And I‘'ve
changed my ways), die Wahrheit, die auf einem liebenden Gott basiere (That God is
the only way to love).

After Forever weist andere klangfarbliche Merkmale als die restlichen Lieder des
Albums Master of Reality auf (Popoff, 70) und wird bis zu diesem Zeitpunkt als einer
der fortschrittlichsten Songs der Band bezeichnet (Mclver, 76). Die Konstruktion des
Anfangsriffs bekriftigt diese These (Abbildung 7). Der Orgelpunkt der Gitarre auf der
Note A, das Ausbleiben von Quintakkorden und die stindigen Wiederholungen von
A-Dur-Akkorden verdeutlichen die Besonderheit dieses Riffs.

A
ot = = T L= ———
Tony ot g oo meoaom o aaae e  awaaaaa
v T s 39 o Tl Tl see s P eeeses

Abbildung 7: After Forever, Riff 1 (Intro).

Unmittelbar danach aber (Abbildung 8) erklingt ein vollig anders strukturierter
Riff. Wihrend Ozzy die erste Strophe singt, spielt Tony in einer heterophonischen
Art und Weise ein priagnantes rhythmisches Motiv mit verschiedenen Quintakkorden.
Durch die extreme klangfarbliche Anderung des Gitarrensounds (Abbildung 8, Riff 2)
bekommen die mahnenden Worten Ozzys (Have you ever thought about your soul,
can it be saved) zusitzliche Bedeutung.

0 & — P e o

e ot i s st i e s B B o it — ———
Oy WP * s ——— £ ==

Have you ev er thoughta bout your soul, can__ it be saved? or perhaps
D5 E5 F#5 G5 D5ES Gs F4s

‘9—ﬁ—l_ﬁ ’NSA - .|r~=
Tony e a PSSl er s aa

5 o oo o o o oo

- NCERS xRS s sy =
Abbildung 8: After Forever, Riff 2 (mit 1. Vers).
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Wihrend die tonalen Zentren der ersten zwei Riffs in A und in E waren, erklingt
nun ein Riff in G (Abbildung 9), der klangfarbliche Charakteristika des Anfangsriffs
aufweist (keine Quintakkorde und Orgelpunkt auf G).

Ozzy (\3 = | T I 1 ! 1 I E — i ] o —— 7]
Could it be you're a fraid of what your friends might say if they knew you be lieve in God a  bove?
G G6 G G4 F Bb G
fa N _— E—
A | 1 - I - 1
o [y : 7 P i 7 : =
- 4 L 3 L4 H; 5 % R b,\;~ —

Abbildung 9: After Forever, Riff 3 (mit 3. Vers).

Dieser Riff wird spiter um einen Ganzton nach oben transponiert. Die hohe Lage
des Gesangs und der hoher transponierte Riff (Abbildung 10) tragen entscheidend zu
einer weiteren Intensivierung der Musik bei.

fo » & ©» = » » o o » & »be e e o o o o o e o =
Ozzy ey I =1 — 7
bv I T ]
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Abbildung 10: After Forever, Riff 4 (mit 4. Vers).

Wird die Gesamtform von After Forever aus einer iibergreifenden Perspektive be-
trachtet (Abbildung 11), wird folgendes festgestellt:

e Die Gesamtform ist fiir einen finfminttigen Heavy Metal-Song sehr komplex.

Es gibt insgesamt 18 verschiedene Abschnitte.

e Esgibtdrei tonale Zentren: A (Riff 1 und 4), E (Riff 2) und G (Riff 3). Fast jeder
Riff ist in einer eigenen Tonart, was untypisch fiir eine Heavy Metal-Komposi-
tion der 70er ist.

e Jeder Riff weist eine unterschiedliche Reihenfolge von Akkorden auf.

Die Gruppe BLACK SABBATH schuf von 1970 bis 1973 einen vollig neuen Sound,
der fur eine Reihe von Musikern und Bands der folgenden Generationen wegwei-
send wurde. Thre Mitglieder gelten als die Urviter des Heavy Metal und sind bis heute
sowohl interpretatorisch als auch kompositorisch aktiv.

BLACK SABBATHS steile Karriere kann nicht nur auf die Skandale rund um die Mit-
glieder und die heftigen Reaktionen aus konservativen Kreisen zurtickgefihrt werden.
Die Struktur der Musik, die neuen aufregenden dunklen Klangfarben, die Lautstiarke
und die Behandlung der Harmonien sind nur einige der musikalischen Errungen-
schaften, die eine Welle der Begeisterung bei der damaligen Jugend ausldsten (Popoff,
31-32 und Weinstein, 22-43).

Erstaunlicherweise gibt es in der frithen Phase der Band (1970-1973) wenige Songs
mit religioser Textthematik. N. I. B., Black Sabbath und After Forever sind die Songs,
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musikalische Form Akkorde
A Riff 1 (Intro) A
Riff 2 e . . .
B 1. Vers (mit Riff 2) DB Fis’ G/ D> B G Fis®
A Riff 1
B Riff 2
2. Vers (mit Riff 2)
Bridge (Riff 3) P
¢ 3. Vers (mit Riff 3) GG GGIBG
Riff 4
D 4. Vers (mit Riff 4) AATANTGCA
A Riff 1
B Riff 2
5. Vers (mit Riff 2)
E Solo A ) B
A Riff 1
B Riff 2
6. Vers (with Riff 2)
A Riff 1 (Outro)

Abbildung 11: Gesamtform von After Forever

die in den 70er Jahren wegen ihre Lyrics am meisten polarisierten. Noch tiberraschen-
der ist die Tatsache, dass nur ein einziger Song klar antichristliche Tendenzen (V. I
B.) aufweist. Diese drei Songs bilden aus musikanalytischer Sicht keine Ausnahme in-
nerhalb des kompositorischen Oeuvres von BLACK SABBATH. Simtliche musikalische
Charakteristika der frihen Phase der Band sind bei allen drei Songs zu finden. Diese
musikalischen Merkmale werden in N. I B, Black Sabbath und After Forever sogar
noch extremer und plakativer verwendet.
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POVZETEK

Nihce ne bi pomislil, da bodo stirje mladenici iz
birminghamskega delavskega razreda v poznih
Sestdesetih letih bistveno spremenili razvoj popu-
larne glasbe. Kitarist Antony Frank “Tony” lommi,
pevec John Michael “Ozzy” Osbourne, bas kita-
rist Terence Michael “Geezer” Butler in bobnar
William Thomas “Bill” Ward, vsi rojeni v Birmin-
ghamu, so leta 1968 ustanovili ansambel BLACK
SABBATH. Njihovo prvo pesem z naslovom Black
Sabbath, z albuma Black Sabbath (1970) mnogi
raziskovalci in poznavalci glasbe oznacujejo kot
prvo heavy metalsko skladbo v glasbeni zgodovi-
ni (Phillips and Cogan, 35-37; Christe, 26; Schiifer,
18).

V sedemdesetih je BLACK SABBATH postal popu-
laren pri britanski mladini, predvsem zaradi nove,
glasne in razburljive zvoc¢nosti. Stevilo privrzen-
cev se je iz leta v leto povecevalo. Hkrati pa jih je
velik del prebivalstva zavracal kot sporne in zalji-

ve. Ze samo ime (Crna sobota) ucinkuje kot opre-
delitev, kar je bilo razumljeno kot zalitev v verskih
krogih. Ansamblova besedila so poskrbela za do-
datno razburjenje. Razumljena so bila kot okultna,
protikrs¢anska in povezana z uzivanjem drog.

So bili ¢lani BLACK SABBATH res Castilci hudica?
So res hote zalili kr§¢anstvo s svojim zvokom? Je
bila mladina sedemdesetih in osemdesetih zape-
ljana in pokvarjena z njihovimi besedili?

Namen prispevka je poiskati stvarno podlago za
odgovor na ti dve vprasanji in razcistiti nespora-
zume zadnjih desetletij. Drugi cilj pa je glasbeno
analiticno opazovati skladbe tega ansambla iz
¢asa med 1970 in 1973, ki imajo versko ozadje. Ko-
liko pesmi ima krs¢anske in koliko protikrs¢anske
teme? Ali res predstavljajo vecino ansamblovih
zgodnjih skladb? So komponirane drugace od
ostalih skladb tega ¢asa? In ¢e da, katere glasbene
resitve so zanje znacilne?

Prevod naslova, izvlecka in povzetka Ales Nagode
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1zvLECEK

Clanek raziskuje izoblikovanje gibanja Krish-
nacore, pojava, ki je nastal z zlijem ameriskega
straightedge punka in gibanja Hare Krisna v
devetdesetih letih. Ugotavlja, da je bila - ¢eprav
je bil podoben nacin zivljenja, ki je obsegal ve-
getarijanstvo, odklanjanje uporabe psihoaktivnih
substance in nebrzdane spolnosti, temeljno izho-
dis¢e povezovanja- prav bhakti-joga (teoloska in
filozofska osnova gibanja Hare Kri$na) tista, ki je
utrdila njuno povezanost. Raziskuje tudi estetsko
dimenzijo punka v vedskem kontekstu, se posebej
v zvezi z ‘Nada-Brama’, oziroma sakralizacijo zvoka.
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ABSTRACT

This article explores the formation of Krishnacore, a
phenomenon born from the amalgamation of Ame-
rican straightedge punk and the Hare Krishna Move-
mentin the 1990s. It argues that whilst shared choices
of lifestyle, such as vegetarianism and a distaste for
intoxicants and illicit sex, were core tenets towards
the conception of the scene, it was bhakti-yoga (the
theological and philosophical basis of the Hare Kri-
shna Movement) that cemented such a relationship.
Furthermore, it also explores the aesthetic context
of punk within a Vedic context, in particular with
reference to what is termed as ‘Nada-Brahma’, or the
sacralisation of sound.
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namnam akdri bahudhad nija-sarva-saktis
tatrarpita niyamitah smarane na kalah
etadrisi tava kripda bhagavan mamdapi
durdaivam idrisam ihdjani nanuragah’

It may come as little surprise to find that punk rock and religion - arguably two
rather different paths to ‘enlightenment’ - have seldom been congenial bedfellows.
With lyrical discontent ranging from the sardonic - John Lydon’s sermonic recitation
in ‘Religion’; and his sneering depiction of a ‘fat pig priest [and] sanctimonious smiles’;
to the visceral - Jello Biafra’s depiction of nausea and sickness in ‘Religious Vomit’
(‘all religions make me wanna throw up, all religions make me sick’) - punk rock and
religion have rarely seen eye-to-eye; instead regarding each other with censure, disap-
proval and disgust. However, there is one subgenre of the punk rock canon that not
only turned to a particular religious doctrine for lyrical subject matter and prevailing
practice of subcultural codes but also, for some, became a catalyst for the complete
embracing of the corresponding spiritual lifestyle: Krishnacore.

This paper will examine the apparent contradictory combination of lifestyle and
aesthetic within the Krishnacore movement. Using repertoire drawn predominantly
from two of the central bands within the scene - Shelter and 108 - it will raise questions
over the origins of the Krishnacore ‘scene’, noting the emergence of Krishnacore from
the already established straightedge scene of the 1990s. Existing texts on the similari-
ties between straightedge and the Hare Krishna movement often emphasise (amongst
others) the shared principles of vegetarianism, the refraining from intoxicants and the
disapproval of illicit sex. Although I agree with these writers, I also highlight the impor-
tance of the devotional doctrine of bhakti-yoga within this relationship; a doctrine that
was to inform further the move from straightedge punk to Hare Krishna monk. From
the idea of lifestyle, I will then explore the aesthetic, pulling upon the importance of
what is termed as rasa, a term central within bhakti-yoga, and one that is used to inter-
pret devotional mood through the artistic.

In conclusion, I will draw upon the notion of ‘Nada Brahma’. Literally meaning
‘God is sound’, Nada Brahma is a means of orally articulating the manifestation of a reli-
gious deity by recitation or song. Rooted within the Indian philosophical and religious
traditions (most noticeably perhaps in the Upanishads) the essence of Nada Brahma
lies in the encompassing of sound vibration within devotion, and is not one usually as-
sociated with the punk rock genre. As such, I will raise questions over the musical and
cultural setting of this manifestation and recitation; looking at the way in which Nada
Brahma transcends environment, musical stylistics and music performance practice:
the oration of God’s name, in other words, is as applicable to the punk rock aesthetic
as it is to the bhajan or kirtan of the Indian musical tradition.

1 ‘O my Lord, Your holy name alone can render all benedictions to living and millions of names like Krishna and Govinda. In these
transcendental names You have invested all Your transcendental energies. There are not even hard and fast rules for chanting
these names. O my Lord, out of kindness You enable us to easily approach You by Your holy names, but I am so unfortunate
that I have no attraction for them.” Verse from Text 2 of Lord Krishna Caitanya Mahaprabhu’s Sri Siksdstakam. Translated by
A.C. Bhaktivedanta Swami Prabhupada, Teachings of Lord Caitanya (London: Bhaktivedanta Book Trust, 1985), xvii-xviii.
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Often said to stem from the 1981 single ‘Straight Edge’ by the Washington D.C. hard-
core punk band Minor Threat, straightedge punk was, as Robert T. Wood notes, ‘com-
monly described as a philosophy and lifestyle characterized by abstinence from alco-
hol, drugs, casual sex, and even meat and animal products in some cases™. In strong
contrast to the stereotypical ‘self-destruct’ persona of punk rock per se, straightedge
offered a lifestyle choice that affirmed positive living and individual and social respon-
sibility. As such, lyrical content mirrored a carefully defined lifestyle of clean-living and
social awareness, with many tracks articulating awareness of animal rights, veganism
and, later on, ecological issues.

Yet, more than just promoting a positive attitude and lifestyle, straightedge was also
a move towards the channelling and articulating of the energy and passion inherent
within the hardcore movement, a passion that some saw rather negatively as a ‘punk
rock liberalism’. Highlighted by Ray Cappo in All Ages: Reflections on Straightedge
(1997), he believed that the hardcore scene had become too broad, lacking direction
and focus, and instead appeared too ‘wishy-washy’. ‘In 1983, a common punk slogan
to paint on your jacket was “No One Rules”. I laughed to myself in 1986 when 1 saw a
similar motto on the back of a sweatshirt. It read “Rules!” The pendulum of liberalism
swung from “No Rules” to “Rules are good™?. For Cappo, therefore, the conservatism
of straightedge articulated the energy inherent within punk: ‘indulgence swung to self-
control’, he notes, as ‘slam dancing turned to more stylized moshing and stage diving
[and] the fashion pendulum swung from mohawks to a clean cut collegiate..look™.

With its move away from the irresolute, ‘No Rules’ attitude of hardcore punk and its
austere observance to a framework of subcultural values, it would seem obvious that
straightedge also lent itself towards a synchronicity with the core tenets of the Hare
Krishna movement. Introduced into American culture in 1965 by the Indian writer and
philosopher A. C. Bhaktivedanta Swami Prabhupada’, the Hare Krishna movement had
at its core what they termed as ‘regulative principles’ in which to adhere, including ab-
stinence from intoxicants (including caffeine), no gambling, no illicit sex and no meat
eating; principles similar to those of straightedge punk. Moreover, as Norman Brannon
points out, ‘I don’t remember a time when Krishnas didn’t exist in the hardcore scene’.®
Pulling upon the example of Cro-Mags vocalist John Joseph, Brannon also draws upon
the example of free food that the Hare Krishnas would give out in Tompkins Park, situ-
ated nearby to the famous punk venue C.G.B.G.s. ‘I remember going to a show, going
crazy, leaving the matinee, and then running to the park to see if the Krishnas were
still there with food’, he notes, observing that ‘a lot of times the Krishnas there were
ex-hardcore kids’

Robert T. Wood, Straightedge Youth: Complexity and Contradictions of a Subculture (New York: Syracuse Press, 2000), 1.

Beth Lahickey, All Ages: Reflections on Straightedge (Huntington Beach: Revelation Books, 1997), ix-x.

Thid., x.

For a comprehensive overview of Srila Prabhupada’s time in America, one needs only turn to Satsvariipa Dasa Gosvami’s

Prabhupdda: Your Ever Well-Wisher (2003).

6 Brian Peterson, Burning Fight: The Nineties Hardcore Revolution in Ethics, Politics, Spirit and Sound (Huntington Beach:
Revelation Records, 2009), 113.

7 Ibid, 113.
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Yet, although straightedge punk and the Hare Krishna movement shared the ethi-
cal high ground in terms of vegetarianism, non-drug use and condemnation of illicit
sex, the latter also provided a systematic means through which to explore the tran-
scendental and philosophical. Although the Krishnas’ four regulative principles led the
way what, for many, cemented that relationship was the scientific, philosophical and
theological system on which the Hare Krishna movement was based; a complex and
principled form of spirituality and devotion termed as bhakti-yoga. If the Hare Krishna
movement was ‘new’ in the West, it was quite the opposite in India, with Gaudiya-
Vaishnavism (the branch of Hinduism in which the Hare Krishnas draw their religious
beliefs) having a devotional heritage stretching back over 3000 years, and kept alive by
a long line of ‘parampara’- or line of disciplic succession passed from guru to student
- and placed within a ‘sampradaya’, one of the ancient religious traditions in India.

As such, musicians such as Ray Cappo, Vic DiCara and Robert Fish, began to en-
gage with ideas drawn from ancient Indian texts such as the Bhagavad-gita and the
Srimad-Bhagavatam; central within Vaishnavism. ‘I liked the way Eastern philosophies
approach religion and spirituality as if it was something logical and scientific’, notes
Vic DiCara. ‘There are lengthy, detailed explanations of just about every aspect of what
they talk about. And these explanations are right out in front, not hidden away for
debate in some seminary or some “mystical” version of the scripture’. If DiCara was
drawn to the scientific, then Cappo was drawn to the notion of the soul: ‘what I under-
stand about reincarnation is that I know that ’'m not a body...I am an observer; that’s
all Tam - 'm a passenger”. And, for Robert Fish, there was the relationship between
discipline and spiritual realization: ‘...at some point the practitioner of any discipline,
philosophy, or lifestyle will hit that stage where there is a deep and life-altering mo-
ment where you step back, examine life, and find your person within, and at times
maybe outside of that given lifestyle’™.

As such, Krishnacore incorporated a new, conscious aesthetic. Bands such as Shel-
ter and 108 began to sing of reincarnation, the concept of the ‘paramatma’ (or the su-
persoul) and ‘saranagati’ (surrender to Krishna). Moreover, lyrical references were not
mere empty references or shallow gestures towards subcultural values and member-
ship; nor were they simply the expression of an ethereal anger aimed at others. Instead,
lyrics now included close reference to specific Vedic texts, obvious allusions towards
Indian philosophical ideals and meaningful rants concerning spirituality in what
Vaishnavas term as the ‘material world’. Bands began to articulate a relationship with
Krishna, bhakti-rasa, through musical expression, using the punk idiom as a means of
cultivating and executing devotional service to Krishna.

Placed within the tradition of Gaudiya-Vaishnavism the Hare Krishnas drew inspira-
tion primarily through the writer and philosopher Caitanya Mahaprabhu (1486-1534):
seen by many as a full incarnation of Lord Krishna, and whose theological premise is
one based upon realizing a personal relationship with God. With ‘yoga’ widely inter-
preted as ‘to connect’, and bhakti signifying ‘pure love’ or ‘devotional service’, bhakti-

8 Ibid, 119.
9 Ibid, 114.
10 1Ibid, 117.
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yoga therefore, is a practice whereby an individual reconnects with God through acts
of love, service and/or devotional service. Furthermore, it is the Gaudiyas - disciples
of Caitanya - that also conceived of explaining this subject matter in the language of
aesthetics, as through the notion of rasa - emotion, or sentiment - one is able to rel-
ish a metaphysical/transcendental relationship with Krishna. In other words, the many
features of the musical object - lyrical content, texture, mood, timbre, etc. - were used
as a unifying whole in which to show devotion for Krishna.

The aesthetic within bhakti - this notion of rasa - therefore provides an important
link between Krishnacore and Gaudiya-Vaishnavism. Used as a means of interpreting
the devotional relationship a devotee may have with Krishna, rasa is often equated to
‘juice’, ‘taste’ or ‘flavour’, and is seen to be the essence of the aesthetic experience. It is,
as Prabhupada points out ‘the mellow relished in the transcendental loving service of
the Lord’"" and encapsulates emotions such as compassion, tragedy, laughter, longing
and love. Furthermore, rasa is central within the correlation of the punk aesthetic and
the sacred. As many wondered how a punk band may convey the devotional, musi-
cians such as Vic DiCara points out that bhakti-rasa not only incorporated sentiments
such as sringaram, hasyam and karunyam (love, laughter and compassion), it also en-
capsulated raudram, bhayanakam and bibhatsam (fury, horror and disgust); emotions
incumbent in Krishnacore’s own devotional texts for Krishna.

Musical material subsequently became a vehicle for expressing the devotional. Not
just through lyrical content, but also through the conjuring up of aesthetic experience
through the many branches of the musical object itself, a good example being 108’s
‘Gopinath’, a track taken from the album Holyname (1993). Both titles reflect the in-
trinsic nature of devotion, with the album title in particular reiterating the importance
of invoking God by the recitation of His name; an aspect important to the aesthetic of
the Hare Krishnas. For them, there is no difference between the vibrational qualities
of the word Krishna, and Krishna Himself, and thus the reason for the recitation of the
mahd-mantra (or Hare Krishna mantra as it is also known).

Lyrical content - ‘O Gopinath...please hear from request’ - is delivered through a
spoken, prayerful manner, hardly audible above the guitar and rhythm section. The
rasa of surrender and supplication are aided by the repetition of rhythmic motif,
emphasising the prayerful, almost mantra-like lyrical content, as the vocalist declares
to being a ‘wicked materialist..addicted to worldly desires’, but hoping that Krishna
would not ‘consider this servant an outsider’. Music and lyrical content work together
to provide an aesthetic of renunciation and surrender, as 108 exploit the different tim-
bres and textures of the ensemble: structure is maintained by riff more than a verse/
chorus structure, portraying an ethereal quality within the track.

If 108’s musical stylistics beckons the ‘otherworldly’, then Shelter’s ‘Saranagati’
relies upon a more ‘grounded’ aesthetic. Founded instead upon a clear verse/cho-
rus structure, and encompassing melodious vocals and instrumentation, Saranagati
evokes more a sense of proselytization than renunciation. Translated as ‘surrender’,
‘Saranagati’ opens with a sample of Srila Prabhupada reciting the Hare Krishna mantra,

11 A.C.Bhaktivedanta Swami Prabhupada, The Nectar of Devotion: The Complete Science of Bhakti-yoga (London: Bhaktivedanta
Book Trust, 2007), xii.
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and proceeding lyrical content embracing the devotional. T'm trying to understand
that You're the Supreme Friend, You’re beside me and You guide me like no one else
can’, Cappo sings, ‘help me see You in everything and everything in You’, before a
desperate, piteous delivery of ‘Saranagati’ repeated throughout the chorus. Lyrical de-
livery is clear and pronounced, framed within a traditional structure, but the essence of
the devotional remains. Both tracks lyrically delve into the theological, drawing upon
ideas central to Vaishnavism. Yet, the importance does not lie just with lyrical content,
but also with sonic intent: both tracks are performed in devotional service to Krishna,
and have been written as a means to further the practitioners’ relationship with Him.
The importance is not in the style, nor in the genre as such, but more in the devotional
communication of the musical object.

Yet, if ‘Gopinath’ and ‘Saranagati’ were written for the mood of love and surrender,
Vic DiCara in particular looked to emulate the notion of fury, horror and disgust within
his writing. Whereas Shelter deals with devotional subject matter through a more ‘con-
servative’ melodic form of punk, 108 moved towards the horror, the frustration and the
fury. Repertoire including ‘Holyname’, ‘Shun the Mask’ and ‘Mantra Six’ proclaimed a
new cry of devotional pain and frustration, where the confrontational supersedes the
agreeable and devotion and affection turn into anger and frustration.

In the minute-long ‘Shun the Mask’, for example, lyrical content is often difficult
to decipher and, when read, has less direct meaning and interpretation. ‘Tear tears
through my eye, a screaming struggle, to shin the shallow me’, is heard at the beginning
of the track, ‘penetrate the pretence of this plastic life. Hard? Yes it’s hard (what did I
expect?) easy life, easy lie’, as words and music merge in a forthright, blunt aesthetic.
As with ‘Gopinath’, vocal delivery fuses with the remaining ensemble creating a dense
texture of musical shapes akin to much of the punk idiom; yet novelty lies within the
intent of the musical object. Guitars, drums and vocals are now used as a mean of
expressing devotion - whether via frustration, surrender or anger - towards Krishna.
Although the location and means remain the same (punk venue, instruments and at-
titude) the focus has changed: instead of frustration towards a capitalist society, frustra-
tion is now diverted towards becoming closer and more intimate with God.

Using bhakti-rasa as an aesthetic framework, one is able to shed further light on
the unique fusion of Western popular music and the Eastern-based Indian spirituality
(and lifestyle) of the Vaishnavas. If Cappo’s analogy of punk rock liberalism may have
explained the move from hardcore punk to straightedge, then Krishnacore cemented
this articulation further, with bands fusing together the fast, ‘aggressive’ elements of
the punk rock style and the spirituality and poignant lyrical subject matter of the Vedas
and Krishna Consciousness. Bands already mentioned such as Shelter and 108, but also
many others including Prema, Baby Gopal and Refuse to Fall, turned their punk aes-
thetic towards the devotional. Furthermore, with band members becoming Hare Krish-
na devotees, and thereby living in temples and studying of texts, Krishnacore began to
become aware of the notion of rasa, and thus making no apology for the antagonism,
frustration and longing found in punk. Instead they embraced the ‘anger...screaming...
sweating...bleeding and writing’*? of Caitanya Mahaprabhu and certainly ‘not the “om

12 Vic DiCara, e-mail message to author, August 24, 2013.
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shanti” transcendental meditation or yoga class’?® that many think it merely is. Sing-
ing of the values of Vaishnavism, exploring and reciting the stories and past-times of
the deity Krishna and appropriating many of the lifestyle choices of the Hare Krishna
movement became part-and-parcel of this new musical subgenre.

In order to further our understanding of the correlation between rasa and the oral
expression of Krishnacore, it would also be useful to turn to the complex, and often
intricate, notion of what is termed Nada-Brahma: a Sanskrit expression which encapsu-
lates the power of sound in religious texts; and goes back thousands of years to the old-
est of the four sacred Vedic scriptures the Rig-Veda. As Joachin-Ernst Berendt notes in
The World is Sound, Nada Brahma: Music and the Landscape of Consciousness (1991)
Nada-Brahma is often ‘understood as the primal creative word, source of the world and
sacred knowledge, Brahma became the central concept of Indian Interpretation of
the world. It is one with man’s inner consciousnesses'. He concludes, ‘Nada-Brahma
means [therefore] sound is god. Or, vice versa...God is sound’®. As such, it is the cosmic
sound associated with both the creation and sustenance of the universe.

Furthermore, the process of sound vibration or, as Guy L. Beck notes in Sonic The-
ology: Hinduism and Sacred Sound (2008) ‘the function of oral language’®, lies within
its usage as ‘an agent of transformation from the human realm to the divine [and] has
been a perennial concern of Indian theological speculation, since language in Hindu-
ism is nearly always identified with both human consciousness and the divine’V. In
this sense, Indian Brahmanas (priests) believed that the repetition of particular texts
‘permits sound to act upon the internal personality, transform sensibility, way of think-
ing, state of soul, and even moral character’s, Sound in this context, therefore, has a
spiritual embodiment; a temporal ‘body’ that is loaded with divine meaning.

The notion of this temporal embodiment of the Divine is, therefore, a further ar-
ticulation of devotion in Krishnacore circles. The importance of the recitation of the
holy name within the context of Vaishnavism lies in the belief that, ‘because there is no
difference between Krishna and His name, the holy name of Krishna is as pure, perfect
and liberated as Krishna himself’?. As such, it is an idea that it is based on a premise
that the ‘transcendental vibration® of this recitation - and its transcendental origins
- which hold the key to self-realization in this modern age. In other words, due to the
transcendental nature of the name - and its ability to deliver a conditioned soul in this
age - in comparison to its so-called ‘material’ conception, where there is there is a dual-
ity between the writing and recitation of the name of God, and the deities themselves,
Vaishnava culture believes that, ‘as far as the transcendental vibration is concerned,
there is no such limitation, for it descends from the spiritual world™. In other words,

13 Vic DiCara, e-mail message to author, August 24, 2013.

14 Joachim-Ernest Berendt, 7he World is Sound, Nada Brahman: Music and the Landscape of Consciousness (Vermont: Destiny
Books, 1991), 16-17.

15 1Ibid, 17.

16 Guy L. Beck, Sonic Theology: Hinduism and Sacred Sound (Columbia: South Carolina Press, 2008), 23.

17 1Ibid, 23.

18 Ibid, 23.

19 Prabhupada, The Nectar of Devotion: ..., 202.

20 Ibid., 202.

21 Ibid., 202.
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the sound vibration of the recitation takes on divine meaning and expression.

Of course, we need to be careful in the apparent correlation of two rather different
musical practices. Indeed, one can often make the mistake of creating commonalities
to ‘prove’ or ‘validate’ a particular idea or theory. In terms of devotional music, for in-
stance, it is often used as a means of prayer or meditation, to glorify and communicate
with a particular deity, God or spiritual concept. In terms of Vaishnavism, in particular,
the writer and musician Steven J. Rosen notes the importance of music rising ‘from
purity, transport[ing] its listeners to purity and end[ing] up increasing one’s purity’*.
Moreover, he adds ‘ideally, it should be free from ego or ostentatious displays of virtu-
osity’?, and instead focuses upon furthering one’s service to God.

Yet, what provides validity to the connecting of Krishnacore and Indian aesthetics
lies in the placement of those band members and associates who were involved in the
scene. Ray Cappo, Robert Fish and Vic DiCara were not mere spectators of the Hare
Krishna movement, but were indeed devotees themselves, reading and studying scrip-
ture, attending lectures and practicing the lifestyle of a devotee. Indeed, all three re-
main devotees, practicing bhakti-yoga, playing kirtan and writing about Krishna both
inside and outside of the ISKCON (International Society of Krishna Consciousness). In
terms of Krishnacore, the places, the instruments - the means - may be obviously dif-
ferent to traditional means of bhakti-rasa, but the expression - the end result - remains
the same. Practitioners from both walks of life - the punk and the devotee - were well
versed in the theological and philosophical importance of the transcendental recita-
tion of the Holy name of Krishna.

It may, therefore, initially sound like a real theoretical long shot’ in assigning these
two rather different musical practices a place together in musicological theory: and
one may (quite rightly) argue that Krishnacore is not, in essence, meditational, nor
prayerful. Indeed, many would argue that the aggressive, ‘in your face’ vocal delivery
and fast, unrelenting tempo does not inspire one to prayerful meditation and quiet sol-
ace. However, I would argue that Krishnacore does indeed attempt to provide a plat-
form of glorification and communication with the deities bound up within the Hare
Krishna movement. For, as mentioned above, one could argue, that both lyrical content
and lifestyle are moulded together to provide a platform for exaltation, a stage where
the various rasas can be played out. ‘History of the universe [in] 18,000 verses’, sing
Shelter in ‘Message of the Bhagavat’, a reference to the voluminous Indian scripture
the Srimad Bhdgavatam, ‘illuminating, rejuvenating, not degenerating, giving shelter
to the people who want truth’. As such, the importance lies in the exacting nature of
this exaltation and communication: it is, as I have already mentioned, not merely ac-
cidental, but is instead, a conscious form of spiritual expression.

22 Stephen J. Rosen, “Bach to Go: Music and the Vaishnava Tradition”, Back to Godhead, September/October 2011, 14.
23 1bid,, 14.
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POVZETEK

V The World is Sound, Nada Brahma: Music and
the Landscape of Consciousness (1991) opaza Jo-
achin-Ernst Berendt, da je Nada Brahma pogosto
»razumljena kot prvinski svet stvarjenja, vir sveta in
svetega vedenja ... eno s clovekovim notranjim za-
vedanjem.« Tako zakljucuje: »Nada Brahma pomeni
[torej] zvok je bog. Ali, obrnjeno ... Bog je zvok.«

Sanskrtski pojem Nada Brahma najdemo ze v
najstarejsem izmed stirih svetih vedskih spisov -
Rig-vedi. Uporablja se za opisovanje moci zvoka v
verskih besedilih, pri razumevanju sveta okoli nas
in - kot menijo mnogi - kozmic¢nega zvoka, ki je
hkrati odmev stvarjenja in potreben za ohranjanje
vesolja. Zvo¢nost ima tako duhovno utelesenje: ¢a-
sno telo, ki je napolnjeno z bozanskim pomenom.
V prispevku zelim raziskovati idejo Nada Brahma
v precej nenavadnem kontekstu izvorno ameriske-
ga podzanra straightedge punka, “Krishnacore”.
Punkovski glasbeniki so zlili transcendentalnen
znacaj ustno tradirane glasbe, z znacilnostmi
zahodne punkovske glasbe, povezujo¢ indijsko,
vedsko duhovnost gibanja Hare Krisna s hitrim,
ragresivnime« glasbenim slogom punk rocka. Tako

je bilo besedilo prepleteno z molitvijo, punkovsko
rockovski oder pa je postal prostor za pridiganje
zavesti Krisne. Vedska besedila niso bila ve¢ posre-
dovanav tradicionalni obliki indijskega duhovnega
petja, kot sta bhajan ali kirtan. Govor o saranagati
(predaja), reinkarnaciji in celo svete mantre so bile
zlite z estetiko punk rocka.

S pomocdjo rase, osnovnega koncepta indijske
estetike, bom poskusal slediti izvirom Krishnaco-
re v ameriskem straightedge, pri cemer me bodo
posebej zanimali nacini, kako so se mnogi vodilni
predstavniki gibanja Hare Krisna nagibali k po-
vezovanju s straightedge. Nato bom, s pomocjo
analize besedila in glasbenega sloga - Se posebej
glede njunega razmerja do bhakti-rasa - opazoval
zapleteno razmerje med Nada Brahma in ocitnim
preseganjem bozanskega ¢ez kulturne in glasbene
meje ter iskal izraz indijske teologije v netradicio-
nalnem okolju, kakrsno je punk rock. Na koncu
zelim opozoriti na nacin, na katerega je zvoc¢na/
ustna tradicija prezivela v sodobni ¢as in postala
nenavadna podlaga za izraz v subkulturi, kakrsna
je ameriski straightedge.

Prevod naslova, izvlecka in povzetka Ales Nagode
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ABSTRACT

The Carthusians selected and emended the traditio-
nal liturgical chant texts of the liturgy in order to bring
them closer to the biblical texts. The comparison of
the selected responsories from various traditions
(Carthusian, Benedictine, Cistercian, Cluniac, Aqui-
tanian) shows that it was respect for tradition of the
texts as well as the melodies that led the Carthusians
in their successful re-sacralization of the repertoire.

The “sacred” and the “profane” are, at least from today’s perspective, often repre-
sented as two contrasting and even mutually exclusive characteristics that can be ap-
plied to various things and phenomena. However, their relationship is far more compli-
cated and difficult than something that can be described in terms of a simple dualism,
even if one disregards the fact that, from a historical perspective, they are not the most
appropriate terms for the majority of phenomena to which people like to apply them.
The same can be claimed of the traditional understanding of the sacred and the pro-
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fane (or “secular,” although this does not have exactly the same meaning) in Western
music, which is also commonly described in dualistic terms even though indicators of
sacred-profane intermingling constantly pop up, causing scholars to pretend to be
surprised because the reality does not fit into their categories.

Nevertheless, observing musical phenomena from today’s perspective and describ-
ing them with the terms “sacred” and “profane” (appropriately and clearly defined for
each context) can be also a rewarding and enriching process. This is plausible only
if one is aware that one is trying to describe music with one’s own terms in order to
understand it in a contemporary way. However, it is also important to be aware that in
past ages people did not understand music the same way as we do today; even if they
used the same words to describe it, these words might have had other meanings.

This paper discusses a rather specific situation regarding the sacred-profane di-
chotomy in the context of Carthusian liturgical chant. It may not yield many new dis-
coveries, but it will offer insight into the understanding of the sacred and into the pro-
cesses of approaching it by means of text and music. The sacred chants used in the Car-
thusian liturgy were selected and taken from other traditions. If necessary, they were
distilled to such an extent that they could be understood either as “sacred” (employing
a meaning explained below)—or very close to it—and accepted, or else they were not
sacred enough (i.e., they were too profane) to be accepted into the Carthusian tradi-
tion, even if they still functioned as sacred in other contexts.

The Carthusians and their plainchant

The Carthusian Order, which still exists today, is an interesting combination of a
monastic and eremitic way of life. This strongly centrally-managed order has had a
fascinating history. It was founded by St Bruno, who settled in the Grande Chartreuse
near Grenoble in 1084 with six companions in order to live in solitude and prayer
(but not with the intention of actually founding a new order), and the community
found a strong supporter and benefactor in St Hugh, Bishop of Grenoble. At first the
order grew but slowly, which is understandable due to its ascetic orientation. The or-
der blossomed during the fourteenth and fifteenth centuries, especially in the Ger-
man lands. Because of the great number of charterhouses, the whole community was
divided into several provinces, which nevertheless were subordinated to the Grande
Chartreuse, which was where the order was founded and its usual meeting place for
General Chapters (except during the Great Western Schism between 1378 and 1417).
The sixteenth century brought the crises of the Reformation and Turkish invasions
in some territories. Many charterhouses were then abandoned or destroyed. After a
relatively stable period in the seventeenth century and even later, the end of the eight-
eenth century brought some disastrous blows: the growing secularization caused by
the French Revolution and later by the Napoleonic Wars in France and other countries,
and less political tolerance of contemplative orders (i.e., the Josephinian reforms in
Habsburg lands). Despite all this, the order has survived and continues to carry out its
mission up to today. It has retained the most important aspects of its rigorousness and
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liturgy and therefore the famous statement attributed to Pope Innocent XI still holds
true: “Cartusia nunquam reformata, quia nunquam deformata.”

In 1127 or 1128 Guigo, the fifth prior of the Grande Chartreuse, wrote the first leg-
islative document of the order, the clearly described Consuetudines (Customs) of the
community in Grande Chartreuse which, with some additions through the centuries,
has remained the basic rule of the order until today.? Another important prior of this
house was Anthelm, who organized the first General Chapter in 1140. The General
Chapter of 1142 prescribed a uniform liturgy, including chants, for the whole order,
and it can be assumed that all the Carthusian charterhouses had the same liturgy soon
after that date, if not before.? Liturgical issues were discussed already in Consuetudines
and in the Prologue to the Carthusian antiphoner, which is attributed to Guigo or at
least to a writer who was his contemporary.! Eventually all the houses celebrated their
liturgy following the example of the Grande Chartreuse; however, for the sung liturgy
the process of liturgically unifying the texts was more urgent and more important than
the unification of the melodies, which probably followed later.

The Carthusians sing their own selection of the Gregorian chant repertoire in their
liturgy.” Their repertoire of liturgical chant was adapted mostly from the liturgical prac-
tices of the area surrounding where the order was founded (the surroundings of Lyon,
Grenoble, Valence, and Vienne, with Aquitanian influences; Cluny, St-Ruf, Reims, and
Seche-Fontaine were also influential), but nevertheless it seems to be a very carefully
and strictly selected compilation. The earliest preserved Carthusian liturgical musical
manuscripts show that the very chants used in the order today were already being sung
in the earliest days of the order, if not from its very origins.® Even if they did use a secu-

1 For general information on the Carthusian Order and its history, see James Hogg, “The Carthusian Order from its foundation
to the present day”, in Analecta cartusiana, ed. James Hogg et al., Analecta Cartusiana 225 (Salzburg: Institut fiir Anglistik
und Amerikanistik der Universitit Salzburg, 2005), 7-26. Among Slovenian literature, see Metod Benedik, “Zgodovinski oris
kartuzijanskega reda”, in Benediktinci, kartuzijani, cistercijani: Redovnistvo na Slovenskem, vol. 1, ed. France M. Dolinar
(Ljubljana: Kartuzija Pleterje and Cisterca Sti¢na, 1984), 87-1006; Joze Mlinari¢, Kartuziji Zice in Jurkloster (Maribor: Zalozba
Obzorja, 1991), 9-15.

2 On the Consuetudines and the following legislative documents of the order, see Jean Picard, “La liturgie cartusienne, source
principale de spiritualité: éléments de recherches sur les sources de son histoire”, in Historia et spiritualitas cartusiensis: Acta
colloguii quarti internationali, ed. Jan de Grauwe (Destelbergen and Saint-Etienne: Centre Européen de Recherches sur les
Congrégations et Ordres Monastiques, 1983), 289-301.

3 On general chapters see Picard, “Liturgie cartusienne”; on the organizational structure of the order, see Léo Moulin, “Note sur
les particularités de l'ordre cartusien”, in Historia et spiritualitas cartusiensis: Acta colloquii quarti internationali, ed. Jan de
Grauwe (Destelbergen and Saint-Etienne: Centre Européen de Recherches sur les Congrégations et Ordres Monastiques, 1983),
283-288.

4 (Un) Chartreux, “L'Office choral et le chant aux premiers temps de la Chartreuse: Un commentaire du Prologue de Guigues
a Pantiphonaire”, in International Musicological Society Study Group Cantus Planus: Papers Read at the 6th Meeting, Eger,
Hungary, 1993, vol. 1 (Budapest: Hungarian Academy of Sciences, Institute for Musicology, 1995), 271-301.

5 For basic information on Carthusian plainchant see Mary Berry, “Carthusian Monks,” in Grove Music Online, ed. L. Macy, available
online: http://www.oxfordmusiconline.com.nukweb.nuk.uni-j.si> (the updated version of this title in Grove is being prepared
at the moment by Thomas Op de Coul); see also John A. Emerson, “Plainchant, 7: Chant in the religious orders” in Grove Music
Online, ed. L. Macy, available online: ttp://www.oxfordmusiconline.com.nukweb.nuk.uni-lj.sb. Much valuable information can
also be found in Amand Degand, “Chartreux (Liturgie des)”, in Dictionnaire d'archéologie chrétienne et de liturgie, vol. 3/1, ed.
Fernand Cabrol and Henri Leclercq (Paris: Librairie Letouzey et Ané, 1948), 1045-1071; see also Heinrich Hiischen, “Kartiuser”,
in Die Musik in Geschichte und Gegenwart, vol. 7, ed. Friedrich Blume (Kassel: Birenreiter, 1958), 706-714 (the same article
has also been published in somewhat shortened form in the second edition of Musik in Geschichte und Gegenwart).

6 For the origins of Carthusian chant, see Hansjakob Becker, Die Responsorien des Kartduserbreviers: Untersuchungen zu
Urform und Herkunft des Antiphonars der Kartause, Minchener theologische Studien 39 (Miinchen: Max Hueber Verlag,
1971); Emmanuel Cluzet, Sources et genése du missel cartusien, Analecta cartusiana 99/34 (Salzburg: Institut far Anglistik und
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lar form of the antiphoner, it had been “monasticized” by the time of Guigo; and so, in
his famous prologue, Guigo speaks of a monastic antiphoner that is probably the same
one known today in the same form.”

The Bible as the source of the Carthusian chant texts

In his work Die Responsorien des Kartduserbreviers, Hansjakob Becker defined
four basic criteria for this process of antiphoner chant selection. These well-known
principles or criteria, which can to a certain extent also be applied to other Office
chants® as well as Gradual chants, are:

i. The biblical criterion,

ii. The criterion of simplicity,

iii. The criterion of tradition, and

iv. The criterion of ordering of the chants in the offices.”

Becker’'s work emerged as the result of a thorough study of the Carthusian anti-
phoner texts, and it still remains the best-founded explanation of the Carthusian anti-
phoner in its relation to other traditions. Even if the principles of the Carthusian chant
selection were known to some extent before Becker, he was the one to present them
most systematically and methodically. This holds especially for the criterion of chant
ordering, with which Becker proved the previously unknown connection of the Car-
thusian antiphoner with other traditions.

Among Becker’s criteria, the “biblical” criterion, which concerns the Carthusian
chant texts, is the most important one. Becker confirmed that the Bible was the only
valid authority for the texts for Carthusian plainchant, and so the Carthusian liturgy
accepted only chants with biblical texts. Only the biblical words had enough author-
ity—in other words: were sacred enough—to be chanted. Non-biblical texts such as
apocryphal texts, and poetic texts such as sequences and tropes in the Gradual, or texts
based on the legends of the saints were excluded from the Carthusian selection. They
made only a few exceptions for chants with texts that had a very long and venerable
tradition, whereby they had accrued comparative authority. Such were some hymns of
the antiphoner (only four at the beginning, and later more were allowed) and the fa-

Amerikanistik der Universitit Salzburg, 1996), 115-118. About the regional influences on the Carthusian liturgy, see also Degand,
“Chartreux”, and Arthur Archdale King, Liturgies of the Religious Orders (London and New York: Longmans, Green & Co., 1955).
- Becker’s thesis that the Carthusian Office had been a secular one at first, with nine lessons and nine great responsories for the
Matins, with three lessons and responsories added later, found great but not general approval; for a thesis about the monastic
origin of the Carthusian office, see Benoit Lambres “Lantiphonaire des chartreux”, in Etudes grégoriennes, vol. 14, ed. Joseph
Gajard (Solesmes: Abbaye Saint-Pierre de Solesmes, 1973), 214-216.

7 Hansjakob Becker, “Cartusia nunquam reformata quia nunquam deformata’: Liturgiereformen bei den Kartiusern in
Vergangenheit und Gegenwart”, in Liturgiereformen: Historische Studien zu einem bleibenden Grundzug des christlichen
Gottesdienstes, ed. Martin Klockner and Benedikt Kranemann, Liturgiewissenschaftlichen Quellen und Forschungen 88/1
(Minster: Aschendorff, 2002), 336-337.

8 A study of the application of this principle to a group of the antiphons was carried out by John B. Wickstrom, “The Antiphons
ad psalmos of Carthusian Lauds”, in Kartduserliturgie und Kartduserschriftum, vol. 1, ed. James Hogg, Analecta cartusiana
116/1 (Salzburg: Institut fur Anglistik und Amerikanistik der Universitit Salzburg, 1988), 7-33.

9 Becker, Responsorien, 90-110. Even though there were some second thoughts on the exact number and exact contents of
these criteria, they did not seem to put their existence into any question, and the criteria themselves were readily accepted as
a welcome apparatus for understanding and research of Carthusian plainchant, especially of the antiphoner chants.
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mous advent O-antiphons. Even the small Carthusian Sanctorale, which expanded only
slightly over the course of the centuries, accepted new chants with new texts only rare-
ly.* The majority of new feasts in the Carthusian liturgy usually consisted of common
chants for related occasions; thus, the Finding of St Stephen’s relics was celebrated, but
with ordinary chants for St Stephen, and even the feast of St Stephen itself consisted
partly of the proper chants and partly of the common chants for one martyr."

Such a strict attitude towards the source of the chanted texts puts even more weight
on the importance of the remaining texts selected for chanting. In addition, the chants
are sung during the common liturgy of the monks, who are devoted to prayer and work
in silence and solitude at other times of the day. The moment of chanting surpasses
the silence and solitude and replaces these with the word of God, and so the chanted
words are given a more elevated status than spoken words (which should be rare, as
the rule prohibits too much communication and speaking among solitary monks).

The biblical criterion was not a Carthusian invention. It was strongly connected
with their sense of tradition and authority. They did not want to create anything new;
quite the opposite, they wanted to return to the pristine sources of the monastic and
eremitic life; and what greater “source of sources” could there be than the Bible, even if
there were some other respected works (such as the works of the Desert Fathers)? Here
they were not the first to think this way; a strong influence for the Carthusian biblical
principle was definitely Agobard, an Archbishop of Lyons in the ninth century. In his
late works De divina psalmodia and De correctione antiphonarii, among others,'> he
strived for reforms of the antiphoner and its chants and he was very much against non-
biblical texts for the chants.® The Carthusians took many of his principles, but they
were not as radical; Amand Degand mentions the example of the Tenebrae responsory,
which was rejected by Agobard and yet accepted by the Carthusians.' In comparison
to other traditions (the responsories from the Benedictine and Cluniac traditions),
the Carthusian version is shorter and, even if all traditions combine New Testament
texts, it is the Carthusian version that pays special attention to the double exclamation
“deus meus,” which is found in the Bible; other traditions do not repeat the exclama-
tion twice. Agobard might have also influenced the Carthusians’ opinion on musical
performance of the liturgy. The famous bishop, in commenting on theatrical (and also
sung) performances in church, strongly opposed any excess in the performance of

10 About the Carthusian Sanctorale, see Degand, “Chartreux”, and Jacques Hourlier and Benoit du Moustier, “Le calendrier
cartusien”, in Etudes grégoriennes, vol. 2, ed. Joseph Gajard (Solesmes: Abbaye Saint-Pierre de Solesmes, 1957), 151-161.

11 In his study of the antiphon variants, Falvy included two Carthusian manuscripts: UB Graz 7 and Melk Stiftsbibliothek 1139,
both from the fifteenth century; the latter, however, is probably not Carthusian. Except for the antiphon Misso Herodes (which
has a biblical text), all other antiphons (honouring the Holy Virgin, St Michael and St Martin) are missing from the Carthusian
manuscript. See Zoltan Falvy, “Uber Antiphonvarianten aus dem Osterreichisch-Ungarisch-Tschechoslowakischen Raum”,
Studien zur Musikwissenschaft 26 (1964), 9-24. - However, even in the Carthusian tradition one finds some exceptions with
newly written texts and composed offices; such are the works of two Basle Carthusians: the Prior Heinrich Arnoldi from the
fifteenth century and Thomas Kress from the sixteenth century.

12 Patrologia Latina, vol. 104 (which contains also Agobard’s opera omnia), ed. Jacques-Paul Migne, 329-340 (De correctione
antiphonarii), and 325-330 (De divina psalmodia).

13 E.Debroise, “Agobard”, in Dictionnaire d'archéologie chrétienne et de liturgie, vol. 1/1, ed. Fernand Cabrol et al. (Paris: Librairie
Letouzey et Ané, 1924), 972-976. On Agobard’s thoughts, see also Allen Cabaniss, Agobard of Lyons: Churchman and Critic
(Syracuse: Syracuse University Press, 1953), 93.

14 Degand, “Chartreux,” 1050.
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the chant, and this was his probably his opinion on chanting in general. The attention
should not be focused on the singers, but only on God; the singers should sing more
with their hearts than with their voices.” This thought also is present in the Carthusian
rite and its aesthetics of selecting and performing Gregorian chant.

Other criteria of Carthusian chant selection

Before continuing with the connection between biblical texts and Carthusian chant
texts, here is a brief discussion of Becker’s other criteria.’ The principle of simplicity
refers to Guigo’s reduction of the repertoire. He claimed that the Carthusians excluded
melodies that were too demanding to be learned by heart and performed in such small
communities, but they did not change or reform the musical shape of the chants once
they were accepted. Also, with the adoption of the biblical criterion, the quantity of
acceptable repertoire was already significantly reduced; in addition, the order’s Sanc-
torale with proper chants was not large. Thus, in comparison to other traditions the
Carthusian chant repertoire seems relatively small.

The criterion of tradition means that the chants are taken from older traditions.
Only twenty per cent of the responsory repertoire is not able to be brought into con-
nection with the antiphoners discussed by Hesbert in his Corpus antiphonalium of-
ficii. But since the Carthusians collected their chants from different sources and tra-
ditions, not from one prototype, their repertoire encompasses the echoes of various
monastic and regionally important traditions.

The criterion of chant ordering is very much connected to the biblical criterion. The
chants are sorted and ordered by their texts: the textual ordering of the Bible and rela-
tions between the biblical texts are of great importance for the chant texts. This criterion
caused the greatest confusion regarding the chants of the Carthusian rite: because of it
the Carthusian chants appear in a different order than the chants of other traditions.

Re-sacralization of the texts of the Carthusian chant: (re)
biblicization

The Bible was accepted as the only authoritative source for the texts of the Carthu-
sian liturgy. With the adoption of the biblical criterion, the number of the chants ac-
ceptable for the Carthusian rite became relatively small, and with an utterly strict adop-
tion of this criterion it would had been even smaller. However, the Carthusians also
accepted many chants with only partially biblical texts: in these the Bible texts were
mixed with other words, or very different passages from the Bible were glued together.
The Carthusians also adjusted some of these chants for their own use in a special way:
they tried to bring their texts closer to the biblical words and order. This process is

15 Patrologia Latina, 334 B-C; see translation and comments in Donnalee Dox, The Idea of the Theater in Latin Christian Thought:
Augustine to the Fourteenth Cenutry (Ann Arbor: The University of Michigan Press, 2004), 65-66.
16 See Becker, Responsorien, 98-110.
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called the “biblicization” (or, in some cases, “re-biblicization”) of the texts, and with it
Carthusian chant achieved one of its most characteristic features.

Chants with texts that went too much astray from the Bible were excluded from the
Carthusian compilation right away. But some of them were deemed to be acceptable
with the text changes.”” Sometimes the changes in the texts were small and sometimes
more extensive, reaching into the very essentials. This process also included different
ordering of the textual passages: it tried to bring them closer to the original biblical
succession of text passages and events.

The end result in the Carthusian repertoire is not as strict as the principle itself. The
texts of the Carthusian chants are based on the Bible, but some do not have completely
biblical texts. There is only the question of lesser or greater fidelity to the Scripture,
and once the text crossed the limit it was to be corrected or its problematic passage(s)
were to be replaced; if it crossed another limit, it was best eliminated (together with
its chant). Considering that the Bible was the most sacred, holy text, preferred above
all the other sacred texts, this process can be referred to the “re-sacralization of the
sacred.”

Connections between text and music

Along with the various textual changes caused by the adoption of the biblical cri-
terion, various musical changes also had to be made. The Carthusian chant texts have
been relatively well-researched in general, especially by Becker, but there has been
no comprehensive study that shows how the music was affected by the formation of
the Carthusian text tradition. The (re)biblicization of the texts also has nothing to do
with the fact that attending to the uniformity of the melodies in the order came later
than concern for the unified texts; the existence of local melodic variants was not con-
nected with the process of (re)biblicizing the texts. But here again, the order sought
connections to tradition and authority: their adaptations tried to retain as much of the
original contours and characteristics of individual chants as possible, and they never
carried out a musical reform such as that of the Cistercians, for example.”® So what was
this new music, then?

The picture of the new textual and musical unities must become clearer in com-
parison. Compared to the chants of other traditions that retained the old texts, even if
those were already remote from the original Bible texts, the Carthusian texts show how

17 In Guigo’s own words from the Prologue: “Wherefore we have considered that certain things should be removed from the
Antiphonary, or shortened. Things, namely, which for the most part, were either superfluous or were unsuitably composed,
inserted or added, or had butlittle or doubtful guarantee for their authenticity, or none atall; or were guilty of levity, awkwardness
or falsity. Further, anyone who carefully reads the Sacred Scriptures, namely, the Old and New Testaments cannot but know
whether what has been emended or added is correct.” Cited after Monk of Parkminster, “The Carthusian Liturgy: Part One”,
Magnificat: A Liturgical Quarterly 2, no. 12 (1941), 5-11. Available on the website: <ttp:;//www.newliturgicalmovement.
org/2011/10/sources-and-shape-of-carthusian-liturgy.html..

18 On the Cistercian plainchant reform, see Claire Maitre, “Lenseignement de la musique au Xlle siécle chez les cisterciens”,
in Lenseignement de la musique au Moyen Age et a la Renaissance: Rencontres du Royaumont; Colloque 5 et 6 juillet 1985
(Royaumont: Editions Royaumont, 1985), 81-85. See also Manuel Pedro Ferreira, “La réforme cistercienne du chant liturgique
revisitée: Guy d’Eu et les premiers livres de chant cisterciens”, Revue de Musicologie 89, no. 1 (2003): 47-56.
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they became “re-sacralized” through their “(re)biblicization.” In addition, it is possible
to see how this process influenced the music. The results cannot offer a final formula
regarding how such procedures were developed, but they nevertheless enable a better
understanding of the relationship between the sacred texts and their music in a spe-
cific monastic tradition of the late Middle Ages.

In his article on Carthusian chant and the Prill Charterhouse, David Hiley offered
one of the rare examples of a melodic comparison between the Carthusian and other
(general) traditions (for which the Cistercian example was selected) on the example of
the Epiphany responsory. Even in one single chant the re-biblicization in the Carthu-
sian version was obvious. The traditional version consists of passages taken from the
Gospel of St Matthew (2:1 and 2:2). The connection between them is quite loose with
regard to the end of the response and the beginning of the verse, but then the ending
of the verse flows smoothly into the repeated part of the response. The Carthusians
omitted the Matt 2:2 passage and their response with its verse consists only from the
text of Matt 2:1. The shorter text means that less music is needed, but even so the musi-
cal phrases seem to flow quite smoothly from one to another.”

Hiley’s comparison shows how an already “good” biblical chant text, composed
from two Bible passages, had been put into an even more correct relationship to the
Bible in regard to the succession of the Bible text passages. But what about other ex-
amples? It seems that the possibilities of “(re)biblicization” are:

i Unifying the Bible passages and their order;

ii.  Re-biblicization the quasi-biblical texts that have gone astray from the Bible ver-
sion;

iii.  Replacing the non-biblical texts or text passages with Bible texts.

The Office of the Prophets as an example of (re)biblicization

A series of the responsories from a selected office—the Office of the Prophets for
the summer readings—is shown here in comparison with various sources, including a
Carthusian antiphoner.®® It can be logically expected that the texts for this office are
taken mostly from the Old Testament and that they are biblical; but it is also important
to check if potential differences between the traditions can spring out of the Carthu-
sian biblical criterion.

The order of the responsories in various traditions is shown in Table 1. Next to the
Carthusian antiphoner from the thirteenth century (Graz 273), there are representa-
tives of other contemplative monastic traditions (Benedictine, Cluniac, and Cistercian
antiphoners: Graz 30, Paris 12044, and Paris n.alat. 1411); there are also some Aquita-
nian manuscripts that may have had more local connections to the Carthusian tradition
(Paris 1090 and Toledo 44.2). The Carthusians and the Cistercians have twelve respon-

19 David Hiley, “Der Gregorianische Gesang bei den Kartiusern und im Kloster Prall”, in 7000 Jahre Kultur in Karthaus-Priill:
Geschichte und Forschung vor den Toren Regensburgs; Festhschrift zum Jubildum des ehemaligen Klosters, ed. Bezirk Oberpfalz
(Regensburg: Verlag Friedrich Pustet, 1997), 239-240.

20 For the shortened names and descriptions of the manuscripts used in the comparison, see Sources and bibliography below.
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sories with verses for this office and all the other manuscripts have more responsories;
there are more opportunities to find a chant common to the Carthusian tradition and
a tradition with more chants. In general, seen from the point of view of the twelve
Carthusian responsories, the Carthusian antiphoner has eight or nine responses in
common with the other traditions; this represents sixty-six or seventy-five per cent of
the Carthusian Prophets’ Office. The Carthusian antiphoner has four to six verses in
common with other traditions (33-50%), even if there are altogether more verses than
responses in the responsories.

The ordering of the responsories with their verses is also interesting. Even if there are
differences among the antiphoners of the other traditions, in these the individual respon-
sories can be found in the same places of this office. Because of the ordering-chants cri-
terion described above, this cannot be said for the Carthusian antiphoner. Table 2 shows
the responsory texts of the Carthusian Prophets’ Office (orthography is taken from Graz
273, whereas I have added the punctuation). Their ordering is connected mostly with
the strict succession of individual texts from the Old Testament. This order is interrupted
only by a Psalm-text responsory at the end of each Nocturn (see the second column of
Table 2). On first glance they seem to be out of place, but they are standard in the Car-
thusian tradition and one of its unique characteristics (other traditions do not have the
same phenomenon): these responsories can be found first on the second Sunday after
Epiphany / Sundays per annum, and later in many other places in the antiphoner, such
as in other offices of the summer readings, at the end of each Nocturn.?!

Table 2 also shows underlined text passages for which differences in the texts of the
same responsories can be found between Graz 273 (Carthusian tradition) and other
antiphoners. Next to the examples of the types of the textual differences, the musical
differences are described.

i. The Carthusian tradition often starts the repeated part of the response (repeten-
dum) in a different place than other traditions (in the Office of the Prophets); the lat-
ter begin at places such as “tota die,” “facere,” “non,” “quia”). In the responsory Su-
per muros, the non-Carthusian antiphoners begin their repetendum with “tota die,”
whereas Graz 273 begins it with “laudantes” (other antiphoners have “laudare” here).
The non-Carthusian traditions finish the previous musical phrase on the note ‘d’ and
begin the repetendum with the note ‘c; while Graz 273 has the note ‘¢’ as the final note
of the previous phrase and also as the beginning of the repetendum. However, in this
manuscript this place might have been an emendation in order to make the passage
into the repetendum smoother.

ii. The non-Carthusian antiphoners sometimes use a completely different word,
compound word, or word order than the Carthusian antiphoner (“laudantes,” “verun-
tamen rursus,” “peccare in conspectu domini,” “redimet,” “liberabit”). In the respon-
sory Fluctus tui, the compound word “veruntamen rursus” of the Carthusian version
appears as “putas” in the non-Carthusian antiphoners (see). This is also the place of the
beginning of the repetendum; here it begins in the same place in all traditions, but with

» o«

» o«

21 Itwas precisely this combination of the biblical ordering of the responsory texts on the one hand and the appearance of the
“general” responsories at the end of each of the three Nocturns on the other that led Becker to his assumptions about the
secular origin of the Carthusian office (secular offices have three responsories per each Nocturn).
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different texts because the Carthusian version is re-biblicized. The beginning of the
“veruntamen rursus” in the Carthusian tradition is also musically different than in the
non-Carthusian tradition: it begins on the note ‘f” while others start with ‘g.” All phrases
have the same musical ending before going on to “videbo.” But there is another strange
occurrence: the phrase before the repetendum ends with the clivis ‘gf” in two antiphon-
ers, including the Carthusian one. At least in the Carthusian case the passage to the
repetendum in the response part is smoother.

iii. In some places the non-Carthusian antiphoners have an added text or a com-
pletely different longer text passage than the Carthusian antiphoner (“et quid eligam
ignoro”). The example from the responsory Angustiae mihi sunt is described below.

iv. The non-Carthusian antiphoners sometimes use a different responsory verse
even if the response is the same. The verses are also bound to different traditions, so
they themselves cannot be representatives of the biblical reliability of the text. Never-
theless, a short glance at the verses reveals that the Carthusian responsory verses are
closer to the Bible than those of the other traditions, or at least that they tried to con-
nect the biblical passages of the responses and verses more tightly. Such is the case
with the verse of the responsory Fluctus tui, which is taken from the Book of Jonas
(Jon 2:4-5). In the Carthusian tradition, Jonas’ text in the verse is a direct continuation
of the response, and in other traditions a few words are omitted. The melodies of the
verses are mostly standardized, but even then it would not make much sense to com-
pare them in detail because their texts might be very different.

The responsory Angustiae mihi in different traditions and its
biblical correctness

The responsory Angustiae mihi (Example 2) is the eleventh responsory of the Car-
thusian Prophets’ Office series; with this, the Carthusian tradition is one of the rare
traditions that positions this responsory here (see also Table 1). In the list of sources
indexed by Cantus, there are only two manuscripts that put this responsory in the
eleventh place.? It is true that many sources have not been indexed by Cantus yet, and
considering that the position of this chant varies from source to source depending on
the tradition, the final word had not yet been said—but yet it seems that the principle of
(biblical) ordering was the reason for this position of the responsory Angustiae mihi.

The responsory is composed in the eighth mode in all the sources included in Ex-
ample 2. In Graz 30, the majority of the response (which, after repeating the repeten-
dum part, concludes the piece) is in the eighth mode, the musical phrases coincide
exactly with those in Graz 273. However, the last phrase in Graz 30 is written one note
higher and so it ends on the note ‘a,” which is probably an error.

The text of the responsory Angustiae mihi is given below: after the response part
of the responsory, there follows the repetendum (in italics) which is repeated after the

22 These are Roma, Biblioteca Vallicelliana, C.5, and Firenze (Florence), Biblioteca Medicea-Laurenziana, Conv. sopp. 560;
the positions of other chants of the Carthusian tradition do not coincide with these two sources. Cantus database, http://
cantusdatabase.org.
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verse; V stands for the verse:

Carthusian tradition
R Angustiae mihi sunt undique.

Sed melius est michi incidere in
manus hominum quam peccare in
conspectu domini.

[Dan 13:22-23 = Sus 1:22-23]

V Si enim hoc egero, mors mihi est,
si autem non egero, non effugiam
manus vestras.

Sed melius ...

[Dan 13:22]

Other traditions
R Angustiae mihi sunt undique et quid
eligam ignoro.

Melius est michi incidere in manus
hominum quam derelinquere legem dei

met.
[Dan 13:22-23 = Sus 1:22-23; Phil 1:22]
V Si enim hoc egero, mors mihi est, si

autem non egero, non effugiam manus
vestras.

Melius est ...

[Dan 13:22]

The Vulgate version is as follows [Dan 1:22-23]:

Ingemuit Susanna, et ait: Angustiae sunt mihi undique: si enim hoc egero, mors
mihi est: si autem non egero, non effugiam manus vestras. Sed melius est mihi absque
opere incidere in manus vestras, quam peccare in conspectu Domini.

The English translation is taken from the King James Bible [Sus 1:22-23]:

Then Susanna sighed, and said, I am straitened on every side: for if I do this thing, it
is death unto me: and if T do it not I cannot escape your hands. It is better for me to fall
into your hands, and not do it, than to sin in the sight of the Lord.

The words of the responsory are spoken by Susanna, whom two old men are try-
ing to falsely accuse of adultery because they desired her themselves and she would
not indulge them. The prophet Daniel interrogates the two men separately and finds
great inconsistencies in their stories, so Susanna’s life and reputation are saved. For
the beginning of the response and for the whole verse, line 22 (Daniel) is used in all
sources. But the non-Carthusian sources add words “et quid eligam ignoro” which can-
not be found in the Vulgate in the Book of Daniel. They are taken from St Paul’s letter to
the Philippians (1:22). Here Paul writes about his preaching Christ’s works and about
his hopes that Christ himself will be glorified through Paul’s preaching. The context
of Paul’s words in the English translation is as follows (the King James Bible): “For to
me to live is Christ, and to die is gain. But if I live in the flesh, this is the fruit of my la-
bour: yet what I shall choose I wot not.” The Carthusian source does not contain these
words, which could perhaps explain Susanna’s distress a little better and would not be
unsuitable by their contents (the dilemma of choosing), yet would mix together two
completely different biblical passages coming from two different contexts. Their con-
nection might be meaningful, but the Carthusians preferred the pure Old-Testament
version.

The repetendum part of the response brings new differences between the versions.
The Carthusian version remains closer to the Bible text although it does not retain it
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strictly: the biblical words “absque opere” are omitted in the Carthusian responsory,
and instead of “manus vestras” there is “manus hominum.” Both these things seem to
be taken from the tradition, because they are also found in the Benedictine and other
antiphoners. However, the Benedictine version does not stay with the biblical words
strictly to the end: it says a similar thing, but in other words (the Carthusians have “pec-
care in conspectu domini,” and the Benedictines have “derelinquere legem dei mei”).
All these words can be found in different parts of the Bible, but the Carthusian ver-
sion accepted only more unified combinations. Thus, here the Carthusians have either
taken the more biblical tradition or re-biblicized the text, which has gone astray from
one individual Bible passage.

What about the music of this piece? The darker colour in Example 2 indicates the
places in which other traditions differ from the Carthusian one. The lighter colour
shows the places where differences among other traditions are found. For the first part
of the response there are no significant differences; overall it appears that different
traditions tend to employ the notes ‘b’ and ‘¢’ differently. The first phrase is concluded
on the note ‘f" and the second one (found only in the non-Carthusian traditions) on the
note ‘a, which represents a contrast in the eighth mode.

It is interesting that the non-Carthusian traditions begin the repetendum on the
note ‘f) only the Carthusian tradition has a clivis ‘af;’ as if wanting to make up for the
loss of the previous phrase ending with ‘@’ in other traditions; or perhaps it wants to
stress the word “sed” with which it replaces and summarizes the “missing part” which
came from Paul’s letter in other traditions. And whereas the other traditions reach for
the note ‘a’ in “melius est,” the Carthusian tradition heads directly towards the note ‘g,
which is reached a little later in the versions of other traditions. Here there are only
small, but characteristic melodic differences: they concern the use of the whole tone
or semitone between the notes ‘b’/‘bb’ and ‘¢’ or ‘e’ and ‘f; some notes are repeated in
some traditions and in others they are not.>* But in the place of the words “peccare” in
the Carthusian tradition and “derelinquere” in the others it is not possible to find any
difference in the music in spite of the textual difference (except for smaller variants
in some traditions; but these variants are not connected to the use of the certain text).
There are also some typical uses of the series of the notes ‘f; ‘a, and ‘¢’ as a variant
of the series ‘g, ‘a,” and ‘¢’ (on the words “in conspectu” or “legem”). This note series
represents a typical beginning of the phrase in the eighth mode (and the eighth psalm
tone as well). The Carthusian tradition shares the ‘f; ‘a’ and ‘¢’ notes with the Aquitanian
and Cluniac traditions whereas other antiphoners have ‘g, ‘a’ and ‘c.’ There might be a
scribal error in Graz 30 because the end of the response is written one note higher than
the melody in other traditions, and the chant does not end on the “correct” final note.

23 In this particular manuscript of the Carthusian tradition (Graz 273) the b-flats are usually later additions.
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Concerning the verse, one can observe that some traditions stay longer on the reci-
tation note of the eighth mode (this is also connected with the choice of the note ‘b’ or
‘¢’), but the differences here are slight. These differences usually represent local vari-
ants or even the variant of one single monastery. They have no connection to the lesser
or greater biblical reliability of the text.

Conclusion

In the Carthusian tradition, the word of God, the Bible and its coherence or unity—
its contents and form, so to speak—are more sacred than newly-written texts, however
inspired, pious, and accepted for sacred use they might be elsewhere. The Carthusian
“re-sacralization” of the sacred texts means not only excluding non-biblical texts, but
also putting aside many later constructions and reconstructions of the Bible texts, such
as re-ordering and mixing of the biblical texts or paraphrases of them. No detail is too
small to be left behind; the application of the biblical criterion is thorough, yet flexible.

In regard to music of the re-sacralized text passages one could speak about the “prin-
ciple of the tradition” as well: even the places that were textually changed tried to retain
the shape, ordering, and structure of the standard musical phrases. Some smaller variants
only make the Carthusian tradition closer to some local traditions of the order’s home-
land. If necessary, some very small procedures are taken to make the melodic passages
between individual phrases smooth. The Carthusians did not compose new chants; in-
stead, they tried to take for them what they considered to be the best of the tradition
based on the primacy of the text: the authentic and the authoritative versions of the texts
that were guaranteed by the Bible itself, and the valued Gregorian melodies.

Sewn together with as few stitches as necessary, the new “re-creations” of the chants,
with biblicized texts and adapted melodies, are liturgical music that is condensed and
unified in its contents, and at the same time aesthetically effective. Thus, the (re)bibli-
cization of the Carthusian chants gave them firmer textual ground without impoverish-
ing their musical form.

Sources and databases

Graz 29 (A-Gu 29): Universititsbibliothek Graz, Hs. 29, Antiphonarium benedicti-
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Example 1
R Fluctus tui, the beginning of the repeated part of the response

Graz 273, Carthusian tradition, fol. 171e-171v
(previous phrase ends with clivis ‘gf)

Ve-run-ta-men rur— sus  vi-de — bo tem- plum

Graz 30, Benedictine tradition, fol. 103v—104r
(previous phrase ends with the note ‘g)

Fa)

Gt e, L mee o

o

Pu-tas vi-de — bo tem- plum

Paris lat. 1090, Aquitanian tradition, fol. 110r
(previous phrase ends with the note ‘g)

A

P T . S

D)

Pu-tas vi-de — bo tem- plum

Paris n.alat. 1411, Cistercian tradition, fol. 136r
(previous phrase ends with the note ¢)

boten et

o

Pu-tas vi-de — bo tem- plum

Parts lat. 12044, monastic (Cluniac) tradition, fol. 138v
(previous phrase ends with clivis ‘gf)

Fa

o

Pu-tas vi-de — bo tem- plum
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Example 2a
R Angustiae miki, first part of the response

Graz 273, Carthusian tradition, fol. 173r

g

o oo oo o#® o0 05860 o,

o @

An-gu-sti-ae mi-h1  sunt un-di-que

Graz 30, Benedictine tradition, fol. 103r

D>

B gt o0 %0 o PO 0% o, o o® oot ? W% o 0 %000 oo'e

o @

An-gu-stt-ae mr-hi  sunt  un-di-que et quid e- li-gam 1g-10 - o

Paris lat. 1090, Aquitanian tradition, fol. 109v

Fa)
7

W

An-gu-sti-ae mt-hi sunt un-di-que et quid e- li-gam ig-no - o

Paris n.alat. 1411, Cistercian tradition, fol. 135v

U0 %00 o 0 o 90 0,050, 0, %o o 0o o0 %% %00 %

o @

An-gu-stt-ae mr-hi sunt un-di-que et quid e- li-gam 1g - no-  ro

D>

Paris lat. 12044, Monastic (Cluniac) tradition, fol. 138r

Fa
7 T

U o oo oo 6 ** % Pee;, P o Foe 0% tege ot
').

An-gu-stt-ae mi-h1 sunt un-di-que et quid e- li-gam 1g - no - o
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Example 2b

R Angustiae mibi, second part of the response (repetendirm)

Graz 273, Carthusian tradition

>

Sed me-li-us estmr-hi in-ci-de-re 1nma - nus ho -

Graz 30, Benedictine tradition

>

mi -

num quam

pec-ca- e

mn con-spe - ctu

do-mi -

ni

Me-li-us

Paris lat. 1090

>

est mi-hi in-ci-de-re in ma - nus ho -

Aquitanian tradition

mi -

num quam

R d

de-re-lin-que-re

Me-li-us

est mi-ht in-ci-de-re in ma - nus ho -

Paris n.a.lat. 1411, Cistercian tradition

>

mi -

num ﬁwﬁm.a

i d

de-re-lin-que-re

le-gem de - 1

me -

Me-li-us

est mi-ht in-ci-de-re inma - nus ho -

Paris lat. 12044, Monastic (Cluniac) tradition

mi -

num @CNB

de-re-lin-que-re

le-gem de - 1

me -

Fa
]
A

Me-li-us

est mi-ht in-ci-de-re inma - nus ho -

mi -

num ﬂﬁm.ﬂd

L d

de-re-lin-que-re

1
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Table 1
Responsories with verses in the Prophets’ Office, antiphoners of different traditions

(&: the facsimile of the source was available; T: tradition)

Graz 2737 Graz 30 & Toledo 44.2 Paris lat. 1090 J Paris lat. 12044 Paris n.a.lat. 1411 J
T  Carthusian Benedictine Aquitanian (cathedral) Aquitanian cathedral Monastic cursus (St Cistercian
cursus (Marseille) Maur-des-Fossés)
1 Vidi dominum Vidi dominum Vidi dominum Vidi dominum Vidi dominum Vidi dominum
Seraphim Seraphim Seraphim Seraphim Seraphim Seraphim

Aspice Domine de sede Aspice domine de sede Aspice domine de sede Aspice domine de sede Aspice domine de sede
Respice Domine Qui regys Israel Ne irascaris domine Qui regis Israel Non enim

3 Fluctus tui
Circumdederunt

Plorans ploravit Plotans ploravit Plorans ploravit Plorans ploravit

Plorans ploravit

4  Domini est terra
In manu Praedicabunt Praedicabunt

Muro tuo
Erue nos Erue nos Erue nos Erue nos Erue nos

s
Solit Peccavimus Peccavimus Peccavimus Peccavimus Peccavimus
7  Redime Misit Dominus angelum Misit Dominus angelum Misit Dominus angelum Misit Dominus angelum Misit Dominus angelum
Misit deus Misit deus Misit deus Misit deus Misit deus

8 Ad te Domine Laudabilis populus
Custodi Beata gens

Laudabilis populus Exclamavit voce magna Laudabilis populus Laudabilis populus
Beata gens Erat enim cor ejus Beata gens Beata gens
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Table 2
Texts of the Prophets’ Office in Graz 273 (Carthusian tradition)

*: only the incipit of the chant is given in this place in Graz 273
VT: Vetus testamentum / Old Testament

The original liturgical occasion and position of the chant are given in the square brackets [Responsories 8, 9, and 12 of the second Sunday after Epiphany =

Responsories 4, 8, 12 of the Sundays per annun|.

R Vidi dominum sedentem super solium excelsum et elevatum et plena erat omnis terra maiestate eius. 57 ea gue sub ipso erant
replebant tenmplum
V Seraphin stabant super illud sex ale uni et sex ale alteri

VT/Pro —1Is 6:1 and 6:3

R Super muros tuos ierusalem constitui custodes tota die et nocte non tacebunt. Laudantes nomen domini
V Qui reminiscimini domini ne taceatis et ne detis silentium ei

VT/Pro —1Is 62:6

R Fluctus tui super me transierunt et ego dixi expulsus sum ab oculis tuis. 1 eruntamen rursus videbo tenplum sanctum tuum
V Circumdederunt me aque usque ad animam abyssus vallavit me

VT/Pro — Jon 2:4-5

R Domini est terra*
V In manu*

17T/ Ps — Ps 23:1 [IIEpi8/Dom
pad]

R Indicabo tibi homo quid sit bonum autquid dominus requirat a te facere iudicium et iusticiam. E7 sollicitum ambulare cum deo tno
V Abstinere a carnalibus desideriis militant adversus animam

VT/Pro — Mich 6:8

R Sustinuimus pacem et non venit quesivimus bona et ecce turbatio. Cognovinus domine peccata nostra non in perpetunm oblivis caris nos
V Solii glorie tue recordare ne irritum facias fedus tuum nobiscum

VT/Pro — Jer 14:19-20; Lam
5:20

R Redimet dominus populum suum et liberabit cos et venient et exultabunt in monte syon et gaudebunt de bonis domini super
frumento vino et oleo. E7 ultra non esurient
V Eritque anima eorum quasi ortus irtiguus

VT/Pro — Jer 31:11-12

R Ad te Domine*
V Custodi*

'T/Ps— Ps 24:1-2
[IIEpi9/Dom pa8]

R Aspice domine quia facta est desolata civitas plena divitiis sedet in tristicia domina gentium. Nox est qui consoletur eam nisi tu dens
V Omnes amici eius spreverunt illam persecutores eius apprehenderut eam inter angustias

VT/Pro—Lam 1:1-2

R Misit dominus angelum suum et conclusit ora leonum. Ef non me contaminavernnt guia coram eo iusticia inventa est in me
V Misit deus misericordiam suam et veritatem suam animam meam eripuit de medio catulorum leonum

VT /Pro — Dan 6:22

R Angustiac michi sunt undique. Sed melins est michi incidere in manus hominum quam peccare in conspectu domini
V Si enim hoc egero mors michi est si autem non egero non effugiam manus vestras

VT/Pro — Dan 13:22-23 (Sus
1:22-23)

R Audiam*
V Benedictus*

I'T/Ps— Ps 25:7 [IIEpi12/Dom
pal2]
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POVZETEK

Kartuzijanski koral je liturgicna glasba kartuzijan-
skega reda, gregorijanski koral, v katerem najdemo
sledi razlicnih monasti¢nih in lokalnih tradicij
obmodja, na katerem je red nastal. Kartuzijanski
liturgi¢ni repertoar, ki je v rabi e danes, se je izobli-
koval kot skrbno nacrtovana kompilacija in strogo
nadzorovan izbor spevov iz uveljavljene tradicije.
Kriterije izbora je pojasnil Hansjakob Becker, ki je
Se posebej izpostavil t. i. nacelo bibli¢nosti, ki za-
devabibli¢no zanesljivost besedil. Razen nekaterih
izjem so kartuzijani v svoji liturgiji namre¢ dopustili
le besedila spevov, ki so bila sama na sebi bibli¢na
ali pase od bibli¢ne besedilne razlicice niso prevec
oddaljila. A izbiranje spevov je bilo tudi aktiven, ne
le pasiven proces: ¢e besedilo, ki je sicer temeljilo
na Bibliji, ni bilo dovolj blizu bibli¢ni razlicici, a je
bilo vseeno sprejemljivo, so ga kartuzijani pogosto
korigirali oz. »biblicirali«. To je lahko pomenilo
manjse ali ve¢je spremembe glede na v razlicnih
tradicijah uveljavljena besedila spevov. Z biblicira-
njem so kartuzijani besedila spevov uveljavljenih
tradicij napravili Se bolj sveta, e bolj sakralna - in
jih »sakraliziralic.

Spreminjanje besedil je nove razlicice besedil prib-
lizalo Bibliji, kar je imelo tudi glasbene posledice.
Na primeru izbranih responzorijev iz oficija pre-
rokov so z ozirom na bibli¢no zanesljivost besedil
istih spevov, ki jih najdemo v razli¢nih tradicijah,
prikazane povezave in razlike v besedilih in glasbi

spevov. Viri primerjave so vzeti iz razli¢nih mona-
sti¢nih tradicij (kartuzijanske, cistercijanske, bene-
diktinske in clunyjske) ter iz akvitanskih virov, ki so
bili s kartuzijanskimi rokopisi povezani z lokalnega
stalis¢a. Tovrstne povezave Se niso bile natanko
raziskane, a ze na nekaj primerov daje zanimiv
vpogled v kartuzijansko razumevanje repertoarja.
Na mestih besedilnih razlik, ki so v kartuzijanski
tradiciji nastale kot rezultat bibliciranja besedil,
za kartuzijanske razlic¢ice melodij. Skupaj z iz-
puscenim besedilom so bile izpus¢ene dolocene
glasbene fraze, druge pa so bile v manjsi ali vedji
meri spremenjene glede na spremenjeno besedilo.
Zdi se, da so bile vse glasbene spremembe izve-
dene brez kakrsnega koli novega komponiranja
posameznih delov spevov. Kartuzijani so tudi pri
melodijah spostovali tradicijo: podobno kakor pri
besedilih jih je vodilo »nacelo tradicijes, Se eno od
pomembnih nacel (besedilnega) izbora spevov
kartuzijanskega repertorja. Oblike, zaporedja in
strukture glasbenih fraz so poskusali ohraniti v ¢im
vedji meri. Na podlagi bibliciranih oz. sakraliziranih
besedil preoblikovane melodije so napravljene ena-
ko brezsivno kakor njihove v drugih tradicijah uve-
ljavljene dvojnice. Kartuzijanski spevi so zgos¢ena
in enovita, obenem pa tudi estetsko ucinkovita li-
turgic¢na glasba. Tako je sakralizacija kartuzijanskih
spevov - 0z. njihovo bibliciranje - kartuzijanskemu
korala dala trdnejse besedilne temelje, ne da bi pri
tem osiromasila njegovo glasbeno podobo.
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Parodi¢ne mase, osnovane na posvetnih sklad-
bah, so za raziskave prehajanja med sakralnim in
posvetnim zlasti zanimive zaradi uporabe profane
glasbe v liturgi¢ni glasbi. Kot je mogoce razbrati na
primeru mas Bartolomea Spontoneja in Costanza
Antegnatija, osnovanih na madrigalu Nasce la pena
mia Alessandra Striggia, je posvetna glasba v 16.
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poslusalceva zavest pa je pri tem preusmerjena k
Bozjemu.
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ABSTRACT

Parody masses based on secular compositions are
intriguing due to their employment of profane music
in strictly liturgical music, which has inspired research
in traversing boundaries between sacred and profane.
As can be seen from the case of two masses, one by
Bartolomeo Spontone and the other by Costanzo
Antegnati, based on the madrigal Nasce la pena mia
by Alessandro Striggio, secular music in the sixteenth
century seems to be transformed in a way to elevate
it, turning the attention of the listener toward God.
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Konec 15. stoletja je Johannes Tinctoris, eden najpomembnejsih in najvplivnejsih
glasbenih teoretikov svojega ¢asa, oznacil pomembnost uglasbitve masnega ordinarija
z naslednjimi besedami: »Missa est cantus magnus cui verba Kyrie, et In terra, Patrem,
Sanctus et Agnus, et interdum caeterae partes a pluribus canendae supponuntur, quae
ab aliis officium dicitur.«! Da je postala masa v 16. stoletju osrednja glasbenoliturgi¢na
oblika, pa najbolje pric¢ajo opusi skladateljev; pri vecini namre¢ mase zasedajo vidno
mesto. V 16. stoletju so skladatelji iskali nove nacine povezovanja masnih stavkov. Med
njimi je postal od Josquina dalje najpogostejsi ta, pri katerem je za osnovo sluzilo glas-
beno gradivo Ze obstojec¢e kompozicije, vendar pri tem (v nasprotju s kompozicijskimi
praksami prejSnjih stoletij) temelja za novo skladbo ni predstavljal le en sam glas pre-
dloge, temvec¢ vsi glasovi. Skladatelj je za osnovo lahko vzel posamezne dele sansone,
madrigala, nemske pesmi ali moteta in jih na razli¢ne nacine uporabil in predelal (vari-
iral, razsiril, kr¢il ipd.). Tako komponirane mase se najpogosteje oznacujejo z izrazom
parodi¢ne mase.?

Kljub pogosti uporabi parodi¢ne tehnike pa so opisi in omembe te kompozicijske
tehnike v 16. in na zacetku 17. stoletja razmeroma redki. BeZno jo omenjata Nicola
Vicentino v traktatu Lantica musica ridotia alla moderna prattica (1555), ko govori
o masah, izpeljanih iz polifone skladbe (sopra un Madrigale, & sopra una Canzone
Franzese, o sopra battaglia), in Gioseffo Zarlino v razpravi Le istitutioni harmoniche
(1558), ko omenja teme vecglasnega modela.® Bolj specifi¢ne opise pa zasledimo v
Ragionamento di musica (1588) Pietra Pontia in v El Melopeo y maestro (1613) Pietra
Ceroneja.* Poleg teh parodi¢no tehniko na primeru moteta opisuje Johann Frosch v
traktatu Rerum musicarum opusculum rarum (1532), namenjenemu skladateljem za-
¢etnikom.> Razprava kaze na to, kako so se skladatelji ucili komponirati z uporabo ze
obstojece glasbe uveljavljenih mojstrov. Koncept parodije pa je v SirSem smislu obrav-
navan v razpravi De TTAPQAIA: tractatus musicalis (1611) Georga Quitschreiberja,
zasnovani kot apologija parodije.®

Omenjenim razpravam - z izjemo slednje - je skupno to, da ne uporabljajo poseb-
nega termina za tako tehniko. Uporaba izraza »parodija« je bila v tistem ¢asu namre¢
redka. Splosno znani so trije primeri: (1) tisk mase Jacoba Paixa, ki je iz8la leta 1587 v
Lauingenu, (2) motet Praeter rerum seriem Sethusa Calvisiusa, ki je izSel leta 1603 in
ga je skladatelj oznacil kot »Parode ad Josquini, in (3) Ze omenjeni rokopisni traktat

1 Johannes Tinctoris, Terminorum musicae diffinitorium: faksimile der Inkunabel Treviso 1495, Documenta musicologica, Erste
Reihe, Druckschriften-Faksimiles, 37 (Kassel: Birenreiter, 1983).

2 Osnoven zgodovinski pregled tovrstne masne ustvarjalnosti podaja npr. Ludwig Finscher, »Die Messe als musikalisches
Kunstwerke, v Die Musik des 15. und 16. Jahrhunderts, ur. Ludwig Finscher, Neues Handbuch der Musikwissenschaft 3 (Laaber:
Laaber-Verlag, 1989), 1:230-240.

3 Nicola Vicentino, Lantica musica ridotta alla moderna prattica (Rim: Antonio Bare, 1555; faksimile, Kassel: Birenreiter, 1983),
f. [84v]; Gioseffo Zarlino, Le istitutioni harmoniche (Benetke, 1558; faksimile, New York: Broude Brothers, 1965), 172.

4 Pietro Pontio, Ragionamento di musica (Parma: Viotto, 1588; faksimile, Kassel: Birenreiter, 1959), 155-156; Pietro Cerone,
El Melopeo y maestro: tractado de miisica theorica y pratica (Neapelj: Gargano in Nucci, 1613; faksimile, Barcelona: Consejo
Superior de Investigaciones Cientificas, 2007), 687-688. Kratek povzetek relevantnega odlomka iz slednjega traktata v slovenscini
podaja Klemen Grabnar, »Missa Je ne menge point de porc: Nekaj misli ob Lassovi uporabi Sermisyjeve sansone«, De musica
disserenda 8, 5t. 2 (2012); 111.

5 Gl Hellmuth Christian Wolff, »Die éstetische Auffassung der Parodiemesse des 16. Jahrhundertse, v Miscelanea en homenaje
a Monseiior Higinio Anglés (Barcelona: Consejo superior de Investigaciones Cientificas, 1958-1961), 2:1011-1021.

6 Gl Andreas Waczkat, »Ein ehrenhaftes Spielen mit Musik«: Deutsche Parodiemessen des 17, Jahrhunderts (Kassel: Birenreiter,
2000), 201-207.
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De TTAPQAIA: tractatus musicalis Georga Quitschreiberja.” Kot je izpostavil Lewis Loc-
kwood, so skladatelji 16. stoletja parodi¢ne mase praviloma oznacevali na 3 nacine, in
sicer: (1) Missa s slede¢im naslovom modela, (2) Missa super (ali v ljudskem jeziku, npr.
sopra) in naslov modela ter (3) Missa ad imitationem s slede¢im naslovom modela.?
Ceprav izraz parodija v tistem ¢asu ni bil razsirjen, se je v muzikoloskem pisanju (nekje
od Augusta Wilhelma Ambrosa in Petra Wagnerja naprej) kljub temu uveljavil. S¢asoma
pa so nekateri muzikologi zaradi splosne slabsalne konotacije izraza in redke uporabe
v sodobnih virih izraz oznacili za neprimernega. Poskusi nadomestiti izraz z boljsim so
bili razli¢ni, npr.: Knud Jeppesen je predlagal izraz »transkripcija« in parodi¢ne mase
imenoval »transkripcijska masa« (Transkriptionsmesse),” Walter Rubsamen uporabo
termina »obdelava« (elaboration),”® Lockwood pa je predlagal izraz imitacija in vpeljal
besedno zvezo imitacijska masa (imitation Mass)," ki se je prijela zlasti med angleski-
mi, pa tudi ameriskimi muzikologi in se danes v anglesko govore¢em svetu razmeroma
pogosto uporablja.’?

Ne glede na odsotnost poimenovanja pa je bila sama parodija prisotna v vseh za-
nrih in oblikah, ki so jih gojili skladatelji zlasti v drugi polovici 16. stoletja; tako v magni-
fikatih, motetih, Sansonah in drugje, zlasti pa v masah. Med tovrstne mase sodita masi
Nasce la pena mia Bartolomea Sponotoneja, med letoma 1551 in 1583 glasbenika v
bolonjski cerkvi sv. Petronija,”? in Costanza Antegnatija, med letoma 1584 in 1624 orga-
nista v katedrali v Brescii," ki sta se ohranili v dveh izmed Sestih rokopisov iz zacetka
17. stoletja, danes znanih kot Hrenove korne knjige. Te velike kodekse graskega izvora
hrani Rokopisna zbirka Narodne in univerzitetne knjiznice v Ljubljani.® Antegnatijeva
masa se je ohranila v rokopisu z oznako Ms 339, Spontonejeva pa v rokopisu z oznako
Ms 341.1° Antegnatijeva masa je izsla v tisku, in sicer v njegovi prvi knjigi mas za 6 in 8
glasov leta 1578 v Benetkah in je bila tam ponatisnjena leta 1587, medtem ko se je Spon-
tonejeva masa ohranila le v prej omenjenem rokopisu. Razlogi za vkljucitev omenjenih
dveh mas v Hrenove korne knjige niso popolnoma jasni. Implicitno pa kazejo, kaksen
repertoar je bil v prostoru tedanje Notranje Avstrije cenjen.

Obravnavani masi sta izmed vseh parodi¢nih mas, ohranjenih v Hrenovih kornih

7 Prim. Grabnar, »Missa Je ne menge point de porce, 110-111, op. 8.

8  Lewis Lockwood, »On ‘Parody’ as Term and Concept in 16th-Century Music«, v Aspects of Medieval and Renaissance Music: A
Birthday Offering to Gustave Reese, ur. Jan LaRue (New York: Norton, 1966), 562.

9 Gl npr. Knud Jeppesen, »Marcellus-Probleme: Einige Bemerkungen tber die Missa Papae Marcelli des Giovanni Pierluigi
da Palestrinac, Acta musicologica 16-17 (1944-45): 21. Podobno je izraz »transkripcija« uporabil tudi Hermann Beck, »Adrian
Willaerts Motette Mittit ad Virginem und seine gleichnamige Parodiemesse«, Archiv fiir Musikwissenschaft 18 (1961): 199-201.

10 Walter H. Rubsamen, »Some First Elaborations of Masses from Motets«, Bulletin of the American Musicological Society 4 (1940):
6.

11 Lockwood, »On ‘Parody’ as Term and Concepts, 560-571.

12 Ker Lockwood ni bil popolnoma prepricljiv, pa tudi zaradi tradicije, se drugod po svetu e vedno uporablja izraz »parodija«. V
zadnjem casu se v angleskih muzikologkih besedilih parodi¢ne mase pogosto oznacuje kot »parodicne ali imitacijske«. Prim.
npr. Owen Rees, »Parody and Patriotism: A Sebastianist Reading of the Masses of Filipe de Magalh es«, v Uno gentile et subtile
ingenio: Studies in Renaissance Music in Honour of Bonnie J. Blackburn, ur. M. Jennifer Bloxam, Gioia Filocamo, in Leofranc
Holford-Strevens, Centre d’Etudes Supérieures de la Renaissance, Epitome musical ([Turnhout]: Brepols, 2009), 391.

13 Vec o Spontoneju gl. npr. Victoria Panagl, »Spontoni«, v Die Musik in Geschichte und Gegenwart, 2. izd., ur. Ludwig Finscher,
Personenteil, zv. 15 (Kassel: Birenreiter; Stuttgart: Metzler, 2006), 1225-1226.

14 Vec o Antegnatiju gl. npr. »Antegnati, Costanzo«, v Die Musik in Geschichte und Gegenwart, 2. izd., ur. Ludwig Finscher,
Personenteil, zv. 1 (Kassel: Birenreiter; Stuttgart: Metzler, 1999), 764-766.

15 SI-Lnr Ms 339-Ms 344.

16 SI-Lnr Ms 339, fol. 452r-477r; Ms 341, fol. 139r-157r.
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knjigah, edini napravljeni na podlagi iste predloge, kar nudi zanimiv vpogled v snova-
nje parodi¢nih mas v drugi polovici 16. stoletja, temeljecih na posvetnih kompozicijah.
Model obeh mas je madrigal Nasce la pena mia Alessandra Striggia. Striggio, ki je veci-
no casa, tj. nekje med letoma 1560 in 1587, deloval na dvoru druzine Medici v Firencah,
je bil v svojem ¢asu zelo priznan skladatelj madrigalov.”” O tem pri¢a med drugim prav
raz8irjenost madrigala Nasce la pena mia, ki je po letu 1560, ko je bil prvi¢ natisnjen
v skladateljevi prvi knjigi madrigalov za Sest glasov, izsel v Stevilnih zbirkah vse do
zacetka 17. stoletja. Madrigal je bil poleg tega navdih mnogim skladateljem, ki so ga
uporabili pri komponiranju mas (poleg omenjenih dveh skladateljev Se npr. Philippu
de Monteju, Andreasu Kadnerju in Jacobu Reinerju) ali pa so ga priredili za instrument
s tipkami ali lutnjo (ohranile so se npr. intabulacije Bernhardta Schmida mlajsega, Gi-
ovannija Antonia Terzija in Giovannija de Macquea). Tudi kasneje Striggiova slava ni
usahnila. To dokazuje Giovanni Rovetta, ko se nanj sklicuje v predgovoru k svoji zbirki
Salmi concertati, op. 1, iz leta 1626, kjer se Rovetta postavlja v vrsto skladateljev, ki
so glasbeno pot najprej zaceli kot instrumentalisti, $ele nato kot skladatelji, med njimi
Striggio.!®

Nasce la pena mia je, kot je ze bilo omenjeno, madrigal; gre za uglasbitev istoimen-
ske pesniske oblike - enokiti¢ne pesmi z jambskimi enajsterci in sedmerci. Besedilo
neznanega pesnika tvori prvega izmed para madrigalov, ki ju je prvi v celoti uglas-
bil Hoste da Reggio (med letoma 1548 in 1553 maestro di cappella na dvoru Ferranta
Gonzage v Milanu) in leta 1554 v Benetkah izdal v svoji drugi knjigi madrigalov za Stiri
glasove. Drugi madrigal pa je naslovljen Nasce la gioia mia.® Oba imata enako me-
tricno strukturo in rime - aBaCBcDD (male ¢rke oznacujejo sedmerce in velike ¢rke
enajsterce):*

Gre torej za ljubezensko zalostinko. Resnost in umetniskost besedila pa dosega tudi
glasba, ki sledi toku besedila. Vsak besedilni odsek je glede na glasbeno teksturo ob-
likovan po svoje. Skladatelj uporablja postopek imitacije, homofono zdruzuje razli¢ne
skupine glasov in jih sopostavlja eno poleg druge, pise tudi v razgibani homofoniji ipd.
Odseki v sosledju so pogosto ritmi¢no razlicni ali celo kontrastni. Ceprav Striggiova
kompozicija ni polna oc¢itnih madrigalizmov do te mere kot v mnogih kasnejsi ma-
drigalih, se je skladatelj vsekakor posluzeval glasbenih sredstev, ki besedilo odrazajo
v glasbi. Primer tega predstavlja npr. ritmi¢ni kontrast v taktih 7 in 8, kjer na besedah
»mio vivo sole« glasbena tekstura postane razgibana (gl. Primer 1). Glasovi praviloma
ne kadencirajo naenkrat (skupaj), tako da se glasbeni tok venomer nadaljuje, poseben
ucinek pa Striggio doseze ob nastopu vzdiha »Ahi, ko se glasbeni tok za trenutek ne-
koliko ustavi (gl. Primer 2).

17 Vec gl. npr. Iain Fenlon, »Striggio, Alessandro (i)«, v Grove Music online, dostopno na spletu.

18 Prim. npr. James H. Moore, Vespers at St. Mark’s: Music of Alessandro Grandi, Giovanni Rovetta, and Francesco Cavalli, Studies
in Musicology 30 (Ann Arbor: UMI Research Press, 1981), 1:12-13.

19 Besedilo je denimo uglasbil Giovan Leonardo Primavera, a bolj kot njegov madrigal je znana Palestrinova parodi¢na masa,
osnovana na njegovem madrigalu.

20 Gl Alessandro Striggio, I/ primo libro de madrigali a sei voci, ur. David S. Butchart, Recent Researches in the Music of the
Renaissance 70-71 (Madison: A-R Editions, 1986), Xix-xx.
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Nasce la pena mia,

Non potendo mirar mio vivo sole;

E la mia vita é ria

Qual hor lo miro, perch’il guard’e tale,
Che lasciarmi peggior che morte suole.

Ahi, vita trista e frale,

Che fia dunque di me, che farmi deggio?
S’io mir’ho male, e s’io non mir’ho peggio.

Moje muke se pri¢no,

ko ne morem obc¢udovati svojega zivega sonca;
in moje zivljenje je bedno

kadar ga gledam, zakaj njegov blesk je tak,

da me pusti na slabsem kot smirt.

Oh, nesre¢no in krhko zivljenje,

kaj bo torej z mano, kaj naj storim?

Ce obc¢udujem, je slabo, in ¢e ne obcudujem,
je Se slabse.

C S S O = H 7.
bl
do mi - rar mio  vi-vo so - le
g ¥ # 5 ¥
A Py f - Py
mi - rar mio vi-vo so - le, mio
|
¥ i 5
5 =0 PN y i &, v o, 77
do mi-rar mio vi - vo so - le,
6 p= £ z IF ]
= |
mi - rar mio vi-vo so - le, mio vi-vo so -
(d 4
T i [§ ) PN
do mi - rar mio vi-vo so - le;
B . © & -
do mi - rar mio vi-vo so - le,

Primer 1: A. Striggio, Nasce la pena mia, t. 7-8.
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Primer 2: A. Striggio, Nasce la pena mia, t. 22-25.

Da sta masi Nasce la pena mia Spontoneja in Antegnatija osnovani na istoimen-
skem Striggiovem madrigalu, je jasno ob primerjavi zac¢etkov mas in madrigala. Spon-
tone je v svoji kompoziciji obdrzal stevilo glasov in njihovo vstopanje je podobno kot
v madrigalu (gl. Primer 3). Glasbeno gradivo predloge je le malo preoblikoval; delo-
ma je predrugacil vodenje glasov. Antegnati pa je Stevilo glasov povecal iz 6 na 8 in
uporabil dvozborje (gl. Primer 4). V prvem zboru nastopi gradivo zacetka predloge v
znadilni imitaciji motiva v punktiranem ritmu in vzpenjajoce se linije, v drugem zboru
pa je enako gradivo preoblikovano tako, da nastopi v razgibani homofoniji. Pri tem je
basovski glas prevzet skoraj v nespremenjeni obliki, le kadenca je drugac¢na. Glasba za-
¢etka mase tako ni le predelava s spremembami, ki bi jih narekovalo le novo besedilo,
temvec so spremembe nekoliko obseznejse kot v prejsnjem primeru. Kot je znacilno
za parodi¢ne mase, pa je model (¢eprav bolj ali manj predelan) vedno prepoznaven.
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Primer 3: A. Striggio, Nasce la pena mia, . 1-6 (zgoraj) in

B. Spontone, Missa Nasce la pena mia, Kyrie, . 1-6 (spodaj).

LR

Primer 4: C. Antegnati, Missa Nasce la pena mia, Kyrie, t. 1-0.
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V nadaljevanju razlicen pristop obeh skladateljev k predlogi dobi Se jasnejso po-
dobo. Spontone je prevzemal posamezne motive predloge, jih predelal in postavljal
v razlicne glasove. Pri tem je najpogosteje pristopal z izrazitim kontrapunktskim mis-
lienjem. Primer za to so npr. takti 24-29 prvega stavka (gl. Primer 5). Zacetek motiva
iz takta 9 v basovskem glasu je uporabil v domala vseh glasovih v postopku imitacije.
Pogosto je posamezen motiv postavljal tudi v svobodno kontrapunktsko teksturo (gl.
Primer 6). Prevzemal je prav tako motive ve¢ glasov hkrati (gl. Primer 7). Prevzemanje
vedjih kompleksov paje prisotno praviloma le na zacetku vsakega stavka in na zacetku
vedjih odsekov znotraj dolgih stavkov, kjer je uporabljeno gradivo zacetka predloge, ter
na koncu stavkov, kjer je uporabljeno gradivo zakljucka predloge.
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Primer 5: A. Striggio, Nasce la pena mia, . 9 (zgoraj) in
B. Spontone, Missa Nasce la pena mia, Kyrie, t. 24-29 (spoday).
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Primer 6: A. Striggio, Nasce la pena mia, t. 15-18 (zgoraj) in

B. Spontone, Missa Nasce la pena mia, Gloria, t. 38-41 (spodaj).
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Primer 7: A. Striggio, Nasce la pena mia, t. 6-7 (levo) in

B. Spontone, Missa Nasce la pena mia, Kyrie, t. 6-8 (desno).
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Antegnati pa je motive obdeloval v dialogu dvozborja, pri ¢emer je znacilno, da so
nastale glasbene fraze razmeroma kratke in enostavne. Prevzemal je motive posame-
znega glasu in ga postavil v kontekst razgibane homofonije (gl. Primer 8). Pogosto je
uporabil ve¢ glasov (gl. Primer 9). Starega, imitacijskega nacina uporabe gradiva pa se
je Antegnati posluzil le izjemoma (gl. Primer 10). Zbora se na nekaterih mestih, zlasti
pa v zakljuckih, zdruzita tudi v bogato zvenec tutti.
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Primer 8: A. Striggio, Nasce la pena mia, t. 8-9 (zgoraj) in
C. Antegnati, Missa Nasce la pena mia, Kyrie, t. 16-18 (spodaj).
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Primer 9: A. Striggio, Nasce la pena mia, t. 10-11 (levo) in
C. Antegnati, Missa Nasce la pena mia, Kyrie, t. 24-26 (desno).
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Primer 10: C. Antegnati, Missa Nasce la pena mia, Sanctus, t. 29-30.

Ob primerjavi razporeditve uporabljenega gradiva predloge v obeh masah se kaze,
da je Antegnati v najvecji meri in v najbolj nespremenjeni obliki prevzemal v prvem
stavku, kjer je motive prevzemal po vrsti od zacetka do konca, v naslednjih pa je gra-
divo modela vedno manj prisotno in ocitno. V predzadnjem stavku je tako na zacetku
opustil znacilno imitacijo in prepoznaven motiv hkrati uporabil le v zgornjem in spo-
dnjem glasu prvega zbora (gl. Primer 11). Zacetek zadnjega stavka pa sploh ne kaze
sledi uporabe gradiva predloge (gl. Primer 12). Spontone je uporabo in preoblikovanje
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prevzetega gradiva bolj enakomerno razporedil po celotni masi, pri tem je vsekakor
veckrat kot Antegnati uporabil zacetek modela. Oba skladatelja sta na splosno pogosto
¢rpala iz modela. Obema masama je skupno tudi razmeroma pogosto prevzemanje
motivov iz basovskega glasu. Tak nacin parodiranja je bil v drugi polovici 16. stoletja
povsem obicajen.
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Primer 11: C. Antegnati, Missa Nasce la pena mia, Sanctus, t. 1-4.
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Primer 12: C. Antegnati, Missa Nasce la pena mia, Agnus Dei, t. 1-4.
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1z tega kratkega prikaza uporabe glasbenega gradiva predloge pri komponiranju
mase je razvidno, da pri parodiranju ne gre zgolj za citiranje, temve¢ za temeljito, ume-
tnisko predelavo modelne kompozicije, kjer je gradivo predloge razporejeno na novo, z
vmesno popolnoma novo komponirano glasbo. S tega stalis¢a je madrigal Nasce la pena
mia sluzil kot izhodisc¢e - osnova, na podlagi katere je bila dosezena glasbena enovitost
uglasbitev besedil masnega ordinarija. Skladatelja madrigala tako nista uporabila, da bi si
prihranila trud, saj bi si bilo najverjetneje hitreje izmisliti nove motive, ki bi bili popolno-
ma prikrojeni masnemu besedilu, kot pa izbirati gradivo in ga prilagajati.

Ali so poslusalci takrat sploh prepoznavali predloge takih mas? Odgovor na to nudi
pismo diplomata Georga Sigismunda Selda, ki ga je leta 1559 poslal bavarskemu vojvodi
Albrehtu V. V pismu namrec¢ z navduSenjem poroca o masi Jacobusa Vaeta, ki jo je slisal
na Dunaju. Sprva, kot je zapisal, teme ni mogel prepoznati, kasneje pa, ko si jo je sam pri
sebi prepeval, je spoznal, da je njena predloga Lassov motet Tityre tu patulae*' To kaze,
daje glasbeno izobrazen visji sloj verjetno predloge mas pogosto prepoznal.

Ob kaksnih priloznostih so bile parodi¢ne mase izvajane, ni vedno razvidno. Pri upo-
rabi liturgi¢nih kompozicij v masi si je mogoce predstavljati, da je liturgi¢no mesto pre-
dloge igralo pomembno vlogo tudi pri masi, toda take analogije niso mogoce za mase
na posvetne predloge. Ceprav se zdi, da je bila uporaba mase s posvetno predlogo v
bogosluzju svobodnejsa, saj ni bila vezana na liturgi¢no vsebino, pa nekateri viri nakazu-
jejo, da vsebinske vzporednice med besedilom predloge in liturgi¢no vsebino vendarle
obstajajo. Andreas Waczkat je tako denimo opozoril na rokopis 4012, ki ga hranijo v
Biblioteki Poljske akademije znanosti v Gdansku, kjer se tovrstne mase pojavljajo sku-
paj z drugimi liturgi¢nimi kompozicijami z jasno pripadnostjo posameznim praznikom
liturgi¢nega leta.”? Tako je na primer Missa Nasce la pena mia anonimnega skladatelja,
verjetno zaradi prve besede (“nasce”), v skupini skladb za praznik Jezusovega rojstva.?

Vprasanji, ki se danes marsikomu porodita ze ob pogledu na naslov obravnavanih
mas, pa sta: zakaj sta skladatelja za predlogo mase, ki je takrat veljala za osrednjo glasbe-
noliturgi¢no obliko, vzela Striggiov madrigal s posvetnim besedilom in kaksne implika-
cije uporaba tega profanega modela sproza.

Zdi se, da so skladatelji predloge za uglasbitve masnega ordinarija na splosno izbirali
predvsem na podlagi njihovih glasbenih znacilnosti.** Znano je namrec, da je bil koncept
posnemanja (imitatio) tedaj zelo prisoten kot element tako zacetniskega kot tudi zrelega
glasbenega sloga. Se neizkuseni skladatelji so se z zavestno uporabo glasbenega gradiva
doloc¢ene Ze obstojece skladbe kot osnove za nastanek novega dela brusili v komponira-
nju, izkuseni skladatelji pa so s tem izkazovali spostovanje skladatelju modela (navadno
uveljavljenemu in cenjenemu, kar je Striggio gotovo bil), verjetno pa so na nek nacin z

21 Gl Adolf Sandberger, Beitrdge zur Geschichte der bayerischen Hofkapelle unter Orlando di Lasso (Leipzig: Breitkopf & Hartel,
1894; ponatis, Walluf: Martin Sindig, 1973), 303-304.

22 Waczkat, “Ein ehrenhaftes Spielen mit Musik”, 73.

23 Ceje ta trditev zaradi duha tistega ¢asa e sprejemljiva, pa je Waczkatovo mnenje, da je bila izvedba mase na Nasce la pena mia
verjetna predvsem, ko je bil 25. decembra petek - spomin na Jezusovo smrt (ibid.), popolnoma nesprejemljivo, saj je samo po
sebi kontradiktorno. Po besedilu predloge bi danes lahko sklepali, da gre za maso postnega znacaja, a se to ne odraza v glasbeni
strukturi mase (prisotnost Glorie), zato v odsotnosti drugih virov ni jasno, v katerem liturgi¢nem ¢asu sta bili masi dejansko izvajani.

24V mnogih primerih se kaze, da so skladatelji pri tem pragmatic¢no sledili okusu svojih nadrejenih, naro¢nikov, mecenov idr, ki so
jih gmotno podpirali. Tako je denimo Pietro Antonio Bianco za graski dvor napisal parodi¢no maso in parodi¢ni magnifikat, ki
oba temeljita na priljubljenem motetu tamkajsnjega nadvojvode Ferdinanda z naslovom Percussit Saul mille Giovannija Croceja.
Obe kompoziciji sta se ohranili v SI-Lnr Ms 341. GL. Gernot Gruber, »Das musikalische Zitat als historisches und systematisches
Probleme«, Musicologica Austriaca 1 (1977): 127.
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njim tudi tekmovali in hoteli sam model preseci.® Na to bi lahko s povecanjem Stevila
glasov in uporabo dvozborja kazala Antegnatijeva masa. Nedvomno pa je obema skla-
dateljema izbira doti¢nega madrigala predstavljala izziv, saj je Striggiov glasbeni jezik
precej drugacen od njunih. Skladatelja sta se ob tem izkazala kot ves¢a umetnika, ki sta se
iz madrigala napajala in hkrati ob njem nemoteno razvijala svojo lastno ustvarjalnost. Pri
tem pa se kaze njuna generacijska razlika, saj je Spontonov glasbeni jezik konzervativen,
Antegnatijev pa kaze obc¢utno sodobnejse principe oblikovanja.

Kljub temu, da se zdijo glasbene kvalitete poglaviten dejavnik pri izboru modela, se
zastavlja vprasanje, na kaksen nacin sta Spontone in Antegnati prenesla besedilno-glas-
bene povezave predloge v maso. Ob podrobni analizi obeh mas se kaze, da nekatere
pomenske vzporednice med madrigalom in masama obstajajo, npr. Spontone je pri
uglasbitvi besed »et vivificantem« uporabil Striggiovo gradivo uglasbitve besed »mio vivo
sole« (gl. Primer 13), vendar pa taki in podobni primeri niso pravilo. Spontone in Anteg-
nati sta za uglasbitev istega besedila izbirala razlicno gradivo predloge, in sicer tisto, ki
je pac¢ najbolj sluzilo njunim trenutnim umetniskim namenom, in v vedji ali manjsi meri
ustvarjala drobne vsebinske povezave med besediloma.

8
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25 Prim. J. Peter Burkholder, »Borrowing«, v Grove Music online, dostopno na spletu.
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Primer 13: A. Striggio, Nasce la pena mia, t. 8 (levo) in
B. Spontone, Missa Nasce la pena mia, Credo, t. 115-117 (desno).

Ali nista Spontone in Antegnati s prevzetjem Striggiovega madrigala Nasce la pena
mia - in podobno tudi drugi skladatelji s prevzetjem posvetnih kompozicij - maso, to
Castitljivo liturgi¢no obliko, profanirala?

Del takratnih poslusalcev bi zagotovo odgovoril pritrdilno. Znano je denimo, kako
so nekateri cerkveni dostojanstveniki pred zasedanjem tridentinskega koncila nastopili
ostro proti mesanju ¢esarkoli posvetnega v liturgi¢no.?® Zdi pa se, da je bilo vendarle spri-
¢o razsirjenosti parodi¢ne tehnike v masni ustvarjalnosti takratnega ¢asa prevladujoce
mnenje drugacno. Tako si lahko zamislimo, da sta Spontone in Antegnati s preobrazbo
modela dosegla obogatitev liturgi¢nega glasbenega vokabularja ter oplemenitenje izvor-
nega glasbenega gradiva. Glasba je po besedah Davida Crooka namre¢ bozji dar (donum
Dei), ki je lahko v povezavi z dolocenim besedilom bodisi razvrednoten bodisi posvecen
vedji bozji slavi.?” Skladanje parodi¢nih mas na osnovi posvetnih modelov je potemta-
kem zlasti moglo pomeniti spremeniti vse ¢lovesko v umetnost, ki ¢asti Boga.

26 Vec o tem gl. Craig A. Monson, »The Council of Trent Revisiteds, Journal of the American Musicological Society 55, 5t. 1 (2002):
1-37; idem, »Renewal, Reform, and Reaction in Catholic Music«, v European Music, 1520-1640, ur. James Haar (Woodbridge:
Boydell, 2000), 401-421.

27 David Crook, Orlando di Lasso’s Imitation Magnificats for Counter-Reformation Munich (Princeton: Princeton University Press,
1994), 82.
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SUMMARY

The Manuscript Collection of the National and
University Library in Ljubljana (SI-Lnr) houses two
manuscripts from the early 17th century (Ms 339 and
Ms 341) that contain two parody masses bearing the
same title, namely Missa super Nasce la pena mia.
They are both parodies of Alessandro Striggio’s (ca.
1536/37-1592) famous madrigal Nasce la pena mia
for six voices. Ms 339 contains Costanzo Antegnati’s
(1549-1624) Mass for eight voices, first published in
1578 by Antonio Gardano in Venice (Liber primus
missarum 6 et 8 vocum), and Ms 341 contains Bar-
tolomeo Spontone’s (15307-15927) Mass for 6 voices,
preserved only in this source. Sixteenth-century
composers often based their settings of the Mass
Ordinary on polyphonic compositions. One of the

most intriguing aspects of this parody technique is
employment of a secular piece in a strictly liturgical
music. Although the manner of employment and
distribution of musical material from the madrigal
Nasce la pena mia is different in the two masses, ge-
neral principles of composing parody mass can be
observed in both. There is also a certain skilfulness
demonstrated in using borrowed material, which
implies a musical ground for the choice of model in
both cases. The audience was partly able to recogni-
ze the model of such masses, raising the question
whether sacred music was thus being profanized.
Yet composing parody masses based on a pre-exi-
sting secular compositions should not be seen as
a profanation of the sacred; rather it was a part of
process of altering and redirecting common human
experience into an art, ad maiorem Dei gloriam.
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II. evharisticni kongres za Jugoslavijo (Ljubljana,
1935) lahko opazujemo kot vrhunec prizadevanj
za pozivitev evharisticnega zivljenja, pa tudi kot
(samo)promocijo organizatorjev. Oblikovalci glas-
benega programa so prireditev izrabili kot priloz-
nost za uveljavitev reformnih cerkvenoglasbenih
praks. Kljub njihovi odlo¢nosti pri odstranjevanju
posvetnih nagibov in izrazov iz glasbe znotraj okvi-
ra religioznih kongresnih prireditev, se vplivom
profane glasbene govorice kongresni program ni
mogel povsem ogniti.
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ABSTRACT

The IInd Eucharistic Congress in Yugoslavia (Ljublja-
na 1935) can be observed as the culmination of ende-
avours to revive Eucharistic life as well as to promote
the organizers (themselves). Those in charge of the
musical programme availed themselves of the event
with the aim of carrying into effect practical reforms
in church music. In spite of their determination to
eliminate secular tendencies from the music perfor-
med within and during the religious congressional
festivities, the congress programme could not evade
the influences of the profane music idiom to the full.
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Uvod

»Tako je nasa pesem, ki smo z njo slavili Jezusa v Sv. Resnjem telesu, proslavila nas,
da so nas mali narod veliki narodi s spostovanjem obc¢udovali.<! S temi besedami se
v Cerkvenem glasbeniku leto po velikem dogodku zakljucuje sestavek o porocanju
tujega tiska o glasbi, predvsem petju, v ¢asu Evharisticnega kongresa v Ljubljani leta
1935. Besedilo prinasa prevode porocil ¢asnikov L'Osservatore Romano? in La Cro-
ix? ter nekaj pricevanj tujih gostov. O »kongresnemc« petju so pisali v Revue du Chant
Grégorien, belgijski Revue liturgique & monastique (izdajatelj opatija Maredsous) in v
reviji L'Eucharistie®. Porocila o kongresu so po navedbah v kongresnem porocilu izsla v
naboznih ¢asopisih in ¢asnikih vecine evropskih dezel.> Nekateri so sicer pretiravali pri
ocenah Stevila udelezencev (do skoraj pol milijona pri zaklju¢ni slovesnosti®), a gotovo
je imel dogodek pomen mednarodnih razseznosti.

Kaj je v domacih in tujih gostih kongresa ob poslusanju glasbenega programa pri-
reditve lahko budilo spostovanje in ob¢udovanje? Dozivetja so bila po pri¢evanjih ude-
lezencev gotovo veli¢astna. Uc¢inek pa ni bil nakljuc¢en, temve¢ sad nacrtne in temeljite
priprave glasbenega sporeda kongresnih prireditev.

II. evharisti¢ni kongres za Jugoslavijo, potekal je v dneh med 28. in 30. junijem 1935
v Ljubljani, je eden najbolj markantnih dogodkov obdobja med obema vojnama na Slo-
venskem, ki se je moc¢no vtisnil v spomin naroda. Treh dni kongresnega dogajanja se je
glede na porocila aktivno udelezilo do 200.000 ljudi.” Kongres lahko umestimo v okvir
evharisti¢nega gibanja v Cerkvi in podobnih srecanj v tujini. Vsekakor pa se moc¢no
navezuje tudi na tradicijo slovenskih katoliskih shodov, ki so imeli poleg verskega tudi
bolj ali manj poudarjen politicni pomen.® Tudi evharisti¢ni kongres so v katoliskem
taboru interpretirali kot izrazito versko, njihovi nasprotniki pa predvsem kot politi¢no
manifestacijo. Opazujemo ga lahko kot vrhunec prizadevanj za pozivitev evharisti¢ne-
ga zivljenja ali kot (samo)promocijo organizatorjev.

Znotraj kongresnega programa je imela glasba pomembno vlogo. Pripravljalni od-
bor, ki je vkljuceval tudi poseben odsek za pevske prireditve, jo je prepoznal kot grad-
nik, ki bilahko pomembno pripomogel k uspehu kongresa. Pricujoc¢a razprava predsta-
vi glasbeni program kongresa, delo pripravljalnega odbora in vlogo dejavnikov, ki so
vplivali na odlo¢itve pri zasnovi programa. Skusa ga premotriti z vidika morebitne Zelje
po zunanjem ucinku - ali so se te tendence odrazale v glasbi oz. kako je morda glasbe-

»Nase kongresno petje v uesih in srcih velikih narodove, Cerkveni glasbenik 59 (19306): 69.
Vatikanski dnevnik je o dogodku redno in obsirno porocal med 29. junijem in 5. julijem 1935.
Francoski katoliski dnevnik.

[SURN RN

4 Izdajatelj glavni odbor za mednarodne evharisticne kongrese.

Ivan Martelanc, ur, II. evharisticni kongres za Jugoslavijo v Ljubljani 1935 (Ljubljana: Kongresni odbor, 1936), 652.

V L'lllustrazione Vaticana 1935, 348. Povzeto po Martelanc, 1. evharisticni kongres, 653.

V kongresnem porocilu najdemo navedbe, da je bilo na sobotni mladinski prireditvi 30.000 otrok in mladine s 15.000

spremljevalci, prinedeljski kardinalovi masi na Stadionu nad 100.000 vernikov, v organiziranem slavnostnem sprevodu 30.000

udelezencev in 100.000 sodelujocih v $palirju, ob sklepu kongresa 120.000 prisotnih na Stadionu. Martelanc, 71 evharisticni

kongres, 535-557. Glej tudi Slovenec, 30. 6. 1935-4. 7. 1935.

8  France M. Dolinar, »Katoliska Cerkev na Slovenskem med politiko in versko prakso«, v Slovenci v XX. stoletju, ur. Drago Jancar in
Peter Vodopivec (Ljubljana: Slovenska matica, 2001), 103. Stane Granda, »1. in IL. slovenski katoliski shod«, v Missiev simpozij v
Rimu, ur. Edo Skulj (Celje: Mohorjeva druzba, 1988), 95-109. Janez Cvirn, »Tretji katoliski shod v Ljubljani«, v Slovenska kronika
XX. stoletja, Knj. 1: 1900-1941, ur. Marjan Drnovsek in Drago Bajt (Ljubljana: Nova revija, 1995), 63. Jurij Perovsek, »Peti katoliski
shods, v Slovenska kronika XX. stoletja, Knj. 1: 1900-1941, ur. Marjan Drnovsek in Drago Bajt (Ljubljana: Nova revija, 1995),
290-291. Vinko Skafar, »Mnozi¢ne oblike vernosti in poboznostic, v Cerkev na Slovenskem v 20. stoletju, ur. Metod Benedik,
Janez Juhant in Bogdan Kolar (Ljubljana: Druzina, 2002), 211-228.
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ni del dogodka doprinesel k tak§nemu ucinku. Zasnova glasbene podobe kongresa je
v prispevku osvetljena tudi v luci tedanje liturgi¢ne prenove v ljubljanski skofiji.

Potek priprav in kongresnega dogajanja je razmeroma bogato dokumentiran v ta-
kratnih katolisko usmerjenih ¢asnikih (predvsem dnevnik Slovenec ter tednika Domo-
ljub in Slovenski gospodar) in glasbenih Casopisih (Cerkveni glasbenik, Pevec). Enega
klju¢nih virov predstavlja obsezno kongresno porocilo,” dragoceno arhivsko gradivo je
dostopno v Nadskofijskem arhivu Ljubljana.’’

Evharisti¢no gibanje, evharisti¢ni kongresi

V rimskokatoliski Cerkvi je evharisti¢no slavje »vir in vrhunec celotnega krsc¢an-
skega zivljenja«!! Z namenom, da bi spodbudili ¢escenje sv. Resnjega telesa, so zacele
katoliske organizacije ob koncu 19. stoletja organizirati t.i. evharisti¢ne kongrese. To
so srecanja laikov in klerikov, vsebinsko vezana na slavljenje zakramenta evharistije.
Nekajdnevne prireditve, ki so privabljale vedno ve¢ vernikov, so vkljucevale mase na
prostem (trgi, stadioni), ¢es¢enje sv. Resnjega telesa, procesije in druge poboznosti.
S¢asoma se je vsebina kongresnega dogajanja moc¢no prepletla s ¢esc¢enjem Kristusa
kot kralja sveta in javnim izrazanjem vere vanj. Slovenci so se mednarodnega kongresa
prvi¢ mnozi¢no udelezili leta 1912, ko je potekal na Dunaju.!? Po vojni je evharisti¢cno
gibanje zazivelo tudi med Slovenci in Hrvati v novi drzavi juznih Slovanov. Leta 1930
se je na prvem nacionalnem kongresu v Zagrebu zbralo okoli 100.000 udelezencev.’?

V casu kongresa so potekale razne spremljevalne prireditve, udelezenci so moc¢no
pogresali le na¢rtovan telovadni nastop hrvaske Orlovske zveze (Hrvatski orlovski sa-
vez), ki jo je diktatura kralja Aleksandra decembra 1929 razpustila.'* Se v ¢asu zagreb-
skega kongresa, ki je moc¢no spodbudil nadaljnje evharisticno gibanje po vseh skofijah,
je novi ljubljanski skof dr. Gregorij Rozman® oznanil, da bo naslednji nacionalni kon-
gres potekal leta 1935 v Ljubljani.

Slovenski katoliski shodi

Katoliski shodi so bili verske in politicne manifestacije v organizaciji idejnega kro-
ga privrzencev Slovenske ljudske stranke, osrednjega gibala slovenskega politi¢cnega

9 Gre za navedeno publikacijo, ki jo je uredil Ivan Martelanc. Obsega ¢ez 700 strani.

10 NSAL 332, Zapuicine skofov, Gregorij Rozman, mapa 11, Evharisti¢ni kongres v Ljubljani 1935.

11 Konstitucija Drugega vatikanskega koncila z naslovom Lumen Gentium, LG 11. Podobno zZe prej tudi papez Pij XIL leta 1947 v
okroznici Mediator Dei (MD 7) in Drugi vatikanski vesoljni cerkveni zbor leta 1963 v Konstituciji o svetem bogoshuzju (B 10).

12 »Slovenska sekcija evharisticnega kongresa,« v Slovenec, 17.9. 1912, 1-2.»Evharisti¢ni kongres na Dunaju«, v Domoljub 25 (1912),
625-628.

13 »Evharisti¢ni kongresi v Jugoslaviji«, v II. evharisticni kongres za Jugoslavijo v Ljubljani 1935, ur. Ivan Martelanc (Ljubljana:
Kongresni odbor, 19306), 28.

14 Naslovenskih katoliskih shodih v Ljubljani 1913 in 1923 so prav nastopi Orlov predstavljali eno izmed glavnih atrakcij. Gotovo
bi bili vkljuceni tudi v program ljubljanskega evharisticnega kongresa leta 1935, ¢e ne bi bili razpusceni s strani centralisticne
oblasti v Beogradu. Katoliski tabor je to vrzel skusal zapolniti z ustanovitvijo fantovskih odsekov.

15 Dr. Gregorij Rozman (1883-1959) je bil imenovan za koadjutorja ljubljanskega Skofa leta 1929, kot ljubljanski skof pa je Antona
B. Jeglica nasledil prav v letu zagrebskega evharisti¢cnega kongresa.
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katolicizma, in njenih predhodnic.! Sestavljeni so bili iz posvetovanj po odsekih, znot-
raj katerih so strokovnjaki obravnavali aktualna verska, politi¢cna, gospodarska, socialna
in kulturna vprasanja, skupnih slavnostnih zborovanj ter liturgi¢nih obredov. Prvi shod
leta 1892, nastal po zgledu avstrijskega, in drugi leta 1900 v Ljubljani, sta bila pomemb-
na za oblikovanje programa klerikalne stranke,” naslednje (1906, 1913) pa so nekateri
strankini voditelji (Ivan Sustersic) Ze izrabili za oster obracun s politicnimi in idejnimi
nasprotniki. Z desetletji je narasc¢al pomen manifestativnih prireditev in zunanjega blisca,
izrazenega skozi mnozic¢ne sprevode po ljubljanskih ulicah, kar je sredi liberalne Ljublja-
ne'® prikazovalo moc¢ katoliskega tabora. Za potrebe 5. katoliskega shoda leta 1923 so
uredili prve obrise bodocega ljubljanskega stadiona za Bezigradom, na katerem so ¢lani
katoliskih telovadnih drustev (Orli, Orlice) izvedli skupinske vaje.”” Ta Stiridnevni shod
je potrdil pozicijo SLS, ki je ve¢ino medvojnega obdobja bolj ali manj spretno obvlado-
vala razmerja moci v slovenskem politicnem prostoru. Uradno prijavljenih udelezencev
z izkaznicami je bilo okoli 38.000, obiskal ga je tudi kralj Aleksander. Sprejete resolucije
so poudarjale pomen uveljavljanja katoliskih nacel na vseh podro¢jih javnega zivljenja.
Postavljena je bila osnova za poznejse oblikovanje slovenske Katoliske akcije.?’

Evharisti¢ni kongres 1935

Katoliska cerkev na Slovenskem je bila v 30. letih prejsnjega stoletja ob podpori
politicnega katolicizma sposobna mobilizirati velike mnozice. Tako so bila mnozi¢na
verska srecanja hkrati tudi svojevrstne manifestacije moci. Leta 1933 so prireditve ob
1900-letnici odreSenja po Kristusovi smrti na krizu, zdruzene s praznovanjem biserne
mase upokojenega ljubljanskega knezoskofa Jeglica, na ljubljanskem Stadionu zbrale
60.000 ljudi.** Kongres leta 1935, kot je bilo Ze povedano, je spremljalo 150.000-200.000,
mednarodni kongres Kristusa Kralja leta 1939 pa tudi do 80.000 udelezencev vsaj dela
programa.*

16 Prim. Stane Granda, »Katoliski shodic, v Enciklopedija Slovenije (Ljubljana: Mladinska knjiga, 1991), 27.

17 Stane Granda, »Jegli¢ in slovenski katoliski shodi, v Jeglicev simpozij v Rimu, ur. Edo Skulj (Celje: Mohorjeva druzba, 1991),
333-347.

18 Sele na ob¢inskih volitvah 1921 je katoliskemu taboru ob veliki pomo¢i pisane koalicije (z NSS, JSDS in KPJ) prvi¢ uspelo
izriniti liberalce z vrha ljubljanske mestne oblasti. Naslednje leto bi liberalni tabor glede na stevilo prejetih glasov lahko imel
v mestnem svetu absolutno vecino, a so zaradi notranje razcepljenosti ostali praznih rok. Prim. Vasilij Melik, »Politicna slika
Ravniharjevega Casac«, v Mojega Zivljenja pot: Spomini dr. Viadimirja Ravniharja, ur. Janez Cvirn, Vasilij Melik in Dusan Necak
(Ljubljana: Oddelek za zgodovino Filozofske fakultete, 1997), 14-15.

19 Zaureditev odprtega telovadisca je bila ustanovljena Zadruga Stadion. Do 5. katoliskega shoda je bila zravnana in delno utrjena
prireditvena arena in urejena brezine za gledalce. Zaradi moc¢nega dezevja ob zacetku shoda je postal prostor neprimeren za
orlovski nastop, a so ga zaradi velikih pricakovanj organizatorjev in obiskovalcev vseeno izvedli. Prim. »Nastop orlovstva na V.
katoliskem shodus, v 5. katoliski shod v Ljubljani 1923, (V Ljubljani: Glavni pripravljalni odbor, 1924), 62-65. »Katoliski shod v
Ljubljanic, v Orlic 3 (1923), 97-98.

20 Perovsek,»Peti katoliski shod, 290-291. Katoliska akcija je bila krovna organizacija katoliskih stanovskih zvez, ki si je prizadevala
za sodelovanje laikov pri apostolatu Cerkve. Po letu 1931 in papeski socialni okroznici Quadragesimo anno je KA precej ofenzivno
politicno nastopala za kricansko prenovo celotnega Zivljenja ter proti liberalnemu kapitalizmu, socializmu in komunizmu (tudi
znotraj cerkvenih vrst).

21 Prim.»60.000 katoliskih Slovencev manifestirac, v Slovenec, 30. 7. 1933, 6. Pri ¢asniku Jutro so nasteli pol manj obiskovalcev in
pristavili naslednje: »Verske svecanosti s Stadiona je, kakor smo ze omenili, prenasal ljubljanski radio, ki pa je podajal o njih
zelo netoc¢no, deloma mocno pretirano sliko. S tem pac ni storil usluge niti svojim poslusalcem, se manj pa stvari sami.« Prim.
»werska svecanost v Ljubljanic, v Jutro, 31. 7. 1933, 3.

22 Ivan Martelanc in Josip Premrov, ut., VI. mednarodni kongres Kristusa Kralja, Liubljana, 25.-30. VI. 1939 (Ljubljana: Odbor za
VL mednarodni kongres Kristusa Kralja, 1940), 77.

202



P. GRUM + GLASBENA PODOBA EVHARISTICNEGA

Glavni pripravljalni odbor za evharisticni kongres je z delom pricel jeseni 1934.%
Zacrtali so glavne poudarke trodnevnega dogajanja:

-V petek 28. junija najprej slovesen prevoz podobe Marije Pomagaj z osrednjega

slovenskega romarskega sredisc¢a Brezje na Gorenjskem v Ljubljano, z vimesni-
mi sprejemi v vecjih naseljih ob poti. Nato slovesnosti ob prihodu papezevega
legata, poljskega primasa kardinala Hlonda?, in slovesni sprevod od zelezniske
postaje do stolnice, tam otvoritvena slovesnost. Noc¢na osvetlitev Ljubljane.

- Vsoboto 29. junija zjutraj sprevod otrok in mladine (cvetnica) za podobo Marije Po-
magaj iz stolnice na Stadion, tam mladinska prireditev, po vseh cerkvah pa pontifikal-
ne mase. Dopoldne stanovska zborovanja po raznih lokacijah, popoldne prvo slav-
nostno zborovanje in slovesne pete litanije ter blagoslov na Stadionu. Zvecer no¢na
procesija moz in fantov z Najsvetejsim iz centra Ljubljane na Stadion, v soju bakel.
Opolnoci polnoc¢nice: za moske na Stadionu, za zZenske po ljubljanskih cerkvah.

- Vnedeljo 30. junija zjutraj na Stadionu slovesna pontifikalna masa papezevega
odposlanca kardinala Hlonda, po njej drugo slavnostno zborovanje. Popoldne
slovesna procesija z Najsvetejsim po ljubljanskih ulicah, nato na Stadionu za-
kljucek kongresa, slovesne pete litanije, pridiga, posvetitev Srcu Jezusovemu,
blagoslov z Najsvetejsim in zahvalna pesem.

Iz sporeda je razvidno, da je bil velik poudarek namenjen sprevodom in procesijam
skozi mestno sredisce, v treh dneh so se zvrstili stirje, za katere je bil zadolzen poseben
pripravljalni odbor. Kongresno porocilo jih tako utemeljuje: »Vsakemu evharisticnemu
kongresu dajejo poseben vnanji sijaj mnogovrstni sprevodi z Najsvetejsim [...] Tudi se
pri sprevodih mnogo moli, prepevajo se svete pesmi: tako so poleg vnanjega sijaja
sprevodi tudi velikega notranjega, duhovnega pomena za uspeh kongresa.«®> Zunanji
efekt je bil zazelen, Ceprav je glavni odbor vseskozi stal za stalis¢em, da je kongres
samo verska prireditev. Skofijski razglas s povabilom na kongres so po cerkvah ozna-
nili na praznik Kristusa Kralja konec novembra 1934, kar spet kaze, da je bilo takratno
dojemanje evharistije mo¢no povezano z idejo o Kristusu, vladarju celotne druzbe.

Ze vec kot pol leta pred kongresom se je pricela duhovna in organizacijska pripra-
va na terenu, ki so ji koordinirali dekanijski in Zupnijski odbori. Pripravljalni odbor je
glasbo prepoznal kot element, ki bi lahko pomembno pripomogel k uspehu kongresa.
Vodenje odbora za umetnostne prireditve so zaupali dr. Francu Kimovcu, na Dunaju
izobrazenemu cerkvenemu glasbeniku, skladatelju in dirigentu. Predsednik glavnega
odbora dr. Zitko je Kimovca s tem seznanil v dopisu z dne 31. oktobra 1934.26

23 Prva seja je potekala 9. oktobra 1934. Pripravljalni odbor je poleg predsednika in podpredsednika vkljuceval referente za
versko pripravo na kongres, organizacijo cerkvenih prireditev , zborovanja, umetnostne prireditve (Franc Kimovec), finance,
zunanje priprave, propagando in tajnistvo. V okoli 20 pododborih je delalo do 200 ¢lanov. Prim. »Sestava in delo glavnega
pripravljalnega odborac, v IL. evharisticni kongres za Jugoslavijo v Ljubljani 1935, ur. Ivan Martelanc (Ljubljana: Kongresni
odbor, 1936), 38. Arhivsko gradivo Nadskofijski arhiv Ljubljana, NSAL 332.

24 August kardinal Hlond (1881-1948).

25 »Zunanje priprave na kongres«, v /1. evharisticni kongres za Jugoslavijo v Ljubljani 1935, ur. Ivan Martelanc (Ljubljana: Kongresni
odbor, 1936), 121. V istem poglavju beremo: »Vsi evharisti¢ni kongresi se obhajajo v velikem zunanjem sijaju. Zlasti na kongresih
v zadnjem ¢asu so svecane vnanje proslave evharisti¢nega Kralja tako velicastne, da se ne dajo primerjati prav nobeni drugi
vrsti prireditev.« Prav tam, 89.

26 Predsednik glavnega odbora dr. Zitko je Kimovca s tem seznanil v dopisu z dne 31. oktobra 1934. V njem mu naroca, naj sam zbere
sodelavce, s katerimi bo poleg glasbene podobe prireditve poskrbel tudi za postavitev cerkvene razstave ter za organizacijo primernega
dramskega programa v ¢asu kongresa. Stanislav Zitko, pismo Francu Kimoveu, 31. 10. 1934, Nadskofijski arhiv Ljubljana, NSAL 332.
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Delo pevskega odseka in liturgi¢no gibanje

Okvir za pripravo glasbenega programa je bil naslednji: velik del dogajanja je bil
predviden na prostem, velika mnozica udelezenceyv, zelo raztegnjeni sprevodi, mogoc¢-
na glasba naj bi pripomogla k veli¢astju dogodka, po drugi strani nagovorila ¢ustva
udelezencey, a kljub temu upostevala aktualna cerkvenoglasbena doloc¢ila. Iz sporeda
je razvidno, da je bil velik poudarek namenjen sprevodom in procesijam skozi mestno
sredisce.

Nacrtovalci kongresne glasbe so se morali odlo¢iti, kam na os med ponotranjenim
dozivljanjem evharisti¢ne skrivnosti in zahtevo po prezetosti celotne druzbe z vladavi-
no Kristusa Kralja jo bodo umestili. To velja tako za glasbo znotraj kongresnih liturgic¢-
nih slavij in poboznosti, kot tudi v okviru kasneje vklju¢enih spremljevalnih koncertov
religiozne glasbe. Z ve¢ strani so prihajale tudi pobude, da bi se v uradni program vklju-
¢ilo nastope glasbenih zasedb, katerih vodje so bili prepricani, da si to pozornost zara-
di svojega dotedanjega dela upraviceno zasluzijo. Kot bomo videli kasneje, se je odbor
na te zelje, ki so vsebovale doloc¢eno mero tezenj po samopromociji, odzval razli¢no.

Kimovec je v pevski odsek povabil ljubljanske cerkvene glasbenike,”® ve¢inoma clane
odbora Cecilijinega drustva, s katerimi si je ze dolga leta delil prizadevanja za razvoj dostoj-
ne cerkvene glasbe na Slovenskem. Predvsem v zadnjih letih pred kongresom se je tudi pri
nas zelo razmahnilo liturgi¢no gibanje, v katerega sta se tudi Cecilijino drustvo in njegovo
glasilo Cerkveni glasbenik zelo dejavno vkljucila. Temeljna ideja tega gibanja je bila tesnej-
$ain dejavnejsa udelezba vernikov pri liturgiji, doseglo naj bi se jo z boljsim razumevanjem
obredov in spodbujenim sodelovanjem. V letih 1931-1934 je prislo v ljubljanski skofiji do
udejanjenja nekaterih starejsih in novejsih pobud v povezavi z liturgi¢no prenovo.

Med novostmi liturgi¢nih reform so bile naslednje:

e spodbujanje obc¢estvenega petja pri tihih masah, poboznostih in shodih,*
¢ slovenski prevod rimskega obrednika ter berilo in evangelij v slovenscini,*
e prizadevanja po obnovi pomena gregorijanskega korala.

Cecilijino drustvo je imelo v zacetku 30. let veliko dela s skrbjo za spostovanje cerkve-
noglasbenih dolo¢il. Po Zupnijah so jih mnogi interpretirali po svoje, aktualni vprasanji

28 Kimovec je prvi sestanek ¢lanov odbora za umetnostne prireditve sklical 12. novembra. V pevski odsek so bili povabljeni p.
France Acko, organist pri sv. Jakobu Stanko Grabnar, Anton Lavri¢, Franjo Marolt, stolni regens chori Stanko Premrl, Ludovik
Pus, prof. glasbe na skofijski klasi¢ni gimnaziji Matija Tomc ter Sempetrski organist Ivan Zdesar (obcasno se omenja tudi Jerko
Grzincic). Franc Kimovec, Dopis ¢lanom odbora za umetnostne prireditve, Nadskofijski arhiv Ljubljana, NSAL 332.

29 Jeseni 1931 je bil na Kimovéevo pobudo znotraj Cecilijinega drustva ustanovljen Odsek za uvedbo cerkvenega ljudskega petja,
ki je spomladi 1932 poslal skofu osnutek odloka, s katerim naj bi postalo ljudsko petje za dolocene cerkvene poboznosti in
priloznosti obvezno. Skofova Naredba o cerkvenem ljudskem petju je v veljavo stopila 1. februarja 1933. Prim. »Iz odbora
Cecilijinega drustva v Ljubljanic, v Cerkveni glasbenik 55 (1932): 89.»Naredba o cerkvenem ljudskem petju«, v Cerkveni glasbenik
56 (1933): 1-2.

30 Papezije sicer Ze leta 1921 dovolil v Kraljevini Jugoslaviji uporabo obrednika v domacem jeziku, a priprava prevoda se je zavlekla.
Od Svetega sedeza je bil potrjen jeseni 1932. Obred masne daritve je ostal v latins¢ini do Drugega vatikanskega koncila, ceprav
je bil leta 1940 pripravljen prevod rimskega misala (natisnjen 1944). Od Velike no¢i 1934 dalje je bilo dovoljeno pri masah berilo
in evangelij brati in péti slovensko. Prim. »Uvedba obrednika v slovenskem jeziku¢, v Cerkveni glasbenik 56 (1933): 65-67.
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sta bili uporaba domacega jezika pri slovesnih in pétih masah ter vdiranje posvetnih
elementov v okolje cerkvene glasbe. V povezavi s tem je odbor Cecilijinega drustva v
tem Casu pripravil osnutek dveh odlokov, ki jih je nato podpisal ljubljanski skof:

e spevivdomacem jeziku so pri slovesnih (missa solemnis) in pétih (missa canta-

ta) masah prepovedani,”

e pihalne godbe smejo pri procesijah igrati samo cerkvene skladbe.?

Kongres se je pokazal kot priloznost, da v praksi zazivijo ideje in dolo¢ila liturgi¢ne
prenove - ljudsko petje, uporaba slovenskega prevoda obrednika, petje v.domacem
jeziku v okviru dolo¢il, aktivnejsa udelezba vernikov, primerno sodelovanje godb, ne-
govanje korala. V pevskem pripravljalnem odseku so spoznali, da bi morebitni navdu-
Sujoci vtisi s kongresa lahko dali prisotnemu ljudstvu, pevcem in glasbenim vodjem
zagon za izvedbo prenove na terenu, ki je do tedaj Se manjkal. Zato so pri snovanju
programa za glavne kongresne prireditve sledili tudi temu cilju. Skupaj z glavnim od-
borom so poskrbeli za temeljito pripravo in kon¢nega uspeha niso prepustili nakljucju.

Glasbeni program evharisticnega kongresa

Organizatorji so dejavnosti zasnovali na predpostavki, da bodo mnozice uspeli po-
vezati v »eno Kristusovo telo« prav s skupnim petjem. V Domoljubu so napovedali: »Da
bo velicastnost evharisticnega kongresa ¢im vecja, bo v veliki meri pripomoglo petje.«*?
Skupno petje kongresnih himen in izbranih cerkvenih ljudskih pesmi so vkljucili v
prakti¢no vsak del¢ek uradnega programa. Pevska zveza je svoje pevce motivirala z
naslednjo mislijo: »Petje je oni element, ona sila, ki seze v ono globino srca, kamor ne
more nobena ziva beseda. Nam je odmerjena najvaznejsa in najhvaleznejsa naloga.<

Glede na znacaj posameznih kongresnih prireditev je bila njihova glasbena podoba
razli¢no zasnovana in lahko jo razdelimo na nekaj sklopov:

a) kongresni himni,

b) glasba pri kardinalovi pontifikalni masi,

¢) glasba pri drugih obredih in zborovanjih na Stadionu ter po mestnih cerkvah

in dvoranah,

d) glasba pri sprevodih in procesijah po mestnih ulicah,

e) program spremljevalnih koncertnih dogodkov.

31 Se vedno se je bilo potrebno drzati dolocil motu proprija Pija X. (1903) in okroznice gkofa Jegli¢a o cerkveni glasbi (1914), o
tem pa govori tudi okroZnica $kofa Rozmana iz leta 1933. Petje v domacem jeziku se je lahko izvajalo pred ali po slovesni masi,
pri tihih masah, litanijah, Smarnicah in drugih poboznostih. Dosledno izpolnjevanje taksnih predpisov pa niti med organisti,
e posebej na Stajerskem, ni bilo preve¢ priljubljeno. Prim. L. Pe¢nik, »Slovenske pete mase«, v Cerkveni glasbenik 56 (1933),
129-131. L. Pe¢nik, »Se enkrat: Slovenske pete mase«, v Cerkveni glasbenik 56 (1933): 166-169.

32 Prim. »Nove doloc¢be skofijskega ordinariata v Ljubljani«, v Cerkveni glasbenik 58 (1935): 103.

33 HIL Evharisticni kongres v Ljubljani. Petje na evharisticnem kongresuc, v Domoljub, 13. 2. 1935, 98.

34 »Evharisti¢ni kongres in Pevska Zveza«, v Pevec 14, §t. 3-6 (1935), 10.
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Kongresni himni

Za dosego ustreznega ucinka je bilo potrebno izbrati primerno nosilno pesem do-
godka, katere napev in sporocilo bi zaradi svoje neposrednosti, u¢inkovitosti in po-
goste izvedbe »vzgala srca« udelezencev in nato $e dolgo odzvanjala v njih. Oblikovalci
programa so se odlocili za kombinacijo ze preizkusenega in novega ter v ta namen
pripravili dve skladbi:

1. Povsod Boga (Frangois-Xavier Moreau / Franc Kimovec)

Med pripravami na 5. katoliski shod leta 1923 je Stanko Premrl po prevodu Silvi-
na Sardenka priredil »katolisko himno« Povsod Boga® in svojo priredbo objavil v Cer-
kvenem glasbeniku.*® Zaradi prevoda, ki ni popolnoma sledil verzu izvirnika, se tudi
glasbeni ritem te verzije pomembno odmika od originala, posebno v refrenu. Kmalu
je postalo jasno, da je zaradi tega Slovencem onemogoceno prepevanje pesmi skup-
no z drugimi narodi (npr. na skupnih shodih s Hrvati), ker je prihajalo do prevelikih
razhajanj. Skladba se je sicer ustalila na repertoarju slovenskih cerkvenih pevcev, po
vsebini in izrazu je bila idealna za srecanja, povezana z idejami Katoliske akcije. Zato
je Kimovec prevzel odgovornost za pripravo novega prevoda, ki bi lahko ustrezal izvir-
nemu napevu.’”” Novi prevod namesto izvirnih 11 obsega 5 kitic. Spomladi 1935 je izsel
natis nove verzije, ki je bil razposlan vsem lokalnim pripravljalnim odborom, z notami
jo je objavil tudi tednik Domoljub.*® Skladba, katero oznacuje uporaba punktiranih rit-
mic¢nih motivov, je po znacaju koracnica, odpev omogoca ljudsko petje v tercah. Pre-
novljeno besedilo, ki neposredno ni povezano z evharistijo,” je med ciljno populacijo
vzbujalo navdusenje.® Pesem je bila verjetno najveckrat izvajana skladba v pripravah
na kongres in na samih kongresnih prireditvah. Z njo so se, glede na kongresno poro-
¢ilo, koncale tudi vse jutranje in polno¢ne mase ter stanovska zborovanja.

2. Himna sv. ReSnjemu Telesu oz. Mogocno se dvigni (Josip Cerin)

Na zeljo glavnega pripravljalnega odbora, da naj bi se izdala ob tej priliki kratka
»evharisticna himna« za ljudsko petje, je pevski odsek razpisal skladateljski natecaj, k
sodelovanju pa povabil nekatere znane skladatelje.”" Prispele skladbe so konec marca

35V izvirniku je to pesem Nous voulons Dieu, njen avtor je francoski duhovnik Francois-Xavier Moreau, zupnik iz Sorigny-ja v
blizini Toursa, ki je v 70. in 80. letih 19. stoletja izdal nekaj zbirk svoje duhovne poezije, nekaj himen in motetov je tudi sam
uglasbil. Pesem se je v zacetku 20. stoletja razsirila po vsem katoliskem svetu, prevedena v mnoge jezike. Slovenci so ob romanjih
v Lurd in Rim ter na mednarodnih evharisti¢nih kongresih ob¢udovali zanosno petje ljudstva, ki je himno prepevalo v raznih
jezikih. Prim. »Pevci, pripravljamo se vsi za katoliski shod!¢, v Pevec 3 (1923): 17. »Razne vesti¢, v Pevec 3 (1923): 31. Glej tudi
zadetke za »Francois-Xavier Moreau« na digitalni knjiznici Gallica, http://gallica.bnf.fr. Obiskano 15. 9. 2014.

36 Prim. St[anko] Premrl, prir.,, »Povsod Boga,« v Cerkveni glasbenik 46 (1923): glasbena priloga 5-6.

37 Med arhivskim gradivom pevskega odseka so tipkopisni in rokopisni osnutki novega prevoda z analizo verza francoskega
originala. Nadskofijski arhiv Ljubljana, NSAL 332.

38 Prim.»IL Evharisticni kongres«, v Domoljub, 2. 5. 1935, 237.

39 To lahko prikaze besedilo prve kitice z odpevom: Povsod Boga, ljubljena Mati, / mi hocemo povsod Boga: / naj vlada Bog, Kralj
nas in Oce, / Gospod je zemlje in neba. / Svoj blagoslov Marija, / poslji iz rajskih dalj. / Povsod Boga, on je nas Oce, / povsod
Boga, on je nas Kralj! //

40 Prim. odziv v Domoljubu: »Besedilo je jasno, enotno, zelo krepko, vsaka beseda ima svoj pomen. [...] Je pa bojna pesem in
klice v boj za Boga, ki naj zavlada povsod: nad naso mladino, nad nasimi druzinami, nad zemljo slovensko: njegova je - tako
pravi - za ve¢ni Casl« Prim.»11. Evharisti¢ni kongres«, v Domoljub, 13. 3. 1935, 146.

41 Prim. Ludvik Pus, »Petje«, v IL. evharisticni kongres za Jugoslavijo v Ljubljani 1935, ur. Ivan Martelanc (Ljubljana: Kongresni
odbor, 1936), 70.
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poslali v oceno komisiji v sestavi Josip Cerin, Anton Dolinar, Zorko Prelovec in Ivan
Zdesar. Po navodilih odbora so pri presoji poleg splosne glasbene vrednosti morali
upostevati zlasti ustreznost za ljudsko petje; presoditi je bilo treba, katero pesem bodo
ljudje najraje sprejeli, kakor tudi to, da morata biti melodija in spremljava taki, da je
mozno poleg vodilnega glasu peti e drugi glas v tercah oz. sekstah in bas.* Kot najbolj
primerna uglasbitev predlozenega besedila p. Krizostoma Sekovanica je bila izbrana
skladba Josipa Cerina.® 1z drobne opombe na koncu Premrlovega ¢lanka o slovenski
evharisti¢ni glasbi, izsel je v Cerkvenem glasbeniku nekaj mesecev po kongresu, lahko
izvemo, da so bili k nate¢aju povabljeni skladatelji pravzaprav kar ¢lani pevskega odse-
ka: Acko, Kimovec, Premrl, Pu$ in Tomc.#

Znacilno je, daje izbrano himno uglasbil upokojeni vojaski kapelnik. V primerjavi z
ostalimi udelezenci natecaja je imel veliko vec¢ izkusenj s himnami (seveda posvetnimi)
in je vedel, kaksne so zahteve glasbe za manifestativne sprevode na odprtem prostoru.
Tudi ta skladba ima v refrenu punktiran ritmi¢ni motiv, »¢vrsto« harmonijo osnovnih
stopenj, enostavno obliko in ne skriva ideje kora¢nice. Zanimiva in znacilna je izbira
besedila.” Pesem je ocitno himna Kristusa Kralja, evharisti¢na vsebina stopi v ospredje
Sele od tretje kitice dalje. Zato je bila skladba kot nosilna pesem mednarodnega kon-
gresa Kristusa Kralja s Se ve¢jim uspehom uporabljena stiri leta kasneje, ko se je ze
utrdila med ljudstvom.

Za obe himni velja, da se nista povsem izognili uporabi profanega glasbenega bese-
disca. In tudi besedilo nobene od njiju ni znacilno evharisti¢no, pa¢ pa navdusujeta in
mobilizirata mnozice v boj za Kristusa Kralja.

Glasba pri kardinalovi pontifikalni masi na Stadionu

Vecina pevskega programa kongresa je bila zamisljena za ljudsko petje, za petje
spevov pri slovesni masi pa je bil potreben zbor. Sestavljalo ga je okoli 600 pevcev pod
vodstvom Franca Kimovca, moski in Zenski glasovi, ¢eprav to ni bilo povsem v skladu s
cerkvenimi predpisi. Kimovec se je tu drzal lokalne tradicije, zenske glasove pa je potre-
boval tudi za obarvanje vsake druge vrstice korala.*® Glavni pripravljalni odbor je namre¢
ze vnaprej dolocil, da naj se pri tej masi poje koralna Missa de angelis.”” Speve masnega
proprija so vzeli iz mase na ¢ast sv. ReSnjemu telesu. Izvajanje korala pri tej masi je bilo
pomembno z vidika ohranjanja izvajalske prakse glasbenega repertoarja, ki ga postavlja

42 Dopis tajnika Pevskega odseka clanom komisije, 28. 3. 1935, Nadskofijski arhiv Ljubljana, NSAL 332.

43 Iz gradiva, shranjenega v arhivu pripravljalnega odbora, bi bilo mozno sklepati, da komisija v oceno najprej sploh ni dobila
kon¢ne izbranke. V arhivu pripravljalnega odbora je shranjenih 5 stevil¢no oznacenih rokopisov skladb. Med njimi ni rokopisa
skladbe Josipa Cerina, ki je postala »evharisti¢na himna«. Domnevamo lahko, da je Cerin kot ¢lan komisije Sele ob pregledovanju
skladb z natecaja dobil spodbudo, da tudi sam uglasbi besedilo. Ce bi ga odbor Ze prej prosil za uglasbitev, ga po vsej verjetnosti
ne bi postavili za ¢lana komisije.

44 Prim. Stanko Premrl, »Slovenska evharisticna glasba«, v Cerkveni glasbenik 58 (1935): 131.

45 Prvakitica se glasi: Mogoc¢no se dvigni nam spev iz srca / v pozdrav Reseniku, vladarju sveta! / Kristus, kraljuj! Kristus, zmaguj!
/ V hostiji sveti nam gospoduj! //

46 Kot so to odlocitev utemeljevali v pripravljalnem odboru, »da bo tudi enoglasno koralno petje postalo Zivahno, slikovito, kar
dramati¢no spremljajo¢ najsilovitejso dramo svetac. Cit. Ludvik Pus, »Petje«, v IL evharisticni kongres za Jugoslavijo v Ljubljani
1935, ur. Ivan Martelanc (Ljubljana: Kongresni odbor, 1936): 71.

47 Pus, »Petje, 69.
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Cerkev znotraj liturgije na prvo mesto. Oc¢itno so bile priprave temeljite, saj so se domaci
in tuji poroc¢evalci ¢udili kvaliteti izvedbe koralnih spevov.®® Glavne vaje in izvedbo je
vodil Kimovec ob pomoci Ludovika Pusa, skupna vaja je bila na Stadionu teden dni pred
dogodkom.** Ze v zacetku pomladi je bil organiziran tecaj za pevovodje povabljenih zbo-
rov, v juniju pa je Kimovec obiskal vse zbore in preizkusil njihovo pripravljenost.>

Pri pontifikalni masi je bilo mozno izvesti se kaksno pesem, izbrali so dve evharisticni
himni Gregorja Riharja, ki je bil ljubljanski stolni regens chori sredi 19. stoletja. Skladbi
Praznika svetega (Sacris solemniis) in Huvali, Sion, Resenika (Lauda Sion Salvatorem)
sta bili odpeti v slovenski verziji, ceprav bi bilo pravilno v latinskem jeziku. A v tem pri-
meru je zelja po vkljucitvi ljudstva prevladala.>' Posebej za kongresni protokol je Kimo-
vec skomponiral se 7-glasno a capella skladbo za mesani zbor 77 si Peter; skala (Tu es
Petrus), ki jo je zbor izvajal ob prihodu papezevega odposlanca na Stadion. Zborovsko
(razen korala) in ljudsko petje je pri prireditvah na Stadionu vec¢inoma spremljala godba
zeleznicarskega glasbenega drustva »Slogag, le mladinsko prireditev godba »Zarjac.

Glasba pri drugih obredih in pobozZnostih ter zborovanjih

Za vsa zborovanja, litanije, blagoslove, mladinsko prireditev in polnoc¢nico na Sta-
dionu je bilo naértovano ljudsko petje. Seznam pesmi, doloc¢enih za ljudsko petje na
kongresu, so ze v zacetku leta poslali na zupnije, objavili so ga tudi v ¢asopisju. Verniki
naj bi te pesmi v domacih cerkvah ves ¢as do kongresa peli ob vsaki priloznosti.”? Skup-
no petje je bilo z vidika ciljev pripravljalnega odbora potrebno za oblikovanje ¢uta
enotnosti in izraza skupinske identitete.

Glasba pri procesijah oz. sprevodih

Prireditelji so glede na prijave udelezencev kmalu ugotovili, da se bo velikih proce-
sij udelezilo ve¢ deset tiso¢ vernikov. Pelo naj bi se vec¢inoma pesmi iz kongresne knjizi-
ce ter druge evharisti¢ne in marijanske pesmi. Potrebno je bilo organizirati ve¢ pevskih
skupin, ki bi vodile ljudsko petje, tudi ob sodelovanju pihalnih godb. Odbor se je zave-
dal, da so v tistem ¢asu godbe pri procesijah po vecini igrale posvetne skladbe, kakrsne
so bile v rabi za vse druge manifestacije, obhode itd.” Ker so zeleli kongres izkoristiti

48 Prim. Stanko Premrl, »Pevski in glasbeni odmevi evharisticnega kongresa«, v Cerkveni glasbenik 58 (1935): 97-99.»Nase kongresno
petje v uesih in srcih velikih narodove, v Cerkveni glasbenik 59 (1936): 65-69.»Se iz Belgije glas o nasem kongresnem petjuc,
v Cerkveni glasbenik 59 (1936): 145.

49 »Pevcems, v Domoljub, 25. 6. 1935, 336.

50 Prim. Pug, »Petje, 71-72.

51 Porocilo v Cerkvenem glasbeniku navaja, da je kardinalov ceremonijer ob tem izjavil: ’To petje je tako lepo, da niti opazil nisem,
da ga niso peli po latinsko.« Cit. »Se iz Belgije o nasem kongresnem petjus, 145.

52 Spomladi 1935 je izsel natis nove verzije pesmi Povsod Boga, ki je bil razposlan vsem lokalnim pripravljalnim odborom. vV
aprilu so preko vprasalnikov odbore povprasevali, ¢e pevci in ljudstvo Ze znajo to pesem po novem napevu. Glavni odbor je
zacel konec maja razposiljati kongresne knjizice, v katerih so bile natisnjene tudi vse pesmi za ljudsko petje.

53 Otem problemuje 27. 2. 1935 razpravljal tudi odbor Cecilijinega drustva. Sklenili so, da bodo takoj izdelali in poslali na Skofijski
ordinariat primeren predlog odloka o sodelovanju godb pri procesijah. Prim. »Iz odbora Cecilijinega drustva v Ljubljanic, v
Cerkveni glasbenik 58 (1935): 88.
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tudi za ureditev razmer na tem podrodju, so sprejeli ponudbo kapelnika Josipa Cerina,
ki je bil pripravljen za pihalne godbe aranZirati vse skladbe, ki bi jih odbor dolo¢il.** Se
pred kongresom je nato Skof izdal odlok, da je pri procesijah godbam dovoljeno igrati
samo cerkvene skladbe.” V pomoc¢ godbam in pevcem pri ustrezni pripravi na kongres
je bil namenjen tudi del programa na Radiu Ljubljana.>

Po navedbah v dnevnem c¢asopisju in kongresnem porocilu je pri noc¢ni procesiji z
baklami sodelovalo 21 godb, pri sklepni procesiji pa okoli 600 godbenikov. Vse dni kon-
gresa je sodelovala tudi vojaska godba®’, ki je poskrbela za protokolarno glasbo (papeska
himna, drzavna himna, pregled ¢astne cete), sodelovala pa je tudi pri procesijah.

Koncerti religiozne glasbe

Kimovec je bil kot referent za umetnostne prireditve tudi koordinator spremljeval-
nih koncertnih prireditev. Z upravo Narodnega gledalis¢a je na primer dosegel do-
govor, da so v kongresnih dneh izvajali dela z versko tematiko. Operno gledalisc¢e je
izvedlo Wagnerjevo opero Parsifal.>®

Zaradi natrpanega osrednjega programa kongresnih dni pripravljalni odbor v spo-
red najprej ni nameraval vkljuciti koncertov duhovne glasbe. Ti naj bi se odvijali ze
pred kongresom, kot priprava na veliki dogodek.” A se je kmalu pokazalo, da so s
taksnimi izhodis¢i uzalili nekaj bolj ali manj zasluznih prosvetnih drustev, ki so zelela
»biti zraven« pri zgodovinskem dogodku in tudi ¢im bolj opazno predstaviti svoje delo.
Na glavni odbor so dopise s koncertnimi ponudbami naslavljali predstavniki Pevske
zveze (krovna organizacija zborov, zdruzenih pod pokroviteljstvom klerikalne stranke)
in vodstvo Zbora pevovodij Pevske zveze.®* Koncertne termine v ¢asu kongresa si je
na eminentnih prizoris¢ih (Velika dvorana hotela Union, stolnica) zelel zagotoviti tudi

54 Cerin je Kimovcu poslal pismo z naslednjo vsebino: »Precastiti gospod stolni dekan! V programu za evharisti¢ni kongres so
navedene tudi godbe, ki bodo svirale razne komade. - Ker pri nas nimamo cerkvenih in naboznih takih skladb prirejenih za
godbe na pihala, Vam vljudno sporo¢am, da sem pripravljen jaz aranZirati one skladbe, ki jih bo odbor dolo¢il. - Naredim Vam
to delo gotovo dobro in zanesljivo o pravem ¢asu. - Ce me boste potrebovali, sem Vam torej prav rad na razpolago. Z odli¢nim
spostovanjem, Vas vdani J. Cerin.« Josip Cerin, Pismo Francu Kimoveu, 25. 2. 1935, Nadskofijski arhiv Ljubljana, NSAL 332.

55 Sredi marca so bili godbeniki pozvani, naj pri glavnem pripravljalnem odboru narocijo notni material, saj bodo le tako lahko
nekatere skladbe igrali skupaj z drugimi. Godbam so tudi svetovali, naj ze pri procesijah na Telovo opustijo »sviranje marsev
in plesnih pesmi ter naj nastopijo z zares nabozno glasboc. Prim. »I1. Evharisti¢ni kongres«, v Domoljub, 13. 3. 1935, 146.

56 Na binkostno nedeljo dopoldne je Radio Ljubljana predvajal predavanje o evharisticnem kongresu. Ob tej priloZnosti je godba
»Sloga«igrala skladbe, predvidene za kongres. Tednik Domoljub je podezelske godbe na to posebej opozoril. Prim. »Domace
novice«, v Domoljub, 5. 6. 1935, 295.

57 Med leti 1919 in 1932 jo je vodil prav Josip Cerin. Nekdanja Godba Dravske divizije je od leta 1930 dalje nastopala pod imenom
Orkester 40. pespolka, Triglavskega. V kongresnem letu jo je vodil Dragoljub Zivanovi¢. Urska Sramel Vucina, »Orkestrska
poustvarjalnost v Ljubljani med obema vojnama, (dis., Univerza v Ljubljani, 2010), 161.

58 V postavitvi, ki je premiero dozivela leta 1933.

59 To je razvidno iz pisma pevskega odseka Pevski zvezi z dne 22. 1. 1935. Nadkofijski arhiv Ljubljana, NSAL 332.

60 24.novembra 1934 je vodstvo Pevske zveze (Vinko Lavri¢, Marko Bajuk) v dopisu pripravljalnemu odboru zapisalo, da je odbor
PZ»z zalostjo vzel na znanje, da se je pri eminentno katoliski prireditvi prezrla Pevska zveza, ki je izrazito katoliska organizacija.
Nemogoce se nam zdi, da bi se mogla tako velika verska slovesnost izvrsiti brez sodelovanja P.Z. [..] Ako bi P.Z. ne mogla
primerno sodelovati pri tej izredni slovesnosti, bi ¢utili vsi nasi zbori, [...] da so bili namenoma odrinjeni od sodelovanja [...]«
Pricakujejo poziva k sodelovanju, ¢e bi jih prezrli, bi jih »v njihovi ljubezni do petja in pozrtvovalnosti kruto zalili<. Za podporo
je PZ prosila tudi Kimovca (nekaj ¢asa je bil predsednik Pevske zveze in prvi urednik njenega glasila Pevec) in ljubljanskega
skofa. Predsednik Zbora pevovodij Pevske zveze Franc Bricelj je na organizacijski odbor svoje pismo naslovil 13. decembra
1934. Vsa pisma hrani Nadskofijski arhiv Ljubljana, NSAL 332.
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Ciril-Metodov zbor iz Zagreba, ki je sicer v Ljubljani spremljal grkokatoliskega vladiko.®
Odbor je najprej vse ponudbe zavrnil,*? na koncu pa je nekaterim ugodil, drugim ne.
Brez moznosti, da bi se izkazal, je ostal Zbor pevovodij, ¢eprav so svojo pravico do
nastopa utemeljevali z mislijo, da »¢e komu, gre pravica nastopa nam, ki bomo nosili
tezo priprav za evharisti¢ni kongres«.% Bolj vztrajna in uspesna pri lobiranju je bila Pev-
ska zveza. Konec marca 1935 so v pismu skofu Rozmanu lahko zapisali, da bo njihov
koncert s svojim sporedom, ki se po vsebini in po obliki zelo tesno zliva z idejo evhari-
sticnega kongresa, veliko pripomogel k splosnemu uspehu kongresa.*

Program t. i. »velikega koncerta evharisti¢nih pesmi« ali »monstre-koncerta« zdruze-
nega zbora Pevske zveze so sestavljala tri vokalna glasbena dela. Za uvod krajsa himna
Slavospev sv. Resnjemu telesu skladatelja Ludovika Pusa na besedilo Sacris solemniis.
Osrednja tocka programa je bil vokalni oratorij Matije Tomca Odreseniku sveta, za-
klju¢na skladba je bila Premrlova kantata Krizu povisanemu. Del sporeda so zbori
pripravljali Ze za odpadli koncert leta 1933,% drugi del je bil uglasbljen za ta koncert.®
K sodelovanju se je kmalu prijavilo ¢ez 2600 pevcev, na koncertu pa jih je dejansko
pelo okoli 2000. Vaje po vsej Sloveniji in izvedbo je vodil prof. Marko Bajuk. Skupna
vaja je bila le ena, na dan nastopa. Koncert je potekal 29. 6. zvecer, na prostem, na trgu
pred Krizankami (prostor danasnje NUK), prisluhnil mu je tudi papeski legat s svojim
spremstvom.” Izvedba zdruzenega zbora Pevske zveze je z ozirom na zavest, da za
tak$no mnozico veljajo posebna merila, na koncu presegla tudi pricakovanja optimi-
stov.® Kako so pomen dogodka videli sami organizatorji, nam lepo pokaze odziv Ludo-
vika Pusa: »Mislim, da je ta nastop zborov Pevske zveze v zgodovini slovenske vokalne
glasbe tako pomemben in tako vazen, da glasbeni zgodovinar ne bo mogel iti mimo,
ne da bi mu priznal naravnost epohalen, vekovit znacaj.«®

Slednji¢ sta bila v kongresni spored vkljucena tudi dva nastopa zagrebskega Ciril-
Metodovega zbora.”® V ¢asu kongresa so lahko obiskovalci prisluhnili Se izvedbi Hin-
dlovega oratorija Mesija v izvedbi glasbenega drustva »Ljubljana«.”

61 Pismo Ciril-Metodovega zbora pripravljalnemu odboru, 9. 10. 1934, Nadskofijski arhiv Ljubljana, NSAL 332.

62 Dopisi z dne 22. 1. 1935,

63 Zbor je vodil Franc Bricelj. Kot glavno tocko programa so Zeleli izvesti Wagnerjevo bibli¢no kantato Das Liebesmahl der Apostel.
Prepis pisma so poslali tudi skofu Rozmanu, a o¢itno niso bili uspesni. Morda pa so s¢asoma tudi sami ugotovili, da imajo dovolj
dela ze s pripravo svojih zborov. Franc Bricelj, Pismo Zbora pevovodij Pevske zveze pevskemu odseku, 13. 12. 1934, Nadskofijski
arhiv Ljubljana, NSAL 332.

64 Vinko Lavric¢ in Marko Bajuk, Pismo Pevske zveze §kofu Rozmanu, marec 1935, Nadskofijski arhiv Ljubljana, NSAL 332.

65 Ob praznovanju biserne mase skofa Jeglica in ti. 1900-letnice Odresenja je Pevska zveza pripravljala koncert z naslovom
»Odreseniku sveta«. Izvedli bi ga na nedeljo Kristusa Kralja, po masi na Stadionu, pred 60.000 poslusalci. Zaradi moc¢nega naliva
so ga morali v zadnjem trenutku odpovedati.

66 Takrat mladi Matija Tomc, obetavni zborovski skladatelj, je bibli¢ni kantati Sedem poslednjih Jezusovih besed (napisani za
koncert 1933) dodal $e novonastalo evharisticno kantato Kruh iz nebes ter ju povezal v t.i. »vokalni oratorij« Odreseniku sveta.

67 Prim. »Veliki koncert Pevske zveze«, v II. evharisticni kongres za Jugoslavijo v Liubljani 1935, ur. Ivan Martelanc (Ljubljana:
Kongresni odbor, 19306), 602-604. [Marko] B[ajuk], »Nas evharisti¢ni koncerte, v Pevec 14 (1935): 25-20.

68 Tudi predstavljene skladbe so vsi porocevalci in kritiki (V. Ukmar, S. Premurl, Z. Prelovec, E. Beran, A. Jobst, A. Grébming) ocenili
kot sicer precej razli¢ne, a uc¢inkovite in kakovostne skladbe.

69 Cit. Ludovik Pus, »Nas evharisti¢ni koncerte, v Pevec 14 (1935): 31.

70 Obastabila dobro obiskana in pozela ugodne kritike. Sestav, ki je stel okoli 60 pevcey, je pod vodstvom Stanislava Komarovskega
na prvem koncertu v franciskanski cerkvi izvajal Liturgijo sv. Janeza Zlatoustega skladatelja Pavla Cesnokova. Na drugem
koncertu, 1. julija v dvorani hotela Union, so predstavili razvoj bizantinske starocerkvene glasbe.

71 Glasbeno drustvo »Ljubljana« je oratorij najprej izvedlo v zacetku junija 1935 ob pomoci orkestra Podzveze godbenikov in
pod dirigentskim vodstvom Antona Dolinarja. Solisti so bili Zlata Gjungjenac-Gavella, Franja Bernot-Golobova, Joze Gosti¢
in Marjan Rus. Organizacijski odbor je na spored kongresa uvrstil dve ponovitvi izvedbe tega dela. Koncert v veliki dvorani
hotela Uniona, na otvoritveni vecer kongresa (28. junija), je bil pri kritikih dobro sprejet, dvorana pa ni bila ¢isto polna. Druga
ponovitev, napovedana za 30. junij, je odpadla.
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Sklepne misli

Silnice, ki so usmerjale oblikovanje glasbenega programa evharisticnega kongresa
so bile dvojne: po eni strani je bil dogodek priloznost za manifestacijo moci katoliske-
ga gibanja, po drugi priloznost za uveljavitev reformnih oz. primernih cerkvenoglasbe-
nih praks. Pri tem so prve teznje na delo pevskega odseka vplivale ve¢inoma od zunaj,
druge pa so zrasle znotraj kroga sodelavcev. Ti so pri izbiri sporeda v glavnem sledili
zamislim o nujnosti negovanja svetosti in umetniske ravni cerkvene glasbe. Ob tem so
zeleli udelezencem podati zgled in izkusnjo zanosnega obcestvenega petja ter spod-
buditi prakso izvajanja gregorijanskega korala. Hkrati so pokazali dovolj odlo¢nosti pri
odstranjevanju posvetnih nagibov in izrazov iz glasbe znotraj okvira religioznih kon-
gresnih prireditev (posvetni repertoar godb ob procesijah, samopromocijski nastopi).
Vseeno je ocitno, da je bila v skladu z duhom c¢asa v ozadju prisotna tudi zelja po
dokazovanju zmoznosti organiziranja velike mnozice. To nam na glasbenem podrocju
kaze primer koncertov Pevske zveze z megalomanskim izvajalskim sestavom. Vplivom
profane glasbene govorice se torej kongresni program ni mogel povsem ogniti, kar ve-
lja tudi za kongresni himni (Mogocno se dvigni, Povsod Boga). Cerkveni koracnici sta
katoliske mnozice navdusevali za boj na strani Nebeskega Kralja. Se bolj kot evharisti¢-
nemu kongresu sta zato ustrezali vsebini 6. mednarodnega kongresa Kristusa Kralja, ki
je v Ljubljani potekal stiri leta kasneje.

Kongres je spodbudil nastanek nekaj reprezentativnih vokalnih skladb (npr. Odre-
Seniku sveta), ki niso bile komponirane z Zeljo po zunanjem efektu, so pa zaradi mo-
numentalnega izvedbenega aparata dosegle silen ucinek. A tisto, kar je udeleZzence in
zunanje opazovalce najbolj prevzelo, je bilo predvsem mogocno petje celotnega obce-
stva (strokovnjake pa tudi nepric¢akovano visoka raven izvedbe gregorijanskih spevov).
S preprostimi sredstvi se je doseglo veliko. Tisti, ki so se ljudskemu petju pridruzili, so se
kar naenkrat znasli znotraj dogajanja, kot aktiven clen velikanske skupnosti, kar je tudi
bil namen liturgi¢nega gibanja. Tako so teznje po uveljavitvi ustrezne liturgic¢ne glasbene
prakse, ob dolgotrajni in temeljiti polletni pripravi, zelo pomembno doprinesle k us-
pehu kongresa. Porocilom o velicastnih dozivetjih udelezencev, pospremljenim z izrazi
spostovanja in obcudovanja, lahko sledimo v ¢asnikih in ¢asopisih Sirom po katoliski
Evropi. Hkrati se je oblikoval programski model in standardni repertoar skladb za po-
dobna srec¢anja v naslednjih letih in desetletjih, z moc¢nim vplivom $e v sodobnost. Ve¢
kongresnih pesmi (npr. obe kongresni himni in 77 si Peter) je bilo znacilno vkljucenih v
glasbeni program velikih shodov ob obiskih papeza Janeza Pavla I1. v Sloveniji (Ljublja-
na, Postojna, Maribor, 1996; Maribor, 1999) in v program novodobnega vseslovenskega
evharisticnega kongresa z beatifikacijo Lojzeta Grozdeta (Celje, 2010).
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POVZETEK

The 11" Eucharistic Congress in Yugoslavia was an
impressive three-days-long event that took place in
Ljubljana in the summer of 1935. The Congress may
be placed within the endeavours of the Church’s
Eucharistic movement and similar gatherings
abroad; by all means, it was also linked with the
tradition of Slovene Catholic meetings. Apart from
their religious significance, these meetings were
more or less also of explicitly political importance.
In the course of decades, one could observe the
increase of their importance and external splen-
dour, expressed through mass processions along
the streets of Ljubljana, showing of the power of
the Catholic camp. The Eucharistic Congress can
be thus seen as the culmination of endeavours to
revive Eucharistic life as well as to promote the
organizers (themselves).

In realizing the former and the latter aims, the ela-
borately planned, prepared and executed musical
programme played one of the key roles. Among
the lines of force which directed the setting of the
Congress’s musical programme, two points should
be mentioned: on one hand, the event offered the
opportunity to manifest the power of the Catholic
movement and, on the other, to further the approp-
riate reforms of church music practices, since the
Congress coincided with the time of liturgical revival
in the Bishopric of Ljubljana. It should be also said
that former endeavours which influenced the work

of the choral section under Franc Kimovec came
mostly from without, whereas the latter came into
being within the circle of other collaborators.

In keeping with individual congress events their
musical image was variously conceived. The choral
section took over two congress hymns and the
music at the cardinal’s Pontifical Mass as well as that
at other ceremonies and gatherings at the Stadium,
processions in town and at accompanying concert
events. The planners of the concert programme
wanted to offer the-participants an example and
experience of enthusiastic congregational singing
and to stimulate the frequency of executing Gregori-
an chant. In spite of their determination to eliminate
secular tendencies from the music performed within
and during the religious congressional festivities, the
congress programme could not evade the influence
of the profane music idiom to the full.

Atany rate, the thorough preparations concerning
the music programme, which took more than half
a year, bore positive results. In newspapers and
periodicals throughout Catholic Europe, one can
find reports and reviews of participants’ overwhel-
ming experiences accompanied by expressions
of respect and admiration. At the same time, a
programmatic model and a standard repertoire of
compositions came into being for similar gatherin-
gs in the years and decades to come.

Angleski prevod naslova, izvlecka in povzetka /
title, abstract and summary translated to English
by Andrej Rijavec.
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1zvLECEK

Predstaviti nepredstavljivo je podvig. Uspel bo
le, ¢e bo konvencionalni okvir ustrezal namenu,
¢e bo skladatelj sposoben izjemne ustvarjalnosti

Primerjava zgodnjega oratorija La Resurrezione
HWV 47 (1708) Georga Friedricha Hindla in
opere Risurrezione, prvic¢ izvedene 1904, ki sta jo
ustvarila skladatelj Franco Alfano in libretist Cesa-
re Hanau po romanu Vstajenje Leva N. Tolstoja,
bo pokazala, da dolocene strukture v zasnovi in
glasbeni izvedbi del zagotavljajo, da ni nevarnosti
za nepomembnost ali Sovinizem. Medtem ko je
Hindlov pristop sakralen, Alfanov pa posveten,
je njuna izhodis¢na tocka hkrati tocka stika med
obema antiteti¢cnima obmocjema. V nadaljevanju
so opazovane tudi - ne podobnosti - temve¢ moz-
nosti za individualizacijo tematike, ki je - ¢eprav je
vabljiva zaradi moznosti glasbene karakterizacije
transcendentnega - bila redko za uporabljana v
teku glasbene zgodovine.
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ABSTRACT

To envision the non-presentable is a venture. This
will only succeed if a conventional frame is going to
secure the intention, if the composer is able to release
extraordinary creative potential and the audience is
endowed with effectual imagination. A comparison
of Georg Friedrich Handel’s early oratorio La Resur-
rezione HWV 47 (1708) and Franco Alfano’s opera
Risurrezione, premiered 1904, which is based on a
libretto by Cesare Hanau after Lev Tolstoy’s novel
Resurrection, makes it clear that certain structures
- of the works’ dispositions as well as the musical
realizations - help to avoid any danger of irrelevance
or chauvinism. Whereas Handel’s approach is a sacral,
Alfano’s a secular one, both times a starting position
for the composer arises which basically incites a
link between the antithetic spheres. Further on not
similarities, but possibilities to individualize a topic
are questioned, a topic which - notwithstanding the
attraction of characterizing a transcendental area
compositionally - has scarcely been taken up in the
course of music history.
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“The first magazine is the bible”, the Austrian writer Thomas Bernhard once stated
in an interview.! In fact, already in the 14™ century the figurative depiction of the revived
Christ had become a potential motif in Eastern Church’s icons, and during the Renais-
sance era also within paintings in the Catholic West of Europe, whereas musical narra-
tives for a long time avoided his figuration. From the 15" century on the revived Christ
appeared on stage in sacre rappresentazioni, traditional Easter plays representing the
‘visitatio sepulchri’, but mostly stayed in a certain distance. His appearance in a trans-
cendent human form was not even displayed in the musical genre in which compos-
ers tried to dramatize the biblical events: in oratorios. Among them - besides subjects
from the Old Testament - numerous works in which the passion and death of Jesus are
taken up exist, whereas a discourse of biblical and/or allegoric characters, sometimes
underneath the cross, is only occasionally realized, and even less frequently the Ascen-
sion is attended to. Christ's Resurrection, finally, is hardly ever taken up - if so, authors
always display a reflective attitude, of panegyrical and cautionary contemplation, so for
instance Marco Marazzolis’ Per il giorno di Resurrettione from about 1650.%

Accordingly, a Catholic oratorio dealing with the Resurrection happened without
the very protagonist. What a challenge for the young, 23 year old Georg Friedrich Han-
del, when he was asked by the mighty Cardinal Marchese Francesco Maria Ruspoli to
compose an oratorio on this topic for Easter Sunday, 8" of April 1708. La Resurrezione
di Nostro Signor Gesu Cristo (HWV 47) originated from a libretto by Carlo Sigismondo
Capece (1652-1728)3, who actually was in the service of the exiled Polish Queen Maria
Casimira. The work is supposed to have paved the way for the extraordinarily quick
spreading of ‘Il Sassone’s’ reputation. However, besides the highly esteemed composi-
tion the popularity of the librettist should have contributed much to this success. Capece
was a prominent member of the ‘Accademia degli Arcadi’ in Rome, a group of poets
who tried to re-initiate a classicistic approach. Moreover, the circumstances of the first
series of performances pushed the composer’s standing.” Ruspoli had engaged a down-
right large orchestra (22 violins, 4 violas, 1 viol, 6 cellos, 6 double basses, 2 recorders, 4
oboes, 2 trumpets, 1 trombone, and instruments for the basso continuo), conducted by
the renowned Arcangelo Corelli as concertmaster.’ This, compared with other oratorios
rich instrumentation enabled Handel to integrate diverse solo-instruments and, on the
whole, to display a play of orchestral colours - characteristics that can already be found
in Alessandro Scarlattis’ oratorio I/ giardino di rose, composed for Ruspoli the year be-
fore. In this performance Handel had taken part as a harpsichordist.®

1 Thomas Bernhard in 7homas Bernhard. Eine Begegnung. Gesprdche mit Krista Fleischmann, Suhrkamp, Frankfurt a. M., 2006, p. 55.

2 Rainer Heyink, “Marazzoli, Marco”, in Oratorienfiihrer, ed. by Silke Leopold/Ulrich Scheideler (Metzler, Stuttgart et al., 2000),
pp. 437f.

3 Thetitle in the libretto is Oratorio perla risurrettione di Nostro Signor Giesu Cristo. Cf. Sabine Ehrmann-Herfort: “»La Resurrezione«
zu Ostern 1708 in Rom. Ein Ereignis der Superlative”, in Barockes Musiktheater in Geschichte und Gegenwart. Bericht iiber die
Symposien der Internationalen Hdndel-Akademie Karlsruhe 2005 bis 2007, ed. by Thomas Seedorf (Laaber: Laaber Verlag,
2010 (Veroffentlichungen der Internationalen Hindel-Akademie Karlsruhe 9)), pp. 13-33, p. 13.

4 Cf. Bernd Baselt, “Georg Friedrich Handels »La resurrezione«”, in Musikzentren - Personlichkeiten und Ensembles, ed.
by Eitelfriedrich Thom/Frieder Zschoch (Blankenburg: Kultur- und Forschungsstitte Michaelstein, 1988 (Studien zur
Auffuhrungspraxis und Interpretation der Musik des 18. Jahrhunderts 35)), pp. 52-54.

5 Ellen Rosand, “Handel paints the Resurrection”, in Festa Musicologica. Essays in Honor of George J. Buelow, ed. by Thomas J.
Mathiesen/Benito V. Rivera (Stuyvesant/NY: Pendragon Press, 1995 (Festschrift series 14)), pp. 7-52, p. 10.

6 Juliane Riepe, “Hindels »La Resurrezione« - Bemerkungen zum Kontext von Werk und Auffiihrung”, in Barockes Musiktheater
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Despite these models a lot of novelties were introduced in La Resurrezione di Nos-
tro Signor Gesu Cristo. Cardinal Ruspoli in some ways competed with another influen-
tial patron of music in Rome, Cardinal Pietro Ottoboni. In Lent and during Easter Time
1708 the two rivaled in so far, as Ottoboni engaged the famous Scarlatti to write a new
oratorio, Ruspoli however dared to contract the still almost unknown Handel for an
oratorio dealing with the Resurrection.” The performances were expensively arranged,
the ‘Sala delle Accademie’ in Ruspolis’ Palazzo specifically set up; but finally, because
of the large orchestra or perhaps due to an expected rush of guests the location was
changed: The more spacious ‘Sala grande’ was adapted within only five days with a
stage and appropriate decor, amongst it, ostentatiously, several coats of arms of Rus-
poli? On the wall behind the stage a large painting of the Resurrection was fixed that
did not represent the Revived, but - following an older western iconographic tradition
- the earthly figures of the plot: Maria the mother of Jesus, Maria Magdalena and the
Evangelist John, whom an Angel annunciates the Resurrection of Christ. Furthermore a
banner spanned the hall on which a locket with the title of the oratorio could be seen,
mysteriously illuminated from behind.” This costly frame graded up the performance
without affecting the action, which considering to the scriptural topic did without cos-
tumes and action on the stage.”’

Three ‘prove’ of Handel’s Resurrezione during Holy week and two ‘funtioni’ during
the Easter Holidays were held. Already the so called ‘prove’ were open to the public.
Probably this happened so as to avoid a control by the Papal Curia. With good cause,
as could be seen after the first official performance on Easter Sunday, when the so-
prano singer Margherita Durastante had been assigned the role of Maria Maddalena,
though the appearance of female singers in public had been strictly forbidden in the
Papal States. Right away the corresponding blame arrived and was immediately com-
plied on Easter Monday. The castrato Filippo took over the role, and we may assume
that he was by no means unprepared for this task."! Even before, most probably with
regard to an appeal by the papal censorship, the originally planned beginning of the
oratorio, a scene showing the triumphant Lucifero, had been eliminated.’? To confer
the representative opening scene of the drama to the devil had definitely exceeded
contemporary official ecclesiastical view. All in all the first series of performances of La
Resurrezione, all that modern at first sight, was finally subject to a conservative mode
of presentation.”® The majority of the audience originated from local nobility and,
though often in sacral dignity, they had mainly re-assembled to get amused, not to dis-

in Geschichte und Gegenwart. Bericht iiber die Symposien der Internationalen Hdndel-Akademie Karlsruhe 2005 bis 2007,
ed. by Thomas Seedorf (Laaber: Laaber Verlag, 2010 (Veroffentlichungen der Internationalen Hindel-Akademie Karlsruhe
9N), pp- 35-55, p. 43.

7 Baselt, “Georg Friedrich Handels ..”, p. 52.

8 Rosand, “Handel paints the ...”, p. 9f.

9 Ihid, 10.

10 Riepe, “Hindels »La Resurrezione«...”, p. 46.

11 Ehrmann-Herfort, “»La Resurrezione« zu Ostern ...”, p. 15.

12 Hans Joachim Marx, “Formen des Rezitativs in den oratorischen Werken Hindels”, in Géttinger Héindel-Beitrége, vol. 8 (2000):
pp. 105-122, pp. 110f.

13 Juliane Riepe clarifies in how far - despite a basically new orientation - common concepts of passion oratorios and passion
meditations can be proved in La Resurrezione; cf. Juliane Riepe, “Das italienische Passions- und Osteroratorium und Héndels
»La Resurrezione«”, in Hdndel-Jahrbuch, vol. 52, Biblische Gestalten bei Héndel (2006): pp. 195-214.

215



MUZIKOLOSKI ZBORNIK ¢« MUSICOLOGICAL ANNUAL L/2

play contemplative devotion. Presumptively, just as at the concerts in the palaces of the
Cardinals Benedetto Pamphili and Pietro Ottoboni, some refreshments were offered
setting off this special occasion against performances in churches.' Even if sometimes
not numerous, the audience was a musically experienced one, and often included cul-
turally interested travellers that had come to Rome. Of course these people were able
to assess the efforts of the artists - and therefore stimulated, even forced the patron to
spend plenty of money on an extraordinary, ambitious presentation.”

The action in La Resurrezione is settled between the death and the resurrection of
Jesus and displayed on two levels: on earth the demonstrations of the mortal souls of the
two Marias and St. John, in hell - where Jesus, due to the text of the creed, firstly moves
after having died in order to save the souls of the deceased® - by a gara, a competition
between an Angel (it must be Michael, though it is not told) and Lucifer.” Here, the vic-
tory of Archangel Michael over Samiel stands in the background."® As the main feature,
however, the profile of Maria Maddalena is developed, not as a penitent, but as a repre-
sentative of the human ‘anima’, as a charitable soul - her predominance can be seen by
the number of her arias, a total of five is more than assigned to any other role.”” Such a
constellation enabled the librettist to interpolate gracious traits of religious lyricism and
borrowings from mystic iconography opposed to the awesome facets of the inferno.
This literary approach inspired Handel to take up several conventional topics, e.g. the
contemplative site of sentimental arias or, regarding Lucifer’s part, an oscillating char-
acterization as the hell’s sovereign and, at the same moment, the tempting arch-villain.
Following the customary composers’ habits and supported by the fact that a concrete
localization of the plot is avoided Handel leads the music into a virtuosic, challenging
sphere, shaping the special profile of his singers. As neither the figures of Jesus nor of his
mother Maria appear on the stage, the scenery misses its focus.?* The dialogue between
angle and devil takes place in the underworld, musically reflecting a light and dark-per-
spective, but at the same time shifting the action into an unreal place.*!

In La Resurrezione Handel already shows his special talent for dramatization of a
subject by means of baroque musical speech? as well as his potential to come up to
an individual drawing of characters.?> Capece’s libretto - despite its dramatic restraint
- facilitated Handel’s task with a nearly operatic design.?* Drafted metaphorically, it

14 Ehrmann-Herfort, “»La Resurrezione« zu Ostern ...”, pp. 18, 28.

15 Cf. Hans Joachim Marx, “Die Musik am Hofe Pietro Kardinal Ottobonis unter Arcangelo Corelli”, in Studien zur italienisch-
deutschen Musikgeschichte, ed. by Friedrich Lippmann (K6ln/Graz: Bohlau, 1968 (Analecta musicologica 5)), pp. 104-177, esp.
pp. 106, 114.

16 The “Decensus Christi ad Inferos” is comprehensively narrated in the apocryphal gospel of Nikodemus; cf. Ehrmann-Herfort,
“»La Resurrezione« zu Ostern ..", p. 23.

, “Georg Friedrich Hindels ...”, p. 53; Ehrmann-Herfort, “>La Resurrezione« zu Ostern ...”, p. 20.

18 Marx, “Formen des Rezitativs in den ...”, p. 110.

19 Cf.Susanne Fontaine, “Liebreiz statt Zerknirschung. Die Figur der Maddalena in Handels »La Resurrezione«”, in Héndel-Jahrbuch,
vol. 52, Biblische Gestalten bei Héindel (2006): pp. 215-223; Ehrmann-Herfort, “»La Resurrezione« zu Ostern ...”, p. 2.

20 Rosand, “Handel paints the ...”, p. 13.

21 1bid, p. 18.

22 Cf. Carolyn M. Gianturco, “The characterization of Lucifero and Angelo at the opening of Handel’s »La resurrezione«”, in
Gottinger Héindel-Beitrdge, vol. 7, Héindels italianit (1998): pp. 27-39.

23 Baselt, “Georg Friedrich Hindels ..., p. 53; Rosand, “Handel paints the ..”, pp. 19f.

24 Terence Best, “Handel’s wordsetting in »La Resurrezione«”, in Géttinger Hindel-Beitrdge, vol. 7, 1998: Hdindels italianit , pp.
40-50, p. 40.
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created a vivid language of naturalness and agility by making use of many adjectives
and verbs concerning an immediate action.?> A moment of indoctrination, familiar to
the Italian oratorio, gets reduced.?® Instead the Angel, as the intermediary between this
and the other world, obtains a central position that is reflected in very virtuosic pas-
sages. The more astonishing, though corresponding with a certain distance expressing
the inconceivability of the salvation, a restraint of musical expression is to be observed
in the Angel’s Recitativo und Aria “Donne, voi ricercate” - “Se per colpa di donna”?,
when the Angel tells the women about Jesus’ resurrection® and finally points at the
abolition of Eve’s fall which should ‘inversely’ be reported to women firstly. The latent
inconspicuousness most probably is the reason for the little attendance given to this
aria in the quite umpteen contributions hitherto published on Handels oratorios. Just
two violins accompany the Angel, and they only play in the aria’s ritornello - a simple
continuo-aria without a distinct da-capo-scheme, nevertheless conveying an ethereal
shade thanks to the soloistic instrumentation of the basso continuo. The tempo, An-
dante, has something dignified, which is yet more than replaced by consecutive semi-
quavers in the vocal part, including several coloraturas and mediating an exultant at-
mosphere. These coloraturas were applied either pictorially or to stress a certain word,
on “sgorgd” (sprang up) resp. “avvivo” (inspirited anew). Interestingly, the structure of
the verses, which generally follows the ‘noble’ hendecasyllable (endecassillabo) con-
sisting of eleven syllables, once - over “all’ uomo nel seno” ([when infusing] poison in
the man’s breast) - is abandoned in favour of a shortened verse of seven syllables (set-
tenario tronco). On the whole such a breach is not all that surprising, it often occurs;
but in this case it is conspicuous that Handel continues with the melodic gesture and
does not react to the allusion of sexual blame in the libretto - a fact clearly accentuated
in the text is flattened musically.

Later on Handel borrowed twenty of the oratorio’s 29 numbers for other works,
which is a real proof of his estimation of La Resurrezione®, a work characterized by
Ellen Rosand as “a Baroque composer’s response to the competing arts of poetry and
painting [...]. In requiring his music not only to mime emotion but to compensate for
the limits of the oratorio genre, to supply light, action, and scenography, he [Handel]
transcended the boundaries of his own art. Accepting the challenge of Capece’s evoca-
tively imaginistic poetry, Handel strives for an even higher degree of pictorialness in
his music. Through text, music becomes visual.”** It is that kind of visualization which
also appears in Angelos aria “Se per colpa di donna”, though due to its dramatic posi-
tion Handel does not exhaust effective means of composition but does without them.

Different from the Italian oratorio which was touched by the new, concerted style
already in the late 17" century, the Lutheran passion changed by degrees from Grego-

25 Rosand, “Handel paints the ...”, p. 15; Riepe, “Das italienische Passions....”, pp. 204, 206f., 209; Ehrmann-Herfort, “»La Resurrezione«
zu Ostern ...”, pp. 22, 25.

26 Riepe, “Das italienische Passions ..”, p. 214.

27 Compared for instance to the Angel’s appearance before Lucifero, when the music falls from the highest tones down into
deepness; cf. Best, “Handel’s word setting in ...”, p. 41.

28 This is a recitativo secco typical for Handel, as action or at least incidents are advanced, whereas recitativi accompagnati are

mainly used to portray situations; cf. Marx, “Formen des Rezitativs in den ...”, p. 112.
29 Rosand, “Handel paints the ...”, p. 29.
30 Ibid,, p.52.
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rian models on recitation tones to a monodic presentation in recitatives such as in the
essential passages in Heinrich Schiitz’ Historia der frolichen und siegreichen Auffer-
stehung unsers einigen Erlésers und Seligmachers Jesu Christi. However, the words of
Jesus are set to music differently, in two parts and in motet style - Jesus does not speak
like a human being, but with two tongues, and again a distance to the concrete manifes-
tation of the revived Christ can be conceived.’ Subsequently for largely dimensioned
vocal works in Lutheran tradition the musical specifications of the Italian oratorio, arias
and choirs were gradually taken over, but any dramatic action was consistently avoid-
ed. In works of librettists like Karl Wilhelm Ramler, whose Auferstehung und Himmel-
Jfahrt Jesu formed the basis for several compositions, among them a work composed in
about 1760 by Johann Friedrich Agricola and one by Carl Philipp Emanuel Bach of the
year 1774, not only the evangelist disappears, but also the dialogic moment is neglect-
ed.’? Friedrich Gottlieb Klopstock takes over this conception in his poetry, especially
in his frequently composed epic Messias* set to music e.g. by Sigismund Ritter von
Neukomm 1828, Charles V. Stanford 1874 and paradigmatic for a non-affected text.
Only the loss of this connotation, for the sake of a metaphorical secular use of res-
urrection, as realized in Lev Nikolayevich Tolstoy’s novel Voskresenie (Resurrection)
published in 1899, opened up a dramatic understanding of the subject. One year after
the composition of Albert Roussel’s Symphonic Prelude “Resurrection” (op. 4, writ-
ten 1903) Franco Alfano (1876-1954) - who is casually still known as the composer to
complete Giacomo Puccini’s Turandot - composed his first opera Risurrezione after
a libretto of Cesare Hanau (1868 - after 1908) based on Tolstoy’s novel. The world
premiere took place in Torino’s Teatro Vittorio Emanuele on November 30", 1904.3
Inevitably Hanau had to condense Tolstoy’s extensive story for the opera libretto, and
amongst other devices applied in this context he decided to resolve the frequently
used flashbacks as well as to renounce the ideological parts of the text. As the frame for
Risurrezione there remains:*® Dmitry Nekludov, an aristrocatic dandy with the back-
bone of an honest conscience, seduces the young orphan Katyusha when visiting his
aunt on her country estate where the girl grows up. He makes her pregnant, but aban-
dons her for an easygoing life. Katyusha then loses her job, also the child, becomes a
slut and gets involved in a murder, finally being convicted innocently. Nekludov, as it
happens juryman in the trial, cannot prevent her being sentenced to compulsory la-
bour in Sibiria. Deeply impressed by the occurrence, however, he gives up his lifestyle,
renders all his estates to the farmers who cultivate them and travels to Sibiria, accom-

31 Cf. Gunther Massenkeil, Oratorium und Passion, part 1 (Laaber: Laaber Verlag, 1998 (Handbuch der musikalischen Gattungen
10/1)), pp. 184f.

32 Cf. the articles on Agricola and C. Ph. E. Bach by Peter Wollny in Oratorienfiihrer, ed. by Silke Leopold/Ulrich Scheideler
(Metzler, Stuttgart et al., 2000), p. 1 resp. pp. 10-12.

33 Klopstock’s poem is not the standard text for Handels Messiah,; its text was compiled from the English gospel of the Anglican
Church and the Book of Common Prayer by Charles Jennens. A part for Christ is not scheduled.

34 Using Tolstoj’s novel as the point of departure, later on two further operas by Stevan Hristi¢ (1912) and Jan Cikker (1962) as
well as a ballet by Alexandre Tansman (1962) followed; cf. Alexander Reischert: Kompendium der musikalischen Sujets. Ein
Werkkatalog, vol. 1 (Bérenreiter, Kassel et al., 2001), pp. 174f.

35 For an extensive summary see Jurgen Mihder, “Franco Alfano. Risurrezione”, in Pipers Enzyklopdidie des Musiktheaters, vol. 1,
ed. by Carl Dahlhaus (Miinchen/Ziirich: Piper, 1986), pp. 32f.
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panying the line of prisoners with Katyusha. Yet she, who meanwhile has made the
acquaintance of Simonson, an anarchist, and has fallen in love with him, refuses Neklu-
dov’s - too late - proposal. Nevertheless, at this moment both, Katyusha and Dmitry,
feel that a new life discretely begins to unfold, summing up the former encounters,
raising their love to eternalness.

Retrospectively Jurgen Mihder, one of the most learned experts of the Italian op-
era, accuses Franco Alfano on the one hand of not having got beyond the musical
language of Catalani or Mascagni, and on the other hand of having missed to represent
Tolstoy’s social criticism as well as any special Russian background.’® Holding against,
neither Hanau nor Alfano - despite the partly veristic sceneries of a women’s prison
and a penal camp - may have wished to convey a socio-graphic inventory. They rather
tried to focus on the feelings of the protagonists, an endeavour resulting in concentra-
tion on their characters and a mostly lyrical touch within the music.” Notwithstanding
an impact of credibility is evoked just by this density. Yet the inner change of Katyusha
and Dmitry in the course of the time, their ‘resurrection’ from a dissolute and irrespon-
sible existence developed quite clearly by Tolstoy, is not shown convincingly on the
basis of Alfanos’s musical means. Instead, an omnipresent dramatic gesture superim-
poses psychic acuteness.

The reason that Alfano in Risurrezione maintained a certain ‘mainstream’ of op-
era composition may be found in the composer’s longing for a resounding success in
his home country after some rather lousy years in Paris where Alfano, amongst other
things, had worked as an instrumentator of ballets for the Folies Bergéres.*® The fact
that later operas, especially L'ombra di Don Giovanni and La leggenda du Sakintala,
sometimes also disappoint common expectations®, and considering that some of Al-
fano’s pupils composed on the base of dodecaphony and serialism, indicate that he
did not blindly or unimaginatively follow the tradition of verismo when he decided to
compose Risurrezione in a certainly agreeable manner.* Furthermore, the contempo-
rary specialised press attested Alfano’s compositional style a particular originality and
esteemed his contribution to a ‘Russian wave’ which spread in Italy in the years around
1900." In so far the efficient melodic configuration in Risurrezione, avoiding any strik-
ing cantilena®? and just ‘nominating’ a short motive at the very beginning as the nu-
cleus of the whole musical inspiration may stand for the composer’s personal attitude.
Moreover, 25 repetitions of the German premiere at the Komische Oper Berlin in 1909

36 1Ibid., p.33.

37 Awomen’s prison and a penal camp are locations which do not appear in Tolstojs novel and thus reveal the intention to adapt
the action. It can be assumed that librettist and composer have discussed a lot during the process of formulation, as it was
common practice in Italy at that time.

38 Alan Mallach, The Autumn of Italian Opera. From Verismo to Modernism, 1890-1915 (Boston: Northeastern University Press,
2007), p. 299.

39 Cf. John C. G. Waterhouse, “Da Risurrezione a La legganda di Sakintala. Dal »verismo« degli esordi allo stile personale della
maturita”, in Ultimi Splendori: Cilea, Giordano, Alfano, ed. by Johannes Streicher (Roma: ISMEZ Editore, 1999), pp. 523-548.

40 Cf.Jurg Stenzl, Von Giacomo Puccini zu Luigi Nono. Italienische Musik 1922-1952: Faschismus - Resistenza — Republik (Buren:
Frits Knuf, 1990), p. 187.

41 Cesare Orselli, 9Risurrezione« e »Cyrano de Bergerac« quasi due Literatur-Opern<”, in Franco Alfano. Presagio di tempi nuovi
con finale controcorrente, ed. by Rino Maione/Francesco Canessa (Milano: Rugginenti, 1999 (De Musica 4)), pp. 67-88, pp. 67f.

42 Mallach, The Autumn of Italian Opera ..., p. 299.
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show that the audience at that time was captivated by Alfano’s opera, even though the
critics measured the work with Puccini’s - and spurned it.*?

The audience’s sagacity should not be underestimated - it reflected the desire to
experience, besides artistic enjoyment, some entertainment. Although opera perfor-
mances - not only in Italy, but all over Europe - were attended by differently cultured
classes*, in the end for all those a longing for pleasure formed the main impulse to
enter an opera house. That is why theatres offered saloons for conversation, dining
and sometimes even for gambling.” On the other hand, in Italy more than anywhere
else, also small cities operated a theatre that occasionally was staged by opera troops,
and that is why the genre became a matter of national interest. Estimation and opinion
of the public were based on rich knowledge - as a distinct production was seldom at-
tended one single time, but usually repeatedly, and (apart from guest performances of
famous singers) the attendance of operas was mainly understood as the participation
in a social event.® In Italy the extraordinary value of opera in social life did not even
change in the years around 1900, when the achievement of national unity ensued in
economic crises and the formation of a new leading society, consisting of officials
and enterprisers, enveloped the whole state. Perhaps, because this recent upper class
wanted to dress up in personal profiles, the ‘bourgeois’ opera received an aesthetic
turn - whilst the repertory remained open for new works. In particular, themes and
their artificial design were qualified intellectually.” Alfano matched these expectations
perfectly.

Tolstoy had regarded the title of his novel as a motto, and he had cared for this
literally with the help of reminiscences effecting the subliminal, sometimes hardly no-
ticeable presence of a guiding line.®® With regard to this Hanau and Alfano integrated
a stylized Easter choral as to envision the idea of resurrection and, simultaneously, to
connect the decisive moments within the action. The choral’s first appearance - when
Dmitry and Katyusha find each other for the first time after Easter Mass - corresponds
with Tolstoy’s novel, its second occurrence in the last scene, however, differs from the
model and actually replaces Tolstoy’s ending up in long quotations from the bible.
Instead, a sensitive expression of atmosphere arises: In the first act the easterly “Cristo

43 Josef-Horst Lederer, Verismo auf der deutschsprachigen Opernbiihne 1891-1926. Ein Untersuchung seiner Rezeption durch
die zeitgendssische musikalische Fachpresse (Wien/Koln/Weimar: Bohlau, 1992 (Wiener musikwissenschaftliche Beitrige 19)),
p. 207. Recent reviews of the work are only available in Italian language: Orselli, >Risurrezione« e »Cyrano de Bergerace: ...",
pp. 69-77, and Gherardo Ghirardini, “Dio pietoso. »Risurrezione« di Franco Alfano ad un secolo dalla primac, in Musicaaa!
Periodico di cultura musicale, vol. 10 (2004): pp. 16-19.

44 Cf. Michael Walter, »Die Oper ist ein Irrenhaus«. Sozialgeschichte der Oper im 19. Jahrhundert, ]. B. (Stuttgart/Weimar:
Metzler, 1997, chapter “Das Publikum der Oper”), pp. 318-341. Cf. also the reviews reproduced by Lederer, Verismo auf der
deutschsprachigen Opernbiihne ...

45 Carlotta Sorba, “In die Oper gehenc im 19. Jahrhundert: Orte, Publikum und Tendenzen des italienischen romantischen
Melodrams”, in Zibaldone. Zeitschrift fiir italienische Kultur der Gegenwart, vol. 35 (2003): pp. 21-31, p. 25. On the whole
this contribution - just as the study by Michael Walter quoted in footnote 44 - shows that the audience in times of the
Italian Risorgimento was attracted by opera performances not only by nationalistic tendencies, but also by culturally set self
identifications in all social classes.

46 Sorba, “In die Oper gehen<..”, p. 27.

47 Cf.Mallach, The Autumn of Italian Opera .., esp. the chapters “Prologue” (pp. 3-20), “The Rise of Bourgois Opera in a Changing
Nation” (pp. 122-150), “The End of the Era” (pp. 337-362).

48 Following the edition Leo N. Tolstoi, Auferstehung, complete translation into German by Adolf Hef (Leipzig, s. a.: Insel Verlag,
[c. 1920]), pp. 81-86, 199f., 266, 3606, 383f., 476 (for the first time from the perspective of both protagonists of the novel), 638.
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¢ risuscitato!” is a remote sound and merely this line of the text can be understood
verbally; the choral’s rest - as if something is to be delayed - is sung “a bocca chiusa”,
the choir buzzes. The transfiguring last bars of the opera, however, move forth to the
“Osanna”, and the desire to close the past, as well as the conclusiveness of the new
become apparent in the indication “Largo (come all'inizio dell’opera)” for the last ten
bars of the score.

Rarely ever such an impression of a threshold between this and the other world
is conveyed on stage. It seems to be difficult to realize such a situation dramatically
with the help of music, whereas several works aim at a similar message by means of
an orchestra or some instruments only.* Gustav Mahler demands a large orchestra,
vocal soloists and choir for his Second Symphony in C minor (composed 1888-1894).
The symphony is referred to as “Resurrection” Symphony, though the name does not
originate from Mahler, who allegedly was inspired for the fifth and last movement of
the symphony when attending the requiem for the famous conductor and pianist Hans
von Biilow. Mahler, with this work, went beyond dimensions accepted so far, thus pro-
voking irritation. His “Resurrection” Symphony with its setting of Klopstock’s poem of
the same title actually approaches a dramatic solution. Yet Mahler, like others, evaded
action and the pooling of this and the other world in a dramatic context, did not dare
to break the barrier between worldly and transcendental spheres decisively. However,
as Handel and Alfano have shown from very different points of departure, sacrality can
of course be represented in secular terms, as long as the composer is willing to manage
the coexistence of expectations and appropriate stylistic means.

POVZETEK

Ceprav usidrana v dolgi tradiciji sakralne glasbe,
je predstavitev Kristusovega vstajenja dobila
pomemben impulz leta 1708, ko je mladi Georg
Friedrich Handel s svojim rimskim oratorijem La
Resurrezione osvetlil dramati¢no plat dogodka.
Ceprav Hindel - in, to moramo dodati, tudi nje-
gov znani librettist Carlo Sigismondo Capece - ni
nacrtoval nastopa Kristusa na odru, so ga k temu
privedle moznosti, ki jih je brez bojazni za stroske
omogocil kardinal markiz Francesco Maria Ruspo-
li. Gledalisko vzdusje sta v njegovi ‘Sala grande’
ustvarjala velika slika vstajenja za odrom in skriv-
nostno osvetljen trak, na katerem je bil napisan
naslov oratorija. Skladatelja so morala spodbuditi
bogata glasbena sredstva: briljantni vokalni solisti
in veliki orkester, sestavljen iz najboljsih rimskih
glasbenikov tistega ¢asa. Posledi¢no je Hiandel
ustvaril premisljeno, barvito, za izvajalce zahtevno
partituro. Pomembnost izvedbe in kasneje blesceca
kariera skladatelja bi nas morda vodila k misli, da
je delo prineslo spremembo v obravnavi tematike

vstajenja v glasbi. Pa ni bilo tako. Namesto tega so,
pod vplivom razsvetljenstva, pravila luteranskega
oratorija zaceli upostevati tudi v katoliskih oratori-
jih. Glede na posebnost in izjemen pomen Kristuso-
vegavstajenja je prevladovala odsotnost dramskega
dogajanja in bogatejsih glasbenih barv, posledi¢no
pa je upadlo tudi zanimanje za glasbeno prikazo-
vanje te teme. To je trajalo skoraj stoletje. Razlicna
glasbena dela, nastala ok. leta 1900 - kot so Druga
simfonija "Vstajenje” Gustava Mahlerja in leta 1904
v veristi¢ni tradiciji komponirana opera Risurre-
zione Franca Alfana, na libreto Cesara Hanaua,
prirejenem po romanu Leva N. Tolstoja Voskresenje
(Vstajenje) - oznacujejo odlocen obrat, nenazadnje
zato, ker so jasno usidrana v posvetnem. Vendar sta
se Hanau in Alfano - sledec Tolstojevemu vrac¢anju
k Svetemu pismu - Se vedno oprla na krs¢ansko
sporocilo, ceprav sta ga spretno prenesla na odnos
med Katjuso in Dimitrijem ter uporabila velikonoc-
ni “Cristo ¢ risuscitato” kot glasbeni narekovaj, ki
oznacuje njuno notranjo preobrazbo.

Prevod naslova, izvlecka in povzetka Ales Nagode

49 For hints on the repertory see Reischert, Kompendium der musikalischen Sujets ..., vol. 1, pp. 174f., 608-610; Klaus Schneider,
Lexikon Programmusik, vol. 1, Stoffe und Motive (Kassel et al.: Barenreiter, 22001), pp. 144-149, 170f.
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ABSTRACT

This paper deals with the 19th-century institution of
public concert and its role in the construction of the
concept of Kunstreligion. I elaborate on the concept
showing how it was produced, by pointing out to the
mechanisms that made the concert an alternative to
the church service.

This paper deals with the institution of concert and focuses on the phenomenon of
Kunstreligion that was made due to this institution in the first half of the 19th century
(when the concert was being significantly altered).! Having in mind that the concert life

1 The concert world in most European centers (Vienna, London, Paris) underwent an upheaval during the first half of the 19th
century because of the drastic expansion of its commercial bases. Along with the social changes of the time, the invention of
lithography, the improvements instruments, the building of larger halls and opera houses and the development of marketing
and sales techniques led to an outpouring of music designed to attract a much larger public than before. During the second half
of the 19th century the concert public expanded greatly within the middle and working classes. The main impetus to increased
concert-going was the near-universality of the piano in middle- and upper-class homes, which by this time was spreading to
less affluent groups. While the rage for virtuosos closely tied to domestic music-making died down in the 1850s, the continuing
growth of musical education stimulated musicians to establish concerts for a much wider public (Weber 2001).
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also exhibited intense social changes that were happening among social strata which
were to have influence on the way the members of a certain stratum spent their free
time, I draw on Pierre Bourdieu’s concept of distinction in order to construe concert as
a form of cultural activity that was in service of creating and confirming the new status
of bourgeoisie and its cultural ethos (Bourdieu 1979). Since the concerts were held in
different places (concert halls, cafés, restaurants, parks, salons or ballrooms) they of-
fered diverse entertainments. Although considering the differences between the con-
certs, I will here focus on the ways the concept of Kunstreligion was being created and
at which target social group and the life style it was aimed.? In the case of 19™-century
concerts, the distinction was being constructed mostly among the members of a class
that included attending (or inability to attend) a certain type of concert into their life
style. Thus, concert was ‘a kind of museum’ for developing and cultivating the public’s
taste (Gramit 2002, 154). I will here focus on the role of a specific kind of concert that
did help creating and propagating certain taste, life style, as well as a specific behavior.?

According to William Weber, institutional concerts (‘high status’ or ‘prestige clas-
sical music’ concerts) were the channels for giving an official visible confirmation for
the new elite (Weber 2004, 61). Those were the concerts organized by established, well
organized institutions (such as philharmonic societies) and they were reserved for the
public who could afford tickets, usually through subscription for the whole year in
advance.’ Since the concerts were mostly closed events, mixing of the classes was not
easy or even possible. These concerts have usually been labeled as mechanisms for
constructing music ideology that formed the paradigm of serious music, having as the
consequence the propagation of ‘higher’ taste of the audience that was supposed to
understand, love and appreciate ‘serious’, ‘classical’ or ‘art’ music (Gramit 2002, Weber
2004).> Furthermore, it is certain that a specific behavior style was being created in
these concerts, thus forming rather unique micro-social situations. Namely, there was
a process that regulated behavior and actions during the concerts, now commonly
referred to as the ‘cultivation project’.

2 Lifestyle is here understood as a system of habits that entails certain behavior patterns and is intertwined with the idea of taste
that helps creating a sense of distinction (Cejni 2003, 13).

3 For a detailed analysis of the concert as a social event see: Petrov 2011.

4 The most important new institution established throughout Europe and America in the 19th century was the professional
orchestra. Orchestras evolved out of pre-existing music societies or court concert groups, or from new organizations directed
by the musicians themselves. Besides the Gewandhaus Orchestra, the most important ensembles developed in national
capitals, usually founded and governed by musicians: the Philharmonic Society of London (1813), the Société des Concerts
du Conservatoire in Paris (1828), the Gesellschaft der Musikfreunde in Vienna (1842) and the Berlin PO (1882). In the USA,
the major orchestras, notably the Philharmonic Symphony Society of New York (1842) and the Boston Symphony Orchestra
(1881), were founded and directed chiefly by wealthy patrons (Weber 2001).

5 However, the concert was not the only channel for producing the new ideology. Tia DeNora argues that the initial phase of
the emergence of serious music ideology in late 18th- and early 19th-century Vienna happened due to the elite receptivity
to the new ideology as it occurred against a backdrop of change in the organizational basis of music sponsorship. Namely,
the decline of the private house ensembles (Hauskapellen) resulted in a social broadening of music patronage and thereby
tended to erode the traditional institutional means for aristocratic authority in musical affairs. The exclusive function that the
qualitatively differentideology of ‘serious’ music could provide reaffirmed traditional cultural boundaries through ideological
rather than institutional means and enabled Vienna’s old aristocrats to emerge after 1800 in the context of the salon music
performances (DeNora 1991).
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Cultivation project

The ideal of ‘high’ musical culture was being constructed at the end of the 18" and
the beginning of the 19" century. The changes in the social status of musicians, as
well as the organizers of musical life are considered to be crucial factors that helped
production of the concept of ‘serious’ music (Gramit 2002, 20). The process of creat-
ing the concept of serious music - together with its opposite popular music, music for
fun - was intertwined with the complex project of cultivating audience through music.
Serious music concert was one of the salient examples of the ways the project was
conducted. The project was constituted in the first half of the 19" century, having been
based on the enlightenment ideas of cultivation that construed music as an adequate
means for educating entire population. It was assumed that music was a good means
for building a good communicative and sociable person. In accordance with that, the
concert musical culture was understood as something divergent from fun for its own
sake, but rather as a way of useful and well organized spent time (Gramit 2002, 17). The
concept of ‘good’ taste was also a part of the project, since it was necessary to educate
people to make difference between ‘good’” and ‘bad’ music and cultural (‘art’) enter-
tainment from having fun with no ‘higher’ purpose. The taste was certainly one of the
important social values that were being produced due to the institution of concert.®
The ‘serious’ music concert was part of the project, being an ideal for well-off members
of society. The concert was thus reserved for ‘cultivated’ classes (Gramit 2002, 18) and
as a cite of ’cooperative interaction of all classes’ (Gramit 2002, 149), serving as an ex-
emplar of a well organized cultural institution with precisely and strictly defined social
relations and rules of behavior, and bringing to the formation of the ‘higher’ musical
culture elitism (Ellis 2002, 356).”

The organization of social relation in the concerts was of crucial importance for
constitution of this type of concert as an ideological fundament of high music culture.
Due to the concert, different kinds of accepted behavior patterns were formed, thus
being a basis for interpersonal relations during the event. I will firstly address the issue
of proper way of listening to music that certainly represents one of the most important
behavior patterns, and then I will deal with the space that was changed due to the con-
certs. I will thus show how the concert was an indicator of formation of specific social
space as a reality that was constructed through this institution with help of specific
cultural patterns. One of the highly relevant means for cultivation project to succeed
in concerts was the idea of Kunstreligion, the idea that music should be valued as God-
like entity and the concert space should be thus equivalent to the church. Finally, the
gist of the behavior patterns was a request: behave as if you were in the church.

6 The values that were produced could be seen in judgments of the music that was performed, in creation of genre hierarchy in
the repertoire, the importance that was given to professional musicians, and in the division of the audience on ‘connoisseurs’
and ‘laypersons’ and the division of art on ‘high’ and ‘low’”.

7 The serious music concept was incorporated into the cultivation project as an ideal appealing to well off members of bourgeoisie,
the concert thus being reserved for those cultivated classes. It is highly important, as shown in a considerable number of studies,
to construe concert as a social event, since social relations made in concerts were more, according to music sociologists, more
important for this institution than the performative aspect of it, which is supported by the reviews of the concerts that were
more often than not dedicated to the social space of the event (it was reported who was present, what was discussed and
similar, Gramit 2002, 143).
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Contemplative Listening

What separated the concert institution from its inception (in the 17" century) from
other music events was the formation of the act of listening. Concert has always been an
institution in which music was in the center of social attention. In all other contexts it was
a concomitant activity, so that actual listening as an autonomous activity did not exist. The
act of concentrated, focused listening was not a usual scene to be seen in concerts for a
long time.® Moreover, listening was not the most important part of many concerts and it
was not changed quickly and drastically. On the contrary, on numerous occasions, music
was inferior to other activities, like socializing during dancing evening or popular music
concerts in general, or in opera (Johnson 1995). It was not rare that concert performing
entailed inferior role of music. Divergent concerts had divergent strategies of listening.
However, a salient change in the act of listening did happen exactly at the serious mu-
sic concerts. The behavior patterns, holding and socializing in a concert hall were being
formed during the 19" century and has been valid ever since. By the end of the century, a
whole new discourse on specific behavior, posture, acting, listening and communicating
was constructed. The idea was promulgated in philosophical and literary discourses, as
well as in the press, in reviews where it was in fact confirmed that the actual change in
behavior was happening (Morrow 1997).

The gist of the Kunstreligion discourse was the premise that one should behave in
a concert hall as if being in a church. In other words, it was proclaimed that listening
to the music in the serious music concerts was a sort of spiritual experience (Kramer
2005, 95). Philosophical and literary discourse in the 19" century is fulfilled with detailed
descriptions of the expected conduct of the listeners - it was expected from a concert
goer to be concentrated on the music with the same attention and respect as in church
and during the concert it was supposed that similar contemplation is to be happening as
during a church ritual. This act of contemplative listening is also known - in the aestheti-
cal and musicological discourses - as the concept of aesthetic contemplation. Moreover,
this kind of spiritual listening was not reserved solely for sacred music, nor for the church
as an institution. On the contrary, it was especially expected and usually seen in public
concerts with classic canon repertoire, organized in concert halls. It became common,
preferred and, even more, requested that a person should behave in a specific strictly
defined way. The recommendations for ‘proper’ behavior included: holding still, being
quiet and respectful, keeping your body almost motionless, contemplating and keeping
your mind concentrated on music, reduce talking to the minimum. These concerts were
thus reserved for the audience that was considered ‘cultivated’ enough to act ‘religiously’
while listening to music (Kramer 2005, 117).

The umbrella term that entailed the mentioned behavior was ‘spiritual contemplation’
which final instance was not connected to the church, and the origin was to be found in
the religious discourses and practices at the beginning of the 19" century. Within spiritual

8  Nevertheless, serious listening had existed before the rise of formal concerts, most prominently in churches and in courts.
While music is the focal point of a concert, that does not necessarily mean that an audience obeyed an etiquette of complete
silence and stillness. Informal social practices continued in some concerts, for example in tavern performances in the 18th
century, at ‘promenade’ concerts in the 1830s and 40s and more recently, and at band concerts during the 20th century. A strict
social etiquette became the norm in concert life around the middle of the 19th century, linked closely to the new aesthetic of
the time and to certain types of concerts (Weber 2001).
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contemplation there were two opposite concepts - of activity and passivity, beautiful
and sublime, sensory and spiritually, all of the mentioned themes fitting in the broader
concepts of Andacht and Anschauung. The former concept was connected to the ac-
tive aspect of contemplation that can be shortly described as ‘active thinking on some-
thing’, while the latter, contrary to that, referred to intuition and perception (Kramer 2005,
122). Although originally referring to the expectations from the believers in church, those
constructions were started to be applied and to be propagated in the 19" century dis-
courses to the listening to music in church, as well as listening to instrumental music. It
was claimed and also commented in concert reviews that a listener in a concert should
and does indeed listen carefully and pay attention with the same Andacht as in church.
Acting in accordance with the postulates of aesthetic contemplation existed during per-
formances in church or in concerts in concert halls. It was not usual or expected behavior
for the audience during opera performance, for instance. Thus, listening in concert was
presented as an active listening, activity of the whole body, which was the very reason
why the body should have been still, motionless, almost paralyzed - it was because of the
concentration and focus solely on music itself.

On the other hand, music was also being connected with Anschauung concept, es-
pecially when sacred music pieces were performed since they were aimed at religious
meditation that is spontaneous, intuitive communication with God. Thus, active and pas-
sive listening could co-exist, since mental focus and concentration were concomitants of
stiff body and fixed gaze did not exclude a possibility for intuitive insight and enjoyment
in music. Passivity thus referred to very behavior, way of acting and talking, while activity
referred to ‘thoughts and fantasies’ that were expected to be present in the minds of lis-
teners during listening to music in a concert. This state of mind and this kind of behavior
should have resulted in a unique music experience that was supposed to be equivalent
to religious meditation, thus getting to the culmination of the act of listening being an
insight into beautiful, sublime and spiritual. Moreover, this behavior also meant that a per-
son knows how to behave, that one has proper manners, that he or she is polite, educated,
well-rounded, well-mannered, well behaved in general, which were desirable and neces-
sary qualities for incorporation and acceptance in social life (Johnson 1995, 228-230).

Having in mind the mentioned, it is also relevant to point to the importance of silence
in concert space. Being quiet was desirable, appreciated and necessary quality that was
expected from a well mannered concert goer. No less important was also the very space,
the concert venue, in which this kind of music performance was taking place. Certain
norms related to behavior were easier to get visible in adequate places, specifically de-
signed for the purpose. It was necessary to construct not only the behavior patterns but
also the very space in which the patterns were going to be presented as requirement that
had to be met, although the space was in fact formed mostly by the very behavior in it.
Thus, the concept of art as religion and listening to music as a religious contemplation
had impact on the very architectural solutions of the concert spaces. Just as the conduct
based on the premise ‘act as if you were in a church’ was promulgated in contemporary
discourses, the very act of listening and the act of being silent gradually became unavoid-
able requests for spending time while in a concert, and so did the holy space in which the
whole performance of this described normative behavior was taking place.
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Holy place: concert hall

Concert hall was a place of gathering of concert goers, music lovers (Liebhaber), ena-
bling them, as Antje Pieper puts it, ‘a visual confirmation of the new status of the middle-
class and its cultural ethos’ (Pieper 2008, 59).° Forming strictly defined rules of behavior
was easier due to the fact that a specific place for such a behavior was being made. The
image of the place was also strictly defined and was in accordance with behavior pattern,
thus helping them to get firmer and more visible. The hall made the cultural conventions
public, while group activities practiced there were meant to give the hall its own recog-
nition in the public, since these activities were a platform for building a group cultural
identity (Pieper 2008, 97). Furthermore, especially relevant is the process of sacraliza-
tion of the space in which the concerts were organized, which, joined with the cult of
contemplative listening and the ideal of silence, brought to the fundamental transforma-
tions of the concert as a social bourgeois institution. Namely, unlike aristocracy to which
culture was a way of having fun and being amused, to middle class culture was supposed
to be spiritual upbringing. In accord with that ideal, the space dedicated solely to public
concerts performances was being built - it was expected from those concert places to
highlight the role of music as a spiritual experience and a means for individual develop-
ment (Pieper 2008, 101).

Sacralization of the concert started around 1800, being manifested in the attitude
both of the audience and the critique that concert was similar to divine service (Gottes-
dienst) in church (Kramer 2005, 134, Weber 2001). Namely, concert was construed as an
opportunity in which both time and space art would unite in order to create an entity
similar to ancient Greek drama for which it was believed that it was the perfect unity of
all arts.' One of the most obvious indicators of this 19" century tendency was the design
of the concert halls having in mind that they were modeled after churches and temples.
Since concerts were becoming increasingly more popular starting from the beginning
of the 19* century, there was a need for new concert spaces. Religious style thus became
rather popular and expected at the time, especially after new concert halls were built, for
instance, in Berlin and Munich. Religious motives are here also noticeable both in archi-
tectural neo-classical solutions (thus leading concert hall to an image similar to ancient
temples, often having basilica like solutions, for instance) and in interior design (which

9  During the early 18th century concerts were performed in spaces designed to accommodate a variety of activities, chiefly
meetings and balls, and normally holding no more than 300 people. In the middle of the century, halls designed specifically
for concerts began to be built, such as The Holywell Music Room in Oxford, the Hanover Square Rooms in London, built in
1775, Concertsaal des Junghofes built in Frankfurt in 1756. In Berlin, the Concertsaal of the masonic lodge ‘Royal York’, built
in 1803, held 1000 people, and the hall of the Sing-Akademie, put up in 1826, could accommodate 1200. From the 1830s many
concert halls were built and managed by piano manufacturers and music publishers, essentially for virtuoso and benefit
concerts. The concert halls established after the middle of the 19th century displayed the lofty role that concerts had come to
hold in European cultural life (Musikvereinsaal of the Gesellschaft der Musikfreunde in Vienna, Royal Albert Hall in London
(1871), the Ziirich Tonhalle (1891) and the Jahrhunderthalle in Breslau (1900)). The capacity of over 6000 at the Royal Albert
Hall set a new scale in concert spaces. The classical 18th- and 19th-century repertory now stood as the core of musical taste, it
demanding quiet and attentive listening (Weber 2001).

10 Tendencies to recreate antique Greek tragedy were not reserved solely for concert performances. Sacralization of the music
life was even more obvious in opera in the second half of the 19" century, one of the most explicit examples being Richard
Wagner’s project of Bayreuth Festival (Jeremi¢-Molnar 2007, 273 341). Also, there were similar tendencies in other arts. For
instance, the institution of museum was just the same as the concert proclaimed to be the temple of arts that included strictly
defined patterns of ritual behaviour (Duncan 1998, 473 497).
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was evident in representations of Greek and Roman gods on the concert halls’ walls,
though themes from pagan and Christian spirituality shaped decorations Kramer 2005,
146-147). Moreover, religious connotations were present in the official discourse of the
critique. Commenting openings of the new buildings, their importance was regularly
pointed out by critics’ proclamation of those spaces as the temples of music. Pointing
to personal sacrifices that were needed to be done by the listeners was also something
regularly mentioned, especially regarding understanding certain works of art, such were
Ludwig van Beethoven’s symphonies (DeNora 1995). Further intensification of the ap-
plying of sacred ideals on the concert music was done due to the fact that church music
was also performed in concerts (Kramer 2005, 159-161).

Conclusion

I presented in this paper some of the most salient components of the public concert
that developed in 19 century as an institution closely related to the idea of Kunstreli-
gion developing in music aesthetics of the time. Rather that giving summary remarks,
I will here briefly point to other relevant factors regarding the issue of music and re-
ligion, and, specifically, the role of concert in promoting certain aesthetical concepts
about music as religion. Related to the reconstruction of the role of the concert in a
certain life style is the issue of values propagated by certain concerts and the discours-
es on them. Mapping the phenomenon of concert life in the broader social context
brings to the questions of the role of it in music culture. Thus, related phenomena are:
the valuing of the music performed at a specific concert, making a hierarchy of genres,
a hierarchy of performers (professionals/amateurs) and listeners (true Liebhaber/lay
persons), and, finally, the influence of those standards on the concert life in the time
to come, since the issue how intertwined religious atmosphere and cultivation project
was in the period after 19th century has not yet been fully elaborated. It is relevant to
have in mind how many 19™-century aesthetical concepts related to music and religion
has been present ever since, being visible in the behavior patterns worldwide in the
very same ‘serious’ music concerts. In other words, even today, we listen to ‘serious’
music in a concert hall as if we were in a church and it is just a continuation of the same
concept of Kunstreligion that developed during the 19" century.
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POVZETEK

Institucija javnega koncerta se je v prvi polovici 19.
st. moc¢no spremenila zaradi politicnih, ekonomskih
in demografskih sprememb. V najpomembnejsih
kulturnih srediscih (London, Pariz in Dunaj) sta se
mocno povecala Stevilo in raznolikost koncertov.
Koncertno zivljenje je odrazalo tudi globoke druz-
bene spremembe, ki so zajele vse plasti prebivalstva
in so vplivale na nacin, kako so njihovi predstavniki
izkoriscali svoj prosti ¢as. Z uporabo koncepta
odlikovanja, ki ga je utemeljil Pierre Bourdieu,
analiziram javni koncert kot obliko kulturnega de-
lovanja, namenjeno ustvarjanju in utrjevanju novega
statusa mescanstva in njengovega kulturnega etosa.
Ker so se koncerti odvijali na razli¢nih prizoris¢ih
(koncertne dvorane, kavarne, restavracije, parki,
saloni ali plesne dvorane), so ponujali razli¢cne obli-
ke razvedrila. Upostevam tudi razlike med koncerti
in razpravljam na eni strani o razmerjih med njimi,
na drugi pa o konceptu “umetnosti” in “razvedrila”,
pri cemer se osredotocam na poti, pa katerih je bil
uresnicen koncept Kunstreligion. Javni koncert je
pomagal vzpostaviti razlikovanje med "visokim”

in "nizkim” razvedrilom ter s tem tudi lo¢nico med
“"intelektualnim” in "neukim” obc¢instvom. Lo¢nica
je nastala v diskurzu o glasbi in v mikrosocialnih
polozajih na koncertih, v druzbeni stvarnosti pa je
postala vidna glede na to, kaksne vrste koncerta se
je poslusalec udelezil, kako se je na koncertu obnasal
in kako je poslusal glasbo. Koncept Kunstreligion je
bil povezan s koncerti v koncertnih dvoranah (te so
bile pogosto zasnovane tako, da so bile podobne
svetiS$¢em), namenjenimi izobrazenemu obcinstvu.
Ti niso bili razumljeni kot razvedrilo, temve¢ prej
kot (umetnisko, glasbeno) nadomestilo za cerkveno
obredje (Gottesdienst), ter so tako znova vzpostavlja-
li razlikovanje med "duhovno” in ”profano” glasbo.
Skladne z "estetsko kontemplacijo”, ki so jo razsirjali
filozofski diskurzi in tisk 19. stoletja, so bile zahteve
po tem, da se obiskovalci obnasajo, "kot bi bili v
cerkvi”. Priporocila za "primerno” vedenje so obsega-
la: bodi pri miru, bodi tiho in spostljiv, ne premikaj se,
osredotodi se na opazovanje in premisljanje o glasbi.
Tako so bili koncerti pridrzani obcinstvi, ki je bilo do-
volj "kultivirano”, da je "pobozno” poslusalo glasbo.

Prevod naslova, izvlecka in povzetka Ales Nagode.
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ABSTRACT

The article discusses Dionysian signs in Richard
Wagner's opera Tannhduser und der Singerkrieg
auf Wartburg, focusing on Venus's arietta “Geliebter!
Komm?”. The method exemplifies musical topics'
semiotic analysis. It is proposed that the arietta's pa-
storal style constitutes a lyric Dionysian sign.

Richard Wagner’s opera Tannhduser und der Scngerkrieg auf Wartburg' reveals
one aspect of the composer’s romantic fantasy about the Dionysus cult. Bacchus’s wor-
ship fuses with that of Venus in the opera. I shall examine signs therein that one can
deem as Dionysian, focusing on lyrical points. The sign conception that I involve could
be characterized as an outgrowth of that which Leonard G. Ratner developed and the
analysis of musical topics (topoi) is central to it.?

Wagner’s autobiography reveals that antique art and religion had inspired him al-
ready in his youth. Accordingly, it is perhaps not surprising that Zannhduser puts forth

1 Tannhduser’s first version was premiered in Dresden on October 19, 1845. The focus of this article is the opera’s Paris version,
however, that received its premiere on March 13, 1861.
2 Ratner’s notion of musical signs comprises a distinction between musical types and styles (see Ratner 1985, pp. 9-30).
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ideas about old Roman religion. These have not been thoroughly explained, however.
Ernest Newman discusses the techniques, by which Wagner created a Bacchanal for
Tannhduser’s first Act, and his analysis provides the outset of my scrutiny of the Dio-
nysian signs. In his account of this scene, Newman distinguishes altogether seven mo-
tives that first occur in the Ouverture and then outline the Venus Mountain’s seduc-
tions and the Dionysian dancing there (Newman 1991 [1949], 68-69).

The Bacchanal is a pantomime scene that was choreographed by Marius Petipa, as
Tannhduser was first performed in Paris. Despite the wishes of the Paris Opera, this
scene was never developed into a proper ballet. Wagner expanded Venus’s part, how-
ever, that is more fully developed in the opera’s Paris version than in the earlier one.

Classical literature influenced Wagner a great deal and the poetry of authors such
as Ovid and Theocritus had fascinated him since his student days. His fantasies about
pagan religion in Tannhduser arose from his relentless study of the Classical Times.
Besides, topics related to antiquity had often been explored in French-styled operas
that had inspired him. Wagner’s intimate knowledge of Gasparo Spontini’s La Vestale
that he had directed at the Dresden Court Opera, as he was completing Tannhduser’s
first version, seems in particular to have encouraged his imaginings for the stage.?

The motives that one may entitle as the “Venus Mountain” or the Bacchic motives
are characteristically short and apposite.! The Bacchanal scene revolves around the dy-
namic development of these motives and this section presents brisk characters. Wag-
ner outlined the motion involved in the parentheses, calling forth satyrs’, fauns’ as well
as bacchants’ wild, ecstatic revealing. But some of the Dionysian signs in Tannhduser
are more lyrical by nature and encode aspects about the pastorale tradition. I shall shed
light on such signs besides their relation to musical gestures.

I regard musical gestures as a means for creating referential meanings in music,
song and opera in particular. Vocal music represents gender, sex and also different
aspects of sexuality thereby. In analysing those gestures, my stance is based on style
analysis. I propose two categories for musical gestures by distinguishing socially per-
formative and libidinal gestures.’

In operatic works, gestures related to the libido - that is, libidinal gestures - often
suggest its positive manifestations but quite as often convey something about desire’s
suppression. In Tannhduser, the libido’s denial is very much at stake. Accordingly, I
shall present examples of vocal gestures that express desire’s rejection aside with dis-
cussing the Dionysian signs of lyrical kind.

3 Thave proposed elsewhere that Spontini’s choices for the props of Venus’s temple in Dresden had encouraged the conception
of the Venus Mountain’s subterranean grotto that Wagner had developed. See my abstract submitted to the congress “The
Staging of Verdi & Wagner Operas” (Pistoia, Italy, September 13-15, 2013), organized by Roberto Illiano, Centro Studi Opera
Omnia Luigi Boccherini, Lucca.

4 According to Newman, seven motives altogether outline the Venus Mountain (see Newman 1991 [1949], pp. 68-69). Yet due
to its straightforward and victorious character, the sixth one - motive No. 8 in Newman’s presentation - ought to be associated
with the opera’s hero, Tannhiuser, only. Unlike the other Venus Mountain motives, the sixth one develops into a lengthy and
broadly arching melody. It is appealing with a triumphant character. Tannhiuser’s song “Dir tone Lob!” in Act I, Scene 2 in
praise of Venus opens by this motive.

5 See litti, 2006.
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2. The Exotic Venus

Wagner imagined the Venus Mountain as an idyllic rural landscape, which he de-
scribed in the score in detail for instance by mentioning particular colours. Conven-
tional pastorale topics - styles and figuration - lie behind the treatment in the arietta
“Geliebter! Komm”, which Venus presents in the first Act (Act I, Scene 2, Andante)
following Tannhduser’s claim of freedom from her service. This arietta is based on the
seventh of the Venus Mountain motives that Newman distinguishes (see Example 1).
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Example 1: Leitmotif “Geliebter! Komm”
Cited in Richard Wagner, Tannhduser, edited by Felix Mottl, Edition Peters Nr. 8217
(Frankfurt, London, New York: C. F Peters, 1974), p. 48.

The key is F major, the traditional key of pastorale compositions, and “Geliebter!
Komm” also puts forth traits common in 17"- and 18"-century pastorale scenes, such as
an opening by the tonic chord’s prolongation as well as a translucent and ornamental
accompaniment texture based on broken chords. These progress slowly as performed
by the strings and the high woodwinds besides the horn.

Venus does her best in trying to seduce Tannhiuser. She describes the grotto’s idyl-
lic surroundings that invite one to love and erotic enjoyment. As she refers to the Venus
Mountain’s gods and their residence, the grotto, by the lines “Komm, sieh’ dort die
Grotte” and “[Entziicken] bot” selbst einem Gotte...” her broadly-arching phrases are
coloured by an exotic flavour induced by the passing use of the whole-and-half-tone
scale: with the exception of ¢, the dominant of F major, the melody moves along an
octatonic scale at these two points (see Wagner 1961, pp. 860-863).

This provides a tense timbre for the filling of the third a-flat - c-flat by a quick step-
wise progression. Besides, the melody is full of tension right at the arietta’s opening,
something due to the use of a diminished fifth as the descending leap that completes
the initial leap ¢ - f upwards. Venus is portrayed as a deviant being by these details that
also suggest her increasing anxiety or even hidden anger.
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The fact that her existence is based on the libido - on love and erotic yearning - is
generally paralleled by melodic writing that is rich with chromatically descending mo-
tives plus unstable, quickly shifting tonal relations. This becomes apparent following
Tannhiuser’s bid “Gottin, a8 mich zieh’'n” - Goddess, set me free - in the Seir bewegt
section in Act I, Scene 2 and thereafter.

Tannhiuser’s parts are throughout the opera characterized by bright, diatonic mel-
odies and simple harmonic structures. But the harmonic and melodic progressions
that Wagner composed for Venus render her as a being genuinely different from Tan-
nhéuser and the other characters, who are all rooted to the Christian community.

To summarize: the pastorale style that this arietta presents constitutes one Diony-
sian sign, which is lyric. The basing of the melody’s core on the unusual octatonic
scale, often associated with Oriental issues in 19"-century music, bestows the subtle
pastorale character an exotic timbre. This choice aptly stresses Venus’s strangeness for
the Christians.

3. The Revengeful Goddess

Venus aspires to keep Tannhiuser as her worshipper by every possible mean. Her
subtle persuasions are paralleled by her caressing gestures. She grants him the free-
dom to leave, but as it becomes clear that their disagreement cannot be settled, her
anger bursts out in a demonic manner.

Venus thus intimidates Tannhduser upon his departure from the Venus Mountain
by claiming that he will only encounter coldness, as he returns to the world of human
beings. She believes that he will come back to the Venus Mountain, longing for his past
bliss and begging for a reentry to her realm. Her lines, which start by the words “Oh!
Could you but find her who once smiled to you!” (“O! findest du sie wieder, die einst
dir gelachelt!”) in Act I, Scene 2, build on vocal gestures (see Example 2).

The progression, which starts at this point, is characterized by the subtle fluctuation of
tempi. The two phrases that Example 2 presents stand out as vocal gestures. The melodic
leap from f downwards onto the a-flat at the outset of the second phrase, which is a restate-
ment of the first one, together with the piano pianissimo by which the phrase opens create
a capricious and sudden accent. This is due to the fact that both the leap downwards and
the quick switch to the soft tone volume follow a crescendo that ends the first phrase.

A similarly capricious effect occurs at the end of the second phrase as the vio-
lins switch from pp to ff upon starting the thirty-two-note quintuplet that finishes the
phrase. The style germinating in this passage points to the later Schonbergian speech
song (Sprechgesang), putting forth traits akin to those that prevail in many expression-
istic vocal compositions that were created at the outset of the 20" century.

The first Venus on the stage, Wilhelmine Schroder-Devrient, apparently inspired
much of Tannhduser at its earliest stages, as Laurence Dreyfus has suggested (Dreyfus
2010, 77). One indeed senses repercussions of her melodramatic vocal performance
style in Tannhduser, something that Wagner also described in his autobiography.®

6 See Richard Wagner, Mein Leben. Erste authentische Verdffentlichung (Minchen: Paul List Verlag, 1963), p. 46 and Mein Leben.
Vollstindige Ausgabe, ed. Eike Middell, vol. I, Sammlung Dieterich Bands 119 (Leipzig: Dieterich’sche Verlagsbuchhandlung,
19806), pp. 328-329.
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Example 2: The “demonic” Venus: Act I, Scene 2 (un poco ritenuito)
Cited in Richard Wagner, Tannhdiuser und der Scingerkrieg auf Wartburg, ed. Max
Hochkofler (Switzerland: Edition Eulenburg, 1961), pp. 912-913.

Venus’s increasing anxiety motivates those particularly expressive phrases. These
vocal gestures are in much based on the composer’s working on descending motives,
which are permeated by dense chromaticism. Tannhiuser rejects her love that no long-
er has a meaning for him. This means that the libido will be denied. As the libido is the
ground of Venus’s existence, she is enraged.

But Venus’s pride overcomes her possessive affection: she will not deprive Tan-
nhiuser of his freedom, although his desire to leave invokes a truly revengeful mood in
her. She thus curses the whole mankind in a raging manner, retorting her offence. Her
part at that point is characterized by plain melodic figuration. The forceful restatement
of particular pitches, such as d-flat and e, is central to it. Although there is no direct
quotation, her fierce manner owes much to that of Queen of the Nightin W. A. Mozart’s
Magic Flute. Both the cursing Venus and the dagger-bearing Queen are featured so as
to resemble the bacchantes-turned-into-furies of antique tragedies.

The curse is slightly more concise in the Paris version as compared with the Dres-
den one. It addresses the curse to the humankind (“Menschengeschlecht”), whereas
the Paris version to the entire world. As Venus declares, “...If you do not return to me, /
then let the whole world lie under a curse / and for ever be a desert / from which the

235



MUZIKOLOSKI ZBORNIK ¢« MUSICOLOGICAL ANNUAL L/2

goddess fled!”” But the curse is essentially the same in the opera’s both versions: Venus
suggests in each that if Tannhduser will not return to her, she will leave the world and
turn it void.

Venus reveals her ability to destruct by this turn. The rejection of her love triggers
negative emotions in her, revealing something about the dark side of her libido. The
curse that she presents stands out as a forceful Dionysian sign. It could be understood
as an allusion to the voices of Classical tragedies’ heroines.

4. On the Vocalizing of the Libido’s Rejection

Next to nuanced tones of voice achieved by a careful, detailed notation, libidinal ges-
tures in Tannhduser present major dynamic shifts that take place rapidly. Those proceed-
ings reveal that Wagner composed an intensive emotional loading into these moments.

Libidinal gestures in vocal music are averagely exposed by the textual content
besides the performance practice indications. Generally, musical gestures stand out
as emphasized or particularly expressive points. Certain gestures in Tannhduser tell
about libidinal issues only, whereas some like Venus’s curse allude to these and also
the Dionysian heritage at the same time, comprising complex signs.
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POVZETEK

Prispevek opazuje vpliv klasicne umetnosti in
religije na znacilnosti opere Tannhdiuser und der
Scingerkrieg auf Wartburg Richarda Wagnerja, pri
Cemer se osredotoca na parisko verzijo (1861).
Avtorica opazuje predvsem prizor z bakanalom v
prvem dejanju in analizira dionizi¢na znamenja,
zlasti v Venerini arietti “Geliebter! Komm”. Analize
se loteva z metodami, ki spominjajo na semioticno
analizo glasbe. Z njimi odkriva predvsem glasbene
topose in sloge. Ob tem ugotavlja, da je na pod-
robnosti zasnove Venerine votline, kakor je pred-
stavljena v partituri opere Tannhduser, vplivalo
Wagnerjevo sodelovanje s starejsim kolegom
Gasparom Spontinijem pri izvedbi njegove opere
La Vestale leta 1845 v Dresdnu.

Venerina arietta “Geliebter! Komm” je navdihn-
jena s tradicionalnimi opernimi prizori. Venerino
eksoti¢nost slika z uporabo oktatonske lestvice,
ki je bistveno drugac¢na od glasbe krs¢anskih

Minnescngerjev. Avtorica zastopa mnenje, da pas-
toralni slog ariette predstavlja v operi dionizi¢ni
znak liricne vrste. Ob tem so za nastope Venere
- ob padajoc¢ih kromati¢nih postopih - znacilne
tudi nestabilne, hitro spreminjajoc¢e se harmon-
ske zveze. Na nekaterih mestih se razvijejo celo v
melodram. Zdi se, da ta sredstva razkrivajo pravo
naravo njenega bistva, ki je prezeto z eroti¢nim
koprnenjem in libidom.

Se veg¢, avtorica ugotavlja, da je trenutek, ko
Venera pred njegovim odhodom izrece kletev
nad Tanhduserjem, drugo dionizi¢no znamenje.
Spominja na zZenske like v anti¢nih tragedijah,
ki se iz bakhantinj prelevijo v furije. Avtorica se
posveca tudi nekaterim drugim odlomkom, v
katerih se Venera poskusa soociti s Tannhduser-
jevo zavrnitvijo. Vecinoma izstopajo kot vokalne
geste. Avtorica predstavlja svojo metodo dela na
vzorénih analizah teh odlomkov.

Prevod naslova, izvlecka in povzetka Ales Nagode
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ABSTRACT

Michael Steinberg claims that the Strauss-Hofmann-
sthal operas are successful because Hofmannsthal’s
fixed, or ‘Apollonian’ libretto is counteracted by
Strauss’s dynamic, or ‘Dionysian’ music. This paper
challenges this view by looking

One common explanation for Hofmannsthal’s desire to become a librettist is
that he felt that words on their own were inadequate for aesthetic expression and he
hoped that music would supply the transcendent sheen necessary for art-religious
experience. His early symbolist poetry gestured towards the metaphysical, a literary
version of the Wagnerian music that was supposed to bring the listener into contact
with the Schopenhauerian Wille. The ‘Letter of Lord Chandos’ (‘Ein Brief’, 1902) was
Hofmannsthal’s admission of the impossibility - or even the undesirability - of this
‘Dionysian’ goal.! However, in his 1927 address ‘Literature as the Spiritual Space of the

1 The research for this paper was carried out with funding from the AHRC. I would like to thank Mark Berry, John Deathridge,
Michael Fend, Roger Parker, and Nicholas Till for their helpful comments on earlier versions of the text, as well as Stephen
Groves and Arabella Cizmas for looking over the final proofs. Any remaining errors are entirely the fault of the author.
Wagner’s idea of a Dionysian music is explored at length in Nietzsche’s Die Geburt der Tragodie aus dem Geiste der Musik (1872).
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Nation’ (‘Das Schrifttum als geistiger Raum der Nation’, delivered 10 January 1927 at the
University of Munich, published July 1927), written just before beginning work on Ara-
bella (1933), his mature reflection was that literature [Schrifttum]’ could indeed perform
a spiritual function after all: not the Dionysian function of Wagnerian opera and his ear-
lier symbolist poetry, in which unity is achieved by breaking down the division between
individual souls, but instead achieving unity in the outer communal world through a
shared language.? Hofmannsthal here uses ‘literature’ not to mean just the pile of books
that even the educated elite haven’t yet found the time to absorb completely, but rath-
er a ‘spiritual activity’ - constituted of all linguistic utterance - that lies beside, outside,
beneath, and above professional literature which could serve as the ‘spiritual room’ in
which the German-speaking nation would be formed. Language is not inadequate for
the spiritual dimension of existence; language is all there is.

The function of the artist is to become a Nietzschean ‘seeker’ - a term borrowed from
the Untimely Meditations (Unzeitgemcdisse Betrachtungen, 1876) - who is able internal-
ize all the contradictions of the culture in order to present a unified outer reality that can
serve as the mythological basis for the nation. Michael Steinberg has argued that there is
nothing Nietzschean about Hofmannsthal’s attempt to imagine a fixed, eternal mytholo-
gy for the Germans because Nietzsche had a more ‘Dionysian’ view of culture as ‘histori-
cal and dynamic’? For Steinberg, the Hofmannsthal-Strauss collaborations (particularly
Arabella) are successful because Strauss’s avowedly Nietzschean music - basing ‘his com-
positional style on the principle of Dionysian movement’ - cuts across Hofmannsthal’s
attempts to present a static ideology. This itself is debateable, but the purpose of this
paper is to challenge the specific idea that Hofmannsthal’s libretto is Apollonian in op-
position to Strauss’s Dionysian music - i.e. that the opera functions in essentially the
same way as its Wagnerian precedents. In Wagner’s metaphysical conception, music is
aligned with a higher reality and is thus able to communicate the deeper universal truth
that lies behind the words. Music allows a glimpse of the infinite when the listener com-
pares the unlimited multiplicity of possible myths contained in the musical Ur-myth with
the specificity of the single myth enacted on the stage and in the words. In opposition
to this ‘inner Dionysian’ aesthetic, in which aesthetic unity is experienced internally by
the individual as the music subsumes them in the Wille, I argue that Hofmannsthal was
aiming for an ‘outer Dionysian’ aesthetic in Arabella, in which unity is transferred into
the external experience of the shared linguistic space. This is done through allegorical
symbolism, the invention of mythical worlds that obscure contradictions, and the enact-
ment of both of these through time in ritual.

Word

After his precocious success as a teenage poet, Hofmannsthal reached a crisis point
early in his career when he realized that language had become so colonized by scien-

2 Hugo von Hofmannsthal, Gesammelte Werke in Einzelausgaben, ed. Herbert Steiner, vol. 14: Prosa IV (Frankfurt am Main: S.
Fischer Verlag, 1955).

3 Hofmannsthal borrowed this interpretation from Ernst Bertram’s Nietzsche: Versuch einer Mythologie (1918): Michael P. Steinberg,
The Meaning of the Salzburg Festival (Ithaca, NY: Cornell University Press, 1990), 161.
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tific thought and means-end rationality that even the temporary, artificial respite af-
forded by symbolist poetry was no longer possible. This ‘Sprachkrise’, already evident
in Hofmannsthal’s early poetry and lyric dramas, found its clearest expression in the
much discussed ‘Letter of Lord Chandos’ (‘Ein Brief’, 1902). The fictional letter con-
cerns the ontological status of language, and asks to what extent it is able to express
or represent certain real human experiences like the sense of Self or the feeling of
belonging to a Higher Order. Neither the letter’s date, 1603, nor its addressee, Francis
Bacon, are coincidental. The date is right in the middle of the Scientific Revolution.*
And Bacon is often credited with the invention of the ‘scientific method’ - what he
called the ‘novum organum’ - in which knowledge is determined through inductive
reasoning based on empirical observation.” By addressing the letter to Bacon, then,
Hofmannsthal was indicating that the root of the language crisis was the separation of
scientific and symbolic thought bequeathed by him and his contemporaries.

The fictional author of ‘Ein Brief’ is tormented by the absurdity that, although he feels
the integrity of his inner self deeply, he knows that any attempt to express it in words is
doomed. Hofmannsthal’s way of escaping this condition was to invent a pared-down
metaphysic that incorporated positivist thinking - even the prohibition on metaphys-
ics - in order to turn it into a virtue. The soul is no longer the Cartesian ‘ghost in the
machine’, to borrow Gilbert Ryle’s phrase, but consists of the separation between that
part of us that observes and the part we observe: ‘the soul is inexhaustible because it is
at once both observer and object’.® The attempt to achieve Dionysian unity, to transcend
the infinite and finite parts of our nature, would only bring chaos in which nothing is
distinguishable.” Instead, although plurality is the cause of all suffering (Schopenhauer’s
principium individuationis), we should not see it as something to be transcended, but
the source of the ‘ “magic” in our nature’® ‘Self-transcendence’ is achieved, paradoxically,
by accepting that it is our essential non-transcendence that makes us who we are: we
overcome ourselves by learning that we do not need to overcome our divided selves.?
The consequence of this distinctly Nietzschean embrace of reality and suffering is that
striving for the infinite in art becomes a betrayal of the equally important finite part
of our being. But on the other hand, attempting a synthesis between finite and infinite
would look like a misguided attempt to overcome our defining plurality. So the only
choice left to the artist is an unconditional affirmation of reality.

Hofmannsthal’s letters to Strauss about Arabella demonstrate what this abstract phi-
losophizing meant in practice. Hofmannsthal tried to create a believable Spielwelt in

4 Idate the Scientific Revolution - a contentious term in current historiography - between the publication dates of Copernicus’s

De revolutionibus orbium coelestium (1543) and Newton’s Philosophice Naturalis Principia Mathematica (1687) respectively.

‘Men have sought to make a world from their own conception and to draw from their own minds all the material which they

employed, but if, instead of doing so, they had consulted experience and observation, they would have the facts and not

opinions to reason about, and might have ultimately arrived at the knowledge of the laws which govern the material world’.

Francis Bacon, The New Organum, ed. Lisa Jardine & Michael Silverthorne (Cambridge: Cambridge University Press, 2000).

6 Hugo von Hofmannsthal, Gesammelte Werke in Einzelausgaben, ed. Herbert Steiner, vol. 11: Prosa I, (Frankfurt am Main: S.
Fischer Verlag, 1956), 8.

7 Benjamin Bennett, Hugo Hofmannsthal: The Theatres of Consciousness (Cambridge: Cambridge University Press, 1988), 12-3.
His argument is based on a close reading of Hofmannsthal’s early notes.

8 Ibid, 11.

9 Ibid,, 15-6.
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which a workable ‘configuration [Gestalt]” of characters is assembled. ° The archetypal
model he had in mind for Arabella was Die Meistersinger von Niirnberg (1868) to which
Der Rosenkavalier (1911) owed so much. He believed that the Nuremberg of the 1830s
that Wagner had contact with ‘offered not merely a mirror, but actually an example of
the whole intellectual and spiritual life of the German middle class around 1500 The
implication is that, having been born in 1874, he was close to having had direct experi-
ence of the world he is trying to recreate in Arabella. The horror with which he reacted
to Strauss’s suggestion for a ‘colossal Croatian ballet’ in the second act shows his com-
mitment to verisimilitude. [It] is exactly the decisive point that everything must be au-
thentic, the authentic Vienna of 1860s, just as Der Rosenkavalier owes some part of its
success to the fact that it remains true to the authentic Vienna of 1740 throughout.!? It
is not discussed in the correspondence, but this attitude extended to set and costume
design, which he ensured were faithful to the period in question.”” There seems, then, to
have been a complete rejection of the lyricism of the earlier poetry: everything is geared
towards a mimetic, albeit highly stylized, recreation of a real world.

Nevertheless, the opera is very far from being realistic. This not just because of the
apparently trivial point that sung theatre cannot be perceived as real. The lyric-affective
mode which depicts the characters’ internal emotional states is no less realistic than
other forms of theatrical or cinematic realism. Hofmannsthal was keen that the music
be as understated as possible, with the singers leading and the orchestra in a subordi-
nate role. Strauss obliged and further contributed to the sense of realism by having the
vocal line follow the natural speech patterns of the language. ' The problem with the
term ‘realism’ comes from Hofmannsthal’s use of dialogue and staging to externalize
the consequences of the metaphysical system outlined above.

One way he does this is encapsulated by his well-known dictum: ‘Depth must be
hidden. Where? On the surface’.”” This is followed in Arabella by keeping the atmos-
phere so light that what are actually deep philosophical points sparkle in the conver-
sations as mere witticisms. Another is summed up in another aphorism, which seems
to contradict the encomia to authenticity in the letters: ‘Naturalism distorts Nature be-
cause by copying the surface it has to neglect the wealth of inner relatedness - Nature’s
real mysterium’.'® This inner relatedness is conveyed through symbol, myth and the
rituals that reinforce them. Everything in the libretto has symbolic meaning - the char-
acters, their actions, their positioning on stage, the props they handle and what they
talk about. Hofmannsthal might have been affirming the real, or the finite, in Arabella,
but it does not mark a return to naturalism.

10 Hofmannsthal to Strauss, 22 December 1927, Richard Strauss and Hugo von Hofmannsthal, Correspondence, trans. Hanns
Hammelmann and Ewald Osers (London: Collins, 1961), 461.

11 Hofmannsthal to Strauss, 1 July 1927 , Correspondence , 433.

12 Hofmannsthal, 22 December 1927, Correspondence , 463. Translation amended for clarity.

13 Reproductions of the designs for the original sets and costumes can be found in Kenneth Birkin, Arabella (Cambridge: Cambridge
University Press, 1989).

14 See Hofmannsthal to Strauss, 26 July 1928, Correspondence, 495.

15 Hofmannsthal, “From “The Book of Friends””, Selected Prose, trans. Mary Hottinger, Tania & James Stern (New York: Pantheon,
1952), 362.

16 1Ibid., 374.
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Symbol

The dominance of Baconian scientific thought meant that the modern person was
unable to apprehend the world without dichotomizing it into symbolic and rational
thought, or another equivalent binary pair.” The non-modern would make no distinc-
tion between ‘religious’ and ‘scientific’ thought; religious symbolism itself was func-
tional, and few would have even considered whether its supposed effect was empiri-
cally verifiable.!® Artistic symbolism recreated a dim echo of this religious experience
by using elliptical, melodic language in order to obscure the meaning of the symbols
and evoke a dreamlike psychological state. But, however successful an individual artist
was at evoking this état d’dame as an affect, the pretension that it allowed one to under-
stand the inner meaning of things could only ever be seen as fakery."” Arabella marked
the culmination of a new way of thinking about the symbol in art for Hofmannsthal:
it now functioned allegorically so that, although it could not be read with the preci-
sion of a linguistic signifier, each symbol opened up a loosely circumscribed space of
meaning. This meant that, instead of the obscurity of a symbolism that attempted to
fake the mystery of religious experience, the more legible symbols demonstrated how
the ‘encounter’ enabled the individual to move away from the internal, infinite part of
his being into the shared external, finite part of existence.

One of the most important recurring symbols in Hofmannsthal’s oeuvre is that of
‘outer [aufSen] as opposed to ‘inner [innen]. Throughout the whole of the first act,
the image of Arabella’s going out is foremost. In the scene with Zdenka, she keeps
looking out of the window towards the world with all its diverse possibilities. In the
final solo scene she is preparing to go out in the present moment with Elemer, but she
is also mentally preparing herself to go out to the ball that evening. These literal exam-
ples of ‘going out’ stand for the process of individuation: in order for the Self to come
into existence it is necessary for it to undertake a figurative ‘going out’ into the world.*’
The Self sits at the centre of the whole universe, as Chandos realizes in his moments
of clarity: ‘I, in a state of continuous intoxication, conceived the whole of existence as
one great unit [...] thus it prevailed through the whole expanse of life in all directions;
everywhere I was in the centre of it, never suspecting mere appearance’.?! According
to Hofmannsthal’s metaphysics, the World, which can only be one of appearance, is
contained within the individual, and the Self and World can only become separate by
attempting to act in the world. Through action, the person experiences resistance to his
will which then serves to define the boundaries of the Self: living, or living oneself out

17 This tendency is demonstrated, for example, in the essay ‘Concerning Two Kinds of Thinking’ in Carl Jung, Psychology of the
Unconscious: A Study of the Transformations and Symbolisms of the Libido, trans. Beatrice M. Hinkle (New York: Dodd, Mead
& Company, 1916), which Hofmannsthal had in his library.

18 Ladislav Holy, Religion and Custom in a Muslim Society: The Berti of Sudan (Cambridge: Cambridge University Press, 1991),
210.

19 This is the substance of the argument in Nietzsche’s Der Fall Wagner (1888).

20 DrauySen (the space outside the home) is acting as a metaphor for au/Sen (the space outside herself in which she interacts with
others).

21 Hugo von Hofmannsthal, “The Letter of Lord Chandos”, The Whole Difference: Selected Writings of Hugo von Hofmannsthal,
trans. Tania and James Stern (Princeton: Princeton University Press, 2008), 69-79; 72.
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2 22

completely, [is possible] only in the struggle with opposing powers’.

In his survey of the symbols of ‘outer’ and ‘inner’ in Hofmannsthal’s output, J.H.
Reid writes: ‘all Hofmannsthal’s heroes have to break out of their introverted state’.??
In Ariadne auf Naxos (1912/16), in a nod to the Wagnerian/early-Nietzschean stance
of The Birth of Tragedy, going out of oneself means towards a Dionysian oneness
with the universe. Ariadne hides in her cave, ignoring the advances of the comme-
dia dell'arte troupe, who evoke the satyr chorus of Greek theatre, only emerging to
embrace Bacchus who transforms her into a constellation of stars. In a step closer to
what happens in Arabella, the Kaiserin in Die Frau ohne Schatten (1918) has her non-
personhood symbolized by her lack of shadow; she is only able to gain selfhood by
acting, or rather by deliberately not acting. It is her cry of ‘Ich - will - nicht”, marking
her refusal to drink from the fountain of life, which would deny the Dyer and his wife
children, that enables her to join the world of life and gain a shadow. Arabella’s ‘cave’ or
‘lack of shadow’ is her passivity, her peering out from behind the curtain and hoping
that the world will come to her. As in the earlier operas, she only joins Life through her
action at the very end.

There is, however, something that lifts Arabella above the solipsistic moaning of
Ariadne or the mendacious thievery of the Kaiserin, and that is her awareness of the
inherent potentiality of her situation. Arabella’s most attractive qualities - knowing her
own mind, being in control of her situation, and a willingness to take risks - do not
square with her decision to sacrifice her own self-interest for that of her wastrel parents
by marrying a rich count.*® The odd combination of headstrongness and passivity, in
which she knows exactly what she wants but just sits around waiting for it to happen,
can make her character seem aloof and unreasonable. But Hofmannsthal chose these
attributes in order that she is best able to perform her symbolic function. When she
does eventually ‘go out’ she does not feel constrained to do so within the parameters
that have been set for her, but is prepared to look beyond the limits of her Viennese
sphere. This is where the idea of the ‘encounter’, which Hofmannsthal first explored
in a short prose work of 1907, becomes important. The encounter offers the individual
the opportunity for ‘disintegration’ and then a choice of the infinite possibilities avail-
able for ‘reintegration”® ‘At no moment is the sensual so close to the spiritual, the spir-
itual so sensual, as in the encounter. At this moment everything is possible, everything
in flux, everything diffused’. 2

For Hofmannsthal, it was people with Arabella’s almost impossible mix of personal-
ity traits that were particularly susceptible to the power of the encounter: ‘For a very
daring, very naive imagination, [..] wherein innocence and cynicism are inextricably
entangled, the encounter is already the anticipation of embrace’.?” Compare this to his

22 Hugo Hofmannsthal, Gesammelte Werke in Einzelausgaben, ed. Herbert Steiner, vol. 15: Aufzeichnungen, (Frankfurt am Main:
S. Fischer Verlag, 1959), 127.

23 J.H.Reid, “Draussen sind wir zu finden” - The Development of a Hofmannsthal Symbol”, German Life and Letters vol. 17, no.
1 (Fall 1973): 43.

24 For the genesis of these characteristics see Hofmannsthal’s letters to Strauss, 20 November, 22 December, 25 December 1927,
Correspondence, 456, 400, 465.

25 Hofmannsthal, “Book of Friends”, 353.

26 Hofmannsthal, “Encounters” (1907), Selected Prose, 208-9.

27 1bid., 209.
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description of Arabella to Strauss as ‘a mature and beautiful girl who has probed too
deeply into certain aspects of life, a little seared by cynicism and resignation’.?® Arabel-
la admits that if her encounter were to result in an actual meeting, it is more than likely
that ‘he would become like anyone else to her’, the spell would be broken just as it was
with the other suitors. But while it remains just an encounter, she can derive that exqui-
sitely mournful pleasure in contemplating the possible outcomes of a deeply desired
meeting that will never happen. The purpose of the rest of the opera is to show how,
when the encounter takes place in the right mythical framework and with the right
attitude to ritual, that sense of possibility can be extended indefinitely into the future.

Myth

For the primitive, myth is a not a system of thought through which the world can be
explained, it simply presents the world the way it is. The modern, conversely, is able to
distinguish between those beliefs that are scientifically demonstrable, ‘facts’, and those
that stem from religion or other types of superstition, ‘myths’. ‘Myth’ in the sense Hof-
mannsthal would have understood the term, therefore, is a concept only available to
moderns. This causes two interrelated problems: firstly, unlike myth, which sets out a
basis for morality, science offers no criteria for making judgements; secondly, despite
the fact myth has no scientific claim to truth, it seems to be indispensable for life.?” Fol-
lowing on from Nietzsche’s treatment of this problem in Beyond Good and Evil (Jenseits
Gut und Bése, 1886), Hofmannsthal wasn’t concerned about the truth of his mythopoe-
ic creations in some non-existent ‘reality’; his task was to channel what is already avail-
able in the culture into something ‘life-promoting’*° The particular myth Hofmannsthal
tapped into in Arabella was that of the Austro-Hungarian Empire, namely that Austria
was uniquely able, through its shared cultural memory, to act as a lynchpin in Europe,
tying Slav and Germanic countries together in supra-national harmony.*

On casual acquaintance with Arabella, one could be forgiven for assuming that
Mandryka was the stock ‘funny foreigner’, who in Austrian theatre was traditional-
ly a Slav (Prince Orlofsky in Die Fledermaus is a good example). However, in Hof-
mannsthal’s post-war stage works the Slav started to serve a more serious purpose. %
In Der Schwierige (1921), he was primarily concerned with unfavourably contrasting
modern German character types with the already mythical pre-war Austrian aristocrat.
The Slavs only appear in absentia, but Hofmannsthal emphasized their willingness to
join with their Austrian fighting comrades on the Carpathian front in defence of the
Empire. Like Arabella, Der Unbestechliche (1923) has a Slav as a main character, a butler

28 Hofmannsthal to Strauss, 25 December 1927, Correspondence, 465.

29 Bronislaw Malinowski, an anthropologist who did his important fieldwork in the 1920s, called it a ‘vital ingredient of human
civilization’: Magic, Science and Religion, and Other Essays (Garden City, NY: Doubleday Anchor, 1948), 101.

30 Nietzsche, Beyond Good and Evil, Basic Writings of Nietzsche (2000), 201-2.

31 See Hofmannsthal, “Antwort auf die Umfrage “Svenska Dagbladet™ [1915] (Ubersetzt von Friedrich Stieve), Gesammelte Werke,
Aufzeichnungen, 363 and Hofmannstahl to Bodenhausen, 10 July 1917, Briefe der Freundschaft (Disseldorf E. Diederichs,
1953), 235-230.

32 J.B.Bednall, “The Slav Symbol in Hofmannsthal’s Post-War Comedies”, German Life and Letters vol. 14, no. 1-2 (1961): 36.
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Theodor, who acts as a foil to an Austrian society ‘already gravely weakened by moral
leukaemia’.® Despite the comic mileage wrought from Theodor’s mangled diction, his
main function is as a symbol of volkish innocence, brought in to act as a guilty con-
science for the main character, a young Baron.

This idea of the Slav as offering potential salvation to the morally corrupt Vien-
nese was carried to its logical conclusion in Arabella, where Mandryka is of equal or
greater social status than any of the Viennese, and it is he who gets the girl. In order to
achieve this reversal Hofmannsthal conflated two ideals: that of the Austro-Hungarian
Empire, with its connotations of strength through diversity, and that of the Volk. The
still relatively large mass of peasants, around one third of the population of Austria at
the time, were seen by the Conservative Revolutionaries as part of any remedy for so-
ciety’s ills, since they were uncontaminated by the mistakes of the nineteenth century
or any of the intellectual problems posed by modernity. Mandryka retains the Slav-
German idiom from his army days, but his delivery is more nuanced than Theodor’s:
Hofmannsthal ‘provides him with constructions and figures of speech which blend
convincingly with his Slav imagery’.** And it is this imagery, of the autochthonous Slav
with the ‘aura of tall, silent forests, of deep, spontaneous emotion, of self-sufficiency
and an uncorrupted natural order’, through which Hofmannsthal is able to sell the
volkish ideal to his audience.”

Hofmannsthal’s saw the Conservative Revolution in terms of centuries and he was
under no illusion that an immediate retreat from modernity was possible. By staging
the mythical ideal of Bodenstdndigkeit - the sense of identity with folk, soil and im-
mediate homeland, unchanging values, and oneness with ancestors and past - through
the Slav symbol, he had the more modest aim of drawing out qualities that were al-
ready latent in the modern audience. What we have in Arabella, then, is the mirror im-
age of what Edward Said saw occurring in much nineteenth century literature, where
the orient is concocted as a mysterious other through which the darker regions of the
European psyche might be explored.’*® Hofmannsthal’s positively marked, but equally
fictive, other - knitted together from a nostalgia for empire, a Romantic deification of
nature and a city-dweller’s ignorance of the realities of feudal life - would, he believed,
resonate sufficiently with audiences to encourage them to shake off their spiritual tor-
por. For this to work, the portrait of Vienna he painted had to be allegorically recog-
nizable as the contemporary city and, for all their faults, the characters had to seem
severely misguided rather than rotten to the core.

Hofmannsthal achieved this by ensuring all the characters other than Arabella and
Mandryka were caricatures, each exhibiting one amusing trait. Hofmannsthal described
the three Counts as in ‘frivolous pursuit of all skirts’ and Waldner as ‘that cashiered cav-
alry captain and his whole shady milieu’ and how ‘these figures are tainted by vulgarity,
tangled up with a rather vulgar and dubious Vienna’.¥” But the characters are not simply

33 Ibid, 38.

34 Ibid, 42.

35 Williams, The Broken Eagle, 25.

36 Edward Said, Orientalism (London: Penguin, 2003), 166-97.
37 Hofmannsthal to Strauss, 13 July 1928, Correspondence, 486.
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‘vulgar’, each is the victim of a crippling self-delusion: the Countess puts her faith in the
prognostications of a fortune teller, the Count believes the answer to his financial prob-
lems lies at the gaming table, and the three young counts swim through life entitled to
everything, striving for nothing. The biggest self-defeating fantasy of all, however, is that
monetary wealth alone is necessary for deliverance. Waldner’s gambling is shorthand
for stock market speculation, and the alacrity with which he accepts Mandryka’s money
shows the morally bankrupt ethos of money for nothing prevalent during boom times -
as true in the 1920s, when the libretto was written, as it was in the 1860s, when it was set.

The point of the Slav mythology, then, was not to provide a scientifically verifiable
theory of origins to replace the belief requirement of Christianity, but a utopian idea,
whose fictiveness was always acknowledged, through which the present evils would
be made manifest and a better way of organizing society imagined.

Ritual

Hofmannsthal’s antipathy towards the Comtean revolution in the social sciences,
in which all knowledge had to be purged of anything metaphysical or mysterious, was
not without rational foundation.’® In her book Ritual Theory, Ritual Practice, Cathe-
rine Bell shows how Hofmannsthal’s anthropologist contemporaries, like Emile Dur-
kheim, Arnold van Gennep and Rudolf Otto, who were involved in the positivization
of theology, ended up trapped in the thought-action dichotomy through which ‘ritual’
is defined.* In order to theorize ritual, the anthropologist separates its psychological
component, which are called ‘beliefs’, from the bodily action, which is then termed
‘ritual’. This then sets up a chain of consequent dichotomies. The first is the distinction
between the scientist’s analytical thought and the subject’s symbolic thought, and since
the former allows the scientist to ‘understand’ the latter, it unavoidably privileges that
type of thinking. This then leads to the further separation of nature and supernature,
or of sacred and profane, which might be viewed by insiders as continua.

The ritual process has typically been seen by the anthropologist as a process in
which thought and action are dialectically synthesized. Ritual thereby reverses what
only ever was a theoretical distinction in the first place, imposed from the outside and
having nothing to do with the way it is seen by the participants. However, with the
ubiquity of the scientific mode of thinking in intellectual discourse, it is impossible
not to split religious practice, or art in its role as a humanist replacement for religion,
into the evidentially effective and ineffective, or propositionally true and untrue. The
well-known ‘Staircase Scene’, the finale of Arabella, represents Hofmannsthal’s attempt
to invent a way of performing ritual in which the truth or effectiveness of the ideas
involved became unimportant.

Arabella and Mandryka do not simply enact a pre-existing ritual and thus confirm a
set of firmly held religious beliefs. Instead they take two separate ritual practices from

38 William R. Everdell, “Chapter 2: The Century Ends in Vienna”, The First Moderns (Chicago & London: Chicago University Press,
1997), 13-29.
39 Catherine Bell, Ritual Theory, Ritual Practice (Oxford: Oxford University Press, 1992).
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their own cultures and combine them in an improvised manner. When Arabella hands
the glass of water to Mandryka, which he then takes, empties and then smashes against
the stairs, the couple are explicitly acting out the local betrothal rite that he told her
about when he proposed in Act II. The glass of water that the bride-to-be would draw
from the river, then pass to her suitor, has a number of associations. It represents vir-
ginal purity, as Arabella acknowledges when she hands over the glass with the words:
‘and so I present this untouched drink to my friend’. It also represents fidelity, which is
reinforced by Mandryka smashing the glass against the steps so that ‘no one will ever
drink out of this glass after me’. Further, water is often thought of as a source of life and
when it occurs with the feminine can be a symbol of fertility. And it also stands for the
cycle of life and death: the death of the girl Arabella and her rebirth into womanhood.

Before handing over the glass to Mandryka, Arabella sings of a ‘power ... from above
[Macht... von oben]’, referring to the transformative, purifying power of Mandryka’s love.

But after, when I felt you here standing in the dark,

A great power from above touched my heart,

So that I no longer had to refresh myself with a drink,

No, a feeling of happiness had already refreshed me [...]

[Dann aber, wie ich Sie gespurt hab’ hier im Finstern stehn,
hat eine grosse Macht mich angertihrt von oben bis ans Herz,
dass ich mich nicht erfrischen muss mit einem Trunk:

nein, mich erfrischt schon das Gefiihl von meinem Gluck, |...] |

In giving him the water that she wanted for herself, she is making a sacrifice for
Mandryka. In the Catholic tradition, Lent is a period of self-denial and abstinence
which the believer undergoes in order to purify himself before the festival of Easter,
when Jesus’s sacrifice is celebrated. At the start of this process, on Ash Wednesday,
the penitent must confess and ask for forgiveness from a priest. In this scene, which
almost certainly takes place in the early hours of Ash Wednesday, Arabella is acting like
a priest and, instead of painting the sacramental cross of ashes on his forehead, gives
Mandryka the glass of water as a symbol of absolution. Although the secularity of the
ritual is never in doubt (Hofmannsthal only uses the verb ‘verzeihen’, never ‘vergeben’,
which is used in religious expressions such as ‘vergeben der Stinden’, ‘the remission of
sins’), what initially appears to be the Slav betrothal rite can just as easily be seen as an
echo of the Catholic absolution rite.

Earlier accounts of the libretto have tended to masculinize the opera - something
Carolyn Abbate has noticed at play in the discourse on Elektra (1909) - painting Man-
dryka as a ‘redeemer’ come to rescue Arabella from the clutches of a depraved city.°
It is certainly true Mandryka is the ‘key’ to the whole work - a point Hofmannsthal
flattered Strauss for understanding - and that the glass of water is meant to resonate
with the Slav symbol Mandryka as a sign of spiritual purity." But although Mandryka
is a welcome ‘breath of fresh totally different air’ come to blow the filth of corruption

40 J. B. Bednall does this in “The Slav Symbol in Hofmannsthal’s Post-War Comedies”, German Life and Letters vol. 14, no. 1-2
(1961): 42.
41 Hofmannsthal to Strauss, 13 July 28, Correspondence, 486-7.
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away from the city’, the purification does not travel in only one direction; Vienna has
something to give in return, its unique ability to form bonds with, and draw strength
from, foreign cultures. The result is a mutual transformation, which Arabella accom-
plishes by appropriating an alien ritual from her suitor and combining it with her own
indigenous practice. The scientifically unprovable belief systems that are articulated by
either Slavic (pagan) or Catholic ritual are secondary to the performative nature of the
action which brings together two culturally different individuals regardless of any sym-
bolic/mythical meaning. It carries the necessary weight of tradition(s), which supplies
the necessary spiritual feeling to the occasion, but without the need for supernatural
intervention or the sanction of a fixed dogma.

POVZETEK

Hofmannsthalovo odlocitev, da postane libretist,
se obicajno utemeljuje z njegovim prepricanjem,
dabesede ne zadostujejo za estetski (umetnostno-
religiozni) izraz. Upal naj bi, da bo glasba dala
njegovim besedilom transcendentalni blesk,
potreben za doseganje umetnostno-religioznega
dozivetja. Namen pricujoc¢ega besedila je kriti¢no
oceniti tezo, da je Hofmannsthalov libreto za
opero Arabella (1933) apolinicen, Straussova
glasba pa dionizi¢na - t. j. da je v tem pogledu
podobna svojim wagnerjanskim predhod-
nicam. V Wagnerjevi metafizi¢ni zasnovi je
glasba povezana z vi§jo stvarnostjo, skozi katero
lahko sporoca globljo univerzalno resnico, ki

lezi za besedami. Glasba omogoca vpogled v
neskoncnost, ko poslusalec primerja neomejeno
mnostvo moznih mitov, vsebovanih v pra-mitu,
z dolo¢nostjo mita, uresnicenega na odru in v
besedilu. V nasprotju s to "notranje dionizi¢no”
estetiko, v kateri estetsko enovitost notranje
dozivlja posameznik, ko ga glasba poveze z Wille,
trdim, da si je Hofmannsthal v Arabelli prizade-
val za “zunanje dionizi¢no” estetiko, v kateri se
povezanost uresnicuje v skupnem zunanjem
lingvisti¢cnem prostoru. To dosega z alegori¢nim
simbolizmom in ustvarjanjem miti¢nih svetov, ki
prikrijejo protislovja, ter uresnic¢evanjem obeh v
¢asu s pomocjo obrednosti.

Prevod naslova, izvlecka in povzetka Ales Nagode
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ABSTRACT

The triptych of works written by P. Ramovs, J. Trost,
and S. Vremsak was conceived in the form of a con-
certrequiem and dedicated to the memory of victims
of the communist massacres after the WW II. The
emphasised religious frame of a requiem is integra-
ted into a secular aesthetic context, to be played in a
concert hall before a concert audience.

On the June 29, 1995, a triptych of works, written by three Slovenian composers, P.
Ramovs, J. Trost, and S. Vremsak, was first performed. The work was conceived in the
form of a concert requiem and dedicated to the memory of those who died as victims
of the communist massacres immediately after WW II and are buried in numerous
mass graves in Slovenia. Despite the fact that the triptych as a work of art was intended
for performance in a concert venue, its aesthetic character is melded directly with a
religious function. In addition, one should not forget the political sense of the work
and the performance. The massacres after the WW II are namely one of most burning
political questions in Slovenia. Their apparent “ideological determination” is still an
excuse for continued political and juridical problems.
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The discussed triptych is a sort of musical pendant to the Great Requiem for Killed
Slovenes (Velika ¢rna masa za pobite Slovence, 1949), which was written under the
pseudonym Jeremija Kalin by the political emigrant Tine Debeljak (1903-1989) while
living in Argentina. The Requiem was dedicated to the massacres after the war and all
killed in the communist revolution. Its dedication and at the same time its religious
character as a sort of a prayer is best described by the introductory verses of the first
poem (De profundis - Iz globocine): “Lord! I am waiting on the doorstep of your tem-
ple, / to read for those Slovenes, bloody killed / ... / Great Requiem.”

The first composition of the triptych was written by Primoz Ramovs (1921-1999).
Ramovs is one of most distinctive representatives of Slovenian modernism after WW I1.
He arose as a composer under the direct tutelage of Slavko Osterc, who provided a sol-
id compositional foundation. Later on, he followed a lively neoclassicism, touched the
innovations of the dodecaphonic system, and finally loosened his musical structure
after encountering aleatory music, most particularly that of W. Lutostawski. His music
arises from aleatory improvisation with sharp contrasts, abrupt leaps and, foremost,
numerous colourful shades. Although he had written also for soloists and chamber
groups, the sound of the symphony orchestra was nearest to his musical sensibility.
Perhaps the reason for that was that orchestral sound resembled that of his favourite
organs - that is, Ramovs improvised on the organs of three central Ljubljana churches
until his death; his daring and musically deep improvisations attracted numerous lis-
teners.

As a modernist, he did not like vocal or any other expression of meaning outside
that of the purely musical. Music was for him a paradigm of an extreme expression
without any extraneous meaning. He wrote some vocal music, primarily in his earlier
years, but nevertheless tried to escape from a pure illustration of the text. A typical
example could be his composition for a mixed choir, Diptychon orationis (1951).! The
work has a sacred text but is conceived as an objective musical expression of a cap-
pella music with elements of neo-renaissance polyphony and without any traces of an
intimate declaration of an existential expressionistic story.

Exactly the same can be said for his later compositions - his compositional style fo-
cuses on objective and pure musical narration. This can be demonstrated also with the
list of his works:? while his first works can be defined in traditional terms and genres,’
he later distanced himself from every limit of traditional genres and focused on the
broad area of free modernist exploration.

On the other hand, this does not mean that his works are written in a social vacuum.
Quite to the contrary, one can hear a response to concrete contemporary events. One
of the most illustrative examples of such is his Simfonija 68 (Symphony 68, 1968). It
was written as a creative response to the social fermentation of the “revolutionary”
year 1968. Similar things can be said for his orchestral work Per aspera ad astra (1991),

The composition was published in: Cerkveni glasbenik, 78, 5t. 10-12 (1985), music supplement p. 25-32.

2 Zoran Krstulovi¢, “Seznam del skladatelja Primoza Ramovsa”, Muzikoloski zbornik 35 (1999): 25-86.
Ramovs’s op. 1 is a characteristic children opera Kako je pridna Micka prisla v nebesa (How did diligent Mici come to Heaven,
1932). Latter on he writes compositions such as Sonata for piano no. 1 (1935), numerous fugues, Concerto for piano and
orchestra op. 14 (1936), Symphony for a string orchestra (1937), String trio (1937), Wind quintet (1937), String quartet (1939),
Symphony no. 1 (1941), String quartet no. 2 (1942), Symphony no. 2 (1944), Symphony no. 3 (1948), Simfonietta (1951).
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symbolically dedicated with its optimistic character to the Slovenian independence
movement, characterized by Ivo Petric¢ as “the author’s internal answer to the general
enthusiasm at the emergence of the free homeland”.*

In a special way this response can also be followed in his Simfonija Pieta, with
which the triptych begins. Its context also defines the contents of Ramovs’s work.
Ramovs wrote in the introduction to his work: “I wish you would open your mind
to its language and its contents and thus to experience all this that I want to say.”
This content can be of course understood in terms of Ramovs’s characteristic inde-
pendent musical language: autonomous tonal relations and structures, i.e. in terms of
Hanslick’s “t6nend bewegte Formen”. This is represented by the modernistic world of
the negation of tonal relations, motive and thematic development and rhythmic and
metric structures. Ramovs seeks a sound of sharp harmonies, clusters, fluttering trills,
opposing glissandos, noise, blows of tonally undefined percussion, pulsation outside
any determinable metrical periods etc. All this is dressed in aleatory fragments with a
free improvisational character, giving creative freedom to performers and at the same
time achieving a more dense and intense expression.

These fragments generally produce a chromatically fulfilled sound space, as for
example in Example 1 (204-205):

4 Ivo Petri¢, a text to the booklet to the CD: Primoz Ramovs (Portreti slovenskih skladateljev/Portraits of Slovenian Composers),
Ed.DSS 998015.
Matjaz Barbo, “Notes on the Compositions Resurrecturis (Musical Triptych)”, in Resurrecturis (Tistim, ki bodo vstali), (Ljubljana:

w

Nova slovenska zaveza: Slovenski spominski odbor, 2000), x.
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Example 1: P Ramouvs, Simfonija Pieta, No. 204 [f.
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Example 2: P Ramous, Simfonija Pieta, No. 187 [f-

Characteristic for Ramovs’s style is also a tonal sequence that rises slowly from a
gradually fulfilled chromatic space and forms some apparent “modal” units without
any specific structural logic. Typical are the sequences after No. 187:

256



M. BARBO e« RESURRECTURIS - MUSICAL TRIPTYCH

Nevertheless one can find in the composition even some associations with tradi-
tional structural relations. The most obvious is the symmetry, formed by note C at the
beginning of the symphony and at its end. Typically it is carried at first by low strings,
followed gradually by higher and brighter instruments - a succession that goes in the
opposite direction at the end of the work. In this connection the strings seemingly rep-
resent the sound of an organ, foremost that of the human and warm organ stop »vox
humanac. As an opposition to that Ramovs builds sharp and penetrable cries of wood-
winds and brass, which reminds one of a mixture or reed organ stops. Characteristic is
their /f unison entry on the tone C-sharp (No. 107), which in its chromatic and dynamic
sharpness represents the opposition between the dead and their executioners.
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Example 3: P. Ramovs, Simfonija Pieta, No. 107 [f-
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A similar outer-musical association, of which we would have difficulty ridding our-
selves, are the blows of percussion instruments (wood-blocks, temple-blocks, and xy-
lophone, No. 152), reminding us of the chattering of bones as written in the book of
the prophet Ezekiel and quoted in the motto of the composition by Samo Vremsak: “As
soon as I said this, the wind blew among the bodies, and they came back to life! They
all stood up, and there were enough to make a large army.“ (Ezekiel 37:10)
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Example 4: P Ramous, Simfonija Pieta, No. 152 [f.
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The modal segment at the end of the symphony seems like a foreign object in the
context of the other sharp and penetrating sounds. In that moment the composer quotes
the Gregorian chant Requiem aeternam dona eis Domini. The beginning of the chant is
even very similar to the melody of the prayer Our Father written by France Acko (1904~
1974), a setting most broadly popular in Slovenian churches. The chant can function as
still another referential point for the composer’s intentions. Symphony Pieta (pity) de-
clares thus not only the pain felt by Antigone regarding the unburied Polynices but an
inner prayer of the woman holding the dead body of her son (cf. No. 209 ff.).

Intr. =
A T o Tk, L O

R Equi-em * aetér- nam do-na & is Démi-

21

|

Example 5: P. Ramous, Simfonija Pieta, No. 209 [f.
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The chant appears again right at the end of the composition, this time played by an
English horn. The choice of instrument could also be Ramovs’ reference to the terrible
fact that after the war Slovenian refugees in Austria were sent by way of a deception
into the hands of Tito’s partisans, thus being sent by English soldiers to their death.

One must not overlook the fact that in the composition Ramovs is dealing with
events that directly touched him. Namely, as a young man he played in the orchestra of
the Slovenian Home Guard Army. He was also imprisoned together with many others
who were killed soon afterwards. His father, an esteemed linguist and academician,
Fran Ramovs (1890-1952),¢ succeeded with great effort to have his son released.

The Requiem of Tine Debeljak was also the starting point for the composition Re-
quiem written by Joze Trost (1940), which covers the ground between the tragedy of
death and religious hope. The contrast is carried by an exchange between soloists and
choir. On the one hand, one can follow the expression of personal horror and groan
provoked by the national tragedy. The composer chooses significant passages from the
Debeljak’s Requiem, in which Slovenia is called “a mountain of skulls” and a question
arises: “Does the Slovenian land have no graves for us?” As an answer for the unburied
the composer employs the words from The Book of Revelation: “’Put this in writing.
From now on, the Lovd will bless everyone who has faith in him when they die.” The
Spirit answered, Yes, they will rest from their hard work, and they will be rewarded for
what they have done.” (Rev 14:13)

These individual findings, brought forth by soloists, are closed with the prayer: “Let
them rest in peace.”

The appearances of soloists are fastened in a bitter dissonant setting without a clear
tonality centre or structural periodization. This is an individual perception of the trag-
edy, its contemplation and compassion. One sole time the composer includes a duet
as “a voice from heaven” complementing the basic meditation. These passages are full
of chromatism, often producing a sort of “passus duriusculus”, recitative fragments,
rubato singing, sharp cries etc. Rare are the moments of peaceful calm, marked by pure
major chords, as for example at the moment when the soloist refers to the souls set by
Christ “as stars on the right side” (p. 7).

6 Fran Ramovs was the first chancellor of the University of Liubljana (1934-35), co-founder and member of Slovenian Academy
of Sciences and Arts and its chairman till his death. The importance of Fran Ramovs’ work can be clearly underlined by the
fact that the date of his first lecture on the newly established University of Ljubljana on 3" of December was acclaimed as an
university celebration day.
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Example 6: ]. Trost, Requiem, p. 7.

A similar passage with a peaceful D-flat major chord accompanies the closure of
the fragment, where the expectation of eternal peace is declared: “The army of unbur-
ied soldiers is waiting to rest in peace” (p. 21).
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Example 7: J. Trost, Requiem, p. 21.
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Individual contemplations in the Slovenian language are complemented by choral
passages that bring forth fragments from the Latin mass for deceased. The choice of
language and musical cast can be compared in function to the chorus in a Greek drama
- acommentary on personal fate from an “objective” distance, giving its meaning from
the perspective of a higher Justice. These passages are thus intentionally connected to
“objective” traditional compositional procedures; they are tied to the legacy of choral
polyphony in the frames of a clearly definable tonal or modal musical space. Charac-
teristic of that is the introductory “Requiem aeternam” set in the “Phrygian mode” (p.
1), repeated at the end of composition as a kind of a Leitmotiv (p. 42).

Example 8: J. Trost, Requiem, pp. 1 and 42.
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Example 9: J. Trost, Requiem, p. 47.

Nevertheless, Trost tries to avoid unambiguous tonal harmony, he adds nonhar-
monic tones, reinterprets the functions of chords, repeatedly uses “empty” fifths, etc.
The last mentioned are sometimes even joined to “bitonal” harmonies, as can be seen
at the end of the composition (p. 47).
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This music is an expression of a metaphysical nature, of a truth that gives meaning
also to tragedy and to an erased memory; it resuscitates even death itself.

The last work of the triptych is the cantata Exercitus grandis nimis valde, composed
by Samo Vremsak (1930-2004). In its cast the work connects Ramovs’ symphony or-
chestra with Tros$t’s more intimate chorus with soloists and organ. At the same time,
in its content the cantata rounds out the aforementioned ideas. The music of Vremsak
similarly is a representation of modernist language: no clear tonal barriers, full of chro-
matics, unfilled quints, and modal associations. The composer also uses Sprechgesang,
and liberamente loosens the metrical structure. In spite of such, his compositional
technique is much less sharp and uncompromising, frequently closed in traditional
numbers with clear tonal centres. A typical example of the latter is a “pastoral” passage,
which paints the first blooms of spring “Razcvela se jablan bo rozna, / razsipala bresk-
ev svoj cvet, / objela bo misel pobozna / vsa srca, vse duse, ves svet.”” Pastoral painting
in woodwinds and strings frames a simple, almost folk melody in D major (pp. 23-25).

7 »Rosy apple tree will flourish, / Peach blossom will strew, / A pious mind will embrace / All hearts, all souls, the whole world.«
(Translated by M. B.)
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Example 10: S. ViemSak, Exercitus grandis nimis valde, pp. 23-25.
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The text of the cantata is a compilation of the words of the prophet Ezekiel and
verses from Slovenian poets: Alojz Gradnik, Stanko Majcen and France Balanti¢. The
last mentioned has long been regarded in Slovenia as a forbidden author, because he
was killed as a member of the Home Guard (domobranci); despite this, his poems
are distinctively apolitical. The same is true for the author of the compilation, Zorko
Simci¢, who lived and worked as a Slovenian emigrant, becoming recognised as one of
the best Slovenian contemporary writers only in recent decades.

The mentioned contrasts between modernistic sharp narration and clear tonal pas-
sages, represents in a special way the mental disunity of the nation: between joy and
sadness, optimism and despair, resistance and fatalism. This could be the reason the
composition seems even too simple in some passages, as for example the thirds repre-
senting the “miracles that are happening” (p. 51).

51
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Example 11: S. Vremsak, Exercitus grandis nimis valde, p. 51.
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Almost expected is thus the final pompous section, in which horror in the face of death
is replaced by a shining cry “Gloria eis”” in a bright orchestral tutti in F major (p. 58).

Example 12: S. Vremsak, Exercitus grandis nimis valde, p. 58.
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The compositions associated in the triptych are very diverse in concept, style, and
structure. Nevertheless, it is their common content and not simply their sequential con-
nection that joins them. The succession of the musical triptych Resurrecturis can be
compared to the events in Holy Week from Good Friday to the Resurrection. The death
on the cross and the lamentation of the mother holding the dead body of her son (Pi-
eta) is followed by the consignment of the body to the grave, then the mysterious de-
scent to the front of hell on Holy Saturday (Requiem), and finally in the end the blind-
ing light of the Resurrection (Exercitus grandis nimis valde). A peaceful, clear tone C
from the beginning of Ramovs’s Pieta is repeated in Vremsak’s composition right at the
moment in which the prophecy of Ezekiel is followed by the cry of resurrection joy:
“Et resurrexit”. The circle is rounded by a C major chord in a confirmation of religious
hope: “et resurrexerunt, sicut speravimus”.

The triptych is thus unified in its content by the elements of religious contempla-
tion, by the quotations of Gregorian chant, Biblical and Liturgical texts (the words of
prophet Ezekiel, quotations from the Book of Revelation, and Latin Requiem Mass), as
well as by contemporary poetic verses used as commentaries and prayers.

The triptych was performed in the main Slovenian concert hall in Cankarjev dom
with some outstanding Slovenian musicians, such as Veronika Fink-Menvielle, Ber-
narda Fink-Inzko, Marcos Fink, Marko Bajuk, the Slovenian Radio Symphony Orches-
tra, several choirs, and the conductor Marko Munih. The performance of the composi-
tion was meant to be a kind of requiem Mass, i.e., a reconciliation ceremony with the
elements of prayer and a structural sequence reminiscent of liturgical form. The out-
standing variety of musical elements, compositional concepts, aesthetic approaches
and achievements give proof of the primary sacred referential frame with a religious
function emphasised - even if performed in an explicit secular context, being played
in the concert hall for a concert audience.
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POVZETEK

29. junija 1995 so v Cankarjevem domu v Ljubljani
prvi¢ izvedli triptih z naslovom Resurrecturis, ses-
tavljen iz del skladateljev Primoza Ramovsa, Jozeta
Trosta in Sama Vremsaka. Delo je zasnovano kot
koncertni rekviem, posvec¢en spominu vseh tistih,
ki so umrli kot zrtve komunisti¢nih pobojev po
koncu 2. svetovne vojne in so pokopani v stevilnih
slovenskih mnozi¢nih grobiscih.

Triptih uvaja Simfonija Pieta, katere avtor je P.
Ramovs, eden najpomembne;jsih predstavnikov
povojnega vala slovenskega modernizma. Znacilno
je Ramovs kot modernist glasbo obravnaval
kot skrajni domet brezvsebinskega izrazanja.
Vendarle je svoja dela vcasih odkrito povezoval
s konkretnimi druzbenimi dogodki, kot npr. v
Simfoniji 68 (1968) ali v simfoni¢ni skladbi Per
aspera ad astra (1991). Morda Se posebej izrazito
to velja za Simfonijo Pieta, ki jo nedvomno vsebin-
sko opredeljuje omenjeni okvir. Seveda se Ramovs
ne odreka zanj znacilni emancipirani glasbeni
govorici modernisticno izbrusenega zvoka ostrih
sozvocij, clustrov, prhutajocih trilckov, navzkriznih
glissandov in Sumov zunaj metricne pulzacije in v
aleatori¢nih odsekih improvizacijskega znacaja,
s katerimi dosega gostejsi in intenzivnejsi izraz.
Vendarle je najti tudi dolo¢ene asociacije na tradi-
cionalne strukturne odnose. Tako izstopa simetrija,
ki jo doloca zacetni postopoma grajeni ton C, v
katerega se ob kon¢ni razredc¢itvi znova ves zvocni
prostor znova iztece. Ob koncu skladbe zasledimo
tudi citat gregorijanskega napeva Requiem aeter-
nam dona eis Domini, ki je hkrati enak zacetku
v slovenskih cerkvah najbolj razsirjenega napeva
molitve Oce nas Franceta Acka.

Requiem J. Trosta v razklani dvojnosti med upom
in brezupom is¢e pot v odresitev. Nasprotje izpelje
v menjavi solistov in zbora. Na eni strani smo price
subjektivni grozi, je¢anju nad narodovo tragedijo,

odetemu v trpko disonan¢no okolje v razkla-
nem obmodju netonalitetne razsredis¢enosti
brez urejene strukturalne periodizacije. To na
drugi strani dopolnjujejo zborovski odlomki, ki
prinasajo besedilo latinske mase za umrle. Izbira
jezika in zasedbe asociira na funkcijo zbora v
anti¢ni drami, ki objektivizirajoce komentira
osebno usodo ter jo osmislja z vidika visje
pravicnosti. Ti odseki so zato hoteno »objektiv-
izirani, vpeti so v pretekle formule in se navezu-
jejo na dedis¢ino zborovske polifonije. Izrazajo
Clovekovo preseznost - resnico, ki daje pomen
tudi umiranju, izbrisanemu spominu in ozivlja
celo samo smrt.

Vremsakova kantata Exercitus grandis nimis
valde povezuje obe prejsnji »sliki« triptiha. Tudi
zanjo je znacilna modernisti¢no tonalitetno
razprta glasbena govorica, polna kromati¢nih
prehodov, nezapolnjenih sozvocij praznih kvint
ali modalnih asociacij. Vendarle je Vremsakov
stavek manj oster ter veckrat bolj odkrito ujet v
sklenjene strukture z razpoznavnimi tonalnimi
sredisci. Skladbo sklene velicasten vzklik, v ka-
terem grozoto soocenja s smrtjo prekinja idila,
ki jo kon¢no povzame blesce¢ vzklik »Gloria
eisl« - v srthljivem trpetu pred smrtjo in obenem
v mogoc¢ni pritrditivi vstajenju.

Omenjeni triptih se tako po vsebini dotika iz-
virnega religioznega konteksta rekviema kot
liturgi¢ne oblike, s tem da je namenjen spom-
inu mrtvih, njihovemu pietetnemu poklonu,
spravnemus slovesu z njimi in kon¢no kontemplaciji
smrti. Vendarle dopolnjuje osnovno religiozno
kontemplacijo poudarjena estetska poglobitev
in umetniska forma, ki presega izvirni duhovni
kontekst, v kolikor seveda ne razumemo vsakega
dejanja v okviru neke umetnostne religije - katere
vrhunec predstavlja koncertni dogodek - eksplic-
itno za liturgi¢no dejanje.
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Prispevek se dvema skladbama z naslovom Lux
aeterna, deloma Gyorgya Ligetija in sodobne
slovenske skladateljice Tadeje Vule, posveca sko-
zi prizmo glasbene zvrsti. TakSen pristop se zdi
primeren ze zaradi Ligetijeve posebne obravnave
sakralnega besedila, predvsem pa zaradi skladbe
Tadeje Vulc, napisane za simfoni¢ni orkester, ki
vsebuje Sepetanje zacetka besedila Lux aeterna.
Vse to sproza ve¢ problemskih vozlis¢, predvsem
pavprasanje, kaj je omogocilo, dalahko skladbi iz
posvetnega zvrstnega okvirja prevzemata naslov
in besedilo stavka rekviema.
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ABSTRACT

Two pieces, both titled Lux aeterna, are works by
Gyorgy Ligeti and contemporary Slovenian composer
Tadeja Vulc. The paper offers some thoughts on two
pieces through the notion of genre. This point of view
seems appropriate on account of Ligeti’s distinctive
treatment of the sacred text, but even more on acco-
unt of Tadeja Vulc’s work, a symphonic piece, which
includes whispering the first words of Lux aeterna.
This raises several questions, yet the main dilemma is
how it came to be possible that pieces which originate
from the genre realm of profane can easily embrace
both title and text that used to mark a communio of
a requiem mass.

The fundamental characteristic of genre phenomenon appears to be its heteroge-
neity. Genre is defined as a connection of several different factors or criterions. In
different historical periods, we find different criterions, on which genre norms were
based on, but generally these four groups of factors were and are of most importance:
(1) structure and form, (2) presence of text and its origin, (3) instrumentation and (4)

performance context or social status.
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The notion of genre, as we understand it today, is historically confined. Its first traces
can be found in Johannes de Grocheo’s Ars musicae from the beginning of 14" century,
genre later became an important concept in the time of music-print expansion, as it
functioned - and still does - as a device of marketing and distributing music, while it was
theoretically exposed and presented for the first time in 1739 with Mattheson’s work Der
vollkommene Capelmeister. But Hermann Danuser warns us, that this was a time when
genre history reached its zenith and that soon after the notion of genre was replaced
with idea of musical work as individual entity." This individuality was not manifested
very clearly until 20" century modernistic project, which is commonly mentioned as a
time of complete genre disintegration. Carl Dahlhaus explained how this supposed dis-
integration of genre is not a result of one single process, but rather a result of different
changes in different genre factors - function, instrumentation, text and form.?

In the 19" century a Requiem mass was already a reasonably well established genre
within the concert environment, therefore performance context is not as relevant for
the two Lux aeternas in question as other three genre factors. The individualisation
of instrumentation is closely connected to the growing awareness of sound-colour,
tibral element in music. The orchestra’s growth enabled not only stronger sound but
through different instrumental combination provided also more precise differentia-
tion of sound-colour configuration.? As composers began to understand sound-colour
as an independent compositional element, equal of harmony, melody, dynamics or
articulation, they most likely started to choose instrumentation, which suited their
conception best, and not instrumentation, which has previously been a part of inher-
ited genre-norm. The position of text, its origin, meanings and symbolism, seems even
more important for our problem. Listening habits changed during the 19" century in a
way that vocal music - which used to be listened to exclusively in functional relation-
ship to the text - became an object of structural or instrumental mode of listening. This
led to disintegration of semantic dimension of texts, that were put to music within the
context of a post-war New music. In several works, composers made use of text exclu-
sively as a substratum of sound-nuances. After such step towards understanding of a
text’s role, the genre of chosen text ceased to define genre of music, based on this text.
It becomes very obvious why, for example, genre identity of Stockhausen’s Gesang der
Jiinglinge has no connection to biblical source of the text it includes.

This role of text seems to represent a sharp change in genre history, but even more
radical changes happened in individualisation of musical forms. This is a process,
which took place during the greater part of the 19™ century and is a result of changed
relationship between music syntax, tonal system and motivic-thematic work. Structural
transparency, as observed in the music of classicistic-romantic tradition, is a direct re-
sult of functional tonal harmony with regular appearing of harmonic cadences. Rapid
evolving of tonal harmony, its more and more remote and unpredictable harmonic

Hermann Danuser, “Gattung”, in Musik in Geschichte und Gegenwart 3 (Kassel: Birenreiter, 1995), 1049.

2 Carl Dahlhaus, “New Music and the problem of musical genre”, in Schoenberg and the New, transl. Alfred Clayton, Derrick
Puffett (Cambridge: Cambridge University Press, 1989), 38.

3 Dahlhaus, “New Music and the problem of musical genre”, 41.

4 Dahlhaus, “New Music and the problem of musical genre”, 36; Carl Dahlhaus, Nineteenth-Century Music, transl. J. Bradford
Robinson (Berkley: University of California Press, 1989), 5-6.
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relations and intense working with motifs - all this also redifined musical forms, which,
in general, became ever more individual. Such formal individuality reached its radical
pointin 1950s with total serialism, other structuralistic methods and chance music. One
of the sceptics of this development was also Gyorgy Ligeti, who explained how such
methods of musical material organisation abolish all types of established formal norm
and cause changes in formal parts, which lose their vector-like functions.® Ligeti argued
that this changed attitude towards form counteract something, which is inherent to the
phenomenon of music and musical form, namely, they counteract formal frame of ref-
erence. As he analysed a phenomenon of musical form, he drew a distinction between
musical form and music as such. For him music itself is a pure time course, while musi-
cal form exists as an abstraction. This abstraction comes into being, as we look at musi-
cal time course in a retrospective manner. This retrospective characteristic of musical
form includes two levels, real musical time and historical musical time, both of which
help to define formal frame of reference. Individual vector-like function of each formal
section establishes through both of these temporal levels. We can grasp these functions
from inner-connections of certain composition, which occur in a real/ musical time, as
well as from connectedness with (or deviations from) other works of a certain stylistic
context or tradition line, which exist in a Zistorical musical time frame.°

We can trace these Ligeti’s ideas also in his piece Lux aeterna for 16 solo voices,
composed in 1966. Form of this piece is defined with textural contrast between mi-
cropolyphony and homophony. Within dominantly polyphonic piece Ligeti inserted
two homophonic chord blocks, which define a formal idea on the level of the real mu-
sical time, and also trigger references on the traditional choral writing, thus establish-
ing the historical temporal connections. Another strong historical reference seems to
be Ligeti’s microcanon, a special derivation from a polyphonic technique of imitation.
Prefix micro refers to a specific difference from the traditional canon: time distances
between voice appearances are much smaller and also the intervallic relations between
parts appear to be similarly small. Even though micropolyphony is an important com-
positional technique, its result could just as well be understood from the aural perspec-
tive - here the audible recognisable and comprehensible technique is not polyphony
of 16 voices, it is rather a sense of different sound facture. In Ligeti’s Lux aeterna we
do not hear a traditional polyphonic texture, but more likely a kind of surface of vari-
ous densities and sound-colour nuances. This is reflected even in vocabulary by which
Ligeti operates as he describes new musical syntax from the late 1950s. Rather than
through parameters, he explains his ideas with expressions like sound surfaces, sound
objects and sound interweaving.”

This aspect is even more important as we examine the role of text in this piece,
which was already closely examined in analysis Paul Op de Coul carried out in his ar-
ticle Sprachkomposition bei Ligeti: “Lux aeterna”? Ligeti’s Lux aeterna is an extremely

5 Gyorgy Ligeti, [“Uber Form in der Neuen Musik”,] Darmstdidter Beitréige zur Neuen Musik 10 (1966): 28-29.

6 Ibid, 25.

7 Ligeti, [“Uber Form in der Neuen Musik”,] 29.

8  Paul Op de Coul, “Sprachkomposition bei Ligeti: “Lux acterna”. Neben einigen Randbemerkungen zu den Begriffen Sprach-
und Lautkomposition”, in Uber Musik und Sprache: Sieben Versuche zum neueren Vokalmusk, ed. Rudolph Stephan (Mainz:
Schott, 1974): 59-69.
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syllabic piece. To each tone height composer assigned its own syllable. In direct repeat-
ing of particular tone height the syllable remains the same, while almost all of the tones
- and also all of the syllables - are separated with pauses. Consequently each syllable
is separated from its textual context. Ligeti also asks for as soft entries as possible and
also asks singers to omit pronounciation of “s” in the word “eis” and of “t” in the word
“luceat”. It seems very clear that Ligeti is mostly interested in articulation of vowels - in
Latin [u], [a], [€], [e], [a], [a], [1], [i], [O], [0] and [y]. As Paul Op de Coul already sug-
gested, this heavily influences sound-colour.” Vowels shaping is in general an impor-
tant part of singing technique, as each vowel occupies certain area within frequency
spectrum - formant area. Ligeti’s attitude towards text, especially towards syllable and
vowels, is a sign of his understanding of vowels as parameters for very exact and acous-
tically accurate defining of sound-colour or timbre for each tone height.

Lux aeterna, 10-minute piece composed by Tadeja Vulc, can be easily classified
within a genre of shorter introductory piece in symphonic concert. But we can take
a risk and try to find some deeper layers of this piece’s genre identity. As we are face-
ing genre problem, we should deal with it through genre-criterions, beginning with
form. This is a one-movement piece, which contains two minor divisions, and its on-
going musical flow is almost constantly sustained with tone centre - tone e. Tone e
- in function of a pedal point - is regularly present, and this harmonic homogeneity
is also achieved with reappearances of starting chord (example 1), which seems to be
designed in quartal relationship, again gravitating to tone e. The most obvious caesura
appears in bar 65. Until then music is defined by harmony and a kind of Klangfar-
benmelodie, yet after this caesura the defining elements are rhythmical structures (see
example 2).

Example 2: Distinctive Rhyth-
Example 1: Reappearing Harmonic Structure. mic Structures (Bar 89).

The third section of Vulc’s Lux aeterna begins after bar 112; after harmony-oriented
first section and rhythmical second, a synthesis of the two appear in the last formal sec-
tion. Here the harmonic structures from beginning and rhythmic element of the mid-
dle part reappear, but in this last part of a composition there is also a strong melodic

9 Ibid, 64.
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element - it begins with separate melodic fragments, which unfold into a recitative-like
flute solo melody, designed with additive technique, centred around central tone d (ex-
ample 3). Apart from the same title, there is another connection between Ligeti’s and
Vulc’s pieces. In this last section of Lux aeterna by Tadeja Vulc tone-centred harmony
is occasionally replaced with very obvious micro-canon, Gyorgy Ligeti’s invention.

pp LLEPEr CRrrfEe crrefree

nfp mfpufp  wfp mfpufpmfp  mfp mf pufp mfp

Example 3: Additively Built Melodic Line (Bars 171-173).

This is also a moment within the piece, when use of text and performance space -
important genre factors - start to define character and effect of the piece. Lights in the
concert hall are turned off and the only light comes from lights on musicians’ stands.
Musicians gradually stop playing, one by one turning their lights off and start whisper-
ing»Lux aeterna, luceat eis, Domine« in an aleatoric manner. At the end, as they all stop
playing, there is a complete darkness and at this moment - as composer instructs - a
small light is lit somewhere in the hall, symbolizing the eternal light. In this conclusion
the composer changes the anticipated instrumentation, as she reduces symphonic or-
chestra to a soft tremolo of violins and a melodic line of flute, along with unexpected
whispering. Using light and darkness she also individually redefines the performance
location. We can understand the little light from the very end of her piece as a symbolic
entrance of the sacred in the concert hall, i.e. in domain of musically profane. Light,
an association to candle, could act as an allusion to some of religious ceremonies or
rites of Jewish-Christian tradition, on lighting a candle on Jewish Shabbat, candles in
Catholic liturgy or Orthodox prayers. That said, we can interpret this somehow differ-
ently. The composer obviously intervened in the performance space - she reduced it
to contrasting relationship between light and darkness. Complete darkness at the end
of the piece results in a situation, in which most of that, by which we recognise concert
hall as a characteristic public space, is removed from visual field. Darkness and light
are arguably the most basic and all-present dimension of every space and in this way
concert hall becomes a universal environment of distributing music.

Composer’s approach to text offers further interpretations in a similar direction.
Orchestra musicians whisper only first five words of the Lux aeterna comunio and
there are at least two possible reasons for this decision. The first is utterly pragmatic -
musicians whisper these words in darkness, and have to memorise the text in advance,
which is more convenient with only smaller portion of the text. Second explanation
is more of a compositional nature. Tadeja Vulc - much like Ligeti - obviously avoided
presenting the text with its complete semantic value. Ligeti used the whole text as a
substratum for different timbral combinations, arising from vowels’ formant areas, but
Tadeja Vulc exploited a different side of human’s voice. Whispering produces sonic
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phenomena, acoustically defined as noise. This noise is even better defined when con-
sonants are being whispered. At the end of Vulc’s Lux aeterna we as listeners therefore
perceive noise; this may be the reason why the composer emphasized consonants -
first five words of Lux aeterna offer enough of these.

Discussing music in Slovenian language, we often hear explicit claims that music
phenomenon is defined by three universal foundations without which music cannot
exist as such: melody, rhythm and harmony."” Structuring of Tadeja Vulc’s Lux aeterna
actually underpins such notion of these three basic musical-theoretical strata, yet the
particularly interesting use of the text reveals another possibility of interpreting musi-
cal universality. If we imagine understanding, what is ever-existing, universal in a phe-
nomenon of music, this would more likely be sound - in a sense of its timbral quality,
sound composed of periodic vibration - and noise - sound composed of nonperiodic
vibrations. This universality connects both Lux aeternas by two composers. Ligeti’s
work reveals sacred text being understood as a substratum of sound - i.e. timbral - nu-
ances, while Vulc’s piece presents the same text through subtly articulated noise. They
both incorporate a sacred text in a profane context, yet this does not trigger polarisa-
tion between the two principles; in case of Tadeja Vulc’s work a profane performance
context and a ritualistic, sacred elements converge into universality of the performance
space. While examining pieces by Gyorgy Ligeti and Tadeja Vulc, we also observed the
latest steps of process which musicology describes as a disintegration of genre system
and an individualisation of musical work. The analyses of two pieces suggest a notion,
that total individualisation of musical work from genre boundaries - paradoxically, but
still - often leads the composer into creating within a field of musical universal.

POVZETEK

Dve skladbi z naslovom Lux aeterna, deli Gyor-
gya Ligetija in Tadeje Vulc, nas postavljata pred
vprasanja o zblizevanju sakralnega in profanega v
casu individualizacije glasbenega dela ter rahljanja
zvrstnih norm. Ko sledimo Ligetijevim zamislim o
pomenu vektorskih lastnosti posameznih delov
skladbe za delo kot celoto ter o idejah o pomenu
zgodovinskega referencnega polja, se pojavljajo
tudi jasne povezave s kompozicijskimi idejami
in tehnikami v njegovi skladbi Lux aeterna za
Sestnajst glasov. Obliko te skladbe doloc¢ajo
teksturni kontrasti med mikropolifonijo in ho-
mofonijo. Skladba je ve¢inoma polifona z izjemo
dveh homofonih blokov, te teksturne premene pa
ustvarjajo asociacije znotraj skladbe same in hkrati
sprozajo povezave s tradicionalnim zborovskim
skladanjem. Za nase dileme o zblizevanju sakral-
nega in profanega pa je pomembnejsi Ligetijev
pristop k besedilu - na razlicne nacine je skladatelj

v izgovorjavi besedila moc¢no poudaril vokale
in s tem njihova znacilna formantna obmodja,
torej obmodja v frekven¢nem spektru. Skladatelj
je besedilo torej uporabil kot substrat natan¢no
definiranih zvenov, zvoc¢nih barv. Lux aeterna
Tadeje Vulc je delo za simfonicni orkester, torej
delo iz profanega zvrstnega obmodja, ki pa nosi
naslov komunia rekviema. Vpetost sakralnega v
profano gre Se nekoliko dlje, saj glasbeniki tudi
Sepetajo zacetne besede komunia. Sepetanje -
drugace kot petje, kjer zvok nastaja predvsem iz
periodi¢nih nihanj - najbolj poudarja konsonante,
ko pa te Sepetamo, nastane zvocni rezultat, ki
ga akusti¢no najbolje definiramo kot sum, torej
zvok, ki nastaja predvsem iz neperiodi¢nih nihanj.
Kljub temu, da sta oba skladatelja v profan zvrstni
kontekst vpeljala sakralno besedilo, to ni sprozilo
bistvenih polarizacij. S svojo glasbeno obravnavo
besedila sta skladatelja bolj kot k profanemu ali
sakralnemu tezila k dvema univerzalnima glas-
benima fenomenoma - zvenu in Sumu.

10 e.g. Crt Sojar Voglar, [without a title,] in Skladateljske sledi po letu 1900, ed. Crt Sojar Voglar (Ljubljana: DSS, 2005), 224-225.
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Kot vec¢ina aktivnosti v gramofonski industriji
je bilo verjetno tudi snemanje plos¢ s sakralno
vsebino povezano predvsem s trgovanjem in do-
bickom. Na primeru gramofonskih plos¢ Zbora
stolne cerkve v Ljubljani in pevcev Adrija iz ZDA
vidimo, da je bil trzni uspeh odvisen od stevilnih
dejavnikov. Ce primerjamo priljubljenost plos¢ pri
kupcih za oba zbora in Stevilo danes ohranjenih
posnetkov, lahko sklepamo, da se plosce s sakralno
vsebino niso tako dobro trzile kot tiste s posvetno.
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ABSTRACT

Like most activities in the gramophone industry,
recording sacred music appears to have been linked
with trade and profit. Through the example of gra-
mophone records released by the Ljubljana Cathedral
Choir and the Adria Singers from the USA, one can
see that favourable market results depended upon a
number of factors. By comparing the popularity of
recordings of these two choirs, with the number of
surviving records, one can conclude that the sale of
sacred music lagged behind that of secular.

Razli¢ni komercialni razlogi so botrovali pojavu in razvoju glasbene industrije vse
od zacetka, saj zgodnje obdobje razvoja zapisovanja in predvajanja zvoka ter s tem
povezane glasbene industrije zaznamuje predvsem boj za patente in prevlado na trgu.
Ze Thomas Alva Edison, ki mu je kot prvemu uspelo posneti in nato zapisani zvok
tudi predvajati, je svojo napravo, fonograf, leta 1878 takoj patentiral in ta izum s tem
zascitil. Zato se je moral Emile Berliner pri izdelavi gramofona okoli leta 1888 lotiti za-
pisa zvoka drugace in se tako izogniti obstoje¢im patentom. Namesto valjev, na katere
so s fonografom zapisovali zvok, se je odlocil za plos¢o kot nosilni medij in uporabil
bo¢ni (lateralni) zapis zvoka v brazdji, ki je bil drugacen od globinskega (vertikalnega)
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zapisa pri Edisonovih fonografih. Obe pomembni znacilnosti, ki loc¢ita gramofon od
fonografa, sta kasneje odlocilno pripomogli k prevladi gramofonov in plos¢ na trziscu.
Gramofoni so bili namre¢ zaradi drugacnega zapisa zvoka veliko preproste;jsi kot fono-
grafi in so jih lahko zato izdelovali in prodajali za nizjo ceno; poleg tega je bilo tiskanje
in razmnozevanje plos¢ veliko cenejse od razmnozevanja valjev. Berliner je kmalu pro-
dal licenco procesa masovne izdelave plos¢ tudi drugim podjetjem, ki so komercialno
izdelovale plosce in s tem se je lahko zacela mnozi¢na proizvodnja plos¢ in razvila
glasbena industrija. Med podjetji se je zacel konkuren¢ni boj za trzisce, kar je pogosto
povzrocilo propad manjsih podjetij ali pa njihov prehod pod okrilje ve¢jih koncernov.

Alfons Oblak je bil verjetno prvi na Slovenskem, ki je omenil moznost uporabe
nove tehnologije snemanja in predvajanja zvoka v sakralne namene. Leta 1890 je ob-
javil v Casopisu Dolenjske novice podlistek, v katerem je na kratko opisal delovanje
in zgodovino dotedanjih naprav za zapisovanje zvoka in dodal razmisljanje o velikih
moznostih, ki jih prinasa nova tehni¢na pridobitev. Med nastevanjem razli¢nih vlog, ki
naj bi jih snemalne naprave v bodoce prevzele, je med drugim zapisal: »Le vprasanje
Casa je Se, da bode fonograf otroke govoriti in moliti u¢il; ko bode v oddaljenih podru-
znicah fonograf na priznici g. duhovnika, na koru pa organista in pevce namestoval ...«
(Oblak 1890: 139).

Zelo zgodnje podatke o posnetkih sakralne glasbe zasledimo v ¢asopisu Cerkveni
glasbenik, kjer je bil leta 1905 objavljen ¢lanek z naslovom »Gramofon v sluzbi cerkvene
glasbe«. V njem so predstavljene gramofonske plosce, ki jih je podjetje Gramophone
Company posnelo »ob znameniti papezevi masi o priliki gregorjanskega kongresa 1.
1904 /.../. Ob isti priliki so se sprejele na gramofon tudi $e nekatere druge koralne me-
lodije« (Cerkveni glasbenik 1905: 58, 59). Poleg predstavitve »suhih dejstev« (posnetega
repertoarja, stevila in cene plos¢ idr.) se v ¢lanku zastavlja tudi vprasanje, kaksno ko-
rist za razvoj in razsirjanje gregorjanskega petja lahko pricakujemo od »te novodobne
pridobitve«. V. odgovoru pravi: »Kritike si jako nasprotujejo; nekateri se izrazajo silno
ugodno, drugi prav nasprotno«. Nato navede nekaj razlicnih mnenj ter zakljuci: »iz do-
sedanje kritike si pa¢ ne moremo $e napraviti trdne sodbe« (Cerkveni glasbenik 1905:
59). Zal poznejsih ¢lankov, ki bi odgovorili na zastavljeno vprasanje, ni bilo mogoce
najti, kakor tudi ne podrobnejsih razmisljanj in razprav o vlogi in pomenu slovenskih
sakralnih posnetkih na starih gramofonskih plosc¢ah.

Ceprav so stevilni slovenski izvajalci v svoj repertoar gramofonskih posnetkov po-
gosto uvrstili posamezne sakralne skladbe, je o teh posnetkih malo znanega. Zato se
bo prispevek osredotocil na nekatere posnetke sakralne glasbe na starih gramofonskih
plosc¢ah z 78 obrati na minuto (o/min), namenjene slovenskim poslusalcem, in posku-
sal ugotoviti, kaksen odziv in trzni uspeh so imeli pri poslusalcih. Pri tem bo poudarjen
vidik popularizacije in komercializacije sakralne glasbe s pomocjo gramofonskih plos¢
in razvijajoce glasbene industrije. Je bil res gramofon v sluzbi cerkvene glasbe ali je
bila morda cerkvena glasba v sluzbi gramofona? Kot primer so v ¢lanku izpostavljeni
posnetki Zbora stolne cerkve v Ljubljani in posnetki pevcev cerkvenega zbora Adrija iz
Chicaga (ZDA), saj so nastali v dveh razli¢nih ¢asovnih obdobjih in v razli¢nih okoljih,
prav tako pa so doziveli precej drugacno pozornost ob¢instva.
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Posnetki Zbora stolne cerkve v Ljubljani

Posnetki Zbora stolne cerkve v Ljubljani ne sodijo le med najstarejse gramofonske
posnetke sakralne glasbe pri nas, ampak tudi med najstarejse slovenske posnetke na
sploh. Nastali so leta 1908 v Ljubljani, ko je podjetje Gramophone Company prvic sne-
malo pri nas. Gramophone Co. z glavnim sedezem v Angliji in s Stevilnimi podruznica-
mi v razli¢nih evropskih drzavah je bilo takrat vodilno gramofonsko podjetje v Evropi,
ki je zelo pogosto snemalo v Stevilnih krajih sveta. V prvih letih 20. stoletja je imelo
monopol nad prodajo gramofonov in plos¢ v Evropi (prim. Gronow in Englund 2007:
282), s svojim modelom snemanja in delovanja pa je bilo vzor tudi Stevilnim drugim
gramofonskim podjetjem kasnejsega obdobja. Leta 1907 se je odlocilo, da bo sistema-
ticno vstopilo na trzisce juznega dela Avstro-Ogrske in Balkana, in je zacelo pogosteje
snemati v pomembnih regijskih sredis¢ih tega geografskega obmocja. Njihovo prvo
snemanje v Ljubljani je pomenilo zacetek novega obdobja snemanja in trzenja plosc s
slovenskim gradivom, saj so temu vzoru kmalu sledila tudi druga gramofonska podje-
tja, ki so na razli¢nih plos¢ah in labelah' slovenskemu trzis¢u ponudila posnetke izbra-
nih slovenskih izvajalcev (vec gl. Kunej 2014a).

Posnetke za Gramophone Co. je v Ljubljani leta 1908 naredil njihov snemalec Max
Hampe, ki je po Stevilkah matric sode¢ zacel svoje snemalno potovanje v Budimpesti,
nato pa nadaljeval v Zagrebu, Sarajevu, Ljubljani, Shkodérju (Albanija) in Crni gori.
Kdaj to¢no je snemal v Ljubljani, ni znano, vsekakor pa so posnetki nastali pred pole-
tjiem 1908, ko so se prvic¢ pojavili v ¢asopisnih oglasih.

Iz razli¢nih virov, predvsem iz popisa posnetkov Maxa Hampeja, ki ga je objavil
Alan Kelly (1995), oglasov v slovenskih ¢asopisih in ohranjenih prodajnih katalogov,
lahko ugotovimo, da je leta 1908 v Ljubljani za podjetje Gramophone Co. snemalo se-
dem izvajalcev: »Zbor Glasbene Matice v Ljubljani pod vodstvom M. Hubadag, »Sloven-
ska kmetska godba (harmonika)«, »Oddelek zbora Glasbene Matice v Ljubljani pod
vodstvom M. Hubadac, »Moski kvartet Glasbene Matice (Matjan, Stegnar, Zavrsan, Sebe-
nik)¢, »Zenski dvospeve, »Zbor stolne cerkve v Ljubljani pod vodstvom Antona Foerster-
ja, s harmonijeme, »Godba c. in kr. pespolka st. 27 - Ljubljana, kapelnik Teodor Chris-
toph (Godba Gramophon-orchestra iz Ljubljane)« in »Josip Povhé, komik slovenskega
gledalis¢a v Ljubljani, s spremljanjem orkestra.« Zbor stolne cerkve v Ljubljani je naredil
Sest posnetkov, na katerih je bilo predstavljeno 12 pesmi (gl. tabelo 1). Iz tevilk matric
je razvidno, da sta bili najpogosteje dve pesmi (v enem primeru celo tri) zdruzeni v po-
samezen posnetek, pripadajoce kataloske stevilke pa dokazujejo, da so bili vsi posnet-
ki natisnjeni na plos¢ah (velikosti 10 in¢), uvrs¢eni v prodajni katalog (Zonophone) in
s tem tudi resni¢no dostopni na trzis¢u (ve¢ o povednosti stevilk matric in kataloskih
oznak gl. Kunej 2014a, 2014b).

1V povezavi z gramofonskimi plos¢ami angleski izraz label oznacuje blagovno znamko ali nalepko s podatki v sredini plosce.
V ¢lanku je zato uporabljena poslovenjena oblika angleskega izraza, ki poskusa ohraniti $irsi pomen izvirnika.
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St. matrice | Katalogka | Naslov
St.
4527r X-104660 | a) Hitite, kristjani, starocerkvena (upravil A. Foerster)
b) Kar je ze dolgo Zelel svet (zlozil A. Foerster)

¢) Oj dete rojeno nam, staroslovenska (upravil A. Foerster)

45281 X-104601 | Ave Maria, z gosli in harmonijem iz opere Gorenjski slavcek
(zlozil A. Foerster)
4529r X-104662 | a) Pet ran Jezusovih (zlozil Gregor Rihar)
b) Ve¢no sre¢no, staroslovenska (upravil A. Foerster)
4530r X-104663 | a) K sv. Resnjemu Telesu
b) Tebe, Jezus ne pustim (zlozil A. Foerster)
4531r X-104664 | a) Lilija k Jezusu (zlozil A. Foerster)
b) Cvetlice ve (zlozil Blaz Poto¢nik)
4532r X-104665 | a) Molitev (zlozil F. Gerbic¢)

b) Cast Bogu (zloZil A. Foerster)

Tabela 1: Seznam posnetkov Zbora stolne cerkve v Ljubljani iz leta 1908. Naslo-
vi posnetkov so praviloma napisani tako, kot so bili zapisani v dosegljivih virih,
popravijene so le ocitne tipkarske napake in poenoteni so zapisi iz razlicnih virov.

Zbor stolne cerkve v Ljubljani je imel za slovenski prostor izjemen formalni in sim-
bolni pomen, saj je bila glasbena podoba bogosluzja v osrednji cerkvi skofije zgled in
spodbuda tudi drugim. Poleg tega je imel zbor kot ustanova Ze vecstoletno tradicijo
neprekinjenega delovanja in je v vsem tem ¢asu po ambicijah, materialnih moznostih
in dosezkih presegal vse druge podobne glasbene ustanova pri nas. V ¢asu snemanja
ga je vodil Anton Foerster, ki je bil na ¢elu zbora od leta 1868 do 1908, ko je odsel v
pokoj. V stolnici je uvedel pravo liturgi¢no petje, dvignil petje in glasbo na izredno
raven in kljub nasprotovanju vplival na preureditev cerkvene glasbe. Z veliko glasbeno
razgledanostjo in izobrazbo, po drugi strani pa z globoko vernostjo in poboznostjo, je
odlo¢ilno pripomogel k vkljucitvi stolnega zbora v evropske cerkvenoglasbene tokove
(prim. Nagode 2005: 95, 96). Zato ni nenavadno, da je podjetje Gramophone Co. med
prve izvajalce, ki jih je v Ljubljani posnela, vkljucilo tudi stolni zbor.

Kdo je za to snemanje izbral izvajalce in repertoar za posnetke, ni znano. Iz razlic-
nih virov in podatkov iz tujine lahko sklepamo, da je imelo podjetje Gramophone Co.
jasno zastavljeno snemalno in trzno politiko in je s pomocjo regionalnih podruznic
skrbelo za lokalna snemanja in trzenje posnetkov. Vsaka podruznica je bila odgovorna
za komercialne aktivnosti na svojem obmodju in praviloma je tudi samostojno dolo-
c¢ala, kateri izvajalci in repertoar so primerni za snemanje, da se bodo plosce dobro
prodajale. Na zacetku gramofonske industrije, kamor lahko uvrs¢amo tudi obdobje
snemanja v Ljubljani, pa je bilo za gramofonska podjetja zelo donosna in pomembna
tudi prodaja predvajalnih aparatov; gramofone je bilo namrec veliko lazje prodajati, ¢e

282



D. KUNEJ * GRAMOFON V SLUZBI SAKRALNE GLASBE? ...

so kupci na njih lahko poslusali tudi lokalno priljubljene in atraktivne posnetke. Zato
lahko sklepamo, da so gramofonska podjetja zelela posneti predvsem uveljavljene in
lokalno prepoznavne izvajalce z deli iz njihovega koncertnega repertoarja (prim. Gro-
now in Englund 2007: 285; Pennanen 2007). Podobno je morda veljalo tudi za izbor
posnetkov Zbora stolne cerkve v Ljubljani, ki ga je na podlagi napotkov gramofonskega
podjetja verjetno predlagal takratni vodja zbora Anton Foerster. Foerster je bil tudi av-
tor ali avtor priredb vecine posnetih pesmi.

Plodce s posnetki iz Ljubljane so bile kmalu dostopne tudi pri nas, kar dokazujejo
Casopisni oglasi v slovenskih ¢asopisih od julija 1908 naprej (prim. Slovenski narod
1908). V nekaterih oglasih je naveden celoten spisek posnetkov, zato lahko vidimo tudi
posneti repertoar Zbora stolne cerkve v Ljubljani, ki so ga prodajalci ponujali na slo-
venskem trzis¢u. Podjetje Gramophone Co. je vse posnetke iz Ljubljane trzilo z labelo
Zonophone, na kateri je ponujalo predvsem plosc¢e nizjega cenovnega razreda.

Posnetki pevcev Adrija

»To pot se mi, ameriski Slovenci, lahko potrkamo na prsa, da smo napravili nekaj po-
membnega, ¢esar ni napravil do sedaj $e noben drug narod« (Raci¢ 1928: 265). S temi
uvodnimi besedami za¢ne prof. Ivan Racic, vodja cerkvenega pevskega zbora Adrija
iz Chicaga, predstavitev posnetkov sakralne vsebine na gramofonskih plosc¢ah pevcev
Adrija. Zaradi novosti, ki so jih vnesli v zasnovo in izvedbo snemanja, sodijo ti posnetki
med posebnosti takratnih gramofonskih plos¢.

Posnetki so nastali v Zdruzenih drzavah Amerike v obdobju med obema vojna-
ma, ko je prodaja plos¢ z glasbo priseljencev za gramofonska podjetja pomenila po-
membno trzno priloznost. V ZDA je bilo namrec¢ veliko priseljencev, predvsem iz Evro-
pe, in glasbena industrija je v njih videla velik potencial za nakup plos¢, zato je zacela
snemati t. i. »etni¢no glasbo« (angl. ethnic music) oz. glasbo za »tuje govorece« (angl.
Jforeign-speaking) kupce. Tako so npr. pri podjetju Victor leta 1928 poudarjali, da so
»eni najboljsih kupcev gramofonskih plos¢ priseljenci« (Gronow 1982: 34). Slovenski
priseljenci v ZDA so podobno kot izseljenci drugih narodov o¢itno predstavljali dobro
trzisce, saj Ze samo iz pregleda tistega razdelka v diskografiji Ethnic Music on Records,
ki predstavlja popis slovenskih posnetkov, nastalih v ZDA do leta 1942 (Spottswood
1990: 1021-1043), ugotovimo, da je v njem skoraj 600 posnetkov slovenske glasbe, ki jih
izvajajo Stevilni slovenski izvajalci. Med posnetki so predvsem razli¢ne priredbe ljud-
skih pesmi in izvedbe ljudskih plesnih viz, pa tudi druge glasbene zvrsti.

Pevski zbor Adrija, ki je deloval pri cerkvi sv. Stefana v Chicagu, je bil v tistem ¢asu
eden najboljsih cerkvenih slovenskih zborov v ZDA. Vodil ga je Ivan Raci¢, profesor
glasbe, ki je bil organist v tej cerkvi, poleg tega pa $e zasebno pouceval glasbo. Ze kot
dijak se je v Ljubljani glasbeno izobrazeval, med drugim pri Hugolinu Sattnerju in v
Glasbeni matici, po maturi pa je odsel v Chicago, nadaljeval s studijem glasbe, diplo-
miral in se glasbi povsem posvetil. Pevski zbor Adrija je redno prepeval v cerkvi, imeli
pa so tudi Stevilne nastope in samostojne koncerte. Bili so prvi zbor iz Chicaga, ki je
sodeloval na radiu (prim. Raci¢ 1928a: 265; The Adrija ... 1934).
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Zato ni nenavadno, da so zacel snemati tudi gramofonske plosce. Posnetki, ki se jih
je v treh letih snemanja (1927-1929) nabralo okoli 70, so bili izdani na labelah Victor,
Columbia in Electra, vsebujejo humoristi¢no, sentimentalno, religiozno idr. tematiko,
pogosto povezano z ljudskim izroc¢ilom in predstavljeno v govorno-glasbeni obliki. Pri
snemanju so pogosto sodelovali z drugimi slovenskimi izvajalci, npr. s Hoyer triom,
Raci¢-Foysovim orkestrom idr.

Prvo plosco s sakralno vsebino so pevci Adrija posneli Ze na svojem prvem snema-
nju: 15. novembra 1927 so v studio podjetja Victor v Chicagu posneli devet posnetkov
razli¢ne vsebine, med katerimi je bil tudi posnetek v dveh delih z naslovom »Romanje k
Materi Bozji« (v angleskem prevodu Slovenian Pilgrims). Iz arhivskih podatkov podjetja
Victor lahko razberemo, da je na posnetku sodelovalo Sest pevcev (1 sopran, 2 alta, 2
tenorja in 1 bas), kot govorec pa »pater Odilo« (Discography ... 2014). Posebnost plosce
je ravno v sodelovanju pevcev in patra Odila Zakrajska, ki je kot »izboren ljudski cerkve-
ni govorec, ki mu je na Slovenskem brzcas tezko katerega postaviti ob stran« iz posne-
te vsebine »znal ustvariti moc¢no, v¢asih naravnost umetnisko celoto« (Kuret 1930: 86,
87). Pater Odilo je namre¢ spoznal, da je lahko gramofonska plosca »izvrstno moderno
sredstvo,« ki opravlja tudi »idealno misijonsko delo /.../ in uspesno sluzi dobremu na-
menuc« (Raci¢ 1928a: 265). Tega ni spoznal »le kot prvi Slovenec« ampak kot »prvi misi-
jonar v Ameriki sploh. Njegove ideje se oprijemajo sedaj Hrvati, Slovaki, Nemci Italijani
..« (Kuret 1930: 87). Tako je bila to prva plosca, v kateri je nastopil duhovnik z govorom
sakralne vsebine in kjer je bil poustvarjen resnic¢en nabozni dogodek.

Plosca je bila pri poslusalcih zelo dobro sprejeta, zato so se po nasvetu slovenskih
duhovnikov v ZDA odlocili, da bodo posneli se ve¢ podobnih plos¢. Vendar tokrat
v samozalozbi ¢asopisa Ave Maria, »nabozno-pouc¢nega mesecnika¢, ki so ga izdajali
franciskani v ZDA. Pater Odilo in prof. Raci¢ sta zasnovala $e Sest dvostranskih velikih
plos¢ (premera 12 in¢), ki skupaj tvorijo zaokrozeno celoto in predstavljajo »najlepse
in najbolj priljubljene slovenske cerkvene pesmi in najbolj znacilne cerkvene obrede
in slovesnosti« (Raci¢ 1928a: 266). Plosce so bile posnete zgodaj jeseni leta 1928 v Chi-
cagu in so kmalu za tem izsle na labeli Electra. Seznam vseh omenjenih posnetkov, ki je
urejen po Stevilkah matric, je prikazan v tabeli 2.

St. matrice Kataloska st. | Labela Naslov

CVE 40878 | 68924 Victor Romanje k Materi BoZji - Prvi del
(Slovenian Pilgrims - Part One)

CVE 40879 | 68924 Victor Romanje k Materi Bozji - Drugi del
(Slovenian Pilgrims - Part Two)

5274 5274 Electra | pri bozi¢nem drevescu

5275 5275 Electra | Sopek bozi¢nih pesmi

(Christmas songs)

5276 5276 Electra | Slovenska polnoc¢nica - Prvi del
(Christmas Eve in Church - Part One)
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5277 5277 Electra | Slovenska polnoc¢nica - Drugi del
(Christmas Eve in Church - Part Two)
5278 5278 Electra | Nasim najdrazjim
(All Souls’ Day-Part Two)
5279 5279 Electra | Memento mori
(All Souls’ Day-Part One)
5320 5320 Electra | Vstajenje
(Easter Morning In Church-Part One)
5321 5321 Electra | Velika no¢
(Easter Morning In Church-Part Two)
5322 5322 Electra | Smarnice
(May Devotion)
5323 5323 Electra | Slovesne litanije Matere Bozje
(Solemn Litany of the B. V. Mary)
5324 5324 Electra | Poroka v cerkvi
(Wedding in Church)
5325 5325 Electra | Nova Masa
(First Holy Mass)

Tabela 2: Seznam posnetkov pevcev Adrija s sakralno vsebino.

Slovenska polnoénica—Prvi del
(CHRISTMAS EVE IN CHURCH—Part Ons)
Singing by “ADRIA”

Sermon by Father Odilo

Slika 1: Labela ene od plosc s sakralno vsebino pevcev Adrija, ki je izsla v samozalozbi
casopisa Ave Maria. (GNI DZGP).

285



MUZIKOLOSKI ZBORNIK ¢« MUSICOLOGICAL ANNUAL L/2

Prvi odzivi na slovenske posnetke s sakralno vsebino

Nenavadno je, da prvi slovenski posnetki na gramofonskih ploscah iz leta 1908 razen
trznih oglasov v dnevnem ¢asopisju niso imeli ve¢jega odmeva v medijih in med izvajal-
ci. V ohranjenih dopisih, kronikah, arhivskem gradivu in razli¢cnem c¢asopisju tistega ¢asa
skorajda ne najdemo podatkov o snemanju plos¢, ¢eprav je bil verjetno to prvi taksen
dogodek pri nas. Vendar to ne velja le za Zbor stolne cerkve, ampak tudi za vse ostale
izvajalce, ki so snemali v tem obdobju (prim. Kovaci¢ 2014: 81; Klob¢ar 2014: 143).

Povsem drugace je s plos¢ami pevcev Adrija, ki jih je v samozalozbi izdal ¢asopis
Ave Maria. Prof. Raci¢, vodja zbora, jih je izérpno opisal v ve¢ zaporednih stevilkah
¢asopisa, od septembra 1928 naprej, Niko Kuret pa jih je v casopisu Slovenec celovito
predstavil v ¢lanku »Plosce P. Odilag, ki je bil leta 1930 ponatisnjen v Ave Marii. Posnet-
ki so bile navedeni tudi v Stevilnih ¢asopisnih oglasih v ZDA, kjer so razli¢ni prodajalci
ponujali slovenske plosce.

Zanimivo je, da so posnetke Zbora stolne cerkve v Ljubljani ze v prvih oglasih leta
1908 uporabili predvsem v trzne oz. oglasevalske namene. V ¢asopisu Slovenski narod
(1908) je pod naslovom »Zonophoni s slovenskimi pesmimi« objavljeno obvestilo, da
so pri urarskih mojstrih Francu Zajcu in Milku Krapezu na zalogi plosce »slovenskih
skladb in pesmi za zonophone.« V nadaljevanju je nastet izbor posnetkov za vsakega iz-
vajalca posebej, iz ¢esar je razvidno, da so predstavljene plosc¢e podjetja Gramophone
Co.,, ki so bile posnete leta 1908 v Ljubljani. Med izvajalci pa ni navedenega Zbora stol-
ne cerkve iz Ljubljane in njihovega izbora posnetkov, ¢eprav so tudi ti sodelovali pri
snemanju. Oc¢itno avtor oglasa ni zelel v liberalnopoliti¢cno usmerjenem ¢asopisu po-
nujati bralcem posnetke sakralne vsebine in jih je kot dober trgovec raje izpustil. Pov-
sem drugace pa je ta trgovec ponudil plosce v ¢asopisu Slovenec. Istega dne kot v Slo-
venskem narodu je bila tudi v Slovencu (1908) prvi¢ objavljena novica, da se pri urarju
Fr. P. Zajcu dobijo plosce s slovenskimi posnetki, pri ¢emer pa ni navedenih izvajalcev
in (izbora) posnete vsebine. Posebej pa je izpostavljeno, da se »dobijo tudi zbori stolne
cerkve Ljubljanske s harmonijem« To ponovno kaze na trzni prijem avtorja oglasa, ki
se je tokrat zelel prilagoditi katolisko usmerjenim bralcem ¢asopisa.

V Casopisu Ave Maria je poleg vsebinskih predstavitev plos¢ pogosto opaziti tudi
trzenje plos¢ oz. nagovarjanje bralcev k nakupu: »ta zbirka bo najlepsi zaklad za vsako
slovensko hiso v Ameriki. Ce ste veseli ali pobiti, v sreci ali stiskah, za vsako priliko
boste nasli v tej zbirki pesem in besedo, ki se bo ravno prilegala vasemu srcu.« (Ra-
¢i¢ 1928a: 266).; »Kdor hoce imeti pravi spomin na Fathra Odila kot misijonarja, naj si
omisli to plosco« (Raci¢ 1928b: 327); »Najvecje delo za nase izseljence bomo opravili
s tem, ¢e bomo spravili mednje te plosc¢e. Nasa drustva naj bi jih spravila v roke nasih
ljudi po Franciji, Belgiji, Holandski, Westfalskem in drugod! A tudi vsaka nasa druzina
doma, ki ima gramofon, naj bi ¢uvala te plosce kot dragoceno last ...« (Kuret 1930: 87).

Veckrat so v ¢lankih Ave Marie omenjene tudi morebitne finan¢ne koristi od pro-
daje teh plos¢. Ze v ¢asu razmisljanja o snemanju in izdajanju v samozaloZbi so menili:
»W kolikor je to pocetje v zvezi z gmotnimi dobickom, se da urediti tako, da ima korist
od tega Ave Maria in vse slovenske zZupnije v Ameriki. To je gotovo boljse, kakor pa ¢e
bi imeli gmotno korist le tujci, Zidje« (Raci¢ 1928a: 265). Tudi v kasnejsih ¢lankih za-
sledimo omenjanje gmotnega vidika pri izdajanju plos¢, kot npr.: »pri nasih naboznih
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rekordih ne smemo gledati le na gmotno temvec¢ v prvi vrsti na moralno korist« (Racic¢
1928b: 327). Poseben tovrsten poudarek je v sklepnem delu predstavljanja plos¢, kjer v
zadnjem ¢lanku avtor zakljuci: »Ponovno opozarjam rojake, naj si omislijo ne samo ve-
likono¢no plosco, temvec vseh sest naboznih plos¢, ki jih je izdala ,Ave Maria‘. Podajajo
zaokrozeno zbirko sicer kratkih, vendar nedopovedljivo lepih cerkvenih nagovorov,
nekaj najbolj pomembnih cerkvenih obredov in lepo stevilo najbolj priljubljenih slo-
venskih cerkvenih pesmi. Ta zbirka je vredna veliko, veliko ve¢, kakor pa v resnici stane
in kaj podobnega, saj kolikor je nam znano, do sedaj Se ni bilo rekordirano v nobenem
drugem jeziku« (Racic 1929: 102).

Kaksen je bil odziv kupcev na posnetke Zbora stolne cerkve v Ljubljani ni znano, ka-
kor tudi ni znano, kako so sprejeli plos¢e drugih izvajalcev s tega snemanja. Lahko pa
sklepamo, da posnetki stolnega zbora morda niso sli posebej dobro v prodajo, saj tega
zbora na naslednjih snemanjih podjetja Gramophone Co. v Ljubljani ni bilo ve¢. Leta 1909
in 1910 je namre¢ to podjetje ponovno snemalo v Ljubljani, kjer med izvajalci zasledimo
tudi nekatere, ki so snemali Ze leta 1908: »Slovenska kmetska godbac je z razmeroma veli-
kim repertoarjem sodelovala pri vseh treh snemanjih, razlicne pevske zasedbe Glasbene
matice z obseznim repertoarjem pri dveh, »Godba Gramophon-orchestra iz Ljubljane« pri
dveh, prav tako tudi »Josip Povhé«. Vidimo lahko, da je bil Zbor stolne cerkve v Ljubljani,
poleg »anonimnega« Zenskega dueta, ki je na prvem snemanju zapel le dve pesmi, edini,
ki kasneje ni sodeloval pri ponovnih snemanjih podjetja Gramophone Co. Podobno lah-
ko ugotovimo tudi pri posnetkih podjetja Favorite, ki je v Ljubljani snemalo leta 1910 in
1911. Na teh snemanjih so sodelovali predvsem tisti slovenski izvajalci, ki so veliko posneli
tudi Ze za Gramophone Co., npr. »Slovenska kmetska godbag, »Kvartet pevcev Glasbene
matice« in gledaliski igralec »Anton Danilog ki je leta 1911 za Gramohone Co. posnel raz-
meroma obsezen repertoar Saljivih prizorov.

Vendar pa snemanje Zbora stolne cerkve v Ljubljani za Gramophone Co. leta 1908
vseeno ni bilo edino snemanje za gramofonske plosc¢e. Spomladi leta 1910 namrec¢ v Slo-
vencu zasledimo oglas, ki z naslovom »Najnovejsi posnetek slovenskih pesmi« predsta-
vlja obsezen repertoar plosc na labeli Jumbo, kjer je poleg posnetkov »Kvarteta Glasbene
matices, »Antona Danila« in nekaj tujih izvajalcev tudi Sest plos¢ oz. dvanajst posnetkov
Zbora stolne cerkve v Ljubljani. Zbor se je ocitno kljub zamenjavi umetniskega vodje
odlocil za ponovno snemanje gramofonskih plos¢, o katerih pa je Se zelo malo znanega.

Dobro pa je znan zgodnji odziv kupcev na plosce pevcev Adrija. Ze njihova prva
plosca, posneta leta 1927 za podjetje Victor, je bila pri poslusalcih izredno dobro spre-
jeta. Imela je »tak uspeh, kakor se nobeden slovenski rekord do sedaj. /../ Rojaki so
pridno segali po teh novih rekordih [vseh posnetkih pevcev Adrija za podjetje Victor
leta 1927, op. a.], vendar za ,Romanje‘ so se dobesedno tepli; vsem trgovcem je kar
naenkrat posla zaloga« (Raci¢ 1928a: 265). Zato so se tudi odlo¢ili, da s podobnimi
posnetki nadaljujejo in so v »samozalozbi« izdali e Sest plos¢, ki so prav tako dozivele
dober odziv pri poslusalcih in velik prodajni uspeh. O tem poroca ze Raci¢ v enem od
svojih ¢lankov, kjer je predstavljal posamezne plosce: »Nameraval sem nekoliko opisati
tudi rekord ,Slovenska polnoc¢nica’, pa sem ravnokar prejel pismo od upravitelja Ave
Marie, da so morali naro¢iti drugo veliko zalogo tega rekorda. Ce je tako, potem je vsa-
ko pisanje nepotrebno« (Raci¢ 1928¢: 360).
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Sklep

Danes plosce Zbora stolne cerkve v Ljubljani zelo tezko dobimo. V Digitalni zbirki
gramofonskih plos¢ (GNI DZGP) na Glasbenonarodopisnem institutu ZRC SAZU, ki
je nastala na podlagi raziskovanja in zbiranja gradiva s sodelovanjem domacih in tujih
ustanov ter zasebnikov v okviru projekta Zvocno gradivo gramofonskih plosc kot vir
etnomuzikoloskil in folkloristicnih raziskav, in obsega nad 2600 evidentiranih disko-
grafskih zapisov s Stevilnimi metapodatkovnimi opisi, okoli 1200 zvocnih zapisov in
skoraj 3000 enot slikovnega gradiva, nimamo niti enega od njihovih posnetkov ali ko-
pije label s plos¢. Imamo pa kar nekaj posnetkov in slikovnega gradiva s plosc Sloven-
ske kmecke godbe in razli¢nih pevskih zasedb Glasbene matice, nekatere celo v ve¢
izvodih in razli¢nih ponatisih. Iz izkusenj raziskovalcev zgodovinskih zvoc¢nih nosilcev
in zbiralcev gramofonskih plos¢ lahko predvidevamo, da je tiste plosce, ki so se nekdaj
bolje prodajale in so bile zato tudi bolj razsirjene med ljudmi, danes lazje najti (prim.
Gronow 2014). Zato bi lahko zakljucili, da za posnetke Zbora stolne cerkve v Ljubljani
ni bilo velikega povprasevanja, saj nismo nasli ohranjene niti ene njihove plosce; ne s
snemanja v Ljubljani leta 1908, kakor tudi ne s snemanja za labelo Jumbo. Drugace pa
je s sakralnimi posnetki pevcev Adrija, ki so lazje dostopni. V zbirki GNI DZGP imamo
kopije stevilnih plos¢ pevcev Adrija, med njimi tudi vse nastete posnetke s sakralno
vsebino; tako s plosce podjetja Victor, kakor tudi z vseh plos¢ labele Electra iz samoza-
lozbe. Plos¢e imajo tudi nekateri zbiratelji plos¢, predvsem v ZDA.

Ceprav je razumljivo, da je ve¢ ohranjenih plos¢ iz kasnejsega obdobja snemanja,
ko je bila gramofonska industrija v razcvetu (Se posebej v ZDA med obema vojnama),
pa so se nekatere plos¢e s snemanja v Ljubljani leta 1908 vseeno ohranile; predvsem
posnetki »Slovenske kmetske godbe« in pevskih zasedb Glasbene matice. Nekateri po-
snetki teh izvajalcev so v kasnejsih letih doziveli tudi ponatise in izdaje na nekaterih
drugih labelah, tudi v ZDA, kar lahko potrjuje priljubljenost posnetkov med kupci in
njihovo trzno uspesnost. Za plos¢e Zbora stolne cerkve v Ljubljani podatkov o ponati-
sih ali morebitnih izdajah na drugih labelah ni bilo mogoce zaslediti, medtem ko npr.
za plosco podjetja Victor PRomanje k Materi Bozji« vemo, da je bila ponatisnjena tudi v
Evropi. Uvrs¢ena je bila v prodajni katalog za Centralno Evropo podjetja Gramophone
Co,, ki je s podjetjem Victor pogosto izmenjevala gradivo, in celo pod razli¢nimi kata-
loskimi oznakami (npr. 2-079254 in 2-079255, AN 218) (Kelly 2009).

Kot vecina aktivnosti v gramofonski industriji je bilo verjetno tudi snemanje plos¢
s sakralno vsebino povezano predvsem s trgovanjem in dobickom. Ne glede na more-
bitni drugacen prvotni namen, ki so ga lahko imeli izvajalci, je o usodi in uspehu po-
snetkov odlocal predvsem trg. Tisti izvajalci, ki so pri poslusalcih dosegli dober odziv,
so pogosteje snemali sakralno glasbo tudi pozneje in za razlicne gramofonska pod-
jetja, trzno uspesni posnetki pa so doziveli ve¢ ponatisov ter posledi¢no dosegli tudi
vedji krog poslusalcev in kupcev. S tem pa se je morebitni cilj, da »plosca ne le zabavac
ampak tudi »izredno uspesno sluzi dobremu namenu« (Raci¢ 1928a: 265), veliko lazje
uresnicil. Nekateri posnetki s sakralno glasbo na gramofonskih plos¢ah so se ocitno
dovolj dobro prodajali, da so taksno glasbo pogosto uvrstili v svoj repertoar snemanja
stevilni slovenski izvajalci; predvsem tiste bolj znane in priljubljene sakralne pesmi, ki
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so poleg ljudskih pesmi in viz ter popularnih opernih arij SirSemu krogu poslusalcev
najbolj ugajale in so se zato tudi najbolje prodajale. Tudi gramofonska podjetja so jih,
v sklopu drugih posnetkov, pogosto oglasevala, kar potrjuje, da so pricakovala zanima-
nje kupcev zanje.

Navedena primera gramofonskih plos¢ Zbora stolne cerkve v Ljubljani in pevcev
Adrija kazeta, da je trzni uspeh odvisen od stevilnih dejavnikov. Vsekakor k uspehu pri-
pomoreta ustrezen »trzni pristop« in nagovarjanje kupcev, oz. primerno oglasevanje.
Iz primerjave odzivov na posnetke obeh zborov lahko sklepamo, da so plosce pevcev
Adrija dosegle veliko vedji uspeh in odmevnost med poslusalci kot posnetki stolnega
zbora. Poudariti pa je potrebno, da so pevci Adrija izdali tudi veliko posnetkov s pos-
vetno vsebino in so bili pri kupcih gramofonskih plos¢ zelo znani in prepoznavni izva-
jalci. K uspehu njihovih sakralnih posnetkov pa je veliko pripomoglo tudi sodelovanje
priljubljene patra Odila, kakor tudi posebno trzisce, saj so slovenski izseljenci v ZDA
z veseljem kupovali slovenske posnetke, ki so jim ohranjali spomin na domovino. Ce
pa primerjamo $tevilo danes ohranjenih posnetkov sakralne vsebine pevcev Adrija s
Stevilom ohranjenih njihovih drugih posnetkov, vidimo, da je plos¢ s sakralno vsebino
manj. Torej bi lahko sklepali, da se te njihove plosce le niso tako dobro trzile kot ostale
oz. dosegle taksen izjemen uspeh »kakor $e nobeden slovenski rekord do sedaj« (Raci¢
1928a: 265).

Podobno bi lahko posplosili tudi za druge slovenske posnetke na starih gramo-
fonskih plosc¢ah s sakralno vsebino. Na podlagi Stevila ohranjenih plos¢ in izkusenj
zbiralcev lahko sklepamo, da plosce s sakralno vsebino niso dosegale toliksne trzne us-
pesnosti in priljubljenosti pri kupcih kakor tiste s posnetki druge vrste. Zaradi tega so
danes stevilni zgodnji sakralni posnetki tudi tezje dostopni in pogosto prezrti, Ceprav
predstavljajo dragoceno glasbeno dedisc¢ino, o kateri §e ne vemo prav veliko.
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GRAMOFON V SLUZBI SAKRALNE GLASBE?

POVZETEK

Although many Slovene performers have quite
often included sacred works into their recording
repertoire, very little is known about these records.
Hence, the present article, based on gramophone
records released by the Ljubljana Cathedral Choir
and the Adria Church Singers from Chicago
(USA) during different time periods and in dif-
ferent milieus, tries to evaluate the response and
market results of their recordings and analyse the
material from the viewpoint of the popularization
and commercialization of sacred music with the
help of gramophone records and the developing
gramophone industry.

The recordings of the Ljubljana Cathedral Choir, i.e.
six records, containing 12 songs, and issued by the
Gramophone Company from Ljubljana in 1908, are
notonly one of the oldest gramophone recordings
of sacred music in Slovenia but belong to the old-
est Slovene recordings in general. The Cathedral
Choir, at that time led by Anton Foerster, was of
exceptional, formal and symbolic, importance for
the whole Slovenian territory, since the musical
image of liturgy in the central church of the bish-
opric was an example and an incentive for others.
Therefore, no wonder the just-mentioned choir
led the Gramophone Company to include, them
among their performers. Together with others, they
were periodically advertised in daily newspapers.
However, they seem to have achieved poorer mar-
ket results than the records by other performers.
The Adria Choir, which sang at St Steven’s in Chi-
cago under Ivan Radi¢, was at that time also one
of the best Slovenian church choirs in the USA,
performing regularly and giving independent
concerts as well. Their first gramophone record
with sacred music was produced during the choir’s
first recording of nine different compositions for
Victor in 1927. The peculiarity of this record lies
in the cooperation of Father Odil Zakrajsek; the
participation of a priest, a first in itself, enabled
the producer to create a real religious event. The
record was met with a wide response, so it was

decided to release six similar records, this time
issued by the periodical Ave Maria. Soon, these re-
cords were fully presented in the above-mentioned
periodical and, according to their own statement,
sold extremely well.

Similarly to most activities in the gramophone in-
dustry, the recording of sacred pieces seems likely
to have been linked with marketing and profit.
Through the example of gramophone records
released by the Ljubljana Cathedral Choir and the
Adria Singers, one can see that favourable market
results depended upon a number of factors. By
all means, the appropriate approach in market-
ing and addressing potential buyers as well as
advertising contributed to any financial success.
By comparing the responses to the recordings of
the two choirs, one can conclude that the records
of the Adria Singers enjoyed greater success and
response among the listeners than the Cathedral
Choir records, which soon slipped into oblivion.
It should be emphasized, however, that the Adria
Singers had also recorded many secular works and
that they were renown performers with the buyers
of gramophone records. A mentionable contribu-
tion to their success came also through the much
liked Father Odil, not forgetting the particularity
of the market, since Slovenian immigrants to the
USA liked to buy Slovene recordings which helped
preserve the memories of their native country. If we
compare the number of Adria Singers’ recordings
that have survived so far, one can see that there are
fewer records with sacred content. Which brings
us to the conclusion that they sold less successfully
than those with secular music. Which again can be
generalized as regards other Slovene gramophone
records with sacred music. Because of that, many
early sacred recordings appear to be less avail-
able and many a time overlooked, although they
represent a precious musical heritage we don’t
know much about.

Angleski prevod naslova, izviecka in povzetka /
title, abstract and summary translated to English
by Andrej Rijavec.
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Clanek se posveca orgelski glasbi na Ceskem in
Moravskem v 19. in 20. stoletju. Prinasa pogled
na vlogo orgelske glasbe v cerkveni glasbi in na
razvoj obrti izdelovanja orgel. Avtorica podrobneje
opazuje tudi nekaj kategorij orgelskih del, skupaj
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ABSTRACT

The paper focuses on the organ music of Bohemia
and Moravia the 19th and 20th centuries. It describes
the situation in the area of both church music and
organ building. Furthermore, several categories of
organ music are dealt with. Finally, several composers
are characterized as examples of these categories.

s skladbami razli¢nih ustvarjalcev, ki jih ilustrirajo.

In the 19% century, the organ loft of the local church was still an important focus
of musical life, and the majority of composers took it for granted that they should
concern themselves with liturgical and extra-liturgical church music. What is more, at
this time the profession of organist and director of the church choir still enjoyed high
artistic and social prestige. Worship services in the large cities were accompanied by
significant musical production. In smaller cities and villages, the organ loft was still the
focus of musical and, indeed, cultural life.

As the secularisation of social life gathered momentum in the first half of the 19
century, secular music began to work its way into churches. The aforementioned secu-
larisation was gradual, and was a natural feature of European culture. In music this led
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to the establishment of secular institutions for the education of professional musicians.
These raised the level of musical culture, but also facilitated the influence of secular
music on sacred music. The reaction against this situation took the form, in 1826, of the
Association for the Improvement of Church Music in Bohemia (Jednota ku zvelebeni
cirkevni hudby v Cechdch), which founded the organ school in Prague four years later.
In Moravia, the parallel Association for the Improvement of Church Music in Moravia
(Jednota ku zvelebeni cirkevni hudby na Moravé), formed on the initiative of Leos
Jandacek, did not appear until 1881.!

Starting in the second half of the 19" century, however, liturgical music was slowly
pushed to the edge of the field of interest of composers and artistic life in general, in
step with the weakening of religious belief in the more educated classes of society. The
prestige of the church organist, choir director also fell significantly and organ schools
declined in importance. Church music proper became a conservative branch of music,
into which ever fewer of the latest developments in music could penetrate. But at the
same time, more and more “spiritual” works appeared which were intended to be per-
formed in the concert hall. These works could be personal and original expressions of
their composers, not bound by the requirements of the liturgy.?

In this epoch of decline in church music, with operatic melodies and other favour-
ite pieces popping up in the organ loft, there arose a movement for reform, calling
for a renewal of church music - the Caecilian Movement, called Cyrilism in the Czech
cultural milieu. This movement, however, did not contribute to the development of
music for organ solo.

Now for a brief history of the organ in our era. Baroque, or more precisely Clas-
sical organ specifications were still the norm in the Czech lands for a very long time,
essentially up to the mid-19" century. Romanticism in music had little influence, and
changes were gradual. The transition to a Romantic sound was made mostly starting
in the 1870s under the influence of the Caecilian reform, which was widely supported
and implemented in the Czech lands. Scores of historic instruments, especially in the
cities, were rebuilt, leaving few instruments in the Czech lands in their original disposi-
tions. Romanticism and the influence of the reform lasted much longer in the Czech
lands than in surrounding areas, even into the first half of the 20" century. Starting in
the 1940s, there was an attempt to return to Baroque ideals, especially in the disposi-
tion of registers, but less with respect to intonation. It was mostly thought that the ideal
organ was a polyvalent one with a universal sound, one which nevertheless lacked any
unique characteristics.® After the arrival of communism, organ firms were nationalised
and large factories came into being which often engaged in building enormous instru-
ments. Numerous historic organs were ruined by inappropriate modifications. After
the change of regime in 1989, small organ workshops reappeared, most of them out of

1 PetrVit, “Doba ndrodniho probuzeni (1810-1860)" in Hudba v ceskych déjincch: od stredovéku do nové doby (Praha: Supraphon,
1989), 308-309.

2 Vladimir Lébl, Jitka Ludvovd, “Nova doba (1860-1938)" in Hudba v ceskych déjindch: od stredovéku do nové doby (Praha:
Supraphon, 1989), 364-365.

3 Milan Slechta, Dé&jiny varhan a varhanni hudby v Evropé (Praha: Stdtni pedagogické nakladatelstvi, 1985), 57-60.

4 Bohumil Plansky, “Ceské a moravské varhanaistvi v druhé poloviné 20. stoleti”, in Varhany a jejich funkce v Cechdch a na
Moravé 1600-2000, ed. Jan Vicar, Kritické edice hudebnich pamatek V (Olomouc, Univerzita Palackého, 2003), 97-104.
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love and enthusiasm for organs, and some of these are even doing work outside of the
Czech Republic. Significantly greater attention is devoted to restoring historic instru-
ments, something which can be done only by competent craftsmen. In this way several
outstanding instruments have been saved.’

Now we will look at the situation with music for the organ. In the 19" century organ-
ists, choir directors, and pedagogues all wrote music for organ, but this was not enough
to provide them a living. The vast majority of the composers who wrote for organ
occupied relatively low positions, and today they are little known or even completely
unknown names whose music is played only sporadically at best. Only a few organists
became renowned performing artists.

The organ was not the centre of attention for Czech composers in either the 19" or
- with a few exceptions - the 20" centuries. It is significant that the most important and
today most oft-played 19"- and 20"-century composers applied themselves to organ
music only sporadically, either during their studies or younger years when they were
searching for their own compositional language, or later in their lives as the result of an
inner impulse, either personal or historical.®

Bedfich Smetana (1824-1884), when young, wrote 6 short preludes for organ. Dur-
ing his studies at the Prague organ school, Antonin Dvofik (1841-1904) wrote 8 pieces
for organ, which he called Composition Essays (Kompozicni pokusy).

Leos Janacek (1854-1928) is another example of a composer for whom - like for
Dvordk and Smetana - the organ was not the most convenient medium of expression.
His first three organ compositions are from the time of his studies at the organ school in
Prague. Two more short pieces from 1884 are lacklustre improvisational works. Thereaf-
ter, Jandcek did not return to the organ until near the end of his life, when he trusted the
organ with the intermezzo and above all the Organ Solo (traditionally called Postludium,)
in his Glagolitic Mass (1926), an effective, ever growing monothematic stream of music.

Nor was the organ an important medium for the expression of the thought of
Vitézslav Novik (1870-1949), who wrote only two compositions for organ: the Prelude
on a Wallachian Love Song, based on a secular melody and thus remote from the style
of most organ pieces, and the St. Wenceslas Triptych. In this second composition, the
71-year-old Novdk turned to the organ, in a time of war, as a way of symbolically invoking
the patron saint of the Czech lands. The work is a demanding, masterly composition with
a vigorous toccata, a painfully intensifying ciaconna, and a contrapuntally complicated
fugue, which does not renounce the composer’s orchestral way of thinking. Indeed,
Noviak would orchestrate the work in the very year of its composition (1941).

Bohuslav Martin(i (1890-1959) was another composer who sought other instru-
ments and combinations of instruments for his artistic expression, and other expres-
sive possibilities than those offered him by the organ. It is revealing that he turned
to the organ only in the last year of his life, when he began his only work for solo
organ, Vigil, and was unable to complete it before dying. Martini dedicated the work

W

Petr Koukal, “K soucasnym problémim péce o fond historickych varhan v Ceské republice”, in Varhany a jejich funkce v Cechdch
a na Moravé 1600-2000, ed. Jan Vicar, Kritické edice hudebnich pamadtek V (Olomouc, Univerzita Palackého, 2003), 69-76.
6 Following survey of Czech composers is taken from: Jana Michalkovd Slimackovd, Ceské zemé, in Skladatelé varhanni hudby,
manuscript to be published.
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to Bedfich Janacek, a Czech organist living in Sweden. The work was eventually com-
pleted by that very Bedfich Janacek.

With the two exceptions of Josef Klicka and Bedfich Antonin Wiedermann, who
were also outstanding organists, there were no significant representatives of organ
music in the Czech lands until the middle of the 20" century.

It is well known that Josef Klicka (1855-1937) was the temporary head of the
Prague Conservatory during Dvoidk’s time in America, and that he, after Smetana, was
the second conductor of the Provisional Theatre. But above all, he was a celebrated
organist, choirmaster, and teacher at the organ school and later at the conservatory.
His works for organ demonstrate to what degree the ideal sound for the instrument in
the 19" century was an orchestral one, and are considered to be the only Czech paral-
lels to the French organ symphonies being written at that time. With his late-Romantic
musical language, he normally does not strive for particularly dramatic expression, but
his works are nevertheless marked by well-thought-out musical logic. Klicka’s most
often-played work, the Fantasy on Bedrich Smetana’s Symphonic Poem Vysehrad, will
clearly never be close to the heart of the musical purist. It is, however, not just a fash-
ionable period piece, but attractive to listen to even today. The Concert Fantasy on
the St. Wenceslas Chorale is far longer, and also has a much more weighty conception.
Klicka also composed, among other works, three more concert fantasies, the extended
Sonata in F-sharp Minor and the Concerto for Organ and Orchestra in D minor.

The most important and most prolific Czech composer for organ since the 18" cen-
tury was Bedfich Antonin Wiedermann (1883-1951). He was a church organist who
taught at the Prague Conservatory and at the Academy of Performing Arts. He per-
formed regularly, and gave concerts before services in the church of the Emmaus Mon-
astery in Prague. Starting in 1920 he gave Sunday matinee concerts at the Obecni dtim,
and performed in the Czech countryside and abroad (both in Europe and the USA).
Alongside his performances and teaching activities, he also devoted himself to compo-
sition and wrote more than 300 works, including 85 for organ. His musical language is
late Romantic with elements of modern harmony and above all with a modern instru-
mental feel. The larger works demand considerable virtuosity. He is fond of traditional
forms and church modes with chorales or vocal melodies. He wrote extended concert
works, as well as smaller idylls and more than 200 chorale preludes.

During the 20™ century there was a gradual rise in the level of music for the organ.
More valuable compositions began to appear in connection with technical improve-
ments in organs themselves, developments in organ-playing technique, more frequent
appearances of the instrument in concert, and better understanding of the possibilities
of scoring for organ. Nevertheless, most composers still had their hearts in orchestral
or chamber music. Music for organ was - and still is - composed mostly by organists
and musicians having a personal connection to the organ, or by those who symboli-
cally turned to the organ in certain stages or situations in their lives.

Without a doubt, the most important and the most frequently played of Czech
composers for the organ in the 2" half of the 20™ century, both at home and abroad,
is Petr Eben (1929-2007). He discovered the organ as a child, but at the Academy of
Performing Arts in Prague he studied piano and composition. He gave concerts not
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only as a pianist, but also as an organ improviser. For Eben, the organ was the instru-
ment with which he could express himself most personally. He often communicates
a deep message, even an extramusical programme, citing Gregorian chant, Lutheran
chorales, or Czech folk melodies. Sunday Music (1957-1959) is his most oft-played and
most beloved cycle of works for solo organ. Among the most extensive of Eben’s philo-
sophical and spiritual cycles, inspired by literary themes, are Faust (1979), originally
conceived as incidental music for Goethe’s play as performed at Vienna’s Burgtheater;
Job (1987), based on the story from the Old Testament; and Labyrinth of the World
and Paradise of the Heart (2002), originally an improvisation on a text by Jan Amos
Komensky. Among Eben’s other works worth mentioning are his Hommage a Dietrich
Buxtehude (1987), written for the anniversary of the North German composer’s birth
and incorporating citations from Buxtehude’s music. Biblical Dances (1991) presents
- as the name would indicate - dances as they appeared in the Bible, accompanied
by a choreographic portrayal. Eben also wrote two concertos for organ and orchestra.

Other 20™-century composers of significant organ music include Miloslav Kabelac¢
(1908-1979); his Two Fantasies op. 32 of 1958 are often played, and the second of
them was written for the international competition of the Prague Spring Festival. Milos
Sokola (1913-1976) is another, who has written several pieces on the B-A-C-H theme.
The best-known organ pieces by Otmar Macha (1922-20006) are his Three Toccatas (Fu-
neral Toccata, Wedding Toccata and Christmas Toccata). Jiti Teml (1935), a former ra-
dio producer in Prague, composed organ music from the late 1960s; his pieces include
a Fantasia appassionata, a programmatic Mysterium sacrum on the life of Christ, and a
Fantasietta: Hommage a Buxtehude for the tercentenary of the death of the North Ger-
man composer. There were two composers of organ music, both working in Moravia,
who had been fellow-students of the organ at the Brno conservatory: the op. 1 of the
first, Zdenék Pololanik (1935), was a set of Variations for Organ and Piano, which won
high praise abroad, and which was followed by many other pieces; from the 1970s he
wrote in a more popular style. The other, Milan Slimacek (1936), composed for organ
in his youth, and then again in the 1980s, including his frequently-performed Fantasy
on the B-A-C-H theme, of 2005. Radek Rejsek (1959), who is not only an organist but
also a carillonneur, and as a music producer at Czech Radio has recorded many historic
organs, has composed (for example) a Ludus spatii for two organs, of 1990.

It is now possible for us to come up with a typology of works for organ and a
separate typology of composers for the organ, and to see where the two categories
overlap. For composers, we can set up the following categories: composers of church
music; actively composing organists (often virtuosi); composers having a more or less
intensive (often personal) relationship to the organ; and finally composers who wrote
only the occasional piece for organ just as they may have for any other instrument. For
compositions for organ, we can set up these categories: compositional studies; liturgi-
cal works such as preludes, interludes, postludes (these compositions are the most
numerous, often being of moderate or even inconsequential length); a good number
of works with organ accompaniment; and other works of which far fewer were written,
like solo concert works, works for organ with other instruments, either chamber en-
semble or orchestra, organ concertos with orchestra (a form which appeared very in-
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frequently in Czech music), and in the 2" half of the 20" century, experimental works
which are played mostly at special concerts for contemporary music.

At present the organ is not among composers’ most popular instruments, and what
was said above still holds true: the composers who write for the organ are those who
have a personal relationship to it as a church instrument and who have studied it, or
from an external stimulus (a commission, or a request from a performer).

It is a shame that the works of the older generation of composers (e.g. those from
the 1950s and 1960s) are hardly played at all nowadays, and were heard only at the
time they were composed. But there are grounds for optimism in the fact that today’s
younger generation of organists is showing interest in until recently forgotten compos-
ers of church music, whose works were not at the forefront of stylistic developments,
and who also composed works for organ, especially in the 19" century and in the 1%
half of the 20" century; there is even interest in composers who worked outside of
the mainstream. They are now being given attention by performers and musicologists.
This is invaluable especially because these composers give us a base against which we
can compare the work of musical giants like Smetana, Dvortdk, Janacek, Martin and

Novik, or outstanding organists like Klicka a Wiedermann.

POVZETEK

Clanek prinaga pregled orgelske glasbe na Ceskem
in Moravskem v 19. in 20. stoletju. V 19. stoletju je bil
glasbeni kor krajevne cerkve $e vedno pomembno
sredisce glasbenega zivljenja, zato je bilo za vec¢ino
skladateljev samoumevno, da so se posvecali tudi
skladanju liturgi¢ne in izvenliturgi¢ne cerkvene
glasbe. Ko se je zacela v prvi polovici pospesena
sekularizacija druzbenega zivljenja, je z njo v cerkve
prodrla tudi posvetna glasba.

Od druge polovice 19. st. naprej je bila liturgi¢na
glasba vedno bolj na obrobju zanimanja skladate-
ljev, pa tudi glasbenega zivljenja nasploh. Proces
je potekal skladno z upadanjem vernosti med
predstavniki bolj izobrazenih druzbenih slojev. Cer-
kvena glasba je postajala vedno bolj konservativna
glasbena zvrst, v katero so redko prodrle novosti
sodobnega glasbenega razvoja. Na drugi strani pa
so zacela nastajati dela »duhovne glasbe«, name-
njena izvedbi v koncertni dvorani. Tovrstna dela
so bila individualne in izvirne stvaritve skladateljev,
neomejene s potrebami liturgije.

Organisti, zborovodje in ucitelji so v 19. st. sicer
ustvarjali glasbo za orgle, vendar se s tem niso
mogli prezivljati. Vecina jih je zasedala sorazmerno
neugledne sluzbe, tako da danes malo vemo o njih,
Ceprav se morda njihova dela ob¢asno Se izvajajo.
Le redki so postali sloviti izvajalci.

Orgle niso bile v sredis¢u pozornosti ¢eskih skla-
dateljev 19. in - z redkimi izjemami - 20. stoletja.

Zanimivo je, da so se tudi najpogosteje izvajani
skladatelji tega ¢asa orglam posvecali le obcasno,
bodisi v ¢asu studija, ko so Se iskali svoj glasbeni
jezik, ali pa kasneje zaradi notranjih spodbud,
osebnih ali zgodovinskih.

Primeri so Bedfich Smetana, Antonin Dvoiik,
Leos Janacek, Vitézslav Noviak, Bohuslav Martint.
Z izjemo dveh, ki sta bila izredna orglavca, Josef
Klicka in Bedfich Antonin Wiedermann, v ¢eskih
dezelah do sredine 20. st. ni bilo pomembnih
orgleskih glasbenikov.

V 20. st. se je zacel postopen dvig ravni orgelske
glasbe. Nastajati so zacele pomembnejse skladbe,
tudi zaradi postopnega uveljavljanju tehni¢nih
inovacij pri gradnji instrumentov, izpopolnjene
tehnike igranja nanje, pogostejsem vkljucevanju v
koncertne sporede in boljsim razumevanjem izkori-
§Canja zvo¢nih zmoznosti tega instrumenta. Glasbo
za orgle so - in jo $e - pretezno skladali organisti
in glasbeniki, osebno povezani z instrumentom,
ali pa skladatelji, ki so se v razli¢nih Zivljenjskih
okolis¢inah ukvarjali z orglami zaradi njihovega
simbolnega pomena.

Najpomembne;jsi ter doma in v tujini najpogosteje
izvajani ¢eski skladatelj za orgle druge polovice 20. st.
je Petr Eben. Med drugimi pomembnimi skladatelji
za orgle 20. st. velja omeniti tudi imena, kot so Mi-
loslav Kabelac, Milos Sokola, Otmar Macha, Jifi Teml,
Zden¢k Pololanik, Milan Slimacek in Radek Rejsek.

Prevod naslova, izvlecka in povzetka Ales Nagode.
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ABSTRACT

The interpretation of musical symbols the frescos,
paintings and architectural details could explain
the spiritual dimension of the symbolism. Some
examples from the Slovenian art heritage of churches
and palaces from the 16th to 18th century demon-
strate the interplay between religious and secular
content, which suggests that the symbolic value of the
depictions is a priority, while the selection of themes
which could be more or less spiritual or/and secular
are not of the greatest significance

Musical themes and their symbols in art heritage, such as oil pictures, wall paint-
ings, architectural elements and many others, are often depicted in classical mythology
and represent the nature of religion and cosmic harmony, as well as public and private
secular life. They are associated with spiritual and philosophical meanings and con-
cepts, visually representing the harmony of the spheres and human life and drawing
our attention to the power of the universe. The mutuality of artistic and musical lan-
guage has created a colorful line of works of art that serve as valuable witnesses to the
history of music, its features, meanings, performance practice, and last but not least,
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religious and secular motifs and their symbolic meanings. Spiritual and secular art are
often closely linked. The most significant elements within symbolic meanings are mu-
sical instruments, which illustrate the numerous spiritual and philosophical themes.!
They could illustrate the seven liberal arts, the five senses, or function as an allegory for
hearing; they might appear as attributes of planets, months and zodiac characters in the
personalization of music; they might feature in biblical scenes, in the harmony of the
spheres, in love scenes, or they could be a part of the musical practices of the church
liturgy and the glorification of God’s attributes, alongside the figures of King David,
St. Cecilia, Apollo and the Muses, Orpheus, Dionysus... The interdisciplinary study of
visual sources with musical motifs can contribute to a more holistic understanding of
the symbolic meaning of art and the social and cultural characteristics of civilization.
The interweaving of various disciplines, which is indispensable in analyzing art and art
and music history, requires a common research platform.?

Figure 1: Coronation of Mary, c. 1490, Johannes de Castua, Church of the Holy

Trinity in Hrastovlje.

1 See: Emanuel Winternitz, Musical Instruments and Their Symbolism in Western Art (New Haven: Yale University Press, 1979);
Ervin Panofsky, Pomen v likovni umetnosti (Ljubljana: SKUC, Znanstveni institut FF, 1994).

2 SeeTom Philips, Music in Art - Through the Ages (Munich/New York: Prestel, 1997). Andelko Badurina, Leksikon ikonografije,
liturgike i simbolike zapadnog krscanstva (Zagreb: Graficki zavod Hrvatske, 1979).
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Figure 2: Madonna and Child Enthroned with Saints, 1516, Vittore Carpaccio,
Cathedral of the Assumption in Capodistria/Koper.
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Figure 3: Madonna and Child Enthroned with Saints, 1516, Vittore Carpaccio, de-
tail: Minstrel and angels with musical instruments.

Figure 5: Madonna and Child with Piran Town Fathers, Domenico Tintoretto and
co-workers, 1578, Pirano/Piran Municipal Palace.
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Fugure 4: Last Judgment, detail: angel with a long straight trumpet, beginn. of the
15th c,, local artist, Church of St Stephen in Zanigrad/Sanigrado, Istria.
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Angel Musicians and Musical Instruments on Wall and Ceiling
Paintings

The majority of frescoes that feature heavily throughout medieval and renaissance
churches depict angel musicians in the scenes of the Coronation of Mary, the Last Judg-
ment, in the glory of heaven, and individual instruments as part of genre scenes. In a vari-
ety of religions, angels are intermediaries between God and the secular life, serving God
as messengers, guardians and guides. These roles originated in ancient religions, Persian
in particular. The figure of the angel originates in the worldly life from the courtiers and
the messenger of the ancient Persian kingdom. In the 5™ century AD, Pseudo-Dionysius
the Areopagit divided the hierarchy and created a mystical theory of angels. From several
examples, I would like to present the great fresco work (painted in the year 1490 by Janez
of Kastav - Johannes de Castua) which covers the entire interior of the Church of the Holy
Trinity in Hrastovlje on the west side of Slovenia, in the Istria region. It is distinguished
by an all-encompassing and also carefully considered programme of theological content,
which includes: Genesis, the Coronation of our Lady, representations of months, Passion
of the Christ, and not least the role of the Dance of Death in the Last Judgment. The im-
pressive scenes of the salvation symbolize the spirit of monumental French art of the
13"century.’? In accordance with the spirit of the time religious topics found expression
in the depiction of more human figures with various feelings and moods. The scene por-
traying the Coronation of Our Lady (dated c. 1490) in the church of Hrastovlje includes
angels playing the portative, fiddle, lute, straight trumpet, rebec and the medieval guitar
known as the gittern, which were typical instruments in the 15* century. The portative,
a medieval and early Renaissance organ, carried by a strap for playing while standing or
walking, was exceptional in that it was the only instrument used in private and religious
life; it was in fairly common use for both private music and dancing in noble circles, and
also in church processions. The other musical instruments in St. Mary’s coronation were
usually used in private to accompany singing and dancing or for playing in a small group.
The fiddle, rebec and lute were commonly used by troubadours, jugglers, minnensingers
and other musicians; their public use stood in contrast to the spiritual life. Depictions of
the angelic choir show the ensemble as an example of heavenly music, glorifying a heav-
en with all their semantic resources, proving that such daily practices neither existed in
the church or secular sphere. Nevertheless, all the painted musical instruments, although
depicted in a schematic way, represent musical instruments close to the spiritual sphere
-we have already mentioned the portative, while the straight trumpet featured in the Last
Judgment, and all other string instruments are symbols of heavenly harmonious music.
In this respect we could stress that the angelic ensemble is not so far removed from reli-
gious practice, although such a group of musical instruments had little in common with
church music. An example of this is the oil picture Coronation of Our Lady (1537) by
Benedetto Carpaccio (b. ca. 1500 in Venice, d. after 1560 in Capodistria/Koper), the son
of a well-known painter Vittore Carpaccio, a Venetian who became a resident of Capo-
distria/Koper in 1560. The painting of Benedetto Carpaccio, originating from Rotunda in

3 Janez Hofler, Srednjeveske freske v Sloveniji, vol. 11, Primorska (Ljubljana: Druzina, 1997), 31-32; Marijan Zadnikar, Hrastovlje.
Romanska arhitektura in gotske freske (Ljubljana: Druzina, 2002), 15-25.
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Capodistria/Koper, shows six angel musicians, all of them with string instruments, like a
symbol of the Glory of Heaven.*

A similar symbiosis between the secular and religious world is evident in the Renais-
sance paintings with the motif of Mary on the throne or Sacred Conversation (St. Anna
in Capodistria/Koper, Madonna and Child Enthroned with Saint Nicholas and Joseph),
where the Virgin Mary with the infant Jesus are depicted amid a group of saints and an-
gles or cherubs musicians. Musical Angels are as a rule placed on the steps under the
throne. One of the common elements of the motif as a sign of Mary’s glorification was a
book (or books) of the Virgin Mary’s hymns. Angels or cherubs can be seen as children
singing with instrumental accompaniment, as was usual practice during the Renaissance.
Alongside the usual musical instruments seen in the motif of the Sacred Conversation,
we can recognize the rebec, lute, fiddle and lira da braccio, which were typical in musical
practice during the 15" and 16" century and were also symbols of heavenly music. Two
of the most outstanding examples of the described motif are the pictures of Girolamo
da Santacroce (b. ca. 1480, d. 1556), a Venetian painter from the school of the renowned
Giovanni Bellini (ca. 1430-1516). The first one is preserved in the central church in Isola/
Izola (Sacra Conversazione) and the second in the church of St. Anna in Capodistria/
Koper (Madonna and Child Enthroned with Saint Nicholas and Joseph), nowadays part
of restitution material kept in Italy.” The impact of everyday musical practice confirms that
in general there was much more freedom regarding instruments during the Renaissance
period, while the earlier Christian world had displayed a strong antagonism to musical
instruments as representative objects of paganism.

Characteristic of the interweaving of some sacral and secular motifs are angels de-
picted as Minstrels-seen in the Renaissance religious paintings with images of the Vir-
gin Mary, such as Sacred Conversation. One of the typical examples is the oil picture
Madonna and Child Enthroned with Saints, kept by the Cathedral of the Assumption
in Capodistria/Koper. It was painted by the famous Venetian artist Vittore Carpaccio
(around 1465-1525/26) in 1516. The picture was commissioned by members of the no-
ble families of Capodistria/Koper Capello and Contarini, as demonstrated by the coat
of arms painted on the pillars. The painting exhibits a minstrel with a lute and cherubs
with a harp and crumhorn. The minstrel is a secular figure, a medieval bard who per-
formed songs about existing or imaginary historical events; they were often retained
by noblemen and many become wandering minstrels who performed in the streets.
However, they also symbolize a sophisticated sphere that is emphasized with aureole,
seen in the mentioned picture, and the two books of scores as a symbol of hymns. The
figure with the lute is taken from Carpacco’s work the Presentation in the Temple, held
by the Accademia di Belle Arti in Venice, where we can also see an angel with a crum-
horn and lyre da braccio. The lutenist in both pictures is modeled on real instruments
that were typical for musical instruments makers in Bologna in the early 16™ ¢., and in
use during the whole century. The artist is sitting cross-legged, leaning the lute on his
left knee, his chin resting on the edge of the resonant (resonant body is ok) body, while

4 Darja Koter, Musica coelestis et musica profana. Glasbeni motivi v likovni dediscini od severne Istre do Vremske doline (Koper:
Pokrajinski muzej, 2008), 45-46.
5 Koter, Musica coelestis et musica profana, 38-39.
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his face looks towards his left hand, with which he is strumming. He is using the thumb
of his right hand to play, which points to a modern method of playing that replaced the
plectrum at the end of thel5" century. As a rule, realistic depictions of the musicians’
pose and manner of play are uncommon in pictures with a religious motif. The major-
ity of depicted musical instruments have a schematic body lacking in detail, while the
way they are played is largely non-realistic (it seems as though the figure is simply hold-
ing the instrument rather than actually playing it). The harp depicted in the cherub’s
hand reminds us of a small medieval instrument, familiar to wandering musicians or
clerics, and used to accompany songs and dance. It is the harp that unites the sky and
the earth; its sound symbolizes the pursuit of happiness. The third musical instrument,
the crumhorn, is depicted as a typical soprano instrument of the 16™ ¢., with no similar
depictions having been found in pictorial sources.® While the harp could be a symbol
of celestial or secular music, the crumhorn is a distinctly secular element. Furthermore,
since ancient times, woodwind instruments have been synonymous with the orgiastic
cult of Dionysian music, which carried overwhelmingly negative connotations in the
Christian world. In spite of all this, they become increasingly popular during medieval
and Renaissance times, which influenced the development of diverse shapes and types
of musical instruments, such as recorders, crumhorns, cornets or shawms and others.
The crumhorn was essentially an instrument played by professional musicians at court
to provide dance music and in the town wind bands which played on the streets, from
the church or town towers etc., in common use especially during the 16" and 17" cen-
tury.’

Instruments are also featured on the wall painting Adoration of the Magi, which fea-
tures an equestrian procession of the kings, accompanied by an aristocratic suite and
musicians depicted above genre scenes with hunters, animals and grotesque figures. The
illustration of the knight procession, placed on a landscape of medieval towns and castles
with contemporary dressed figures, is an imitation of the period without religious objects
and symbols. The symbolization of the scene is a pronouncement of regal power.All of
these characteristics can be seen in the examples from the end of the 15" century pre-
served in the Church in Hrastovlje and in the Church of St Helen in Gradis¢e near Divaca.
On the first fresco, we can see two riders carrying a straight and an S-shaped trumpet,
while one has a small drum and a necklace of sleigh bells around his neck. The perfor-
mance practice of trumpeters or trombone players and kettledrums (in this case replaced
by a small drum and sleigh bells) originate from the Arabic World, and become a part of
the noble processions during the crusades. Until around 1300, trumpet players were trav-
elling musicians, but during the next two centuries they become city musicians or part of
the nobleman trumpet corps, performing improvised harmonies of various sounds. The
medieval straight trumpet (1 to 2 meters long) of wood, bronze or silver consisted gener-
ally of four sections, with a mouthpiece (a simple widening of the tube), cylindrical bore
and slight bell, and were usually sounded in pairs as signals. Around 1400, instrument

6 Koter, Musica coelestis et musica profana, 40-41.

7 BarraR.Boydel, “Crumhorn”, The New Grove, Dictionary of Musical Instruments, ed. by Stanley Sadie, vol. 1 (London: Macmil-
lian Press, 1995), 519-523.

8  Hofler, Srednjeveske freske v Sloveniji, Primorska, vol. 11, 95.

306



D. KOTER ¢ MUSICAL SYMBOLS: THE SYMBIOSIS

makers learned how to bend the tube to make an S-shaped trumpet.? Another depiction
that represents profane musicians with brass and percussion instruments can be found in
the Adoration of the Magi in the Church of St Helen in Gradisce near Divaca. Its similarity
to the image in Hrastovlje suggests it could have been painted by the same master around
the same time (1490). The procession depicts three trumpeters with straight trumpets
performing music in a manner typical of knight processions. The trumpets even have
hanging banners - in this case without the blazon that defined a nobleman’s family. The
genre scene includes animals, beaters and hunters, with two of them carrying hunting
horns, depicting an everyday country life.

The straight trumpet could be seen as playing the role of uniting heaven and earth, as
seen on the fresco depicting the Last Judgment. Another eloquent example is the Church
of St Stephen in Sanigrado/Zanigrad, Istria, from the beginning of the 15" century: there
is an angel with a long straight trumpet announcing the resurrection of the dead and two
angels with straight trumpets surrounding Christ in a mandorla, similar to the sound of
God. The fresco was reportedly painted by local artists from the Friuli region or Istria.’® All
of these instruments bear a schematic shape that point to their symbolic meaning.

One of the prominent functions of trumpeters was the announcement and praise of
solemn ceremonies, as seen in the painting Madonna and Child with Piran Town Fathers
(1578), preserved in the main hall of Piran Municipal Palace. It was reportedly painted
by Domenico Tintoretto and painters working for his famous father Jacopo (dated to
1578).MThe picture is a votive painting with symbols of secular and religious worship-
connected with Sacra Conversazione. The iconography of the Virgin and Child with the
patrons St Marko and St George is supplemented with figures of the city dignitaries of
Pirano/Piran, who are pledging themselves to divine figures. The devout contents are
supplemented with a secular motive. At the forefront are municipal notabilities accom-
panying a young man who is committing himself to God. The figure with a hat may have
been the municipal judge between 1600 and 1602, Giovanni Battista Baseggia, the father
of the kneeling young man. The identity of the person could be proven by the banner
with a coat-of-arms, a symbol of the family, fastened at the trumpet on the right. The pic-
ture shows a trumpeter with a baroque style natural trumpet which was most probably
added later, presumably in the second half of the 18" ¢. The trumpeter, possible as a por-
trait, is a secular figure who served nobleman, municipal and church authorities, well
known during the 16" and 17" century. The trumpet has a brilliant sound, created for the
purpose of rallying military forces and sounding signals associated with religious and
secular ceremonies for playing outdoors, in churches and palaces. In the ancient testa-
ments it is mentioned as a sacred instrument, a symbol of angels and/or the godly voice.?

In fine arts heritage, musical elements also appear in architectural ornamentation: on
stucco ceilings, plastically sculptured friezes, reliefs, stone ornaments on steps and fa-
cades of imposing buildings and palaces, walls around organ lofts in churches ... Their

9 Edward H. Tarr, “Trumpet”, The New Grove, Dictionary of Musical Instruments, ed. by Stanley Sadie, vol. 3 (London: Macmillian
Press, 1995), 641-649.

10 Hofler, Srednjeveske freske v Sloveniji, Primorska, vol. 11, 151-154.

11 Duska Zitko, La grande tela del Domenico Tintoretto dedicata alla Vergine Maria con bambino ed i padri cittadini nuovamente
eposta nel palazzo del comune di Pirano, Lasa pur dir (Pirano: Trillo, 1997), 132-135.

12 Koter, Musica coelestis et musica profana, 31.
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depictions mostly bear symbolic meanings, with music standing for cosmic harmony and
perfection. Sometimes they illustrate the mission of ecclesiastical and secular buildings.
The Cathedral of the Assumption in Capodistria/Koper boasts architectural ornamenta-
tion on the wall around the organ loft, which was created in the first half of the 18" c.
when the cathedral was enlarged. The stylized decoration is made of colored and gilded
stucco. Sculptured in gilded bas-reliefs, the stylized instruments are displayed on thirteen
panels, with individual panels being structured as still lifes with books of scores and musi-
cal instruments and decorated ribbons. The reliefs show various wind (recorder, shawm,
oboe), brass (trombone, post horn), string (lute, violin, harp, psaltery) and percussion
instruments (triangle, tambourine), as well as a mechanical instrument reminiscent of
the barrel organ. The instruments sculpted in the frieze can be interpreted as symbols of
heavenly perfection, with music connecting heaven and earth and singing praise to the
Lord. Among the depicted instruments are some explicitly secular examples, such as the
tambourine, post horn, bagpipe, barrel organ and some others.

The interpretation of musical symbols on the frescos, paintings and architectural de-
tails could explain the spiritual dimension of the symbolism. Some examples from the
Slovenian art heritage of churches and palaces from the 16" to 18" century demonstrate
the interplay between religious and secular content, which suggests that the symbolic
value of the depictions is a priority, while the selection of themes which could be more
or less spiritual or/and secular are not of the greatest significance. The noblemen who
placed orders of art equipment for churches or palaces during the Renaissance and Ba-
roque period were, as a rule, active in academies, well educated in literature, philosophy;,
science, art and other noble fields, which were the main subjects of the creation of the
symbiosis of religious and secular topics.

POVZETEK simbolnimi pomeni so glasbila, ki ilustrirajo stevil-
ne teme. S poglobljeno interpretacijo motivov na

freskah, slikah in arhitekturnih elementih lahko

Prepletanje sakralnih in posvetnih motivov je v
kulturni dediscini stalnica glasbenih tem in njiho-
vih simbolnih pomenov. Najdemo jih na slikah,
stenskih poslikavah, arhitekturnih elementih in
drugje. Upodobljeni so v klasi¢ni mitologiji, po-
osebljajo naravo vere in nebesko harmonijo ter
posvetno zivljenje javnega in intimnega znacaja.
Glasbene simbole povezujemo tudi z duhovni-
mi in filozofskimi pomeni ter z miselnimi pojmi,
vizualizirajo harmonijo sfer, manifestirajo clove-
kovo zivljenje ter poudarjajo vsakdanjost in mo¢
univerzuma. Vzajemnost likovne in glasbene
govorice je ustvarila bogato bero umetniskih del
in predmetov umetne obrti, ki so dragoceni pri-
Cevalci glasbene zgodovine, njenih znacilnosti,
pomenoy, izvajalske prakse in ne nazadnje prica-
jo o simbolnih pomenih duhovnih in posvetnih
razseznosti, ki so veckrat tesno povezani. Med naj-
pogostejsimi upodobljenimi glasbenimi motivi s

spoznamo siroke dimenzije simbolov. Posamezni
likovni primeri iz dedis¢ine v cerkvah in palacah
iz slovenske Istre in obalnih mest, kot so Koper,
Izola in Piran, ki datirajo v obdobje med 16. in 18.
stoletjem, demonstrirajo simbiozo sakralnih in
posvetnih simbolov. Prepoznamo jih na razlicnih
motivih, kot so Marijino kronanje, poslednja sod-
ba, nebeska harmonija, sveti razgovor oziroma
Sacra Conversazione, pohod in poklon sv. treh
kraljev in ne nazadnje na zanrskih prizorih. Prio-
riteta njihove povednosti je v simbolni vrednosti,
kar pomeni, da prihaja tudi do pogostega preple-
tanja oziroma interakcije med sakralno in posvet-
no motiviko. To ne preseneca, saj so bili naro¢niki
umetniskih del v obravnavanem obdobju vecino-
ma plemici, sicer praviloma aktivni v akademijah
in dobro izobrazeni v literaturi, filozofiji, znanosti
in umetnosti, kar je tvorilo odli¢no izhodisce za
prepletanje duhovnih in svetnih simbolov.
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Heller-Roazen, Daniel
Hentschel, Frank

Herder, Johann Gottfried
Hermes

HeR, Adolf

Heyink, Rainer

Hiley, David

Hiller, Johann Adam

83

210
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159, 160, 172
183,197
243

19

81

45, 46

242

161, 172

284

183

218

281

158

89

159, 172

84

glej Jakob s Peloponeza
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116

218
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Liszt, Franz

Locke, John
Lockwood, Lewis

Loos, Helmut

Lotze, Rudolf Hermann
Ludvova, Jitka
Luneburg, Barbara
Lutostawski, Witold
Lydon, John

Macha, Otmar

Macque, Giovanni de
Macy, Laura

Magalhaes, Filipe de
Mahaprabhu, Caitanya
Mihder, Jurgen

Mabhler, Gustav
Mahmud I, sultan
Maione, Rino

Maitre, Claire

Majcen, Stanko
Makarijoska, Liljana

46

53

glej Laodzi (Lao Ce)
97, 183, 197
133

182, 194, 196-198
204

29,210

101, 104, 106, 108, 110-114, 116-119, 121,
123-125

294

159, 161, 171
220

129-131

glej Leon VI. Modri
82

23

214, 218

10

78
273,275-278
216

113, 122-124
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Avtorji ¢ Contributors

MatjaZz BARBO (matjaz.barbo@gmail.com) je zaposlen na Oddelku za muzikologijo na
Filozofski fakulteti Univerze v Ljubljani, od leta 2010 kot redni profesor. Predaval je na vec
univerzah (Gradec, Brno, Leipzig, Salzburg). Njegove raziskave se osredotocajo na glasbo
od 18. stoletja do danes, zlasti v povezavi s slovenskim kulturnim zivljenjem. Poleg tega
njegovi raziskovalni interesi vkljucujejo vprasanja povezana z estetiko in sociologijo glasbe.

Matjaz BARBO (matjaz.barbo@gmail.com) works in the Department of Musicol-
ogy at the Faculty of Arts of the University of Ljubljana, since 2010 as a full professor.
He has lectured at different universities (Graz, Brno, Leipzig, Salzburg). His research
focuses on music from the 18" century to the present, especially when connected with
Slovenian cultural life. Besides that, his research interests include questions linked to
aesthetics and sociology of music.

Marc BROOKS (skoorbcram@hotmail.com88) je pravkar koncal svoj doktorski
studij na King’s College London. Njegova disertacija raziskuje interakcijo med znanost-
jo in religijo v operah Wozzeck in Arabella. Potem ko je zacel svojo akademsko pot z
diplomama iz matematike in fizike, Zeli z nadaljnjimi raziskavami premoscati vrzel med
humanistiko in naravoslovjem. Med njimi so raziskave povezav med matemati¢nim in
glasbenim modernizmom, okoljska kritika in glasbene predstavitve narave.

Marc BROOKS (skoorbcram@hotmail.com88) has just completed an AHRC-funded
PhD at King’s College London. His dissertation explores the interaction between sci-
ence and religion in the operas Wozzeck and Arabella. Having begun his academic ca-
reer with a degree in mathematics and physics, his current research interests display a
similar desire to bridge the gap between humanities and the sciences. These include: the
link between mathematical and musical modernism, ecocriticism, and musical represen-
tations of nature.

Janet DANIELSON (jrd@sfu.ca) je skladateljica in glasbena teoreticarka. Njen opus
obsega vse zvrsti, vklju¢no z opero The Marvelous History of Mariken of Nimmigen. Raz-
vila je spletno verzijo svojega uvoda v osnove glasbe, ki je bil v tekstovni in elektronski
obliki dvakrat nominiran za drzavne nagrade. Objavljala je prispevke o zenskah v glasbi,
glasbi in zgodovini tehnologije in harmonski podlagi za linearno perspektivo.

Janet DANIELSON (jrd@sfu.ca) is a composer and music theorist. She has com-
posed for most genres including an opera, The Marvelous History of Mariken of Nim-
migen. She has developed an online version of her Music Fundamentals course, twice
nominated for national awards, as well as a text, Basic Organization of Music. She has
published articles on women and music, music and the history of technology, and the
harmonic basis of linear perspective.

Mike DINES (miked71uk@yahoo.co.uk) je doktoriral na Univerzi v Salfordu. Pri
raziskovalnem delu se usmerja predvsem k zgodovinskemu kontekstu panka. Sodeloval
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je pri pripravi antologije anarho-panka v osemdesetih letih in raziskoval sodobno glo-
balizacijo panka. Je soustanovitelj 7he Punk Scholars Network. Sodeloval je na stevilnih
konferencah v Zdruzenem kraljestvu, med katerimi velja omeniti predvsem IASPM-UK.
Mike DINES (miked71uk@yahoo.co.uk) completed his doctorate at The University of
Salford. His primarily research focuses upon historical contexts of punk, and previous pro-
jects include edited anthologies on the UK anarcho-punk scene of the 1980s, and the con-
temporary globalisation of punk. He is co-founder of The Punk Scholars Network, and has
presented his ideas across several conferences within the UK, most notably at IASPM-UK.

Charris EFTHIMIOU (charis.ef@gmail.com) je bil rojen v Grciji. Magistriral je na
Univerzi za umetnosti v Gradcu pri B. Furrerju in G. F. Haasu. Doktoriral je pod men-
torstvom Petra Reversa. Od 2012 je visji predavatelj glasbene zgodovine in teorije na
Univerzi za umetnosti v Gradcu. Izdal je monografijo o riffih pri Metalici ter krajse
prispevke o R. Wagnerju, simfoni¢nih delih A. Honeggerja, L. Janacka, J. S. Mayra, trio
sonatah J. L. Krebsa in o Heavy Metal glasbi.

Charris EFTHIMIOU (charis.ef@gmail.com) was born in Greece. Master in Compo-
sition at the Music University in Graz (KUG) under B. Furrer and G. F. Haas. PhD under
Prof. Dr. Peter Revers. Since 2012 Senior Lecturer (KUG) on music history and music
theory. Monograph on Metallica s Riffs. Publications on R. Wagner, the symphonic work
of A. Honegger, L. Janacek, J. S. Mayr, trio sonatas of J. L. Krebs and on Heavy Metal.

Klemen GRABNAR (klemen.grabnar@zrc-sazu.si) je asistent na Muzikoloskem
institutu ZRC SAZU. Leta 2009 je za diplomsko delo »Primerjalna analiza traktov osme-
ga modusa: Vpogled v snovanje gregorijanskih melodij« prejel studentsko Presernovo
nagrado Filozofske fakultete. Kot mladi raziskovalec v okviru doktorske disertacije
raziskuje parodi¢ne mase v Hrenovih kornih knjigah. Trenutno je ¢lan nacionalnega
odbora RILM za Slovenijo in vodja slovenske delovne skupine RISM.

Klemen GRABNAR (klemen.grabnar@zrc-sazu.si) is an assistant at the Institute of
Musicology, Scientific Research Centre of the Slovenian Academy of Sciences and Arts
(Ljubljana). In 2009, his diploma dissertation on eighth-mode tracts brought him the Fac-
ulty’s Student Preseren Prize. As a young researcher he is working on his PhD disserta-
tion titled “Parody Masses in Hren’s Choirbooks”. He is presently a member of the RILM
National Committee of Slovenia and a leader of the Slovenian RISM Working Group.

Peter GRUM (peter.grum@ff.unilj.si) je diplomiral na Oddelku za geografijo
(2002) in Oddelku za muzikologijo Filozofske Fakultete UL (2003). Od takrat dela kot
bibliotekar v knjiznici Oddelka za muzikologijo. Leta 2011 je zacel delati kot razisko-
valni asistent. Raziskovalno se usmerja v teme s podrocja slovenske glasbe. Vkljucen je
v raziskovalni projekt Slovenska glasbena dela po letu 1918.

Peter GRUM (peter.grum@ff.uni-lj.si) graduated from the Faculty of Arts, Depart-
ment of Geography (2002) and Department of Musicology (2003). He works as a li-
brarian at the Department of Musicology at the Faculty of Arts. In 2011 he started work-
ing as a research assistant. His research focuses on Slovenian music . He’s involved in
research project Slovenian musical works after 1918.
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Thomas HOCHRADNER (thomas.hochradner@moz.ac.at), izredni profesor za
histori¢cno muzikologijo, je zaposlen na Univerzi za glasbo Mozarteum v Salzburgu.
Je ¢lan Instituta za recepcijo in interpretacijo glasbe in njegov prvi direktor. V svojih
predavanjih in objavah se vec¢inoma ukvarja z zgodovino glasbe od 17. do 20. stoletja,
zlasti v zvezi z glasbeno filologijo, zgodovino recepcije v glasbi, baro¢ni in tradicion-
alni glasbi. Je avtor Stevilnih ¢lankov in urednik vec¢ knjig.

Thomas HOCHRADNER (thomas.hochradner@moz.ac.at), Associated Professor
for Historical Musicology, is employed at the University of Music Mozarteum in Salz-
burg. He is member of the Institute for Reception and Interpretation of Music and has
been its first director. In his lectures and publications he mainly deals with the history
of music of the 17% to the 20" century, especially referring to musical philology, the his-
tory of reception in music, baroque and traditional music. He is author of numerous
articles and editor of several books.

Sanna K. ITTTI (sanna.iitti@gmail.com) je neodvisna raziskovalka. Diplomirala je
v Univerzi v New Yorku in dalj ¢asa delovala kot raziskovalka v ZDA, Nemciji, Veliki Bri-
taniji, Gr¢iji, na Svedskem in Finskem. Ukvarja se predvsem z raziskovanjem glasbene
zgodovine, kritike feminizma in semioti¢ne analiza glasbenih toposov.

Sanna K. IITTI (sanna.itti@gmail.com) is an independent Finnish research pro-
fessor. She graduated from New York University and has carried out her musicological
research in the United States, Germany and the UK. besides Finland, Greece and Swe-
den. Her research revolves around music’s historiography, feminist criticism and the
semiotic analysis of musical topics.

Julija JONANE (julijajonane@gmail.com, www.julijajonane.com) je bila rojena v
Daugavpils (Latvija). Studirala je na Latvijski glasbeni akademiji Jazeps Vitols, na Odd-
elku za muzikologijo, kjer od 2009 tudi predava. Istega leta je obranila doktorsko tezo
Latvijski duhovni zanri. Sredis¢e raziskovalnega zanimanja: duhovna glasba - zanri,
skladatelji, nacionalne razlike in analiza. Svoje izsledke je predstavila v Latviji, Litvi, na
Poljskem, v Veliki Britaniji, na Irskem in v Sloveniji.

Julija JONANE (julijajonane@gmail.com, www.julijajonane.com) musicologist, Dr.
art. Born in Daugavpils, Latvia. Studied at the Jazeps Vitols Latvian Academy of Music
Department of Musicology; since 2009 - lectured. In 2009 successfully defended doc-
toral thesis Latvian Sacred Genres. Scientific interests: sacred music - genres, compos-
ers, denominational differences and analysis. Papers were presented in Latvia, Lithu-
ania, Poland, UK, Ireland, Slovenia.

Trena JORDANOSKA (trenajordanoska@t-home.mk) je muzikologinja in docent-
ka na Univerzi sv. Cirila in Metoda, Fakulteta za glasbo v Skopju in na Fakulteti za umet-
nosti Univerze v Nisu. Poucuje estetiko in sociologijo glasbe, sonologijo in multimedijo
ter vokalno literaturo. Kot prva laureatka je dobila nagrado “Tomislav Zografski” na
svoji mati¢ni ustanovi. Je tudi upravljalec spletis¢a BuzAr site: http://mmc.edu.mk.

Trena JORDANOSKA (trenajordanoska@t-home.mk) is a musicologist and assis-
tant professor at University Ss. Cyril and Methodius, Faculty of Music, Skopje, Macedonia
and University of Nis, Faculty of Arts, Serbia, teaching aesthetics and sociology of music,
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sonology and multimedia, and vocal literature. She received the first “Tomislav Zografski
Award” at UKIM FM. She is the web administrator of the BuzAr site: http:;//mmc.edu.mk.

Darja KOTER (darja.koter@siol.net) je redna profesorica za zgodovino glasbe na
Akademiji za glasbo Univerze v Ljubljani. Raziskovalno se ukvarja s histori¢nimi instru-
menti, glasbeno ikonografijo, zgodovino glasbene pedagogike in glasbenih drustev ter
z opusi slovenskih skladateljev. Sodeluje v raziskovalnih projektih Univerze v Bonnu in
Univerze v Ljubljani. Monografije: Glasbilarstvo na Slovenskem (2001, 2004), Musica coe-
lestis et musica profana. Glasbeni motivi v likovni dediscini od severne Istre do Vremske
doline (2008), Slovenska glasba 1848-1918 (2012), Slovenska glasba 1918-1991 (2012).

Darja KOTER (darja.koter@siol.net) is full professor at the Ljubljana University,
Academy of Music. Research works on various topics like history of musical instru-
ments, music iconography, music education and societies and about works of compos-
ers. Collaboration in research projects of the University of Bonn and of the University
of Ljubljana. Monographs: Glasbilarstvo na Slovenskem (2001, 2004), Musica coelestis
et musica profana. Glasbeni motivi v likovni dediscini od severne Istre do Viemske do-
line (2008), Slovenska glasba 1848-1918 (2012), Slovenska glasba 1918-1991 (2012).

Drago KUNE]J (drago.kunej@zrc-sazu.si) je diplomiral je na Fakulteti za elek-
trotehniko in racunalnistvo v Ljubljani ter magistriral in doktoriral na Akademiji za
glasbo Univerze v Ljubljani s podrocja akustike. Zaposlen je na Glasbenonarodop-
isnem institutu ZRC SAZU kot vodja zvoc¢nega arhiva, predava pa tudi na Akadem-
iji za glasbo in Oddelku za muzikologijo Filozofske fakultete Univerze v Ljubljani.
Podrocje raziskovanja: preucevanje in zascito, konzerviranje, restavriranje, doku-
mentiranje, presnemavanje in arhiviranje zvo¢nega gradiva; raziskovanje tehnic¢nih in
metodoloskih postopkov zvo¢nega snemanja; preucevanje prvih etnomuzikoloskih
zvocnih posnetkov.

Drago KUNE]J (drago.kunej@zrc-sazu.si) graduated from Faculty of electrical en-
gineering and computer science at University of Ljubljana. His postgraduate studies
at Academy of Music were in the field of acoustics. He is researcher at the Institute of
Ethnomusicology (Research Centre of the Slovenian Academy of Sciences and Arts).
He also lectures at Academy of Music and Department of Musicology, Faculty of Arts,
both at University of Ljubljana. Scientific interests: conservation, study, restoration, pro-
cessing, systematization and preservation of sound material; use and interpretation of
sound recording; history of sound documentation in Slovenia.

Helmut LOOS (hloos@rz.uni-leipzig.de) je Studiral glasbeno pedagogiko,
muzikologijo, umetnostno zgodovino in filozofijo na Univerzi v Bonnu. Leta 1980 je
doktoriral, leta 1989 pa bil habilitiran. Deloval je na univerzah v Bonnu in Chemnitzu ter
bil direktor Instituta za nemsko glasbo na Vzhodu v Bergisch Gladbachu. Od oktobra
2001 je profesor na Univerzi v Leipzigu, od 2003 do 2005 dekan fakultete za zgodovino,
umetnost in orientalistiko Univerze v Leipzigu.

Helmut LOOS (hloos@rz.uni-leipzig.de) studied music education, musicology, art
history and philosophy at the University of Bonn; doctorate 1980, senior doctorate (Dr.
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habil.) 1989. He worked at universities in Bonn and Chemnitz and was director of the
Institute of German Music in the Eastern Regions in Bergisch Gladbach. Since October
2001 he is full professor at Leipzig University. Dean of the Department of History, Art
History and Oriental Studies at the Leipzig University between 2003 and 2005.

Jana MICHALKOVA SLIMACKOVA (slimackova@jamu.cz) je Studirala
muzikologijo in estetiko na Filozofski fakulteti Masarykove univerze v Brnu (Ceska Re-
publika). Od 1997 je predavateljica na Fakulteti za glasbo in predstavljajo¢o umetnost
Jandckove akademije za glasbo in predstavljajo¢o umetnost v Brnu. Ukvarja se pred-
vsem z glasbo od 17. do 19. stoletja in glasbo za instrumente s tipkami.

Jana MICHALKOVA SLIMACKOVA (slimackova@jamu.cz) studied musicology
and aesthetics at the Faculty of Arts, Masaryk University, Brno, Czech Republic. From
1997 until now she has been employed as a lecturer at the Faculty of Music, Janacek
Academy of Music and Performing Arts, Brno. As a musicologist she specializes in the
music of the 17th - 19th centuries and keyboard music.

Ana PETROV (anapetrov82@gmail.com) je doktorirala iz sociologije na Oddelku
za sociologijo Filozofske fakultete Univerze v Beogradu. Magistrirala je iz muzikologi-
je in sociologije. Njeno raziskovanje se usmerja predvsem v estetiko, kulturoloske
studije, feministi¢no sociologijo, studije spola, postkolonialne studije, sociolingvistiko,
sociologijo umetnosti, sociologijo telesa, sociologijo kulture, sociologijo glasbe in
druzbeno teorijo.

Ana PETROV (anapetrov82@gmail.com) received Ph.D. in sociology from the Soci-
ology Department at the Faculty of Philosophy, University of Belgrade. She holds master
degrees in musicology and in sociology. Her interests include: aesthetics, cultural history;,
feminist sociology, gender studies, postcolonial studies, sociolinguistics, sociology of art,
sociology of body, sociology of culture, sociology of music, social theory.

John G. PLEMMENOS (jplemmenos@hotmail.com) je Studiral pravo na Univerzi
v Atenah, nato pa magistriral in doktoriral iz etnomuzikologije na Univerzi v Cambrid-
geu. Predaval je na razli¢nih grskih univerzah in bil leta 2008 izvoljen za raziskovalnega
sodelavca Raziskovalnega centra za helensko folkloro Akademije v Atenah. Objavil je
stiri odmevne monografije in vec¢ ¢lankov v razli¢nih revijah in zbornikih.

John G. PLEMMENOS (jplemmenos@hotmail.com) has studied Law at the Uni-
versity of Athens, and holds an MPhil and PhD in Ethnomusicology from the University
in Cambridge, UK. He has taught as a Lecturer in Greek universities (University of the
Aegean, University of Crete, Ionian University, University of the Peloponnese, Hellenic
Open University), and in 2008 he was elected Research Fellow at the Hellenic Folklore
Research Centre of the Academy of Athens. He has published four monographs, and
several articles in various collections and periodicals.

Gregor POMPE (gregor.pompe@ffuni-lj.si) predava kot izredni profesor na
Oddelku za muzikologijo Filozofske fakultete Univerze v Ljubljani. Predaval je tudi
na Pedagoski fakulteti v Mariboru in na Univerzi Karla-Franza v Gradcu. Za svoje

337



MUZIKOLOSKI ZBORNIK ¢« MUSICOLOGICAL ANNUAL L/2

muzikolosko delo je prejel Mantuanijevo priznanje in priznanje Filozofske fakultete
za izjemno pedagosko delo. Med letom 2008 in 2012 je bil predsednik Slovenskega
muzikoloskega drustva, od leta 2012 pa je predstojnik Oddelka za muzikologijo. De-
javen je tudi kot glasbeni kritik in skladatelj, njegova osrednja raziskovalna podrocja pa
so semantika glasbe, sodobna glasba in opera.

Gregor POMPE (gregor.pompe@ff.uni-lj.si) works as Associated Professor at the
Faculty of Arts of University of Ljubljana. He also taught at the Pedagogical Faculty in
Maribor and at the Karl-Franzens-University in Graz. He received the Mantuani Award
for his musicological work and the Faculty Award for exceptional pedagogical work.
He was President of the Slovenian Musicological Society (2008-2012) and from 2012 he
holds the chair of the Department of Musicology at the Faculty of Arts of University of
Ljubljana. He is also active as music critic and composer. His main research interests are
musical semantics, contemporary music and opera.

Elfriede REISSIG (geb. Moschitz) (elfriede.moschitz@yahoo.de) je bila rojena v
Gradcu. Studirala je etnologijo Evrope in filozofijo na Univerzi Karla-Franza in zborovs-
ko dirigiranje in petje na Univerzi za glasbo in predstavljajo¢o umetnost v Gradcu.
Raziskovalno se je izpopolnjevala v Archivio Luigi Nono v Benetkah, doktorirala je z
odliko. Leta 2006 je ustanovila vokalno skupino Chiaroscuro.

Elfriede REISSIG (geb. Moschitz) (elfriede.moschitz@yahoo.de) Born in Graz/
Austria. Studies: Ethnology Europea and Philosophy at Karl-Franzens-University, Graz;
Choral Conducting and Singing at the University of Music and Dramatic Arts, Graz.
Several research stays at the Archivio Luigi Nono in Venice, Italy, doctoral viva passed
with Excellence. In 2006 founding of the a-cappella ensemble Chiaroscuro.

Marina RITZAREV (ritzam@mailbiu.ac.il) je izraelska muzikologinja ruskega
porekla. Prispevala je k raziskovanju ruske glasbe 18. st., zlasti vokalnega duhovnega
koncerta. Je avtorica Eighteenth-Century Russian Music (Ashgate 2000), Tchaikovsky's
Pathetique and Russian Culture (Ashgate 2014) in drugih knjig, pa tudi ve¢ odmevnih
¢lankov, v katerih razvija teorijo ljudskega v glasbi. Je tudi predsednica Izraelskega
muzikoloskega drustva.

Marina RITZAREV (ritzam@mail.biu.ac.il) is an Israeli musicologist of Russian
background. She has contributed to research in eighteenth-century Russian music,
including study of choral spiritual concerto. She is the author of Eighteenth-Century
Russian Music (Ashgate 2000), Tchaikovsky’s Pathétique and Russian Culture (Ashgate
2014) and other books, as well as of articles developing the theory of vernacular in
music. She is President of the Israeli Musicological Society.

Wolfgang-Andreas SCHULTZ (wolfgang-A.Schultz@t-online.de) je bil rojen v
Hamburgu. Studiral je muzikologijo in filozofijo, nato kompozicijo pri Gyorgyju Ligeti-
ju, 1977 je postal njegov asistent, leta 1988 profesor za glasbeno teorijo in kompozicijo
v Hamburgu. Zadnje izdaje: knjiga ,Avantgarde. Trauma. Spritualitit®, CD ,Japanische
Landschaften“. www.WolfgangAndreasSchultz.de.
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Wolfgang-Andreas SCHULTZ (wolfgang-A.Schultz@t-online.de), was born in
Hamburg, studied musicology and philosophy, later and composition with Gyorgy
Ligeti, whose assistant he became in 1977. Since 1988 full professor for music theory
and composition in Hamburg. Latest publications: monograph ,Avantgarde. Trauma.
Spritualitit, CD ,Japanische Landschaften. www.WolfgangAndreasSchultz.de.

Leon STEFANIJA (leonstefanija@ffuniljsi) je redni profesor na Oddelku za
muzikologijo Filozofske fakultete Univerze v Ljubljani, kjer vodi katedro za sistemati¢no
muzikologijo. Njegovi glavni raziskovalni interesi in pedagosko delovanje sodijo na
podrodje spoznavoslovija raziskovanja glasbe, sodobne (predvsem slovenske) glasbe,
sociologije glasbe, psihologije glasbe in glasbene pedagogike.

Leon STEFANIJA (leon.stefanija@ff.uni-lj.si) is a full professor and holds the Chair
of Systematic Musicology in the Department of Musicology, Faculty of Arts, University
of Ljubljana. His main research interests and teaching areas focused on the epistemol-
ogy of research, contemporary music (primarily Slovene, classical and popular), music
theory, sociology and psychology of music and music education.

Katarina STER, (katarinaster@zrc-sazusi)je raziskovalka na Muzikoloskem
institutu ZRC SAZU, kjer se ukvarja predvsem s srednjevesko glasbo monasti¢nih
tradicij ter raziskuje razmerje med besedo in glasbo v starejsi vokalni glasbi. Trenutno
se izpopolnjuje na Scholi Cantorum v Baslu. Je avtorica Stevilnih razprav na temo kar-
tuzijanskega korala in zickih glasbenih rokopisov.

Katarina STER, PhD (katarina.ster@zrc-sazu.si) is a research fellow at the ZRC
SAZU Institute of Musicology. Her main interests include medieval music of the mo-
nastic traditions and the relationship between words and music in early vocal music.
Currently she is carrying out a study on the Schola Cantorum in Basle. She is the
author of several articles on Carthusian plainchant and the Zice (Seitz) music manu-
scripts.

PrimoZz TRDAN (primoz.trdan@gmail.com) je leta 2012 diplomiral z nalogo Pre-
obrazba zvrsti v Koncertu za violino in orkester Janeza Maticica in za delo prejel
studentsko Presernovo nagrado Filozofske fakultete. Deluje tudi kot glasbeni publicist
in kritik.

PrimoZ TRDAN (primoz.trdan@gmail.com) graduated in 2012 with a thesis titled
The Transfiguration of Genre in Concerto for Violin and Orchestra by Janez Maticic
and received the Faculty PreSeren Student Prize. Already during his studies, he became
active also as a music journalist and critic.

Vesna VENISNIK (vesna.venisnik@gmail.com) je leta 2011 diplomirala na Odd-
elku za muzikologijo Filozofske fakultete Univerze v Ljubljani z diplomsko nalogo
Simfonicna pesnitev v slovenski glasbeni ustvarjalnosti. V istem letu se je na oddelku
zaposlila kot mlada raziskovalka. Njeno raziskovalno delo je usmerjeno na podrocje
simfoni¢ne glasbe na Slovenskem.
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Vesna VENISNIK (vesna.venisnik@gmail.com) obtained a degree in musicology
in the year 2011 at the Department of Musicology, Faculty of arts, University of Ljublja-
na, with the thesis Simfonicna pesnitev v slovenski glasbeni ustvarjalnosti (Symphonic
Poem in Slovene Music). She started working at the Department as a young researcher
the same year. Her research focuses on the beginnings of Slovene symphonic music.
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