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WEADYSEAW ZELENSKI

Eﬂphﬂ N‘A (1897)

The Polish composer, teacher, and pianist
Whadystaw Zelenski (1837-1921) is not an
unknown figure in the history of Czech

music of the nineteenth century. From 1859
he studied piano in Prague under Alexander
Dreyschock and counterpoint and organ
under Josef Krej¢i. In Prague, he also earned
the title of doctor of philosophy in 1862.
He was in contact with Prague’s leading
musicians. Zelenski also composed and
published a few works during his stay in
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Prague, including his Songs from the Dviir
Krdlové Manuscript, Op. 10. (1860). A year
later in Prague he composed Dwa chory
meskie (Two Men’s Choruses), Op. 34 —
No. 1 Piesr zeglarzy (Sailor’s Song) and No. 2
Piesn do Wilii — to texts by Adam Mickiewicz
[published in Leipzig: Leuckart, ca. 1880]. He
also maintained his contacts with Prague in
later years while he was continuing his studies
in Paris and also after his return to Poland.
After the death of Moniuszko (1 4 June 1872),
Zelenski began teaching music theory at the
Warsaw Conservatory. In 1881 he settled
in Krakow, where he founded the local
conservatory and remained its director until
his death.

Dr. Ludevit Prochazka promoted the
performing of Zelenski’s works in Prague
and then also reviewed them in the period
press. Zelenski kept himself in the minds of
his Prague listeners with a performance of
a symphony for large orchestra, about which
Prochdzka wrote in the musical journal
Hudebni listy on 14 November 1872, or at
a special Hlahol concert on 9 March 1873,
when there was a performance of his large
chorus for male voices and orchestra titled
Hymn ortow (Hymn of the Eagles) with
words by Edmund Wasilewski, completed



in Paris in 1869 (cf. Dalibor 1, 1873, no. 11,
14 March). Zelenski also contributed articles
to Prochdzka’s journal Dalibor with reports
about musical life in Warsaw.

Zelenski  began  composing  opera
relatively late in life. He wrote a total of four
operas, and Goplana was his second operatic
work.

This review concerns the facsimile edition
of the opera Goplana prepared by Grzegorz
Zieziula on the basis of a manuscript of
the score reproduced by lithography at the
composer’s own expense by the printer
Josef Eberle & Co. in Vienna probably in the
middle of 1897. The score of this first edition
appeared in a Polish-German version.
The second source reflected in the edition
comes from the Archives of the National
Theatre in Prague (Music Library, shelf
mark H 347/ P insert). That version contains
a dance (Krakowiak) added for the Prague
production that was being prepared.

The edition appeared in two volumes, the
first of which contains the text. In it, the editor
has given a detailed account of the genesis of
the opera Goplana, its premiere in Krakow in
1896, and other performances on the stages in
Lviv and Warsaw. There is also an interesting
chapter about period reactions to the opera
and its place within the context of opera of
the late nineteenth century. Naturally, the
edition also contains a detailed discussion
of the manuscript and printed sources — the
libretto, the orchestra score, and the piano
vocal score. The editor also compares the
Warsaw and Prague versions.

There are interesting chapters providing
context about Prague’s musical life, in which
the editor deals with productions that were
planned but never realised. The question
then arises as to why the opera was never
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performed in Prague, although the initial
negotiations for a production there had been
going successfully, and Prague’s National
Theatre had purchased the rights to perform
the opera.
Zelenski made efforts to arrange
productions of his opera in Vienna, Prague,
Zagreb, and Breslau. The work’s success
abroad was of exceptional importance to
him. From this perspective, Prague was an
especially important destination, which
could mean the opening of doors to other
foreign stages. Furthermore, because of
Zeleniski’s good contacts in Prague and the
cooperation between Prague and Lviv, he
greatly hoped that a Prague production of

the opera Goplana would be realised.

Grzegorz Zieziula gives a detailed
account of the circumstances under which
negotiations took place between the

management of the National Theatre and the
composer.In1896, Zelenski was invited to the
Jubilee 20t Slavonic Concert on 31 October
at the Rudolfinum in Prague, at which his
Polish Suite was heard under his baton. On
this occasion, he met with the manager of
the National Theatre Frantisek Adolf Subrt
and the conductor Adolf Cech. Everything
was seemingly moving in the right direction.
The following year, the National Theatre
purchased the performance materials from
the composer, but the production was
constantly postponed. A Czech translation
of the libretto was finally published in 1899
(Goplana: A Romantic Opera in 3 Acts,
libretto by Ludomil German based on Juliusz
Stowacki’s poem “Balladina; translated from
Polish by Auglustin] Euglen] Muzik. Music
composed by Wiadystaw Zelenski, Prague
[1899]: Alois Wiesner). It was also approved
by the censors soon thereafter.
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There was a definitive turn of events the
following year, however, after a change to the
management of the National Theatre. Gustav
Schmoranz replaced Frantigek Adolf Subrt
as the general manager of the National
Theatre, the
dramaturge, and Adolf Cech was succeeded

Jaroslav  Kvapil became
by Karel Kovarovic. The new management
had other ideas. A major role in this may,
of course, also have been played by the fact
that in 1899 Jaroslav Kvapil began writing
a libretto with a similar theme, which
Antonin Dvorak set to music. And the editor
Grzegorz Ziezula says: “Although there is
no doubt whatsoever that the title heroine of
Rusalka is Goplanas sister, their kinship will
come to be ignored to such a degree that today
it seems almost inappropriate to ask whether
Kvapil — who knew the circumstances in

Wtadystaw Zeleriski: Goplana

which Zeleriski’s work was initially accepted
and then rejected by the National Theatre —
could have been inspired by the work of Polish
composer.” (p.1/84).

The editor works very carefully with all of
the sources, including the Czech ones. His
edition draws heavily on the correspondence
of Zelenski and his wife, on the basis of
which he tells of the operas genesis and
performance history. There is also a detailed
discussion of the musical sources. Among the
illustrations, there is even excerpt from the
piano vocal score with the Czech text placed
beneath the notes (p. 1/127). The edition,
published by the Institute of Art of the Polish
Academy of Sciences, is thus of importance
not only for knowledge about Polish opera,
but also for the context of Slavic music in the
nineteenth century.

JANA VOJTESKOVA

Operaromantycznawtrzech aktach /Romantic Operain Three Acts. Partytura orkiestrowa
/ Orchestral Score. Wydanie faksymilowe / Facsimile Edition

Wydat i wstepem opatrzyt / Edited and introduced by Grzegorz Zieziula

Instytut Sztuki Polskiej Akademii Nauk, Warszawa 2016

Polsky skladatel, pedagog a klavirista
Wiadystaw Zelenski (1837-1921) neni v dé&ji-
nach ¢eské hudby 19. stoleti neznamou osob-
nosti. Od roku 1859 studoval v Praze hru
na klavir u Alexandra Dreyschocka a kon-
trapunkt a varhanni hru u Josefa Krejé¢iho.
V Praze ziskal v roce 1862 také titul dokto-
ra filozofie. Stykal se s prednimi prazskymi
hudebniky. Béhem svého prazského po-
bytu Zelenski rovnéz komponoval a vydal
zde nékolik skladeb, mj. v roce 1860 Pisné
z Rukopisu Krdlovédvorského, op. 10. O rok
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pozdéji napsal v Praze Dwa chory meskie,
op. 34 (Dva muzské sbory) — ¢. 1 Piesn ze-
glarzy (Pisen ndmorniki), ¢. 2 Piesn do Wilii
na texty Adama Mickiewicze [vyd. Leipzig:
Leuckart, cca 1880]. Kontakty s Prahou udr-
zoval i v letech pozdéjsich, kdy pokracoval
ve studiu v Parizi, a rovnéz po ndvratu do
Polska. Po Moniuszkové smrti (+ 4. 6. 1872)
zacal Zelenski vyucovat hudebni teorii na
Vars$avské konzervatori. Roku 1881 se usadil
v Krakové, kde zalozil tamni konzervatof, je-
jimz feditelem byl az do své smrti.



V Praze prosazoval provedeni jeho skla-
deb dr. Ludevit Prochazka, ktery je pak také
recenzoval v dobovém tisku. Zelenski se
pripomnél prazskému publiku provedenim
symfonie pro velky orchestr, o niz Prochazka
psal v Hudebnich listech 14. 11. 1872, nebo
na mimoradném koncertu Hlaholu 9. brez-
na 1873, kdy byl uveden jeho velky sbor
pro muzské hlasy a orchestr Hymn orfow
na slova Edmunda Wasilewského, dokon-
¢eny v Pafizi v roce 1869. (Srov. Dalibor 1,
1873, ¢. 11, 14. 3.) Zelenski prispival také do
Prochéazkova Dalibora zpravami o hudebnim
Zivoté ve Varsavé.

Ke kompozici opery se Zelenski dostal po-
mérné pozdé. Napsal celkem ¢tyti a Goplana
byla jeho druhym opernim dilem.

Zde recenzovanou faksimilovou edici
opery Goplana pripravil Grzegorz Zieziula
na zéakladé litograficky reprodukovaného
rukopisu partitury, kterou vydal skladatel
vlastnim ndkladem v tiskarné Josef Eberle
& Co. ve Vidni pravdépodobné v polo-
viné roku 1897. Partitura tohoto prvni-
ho vydani vysla v polsko-némecké verzi.
Druhym pramenem, ktery je v edici reflek-
tovdn, je pramen z Archivu Néarodniho di-
vadla v Praze (Knihovna notovych mate-
riala, sign. H 347/ P vlozka), obsahujici
krakoviak doplnény pro pripravované praz-
ské provedeni.

Edice vysla ve dvou svazcich, kde prvni ob-
sahuje textovou ¢ast. Zde se editor podrobné
zabyva genezi opery Goplana, jeji premiérou
v Krakoveé v roce 1896 a dalsimi provedenimi
na scénich ve Lvové a Var$avé. Zajimavd je
i kapitola o dobové reflexi opery a zaraze-
ni do kontextu opery v pozdnim 19. stoleti.
Edice je samoziejmé vybavena i podrobnym
pojedndnim o rukopisnych a tisténych pra-
menech — o libretu, orchestralni partiture
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i klavirnim vytahu. Editor porovnava také
var$avskou a prazskou verzi.

Pro kontext s prazskym hudebnim zi-
votem jsou zajimavé kapitoly, kde se editor
zabyva zamyslenymi a nerealizovanymi pro-
vedenimi. K nim patfi i otaznik, pro¢ opera
nebyla nikdy provedena v Praze, prestoze
probéhla zpocatku dspésna jedndni a pra-
va na provozovani opery byla prazskym
Nérodnim divadlem zakoupena.

Zelenski usiloval o provedeni své opery ve
Vidni, Praze, Zihiebu a Vratislavi. Uspéch
jeho dila v zahrani¢i byl pro ného vyjimec-
né dtlezity. Z tohoto pohledu byla zvlasté
vyznamnou destinaci Praha, kterd mohla
znamenat otevieni cesty na dalsi zahrani¢ni
podia. I proto, ze mél Zelenski v Praze dob-
ré kontakty a ze existovala spoluprace mezi
Prahou a Lvovem, velmi doufal, ze se prazské
provedeni opery Goplana uskute¢ni.

Grzegorz Zieziula podrobné uvadi okol-
nosti, za jakych doslo k jednani mezi ve-
denim Nérodniho divadla a skladatelem.
Ten byl v roce 1896 pozvan na Jubilejni
XX. Slovansky koncert, na némz zazne-
la 31. ffjna v prazském Rudolfinu pod jeho
taktovkou Polskd suita. Pti této prilezitos-
ti jednal s freditelem Narodniho divadla
Frantiskem Adolfem Subrtem a dirigentem
Adolfem Cechem. Zddlo se, ze vie je na
dobré cesté. V nasledujicim roce Narodni
divadlo zakoupilo od skladatele provozovaci
material. Provedeni bylo ale stale odkladano.
V roce 1899 byl kone¢né vydan cesky preklad
libreta (Goplana: Romantickd opera o 3 jed-
ndnich, slova dle bdsné Julia Stowackého
,Balladina” od Ludomila Germana, z polsti-
ny prelozil Auglustin] Euglen] Muzik. Hudbu
slozil Witadystaw Zeleniski, Praha [1899]:
Alois Wiesner). Brzy poté bylo schvaleno
také cenzurou.
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K definitivnimu zvratu v$ak doslo v na-
sledujicim roce po zméné ve vedeni ope-
ry Narodniho divadla. Gustav Schmoranz
nahradil Frantiska Adolfa Subrta ve funkci
feditele Narodniho divadla, Jaroslav Kvapil
se stal dramaturgem a Adolfa Cecha vystii-
dal Karel Kovarovic. Nové vedeni mélo jiné
predstavy. Velkou roli zde ovéem mohla hrat
také ta skutecnost, ze Jaroslav Kvapil zacal
v roce 1899 psit libreto na podobné téma,
zhudebnéné Antoninem Dvordkem. A edi-
tor Grzegorz Ziezula fikd, ze neni pochyb, ze
Rusalka je Goplaninou rodnou sestrou a ze
dnes uz ani neni vhodné se ptat, zda Kvapil,

ktery znal Zeleriského operu, se ji mohl in-
spirovat (s. [/84).

Editor pracuje velmi peclivé se vsemi pra-
meny vcetné téch ceskych. Jeho edice hodné
¢erpa z korespondence manzelti Zelenskych,
na jejimz zakladé vyklada genezi opery i his-
torii jejiho provadéni. Rovnéz notové prame-
ny jsou detailné pojednany. Mezi ilustracemi
nechybi ani ukazka klavirniho vytahu s podlo-
zenym Ceskym textem (s. 1/127). Edice, kterou
vydal Institut Sztuki Polskiej Akademii Nauk,
je tak dilezitym edi¢nim poc¢inem nejen pro
poznani polské narodni opery, ale i pro kon-
texty slovanské hudby v 19. stoleti.

JANA VOJTESKOVA

Johann Joseph Ignaz Brentner: Sacred Arias I

Johann Joseph Ignaz Brentner: Instrumental Music

Johann Joseph Ignaz Brentner: Offertoria solenniora

On the edition prepared by Vaclav Kapsa

Institute of Ethnology of the Czech Academy of Sciences, Department of Music History,

Academus Edition, Prague 2015, 2017, 2017

The revival of musical works of the past
is one of the characteristic features of
European musical culture during the last fifty

JOHANN JOSEPH IGNAZ

BRENTNER

BR‘ENTNER

Duchovniaric [—— ———
Sacred Arias T strumental Music

ACADEMUS ACADEMUS
ED TIOK ECITION
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years, and Czech music is no exception. This
is taking place primarily on concert stages,
it is influencing recording strategies, and to

JOHANN JOSEPH IGNAZ

BRENTN

nstrumentétni-hudba——

Offertoria solenniora

LCADEMUS
EBITZN



a lesser extent it is reflected in projects for
editions of printed music. We can observe
a prime example of the successful story of
an actual to contemporary musical practise
with the music of Johann Joseph Ignaz
Brentner (1689-1742), a noteworthy Czech
composer of the High Baroque era. The
interest of scholars and performers in him
happily coincided during the 1990s, leading
to many concerts, recordings, and scholarly
studies, and even paying dividends in recent
years in the form of a critical edition. From
a musicological perspective, playing a major
part in this pleasant, rather unusually
favourable situation state of affairs by Czech
standards is Vaclav Kapsa, who is also the
author of the publication here reviewed.
This already involves three volumes (of the
four that have been planned so far), which
encompass most of Brentner’s music. It
certainly is not necessary in this forum to
dwell “why Brentner in particular?” or similar
questions. Although his compositions do not
always exhibit the same power of invention,
the overall quality of Brentner’s music is
high, and his historical position is unique.
Like the original period editions from
1716-1720, which constitute — unusually,
we would add - the foundation for the
present source base and the majority of
the main materials for the edition, also
in this edition, each volume is devoted to
a single genre or type of music. Volume
One offered a selection of sacred arias
(to be supplemented by a planned fourth
the
complete instrumental music, and Volume

volume), Volume Two contains
Three presents most of the offertories. It is
especially in Volume Three that the musical
public has the first opportunity to become

familiar with heretofore entirely unknown
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compositions by Brentner, some of which
have been preserved uniquely (e.g. the
antiphon Audi, filia). The lengthy forewords
with copious footnotes in the individual
volumes summarise and continually update
Brentner’s biography and an overview of his
works, including the sensational discovery of
sources preserved in faraway Bolivia. At the
same time, it offers insights into a number of
contexts in which the music of Brentner (and
of other composers) existed in the eighteenth
century and even later, thereby helping to
deepen our knowledge of a number of other
topics, such as the nature of the Baroque
liturgy or period reception.

The edition itself skilfully combines
user friendliness and consideration for the
practical needs of performers with the strict
demands of a critical edition. Accompanying
the main musical text is a critical report
with an evaluation of the sources, a brief
description of the editorial principles, and
a list of variant readings or comments.
(The list is the only part published only
in English, while all of the other texts are
published in two languages.) Significant
editorial changes to the musical notation
are always indicated (by square brackets
or an asterisk) and then mentioned in the
commentary. In isolated cases facsimiles of
the original/variant reading of the source
are used in the commentary instead of
a verbal description, and this is often the
best way to provide the user with needed
information. The aforementioned editorial
principles comment convincingly on the
editors’ main principles and the areas for
which corrections/changes have been made
tacitly in the edition. Along these lines, the
thorniest questions may be said to be those of
articulation and beaming because especially
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in the manuscripts, it is often very difficult to
determine the exact placement of slurs etc.
The editor often has no choice but to unify the
notation on the basis of the most prevalent
form and to a certain extent to modernise
the manner of notation itself. As far as the
extent of changes for unification, in this case
the editor unifies the readings for the most
part only within the vertical axis of the bar,
and less often by analogy during the further
course of the compositions. Contributing
towards the high standards of the edition
are the revisions of the figured bass carried
out by Pablo Kornfeld (edition of the arias)
and Filip Dvorak (edition of the offertories),
and also the offering of an edition of parts
for the individual compositions, which those
who are interested can obtain in PDF format
free of charge on the project website (www.
academusedition.cz). Undoubtedly, it will
be not only performers who will appreciate
the edition and translations of the Latin
texts (forewords, sung texts) prepared in an
exemplary manner by Jiti Matl.

In order that our article might fully
meet the criteria of a review, I would
conclude with a few critical comments:
With the description of the compositions
in Volume Three (offertories), it would
have been

appropriate to emphasise
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the editor’s decision not to publish the

“Carmelite” litanies and also - quite
understandably — the three incompletely
preserved antiphons/offertories from a total
of nine, which are obviously linked to them.
Naturally, one can see immediately from the
table of contents what is and is not included
in the volume, but it would be appropriate
to emphasise the circumstances of these
works and the fact that some of them have
been left out deliberately (and why). One
truly minor detail concerns the description
of the form of the aria, for which I would
have chosen the term “church aria” instead
of “sacred aria” Thirdly, a comment about the
on-line materials: in the case of Volume One,
parts for all of the arias are available, while
the Partita a 5 is omitted from Volume Two,
and only five of the offertories are given in
Volume Three. One can imagine why this is
so, but the reasons are not stated.

Of course, one can only recommend all
three volumes. They represent a shining
exception in the field of the publication
of Baroque music in the Czech Republic,
a project that should be supported and
developed over the long term, because it not
only strengthens Czech musical culture, but
also contributes towards its renown around
the world.

MARC NIUBO
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Johann Joseph Ignaz Brentner: Duchovni drie I
Johann Joseph Ignaz Brentner: Instrumentdlni hudba
Johann Joseph Ignaz Brentner: Offertoria solenniora

K vyddani pripravil Vaclav Kapsa

Etnologicky tstav Akademie véd Ceské republiky, Kabinet hudebni historie, Academus

Edition, Praha 2015, 2017, 2017

Ozivovani hudebnich dél minulosti patfi
mezi charakteristické rysy evropské hudeb-
ni kultury poslednich padesati let, té ceské
nevyjimaje. Odehrava se primarné na kon-
certnich podiich, ovliviwuje nahravaci strate-
gie a v mensi mife se promitd i do edi¢nich
projektt notovych. Ukazkovy priklad aspés-
ného osudu, totiz skute¢né navraceni do hu-
debni praxe soucasnosti, miizeme pozorovat
u dila Johanna Josepha Ignaze Brentnera
(1689-1742), pozoruhodného domaciho au-
tora doby vrcholného baroka. Zajem védct
a interprett se zde $tastné potkal v priibéhu
devadesatych let, vedl k mnoha koncertim,
nahravkam, odbornym studiim a v posled-
nich letech se ztrocuje i v podobé kritické
edice. Na tomto utéseném, a v Ceskych ze-
mich spiSe neobvykle pfiznivém stavu ma
ze strany muzikologie zdsadni podil Véclav
Kapsa, ktery je také autorem recenzovanych
publikaci. Jedna se jiz o tfi svazky (z dosud
celkem c¢tyr planovanych), které zahrnuji
vétsinu Brentnerova dila. Uvahy typu ,pro¢
zrovna Brentner” neni jisté tfeba na tomto
misté rozvijet. A¢ ne vzdy stejné silné inven-
ce, celkova kvalita Brentnerovych skladeb je
vysoka a jeho historicka pozice ojedinéld.
Podobné jako puavodni dobové edice
z let 1716-1720, které tvori — dodejme, ze
neobvykle — zdklad soucasné pramenné
zékladny a vétsinu hlavnich edi¢nich pred-
loh, také v této edici je kazdy svazek véno-
van jednomu hudebnimu druhu ¢i typu.

Prvni svazek prinesl vybér duchovnich arii
(chystany ¢tvrty svazek jej bude doplnovat),
druhy obsahuje kompletni dilo instrumen-
talni, tieti svazek vétsinu offertorif. Zejména
v tomto tretim svazku md hudebni vefejnost
poprvé moznost poznat dosud zcela nezna-
mé Brentnerovy skladby, leckdy dochované
unikatné (napt. antifonu Aud;, filia). Obsahlé
a bohaté poznamkované predmluvy v jed-
notlivych svazcich shrnuji a stale aktua-
lizuji Brentnertv zivotopis a prehled dila,
vcetné zcela senzac¢nich pramentt dochova-
nych az v Bolivii. Zaroven nabiz{ vhled do
fady kontextt, v nichz (nejen) Brentnerova
hudba v 18. stoleti, ale i pozdé¢ji zila, a po-
méha tak prohlubovat fadu dalsich témat,
jako jsou podoby barokni liturgie ¢i dobové
recepce.

Vlastni edice umné spojuje uzivatelskou
privétivost a ohled na praktické interpretac-
ni potieby s prisnymi naroky kritické edice.
Hlavni notovy text doprovdzi kritickd zprava
s vyhodnocenim prament, stru¢nym popi-
sem edi¢nich zasad a soupisem ruznoctenti,
resp. poznamek. (Tento soupis je jako jediny
publikovan pouze anglicky, zatimco véechny
ostatni texty jsou dvojjazy¢né.) Vyznamné
editorské zasahy v notovém textu jsou vzdy
oznaceny (hranatou zavorkou, eventudl-
né hvézdickou) a ndsledné komentovény
v poznamkdch. V ojedinélych pripadech
je v poznamkach pouzito namisto slovni-
ho popisu faksimile ptivodniho/odlisného
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znéni pramene, coz je Casto nejlepsi zpu-
sob, jak uzivateli zprostiedkovat potfebnou
informaci. Uvedené edi¢ni zasady rovnéz
presvédc¢ive komentuji hlavni editorské
principy a oblasti zasahu, které jsou v edici
opraveny/zménény mlcky. Za nejchoulos-
tivéjsi lze v tomto sméru povazovat otdzku
artikulace a trdmcovani, kdy zejména v ru-
kopisech byva obcas velmi obtizné urcit
presné vedeni obloucka apod. Editor zde
¢asto nema jinou volbu nez sjednocovat dle
prevazujici podoby a do urcité miry moder-
nizovat vlastni zpusob zapisu. Pokud jde
o rozsah sjednocovini, editor v tomto prtipa-
dé sjednocuje prevdzné pouze v ramci ver-
tikalni osy taktu, méné casto per analogiam
i v dal$im prtibéhu skladeb. Na vysokému
standardu edice se podili revize ¢islované-
ho basu, které se ujali Pablo Kornfeld (edice
arii) a Filip Dvordk (edice offertorii), ale také
nabidka edice hlasi k jednotlivym sklad-
bam, jez zajemce miize zdarma ziskat ve for-
matu PDF na webovych strankach projektu
(www.academusedition.cz). Nejen interpre-
ti bezpochyby oceni také edice a preklady
latinskych texti (pfedmluvy, zpévni texty),
které vzorné pripravil Jifi Matl.
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Abychom plné dostali zanru recenze,
na zavér pripojuji i nékolik kritickych glos:
Pri popisu skladeb v tretim (,offertornim®)
svazku by bylo vhodné akcentovat editorovo
rozhodnuti nevydat ,karmelitinské” litanie
a — celkem pochopitelné — také tii nedplné
dochované antifony/offertoria z celkové-
ho poctu deviti, které se k nim zjevné vazou.
Co ve svazku zarazeno je ¢i neni, je samoziej-
mé patrné hned z obsahu, av$ak souvislosti
zminénych dél a skutec¢nost, ze nékteré byly
zamérné ponechany stranou (a pro¢), by bylo
vhodné zduraznit. Naprostd drobnost se tyka
popisu formy arie, kde bych pro zminény typ
volil spiSe termin ,chrdmova arie” a nikoliv
»cirkevni drie”. A do tfetice poznamka k ma-
terialam na webu: v pripadé prvniho svazku
jsou dostupné hlasy ke vSem ariim, zatimco
u druhého je opominuta Partita a 5 a z tieti-
ho svazku s offertorii je uvedeno pouze pét.
Duvody Ize tusit, ale uvedeny nejsou.

Vsechny tti svazky lze ovéem pouze dopo-
rucit. Predstavuji svétlou vyjimku na poli vy-
davani barokni hudby u nds, projekt, ktery by
mél byt dlouhodobé podporovin a rozvijen,
nebot nejen posiluje doméci hudebni kultury,
ale také prispiva k jejimu renomé ve svété.

Marc N1uBo





