Literatura in glasba: sticiSca,
presecisca in zmote (uvod)

Gregor Pompe, Marijan Dovi¢, AndraZ JeZ

Pri¢ujoci tematski sklop razprav s skupnim naslovom Literatura in glas-
ba nadaljuje s preiskovanjem povezav, ki jih literatura spleta z drugimi
umetnostmi. Z izbiro teme skusa odgovoriti sodobnim trendom v umet-
nosti, za katere sta znacilna stapljanje umetniskih praks ter vstopanje v
stere znanosti, politike in ekonomije. Zdi se, da sta ravno literatura in
glasba spletli $e posebej moc¢ne medsebojne vezi, zato smo zeleli njuna
sti¢i$ca in presecisca osvetliti z interdisciplinarno povezavo muzikoloske
in komparativisticne analize.

Najznacilnejsi primeri zdruzevanja obeh umetnosti v glasbenem medi-
ju so razli¢ne oblike glasbenega gledaliS¢a (opera, glasbena drama, instru-
mentalno gledalisce, scenske kompozicije), samospev, simfoni¢na pesni-
tev in razli¢ne zvrsti vokalno-instrumentalne glasbe, medtem ko glasbeni
elementi v literaturo prehajajo predvsem prek ritma, glasovnih stikov in
metrike, z muzikalizacijo (instrumentalizacijo/glasovno orkestracijo) poe-
zije, transpozicijo glasbenih oblik (fuga, kvartet) ter v zvocéni in konkretni
poeziji. Siroko ostaja tudi polje medsebojnega vplivanja oz. navdiha, ki so
ga pri literatih sprozila glasbena dela ali obratno. Tej problematiki se je
mogoce posvetiti zlasti na dva nacina: prek teoretske refleksije vzporednic
med umetnostma in prek prediranja v znacilnosti posameznih izstopajocih
amalgamov literature in glasbe.

V fenomenoloskem pogledu sta literatura in glasba dve vrsti umetno-
sti, razlicni v materialu, ki ga uporabljata, in v nacinih njegove obdelave.
Vendar obstajajo izrazite sticne tocke tako na ravni materiala kot na ravni
njegove obdelave: zvok ni le osnovna gradbena prvina glasbe, temve¢ tudi
pomemben del literarnega »znaka« (oznacevalec kot akusti¢cna podoba po
Saussurju), v pomensko ravnino pa se glasbeni del literature zazre tudi
prek intonacije. Podobno velja za formalni ustroj: ze glasbenoanaliticne
oznake (stavek, perioda, cezura) jasno nakazujejo podobnost med glasbo
in (literarno) retoriko, medtem ko bi tri najbolj izpostavljene jezikovne
ravnine — foneti¢no/fonolosko, sintakti¢no in semanti¢no — mogli »preve-
sti« tudi v razpravljanje o glasbi. Toda omenjene vzporednice Ze razkrivajo
tudi osnovno razliko: semanticna ravnina, ki je za literaturo najpogosteje
odlo¢ilna, je v glasbi najtezje ulovljiva in verbalno opisljiva (glasbeno-se-
manti¢na ravnina je izmuzljiva, glasbi je tezko pripisati primarne, neiz-
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menljive pomene); in obratno, literatura niti v svojih najradikalnejsih for-
malnih eksperimentih ni zvedljiva zgolj na glasovno raven. Tipi jezikovnih
in glasbenih znakov ter kvaliteta njihovih pomenov so si zato bistveno
vsaksebi. Glasba lahko vpliva na literarnega ustvarjalca in ga spodbuja,
kakor lahko tudi literarni impulz sprozi nastanek glasbenega dela — vendar
se iskanje skupnega mehanizma, »prevajanje« ali vzporejanje med ume-
tnostma, pogosto spreminja v mucen epistemoloski impresionizem. A to
e ne pomeni, da taksen tip neskladja ne more voditi do nastanka stevilnih,
tudi uspelih in povsem inovativnih umetniskih del.
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Tematski sklop Literatura in glasba se pri¢enja s pregledom razlicnih
stikov med glasbo in literaturo, pri cemer avtor Gregor Pompe namenoma
ostaja pri zaznamovani besedi »trki, saj prihaja do koncne ugotovitve, da
vzporednice v resnici ne tecejo med literaturo in glasbo kot umetnostnima
panogama, temve¢ med glasbo kot umetnostjo in jezikom kot material-
nim substratom literature. Enega izmed zgodovinsko gledano zgodnejsih
medumetnostnih amalgamov predstavlja trubadurska poezija, za katero
Boris A. Novak v svojem clanku opozatja, da jo je treba razumevati tudi
znotraj tretje umetnosti — plesa, ki je dal trubadurski literaturi oblikovno
okostje. V nadaljevanju Novak analizira $e popoln izomorfizem med kiti-
co in melodjjo.

Od taksnih zgodnjih skladanj med umetnostma se je moc¢no oddalji-
lo devetnajsto stoletje, ki se duhovnozgodovinsko disparatno razpira: po
eni strani ga oblikuje rastoCe zaupanje v empirizem, povezano z napre-
dovanjem znanosti (mdr. uveljavitvijo Darwinove evolucijske teorije), po
drugi strani pa predajanje kultu umetnosti, ki je pridobival izrazito meta-
fizicne poteze. Na Darwina se je tako naslonil Wilhelm Tappert s svojim
konceptom »tavajocih melodij« (wandernde Melodien); z njegovo pomocjo
John Neubauer na primeru priredb ljudskih pesmi pokaze, da melodi¢na
okostja ljudskih pesmi nimajo fiksnih identitet in da so — s Tappertovimi
besedami — »tavajoci turisti«, ki se nenehno spreminjajo in prilagajajo
novim okolis¢inam. Na tradicijo metafizicne duhovnozgodovinske logi-
ke devetnajstega stoletja pa opozarja Matjaz Barbo ob primeru Roberta
Schumanna: glasba tu postane nosilka nove razseznosti, izpovedovalka
vere v privzdignjeno poslanstvo umetnosti, ki ji lahko prisluhne le izre-
dno senzibilen posameznik. Samo taksnemu poslusalcu se odpira vpogled
v transcendencna prostranstva umetnostnega meta-sveta, ki jth omogoca
stapljanje umetnosti v enovito celoto.

Na prvi pogled se zdi, da literaturo in glasbo v ozko medsebojno zvezo
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postavljajo tudi analogije med Mallarméjevim utopi¢nim projektom Le
Lipre in strogo serialisti¢cno kompozicijsko tehniko, kakrsno je po drugi
svetovni vojni razvil predvsem Pierre Boulez. Vendar Niksa Gligo prek
c¢lanka Hansa Zellerja odkriva izmuzljivo plat taksnih povezav, saj se zdijo
nekateri elementi v Mallarméjevem konceptu celo blizji aleatoricnim, torej
nakljucnim kompozicijskim postopkom, kakr$ne je Boulez uveljavil v
svoji Tretji klavirski sonati. Podobno aporijo raziskuje Andraz Jez, ki pole-
micno spodbija $irse uveljavljeno tezo o razbitju mimeti¢nega koncepta v
modernisticni umetnosti in kot protiargumente izpostavlja oblike fotorea-
lizma in konkretne glasbe.

Marijan Dovi¢ se ukvatja z vzporejanjem dveh improvizacijskih tra-
dicij, baskovske bertsolaritze in jazzovske glasbe, pri Cemer razkriva vrsto
sorodnosti in tudi razlik. Izkaze se, da improvizacija ni povezana zgolj z
izmuzljivim navdihom, temvec¢ jo je treba razumeti kot vesc¢ino (fechné). Na
pomembno povezavo med glasbo in literaturo opozatja tudi Irena Novak
Popov z analizo festivala Senjam beneske piesmi v Slovenski Beneciji. Prav
ta kulturna prireditev je spodbudila prebivalstvo, med katerim ni bilo iz-
obrazenskih elit, h glasbenemu izrazanju in posledi¢no prek pridobljene
nacionalne in kulturne samozavesti tudi k resnejsi literarni aktivnosti.

Neposrednejse, bolj partikularno razmerje med literaturo in glasbo
odkrivajo Mirjana Janakijeva, Radu Vancu in Gasper Troha. Janakijeva
je prepric¢ana, da glasbo pogosto najostreje obsojajo pisci, ki jo najbol
ljubijo. To pokaze na primeru Roberta Musila in Pascala Quignarda, pi-
sateljev, katerih zivljenje je bilo tesno povezano z glasbo, pa vendar sta
glasbo hkrati obtozevala $tevilnih moralnih grehov. Glasbene teme obema
pisateljema sluzijo kot nekaksno glasbilo, skozi katerega lahko literatura
spozna in analizirta simo sebe. Vancu svojo pozornost namenja dvema
vidnima konfesionalnima pesnikoma: Johnu Berrymanu, ki je bil tesno na-
vezan na Bachovo glasbo, in Mircei Ivinescuju, vse zivljenje obsedenemu
s Chopinom. Tudi Vancu odkriva nenavadno razmerje: oba sta se navdu-
$evala nad deli predmodernih skladateljev, kar pomeni, da so harmonsko
urejene, »apolinicne« zvocne strukture ocitno vplivale na disharmoni¢no
dionizi¢no psihologijo in pesmi obeh konfesionalnih pesnikov. Gasper
Troha v ospredje postavlja radijsko igro Cortesova vrniter Andreja Hienga, ki
jo je sedem let po nastanku v operni libreto predelal skladatelj Pavel Sivic.
V primetjalni analizi obeh tekstov ugotavlja, da je Sivic spremenil Zanrske
poteze dela: ¢e je Hiengov tekst Se primer eksistencialisticne drame, ki
raste iz zavedanja metafizi¢nega nihilizma, skusa Sivic v libretu ves ¢as
ohraniti religiozni sistem vrednot. Od tod se kaze, da je predstavljanje me-
tafizi¢nega nihilizma, znacilno za modernisti¢ne tekste dvajsetega stoletja,
zaradi specifik glasbeno-gledaliskega Zanra v operi precej omejeno — kar
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vnovi¢ mece posebno luc¢ na razmerje med literaturo in glasbo oziroma
dokonéno pottijuje, da je treba biti ob sti¢is¢ih med obema umetnostma
vedno pozoren tudi na njuna razhajanja.



Literature and Music: Junctions,
Intersections, Misconceptions
(Introduction)

Gregor Pompe, Marijan Dovi¢, Andraz JeZ

This set of thematic articles, entitled [ iferature and Music, continues the
investigation of the inner ties that connect literature with other arts. In
this manner, it seeks to respond to contemporary trends in the arts, char-
acterized by the fusion of individual artistic practices and extension into
the spheres of science, politics, and economics. Because the mutual links
between literature and music appear particularly strong, we sought to shed
light on these junctions and intersections from an interdisciplinary per-
spective, combining musicological and comparative analysis.

Arguably, the most typical examples of combining these two art forms
in music are the various forms of musical theater (opera, musical drama,
instrumental theatre, and scenic compositions), Lieder, symphonic poems,
and various vocal-instrumental genres. On the other hand, musical ele-
ments enter literature most obviously in attempts to musicalize poetry
as well as in concrete and sound poetry. Furthermore, the field of mu-
tual influences and inspiration is also broad; there are numerous instances
of musical inspiration for literary writing and vice versa. In general, it is
possible to address such problems in two ways: by working out theoreti-
cal parallels between the two arts, and by examining existing outstanding
amalgams of literature and music.

From the phenomenological perspective, literature and music are two
types of art that differ in the material they use as well as in the way they
treat this material. Nevertheless, there are strong commonalities between
literature and music both at the level of the material itself and at the level
of its treatment: sound is not only a basic element of music, but also a very
important part of the literary sign (i.c., a sound image viewed as a signi-
fier since Saussure), and the musical part of literature also penetrates the
semantic level through intonation. Something similar can also be seen
in formal structures: musical-analytical units such as the phrase, period,
or caesura show a clear resemblance to (literary) rhetoric, and the three
most prominent levels of language (i.e., phonetic, syntactic, and seman-
tic) could easily be translated into discussions on music. However, these
parallels already reveal a basic difference. The semantic level is crucial for
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literature, whereas in music it is hardly possible to grasp and describe it in
verbal terms. The musical-semantic level is extremely elusive, and so it is
very difficult to ascribe any primary, fixed meanings to music. In contrast,
even in its most radical formal experiments, literature is irreducible to its
phonetic dimension. Hence, the types of linguistic and musical signs, as
well as the quality of their meanings, are basically incongruent. Music can
influence literary authors and even motivate them—ijust like the literary
impulse can trigger the creation of a musical work. However, the search
for a joint mechanism that can translate between the two arts often turns
into epistemological impressionism—which, however, does not mean that
this type of discrepancy cannot lead to numerous, often successful and
innovative, works of art.

kokok

This collection of articles on literature and music is introduced by a
survey of various contacts between literature and music, which are labeled
“collisions.” In this survey, Gregor Pompe concludes that parallels do not
actually run between literature and music, but rather between music as
art and language as a material substratum of literature. In his analysis of
the art of the troubadours, one of the earliest amalgams of literature and
music, Boris A. Novak points out that such a connection must be un-
derstood with the addition of a third art: dance. The logic of dance gave
the poetry of the troubadours its formal framework. Novak continues by
analyzing the perfect isomorphism between the stanza and the melody.

Such early amalgams between both art forms were forgotten in the
nineteenth century, which was marked by the two very opposite Zeizgeist
streams: on the one hand, the development of the sciences (especially
Darwin’s theory of evolution) was bringing empiricism to the fore, and
on the other hand the pronounced cult of the arts was gaining distinct
metaphysical features. Darwin, for example, was an important source
for Wilhelm Tappert’s conception of “roaming melodies” (wandernde
Melodien). With the help of this concept, John Neubauer demonstrates
that the melodies of early nineteenth-century folk songs have no fixed
identities—they are, in Tappert’s words, “roaming tourists,” ceaselessly
changing and adapting to new circumstances. Matjaz Barbo, however, ex-
amines the legacy of the nineteenth-century metaphysical tradition: in the
opus of Robert Schumann, music acquires new meaning and becomes a
carrier of an elevated artistic mission. According to Schumann, this hid-
den dimension, which opens up the transcendental vastness of the artistic
meta-world, can only be revealed to a very sensitive listener.
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Strong ties between literature and music can be further exemplified
with the alleged influence of Mallarmé’s utopian project Le Livre on the
development of the strictly serial compositional technique, typical of, for
example, the opus of Pierre Boulez after the Second World War. However,
with the help of Hans Zeller’s article, Niksa Gligo reveals the evasive side
of this connection: it turns out that many elements in Mallarmé’s concept
are not as close to serialism as they are to aleatoric compostitional con-
cepts, based on chance operation (typical of Boulez’s Third Piano Sonata).
A similar paradox is addressed by Andraz Jez, who rejects a common
belief about the rejection of the mimetic concept within twentieth-century
modernism—as an argument for his thesis, he analyzes photorealism and
minsique concrete.

Marijan Dovi¢ establishes parallels between two highly developed im-
provisatory traditions: the poetry of Basque bertsolaris and jazz music.
Dovi¢ reveals several common points as well as a number of important
differences, maintaining that both forms of improvisation are not primar-
ily a matter of elusive inspiration, but should instead be understood as
art in terms of Aristotelian skill (fechne). Irena Novak Popov presents a
segment of Slovenian culture in Venetian Slovenia and analyses the an-
nual local Venetian Slovenia Song Festival. This festival has stimulated the
development of both musical and literary expression within an oppressed
community that lacked its own educated elite.

More specific relationships between literature and music are revealed
by Miryana Yanakieva, Radu Vancu, and Gasper Troha. Yanakieva sug-
gests that music is often condemned by the authors that love it the most.
She exemplifies her thesis with works by Robert Musil and Pascal Quinard.
Although the lives of both writers were closely linked to music, both have
also accused it of grave moral sins. For both of them, musical topics serve
as a kind of a (musical) instrument for discussing and analyzing literary
issues. Vancu examines the works of two important confessional poets:
John Berryman with his deep interest in Bach, and Mircea Ivinescu with
his lifelong obsession with Chopin. He reveals an interesting paradox:
both poets were enthusiastic about the music of the pre-modern com-
posers, which means that harmonic, “Apollonian” sound structures obvi-
ously influenced the disharmonic, Dionysian psychology and poetics of
confessional poets. Troha examines Andrej Hieng’s radio play The Return
of Cortes, which was adapted into an opera libretto seven years later by
the composer Pavel Sivic. Comparing both texts, Troha notices impot-
tant changes that can be interpreted as influences of the opera genre on
dramatic text. Although Hieng’s play can be interpreted as an existential-
ist drama that builds on the awareness of metaphysical nihilism, Sivic is
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much more concerned with preservation of the religious system of values.
It seems that the form of musical theatre somehow rejects the possibility
of presenting the metaphysical nihilism that is typical of modernistic texts
of the twentieth century. This observation sheds interesting light on the
relationship between literature and music, and also testifies once again that
one should remain attentive not only to the junctions between the two
arts, but also to the essential differences between them.



