Talianske hudobné inspiracie
v zbierke Philomela angelica
cantionum sacrarum
Daniela Speera

Uvod

V zbierkach hudobnin, ktoré sa v poslednej tre-
tine 17. storocia a zaciatkom 18. storocia nacha-
dzali na chéroch kostolov hudobnych centier po
celom Slovensku, sa pomerne ¢asto objavovala aj
tlacena zbierka s poetickym nazvom Philomela an-
gelica cantionum sacrarum od autora, uvedeného na
titulnom liste pod anagramom RES PLENA
DEL Je uz davnejsie zname, ze autorom tohto
diela je Daniel Speer (1636 — 1707), sliezsky hu-
dobnik, hudobny teoretik, skladatel’, spisovatel
a dobrodruh, znamy sucasnej kultirnej verejnosti
najma prostrednictvom svojho cestopisného ro-
manu s autobiografickymi prvkami Uboersky alebo
ddcky Simplicissimus (Ungarischer oder Dacianischer Sim-
plicissimus, 1683).1 Hudobna verejnost’ zase Spee-
rovo dielo pozna hlavne cez jeho S orlistok’ —
hudobno-teoretické kompendium v styroch kapi-
tolach (...VZerfaches Musicalisches Kleeblatt, 1697)?

' Roman vysiel v neznamej tlaciarni pod pseudony-
mom Dacianischer Simplicissimus. Diskusie o tom, ¢i sa
da dielo autorsky spojit’ s Danielom Speerom st uz
v sucasnosti uzavreté kladnou odpoved’ou. Prispeli
k nej badania Jozefa Vlachovica, editora slovenského
prekladu diela, ktory svoje vysledky zverejnil v epilogu
k edicii. Pozti Jozef VLACHOVIC: Simplicissimus na
Slovensku. In: Uborsky Simplicissimus. Tatran, Bratislava
1975, s. 205 — 228.

2 Traktat vysiel dvakrat. Starsia verzia s nazvom Grun-
drichtiger, kurtz, leicht und nithiger Unterricht der musikalischen
Kunst, wie man fiiglich und in kurtzer Zeit Choral und Fignral
singen, den General-Baf§ tractiven und componiren lernen soll
vysla roku 1687 v Ulme. Druha, rozsirena verzia pod
plnym nazvom Grundrichtiger Kurtz-Leicht-und Nothiger
Jetzt Wol-vermehrter Unterrich der Musicalischen Kunst. Oder
Vierfaches Musicalisches Kleeblatt bola publikovana na tom
istom mieste o desat’ rokov neskoér. Faksimilovu ediciu
vydal Peters (Ed. Isolde Ahlgrimm), Leipzig 1974.
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ltalian Musical Inspirations
in Daniel Speer’s
Philomela angelica

cantionum sacrarum Collection

Introduction

The sheet music collections that were kept on the
church choirs in music centres throughout the re-
gion of Slovakia in the last third of the seven-
teenth and in early eighteenth centuries quite
often featured a printed collection with the poetic
title Philomela angelica cantionum sacrarum by an au-
thor referred to on the title page by the anagram
RES PLENA DEI (a thing full of God). It has
been known for quite a time that this work was
created by Daniel Speer (1636-1707), a Silesian
musician, music theoretician, composer, writer
and adventurer, who is mainly known to the con-
temporary cultural public through his 1683 Ux-
garischer oder Dacianischer Stmplicissimus, a travelogue
novel with autobiographical features.! To the
music public, Speer’s oeuvre is known primarily
through his “Kleeblatt” (four-leaf clover), a four-
chapter music theory compendium (... Zerfaches
Musicalisches Kleeblart, 1697),% and through the Mu-
sicalisch-Tiirkischer Enlen-Spiegel, a cycle of epic and

! The novel was published in an unknown printing
house under the pseudonym Dacianischer Simplicissimus.
Discussions on Speet’s authorship have been positi-
vely concluded. Significant contributions to this were
in the findings of Jozef Vlachovic, the editor of the
Slovak translation of the novel, published in the epi-
logue to his edition. Refer to Jozef VLACHOVIC:
Simplicissimus na Slovensku. In: Uborsky Simplicissimus.
Tatran, Bratislava 1975, pp. 205-228.

> Two versions of the treatise were published in Ulm.
The first was in 1687 entitled Grundrichtiger, kurtz, leicht
und nithiger Unterricht der musikalischen Kunst, wie man fiig-
lich und in kurtzer Zeit Choral und Figural singen, den Ge-
neral-BafStractiren und componiren lernen soll, and ten years
later an extended version followed with the title Grundrichtiger
Kurtz-Leicht-und Nothiger jetzt Wol-vermehrter Unterrich der
Musicalischen Kunst. Oder Vierfaches Musicalisches Kleeblatt.



a cyklus epicko-dramatickych quodlibetov, ktoré
spolu so stylizovanymi dobovymi tancami za-
pado- aj vychodoeurépskeho pévodu Speer pu-
blikoval pod nazvom Hudobny turecky Eulenspiegel
(Musicalisch-Tiirkischer Eulen-Spiegel) v Ulme roku
1688.3 Vd'aka uvadzaniu skladieb z tejto zbierky
na koncertoch aj prostrednictvom zvukovych na-
hravok sa Speer dostal do povedomia hudobne;j
verejnosti najma ako skladatel’ tanecnej a svetskej
vokalno-instrumentalnej hudby. V jeho hudob-
nom odkaze ma vsak pomerne vel'ké zastupenie
aj viachlasna sakralna tvorba, ktorej sa donedavna
venovalo len mélo pozornosti.* Az v poslednych
rokoch sa zaujem obracia aj na hlbsie preskima-
nie tejto oblasti Speerovho diela, coho vysledkom
je aj priprava kritickej notovej edicie kompletného
obsahu zbierky Philomela angelica cantionum sacrarum.
Predkladany zvizok je d'alsi v poradi zo série cel-
kove 8 zvazkov edicie, ktorou chcu editoti umoz-
nit’, aby sa kvalitna hudba obsiahnuta v zbierke
vratila po vyse troch storociach opit’ do pozor-
nosti hudobnikov aj posluchacov. Vd'aka zaujmu
spolueditora Petra Zajicka, umeleckého veduceho
suboru starej hudby Musica Aeterna, niektoré
skladby zo zbierky uz odzneli v poslednych ro-
koch na koncertnych pédiach v obnovenej pre-
miére a utvrdili editorov v nazore, ze jej hudobny
obsah si pozornost’ zaslizi opravnene. Jej stadium

zaroven prinieslo nové, neocakavané poznatky

* Na titulnom liste sa uvadza, ze dielo vyslo pod pseu-
donymom Dacianischer Sinplicissimus in Giintg (dnes
Kézseg v Mad’arsku), ale najnovsie podla Diinnhaupta
ho vytlacili v tlaciarni Matthaeusa Wagnera v Ulme.
Pozri Gerhardt DUNNHAUPT: Daniel Speer (1636—
1707). In: Personalbibliographien zu den Drucken des Barock.
Band 6. Hiersemann, Stuttgart 1993, s. 3939 — 3950.
Moderna kriticka notova edicia Hudobného tureckého Eu-
lenspiegla vysla vo vydavatel'stve OPUS v 5 zvizkoch
v rokoch 1971 — 1992. Na edicnej priprave sa podielali
Alexander M6z, Jan Albrecht a uba Ballova.

*+ Zakladné poznatky publikoval Hans Joachim MOSER
v svojej stadii: Daniel Speer als Dichter und Musiker.
In: Musik in Zeit und Raum. Berlin 1960, s. 119 — 144,

dramatic quodlibets which, together with stylised
period dances of West- and Eastern European
origins, Speer published in Ulm in 1688.°
Through Musicalisch-Tiirkischer Eulen-Spiegels con-
cert performances as well as recordings, Speer has
come to be known as a composer of dance and
secular vocal-instrumental music. However, his
musical heritage also includes a relatively large
number of polyphonic sacred compositions
which, until lately, have been given only little at-
tention.* Only recently, this area of Speet’s oeuvre
has become of interest to further investigations
and resulted in the preparation of a critical edi-
tion of the complete Philomela angelica collection.
This volume is another of the planned 8-volume
series with the aim to reintroduce, after more
than three centuries, the collection’s quality music
to performers and listeners. In recent years, due
to the interest of the coeditor Peter Zajicek, who
is the artistic director of Musica Aeterna, an early
music ensemble, some collection pieces have al-
ready been performed on concert stages in their
renewed premiere. This has affirmed the editors’
opinion about the collection’s compositions right-

fully deserving attention. The study of Philomela

A facsimile edition was published by Peters (Ed.
Isolde Ahlgrimm) in Leipzig in 1974.

3 The title page states that the work was published
under the pseudonym Dacianischer Simplicissimus in
Giintz (present-day Kozseg in Hungary); however, ac-
cording to the most recent findings of Gerhardt
Dinnhaupt, it was published in Matthacus Wagner’s
ptinting house in Ulm. See Gerhardt DUNNHAUPT:
Daniel Speer (1636—1707). In: Personal bibliographien u
den Drucken des Barock. Band 6. Hiersemann, Stuttgart
1993, pp. 3939-3950. Enlenspiegls 5-volme sheet music
modern critical edition was published by the Opus Pu-
blishing House between 1971 and 1992. The contri-
buting editors included Alexander M6z, Jan Albrecht
and Luba Ballova.

* Basic information was published by Hans Joachim
MOSER in his study Daniel Speer als Dichter und
Musiker. In: Musik in Zeit und Raum. Berlin 1960, pp.
119-144.



o roznorodych sposoboch a cestach sirenia talian-
skych hudobnych podnetov v zaalpskych regi6-

noch.

K biografii Daniela Speera

Daniel Speer sa narodil 6. oktébra 1636 v sliez-
skom meste Wroclaw (nem. Breslau, slov. Vrati-
slav) v evanjelickej rodine ako mladsi syn
kozusnika Georga Speera a jeho manzelky Marga-
réty.> V rodnom meste ziskal aj zakladné a stredné
vzdelanie — roku 1644 zacal navstevovat’ gymna-
zium Marie Magdalény, kde Studoval pravdepo-
dobne do roku 1650. Po smrti oboch rodicov
z mesta odisiel, aby stravil d'alsie roky putovanim
nevedno presne kam a na ako dlho. Archivne do-
kumenty o jeho d'alsich Zivotnych osudoch sa
totiz stracaju, az sa opit’ vynaraju v 60-tych
rokoch 17. storocia v suvislosti so Stuttgartom,
kde v rokoch 1664 — 1666 posobil bei dens Péidago-
gio bei der Musik.® 1 ked’ sa po rokoch putovania
a neznameho pobytu Stuttgart nestal Speerovym
trvalym posobiskom, z Wirttemberského knie-
zatstva sa uz nevzdialil a po viacerych prechod-
nych posobiskach v mensich sidlach v blizkosti
Stuttgartu (Goppingen, Grossbottwar, Leonberg,
Waiblingen) a t'azkostiach so ziskanim trvalej-
sieho zamestnania sa nakoniec tretikrat vratil do
Goppingenu, kde od roku 1694 uz nepretrzite,
az do svojej smrti, posobil ako kantor a pomocnik
v latinskej skole. Speer bol dvakrat zenaty a z dru-
hého manzelstva sa mu narodili dvaja synovia.
Starsi Georg Daniel isiel v sPapajach svojho otca
a tiez posobil v Skole v Goppingene, zatial ¢o
mladsf Johann Georg sa presidlil do Ciech.” V niek-
torej hudobnohistorickej literatire sa zauzivalo

uvadzat’ Speera pod menom Daniel Georg Speer,

> K poznatkom o biografii Daniela Speera na zaklade
skumania archfvnych pramenov najviac prispeli Hans
Joachim MOSER, cit.d. a Felix BURKHARDT: Da-
niel Speer. Schulmeister, Musiker, Dichter, 1636 —
1707. In: Lebensbilder aus Schwaben und Franken 11
(1969), s. 48 — 68.

¢ BURKHARDT, cit. d., s. 49.

T"MOSER, cit. d., s. 141.
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angelicas content has also brought new unex-
pected knowledge about the diverse means and
routes of the dissemination of Italian musical in-

spirations in the regions beyond the Alps.

Biographical Notes on Daniel Speer

Daniel Speer was born on October 6, 16306 in the
Silesian city of Wroctaw (in German Breslau, in
Slovak Vratislav) in Lutheran family as the
younger son of the furrier George Speer and his
wife Margaret.> In Wroclaw, Speer received both
primary and secondary schooling and attended,
from 1644, Maria-Magdalenen-Gymnasium where
he studied until probably about 1650. After the
death of his parents, Speer left Wroctaw to spend
several years wandering. However, precise infor-
mation about locations and the duration of his
walkabouts is unavailable since archive docu-
ments about Speer’s life have vanished until
1660s, when they appear in connection to
Stuttgart. Speer was there active be: dem Pidagogio
bei der Musik between 1664—1666.° Although
Stuttgart did not become Speer’s permanent place
of residence, he remained within the Duchy of
Wiirttemberg and, after several temporary appoit-
ments in smaller towns near Stuttgart (Goppin-
gen, Grossbottwar, Leonberg and Waiblingen)
and difficulty in obtaining a more permanent em-
ployment, he returned to Goppingen for a third
time in 1694. There, until his death in 1707, Speer
served as a cantor and an assistant in a Latin
school. Speer was married twice and had two sons
from the second marriage. The elder, Georg
Daniel, followed his father’s footsteps and worked
in the same school in G6ppingen, while the

younger one, Johann Georg, moved to Bohemia.”

*> The most significant contributors to the information
on Speet’s biography based on research of archive ma-
terials were Hans Joachim MOSER, ibidem; and Felix
BURKHARDT: Daniel Speer. Schulmeister, Musiker,
Dichter, 1636-1707. In: Lebensbilder aus Schwaben und
Franken 11 (1969), pp. 48—68.

¢ BURKHARDT, ibidem, p. 49.

"MOSER, ibidem, p. 141.



ale meno Georg nie je opodstatnené, pretoze Speer
si ho nepisal. K omylu mohlo dojst’ zmiesanim
krstného mena Speerovho otca Georga a Spee-

rovho starsieho syna Georga Daniela.

Philomela angelica v kontexte Speerovej a do-
bovej sakralnej tvorby

Podla roznych, aj sekundarnych sprav Speer vydal
Sest’, resp. az sedem tlacenych zbierok s hudbou
na nemecké a latinské duchovné texty, pokryva-
jacou hudobnu zlozku liturgie evanjelickej konfe-
sie na cely cirkevny rok viacerymi druhmi sakralne;
hudby.® Vicsinou su to moteta, resp. duchovné
koncerty na biblické texty a ich parafrazy, ale aj na
povodnu dobovu duchovni poéziu v nemeckom
a latinskom jazyku, no k jeho tvorbe pre cirkevné
potreby treba priradit’ aj dva kanciondly s nemec-
kymi duchovnymi piesfiami a ich Gpravami so
sprievodom klavesového nastroja.” Speer nekom-
ponoval diela pre vel'ké vokalno-instrumentalne
obsadenie, ale uprednostnoval malé obsadenie
jedného az troch solovych hlasov sprevadzanych
malou in$trumentalnou skupinou. Reagoval tak
na obl'ibeny druh malého duchovného koncertu,
ktory sa po svojom zrode na prelome 16. a 17. sto-
rocia v Taliansku rychlo rozsiril aj do zaalpskych
oblasti. Tu sa udrzal az do konca storocia, pokym
sa nepretransformoval do novsej podoby tekto-
nicky uzavretejsej a rozsiahlejSej duchovnej kan-

taty.

8 Musicalisches ABC, oder Auserlesene Spriiche der Heiligen
Schrift, 1671, stratené; Evangelische Seelengedanken, 1. —
1L, Stuttgart 1681, Ulm 1682; Philomela angelica cantio-
num sacrarum, 1688; Siisse Jesus-Freund, oder Jubilum S.
Bernbardi, Stuttgart 1688, stratené; Jubilum coeleste, ... in
lateinischen und teutschen Texten, Stuttgart 1692; 2 Echo
coelestis (avizované v Kleeblatte, nie je zname, ¢i aj vypu-
blikované).

* Nenvermehrtes Wiirtembergisches Gesangbueh, Stuttgart
1691; Choral Gesang-Buch auff das Clavir oder Orgel, Stutt-
gart 1692, Zoznam Speerovej hudobnej a literarne;
tvorby publikoval MOSER, cit. d.

Some music history literature refers to Daniel
Speer as Daniel Georg Speer, but the middle
name does not have any factual basis, because
Speer did not use it. The confusion may have oc-
curred by mixing up the first name of Speer’s fa-
ther, George, and the names of Speer’s elder son,

George Daniel.

Speer’s Philomela angelica in the Context of
His and Contemporaneous Sacred Music

According to various informational reports, in-
cluding secondary ones, Speer published perhaps
six or seven printed collections based on German
and Latin spiritual texts which, with their several
genres of sacred compositions, provided music
for the entire Lutheran liturgical year.® The collec-
tions are mostly comprised of motets, i.e. sacred
concerts that use biblical texts and their para-
phrases along with compositions based on original
sacred poetry of the time. However, Speet’s works
also encompass two hymnbooks with German sa-
cred songs and their arrangement for accompani-
ment by a keyboard instrument.” Speer did not
compose music for large vocal-instrumental set-
tings, but instead, he preferred one to three solo
voices accompanied by a small instrumental en-
semble. This was his response to the popularity
of the small-scale sacred concert which, after its
inception in Italy around the transition into the
17% century, had quickly spread to the areas be-
yond the Alps where it remained fashionable until

the end of the century before trasnsforming into

8 Musicalisches ABC, oder Auserlesene Spriiche der Heiligen
Schrift, 1671, lost; Evangelische Seelengedanken, 1.—11.,
Stuttgart 1681, Ulm 1682; Philomela angelica cantionnm
sacrarum, 1688; Siisse Jesus-Freund, oder Jubilum S.Bern-
hardz, Stuttgart 1688, lost; [ubilum coeleste, ... in lateini-
schen und teutschen Texten, Stuttgart 1692; » Echo coelestis
(advised in Kleeblatt, it is unknown whether it was also
published).

? Nenvermehrtes Wiirtembergisches Gesangbueh, Stuttgart
1691; Choral Gesang-Buch auff das Clavir oder Orgel, Stutt-
gart 1692. A list of Speer’s musical and literary works
was published by MOSER, ibidem.
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Philomela angelica cantionum sacrarum ma medzi
Speerovymi zachovanymi zbierkami sakralnej viac-
hlasnej hudby osobitné miesto. Vsetkych dvad-
sat’Styri skladieb zhudobnuje iba latinské texty,
zatial’ ¢o ostatné jeho tlacené zbierky so sakralnou
hudbou st zhudobnenim bud’ ¢isto nemeckych
textov, alebo miesaja latinské a nemecké textové
zdroje. Univerzalny obsah zbierky z hladiska ja-
zykového koresponduje aj s univerzalnost’ou te-
matického zamerania textov, ktoré st vhodné pre
liturgickt a nabozensku prax evanjelikov aj kato-
likov.

Rok vydania zbierky spada do cias Speerovej
najvacsej publikacnej ¢innosti, teda do 80-tych
rokov 17. storocia. Philomela angelica je v poradi
stvrtym titulom sakralnej hudby, na titulnom liste
je datovana rokom 1688. V tom istom roku Speer
vydal aj Hudobného tureckého Enlenspiegela a dodnes
nezachované zhudobnenia nemeckého prekladu
poézie sv. Bernarda z Clairvaux. O rok skor vysla
jeho prva verzia hudobno-teoretického traktatu.

Ako sme uviedli v uvode tejto stadie, Speer
Philomelu angelicn vydal pod pseudonymom —
s anagramom RES PLENA DEI (= Daniel Speer).
Ukryvanie mena do roznych slovnych hraciek ne-
bolo pre neho nicim neobvyklym, robil tak rad,
1 ked’ nevieme zodpovedat’ otazku, ¢i ho k tomu
viedli nasledky angazovanosti v spolocensko-poli-
tickom zivote alebo dobova maniéra humanistic-
kého vzdelanca potrapit’ mysle svojho okolia
nejakym rébusom.

Miesto vydania alebo vytlacenia zbierky, tak,
ako je uvedené na titulnom liste (obr. 1) — [enetiis —
nie je realne, co podporuje aj fakt, ze na ffom
chyba meno tlaciara. Na otazku, preco Speer uvie-
dol fingovany udaj moze byt’ viacero odpovedi.
Benatky boli v 16. — 17. storoci jednym z najvyz-
namnejsich eurépskych centier hudobného vyda-
vatel'stva a nototlaciarstva, v meste posobilo
viacero znamych a vyhladavanych oficin (Gar-
dano, Vincenti), a tak punc benatskej tlace, ¢i uz
realny alebo fingovany, mohol zvysit’ jej komercny
uspech. Druhy dévod moze savisiet” s obsahom
samotnej zbierky, ktorej hlbsie preskimanie od-

halilo, ze nie je cela pévodnym Speerovym dielom.

a newer form of tectonically more enclosed and
extensive sacred cantata.

Amongst Speer’s preserved collections of sa-
cred polyphonic music, Philomela angelica cantionum
sacrarum bears a special significance. All 24 pieces
are set entirely to Latin texts, whilst the compo-
sitions of his other collections use either solely
German texts or a mixture of Latin and German
sources. The texts’ universal language corresponds
with the universality of their thematic focus so as
to be suitable for both Lutheran and Catholic
liturgical and religious practices.

The 1680s, when Speer published the Philomela
angelica collection, represented his most produc-
tive period. The collection is the fourth of Speer’s
sacred music work; its title page bears 1688 as its
publication year. In the same year, Speer also
published his Musicalisch-Tiirkischer Enlen-Spiegel
and an unpreserved musical rendering of St.
Bernard of Clairvaux’s poetry translated into
German. The year before, the first version of
Speet’s music theory treatise was published.

As mentioned in the introduction, Speer pub-
lished Philomela angelica under a pseudonym, with
the anagram of his name, RES PLENA DEI.
Hiding his name in word puzzles was Speer’s
common practice, although it is not possible to
answer the question whether this was due to his
involvement in socio-political life or the contem-
poranoues mannerism of a humanist intellectual
to challenge the minds of his social millieu.

Veenetiis, the collection’s place of publication
or printing — as shown on the title page (Pic. 1) —
is fictitious; this is supported by the fact that the
printer’s name is missing. Speet’s reasons for
doing so may have several explanations. Six-
teenth-and seventeenth-century Venice was one
of Europe’s leading centres for music publishing
and printing with several renowned and popular
printing houses (e.g. Gardano, and Vincenti).
Thus the hallmark of Venetian print, whether real
or fake, could have increased Philomela angelica’s
commercial success. Another reason may be re-
lated to its actual content which, on deeper ex-

amination, reveals that not all compositions are
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Prvych Sest’ skladieb je totiz adaptaciou diel, kto-
rych autorkou je talianska hudobnicka a sklada-
te[ka Chiara Margarita Cozzolaniova (1602 —
1676/78), zijuca od svojej ranej mladosti ako
mniska, neskor abatisa v klastore benediktinok
u sv. Radegundy v Milane.'” Medzi rokmi 1640 —
1650 vydala Styri tlacené hudobné zbierky: Prinza-
vera di fiori musicalz, 1640, Concerti sacri, 1642, Scherzi
di sacra melodia, 1648 a Salmi a otto voci concertati,
1650, ktoré okrem prvej, milanskej tlace, vsetky
vysli v Benatkach.!!

Obdiv k talianskej hudobnicke Speer vyjadril
aj v texte titulného listu, kde sa uvadza: ,,Philomela
angelica alebo duchovné piesne (cantiones sacrae), ktoré
pred nejakym lasom v Rime zaspievala ista panna oddand
Bohu 2 ridu sv. Kldry jednym blasom s bassom continnom
a sama autorka ich vraj odspievala s nadprirodzenym po-
vabom a jemnoston k pocte svitosts, terag k iskaniu vii-
S¢j priazne a bogske ticty posledné rogsirenie — pridané
Styri violy a% dielko vzristlo k spravne velkosti, 12
ECCE, s tromi blasmi (alt, tenor, bas) a dvoma buslami
§ pridanym dvojenym bassom continnom, bolo urobené
podla verejného  prava, menovanym antorom RES
PILLENA DEI V" Bendtkach, roku 1688.

V narazke na nemenovand pannu hudobnicku
sa Speer dopustil nezrovnalosti, ked ju oznacil za
¢lenku radu klarisiek v Rime. Nevieme, ¢i tak uro-
bil naschval, aby opit’ vyuzil svoju zalubu vo vy-
tvarani hadanok a v stavani tak prijimatel’a svojho
diela pred rieSenie rébusov, alebo z nevedomosti
a poznania diela Cozzolaniovej iba sprostredko-
vane. Cozzolaniova po vstupe do radu benedikti-

nok prijala reholné meno Chiara a symbolicka

" Hudobnou kultarou Mildna v 17. storo¢i a rolou
zenskych klastorov na jej formovani sa najnovsie za-
obera v svojich dvoch monografiach Robert L. KEN-
DRICK: Céelestial Sirens. Nuns and their Music in Early
Modern Milan. Clarendon Press, Oxford 1996 a The
Sounds of Milan, 1585 — 1650. Oxford Universitry
Press, Oxford 2002.

" Pozti ivodnd $tadiu editora pramenno-kritickej no-
tovej edicie Chiara Margarita COZZOLANI: Motets
(Ed. Robert L. Kendrick). A-R Editions, Madison
1998, s. IX.
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Speer’s original works. The first six titles are, in
fact, adaptations of the pieces by Chiara Margarita
Cozzolani (1602—ca. 1676/78), the Italian musician
and composer who had lived her early years as a
nun, and was later the abbess in the St. Radegonda
Benedictine cloister in Milan.!” Between 1640 and
1650, Cozzolani published four printed music col-
lections: Primavera di fiori nuusicali (1640), Concerti sacri
(1642), Scherzi di melodia sacra (1648), and Salmi
a otto voci concertati (1650). With an exception of Pri-
mavera di fiori musicali printed in Milan, the other
collections were published in Venice.!!

Speer also expressed his admiration of Coz-
zolani on the collection’s title page which reads:
“Philomela Angelica or sacred songs (cantiones sacrae)
which were sung some time ago in Rome, in one voice with
basso continno, by a certain virgin devoted to God by the
Order of St. Clare, and the composer herself sang with
celestial grace and tenderness to the honour of the Holi-
ness; now, to win a greater favour and honour of God,
the final extension — four violas added so that the lovely
opus can rise to the right size, 12 ECCE with three voices
(alto, tenor, bass) and two violins with added double basso
continuo were created under the public law by the author
named RES PLENA DEI In Venice, 1688.”

In his allusion to the unnamed musicians,
Speer erroneously included her amongst the mem-
bers of the Order of St. Clare in Rome. It is un-
kown whether he had done so on deliberately to
again demonstrate his passion for riddles and to
challenge recipients of his work with solving them,
or out of ignorance and knowing Cozzolani’s oeu-
vre only indirectly. Cozzolani, after joining the
Benedictine Order, adopted the religious name
Chiara and the symbolic association with St.Clare

' The music culture in seventeenth-century Milan is the
topic of Robert L. KENDRICK’s recent monographs:
Celestial Sirens. Nuns and their Music in Early Modern Milan.
Clarendon Press, Oxford 1996, and The Sounds of Milan,
1585—1650. Oxford Universitry Press, Oxford 2002.

"1 See the introductory study to the critical sheet music
edition of Chiara Margarita COZZOLANI: Motets
(Ed. Robert L. Kendrick). A-R Editions, Madison
1998, p. IX.



spojitost’ so sv. Klarou a radom klarisick mohla
byt’ narazkou na tato suvislost’. V Milane ale mali
klarisky v 17. storoci zalozené tri klastory,!2 a preto
spojenie ucinkovania Cozzolaniovej s radom kla-
risiek v Rime sa zda byt len dosledkom Speerove;
zlej informovanosti.

Speer urobil narazku na nemenovand pannu
hudobnicku aj na inom mieste a inym sposobom.
Part pre basso continno obsahuje frontispice (obr. 2),
na ktorom je vyobrazena mniska odeta v ruchu
prislusnicok radu sv. Klary. Mniska hra na organe
a z jej ust vychadza napisova paska s textom, pa-
rafrazujucim biblické slova, ktorymi odpovedala
Panna Maria na anjelovo zvestovanie: Ecce ancilla
Domini, psallam Deo meo quam din sum. Vyobrazenie
mnisky sediacej za organom alebo hrajucej na or-
gane pripomina styl hudobnej itkonografie sv. Ce-
cilie, rimskej patricijky a ranokrest’anskej martyrky,
ktora sa od neskorého stredoveku povazovala za
patronku hudobnikov a v tejto pozicii bola ¢asto
zobrazovana v stredoeurépskom vytvarnom
umeni 17. — 18. storocia. Devit” slnecnych lacov,
ktoré dopadaju z otvoreného neba na hrajicu
mnisku, je zase vyuzitim prvkov anticko-rene-
sancnej symboliky povodcov a ochrancov ume-
leckej inspiracie, akymi bolo 9 muz.

Doteraz nie je uspokojujuco vyriesena otazka
lokacie zbierky, ale dalsiemu badaniu v tomto
ohl'ade mo6ze pomdct’ signhum s menom Johanna
Ulricha Krausa, ktoré sa nachadza v pravom dol-
nom rohu frontispice. Kraus bol augsbursky
rytec, ktory zacal svoju profesionalnu kariéru
vo Viedni a po prest’ahovani do Augsburgu sa
z neho stal vyznamny grafik, vydavatel’ a tlaciar
obdobia prelomu 17. a 18. storo¢ia.!? Frontispice
nepatri medzi Krausove zname diela, pravdepo-
dobne vznikol v ranom obdobi jeho tvorby,
mozno na zaklade nejakej starsej grafiky. V porov-

nani s deklarovanymi Benatkami je Augsburg real-

2 KENDRICK: Celestial Sirens, s. 17.

3 Christoph SCHWINGENSTEIN: Kraus, Johann
Ulrich. In: Neue Deutsche Biographie 12 (1979), s. 689.
Dostupné online; URL: http://www.deutsche-bio-
graphie.de/pnd100811833.html (24.5.2016)

and the Clarisses could be a hint to this connec-
tion. However, in seventeenth-century Milan, the
Clare nuns had three cloisters established,!? and
therefore Speer’s connecting Cozzolani with the
Clarisses in Rome seems to be only the result of
his misinformation.

Speer made another allusion to the unnamed
virgin musician in a different manner. The basso
continuo part contains a frontispiece (Pic. 2) depict-
ing a nun clad in a St.Clare Order habit. She is
playing the organ and the text strip coming from
her mouth reads Ece Ancilla Domini, psallam Deo
meo quam din sum. 1t is a paraphrase of the biblical
words which Mary used in her response to the
angel’s Annunciation. The representation of a nun
sitting at or playing the organ is reminiscent of
the St. Cecilia style of music iconography. St. Ce-
cilia was a Roman patrician and an early Christian
martyr who, from the late Middle Ages, was con-
sidered the patroness of musicians and was often
portrayed in this role in seventeenth-and eigh-
teenth-century Central European visual arts. The
nine sunrays, which fall from the open sky onto
the playing nun, demonstrate the use of the ele-
ments of ancient and Renaissance symbolism,
since sunrays represent the nine muses, the
source and defenders of artistic inspiration.

The question about the collection’s location is
not yet satisfactorily resolved; however, the sig-
nature Johann Ulrich Kraus in the frontispiece’s
lower right-hand corner may assist in further re-
search into this matter. Kraus was an Augsburg
engraver, who had began his professional career
in Vienna and, after moving to Augsburg, became
an eminent graphic designer, publisher and
printer at the turn of the 17t into the 18™ cen-
tury.!? The frontispiece in question is probably
one of his early unknown works and may be

based on an older piece of illustration. Printing

2 KENDRICK: Celestial Sirens, p. 17.

3 Christoph SCHWINGENSTEIN: Kraus, Johann
Ulrich. In: Newue Deutsche Biographie 12 (1979), p. 689.
Accessible online; URL: http://www.deutsche-bio-
graphie.de/pnd100811833.html (05.24.2016)
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Obrazok 2 / Picture 2:
Frontispice z partu Continuus. /
The frontispiece of the Continuus part.
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nej$im miestom vytlacenia zbierky, pripadne
zbierka mohla vyjst’ z inej nemeckej oficiny niek-
torého d'alsieho nototlaciarskeho centra blizko
Speerovho vtedajsicho posobiska v G6ppingene. '+
Na jednom exemplari zbierky, ktory sa nasiel
v pozostalosti francizskeho hudobného teoretika
Sébastiana de Brossarda, znameho obdivovatela
a zberatel'a hudby talianskych skladatel'ov, je uve-
dena rukopisna poznamka Brossard. P. Argentinum,
Partes 7.V Strasburgu v tom ¢ase ale bola nototlac
v utlme, 1 preto poznamka moéze zavadzat’. Do
uvahy prichadzaju aj d’alsie blizke centra, kde sa
tlacili noty, a to Stuttgart, pripadne Ulm, ale zda
sa, ze ani v tychto mestach v danom ¢ase neboli
také dobré podmienky na tlacenie umelecke;j
hudby ako v Augsburgu. 16

Skladby, ktoré obsahuje Philomela angelica cantio-
num sacrarum, su prikladom repertoara cirkevne;j
hudby v koncertantnom S$tyle okolo polovice
17. storocia, aky sa z Talianska siril od zaciatku
17. storocia do celej Eurépy. V strednej Eurdpe
mal vel'a svojich reprezentantov aj medzi evanje-
lickymi skladatel'mi, z ktorych ho mnohi dobre
ovladali. Uplatnenie principov koncertatného
stylu na starsie hudobné formy, najmi moteto,
viedli k jeho premene na vel'ky a maly duchovny
koncert. Skladby publikované v zbierke Philomela
angelica patria k typu malého duchovného koncertu,
komponovaného pre sélové hlasy s instrumental-
nym sprievodom, zvycajne v multisekcionalne;j
aditivnej forme urcovanej struktirou textu, kde
st jednotlivé textové pasize spracované kon-

trastne pomocou metrorytmickych zmien, zmeny

' Jana BARTOVA: Philomela angelica Daniela Speera
ako hudobno-historicky, interpretaény a edi¢ny pro-
blém. In: Quo vadis musica aeterna? Zbornik prispevkov
z muzikologickej konferencie. Bratislava, 24. septem-
ber 2013. Musica Aeterna, Bratislava 2013, s. 22 — 28.
5 Maria PRZYWECKA-SAMECKA: Drukarstwo nu-
gyezne w Europie do orica X111 wiekn. Ossolineum,
Wroctaw 1987, s. 194.

' Moser predpokladal tla¢ zbierky v Ulme alebo v No-
rimbergu. MOSER, cit. d., s. 136. Porovnaj BAR-
TOVA, cit. d., s. 24 — 25.

in Augsburg is, therefore, more likely than Venice.
Alternatively, it could have come from another
German printing house in one of the sheet music
printing centres near Géppingen.'* The copy of
Philomela angelica found in the estate of Sébastien
de Brossard, a French music theoretician, and an
admirer and collector of music by Italian com-
posers, bears the handwritten note Brossard. P. Ar-
gentinum, Partes 7. However, the sheet music
printing industry in Strasbourg was at that time
in decline,!® and so the note can be misleading,
Some other nearby printing centres, such as Stutt-
gart or perhaps Ulm, could be considered, but it
seems that even in these towns the conditions for
printing sheet music at that time were not as
favourable as in Augsburg.1¢

The pieces in Philomela angelica collection exem-
plify the church music repertoire in stile concertato
around the mid-seventeenth century which had
spread from the beginning of the 17" century
from Italy to the whole of Europe. In Central Eu-
rope, the style was also represented by a large num-
ber of Lutheran composers with many of them
being proficient masters of it. Applying the szl con-
certato principles to older musical forms, namely to
a motet, led to its transformation into a large- and
small-scale sacred concert. Philomela angelicas pieces
fit into the category of small-scale sacred concertos
for solo voices with instrumental accompaniment.

The compositions of this type were usually written

4 Jana BARTOVA: Philomela angelica Daniela Speera
ako hudobno-historicky, interpretacny a edi¢ny pro-
blém [Daniel Speer’s Philomela angelica as a Subject
of the Music History, Musical Performance and the
Score Editing]. In: Quo vadis musica aeterna? Procee-
dings of contributions at the musicological confe-
rence. held in Bratislava on 24" September 2013.
Musica Aeterna, Bratislava 2013, pp. 22-28.

> Maria PRZYWECKA-SAMECKA: Drukarstwo miu-
gyezne w Europie do korica X111 wieku. Ossolineum,
Wroctaw 1987, p. 194.

'* Moser presumed printing of the collection in Ulm
or Nuremberg. MOSER, ibidem, p. 136. Compare
with BARTOVA, ibidem, pp. 24-25.
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faktury striedanim polyfonicko-imita¢nych pasazi
s homofénno-akordickymi alebo monodickymi,
striedanim obsadenia, vyrazu a ténorodu (dur-
mol). Aj naprick mensiemu obsadeniu v porovnani
s velkym duchovnym koncertom nasadzujicim
zborové pasaze, skladatelovi sa ponukal pestry
vyber prostriedkov, ktorych réznorodo kombino-
vané uplatnenie mohlo viest’ k efektivnemu dosa-
hovaniu ziadaného ucinku v zavislosti od obsahu
zhudobneného textu. V priebehu 17. storocia sa
tieto skladby v Taliansku, ale aj inde v Eurépe
zvykli publikovat’ este pod star§im druhovym po-
menovanim viachlasnej liturgickej hudby ako mo-
teta (motectas, motetti), pripadne aj vSeobecnejsie
ako cantiones sacrae (ale tiez sacrae cantiones, sacrae mo-
dulationes, sacrae harmoniae), ako ich v titule zbierky
uviedol aj Speer.

Obsah zbierky Philomela angelica napoveda, ze
Speer zakladné principy a techniky koncertant-
ného stylu aplikovaného na malom duchovnom
koncerte dobre ovladal. Maly duchovny koncert
ale presiel v priebehu 17. storocia svojim vnutor-
nym vyvojom a regionalnymi Stylovymi varia-
ciami. V tomto kontexte je preto dolezité poznat’
priame inspira¢né zdroje skladatela. Mena Spee-
rovych priamych hudobnych ucitelov nepoz-
name, ale pri popise metdd, ako si osvojit’
tajomstva komponovania, ktoré Speer uvadza
v svojom prvom vydan{ hudobnoteoretického
traktatu, vychadzal podla vsetkého z vlastnej sku-
senosti. Pise, ze treba skladby dobrych autorov
prepisovat’ do partitdry, lebo z nich sa da naucit’
nejednému sposobu postupu a obohatenie pri-
nasa aj cestovanie a poc¢uvanie dobrej hudby 1 di-
skutovanie o nej.!” Fakt, ze sa podatilo odhalit’
identitu nemenovanej panny hudobnicky v osobe
Chiary Margarity Cozzolaniovej pontuka odpoved
na otazku, akych konkrétnych skladatel'ov Speer
povazoval za dobrych a aka hudba bola podla

" Daniel SPEER: Grundrichtiger, kurtz, leicht und nithiger
Unterricht der musikalischen Kunst, wie man fiiglich nnd in
kaurtzer Zeit Choral und Fignral singen, den General-Baf§ trac-
tiren und componiren lernen soll. Georg Wilhelm Kiihne,
Ulm 1687, s. 69 — 70.

in a multi-sectional additive form determined by
the structure of the text, and were built upon in-
dividual contrasting text passages which employed
metric and rhythmic changes, alternation between
polyphonic-imitative sections and homophonic-
chordal ones, and they used alterations in the
arrangement, expression and tonal space (major —
minor). Even in a smaller setting, in contrast with
the large-scale sacred concert which employed
choral passages, composers could choose varied
means and combine them to achieve the desired
effect corresponding with the textual content. In
the course of the 17" century, these s#le concertato
compositions were in Italy, but also elsewhere in
Europe published mostly as motets (wotectas,
motett))— the term related to eatlier polyphonic litur-
gical genres — or, more generally, as cantiones sacrae
(also as sacrae cantiones, sacrae modulationes, sacrae har-
moniae), which was also adopted by Speer in the
title of his collection.

Philomela angelica’s compositions suggest that
Speer was proficient in his mastery of the concer-
tante style basic principles and techniques when
applied onto a small-scale sacred concert. How-
evet, in the course of the 17 century, the genre
underwent its internal development and regional
stylistic variations. In this context, it is important
to know the direct sources of Speer’s inspiration.
His immediate music teachers are unknown, but
when describing the methods of how to master
the secrets of composing, which Speer referred
to in the first edition of his music theory treatise,
he apparently drew on his own experience. Speer
stated that the music of good composers should
be transcribed into scores so that musicians can
learn many compositional techniques; he also
stated that valuable learning experiences can be
obtained by travelling, and listening to and dis-
cussing good-quality music.!” Revealing the identity

" Daniel SPEER: Grundrichtiger, kurtz, leichtundnothiger
Unterricht der musikalischen Kunst, wie man fiiglich und in
kurtzer Zeit Choralund Figuralsingen, den General-BafStrac-
tiren und componirenlernen soll. Georg Wilhelm Kiihne,
Ulm 1687, pp. 69—70.
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neho hodna pozornosti. Dava zaroven prilezitost’
studovat’, do akej miery sa Speer nechal inspiro-

vat’ kompozi¢nym stylom svojho vzoru.

Modely a ich aranZmany

Zbierku tvori dvadsat’Styri kompozicii, zorade-
nych za sebou podla obsadenia od skladieb pre
sélovy spev so sprievodom Stvorice slacikovych
nastrojov cez dueta so sprievodom troch slaciko-
vych nastrojov az k tercetam so sprievodom dvo-
jice husli (obr. 3). Speerom vnesena koncepcia
obsah zbierky vSak rozdel'uje na dve casti po dva-
nast’ skladieb, ktoré sa lisia nielen charakterom
obsadenia ale aj textu. Skladby pre sélovy hlas
a dueta patria do prvej polovice repertoara zbierky.
Texty, ktoré zhudobnuju, predstavuju bud” novo-
dobu nabozensku tvorbu alebo st tak volnymi
a iba ciasto¢nymi parafrazami, pripadne centoni-
zaciami parafraz biblickych textov, Ze ich mozno
rovnako povazovat’ za origindlnu nabozensku
tvorbu (napriklad Venite qui esuritis, ¢. 2, Venite ad
me omnes, C. 4, Sine arcu et sagitta, €. 8). Druha po-
lovica repertoara s d’al$im tuctom skladieb je ho-
mogénnejsia v oboch ohladoch. Skladby maju
rovnaké obsadenie pre tri s6lové hlasy v altovej,
tenorovej a basovej polohe a sprievod dvojice
husli. Texty st vac¢sinou biblické, liturgické, a to
bud’ cituju text zalmu alebo uryvok z in¢ho sta-
rozakonného ¢i novozakonného textu. V jednom
pripade bol zhudobneny text responzoéria, ktory
vznikol parafrazou starozakonného textu a v ta-
kom tvare sa zauzival v liturgii (Ecce guomodo mori-
tur justus, ¢. 15). Vietky skladby druhej casti su
zjednotené rovnakym textovym incipitom — slo-
vom Ecce.

O autorstve dvanast’ Ecee-motet niet pochyb,
je nimi Speer, ako sam deklaroval v texte titulného
listu zbierky, no autorstvo prvého tucta kompo-
zicii nie je plne doriesené. Uvodnych sest’ skla-
dieb urcite pochadza zo zbierky sélovych motet
Chiary Margarity Cozzolaniovej Scherzi di sacra me-
lodia a voce sola, publikovanej roku 1648. Vzhl'adom
na charakter textu aj hudobného $tylu d’alsej sestice
prvej casti zbierky nemozno vylacit’, Ze ani tie nie

st originalnymi Speerovymi skladbami, ale zatial
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of Chiara Margarita Cozzolani, the previously un-
named virgin musician, provides an answer to the
question as to which composers Speer held in re-
gard and which music was, according to him, wor-
thy attention. At the same time, this allows us to
study the extent to which Speer was inspired by

the compositional style of his paragon.

Models and Their Arrangements
The Philomela angelica collection consists of 24
compositions, which are listed according to their
vocal-instrumental arrangements starting from
pieces for a solo voice with accompaniment by
four string instruments through to duets accom-
panied by three string instruments and onto tercets
accompanied by two violins (Pic. 3). However, the
arrangement concept adopted by Speer divides
the collection into two parts, each with 12 pieces,
differing not only in the nature of their arrange-
ment but also in their texts. The pieces for a solo
voice and the duets are included in the first half
of the collection’s repertoire. Their texts repre-
sent either modern religious works or, in this
manner, free and only partial paraphrases or cen-
tonisations of biblical paraphrases, so that they
can also be considered as original religious works
(e.g. Venite qui esuritis, no. 2; Venite ad me omnes, no.
4; and Sine arcu et sagitta, no. 8). In comparison
with the first part of the collection, its second
half is more homogeneous in both respects. The
pieces are composed for three (alto, tenor and
bass) solo voices and accompaniment by a pair
of violins. Their texts are mostly biblical and
liturgical, either citing a psalm text or an excerpt
from the Old or New Testaments. In the case of
Ecce quomodo moritur justus (no. 15), the music is set
to a responsorial text, which was created by para-
phrasing an Old Testament text that was, as such,
commonly used in the liturgy. All the composi-
tions of the second part have a unifying element,
which is the incipit Ecce.

There are no doubts about Speer being the
composer of the 12 Ese-motets, as he had de-
clared it on the collection’s title page; however,

the authorship of the first dozen compositions is
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Obrazok 3 / Picture 3:
Index zbierky Philomela angelica v parte pre Continuus v exemplari z Podolinca. /
The index of the Philomela angelica collection in the Continuus part
from the Podolinec copy.

XX1i



sa tuto domnienku nepodatilo podlozit’ pramen-
nymi dokazmi. Ked’ze sa Speer na titulnom liste
odvolava iba na jednu nezmamu hudobnicku, je
mozné, ze tieto skladby boli prevzaté z niektorej
d'alsej Cozzolaniovej zbierky. Porovnavanim ob-
sahu sme museli vylucit’ zbierky z roku 1642
a 1650, takze prichadza do uvahy iba jej prvy opus,
ktory vysiel roku 1640 pod nazvom Primavera di
fiori musicali a obsahoval skladby pre jeden az styri
s6lové hlasy. Tento predpoklad vsak nie je mozné
overit’, ked'ze do stucasnosti sa nezachoval ani je-
diny, hoci len fragmentarny exemplar zbierky.
Chiara Margarita Cozzolaniova patrila k vy-
znamnym reprezentantom nového typu koncer-
tantného moteta, aké sa pestovalo v Milane a
v okolitych hudobnych centrach Lombardie v 40-
tych rokoch 17. storocia. Nové stylové prvky sa
zacali prejavovat’ najskor v 20-tych rokoch 17. sto-
rocia v dielach Gaspara Casatiho (1610 — 1641), ka-
pelnika katedraly v Novare, ako aj v tvorbe
prominentnych benatskych skladatelov Giovan-
niho Antonia Rigattiho (rok. 1613 — 1648) a Gio-
vanniho Rovettu (1596 — 1668).18 Nové prvky,
ktoré podnietili proces inovacie a expanzie zanru,
spocivali napriklad vo vnasani opakujucich sa
struktar vo funkcii refrénu, narastani virtuozity
vokalnych linif, vnasani ariéznych pasazi v troj-
dobom metre, analogickych s formami 4rie ranej
benatskej opery, vo vyuzivani ostinatnych basov
a v jasnejSom, ostrejSom ohranicovani jednotli-
vych pasazi skladby.!” Nové koncertantné moteto
tak bolo rozsiahlejsie, virtudznejsie a kontrastnej-
Sie v jednotlivych sekciach. S tymito hudobnosty-
lovymi premenami prebiehali paralelne zmeny vo
vybere textov moteta, ktory sa zacal odklanat’ od
liturgicky funkénych biblickych citacif a namiesto
nich preferoval novodobu nabozensku tvorbu. Ta
sice vznikala na podklade parafraz biblickych tex-
tov a s pouzitim slovnika a sémantiky kdanonu, ale

castokrat nabozenské dogmy a ich prijatie veriacim

¥ Robert I.. KENDRICK: Introduction. In: Chiara
Margarita COZZOLANI: Motets. A-R Editions, Ma-
dison 1998, s. XII.

Y Ibidem.

not yet fully resolved. The initial six pieces were
certainly taken from Cozzolani’s 1648 Scherzi di
sacra melodia a voce sola collection of solo motets.
The nature of the texts along with the music styles
of the following six pieces in the collection’s first
part do not preclude the possibility that even these
were Speer’s original works. However, this pre-
sumption has not yet been substantiated by evi-
dence based on original sources. As on the title
page Speer refers to only one unknown musician,
it may be that the second lot of the first 12 com-
positions was taken from another of Cozzolani’s
collections. From comparative analysis, her 1642
and 1650 collections must be excluded and, hence,
the only opus in question is the 1640 Primavera di
frori musicali collection as it comprised pieces for
one to four solo voices. However, this assumption
cannot be verified since, until now, not a single,
even fragmentary, copy of Primavera has survived.

Chiara Margarita Cozzolani was one of the
prominent exponents of a new type of concer-
tante motet which, in the 1640s, was part of the
music repertoire in Milan and its surrounding
music centres in Lombardy. First, the new stylistic
elements began appearing in the 1620s in the
works of Gasparo Casati (1610-1641), the maes-
tro di cappella in the Cathedral of Novara, as well
as in those of prominent Venetian compo-sers
such as Giovanni Antonio Rigatti (ca. 1613-1648)
and Giovanni Rovetta (1596-1668).!® The new
elements that stimulated the innovation and ex-
pansion of the genre included, for instance,
adding repeating structures with a refrain-like
function; an increased virtuosity in vocal lines; in-
serting arioso triple-time sections, which were
analogous to the forms of early Venetian operatic
arias; the use of ostinato bass; and more clearly
demarcated individual passages of the composi-
tion.! Thus, the new motet was more extensive

and more virtuosic with more contrasts between

'8 Robert I.. KENDRICK: Introduction. In: Chiara
Margarita COZZOLANI: Motets. A-R Editions, Ma-
dison 1998, p. XII.

1 Thidem.
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bolo vyjadrované mimoriadne emotiviiym a osob-
nym sposobom. Nové literarne spracovanie tex-
tov sa zvlast’ ujalo v motetovom repertoari
zenskych klastorov, kde boli vytvorené osobité
podmienky na pestovanie subjektivnej nabozen-
skej zboznosti. Casto reflektovanymi témami sa
stali adoracia Eucharistii, oslava mena Jezis, me-
ditacie nad Kristovym utrpenim a spoluti¢asti na
tomto utrpeni, ivahy o sprostredkujicej ulohe
Panny Marie a svitych.?’ Objavili sa aj témy a me-
tafory, ktoré mali svoj povod v stredovekej mystike,
teraz ale podanej novym, silno personalizovanym
jazykom, casto vyjadrovanym v podobe individu-
alneho dialégu medzi dusou a Spasitelom.?! Jed-
nym z prikladov transformacie starych nametov do
novej podoby je obraz trpiacej a milujicej duse ako
nevesty Krista, jej Zenicha, ktory ma svoj pévod
v meditaciach cistercianskeho mnicha sv. Ber-
narda z Clairvaux na starozakonnua Ielpieseri lisky
a v literarnej tvorbe novovekého klastorného pro-
stredia sa stal veI'mi obl'ibenym.

V hudobnom style a charaktere textov s6lovych
motet Chiary Margarity Cozzolaniovej sa najviac
prejavuju vietky vyssie uvedené crty. Moteta pre
sélovy sopran, publikované v zbierke Scherzi di sacra
melodia a voce sola (obt. 4) ale nemohli byt” doteraz
dokladne prestudované, ked’ze sa tato zbierka ne-
zachovala kompletne — v oboch znamych exempla-
roch chyba patt pre basso continuo.** Speerove
adaptacie siestich motet sa vsak zachovali kom-
pletne, preto davajua prilezitost’ skiumat’ aj povodny

zdroj, ked’Zze Speer svoj model neprepracovaval

2 Ibidem, s. X — XII; KENDRICK: Celestial Sirens,
s. 4,167 —172.

2 Jana KALINAYOVA-BARTOVA: Medieval Poetry
as the Inspiration for the Composers of the 17th Cen-
tary. In: Musikalische und literarische Kontexte des Barocks
in Mitteleuropa — in der Slowakei. Konferenzbericht.
Ed. Ladislav Kacic. Slavisticky ustav Jana Stanislava
SAV, Bratislava 2015, s. 27 — 42.

22 Zbierka sa zachovala v Bologni, Civico Museo Bi-
bliografico Musicale a vo Wroctawe, Bibliotheka Uni-
wersitecka. RISM A/1/2 C 4361.

the individual sections. These musical and stylistic
transformations went in parallel with changes in
a selection of texts, which began to diverge from
biblical citations with a liturgical function and,
instead, modern religious works were preferred.
Although they were created on the basis of bibli-
cal paraphrases that used the vocabulary and se-
mantics of the canons, religious dogmas and their
acceptance by believers were expressed by ex-
tremely emotional and personal means. The new
literary elaboration of texts was especially adopted
in the motet reperoire of nuns’ convents as they
provided particullary favourable conditions for
cultivation of subjective piety. Adoration of the
Eucharist, the celebration of Jesus’ name, medi-
tation about Christ Passion and empathy with His
suffering, and contemplating of the role of the
Virgin Mary and the saints as intercessors became
the themes often reflected in the texts.? Themes
and metaphors which had their origins in me-
dieval mysticism also appeared in the texts; how-
ever, mysticism was now being expressed by
a new, strongly personalised language, often in the
form of a dialogue between a soul and the Sav-
iour.?! An example of the transformation of the
old themes into a new form is an image of a bride-
groom relation between a suffering and loving
soul (the bride) and Christ (the groom), which has
its origin in the meditations of the Cistercian
monk Bernard of Clairvaux on the Old Testa-
ment’s Song of Songs. This image became very pop-
ular in the literary works of the contemporaneous
monastic environment.

The above mentioned musical and textual
characteristics were most evident in Cozzolani’s

solo motets. However, those for a solo soprano

% Ibidem, pp. X—XII; KENDRICK: Céelestial Sirens,
pp- 4, 167-172.

! Jana KALINAYOVA-BARTOVA: Medieval Poetry
as the Inspiration for the Composers of the 17th Cen-
tury. In: Musikalische und literarische Kontexte des Barocks
in Mittelenropa — in der Slowakei. Konferenzbericht.
Ed. Ladislav Kacic. Slavisticky dstav Jana Stanislava
SAV, Bratislava 2015, pp. 27—42.
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radikalnym sposobom. To mozno posudit’ na za-
klade porovnania vokalneho partu vo verzii Coz-
zolaniovej a Speera.

Speerove prepracovania v zasade zachovavaja
povodny register solového hlasu, melodicko-ryt-
micky a harmonicky priebeh skladby; vnesené
zmeny su minimalne, tykajd sa iba detailov
v rytme a niekedy aj v artikulacii. Speerovym naj-
vacsim vkladom je posilnenie instrumentalneho
sprievodu bassa continna Styrmi obligatnymi sla-
¢ikovymi néastrojmi, takze pévodne monodicka
textura diela sa meni na 5-hlas, sadzbu, ktora
bola ku koncu 17. storocia stale obl'ibenejsia
a postupne vytlacala starsiu zauzivand formu ob-
ligatneho instrumentalneho sprievodu v talian-
skej koncertantnej hudbe, ktoru tvorila dvojica
husli.?? V nemeckom skladatel'skom okruhu bol
v 2. polovici 17. storocia 4-, resp. 5-hlasny (ak
pocitame aj melodicky continuovy nastroj) in-
strumentalny sprievod obl'ibeny a Speer nebol
jediny, ktory takto upravoval diela talianskych
skladatePov. Dalim prikladom je iprava Baltha-
sara Erbena moteta Giacoma Carissimiho, v kto-
rej Erben k $iestim pévodnym vokalnym partom
pridal 4-hlasnu skupinu viol.?*

Pridana instrumentalna skupina plni trojna-
sobnd dlohu: uvadza, oddeluje a sprevadza.
V tomto Speer navizuje na tradiciu kompono-
vania zaalpského moteta evanjelickymi sklada-
tel'mi, ktori od 20-tych rokov 17. storocia radi
uvadzali vokalne pasaze instrumentalnymi pre-
dohrami a vsavali medzi ne instrumentalne me-

dzihry.?> Speerove Gvodné sonaty maji casto

» John Walther HILL: Baroque Music. Music in Western
Europe, 1580 — 1750. W. W. Norton & Company, New
York — London 2005, s. 291.

2 Sustinuimus pacem a 10 C. C. A. T. T. B ¢ 4 viol. di Bal-
tasar Erben. RISM 1D no.: 190008286.

» Walter WERBECK: Die Rolle der Instrumente im
Werk Johann Hermann Scheins. In: Schiitz-Jabrbuch,
19. Jahrgang. Ed. Walter Werbeck. Barenreiter, Kassel —
Basel — London — New York — Prag 1997, s. 55 —
70.

voice in her Scherzi di sacra melodia a voce sola collec-
tion (Pic. 4) could not have been thoroughly stu-
died as the collection has been preserved
incompletely with both extant copies missing the
basso continuo parts.”> However, Speet’s adaptations
of these 6 motets are fully preserved and thus pro-
vide an opportunity to examine the original pieces
since Speer did not rework them radically in his
models. This can be confirmed by comparing the
vocal parts in Cozzolani’s and Speet’s versions.

In general, Speer’s reworking maintains the
original range of the solo voice and the original
melodic, rthythmic and harmonious progressions
of the pieces; the changes are minimal and they
concern the rhythm and sometimes the articula-
tion. Speer’s greatest contribution is in strengthen-
ing the basso continuo instrumental accompaniment
with four obligatory string instruments; thus the
initial monodic texture of the compositions is
converted into the 5-part arrangement which be-
came increasingly popular towards the end of the
17% century and gradually replaced the older
form of instrumental accompaniment of two vi-
olins which had been commonly used in Italian
concertante music.?> Within the cultural circle of
German composers in the second half of the
17t century, four- or rather five-part accompani-
ment was popular (if the melodic basso continuo
instrument is included), and Speer was not the
only one who reworked the pieces of Italian
composers in this way. Another example is Bal-
thasar Erben’s modification of a motet by Gia-
como Carissimi by adding a group of four violas
to six original vocal parts.?*

The added instrumental group has three roles:

introductory, separative and accompanying, In this,

?2'The collection has been preserved in the Civico Mu-
seo Bibliografico Musicale in Bologna and in the Bibli-
otheka Uniwersitecka in Wroctaw, RISM A/I/2 C 4361.
# John Walther HILL: Barogue Music. Music in Western
Europe, 1580—1750. W. W. Norton & Company, New
York — London 2005, p. 291.

2 Sustinunimns pacem a 10 C. C. A. 1. 'T. B ¢ 4 viol. Di Bal-
tasar Erben. RISM 1D no. 190008286.
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anticipacnu funkciu. Instrumentalne medzihry su
zvycajne vsunuté za kazdou vyznamove ohrani-
¢enou textovou frazou a ich funkcia je repeticna.
Instrumentalne hlasy v medzihrach aj v sprie-
vode vokalneho partu su vedené prevazne ho-
mofénno-akordicky, len miestami nadobudaju
vacsiu polyfonicku samostatnost’. Ked’ze instru-
mentalne medzihry neprinasaju novy material
ani z melodicko-rytmickej ani z harmonicke;j
stranky, oslabuju kontrast medzi jednotlivymi
vokalnymi sekciami pévodnych verzii, skladby
v Speerovom prepracovani pésobia menej ex-
presivne a ,,hranato®, nadobudaju vicsiu homo-
génnost’ v porovnani s povodnymi verziami.
Medzi vydanim Cozzolaniovej zbierky Scherzi di
sacra melodia a Speerovej zbierky Philomela angelica
uplynulo 40 rokov, ktoré priniesli isté zmeny vo
vyvoji koncertantného Stylu i vSeobecne v kom-
pozicnom myslenf a iste hrali svoju ulohu aj pri
Speerovom aranzérskom pristupe k jeho mode-
lom. Nové trendy sa prejavovali napriklad klade-
nim vyraznejsej funkcie obligatnych hudobnych
nastrojov na vystavbe diela a stabilnej$im har-
monickym podorysom s istym modulac¢nym pla-
nom, vd'aka comu aj malé duchovné koncerty
naberali na rozmeroch a predlzovanim jednotli-
vych kontrastnych usekov, ich harmonickym
uzatvaranim smerovali ku kantate vrcholného
baroka. Pravdepoddobne tento trend mal Speer
na mysli, ked’ na titulnom liste zdévodnoval
svoje apravy slovami: ,,aby dielko vzrdstlo k spravne
velkosts."

Tento zvazok kritickej pramennej edicie
Speerovej zbierky Philomela angelica obsahuje tri
prepracovania Cozzolaniovej skladieb zo spomi-
nanej zbierky Scherzi di sacra melodia. Z. dvanastich
kompozicii, ktoré tvoria obsah Cozzolaniove;j
zbierky Speer prevzal iba Sest’. Postupoval vybe-
rovo, pravdepodobne podla textu skladieb a ich
vhodnosti pouzitia pre nabozenské potreby aj v
evanjelickom prostredi. Vo vybere st skladby na
oslavu mena Jezis, k adoracii Eucharistie, k Na-
rodeniu Jezisa, ale do vyberu nebola zaradena

skladba s marianskou tematikou.

Speer follows the tradition of motets written in
the transalpine regions by Lutheran composers,
who, from the 1620s, used to introduce vocal pas-
sages by instrumental preludes and insert instru-
mental interludes between them.?> Speet’s intro-
ductory sonatas often have an anticipative func-
tion. The instrumental interludes are usually in-
serted after each meaningful text phrase and they
have a repetitive function. The parts of the in-
strumental interludes along with those in the
vocal parts accompaniment moved largely homo-
phonically with chords, only occasionally acquir-
ing a greater polyphonic independence. Since
Speer’s instrumental interludes do not introduce
new melodic, rhythmic and harmonic materials,
they weaken the contrast between the individual
vocal sections of the original Cozzolani’s versions
and, hence, Speer’s reworking of the original
compositions sounds less expressive and “boxy”,
and tending to greater homogeneity. Forty years
passed between the publication of Cozzolani’s
Scherzi di sacra melodia and Speet’s Philomela angelica,
and this time span brought some changes in the
development of concertante style as well as com-
positional thinking in general, which certainly
played a role also in Speet’s approach to arrange-
ment in his models. The new trends were mani-
fested, for instance, in strengthening the role of
the obligatory instruments in the composition
structure and a more stable harmonic scheme
with a certain modulation plan; this allowed the
small-scale sacred concert to increase in length
and, by prolonging the individual contrasting sec-
tions and concluding them harmonically, led to-
wards the High Baroque cantata. Speer had pro-
bably this trend in mind when he stated on the title
page: “so that the lovely opus can rise to the right size.”’
This volume of Speers’s Philomela angelica’s cri-
tical edition contains three reworkings of Coz-

zolani’s pieces from her Scherzi di sacra melodia

% Walter WERBECK: Die Rolle der Instrumente im
Werk Johann Hermann Scheins. In: Schiitz-Jabrbuch, Year
19, 1997. Ed. Walter Werbeck. Barenreiter, Kassel —
Basel — London — New York — Prague, pp. 55-70.
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O Jesu meus amor, Gvodna skladba v Spee-
rovej kolekctii, je v Cozzolaniovej zbierke publi-
kovana ako druha v poradi. V svojom originali je
tato skladba dobrym prikladom milanskeho sélo-
vého moteta 40-tych rokov 17. storocia, obl'ibe-
ného najma v zenskych klauzurovych klastoroch.?¢
Nebiblicky, pomerne rozsiahly prozaicky text
k adoracii Jezidovi je dielom neznameho autora.
Vyznacuje sa mimoradne subjektivnou expresiou
duse, vyjadrujucej tuzbu po Jezisovi dramatic-
kymi obrazmi, plnymi kontrastov (a& ma ukrigu-
Jes, budem ta chvdlit) a nastojcivymi apelmi na
prichod nedosiahnutelného, stale unikajucieho,
milovaného Krista. Niektor{ badatelia v takychto
textoch vidia prejavy raného quietizmu, jedného
zo smerov moderného mysticizmu 17. storocia,
ktorého obl'ibenou témou bolo umftvovanie.?’
Text ma charakter prézy, ale pozostiva z viace-
rych podobne struktirovanych fraz v rovnakom
syntaktickom formate bez subordinacie (parata-
xi5).28 Tento princip tvorenia literarneho textu je
casty vo vybere textov, zhudobnovanych Cozzo-
laniovou a uplatnil sa aj v textoch nasledujucich
dvoch skladieb tohto zvizku. Paralely v jeho po-
uzivani mozno vidiet’ od 16. storocia v kaznach
talianskych kazatel'ov, napriklad Karola a Frede-
rika Boromejskych,?? ale na tomto principe si za-
lozené aj texty litanii. Neustaly navrat motivu
ziadaného prichodu Jezisa pravdepodobne viedol
Cozzolani k repeticnému pouzitiu niekol'kych
hudobnych motivov v priebehu skladby (na slova
vent, amo te), ktoré nadobudaju funkciu kvazi ref-
rénu. Dramatickému, expresivhemu obsahu textu

zodpoveda aj jeho zhudobnenie, ktoré na malych

2 KENDRICK: Céelestial Sirens, s. 369.

27 Ibidem, s. 378.

8 Napriklad: ...venz, amo te, mea felicitas, mea lux redeas,
amo te, veni, meunt cor, veni, mea lux, mea sors,

0, vent, meun cor, bone Jesu, mea lux, mea sors,

veni, amo te, mea jucunditas, mea felicitas,

veni, ano te, bone Jesu, dulcis Jesu, chare Jesu,

ano fte.

2 KENDRICK: Introduction. In: COZZOILANI,
s. X1.

collection. Of the twelve compositions that make
up the content of Schergs, Speer only chose six.
His selections were probably based on consider-
ing the textual characteristics of the compositions
and their suitability also for religious needs in the
Lutheran environment. Speer’s choices focused
on the pieces whose texts celebrate Jesus’s name,
on the adoration of the Eucharist, and the Birth
of Jesus. However, he did not include a compo-
sition with the Marian theme.

O Jesu meus amor, the introductory compo-
sition in Speer’s collection, is published second in
Cozzolani’s Schergi. In its original version, this
piece is a good example representing a solo motet
typically composed in 1640s’ Milan and largely
popular in cloistered convents.?* The motet’s non-
biblical, fairly extensive prosaic text to the adora-
tion of Jesus is a work of an unknown author.
It is a strongly subjective meditation of a soul,
which expresses the desire for the beloved Jesus.
The text uses very dramatic, contrasting images
(¢f you cructfy me, 1 will praise you) and contains eager
appeals to the arrival of the unreacheable, yet for-
ever unattainable Christ. Some scholars find that
the text bears the early signs of Quietism, one of
the directions in seventeenth-century modern
mysticism with mortification as its frequent
theme.?’ The text has a prosaic character, but con-
sists of several similatly structured phrases in the
same syntactical format without subordination
(parataxis).”® The texts created by using this literary
principle were often chosen by Cozzolani for her
compositions, including the next two in this vol-
ume. Parallels with applying the same method can
be seen from the sixteenth century in the sermons

of Italian preachers, such as Carlo Borromeo and

2 KENDRICK, Celestial Sirens, p. 378.

7 Ibidem, p. 369.

* For example: ... veni, amote, meafelicitas, mea lux redeas,
amo te, veni, meunicor, vent, mea lux, mea sors,

0, vent, meunicor, bone Jesu, mea lux, mea sors,

veni, aniote, mea jucunditas, mea felicitas,

vent, amote, bone Jesu, dulcislesu, chare Jesu,

anmote.
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plochach ¢asto meni vyraz. Na malom priestore
sa striedaju expresivne, deklamativne koncipo-
vané pasaze s aridznymi isekmi vo vyraznom ta-
necnom rytme (takty 38 — 46), inde apelativny
vyraz dosahovany repetujucim fanfarovym moti-
vom (takt 59 na slovo ostende, takt 82 na slova guo
fugis, takty 97 — 98 na slovo converte, takty 119 —
121 na slovo reverte) striedaja vzdychy v lamen-
tézne vyznievajucom klesajucom intervale kvarty
(takty 111 — 113), alebo recitativne koncipované
useky vyust’uja do dlhej koloratary s rétorickym
vyznamom (takty 71 — 78). Neustalej zmene vy-
razu napomaha aj harmonicky pohyb skladby.
Jeho zaklad je v D, ale kratke modulacie na
vrchnu a spodnu dominantu, ale aj vzdialenejsie
stupne prostrednictvom striedania vel'kej a malej
tercie ho robia znac¢ne flexibilnym. Zvlastny je na-
priklad harmonicky pohyb a kadencovanie na Fis
(takty 200 — 212), ktoré v stredotonovom ladeni
klavesového nastroja bassa continna mohlo zniet
znacne disonantne. Speer k originalnej verzii pri-
dal uvodnu sonatu, vystavanu z dvoch motivoy,
zhudobnujucich prvé dve textové frazy. Instru-
mentalne medzihry tu Speer vsuval za kazdou
frazou a ich funkcia bola repetovat’ motiv uve-
deny s6lovym hlasom. Uplné, respektivne &ias-
tocné, ,,echové® repetovanie motivu sélového
hlasu bola procedura, ktord skladatelia uplatfio-
vali aj pri pouziti sprievodu dvojicou obligatnych
husli. Speer ale medzihram poskytol vaési prie-
stor, dokonca na niektorych miestach ich upred-
nostnil — nahradil nimi pévodne vokalne sélo
(takty 176 — 178, kde vokalny part presunul do
druhych husli) alebo vsunul novd, vokalno-in-
strumentalnu repeticiu (takty 34 — 36), dokonca
na jednom mieste vynechal povodnu vokalnu re-
peticiu (mala {st’ za taktom 184 na slovo veni),
v com mozno vidiet’ snahu po dosiahnuti vyva-
zenejSieho pomeru medzi vokalnou a instrumen-
talnou zlozkou skladby. K vstvaniu instrumen-
talnych medzihier alebo pridavaniu in§trumental-
neho sprievodu vsak nepristupoval mechanicky,
ale riadil sa aj obsahom textu: ta najdramatickejsia
textova pasaz blizko stredu skladby (takty 81 — 96)

so zvlastnym harmonickym progresom na Fis

Federigo Borromeo.?” Litany texts were also
based on this principle.

The constantly repeating theme of the desired
arrival of Jesus very likely led Cozzolani to a re-
petitive use of several motifs (for the expressions
veni and amo te), which achieve a quasi ritornel
function in the composition. The text’s dramatic
and expressive content is reflected in the music
and, the expression is often changed. On a rela-
tively small space, the expressive, declamatory-
conceived passages alternate with the arioso
sections composed in a disctinct dance rhythm
(as in bars 38—46, where the change is very obvi-
ous); or the expression of appeal achieved by the
repetitive fanfare motif (ostende in bar 59, quo fugis
in bar 82, converte in bars 97-98, and reverte in bars
119-121) is followed by sighs of the descending
fourth (bars 111-113); or the recitative sections
in bars 71-78 lead to the prolonged, rhetorically
purposeful coloratura. The constant changes in
the musical expression are supported by the har-
monic progression. The principal tonal base is
D key, but frequent brief modulations to the
upper and lower dominants and —using the alter-
nations between the Major and minor thirds—also
to more distant scale degrees make this base
rather flexible. The harmonic move and cadence
on F sharp (in bars 200-212) are peculiat, because
in the meantone temperament of a keyboard
basso continuo instrument, may have sounded
rather dissonant. Speer added an introductory
sonata to the original version and built it on two
motifs which were also used for the first two text
phrases. Speer used to insert an instrumental in-
terlude after each verse mostly to repeat the
motif introduced by the solo voice, i.e. the inter-
lude had a repetitive function. A complete, or
partial “echo” repetitions of the solo voice motif
is a process that composers also applied when
using a pair of obligatory violins. However, Speer

gave the instrumental interludes a larger space; in

* KENDRICK: Introduction. In: COZZOLANI,
p- XL

XxXviii



ostala neporusena, pravdepodobne preto, aby sa
instrumentalnymi medzihrami neoslabil jej po-
vodny dramaticky ucinok.

Nasledujuce dve skladby prevzal Speer do
svojej zbierky v poradi, v akom boli publikované
v povodnom zdroji. Venite qui esuritis aj Ve-
nite gentes opit’ zhudobnuju originalny nabo-
zensky text neznameho autora, i ked’ text prvej
skladby vnasa altzie na pasaze zo starozakon-
nych Prislovi (9:5) a Velpiesne lasky (5:1), aj na pa-
saze Lukdsovho evanjelia (6:21). Obe skladby patria
k tej relativne pocetnej casti Cozzolaniovej diela,
ktora reflektuje, aké dolezité miesto v liturgii
u svitej Radegundy mala adoracia a prijimanie
Eucharistie. Z kurialnych protokolov vyplyva,
ze pocas omsi u svitej Radegundy sa spievali aj
moteta s neliturgickymi textami.3? Uplatnenie
tychto skladieb vzhI'adom na obsah textu bolo
najskor pocas prijimania.’! Silno personalizo-
vany, dramaticky vyjadrovany vzt'ah k objektu
adoracie, aky sa prejavuje v texte skladby O Jesu
mens amor je tu utlmeny a najma tvodné textové
frazy maja v oboch pripadoch kongregacny cha-
rakter vyzvy k celému spolocenstvu prist’ a na-
sytit” sa nebeskym pokrmom, ktory az neskor
prechadza k emotivne zosilnenému apelu na jed-
notlivea. Struktira textu ma v oboch Eucharis-
tickych motetach prozaicky zaklad, ale vo Venite
qui esuritis vytvaraju jednotlivé frazy vicsie celky
s pravidelnejsou, kvazi versovou strofickou stav-
bou o pocte Styroch 6-versovych strof. Zave-
recny celok ma najpravidelnejsiu formu blizku

hymnu, zlozenu z piatich 8-slabi¢nych versov

3 Zaznamy v protokoloch obsahuju vyhrady voci
dizke takychto kompozicif po¢as Pozdvihovania (Ele-
vacie). Pozri KENDRICK: Introduction. In: COZ-
ZOLANI, s. XI. , KENDRICK: Celestial Sirens, s. 369
a 379.

' Kendrick predpoklada ich spievanie pri pozdviho-
vani, ale obsahom st vhodnejsie pre prijimanie. To po-
tvrdzuje aj rukopisnd dobova poznamka pri tychto
dvoch skladbach, ktora je uvedena v indexe jedného

z partov exemplara z Podolinca: De Communione.

some places, he even preferred to replace the
vocal solo with an interlude (e.g. in bars 176—178,
where the vocal part is moved to the second vio-
lin), or he inserted a new vocal-instrumental rep-
etition (in bars 34-36). In one place, he omitted
the whole vocal repetition (on the word veni)
which should have followed after bar 184); this
demonstrates his effort to achieve a more balanced
relationship between the vocal and the instrumen-
tal components of the composition. However,
when inserting the interludes or adding the instru-
mental accompaniment, Speer did not systemati-
cally follow the model, but he also considered the
meaning of the text. The most dramatic text pas-
sages around the middle of the piece (in bars 81—
96) with the previously mentioned peculiar
harmonic progression to F sharp, were left as in
their original version as a vocal solo with no in-
strumental interludes and no accompaniment of
4 strings. Speer probably decided to leave it intact
because so as not to lessen the expressive impact
of this climactic section.

The next two titles in Philomela angelica, Venite
qui esuritis and Venite gentes, are placed
in the same order following each other as they
were published in the original source. Both com-
positions are set to original religious texts of an
unknown author, although the text of Venite qu:
esuritis contains allusions to passages from the
Old Testament (Proverbs 9:5, Song of Songs 5:1,
and Luke 6:21). Venite qui esuritis and VVenite gentes
belong to the relatively large part of Cozzolani’s
ocuvre that reflects the importance of Adoration
and receiving the Eucharist in the Radegonda
liturgy. The curial protocols lead to the conclu-
sion that motets with non-liturgical texts were
also sung during masses at St. Radegonda.’’
The texts meanings of these compositions sug-

gest them being most likely performed during

*The notes in the Protocols contain objections to the
length of such compositions during the Elevation. See
KENDRICK: Introduction. In: COZZOLANI, p. XI.,
KENDRICK: Celestial Sirens, p. 369 and p. 379.
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a zaverecného 7-slabi¢ného versa (O magna Dei
bonitas, ..., o dulcissime Jes).

Hudobné spracovanie Venite qui esuritis po-
sobi homogénnejsie ako v pripade prvej skladby
tohto zvizku. Kontrastne koncipované pasaze sa
v nom striedaju len ojedinele a vytvaraju vacsie
plochy; k zmene dvojdobého metra na trojdobé
prichadza iba dvakrat (takty 73 a 123). Mobilizujici
kongregac¢ny charakter textu koresponduje s umier-
nenym, radostnym vyrazom uvodnych pasazi vra-
tane Speerom pridanej sonaty, ktora sice nevyu-
zfva material nasledujiceho vokalneho exordia, ale
tvori s nim jednotu vdaka rovnakému vyrazu.
Text je zhudobneny vicsinou sylabicky a v tomto
kontexte o to viac extrémne posobi neobycajne
dlha koloratara (takty 46 — 53) na slovo nebriamini
(opojte sa), ktora je jednym z mnohych prikladov,
ako Cozzolaniova narabala s principmi rétoriky.
Aj v tomto motete Cozzolaniova vyznam zhudob-
novaného slova alebo slovného spojenia v texto-
vych frazach zdoraznovala jeho viacnasobnym
opakovanim so sekvencovitym postivanim toho
istého motivu, ale aj jeho kolorovanim. Inde zase
ddlezitost’ textu vyjadrila navratom k pomalSiemu
parnemu metru a recitativnou deklamaciou slov
bez ich opakovania (takty 91 — 96). To, akd dole-
zitd dlohu v gradacii hudobného procesu videla
Cozzolaniova v repeticii mozno pozorovat’ v spra-
covani posledného, toho najintimnejsicho texto-
vého celku, ktory vyznieva ako individualna,
vel'mi osobna modlitba za neutichanie tazby po
Eucharistii. Cozzolaniova tu nastojcivé opakova-
nie slov e# 7e znasobila repeticiou celej hudobnej
pasaze (od taktu 172), ktorta vsunula pred zave-
re¢nu textovu frazu (o duleissime Jesu). Repetovanie
tak dlhého tseku nema primarne funkciu hudob-
notektonickq, ale rétoricku.

Venite gentes zacina Speerovou instrumen-
talnou introdukciou v bodrom, pravidelnom, pri-
tom vyraznom rytme osminovych hodnot,
anticipujucich ustredny motiv exordia (takt 16),
viazaného na slova venite gentes, ktorym akoby sa
pobadali narody ,,bezat’ na svadbu Baranka®.
Rozdielny charakter textu prvej polovice moteta,

ktory je vSeobecnou vyzvou k 'udu ztucastnit’ sa

Communion.®! The strongly personalised, dra-
matically expressed relationship to the object of
Adoration in O Jesu mens amoris in Venite qui esuritis
and Venzte gentes subdued and, especially, the char-
acter of their introductory text phrases is congre-
gational—a call to the whole community to come
and be filled with heavenly food; only later this
grows into an emotionally intensified appeal to
the individual. The structure of the text in both
Eucharistic motets is prosaic; however, the indi-
vidual phrases in Venite qui esuritis create bigger
wholes with a more regular, quasi strophic verse
schema using four six-verse strophes. The closing
section has the most regular form, very similar to
a hymn, and is composed of five eight-syllable
verses and a final verse of seven syllables
(O magna Dei bonita, ..., o dulcissime Jesn).

The musical rendering of Venite qui esuritis ap-
pears to be more homogeneous than that of
O Jesu mens amor. Contrastingly conceived pas-
sages alternate only rarely and create larger areas;
a change from two-beat metre into three-beat
metre occurs only twice (in bars 73 and 123). The
text’s mobilising and congregational character
corresponds with the moderate, joyful expression
of the introductory passages including the sonata
added by Speer; although the material of the fol-
lowing vocal exordium is not used in the sonata,
they are unified through the same expression.
Musically, the text is mostly rendered syllabically
and, in this context, the unusually long coloratura
for the word #nebriamini (imbibe, saturate your-
selves) in bars 46 to 53 makes an extreme effect
and is one of many examples of Cozzolani’s
work with the principles of rhetoric. Also in this
motet, Cozzolani stressed the meaning of a word
or word combination in the text phrases by re-
peating them several times in sequential shifts of

the same motif and its embellishment at the same

3 Kendrick presumes them to be sung during the Ele-
vation although with their contents they are more sui-
table for the Communion. This is also affirmed by the
hand-written note De Communione in the Index for one

of the parts in the Podolinec copy.
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posvitnej hostiny a intimny apel na jednotlivca
vyjadreny v druhej polovici textu su zhudobnené
inymi metédami. Zatial' co prva textova cast’ po-
zostava z viacerych ohranicenych, metrorytmicky
kontrastne koncipovanych usekov, miestami do-
plnenych o instrumentalne medzihry alebo za-
very, druha cast’ (takty 102 — 143) je metro-
rytmicky homogénna a tento charakter umocnuje
aj opakujuce sa uvadzanie kazdej novej textovej
jednotky rovnakym, vyrazne kantabilnym moti-
vom. Vynimkou je len posledna textova fraza,
ktora ma recitativny deklamacny charakter (takty
133 —142), aby sa tak zvysil ucinok nastupu oslav-
ného koloratirne koncipovaného zavere¢ného
aleluja. Ucinok rozsiahlych melizmatickych pa-
sazi je tu umocneny poziadavkami na vytvaranie
sonoristickych efektov rychleho striedania piana
a forte. Takéto naro¢né koloratirne pasaze nam
pomahaja vytvorit’ si obraz o vysokej urovni vo-
kalneho umenia mniSok u sv. Radegundy a zaro-
ven kladu zatial nezodpovedand otazku, kto
takéto pasaze bol schopny zaspievat’ v skolskom
prostredi, kde posobil Daniel Speer v case, ked
vysla jeho Philomela angelica. Sopranové party sa-
kralnej hudby v luteranskom prostredi zvycajne
spievali chlapcenské hlasy, v tomto pripade by
v$ak museli mat’ velmi dobre §kolenych jedno-
tlivcov.

V tretej kapitole prvého vydania svojho hu-
dobno-teoretického traktatu si Speer kladie
otazku, akd hudobnu vybavu by mal mat’ adept
kompozicie.?> Medzi inym uvadza, ze by mal mat’
invenciu pre mel6diu a schopnost’ vyjadrit’ obsah
slov spravnymi hudobnymi prostriedkami. Zda
sa, ze toto boli ¢rty, ktorymi ho zaujala a inspiro-

vala aj tvorba Chiary Margarity Cozzolaniove;.

2 SPEER: Grundrichtiger, kurtz, leicht und nothiger Unter-
richt..., 1687, s. 69 — 71.

time. In another place (in bars 91-96), she ex-
pressed the importance of the text by returning
to a slower even metre and by a recitative decla-
mation of the words without their repetition. The
importance that Cozzolani placed on a repetition
for musical gradation can be seen in her render-
ing of the last and most intimate text unit, which
sounds as an individual, very personal prayer for
the everlasting desire for the Eucharist. Here,
starting from bar 172, Cozzolani compounded
the insistent repeating of the words e 7 by a rep-
etition of the entire passage, which she inserted
before the final text phrase (o dulcissime Jesu). Mu-
sically, repeating such a long section does not pri-
marily carry a tectonic function but, instead,
a rhetorical one.

Veenite gentes begins with Speer’s instrumental
introduction in a brisk, regular, yet distinct
rhythm of quavers which anticipates the central
motif of exordium (bar 16) connected with the
words venite gentes, as if to arouse the nations “to
hasten to the wedding of the Lamb”. The differ-
ent methods of musical rendering correspond
with the differences in the character of the text;
the first half of the motet is a general appeal to
people to participate in the sacred feast, and the
second part is an intimate appeal to every indi-
vidual. While the first text part consists of several
demarcated sections conceived with metro-rhyth-
mical contrasts being sometimes supplemented
with instrumental interludes or conclusions, the
second part (bars 102—143) is metro-rhythmically
homogeneous; this homogeneity is enhanced by
introducing every new text unit with the same,
highly cantabile motif. The only exception to this
is the last text phrase, which has a declamatory
recitative character in order to intensify the effect
of the beginning of the final celebratory alleluia
with its coloraturas. The impact of the extensive
melismatic passages in the alleluia is compounded
by the sonoric effects achieved by rapid changes
between piano and forte. Such demanding pas-
sages help us create a picture of the high standard
of vocal artistry of the St. Radegonda nuns; they

also raises an issue as to who was able to sing the
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Dobova recepcia tvorby Chiary Margarity
Cozzolaniovej v kontexte Speerovych umelec-
kych snaZeni

I ked” Cozzolaniova publikovala iba styri hudobné
zbierky v pomerne uzkom ¢asovom rozpiti de-
siatich rokov, jej tvorba sa stala znamou a rozsi-
renou v Taliansku aj za Alpami. Okrem prvej
zbierky sa jej tlace objavovali v katalégoch Vin-
centiho ponuky hudobnych tlaci aj v 60-tych ro-
koch 17. storocia.? V zaalpskych krajinach bola
jej tvorba znama najmad na evanjelickych nemec-
kych chéroch. K tomu zaiste prispel fakt, ze
sedem rokov po vydani zbietky Concerti sacri ne-
mecky editor Ambrosius Profius zaradil do jedne;j
zo svojich popularnych antolégii modernej talian-
skej hudby, Corollarium geistlicher Collectaneorum
z roku 1649, aj jedno moteto z tejto zbierky. Islo
o skladbu O dulce Jesu pre dva soprany a basso conti-
nuo, ktora neskor cirkulovala v odpisoch pravde-
podobne z tohto zdroja. Jeden odpis sa v skratenej
verzii zachoval v ramci hudobnej zbierky Milosrd-
nych bratov v Linzi a druhy, s neskorsie prida-
nymi partami dvoch husli, sa tdajne nasiel v neme-
novanom ceskom hudobnom archive.* Ina
skladba zo zbietky Concerti sacri — Concinant lingnae
pre solovy alt kolovala v Parizi pod menom Gia-
coma Carissimiho.?> Podl'a hudobného inventara
z evanjelického kostola v Ansbachu z roku 1686
sa v tamoj$ej zbierke hudobnin nachadzali aj od-
pisy dvoch skladieb zo zbierky Scherzi di sacra melo-
dia — Venite gentes a Quis mibi det spolu so svetskou
ariou No, 0, che mare36 Z:alm Landate pueri 7 posled-
nej publikovanej zbierky Salmi a otto voci concertati

sa v prepracovanej verzii pod menom Domenica

3 KENDRICK: Celestial Sirens, s. 302.

* KENDRICK: Introduction. In: COZZOLANI,
s. XV.

3 KENDRICK: Celestial Sirens, s. 375.

% Richard SCHAAL: Die Musikhandschriften des Ansba-
cher Inventars von 1686. Heinrichshofen, Wilhelmshaven
1960, s. 42. Na foliu 987 je zaznam: Vom Cozzolan:.
Venite gentes. Canto solo. Ex F. Quis mibi det. Canto solo et
Continno ex Cb. Pozri aj KENDRICK: Celestial Sirens,
s. 375.

coloraturas in the school environment where
Speer was appointed at the time of his Philomela
angelica’s publication. In the Lutheran circles, so-
prano parts were usually sung by boys; in this case,
however, there would have had to be very well
trained individuals.

The third chapter of Speer’s first edition of his
music theory treatise poses a question as to what
musical predispositions an aspiring student of
composition should possess.’? Amongst them,
Speer lists a melodic invention and the ability to
express the meaning of words by appropriate mu-
sical means. It seems that these were attractive and

inspiring attributes he found in Cozzolani’s oeuvre.

Period Reception of the Work of Chiara Mar-
garita Cozzolani in the Context of Speer’s
Artistic Efforts

Although Cozzolani published only 4 music col-
lections in a relatively short time span of 10 years,
her work became famous and disseminated in
Italy and the transalpine countries. In addition to
the first collection, her prints also appeared in
Vincenti’s printed music catalogues in the 1660s.33
Her work was known in transalpine countries es-
pecially among Lutheran German choruses. The
fact that 7 years after publishing the Concerti sacri
collection the German editor Ambrosius Profius
included one of the motets from this collection
in his popular anthologies of Italian music enti-
tled Corollarium geistlicher Collectaneorum of 1649,
most definitively contributed to this. It was the
composition O dulce Jesu for two sopranos and a
basso continno which later circulated in copies, most
probably of this source. One copy was preserved
in a short version in the Merciful Brothers’s music
collection in Linz and the second one, with parts
for two violins added later, was allegedly found

in an unnamed Czech music archive.3* Another

2 SPEER: Grundrichtiger, kurtz, leichtundnithiger Unter-
richt..., 1687, pp. 69-71.

3 KENDRICK: Celestial Sirens, p. 302.

#* KENDRICK: Introduction. In: COZZOLANI,
p- XV.
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Zipoliho dostal az do Bolivie.?” Nas ale najviac
zaujima otazka, akymi cestami mohol spoznat’
tvorbu Chiary Margarity Cozzolaniovej Daniel
Speer. Odpovedat’ na niu nebude jednoduché,
pretoze v Speerovej biografii je viacero otaznikov.

Prvy kontakt s tvorbou Cozzolaniovej mohol
poskytovat’ uz Speerov pobyt na gymnaziu Marie
Magdalény v jeho rodisku. Mesto Wroclaw bolo
vyznamnym centrom hudobného zivota, organi-
zované¢ho viacerymi hudobnymi institdciami.’®
O ich hudobnych zaujmoch svedc¢i dodnes zacho-
vana rozsiahla zbierka hudobnych tla¢i a rukopi-

sov,*? v ktorej sa nachadzaju aj kompletné alebo

¥ Rukopis sa nachadza v Bolivii, Concepcién (Nuflo
de Chavez), Archivo Musical de Chiquitos, Sa33 (olim
Inventario 4). Informacia podla Linda Maria KOL-
DAU: Chiara Margarita Cozzolani. In: Musikvermittiung
und Genderforschung: Lexikon und multimediale Prasentatio-
nen. Bd. Beatrix Borchard. Hochschule fiir Musik und
Theater, Hamburg 2003. Accessible on-line: http://
mugi.hfmt-hamburg.de/A_lexartikel/lexartikel.php
rid=cozz1602 (28.5.2016)

% Tomasz JEZ: The Italian Baroque Repertoire in St.
Elisabeth Church in Wroctaw. In: Early Music. Context
and ldeas I1. International Conference in Musicology, Krakon,
11 — 14 September 2008. 1nstitute of Musicology Jagiel-
lonian University, Krakéw 2008, s. 399 — 408; Tomasz
JEZ: La diffusione del repertorio policorale dell Ttalia
del nord nell’ambiente protestante della Slesia nel
primo Seicento. In: [a musica policorale in Italia e nell Eu-
ropa centro-orientale fra Cingue ¢ Seicento. Ed. Aleksandra
Patalas, Marina Toffetti. Fondazione Levi, Venezia
2012, s. 215 — 228. Pozti aj Barbara WIERMANN: Die
Musikaliensammlungen und Musikpflege im Umbkreis
der St. Elisabethkirche Breslau. Kirchliches und biit-
gerliches Musikleben im Kontrast. In: Early Music. Con-
text and ldeas. Internationbal Conference in Musicology.
Krakow, 18 — 21 September 2003. Institute of Musicology
Jagiellonian University, Krakow 2003, s. 306 — 311.

¥ Emil BOHN: Bibliggraphie der Musik-Druckwerke bis
1700 welche in der Stadtbibliothek, der Bibliothek des Aca-
demischen Instituts fuer Kirchenmusik und der Koeniglichen
und Universitaets-Bibliothek zu Breslan anfbewabrt werden.
Albert Cohn, Berlin 1883, s. 106.

composition from the collection Concerti sacri —
Concinant lingnae for solo alt circulated in Paris
under the name of Carissimi.>> According to the
music inventory list from the Lutheran church in
Ansbach of 16806, the local collection of music
also included copies of two compositions from
the collection Scherzi di sacra melodia — 1V enite gentes
and Quis mihi det along with the secular aria No, no,
che mare° Landate pueri from the last published col-
lection Salmi a otto voci concertats, in modified version
under the name of Domenico Zipoli, made it all
the way in Bolivia.’” But we are most interested in
how Daniel Speer could have become acquainted
with the work of Chiara Margarita Cozzolani.
It won’t be simple to answer this question since
there are several gaps in Speer’s biography.
Speer’s stay at the Maria-Magdalenen-Gymna-
sium in his native town could provide the first
contact with Cozzolani’s work. Wroctaw was
a significant center of musical life organized by

several musical institutions.?8 Their musical inter-

» KENDRICK: Celestial Sirens, p. 375.

3¢ Richard SCHALL: Die Musikhandschriften des Ansba-
cher Inventars von 1686. Heinrichshofen, Wilhelmshaven
1966, p. 42. On the folio 987 is the record as follows:
Vom Cozzolani. Venite gentes. Canto solo. Ex F. Quis mibi
det. Canto solo et Continuo ex Cb. See also KENDRICK:
Celestial Sirens, p. 375.

7 The manuscript is held in Bolivia, Concepcién
(Nuflo de Chavez), Archivo Musical de Chiquitos,
Sa33 (olim Inventario 4). Information according to
Linda Maria KOLDAU: Chiara Margarita Cozzolani.
In: Musikvermittlung und Genderforschung: Lexikon und
multimediale Présentationen. Ed. Beatrix Borchard. Ho-
chschule fiir Musik und Theater, Hamburg 2003. Ac-
cessible http://mugi.hfmt-hamburg.de/
A_lexartikel/lexartikel.php?id=cozz1602 (05.28.2016)
% Tomasz JEZ: The Italian Baroque Repertoire in St
Elisabeth Church in Wroctaw. In: Early Music. Context
and Ldeas I1. International Conference in Musicology, Krakon,

on-line:

11—14 September 2008. Institute of Musicology Jagiel-
lonian University, Krakow 2008, pp. 399-408; Tomasz
JEZ: La diffusione del repertorio policorale dell Italia

del nord nell’ambiente protestante della Slesia nel

xxxiii



nekompletné exemplare vSetkych Cozzolaniove;j
tlacenych zbierok, s vynimkou prvého opusu. Ne-
vieme, kedy sa exemplare tla¢ci do Wroctawu
realne dostali; ak ich sliezski hudobnici zadovazili
expresne rychlo, mohli sa teoreticky Speerovi do-
stat’ do ruk este pred opustenim mesta najneskor
roku 1650.40 O d’alsich zivotnych osudoch Speera
existuju len hmlisté informacie, aké uvadza pro-
strednictvom svojej cestopisnej trilogie,*! ktora
popti mnohym prevzatym informaciam encyklo-
pedického charakteru vykazuje aj znaky autentic-
kosti a osobnych skdsenosti.*? Ak teda uverime
tomu, ¢o Speer napisal vo svojom prvom auto-
biografickom romane Uhorsky alebo dicky Simpli-
cissimus, po odchode z rodného mesta sa Sest’
rokov pohyboval na tzemi stredného a vychod-
ného Slovenska, vtedy Horné¢ho Uhorska, kde
ako vandrujuci $tudent navstivil viacero miest,
znamych svojimi dobrymi latinskymi skolami.
Ako uvadza v svojom romane, pocas tohto pobytu
sa zoznamil so zivotom v Levoci (nem. Leutschau),
Kezmarku (nem. Kismark), Sabinove (nem. Ze-
ben), Kosiciach (nem. Kaschau), Presove (nem.
Eperjes). Vsetky menované mesta boli nielen cen-
trami vzdelavania ale aj rozvinutého hudobného Zi-
vota. Speer tu teda mohol ziskat’ aj praktické
skusenosti hudobnika; ako student latinskej skoly

bol iste zapojeny do spoluprace medzi $kolou,

% Na zaklade dvahy Tomasza Jeza je vSak otazne, do
akej miery bola taito moderna talianska hudba zivou
sucast’ou repertodra tjch rokov. Pozri blizsie JEZ: The
Italian Barogue Repertoire...

" Ungarischer Oder Dacianischer Simplicissimus... Heransge-
geben von dem gedachten Dagianischen Simplicissimo, 1683;
Tiirckischer 1 agant oder: Umschweiffend- Tiirckischer Han-
delsmann, 1683; Simplicianischer Lustig-Politischer Haspel-
Hannss. .. von Einem Seines Gleichen, 1684.

# Editor slovenského prekladu diela Uborsky alebo dacky
Simplicissimus, Jozef Vlachovi¢, v svojom epilogu po-
nuka viacero argumentov, preco pobyt Speera na Slo-
vensku je pravdivy. Okrem iného su to aj informacie
autentickej povahy, ktoré nemohli byt prevzaté zo

ziadneho iného dobového diela.

ests are documented by an extensive preserved
collection of print music and manuscripts® which
also include copies of Cozzolani’s printed collec-
tions except the first opus. We do not know when
the prints actually made it to Wroctaw; if Silesian
musicians had acquired them extremely quickly,
they could theoretically have gotten into Speet’s
hands even before he left there in 1650 at the lat-
est.* Speer presents sketchy information regard-
ing his later life in his travel trilogy,*! which along
with considerable borrowed information of an
encyclopedic nature also shows signs of authen-

ticity and personal experience.*> Thus, if we be-

primo Seicento. In: La musica policorale in Italia e nell Eu-
ropa centro-orientale fra Cingue e Seicento. Ed. Aleksandra
Patalas, Marina Toffetti. Fondazione Levi, Venezia
2012, pp. 215-228. See also Barbara WIERMANN:
Die Musikaliensammlungen und Musikpflege im
Umkreis der St. Elisabethkirche Breslau. Kirchliches
und biirgerliches Musikleben im Kontrast. In: Early
Music. Context and ldeas. Internationbal Conference in Mu-
sicology. Krakom, 18—21 September 2003. Institute of Musi-
cology Jagiellonian University, Krakdw 2003, pp. 306-311.
% Emil BOHN: Bibliographie der Musik-Druckwerke bis
1700 welche in der Stadtbibliothek, der Bibliothek des Aca-
demischen Instituts fuer Kirchenmusik und der Koeniglichen
und Universitaets-Bibliothek u Breslan anfbewabrt werden.
Albert Cohn, Berlin 1883, p. 106.

% Based on the deliberation of Tomasz Jez, it is ho-
wever questionable to what extent was this modern
Italian music an active part of repertoires in those
years. For more detailed information, see JEZ: The Ita-
lian Barogue Repertoire...

" Ungarischer Oder Dacianischer Simplicissimus... Heransge-
geben von dem gedachten Dazianischen Simplicissimo, 1683;
Tiirckischer 1V agant oder: Umschweiffend- Tiirckischer Han-
delsmann, 1683; Simplicianischer Lustig-Politischer Haspel-
Hannss. .. von Einem Seines Gleichen, 1684.

# Jozef Vlachovi¢, editor of the Slovak translation of
the novel Ungarischer oder Dacianischer Simplicissimus, pro-
vides several arguments in his epilogue to support the
claim of Speer’s stay in Slovakia. In addition to others,

it is also information of an authentic nature which
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cirkvou a mestskou samospravou na zabezpe-
covani hudby pocas slavnostnych bohosluzieb
1 v ramci inych oficialnych verejnych podujati
a podla vlastného svedectva presiel aj vycvikom
ucna u majstra trubaca v Sabinove. Presné roky
pobytu Speera na Slovensku nie si zname, ale
mohlo to byt niekedy v rozpiti rokov 1650 —
1660.

Speer po odchode z uzemia Slovenska d’alej
cestoval, kym sa usadil vo Wiirttembersku. Podl'a
narazok v svojich romanoch mohol stravit’ nejaky
¢as v Sedmohradsku® a na tzemi Osmanskej rise,
ale pobyt v Taliansku priamo ani nepriamo ne-
spomina. Milansky klastor u svitej Radegundy,
hlavne hudba predvadzana pocas verejnych omsi
a offcii tamojsimi mniskami patrili v 17. storoci
k turistickym atrakciam, ktoré si nenechal ujst’ Zia-
den navstevnik mesta, ¢i uz prisiel z blizkeho okolia
alebo vzdialenej krajiny, ako o tom svedcia zapisy
vysokopostavenych osob v navstevnych knihach
klastora.** Bol medzi nimi aj Speer? S prihliadnu-
tim na mylné uvedenie spievajicej mnisky ako
clenky radu klarisiek v Rime je tato moznost’ len
malo pravdepodobna. Speer ale, podl'a vyjadrenia
v Uborskom alebo ddckom Simplicissimovi, z Uhorska
naspit’ na sever putoval cez Rakusko, a teda je len
malo pravdepodobné, Ze by obisiel hlavné mesto
Kralovského Uhorska — Bratislavu (vtedy Press-
burg, Posonium, Poszony, Presporok), o to viac,
ked v tomto meste post kapelnika (directora musi-
cae) evanjelického chramu zastaval Samuel Capri-

cornus, starsf spoluziak z vratislavského gymnazia.*

# Peter Kiraly pri svojom vyskume hudobného zivota
na sedmohradskych sPachtickych dvoroch narazil na
zmienku o istom Sipos Daniel, ktory sa uvadza v aktach
dvora sedmohradského princa Jana Keményho z roku
1661. Zatial’ nie je jasné, ¢i sa tento udaj vzt'ahuje na
Daniela Speera. Pozri blizsie Peter KIRALY: Kiilfoldi
zenészek a XVII. szazadi erdélyi fejedelmi udvarban
és hatasuk. In: Erdélyi Mrizenm 56 (1994), ¢. 1 — 2,
s. 15.

# KENDRICK: Celestial Sirens, s. 102 a nasl.

* Podla vyskumov Barbary Przybyszewskej-Jarmiriske;

sa Capricornus uvadza medzi prijatymi Studentami

lieve what Speer wrote in his first autobiograph-
ical novel Ungarischer oder Dacianischer Simplicissinus,
after he left his native town he moved around the
territory of central and eastern Slovakia, upper
Hungary in those days, where he spent six years
as a wandering student and visited several towns
which were famous for having good Latin schools.
As he states in his novel, he became acquainted
with life in Levoca (in German Leutschau), Kez-
marok (in German Kismark), Sabinov (in Ger-
man Zeben), Kosice (in German Kaschau), and
Presov (in German Eperjes). All of these towns
were centers of education as well as musical life.
Therefore, Speer could have also acquired practi-
cal experience of musician; as a Latin school stu-
dent, he was most probably involved in coope-
ration with the school, church and municipality
in arranging music for festive masses and at other
official public events; based on his own evidence
he also completed apprentice training with a mas-
ter trumpeter in Sabinov. Speer may have lived in
Slovakia from 1650 and 1660, but the exact dates
are not known.

After leaving the territory of Slovakia, Speer
continued in his travels until he finally settled in
Wirttemberg, According to hints in his novels,
he may have spent some time in Transylvania*}
and the territory of the Ottoman Empire, but he
made no direct or indirect mention of any stay in
Italy. The Convent of St. Radegonda in Milan, and
the public masses and offices where music was
performed by the local nuns were among the

tourist attractions of the 17 century. Every visitor

could not be borrowed from any other work from
those times.

“ During his research of music life at the Transylva-
nian aristocratic courts, Peter Kiraly came across the
mention of a Sipos Daniel , which is presented in the
acts of the court of Transylvanian Prince Johann Ke-
mény of 1661. So far it is not clear if this information
is related to Daniel Speer. For more, see Peter KI-
RALY: Kilfoldi zenészek a XVIL. szazadi erdélyi fe-
jedelmi udvarban és hatasuk. In: Erdélyi Miizenm 56
(1994), No. 1-2, p. 15.
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Na chore kostola sa nachadzala rozsiahla zbierka
hudobnin, ktora Capricornus este rozsiril naku-
pom talianskych hudobnych tla¢i s najnovsou
tvorbou v koncertantnom style.*¢ Bol to prave on,
kto zadovazil na chor zbierku zalmov Chiary Mar-
garity Cozzolaniovej z roku 1650 (obr. 5).47 Speer
sice Bratislavu ako miesto osobnej navstevy ne-
spomina, ale hudobnikom 2z ned’alekej Soprone
venoval svoju zbierku svetskych kantat Recens fa-
bricatus labor*® a ked’ roku 1692 publikoval Choral-
Buch, spevnik nemeckych duchovnych piesni s

organovym sprievodom, k spevu trépovaného

v roku 1644 (Wroctaw, Archiwum Panstwowe, Akza
Miasta Wroclawia, signatira 5175 / olim P 141,
1: Aufnabmebiicher (Matricularie) des Mariae Magdalenae
Gymmnasinm 1617 — 1666, p. 281). Za upozornenie na
tento udaj jej aj touto cestou dakujem.

# Tvana KORBACKOVA: Inventarny zoznam hudob-
nin a hudobnych nastrojov evanjelického kostola v Bra-
tislave z roku 1651. In: Jana KALINAYOVA a kolektiy
autorov: Hudobné inventdre a repertodr viachlasnej hudby na
Slovenskn v 16. — 17. storols. SNM — Hudobné muzeum,
Bratislava 1994, s. 33 — 48.

¥ Ibidem, s. 48, ¢islo [125].

# Dielo je dedikované styrom znamenitym cinkenis-
tom posobiacim v okolf Stuttgartu ako aj d’alsim oso-
bam, ktorym sa Speer v uvode partu bassa continua
prihovoril osobitne versami. Jednym z takto oslove-
nych je aj ,,Lorency Bessler | Musicus Instrum. Ordinarins
in Ungarischem Oedenburg. Bessler pochadzal z Wroc-
tawu a v Soproni posobil ako mestsky trubaé a ingtru-
mentalista. Dalsiu spojitost” hudobnikov Soprone so
Speerovou tvorbou poskytuje Starckova virginalova
kniha, ktora napisal Sopronsky hudobnik Johann Wol-
muth. V zbierke sa nachadza aj niekol’ko skladieb pre-
vzatych bud’ z Musicalisch Tiirckischer Eulenspiege! alebo
hudobno-teoretického kompendia Daniela Speera.
Pozti blizsie llona FERENCZI: Sopron in the 17th
Century [Uvodna $tudia k pramenno-kritickej edicii].
In: Starck Virginal Book (1689) Compiled by Johann Wo-
blmuth — Jobann Woblmuth Miserere (1696). Musicalia Da-
nubiana 22. MTA Zenetudomanyi Intézet, Budapest
2008, s. 100, 114.

from near and far made it a point to attend a per-
formance, and the records of prominent persons
in the monastery’s visitors books are proof of
that.** Was Speer among them? When taking into
consideration the erroneous presenting of a sing-
ing nun as a member of the order of St. Clare in
Rome, this possibility is only slightly probable. But
according to the statement in his novel Ungarischer
oder Dacianischer Simplicissimus, Speer travelled back
to the north from Hungary through Austria and
so it is improbable that he would not have
stopped in the capital of Royal Hungary —
Bratislava (Pressburg, Posonium, Poszony, Pres-
porok at that time), even more so due to the fact
that Samuel Capricornus, his older classmate from
Gymnasium in Wroclaw, was the musical director
at the local Lutheran church.* The church chorus
had an extensive collection of music which Capri-
cornus expanded by purchasing Italian print
music with the latest work in concertante style.4¢
It was he who acquired the collection of psalms
by Chiara Margarita Cozzolani of 1650 for the
chorus (Pic. 5).47 Although Speer does not men-
tion visiting Bratislava, he dedicated his collection

Recens fabricatus labor *® to the musicians from

“ KENDRICK: Celestial Sirens, p. 102 and subsequent.
# According to Barbara Przybyszewska-Jarminska’s
research, Capricornus is listed among the students ac-
cepted in 1644 (Wroctaw, Archiwum Panistwowe [State
Archive], Akta Miasta Wroclawia, shelf mark 5175 /
olim P 141,1: Aufnabmebiicher (Matricularie) des Mariae
Magdalenae Gymmasium 1617-1666, p. 281). 1 would like
to thank her for pointing out this information to me.
“ Tyana KORBACKOVA: Inventarverzeichnis der
Musikalien und Musikinstrumente der Evangelischen
Kirche in Bratislava aus dem Jahre 1651. In: Jana IKA-
LINAYOVA und Autorenkollektiv: Musikinventare und
das Repertoire der mebrstimmigen Musik in der Slowakei im
16. und 17. Jabrhundert. SNM-Musikmuseum, Bratislava
1995, pp. 39-54.

# Ibidem, p. 48, number [125].

# The work is dedicated to 4 excellent cornett players
from the Stuttgart’s surroundings and to other persons

which Speer separately addressed in the introduction
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Obrazok 5 / Picture 5:
Zaznam Cozzolaniovej zbiery Salmi v inventari hudobnin Evanjelického kostola
v Bratislave z roku 1651. / The record of Cozzolani’s Salmi collection
in the music inventory of the Lutheran church in Bratislava from 1651.

XXXVil



Kyrie pripojil aj clausulu, za ktorej autora oznacil
Samuela Capricorna.*® Zda sa, ze Speerov navrat
na sever cez Stuttgart nebola nahoda. V tom case
totiz na wurttemberskom dvore ako kapelnik po-
sobil prave Samuel Capricornus. Boli to jeho po-

sledné mesiace pred skorou smrt’ou.

Dobova recepcia zbierky

Philomela angelica Daniela Speera

Zbierka duchovnych koncertov Philomela angelica
cantionum sacrarum sa do sucasnosti zachovala cel-
kove v $tyroch exemplaroch. Dalsie doklady o roz-
sireni zbierky poskytuju sekundarne hudobné
pramene, akymi su inventare zbierok hudobnin,
ktoré sa dodnes nezachovali. Pozoruhodné je, ze
vacsina dokladov o rozsireni zbierky sa viaze na
hudobné centra z tzemia Slovenska. Dodnes sa
zachovali nekompletné exemplare z hudobnych
zbierok piatistického klastora v Podolinci®’ a z far-
ského kostola v Pruskom,>' ale podla inventar-
nych zoznamov hudobnin ju mali k dispozicii aj

hudobnici u piaristov vo Svitom Jure (1696)>?

¥ Choral Gesang-Buch, Auff das Clavir oder Orgel, Worinen
aller brauchbaren Kirchen- und Haus-Gesdingen eigene Melo-
deyen, in Noten-Satg mit 2. Stimmen, als: Discant und Bass
untereinender: Neben einen Anbang vieler Auserlesener
Apvien... Stuttgart 1692, lislo 235: V ariatio dieser letzter clan-
suly, Authore Sam. Capricorno. Pozti aj MOSER, cit. d.,
s.134.

0 Zbierka sa uvadza aj v inventari hudobnin klastora
z rokov 1691 — 1702. Pozri Ladislav KACIC: Inven-
tarny zoznam hudobnin a hudobnych nastrojov pia-
ristického klastora v Podolinci z rokov 1691 — 1702.
In: KALINAYOVA a kolektiv, cit. d., s. 135, & 660.
°! Zbierka sa uvadza aj v inventari hudobnin kostola z
roku 1692. Pozti Jana KALINAYOVA: Inventirny
zoznam hudobnin a hudobnych nastrojov farského
kostola v Pruskom z roku 1692. In: KALINAYOVA
a kolektiv, cit. d., s. 139, ¢. 5.

2 Jana KALINAYOVA: Inventarny zoznam hudob-
nin a hudobnych nastrojov piaristického klastora vo
Svitom Jure z roku 1696. In: KALINAYOVA a ko-
lektiv, cit. d., s. 144, ¢. 5.

nearby Sopron and when in 1692 he published
Choral-Buch, the collection of German spiritual
songs with organ accompaniment, he added a
clansula to the voice of Kyrie with troping, where he
designated Samuel Capricornus as its author.’ It
seems that Speer’s return to the north through
Stuttgart was no accident, because at that time
Capricornus was the music director at the Wiirt-
temberg court. Those were the last months before

his early death.

Period Reception of Speer’s

Philomela angelica Collection

A total of four copies of the Philomela angelica Col-
lection have been preserved. Other documents re-
lated to the dissemination of this collection ate
provided by secondary music sources such as in-
ventories of music collections which have not
been preserved. It is noteworthy that the majority
of documents related to the dissemination of this

collection are connected to musical centers in the

of basso continno part in verses. “Lorencg, Bessler | Musicus
Instrum. Ordinarius in Ungarischen Oedenburg” 1s also one
of the addressees. Bessler came from Wroclaw and
worked in Sopron as the town trumpeter and instru-
mentalist. Starck 1 irginal Book, which was written by So-
pron musician Johann Wolmuth, provides another
connection of Sopron musicians with Speer’s music.
The collection also includes several compositions boz-
rowed either from Musicalisch Tiirckischer Enlenspiege! ot
from the musical- theoretical compendium of Daniel
Speer. For more see llona FERENCZI: Sopron in the
17t Century [Introductory study to source-critical edi-
tion|. In: Starck VVirginal Book (1689) Compiled by Johann
Woblmuth — Jobann Woblmuth Miserere (1696). Musicalia
Danubiana 22. MTA Zenetudomanyi Intézet, Budapest
2008, pp. 100, 114.

¥ Choral Gesang-Buch, Auff das Clavir oder Orgel, Worinen
aller branchbaren Kirchen- und Haus-Geséngen eigene Melo-
deyen, in Noten-Satz mit 2. Stimmen, als: Discant und Bass
untereinender: Neben einen Anbang vieler Auserlesener
Aprien... Stuttgart 1692, no. 235: Variatio dieser letzter clan-
sul, Authore Sam. Capricorno. See also MOSER, ibidem,
p- 134.
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a nachadzala sa aj na chére nového evanjelického
kostola v Bratislave (1718, obr. 6).53 Zda sa, ze
na tzemi Slovenska mala tato zbierka nezvycajne
intenzivny ohlas. Boli pricinou takého velkého
rozsirenia Philomely kontakty, ktoré Speer nad’alej
so Slovenskom udrziaval a o ktorych zatial’ ni¢
nevieme, alebo je to vysledok rovnakych distri-
bu¢nych kanilov obchodnikov s hudobninami?
KedZe sa v dobovych inventaroch hudobnin
zbierka uvadza vzdy iba anonymne, pravdepo-
dobnejsia je druha moznost’. Z udajov v hudob-
nych inventaroch z poslednej tretiny 17. storocia
d’alej vyplyva, ze okrem benatskych nototlaci sa
do hudobnych centier na Slovensku dovazali
najma nototlace z tlaciarni juzného Nemecka,
predovsetkym z Augsburgu, ktory povazujeme za
potencialne miesto realneho vytlacenia zbierky.
Druhym faktorom, zabezpecujucim siroké uplat-
nenie zbierky, bol jej obsah, ktory z nabozen-
ského hl'adiska umoznoval predvedenie diel tak
v evanjelickom, ako aj v katolickom obrade. Ano-
nymita diela k $irSiemu ohlasu mohla len dopo-
moct’, lebo meno evanjelického autora by mohlo
niekoho v ¢asoch vrcholiacich nabozenskych
sporov v katolickom prostredi odradit’. Para-
doxné je, ze o ziadnom inom Speerovom diele
nemame takéto jasné dokazy dobového ohlasu
na Slovensku ako v pripade zbierky Philomela an-
gelica.

Dokazy, ze zbierka sa prakticky vyuzivala, po-
skytuje exemplar zachovany z piaristického klas-
tora v Podolinci. V parte pre basso continno st
v indexe opravené tlacové chyby v uvedeni obsa-
denia a pri kazdej skladbe sa nachadzaju ruko-
pisné poznamky udavajice liturgicku prilezitost’,
pre ktora bola ta-ktora skladba vhodna na predve-
denie (obr. 3). V dobovych hudobnych inventaroch
nie je zbierka priradena k repertoaru pre specifické

liturgické sviatky a obrady, jedine v inventarnom

% Jana KALINAYOVA: Inventirny zoznam hudob-
nin a hudobnych nastrojov nového evanjelického kos-
tola v Bratislave z roku 1718. In: KALINAYOVA
a kolektiy, cit. d., s. 160, ¢. 21.

territory of Slovakia. The incomplete copies of
the music collection of the Piarist Monastery in
Podolinec " and the parish church in Pruské
(in German Poroska) ! have been preserved, but
according to the inventory lists of music, it was
also available for musicians at the Piarists in Svaty
Jur (1696, in German Sankt Georgen)>? and the
chorus of the new Lutheran church in Bratislava
(1718, Pic. 6). It seems that this collection re-
ceived an unusually intensive response in the ter-
ritory of Slovakia. Were the contacts which Speer
kept with Slovakia and of which we have no in-
formation, the reason for such extensive dissemi-
nation of the collection or is it the result of the
same distribution channels of music dealers? Since
the period inventories of music present the collec-
tion anonymously, the second option is more
probable. Furthermore, information in music in-
ventoties from the last third of the 17% century
indicate that, in addition to Venetian music, the
music from printing houses in the south of Ger-
many, Augsburg in particular, which we consider
as the potential site of the actual printing of this

collection, was imported to the music centers in

*'The collection is mentioned also in the inventory of
music from the monastery written in the period 1691—
1702. See Ladislav KACIC: Inventarverzeichnis der Mu-
sikalisen und der Musikinstrumente des Piaristenklosters
in Podolinec aus den Jahren 1691-1702. In: KALI-
NAYOVA und Autorenkoll., ibidem, p. 141, no. 660.

> The collection is recorded also in the inventory of
music of the parish church from the year 1692. See
Jana KALINAYOVA: Inventarverzeichnis der Musi-
kalien und der Musikinstrumente der Pfarrkirche in
Pruské aus dem Jahre 1692. In: KALINAYOVA und
Autorenkoll., ibidem, p. 146, no. 5.

% Jana KALINAYOVA: Inventarverzeichnis der Musi-
kalien und der Musikinstrumente des Piatistenklosters
in Svity Jur aus dem Jahre 1696. In: KALINAYOVA
und Autorenkollaktiv, ibidem, p. 152, no. 5.

% Jana KALINAYOVA: Inventarverzeichnis der Mu-
sikalien und der Musikinstrumente der neuen Evan-
gelischen Kirche in Bratislava aus dem Jahre 1718. In:
KALINAYOVA und Autorenkoll., ibidem, p. 168, no. 21.
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Obrazok 6 / Picture 6:

Zaznam zbierky Philomela angelica v inventari hudobnin nového Evanjelického kostola
v Bratislave z roku 1718. / The record of Speer’s Philomela angelica collection
in the music inventory of the new Lutheran church in Bratislava from 1718.
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zozname z Podolinca sa uvadza ako hudba k de
S. Commmunione.>* Textovy obsah vic¢siny skladieb
zodpoveda hudbe k vesperam, ale prave eucha-
ristické skladby z tohto zvizku ukazuju, ze niek-
toré diela sa spievali v ramci omse. Objavuje sa
totiz pri nich poznamka De Communio, ktora ko-
resSponduje s liturgickym zaradenim zbierky v in-
ventari hudobnin z Podolinca z konca 17.
storocia. Ak Speer sledoval zamer publikovat’
zbierku so Siroko pouzitelnym hudobnym obsa-
hom prijatelnym pre obe krest’anské denomina-
cie, potom musime konstatovat’, ze tento zamer
sa mu podarilo naplnit’ a diela z jeho zbierky Phi-
lomela angelica zneli tak v evanjelickych ako aj
v katolickych kostoloch.

Poznamky k instrumentacii a interpretacii

Skladby uvedené v tomto zvizku edicie su obsa-
dené sélovym sopranovym hlasom a $tvoricou
slacikovych nastrojov, ktoré boli vytlacené v sa-
mostatnych hlasovych zositoch (I 7olino primo,
Violino secondo) a v ramci hlasovych zositov pre
alt a tenor. K tymto zositom su pridané dva to-

tozné party pre basso continuo, pricom jeden part

5+ KACIC, cit. d., s. 135.
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Slovakia. The second factor ensuring the wide-
spread use of this collection was its content,
which from a religious aspect enabled the per-
formances in Catholic and Lutheran services. The
anonymity of this work could have only increased
the response because the name of a Lutheran au-
thor would have discouraged Catholics in times
of religious disputes. It is ironic that along with
Speer’s other work we have no such clear evi-
dence of the period response in Slovakia as in the
case of Philomela angelica.

The evidence that the collection was used in
practice is provided by the copy preserved in the
Piarist monastery in Podolinec. Print errors in in-
strumentation are corrected in the index in the
basso continno part and next to each composition
there are handwritten notes indicating the liturgical
occasion for which it was suitable (Pic. 3). The pe-
riod music inventories did not add this collection
to any repertoire for specific liturgical feasts and
services; only in the inventory list from Podolinec
is it presented as music for de S. Commmunione>* The
text content of the majority of compositions cor-
responds with the music for Vespers, but the Eu-
charistic compositions from this volume show that
certain works were sung during the mass. The note
De Communnio, which corresponds with the liturgical
function of the collection in the inventory from
Podolinec, appears next to them. If Speer’s inten-
tion was to publish a collection with widely appli-
cable musical content acceptable for both
Christian denominations, he fully succeeded and
the works from his collection Philomela angelica were
heard in both Lutheran and Catholic churches.

Notes on Instrumentation and Interpretation
The pieces published in this volume have a typical
arrangement for a solo soprano voice and four
string instruments. The instrumental parts were
printed in separate part books (I/zo/ino primo and
Violino secondo) and within the part books of A/tus
and Tenor. The parts were also supplemented by

two identical basso continno parts; one was the basis

5 KACIC, ibidem, p. 135.



bol podkladom pre generalnobasovy sprievod
hraca na organe a druhy part slazil hracovi na
melodickom nastroji bassa continua.

Speer v tychto skladbach obsadenie slaciko-
vych nastrojov neuvadza dosledne, ale, vzhla-
dom na svoj rozsah, dva najvyssie inStrumentalne
party by mali hrat” husle. Nizsia dvojica slaciko-
vych nastrojov, ktora plni funkciu harmonicke;j
a farebnej vyplne a v inych zbierkach ju Speer
zvykol uvadzat’ len ad libitum, zodpoveda rozsahu
altovych a tenorovych viol da braccio aj viol da
gamba. V svojom hudobno-teoretickom traktate
Speer takuato substituciu priptst’a.>® Rozsah partu
bassa continua umoznuje pouzitie violoncela, pri-
padne violy da gamba, ale mozno ho doplnit’ aj
o violone. Zaroven mozno Gc¢inok bassa continna
podporit’ aj brnkacim strunovym nastrojom, na-

priklad teorbou.

» SPEER: Grundrichtiger Unterricht... oder musikalisches
Kleeblatt. Ulm, 1697. Faksimilové vydanie. Ed. I. Ahl-
grimm. Peters, Leipzig 1974, s. 199. Pozri aj BAR-
TOVA, cit. d., s. 28.

for the organ figured bass accompaniment and
the other for a melodic instrument.

In these compositions, Speer does not consis-
tently specify string instruments requirements;
however, considering their tone range, the two
highest instrumental parts should be played by vi-
olins. The pair of lower string instruments, which
functions as a harmonic and colourful filling —
and in other of his collections, Speer only used
to make the choice ad libitum —, correspond to the
tone ranges of the alto and tenor violas da brac-
cio as well as violas da gamba. In his music theory
treatise, Speer allows such a substitution.” The
tone range of the basso continuo part allows the use
of a cello (or possibly viola da gamba), which
may be also complemented by a violone. In ad-
dition, the effect of the basso continuo can be in-
tensified by a plucked string instrument, such as

a theorbo.

» SPEER: Grundrichtiger Unterricht... oder musikalisches
Kleeblatt. Ulm, 1697. Facsimile edition. Ed. 1. Ahl-
grimm. Peters, Leipzig 1974, p. 199. See also BAR-
TOVA, ibidem, p. 28.
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