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FIWHUQDVW\P QXPHU]H A(GRSREM L] @FRHF |QIHHM
SRZLHG]L SXEOLNXMHP\ ZV]\VWNLH DUW\NX&\ Z
SROVNLHM L DQJLHOVNLHM 7\P VDP\P UR]JSRF]\QL
VIHIJR URF]J]QLND NWyYyUHJR JayZQ\P FHOHP E G]LH
ZDQLD QDV]HJR FIDVRBIWVWDFHOMEBEDNRLIGHJIR QD XN
ZLHP QLH W\ONR SU]JHSURZDG]HQLH L RSXEOLNRZ
ZSURZDG]JHQLH LFK GR PL G]J\QDURGRZHJR RELHJX

=HV]\W RW Z LMddgdaleDyDatadeX BD W\ W X $\RiZZa@skie se-
zony Salomei Kruszelnickief1898#4902 3UDFD WD XND]XMH G]LI
VWI\F]IQ Z\ELWQHM XNUDV]WNIRHNM P SNRIQWHINWIFLHA K
QDURGRZ\P VSR&AHF]Q\P L NXOWXURZ\P $XWRUND
VIDZVNLHM VFHQ\ RSHURZHM QD SRGW¢dakEsd (UyC
7TDNLH SRGHM FLH GDMH PR*OLZR 0 JUR]JXPLHQLD
ZRGYyZ VXNFHVyZ DUW\A\VWNL DOH WD MNtluréwe,ZDOD
SRZD*QH NROL]MH QDURGRZH MDNLH WRF]\4\ VL
kami opery pakief tL DGHSWDPL VFHQ\ ZARVNLHM 1LH E
GRW\F] F\FK XNU\W\FK PRW\ZyZ NWyU\PL NLHURZI
RSLVYyZ VNXWNyZ NU\J\VX ILQDQVRZHJR ]JPLDQ NL
MDN UyZQLH* W\SRZHM Gt@lbeds,DynalizacR plimadenR.a X W H

.ROHMQ\ DUMNNX®HWWUD L OLWHUDFL Z *\FLX L V
niuszki Z\V]HG4& V 3m@eWshygty DDZUR VISUBMD GRW\F]\ ]Z
NyZ PX]J\NL L OLWHNR @YKHUQ WIWRHUMNDRM VARE Q HWMD
SLH QL L XWZRUyRPXG\UFDEDPK\NIMQRPSRQRZDQ\FK SU
VNLHM RSHU\ QDURGRZHM" *ayZQH ZQLRVNL ]DZD!
UHVSRQGHQFML ORQLXV]NL NWyU\ F] VWR SRUXV]
WZyUF]R FL : SRE\OUDRFZDBYHIHQWRZDQH V DUJXP
]D W\P *H WZyUF]R it ORQLXV]NL PD JQDF]HQLH QL
SU]J\F]\QLD VL UyZQLH* GR Z]JERJDFHQLD SROVNLH

,QV S LU BgnMszKeZviarzyckief GR QD SLV D QDWW DMXAR XA R F
Goplana:aDG\vVabzZD )HOH VNLHJR .LGND XZPOZIDRLQW ki)
WHJR G]LHaD SRG EDWXW *U]JHJRU]D 1RZDND Z UH
stawiana w Teatrze Wielkmt 2SHU]JH 1DURGRZHM Z :DUV]DZLH
2016 roku 1LHPDO SR VLHGHPG]LHVL FLROHWQLHM QLE
VNLHJR W\P UD]JHP JRVWDaR SU]\M WH ] RJURPQ\P
L XKRQRURZDQH Z QD V Witeth@ioRallDReR>AVXAKYSD kategbirVV N
AG]LH4AR QD QRYRDRGHNQIAWHMVR VWDAR VL SUHWHNV)
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QLD OLWHUDWXU\ SUIJHGPLRWX MDND XND]D&4D VL C
JHOH VNLHJR D WDN*H ]DLQVSLURZD&R $XWRUN GR
warsztatu kompozytorskiego zastosb\ HIJR SU]H] ) H3oplaeNLHJR Z

ODFLHM .RARZGWHHWMEMHR O WR FL PX]\F]QH XVWDELOI
WRZR U0 GR LPSURZL]DFML KDUPRQLF]JQHM L U\WPLF]
transwersalnychSUH]HQW XMH Z\QLNL VZRLFK GRFLHND QI
]XOWDWHP EDGD ZabDVQ\FK SUJHSURZDG]JRQ\FK QD
VWXGHQWYZ NLHUXQNX SHGDJRJLND ] Uy*Q\FK R U

FHOX UR]ZL |DQLD JayZQLHNRYWDERO ZRDRVIML V8D Q R
Edwina Eliasa Gordona.

1DV WteRpt.Topoi XPX]\F]QLRQH 3UJHJO G NRQFHSFML
NWyUHJR LPKDR U RSN MGLMW D Z L Dtoployw QzkicX hduzydzb
nej, W NROHMQ\FK RNUHVDFK KLVWRU\F]Q\FK : SUDF\
SRMPRZDQLH WRSRVX ZH ZVSyaFJHVQHM P\ OL NWyl
RVF\OXM F\FK PL G]\ PX]\NRORJLILORWHU D WXAWRIDD.
WRUD WDNL VWDQ UBHHIVMRIRU XV PRZZQLH WRSR
ZL IDA&SHUVSHNW\Z WUDQVNXOWXURZ NWyUD Z\GDI
PDWHP EDGDZF]\P ZREHF ]DFKRG] F\FK Z NXOWXU]H
kich jak globalizacja orientalizacja.

Dalej -RDQQD .RaRwG PUHVAWNXD H ]D WhalizX enReriDfQ \ P
QLF]QHM Z\EUDQ\FK VAXFKRZLW\R QG E Q MAWIOM:HD @ L J yQur
JyOQ\P ]MDZLVNX ZVSyaF]HVQHM NXOWXU\ PX]J\F]QH N
VAXFKRZLVND UDGLRZHJR 1D SU]\NAD@UIVINAMHZWRUF]R
OHJHQG\ 3ROVNLHJR 5DGLD DXWRUND DQDOL]XMH F
UDGLRZ\FK SRZVWD&a\FK ZH ZURFa4DZVNLHM UR]JJaR (
zbadane pod tym kontem.

'R WHM SRU\ QLHRPDZLDQ Z SL PLHQQNFWRLH PX]
ruszaMaryla Renat, Z DUW\NXOH DWW \NRARZADXQNEZRUyYyZ VNU]
Z\FK ODUFHOHJR 3RSa4aDZVNLHJR J]H JELRUYZ. %LEOLR
BUDFD SUJHGVWDZLD NRBB® R FQMIH BEWYWBHKEOZNR
D IDFKRZD&\ VL MHGIQWIDH K BXQRWWD DQDOL]XMH I
W\FK XWZRUyZ RUD] FKDUDNWHU\]XMH [DVWRVRZDQl
2PDZLD UyZQLH* VWURQ Z\UD]JRZ RUD] SRUXV]D NZ
JU\ VNU]J\SFRZHM $UW\N X% OW H3) \IQ B ViRifesaRajHBER WL H P
ukowej A7ZyUF]R i L NXOWXUD PX]\F]QDNWYDMMZRWARLZ
HG\FMD PLDaD PLHMVFH OLVWRSDGD -Pray- Z 8QLZ
URGQLF]\P Z &] VWRFKRZLH

.ROHMQ\ DUW\NX4 DRWRIEQR JAUDG HX]\WQD apptNDV]HZV
2 ZADVQHM WZyUF]R FL NRPSR]\WRUVNLHM R WHPD
WHFKQLND NRPSR]J\WRUMNDN BUINEXGHPOQD XWRUHIO
(UyG4R SR]QDQLD LQWHQFML HVWHW\F]Q\FK NRPSR
J\MQH Z\MD QRHRH X \GIRWNNLFK HOHPHQWYZ ]ZL ]1DQ\
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XWZRUyZ UHOLJLMQ\FK GR NWyU\FK QDOH* P LQ
L URGNyZ zZ\UD]X RUD] Z\NRQDQLH G]LHAD

(O*ELHWD %Rredy pt®idvanni Gagliardi#wirtuoz i wizjoner akor-
deonyprzedv WDZLD VV\OZHWN PD&R Z 3ROVFH JQDQHJR
L PRGHUQL]DWRUD WHJR LQVWUXPHQWX NWyU\ (
UR]ZLQ 4 PR*OLZR FL WHFKQLF]QH DNRUGHRQX L
woju akordeonistyki.

Kolejny tekst autorstevDaniela Lisa [DW\W X:@ADPabDZ $QGULHN
=R a RWDDUPHRB7A +zarys biografi SR ZL FRQ\ MHVW URV\MVNL
URZL L EDMEZQUFRLE]ILH4A NWyUH FK WQLH Z\NRQ\ZD
DNRUGHRQLVWyZ $XWRB SHDOXMVWFNRERMIEHH G Z ]QD
V] F VL GR VNRPSOLNRZDQHM RVRERZR FL WZyUF\
GHQFML L G]JLHQQLNyZ =RARWDULRZD NWyYU\FK IlU]|
:DUWR GRGDUO *H QLH W\ONR ROSRIQ ¥ NQLHING U DVNHUMDH
GRURENX WHJR ]JDVAX*RQHJR GOD UR]JZRMX DNRUGI

Beata Urbanowicz SUJHGVWDZLD G]LDaADOQR U 7HGHXV
Z\ELWQHJIJR SHGDJRJD V]Nyéa PX]\F]Q\FK RUJDQL]D
pularyzatora muzykizik |DQHJR ] &] VWRFKRZ . Shdde+\ ]DW
usz Wawrzynowicdd 9054985 +muzyk i pedagqautorka podaje szereg upo-

U] GNRZDQ\FK FKURQRORJLF]QLH LQIRUPDFML R
FKRZ\ GR NWyU\FK SRZVWDQLD L UR]NELWXWRW]\F
QD F]JHOH V]Ny& PX]\F]Q\FK SU]JH] ODW : F]DVLH
QDXF]DQLX ]D SR ZRMQLH ZVSYyaWzZRU]\& RUNLHV
J\F1Q\ NWyU\ VWD& VL SRF] WNLHP Sy(QLHMV]\FK
rzysta z cenny PDWHULDAayZ (UyGARZ\FK SU]JHND]DQ\F
SU]JH] :DQG ztWDQ@QQ@RH* Z\ELWQ SRVWDuU *\FLD PX]\F
DXWRUN DUW\NX4ayZ SUDVRZ\FK RUD] PRQRJUDILL
J\FIQHJR L VINROQLFWZD PX]J\F]QHJR Z W\P PLH FL

Olha Kuznetsovaw pracy pt. 7ZyUF]R U O\NRa\ a\VHQNL Z GF
nawczym i publicystycznym Galiny LewickieQLH W\IONR Z\PLHQLD (
JQL FLD Z\ELWQHM XNUDL VNLHM SLDQLVWNL Z ]D
SLDQRZ\FK a\VHQNL DOHUY¥EZRNMUHSREABMP XNGHL® ;
Z SURSDJRZDQLX ZLHG]\ QD WHPDW QDMZ\ELWQLF
SUJHARPX ;,; L ;; ZLHNX

Marta Popowskatredaktor zeszytu






Introduction

As we have already announced, the articles in the fourteenth isMuesiof
Educationare presented in two language versia®®lish and English. Thus, we
begin a new chapter in the history of our annual pubtinatiith a view to in-
creasing its reach, as the primary goals of every scholar are not only to conduct
and publish their research, but also to put it into international circulation.

The volume is opened agdalena '] L D G HaiidleééntitiedWarsaw sea-
sonsof Salomea KruszelnicKA898::902). This work presents the artistic activ-
ity of the eminent Ukrainian singer in a broad historical, national, social and cul-
tural context. The author paints a convincing picture of the Warsaw opera scene
on the basis of gdemporary press sources. Such an approach makes it possible
WR XQGHUVWDQG QRW RQO\ WKH VWULFWO\ SURIH
also the social and cultural background as well as the serious national tensions
between the patriotic supgiers of Polish opera and the followers of the Italian
scene. It also discusses the ulterior motives of theatre critics and describes the
consequences of a financial crisis, changes in leadership and a rivalry between
two prima donnasta common problem advery theatre company.

The next article,, LWHUDWXUH DQG ZULWHUV LQ WKH (
Moniuszko was written byAnna Wypych-*D Z U R MNeDwork concerns the
relationship between music and literatufée author focuses on the lyrical as-
pectsof the songs and musk@ UDPDWLF SLHFHVY FRPSRVHG E\
QDWLRQDO RSHUD ~ 7KH PDLQ F Rré@faSeX vritReQival-G U D :
\WVLV RI ORQLXVINRTV FRUUHVSRQGHQFH LQ ZKLF
lated to his artistic dwity. In the conclusion, the author presents arguments in
IDYRXU RI WKH WKHVLV WKDW ORQLXV]NRYV DFKL
the development of music, but also contributed to the enrichment of Polish liter-
ary culture.

Agnieszka Zwierzyckawas inspired to writette article entitledsoplana by
:AaDG\VaDbDzZ )HOH VNL $ IHZ UHP D bNa/ndv@roduktian V W\ O
of the eponymous work, conducted by Grzegorz Nowak and directed by Janusz
'L QLHZVNL WKDW ZDV VWDJHG DW WKH 3ROLVK 1]
ter a nearly severtyHDU DEVHQFH RQ WKH VWDJH )YHOH VN
great acclaim by critics worldwide and honoured with a prizétatrnational
Opera AwardsLQ WKH FDWHJRU\ 3 UHSdvenF hedame dpeeteR U N
IRU D VKRUW GLVFXVVLRQ RI OLWHUDWXUH RQ WK
the receptiorof his works. It also inspired the author to provide additional infor-
PDWLRQ DERXW WKH FRPSRVLQJGYHARKQLTXHYV XVH
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ODFLHM .R &R jtlentitiedrRelafioviship between stabilised musical
aptitude and harmonic and rhythm improvieatreadiness in adults in transversal
UHVHDUFK SUHVHQWY WKH UHVXOWYV RI WKH DXWKR
own study conducted on a representative sample of 869 students of pedagogical
majors at different academic institutions in Polaé ZLQ (OLDV *RUGRQTV
were used in order to resolve the main issues discussed in the work.

The next textMusical topoi. The chosen perspectives of topos in niysic
OLFKDa 6 Reevehtg tifferent approachegdpoiin music over the history.

The work also discusses the modern understanding of topos, which provides nu-
merous examples oscillating between musicology, literary theory and philosophy.
According to the author, this suggests that the future understandimgpsfwill

be connected with the transcultural perspective, which appears to constitute
a suitable research paradigm in the face of the processes occurring in European
culture, such as globalization and orientalization.

Furthermore, in the article entitlgkh analysis of the phonic material in se-
OHFWHG UDGLR GUDPDYV, ER D@L |.HRM Rf@ikdsIgiy N D L
a unique phenomenon in modern music culture, that is the musical aspect of radio
drama. On the basis IWKH ZRUNV FUHDWHG E#a$®@QeBdJgHM DO
Polskie Radio [Polish Radio], the author analyzes the phonic material of the ar-
WLVWLF UDGLR SLHFHY FUHDWHG DW WKH EURDGFD
yet been examined in this way.

Maryla R enatraises a subject that has not been discussed in musicological
literature in the article entite@ DQXVFULSWYVY RI YLROLQ ZRUNYV E\
from the collections of the National Library in Warsaie work presents 22
compositions, most of whidimave never been published and survived only in the
form of manuscripts. The author analyzes the musical form of these pieces and
describes the composing techniques that were employed in them. She also dis-
cusses their lyrical aspect and tackles the issuresacted with the specificity of
violin playing. The article was created in the wake of4tteInternational Sci-
HQWLILF &RQIHUHQFH 3:RUNV RI DUW D QGZFRRWLHD O
last edition took place on 24 November 2018 at the Jan Dludosersity in
&] VWRFKRZD

The autobiographical article W DUFLQ 7DGHXV] aXiteBNWy|HZV NL
own Passion compositions. Inspirations, texts, composing techniques, musical
languages an example of seleflection and allows us to discover the aesthet
intentions of the composer. It contains precise explanations for all the elements
involved in creating religious music, which include the sources of inspiration,
the choice of subject matter and means of expression and the performance of
the piece.

In the work entitledGiovanni Gagliardi a virtuoso and a visionary of the
accordion (O *E LHRWIL Skbtéhes the portrait of a composer and accordi-
onist who is littleknown in Poland. He modernized the instrument and expanded
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its technical capabilitieghereby contributing to the development of the art of
accordion playing.

The text byDaniel Lis, entitledVladislav Andreyevich Zolotaryoi1942+
1979 =+an outline biographyis devoted to a Russian composer and bayanist,
whose works are eagerly perform@dmodern accordionists. The author tells an
interesting story, which, to a large extent, concerns the complicated personality
RI WKH DUWLVW LW LV EDVHG RQ =RORWDU\RY(YV
ments of which are quoted in the article. It isrthcadding that not only Polish
PXVLFRORJLFDO OLWHUDWXUH ODFNV D SURSHU (
achievements.

Beata Urbanowiczoutlines the activity of Tadeusz Wawrzynowicz, a distin-
guished teacher, organizer of musical life and promoterusiic, who was asso-
FLDWHG ZLWK &] VWRFKR ZIadeysz Wakrzynavird@d905H4 Q W L V
1985 +musician and educatpthe author provides chronological information
DERXW WKH PXVLF LQVWLWXWLRQV LQ &] VWRFKF
owing to Wawrzynowicz, who served as the head teacher of music schools for 26
years. During the war, he participated in clandeggaehing and afterwards-co
founded the symphony orchestra and the Institute of Music, which laid the foun-
dations for later music schools. The article makes use of the valuable source ma-
terial provided to the author by Wanda Malkanother important figer of the
PXVLFDO OLIH LQ &] VWRFKRZD DQG WKH DXWKRU
voted to the musical life and education in this town.

In the article entitted7 KH ZRUNV RI O\NROD /\VHQNR LQ *D
forming and journalistic activityOlha Kuznetsova not only enumerates the
many achievements of this distinguished Ukrainian pianist in the field of per-
IRUPLQJ /\VHQNRYfV SLDQR SLHFHV EXW DOVR PD
LFNDYfVY FRQWULEXWLRQ WR SURPRWLQUkrdihkati NQR.
composer of the turn of the 19th and 20th century.

Marta Popowskatvolume editor
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$UWINXa MHVW SR ZL FRQ\ RPYyZLHQLX G]LDADOQR FL DUW\\
1898+ 8Z]JO0 GQLRQR SUJHGH ZV]\VWNLP MHM Z\VW S\ QD VFI
WUyZ 5] GRZ\FK 5HODFM X]XSHAQQLRQR VSUDZRDGWQVWR QD W
RNUHVLH 3UDFD ]JRVWDab QDSLVDQD Z RSDUFLX R PDWHUL]I
Z R URGNDFK SROVNLFK /LSVNX A6LJQDOH IsU GLH PXVLNDO
WV\JRGQLN A.UDM"~ B5HFHQ]MHXSRHAOQERQHHMWWBORMRZU FHQQ)
FML MHM V]WXNL D SU]\ RND]ML WZRU] FLHNDZ\ REUD] Z\FL(
ARPX ;,; L ;; ZEHNWX Z NWyU\P VWDU&\ VL ]H VRE WUDG\F\MQ
modernistycznymi.
6 4 R Kllzzowe Salomea Kruszelnicka, wokalistyka operowa, opera warszawska, polska kul-

WXUD PX]\F]QD Z FIDVDFK ]JDERUyZ SROVND NU\W\ND PX]\F]Q!

8 VFKV\aNX ;,; ZLHNX L QD SUJHARPLH VWXOHFL Z G]JLHMDFK
darzenD WR QLHZ WSOLZLH ]DDQJD*RZDQLH QD VWDQRZLVNR
skiego, premier&oplany) HOH VNLHJR L SL H WAdvhNDniuQeki Fnre@zLigD F M D
SR]\WVNDQLH GOD JHVSRaX ]J]QDNRPLW\FK VROLVWyYZ %H]Z
WU]JHED Z\PDHR®@IHI 6U X WHO@R*N QDMOHSVY] +DON D QD S|
V] +UDELQ Z KLVWRULL RSHU\ ZDUV]DZVNLHM

7\PL VARZDPL FKDUDNWHU\]XMH VWDQ ZDUV]DZ
1898+ (O*EI6BHMWBSD/MQDH Z SUDF\ SR ZL FRQHM *

DDWD ]JJARV]HQLD
'DWD Z\V4ADQLD JZURWX UHFHQ]ML

'DWD Z\VADQLD JZURWX UHFHQ]ML
Dataakceptacji: 24.11.2019
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nemuWardDZ\ Z ,, SRARZLH ;(PZQHNMXQDUVNL SUDFXM F
QLR Z 6]NROH &HVDUVNLHJR 7RZDU]J\VWZD OX]\F]QH.
VDG Z :DUV]DZLH G]JL NL SURWHNFML XU] GXM FHJR
ROHQVNLHJR ]DVW SF\ JH$QuhtthDdetyhxkieso) (akokeR UD $ O
SHOPLVWU] RSHURZ\ Z\VW SL4&4 SR UDB] SURUDG]\F P
w Teatrze Wielkim spektakCarmen Z |[DVW SVWZLH FKRUHJR &H]L
niego, kierownika artystycznego i pierwszego dyrygenta instytucji. Trombini
]PDU@aDUV]DZLH VLHUSQLD URNX 0a\QDUVNL R
J\FM REM FLD Z 7THDWU]H :LHONLP VWDQRZLVND G\U
GJHQLD RSHU\ ZARVNLHM VSURZDG]J]RQR 9LWWRULD 3|
VL JayZQ\P G\U\JHQWHWDSURDDHNWYUH SUHPLHU\ S
B3RGHVWLHJR L 0a\QDUVNLHJR G\UHNFMD WHDWUyYZ 2
QLW\ JHVSya SLHZDF]\ 3R]D .UXV]JHOQLFN ]JQDOH(O
%DWWLVWLQL *LXVHSSH 5XVVIDVQ)QDLOQP ..RDBOWHALAF |yd
$OHNVDQGHU 0\V]XJD :LNWRU *U EF]JHZVNL $GDP 'LC
GDNRZVNL ]DSDPL WDQ\ SUJH] KLVWRU\NyZ MDNR ]D
BUJHGVWDZLHQLDPL EDOHWRZ\PL GAwybiry 3lDzy- 6 WD QL \
pek,proHVRU :DUV]DZVNLHJR ,QVW\WXWX O0OX]\FIQHJR &
SHOPLVWU]D SUDFXM FHJR MXVUDDHFHDV¥DZ6BHRPEUQQE
VROLVWDPL LVWQLD&aD MDN ZH ZV]\VWNLFK WHDWUL
UHGQL NRQNXWHGWINHMUKMIHODQLQD .RUROHZLF]yZ
SUDQHP OLU\F]Q\P DOH Z\NRUJ\VW\ZDQD WH* GR UyC
lewiczz:D\GRZD RSXEOLNRZDaD SDPL WQLN Z NWyU\P V
.UXV]HOQLFNLHM NLOND LQV\QXD&ML 8GIRW LKEJNL\F KI DI
QD]zD&4D Z\NRU]J\VWXM F DNWXDOQH QDVWURMH DQ
Z\PLHU]JRQ\FK SU]JHFLZNR SROVNLP DUW\VWRP SRGI
ZaDG]DPL :DUVIDZVNLFK 7THDWUyZ 5] GRZ\FK ,QV\QXI
G]LUGQ&RZR GODWHJIR Z QLQLHMV]\P DUW\NXOH UH]\J
3LHUZV]\ VHIRQ MDNL SU]JHSUDFRZD&D Z ZDUV]DZ
VIHOQLFND ]DLQDXJXURZDQ\ JRVWDA& CyganeG]LHUQLT
SRG G\ UHNFM 9LWWRULD 3RGHVWLHJR EH] XG]LD&>
VIDZVNL GHELXW .UXV]HOQLFN+MHWWRGE NAD VA \ N R®D(&0
ARZ URO Z ]QDQHMAUAe Z\VINXWFZDEHODX] SXEOLF]Q
nie prasy. Nawet niezw OH VXURZ\ Z V GDFK $OHNVDQGHU ZL
WRU FJRARZHJR SLVPD ZDUVYJEBINNIBKGXR]\VWRBIQUL\R ¥ F
QDSLVD4 SR VSHNWDNOX *H Z RZ\FK SRFKzZDaDFK

1 ( 6]F]H S-Dangdl Bistoria muzyki polskigjt. 5: Romantyzmcz. 2B: )\FLH P X]\F]QH
w Warszawied 8501900 Warszawa 2010, s. 5112.

2 :V]\VWNLH GDW\ RGQRV] FH VL GR Z\GDU]H Z :DUV]DZLH SRG
ZHG&4XJ NDOHQGDU]D JUHJRULD VNLHJR

3 3R]\W\ZLVWDPL QD]\ZD VL SRVW SRZH XJUXSRZDQnH SROVNLF
VSLUXM F VL SLVPDPL ILOR]JRIyZ L VRFMRORJyZ ]DFKRGQLFK
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przypuszczalnie>«@ QLF D SU]\QDMPQLHM. QLHZLHOH E\4aR S

SD(GJLHUQINND.UXVJROQLFND ]D SLHzZzDabD SDUW
QHM RSHU]H ORQLXV]NL 6SHNWDNO WHQ E\a ] NF
MDNR QRZR |IDWUXGQLRQHJR NDSHOPLVWU]D -HG(
+GR U NZD QR SU]J\M Wleez BruszdihiFNDD VM QW R QL 6\JLH
krytyk najbardziej poczytnego dziennika Warszawp . XULHUD :DUV]DZV N
+SR ZL FL4 Z\VW SRZL DUW\VWNL NLONDG]JLHVL W
od sentencji:

=D WR SDQQD .UXV]HOQLFND S8]HV]4aD ZV]JHONLH RF]HNLZC

WyOLF]\&a NLOND ]JDOHW JaRVX L WDOHQWX SLHZ
UHFHQ]HQFL D ZL F EH]JE4 GQ WHFKQLN ZRNDOC
W\VW\FIQHM LQWHUSUHWDFML SRVWDFL XPLDU H
SRQRZDQLD JéatekdtuP X]\NL L

+DOND S .UXV]JHOQLFNLHM WR QLH SLHUZV]D OHSV]D G]L}F
paniczaxtSXHQWRZDa e¢WRHQM\HVSLHUZV]D OHSV]D ZDUMDWND |
UJHNL ] UR]JSDF]\ L* VWUDFLaD NRFKDQNibierDWdkSRVWD U ]
Z VZHM Z\REUD(QL SRM &4 D ORQLXVINR JHQLXV]HP VZHM P

$OHNVDQGHU ZL WRFKRZVNL XMU]D& Z +DXOFH .
ASUDZG]LZ ZLHMVN G]JLHZRM ] JUXQWX GREU |
VZyM VSRVHUEDGREWWN WZLHUG] F *H

>«@ WHQ zZ\VW S MHV]F]H EDUG]LHM XWZLHUG]L4 Z SU]JHNF
talentem do czynienfa

Halka XWU]J\PDab VL MX* QD VWDaH Z UHSHUWXDU
MX* SRG NRQLHF VW\F]QEND RGMM)SLERWHNRR}DV R
Z WHM RSHU]JH FJARQNLQL WUXS\ ZaRVNLHM ODULL

NROHMQ\FK GQLDFK SD(G]JLHUQLND URNX .|
jako Santuzzawbb\FHUVNR FL ZERQGDFHHWMM )JUDQFHVFD
Balladyna wGoplanie ) HOH VNLHJR SRG G\UHNFM (PLOD 03¢
VW S\ UyZQLH* ]DVaxX*\a\ QD JRU FH]B&RIFFK|FD@E XU XL]

Tarde)*JARVLOL SRWU]JHE UHIRUP\ VSR &H FpdtW]W ED Z T 2ZM\RHD*HH@LLL
VL VSRG SUHVML JEDQDOL]RZDQ\FK Z]RUFyZ VIWXNL QDURC
romantyzmu.

4% ZL WRF E¢hZ Waddzawskie ASUJHJO G 7\JRGQLRZ\’ QU \%
QLH 0 'JLDGHN :V]\VWNLHMGWBMWH(VYGZREZHMQUDF\ ]RVWD
nalnej pisowni.

5 $ 6\JLHWFMWUDMV]D A4 XQNBU :DUV]DZVNL" ZU]JH QLD
nr 277, s. 28.

6 7DP*H

s ZL WRF EdZ Waxszawskie ASUJHJO G 7\JRG QL RsZ465. QU

8 =RE $ 6\JLHEMUzYyViNA.XULHU :DUV]DZVNL" ZU]JH QLD

QU V.  ZWikR*A . XULHU :DUV]DZVNL’ SB(G]JLHUQL



20 Magdalena DZIADEK

ZV]IDN FKRG]JLAR R RSHU SROVN Z NWyUHM SURPR.
]DDQJD*RZDQ\ MDNR F]aRQBWWNZXR QU BIG \OGIDW WU B Wy
SRNROHQLD NRMDU]JRQ\FK ] SR]\W\ZL]PHP 7X QDOH
JUXSD ZDOF]\aD R SUIJHWUZDQLH L QDOH*\W\ SR]LRF
VDFK NLHG\ KHIJHPRQHP WHM VFHQ\ E\4d |HVSya ZarR

W omawianym okresie egzystencji spektakli operowych w warszawskim
7THDWU]H :LHONLP SU]JHV G]Da WDN MDN QD FDa\P
QDGHU RVWUR*QD SROLW\ND URV\MVNLHJR ]DU] GX
ZDNyZ L SROVNLHJR UHSHUW X DJRQ R SSRIRZND RX VBRO/I
MHGQR]QDF]JQLH ] SRF]J\QDQLDPL UXVNMILNDWRUVNLPL
QDN SDPL WBZLHMHQD;, :DUV]DZD E\aD R URGNLHP Zl
Z NWyU\P R VXNFHVLH G]JLH4 WHDWUDOQ\FK GHF\GR
DOH WDNMVYHNDM F\ WDP )\G]L 5RVMDQLH L 1LHPF\ 3F
VIH RFL JD&\ VL MH OL LG]LH R SRSLUBUDQVKZVIW X
QLXVINL RGQRWRZ\ZDQR EUDN QDOH*\WHJR ]DLQWH
QR FL SROVN RSHU KD R$SW WMSHROWINLBGIM ROMH [DZV
VDO 1DWRPLDVW ZLGRZLVND ZARVNLH FLHV]\4\ VL
NLHM SXEOLF]JQR FL ODP\ QD WR GRZRG\ Z UR]JPDLW
QD SU]\NaDG Z SDPL WQLNDFK F]JR4RZHymRandD UV ]D Z\
Hoesicka.

: RNUHVLH SRSU]JHG]DM F\P SRE\W 6DORPHL .UXV
VFHQLH QLHU]DGNR ]GDU]D&4\ VL ]DWDUJL SRPL G]\
RSHU\ SROVNLHM LQVSLURZDQ SU]JH] APARG\FK JQ
Z\*HM ZVSRFPEQARQL 6\JLHW\ VNL F]J\ $OHNVDQGHU Z
VWDPL ZaRVNLPL OLD&a\ RQH MDZQH SRGaR*H NRPH
W\P *H ]DJUDQLF]QL SLHZDF\ L G\U\JHQFL RWU]\P>
URG]JLPL BUWANRLWH WAaR SR Qytywowah§ przez pamid G O
W\F]Q\ RG4DP SUDV\ E\4 QS ODWWLD %DWWLVWLQL
] ODUL $QGUHMHZQ +XUNRZ *RQ ]JQLHQDZLG]RQHIJ
szawskiego Josifa Hufki + X UNR U] G]LA& :DUV]D#89%). DAlaW D F K
abRP Q@ RSHU\ ZDUV]IDZVNLHM JGRPLQRZDQHM SU]H] :a
ZDQR WH* ] SR]\FML SDWULRW\F]®XEK QHSRDWHK D&
WHJR URG]DMX WUDILD4R GR SUDV\ OZRZVNLHM

: VHIRQDFK DUW\VW\F]Q\FK .UXV]J]HOQLFNLHM ZDU\
toUHP E\4 GR URNX UHSUH]JHQWXM F\ NXUV RGZL
PLQ ]JH]ZROL&A QD RGVaAaRQL FLH Z :DUV]DZLH SRF
: W\P RNUHVLH R ORVDFK VSHNWDNOL RS$HUIHZDFK R

® =HVSya WHQ VNaDGDa VL ] DUW\\LWWDPRERDAWFHKRZS R BK R G PHQ
SR ZARVNX

10 Zob.: J. SzczublewskiB XEOLF]QR U W H D W W(1B630883 Zw: Dreait Mz aiski
, SRARZ\ ;,; BHEGENX G6LYHUW :URFA&aDZ \

11 Zob.: E. Czekalskiy cieniu zamkowego zegai/arszawd 956, s. 159.
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NyZ SUJHV G]Da\ Q D<opriy spravy thRils&WEM DN VL GDOHM
NRQDP\ PLD4\ RQH WDN*H ZS4\Z QD SUJHELHJ ZDU
'UDFDM F GR RPyZLHQLD SLHUZV]\FK PLHVL F\ S
]JDWU]J\PDP\ VL QD GQLX OLVWRSDGW S1ADNRP
UHNFM O0A\QDUVNLHJR ZH Z]Q R#dbHW X HHERQKND] DR
VL Z QRZHM HIHNWRZQHM LQVFHQL]DFML SR C
V]IDZVNLHM .UXV]JHOQLFNLHM SEpanN©ldnng K®@&D SR
OHZLF]yZ\@WDJRZ B4 (PLO 04\QDUVNL 6SHNWDNO RG
SUDVD ]DNRUGRQRZD SU]J\SLVD&4D SDWULRW\F]QF
WAXPQLH SUJ\E\4HM QD SUHPLHU L QDVW SQH SU]
sukcesHrabiny SUJ\SLHF] WXMMN ZNAR VNL HR\E HZ&: DUD/NDYZL H
RF]\ZL FLH QLH VWD4R $UW\VWND SRMDZLDA&D VL
QLDFK ZARVNLFK -X* OLVWRSDGD WREYX Z]L
przeznaczend® HUGLHJR SRG G\UHNFM 9LWWRULD 3RGI|
WLD %DWWLVWLQL 2SLQLD $QWRQLHJR 6\JLHW\ V
4\P SUJHGVWDZLHQLX E\4aD QHJDW\ZQD 3LVD& ]
OHNFHZD*\i SUJHGVH TR FARIFRPDOH* F

3DQQD .UXV]HOQLFND Z UROL (OHRQRU\ Z\]JE\4D VL QDMS
Z\UD]X DUW\VW\F]QHJR LQWHUSUHWDFML :SUDZG]LH MHM
L FI\WWR OHF] IUD]JRZDQLX ]E\ZD4R QD ZaMWip®thQR FL PX]\F
JLF]QHP ZVNXWHN Frphdlewania BER VMWD XZ\GDWQLA4D VL QLHS
$ SU]\WHP XZDJD SRERF]QD 3DQQD .UXV]HOQLFND ]D PD4&
Z UJH(ELH $NWRU QD VFHQLH MHVW *\Z\P SRM ELHP (OHR
*\Z OHF] QLH E¥D SRV JRZ

JUXGQLD URNX .UXVJHOQLFND Z\VW SLa&D S
w roli Walentyny wHugonotachOH\HUEHHUD 2ERZL JHN QDSL
] WHIJR VSHNWDNOX $QWRQL 6\JLHW\ VNL RGVW S
WRZL )LOLSRZLF]JRZL FR PR*QD RGF]J\WDU MDNR N
Z\VW SyZ DUW\VWNLZE WMRRIGQILH Sy(QLHM JUXG
WHUND ]D SLHZDaD X ERNX %DWWTNMAuQdvdrdR Jay
GLHJR WX* SUJHG RZLDNMBRBJH®RDOPHI JUXGQLD G
w Balu maskowymWHJR* NRPSR]J\WRUD E\A4R WR EHQHIL
UJHF] %DWWLVWLQLHJR D VW\F]QLD URNX Z)
w)\GYZFBOHY\THJR :\GDUJHQLD WH 2L DN\NWHH IR K HB] FF
QDQVX JG\* SUDVD QD F]JHOH ] A. XULHUHP :DUV]I
QLHE\ZD aH JiRabingNdol9d Mtégo 1899 roku dano 25 spektakli tej opery
SU]\ FDANRZLFLH Z\SUJHGDQHM VDOL D MHM JayZ
OHZLRIDPZ O0a\@ZUVALIOL SUDZG]LZH WU\XPI\ -HG\Q
GQLRZ\" ] FIDVHP FRUD] EDUG]JLHM G\VWDQVXM F\

12 —RE ( 6]F]H8&Me\K Byt., s. 517.
3 ¢ 6\JLHW\MMAKL A.XULHU :DUV]DZVNL" OLVWRSDGD
14 7ob.: B. Flilipowicz],Z muzyki A.XULHU :DUV]DZVNL" OLVWRSDGD
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SDWULRW\F]QLH XVSRVRELRQ\vRtGaepar&a&ge QLND U]\
lietonieEcha warszawskieZL WRNKNRZQDSLVD& RGQHRalhitH GR WU

2Wy* ] UN QD VHUFX SRZLHG]LHU PR Hrablny kREHFQ\FK Z\NRG
] S 6\JLHW\ VNLP QD F]HOH SU]JHUHNODPRZD&\ QDG ]DVaXxJL
R WDNLP 3RGF]DV]\FX '|LG]LP ORQRXWJNR PDHUR&H BIRG]LAE\ "
]S .UXV]JHOQLFN QD SRM FLH Z Z\NRQDQLX RVWDWQLHM EUD
SRVWDFL +UDELQ\ WDN APRGHUQH" QLH PR*QD XWU]J\P\ZDi
P\ OQ *H QLF ]JJR&® QLH F]XaD >«@

Na fali olbrzymie@ sukcestHrabiny 0a\QDUVNL J]GHF\GRZD& VL

NROHMQ RSHUWWRQVXQVRLZOW UJHF] XMPXM F SODQ
WHM RSHU\ SRZVWD&a MX* MHVLHQL SRSU]JHGQLHJR
OHF] SUDZGRSRGREQLH Z4VSUHH¥FHD W ULHGARHVAR LED &R
RG FIDVX VSHNWDNOL SUHPLHURZ\FK ]DND]DQF
Z QLP DOX]MH SDWULRW\F]QH Z\ZR&4Da\ QLHEH]SLHF
QR FL : NR FX MHGQDN 6&®W ARV 3IX NS p@ Wttt \ Q D
VIDZVNLHM VFHQLH OXWHJR URNX .UXV]HOQL
1LH Z\VW SRZD&4D WDN*H ZH Z]QRZLRQHM \&rSRGREQ'
bum nobileORQLXV]NL 3RMDZLaD VL QDWRPLDVW QD G.
nych programach, organizowanychMd UV]DZLH L Z aRG]JL D SRQDGYV
VL VZHJR SLHUZV]JHJR EHQHILVX : MHJR UDPDFK ]
+DON 2 EHQHILVLH DUW\VWNL QDSLVD&aR A(FKR 0X]
VXJHUXM F *H E\AD WR QDJURGD Z4aB®]MHDW REQBW
QLF SR]JRVWDQLD Z :DUV]IDZLH UR]JQLRVA&D VL ERZI
.UXV]HOQLFNLHM QD VH]RQ ZLRVHQQ\ ]DEEHJID ORQ
5RO +DONL SRZWyU]\4aD QDVW SQLH DUW\VWND MHV
ILIXUR¥EDAD] MHM SRSLVRZ URO QD NZLHWQLD
przedstawienie tej opery), a ponadto wznowios® E H U W DMéldbbieer®)
Z N\WyU\P Z\NRQ\zZzDab URO $OLFML 5REHUWD JUDa
FHQJHQW A.XULHUD :DUV]DR@ N RAVER UyTI9NDDD X G HWJIR
W\ VNLP QHXWUDOQ\ Z RSLQLDFK VWURQLY\ RG MI
L GR U0 NRQVHSDDWQAD@\ *H .UXV]J]HOQLFND ]D SLHZD:¢
OLFIQLQHLH ZGDM F VL Z V]F]HJya\

. ROHMQ\ PLHVL F XSA\EAH® BFPHURDOH PIHFIMV XD U X ¢
EVAR PQLHM QL* ]Z\NOH JG\* UyZQROHJOH Z 7THDWU

15 Echa warszawskie ASUJHJO G 7\JRGQLRZ\’ QU \Y

16 _a. [A. Rajchman],Salomea Kruszelnicka A(FKR OX]J\F]QH 7HDWUDOQH L $UW\
nr 806, s. 115.

7 3U]\QDMPQLHM Z RSLV\ZDQ\P RNUHVLH 3ROL VNL zy&]L ]DSDPL
SROVNLHM E\a XF]JHVWQLNLHP DQW\FDUVNLHJR SRZVWDQLD ]
QHNURORJDFK RSXEOLNRZDQ\FK ]D NRUGRQHP 6ZyM SDWULRYV
VWURZDa 3ROL VNL NLONDNURWQLH Z RNL XWOIH 4rH Fa&RDOIRFEMH Q L

8 ¢ 3ROEZmyYki A.XULHU :DUV]DZVNL’ PDUFD QU \%
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VW S\ WHDWUX URV\MVNLHJR WUXS\ ] 7THDWUX OI
ZDQH SU]JH] UDG\NDOQ F] ® SXEOLF]JQR FL SROVN

6H]IRQ XN R UR Q R Edgéius&UdhiRdginddddkow-
VNLHJR PDMD ] UXV]IHOQLFN %DWWLVWLQ
VWRGHPR 6LOLFKHP Z JayZQ\FK URODFK 2SHU {
SBRGHVWL VFHQRJUDIL SWRIZRMRZDAaQLHNW &W &L
PR*QD SU]JHF]\WDu MDNRE\ SUHPLHU\ RSHU URV
(uprzednio wprowadzono do repertuariR O DORajKowskiego iDemonaRu-
ELQVWHLQD PLDa\ E\U VZHDRB 4DR\G | R IR GKEIDNNROZR N PH
OLZR U JUDQLD*RSBUDZDOPYNHFMHVW MHGQDN RF]\:
Z]L U SRG XZDJ WR *H 5XELQVWHLQ L &]DMNRZVN
kim szacunkiem, jak wsagy uznani przedstawiciele muzyki wysokiej. Anton
5XELQVWHLQ E\4a Z RPDZLDQ\P RNUHVLH VWDA\P J
EUDW E\OL KRQRURZ\PL F]JARQNDPL :DUV]DZVNLH
FIRARZH XWZRU\ LQVWUXPHQWDOQH 3$Q@é&yQD 5XI
ZSURZDG]RQR GR SURJUDPYyZ NRQFHUWyYyZ V\PIRQL
LQLFMRZDQ\FK Z URNX : VW\F]QLX URNX &
VL Z :DUV]DZLH SURZDG] F NRQFHUW DXWRUVNL
SUJHSD 0 SRPL GROMXNOWXJRVSMVN Z :DUV]DZLH
R MDNLHM ZLHORNURWQLH SLVDQR Z UJHF]J\ZLVW
JDFK SDWULRW\F]Q\FK LVWQLDa KRQRURZ\ IDND] \
kowef* QRWRU\F]QLH GHPRQVWURZD i@ RymkHceszr-F]D V|
skiego w teatrach. Z drugiej jednak strony, zawodowi kompozytorzy wykonywali
JHVW\ KRaGRZQLF]H Z SRVWDFL GHG\NDFML GOD F
$SROLQDUN . WVNL GV\UHNWRU ZDUV]DZVNLHJR ,Q\
dzibie gelHUDA&D JXEHUQDWRUD QD =DPNX .UyOHZVNL
a FIQLFIN PL G]\ SROVNLP L URV\MVNLP URGRZL
RSLHNXQND DUW\VW\OXRODQRZ .DOGHWILRL SROVF\
PQLDQ\ Z\*HM (PLO 0a4a\QDUVNM PWERNRDSRWNBDUI
XU] GQLNyZ URV\MVNLFK D ZLHOX ] QLFK SRF] zZ\
sowanych realizowaniem kariery w Petersburgu czy Moskwie

2GJaRV\ SUDV\ ERrgediusHaPQni¢giidE\4\ EDUG]R GREUH
VDQGHU 3ROL VAIXQDSUNMDOWBIDZVNLHIR GX*\ W
DQDOL]XM F\ OLEUHWWR L PX]\N RUD] SU]J\QRV] |
SLHUZV]\P PLHMVFX SRVWDZLa NU\W\N SDU JayZz

19 Zob.: W. Zwinogrodzka3 UJ]\SDGNL ERMNRWX Z *\F L &:]VE HobnWrieRa.Q \P : D L
6\WXDFMD SROLW\F]QD D NXOW XUXDwieky WHRIMABNEDsz2w&U X J L H M
.UDNyZ

20 =RE ( 6]F]H®§, dNOL., s. 508.

21 Zob.: J. KorolewicaVaydowa,6 ]WXND L *\FLH ,0yYRFADZL WQLN

22 70b.: M. DziadekWarszawas3 HWHUVEXUJ .RQWDNW\ PX]\F]QMIXGZyFK \
i XX wieku.A0OX]J\ND" Q UR04.V
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SU]JH] .UXV]HOQLF R Qmawian deNz)4 jesd haatiloRa jakich-
NROZLHN DOX]ML DQW\URVIBROLAKNLZBUHHSVYMWBPBEEZ& |
WHNVWR Zpoén@aHRuszkinaa MDNR Z]RUFRZ\ SU]J\NaDG URV\I
narodowej+G]LHAR R AROEU]\PLP |]QDF]JHQLX*SBDRW\F]Q\I
RSLQLUSRSDO :LVVDULR QfiloZfa merhi€nie\zabkd Ryto-
ZDQHJR Z 3ROVFH :DUWR WH* GRGDUO *H NRPHQW)>
VNLHJR 3ROL VNL SRLQIRUPRZD& R MHM VXNFHVLH
RGZD*QL UHFHQJHQFL ¥iawDudyiQed N RX@QW NDNCAL 8 LWV X |
VIMVNLHM A:\SR*\F]RQ\” SU]JH] ABUJHJO G 7\JRGQLR.
VaxXx*\a VL Z VWRVXQNX GR PX]J\NL &]DMNRZVNLHJR |
AVARZLD VND"~ SU]J\WWWRVRZXM F VL GRADWSHNHM
WDNOX XVWHUNL Z\NRQDZF]H X .UXV]HB.QLFNLHM Z\
Eugeniusz Oniegid UDQ\ E\a GR NR FD VH]JRQX SU]J\ FDANR
VDOL SRF] ZV]\ RG SUJHGVWDZLHQLD Z PL G]\D
] XG]LDaHP WU L D WSRJX WeQdszawe tancerzy z Teatru Maryj-
VNLHJR Z BHWHUVEXUJX P LQ ODW\OG\ .UJHVL VNL
F\PL VL X]rabQLHP OQNRSODY GyZbraz wznowionym w
GUXJLHM SRaEnHRRKDMRGOGD WX JayZQH Ud&Kodrdd- SU]J\SDC
OHZLF]yZQLH L %DWWLVWLQLHPX WD VDPD SDUD Z
jeszcze spektakladbemona.
3RG NRQLHF VH]JRQX PDMD .UXV]J]HOQLFND Z\VV
wieniu Ernaniego9 HUGLHJR SUJ\JRWRZDQ\P QD EHQHILV %
JQDa VL ]H VFHQ ZDUV]DZVN XGDM F VL 1D JuDQL
WRZD&a |DUYZQR VDP RSHU MDN L DUW\VWyZ XSU]
Q\FK ][DFKZ\WyZ ]DXZD*\4 QS NLOND SRWNQL U LQW
15 czerwca opera warszawskd ®R F ] +dMD spektaklenirabiny +sezon
OHWQL QD NWyU\ ]DSURV]RQR NLONRUR DUW\VWyZ
ULD VNLHJR ] 3UDJL *UDQR GR NR FD OLSFD URN
MDN UyZQLH* ARGJU]DQH  Paac& EoweavaNawlld dakinyy SHN W L
.RUROHZLF]yZQ\ D Galbh¢@gmadtLRSYNUHIRDIJQHUD Z\VV
SLaAab WDN*H .UXV]JHOQLFND OLSFD UR]JvVwWDaD VL ]
ELQD XGDM F VL QD Gax*V]\ XUORS |]D JUDQLF
$UW\WWND SRZUyFLADFER ZDMJMIRED] ER]DLQDXJXU
OHMQ\ VH]RQ RSHUHugdnadachW SBIFGPLHUQLND URN X
QHURZDa MHM SR]\VNDQ\ Z PLHMVFH %DWWLVWLQLH,
SRND]DaD VL SK#&dg Al2i6 Rygdnedi + X JR Q RBVMRyAbnpU |
SD(GJLHUQLND MHGQDN .UXV]JHOQLFN PXVLDaD D

2 $ 3RO EuyeNiusz Oniegin F] ,, A.XULHU :DUV]DZVNL"’ NZLHWQLI
Ss. 2.

24 7 H QE#beniusz Oniegin F] , A.XULHU :DUV]DZVNL" NZLHWQLD

25 F, StarczewskiPiotr Czajkowski, Oniegirr « @ A3U]JHJO G 7\JRGQLRZ\’ QuU

% $ 3ROEZmuyki A.XULHU :DUV]DZVNL" PDMD QU \%
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JG\* JZLBJdKpbdano w prasiee ] DVADEBRIDHG\VSR]\FMD SLHZI
WUZD&ab QD VIEMX¥XLH G®&XGRLHUQLND SRMIigaL aD VI
nerir 'R NR FDJ|DNRMNXAEAD Z NLONXQDVWX SUJHGVWDZL
Z ELH* F\P UHSHUWXDU]H M D N M¥figtd Qriigad*Badted Z]Q R
OLVWRSDGD OLVWRSDGD zZz\VW SL4&D zuUuD] ] J
VNUJ\SNDPL (PLOHP 04\QDUV NLZR E]BW RQIDV &DLTHPL ¥
VDQGUHP OLFKD &DADNXPZ 6NLHUQLHZLFDFK SUJHCGC
L MHIJRURIAJDYD SROVND QLH VNRPHQWRZDA&D IDN
QD W\P NRQFHUFLH XNUDESUDEZGRIRGREQRHA GODW
ZLDQ\P FIDVLH GRPLQRZDabD MHV]F]H Z SROVNLP
skiej jako odmiany kultury polskiej, zatem nie odebrano tego jako ewenementu.
'"ILHQQLNDU]JH QDJAR QLOL QDWRPLDVW ZNYWHSR. U
GRFKyG SUJH]JQDF]JRQ\ E\da QD ZVSDUFLH W]Z .DV\
NUH ORQR *\F]OLZR it G\UHNFML WHDWUX NWyUD
Z NRQWUDNFLH .UXV]J]HOQLFNLHM RERZL XM F\P .
]DND] XG]L HhOK@erach/doza teatrefh) *ZLD]GD Z\VW SLaD C
OLWHUDWyYyZ ZVSyOQLH ] HOLW SROVNLFK DUW\VW
FlyZQ :LNWRUHP *U EFJHZVNLP L $GDPHP 'LGXUI
aDGQRZVNLP SLDQLVW $OHNVDRERLHP VINRK DSINRLZ
3DZaHP .RFKD VNLP XF]QLHP 0a\Q DAfrykdrkiaRr :\NF
HUEHHUD RUD] SLH*G3 R&ADHYZ @ ND MOEEEzjiZ tegd a D
NRQFHUWX QDSLVDQHM SU]J]H] UHGDNWRUD A.XUL
wicza, nacodtH ] |IDSDaHP SRSLHUDM FHJR .UXV]JHOQ
WDNWRZQD DOX]MD FR GR JZLD]J]GRUVNLHJR VWDQ
miejscowej:
*G\E\P PLD& SLYUR L ]|DSD& 6\JLHW\ VNLHJR >«@ QDSLVDAE
QLFNLHMZNWYEH B RB$SIU\NDQN ~ QLH SUJHVWDMH DQL QD F
UDM SLHZD&D DUL OH\HUEHHUD L ]JGDZD4R VL *H ZV]\VW|
FIHJR JDUGA4D Z\U]XFL4D QDQL]D&\ VL VDPH QD V]QXUNL L
Wiem MHGQDN *H FD&4D NDG]LHOQLFD SRFKZD4& Z P\FK U ND
QDV]HM SULPDGRQQ\ W\ONR MHGHQ ] W\FK PDMHVWDW\F]C
PyZLi
yi:LHP ZLHP SLHZDP MDN FKHUXE D Z\JO GDP MDN NUyC
+3R]JRVWDARE\ PLVRWRIGLIMXONERNRUQLH L VIHSQ

27 >E QD@ EMXWAWXHa&RPUV]DZVNL’ ZU]JH Q&MDs.1. SD(G]LH

2 : BNLHUQLHZLFDFK L SREOLVNLHM 6SDOH ]QDMGRZDA&\ VL G
WHPX FDU L MHJR URG]LQD FK WQLH SRORZDOL QD W\FK W
zamieszczonymw URVV HU 61Q aidtdssivd KLIFIRuEchali. Riemensa (wyd. 3, Bern
*0*QFKHQ \Y E4 GQLH SRGDQR *H RPDZLDQ\ HSL]RC

29 Zob.: A. KorzeniowskaBihun, Genderowy i narodowy dyskurs w biografii Salomei Kruszelnic-

kie, KWWSV ZZZ UHVHDUFKJD VZ38607HI®Y GéhdeBoME DriaFolstinl. RQ ¥4

z 2.01.2018].

: SUJ\WJ]a4aR FL JJRGD G\UHNFML QD Z\VW S\ .UXV]JHOQLFNLHM

Z\GDZDQD F] FLHM

w
o
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+7DN SDQL«

1LH ZLHP FJHPX DOH ZREHF SDQQ\ .RUROHZLF]yZQ\ F]X&aE\I
] X PLHV]NLHP %URQL QD XVWDFK VS\WDA&D

t, MDN*H" 'REU]H G}L SLHZzZDaDP"

JUXGQLD URNX .UXV]JHOQLFNDEZ MFISRBY D&M S

na razie z afiszbelrabinie D G]JLH Sy(QLHM ]D SLHZD&D +DON
] :DUV]DZ QD VH]JRQ JLPRZ\ 6S G]JL4D JR Z 3HWHUVE
Z&ARVN Z WHDWUIH?NEQMHUZINWRBHDPRVWU]HP 3RGH
zaproszonymQD JLP GR 3HWHUVEXUJD :\MRZe ZD ADRIGAYZQ
]DGHELXWRZDaD WefidtbWwlesiddita XRalliXnaskowyriverdiego.
= WHJR FR ZLDGRPR QD SRGVWDZLH SROVNLFK (Uy(
miejscowegoD UW\VWND Z][L®E WNNRGFMOGFLH GREURF]\QQ
&HVDUVWZD NWyU\ JJURPDG]L4A URV\NE\&N lutdgdL W L R
FIDVX PLHMVFRZHJR RGE\a VL MHNMLENQldbtey Z\NRC
zaplanowanej pierwotnidalki Z M J\NX ZaARVNAN SBGD4 SHWHUVI
VNL SROVNRM J\FIQ\X*\WWLHRGGDKERAMUDMSRU] G]JLU QD F
SUJHNADGX SDBWDRH KWW S\ .UXV]HOQLFNLHM Z 3t
RGQRWRZDQH MDNR EDUG]R XGDQH SU]JH] NRUHVSR(
diemXVLNDOLWYFKH:HOW"

= SRE\WWX .UXV]JHOQLFNLHM Z 3HWHUVEXUJX VNRU
EL F] QL z\zZzLDG : zZ\ZLDG]LH W\P DUW\VWND RNUH

ZARVND SLHZDFIND QDMZ\UD(QLHM ZARVND ] QDWXU\ X]GF
] 1DPLA&R ZjakQdnhce¥,

]JD VZyM SRE\W Z :DUV]DZLH RNUH OLAD MDNR HYV
podbicia Zachodi :\SRZLHG( DUW\VWNL ]JRVWDA&D QDW\FK
SUJH] SDWULRW\F]QLH L UyZQRF]H QLH DQW\ZA4RVN
G]JLHQQLNDU]\ RP RE]JQP SR&JQD 7\FKREDMHZD L ,U\QD
Z VZRMHM6RYRPEMD .UXV]HOQ\UWNPZ OLVW BRGVXPRD
ZXM F *H NRURQQ\P DUJXPHQWHP SROVNLFK G]LHQ
NLHM PLDAR E\i WR *H QLHFK WQLH PZA¥DW FRDDD Z
niuszk®® $UJXPHQW WHQ MHVW DEVXUGDOQ\ QLH W\O
VZRM SR]J\FM Z :DUV]DZLH .UXV]HOQLFND JGRE\4D C

31 M. Gawalewicz,1D .DV OLWHKNDEMNU :DUV]DZVNL’ 3.0LVWRSD
32 Zob.:Durund Moll A6LJQDOH IsU GLH PXVLNDOLVFKH :HOW" SD
3 [b.nal, . LDGRPR FL BLHDRH VW\F]QLD OXWHJR QU V
3 [b.nal, . LDGRPR FL HLHDRH OXWHJR QU V

35 Galberti,Die italienische OpenBaison in St. Petersburg A6LJQDOH I+U GLH PXVLNDOL
1900, 24 lutego, nr 19, s. 2&200.

36 [Mat.], U primadonny A.UDM~ VW\F]QLD OXWHJR QU V

% 7TDP*H

38 Cyt. za: http://www.maestro.net.pl/index.php/58génderowyi-narodowydyskursw-biogra-
fii -salomeikruszelnickiej?limitstart 0 [stan z 31.12. 2017].
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operach MoniuszkitHalcei Hrabinie DOH L GODWHJIR *H LQQ\F
Z rolami przeznaczonymi dla sopranu dramatycznego, péz& O,v@'m cza-

VLH Z UHSHUWXDU]H 7HDWUX :LHONLHJR QLH E\&F
Z\MD QLHQLH Z NWyU\P GJLHQQLNDU] Z]JL &a QD V
ADIHU ~ VXJHUXNORHK:\SIO RRVBWYR GUXNRZDQH QLF
P\ O DUW\VWNL" NWyUD

>«@ ZLH R WHP GREUJH *H JG]HSUQ\GILH M+ WEIHNE@ \ARR\MF
PR*H Z\*V]H X]QDQLH DOH VHUGHF]QLHMV]HJR QL* Z :DUV]
UJHF]\UNWR{ERZL ]XM L NWyUSEK VL QLH ]DSRPLQD

SDUDGRNVDOQLH Z W\P VDP\P FIDVLH Z NWyU\I
]JRG Z SUDVLH URV\MVNLHM UR]JJRU]D&4D DZDQWXU
afisze swoje nazwisko w wersji polskiej, a nie rosyjsRigretensje tygodnika
A6ZLHW" L UHSOLN SLVPD A3HWHUVEXUJVNLH 1
A.UBM7HQ*H W\JRGQLN ]DPLH FL4A Z NROHMQ\P QX
PDFM

A,QF\GHQW " ] SDQQ .UXV]HOQLFN ]JRVWDAa ]JDPNQL W\ NX F
namDOH NLHJR NyaND D*HE\ ] SRZRGX LQWHUYLHZX ]DPLH
SUJHFLZ QLHM SR SRZURFLH GR :DUV]DZ\ GHPRQVWUDFM
JGURZ\ UR]V GHN $UW\VWND QLJG\ VL ] WHP QLH NU\aD *H
dobiHGQHM SRGNDUSDFNLHM QDURGRZR FL QDOH*\ XV]DQR
Z VSUJHF]QR FL ] MHM SROVNLHPL V\PSD®LDPL L ZG]L F]QR

.yaNR ZURJR QDVWDZLRQH GR .UXV]JHOQLFNLHWMN
SUJ\ZYyGF E\4a $QWR@\ &R IZHWWRNLH QLHZLHONLH
WA\VWNL QLH SUJHGRVWDa\ VL QD a4DP\ *DGQHM ] z

: FIDVLH QLHREHFQR FL .UXV]JHOQLFNLHM Z :DU’
S LHZD F]NDuraRIVdra Polka ze Lwowa Mira Heller. Ta ostatnia prze-

j 4D NLOND UyO .UXV]JHOQLFNLHM PLDGdplaWwed* ]D ¢
MHGQDN GR WHJR QLH GRV]4AR =GDQLHP NRPHQW
OLUD +HOOHU QLH VSRWNDAD VL ] WDNLP X]QDQL
6\JLHW\ VNLHI® VOO IZDMDH 3RZyG E\a SURVW\

'ZLH PDWNL Z XOX E\ii QLH PRJ MHGQ ] QLFK EH]ZDUXQNF
MX* PDWN .UXV]HOGLFN $ ZL F >«@

: RPDZLDQ\P F]DVLH SUJ\JRWRZ\ZDQR VL GR Sl
WidmMoniuszki iZamku na CzorsztynieXUSL VNLHJR OXWHJR
NOH V]J\ENR JHV]a\ ] DILV]D

39 W Petersburgu A.UDM"~ OXWHJR QU \Y

0 3RFKRG]JHQLH XNUDL VNLH JZLRPG\PXWR *\VDPILIRIQRFHUWRIR G VH
]QDMGXMH VL QD WHUHQLH *DOLFML =DFKRGQLHM NWyUD

4 [b.n.a], S UJHJO G & ULDDM’ OXWHJR PDUFD QU \%

42 W. Ad.,Od Redakcji A.UDM"~ PDUFD QU \

43 [b.na], Echa warszawskie 3UJHJO G 7\JRGQLR2Z\’ VW\IF]QLD C



28 Magdalena DZIADEK

_.UXV]HOQLFND SRZUYFL4D GR :DUV]DZ\ PDUFD A
DUW\VWNL NWyUD ZLWD &D BXBCA]FLGRQR WU \P|IDEZW]N
Z VRELH Z\UD(Q DOX]M EIRGHRIIRNSRUR |DNR

2G MXWUD ZL F ]JDF]\QD VL QRZ\ VH]JRQ RSHU\ =QDNRPLWD
ZG]L F]ID QDZUyW VZRLFK XSRGRED GR RSHU\ PRQLXV]NRZVN
QLFND ZVWU] QLH MXWUR VAXFKD¥]DPL GR Ja EL GXV]\ MDN

'R SRF] WNX PDMD .UXV]JHOQLFND SRND]\zZzD&aD VL
przedstawienia operowe ograniczono z powodu kolejnej wizyty w Teatrze Wiel-
NLP GUDPDW\F]JQHJR JHVSR&4X URV\MVNLHJR D SR]D
SUDQX OLU\FIQHJR ZBRBNW\MLABR NFLHOM WRSUDQLVWNL
]QDQHM MX* ZWHG\ ] Z\VW SyZ Z 3HWHUVEXUJX -LC
]QDQ MHM SU]JH] EH]JVWURQQ\FK REVHUZDWRUyZ URC¢
VIHOQLFND ]D SLHZD&D JayZQ UROerzépodiieji. Z NRC
Mazepie$GDPD 0*QFKKHLPHUD PDMD UD]HP ] GT2ULR
QLH UH*\VHURZD& &KRGDNRZVNL G\U\JURZD& (PLO
ZV]\VWNR *HE\ ZVSRPYyF SRZRG]JHQLH WHM RSHU\ N\
]JHV]4aR ] DILVZDHNX; RSHUD WD QLH E\aD Z]QDzZLDQD
J\FM KLVWRU\F]Q

B3UJHG NR FHP VH]R@¥ HIORREZIR G\UHNFMD WHDWUI
NROHMQ\ EHQHILY .UXV]J]HOQLFNLHM+ UDWLRBEWHD X ZFL
recenzji napisanych po spektaklibn XZDJ [JZUDFD DQRQLPRZ\ WHN
ZDQ\ Z A(FKX OX]\F]Q\P 7HDWUDOQ\P L $UW\VW\F]C
QLRQR L* HQWX]MD]P SXEOLF]QR FL SRG]JLHOLAD -
W\P VDP\P QLHGZX]QDF]QLH LVWQLHQLH U\2ZDOL]DFN

PDMD DUW\VWND Z]L 4D WH* ZVSyOQLH JH SL

FlyzQ ODWWL %DWWLVWLQLP L $SOHNVDQGUHP 0\V
VRZMVAHDGRZVN XG]LDa Z NRQFHUFLH DXWHRYJVNLP :al
ELWQHJR SROVNLHJR NRPSRRVWRUD .G®RWADIMHF HG\R H
WDPWHMV]HIJR NRQVHUZDWRULXP NWyU\ RGE\4a VL
NLHVWU\ RSHURZHM =D SLHZD&aD H5ZDDXMWEKRU\ YHOH
SDPL*WHN

: VHIRQLH OHWQLP URNX 7HDWU :didHSalbkL QLH S
PHD .UXV]JHOQLFND QDMSUDZGRSRGREQLHM Z\MHFKI
6HIRQ MHVLHQQ\ URNX ]DF] & VL GOD DUW\VW

VW SQLH SXEOLF]JQR U ZzDUV]DZVND JREDF]\&4D M X E
we wznowieniuLohengrinaWagnera. WtymF]DVLH SU]J\JRWRZ\ZDQR S
SXU\WDEKHAOLQLHIJR Z NWyUHM Z\VW SL&aD /XLVD 7H
.RUROHZLF]yZzQ\ NWyUD XGD&bD VL QD zZ\VW S\ JR FL

44 [b.n.a],Z teatruimuzyki A.XULHU :DUV]DZVNL" OXWHJR PDUFD
%5 [Interim], 3UJHJO G PXA(FJKR O0X]\F]QH 7HDWUDOQH 7R, $Q8&\VW\F]QH
4 . %R JXVameZuadik i na estradzieA7\JRGQLN ,OXVWURZDQ\’ QU V
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FLAD OLVWRSDGD VN XW H Nt KQuisteiBitkaSmugbraNd L 7't
SUJHM i URO O0OD&XIRUWRW\&Z SLHZDQ SU]JH] .RURO
ZWyU]J\aD QDVW SQLH V BAd&ck Byqarizil Ad4i§ B} A HLUR/NHR Z L
ZLH QLDWIBHHM:\VW SRZDab F] VWR JG\* FKRURED 7
]PXVIDM F :aRVIN GR UH]J\JQDFML ] XG]JLD&X Z zZzDL
+GR AADWDQLD” UHSHUWXDUX LQQ\PL VSHNWDNO
SUJHV]HG& SD(GJLHUQMMWRSDSRFZWNHRKD ®D ] NROH
.UXVIJHOQLFND 3UDVD SROVND QLH SRLQIRUPRZL
PR*H SRMHFKDabweR :MBBK MDNR PLHMVFH Z\MD
Z ODWDFK ZDUV]DZVNLFK SRGDMH N D@ddn teaky GH &
WUDOQD SRZ]L 4D SRP\Va Z\VWDZLHQLD BpE¢dbVLH !
danej narzeczcong PHWDQ\ ] .RUROHZLF]yZQ )ORULD VNL
skim jako dyrygented 3U]HGVL Z]L FLH WR QLH JR¥YWDAR
Natomiast 10 listopad& RZUyFL4 GR :DUV]DZ\ QD Z\VW S\ JI
= P\O R QLP JDF] WR SU]\JEWwdR&PoncZi¢l@dwZLHQLH

. RPDZLDQ\P FIDVLH SLHUZV]\P WHQRUHP RSHU
VaDZ )ORULD VNL L WR RQ ]D SLHZDA& ig&zglZagny URO
pikowej & ] DMNRZVNLHJR NWyUD PLD&D PLHMVFH Ol
JORULD VNL Z\NRQ\ZDa W URO Z 3UDG]H Z REHF
D QDVW SQLH Z 3BHWHUVEXUJX 3DUWL (OL]\ Z\NR
U\UJRZD&a 9LEMVRWIL R2FRIQ\ VDPHM RSHU\ MDN L XG]
E\A\ EDUG]LHM SRZ FL JO LOhkgiGaL *$ @ HNW]DREGINRZ L
VNLHPX QDMEDUG]LHM SU]J\SDGa GR JXVWX )J)ORUL
.UXVIJHOQLFNLHM VWZLHUG]L& L*

QLH ]QDOBRID (OL]\ GREUHM VSRVREQR FL GR Z\ND]DQLD V.
FL DNWRUVNLFK

OLVWRSDGD RGE\&Rcdhdy]Z))JQREZLB YINLP L .UXV
Z URODFK JayZQ\FK =GDQLHP 3ROL VNLHJR W\P
JayZQ ERKDMGMIMD AWHQLD |DUPLHZDM F %DWWLYV
]JPHP MDNLHJR VL QDZHW SR SQWHistbpaulziel we®R G ] L +
ZLRQR MHV]F]H GUXJ R SHHaml@aV X RFPDW W L YV &WIZ@L HU
*H VN REM 4D Z QLHM R]JGURZLD&D 7HWUD]JLQL

47 . KD OH RVRERZ\P .URn¢ykopediLrudyickhy) PRVEutorstwa Haliny Sieradz,
Z\PLHQLRQH V 1HDSRO %UHVFLD *HQ >SbhdfieldhGirke®@® Q ] NI
V4D .UXV]HOQLFNLHM Z QR Z\Muski6 Galdhhid B GegeRWBitbG L L
PXMH *H Z RPDZLDQ\P RNUHVWwRabiigW\VWND Z\VW SRZDA&D

48 [Inf)], Teatri Muzyka A.XULHU :DUV]DZVNL" SD(G]JLHUQLND

49 Sprzedana narzeczonlRVWDAD Z\WWDZLRQD SR UD] SLHUZV]\ Z :DUV
VNDFK 7HDWUX 1RZHJR RSHUHWNRZHJR ostdiecyneHiQpieroHD W U )
z URNX 5RN ZF]H QLHM |Pgiwba WDP Z\WWDZLRQ\

50 $ 3RO Damalikowa A.XULHU :DUV]DZVNL’ SD(GJLHUQLND

1. $ 3RO >ZtedtNii@uzyki A.XULHU :DUV]DZVNL ada, nr316,s. 9OLVWRS
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9grudniaZz ZDUV]DZVNLP 7HDWU]H :LHONLP R&E\4aD VL
500. przedstawieniélalki. W tym dniu dano dwa przedstawienia opery Mo-
niuszki +t SRSRAXGQLRZH ] .UXV]JHOQLFN L 6LHQNLHZLF
i wieczornexZ NWyU\P MDNR +DONDHDLE [WHZPEADD. BRI W Q|
MHM )ORULD VNL :F]JH QLHM .UXV]J]HOQLFND ]DM abD \
ZDiU NROHJDPL RVREL FLH VSU]J]HGD* ELOHWYZ QD
] NWyUHJR GRFKyYyG SUJH]QDF]J]RQR GOD URG]AQ\ ORQL

A.XULHU :DUV]IDZVNL" RN UXEOL 7HUPLQ FDaH.
F] WNRZR QD JUXGQLD SU]JHVXQL WR JR R W\G]LH
A.XULHU :DUV]IDZVNL" ] OLVWRSDGD SRGDa ERZLHF

REVDG REXtWVdA/MHRWONGIR RVWDWHF]QHM %\t PR*H .
F]X4D VL SRQL*RQD SURSR]\FM Z\VW SLHQLD Z NRC
IM R ]JPLDQLH GDWHalki SR/GMNWYWRDN@AVWRSDGD D Z G
SRLQIRUPRZDQR R ]DPLDQLH JayZQérk BO istop&i@ D Z F ]\
]JPDU4 QLHVSRG]LHZDQLH JHQHUD& JXEHUQBDWRU ZD
1LH Zzsa\Q aR WR MHGQDN QD ELHJ VSUDZ WHDWUL

OLVWRSDGD L JUXGQLD RGE\a\ VL ZHG&XJ sSODQ

: G]JLH MXELOHXV]X A.XDRHW FD& RBZNHNILGH PDWHU|
HalkiL MHM DXWRUD 3RLQIRUPRZDQR WH* GURELD]JRZ
VIHOQLFNLHM QD]ZDQHM SU]JH] UHGDNFM AQDMEDU
OLDQRZLFLH SULPDGRQQD |DGDaMNNIMR BL HZ V& U X\GV XEa\NKX(
XERJLFK SLHUZV] Z\NRQDZF]J\QL UROL+*+DONULZ SU|
5RVWNRZVN =DSURVLaAaD M QD MXELOHXV]RZH SU]HC
*\adD GDU SLHQL *Q\ QD SRSEth&gar@dktd X QNyZ *\FLD

Fakt dwukrotnego wykonanidalki Z GQLX JUXGQLD SU]JH] U\zD
VRE JZIDYPKV]JHOQLFN L .RAVMRDOHQARELWZIRDNRPLW R
SRUyZQD .U\W\F\ MHGQDN ] QLHM QLH VNRUJ\VWDO
ZD4 Z RJyOH | RFHIND QUOXBDLHZB WML W\P *H RELH \
+DONL MX*Z LH@B Q\DJU]HND] SUDV\ E\@ MHGQDN MHC
+DON PLDQRZDQR Z :DUV]DZLH .UXV]J]HOQLFN A(FKF
WI\VWI\F]QH R Saxdir@d QIRZIDVMIRRQHM WU ]HD DUHWNDW FHM Q
SXM FH ]JZLHU]JHQLH

A+DOND° QDMU]JHZQLHMV]D UROD MDN SLHZDADP -H*HOL ]
strzazV]F] OLZ MHVWHP 6DBRPHD .UXV]HOQLFND

2 1RZ\P JHQHUDA&HP JXEHUQDWRUHP |JRVWD4&a 0 &]HUWNRZ

% >WHNVW EH] QD]ZLVND DXWRUD L W\WXaxXx@ A.XULHU :DUV]EL
QU \Y .ROHMQ\P JHVWHP QD U]JHF] ]XER*D&AHM SLHZDF]N
] .UXV]HOQLFN .RUROHZLF]yZQ JORULD VNLP 'LGXUHP Z\\
(PLOHP 0A\QDUVNLP L 3DZaHP .RFKD VNLP RUD] ZLRORQF]HOL
Redutowych Teatru Wielkiego w dniu 13 maja 1901 roku.

5 $ 3RO Xubienst/A@ DONLXULHU :DUV]IDZVNL"’ OLVWRSDGD J

% >WHNVW EH] QD]ZLVND DXWRUD L W\WXaxX@ A(FKR OX]\F]QH 7H



Warszawskie sezony Salomei Kruszelniekiej 31

7TUXGQR R EDUG]LHM Z\UD]JLVW GHNODUDFM VI
Q L * +j¢¢ Polsku tnapisana sentencja.

6DORPHD .UXV]JHOQLFND SU]\SaDF LHabi M&M SUI
QLRZ QLHG\VSR]\FM A\VW S\ Z]QRZL4D GRSLHUR
PLHVL FH JLPRZH SR ZL FLAD SRQRZQLH QD zZ\VW S

:DUV]DZLH |MDZL4&D VL % SIPF]|\WBPMHP Py S\ RG
(3 marca) Halki PDUFD SRG G\UHNFM 3RGHVWLHJR L

3R GZXPLHVL FIQHM QLHREHFQR FL ZUyFLAD GR :DUV]DZ\ S
z powrotem artystk |MDZL4D VL QD DILV]X ]DZV]IH QDMVHUGHF]QL
QLXVINL :\WWDUF]J\4R WR Z [ XSH4QR FL DE\ WHDWU :LHON!
JyU\ GR.GRA&X

8VSRVRELHQLH V4AXFKDF]yZz XMDzZQLaR VL Z QDMJRU WV]H
BohDWHUN ZLHF]JRUX E\aD RF]\ZL FLH S .UXV]J]HOQLFND 3R
NDPL RNODVNDPL L NZLDWDPL .ZLDW\ SDGDa\ GR VWyS DL
PLFK NRV]DFK >«@

+SLVD4& $GDP 'REURZROVNL Z ASXBYHQRHF]HD QYLD X\
wRWHP .UXVIHOQLFNLHM QD VFHQLH 7HDWUX :LH
VSHNWDNOL WHDWUX URV\MVNLHJR Z\VW SRZD4&
EXUJX VW G SUIJHGVWDZLHQLD RSHURZH RJUDQLI
NLHM R G HEuUgéninst Omigin Dama pikowa Faust Aida, Hrabina
i Halker®.

1D QLHG]LHO NZLHWQLD SUD QORW RZDHARD KPQ R .
ZARVNLP SR ODWDFK QLHREHFQR FL WHJR XW 2
skiegd® .UXV]JHOQLFND Z\VW SLA4D Z (LB WERNX RoB\
VIV Z\VW S Z VH]IRQLH ZLRVHQQ\P )YORULD VNLHJR
G\U\JRZD&a 9LWWRULR 3RGHVWL 3UHPLHUD RGQLR
ZVI]\VF\ SLHZDF\ VWDQ OL QD Z\VRNR FL ]1DGDQLD
lonozD WUDIQH Ja ERNLH RGF]XFLH SV\FKRORJLL R

3DQQD .UXV]HOQLFND RG SLHZD4D SDUW\ (O*ELHW\ ] QDG]

WZLH Z DNFLH WU]JHFLP NLHG\ SURVL R PLHUU ZaDVQ ]C
FRQ GXV] A7DOMKWAVWWMD zZ\ZRaDaD Ja& ERNLH ZJUXV]HQLH

a1

6 6SRG]LHZDQR VL QDZHW *H SRZUYFL Sy(QDRWMREHRQ®&DFE]T
WUXGQLRQR P4RG VRSUDQLVWN =RIL +HSQHUyYyZQ +HSQF
XPRZ\ ZVNXWHN ASU]J\WSLHV]RQHJR +SRZQRRXP R Z D XA/ JHIDLGH.
VIDZVNL’ OXWHJR PDUFD QU \%

5 6DOD 7THDWUX :LHONLHJR PLH FLAD PLHMVF

58 A. D.[obrowolski],Z Teatrui Muzyki A.XULHU :DUV]DZVNL" NZLHWQLI
S. 2.

59 Poza tym przedstawiano m.in. balet Czajkowskie¢gp] LRUR aINBNGUMHPLDA& SUHPLHU
cem 1900 roku

© . URNX XWZyU WHQ E\4& SUHJHQWRZDQ\ Z :DUV]DZLH Z

*4yZQ URO NUHRZD& $OHNVDQGHU %DQGURZVNL
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+SLVDA ZL WRFKRZVNL Z ABUPHJQVGUIRZ D 8IRK @ DRIA\YP
GHU 3ROL VNL

1LH PQLHMV]H ]DFKZ\W\ Z]EXG]D&4D SDQQD .UXV]J]HOQLFND Z U|
wybornie, i wszystkie jej odci@ LH XZ\GDWQL&D Z VSRVyE EXG] F\ ]|GXPLH
URGNyYZ Z\NRQDZF]\FK DNWWRUVNLFK L SLHZDF]\FK

'X*\ UH]RQDQV SU7BGgWIDZEMMYRH E\4& NRQVHNZHC
ZLMDM FHJR VL Z 3ROVFH A V]DSXD ZOE]Q H URZM QL IR IX
w stosunku doD QDORJLF]QHJR ]MDZLVND QD =DFKRG]LH D
PLDQDPL ZLDWRSRJO GRZ\PL MDNLH QLyVa PRGHUC
FHQ]M $OHNVDQGHU 3ROL VNL Z\OHJLW\PRZDa& VL
PLHQQLFWZD ZDJQHURZVNLBJRaDSWYADZM] DM EaPQ
skieg§® L* WUH & RSHU :DJQHUD

>«@ MHVW XSRVWDFLRZDQLHP QDMRJYOQLHMV]\FK ZVSyOQ\F

XF]Xi0 L SUDJQLH SRUXV]JHQLHP ]DIJDGQLH WDNLFK MDN PL:
nie, itp84

= RSLQLL Z\KABV]RPPRRG\FK OLWHUDWYZ UHSUH]I
W]Z 04ARGHM 3ROVNL ZDUWR SUJ\WRF]J\i RGQRV] F\
HQWX]MDVW\F]QHM UHFHQ]ML MDN RSXEOLNRZD4& Z
dej PolskitHOLWDUQ\P PLHVL Fk@HkoWski gistig,InRikyk @ria-
WRU L PX]JHDOQLN )HOLNV -DVLH VNL

=W ZLHON DUW\VWN GDOHF\ MHVWH P\ RG ZV]HONLFK SRS
JU RG GDzZDQLD SUJHZDJL E G( SLHUZV]HPX E G( GUXJLHM |
VFHQLF]Q\FKQDMRARHEYVY]HJR NDERW\QL]PX 2JURPQ\ ZG]JL N L \
NaD LQWHOLJHQF\D Z SRMPRZDQLX UyO RUD] LQWXLF\D Z LF
VPDN ]DUYZQR Z SLHZLH MDN Z JUI1Q@DRMMR 6B OF HE R XMH FK

wszystkie sceny europejesktLQG\ZLGXDOQR 0 L F]\QL ] RGWZDU]DQ\FK SU
G]LZH V]ODFKHWQH *\FEHP GUJDM FH SRVWDFLH

-DVLH VNL ]DVXJHURZD& E\ NRU]\VWDM F ] SRE\W>
Z\VW DFZULV WD QD1D WRROBHDWU :LHONL V Ltan@@hdH |GRE\4
Z :DUV]DZLH GRSLHUR SR , ZRMQLH ZLDWRZHM MH
URNX .UXV]JHOQLEND ]D SLHZD &0 WU WR\@BROG\ Z V
SL WNRZ\P NRQFHUFLH DERQDPHQWRZ\P )LOKDUPRQ
(PLOD 04a\QBUVNLHJR

61 [b.n.a.],Echa warszawskie ABU]JHJO G 7\JRGQLRZ\’ NZLHWQLD Q

62 § 3ROEZmudyki A.XULMHUW]DZVNL’ NZLHWQLD QU \Y;

68 =DZDUW Z M HRYRzaUNVAIMNPSIRFHW D L P\RBIXFELAHINRZDQ\P Z A7\JRG(
,OXVWURZDQ\P’ QU

64 ¢ 3ROLEZmudyki A.XULHU :DUV]DZVNL’ NZLHWQLD QU

65 ) -DVLMuxykal A&KLPHUD" W QU \%

6 Zob. R. Becker 3UJHJO G PARJ\FK®R\O0X]\F]QH 7HDWUDOQH L $UW\I\VW\F
S. 551.
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KoOHMQ D ]JDUD]JHP RVWDWQL SUHPLHU 2z ZI
w sezonie 1900/1901 (na razie zrezygnowano bowiem z planowanych premier
Toski Pucciniego iWerthera 0 D V V H Q HRUY BlaBMarchettiego (17 maja

URNX ] JayZQ URO .RIQRQHR QVRyydhEomaka
GOD JR FLQQLH zZ\VW SXM FHM PH]]JRVRSUDQLVWN
NR FD PDMD .UXV]JHOQLFND Z\VW SL4D MHV]F]H NL(
QR FID Q Q K| Xa/pgémailteé wsiocondzie Eugeniuszu Oniegini®amie -
kowej Hrabinie,Halce 5\FHUVNR FL ,2LEBYQEWBHMPDMX RGE\:?
NROHMQH SUJHGVWDZLHQLH EHQHILVRZH AiteXV]HOC(

6SUDZ ] ZFJRUDMV]HJR SUJHGVWDZLHQLD A$LG\" GDQHJIR
tymrazem]GDUE\ SRZLQLHQ QLH VSUDZR]GDZFD PX]J\F]Q\ OHF]
QLHM REV]JHUQH J]QDOD]J4E\ SROH GR SRSLVX HUXG\FM IDF
UR]JIJDWXQNRZDQLHP W\FK ZV]J\VWNLFK NRV]yZ ZLH FyzZz EX
jakimi obdarzoR EHQHILVDQWN >« @

+WDN UR]SRF] @ VSUDZR]GDQLH ] SUJHGVWDZLHQL

Na sam koniec sezonu (1 czerwca) wznowiccRSOD® NWyUHM MD
SUJHGQLR EU\ORZDaD .UXV]JHOQLFND MDNR %DOO
VRZDQLH NU\W\WWIWRVPQ®UDB ZL WRFKRZVNLHJR N\

3DQQD .UXV]HOQLFND ]D SLHZD4D URO %DOODG\Q\ Z NWy
ZLHGQLFK GOD Z\GRE\FLD VLOQ\FK HIHNWyZ GUDPDW\F]Q\F}
ODG\Q\ QDOH*\ GR QDMO HSWHIO QUHLAHM S\DAYQAH.M ]DUYZQ
MDN L URG]DM X]GROQLHQLD GUDPDW\F]QHJR QLH RGSRZLD
OHF] Z4D QLH SU G]HM ZVSYyaF]HVQ\P GUDPDWRP®OLU\F]Q\P

FIHUZFD A.XULHU :DUV]DZVNL" SRLQIRUPRZDA

NR F]\ Z\WW S\ Z RSHU]H ZDUV]D Z VGbpleny Fxk&/¢1-D 4 H P
QLH DUW\VWND JHUZDA&D Z\VW S\ F]HUZFD VNXW
EUJH ]DSRZLDGDM F Hle\Gopla@BD GRIFR@BANWDIR SRVW
E\4R * GDQLH RG G\UHNFML WHDWUDOQHM JQDF]Q
IOLNW ]D*HJQDQR L MX* F]HUZFBrabldiX VFD@Q EFDD
MHGQDN AZ SRZLHWU]X  ZLVLDAaD JUR (\EFH QR ZDIW L
VIDZVN FR Z\ZR4D4R QDPL WQH SURWHVW\ ZLHOI
A3U]HJO G 7\JRGQLRZ\" QDVW SXM FR VNRPHQW

,G]LH QDP R DIHU SDQL .UXV]JHOQLFNLHM 3DQL .UXV]HOC
SLHZDF]ND EDUG]R XWDDIHDMWRIDQ M HPRMAKD EBID*H  OHF]
SUJHM FLRZH SU]\MHPQH L PL4H ZUD*HQLD L QLF ZL FHN
] :DUV]DZ\ D] QL RZL PDQLIHVWDQFL NWyU]\ RJARVLOL Z|
NLP QDSLVHP ] NZLDWyZ GH WV E]5HNRDZANR NgBOUREE

SU\PDGRQQ\ Z\VW SRZDi EtBREH WQURF KO UMRWMWBDD PR*H W
VID D RSXV]F]JRQH GZLH OR*H SLHUZV]HJR SL WUD ]DMPR
VIWXNL" S .UXV]HOQLFNLFHM VOWRAY @RHHG ZROHWQ @B HU\ L Z

67 ¢ 3RO >ZtedtNili@uzyki A.XULHU :DUV]DZVNL~ PDMD QL
68 [b.n.a.],Echa warszawskie ASUJHJO G 7\JRGQLRZ\’ PDMD FIHU 2
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VW SL MHV]F]H WU] VLHQLH JLHPL REUDFDM FH Z JUX]\ NUDM |
EH]SRZURWQLH GXV]H A+DONL*RAHWIDESR U VIN B 9MDUZDmGE QG | L H
ZLMDU VL WHP OHS$LHM\GPQROKHM HQE G]\ QD PE\WNRZQ\FK V

*D*D DUW\VWNL Z\QRVLAD ]MyUHGAaXJ UXBDOIFMRKER
NDU]J\ ANDSU\ QD JZLD]GD  |D* GD&4D ]D DQJD* Z NRO!
VWDZLDM F G\ UHNFM RSHUWZosQUFRXVRZHDM* b MV K JFF
ILF\WX ]JGHF\GRZDQR QLH SUJHGaX*Di NRQWUDNWX
ZLHOELFLHOL ]DF] &R PDQLIMVWRZDU L JELHUDUO SRG

6ZyM WU]JHFL VH]I]RQ ZDUV]DZVNL JDNR F]J\aD .UXV]
FL JX FIHUZFD NL O NeoyyWw3op@hié! D RSR QPBAOVR SRND]XN
w )\ Gy Zikbhengrinie =ZOHNDaD MHGQDN ] SRGSLVDQLHP N
VHIRQ '"\UHNFMD WHDWUX XVLa4aRZDabD VL ]DEH]SLHF
SBHUWUDNWRZDQR ] OZRZVN -RuSMYWWN ZANBROQZERRL
QL JayZQHManbR®GHAUHZVNLHJR NWyYyUHJR SUHPLH
Z '"UH(QLH Z PDMX URNX RUD] ] PH]JIRVRSUDQLVW
ZDFIN R PL G]\QDURGRZHM UHQRPLH SU]J\M 4D RQD
1901 roku). Kryzys& V\WXDFM Z\NRUJ\VWD &b zapoWiBOHZLF]y
G]LDFK SUDVRZ\FK ] GUXJLHM SRaRZ\ FIHUZFD WR R
pierwsza gwiazda warszawskiej sceny, konkretid\ SU\PDGRQQD OLU\F]
B3y (QLHM MX* NRQVHNZHQWQLH]RYWDRDADM R @& D WE
QLFNLHM W\WX4& ASU\PDGRQQ\ GUDPDW\F]QHM" 7\P
WRZDQR UyZQRU] GQ\ VWDWXV REX JZLD]G

.UXV]J]HOQLFND SRSUDZLaD VZRM UHSXWDFM X SX
PXM F XG]LD4&4 Z SUIJHGVWDZANHQERFKXQRSHIHFNRWYNH
VL Z GQUWFEK]J]HUZFD Z\VW SL4D MDNR +UDELQD L

FIHUZFD A.XULHU :DUV]DZVNL" SRLQIRUPRZDA& *H

>«@ SR GAXJLFK URNRZDQLDFK SRPL G]\ ]DU] GHP WHDWUyZ

ostatecznego porozumierD '\UHNFMD ]|DDQJD*RZD&4D SLHZDF]JN QD SD(
L SRARZ UXGQLD

: RPDZLDQ\P F]DVLH Z ZDUV]DZVNLP WHDWU]H WL
VRZ\ L SHUVRQDOQ\ : REOLF]X JQDF]J]QHJR GHILF\WX
artystom dramatycznym i operowy 8 RGQLHVLRQR JD*H P LQ WH
czewskiemu oraz kapelmistrzogPodestiemu i nowo zatrudnionemu na sezon
1900/1901 StermichowPDOFURFFLDFLH Z UyG SR]RVWDa\FK
ZROHQLH = FKZLO ]DNR FJHQLD VH]RQX RBHU\ Z4&RV
UHNFML :DUV]DZVNLFK 7HDWUyZ 5] GRZ\FK ,ZDQRZ S
ADQR NRPLVM GR VSUDZ UHIRUP\ WHDWUX 2EUDGR
NLHURZQLFWZHP JHQHUDAD $OHNVDQGUD 3X]J\UHZVN

69 [b.n.a.],Echa warszawskie ASU]J]HJO G 7\JRGQLRZ\’ FIHUZFD QU
70 7DP*H

L 7DP*H V

72 [h.n.al],Z teatru i muzyki A.XULHWD ZDNV] FIHUZFD QU v
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JHQHUD&D JXEHUQDMRIMZ\AKXGDUNEBRVNLFK G]LF
J\FIQ\FK L WHDWUDOQ\FK $QWRQLHJR 6\JLHW\ VN
G\V4DzD 5DEVNLHJR $OHNVDQGUD 3ROL VNLHJIR
VADZD %RJXVADZVNLHIJR L LQ 'RSLHUR SRG NRQL
wano pewierconsensus MH OL LG]LH R SRAR*RPQDHA R\IH]JWR\UUE
nizowany osobny sezon opery polskief 3SODQ WHQ QLH ZV]HGa Z
Z]1JO GyZ SROLW\F]Q\FK OHF] ] XZDJL QD WR L* .
PLDAD Z\XF]RQH URGNNLM JA\ND*G\P UD]JLH SRF] -
URNX |JDF] WR Z DQRQVDFK SUDVRZ\FK XZ]JO GQLI
ZDQD GDQD RSHUD SR S RroadAé¢pepodramcskuX FJ\ WH*
1D UR]JSRF] FLH VH]RQX S O DRERZDWER  'Z_ M-
OH\HUEHHUD ] XG]JLD&HP .UXV]HO QHoe Nk plevivszyHM ST
na scenie warszawskiej w tej operze aDG\VaDZ )ORULD VNL -HG
QLFND ]J]RERZL ]DQD NRQWUDNWHP GR VWDZLHQLI
RVWDWQLHM FK grzygakdehz GKeaddha Ratem awaryjnie spektakl
TDQQKIXVZHNWYU\P Z\VW SLaD SD(G]JLHUQLND ZVSE¢
L )ORULD VNLP 1DV W USDHLIHDSOHERYWYWIE\@ErLy komple-
FLH QD vDOL SD(G]JLHUQLND R6&6BERHERHVWDZUDE]
NROHMQ\FK GQLDFK .UXV]J]HOQLRBDZFAMNYGERZDAaD
planie Balu maskowymAidzie JELHUDM F MDN ]JZ\NOH EDUG]
: G]JLH UR]SRF] FLD VH]JRQX SUDVD RJ4ARVLA4D SU]
VNLHIJR WHQRUD (QULFD &DUXVR RigbR©CdOdr@ar K GQL
Traviaciei MefistofelesieBalu maskowym PDM F |D SDUWQHUWBBWL .UXV
maskowym KoroleZLF]lyZQ RUD] ]JDSURV]RQ SRQRZQLH %H
NOH QDVWDZLRQD SU]JHFLZ :4aRFKRP QLH ]JDFKZ\FD:
*4R Q\P Z\GDU]JHQLHP RPDZLDQHJR RNUHVX E\a I
Z 6NLHUQLHZLFDFK SRG :DUV]DZ ' kDzofgamZe-4 D M D
ZDQR VIHUHJ DWUDNFML OLVWRSDGD RGE\a4R VL
VR O L WiveytssdmentEDOHWRZHJR : UyG Z\NRQDZFyZ N
SDGD A.XULHU™“SR&PHZA:NDWV]DZVNLP 'GVIBRQUWNG H
DUW\VWyZ ESHUAVNUHIJR .RUROHZLF]yZzQ 6LOOLF
JHQWyYyZ 3BRGHVWLHJR %DUFHZLF]D L 6WHUPLF]D Z
FHUWX GOD URG]LQ\ FDUVNLHM DUW\ FL RSHURZL
ZRGJHQLH SU]JHGVL Z]L F Liiatova\kbRs@hiége HdrszéliaRal J D (
VWDUDM FHJR VL ZabD QLH R XU] G G\UHNWRUD 7
GR XU] G]JHQLD GUXJLHJR NRQFHUWX 6NRU]J\WVWDQ
V]DZ\ ODWWLD %DWWLVWLQL L SUJHaAR*\nevvp\ R Ml

% 3UJHGVWDZLHQLD SROVNLH WM Z M ]J\NX SROVNLP PLD&\V
PDUFX L FIHUZEX SDgBVINHUWHQLNX OLVWRSDG]LH JUXGQLX N

 :\GDQLH QU ]  keS®lig®pada)1Qol roku, s. 1.

" 1RPLQDFM RWU]\PD4& OLVWRSDGD URNX SR ]JDNR F]H(
WHDWUyZ
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14 listopada wznowienig¢/ertheraODVVHQHWD ] MHJR XG]LDaAHP Z
JR GR 6NLHUQLHZLF UD]JHP ] .UXV]J]HOQLFN L %DUFH.
OLVWRSDGD .UXV]J]HOQLFND Z]Wedlerzdvai(sebd MDNR

neta, wznowionym dla Battistiniego (w tym celu koRp\WRU RVREL FLH SU]
SDUWL WHQRURZ QD EDU\WRQ B5HFHQ]JHQFL SU]JHC
NDF\MQ\P VSRU]H FK Zta0yckjniesi] B ZIDONW\ JARVX L A Z
WDOHQW ®™FHQLF]Q\’

2ERMH ZL FLOL ZF]JRUDM WU\X R bpxisrhA]ZW DI A]B RV N IBLRQR

VIHOQLFNLHM DQL RNODVNyZ DQL ZLH FyZ

+]D ZLDGF]\da $OHNVDQGHU 3ROL VNL Z A.XULHU]H :C

-HGQDN RJYyOQLH U]JHF] ELRU F VADZD .UXV]JHOQ!
URNX QLHFR EOHGQ i WDN*H \]WSRIQ\IFA DQ AG UH DO D1
Z W\P RNUHVLH |DM WD SUIN\JRWRZDQLDPL GR RWZD
FR QDVW SLaR OLVWRSDGD URNX : NROHMOQ\P
PRQLL E\a\ QDMJ4R QLHMVI]\PL Z\GDU]JHQLDPL PX]\F
zudzibaHP SLHUZV]RU] GQ\FK VLA VROLVW\F]Q\FK VvSU
OHMQ\P SRZRGHP VSDGNX DNFML .UXVJHOQLFNLHM E
VIDZVNLHM NLONRUJD PaRG\FK SLHZDNyZ NWyU]\ Z
IXQNFM SLHUZV]RU]%GQLFWRZA DG $OHNVDQGHU %D
SRZD4& Z GUXJLHM SRARZLHZUIDWRBRGR/@@ENENXG QL
ZDJQHURZVNLFK ] NWyU\FK Leheh@inéei | DD QUQIKQX. ¥ H UYHV
$GDP 'LGXU NWyU\ SRZUyFLa GRWXUX JOZH U \G B X D/ ] HS
+ODUJRW .DIWDOYZQD REM aD GDMigndn PdaCadh . RUROH.
Strasznym dworzeHalce® 7R R QLFK UR]SLV\ZD&D VL WHUD] z

= FKZLO REM FLD GV\UHNFML WHDWUyZ SU]JH] .RQ
VI\4D VL V\WXDFMD PDWHU#BORDQZF 7HPMW H MV F\LiH G M
ILQDQVRZ\ QRZ\ SUH]HV ]ZROQLA&4 ZLHOX DUW\VWyZ
]D REQL*RQR SHQVRIHWVHSIGRADNGEQRYH NDU\N |D RGPD
Z Z\VW SDFK JXELHQLH HOHPHQWYZ NRVWLXPyZ LW
Z\FK ELOHWyZ GOD UHFHQJHQWYZ F]JHJR VNXWNLHI
] WHDWUX L RSHU\ :DUV]DZVNL NRUHVSREG®MYWLA.U
GRQLyVa Z VW\F]QLX URNX *H

] RSHU >«@ Uy*QLH E\ZD F]D¥®HP ]DG]LZLDM FH SXVWNL

$E\ R*\ZLU |IDLQWHUHVRZDQLH VSHNWDNODPL +HL
URNX RVREL FLH GR :4RFK Z FHOX VSURZDG]HQLD Q

7 T. JoteykoZ muzyki A3U]JHJO G 7\JRGQLRZ\" OLVWRSDGD QLU

m$ SRONVeJ‘tNLA.XUDH:IJlV]DZVNL' OLVWRSDGD QU Vv

8 WHalce SLHZDAaD S R S#asRryriN dvoriZzepo polsku.

® *DPD >$ 6\JL MApizelobi¢Warszawa, 19 styczniaA.UDM’ VW\F]QLI
nr2,s. 20.

8% =RE WDP*H
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MHVLHQQHM F] FL VHUXQYXHOQLFND SRZWDU]I
w Halce Hrabinie, Giocondzie Wertherze Balu maskowymEugeniuszu Onie-
ginie, Aidzie JUH]J\JQRZDaD QDWRP IMaxepie (- QR & K HLPRHHOULD
RGVW SXM FM .RUROHELFWZRLH ZQUIH*]JIQRQHP ]
DUW\VWyZ ZDUV]DZVNLFK SLHZDF]ND Z]L abD XG]L
.DV\ /LWHUDFNLHM OLVWRSDGD ]D SLHp@aD MH
VNLHJR NRPSR]J\WRUD *XVWDZD 5RJXVHdN WRRRAM h
SROL¥VML JUXGQLD Z\VW SL4D ZVSyOQLH ]JH VNU]
QD ZLHONLP SL WNRZ\P NRQFHUFLH DERQDPHQWEF
JG]LH SENDNaAMX* QDGP MWD EDPPLHUFL ,]JROG\ &
URNX Z\SHaQL & RGUMWAQQYH Z\VW S\ Z RSHU]H XG]LL
FLH GREURF]\QQ\P QD U]JHF] 7TRZDU]J\VWZD +DQGOR
Z EHQHILVLH %DWWWLVWMWerthdrdR  NWXYy®&QR E\a: WIM N
W\P .UXV]HOQLFND SR*HJQDa&DUV]IDZIVEXE®BLEIWR F
RVvwWDWQL zZ\VW S %DWWLVWLQLHJR Z :DUV]DZLH .
VL QDVW SQLH GR 3HWHUVEXUJD .UXV]JHOQLFNEL
VZRM ZDUV]D XWrtherteROD 1D S UH ]| H v pieravBryy L
jako & DUPHQ :VSyOQLH ] %DWWMaWlk QahanDonizey SLAD
WWLHJR Z UDPDFK EHQHILVX :4A4RFKD 7\P UD]JHP
FLD ]Z4DV]F]D *H SU]J\V]4R MH MS$ERON QU RZD@IVINL C
Z PL G]\FIDVLH DZDQVREDA® GRDWRIOL ODU\MVNLF
JURMRQNXUHQWN .UXV]HOQLFN Léhéhgrih®aDV]F]D MI
.RQVWDQWLQ +HUV]HOPDQ Z\ZL ]D& VL ]H ]JRER?Z
SROVNLFK RSHU MHG\QLH F] FLRFkai]WiaMoODM F
QLXV]INL RUD] Z\VWDZLHQLH GAwk@uIQiR AFRABRIDIR L
warszawskiego kompozytora Zygmunta Noskowskiego (profesora kompozycji
w miejscowym Instytucie Muzycznym oraz szkole Warszawskiego Towarzystwa
Muzycznego) oraManru Paderewsk HJR NWyUD Z W\P F]DVLH E
PLHUDFK Z "UH(QLH L 1RZ\P -RUNX WDP ] XG]JLDA&
polskiego pochodzenia Marcelli SembicliRFKD VNLHM 2SUYF] WH.
QLHREHFQR FL .UXV]J]HOQLFNLHM Z\VWDZLRREHQLH
URZD L ODAQRM@®EHUWD +XPSHUGLQFND = VL& J
VIRQR QD JLP ZDUWR ZVSRPQLHU R SR]\WVNDQHM
SYy(QLHMV{HWO®RKRYHM RUD] :aRV]FH 2@Hr&erSLL %
ELQLH 5]HZXVNLHHM]INLER RGIQLRWHADIQDF]QH VXNFHV
ZDU]J\VNLH JDUPLHZDM F GRW\FKF]DVRZH SULPDGH
.ROQWUDNW . UXVJHOQLFNLHM SRGSLVDQ\ ] G\UHI
ZLRVHQQ\ URNX UR]SRF]\QDa VL NZLHWQLD ¢
lothiew :DUV]DZLH MX* PDUFD SLHZDM PoendfiDELQ
VRZ\P -y]HID &KRGDNRZVNLHJR RGFKRE NakhJR ]H

81 ¢ 3ROZmMUYki A.XULHU :DUV]DZVNL’ OLVWRSDGD Q
8 _HJR QDVW SF ]RVWD4 :4DG\V4DZ )ORULD VNL *ayZQ\P UH*
URNX (PLO 04\QDUVNL
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MXWU] DUW\VWND ]Qy2® Z\NFHIFKIDH DM HM JQIDHREEHFQR F
RGE\aD VL Dalibbr® Shethby, zJayZQ\PL URODPL .RUROHZI
L )ORULD VNLHJR SRG G\UHNFM O0O4\QDUVNLHJR 3RF
QLFNLHM Z :DUV]DZLH ]D]QDF]\4d VL ©ONRBRGWDIK @\F
] REHFQR FL Z PLH FLH 3LHWUD ODVFDJQEKEIR SU]\I
JLOKDUPRQLL :DUV]DZVNLHM XSURV]IRQR JR E\ ]D¢
wieniem 5\FHUVNR FL ZEBNRLBB{HWX]]D PLDAD Z\VW SLU
UJH RGE\a VL NZLHWQLD .UXV]J]HOQLFND MHGQDN
SLaD M F]|aRDANRWONLWMX®H] GH )UDWH 8NUDLQND Stk
GZD GQL Sy(QLHM MDNR &DUPHQ SRZWDU]JDM F URO
Z 3BHWHUVEXUJX D QDVW SQLH Z]JQRZLA&D Z\VW S\ Z
latHalce A3DQL .UXV]HO QL FQIDHVNZH. Z\DRADD & WHMD Z\VW S
:DUV]DZ%NL"

NZLHWQLD QDGV]H G &ivicQuintilii Slasko@skied® LKt \
VIHOQLFNLHM SDUWQHURZDOL Z W\P SUJHGVWDZLHC
desti. Rola Kruszelnickiej w tej operzeG]L VWMHMRKEIXTF WAONR SR]\FI
VWRU\FIQ MHGQDN Zz URNX ZLWDQHM ] RIURPQ\
VWDaR QD QRZH G]LH&EWAWRGNIHAW R/ WEZWWAR\P ZLHONL
scenie warszawskiej.

=QDNRPLWD DUW\VWND MDN MHXW HONL FHNHDM LS WIXZE R WURDIIL &
UJ\d W\S XURF]JHM L GXPQHM UJ\PLDQNL SRNRQXM F JQDNRPL

+SLVD4a $OHNVDQGEU ZL WRFKRZVNL

3DUWM J/LZML RSUDFRZDaD S .UX¥JpB QltadFdbok HaRiLVWU]JRVW ZF
i Hrabinyto WU]JHFL QLH PLHUWHOQ\ GMDGHP DUW\VWNL

+HQWX]MD]PRZDa VL PaRG\ NU\W\N®URGHP ] :LOQD ¢

*4yZQ ERKDWHUN ZLHF]JRUX E\4D S .UXV]HOQLFND EDMHF]C
UROL W\WXARZHM SLHZD&D SU]JH OLF1QILH MIHFKMDWBNWRWREX B\
VNXSLD&4R VL QDMVLOQLHMV]H ]DFLHNDZLHQLH MHM DUW\]P

+]D ZLDGF]\4a $OHNVDQGHU 3ROL VNL
'R NR FD VHJRQX ZLRVHQQHJIR .UXV]JHOQLEND Z\V\
wLivi NWyUD QDVW SQLH RHYJRWHBWWADNRMWANYZ -D
A.XULHU :DUV]DZVNL  SRGDa]UHMWQOBOFMZ WHHLZ RSJHL
PDMD DUW\VWND RSX FL4D :DUV]DZ XGDM F VL QI
WV\QXDFM NDULHU\ ]DJUDQLF]QHM L dOfEaMD Z\VW

8 OLHMVFD GRFHORZHJR Z\MD]GX DUW\VWNL SUDVD SROVND QLF
8 Zteatruimuzyki A.XULHU :DUV]DZVNL" NZLHWQLD QU v
8 4+ 2SLHLMV&Quintlla A(FKR 0X]\F]QH 7HDWUDOQH L $UW\VW\F]QH"
8 A Miller, 3UJHJO G P XAWRJRM NZLHWQLD QU v

8 ¢ 3ROLZmudYki A.XULHU :DUV]DZVNL" NZLHWQLD QU

8 [b.n.a],Z teatruimuzyki A.XULHU :DUV]DZVNL’ NZLHWQLD PDMD
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SLHZDM F ZVSyOQLH Zohéh@ihi¢¢ GHVJNHRBQLH U ZLH
ce$® 3UJ]HG Z\MD]GHP GR 3DU\*D DUW\VWND RELHFD
w trzech kolejnych spektakladtivi =UHDOL]RZD&abD VZRM RELHW
WDN*H Z S UddmcéalstdrX rate, m.in WGYyZFHF]DVLH QLHREHF
DUW\VWNL VHUFD SXEOLF]J]QR FL ZDUV]DZVNLHM S
KXVVyzZQD L $OHNVDQGHU %DQGURZVNL MamQ RVW
SBDGHUHZVNLHJR NWyUD RGE\GAX WL D aHm® MDU R O HUA
L 3RGHVWLHJR MDNR G\U\JHQWD : NROHMQ\FK SU
+HOHQD =ERVIMRBRVND 7D VDPD SLHZDF]JND EDL
SUDV UR]SRF] ab UyaQeL H*W\RW]BVEZH WDN*H +ULC
wwDUV]IDZVNLFK WHDWUDFK U] G RZ&DKG QRD ZZ \HIRR\
NRZVN DUW\VWWND |]DGHELXWRzZDaD Z WHM UROL
VIHOQLFND UR]JvWDaD VL QD ODWR ] SXEQRGF]QR
y Z k- Hrabina i Halka (28 czerwcas3 lipca; przedstawienia Moniuszkowskie

PLD4\ FHO GREURF]\QQ\ : VSUDZR]GDQLX A.XULH
wieniaHrabiny NWyU\P *HJQD& VL MX* QD |J]DZV]H ] SXEC
HPHU\WXU -y]HI &KRGDNRZVNL *®)c@idiyJRZD4a 3LRW

,GHDOQ SU]JHGVWDZLFLHON W\WX&RZHM SDUWLL S .UXV]
FIDV FD4HJR SUJHGVWDZLHQLD $OH ER WH* JQDNRPLWD DL
Z WDNLHP XVSRVRELHQLX L* *\FLH WU\VND&Ri¥aMHM LQWH
FKZ\FDM FHM :V]\VWNLH V]JF]HJya\ ND*GHM VFHQ\ ZV]\VWN
VIODFKHWQLH ]H VPDNLHP ] SUDZG XF]XFLD ]DPNQL W
RGWZDU]DQ SU]JH] QDV] G]JLHOQ SU\PDGRQlaskR WH* SXE!
ZDab DUW\VWN : ZD*QLHMV]\FK PRPHQWDFK GR MHM VWy!
Z\ZR4DQLRP ]D NR FD QLH E\aR

+*'R ZLG]HQLD 3R ZDNDFMDFK«

Kolejny sezon operowytostatni warszawski sezon Salomei Kruszelnickiej
+tRWZDUWR ZU]JH QLD URNX =JRGQLH ] ZF]H
G\UHNFML WHDWUDOQHM .RQVWDQWHJIR +HUV]HO
6SR UyG ]DJUDQLF]Q\FKzyx NeQLY ZGiys2pp& Anselmi
i Giovanni Dimitrescu, baryton Mario Ancona, sopranistka Gemma Bellincioni
SUJ]\M WD RZDF\MQLH MDNR Z\NRQDZF]\QL SDUWL
PHQ 3RMDZLa VL SRQDGWR SU]J\ZL |DQ\S®IRHZD#B V]
m.in. we wznowionynWilhelmie TelluRossiniego).

-HVLHQQ F] U0 VH]RQX UR]BEMRBipvildAuddr@ Rauk HQ L H
sta*RXQRGD URO O0DaJRU]JDW\ SRZLHU]JRQR :aDG\V

8 [b.n.a],Notatki A.UDM’ PDMD QU V DMDLWU A(FKR @
J\FIQH 7HDWUDOQH L $UW\A\VW\F]QH" QU ] NZLHWQLI
partnera Kruszelnickiej Wwohengrine(GZDUGD 5HV]INHJR : KD OHERWRERZ\P C
pedii teatru polskiegpodano rok 1902 jak& DW Z\VW SyZ DUW\VWNL Z 3DU\*X 3
szech. http://mww.encyklopediateatru.pl/osoby/41322/saldmeszelnicka [stan z 3.01.2018].

% 2G OLSFD (PLO 04\QDUVNL QLH SUDFRZD4& Z RSHU]H ZDUV]

% [b.n.a],Opera A.XULHU :DUV]RE&Ca (4 lipca), nr 182, s. 1.
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FIH QLH ]DF] WR SUJ\JRWRZRZADyYZ MDD DWD GR Jé
QHM UROL *H VNLHM SU]JH]QDF]JRQR ODUJRW .DIWDO
]JDLQDXJXURZD&4D RVWDWQL VHUL “IZREWFROKZ\VW Sy 7
'LGXUD MDN ]JZ\NOH EDUG]R GREU]JH SU]J\M W SU]H]
QLH ZFWRQGEOD Q L$H3) Ty DN IDVGManon &\J D Q,Avert
theraLWG .D*G\ ] W\FK XWZRUyZ SUJHGVWDZLDQR SR I}
UHSHUWXDUX PLDaD SUHdrozlI2éndsrudvwikaHManzinBlS H U\
OHJR ] JayZQ URO .UXWRHSDQA P NLLBHNHGVOUIDZLHQLH |
nak kompletnym fiaskiem.

B3RIRVWD&H GRNRQDQLD .UXVJHOQLFNLHM Z NR Fy
ZUD] ] )ORULD VNLP Z NROHMQ\P NRQFHUFLH QD U]H
1902rokux]D SLHZD&D GZDJRDIOGHALMRBWH KL SROVNLH 3
Dudarzai Noskowskiegop6 HUFH S ND PE\VWYSOWX] % DBRIYeL VW LQLF
niuszu Onieginié Ernanimoraz z Anselmim wNVertherze OLDA4D WH* ]D SLHZz
w Hrabinie OHF] ] SRZRGX QLHG\VSR]\FML ®wskdLDabD M
2VWDWQL ZzDUV]DZVNL Z\VW S .UXV]J]HOQLFNtHM PLD
]D SLHZD&aD URBRalu s&skb@ym :YPLHQLRQH Z\VW S\ RGE\ZI
Z DWPRVIHU]H URVQ F\FK |[DFKZ\WyZ SXEOLF]QR FL (
FLRQL %H] ZL NVHMNWRRQYUIRGER 4B RQD .UXV]JHOQLFN
$OHNVDQGUD 3ROL VNLHJR *H

AFK\WUD :4RV]ND" XPLH FLHQLRZDU QLH W\ONR SLHZ QD VFH
UH*\VHUVNLHM

. GRGDWNX FDa\ VH]JRQ MHVLHQQ\ JRVWD4& RFHQLI

RepertX DU XVW SXMH Z RSHU]JH SLHZDNRP D QD DILV] SRZUDFL
W Xa\ SLHZDF\ V SLHUZV]RU] GQL GR 0 Z\PLHQLUO QD]JZLVND
$QFRQ\ %HOOLQFLRQL 3LQNLHUWyZQ\

+]DZ\URNRZD& :4DG\VA4DZ %RJIJXVADZVMIRZ\B RID*D Q\F
blioteka:DUV]D2YNRH SUJ\SDGNLHP QD MHJR OL FLH ASL
ZDNyZ " ]DEUDNA&R QD]ZI5%M DV HWX VWX Q ERNLL BIMW \V W N |
OHi R RSXV]F]JHQLX VFHQ\ ZDUV]DZVNLHM 5yZQRF]}
DQJD*RZDi DUW\VWyZ QD URN L SODQRZDi NRO}
QLH E\4R .UXY¥DDMBLUFINZGIRSRGREQLHM Myfekca JUXG QL
VSRG]LHZDA4D VL MHM UH]\JQDFML 7\PF]DVHP  JU>
8GD4D VL ZL F Z URG]JLQQH VWURQ\ =DEDZL4D WDF
VXQNL ] RSHU OZRZVN : NZLHWQLX URNX UR]S
FLQQ\FK Z 7 FbRowskijd: 6 NADQLD WHJR PLHVL FD ]D SLHZ
non, 18 kwietniat ORQLXV]NRZVN +UDELQ QDVW SQLH 5DF

2 ¢ 3ROLEZmudyki A.XULHU :DUV]DZVNL’ OLVWRSDGD QU
% 5HJLQD 3LOQNLHUWYyZQaX FIMG HE/DPHRBRRFODVNLHP JUXGQLD UF
9 . %RJIXVAaTeAtWiMuzyka ,9 AKRWEND :DUV]DZVND’ W ] \%

% DN UyZQLH* .RUROHZLF]yZQ\ NWyUD Z W\P F]IDVLH JR FLA4D Z
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VNLFK Z\VW SyZ DUW\VWND ]J]DNR F]\aD Q@aiceSRF] W
: SUDVLH OZRZVNLHM RN Hpfav@@pQdeE QUL XV AR QURL B NG X
MDNR SULPDGRQQ RSHU\ ZDUV]DZVNLHM 'R :DUV
JG\ QLH SRZUyFL4AD 1LH ]DJU]D&aD WH* PLHMVFD Z
WU\JL SRGAMWDW WR'RNUH O Pat JIEIHRRWGIRIZD E B/ \WIW NQLD
GR :4RBR]JSRF] a VL W\P VDP\P NXOPLQDF\MQ\ HW
]DFKRGQLFK REVHUZDWRUYZ |DuPLa RQ GRW\FKF]I
VFH WHJR HWDSX MX* QLH NRPHQWRZDQR SR]F
R JZLH(G]JLH MDNR Z\ELWQ IOWM LZ N RODEZIEQ\Q IM D NOU 4
udziale w koncertach dobroczynnych, w tyit \F]OLZ\P JH FLH DGUHYV
do pierwszej HalkitWalerii Rostkowskiej.
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Echa warszawskie ASU]JHJO G 7\JRGQLRZ\’ QU Vv

%=-RE KDVAR RVRERZH*URMMHD @ LENGHOFIWFRBRG]LAR R ]DDQ
artystki w narodowy ruchukb L VN L
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Warsaw seasons of Salomea Kruszelnicka (1893902)

Abstract

The article discusses the artistic activity of Saloideaszelnicka in the years 189B902. It
predominantly concerns her performances on the stage of the Warsaw Government Theatres. The
account is supplemented with a report on her other activities in that period. The work is based on
source material gatherddJ RP WKH SUHVV SXEOLVKHG LQ 3RODQG /HLS]LJ
:HOW”~ DQG 6DLQW 3HWBQVERUH AMKH GR ©.IU\DKM ~ 7KH UHYLHZV
performances constitute a valuable record of the reception of her art and, at thiengauipant an
LOQOWHUHVWLQJ SLFWXUH RI D IUDJPHQW RI :DUVDZYV PXVLFDO
twentieth centuriesta time when traditional views on art clashed with modernist trends.

Keywords: Salomea Kruszelnicka, operatic vocalism,rééav opera, Polish musical culture in
the period of the Partitions, Polish musical criticism at the turn of the nineteenth and twentieth
centuries.
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Abstract

The article discusses the artistic activity of Salomea Kruszelnicka in the years1 28281t
predominantly concerns her performances on the stage of the Warsaw Government Theatres. The
account is supplemented with a report on her other activiti¢hat period. The work is based on
VRXUFH PDWHULDO JDWKHUHG IURP WKH SUHVV SXEOLVKHG L
:HOW" DQG 6DLQW 3HWBQVERUBR AWKIH G R ©.IUNDKM ° 7KH UHYLH.
performances constiteita valuable record of the reception of her art and, at the same time, paint an
LQWHUHVWLQJ SLFWXUH RI D IUDJPHQW RI :DUVDZTV PXVLFI
twentieth centuriesta time when traditional views on art clashed with modetrasds.
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period of the Partitions, Polish musical criticism at the turn of the nineteenth and twentieth centuries.

The most important events in the historyPaflish opera at the turn of the nineteenth and
WZHQWLHWK FHQWXULHY XQGRXEWHGO\ LQFOXGH WKH HP.
tor of the opera, the premiere@bplanaE\ )HOH VNL W KHWitdrab{Phany WDJL QJ F
tomg by Moniuszko and, finally, theecruitment of outstanding soloists. Among them,

Salomea Kruszelnicka should definitely be mentioned in the first pisice was, perhaps,

the best Halka and certainly the best Countess in the history of the Warsaw opera.

,Q WKLV ZD\ (O*E bty déqdrihes3He stale of the Warsaw
opera in the years 1838901 in a work devoted to the musical life of the city in
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the second half of the nineteenth centur PLO 04A\QDUVNL ZKR KDG S
worked at the Russian Musical Society in Odesszgived the position in War-
saw owing to the patronage of prince Alexis Obolensky (the deputy for Governor
General Alexander Imeretinsky). As the opera bandmaster, he performed for the
first time on 29 March 1898conducting the performance Garmenin place of
&H]DU\ 7TURPELQL WKH LQVWLWXWLRQTVY DUWLVWLF
LOO 7URPELQL GLHG LQ :DUVDZ RQ $XIXVW 0:
office of the director of the Polish Opera at the Grand Theatre. Vittorio Podesti
wasbrought to direct the Italian opera. In practice, Podesti became the chief con-
ductor and directed some of the Polish premieres as well. In the days of Podesti
DQG 0a\QDUVNL WKH DXWKRULWLHV RI :DUVDZ WKH
of singers. Apartrbm Kruszelnicka, it included, among others, Mattia Battistini,
*LXVHSSH 5XVVLWDQR :4DG\Va4DZzZ )ORULD VNL -DQL
0\V]XJD :LNWRU *U EFJHZVNL DQG $GDP 'LGXU -DQ
membered by the historians as a great patfdPobsh opera, was the stage di-
UHFWRU 7KH EDOOHW SHUIRUPDQFHV Ziatdih-FRQGXF
inent violinist and profesor of the Warsaw Musical Institute. Francesco Spettrino,
the bandmaster who had already worked there in the days of ihipmas also
occasionally hired. There was a fierce rivalry between the soloists, as in every
WKHDWUH DURXQG WKH ZRUOG -DQLQD .RUROHZLI
competitor; she was endowed with lyrical soprano, but the authorities also had
her perbrm coloratura roles. Under the surname of KoroleMitzydowa, she
published a memoire, in which she made a few insinuating remarks regarding the
alleged activities of the Ukrainian (as she called her, taking advantage of the con-
temporary antliJkrainian feelings of the Polish readers), which were supposed to
be aimed at Polish artists and undertaken in cahoots with the Russian authorities
of the Warsaw Government Theatres. There are no sources that could confirm the
insinuations; therefore, we choose nogtmte them in this article.

7KH ILUVW VHDVRQ RI .UXV]JHOQLFNDYV ZRUN DW \
inaugurated on 1 October 1898 with the premierédf E R KttcH was con-
ducted byVittorio Podesti, yet the newly employed star did not participaie i
.UXV]IHOQLFNDYV GHEXW LQ :DU\Zh&asRoRorse0 DFH R C
the eponymous role iAida, which had already been known in the city, receiving
WKH DXGLHQFHYY DSSODXVH DQG WKH UHFRJQLWL

ZL W RF KR 2ditbrlof the léddling newspaper of Warsaw positi¥ida U | H

1 ( 6]F]H S-hang&llistoria muzyki polskigjvol. 5: Romantyzmpart 2B: )\FLH P X]\F]QH
w Warszawied 8504900 Wargawa 2010, p. 511512.

2 All the dates concerning the events that took place in Warsaw are provided in the main text
according to the Gregorian calendar.

3 Positivists are a group of Polish writers and scholars, wheing inspired by the writings of
Western philosophers and sociologists (Comte, Spencer, Darwin, Le Bon, Eaalkd for
the reform of society and, ithe case of art, for its liberation from the trivialized patterns of
national art related to the aesthetics of thealted little Romanticism.
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JO G 7\JRGQLRZ\" ZKR ZDV H[WUHPHO\ VWULFW L
of that praise there was:

przypuszczalnie>«@ QLF D SU]\QDMPQLHM. (pleliZapsOH E\AR S
>« @ Q RleaRtWer Mitle, exaggeratiom

2Q 2FWREHU .UXV]J]HOQLFND VDQJ +DONDTY"
ORQLXVINRTY RSHUD 7KLV HYHQW RQ WKH RWKH!
but as the newly employed bandmaster. However, it was not him whoceuld
ebrate after the performance, which was received rather coldly by the press, but
.UXV]J]HOQLFND $QWRQL 6\JLHW\ VN Lreativdaty ifr UL W L
:DUVDZ 3.XULHU :DUV]IDZVNL ~ GHYRWHG VHYHUDC
D U W LV Wénée Sstattindiftom the following sentence:

=D WR SDQQD .UXV]JHOQLFND SU]JHV]4D ZV]JHONLH RF]JHNLZ
other hand, exceeded all expectatfgns

+H HQXPHUDWHG VHYHUDO TXDOLWLHV RI WKH \
be notied by other reviewers as well, that is: impeccable vocal technique,
strength of expression, tasteful artistic interpretation of her character, moderate
use of stage effects and emphasis on the depth of music and the text.

Halka p. Kruszelnickiejto niepi UZV]D OHSV]D G]JLHZF]\QD ZLHMVND ]E
paniczatSXHQWRZD4 e6WRHM\HVELHUZV]D OHSV]D ZDUMDWND |
UJHNL ] UR]SDF]\ L* VWUDFLAD NRFKDQND DOH SRVWDIU ]
Z VZHM Z\REUD(QR@WRXVW]ARDIWQLXV]IHP VZHM PX]\NL RSU
.UXV]HOQLFNDYV +DOND LV QRW DQ RUGLQDU\ ERXQWU\ J
6\JLHW\ VNL SHtlnt fu& aRyXivddwoman who threw herself into a river

because she had lost lover, but arabter straight from the poem, as envisioned by

:ARG]JLPLHU] :ROVNL DQG EDWKHGQ ORQLXV]INRYTV JHQLXV

$OHNVDQGHU ZL WRFKRZVNL FRQYHUVHO\ VD

FRXQWU\ JLUO LQKHUHQWO\ JRRG RSHM@anQG KRC(
in his own way, claiming that:

>«@ WHQ Z\VW S MHV]F]H EDUG]LHM XWZLHUG]L&4 Z SUJHNRQTL
do czynienia. [this performance confirmed my belief that we are dealing with a tru&]talent

Halkaremained a permane@ DUW RI WKH :DUVDZ WKHDWUF
the end of January 1898, Kruszelnicka temporarily handed her role in the opera
RYHU WR D PHPEHU RI WKH ,WDOLDQ WURXSH 0D

4 >TUDQVODWRUTV QRWH WKH RULJLQDO TXRWDWLRQV DUH
translatednto modern English.]

5> $ ZL WRFEZwaxsizawskie 33UJHIJO G 7\JRGQLRZ\’ 1R S
M. Dziadek. All source quotes in this work are given in original spelling.

6 $ 6\JLHW.\FVRUDMV]D, 3+ROINDU :D U V]D Z5Skptember (7 October),
No. 277, p. 28.

7 lbid.

8 $ ZL WRFE®ZWaszawskie 33UJHJO G 7\JRGQLRZ\’ 1R S
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In the next days of October 1898, Kruszelnicka played SantuZzviillelia
rusticana (conducted by Francesco Spettrino) and Balladyn&adplana by
JHOH VRQGXFWHG E\ (PLO 0a\QDUVNL %RWK SHUIR
lURP 6\JL%aspediaNylthe second one since he was personally involved in
promoting Polish operas a member of a group of radically predisposed writers
of the young generation associated with positivism. It should be explained that
these radicals fought for the survival and proper quality of Polish opera at a time
when it was dominated by a groupltflian artistsC.

During the period in question, the existence of opera performances at the
Grand Theatre in Warsaw was determined, as everywhere around the world, by
ILQDQFLDO VXFFHVV KHQFH WKH YHU\ FDUHIXO SRC
ties with regard to Polish singers and Polish repertoire. The Polish side interpreted
it as Russification; it should be remembered, however, that nineteenth century
Warsaw was a multinational city, in which the success of a theatrical performance
was decided ndiy the Polish majority alone, but also by the Jews, Russians and
Germans who lived there. Furthermore, the Polish upper classes were reluctant to
support native att Even at the time of Moniuszko, it could be noticed that the
audience in Warsaw was naifficiently interested in Polish opera; even the per-
formances by the father of Polish opera would not always fill the opera house.
Italian performances, on the other hand, were very popular among the larger au-
dience. We have evidence for that in variousnwoies, for instance in the mem-
oirs of the leading Warsaw bookseller Ferdynand Hoesick.

,Q WKH SHULRG WKDW SUHFHGHG 6DORPHD .UXV]
between the radical group of the supporters of Polish opera, inspired by rebellious
young writeUV VXFK DV WKH DIRUHPHQWLRQHG $QWRQL

ZL WRFKRZVNL DQG ,WDOLDQ DUWLVWY ZHUH QRW
tivated by commercial reasons (the Poles were dissatisfied with the fact that for-
eign singers and conductors reeglvmuch higher pay than native artists) and
hidden political background. For instance, Mattia Battistini came under fierce
criticism from the patriotic faction of the press since his friendship with Maria
Andreevna Gurko, the wife of the hated Gover@areral of Warsaw losif
Gurko'? (Gurko governed Warsaw in the years 18884) was well known. The
activity of the Warsaw Opera, which was dominated by the Italians, was also
overly criticized by the patriots who wrote for foreign newspaparany such
materals were published in the Lviv press.

&I $ 6\JLHEWIZKkNE.XULHU :DUV]DZVNL" 6HSWHPEHU 21
p. 2;idemZ muzyki 3. XULHU :DUV]DZVNL" 2BWREHU 1R S
10 The group consisted of artists of various descent (not only Italians), who sang in Italian.
11 Cf.: J. Szczublewski3XEOLF]QR U WHDW UIBEBRIBIZ[in:PTeati Wazdzaivski
, SWy@WRXwieku HG 7 6LYHUW :URF&aDZz S
12 Cf.: E. CzekalskiW cieniu zamkowego zegakarszawa 1956, p. 159.
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'XULQJ .UXV]JHOQLFNDYV DUWLVWLFGEnEM™ bfy L W\
Warsaw was held bplexander Imeretinskyuntil 1900), who represented the
policy of relaxed repression (he gave permission to unveil a martumd/ic-
kiewicz in Warsaw in 1898). In that period, the fate of opera performances as
ZHOO DV VLQJHUVY FRQWUDFWY DQG SD\V 2DV VW
DV ZH VKDOO OHDUQ WKLV DOVR LQIOXHQFHG .U>
AswereturnR GLVFXVVLQJ WKH LQLWLDO PRQWKYV F
we reach 2 November, when Kruszelnicka performed in a new production of Mo-
QLXV]M&RGountesx QGHU WKH EDWRQ RI 0A\QDUVNL 7t}
a spectacular new adaptation after Earg of absence on the Warsaw stage.
Kruszelnicka was accompanied, as in the caséaglang by Janina Korole-
ZLF]yZQD DQG (PLO 04a\QDUVNL FRQGXFWHG WKH
successful, which the foreign press attributed to the patrioticdattiifthe Polish
audience, who flocked to see the premiere and the subsequent performances. It
was even prophesised that the succe3hefCounteswould seal the failure of
Italian opera in Warsal& This obviously never happened since the artist simul-
taneously appeared in Italian performances. She took part in a new production of
9 H U GhefRorce of Destinynder the baton of Vittorio Podesti as early as on
28 November 1898. She was accompanie@ ByWW LD % DWWLVWLQL $Q
RSLQLRQ DERXW .UXV]I]HOQLFNDYV DFWLQJ DQG WK
With an obvious tendency to disregard the Italian production, he wrote that:

3DQQD .UXV]IHOQLFND Z UROL (OHd$2¢) &ethy fnddo\@bntvL QDMS
Z\UD]X DUW\WVW\F]QHJR LQWHUSUHWDFML :SUDZG]JLH MHM
L FI\WWWR OHF] IUD]JRZDQLX J]E\ZD&4R QD Z\WZRUQR FL PX]\F
ORJLF]JQHP ZVNXWH Nemdldidiadd B D HPIIAETE 4D VL QLHSRPLH
$ SUJ\WHP XZDJD SRERF]QD 3DQQD .UXV]J]HOQLFND ]D PD&
Z UJH(ELH $NWRU QD VFHQLH MHVW *\Z\P SRV JLHP (OHR
*\Z OHF] QLH E\aD SRV JRZ >,Q W KlHickhRiépliveR hefs¢RQRUD 0
of the most beautiful feature of her talent: expression of artistic interpretation. While her

voice was metallic, resonant and pure, the phrasing lacked musical sophistication and psy-
chological depth; as a result, the permanent fid the vocal tremolo was immensely
emphasized. And a marginal remark: Miss Kruszelnicka took too little time studying the
movements of arms and the body in sculpture. On the stage, the actor is a living statue.
OLVV .UXV]HOQLFNDTV /HRasuna asdDOLYH \HW

2Q 'HFHPEHU .UXV]HOQLFND DFWHG XQGHU
9DOHQWLQH L QesHiytbdsHHQUMRQL 6\JLHW\ VNL KDQC
sibility of writing a review of the performance over to his colleague Benedykt
Filipowicz, which may be interpreted as yet another demonstration of his disre-
JDUG IRU WKH DUWLVWTV S'HTWReekDIQEF A&/Dedgm-W D O

13 g| ( 6]F]H-Sdhg¥, NDcit., p. 517.

14 ¢ 6\JLHW\MMAKL 3. XULHU :DUV]DZVNL"’ 1RYHPEHU 11

15 Cf.: B. Flilipowicz], Z muzyki ®.XULHU :DUV]DZVNL’ 1RYHPEHU
337, p. 3.
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EHU VKH DFFRPSDQLHG %DWWLVWLQL Il¥dv® JLQJ WK
tore [The Troubadur]; just before Christmas (22 December), she sang in the

F R P S R ¥riHbalmhVh maschergA Masked Ba]l(it was a benefit performance

of Battistini) and on 8 January 1899, she performed for the first time as Rachel in

+ D O HIYa\ Juve[The Jewegds These events did not receive much publicity
VLQFH WKH SUHVV KHDGHG E\ 3.XULHU :DUV]DZVNL
the unprecedented successToie Countesstby 9 February 1899, 25 perfor-

mances of this opera had been given, with all the seats ap#na house com-
SOHWHO\ VROG RXW LWV PDLQ SHUIRUPHUV .UX
04A\QDUVNL HQMR\HG JUHDW VXFFHVV 2QO\ 33U]JHJO
became more and more distanced from the commotion created by the patriotically
predisposed fdion of journalists, had a dissenting opinion. In an article entitled

Echa warszawski¢Echoes of Warsa@ ZL WRFKRZVNL ZURWH WE
about 7KH & R XdQdsessy V v

2Wy* ] UN QD VHUFX SRZLHG]LHU PR Hrablny kRfeF Q\FK Z\NRGQ
zp. Sy HW\ VNLP QD FJHOH SUJHUHNODPRZD&\ QDG ]DVaxJL 3
R WDNLP 3RGF]DV]\FX 'JLG]LP .D(PLHU]X PDU]J\d& S ORQLXV
]S .UXV]JHOQLFN QD SRM FLH Z Z\NRQDQLX RVWDWQLHM EUD
SRVWDFL +UDELQ\ WDN APRGHUQ °~ QLH PR*QD XWU]\P\ZDi
NRP\ OQ *H QLF ]JJR4D QLH F]X&aD >«@ >, FDQ LQ JRRG FRQ\
DQG OU 6\JLHW\ VNL LQ SDUWLFXODU KDMECRUWMiddSUDWHG WKH
| could almost swear that the late Moniuszko did not dream of such Podczaszyc, Dzidzi

DQG .DJLPLHU] WKDW KH ZRXOG QRW DSSURYHIaRt OLVV .UXV]
DULD >«@ 7KH FKDUDFWHU RI WKH &RXQWHVYV FDQQRW EH VI
WKDW WKH ZRPDQ ZDV VR UHFNOHVV ®KDW VKH IHOW FRPSQO

In the wake offrhe CountesW UHPHQGRXV VXFFHVV 04\QDUVN
another operdy Moniuszko £+The Haunted ManorStrictly speaking, the plan
of staging the opera had been created in the autumn of the previous year (it was
HYHQ DQQRXQFHG LQ WKH SUHVV \HW WKH WKHDW
the idea. The work had beenlbatden by the censorship since its premiere per-
formances (1865) because the patriotic allusions it included evoked a dangerous
enthusiasm in the Polish audience. Ultimately, however, it premiered on the War-
saw stage on 22 February 1899. Kruszelnicka dighadicipate. She also did not
take part in a new production of a singlet playVerbum nobildy Moniuszko,
which took place at a similar time. She appeared, however, in two concerts with
PL[HG SURJUDPPHY RUJDQL]JHG LQ :DUMD&fIQ G ayG (
EHQHILW SHUIRUPDQFH LQ ZKLFK VKH VDQJ +DO
O0X]J\FIQH 7HDWUDOQH L $UW\VW\F]QH" ZURWH DER X\
suggesting that it was organized as a reward from the authorities of the theatre for
the promig to remain in Warsaw, for there was a rumour that the London opera

16 Echa warszawskie 33U]JHJO G 7\JRGQLRZ\’ 1R S
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Covent Garden sought to acquire Kruszelnicka for the spring séaSbe re-

prised the role of Halka a few more tim@&&e Counteswith her signature role

was still present in the repentei (the 3% performance of the opera fell on
$SULO D Q G RadHart e didbld Rohéft the Devjl in which

she played the role of Alice (Robert was played by Giuseppe Russitano), was

UHVWDJHG $OHNVDQGHU 3ROL LMNL : DUKHB@WAN IUH 'Y

WUDO LQ FRPSDULVRQ ZLWK 6\JLHW)\ Vhd ralk X Q QL

tively conservatvet DGPLWWHG WKDW .UXV]JHOQLFRKRD VDQ

without going into details.

The next month was spent on playing the currepertoire; there were fewer
performances than usual since, at the same time, the Grand Theatre was holding
the performances of a Russian company (a troupe from the Maly [Small] Theatre
in Moscow), which were boycotted by the radical part of the Polisteacé.

7KH VHDVRQ ZDV FURZQHG ZLWKED SUHP
gene Onegit4 May 1899) with Kruszelnicka, Battistini, Giuseppe Russitan and
Aristodemo Silich in the main roles. The opera was sung in Italian, conducted by
Podesti, and the stage HVLJQ ZDV SUHSDUHG E\ -y]J]HI &KRGEL
VXJIJHVW WKDW WKH SUHPLHUHV RI 5XVVLDQ RSHU
lolanta D Q G 5 X E LQewmwirhd QIfe&dy been introduced to the repertoire)
were a kind of ransomt & KRG D NR ZV Birit fov the Péitission to play
Polish operas. This is not obvious, however. It should be taken into considera-
tion that Rubinstein and Tchaikovsky enjoyed great respect in Warsaw, similarly
to all representatives of high music. At the time, ArfRubinstei was a regular
guest in Warsaw. He and his brother were honorary members of the Warsaw Mu-
VLF 6RFLHW\ $QWRQ 5XELQVWHLQYVY DQG 3\RWU
pieces were introduced to the programmes of symphony concerts of the opera
orchestra, wiih were initiated in 1885. In January 1892, Tchaikovsky appeared
in Warsaw in person and held his own concert at the Grand Theatre. In general,
the frequently discussed chasm between the Polish and Russian culture in War-
saw at the time of the Partitions svaot very deep. In patriotic circles, listening
to Russian music for entertainment was forbidden by héfaemonstrations

17 -a. [A. Rajchman],Salomea Kruszelnicka 3 (FKR OX]J\F]JQH 7HDWUDIG®H L $U\
No. 806, p. 115.

8 $W OHDVW LQ WKH SHULRG LQ TXHVWLRQ 7RGD\ 3ROL VNL
of Polish music; he participated in the 1863 uprising against the czar, which was only revealed
in his obituaries published beyondtBeRUGHU 3ROL VNL G-ipdriq pakidismVH G KL
several times during the revolution of 1905, when the censorship became more lenient.

¢ 3ROEZmMudyki 3. XULHU :DUV]DZVNL’ ODUFK 1R S

20 Cf.: W. ZwinogrodzkaPrzypDGNL ERMNRWX Z *\FL X, iMHDdbrbuiev@kiP :D U V]
6\WXDFMD SROLW\F]QD D NXOWXUD OLWHRDB&NIArsZawWG U XJLH |
Cracow 1988.

2L &1 ( 6]F]HISabgey dpDxit., p. 508.

22 Cf.: J. KorolewiczWaydowa,Sztuka i*\FLH OyM S DUPRFWIA N
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during the performances of the imperial anthem in theatres were also notorious.
On the other hand, professional composers ndoees in the form of dedica-
tions to the czar and the members of the court; some (such as Apollinaire de
Kontski, the director of the Warsaw Institute of Music) would visit the residence
of GovernorGeneral at the Royal castle and frequented Russianss@itaria
KalergisMuchanow, the famous patron of artists, was the liaison between the
Polish and Russian musical circles). Polish artists, such as the previously men-
WLRQHG (PLO 04A\QDUVNL VR-Xxahkngy Resdienveiida,LRQ IU
and many othem, starting from Moniuszko, were interested in pursuing a career
in Saint Petersburg or Moscétv
The reaction of the press to the premierEugene Onegiwas very positive.
$OHNVDQGHU 3ROL VNL ZURWH DQ H[WHQVLYH WHI[W
he analysed the libretto and music in detail as well as reported on the general
reception of the performance. The critic put the pair of the main characters played
by Kruszelnicka and Battistini in the first pl&teThe review in question is de-
void ofanyant 5XVVLDQ DOOXVLRQV RQ WKH FRQWUDU\ 3
basis for the opera 3 XV KN L Q fies 8§ Reti®l example of Russian national
DUW DQG D ZRUN RI 3LPPHQVH SROHarduppdted QG VRF
view with a thought formlated by Vissarion Belinsky, a philosopher who was
cited extremely rarely in Poland. It is worth adding that as he commented on the
JUHDWQHVYV RI 7FKDLNRYVN\fVY RSHUD 3ROL VNL D
Western Europe. Other, less bold, reviewerseveareful not to write abo@ne-
gnLQ WKH FRQWH[W RI 5XVVLDQ DUW )HOLNVY 6WDUF
JO G 7\JRGQLRZ\" XVHG WKH PRUH JHQHUDO WHUP 3¢
VNV PXVLF $GDSWLQJ WR WKH FUIldwimefEaQtsOLQH R
in the performance; in Kruszelnicka, for example, he detected a fatigueéyvoice
Eugene Onegiwas played to a full house until the end of the season (starting
from the 18 staging, the interval between the acts was filled with dances per-
formed by a trio from the Mariinsky Theatre in Saint Petersburg, including
ODW\OGD .U]JHVL VND ZKR FDPH WR :DUVD2 RQ WR
CountessHalka, GoplanaandLa Juive which still enjoyed great popularity, as
ZHO O DV *HausQdéstadeth the second half of May (here, the main roles
were played by-DQLQD .RUROHZLF]yZQD DQG %DWWLVWLQ!
performances dbemon which was still on release).
By the end of the season (29 May), Kruszelnicka appeared as Elvira in a new
SURG X FW L R @rnari, @idd ®dspxépared for a benefit performance of

23 Cf.: M. DziadekWarsawt3aHWHUVEXUJ .RQWDNW\ PX]\F]QH GZYyFK VWRO|
wieku.30 X]\ND "~ 1R R0&

24 $ 3RO Euyadiusz Oniegin SDUW ,, 3. XULHU :DUV]DZVN LNo. 124, $SULO
p. 2.

%5 |dem,Eugeniusz Oniegin SDUW , 3. XULHU :DUV]DZVNL" $SULO 0l

26 F, StarczewskiPiotr Czajkowski, Oniegirr « @ 33U]JHJO G 7\JRGQLRZ\’ 1R
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%DWWLVWLQL ZKR ZDV OHDYLQJ WKH :DUVDZ VWD.
treated the opera and the artists courteously, yet without being overly enthusiastic (he
notceG IRU LQVWDQFH D IHZ HUURUVY.LQ WKH SULPD
The Warsaw Opera began the summer season on 15 June witH' {her40
formance ofThe Countess few artists from the outside were invited, including
:aDG\vaDZ )ORULD VNL | ddrRed3untid th¥ ehd afikiidy\ 1899,
SOD\LQJ WKH RSHUDV IURP WKH FXUUHQW UHSHL
KDVKHG ™ IRU WKH VX PPaglidcci [ElenQF-ar YanhiDaOKR -
ZLF]yZzQD DQGuohernh@HEBYPV)ORULD VNL LQazkbFK .U
took part. She bid the Warsaw audience farewell as the Countess on 1 July and
went for a longer holiday abroad.
The artist returned to Warsaw at the end of September in order to inaugurate
the next opera season with her performandeemHuguenotél October 1899;
she was accompanied by Adam Didur, who was hired in place of Battistini). In
the next days, she appeared before the audieridalka, Aidaand /D ERKqPH
Les Huguenotwvas repeated 0@ October, yet Kruszelnicka had to be replaced
by MariD G{2ULR VL & tHe passiregoieipdssed odt. Fortunately,
WKH VLQJHUTV LQGLYVS RShe VWtuRed tGtheCstagKRay e@lp AW C
on 11 October inf D E R K BYtHe end of the year, she had acted in several
performances frorthe current repertoire as well as in a new production of Arrigo
% R L WI€i§tbfele (22 November). On 14 November, she performed with
D JURXS RI RXWVWDQGLQJ 3ROLVK DUWLVWYV WKH
Barcewicz and the pianist AleksandelMFKDaRZVNL DW WKH SDODF
in front of czar Nicholas Il and his family; the Polish press did not comment on
the fact that Kruszelnicka performed a Ukrainian folk ¢batthe concert, per-
haps because the Ukrainian culture was perceived amahbof the Polish cul-
ture at that time, hence it was not viewed as a sendatidowever, the journal-
LVWV SXEOLFL]HG .UXV]JHOQLFNDYVY SHUIRUPDQFH
donated for the soalled Kasa Literacka [Literary Fund] (26 Novembéi)ey
KLIKOLJKWHG WKH NLQGQHVV RI WKH WKHDWUH {\
JLYLQJ SHUPLVVLRQ IRU WKDW SHUIRUPDQFH .U?
force during the season in question, prohibited her from taking part in concerts
held outsile of the theatré} The star also performed in support of writers with

27 $ 3ROZrmuudyki 3. XULHU :DUV]DLB BN May, No. 147, p. 3.

28 [no name and title]3. XULHU :DUV]DZVNL" 6HSWHPEHU 2FWR

2% 7KH SURSHUWLHY JUDQWHG WR SULQFH .RQVWDQW\ ZHUH C
the czar and his family eagerly huntéedd WKHVH SDUWV . UXV]HG®@4sEINDTV S
61QJHUOWYK.F K@sch and L. Riemens{&dition, Bern+ 0+ QFKHQ S
contains a false piece of information that this event took place in Saint Petersburg.

30 Cf.: A. KorzeniowskaBihun, Genderowy i narodowy dyskurs w biografii Salomei Kruszelnickiej,
KWWSV ZZZ UHVHDUFKJDWH QHW 3% SXE Q|aécBsd! 2.RLQ03]. E

1 In the future, the authorities would give permission for K@@ LFNDYJV SHUIRUPDQFH
concerts more often.

w
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HOLWH 3ROLVK DUWLVWY WKDW LV WKH RSHUD VF
*U EFJHZVNL DQG $GDP 'LGXU DFWRU %ROHVaADZ al
OLFKDARZVNL DQG WWWH 3IRXPad YRRKDLYNL O04A\QDUVNL
SHUIRUPHG WKH DUL DY $URLIPFT® GHitaE WodANd Pa-
GHUHZVNEGY RRWDWQ L D [WhehDhe| At rGsé Witheredrhe
UHYLHZ RI WKH FRQFHUW ZULWWH®OZEWNDQ MHHISUMDRL
Gawalewicz, who was normally eager to endorse Kruszelnicka, included a some-
ZKDW WDFWOHVY DOOXVLRQ WR WKH DUWLVWITV ORI

*G\E\P PLD4& SLyUR L ]DSD& 6\JLHW\ VNLHJR >«@ QDSLVDa
.UXV]HOQLFNLHM NWyUD QDZHW E G F A$IU\NDQN °~ QLH SU]H
ZFJRUDM SLHZD&aD DUL OH\HUEHHUD L ]GDZDARAREL *H ZV]\VW
FIHJR JDUGA4D Z\U]XFL4D QDQL]D&a\ VL VDPH QD V]QXUNL L RW|

:LHP MHGQDN *H FD4D NDG]LHOQLFD SRFKZDa Z P\FK U NDF
QDV]HM SULPDGRQQ\ W\ONR MHGHQ ] W\FK PDIMNUYWDW\F]Q\F
PyZLi

+:LHP ZLHP SLHZDP MDN FKHUXE D Z\JO GDP MDN NUYOR?2

+3R]JRVWDARE\ PL ZWHG\ W\ONR VNARQLU VL SRNRUQLH L V

+7DN SDQL«

1LH ZLHP FJHPX DOH ZREHF SDQQ\ .RUROHZLF]yZQ\ F]XAE\I
] X PLHVINLHP %URQD@D XVWDFK VS\

+, MDN*H" 'REU]JH G]L SLHZD&4DP"

>, 1, KDG 6\JLHW\ VNLTV NQDFN IRU ZRUGY DQG HQWKXVLDVP
.UXV]HOQLFND ZKR GRHV QRW FHDVH WR EH WKH 3&RXQWH)
ZRPDQ ~ \HVWHUGD\ VK Ha\abdQtSebriied-by iEafl Hhé&Jedridadd dia-
monds that came out of her nightingéle throat threaded themselves onto a string and
looped around her neck to form a precious necklace.
Nevertheless, | know that even an entire censer of praise in mg auntt only bring
RQH RI WKRVH PDMHVWLF VPLOHV XSRQ RXU SULPD GRQQDYV
3, NQRZ , NQRZ , VLQJ OLNH DQ DQJHO DQG , ORRN OLNH |
And all that would be left for me to do, would be to bow humbly and whisper:
3<HY\ ODG\«’
, GR QRW NQRZ ZK\ EXW , ZRXOG IHHO PRUH FRQILGHQW LC
if she asked with a smile on her face:
3$QG KRZ ZDV LW" 'LG 3VLQJ ZHOO WRGD\"’

On 22 December 1899, Kruszelnicka sang for the last tiri@enCountess
which was being withdrawn from general release, and a day later she sang Halka,
bidding farewell to Warsaw for the winter season. She spent it in Saint Petersburg,
SHUIRUPLQJ ZLWK DQ ,WDOLDQ W URNitIStHe bavid-W KH FR
master Podesti, wehwas always invited to Saint Petersburg for the winter. She
performed the main roles itida (this role was her debut in Saint Petersburg),
% R L WelsfofeleD Q G 9 HUW Ralldiv mascheraAs far as we know, based
on Polish press sources, on 24 Jaylacal time the artist took part in a charity

82 M. Gawalewicz,21D .DV OLWHUDOMHU :DUV]DZVNL’ 1RYHPEHU
33 Cf:Durund Moll 36LJQDOH I«U GLH PXVLNDOLVFKH :HOW" 2FW



Warsaw seams of Salomea Kruszelnicka 55

concert in the capital of the Empire, which gathered the Russian elites and was tre-

mendously successttyl and on 6 February local time, her benefit performance was

held; she performedida once more, in place of the previously planitadka (in

ltalian) sincezas the PolishODQJXDJH 6DLQW 3HWHUVE#HdJ ZHH

ltalian translation of the choir parts had not been prepared itPtiméJ XVIHO QLF N

performances in Saint Peteusg were recognized as very successful by a corre-

VSRQGHQW RI WKH /HLS]LJ PDJD]LQH ®*6LJQDOH I-U
$ MRXUQDOLVW RI WKH 3. UDM” PDJD]LQH WRRN I

Saint Petersburg by interviewing the artist. In the ingsvy the artist described

herself as an

ZARVND SLHZDFIND QDMZ\UD(QLHM ZARVND ] QDWXU\ X]
] 1D P L &R F&k@dnhce! [ltalian singer, evidently Italian, by the nature of my talent,
by choice, by predilectiortby whateve you may wanf’]

She described her stay in Warsaw as a transitional stage on her path to con-
querthe West 7KH DUWLVWTV VWDWHPHQW ZDV LPPHG
saw journalists, who had patriotic and dtdlian inclinations, which is discussed
E\ DPRQJ RWKHUV +Da\QD 7\FKREDMHZD DQG ,U
6RARPLMD .UXV]HOQ\UMBv 2009V Wdy dondld&dztimat the
crowning argument of the Polish journalists against Kruszelnicka was the fact
that she was reluctant to take part in Polish operas, especially the ones authored
by Moniuszk@®. The argument is absurd, not only becausaeaalready know,
Kruszelnicka gained her position in Warsaw owing to numerous performances in
ORQLXV]INRYTV Wk aRETHIDWhtesDut also because there were
no other Polish operas with roles for dramatic soprano, excef@dplana in
theGUDQG 7KHDWUHYY UHSHUWRLUH DW WKH WLPH
azine featured an explanation, in which the journalist took responsibility for the
HQWLUH 3VFDQGDO” DQG GLSORPDWLFDOO\ VXJJH
sufficient justiceWR WKH DUWLVWIV WKRXJKW =~ ZKR

>«@ ZLH R WHP GREU]H *H JG]HISUQ\GILHM ]t WEHNE \RR\HF
PR*H zZ\*V]H X]QDQLH DOH VHUGHF]QLHMV]HJR QL* Z :DUV]
UJHF]\ NWyUH RERZL ]XM L N[W well\&udrevthat <Be tighDfiSR P L Q D
greater recognition elsewhere [that is in B D XWKRUTV QRWH@ EXW QRZKH!
warmhearted as in Warsaw. One does not forget these things and is obliged #)] them

3 [noname],LDGRPR FL BLWDMH -DQXDU\ JHEUXDU\ 1R

3% [noname],: LDGRPR FL BLWD MH JHEUXDU\ 1R S

36 Galberti,Die italienische OperBaison in St. Petersburg36 LJQDOH IsU GLH PXVLND(
1900, 24February, No. 19, p. 28290.

87 [Mat.], U primadonny 3. UDM" -DQXDU\ JHEUXDU\ 1R S

38 |bid.

39 As cited in:http://www.maestro.net.pl/index.php/58génderowyi-narodowydyskursw-bio-
grafii-salomeikruszelnickiej?limitstart 0, [access: 31.12. 2017].

40 W Petersburgu 3.UDM" JHEUXDU\ 1R S
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Paradoxically, an argument regarding thet that the artist wanted her name
to be used in its Polish version instead of Russian on posters broke out in the
Russian press at that tifhe 7KH JULHYDQFHV RI WKH ZHHNO\ 36.
Rl WKH-36DMHNWEXUJVNLH 1RYRVW lett @ereAdsed ByHU R Q
3. U D'M'he weekly published a conciliatory paragraph in its next issue:

A,QF\6HOQ®DQQ .UXV]JHOQLFN ]JRVWDA& ]DPNQL W\ NX RJyO
8VLARZDQLD PDOH NLHJR NyaND D*HE\ ] SRZRGX LQWHUYLHZ
XU] G]BU]JHFLZ QLHM SR SRZURFLH GR :DUV]DZ\ GHPRQVWU
1Z\FL *\4& ]GURZ\ UR]V GHN $UW\VWND QLJG\ VL ] WHP QLH N
SU]\zZzL |1DQLH GR ELHGQHM SRGNDUSDFNLHM QDURGRZR FL QD
VWD&a&arR RORIHF]QR FL ] MHM SROVNLHPL V\PSDWLDPL L ZG]L F
HYHU\RQHYYV VDWLVIDFWLRQ WKH 3LQFLGHQW ™ ZLWK 0OLVV .U
attempts of a tiny group to organize a demonstration against the artist following her return

WR :DUVDZ EHFDXVH RI WKH LQWHUYLHZ SXEOLVKHG LQ 3.UD
SUHYDLOHG 7KH DUWLVW KDV QHYHU FRQFHDOHG WKH IDFW
to this poor SukCarpathian nationality should be respected. It never stammhimadiction

to her Polish sympathies and gratitude to Waf3hw

7KH JURXS WKDW ZDV KRVWLOH WRZDUGV .UXV]HC
as one might guess) was indeed small. The grievances against the artist did not
find their way to any of the inflntial newspapers.

'XULQJ .UXVJHOQLFNDYVY DEVHQFH IURP :DUVDZ K
the Italian singer Rosifliunardi and a Polish woman from Lviv named Mira
+HOOHU 7KH ODWWHU WRRN RYHU VHYHUDO Rl .UX
posed to singhe role of Balladyna ifGoplang yet it never came to pass. Ac-
FRUGLQJ WR D FRPPHQWDWRU UHSUHVHQWLQJ 33U]F
QRW UHFHLYH WKH FULWLFDO UHFRJQLWLRQ PRUH
she deserved. The reason was sampl

"ZLH PDWNL Z XOX E\ii QLH PRJ MHGQ ] QLFK EH]ZDUXQNRZF

MX* PDWN .UXV]JHOQLFN $ ZL F >«@ >7ZR PRWKHUYV DUH WRF
bees have to kill one of them. Our beehive already has mother Kruszelnicka. And so

> «@)

'XULQJ WKH WLPH LQ TXHVWLRQ WidnkhaS8dJHPLHU'
.XUSL Yaxek va Czorsztynieere being prepared (20 February). Both per-
formances were quickly taken off general release.

.UXVIHOQLFND UHWXUQHG WR :DDVDDRWNL OBHPK
EUDWHG WKH DUWLVWTV UHWXUQ ZKRka WwithHWHG W
a paragraph that clearly alluded to the recently concluded dispute:

44 7KH VWDUYV 8NUDLQLDQ GHVFHQW ZDV HTXDWHG ZLWK EHLQJ
is located in West Galicia, which belonged to Austria.

42 [noname],3UJHJO G S.WDWA JHEUXDU\ ODUFK 1R S

43 W. Ad.,Od Redakcji 3. UDM~ ODUFK 1R S

44 [no name] Echa warszawskje33U]HJO G 7\JRGQLRZ\" -DQXDU\ 1R
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2G MXWUD zZL F ]DF]\QD VL QRZ\ VH]JRQ RSHU\ =QDNRPL"
]DZG]L F]DyWPDWARLFK XSRGRED GR RSHU\ PRQLXV]NRZV!I
.UXV]JHOQLFND ZVWU] QLH MXWUR VaxXFKDF]DPL GR Ja EL |
EHIJLQV WRPRUURZ 7KH EULOOLDQW DUWLVW ZKR UHNLQG
Warsaw, Miss Salomegruszelnicka, will move the listeners deeply as Hélka

Until the beginning of May, Kruszelnicka made only occasional appearances
on stage since the number of performances was limited due to another visit of the
Russian theatre group and, in additioeréwere more operas with roles for lyr-
ical soprano on account of a guest visit of the Italian soprano Luisa Tetrazzini
(who was already known for her performances in Saint Petersburg). As if to seal
her role of a promoter of Polish opera that was assigméér by impartial ob-
servers, Kruszelnicka sang the main role (Amelia) in another Polish first premiere
tMazepaby $GDP 0*QFKKHLPHU OD\ WRIJHWKHU ZLW
SHUIRUPDQFH ZDV GLUHFWHG E\ &KRGDNRZVNL Dt
The FULWLFY GLG HYHU\WKLQJ WR HQVXUH WKH RS
drawn from general release. The opera was not restaged in the twentieth century;
today, it is merely a historical piece.

By the end of the wintespring season, the authoritiethe theatre gave
permission for another benefit performance of Kruszelnitke. Countesw/as
staged yet again for this purpose. Among the reviews written after the perfor-
PDQFH DQ DQRQ\PRXV WH[W SXEOLVKHG LQ 3(FK
WA\FIQBDUWLFXODUO\ QRWHZRUWK\ LW DVVXUHG \
WKH DXGLHQFHYfV HQWKXVLDVP WKHUHE\ VXJJHV
a rivalry between the two artiéts

20 O0b\ WKH DUWLVW WRJHWKHU ZLWK WKH
ODWWLD %DWWLVWLQL DQG $OHNVDQGHU 0\V]XJL
-%DGRZVND WRRN SDUW LQ D FRQFHUWanRoutdD QL]
standing Polish composer active in Cracow (he was the director of the local con-
servatory), which took placat the Grand Theatre with the participation of the
RSHUDYV RUFKHVWUD 6KH VDXQH W ZRUKIKAEHYD E\
SDPL¥WHN

In the summer season of 1900, the Grand Theatre was closed. During that
time, Salomea Kruszelnicka most likely left YWaw.

The autumn season of 1900 started for the artist with a return to the role of
+DOND 6XEVHTXHQWO\ WKH DXGLHQFH VDZ KHU
SURGXFWLRQ LReHenddd QHUHI\BUHPLHUH Rl garlie@®OL QL v
[The Puritang which featured Luisa Tetrazzini, was being prepared at that time.
6KH WRRN .RUROHZLF]yZQDYV SODFH ZKR ZHQW W
IRUPDQFHYVY VKH UHWXUQHG RQ l1RYHPEHU "X

45 [no name]Z teatru i muzyki 3XULHU :DUV]DZVNL’ JHEUXDU\ 0DU
% [Interim], 3UJHJO G PXJ(\FK®R\OX]\F]QH 7HDWUDOQH L $SUW\VW\F]Q
47 1 9% RJIXV aeZvedie i na estradzie3 7\JRGQLN ,OXVWURZDQ\’ 1R
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Kruszelnicka had to take over the rofeMarguerite inFaust which had previ-

RXVO\ EHHQ VDQJ E\ .RUROHZLF]yZQD WHdlkbQ VKH U
La Bohgne Aida, Cavalleria rusticanaand so on She performed frequently

VLQFH 7HWUD]]LQLYY LOOQHVV ZDV SURORQJHG IR
SDUWLFLSDWLQJ LQ WKH VHDVRQ DV D UHVXOW Wi
UHSHUWRLUH XS ZLWK XQSODQQ bbéer gasted RtueD Q FH V
beginning of November, it was Kruszelnicka who took a short holiday. The Polish
SUHVV GLG QRW LQIRUP DERXW WKH DUWLMWWY{V ZK}
D QXPEHU Rl HQF\FORSDHGLF VRXUFHV OdayW WKLYV
destination during her Warsaw yefdrs 'XULQJ .UXV]J]HOQLFNDYV DEV
thorities of the theatre decided to stajee Bartered Briddoy Smetana with
.RUROHZLF]yZQD )ORULD VNL 'LGXU“DKpBevds\QDUVN
this undertaking was nev completetf. On 10 November, Battistini returned to

Warsaw to give guest performances. With him in mind, the preparations for

a new production dfa Giocondaby Ponchielli were started.

:abG\vaDZ )ORULD VNL ZDV WKH ILUVWeWhtQRU RI \
LQ TXHVWLRQ KH VDQJ WKH PDLQ PDOH UROH LQ W
The Queen of SpadesZKLFK WRRN SODFH RQ 1RYHPEHU
previously played this role in Prague, in the presence of Tchaikovsky himself,
and then in Sat Petersburg). The part of Liza was acted by Salomea
Kruszelnicka and Vittorio Podesti conducted the performance. The reviews of the
RSHUD LWVHOI DV ZHOO DV Rl .UXV]JHOQLFNDTV SDL
than in the case @negin AleksaQ GHU 3ROL VNL ZzDV PRVW SOHDV
as Herman; however, with regard to Kruszelnicka, he claimed that:

QLH ]QDOD]4D Z UROL (OL]\ GREUHM VSRVREQR FL GR Z\N
]JGROQR FL DNWRUVNLFK >LQ WK BHodbBportinRylto'shiowwhe&f KH GLG QR
exceptional acting skilt.]

The new production dfa GiocondaZLWK J)ORULD VNL DQG .UXV]H
PDLQ UROHV SUHPLHUHG RQ 1RYHPEHU $FFRUGL
Kruszelnicka who became the central figure @f plerformance, outshining Bat-
WLVWLQL ZLWK 3VXFK DUWLVWU\ ZHIrKNo@mQeRW H[SHI

48 Krus] HOQLFNDTV SHENEIQdedR Huywwzoa PMENcyclopaedia of Musjdoy
Halina Sieradz lists: Naples, Brescia, Genoa and Milan; on the other hand, SusafcBlyth
ILHOG WKH DXWKRU RI .UXV]HO QL F MDstkVn Be&3aithie uhdQG&% KH QHZ +
genwartencyclopaedia informs that during the period in question, the artist performed in Parma.

49 [Inf], Teatri Muzyka 3. XULHU :DUV]DZVNL" 2FWREHU 1R

50 Sprzedana narzeczomeas staged for the first time in Wawsin 1895 at Teatr Nowy (an ope-
retta theatre). It did not enter the stage of the Grand Theatre untild&id8r was staged there
a year earlier.

5. $ 3RO IDami pikowa 3. XULHU :DUV]DZVNL~ 2FWREHU 1RYH
p. 3.

2.8 3RO >ZtedtNii @uzyki 2. XULHU :DUV]DZVNL" 1RYHPEHU 1



Warsaw seams of Salomea Kruszelnicka 59

yet another opera was restaged for Battistitlamletby Thomas. Having re-
turned to good health, Tetrazzini took the main female role ipgHermance.

On 9 December, the Grand Theatre in Warsaw held a great cerettiomy
celebration of the 500performance oHalka ORQLXV]NRTV RSHUD Z
twice on that day+in the afternoon, with Kruszelnicka and Sienkiewicz in the
main roles,andQ WKH HYHQLQJ ZKHQ +DOND zZDV SOD\H
QHUHG E\ )ORULD VNL %HIRUH WKDW .UXV]HOQL
themselves to sell the tickets for the afternoon performance, whose proceeds were
GRQDWHG WR ORQLXVXNVRHW IMAUNJD ZWW L., HVWLPL
lected about 5000 roubles). The event was initially planned for 2 December; it
was moved a week later due to a dispute that took place behind the scenes. The

1RYHPEHU LVVXH RI 3. XULHU :DUYV j@nale bkt fod HY H I
both performances, which was opposite to the final one. Perhaps Korole-
ZLFlyzQD IHOW KXPLOLDWHG E\ DQ RIIHU WR DSSt
cision to change the date of the B3@@&rformance of Halka was made on 26 No-
vember, andhe information about the reversal of the main female performers
was released on the next day. In the meanwhile, the Govéerweral of War-
saw, Alexander Imeretinsky, died unexpectedly on 30 Novethderspite of
WKDW WKH WKHDW U lte§;théperonmdnceZ betwee BB Movend H F
ber and 9 December took place as planned.

2Q WKH GD\ RI WKH DQQLYHUVDU\ 3 XULHU :DUV
terials aboutHalka and its autharlt also provided detailed information about
another gesture made Balomea Kruszelnicka, whom the editorial staff called
SWKH PRVW WDOHQWHG DQG UHQRZQHG +DOND " 7
the first performer of the role of Halka (in the Vilnius premiet#Yaleria Ros-
tkowska, who lived at a poorhouse. Sheited her to the anniversary perfor-
mance of the opera to her private box at the theatre and donated money to improve
the 75year ROG DUWLVWTV*OLYLQJ FRQGLWLRQV

The fact thaHalka was performed twice on 9 December by two competing
stars +Kruszelnicka arc . R U R O H Z tdenhstifut@@dan excellent opportunity
to compare them. The critics, however, did not take advantage of it. Aleksander
3ROL VNL GHFLGHG QRW WR MXGJH WKH VLQJHUYV
heard in the role of Halka countless ¢i&t. However, the general reception in
WKH SUHVV ZDV FOHDU .UXV]JHOQLFND zZDV FDOO

53 M. Chertkov became the new Govers@®eneral.

% >QR QDPH DQG WLWOH@ 3. XULHU :DUV]DZVNL" 1RYHP
more concert was kto raise money for the impoverished singer; it was given by Kruszelnicka,
.RUROHZLF]yZQD )ORULD VNL DQG 'LGXU DV ZHOO DV (PLO
violinists and the cellist Antoni Cynk in the Redoubt Rooms of the Grand Theatre onyl3 Ma
1901.

% $ 3RO >EXENO@XV] 3 KRONHMU :DUV]DZVNL" 1RYHPEHU
No. 341, p. 2.
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OX]\FIQH 7HDWUDOQH L $Udspywsive cBrdEhe” h&IXvEt@h, VKHG |
which included the following confession:
A+DOND’" QNWNJHZ@QLHMDN SLHZDA4DP -H*HOL JUR]XPLDA&DP

trza+V]F] OLZ MHVWHP 6DORPHD .UXV]JHOQLFND >3+DOND" V
ever sung. If | understood our Master correctly, | am glad. Salomea Kruszeijicka

It would be difficultto find a more explicit declaration of solidarity with the
Polish audience than this sentence, which was also written in the Polish language.
Salomea Kruszelnicka paid for her work on the anniversary of Halka with

a few days of indisposition. She did nesume her appearances until March 1901
as she had spent the winter on performing with the Italian troupe in Saint Peters-
burg. She came to Warsaw at the beginning of M§retarting to perform with

The Countes@ March) andHalka (5 March) under thbaton of Podesti and with
WKH SDUWLFLSDWLRQ RI )ORULD VNL

3R GZXPLHVL F]JQHM QLHREHFQR FL ZUyFL4D GR :DUV]DZ\ S 6
] SRZURWHP DUW\VWNL ]MDZL4aD VL QD DILV]X ]DZV]H QDMVH
XVINL :\WVWDUF]\QR WR DEXIHADWU :LHONL ]DM W\ JRVWD4& Sl
JyU\ GR GRaX

8VSRVRELHQLH VAXFKDF]yZ XMDZQLA4R VL Z QDMJRU WV]HP S

%RKDWHUN ZLHF]JRUX E\4D RF]\ZL FLH S .UXV]J]HOQLFND
okrzykami, oklaskamiiNZLDWDPL .ZLDW\ SDGD&\ GR VWyS DUW\VWFH

olbrzymich koszach
[Miss Salomea Kruszelnicka returned to Warsaw after anwaoth long absence, and

ZLWK KHU DUULYDO 37KH &RXQWHVV ~ ZKLFK LV DOZD\V ZDU|
being staged again. It was enough to fill the Grand Theatre to théfbrim

The listeners made their feelings known in the warm reception of the opera and the per-
formers. Miss Kruszelnicka was obviously the central figure of the evening. She was

greeted withcheers, applause and flowers. The flowers fell at her feet and piled up in a

few enormous baskets]

UHSRUWHG $GDP 'REURZROVNEL: LY R. XWX \HU OQU ¥ NIDAN
turn to the stage of the Grand Theatre, a new round of performances given by a
Russan theatre company (a group from the Imperial Theatre in Saint Petersburg)
began; hence, the number of performances was limited. Kruszelnicka appeared

in: Eugene OneginThe Queen of Spadézaust Aida, The CountesandHalka®.

% >QR QDPH DQG WLWOH@ 3(FKR O0X]\F]JQH 7HDWUDOQH L $UW\V

57 She was expected to return even later, so the aith/ LHY HPSOR\HG WKH \RXQJ =RIL
IRU WKH WLPH RI KHU DEVHQFH +HSQHUyYyZQD ZDV GLVPLVVHC
SHDUO\ UHWXUQ RI 0O£¥Y.XUUNV]HDWLPNINL LQIRUPHG
9 March, No. 68, p. 3).

58 The hall of the Grand Theatre housed 1165 seats.

59 A. D.[obrowolski],Z Teatru i Muzyki 3. XULHU :DUV]DZVNL" $SULO 0D L
p. 2.

60 7FKDLNRY VI$Wav LEkBvas@lsb\derformed; it premiered at the end of 1900.
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A new production of 7 D Q &ri(¥ Italian) was prepared for Sunday,
$SULO DIWHU \HDUV RI LWV DEVHQFHLIURP \
Kruszelnicka performed in it with Battistini (it was his first performance in the
VSULQJ VHDVRQ )ORULD VN Lerib@@ncdnafoondutted |y Z C
by Vittorio Podesti. The premiere was extremely successful. According to the critics,
all the singers rose up to the challenge; Kruszelnicka, as always, was praised for the
DFFXUDWH DQG SURIRXQG XQGHMMW.DQGLQJ RI KHL

3DQQD .UXV]HOQLFND RG SLHZD&4D sSDUW\ (O*ELHW\ ] QDG]
ZLH Z DNFLH WU]JHFLP NLHG\ SURVL R PLHUU zZ&4DVQ 1D
FRQ GXV] A7DODUWVYMWIND Z\ZR4aDAD J4 ERNLHYyZUXV]HQLI
>0LVV .UXV]HOQLFND VDQJ (OLVDEHWKYV SDUW ZLWK H[FH
DFW WKUHH LQ ZKLFK VKH SOHDGV IRU KHU RZQ GHDWK
artist deeply moved the audience]

ZURWH ZL WRFKRZVNL L @\ *3His|tHaLghtSwéere EBhGed byR
$OHNVDQGHU 3ROL VNL
1LH PQLHMV]H ]DFKZ\W\ Z]JEXG]D4D SDQQD .UXV]HOQLFND
SUJHZ\ERUQLH L ZV]\WVWNLH MHM RGFLHQLH XZ\GDWQLA4D Z
URGNyZ Z\NRQDZF]\FKSIHWRD¥KLPKLYVYV .UXVIHOQLFND L

role was no less impressive; she perfectly understood the character and highlighted all the
aspects of her personality in a way that astonished the audience with the wealth of her

performing, acting and singintechnique®.)

The resonance d@he performance in the press resulted from the developing
3:DJQHUL D Qwhidh @Hile delayed in relation to the same phenomenon
in the West, was still connected with the ideological transformations that modern-
ismbrouJ KW LQ LWV ZDNH ,Q WKH UHYLHZ TXRWHG
SOD\HG KLV NQRZOHGJH Rl WKH QHZHVW :DJQHU
-DEARQRZVNY WK /' WRXKKWRQWHQWYV RI :DJQHUYV

>«@ MHVW XSRVWDFLRZDQLHP Q®&HNR IO®]INHRMA]\ FKL HZ WP & HOJ(
XF]Xi L SUDJQLH SRUXV]HQLHP ]DJDGQLH WDNLFK M
SR ZL FHQLH LWS >DUH DQ HPERGLPHQW RI WKH PRVW JH
immortal and common for the entire humanity; they raisghsssues as love, death, the

purpose of life, devotion eff]

Among the opinions expressed by the young writers who represented the gen-
eration of the sealled Young Poland movement, the following excerpt of an
enthusiastic review concerning Kruszelnicka is worth quoting; it was published

61 This piece waperformed by a theatre company from Lviv in Warsaw in 1899. The main role
was played by Aleksander Bandrowski.
62 [no name] Echa warszawskie 23U]JHJO G 7\JRGQLRZ\’ $SULO 1F
6 $ 3ROEZmuudyki 3. XULHU :DUV]D ZMNNApiil, No. 103, p. 3.
64 Formulated in his articl®yszard WagnefSRHWD L P\SXERPUHWXHG LQ 37\JRGQI
ZDQ\’ 1R
65 $ 3ROLEZmMuUdYki 3.XULHU :DUV]DZVNL" $SULO 1R S
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in the leading literary vehble of the Young Poland WKH HOLWLVW PRQWE¥
PHUBPE\ WKH ZULWHU DPDWHXU PXVLFLDQ DQG PXVH

= W ZLHON DUW\VWN GDOHF\ MHVWH P\ RG ZVI]HONLFK SRS
JU RG GDZDQLD SUJHZDJL BUBJLHM URG JHEPPDHORNGHIR URG]DM)
VFHQLF]Q\FK L FKRUE\ QDMO*HMV]HJR NDERW\QL]PX 2JURPC
Z\N4D LQWHOLJHQF\D Z SRMPRZDQLX UyO RUD] LQWXLF\D
Z\NZLQWQ\ VPDN ]J]DUYZQR Z SLHZLH wW DWkRa@Udd RWR FR FI
]QDM F\FK ZV]\VWNLH YEQQ\ZHBEYRSOIKPMRVINILHF]\QL ] RGWZDU]D(
QL UyO subzG]LZH V]ODFKHWQH *\FLHP GUJDM FH SRVWDFL
we are far from showing off, be it singing or actindlskirom prioritizing the former or

the latter, from all kinds of stage effects and even the lightest buffoonery. The immense

grace, delicacy, extraordinary intelligence in understanding roles and the intuition in per-

forming them, the unusually sophistied taste, both in singing and acting, define this

rare reven for those familiar with all the European stag#isdividuality, and turn her

roles into real, noble and lifelike charactéis

-DVLH VNL VXJJHVWHG WDNLQJ DGYDagswDadH RI .U
stageTristan und Isold¢Tristan and Isoldke The theatre did not muster the cour-
age to do that (the work was not performed in Warsaw until after World War 1),
yetin the same year, 1901, Kruszelnicka sang the part of Isolde in th®sathe
of Isoldeat a grand Friday subscription concert of the Warsaw Philharmonic un-
GHU WKH EDWRQ Rl (PLO 0A\QDUVNL

The next, and also the last, premiere at the Grand Theatre in Warsaw in the
1900/1901 season (for the time being, the authorities decided tocab#rel
SODQQHG SUHPLHUGsERD @ G 30ORAEDR Wa§RUYy Blasy
ODUFKHWWL 0D\ ZLWK .RUROHEKIghdyyQD LQ V
Thomas was also restaged for the mesmorano Ben Sorel, who performed as
a guest. From the begiimg of April to the end of May, Kruszelnicka performed
several times in the popularD Q Q K,lasWell@s iha Gioconda Eugene One-
gin, The Queen of Spades, The Countess, Halka, Cavalleria rusticana, La Juive
and so on. In May, another benefit perforemif Kruszelnicka was held. The
programme includedida.

6SUDZ ] ZF]JRUDMV]HJR SUJHGVWDZLHQLD A$LG\ " GDQHJR QD
W\P UD]HP ]GDUE\ SRZLQLHQ QLH VSUDZR]GDZFD PX]\F]Q\
SUJI\QDMPQLHM REV]IHUGQRSIODO BHIAEG\ERIOHDERRZ JG\E\ W\ON
]JDM i VL UR]JDWXQNRZDQLHP W\FK ZV]\VWNLFK NRV]yZ ZL#}
NZLHFLVW\FK MDNLPL REGDU]JRQR EHQHILVDQWN >«@ >7KL)\
GD\YfV SHUIRUPDQFH RI 3$DGOHOQNLB NG VD BPHQQHIV WUSHUIRUPD
be given not by a music reporter, but a gardener. He, at least, would be able to show off

his professional knowledge if he only wanted to analyze the species of flowers in all the

baskets, wreaths and bouquets thette given to the artist]

6 ) -DVLMuxkel 2&KLPHU YRO 1R S
67 Cf. R. Becker 3U]JHJO G PX{FKIR\OX]\F]QH 7HDWUDOQH L $UW\VW\F]¢
p. 551.
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WKXV EHIJDQ $OHNVDQGHU 3ROL VRLTV UHSRUW IL
The very end of the season (1 June) saw a new productiGoméng in

which, as before, Kruszelnicka shone in the role of Balladyna, rekindling the in-

terestofthe S LWLFV LQFOXGLQJ $OHNVDQGHU ZL WRF

3DQQD .UXV]HOQLFND ]D SLHZD4D URO %DOODG\Q\ Z NW:
SRZLHGQLFK GOD Z\GRE\FLD VLOQ\FK HIHNWyZ GUDPDW\F](
%DOODG\Q\ QDOH*\ IG-RDDIW OBG Y\ FKXN]HOQLFNLHM NWyU!
JARVX MDN L URG]DM X]GROQLHQLD GUDPDW\F]J]QHJR QLH F
ZaRVNLFK OHF] zaD QLH SU G]JHM ZVSyaF]HVQ\P GUDPDWR
A*RSODQD’" >0LVV .k ide@BakaNyDa,irDvihich there are multiple
RSSRUWXQLWLHYV WR DFKLHYH VWURQJ GUDPDWLF HIITHFW?
of Balladyna is among the best roles of Miss Kruszelnicka, whose voice and dramatic
capabilities do not suit th@wveet character of Italian operas, but are better for contempo-

UDU\ O\ULFDO GUDPD® VXFK DV 3*RSODQD ~

On -XQH 3. XULHU :DUV]DZVNL"  LQIRUPHG WKDW
career at the Warsaw opera on 13 June with an appearaBoplamna In fact,
theartist stopped performing on 2 June, which forced the authorities to suspend
further performances of the promising production. The reason was her demand
for a substantial pay rise from the authorities. The conflict was temporarily de-
fused, and Kruszelnieksang infThe Countesas early as on 6 June, yet the threat
that the prima donna might leave the Warsaw scene was still present, which pro-
YRNHG YHKHPHQW SURWHVWY RI WKH VWDUTV IDC
33U]HJO G 7\JRGQLRZ\" FRPPHQWHG RQ WKH VLV

Id]JLH QDP R DIHU SDQL .UXV]JHOQLFNLHM 3DQL .UXV]HOQ]I
SLHZDF]ND EDUG]R XWDOHQWRZDQD GRVWDUF]D ZLHOH S
SUJHM FLRZH SU]J\MHPQH L PL4H ZUD*HQLD L QLF ZL FHN
zWarV]DZ\ D ] QL RZL PDQLIHVWDQFL NWyU]\ RJARVLOL .
ZLHONLP QDSLVHP ] NZLDWyZ *H AJG]LHN Ru@aiigistt E G]LHV]
WHM SU\PDGRQQ\ Z\VW SRZD::PE*8]WHRRBRIQDIRUW\IY WIN PR *H
lepsza,D RSXV]FIRQH GZLH OR*H SLHUZV]HJR SL WUD ]DMPRZ]
VIWXNL" S .UXV]JHOQLFNLHM OHF] PR*H JZROHQQLF\ LVW
QDVW SL MHV]F]H WU] VLHQLH JLHPL REUDFDM FH Z JUX]\ I
UOHF EH]SRZURWQLH GXV]H A+DOARSHADUBDEQ YN DL WAYADQRIOH
L UR]ZLMDU VL WHP OHSLHM LP PQLHM E G]JLH Z\GDQ\FK S
[With regard to the scandal involving Miss Kruszelnickshe is always dear to usdy

as a very talented singer, she provides us with numerous thrilling experiences, yet they

are only fleeting and pleasant impressions, nothing more; once Miss Kruszelnicka leaves
:DUVDZ DQG ZLWK KHU WKH SURWHVWHUV ZIK&RIoB QQRXQFH!
\RX ~ DQRWKHU DUW L V WpéthapsalighRyRudrse Qekhbpd sigyarp etier

+and the two vacated boxes on the first floor will be occupied not by the worshippers of

OLVV .UXV]HOQLFNDYV 3SHUIHFW RoNruly Boothoetd. A KID SV E\ W
there will not be an earthquake that brings the whole country down and with it the theatre,

DQG WKH VSLULWYV RI 3+DOND ~ WKH 3&RXQWHVV™ DQG %D

68 § 3RO >Ztedthili@uzyki 3. XULHU :DUV]DZVNL~ oD\ 1R
69 [no name] Echa warszawskie 33U]JHJO G 7\JRGQLRZ\’ 0D\ -XQH
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return £Polish opera will last and flourish bettif less money is spent on extravagant
soloistg]

The artist was paid more than 800 roubles per ye&r According to the
UHSRUWV WKH 3IXVV\ VWDU" GHPDQGHG HYHQ PRUH
VRQ WKHUHE\ QRW JLYLQ Xhdidé Hn 8 fate Dffathi@at-w KR U L
HQLQJ EXGJHW GHILFLW WKH\ GHFLGHG QRW WR HJ!
her fans started to protest and collect signatures in her d&fence

Kruszelnickaconcluded her third season in Warsaw by singing the role of
Balladyna inGoplanaseveral times and by appearind-enJuiveandLohengrin
She was reluctant, however, to sign a contract for the next season. The authorities
tried to protect themselves by looking for a new soprano. They negotiated with
the Lviv artisW +H O H Q D-Ra&zkilvskaNtbe performer of the main role in
3 D G H U HMJavi, bAiigh premiered in Dresden in May 1901) as well as with
the mezzeVRSUDQR ODUJRW .DIWDOyZQD D VLQJHU RI L
cepted an engagement for the autumn of .RUR O H Ztoék]adt&ptage
of the crisis it was her who started being hamed as the first star of the Warsaw
scenextVSHFLILFDOO\ WKH 3@ihlthe prie<3 aSrigunedneBtR @R D
the first half of June. The title was consistently alearto her in the future, leav-

LQJ .UXV]J]HOQLFND ZLWK WKH WLWOH RI WKH 3GUDF
equal status of both stars was confirmed.

Kruszelnicka improved her reputation among the Warsaw audience by taking
part in performances supportitf KH RSHUDYY RUFKHVWUD DQG FK
from 2880 June (she appeared as the Countess and Halka). Finally, on 30 June,

8. XULHU :DUV]DZVNL" UHSRUWHG WKDW

>S«@SR GA4XJLFK URNRZDQLDFK SRPL G]\ ]DU] GHP WHDWUyZ
ostateczndR SRUR]XPLHQLD '\UHNFMD ]DDQJD*RZD&D SLHZDF]N
L SR4A4RZ JUXGQLD >DIWHU ORQJ QHJRWLDWLRQV OLVV .UX
reached a final agreement. The authorities employed the singer for October, November

and a halbf Decembef? ]

During the time in question, the Warsaw theatre was in a deep financial and
personnetelated crisis. In the face of a significant budget deficit, only a few
DUWLVWY UHFHLYHG LQFUHDVHG SD\ DPRQJ RWKH!I
masterPodesti and the newly employed Stermiicrocciata); the remaining
artists were becoming increasingly dissatisfied. Once the season of Italian opera
ended, the previous president of the Warsaw Theatre Directorate, lwanow,
handed in his resignation. A monittee for the reform of the theatre was ap-
pointed; it started debating in miskptember under the chairmanship of general
Aleksandr Puzyrevskii (the assistant of the Govef@eneral of Warsaw) and

70 [no name] Echa warszawskie 233U]J]HJO G 7\JRGQLRZ\’ -XQH 1R
* Ibid.

2 1bid, p. 297.

73 [no name]Z teatru i muzyki 3. XULHU :DUV]DZVNL~ 78,p.5. -XQH 1R
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with the participation of leading Warsaw music and tleegdurnalists: Antoni
6\JLHW\ VNL ODULDQ *DZDOHZLF] :4DG\Vabz 5D
$GDP 'REURZROVNL :4DG\VA&DZ %RJXVaDZVNL DQG
gard to Polish native opera was not reached until the end of November 1901,
when a decisio was made to organize a separate season exclusively for Polish
operd*. The plan was not put into action, yet not on account of political reasons,
but because the majority of Polish singers knew their roles in Italian. Regardless,
starting from 1902, newsgper announcements included the language in which
the opera was to be sung: Polish, Italian or, less frequently, French.

A new production oRobert le diableZLWK .UXV]JHOQLFNDfV SDL
SODQQHG IRU WKH EHIJLQQLQJ RI WKMHRULD VNHDD
be her partner for the first time in this opera at the Warsaw stage. However,
Kruszelnicka (who was bound by her contract to appear on 25 September) de-
layed her arrival to the very last moment. Therefore, the authorities cobbled to-
gethe an emergency performance GfD Q Q K,| WVMHith she appeared on

2FWREHU ZLWK .RUROHZLF]yZQD DQG )ORULD VI
roles inThe CountesandHalka; as always, the performances gathered a full
house. The new production Bbbertle diablewas finally presented on 7 Octo-
ber. In the next days, Kruszelnicka appearetaniuive Halka, Goplang Un
ballo in mascherandAida, receiving, as usual, very good reviews.

On the day the season began, the press announced that the young Italian tenor
Enrico Caruso was to come to Warsaw. In the next days, he performed in
Rigolettq Carmen La traviata(MefistofeleandUn ballo in maschergpartnered
by Kruszelnicka (irJn ballo inmaschera .RUROHZLF]yZQD DQG %H
was invited once more. The press, as always prejudiced against the Italians, was
QRW LPSUHVVHG ZLWK &DUXVRIV YRLFH

The next visit of the imperial couple in Skierniewice near Warsaw was a ma-
jor event of the period. A number of attractions were prepared for Nicholas Il and
his wife.A show consisting of solo performances and a bdiletrtissemenivas
held on 7 November $PLGVW WKH SHUIRUPHUV RI WKH FRQ
:DUV]DZVOILVWHG WKH IROORZLQJ DUWLVWV RI W
ZLF]lyZQD 6LOOLFK DQG &DUXVR WKH FRQGXFWR
Stermicz as the accompanist. During theaast for the imperial family, the art-
ists sang only Italian arias. The success of this undertaking prompted its organ-
izer, Konstantin Herschelman (who was trying to succeed lwanow as president
of the Theatre Directoraf®, to organize another concert. k®k advantage of

7 The Polish performances (that is in the Polish language) were supposed to take place in Septem-
ber, January, February, March and June; the Italian ones, in October, November, December,
April and May.

75 Issue No. 306 from 26 October (8 Novemb&801, p. 1. The information was provided by
3:DUV]DZVNL "QLHZQLN °

76 He was nominated on 20 November 1901 after the committee adjourned.
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the fact that Mattia Battistini had just arrived in Warsaw, moved the new production
of Wertherby Massenet, in which Battistini was supposed to perform, by one day to
14 November, and sent him to Skierniewice with Kruszelnicka and Barcew
2Q l1RYHPEHU .UXV]JHOQLFND SOD\HG WKH SDU
Werther,which was restaged for Battistini (the composer personally converted
the tenor part into baritone for him). The reviewers forgot about the dispute that
had taken place bafe the holidays and praised the singsxs usual+for the
TXDOLWLHV RI KHU YRLFH’'DQG 3JUHDW DFWLQJ WDO

2ERMH ZL FLOL ZF]JRUDM WU\XPI ]XSH&Qx |ZADHV]BSI®WVN SLRQF
S .UXV]HOQLFNLHM DQL RNODVNyZ mpleely stitcessiyyestefo RWK R1 WK
day as the audience was generous with applause and flowers, especially to Miss Kruszelnicka]

DVVXUHG $OHNVDQGHU 3ROL ®NL LQ 3. XULHU :DUV]D

I1RQHWKHOHVYVY RQ WKH ZKROH .UXV]JHOQLFNDYV
the autumn of 1901; this was caused by some unrelated reasons astheell
FDSLWDO RI WKH 39LVWXOD &RXQWU\" ZzDV DW WKH
tions for the opening ohe Warsaw Philharmonic, which took place on 5 No-
vember 1901. In the next months, the concerts of the philharmonic orchestra were
the most popular music events. They were organized with the participation of
first-rate soloists from abroad. Another reasolfoWKH GHFOLQH RI .UXV]
popularity was the emergence of a few young singers onto the Warsaw scene,
who would become firstate stars in the future. They included Aleksander Band-
rowski (he performed with Kruszelnicka in the second half of Noveniwetira
December in Wagnerian roles, for which he was famous abroad, ltloéeisgrin
and 7 D Q Q K),>AwamWDidur, who returned to Warsaw from a longer stay in
America, and among the ladiesODUJRW .DIWDOyZQD VKH WRRN R
R .RUR O H ZnMiggah®ayliacci The Haunted ManaandHalka’®). The
Warsaw press wrote about them at length.

When Konstantin Herschelman took up the office of president, the financial
situation of the Grand Theatre became worse; trying to reduce the financial defi-
cit, the new president dismissed a number of choir, ballet and orchestra artists as
well as cut the pay of others. Severe penalties were introduced for refusing to take
part in performances, losing elements of costumes and the like; the pool of free
tickets for reviewers was also limited, which resulted in missing reports from
theatre and opera performances. In January 1902, the Warsaw correspondent of
3. UDM" $QWRQL 6\ JLHW\ VNL UHSRUWHG WKDW

] RSHU >«@ Uy*QLH E\ZD F]DVHP ]D G4l Ll kindddwBsX VW NL >RS
sometimes there are astonishing bldhks

77 T. JoteykoZ muzyki 33U]JHJO G 7\JRGQLRZ\’ 1RYHPEHU 1R

% $ 3ROWMertbkl3. XULHU :DUV]DZVNL" 1RYHPEHU 1R S
7 She sang in Italian iklalka and in Polish inThe Haunted Manor

80 *DPD >$ 6\JLW prdelociwagsaw, 19 January 3. UDM” -DQXDU\ 1R
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In order to revive the interest in performances, Herschelman personally went
to Italy to fetch new singers in the winter of 1802

In the autumn part of the 1901/1902 season, Kruszelnickesedmher roles
in Halka, The Countess, La Gioconda, Werther, Un ballo in maschera, Eugene
OneginandAida EXW VKH JDYH XS WKH SDUWMzefPHOLD
JLYLQJ LW WR .RUROHZLF]yZQD .UXV]J]HOQLFND WHF
liant Warsaw artists in another fundraising concert for the Literary Fund (on 28
November, she sang one song by Schumann, one by the Polish composer Gustaw
5RIJXVNL DV ZHOO DV 3VRPHW KL% andwhBO¢cbrgber, DV 3
she performed with the vilQ L VW (X J ga@&IgrandOrtithlay subscription
concert of the Warsaw Philharmonic, in which she sang, as | have already men-
WLRQHG LQ WKH VFHQH RI ,VROGHTY GHDWK 7KH
daily performances in the opera, parti¢ipg in another charity concert for the
:DUVDZ OHUFKDQWVY 6RFLHW\ '"HFHPEHU DQG
mance of Battistinita staging oiVerther(21 December). Kruszelnicka bid the
Warsaw audience farewell with this performance. This was als¢ BALVW L QL T\
performance in Warsaw during the season in question. Both artists went to Saint
Petersburg. Kruszelnicka reprised her roléiertherat the Imperial Theatre and
presented herself as Carmen for the first time. Together with Battistini, she also
SHUIRUPHG L QVdi@ée RENANY VIS DUW RI WKH ,WDOLDC
performance. This time, Kruszelnicka was less fortunate, esydugalause she
competed against another Polish artist, Adelina Bolska, who, in the meanwhile,
ascended to the role of the star of the Mariinsky Theatre (she became a dangerous
rival of Kruszelnicka, particularly as Elsaliohengrin).

Konstantin Herschelnmefulfilled his obligation to organize a season of Polish
RSHUD RQO\ LQ SDUW JLYLQJ SHUWUWIMgaWdFRSAasW R U F
well as produce two new Polish opera#zii Quintilli by the leading Warsaw
composer Zygmunt Noskowski (the professbcomposition at the local Institute
of Music and the school of the Warsaw Music Society) Madru by Paderew-
ski, which, at the time, had already premiered in Dresden and New York (with
the participation of the firstate star of Polish descent Marce®mbrich
.RFKD VND $SDUW I-tale &panaihiatPadbDot ekrlayed in War-
saw foryearst(QJHO EHUW + XHuaBddl @it IGeteNviy/ staged during
.UXVIHOQLFNDYY DEVHQFH *XHVW DUWLVWYV LQYL
Bohuss fom Lviv (later Irena BohusBlellerowa) and the Italian Olimpia Boro-
nat (countess Rzewuska after marriage). Both singers achieved considerable ar-
tistic and social success, outshining all the previous prima donnas.

The contract Kruszelnicka signed with thethorities of the Warsaw opera
for the spring season of 1902 began on 1 April. However, the artist made a fleet-

81 Cf. ibid.
8 ¢ 3RQEZmudyki 3. XULHU :DUV]DZVNL’ 1RYHPEHU 1R
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ing appearance in Warsaw as early as on 19 March, singing the roleCafuthe
WHVV DW D EHQHILW SHUIRUPDQFH Rgthg pbbitichK RGD NF
of the directdf. On the following day, the artist went abroad once fofée
SUHPLHUH R Ddibadtdok gebefddring her absence; it was conducted
E\ 0a\QDUVNL DQG WKH PDLQ UROHVY ZHUH SOD\HG E
ThebHILQQLQJ RI .UXV]JHOQLFNDYTV QH[W VWD\ LQ :DU’
event tPietro Mascagni, who was visiting the city at the invitation of the author-
ities of the Warsawhilharmonic, was asked to personally conduct a performance
of Cavalleria rusticam. Kruszelnicka was supposed to appear in the role of San-
tuzza, yet she fell ill (the performance was held on 5 April). She was substituted
by a member of the Italian troupe, Ines de Frate. The Ukrainian appeared before
the audience two days later as Campreprising the role she had previously learnt
for the productions in Saint Petersburg, and then resumed her performances in
Halka ZKLFK VKH KDG QRW VXQJ IRU DOPRVW WZR \F
HIFHO®HXQWL'HU :DUV]DZ¥NL" UHSRUWHG

The first pUHPLHUH RI1 1RiMaN RuntiidLi§IV on 16 April.
.UXV]J]HOQLFND ZDV SDUWQHUHG E\ )ORULD VNL DQG
FRQGXFWHG E\ 3BRGHVWL .UXViWRsenydfistotb ROH LQ
cal piece now but, as befits the work ofative artist, was met with great interest
in 1902 twas her last great success at the Warsaw scene.

=QDNRPLWD DUW\WWND MDN MHVW Z ND*GHM SUDZLH UROI
VWZRU]J\U W\S XURFJHM L GXPQHM U]J\PLOHQWIUXSRINRRXBORU]QEL
tycyi [Being a brilliant artist in almost all of her roles, Miss Kruszelnicka was able to

create a charming and proud Roman woman, overcoming the vocal difficulties of the

score]

ZURWH $OHNVDQGHU ZL WRFKRZVNL

3DUWM /LZML KRradzéicRaZzDrdidrz&twem deec plus ultra ObokHalki

i Hrabiny WR WU]HFL QLH PLHUWHOQ\ GMDGHP DUW\VWNL >0LVV
of Livia in a masterful way. Apart frordalkaandThe Countess WKLYV LV WKH DUWLVW T\
immortal diadem!]

enthused a young critic from Vilnitls

*4yZQ ERKDWHUN ZLHF]JRUX E\AD S .UXV]JHOQLFND EDMHF]C
UROL W\WXaAaRZHM SLHzZD&aD SU]JH OLF]QLH L FKDUDNWHU X2z\
VNXSLD&4R VL QDMVLO®HHWMNUW]LDA IGDNWMDIAL BQIHH Z\ZLHUD& ZUL
Kruszelnicka was the central figure of the evening. She was fabulously perfect in the

8 +H zZDV VXFFHHGHG E\:4DG\V4DZ )ORULD VNL (PLO 04\QDUVN
opera (until the end of June 1902).

8 7KH SUHVV GLG QRW UHSRUW RQ WKH DUWLVWTV GHVWLQDWL

85 Z teatruimuzyki 3. XULHU :DUV]DZVNL" $SULO 1R S

8 + 2 SLHLVi&Quintilla 3(FKR OX]\F]JQH 7HDWUDOQH L $UW\VW\F]QH"

87 A. Miller, 3UJHJO G PXJ1&RQV $SULO 1R S
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HSRQ\PRXV UROH VKH VDQJ EHDXWLIXOO\ DQG DUWLVWLF
ality. She was in the centre ofeition, and her artistry left the most profound impression]

DVVXUHG $OHN¥DQGHU 3ROL VNL

By the end of the spring season, Kruszelnicka had given four more perfor-
mances irLivia, which was subsequently withdrawn from general release in spite
of the criticsT] SURWHVWOW ]IBBDYNU" UHSRUWHG WKDW Wi
from the part was the reason of the withdr&&n 3 May, the artist left Warsaw
to go on holiday. She used it to continue her foreign career. On 16 and 20 May,
she performed at the @rd Opera in Paris, singing with Jean de Reszk®in
hengrin It was said to be a great sucé&sBriorto her departure to Paris, the
artist had promised to give three more performancésvaf in Warsaw in June.
She kept the promise and reprised sombeofold roles throughout the month,
includingLa Juive 'XULQJ WKH DUWLVWTV DEVHQFH WKH
E\ 20LPSLD %YRURQDW ,UHQD %RKXVVyZQD DQG $
was the central figure of the premierevdinru by Paderewski, wich took place
RQ 0D\ ZLWK WKH SDUWLFLSDWLRQ RI .RUR
conductor. In subsequent performances, the role of Ulana was taken over by Hel-
HQD =ERus2KkdwBka. Praised by the press, the singer began to perform in
Halkaas well. During that timeThe Countessad a new performer at the Warsaw
Government Theatres:aDG\VaDZD &KRWNRZVND WKH DUW|
in January 1902). Salomea bid the Warsaw audience farewell for the summer with
the roles of Rachela ioa Juive the Countess and Halka (28 Jdhduly; the pro-
FHHGV IURP ORQLXV]NRYVY RSHUDV ZHUH LQWHQGH
formance ofThe CountessI DUHZHOO SHUIRUPDQFH RI WKH Ut
ski conducted by Piotr Stermf€gpublished in3. XULHU :DUV]DZVNL " UH

,GHDOQ SU]JHGVWDZLFLHON W\WX4RZHM SDUWLL S .UXV]
FIDV FDAHJR SUJHGVWDZLHQLD $OH ER WH* JQDNRPLWD DL
Z WDNLHP XVSRVRELHQLX L* *\PEMLWD\NR DF§R QHM H M XIEQV
L ]JDFKZ\FDM FHM :V]\WVWNLH V]F]HJya\ ND*GHM VFHQ\ zV]
DG]JRQH VIODFKHWQLH ]H VPDNLHP ] SUDZG XF]XFLD |]DF
ZLHWQLH RGWZDU]DQ SU]H] QDV]IXBOQLHFPMR 8 HLPWXRQDV W
RNODVNLZD4aD DUW\VWN : ZD*QLHMV]\FK PRPHQWDFK GR
L EXNLHW\ Z\ZR4DQLRP ]D NR FD QLH E\aR
+'R ZLG]HQLD 3R ZDNDFMDFK«

8 A 3ROLIZMUyki 3. XULHU :DUV]DZVNL’ $SULO 1R S
89 [no name]Z teatru i muzyki 3. XULHU :DUV]DZVNL" $SULO 0D\
% [no name],Notatki 3. UDM" 0D\ 1R S D Q Mag,R U
S 3(FKR OX]\F]IQH 7HDWUDOQH L $UWI\VW\I\F]QH ~ 1
S PDGH D PLVWDNH LQHMINW IDQ/] .&KXRXHDOQ @ER@PITY SDUV
7KH DUWLVWTV Ehtikopeqdtentd Qolskieg&ncyclpaedia of Polish theatte
lists 1902 as the year in which she performed in Paris, Saint Petersburg afndtfiaiyaww.en-
cyklopediateatru.pl/osoby/41322/salomeaszelnickdaccess: 3.01.2018].
2 (PLO 0A\QDUVNL GLG QRW ZRUN Inlw WKH :DUVDZ RSHUD VLQ
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[The perfect performer of the eponymous part, Miss Kruszelnicka, was djreitteap-
plause throughout the entire performance. But this was also because the brilliant artist was
in such a good mood yesterday that her interpretation was vibrant, subtle and enchanting.
All the details of every scene, all the situations, were aatedith refinement, taste and
truthfulness to the emotion that is enclosed in the lyrics and in the music, which our brave
prima donna performed so well. And so the audience enthusiastically applauded the artist.
Flowers and bouquets fell to her feet freverywhere during the most important mo-
ments, and she kept being called back to the stage.

3*RRGE\H 6HH \RX DIWFU WKH KROLGD\V« ~

The next opera seasatthe last one for Salomea Kruszelnickaas opened
on 14 September 1902. As promised by president Konstantin Herschelman, four
new singers were acquired. The foreign performers included the tenors Giuseppe
Anselmi and Giovanni Dimiescu, the baritone Mario Ancona, the soprano
Gemma Bellincioni (greeted with applause as the performer of the parts of Vio-
letta, Nedda, Santuzza and Carmen). Furthermore, Battistini, who had an attach-
ment to the Warsaw scene, appeared in, among otheegy production oWil-
helm Tellby Rossini.

The autumn part of the season began with a new productiera diavolo
by Auber andcfaustE\ *RXQRG WKH UROH RI ODUJDUHWKH ZD
Chotkowska); at the same time, the preparations for the peeofiees dragons
de Vilaas E\ ODLOODUW ZHUH VWDUWHG ODUJRW .DIWD
role). On 20 September, Kruszelnicka inaugurated the last series of her perfor-
mances in Warsaw withhe Countesgwith Didur), which, as always, was well
receivedby the audience and the critics. Subsequenliga, La Juive, Halka,
0DQRQ /D ,EMerkhgrand others were put back on release for her. Each of
the pieces was staged several times in a row. The monotony of the repertoire was
to be broken by the prestie of the opergro e Leandrdoy Luigi Mancinelli with
Kruszelnicka in the main role (22 November). The production, however, turned
out to be a complete failure.

.UXV]J]HOQLFNDYV UHPDLQLQJ DFKLHYHPHQWYVY DW
clude the particip&n in another charity concert for the Literary Fund with Flo-
ULD VNL 1 RY tsReEshEing two waltzes by Tosti and two Polish songs:
SDGHUHDMNAGYG 1RVNRHEAVUNHTS ND) Brid theEpedix
mances with Battistini itugene OnegiandErnanias well as withAnselmi in
Werther She was also supposed to singlre Countesbut had to be substituted
by Chodakowska due to indisposition. Her last performance in Warsaw took
place on 23 December 1902she sang the role of Amelia idn ballo in
mascheraThe abovementioned appearances took place in the atmosphere of the
DXGLHQFHYYV JURZLQJ DGPLUDWLRQ IRU WKH SHUIRL
GHWKURQHG .UXV]J]HOQLFND ZLWK HDVH HYHQ LQ VS
tion that:

92 [no name]Opera 3. XULHU :DUV]DZVNL" -XQH -X0\ 1R S
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AFKDPWHBHRV]IND  XPLH FLHQLRZDi#{ QLH W\ONR SLHZ QD VFHQ
UH*\VHUVNLHM >3WKH FXQQLQJ ,WDOLDQ’ FDQ QRW RQO\ S
office®3]

In addition, the whole autumn season was judged by the critic as tedious.

5HSHUWXDU XVW SXMH Z RSHU]JH SLHZDNRP D QD DILV] S
WX&\ SLHZDF\ V SLHUZV]RU] GQL GR U Z\PLHQLU QD]ZLV
Ancony, BelLQFLRQL 3LQNLHUWyZQ\ >7KH UHSHUWRLUH LV DG
the same titles have been on release for years. The singers are excellent: it is enough to

PHQWLRQ VXFK QDPHYV DV %DWWLVWLQL $&VHOPL $QFRQ!

FODLPBG\MADZ %YRJIJXVabDZVNL LQ WKH UHVSHFWHC
: D U V] D Z¥INnaas hot a coincidence that Kruszelnicka was missing from his
OLVW R 3H[FHYI0tHaCirsm&tdridds \thé artist began to consider
leaving the Warsaw scenet fhe same time, the theatre authorities started to
employ artists for 1904 and plan subsequent premieres. These plans did not in-
clude Kruszelnickatthe authorities probably expected her resignation as early

as in December 1902. In the meantime, the sthf¢ IDWKHU GLHG RQ
so she returned to her homeland. She stayed there for a while and renewed her
relationship with the Lviv opera. In April 1903, she began a series of guest per-
formances at Teatr Skarbkowski; on thé' #iay of the month, sheang the role

RI ODQRQ DQG RQ $SULO ORQLXV]NRYV &RXQWH
artist concluded the series of performances in Lviv at the beginning of May with
an appearance iHalka. The Lviv press described Kruszelnicka as the prima
donna of he Warsaw Opera. However, the singer never returned to Warsaw. She
GLG QRW VWD\ LQ /YLY HLWKHU 6KH EHfPthéd LQY
DUWLVWV ELRJU D% KaHd deGidtel © gd_tB Haly. WksH&yan the
culmination of her careeAccording to the Western observers, it overshadowed

all of her previous achievements. This phase of her career was not commented on
in Poland, yet what remained was the favourable memory of the star as an out-
standing performer of the roles of Halka ahd Countess as well as of her par-
ticipation in charity concerts, including the one devoted to the first Halka-

leria Rostkowska.

% $ 3ROLEZmMuUdYki 3. XULHU :DUV]DZVNL~ 1RYHPEHU 1R
% 5HJLQD 3LQNLHUWyud«D a@idEodatte heQinning of Decemberd®
% 1 9%RJIXVATEENNIMuzyka ,9 3%LEOLRWHND :DUV]DZVND~ YRO

% 6R ZDV .RUROHZLF]yZQD ZKR DW WKDW WLPH ZDV VWD\LQ
% &1 .UXV]HOQLFND®YVWHYW Q 10RO HEenEdDY WKH DUWLVWIV LG
in the Ukrainian national movement.
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$UWINX4 MHVW SR ZL FRQ\ RPYyZLHQLX G]LD4ADOQR FL DUW\\
1898+ 8Z2]JO0 GQLRQR SU]JHGH ZV]\VWNLP MHM Z\VW S\ QD \
TeDWUyZ 5] GRZ\FK 5HODFM X]XSHaAaQLRQR VSUDZR]GDQLHP (
Z W\P RNUHVLH 3UDFD JRVWD&D QDSLVDQD Z RSDUFLX R PDW
Z R URGNDFK SROVNLFK /LSVNX A6LJQHB®H WME XU BHXP S\RIONMINF
WV\JRGQLN A.UDM’ 5HFHQ]MH SR ZL FRQH Z\VW SRP .UXV]HO
FHSFML MHM V]JWXNL D SU]J\ RND]ML WZRU] FLHNDZ\ REUD]
SUJHARPX ;,; L ;2FADWKXX Z NWYUAP YW INR&E WUDG\F\MQH SRJC
] SU GDPL PRGHUQLVW\F]Q\PL
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WXUD PX]\F]QD Z FIDVDFK JDERUyZ SROVND NU\W\ND PX]\F]Q
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Streszzenie

$UW\NX4 GRW\F]\ PLHMVFD L ]JQDFJHQLD OLWHUDWXU\ Z *\FL
SR]\WRUD WZRU] FHJR U yh@ytzdx\8X B NILL ORWHWD ANRQWDW\ R
PX]\N VFHQLF]Q GR GUDPDWyZ 3R GOAWHU DN DRI &/1Z]y) INR R W
MHVW MHJR NRUHVSRQGHQFMD Z NWyUHM SRMDZLDA&\ VL WH
OHNWXUDFK SRHWDFK L SLVDU]JDFK R WHNVWDFK SLH QL L
dowody na poszukiwanietlEUHWW Z UyG LVWQLHM F\FK WHNVWyZ OLWH
SURV]HQLD GR ZVSYyaSUDF\ SPNK]EALMNFKXFEKLEDDPDWRHWRZ L G L
ZVSYyaF]HVQ\FK ORQLXV]FH /LVW\ SLVDQH GR NLONXp&\ELWQ\

aRZ\ ;,; ZLHNX ZLDGF] R DPELWQ\FK ]JDPLDUDFK ORQLXV]NL
QLH* MDN WUXGQR E\4A4R NRPSR]J\WWRURZL SR]J\WWNDU GR ZVSy
utworu dramatycznoP X]\FJQHJR : DUW\NXOH SU]HGVOWLEAHRRQLLYN WRX VOI

QLXV]INL Z UyG NWyU\FK ]QDOH(OL VL QDMOHSVL SLVDU]JH L

ORQLXV]NL V XWZRUDPL ] XGDQ ZDUVWZ OLWHUDFN FR MH)\

SR]\WRUD D Z NRQWHN FLH SRSWORNUH R Ir ] QDHJR QL AHy GR]RR E

QLH WAONR GOD PX]J\NL DOH UyZQLH* GOD OLWHUDWXU\ L NX
6 4R ZD N O XeniRszke, literatura, libretto, opera, kantata.

6WDQLVADZ ORQLXV]NR MDNR N RuSyRAWhRoE- X W Z F
QLSHU NDQWDW RUD] PX]\NL VFHQLF]JQHM GR G
ZS4a\ZHP OLWHUDWXU\ : RNUHVLH PaRGR FL SRG

DDWD JJARV]HQLD
'DWD Z\VvabQLD JZURWX UHFHQ]IML
'DWD Z\VADQLD JZURWX UHFHQ]ML
Data akceptacji: 18.10.2019
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form literackich D SRWHP ]H Z]JO GX QD NRPSRAQRZDQLH
JI\FIQ\FK VL JD4 GR G]LH&GPDIBWAMSYBENUPK L] SSURDLJ|DF
topisarzami i poetarhi 7HPDW ]ZL INyZ ORQLXV]NL ] OLWHUL
Z ELRJUDILDFK NRPSR]J\WRUD JG]LH RWU]\PD& QDZ
3LHUZV]H WR ZL]JHUXQHN ORQLXV]NL GX*R gd\WDM F}
ZU F] EDNF\OHP F]\WHOQLFWZD L SR]JRVWDM FHJR S
.D]JLPLHU]D Z&aD FLFLHOD zZVSDQLD&HM MDN QD VZI
QLXVINR RCG]LHIG]NE]\WHM ELEOLRWHFH PyJa ORQLX"
] GILHADPL NODVWROPRLLREUDHFFPHQLRZ\PL 'UXJL REU
UDFIJHM OLWHUDFNLHJR G\OHWDQWD QLHXPLHM FH
L VL JDM FHJR F] VWR SR VADEV]H XWZRU\ MDNR SRC
Q\FK WHQ REUD] XNVIWDaAWRZREFYWNU]HBHHAWK] \VW

ILWHUDFNL NRQWHNVW SRMDZLD VL UyZQLH* JG\
L WZyUF]JR FL ORQLXV]NL SRQLHZD*V Z QLHM REHF
WXXM FH ORQLXV]N Z NU JX QDURGRZ\FK ZLHV]F]yZz
perspHNW\Z\ JEOL*DM FH JR GR OLWH U.DW/iXigJazym ZLDWD
WHN FLH ]JZL JNL ORQLXV]NL ] OLWHUDWXU SU]J\EOL"*
OHQLD VWRVXQNX ORQLXVINL GR OLWHUDWXU\ XN
Z MHJR NRUHVSRQGHQFML D WDN*H SRSU]JH] SUH]H
J\NL GR WHNVWyZ OLWHUDFNLFK RUD] NRPSR]J\WRUD

I =RE P LQ ZLHUV] 6WDQLVaD DbnapRWikeydkiegh R NWySwW AZLH
G]LDAR FDaH :LictpRbrand/HIURIRWRZDa GR GUXNX : 5XG]L VNL S
M. 6WRNRZVNLHM 3ROVNLH :\GDZQLFWZRH0X]\FIQH .UDNyZ

2 7THPDW ]ZL ]NyZ ORQLXV]JNL ]JH ZLDWHP OLWHUDFNLP SR&aRZ\ ;

WHUHVRZDQLD P LQ LHMRGRVEDZDIREWOEHAWADZ ORQLXV]INR L NI
tewskiejfIWHUDW XU\ NUDMRZHM 1D SUJMG SROW WV JRBFHHIYR RVZ 5MKD BD &
Moniuszki. Rekonesans&e HG 0 -DE&4R VNL L ( 1RZLFND 3ROABLHW\ V
1RZLFNLHM NWyUD SRGM 4D SUYE ZSLVDQLD Ao@dkthEDUG]LHM
G]LHa >«@ Z NRQWHNVW OLWHUDW XU\ UR§X\OL@LOHEND M ORI@LPHW] 8
L ZLDW OLWHUDWXU\, @]SRARWUHPX]\ELGIW&EWD Qpoda&ZzD ORQLX
0 '"JLDGHN L ( 1RZLFNLHM 3R]QD\ .RPRURZVNQDBMBRYREWWHM *
QLVADZ ORQLXV]INR Z SRJRWQILOpEraRdsKa v XL WKEK Wiz Hghid red.
0 -DEaR VNLHJR - 6W V]JHZVNLHJR L - t7DWDUYSLWMNBWYZD
SR ZL FRQ\FK OLEUHFLVWERM MR LX\BWDFHA $RyciPewskie, UNRZVNL
Z W\P P LQOLWSHWMSH ]HNADGHP D WZy(RFIRLEUHR/WDIF@ED-D@D &k
VNLHIJR GR RSHU 6WPD W] VA DZDUORPHNU RN IEWDQ LY aBZD ORQLXYV
RUD] WH®*&K FiMbhiszkowski librecistalw:)] 7THDWU PX]\F]Q\ 6wWDQLVabDZz
niuszki« vV #12).

8 =RE : 5XGPWWODNLVADZ ORQLXV]NRF]6WX@IDINLZZPDWHWLD a\

4 2 ]PLHQLDM F\P VL VWRVXQNX GR ORQLXV]OtzeSK \NIA JDRKR V4D Z
PRQLXVINRZVNLHM PLWRORJLL $5v] Opedpbleka WMVINIRX L VRFUHI
wieku« s. 147455,

5 2 IXQNFMRQXM F\P PLFLH 6WDQLVADZD ORQLXV]NL MDNR ZL
$JQLHVIND 7RSRIOW ND HWHVE HRWQPLIVIYNMB® Z SL PLHEOBIL FWZLH OC
3R]QD
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L SLVDU]DPL MDNR ZVSyaW ZyU-mbzydznyciWezyRriawet G U D
RSUDFRZXM FHJR VBWRD LER® QAWZ R U-kiiky&hyBhP D W \ F
FKRUO QLH Z VHQVLH WZRU]JHQLD QRZHJR WHNVW X
SRPLPR QLHPDA&AHM MX* OLF]JE\ SXEOLNDFML SR ZL
w tym ich literackim elementotkorespondencja MoniusZkichoit QLH]DFKR
ZDQD Z SHaQL DQDOL]J]RZDQD Z NRQWHN FLH FDa
QRZL EDUG]R FLHNDZ\ PDWHULD& XMDZQLDM F\ VW
ZSa\Zz QD WZyUF]R U NRPSR]\WRUD

6DP ORQLXV]INR Z NRUHVSRQGHQFML AVBSRWQD
] PX]\N SUJ\ZR4XM F XWZyU OLWHUDFN1GINX@HRMF
-XOLDQD 8UVvV\QD 1LHPFHZLF]D SLHZDQH SU]JH] MH

3LHUZV] VINR4 SRMPRZDQLDSPKRNK LEAWRGEAGEW-L H
NRQ\ZDQH G]LZQLH PL&®®PMIaFDMR SU]H]

: SY(QLHMV]\FK ODWDFK NVL *NL E\4\ QLHU]DGNL
Z\ZD4 QRZH Z\GDQLD L WaxXPDF]JHQLD QDZL ]J\zZDa
VL SR]QDZDU QRZH WHQGHQFMH L GHELXWXM F\F
SLVDé& Z]OL FUH GR QDU]JHF]RQHM $OLQ\ ] OL VND R
FL /XGZLND .l’PRSL VNLHSRNDA& Z OL FLH 5XGROID

&]\ QLH PDFLHP @& jVW@R zy polskiejZ\ERUX 3DQL°.UDNyZ"
= OLVWyZ Z\QLND UyZQLH* *H FKDMQPHLQL ] NY]F

fem Sikorskin! czy Edwardem licewiczeth 3U]J]HV\aDa MH *RQLH ] !
V] F QS Z U

B3UJH] 6FKPLHQGKDXVHQD RWU]J\PDV] SDNLREWe] NWY UM DPL
RGGDV] :UyEOHZVNLHPXIf6e dG&ZD MUuRBREWF >R @ kle ns'S,

6 Zob. m.in. G. Zieziula, A3DULD" 6WDQLVADZD ORQLXV]NL ZRNy& ASR;
WUDJHGLL '"HODYLJQHYD L ,Pw]] YiH QW URRBUIUHRQ@W bW DKPIXV aD ZD
s. 3756; S. Paczkowski, LOND XZDJ Z VSUDZLH KLVWRULL L OLEUHW
niuszkijw:] 7THDWU RSHURZ\ 6W DQ & 852 D RatR|czakgwaDNvhdewilach
L RSHUDFK 6WDQLMWADHDWRQLXNFNQ\ 6 WD QLY &a3¥2D 0ORQLXV]N

7 3RGVWDZRZ SXEOLNDFM MHVW ZVND]DQ\+X Slohjuszk@ -R JELyU
sty zebrane. (dalej:Listy).

8 /JLVW 6WDQLVADZD OR QL XWiNd2GlRtofaEDIBEG; citUthsE,$.[126.

° /JLVW 6WDQLYVabBamarzed@é& > O ]NN  VLHUSQ LLUxty,s. 40F\W ]D

10 & KRG]LARPRZz8 ipbezja polska Z\EUDQD L ]DVWRVRZDQD GR X*\WNX
SU]JH] 3DXOLQ .UDNyZ F] /LVVDWBWDRDVaDZD ORQLXVINL GF
Warszawa 7tgcznia 1860, cyt. zhisty, s. 382.

11 Zob. m.in./LVW 6WDQLVADZD ORQLXV]INLLGRRy]HIDS®LS RN IHN
cyt. zalisty, s. 113.

12 Zob. m.in./LVW 6WDQLVADZD O0RQLXV]Maradva(3:Ferhidz1B65 @f.HZ L F]1 D
Listy, s. 467,/LVW 6WDQLV&a&DZD ORQLXV]NWar&zRwg G1Zkwidt@d18688,FH Z L F
cyt. zalisty, s. 501.

¥ /JLVW 6WDQLVADZD OBQI&WINU @GR sy BOW 1D
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3ROHFDa NVL *NL URG]JLQLH UHODFMRQXM F ] .UD

7DN R :LHOLF]JFH MDNR L R NDWHGU]H :DZHOVNLHM SU]JHF]\W
JHID 0 F]\ VNLHJR SBBLWYWRXAHRHNIRZDVH NVL *NL ] NVL JDUQ
PyM UDEKXQHN

UuljQbzbDa UyZQLH* |D ZDUWH SR ZL FHQLD XzZDJL \
VPDFK Z W\P XWZRU\ OLWHUDFNLH S5HNRFANROWRZDA
NRAND Z-SERIPLHIQDFHJR .U Drihhat DpoNiedzidR: ] H I D
.RUJHQLRZVNLHJR RED RSKIEEH LDNRYFDZN NLAM]

= NRUHVSRQGHQFML zZz\aDQLD VL SRUWUHW ORQL>
ELH NRQWDNW\ ] SLVDU]DPL L SRHWDPL :LHG]JLDA&
ZLHG]DQLH VDORQYZ OLWHUDFNLFK L VSRWNDQLD ]
nazapadajFH Z WHDWUDFK GHF\][MH R Z\VWDZLH@LX XWZR
*RQ\ ] :DUV]DZ\

[«@ Z\V]HGaAHP SR GUXJLP DNFLH L SR SLHV]\AHP GR .RUJHQL

nieliczne, ale dobrane towarzystwo. Byli: Odyniec [Antoni Edward, poeta], S,

FLHFK 'HRW\PD >-DGZLJD aXV]F]JHZVND@ /HV]QRZVNL >$QW|

VIDZVNLHM @ :LWWH >.DURO DXWRU SDPL WQLNyZ@ /HV]QR
dziennikarz, cenzor] i kilka innyéh

.RQWDNW\ ]JH URGRZLVNLHP \ONRMHU DG NR.PPRLZD\4] \@

$ SRQLHZD* E\OL P\ I DSURV]HQL GR aXV]F]JHZVNLFK ZL F L SR
VSRWND&D RZDFMD EDUG]R SUJ\MHPQD ZLHUV] "HRW\P\ F]J\W
niowskiegd”.

=QDMRPR FL Z URGRZLVNX OLWHO N R yZZ Z\NNRAD O
NRPSR]\WRUVNLHM DOH UyZQLH* NXOWXUDOQHM L |
RUJDQL]RZD& NRQFHUW GREURF]\QQ\ L ]DSURVL4 GR

>«@ XU] G]JLAHP NRQFHUW QD 3UJ\WXOLVNR >«@ 'HNODPRZD
ZL F GODWHJR WBNLH SRZRG]HQLH

5HODFMRQXM F SRGUy*H L RGZLHG]LQ\ Z WHDWUD
WDQH OHNWXU\ QDMF] FLHM L QDMFK WQLHM Z\PLF
QLD WHNVWyZ OLWHUDFNLFK SRH]ML F]\i§UDPDWy
Z RU\JLQDOH SRQLHZD* ZLHOH QD]Z2° SR VADLAHZNR |’
PHQWRZD& MDNR i SUJHN4ADGyZ QS PAGReMXIRQDA\ SU

“ JLVW 6WDQLVADZD OROQRNMNYZINL GRDANRI Listy, sFB08/ ]D

I JLVW 6WDQLVAaDZD 0RQLXV]NWar&Rwd @8Zkiet@dD18509,Fcht ZzisEy] D
s. 355.

1 JLVW 6WDQLVADZD 0Raf3iay 1022 l(pda I8RTayt. lzaty, s. 264.

7 7DP*H V

8 JLVW 6WDQLV aD Z owdréaqQdeXivzpMarszawva(s lutego 1866, cyt. lzaty, s. 498.

19 Zob. m.in./LVW 6WDQLVADZD 0RQLXV]MarsZdva(sE/zhidGlB65 @F.HZ L F] D
Listy, s. 467.

20 7DP*H
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UyZQLH* Z NRQWHN FLH VWDUD R WaXkzxEiywdQLD Z
QD M ]\N IUDQ\WXWNLL MDR Z SUJ\SDGNX SlHdha®@L Z\G
GH 3RORJQH OpORGZHMWABPDIRAOQXX]|SR$EGISpB-GD G
UyG IUDQFXVNLFK SLVDU]\ F] VWR SU]J\ZRa\zDé& Q
WZyUFyZ MDN &DVLPLU 'H@DAhgED He POLROOHL 43 J LOH.B
Henri Meilhac czy Ludovidalevy* U Z OL FLH GR (GZDUG
ORQLXVINR GRS\W\ZzDa R WR F]\ ,OFHZLF] F]\WDa .
FI\ D WRPyZ WHGKRG]E&AR'R ZLHORWRPRZH Z\GDQI
skiegopisarza JeanagUDQFRLVD $OIUHGD %D\DUGD SLV]
6FULEHYD 1LHNWyYU\FK SL¥ODH) E ] PHEHRLKS]SVHINDL ) WL
LVD 3LQHOD 'XPDQRLUD SU]J\ZR&\zZzDa QD GRZyG D\
warszawskirtf. W przypadku IWHUDW XU\ QLHPLHFNLHM V]F]
QLXVINR WZyUF]JR U0 -RKDQQD :ROIJDQJD *RHWKHJI

7THIR W\SX LQIRUPDFMH SRWZLHUG]DM *H ORQ
V\F]Q\FK WZyUFyZ L WHNVWyZ MDN L VWDUDa VL
SR]QDzZDa VDWXOLVWHH W\ONR Z]FHR®RX\ FKU DANWO |
FKRFLD*E\ R WHNVWDFK GR SLH QL F]\ R OLEUHWYV
]QDFJHQLD GOD DNW\ZQHJR NRPSR]\WRUD Z]PDFQ
mu zjawiskach literackich, artystycznych i kultimgch. Z drugiej jednak strony
Z\PLHQLDQH G]JLHaD QLH GDM REUD]X ORQLXV]NL
SUYE\ : SU]\SDGNX ZVSRPQLDQ\FK Z\*HM WZyUFy:
VHWD 'HODYLJQHTD F]\ 'LFNHQVD SR ZL FDa F]D
imHORGUDPDWYyZ

IDWRPLDVW DPELWQLHMV]\ REUD] Z\4abQLD VL ]
Q\FK PX]\FH L OLWHUDWXU]H G]JLHaRP Giydae\P L Z
VIORQLXV]NR VWDUDa& VL QD ELH* FR ]IDSR]QDZD
powym zainterd/ RZDQLX OLWHUDWXU WR MHGQDN VNA&l
SR]IDPX]\F]Q\FK NRPSR]J\WRUD VWDUDM FHJR VL
NUHVyZ :VSRPLQDa&a SUDFH R OLWHUDWXU]H Z RN
VA U SLVD& GR -y]J]HID 6LNRUVNLHJR

PrzyUJHN& PQLH =DZDG]NL *H Z W\P W\JRGQLX Z\V]JOH NVL

Fink [Gottfried Wilhelm]Historia opery Schilling [Gustaw]: + LVWRULD QRZR*\WQ
muzykj Estetyka muzyke& FKRG]LAR JO/SHZV@WHN]R.P XJ\N L

21 Zob. S. Moniuszkal.isty, s. 428.

2 [LVW 6WDQLVADZpUNQIXNEINHIWOR F FIHUZFD MDN Z\*HM

22 [LVW 6WDQLVADZD ORQUXV]NMWGR]ORD\ WDP*H V

24 [LVW 6WDQLVADZD ORQLXV]INL BRVHUIEXY]D 0XEKWORRD \

% JLVW 6 W DQniug¢zkiDdd Bdwarda llicewicza:DUV]DZD NZLHWQLD F\W
s. 501.

% JLVW 6WDQLVADZD ORQLXVINLDGR|DZZDUGW\FQEHBLF]D WDP*I

27 [LVW 6WDQLVADZD ORQLXV]NLG®R-y]HI3 B (G]R BAWWLLHEIRW D P * H
s. 113.
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.RUJ\VWDa ] W\FK SUDFSRRRURLH SU]J\ZRa\ZDa HQI
Schilling#® .LONDNURWQLH SRZR4&a\zZzD4a VL QD OHNWXU
KLVWRULL L JHRJUDILL *G\ PLHV]ND& Z :DUV]DZLH
L NVL JDU]JDPL QLH RJUDQLF]Da\ VML VOLOW RQD I$W RCHI
SHZQHJR Z\URELHQLD G]JL NL NRQWDNWRP ] Z\GDZF
ZVSyaSUDFRZDa Z FHOX SXEOLNRZDQLD VZRLFK G]LI
DNW\ZQR U Z\GDZQLF] Z LQQ\FK |[DNUHVDFK 1DMED
GR NWyREKXV]INR VL JZUDFD&a E\OL Z\GDZF\ ZDUV
L 5REHUW :ROIl ZH /ZRZLH .DURO :LOG Z 3R]QDQLX
Adam i Feliks Zawadzcy.

'HG&XJ ELRJUDIYZ ORQLXV]JNR QLH W\ONR ]DF] & Z
WXU DOH L |DNRZRINE*WDNR RVRED NWYyUHM OLWE
VND 7DN WX* SR PLHUFL NRPSR]\WRUD SLVDa -DQ .

ORQLXV]NR ZF]H QLH QDSDzD&4 VL WUDGHWMWPBL XRZWaWw\V]ODF
Zba VL Z VWDUH NURQLNL L Z G]&BaWZHRWHAM GRBERIBM P IGHRU'E
gosz&®.

: WHQ VSRVYE SRGNUH ORQ\ SUJH] NU\W\ND NRQW
ELHU]JHP ZDUWR FL WZyUF\ Z RJyOH D Z SU]J\SDGNX
Z\VRNL SR]LRP XWZRUyZ PX]\F]Q\FK RSDUWVYK QD Ol
WZyUF\ PX]\NL ] OLWHUDWXU E\4R HOHPHQWHP EXC
wego kompozytora.

'R ZLDGF]JHQLD OHNWXURZH L IDVF\QDFMH OLWHU!
GRPR 0 NRPSR]J\WRUD NWyU\ SDURNURWQLH Z\SRZL
literatury zmuzyN L ZS4a\ZX OLWHUDWXU\ - @@L WHYDFNR iVRR
SLMME Z OL FLH ] U GR -y]HID ,JQDFHJR .UDV]H.

1ILHPLHFF\ PX]\F\ Z\ERUHP SRH]JML XPLHM VLHELH LQVSLUR
L ZV]\VF\ VADZQLHMVL SRHMV|]FQDOHZU]|HSRHQRISWB] @PXWQR :
*H X QDV QLNW ] SLV] F\FK PX]\N QLH VSUYERZD& VL& VZRLFK
GDM F\FK 3SLHZDND

: W\P OL FLH EDUG]R ZD*Q\P ] SXQNWX RFHQ\ ORC
V] FHJR VL GR OLWH U DewiatydnejEefigldjiDa WRQ DXWRW

0\OQH PQLHPDQLH *H GR GREUHM SRH]ML WUXGQR MHVW Sl
SRU\ZDi VL ] PX]\N GR SL NQHM SRH]ML OQLH SU]\QDMPQL!
ZLHUV] SUJ\QRVL ] VRE JRWRZ PHORSH®DXIPQHB N FS IMH 5 RIG G
VRELH QD]ZDQLH V]F] OLZHJR NRPSR]\WRUD ZWHQF]DV JG\ Q
FIHP WHNVWX Z PX]\NDOQ\P M J\NX3QD]zZDu E\ VL E\a SRZLQLE

28 Zob. /LVW 6WDQLVADZD ORQLXVINIL GRR-y]RIBDUZIANDRUV N WHIR*H V

2 . OHF]\6WNOQLVADZ OR®WOXV]RR QU \%

0 JLVW 6WDQLVADZD ORQLXV]INL GR -W/HhioD26, hgaDF8KR] Ryt..2ADV]HZV N
S. Moniuszkolisty, s. 61.

3 7DP*H
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1LH W\ONR Z OLVWDFK ] U ORQLXV]NR SR ZI
zyce. Wtymsamy URNX Z QXPHU]H A7\JRGQLND 3HWHL
MHJR DBWKHNXQAN GRWZRADPL GRW\F] F\PL FHFK ZVS
J\NL L SRH]JML V]F]JHJYyOQLH Z NRQWHN FLH QDURC
J\NL D WDN*H VSHF\ILNL M RN\ R V& RUASABRNH] E\
F] 0 DUWINXaX ORQLXV]NR SR ZL FL4 SUR]JRGLL PF
PLFIQR FL M ]\ND SROVNLHJIR

SBUREOHP ]JDOH*QR FL NRPSR]J\WRUD RG OLWHUD
z 1844 r..

>«@ WDN MDN MHJR ZaHhU¥ ] DVWRVRENZDID R PX]J\NL WDN \
PXJ]\ND Z GXFKX XVLaXMH GRVWUDMDUO Z ND*GHM SLRVHQFt
HIML &KF F RV G]JLG NWR ] QDP PD VaxVvV]QR i WU]JHED ZzZS
PX]J\NRZL F]\ WHQ SRHé&MH XOHJDU SRZLQL

B3\WDQLH SRZ\*V]H EU]PLD4AR SRZD*QLH FKRU VV
WHPDW J]DOH*QR FL PX]\ND L SLVDU]D

%H] SRUyZQD SRGREQL MHVWH P\ GR GZyFK XJU]JHF]QLROQ\
drzwi przejdzié*.

&KDUDNWHU\]XM FH 0R QQXW HWU DSRGUHAM. FALRH NEHRM
J\N VNXWNRZD&R DUW\VW\F]Q\PL GHF\]MDPL PDM
L JUXS\ G]LH4 : WZyUF]R FL ORQLXV]NL OLWHUD
Z NWyU\FK VL JDa GR XWZRUyZ SRHW\FNLFK RUD]
VWyZ GUDPDW\F]Q\FK : RSHUDFK RSHUHWNDFK
operowej, zgodnie z nazewnictwem stosowanym przez kompozytora), komedio-
RSHUDFK L ZRGHZLODR K INRRQLIXVIWRDR] XFMJH QLHM
VW\ GRVWRVRZXM F MH VDP DOER SU]\ SRPRF\ ZV
UDFNLHJR 1LHU]JDGNR QLHZLHOH ]JPLHQLD& Z VWR

‘H ZV]I\VWNLFK Z\PLHQLRQ\FK VI\IWXDFMDFK ORQ
G]JLHOWR.FK WZyUFyZ V]F]JHJyOQLH ZD*QD GOD Q
OLFNLHZLF]D LQVSLUXM FD JR ZH-rAWydMmyEmN&d FeK IR U
ZVSyaFJHVQHM PX]OH&DH WYDIMIPUNMIQDFHIR .UDV]HZV
UJHQLRZVNLHJR $OHNVREGHD] DPUHRGUNL HERG-H OL
ZDa VL REF OLWHUDWXU WR SUJHGH ZV]\VWNLP
francuskiej.:LGDUO Z MHJR Z\ERUDFK GR ZLDGF]JHQLD ZL
PQLDQH Z\*HM IDVF\QDFMH OLWH U Da&hdidHejluzbaP E L F M
Q\FK WZyUFyZ GDZQLHMV]\FK L ZVSyaF]HVQ\FK

/ILWHUDWXUD ZVSYyawWwWZRU]J\A&D RJURPQ\ GRUREHNM
SLH QL ] NWyU\FK VNaDGIL4Z @ LND ORtbi@&i R UR Z

82 S. Moniuszkolisty, s. 601.

8 JLVW 6WDQLVADZD ORQLXV]INL SR QLNPQO@MHIR D GE\WW D\W DM
s. 106.

% 7DP*H V
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VayzZz Z\EUDQ\PL SU]JH] ORQLXysikdn: BhKochandMskG H ZV
Adam MickiewicZ®, Casimir DelavigneRierre-HDQ GH %pUDQJHU *HRU.
$OHNVDQGHU &KRG(NR (GPXQG :DVLOHZVNL 7RPDV]
-y]HI ,JQDF\ .UDV]HZVNL -y]HI .RUJHQLRZVNL -DQ &]¢t
:aDG\VaDzZ 6\URNRPOD :4aRG]JLPLHU] :ROVNL :LQFHQ\
JHI 6] XMVNL 7HRILO /HQDUWRZLF] =QDMRPR U SRH]N
PQLHM JQDQ\FK VNXWNRZDA&D SRZVWDQLHP SLH QL ¢
lInicka, Jan Nepomucen JAARZVNL (GZDUG :DVLOHZVNL -DQ =D
liusz Zborowski, Placyd Jankowski, Franciszek Kowalski, Julian Korsak, Ludwik
6]W\UPHU (GZDUG HOLJRZVNL -DQ 3UXVLQRZVNL $
QHUW -y]HI 7THRGRU 6WDQLVYEDZU. RRH IPH®RNAYV |HO N ED
SOLZR FL FR GR SR]JLRPX FKDUDNWHU\]XM FHM ORQ|
ERJDWD OLVWD SLVDU]J\' L SRHWyZ NWYU\FK ORQLXV]
UJ\ FLHNDZ\ REUD] SROVNLHM OLWHUDWXU\ ZVSyaF]F
THNVW\ OLWHUDFNLH E\4A\ SUIJHGPLRWHP ]DLQWH!L
LOXVWUDWRUD XWZR W\Aa GWRD FDW\WHYOQWRZW UF]R FL NV
FK WQLH Z\ELHUDa L RG QDMZF]H QLHMV]\FK ODW G]
*H PR*H ZzaD QLHUMWNYER | PRED WHDWUDOQHM 2IHUR?:
MDNR LOXVWUDWRU PX]J\NL GR GUDPDWYZ QD SRF] V
] QRZHJR ]DGDQLD SU]\ WHDWU]JH ZLOH VNLP L SLVD
NRUVNLHIJR R QRZ\FK RERZL I[NDFK WHDWUDOQ\FK

>«@ GR PRLFK OHNFML SUJ\E\4R MHV]F]H QRZH FKRFLD* GR
ZLHU]JRQR PQLH G\UHNFM WXWHMV]HM RUNLHVWU\ WHDWUDO
0XV] GZD UD]\ Z W\JRGQLX JUDiU ] QL Uy*QH Uy*®QR FL D SU]
PHORGUDP L ZRGHZLOyZ ]D3ER ELRU PLHVL F]QLH UV

*G\ ORQLXV]NR SUJ\JRWRZ\ZDa VL GR SUDF\ Z WH
QLH* UR]zD*D4& G]LD4DQLD NRPSR]J\WRUVNLH SURZD
XWZRUyZ OLWHUDFNLFK ZLHG]FFQ®D AWWY U tHH SLUJ XINRW
E G NROHMQ\PL SR MX* LVWQLHM F\FK L GREU]H ]JQI

>«@ ]DSLVDaAHP MX* ZLHOH SDSLHUX GR WHDWUX DOH V]WXN
] 'DPVHIJR URERWDPL SUJHGVWDZ®¥DQH E\4\ QD :DV>]HM@ 6FH!

Temat ilustrowania literatU\ |DMPRZDa NRPSR]J\WRUD WDN*H ¢
NLHG\ NRUHVSRQGRzZD& J]H 6WDQLVADZHP 1LHG]LHC
WZyUF SROVNLHM RSHU\ ZH /ZRZLH ORW\ZHP OLV\

5 =RE P LQ 06W R @unniBzKo i inni kompozytorzy wobec poezji Adama Mickiewi-
cza. Studium komparatystyczne UD Ny Z

% 2 ORQLXV]FH MDNR LOXVWUDWRU]H WHNVNzyKa @ polskild DFNLFK
teatrze dramatycznym do 1918 rokil] &] VWRFKRLZ4A97. \%

S JLVW 6WDQLVADZD ORQLXV]NIinGR/22i|15I27 listhpadall 848, L.ckt.Jza
S. MoniuszkolListy, s. 115.

%8 /JLVW 6WDQLVADZD ORQLXV]NIL GRR-y]8 XKWGHIRRUVNEHMR]D WDP*|
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XWZRU\ NWyUH PLDa\ E\iU Z\VWDZLDQH m@&RZ\P S
QDGWR SLVD4a ORQLXV]NR *H

-H*HOLE\ Z\SDG4D SRWU]JHED NRPSRQRZDQLD FKyUyZ OXE |
FK WQLH ] SHAQ\PL VH®¥FDPL L ND4ADPDU]HP

ORQLXVINR RSUDFRZDa VSRUR LOXVWUDFML GR
GR XW ZkdxtppZHausert PHORGUDPDWX $QLFHWD %RXUJ
BKLOLSSHID "f(QQHU\fHJR Z\VWD ZgdhaudkdRzdi OL V
%4RJRVADZLH QMWIRRFND W MRPYMQLHVINTYHIR L *XVWDY'!
LQHYD Z\WWDZLRQHM Z :LOQLH Z Don Juan de BarWwWHJR
bastoQLH]QDQHJR DXWRUD : ODWDEFK ] PX]\N OR
NRPHGL )U\GHUWdpd&s 6 \MD\WPERRDUHVLH ORQLXV]NR ]DI
UyZQLH* XWZRUHP )UD Qgt.L)yAWDD =WD]EAR PNEDBI JIRO E R
Nowy ROKOX]J\F]Q LOXVWUDFM OLWHUDWXU\ E\4D XZ
PLH VNIRFIKRD QND KAHIBFDoNNDzyka do&yU\ 3LD¥E¥WyZ
G\V4DZD 6\URNRPOL ] Jawnet® QR @ LSXKR/ZM W/ DNADR U ]\ &
J\N GR XWZRUyZ R WH*® Dls¥egew 1859 D pigand W Mrasie
R GUDPLH -y]HID .RQpah@L RBRNNWYRIHM FKyU\ L WD
PX]\FIQLH S ORQIOOCWNNR'DFMH PX]J\F]QH RG U S
R WHDWU]H zZDUV]DZVNLP DOH Z\NRUJ\VW\ZDa\ N
W ODWDFK SRZVWD&D LOXVWUDFMD /GRWGWIBOGD
zny?  Z U GR WUD AddealNRFPSRRJQAHMD QD FKyU PLH
NLHVWU = WHJR RNUHVX SR FEERGFiedlgzaCdehi-+* L O X
lerg®. W 1867 r. MoniuszkoskB SRQRZD4& PX]\N GR NLONX SLH
Wanda-y]HID *UDMQHUWD QD GZD JaRV\ L IRDWHHSLI
Jefty QD]ZDQHJR GHNODPDFM QD KDUI L ILVKDUPR
ODW L SRZVWD&R MHYV]Fhdzydangrht v 1BE8*rQdoF K L C
dramatuParia 'H O D Y L.\ Q389 D+do Kupca weneckiegBzekspira, w 1870 r.

w wersji na kwintet smyczkowy do dramatd VW DWQLH /HBLW\Y HY|B
L $ 'DXGHWD U Ranl&yIzekspifdw G3¥2 r. do dramattians
Mathis (PLOHTD (UFNPDQD L Red\¥oabhh Ddapad&ik Dnarja (e
UyZQLH* RSUDZD LOiRMRhedW-PNQALER]D 6&8&RZDFNLHJR

¥ JLVW 6WDQLVENDLZ B R RBOGIXYL V aD Z D/arkiaws 12 t&ocaN 82 Jdyt. za
WDP*H V

0 /RV\ XWZRUYZ R WHPDW\FH F\JD VNLMWN RILNX M]ERE A WHD 9 U
JDQyYZ )UDQFLV]ND 'LRQISHHGR fQDZ@E@MWD 6WDQLUMERZD O0RQ
[w] 7HDWU PX]\F]Q\ 6WDQd ¥4B¥ZD PRPLDLWV]RYWDA& SRGM W\ U
$JDW 6HZHU\QCypRrke sattinvnitalni i romantyc£niQ L D (€Mo@iuszky, A 1D
SLV’ VHULDSG,,, V

4 =RE : S5XGHEWDNILVADZ 6RXIGUD NRFEDW H ULDDNY Z \Y

2 =RE WDP*H V

4 =RE WDP*#H493V

4 =Z=RE WDP*#H494yV
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2 LOH Z SU]\SDGNX SLH QL L LOXVWUDFML PX]\F]Q
WRZ\FK WHNVWYyZ L ]D G D QiZed®©nsyystkinly Miskukaziéem] D 4\ VL
dobrej poezji i udanego dramatu do opracowania muzycznego, o tyle w przy-
SDGNX XWZR Uy ZmadydamyEnwbpEr @Riejszych form operowych
ikantat +t ] DGDQLD OLWHUDFNLH PRFQR VL UR]JEXGRZ\Z
SLVAORR QLH]QDQHJR DGUHVDWD MDN Z\REUD*D VREL
VWU]JHJDM F *H AWUH 0" RSHU\ SR]JRVWDZL Z JHVWL

7UH U RSHU\ JRVWDZLDP DXWEBRRZDM E LOFH W& 0 HEHZL R
DOER *HE\ WR E\a\ MDNLH F]DU\ VWUDFK\ F]\ FR EDUG]R ZH
FKFLD4 WR WUH i PR*H E\il /XNUHFMD %RUG*LypkiDOER 7ZDUG
>SRZLH U $ % URAWSPREEN L HJIR

A6ZRERGD  WZyUF]D NWyU FKFLDa ORQLXV]NR SR
]JD4D VL Z\WVWDUF]DM FD DE\ SRZD*QLH ]DFK FLU ZV¢
UJHQLD RU\JLQDOQ\FK OLEUHWW KDMHENRORYZ\ G S RS VH
URZ\FK WRZDUJ\V]\4a\ ORQL X% ]PBH FW|HG N ZW W\FIL A X M
UJHQLH QRZ\FK XWZRUyZ )DOL& VL QD W V\WXDFM

7X Z :LOQLH QLH PDP ]JGROQWJR GR SLVDQLD OLEUHWWYyZ
3RGREQLH SLVDaHIR ONL\OKVIQIVNLH ODW Sy(QLHM
3D4DP QLH]JPLHUQ FK FL GR QRZHM RSHKFU\ $OH R OLEUHWWF

/LVW\ SRWZLHUG]DM *H ORQLXV]NR E\a Z\PDJDM
GDM F\P Z SUDF QDG OLEUHWWHP GX*R VW& WZF]DV X
G]LD4ADOQR FL DUW\VW\F]JQHM U]JDGNR SRZLHU]D& C
F] FLHM FKFLDa PLHi ZSa\Z QD ZDUVWZ OLWHUDEN
QHUD ] U SLW@ENR SODQDFK

84R*\OL P\ ] QDV]\P QLHRFHQLRQ\P SsRi@]tRn comM&E PLHUJHP >:|
opery®.

=GDU]D&4R PX VL V]F]HJY4RZR SRQB BUR ZM G JOR* I [
Z4D FLZ GURJ OLEUHFLVW *G\ RWU]J\PDa IUDJPHC
kantatyKruming, SRGSRZLDGD4& 6WHIDQRZL .RZHUVNLHPX

PXJ]\ND SRWU]JHEpaM th &z wuihgy DOH WDN RQH PDM GRNabDGQLH P
MDuU *H QLE\ MDN aRSDW GR.J4RZ\ VDG]LU VaAXFKDF]RZL

% [LVW 6WDQLVADZD ORQLXV]NohGR Mpritts3kpiisy, H.58 DG UHVDWD

% 3LVD4D R W\P P LQ 6WRPROKRIVXD]NR Z SRIJRQL |D RSHU OLW

4 [LVW 6WDQLVADZD ORQLXV]NinGRlutegdH 805, 6yit. RS WibniLidzk&®
Listy, 111.

% [LVW 6WDQLVADZD ORQLXV]NL GWilndtR SIREEDMAEaWSsS, vtV NL H J R
]D WD P30#. V

49 /LVW 6WDQLVADZD ORQLXV]NL ORJVXVZDD K2 L HFEHIW RQ MU D F
WDP*H V

5 /JLVW 6WDQLVADZD ORQLXV]NL:G®RQRVNH IPMNDD.RZHUWPXWLHDRWDP *
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%\ZDaR *H RGU]XFDa WHNVW\ MDN VWDaR VL
zara oWandzie FKRU XWZyU OLWHUDFNL SRZVWR®% L OR(
PD’A4 =GHF\GRZD& UyZQLH* R |PRNAFHEQ2{JIDUG K\ QD
LQJHUHQFM FHQ]XU\ Z WHNVW OLEUHWWD L XVXQ
WD URERWD RGN G Z QLHM FHQ]XUD JURELAD EH]I

ORQLXVINR Z\NRUJN\VW\ZNA& R&B PIRZIOH ZW WSRVRE
QLD OLEUHWW 6L JD4 GR LVWQLHM F\FK WHNVWy 7
SRGVWDZ OLWHUDFN GR SLH QL =QDMGRZDa M}
W\FIQHM WDN E\SWMZRSDUNUBDBEW XD ,, FJowBKichOLFNL
'"ILDOYXYOER SRHW\FNLHM SU]J\NaD G H PWiolohud®) W D W \
-y]HID ,JQDFHJR .UDV]J]HZVNLHJR '|LDaDQLD OLWH
SUDF\ MDN ] (GZDUGHP &K &wadratitiylMonitis&bnas/b G N X
ZDa AXU] G]DQLHRH GR .UDV]JHZVNLHJR SLVDA&

> @ QD NRQLHF ]DF] 4HP SiUyERZD 5 VDPi RN ] AL i

6DP AXU] G]L&id®IQAWHPW W RRLF]HIJR Z WHDNGFKIZH ,,
$GDPD OLFNLHZLF]D*QER NLOMWNQDL MR GEDWNRZ\FK SR,
ELHIJLHP EDUG]R VNURPQ\P L QLHLQJHUXM F\P Z V
UyZQLH* IDOH*HUO QD SRZVWDZDQLX RUVNLQDOQ\FK
MDNR OLEUHWWD GODWHJR SUYERZD&Od NRAWUS
] SRWHQFMDOQ\P OLEUHFLVW %DUG]R F] VWR SR
F]JV\A\ VL QLHSPRZaRG\ KIKyLpkpadkach determinacja kompozy-
WRUD z\UD*DM FD VL Z VXJHVWLDFK SRGSRZLH
ostatecznie przyflRV4D VDW\VIDNFMRQXM FH ORQLXV]N U
VWyZ" ORQLXV]NL WZRU]J\OL ]DUYZQR QDMZ\ELWQ
I mniej znani autorzy.

-DNR NRPSR]J\WRU XWZRN\F | @UPK DWOH]QO\WRINR ]D
VL JQL FLD GRdSWD Tkarikaxpt. % L X U Q&3S a potem
QLHPLHFNRM J\F|QHIBRumaW B3B8 X. pt.'LH 6 FKZHL]JHUK-®
(Szwajcarskachathy : SU]\SDGNX REX G]J]LH4 HOHPHQWX I

51 Zob./LVW 6WDQLVADZD ORQlizata/ |NOLUG RD20VW DNZDHW QLD F\W
s. 353.

2 7DP*H

8 /JLVW 6WDQLVADZD ORQLXV]NL GR -WhhbR7, jpQeDIBHH,) &t.. 44DV ]H Z
WDP*H V

% =RE P LQ OA:&XGHDN ORQLXVINL ZREHF A']M) Geal mMuycEly L HZLF]
6WDQLVaDZDx ORQASXV]NL

55 2SLVD& MH :aRG]L Niekéaliz@R{eQdrd)kty operowe MoniuszkA .ZDUWDOQL
0X]\F]Q\’ 2|5, 243251,

% Zob. S. NiemahajA% LXUDOL FL° 6WDQLVADZD ORQLXV]NSkarBZkRNya NR
oraz partytur warszawskiej i krakowskipy] 7THDWU PX]\F]Q\ 6 WDQLsV&BZD ORQL

57 Zob. G. Zieziula,2G AIUDQFXVNLHM  %HWWO\ GR AQ{REPARINFNLHRH"'
RSHU\ 6WDQLVADMX]JORRLXV]NQE&SN6. V
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ZLHOH MHGQDN XWZRU\ WH ]DOLF]Bb@#yczychM X* GR
L RNUH ODQH PLDQHP NRPHGLRRSHU ZRGHZLOL F]\
WHU\WVW\F]Q\P GOD SLHUZV]HM SRaRZz\ ;,; ZLHNX 3
QLXV]NR ZFL * SUYyERZD& |QDOH(U0 OLEUHWWR Z UyG
UYyZQRF]H QLH VNIHURRBPAQLXZRDI VWZRU]JHQLD OLEUF
SU]JH] ZVSyaF]JHVQ\FK PX SLVDU]\

& K Rligksander Fredro OLEUHFLVW ORQLXV]NL QLH JRVWD:

QD]JZLVNR SLVDU]D QD SRF] WNX JHVWDZLHQLD OLE
WDN DPELWQHWA YDA R)IMGU ORQLXVINR UR]JSRF]
ZDQLD OLEUHWW )UHGU RG UD]JX ORQLXVINR ZLG]L
VWyZ GR RSUDZLHQLD PX]J]\N GUDPDW\F]QNoc=DF] a R
legu w Apeninachw latach 18341.839; premiera Wilnd939),ale po kilku la-
WDFK X]QDa&a *H E\AD WR AQN&JQaBNOWBGR O IKi-URER W I
chotg pisanegow 1841 r.Z\VWDZLRQHJR ZH /ZRZLH Z U W
SLHUZV] SRZD*QLHMV] SUYE NRPSR]J\WRUVN 3R C
LVWQLHWHNRWDPL Z SHaAaQ\P DWHQFML WRQLH SUR\
ginalnego libretta:

1LH PLHP SRFKOHELDUO VRELH D*HE\P NLHG\ PyJ& E\0 GR 0
nowego libretto do mojej muzyki przeznaczon@go

1LH ]DFKRZDaD VL NRKren sarRmentQIEWsSIKm] au-
torem librett doLoterii +pisanej w 1840 r. i wystawionej w Grodnie w tym sa-
P\P URNX D QDVW SQLH PDM FHM SUHPL¥UWUd Z :LOQ
SRFKRG] FHJR ] WHJR VDEPHHDOR BRMX X W HFMR]D
negoZ :LOQLH D WDN*H SRFKRG] FHJR ] U L QDMS
SUHPLHU URN SMOQPBNLRWZROKR )UDQBakpisz&d XEL *D
Szymon Paczkowski, Kori D LOHZVNL QLH Z\Uy*QLD& VL MDN
PR*QD E\A4R JR RNUHHOM RFRNOBWPERZLMHIR WHNVWYy
ORQLXV]N ZVND]\ZzDa QD SHZLHQ NLHUXQHN G]JLDA&D
SR]\WRUD QLHZ\FKRG] FHJR ZyZF]DV SR]BmMNU J OHN
J\FIQ\FK WUDG\FML SIP%H4ZRJU\ F]\ VLHODQNL
Czterokrotnie Moniuszko siJQ & SR MANceRddgd DuninaMarcin-
kiewiczca WZRU] F :RBRHEYH WINdIN IXEWD UHNUX@Waa1,x )\Gyz
Z W\P VDP\P URNX Z\VW DWYddR uiowh#0843)/\Natka mu-
]\ N yiSielanka : WHM RVWDWQLHM ZSURZW&]IRQR M
VWLDFK Z\SRZLDGDQ\FK SU]JH] FK4RSyZ

58 /JLVW 6WDQLVADZD ORQLXV]NMNINGIR4% R]HMVzB 8. Moniiskiisty U \
S. 62.
% DN Z\*HM
60 3LVD4 R QLHM 6]\PRQ 3DIFQNM®ZXERDRJ] AVHIUBPIZHH KLVWRULL L OL
6l =RE WDP*H V
62 =RE WO H
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'R ZVSYOQHJR G]LHA&by]QIBIPL VO H QRVENENG P
SUJ\PLHU]D4 VL NLONDNURWQLH QLHVWHW\ QLH
ZVSyaSUDF\ : JUXGQLX U SLVD& GR -y]HID 6LN

KorzenioZVNLHPX SRG]L NXM EDUG]R ]D RELHWQLF QDSLVDQ
Z 7ZRMHM REHFQR FL L RG WHJIR F]DVX DQL VARZD R W\P

1LH PRJ F VL GRF]JHNDU UHDNFML .RUJHQLRZVN
VDUNDVW\F]QLH VWZLHUG]Da Z OL FLH GR 6LNRUV

KorlJHQLRZVNL SRND]XMH VL *H ] UyZzQ &4DWZR FL SU]J\UJHN
pisze swoje komedté

: U E\da MX* EDUG]R ]PDUWZLRQ\ EUDNLHP H
WRSLVDU]D QD ZVSyaSUDF VNRUR SLVD& GR -y]H

.RUJHQLRZVNL SUJ\UJHN&4 MDN PRO®B ZH W V3R DI BUHRNWAY\RV G © C
FI\dR VL QD SRA&4RZLH VFHQ\ GUXJL#M 1LH PXVL XIDi PRI

&KRU RVWDWHF]QLH QDPDZLDQLD SRVNXWNRZD
operyRokiczanato jednak nieGDQH E\AR REX WZyUFRP VILQDO
Z IRUPLH Z\NR QD QH Md&isZdna® LHRJRIVAMZIDE&D XNR F]RQ
+ZVSRPQLDQHMINXHEZHEFMML FHQ]XU\ :SUDZG]LH I
VW\F]QLD U ORQLXV]INR SH&®:QDG]JLHL GRQI

3RFLHV]DP VERNESEWWYyU MX* SU]JH] .RUJHQLRZVNLHJR SU]
P\ GR FHQ]XU\ L ]|DSHZQLH ¥. SUJHMG]LH V]F] OLZLH

'JLHAR QLH ASU]JHV]4R V]F] OLZLH  ER Z U o

6]JNRGD W\ONR *H QDP FH Rdkickaby ZI\INHJ RSID&D VWRIMOFDS HU\ ZS U]
PL PRQDUFKS. SRZUYF

BRQLHZD* SRVWDU SROVNLHJR ZaDGF\ QLH ZUyF
QLXVINL L .RUJHQLRZVNLHJR QLH JRVWD&R Z\VWD:
:aDG\vaDzZ 6\URNRPYOYIDI\P ORQLXV]NR ZVSyaSUDFR
tekVWyZ GR SLH QL MX* Z ODWDFK SUyYyERZD& QD
krotnie® U SU]\JRW RIArGier, 0pwty gdmotywie historycz-
Q\P ] GILHMyZ /LWZ\ URN Sy Qiesddda7SRYZ RW YD WO N \

63 JLVW 6WDQLVADZD ORQLXV]NL GR, Wilel1TR2%BdridiRaU1 @26 L aovtJARR L MH.
S. Moniuszkolisty, s. 116.

6 /JLVW 6WDQLVADZD ORQLXV]NIL G®R-y]HIPDELAIR UV NIEMWR |D WL

6 /LVW 6WDQLWINEDGRRQYINID .RPRIDRAR/ NICHMWRSDGD F\V
Ss. 136.

66 JLVW 6WDQLVADZD ORQLXV]NL DGR/ |(BZD U GW\BJFRHDLF]D F\W
s. 339.

% /LVW 6WDQLVADZD ORQLXV]NWaGRwaRE lptaGlB59, ®F H D YD P * H
S. 364.

68 7Zob. m.in. L. SimonSyrokomla i MoniuszkoA . XULHU :DUV]DZVNL”™ 41. QU V
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nawet wydany przez J. Zadzkiego w Wilnie w 1854 % ] SRGNUH OHQLF
Z W\WXOH GUXNX ASUJHURELHQLD” A] IUDQFXVNLHJF
sztuka Rosiera i de Leuvendd VRQJ GIXQH QVWIRWREHOWpGRV\U F
VZRM SUDF VNRUR Z U Sipodréen@R udR@QL XV ]INL
i pytaniem:

2Wy* F]\E\ G]LVLDM QLH GD&D VL ZJQRZLiU WD ]JDU]XFRQD RS
L RIHURZD& GDOV]H G]LDabDQLD

>«@ MH OLE\ Z FD4R FL OXE Z F] FL SRWU]JHED E\4R SU]JHURE
ERW\ ER ]DJGURV]F] EROANNIHPXX tH&KRJ 1S 6WDQLVADZHP S

3RJRVWD&\ ODG\ SRP\VayZVsyDQGE Wkl B5 MUERE BH]
SRHBHZHU\Q ] 3UXV]DNyZDXWRU N NS UAReksotdd WX RSHU\

8ZDJD ORQLXV]NL OHG] FHJR OLWHUDWXU NUDM
JGROQHJR WZyUF ZLRG/IPAHNLBJIRD ZNISWaBUDFD FK
QLHADWZD ]DRZRFRZD aD+ ZDEINY QDL & JBAaOPEUHW W
Haki NWyUH XF]\QL&RQIDOVREDUKY|IMHM JQDQHJIR Z SRA&R:
RSHURZHJR NRPSR]J\WRU E\4& SRHFLH EDUG]R ZG]L |
VWURQ\ OLWHUDFNLHM OLEUHWWD Z\VRNR RFHQLD:
VL VSLBXANFHV\ RSHU\ VNA&D Q L Deila @Rs@ MXNKego GR RN |
QDMOHSV]\PL HSLWHWDPL *G\ Z OXW\P Halki,U ]DELF
SLVDa GR Z\GDZFyzZ A7R* WR M HMMWkdejhfehGalacH 4R M D N
MHGQDN QD ZVSYy4aSUDF ] SRHW QDU]HNDA&eSUJH*\ZI
L REDZ : U :ROVNL NRPHQWRZD& SRJARVNL R SL
ORQLXV]NL L GHNODURZDA& SUDF SU]J\ NROHMQ\P G]L

2Zy%*F]\ E G JUDOL F]\(pPIDP RBKRWDGU]J\VaX*\i &L VL QRZ\P
WHP NWyUHJR SUJHGPLRXY SRORVENBRRZL PRMHP

SRHWD SRGNUH OD&4 UyZQLH* VZRMH PR*OLZR FL
1DEUDA&HP ZSUDZ\ WHUD] GR WHJR URG]DMX GUDPDW\F]Q\FK

69 Zob.6HQ ZLHV]F]D 2SHUD ZH WU]JHFK DNWDFK GR PX]\NL 6W OR(
URELHQLH :4DG\VAUWIZDI8BIURNRPOL

 JLVW 6WDQLVADZD ORQLXVINL GBRXAPG\VADZB\BURMNR PBEXIG]L VN
QLVaDZ ORQLXVINR &WwWX&P™.L PDWHULDa\

1T 7DP*H

2 7TDP*H \WR52.

% =RE WDP*H V

“ =ZRE : 5XGPWWDNILVADZ O0RQLXV]INREA @ WhXrG4. B0, 38D W H U

S /JLVW 6WDQLVADZD ORQLXV]NINGR grydiia D5 6tyoxriRall 848, Lokt )/
S. Moniuszkolisty, s. 127.

% /JLVW 6WDQLVADZD ORQLXV]NWidR6/2B Etegdy X8e8HIUIIOL :ROIID

77 Z koresportGHQFML :4ARG]LPLHRHDDRONRNIMWRBRQW\ .DPL VNL A3DPL V
1972, z. 1, s. 211.

% 7TDP*H
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D ORQLXV]NR SRWZLHUG]Da
=DZV]H Z MHGQHJR :ROVNLHJR WDOHQW ZLHU]

: GREUHM ZVSyaSUDF\ SU]JHV]NRG]La MHGQDN VS
EH] QXW RUD] R GRGDWNRZH KRQRUDULXP 6NaRC
niejszej natury:

&]\ WR NRPSR]J\WRU SLV] F PX]\N ]DSU] JD V¥ Z ZLHF]Q
.RPSR]\WRU SRGNUH OD4&4 QLHXVWDQQLH *H

ILNW ]DSHZQH Z\*H Makil- M - @QIID O/IDFFU HWUWWDE EA\P MHM DXWRL
6]JNRGD W\ONR *H ] SUJHGVWDZLH8®PRMHM RSHU\ QLH MD N

.RQIOLNW RND]Da VL SU]JHM FLR Zrafem@s2¢2é]NR L
MHGQR G]JLH4R D Z U ORQLXV]NfMOQN]MDESAWD
+ AQLHRFHQLRQ\P SDQH® :BERBJLAIHHHU]BRWDZLDA
Z SU]\W]4R FL QD OLF]QH SUyYE\ ]ZL JDQH ] Uy*Q\P
nymi, sprawamiWDNLPL MDN ]Z\N4H SU]JHSLVDQLH WHNV
FMRQRZD4&a ,OFHZLF]RZL ]DFKRZDQLD :ROVNLHJR

-D WHUD] RNUXWQLH MHVWHP ]DM H\abiny Qpélewdntemth®@ WR ZD Q Lt
:ROVNLHJR NWyU\ PL VL MDN OLV SWjto@omkpbieétP SR NQL
EXM PLHUO WHJR SUDaDWD SRG U N $OH JUHV]W GREU]H L
niezgorsz®&.

SRGREQLH SLVD4 QLHZLHOH Sy(QLHM GR *XVWD
ROVNL DQL ¥QLHMDHFP MDN ¥ RELH SRUDG]LU

PoHalce poszukivanD OLEUHWWD F]\ OLEUHFLVW\ QDEL
WHUX SRQLHZD* ZL ]D&\ VL ] RFJHNLZDQLDPL RG
Z\ELWQHJR G]LH4aD RSHURZHJR 1LH]DOH*QLH RC
] :ROVNLP ORQLXV]NR NLHURZD& VIBLYDANQRQZ LQ(
GR /XGZLND ODWXV]\ VNLHJR R OLEUHWFLH GR SUF
ZWHG\ ]DW\W X aR ZDJyBMF K ) BERVZRAXM F WZyUF]R
VWDQWHJIR 0DMHUDQR Z VR LHH RDANG © R CIVRAMMZXIRORQMLE

Y /LVW 6WDQLVADZD ORQLXV]INL GWINHR SiRE®EIDMAEAWSES,IytV NL HJ
za S. Moniuszkd, isty, s. 301.

80 /LVW 6W D Qnlusz&ida@ Geb@thnera i WolffaL O Q R PDUFD F\W ]D WD

81 _.DN Z\*HM

82 JLVW 6WDQLVADZD ORQLXV]NL (DRJVXD/ZWDD RZ LHFALHW RQ MU D
WDP*H V

8 /JLVW 6WDQLVADZD ORQLXV]Wars&&va G DORDLVBRSOBWZLF]DF\W ]I
s. 375.

8 JLVW 6WDQLVADZD ORQLXV]NL @TRUVXWZDD KR GHHEMAWKQ HFU\Y ]
s. 379.

8% /LVW 6WDQLVADZD ORQLXV]NL GWInGPR I8tBg0 GLD ntafzaVIB58]&ytv N L H J
1D WDP*H V
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czonej, wsfR P Q L D Q H M RdkitzaRaS MUPHVDP\P OL FLH GR ODWXV
SLVD4 ORQLXV]NR P\ O F R BAADQOQH MD\PIXQR BRMIER H

3R :ROVNLP MX* VDP W\ONR MHGHQ 6]\PDQRZVN®. ][RVWDMH E

LibrettoFlisa |RVW D 4R pzBzSWID@QMH/ aDZD % RIXWADYWHIR J
XWZyU OLWHUDFNL GR QRZHM RSHU\ |DPyzZzL&aD G\UH
GRZ\FK PDM F QDG]LHM QD HaRi& HVQH P\L XINUIDH R GED 4L
jeszcze w 1858 1)7X UyZQLH* QLH RE\4AR ZMQLEBM NFARIS RW )
ZVSYyaSUDF\ |:OdRVXVBWDWNL QLH OLF] F VL ] NRPSHF
libretto wydawcy?.

: RNUHVLH ZDUV]DZVNLP ORQLXV]NRGUStRWgW\QXRZD
Olizarem NWyU\ QDSLVD4 GOD QLHJR OLEUHWWR RSDU
dzie®®* /LEUHWWR GRWDUARMRNNRRS K )GDRR MR GPHR Z D
SRGM a4 SUDF\ QDG QDSLVDQLHP PX]\NL GR RWUJ\PE
QLHGRV]4A4HJR OLEUHFLVW\ SRWZLHUG]D *H ORQLXV
GI]LDOQR FL SRGMHKRGGIEDGR QR FL NRPSR]J\WRUVNIL
WyZ ] WHNVWDPL GR RSHU QLH SU]J\MPRZD& ND*GHJR
VL WR ] NRQLHFJQR FL RGPRZ\ QDZHW Z VWRVXQN
R V¥.E

'aX*V] KLVWRUL PLDa\ S pENravys KaeSzemskim |
MDNR OLEUHFLVW :VSRPQLDQ\ Z\*HM OLVW GR QLH
W\F] F\ WUH FL RSHU\ NWyU ORQLXV]JNR ARGGDZDA4&
UyZ .UDVJHZVNLHJR NWYUHPX QDMSUDZGRSRGREQL
kiwaniX SUJH] PARGHJR NRPSR]J\WRUD GREUHJR OLEUHF
E\AD MHG\QD V\WXDFMD Z NWyUHM ORQLXV]FH SRP]
VNLP : OL FLH ] U QDSLVDQ\P EH]ISR UHGQLR G
4\ZD4 VL QD UDG NXJRQD\VWRNRZIMEH GR .UDV]HZV
R Z\UD*HQLH RSISQHLZ DNWH P D W

'‘DOV]H G]LD&4aDQLD PDM FH QD FHOX QDZL ]DQLH Zz
W\F]\a\ XPX]\ AMiQarau@LPRGHMPRZD4A MH ORQLXV]NR Z
QLX ]D QDPRZ -y]HY¥D :6 DNDRUDVMNKL HJIR. WUZDAD NRL

8 7DP*H

8 3BRVWDFL 6WDQLVAaDZD %RJXVADZVNLHJR SR ZL6RAO@DL WADVZW P
% R J XV aWaazhina 2010.

88 Zob. /LVW 6WDQLVADZD OR@WWPNZD GR VIRHFQUSQLD ZU]JH QLD
S. Moniuszkolisty, s. 328.

8 Zob./LVW 6WDQLVADZD ORQLXV]NILUG RD?ZDVW DNZD H\® QDU D FA\W ]
s. 353.

0 =RE WDP/HVRWUWOWDQLVADZD O0RQLXV,Waiszaw 6 m3jamBaaxye OL]DUD
1D WDP*H#459.

91 Zob. /[LVW 6WDQLVADZD 0 RGategy Khbze®skiegilitid D6 maja 1842, cyt.
1D WDP*H V

92 3LVDOL R W\P 5XG]JL VNL L 6 WRNS®RZWMIBs]J8WE 6 ORQLXV]NR
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] SLVDU]JHP Z QDPRZDFK SRPDJD&a4D ORQLXV]FH *R(
.UDV]HZVNLHJR : SLVPDFK ORQLXV]NL VSRUR E\aF
F\IFK GRZRGHP QD WUXGQR FL SRMD ZzyarddieFtd- VL Z
ZHW Z SU]J\SDGNX Z\NRU]J\VWDQLD QLHPDO EH] ]PL
stu literackiego.

U ORQLXV]NR SLVDa *H

>«@ PLHMVFD SU]H]QDWifapHd&R IFX KMLAZ PRLP PHORGLRP >

L VWDa\ VL SRGVWDZWERVIWI\ERW READRLDERUHP
SUJNNJRWRZDQ\P SU]H] (G ZD Wicibe i &N§AR Q DF WZILHIRM ANV
Wundynyi przez Stefana Kowerskiego do kanttyimina ORQLXV]NR G]JL |
ZDA4 DXWRURZL ]D A XuiphinyG4 F J[AH NS/WY BNK A RiSMoF NLH J|
QLXVINR RFHQLD& MDNR

IJLEUHWWR X&4R*RQH Wikloredidyy D DPMWZSXLHJR ]U FIQLH SRa
ZHGAaXJ SRWUJHE IRUP PX]\NDOQ\FK

6SUDZD VNRPSOLNRZD&D VL JG\ RND]D&R VL
formy wykorzystaniawitoloraudy dlatego ORQL XV]INR WaxXP BDOA]J\RLWL
z 27 lipca 1854 z Wilnatz pierwszej wersji kantatylilda:

%DUZD PX]\NL MDND VL ]QDO D]aWitdoRiGlyZ\sd VAM FZ \@ DAYE KI) L
MHM G]LHAHP QLH PRM Z4DVQR FL 3U]HEWIF]WRUBQIDQ Z
SRZD*\a QD -HIRVRWEYDKB GRW\FKF]DV QLH ]GD& VSUDZ\ ]
$OH VWDAR VL WR ZV]\VWNR MDNR QLMW#@RBJYcHiZDQLH 2G
4HP QLH]DZRGQ WUH i PX]\NDOQHJR SRHPLPWKL Z RFOLPDP M H
EDUG]LHM FRUD] Z\UD (®lildy MDY\ R ZWRQWLIHFS®FQ 4HP SUYER
XU] Gliibiietto L SLVDU PX]\N  %\a\ WR EDUG]R V]F] OLZH FK
QRZD QLHQD ODGRZQLF]D VQX&4D VL 4DWZRoy&EH] QDMPQL
ZR4DQD ]DNO FLHP XUWPRF]HJR SUJHGPLRWX

: VDPHM NRUHVSRQGHQFML ] .UDV]JHZVNLP NRPS
WDW\ QDG Z\Uy*Q)LIPPRCXASWHDWUDOQ\FK RJUDQL
VFHQL]DFMH RSHURZH DOH UyZQLH* GRFHQLDM F

Tre i ZL F OLWHZVND QLH KLVWRU\F]QD ibdp&R@eWQLHMV]
NDQWDWD QLHREOLF]RQ Z\*V]R it SRG ND*G\P Z]JO GHP C
REHMU]HG VL R LOH RSHUD QLH MHVW F]\P LQQ\P MDN W\
WUH U QDMIDQWDVW\F]QLHMV] PR*HP\ Z\JRGQLH Z NDQWD
GR SLHNA4D VZRERGQH SUJHM F Did ofv3 dRE LeDiekdBiedr] ZRLWR F
nie recitatiwo GDZQLHMV]H ]DSRZLDGD GRNA&4DGQLH UXFK GU

% 7DP*H V

% JLVW 6WDQLVADZD ORQLXV]NL:GERQERWH IPMWD.RZHUWWLHDRWD |

9 Zob. /LVW 6WDQLVADZD ORQLXV]NLVEIR 4 istbpaba 1B48;RDRZMNLH IR
niuszko,Listy, s. 135.

% /JLVW 6WDQLVADZD ORQLXV]NL GR - W/HhbCR7, lhQeDIBSH,) &t.. 44DV ]HZ
W D Ps* 1H98.
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GXHWWD FKMWFLQDM F SRZLH G L ]DMPXM F MHM XVW S\ F]\V
SHAQ LQWHUWHVX L SRZDEX

&KRU SRZ\*V]D Z\SRZLHG( PLD4D U\V QLHPDO*H SL
WUXGQR X]QDi M ]D FR ZL FHM QL* W\ONR XN&RQ .
i UYZQRF]JH QLH VNXWHN NARSRWyYZ ] UHDOL]DFM Wt
ZD* ORQLXV]NR JDWXQNX RSHURZHJR QLH ]DU]XFLa
R LQVF HHalki]DF M

.UDV]HZVNL QLH ]DDNFHSWRZD& WHNVWX SU]J\JR\
i sam ponowni U\PRZD4 OLEUHWWR WZRU] F Z ODWDFK
'IL NL WHPX ORQLXV]NR PyJa SLVDU QD SRF] WNX
]JD WHNVW RWUJ\PDQ\ ] .LMRZD SRQLHZD*

Milda WDND MDN MHVW WHUD] MHVW MX* FHQQ\P XSRPLQNLHF

JHJR ]GDQLHP E\aD FHQQD UyZQLH* GOD PX]\NL VI
1RZH VARZD MX* V SRGAaR*RQH SRG FDa PX]\N RWyUD SR WHNM

Druga wersjMildy ][RVWD&aD SUJHGVWDZLRQD GR Z\NRQDQ
QLH ]DJUDQR M Z OLSFX D ORQLXV]NR FLHV]\a VL
bardzo dobrego efektu literackB X]\F]QHJR : OLVWDFK SU]J\ZRA\ZCLC

OLOGGR NWyUHM .UDV]HZVNL QRZHDUAWRZHMQMD RILWVD aXBIUHH S [H
X*\WH GRYV aRNM©Qdraudy ZAMIW H

DOER RSLVXM F MHV]F]JH GRN4DGQLHM ] Z\Uy*QLHOQLI

Milda GR NWyUHM .UDV]JHZVNL QDSLVD& U\PRZH ZLHUV]H SU]JHEF:
ELDAH Z\FWidcDtaudyHL] GRSHAQLHQLD ¥'c &KARSLFNLHJR

“HV]F]H MHGHQ WHNVW .UDV]HZVNLHJR Z DGDSWD]
SRGVWDZ+BRIBHRSUDFRZDQ\ SUJH] $QWRQLHJR =DOH)\
QDN QLH GRF]HNDI4aRWLON WHNOL ]S B dfiigin@riRgaM-N D Q L D
EUHWWD RSHURZHJR QDSLVDQHJR SU]JH] .UDV]HZVN
UDFNLFK GR RSHU E\a .Utakb] aUoxoliLretBrgji pRed Kpo-
QLXV]NL SXEOLNRZDQ\FK QD 4DPD'¥K P LQ A*D]JHW\ ¢

/JLVW\ ORQLXV]NL V UQDQWHFXGRZREVBQHPUDKE ]

FL VNIEKRU MHM HIHNWHP E\a\ WeddymBabileStjeRzi§G D QH G

% 7DP*H

% /LVW 6WDQLVARZGRORQHXIV],JQD FH JWardddws LA Eitédd L1BEDRoyt.
]D WDP*H V

® 7DP*H

00 /LYW 6WDQLVADZD ORQLXV]NDGW DXYWDEDLHWMQDD D F\W ]
s. 353.

01 /LYW 6WDQLVADZD ORQLXWaiawa RO k. Q QD 7L WEWW DD WDP*H

102 7oh. M. Komorowska,6 WD QLVADZ ORQLXV]NR Z SRJRMBBARD. RSHU OLWH

10370h. -y]HI ,JQDF\ .UDV]HZVNL L SROVNLRISUBEH @ X]AEHUHHZVKILHN
NyZz V425,
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G Zyothz Paria, VADEV]D E\4D M HERRG¥H LERFJGMWND OD
ZVSYyOQ\FK GHF\]ML QS JG\ (/BrlumavbmproZ DRYILE D
GR NZHVWLL MHGQHM ] SRVWDFL SUJ\W4ARZEH NW

NRUHVSRQGHQFML ZLGDU WH* QLHPDO ZDON ] R

>«@ G]L ]DNOLQ D PVebih] by hid witrzpheuifk

Kompozytor sobie i przyjacielowniOFHZLF]RZL WDN WaXPDF]\é&
VIWXDFM

&K FL VNL |]DFL &4 VL ZL F OLEUHWWD QLH PBP JG\* L WHJ

SRPLPR WUXGQR FL ZH ZVSyOQ\FK G]LDaDQLDFK
SUDF &K FL VNLHJR SLVDRar@®DGB MH B/UH\S R RVRX
L GR SRND]DQLD SXEOLF]QR FL ]DJUDQLF]JQHM

BUJHN4ADG E\aE\ EDUG]R 4DWZ\ GR JURELHQLD JG\* &K FL
rowy?%,

Paria SRZVWDA4D GR OLEUHWWD RSDUWHJIR QD XW:
*H QLHNWYUH IDVF\QDFMH OLWHUDFNLH ORQLXV]N
SDPL WD& W UD JHRailia, FR\OWDYQ J@HIDWDFK PARGR FL
M LOXVWUDEFM PXJ\RJ@WZLHUG]LA A2SUyEdrWHJIR (
ZLHONLH db tagediifaria 1®® D Z U VWZRUJ\a RSHU
XWZRUJH IUDQFXVNLHJR SLVDU]D :VERPQLDQRIZDE
ORQLXV]NR GR 7HRILOD /HQDUWRZIMNIyE\68 RRUR W
GRZD& NRPSR]\WRU SURV] F R UDG\ L VXJHVWLH ]Z

-HV]F]H MHGQ\P WZyUF NWyUHJR Z\REUD*D4&a VI
VZRLFK RSBQ 7THRARDV] 6HZHU aQtor hkttta \ituarTrea,
NWyUH B&FMN MHG\QLH NLONX VJNLFyZ PX]J\F]Q\F
] GREU\P OLWHUDWHP DXWRUHP ZLHOX GUDPDWy
WRUHP L WAXPDF]HP SU]J\SDG&4D MHGQDN QD RVW|I
VL MHM VILQDOL]RZBII ZVSYyOQ\P XWZRUH

1042 OLEUHWWDFK -DQD &K FL VNLHAFR GHYDMED % OGZWE KGR\WU N R
SUJHNADGHP D WZyURRCLE RHWIWDPKO QD QD &K FL VNLHJR G
niuszk), w:] 7THDWU RSHURZ\ 6WDQLVaDZB. 8999 béxTNQ &FKHNIR NN I
*Moniuszkowski librecistgw:] 7THDWU PX]J\F]Q\ 6 WD XLWaXHAR ORQLXV]NL

105Zob. /LVW 6WDQLVADZD ORQLXV]NL DAR/ [{DADD VAK\ F]IH V B XKMAR
S. Moniuszkolisty, s. 385.

06 /LVW 6WDQLVADZD ORQEXWMLHBRY DD KXKF] WHN OXWHJIR
WDP*H V

07 /LVW 6WDQLVADZD ORQLXV]NLDE®R |CGZZZDUGAU]IBRHALF]D F\W
s. 421.

108 /LVW 6WDQLVADZD 0RQLXV]N WaesRawaH Rhwi€ria 1870, byt) ¥R EL F ] D
s. 587.

109Zob. /JLVW 6WDQLVADZD O0RQLXV]NWaGzBwd GIZKvetGid 1865 FdyitZ1aF |1 D
WDP*H V
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1LH WAONR Z SU]J\SDGNX &hRari& IZ IVOIR HJJRH LE RAS HLQ W |
VIZQH G]LDADQLD ORQLXV]NL QD UJHF] XSRZV]HFKQL
PLDVW HXURSHMVNLFK 3XQNWHP Z\M FLD PXVLDa E
UDFNLHJR QD LQQH QA NXE GYSRIRMHID GHV (VVDUWYV
SLH QL ORQLXVINL QD M ]J\N IUDQFXVNL LQLFMDWRU
WHP E\4a -y]JHI :LHQLDZVNL = WUXGHP WRF]J\a\ VL SL
cuskiVerbum nobile NWyUH ORQLXV]NR PEFUD & RWRA-RALU Z
U\*X 3U]J]HNADG PLD& SU]\JRWRZDU (GZDUG .DURO &l
ZHW .UDV]J]HZVNLHJR R SRPRF Z SRQDJOHQEX RFL JDI
'R Z\VWDZLHQLD RSHU\ Z 3DU\*X QLH GRV]aR

':LHOROHWQLH NRQWDNW\ W &RG@]LOFRMPUNVIN %L BERHNW
tooem NWyU\ SUJHN4AabGDa QD M ]\N URV\MVNL ZLHUV]H
]DVaxJL GOD WZyUF]R FL ORQLXV]NL .RPSR]J\WRU zZV
UyZQLH SRZD*QLH MDN ] SROVNLPL WZyUFMWPL OLEU
E\A DXWRUHP URV\MWNy HB RAVMHR/ IR PLDEVJNR VXIDSRP L
Z NRQWHN FL HalsiUGHONDADIEBXR SLVDa4 Z OL FLH GR $0O
P\*VNLHJR

3URV] R DGUHV PHJR QLHRFHQLRQHJIJR %LHQLHGLNWRZD 3L
QLF]Q MBR]# PRJ OLF]\U Z Z\SDGNX JG\E\ WAXPDF]HQLH RND

: NROHMQ\FK ODWDFK %LHQLHGLNWRZ NWyUHJR
Z OLVWDFK QD A% HQHG\NWRZD" ZLHORNURWQLH SR
vDa z U ] SHWHUVERUQDH ‘SUBRKMWID @RG

IDVWRVRZDQLHP VZHIJR WAXPDF]J]HQLD GR PRMHM PX]J\NL >«@
SRGSLV\ZDUO SRWU]JHEXM EH] QB*MPQLHMV]HJR 4ADPDQLD JaRZ

5yZQLH*WidiH%6YWQLHGLNWRZ SUJHWAaX'¥DF]\a QD M ]

6WDA4D REHFQR it OLWHUDWXU\ Z DUW\VW\F]Q\P *\]
SRHW\FNLFK SUR]JDWRUVNLFK L GUDPDW\F]Q\FK ]QI
EOLF\WW\F]Q\FK SR ZL FRQ\FK PX]\FH L OLWHUDWXU
SR]\WRUD SRGHMPXWFHJIRGRBWFR]MH WG]LD&AX OLWH
GJLH&XFKRUPLH ZDUVWZ\ VARZQHM SLHMQayc:= XWZRU
Q\FK &KRU QLHNWYUH Z\ERU\ OHNWXURZH ORQLXV]N
Z4D FLZHM RFHQ\ MDNR FL ZVSyaF]HMW®QakdataRiX G]LHA4
] OLWHUDWXU SURZDG]L4 NRPSR]\WRUD Z NLHUXQN
MHJR F]DVyZ V]F]HJYyOQLH Z SUJ]\SDGNX SROVNLFK

1107ob. /LVW 6WDQLVADZD ORQLXV]INL GR -ypHINMNJQDAKID .UDV FN®!
1D WDP*H V

UW/LVW 6WDQLVADZPR PEROPMYXBNAUD 'DWDIRVPIDYNLAHURHYVLH SD(G]L!
1860, cyt. za S. Moniuszkaijsty, s. 400.

L2/LVW 6WDQLVADZD OREBWHWMEXAR *RQ\OXWHJR F\W D WDI

13Zob. /ILVW 6WDQLVADZD ORQLXVINUVGRZRH]DUMGR L&X L F\wW ]D
S. 494,
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L RSHUDFK QDMEOL*VL RND]DOL PX VL OLFNLHZLF
LFK XWDRWWUDFNLFK VL JD4& ZLHORNURWOQLH QLF
LFK G]JLH& EH] ]JPLDQ DOER SRSU]JH] VWRVXQNRZR
X]QDZDa Z WHQ VSRVYE SRWZLHUG]RQ SRZV]HFKQ
PR*H PDM F ZLDGRPR J\FMHMHIMR NRPSR GRGDWN
ZDUWR i QR ZH JRukjozhegy atREQ R

'SURZDG]DM F XWZRU\ SRHW\FNLH L GUDPDW\F]:
Z\NRQ\ZDa SUDZG]LZLH OLWHUDFN SUDF ARUJDC
RNUH OD4a SRQLHZDHQ@®WIZHWQJIJHUHQFMH Z\PDJDA&!
VWZ\ OLWHUDFNLHM XWZRUyZ SU]JH] OLEUHFLVW
2SUYF] Z\NRUJ\WW\ZDQLD MX* LVWQLHM F\FK WHNV
RU\JLQDOQH QDSLVDQH SU]JH]GMDN IRV OHB ¥ PG K
VSRQGHQFM ]H ZVSyaF]HVQ\PL PX SLVDU]DPL SR
ZLDM F L SURV] F R WZRUJHQLH WHNVWyYZ 3RGG
L Z WNL ZVSyOQLH SUDFRZD& QDG VWURQ OLWHI
0icKk WAXPDF]JHQLH QD LQQH M J\NL DE\ XWZRU\ PF
- HIHNFLH VWDUD R MDN QDMZ\*V]\ SR]JLRP OLWH
UIDWD .RPRURZVND GRSURZDG]L4 GR SRZVWDQLE
QLH OLWH U D EN R%GCNR/PDR WDROWH.H ‘W ZRU] AP G]LH:
J\F]QH Z\Uy*QLDM FH VL F] VWR GREU\P SR]LRPHF
WZLHUG]D&4R VNXWHF]QR & MHJR Z\WUZDA&\FK ]DEL
G]LD&aDa UyZQLH* Z REV]DU]H OLWHUDWXQD KIRDN
OLWHUDFNL VZRLFK F]DVyZ
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Moniuszko

Abstract

The present article concerns the place and significance of literature in the life and works of
6WDQLVADZ ORQLXV]INR D FRPSRYV HllterariK genFes, ddbype@s,@ant I HUHQ W |
WDWDV DV ZHOO DV VWDJH PXVLF IRU GUDPDV ORQLXV]NRTV FF
turerelated topics, constitutes the basis for the analysis of literary contexts of his works. The com-
poser wrote about his favourite books, p@etd writers as well as the lyrics to songs and librettos.

Above all, however, his letters contain evidence of his search for new librettos in the existing liter-
ary texts and numerous traces of his attempts to invite contemporary writers, poets andhilywrig
to collaborate on musiedramatic works. The letters written to several eminent representatives of
mid-century Polish literature are a testament to Moniuggkmbitious intentions. The contents of
those letters also confirm that it was difficult faetcomposer to find a writer who would collabo-
rate with him as the author of the lyrics to a musicamatic piece. The article also presents

a collection of Moniuszk® librettists, which includes the best writers and playwrights of the time.
The most renarkable of Moniuszk& works are wellvritten in terms of lyrics, which is a proof of

the effectiveness of the compo$eefforts and, in the context of the popularity of his works, also
of the significance of his achievements, not only for music, botfalsthe literature and literary
culture of the nineteenth century.

Keywords: Moniuszko, literature, libretto, opera, cantata
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Abstract

The present article concerns the place and significance of literature in the life and works of
6WDQLVADZ ORQLXVINR D FRPSRYV HllterZriK genkel), AW, ldgeras,.lcahH U H Q
tatas as well as stage music for dramas. MW ]NRTVY FRUUHVSRQGHQFH ZKLFK
turerelated topics, constitutes the basis for the analysis of literary contexts of his works. The com-
poser wrote about his favourite books, poets and writers as well as the lyrics to songs and librettos.
Above all, however, his letters contain evidence of his search for new librettos in the existing liter-
ary texts and numerous traces of his attempts to invite contemporary writers, poets and playwrights
to collaborate on musiedramatic works. The lettergritten to several eminent representatives of
mid-century Polish literature are a testament to Moniuszko's ambitious intentions. The contents of
those letters also confirm that it was difficult for the composer to find a writer who would collabo-
rate with him as the author of the lyrics to a musid@matic piece. The article also presents
a collection of Moniuszko's librettists, which includes the best writers and playwrights of the time.
The most remarkable of Moniuszko's works are weitten in terms blyrics, which is a proof of
the effectiveness of the composer's efforts and, in the context of the popularity of his works, also of
the significance of his achievements, not only for music, but also for the literature and literary
culture of the nineteeh century.

Keywords: Moniuszko, literature, libretto, opera, cantata
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literature. In his youth, hattempted to write different literary fordpsand then,
due to the fact that he composed pieces that combined music and poetry, he used
literary works and collaborated with writers, playwrights and po€ts issue of
Moniuszko's relationship with litenate is present in the composer's biographies,
in which it even received two opposing points/iiw. The first presents him as
a wellread person, who was bitten by the reading bug in his childhood and
remained under the influence of one of his uncles,iriazz, the owner of
a magnificent, for its time, library, which Moniuszko inherft¢dwing to this
library, he was able to familiarize himself with the classical works and writings
of the Age of Enlightenment). On the other hand, the second portrayathien
as a literary dilettante, who could not properly judge literature and often used
poorer works as the literary basis for his pieces of music (this image was
predominantly shaped at the beginning of the twentieth céhtury

The literary context shodlalso be brought up when discussing the reception
of Moniuszko and his works since it contains elements that mythologize and place
him among the national bards and, through the use of literary perspective, bring
him closer to literature and the world @Etary notion& In the present text, the
relationship between Moniuszko and literature is introduced by attempting to de-
termine his approach to the latter, which is predominantly revealed in his corre-
spondence as well as through the portrayal of Monmsakthe author of music
for literary texts and a composer who forged relationships with poets and writers

1

2

&1 DPRQJ RWKHUV 6WDQLVADZ 0®Q@rmajovd WikswskiegoviBdRHP HQW LV
SWKH HQWLUH 9L OlGstyXpv598600.Z DERXW ~

7KH LVVXH RI ORQLXV]NRTV UHODWLR Q ViktS8ergh oarurynesd OLWH U
RI LQWHUHVW WR DPRQJ KuzyhUcH R.5Qk@EIERoadyn, @WBRQILN]AD Z
Moniuszko i kanon litewskiej literatury krajowejlD SUJHGSROX V]F]Hyfé®RZ\FK EDGD
RSHURZ\ 6WDQLVADZD ORQIXVINLD BHRI RQHMVIDEG/ 1RZLFND 3F
p. 101+ (O*ELHWD 1RZLFND ZKR DWWHPSWHG WR LQFOXGH 3W
QLXVINRTV ZRUNDQ@GR@ RQOLMHHUDWXUH XQGHUVWRRG DV D F(
E. Nowicka, WDQLVADZ ORQLXVINR L ZLDW O [Ny Fedtbrid2gtrhyZ SRARZL
6WDQLVADZD HRQEXUINILDGHN DQG ( 1RZLFND 3R]QD S
Komorowska, cf. M. Komorowska6 WD QLVabDZ ORQLXV]NR Z SRJRIQL ]D RSH
Opera polska w XVIII i XIX wiekikHGLWHG E\ 0 -DE4AR VNL - 6W V]HZVNL D
QD S#45. Alina Borkowska5\FKOHZVNDYV ZRUNV VWD&G RXW IURI
GHYRWHG WR ORQLXV]INRTV OLEUHW\WILV BV]HNAPGHEPL Q JW DyPRR
RUVJLQR®@QEUHWWDFK -DQD &K FL VNLHJRING Red® 8petdw§ WD QLV AD
6WDQLVADZD ORQLXW]NL EDHMNRI)H & B QRMdYidsizkowski librecista

[inN] 7HDWU PX]\F]1Q\ 6 WD QLVRARDIAD. ORQLXV]NL

&I : 5XG]BWRNRLVADZ ORQLXV]NRpar6 V. X)®INGIAS, B.OYWHULD a\

7KH FKDQJLQJ DWWLWXGHV WR ORQLXVINROWUHHEKVFX\DIHF& E
PRQLXVINRZVNLHM PLWRORJLL $BR Opedapblska WHXVINIRKIXL VRFUHI
ZLHNIX &47455.

7KH SUHYDLOLQJ P\WK RI 6WDQLVAaDZ ORQLXV]NR DV WKH QD
others, Agnieszka Topolskdjit wies]F]D 6WDQLVaDZ ORQLXV]NR Z+tSL PLHQQ
1989 3R]QD
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as the ceauthors of musicalramatic pieces, or even the independent creator of li-
brettos to musicaramatic works (although not in the sense oftargaa new text

but transforming an existing one). In spite of the considerable number of publications
devoted to individual pieces and their literary elenfent@ RQLXV]INRTV FRU L
dencé, though not fully preserved, constitutes a very interesting rmaktedich
UHYHDOV KLV DWWLWXGH WR OLWHUDWXUH DQG (
works once analysed in the context of the entirety of his achievements.

In his correspondence, Moniuszko recollected the beginnings of his ties with

music, recding a literary work that functioned in the form of a sof@ piece by
Julian Ursyn Niemcewicz, which his mother used to sing:

3LHUZV] VINR4&4 BRMRRZD AL G GD HZQ LKL V WievdawidaH
Z\NRQ\ZDQH G]LZQLH PLA\P JARVHP1BHWPHH ASEN YODWN
historyczneg(Historical Songy were my first school of understanding music, performed

by my Mother in a strangely pleasant voiée.]

In later years, books were a frequent subject of his letters; he took note of new

editions andtranslations, alluded to literary topics and tried to discover new
tendencies and debuting authors. In a letter from 1837, for instance, he wrote
IURP OLQVN WR KLV ILDQFpH $OLQD DERXW D
. UR S I}%\n\ah 1860 letter to Rudolf W6 he inquired:

&]\ QLH PDFLRAO0ZRjVWEZRzy polskiejZ\ERUX 3DQL[MDNyZ"
\RX QRW KDYH HQRXJK 3ROLVK SURVH DQG® SRHWU\ WR FKF

The letters also prove that he eagerly exchanged books with, among others,

-y]HI1 6 LN&dBINdrd llcewicZ. He would also send them to his wife from
his travels; in 1843 he wrote, for example:

6

8
9

10

11

12

13

Cf., among others, G. ZieziulaA3DULD  6WDQLVADZD ORQLXV]NL ZRNy:

PX]\NL GR WUDJHGLL '"HODYLJQH{[®:]L7 RRWK] ®MWIRQ RU4LBI DIV DF

RekR Q HV D @V3£56; S. Paczkowski, LOND XZDJ Z VSUDZLH KLVWRULL |

6WDQLVADZD [idRikdexVd.Na572; D. Ratajczakowa® wodewilach i operach

6WDQLVADZD[iMRIHDWUNRX]\F]Q\ 6WDQLY.ABZD ORQLXV]NL «

The essential publication here is: S. Moniuszkdsty zebrane,prepared for print by

W 5XG]JL VNL ZLWK WKH FROOD.EPWHIBALRQ RI 0 6WRNRZVND

/HWWHU IURP 6WDQLVaDZ ORQLXVINR WR $GDP .LUNRU 9LOQL

>7UDQVODWRUTY QRWH WKH RULJLQDO TXRWDWLRQV DUH

translated into modern English.]

/JHWWHU IURP 6WDQLVADZ ORQLXV]NR WR KLV ILDQFpH 0LQV

/ILVW\ JHEUMQH «

This concerns the worBUR]D L SRH]J]MD SROVND Z\EUDQD L ]DVWRVI

*H VNSLHM] 3D X O L,Qart.|WZakgviar OHWWHU IURP 6WDQLVaDZ 0

dolf Wolff, Warsaw 7 January 1860, as cited in ibid, p. 382.

Cf., amongRWKHUV OHWWHU IURP 6WDQLVADZ ORQLXV]NR WR -

1846, as cited in ibid, p. 113.

&I DPRQJ RWKHUV OHWWHU IURP 6WDQLVaDZ ORQLXV]NR
DV FLWHG LQ LELG S w Monskke W Bdward IR&RviG&ZVWNRRAWIA D

April 1866, as cited in ibid, p. 501.
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3UJH] 6FKPLHQGKDXVHQD RWU]J\PDV] SDNLHW ] NVL *NDPL 6 \
RGGDV] :UYyEOHZVNLHPKXIfréeed Gd2DWu PRelt Pl« @idkens!?

[You will receive a bundle of books through Schmiendhausen. There are four volumes of
MSHYXHY ZKLFK \RX DUH WR JLYH WR ANNEQHA®Y NL 7KHVH V
Musset >« @ DDEk®@ ns]

He recommended books to his family, reporting from Cracoh868:

7DN R :LHOLF]JFH MDNR L R NDWHGU]H :DZHOVNLHM SU]JHF]\'
-y]HID 0 F]\ VNLHJR3 PG WNDXRHBRDMNIRZ WH NVL *NL ] NVL JDUQ
PyM UD PXXoQ kN read about Wieliczka and the Wawel Cathedral in a-three

YROXPH ZRUN E\ -y]H! 0 BPPWNW NHDQ W [AVEDNEDfrom

Cracow]. Take them from the bookshop and put them on my tab.]

He also thought that the texts he read in periodicals, including literary texts,
were worthy of attention. In 1859, hecommendedt LVWRULD NREND Z Sa
-y]HI ,JQDF\ .UD\Drahza¥ dpbwibdi@yE\ -y]HI .RUJHQLRZVNL
,OFHZLF] ERWK RI ZKLFK KH UHD®¥ >3QDUJ¥D)HWD
1HZVSDSHU @

The image of Moniuszko that emerges from his correspondencatisfth
a person who valued relationships with writers and poets. He knew that leading
an active social life, visiting literary salons and meeting writers might have an
influence on the decisions made in theatres regarding the staging of new works,
which iswhy he wrote the following to his wife from Warsaw in 1857:

[«@ Z\V]HGaHP SR GUXJLP DNFLH L SR SLHV]\aHP GR .RU]JHQL
nieliczne, ale dobrane towarzystwo. Byli: Odyniec [ Antoni Edward, poeta ], Suzin,
:RMFLHFK 'HRW\PD |F}DGVZNDm® aXNWV]QRZVNL >$QWRQL UHGD
:DUV]DZVNLHM'@ :LWWH >.DURO DXWRU SDPL WQLNyzZz@ /
[historyk, dziennikarz, cenzor] i kilka innyéA[l left after the second act and hurried to
.RUJHQLRZVNLYV KR Rakdmall et Buliableld®idf@iiy. There were: Odyniec
>$QWRQL (GZDUG D SRHW@ 6X]LQ :RMFLHFK 'HRW\PD >-DG?
[Antoni, the editor of the Warsaw Newspaper], Witte [Karol, an writer of memoirs],
/IHV]QRZVNL > @ 6 R BdridrV joirialist &htd cernso &nd a few others.]

The relationship with the literary community must have pleased him if he
informed, for example, that:

$ SRQLHZD* E\OL P\ ]DSURV]HQL GR axV]F]JHZVNLFK ZL F L SR
VSRWNDaD &2 pziemna: Dvidrsz Deotymy, czytany przepysznie przez
Korzeniowskiegd® >$QG VLQFH ZH ZHUH LQYLWHG WR 0U DQG 0OUV axX
ZHQW WKHUH WRJHWKHU DW , ZLWQHVVHG D YHU\ SOHDVDQ
read out deliciously by Kaeniowski.]

“ /JHWWHU IURP 6WDQLVADZ ORQLXV]INR WR KLV ZLIH 2FWREHU

5 JHWWHU IURP 6WDQLVADZ ORQLXV]INR WR KLV ZLIB06&UDFRZ

6 /JHWWHU IURP 6WDQLVADZ ORQLXV]NR WR (GZDUG ,0FHZLF] :D
p. 355.

7 JHWWHU IURP 6WDQLVADZ ORQLXV]NR WR KLV ZLIH :DUVDZ

18 |bidem, p. 265.
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He used his contacts in the literary community not only in his work as
a composer, but also in cultural and charitable activity; in 1866, for example, he
organised a charity concert and invited writers and poets to collaborate on it:

>«@ XJlaHP NRQFHUW QD 3UJ\WXOLVNR >«@ 'HNODPRZD4
ZL F GODWHJR WDN:tH«®RZREIDPUIVHG D FRQFHUW WR UL
6KHOWHU >«@ 'HRW\PD JDYH D UHFLWDWLRQ KHQFH WKH

When giving accounts of his travels anditg at theatres, but also recalling
the books that he was reading, he most frequently and readily mentioned French
works, new editions of literary texts, poems and dramas. He most likely read them
in the original, as he gave many of the titles in Fréhéte eagerly commented
RQ WKH TXDOLW\ RI WUDQVODW L R@b&ronA),vhighK H 3 H |
is not surprising in the context of his efforts to have his own miiserary
works translated into French and Russian (as in the case of the songs published
in Paris:Echos de Polognand OpORGLHY GHLEIR QOXWHMBRGHYV (V
translatiod?. From among French writers, he often mentioned such names and
WLWOHV RI SOD\V DV &DVLPLU 'HED¥PRPUIQH?$0RQHY
+HQUL OHLOKDF DQ®. IX&nR8d6HetteDt® Eard llicewicz,
Moniuszko asked whether licewiczhad D G SWHDWU % D\DUGD :\EF
D WRPyZ M HGHh& mDednt tHé mukiolume edition of the works by
aFrench writerJeaDUDQoRLV $OIUHG %D\DUG ZKR ZURWH
He referenced some writers and their plays, such as Philipp RoRLV 3L Q
'XPDQRRAUONW] L , &lpkbeff the attractiveness of the repertoire at the
Warsaw Theatré. In the case of German literature, Moniuszko particularly
valued the works by Johann Wolfgang von Goethe.

This kind of information confirms #t Moniuszko referred to both classical
authors and texts as well as tried to know the current trends in literature. He
familiarised himself with literature not only for practical or professional
purposes, thinking about the texts for songs or librettdgglbo, perhaps, because

¥ JHWWHU IURP 6WZARQMBHVEE IICERiGzlL Warsaw 5 February 1866, as cited in ibid,
p. 498.

20 & DPRQJ RWKHUV OHWWHU IURP 6WDQLVaDZ ORQLXV]NR V
as cited in ibid, p. 467.

21 |pbidem.

22 Cf. S. Moniuszko,/ LV W\ |H EUJR2 H «

2 JHWWHU IURP 6WDQLVADZ ORQLXV]NR WR KLV GDXJKWHU (C
ibid, p. 316.

2 /[HWWHU IURP 6WDQLVADZ ORQLXVINR WR KLV ZLIH 3DULYV

% I[HWWHU IURP 6WDQLVAaDZ 0R Q,ISxiM PeRrshurRy 1615 BebruiaryllE 104D Q R
cited in ibid, p. 554.

% JHWWHU IURP 6WDQLVA4DZ ORQLXVINR WR (GZDUG ,0FHZLF]
p. 501.

27 IJHWWHU IURP 6WDQLVADZ ORQLXV]NR WR (GZDUGNh|MMFHZLF]
p. 467.
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he was aware of how important it was for an active composer to broaden his
knowledge of the contemporary phenomena in literature, art and culture. On the
other hand, however, the aforementioned works do not depict Moniuszko as an
expert in literature of the highest order. In the case of the previously mentioned
DXWKRUV DSDUW IURP OROLgQUH GH OXVVHW 'HOD
time to reading light comedies and melodramas.

A more ambitious image, however, emerges from thading list of
publications devoted to music and literature, both old and contemporary, which
+it would seemxMoniuszko tried to be up to date with. Although they are not
evidence of a typical interest in literature, they do create an impressionghat th
composer had extramusical experiences and tried to broaden his knowledge of
different fields. He mentioned the works devoted to literature in th#\farsaw
SHULRG ZKHQ IRU H[DPSOH KH ZURWH WR -y]JHI 6LN

BUJ\UJHN& PQLH =DZDGJRGQtX Z\W\PHWNVL *NL QDVW SXM FH
Fink [Gottfried Wilhelm]Historia operySchilling [Gustaw]: + LVWRULD QRZR*\WQHM
muzyki, Estetyka muzykaF KRG]LAR ]1DOVOMEZW HNREA2apadzki promised

me that he would send the following books taibis weekf i n k [Gottfried Wilhelm]

Historia opery[History of Opera]Schilling [Gustav: + LVWRULD QRZR*\WQHM PX]
Estetyka muzykp+ LVWRU\ Rl PRGHUQ P XVLEheMmostlikelybn€afity DHVWKHW
The Aesthetics of Musit

He must have made uséthese works since, in 1855, he once more referred
WR 6FKLOOLQJT Hd @2padtedIR dntibaed Daving read works on
the subjects of literature, prosody, history and geography. When he was living in
Warsaw, his contacts with publishers and Isadliers were not limited to offers
of publishing sheet music; he even gained a certain refinement and cooperated
with them in order to have his works published, simultaneously observing their
publishing activity in different fields. The bestown booksebirs to whom
Moniuszko turned included the Warsaw publishers Gubrynowicz and Robert
:ROIl .DURO :LOG LQ /YLY -DQ )XSD VNL LQ 3R]QD
Zawadzki in Vilnius.

According to biographers, Moniuszko not only started his relationship with
literature early on, but also ended his life as a person who was very close to it.
6RRQ DIWHU WKH FRPSRVHUTVY GHDWK -DQ .OHF]\ V

ORQLXVINR ZF]H QLH QDSDZD4&4 VL WUDG\EMEPWQXP\V4 XV]
ZFI\W\zD& VL Z VWBUHHNVRRMMM Q@XIJ&HM PLHUFL ]DJO GDA&
GR 'aX PR™Mm an early age, Moniuszko delighted in the traditions that ennoble the

mind the eagerly pored over old chronicles and, on the day of his sudden death, he
supposedly still looked intok H ZULWLQJV RI "aXJRV] @

28 [HWWHU IURP 6WDQLVADZ ORQLXV]NR WR -y]HI 6LNRUVNL 9LOQ
p. 113.

2 & OHWWHU IURP 6WDQLVA4DZ ORQLXV]NR WR -y]HI 6LNRUVNL 9

% . OHF]StitisaDZ ORQLMMQNXNR]IF]’ 1R S
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In this way, the relationship with literature the critic emphasised became
a touchstone of the value of an artist in general and, in the case of Moniuszko, it
confirmed the high quality of musical pieces based on literature. drirection
of the creator of music with literature was an element of constructing the myth of
an eminent national composer.

Reading experiences and literary fascinations must have influenced the
creative awareness of the composer, who commented omopie of the
relationship between literature and music and the influence of literature on
musicaliterary works several times; he wrote the following in an 1842 letter to

-y]HI ,JJQDF\ .UDV]HZVNL
ILHPLHFF\ PX]\F\ Z\ERUHP SRH]ML XRhiSpyllerVGotthe H LQVSL
L ZV]\VF\ VADZQLHMVL SRHFL ]QDOH(OL SR QLHUD] QDMV]F
*H X QDV QLNW ] SLV] F\FK PX]\N QLH VSUyERZD& VL& V
Z\JO GDM F\F K [Gdrrhan insizians can inspire themselves wheir choice

of poetry, and their Schiller, Goethe and all of the more famous poets have often found

the happiest of melodies. It is sad to see that none of our composers have ever tried their

hand at the poems which have long awaited to be sung.]

This letter, which is very important for judging Moniuszko as an artist who
made references to literature, resounds with a tone efefkdttion:

0\OQH PQLHPDQLH *H GR GREUHM SRH]ML WUXGQR MHVW
SRU\ZDUO VL ] PX]HNM GRHIMNQOQLH SU]J\QDMPQLHM ]GDMH
ZLHUV] SUJ\QRVL ] VRE JRWRZ PHORGL D XPLHM F\' M SR
VRELH QD]ZDQLH V]F] OLZHJR NRPSR]J\WRUD ZWHQF]DV
WAXPDF]HP WHNVWX Z2NKXX]OWDOIWPEWM VL E\At SRZLQLHQ
a misconception that it is difficult to write music to good poetry; that it is insolent to

combine music with beautiful poetry. It seems to me, at least, that every good poem comes

with an inherent melody, and thoa#io can discern it and commit it to paper are called

fortunate composers, even though they should be known as nothing but translators of texts

in the language of music.]

It was not only in the 1842 letter that Moniuszko devoted his attention to
literatureand music. In the same year, his articLHZ QL N uBlishBRdZn
WKH 33HWHUVEXUJ :HHNO\" LVVXH QXPEHU LQFO
of contemporary music and poetry, especially in the context of the national and
folk nature of music, andVKH VSHFLILFLW\ RI WKH ODQJXDJ
V L Q J¥ @dniuszko devoted a long part of the article to the prosody of the
Polish speech as well as the metricity and rhythmicity of the Polish language.

Moniuszko also raised the problem of thatieinship between the composer

and literature in an 1844 letter:

8 /JHWWHU IURP 6WDQLVADZ ORQLXVINR WR -y]HI ,JQDF\ .UDV]
in: S. Moniuszko,/LVW\ ]HEUGLQ H «

32 |bidem.
33 S. Moniuszko,/LVW\ ]H EpUaDQ H «
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>«@ WDN MDN MHJR ZatHh¥ ]HDVWRVRE\ZDIH @R PX]\NL WDN WH
PXJ\ND Z GXFKX XVL4AXMH GRVWUDMDO Z ND*GHM SLRVHQFH
SRHIML &KF WWRRV ]GQDIP PD VAXV]QR 0 WUJHED ZSU]yG SRZLH(
PXJ\NRZL F]\ WHQ SRHFBEH X0 MDXIVSRDVQHLIEM SRHPV WU\ WR |
music in terms of theif o r m, so does my music, in every sordpig or small, strive to

attune to poetryn order to determine which one of us is right, it should first be established

whether it is the poet who should yield to the musician, or the musician to the poet.]

Although the above question sounded serious, Moniuszko was also capable
of joking on the shject of the relationship between the musician and the writer:

%H] SRUyZQD SRGREQL MHVWH P\ GR GZyFK XJU]JHF]JQLRQ\FK
drzwi przejdzie®> [We are like two obsequious hagglers arguing about which one of them
should go through thaoor first.]

ORQLXV]INRYYVY FKDUDFWHULVWLF DWWLWXGH WR
music resulted in creative decisions that affected particular works and groups of
works. In his artistic activity, literature appeared in songs, in which he used
poety, and in illustrative music to dramatic texts. In operas, operettas
(understood as a smaller form of opera, according to the nomenclature used by
the composer), comic operas and vaudevilles, Moniuszko frequently used
previously created texts, adaptingtimon his own or with the help of an assisting
writer. He often made few changes to the original version.

In all of the abovanentioned situations, Moniuszko predominantly used the
ZRUNV RI 3BROLVK DXWKRUV $GDP OLFNLHALF]YV RH
to him and inspired all of his musidiberary forms; in terms of contemporary
OLWHUDWXUH WKH ZRUNV E\ -y]HI ,JQDF\ .UDV]I
$OHNVDQGHU )UHGUR DQG :4RG]JLPLHU] :ROVNL ZHL
him. When he took interestfareign literature, he directed his attention to French
writings above all. His choices demonstrate a istanding experience in
reading, the abovmentioned literary fascinations and the ambition to create
music to the works by the most renowned authmo#) contemporary and old.

ILWHUDWXUH FRQWULEXW FH@akMgReOVReQQUK M PMR TV YD
songs, 268 of which make up the 12 collections & LHZ QLN [BHEefER Z\
songbook the writers chosen by Moniuszko chiefly include: Jan Kochanowski,
AdamMickiewicz®, Casimir Delavigne, PiewneHDQ GH %pUDQJHU *HRU.
$OHNVDQGHU &KRG(NR (GPXQG :DVLOHZVNL T7RPI
2G\QLHF -y]HI ,JQDF\ .UDV]HZVNL -y]HI .RUJHQLRZV
%URG]L VNL :4aDG\VaDZzZ 6\ud RbIKRiPWilrentyaoG; $tefah H U

'LWZLFNL -y]HI 6]XMVNL DQG 7HRILO /HQDUWRZLF]

34 Letter from6WDQLVADZ ORQLXVINR WR DQ XQNQRZQ DGGUHVVHH I
in ibid, p. 106.

35 |bidem, p. 107.

% &1 DPRQJ RWKHBOWDQLSABHENORQLXVINR L LQQL NRPSR]J\WRUJ
Mickiewicza. Studium komparatystyczné) D N30Z6.
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poetry, also by less known authors, resulted in the creation of songs to the lyrics
E\ VXFK SRHWV DV ODULD ,OQLFND desiléwsEiRP XFF
Jan Zachariasiewicz, Juliusz Zborowski, Placyd Jankowski, Franciszek
.RZDOVNL -XOLDQ .RUVDN /XGZLN 6]W\UPHU (G
QRZVNL $QWRQL .RODQNRZVNL -y]JHI *UDMQHUYV
.R FLHOVNL $GPIHWRMHIDA WRHVSRWEWY DV WR OR
of literature, such a rich list of writers and poets he chose, that is knew and
appreciated, paints an interesting picture of the Polish literature that was
contemporary to the composer.

Literary texts werelso of interest to Moniuszko as an author of illustrative
music to dramatic worR& Moniuszko was eager to engage in this kind of artistic
work and since the earliest years of his professional activity, he professed his
willingness to do it as part of hjeb at the theatre. He offered to work as the
creator of illustrative music to dramas at the beginning of his artistic path, when
he was glad to have received a new task at the Vilnius theatre; in 1846, he wrote
WR -y]HI 6LNRUVNL DERiXed& KLV QHZ UHVSRQVLELO

>«@ GR PRLFK OHNFML SU]J\E\A4R MHV]F]JH QRZH FKRFLD*
SRZLHU]JRQR PQLH GV\UHNFM WXWHMV]HM RUNLHVWU\ WHD
JD* 0XV] GzD UD]\ Z WA\JRGQLX JUDU ] QL Uy*QH Uy*C
arc\PX]\N GR PHORGUDP L ZRGHZLOYZ ¥D> FROEPRU PLF
lessons are joined by a new, yet rewarding duty: | was entrusted with directing the local
theatrical orchestra, which was employed permanently. | have to play all sorts of things

with it and, at the same time, get archmusic for melodramas and vaudevilles!!!... for which

| am paid 50 per month.]

As Moniuszko was preparing to work at the Warsaw theatre, he was also
considering undertaking composing efforts aimed at making literacg® more
attractive, even though he knew that the illustrative music he prepared will only
follow the already existing and wethown pieces:

>«@ ]DSLVDaHP MX* ZLHOH SDSLHUX GR WHDWUX DOH V]W
z Damsego robotamipt GVWD ZLDQH E\a\ QB[:Havesilétivha@y pagesQ L H

for theatre, but the plays to which | added music have already been presented at Your
6WDJH DORQJ ZLWK 'DPVHIV ZRUNV @

The issue of illustrating literature also preoccupied the composer tothiards
HQG RI KLV OLIH ZKHQ KH FRUUHVSRQGHG ZLWK
and cocreator of the Polish Opera in Lviv. The letters were devoted, among
others, to the remuneration for the pieces that were supposed to be staged at the
new Polish opra theatre. Furthermore, Moniuszko wrote that:

7 | wrote about Moniuszko as an author of illustrative music to literary texts in, among others:
Muzyka w polskim teatrze dramatycznym do 1918 r&kD,U W &] VWR F K RIOD. S

% J[HWWHU IURP 6WDQLVAaDZ 0RQLXV]NRNWIB/227 |Ntovetbed RB46/ NL 9 |
as cited in: S. Moniuszkad,L VW\ JHEBEUIR H «

¥ /HWWHU IURP 6WDQLVADZ ORQLXV]NR WR -y]JHI 6LNRUVNL 9LC
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-H*HOLE\ Z\SDGa4aD SRWU]JHED NRPSRQRZDQLD FKyUyZ OXE PX]
FK WQLH ] SHAQ\PL VH®bduld therd BvaiCbe B beldd For composing
choirs or music to dramas, | shall be gladblige.]

Moniuszko created a good many illustrative works to literary pieces,
including, among othersKaspar Hauser Anicet Bourgeois and Adolphe
S3KLOLSSH GT(QQHU\ V PHORGUDPIsahawika)ldzgli LQ OL!¢
%aRJRVaDZLH forwddes ahd® Widkdstra byGT(QQHU\ DQG *XVW
Lemoine staged in Vilnius in 1845 and, from the same yBan Juan de
BarbastroE\ DQ XQNQRZQ DXWKRU ,Q WKH V ORQLX\
WR JU\GHU\N 6 N D Bdp&bN TrkactWR RtHh@ \time, Moniuszko s
WRRN LQWHUHVW LQ JUDQFLYYAW B WE@R FI\IEDV ZGRERN
na Nowy Rok 7KH RYHUWXUH WR /XFMDQ Kéd¢harRda H VNLY
KHWPDDQMDWKH PXVLF WR :aD&YyWaD ZLEOWHEIPRPOD TV
were illustrative pieces writteto literature.Prior to the creation ofawnuta
Moniuszko composed music to pieces devoted to gypstence, in 1859, the
SUHVV ZURWH DERXW -y]H Cydanie(fh@ GRoZigsNuhgs¢é GUDPD
SFKRLUV DQG GDQFHV ZHUH F($iHde W8BEBGhiE€llusttdtived R Q L X V
music was created with the Warsaw theatre in mind, but the theatres at other towns
XVHG LW DV ZHOO 7KH PXVLFIWRYV $G@edERtecdmaHFNL Y
WKH V DQG LQ WHeda D Fnhix@dHcfol ad OrEngstr& The
illustrative music to= E y MyFriedrich Schiller dates back to the same pé&tidil

ORQLXVINR FRPSRVHG WKH PXVLF WR D IHZ VRQ
Wandafor two voices and piano and a year later to the p)d2eO Hy,~whidh was
referred to as a declamation for harp, harmonium and narrator. At the turn of the
1860s and 1870s, several other important pieces of illustrative music were created:

LQ WR 'HODYPaQHIQ GUDPR 6K DTheHWeRkabt Wbl V
Venice LQ WR /HSLQH D Q Ghs LasDIxoB B Ver§ivh Bristing D

TXDUWHW D \HDU O Bblavkety WMWDR 6 K DAWWRH\eFPHDBIfYUFNPD
& KDWULDRgehyMahdDs WR *HR URéd#ta& BRQDXGWIWR TV PXVL
setting to Juliv ] 6 & R Z Dille Mefedys also welknowrt®.,

Although in the case of songs and illustrative music, Moniuszko made use of
readymade texts and his literary tasks predominantly concerned searching for

0 JHWWHU IURP 6WDQLVADZ ORQLXV]NR WNRar6hW87Q, la¥/citéddn 1LHG]L H
ibid, p. 583.

4 7KH KLVWRU\ RI WKH ZRUNV RQ WKH VXEMHFWIRIWSRKSVLHV LV (
FI' $ )yUWVitkewska, Od 3&\JIJDQyZ" )UDQFLVIND 'LRQ@IT8HdR .QLD(QL
3-DZQXW\ 6WDQLVAaBiNRFIPIDWUNRX]\F]Q\ 6WDQLMATXZD ORQLX
56. The subject was also discussed by Agata Seweryn, cf. A. SeWlgganie sentymentalni
i romantyczni( . Q L D (f]MofQiuszky, 31 DSLV’ VHULHSS6.;;,, S

2 &1 : 5XG]IBWRRLVADZRORBRYLOAUN ,lpaR®) WIHDINLYIED\ p. 161.

43 Cf. ibidem, p. 174.

44 Cf. ibidem, p. 492493.

45 Cf. ibidem, p. 492493.
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good poetry and wellritten dramas, in the case of sico-dramatic pieces, operas,
smaller opera forms and cantatas, his literary tasks were much more complex. In
1840, Moniuszko wrote to an unknown addressee about his ideas for an opera li-
EUHWWR H[SODLQLQJ WKDW WKH 3RMR<HWWM W TR | CDX
7UH 0 RSHU\ ]JRVWDZLDP DXWRBRRZDM ELOMHH MBS0 HEyZL R
DOER *HE\ WR E\4\ MDNLH F]DU\ VWUDFK\ F]\ FR EDUG]R
FKFLD4 WR WUH U PR*H E\0 /XNUHFMBbo%RW&*LD DOE
=DZLHSU]\FNL>SRZLH 0 $ % URQ NIReaXxeNHeHdRent Bfab H S U]\F H (
opera to the author, as long as it is serieas many funerals or prayers as possiboe
it concerns some magic, scares or something more cheerful. If he thatlis would like
to, the content may concern Lucrezia Borgia or Twardowski or the castle in Zawieprzyce
>$ %URQLNRZVNLYV QRYHO =DZLHSU]\FH@ @

7KH DUWLVWLF 3IUHHGRP™ WKDW ORQLXV]NR ZD
not enough to encourage his conporary writers to create original librettos, and
the problems with acquiring good texts for operas accompanied Moniuszko
throughout his entire lifé, often suspending the creation of new pieces. He
complained about this situation to Sikorski in 1842:

Tuw:LOQLH QLH PDP ]GROQHJR[HerR, i iMiDsQl havedaddyH W W y Z

capable of writing librettos.]

+H ZURWH LQ D VLPLODU WRQH WR ODWXV]\ VNL

3D4DP QLH]PLHUQ FK FL GR QRZHM RSH[UlongtowtitkR OLEUHW!
a new opera. But it is very hard to find a libretto here.]

The letters confirm that Moniuszko was a demanding composer, who put
a lot of time and effort into his work. Despite the declaration from the beginnings
of his artistic activity, he rarely entrast a libretto solely to the writer and often
wanted to have an impact on its literary aspects. In an 1850 letter to Gustaw
Gebethner, he wrote about his plansHoabina:

84R*\OL P\ ] QDV]\P QLHRFHQLRQ\P SDQHP :4RG]JLPLHU]HP

opery® [The invaluable Mr Wlodzimierz [Wolski] and | made a plan for a new opera.]

On occasion, he would also instruct the librettist or, in other words, put him
on the right track. When he received a fragment of a cantata, which was never
finished in the endhe advised Stefan Kowerski:

% /[HWWHU IURP 6WDQLVAaDZ ORQLXV]NR WR DRVX\QN 8RB @HXG U+
47 This was discussed by, among others, M. KomorowSR& DQLVADZ ORQLXV]NR Z SR

OLWHUDFN «
4 [HWWHU IURP 6WDQLVADZ ORQLXV]NR WR -y]J]HI 6LNRUVNL

S. Moniuszko,/LV W\ ]HEBUIDT H «
4 Letterfrom6WDQLVADZ ORQLXVINR WR /HRSROG ODWXV]\ VNL 9L«

as cited in ibid, p. 301.
% /JHWWHU IURP 6WDQLVADZ ORQLXVINR WR *XVWDZ *HEHWKQ

ibid, p. 357.
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PX]\ND SRWU]HEXa&kH najhbij§Z DOH WDN RQH PDM GRNA&DGQI
UR]ZLMDU *H QLE\ MDN 4RSDW %B[Rusid ReBds YD wirdy AX FKDF]R Z
as possible, but they must elaborate on the thought as precisely as if it were drummed into

WKH OLVWHQHUYV KHDG @

ORQLXV]NR ZRXOG VRPHWLPHV UHMHFW WH[WV D
libretto aboutWanda(although the litenyy piece was created and Moniuszko
received it in 185%). He also made the decision to stop workingRmkiczana
due to the interference of censorship in the text of the libretto and the removal of
WKH FKDUDFWHU RI D NLQJ 31XGHMPRHEO]XMID URRE
EHINUYBHZIKH ZRUN KDV EHFRPH ERULQJ VLQFH WK}
DQ LQWHUUHJQXP @

Moniuszko made use of virtually every possible way of acquiring librettos.
He reached for the existing texts, which he could use similadyliterary basis
for a song. He found them in the existing dramatic literature (as in the case of
Widma ZKLFK LV EDVHG RQ WKH V DERPaBdHDLEW R1 OLFI

IRU LQVWDQFH LQ WKH FDQWDWDV ZKLFKe®DGH XV

Witoloraudgd. ORQLXV]I]NR HPSOR\HG WKH WHUP 3RUJDQLVL
efforts he made independently or in collaboration, for example with Edward
&KARSLFNL L @Qitdldfadd& ID & ldtteR o Kraszewski, he wrote that:

QD NRQLHAP]SBYEBRZDU VDibr¥tth G]ISL VDU PPt end,
| started trying to write music and organise the libretto myself.]

+H 3RUJDQLVHG"  Wilinyhiinkdf cHangigRalmhastt nothing in
WKH RULJLQDO WH[W Biady@dnt Frs0theFdn ektialrdpefitions
he made were a very modest interference that did not affect the meaning of the
piece. He promptly started caring about the creation of original texts that would
be intended as librettos, which is why he often tried tkencantact with potential
librettists. His attempts to find librettos and librettists would often end in féfilure
EXW LQ D IHZ FDVHV WKH FRPSRVHUYVY GHWHUPLQD
suggestions, hints, requests and reminders, ultimately breatsfying results.

7KH FROOHFWLRQ RI ORQLXV]I]NRYV SOLEUHWWLVW'
artists of his time as well as less known authors.

59 JHWWHU IURP 6WDQLV aDRoverRsk), \VHNUENLR MAYRL8E0V &4 Idded in ibid,
p. 152.

52 &1 OHWWHU IURP 6WDQLVADZ ORQLXV]J]NR WR *XVWDZ 20L]DU
p. 353.

53 |bidem.

% JHWWHU IURP 6WDQLVADZ ORQLXV]NR WR -y]H4, ad QtedFin .UDV]HZ"
ibid, p. 198.

5 &1 DPRQJ RWKHUVGPD6X&RMN XV EN|IL ZREM FO L F Nih:HTeaF | D
PX]\F]Q\ 6WDQLVaRZBRIRQLXV]RG

% 7KH\ ZHUH GLVFXVVHG E\ Nid@dlizénahelptojdHRy(@erbmboniuszki
3. ZDUWDOQLN 0X]\F]Q\£2, p. 243BN
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As a composer of musiedramatic pieces, Moniuszko began by udtng
GHU\N 6 N DithEmd dhfitedBiur D O Lin E8327 and then, in 1836Carl
% O XRAW'LH 6FKZH L%iH Gémai Where were few musical elements
in both works, yet they are counted among musi@mnatic forms and described
as comic operas, vaudevilles or operettas in the understahdingas characte-
ristic of the first half of the nineteenth century. Having returned to Vilnius, Mo-
niuszko still tried to find a libretto among the existing literary works, but he si-
multaneously directed his attention to the possibility of having an atfilijimetto
created by a contemporary writer.

AlthoughAleksander Fredro GLG QRW EHFRPH RQH RI ORQL>
WKH ZULWHUYfY QDPH RXJKW WR EH PHQWLRQHG |
for librettos with the ambitious idea of collaborating with Fredro. Moniuszko saw
him as the author of texts that could potentiblyenriched with dramatic music.

He began by creating the musicNacleg in Apeninyn the years 183A.839
SUHPLHUH LQ 9LOQLXV LQ EXW DIWHU D IHZ

D QG VF KRI@e dtiker hand, he treafddwy Don Kichagtwritten in 1841

(staged in Lviv in 1849), as his first serious attempt at compoaitey. his expe-

riences with previously existing texts, he pleaded with Fredro to write an original

libretto:

1LH PLHP SRFKOHELDUO VRELH D*HE\P ylztb@BzZymaniaJad E\0 GR
nowego libretto do mojej muzyki przeznaczoné&gfi. do not dare to flatter myself by

thinking | could ever be fortunate enough to receive a new libretto that would be intended

for my music.]

The correspondence withskar Korwin -Milewski was not preserved; he
wasthe author of the librettos fdroteria, written in 1840, staged in Grodno in
the same year and then premiering in Vilnius, Minsk and Watsé#ve piece
,GHDa& F]\OL 1 Rrarbthe ddiie yeRr] Bhich was staged in Vilnius, and
the 1841 piece. DUPDQLRO DOER )UDQF¥3jtl maXlikély *D UV
premiered a year later. Szymon Paczkowski writes that KeMilewski did not
VWDQG RXW DV D ZULWHU KH FRXDQGHYRIQLEM]|NE
choice of his texts demondfWHG D FHUWDLQ GLUHFWLRQ LC
artistic efforts, which did not, at the time, move beyond the circle of light musico
dramatic works and the traditions of vaudeville and $éyll

5 Cf. S. Niemahaj,2% LXUDOL FL° 6WDQLVADZD ORQLXV]NL ZRNya NR|
oraz partytur warszawskiej i krakowskign:] 7HDWU PX]\F]Q\ 6 WD Q Lpv&vEFZD ORQL

%8 Cf. G. Zieziula,Od 3IUDQFXVNLHMQ I%HWMWRENLG R~ 'L HEFKEZRIM] B KQW V
RSHU\ 6WDQLVADZO]\WNRDJLXV]INIR 69986. S

% /JHWWHU IURP 6WDQLVAaDZ ORQLXV]NR WR $OHNVDQGHU )UHC

60 |bidem.

61 Szymon Paczkowski wrote about the premiel€ilika uwag w sprawie historii i librettéd/ RWH U L L~ «

62 Cf. ibidem, p. 68.

63 Cf. ibidem, p. 69.
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Moniuszko made use &F/incenty Dunin-0 D U F L Q N L plecesHohir\i-
mes, creating the operettaBR Ey U Udi ISBEWD UHN U X(¥34L, Xta)\Gy Z
ged in Minsk in the same yea¥)joda cudown§l843) :DOND P Arjd3Sier Z
lanka (1852). The latter introduced the Belorussian language in the lines uttered
by peasats.

He contemplated writing a collaborative work witty ]HI .RU]JHQ@bhRZV NL
several occasions; unfortunately, it did not come to pass. In December 1846, he
ZURWH WR -y]HI 6LNRUVNL

.RUJHQLRZVNLHPX SRG]L NXM EDUG]R ]D REUHHWIQIREL@DSLVD
Z 7TZRMHM REHFQR FL L RG WH#[eKpxeniowskKry YharRZ D R W\P

for the promise to write a libretto which he gave me in your presence and has not

mentioned once since then.]

/IRRNLQJ IRUZDUG WR .RU]JH Q teRazSkirkKy vt Marth FW LR Q
1847 in a slightly sarcastic tone:

.RUJHQLRZVNL SRND]XMH VL *H ] UyZQ &4DWZR FL SUJ\UJHNE
pisze swoje komedi®&.[It seems that it is as easy for Korzeniowski to make a promise he
will not keep as its for him to write his comedies.]

In 1848, he must have been very worried about the poor results of trying to
SHUVXDGH WKH SOD\ZULJKW WR FROODERUDWH Z
Komorowski from Vilnius that:

.RUJHQLRZVNL SU]J\U]JHNA& rehbDdé iR HQ BZHW] S®REE WHN F]\WD&

6NR F]J\4R VL QD SRARZLH VFHQ\ GUXJEHKdrzeniaiski PXVL XID U |

has promised, as you may know, to write a libretto forthe even read the beginning.
It ended in the middle of scene two!!! He rhasstrust his own abilities.]

$OWKRXJIK ORQLXV]INRYV FRD[LQJ ZDV XOWLPDWHC
wrote a libretto forRokiczanathe two authors were not able to finalise their
collaboration by staging the opera becauserds never finished due tihe
aforementioned interference of censorship. Even at the beginning of January
1859, Moniuszko, full of hope, informed licewicz that:

3RFLHV]DP VL5RMLMDN®YU MX* SU]JH] .RUJHQLRZVNLHJR S
SRGDOL P\ GR FHQIXU\ L HDWHZ QO H Z4hkbIB thyseM &3 ]ILam

writing Rokiczanawhich has been submitted for censorship after Korzeniowski rewrote

it and will most likely get past the censors successfully.]

6 JHWWHU IURP 6WDQLVADZ ORQLXV]NR WR -y]HI 6LNRUVNL DQG
as cited in: S. Moniuszkd,LVW\ JH UL H «

6 /[HWWHU IURP 6WDQLVADZ ORQLXV]NR WR -y]JHI 6LNRUVNL 9LO
p. 118.

66 LettHU IURP 6WDQLVADZ ORQLXV]NR WR -y]HI .RPRURZVNL 9LOC
ibid, p. 136.

% /[HWWHU IURP 6WDQLVADZ ORQLXVINR WR (GZDUG ,O0FHZLF] :D!
p. 339.
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7KH ZRUN GLG QRW 3JHW SDVW WKH FHQVRU
Moniuszko wrote that:

6]NRGD W\ONR *H QDP FHQ]XUD Z\NURLA&aD NUyOD ] 5RNLF]IL
PL PRQDUFK % fRiZ bl pify that the censorship has cut out the king from
Rokiczana. | will not stage this opera until they return my nmanh

As the character of the Polish ruler did not return to the opera, the joint work
by Moniuszko and Korzeniowski was never staged.

:aDG\VabDZ 6\yUwhN eofabdbated with Moniuszko as the author of
texts to songs as early as in the 1840s, madatigmpts to write a libretto for
the composé?. In 1853, he prepared a piece entitlargier, which was based
on a motif from the history of Lithuania, and created the teX@an wieszcza
a year later. The latter was even published by J. Zawadzki mu¥iln 1854°,
ZLWK D QRWH LQ WKH WLWOH RI WKH SULQW WKD
WKH OLEUHWWR ZDV EDVHG RQHSRRQHB G DXQE ®EK LW
Syrokomla must have appreciated his own work since, in 1860, he wrote to Mo-
niuszko to remind him about the piece and ask:

2Wy* F]J\E\ G]JLVLDM QLH GDAaD VL Z]&R®UId itWd bgD U] XFR QL
SRVVLEOH QRZ WR UHWXUQ WR WKLV DEDQGRQHG RSHUHW

as well as offer further assistance:

>«@ MH OLE\ Z FDARSRRWUXHEED ENARLSU]JHURELU OLEUHWW
URERW\ ER ]DJ]GURV]F] :ROVNLHPX L &K FL VNLHPX *H
SUDFR2Db&«@ VKRXOG WKHUH EH D QHHG WR UHZULWH WKH
be glad to work on it since lenvy WINL DQG &K FL VNL WKH RSSRUWXQLYV
6WDQLVabz @

There is some evidence of the ideas for a collaborative workAgitsander
Groza’and the poeb HZH U\Q D ' X,RHe lauthdt Bf a project for the opera
Aleksot#>.

Moniuszko, who followed natinal literature closely, also paid attention to an
able Warsaw artist; aR G] L P L H U], arRl@¥ilNcbllaboration, though often
difficult, resulted in such outstanding worksHalka and Hrabina. Moniuszko

8 /HWWHU IURP 6WDQLVADZ OR @ WaktiaN B6 WIR 185D 743 Gited jrolficd Z L F
p. 364.

69 Cf., among others, L. Simorgyrokomla i Moniuszko®. XULHU :DUV]DZVNL" 1F
p. 841.

0 Cf. Sen wieszcza2SHUD ZH WU]JHFK DNWDFK GR PX]\NL 6W ORQL.
przerobienie:aDG\VaDzZD 6\URNRPOL 9LOQLXV

T /JHWWHU IURP 6WDQLVADZ ORQLXV]INR WR :4DG\VADZ 6\URN

5XG]L ¥WDQLVADZ ORQLXV]NRpar6Wp2sl.D L PDWHULDA&\

72 |pidem.

73 |bidem, p. 251252.

74 Cf. ibidem, p. 252.

5 &l : 5XG]IBWRRLVADZ ORQLXV]N Rpar62VatGrigdtHerfdD 302 35L.D &\
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was immensely grateful to the poet for thwetto for Halka, which made him

the most famous opera artist of the ro&htury. He had no complaints as to the
OLWHUDU\ DVSHFWV RI WKH OLEUHWWR DQG KH MX
D WUXO\ PDUWY H® 6uRckstedvoR the ‘opera praedpMoniuszko to
GHVFULEH :ROVNLYV WH[W XVLQJ QRWKLQJ EXW WK
KDYH WKH ZRUN WUDQVODWHG LQ )HEUXDU\ KH
D PDVWHUSLH FHn Re sDb<eduErtyeats\iidvever, he complaibedt

the collaboration with the poet, going through a ceaselessageef hope and
DQ[LHW\ ,Q :ROVNL FRPPHQWHG RQ WKH UXPRXL
premiere in Warsaw and declared his willingness to collaborate on another work:

2Zy*tczy E G JUDOL F]\ Q+tRDP RFKBRDOLSU]\VaxX*\t &L VL QR
OLEUHWWHP NWYUHJR SU]JHGPLRW "®Wrether thdgBtdde PRMHP X SR]
or not, | want to write you a new libretto; please leave its subject matter to me.]

The poet also streed his own abilities:

1DEUDA&HP ZSUDZ\ WHUD] GR WHJR UPRGJ]mxkXe@ud P DW\F]Q\FK
proficient at writing this kind of dramatic pieces.]

and Moniuszko agreed:
=DZV]H Z MHGQHJR :RO N+ HKR WHDDGIZDNVZEH Qdledt HG LQ :ROV N

However, their future collaboration was hindered by a disagreement
regarding the fact that the poet had published the libretto without the score and
requested additional remuneration. This made Moniuszko reflect on the nature of
the relationship étween the composer and the poet:

&]\ WR NRPSR]J\WWRU SLV] F PX]\N ]DSU] JD VL8 Z ZLHF]Q Q
[Does the composer subject himself to the eternal slavery of his poet by writing music?]

The composer ceaselessly stressed that:

Nikt zapewneZ\*HM QLH FHakl, \0WDEWMDVWIP L UDG E\P MHM DXWRUD
6]NRGD W\ONR ]JH ] SUJHGVWDZLH %RreMapdhooBealie® LH MD NRL
the libretto forHalka more highly than me, and | would be glad to shower its author with

gold. Itis a pity, then, that it is not me who benefits from the staging of my own operal]

% JHWWHU IURP 6WDQLVADZ ORQLXV]INR WR -y]J]HI 6LNRUVNL 9LO
cited in: S. Moniuszko/LV W\ JHEBEUIR2Q H «

7 Letterfrom6WDQLVADZ ORQLXV]NR WR *HEHWKQHU DQG :ROIl 9LOQ

= NRUHVSRQGHQFML :4RBRIPELHRI@VVRDYWLHDRL VNL A3DPL W(
1972, vol. 1, p. 211.

70 lbidem.

80 /JHWWHU IURP 6WDQLVAaDZ ORYUXVNR R QH R BIR M&efEW D U \
1858, as cited in: S. MoniuszkéL VW\ ]H EpUIDO H «

88 /JHWWHU IURP 6WDQLVADZ ORQLXV]NR WR *HEHWKQHU DQG :RO
ibid, p. 303.

82 |bidem.



/ILWHUDWXUH DQG ZULWHUV« 117

The conflict turned out to be temporary; Moniuszko and Wolski created one
more work together, and, in 1859, Moniuszko called his collaborator, as | have
already meW LRQHG 3L QY DO XD E®athéugh he Rv@u]d_fut hiny ] -
to numerous tests in the future, concerning different, often more mundane,
matters such as the simple act of rewriting the text of a libretto. Moniuszko
UHSRUWHG :ROVNLYV EHKDYLRXU WR ,OFHZLF]

-D WHUD] RNUXWQLH MHVWHP ]DM HMbiry Qpéldwdniemth@ WR ZD QL
:ROVNLHJR NWyU\ PL VL MDN OLV SU]JHG FKDUWHP SR
SRWU]JHEXM PLHU WHJR SUDabDWD SRG U N $OH JUHVIW G
E G]LH QL MIua&tstiibly busy with instrumentation, rehearsidgabina and

tracking Wolski down, who hides from me in bars like a fox hiding from a greyhound!

and | often need him close at hand! But other than that, things are going welechg

that we will be successful.]

He wrote to Gustaw Gebethner in a similar tone:

:ROVNL DQL ¥QLHMAOZHM MDN % RAWIsK dSeR boDsBd\W ikl do
not know how | will manage.]

After Halka, the nature of his search for a librettoadibrettist has changed
since it was connected with the expectations of the audience for the creation of
a new remarkable opera. Regardless of his plans for the collaboration with
Wolski, Moniuszko turned to other artists. In 1858, he wrote, for exarple
/IXGZLN ODWXV]\ VNL UHJDUGLQJ D OLEUHWWR IRU
the Great (which was provisionally entitled) y O F K § RefeiMiggZto Konstaty
ODMHUDQRZVNLTV ZRU R Vhe stbidctrniaied Dds hddresed in
the unfinihied and previously mentioned opé&takiczanaln the same letter to
ODWXV]\ VNL ORQLXV]INR ZURWH WKLQNRRADIZER X
Szymanowsk) that:

3R :ROVNLP MX* VDP W\ONR MHGHQ 6]\PDQRZVNY |RVWDMH
[Szymanowski is the only one left after Wolski; if only he would not be as crude.]

The librettoFlisa was written by 6 WD QLVAaDZ 9% Ridkd YoaurieV N L
a new opera by the administration of the Warsaw Theatre Directorate, which
hoped it would be as suessful adHalka?® (it premiered in 1858). Moniuszko did

8 /JHWWHU IURP 6W D Q LGuatBwGelRiQrieX Whk&v pR/May? 1859, as cited in

ibid, p. 357.

8 JHWWHU IURP 6WDQLVA4DZ ORQLXV]INR WR (GZDUG ,O0FHZLF]
ibid, p. 375.

8% JHWWHU IURP 6WDQLVADZ ORQLXV]I]NR WR *XVWé&ldn ttiIEHW K Q
p. 379.

8% /JHWWHU IURP 6WDQLVADZ ORQLXVINR WR /HRSROG O0DWXV]
1858, as cited in ibid, p. 302.

87 |pbidem.

8 +DOLQD :DV]NLHO§W DPQRLQ/VRADZD GgRdévoied BEWNDIQLVADZ % RJIXVAI
Warszawa 2010.
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not avoid troubles that resulted from the collaboration with writers
%RJIJXVADZVNL ZKR VKRZHG QR FRQVLGHUDWLRQ IRL
the publishef.

In the Warsaw period, Moniuszko minued to work withGustaw Olizar,
who wrote a new libretto for him based on the legend of Wén@he libretto
reached the composer, but, as previously mentioned, he did not attempt to write
music to the text. The letter sent to the wealbédlibrettist onfirms that Mo-
niuszko was responsible about his activity as a composer, and, in spite of the
problems with acquiring new texts, he did not accept every work, even if it meant
that he had to turn down the people he resp&cted

The attempts to collaboratéttv -y JH1 ,JQ D F\ . U Bs\A]ibrgtstNnere
a much longer story. The abewmentioned letter to an unknown addressee from

FRQFHUQLQJ WKH FRQWHQWV RI WKH RSHUD WK

OLEUHWWLVW FRPHV IURP .UDV]JHZVNLTV FROOHFWL
meone that the young composer was looking for a good librettist and-avritell
ten libretto. This was not the only situation in which Moniuszko was assisted in
his contacts with Kraszewski. In an 1842 letter, addressed directly to the writer,
Moniuszko reflJHQFHG KLV FRXVLQYVY DGYLFH ZKR VXJJH®
give his opinionon SLHZQLNL

The further efforts aimed at entering into collaboration with Kraszewski con-
cerned the musicalisation &¥itolorauda Moniuszko made them, to a large
extent,at-y]HI 6 LNR UV N EqMeStrrRrIp&denc@ with the writer lasted
through the 1840s and 1850s; Moniuszko was assisted by his wife, who also sent
OHWWHUV WR .UDV]JHZVNL ORQLXVINRfV ZULWLQJV
fications for the difficulies that arise in composing, even in the case of using
unchanged fragments of existing literary texts.

In 1842, Moniuszko wrote that:

>«@ PLHMVFD SU]JH]QDWitBldaddze® IPHK XMLAZ PRLP PHORGLRP >«(
>>«@ WKH IUDJPHQWYV WipWwreu@:EcH& IRRW XVIEP &R P\ PHORGLHYV

and became the foundation for a text that constituted a selection from the original
YHUVLRQ SUHSDUHG E\ k2 BridlGijofeKasR KnowiN bs L Q
Wundyny and byStefan Kowerski to the cantata emitlKrumina (Moniuszko

8 &1 OHWWHU IURP 6WDQLVADZ ORQLXV]NR WR KLV ZLIH :DUVDZ
in: S. Moniuszko,/ LV W\ ]HEpUI2& H «

0 &I OHWWHU IURP 6WDQLVADZ ORQLXV]INR WR *XVWDZ 20L]DU
p. 353.

. Cf. LELGHP DQG OHWWHU IURP 6WDQLVADZ ORQLXV]NR WR *XVW|
in ibid, p. 458#459.

%2 &1 OHWWHU IURP 6WDQLVADZ ORQLXVINR WR -y]HI ,JQDF\ .UDV
in ibid, p. 61.

98 5XG]L VNL DQG 6WRNRZVND ZURW H LD/BARX]\W EfHDI¢HB0. 6 ORQLX'

%4 lbidem, p. 79.
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WKDQNHG WKH DXWKRU | Kuinina®*§.HoriusgkkavHix€2lfv D P S
MXGJHG &KARSLFNLYV WH[W DV

ILEUHWWR XaR*RQH WiXloreddyy 0 DAWMWZSYNLHJIR JU FIQLH SRa
ZHGAaXJ SRWU]HE IR % pLibrextd \airBnQed \fFokh the fragments of the
introduction toWitoloraudaby Kraszewski, skilfully patched up according to the needs

of musical forms.]

The matter became complicated when it turned out that the writer had certain
remarks as to the form inhich Witoloraudawas used, which is why Moniuszko
explained himself with regard to the first version of kfitla cantata in a letter
he wrote from Vilnius on the 27July 1854:

%DUZD PX]\NL MDND VL ]QDOD]autobRGYH & &N\EHBE DWFKQLF
G]LHaHP QLH PRM Z&4DVQR FL BUJHEDF] PQLH 3DQ ZVSD
SRZD*\4 QD -HIRWROURPRLXEHP GRW\FKF]DV QLH ]GD& VSUDZ\
$OH VWDAR VL WR ZV]\VWNR MDNR QLHWStBceadyHZDQLH
FIX4HP QLH]DZRGQ WUH 0 PX]\NDOQHJR SRHPDWX Z VDP\F
FRUD] EDUG]LHM FRUD] Z\ViklyQ DM M) D\NRQDHF/ 1D FOCAHP SUYy
VDP XU]li®dYetto L SLVDU PX]\N %\a\ WR EDUG]R V]F] OLZH
jaka QRZD QLHQD ODGRZQLF]D VQX&D VL abDWZR EH] QDMP
Z\ZR&4DQD ]DNO FLHP XUR[Fheltintbresdd id<icRhaRamerged under

the influence oWitoloraudais solely its own work and not my property. Please forgive

me fordaring to make an attempt at Your piece [Witolorauda] and that | have not yet

realised what has transpired. But everything happened unexpectedly: Ever since | read
Witolorauda | have felt the sure meaning of the musical poem in its very prologue. As

| was reading into it, the plan ftMilda was becoming clearer and clearer, until | tried to

organise the libretto and write music myself in the end. Those were very happy moments!

The music, new and original, floated effortlessly, without any sophisticatoifi jt were

conjured up by a spell.]

In the correspondence with Kraszewski, the composer raised the issue of the
advantages the cantata has over the opera due to the theatrical limitations that
characterise opera adaptations and showed his appreciatiche literary

benefits it brings:

7UH i ZL F OLWHZVND QLH KLVWRU\F]Q BnieopavhSaeQ WQLHM
NDQWDWD QLHREOLF]JRQ Z\*V]R it SRG ND*G\P Z]JO GHP C
REHMU]JHUO VL R LOH RSHU D DINHR MH\KE DFQWRPQL QQHWGRDNHF]Q
WUH i QDMIDQWDVW\F]QLHMV] PR*HP\ Z\JRGQLH Z NDQWD
GR SLHN&D VZRERGQH SU]JHM FLH ©H(wiRBEMDE SU]J\]ZR
(niekoniecznierecitatiwo GDZQLHMV]H |]DSRZLDGamaG&NADGQLH U
D SLH QL DULH GXHWWD FKyU\ SUJHFLQDM F SRZLH U L

% /[HWWHU IURP 6WDQLVADZ ORQLXVINR WR 6WHIDQ .RZHUVNL

p. 152.
% & OHWWHU IURP 6WDQLWaD.RPRORAXWNNR MRQLXV 1RYHF

S. Moniuszko,/LVW\ ]HEBUI3Y H «
% /[HWWHU IURP 6WDQLVADZ ORQLXV]NR WR -y]HI ,JQDF\ .UDV]|

ibid, p. 198.
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WZRU] FDAaR U0 SH&aQ QW Hitduamah don@®iR ZnbtEhistorical) is the
most enticing to me, and the foramot opera but cantata, is stenably superior to the
opera. It is time that we decided if opera is anything but celebrated absurdity. We can
conveniently put any content, even the most fantastic, into the form of cantata. A free
passage from heaven to earth and from here to helbwmtitimsulting decency.T he

story (not necessarily thee citativ o of old) heralds a dramatic movement, and as
songs, arias, duettos and choirs cut through the narrative, they replace its purely lyrical
fragments and create an entirety that is interestiddgwahof charm.]

Although the above statement resembles an ideological negation of the opera,
it is difficult to accept it as anything but a compliment to the author of the
FDQWDWDYTV WH[W DQG VLPXOWDQHRXVO\ WKH UHV;
as Moniuszko did not abandon the genre and still struggled toltdtdice
.UDV]HZVNL GLG QRW DFFHSW WKH WH[W SUHSDU
libretto anew, creating a new cantata in the 1850s. Thanks to that, at the beginning
of 1859, Moniuszko waable to write that he is grateful for the text he received
from Kiev because:

Miida WDND MDN MHVW WHUD] MHVW MX»@*[NlHQiQkt® XSRPLQNLF
current state, is already a precious gift to literature.]

He must have thought it valuable to music as well if he wrote:

1RZH VARZD MX* V SRGAR*RQH SRG FD& PX]\N NWyUD SR
Z L R Y€INew words are already set to the entire music, which has blossomed after this
procedure.]

The secod version ofMilda was to be staged in 1859 (it was ultimately
performed in July), and Moniuszko was happy with the delayed, yet very good
musicoliterary effect. In his letters he referenced

OLQ®R NWyUHM .UDV]HZVNL QRZH U\PRZH @LIPIL XB 8 JHIGU\R H
X*\WH GRYV aRW&i®Qlbrdudy ENtWIIR[Milda, to which Kraszewski wrote new
rhyming verse, replacing the previous one, taken frori\iisloraudd,

RU GHVFULEHG LW HYHQ PRUH FDUHIXOO\ DSSUHFL

Milda, GR NWyUHM .UDV]JHZVNL QDSLVD& U\PRZH ZLHUV]H SU]JHFX
ELD&A&H Z\FL JQL WH ] :LWRORUDXG\ 12[GIRISHADICHQLD (G &K?
Kraszewski wrote lovely rhyming verse, replacing his blank verse from Witoloraua a

HG &KARSLFNLYV VXSSOHPHQWV @

Yet another text by Kraszewski that was adapted for libretto had a chance to
become the basis of an opetBudnik prepared by Antoni Zaleski. The work,

%8 |bidem.
9 /JHWWHU IURP 6WDQLVAaDZ gyRRiz¥wskiNWRardaR 17yAdtiuary QBT as
cited in ibid, p. 344.
100 |hidem.
0L /HWWHU IURP 6WDQLVADZ ORQLXV]JNR WR *XVWDZ 20L]DU :DUVD
102 /HWWHU IURP 6WDQLVADZ ORQLXV]NR WR citsdarLidQp.BEAVL XV :DUVL
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however, was never realigét] just as the attempts to acquire an ioatjopera

libretto written by Kraszewski, although the problem of the availability of literary

WH[WV IRU XVH LQ RSHUDV ZDV NQRZQ WR WKH Z

RSHUDV ZHUH SXEOLVKH®*>®'DBiD)\HWHY CREBEJHWQ®@ D
0 R QL XV]NeRsaxe &sH vidénce of his difficult collaboration viidim

& K F L, ¥vdnthough it resulted in three very successful wokkerbum no-

ELOH 6W U bridParia; GrifyytheBeataoperetta was of poorer qualfity,

The traces of their collaborative decisions are noticeable, as in the case of Mo-

QLXVINRYTYVY UHTXHVW WR LQWURGXFH D SURYHUE

the lines of one of the charactersMarbum nobil&®. The correspondence also

reveals a struggleith the author, who was reluctant to keep working:

>«@ G]L ]DNOLQ D PVebuh)bd hi witrzngand >>«@ 7RGD\ , LPSORU
you: sendvVerbumto me or | will not stand it anymore.]

The composer justified the complicated situation to licewiczramgelf in
the following way:

&K FL VNL ]DFL & VL ZL F OLEUHWWD QLH PDP% JG\* L WI
>&K FL VNL JRW VWXFN VR , GR QRW KDYH D OLEUHWWR
imagination.]

Despite the difficulties in their daborative artistic efforts, Moniuszko
DSSUHFLDWHG &K FL VNLYV ZRUN KH ZURWH IRL
Paria opera is fit for translation and presenting it to international audience:

3UJHNADG E\4aE\ EDUG]R 4DWZ\ G RegdUweisk He§tLddbrzd G\* &K F
miarowy!® >7UDQVODWLQJ ZRXOG EH HDV\ EHFDXVH &K FL VNL

Paria was created to a libretto based bBHODYLJQHYYV SLHFH DQG
VRPH RI ORQLXV]INRTY OLWHUDU\ IDVFLQW¥LRQV
UHPHPEHUHG 'H O D PdriaQuHifVheNead ihHhiG youth, and then
HQULFKHG LW ZLWK LOOXVWUDWLYH PXVLF LQ

103 Cf. M. Komorowska, WDQLVADZ ORQLXV]NR Z SRJRBBABE. RSHU OLW

104Cf, -y]HI ,JQDF\ .UDV]HZVNL L SROVNIFRP\F L6 PXI]HWDHEWA IZ L H
1963, p. 11#.25.

105 Alina BorkowskaRychlewska discusd G -DQ &K FL VNLYV OLBUHMWWERV]HQ W
NADGHP D WZyUF]R(FRLOLIREUNIMWQDIDRKX -DQD &K FL VNLHJR GR
uszk), [in] 7THDWU RSHURZ\ 6WDQLVAaDZXx 0 Q29andNDLQ BHNRQWND !
+MoniuszkowsKibrecista, [in] 7THDWU PX]J\F]Q\ 6 WDQLMAaA®AD ORQLXV]NL«

106 & OHWWHU IURP 6WDQLVADZ ORQLXV]NR WR -DQ &K FL VNL
in: S. Moniuszko,/ LV W\ ] H EUIBR H «

W /HWWHU IURP 6WDQLVADZ 0R Qarsaw, th&kbayifhingooQFebiiaFy 1880\ L
as cited in ibid, p. 384.

108 JHWWHU IURP 6WDQLVADZ ORQLXV]NR WR (GZDUG ,0FHZLF]
ibid, p. 421.

19 /HWWHU IURP 6WDQLVADZ ORQLXV]INR WR 7HRI L& ihkb@DUWR Z|
p. 587.
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four great choirsto theParia W U D 3# end, in 1869, he created an
opera based on a piecgethe French writer. Moniuszko directed the aforementioned
praise to Teofil Lenartowicz, yet another poet with whom the composer corre-
sponded, asking for advice and suggestions with regard to literary matters.

Another artist whom Moniuszko envisioned as a librettist for his operas was
-DQ 7RPDV] 6HZH Uth®authdr af theNilhretto to a piece entitleda,
which only received a few musical drafts from Moniuszko. However, the collab-
oration with the goodvriter, author of numerous dramas, theatre director, actor
DQG WUDQVODWRU IHOO RQ WKH ODVW \HDUV RI OR!
to finalise it with a joint work.

ORQLXVINRYYV VWUHQXRXV HIIRUWV WR SRSXODUL
atreswHUH QRWLFHDEOH QRW RQO\ LPBRar&dperaFIbé&/ H R1 &k
translation of the literary text into other languages was supposed to be the starting
SRLQW 7KH DIRUHPHQWLRQHG $0IUHG GHV (VVDUW
JUHQFK -yjaukki initdated the relationship with the French writer). The
attempts at translatingerbum nobilewhich Moniuszko wanted to stage at the
2S pUD & RrPRafisxMdre met with difficulties. The translation was supposed
to be prepared by Edward Karol @écki, and Moniuszko even aski€thszewski
to help him urge the reluctant transl&tbrThe opera was never staged in Paris.

Moniuszko had a lontpsting relationship with the Russian p&8adimir
Benediktov ZKR WUDQVODWHG OLFNLHAZNdAHYc@BHPY LQV
HUDEOH FRQWULEXWLRQ WR ORQLXV]INRYV RHXYUH
Russian poet as seriously as with the Polish authors of original librettos. It was
Benediktov who authored the Russian versioMdéla. Moniuszko later men-
tioned the poet in the context of a translatiorHaflka; hence he wrote to Alex-
ander Dargomyzhsky:

3URV] R DGUHV PHJR QLHRFHQLRQHJIJR %LHQLHGLNWRZD

EH]JJUDQLF]Q XSU]JHMPR & PRJ OLF]\i Z Z\SDGNX JG\E\ Wzq

konieczné''? [Please send me the address to my invaluable Benediktov. It is his endless
kindness that | can count on in case a translation is necessary.]

In later years, Benediktov (whose name Moniuszko polonised into
3% HQHG\NWRZ"™ KHOSHG 0RIQ1I0XNe]ddRphset EtatD Womd G O\ | (
Petersburg that the poet seriously works on

]JDVWRVRZDQLHP VZHJR W4AXPDF]JHQLD GR PRMHM PX]\NL >«@
SRGSLV\ZDi SRWUJHEXM EH] QD'W[RQIkMIY frendBtich@oPDQLD JARZ

10&] OHWWHU IURP 6WDQLVADZ ORQLXV]INR WR (GZDUG ,OFHZLF
ibid, p. 501.

el OHWWHU IURP 6WDQLVADZ ORQLXV]INR WR -y]HI ,JQDF\ .UD\
in ibid, p. 438.

112) etter from StaQLVAaDZ ORQLXV]NR WR $OH[DQGHU 'DUJRP\]KVN\ :DU
1860, as cited in: S. MoniuszkéL VW \ ] H EpUMQ H «

W /HWWHU IURP 6WDQLVADZ ORQLXVINR WR KLV ZLIH 3HWHUVEXU]J
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P\ P XV L Fanrdkh@does it so faithfully that | only need to sign it without racking my
brain.]

Benediktov also translated the textfdmainto Russiaft“,

The constant presence of literature in the artistic life of Moniuszko, the
reading of poems, novels and dranawl the knowledge of scientific and
journalistic writings devoted to music and literature constituted the basis of the
FRPSRVHUYVY DFWLYLWLHY KH PDGH FUHDWLYH GI
literature in his works in the form of lyrics to soragsd musicedramatic pieces.
$OWKRXJIK VRPH RI ORQLXV]NRYTVY UHDGLQJ FKRLFF
to properly judge the quality of contemporary works, his relationship with
literature led him in the direction of some of the most outstandingsadtisis
time, especially in the case of Polish writers and poets. In songs and operas,
Mickiewicz, Fredro, Kraszewski and Wolski turned out to be the closest to him.

He repeatedly used their literary works, often including them in unchanged
versions or hrough relatively slight adaptation. In this way, Moniuszko
recognised their commonly accepted greatness, perhaps being aware that his
compositions may further increase the value of a brand new riisiewy piece.

Introducing poems and dramas to his keprMoniuszko worked in a truly
literary way since even a small interference required the librettist or the composer
to adapt the literary aspects of the piece. Apart from using existing literary texts,
he tried to acquire original librettos, written by thest of authors, which is why
he corresponded with contemporary writers, poets and playwrights, asking them
to create new texts for him. He suggested subjects and themes to his librettists,
collaborated on the literary side of librettos and, once theg vreated, he made
efforts to have them translated into other languages so that foreign audiences
could come across them. As a result of his efforts to ensure the highest possible
literary quality of his pieces, he led to the creation of a body of whdtsias,

DV 0D4aJRU]DWD .RPRURZVND ZULWHV B3PXVLFDOO
U H &\Thé works he composed distinguish themselves through the quality of
WKHLU OLWHUDU\ HOHPHQWY FRQILUPLQJ WKH H
efforts. In ths way, the composer worked in the field of literature, made use of it
and left his mark on the literary world of his time.
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/ILWHUDWXUD L OLWHUDFL Z *\FLX L WZyUF]I

Streszczenie

$UWINX4a GRW\F]\ PLHMVRZ M\|LXFIHQZYUBG|RVAUBWRQLVADZD OfF
SRI\WRUD WZRU] FHIJR Uyh@itzddxVB KB NQIL ORWHWD AINIRQWDW\ RUD
PXJ]\N VFHQLF]Q GR GUDPDWyZ 3RGVWDZ GR DQDOL]\ NRQWHN
jest jego korespond@ FMD Z NWyUHM SRMDZLD&\ VL WHPDW\ OLWHUDFNI
OHNWXUDFK SRHWDFK L SLVDU]DFK R WHNVWDFK SLH QL L C
Z OLVWDFK GRZRG\ QD SRV]XNLZDQLH OLEUHWW QLBYyQGHL VOAD@GUNH |
SUYE |DSURV]HQLD GR ZVSyaSUDMRXJUAJQ@FKHS DY R U3 VU DSFFOHM 7 ZQLR
WRSLVDU]\ ZVSY4aF]JHVQ\FK ORQLXV]FH /LVW\ SLVDQH GR NLON?
SROVNLHM SRaRZ\ ;,; ZLHNX ZLD G&FPRR IDAENW Q YR ]iD FM\F KW DFL \
WZLHUG]D UyZQLH* MDN WUXGQR EV\AaR NRPSR]J\WRURZL SR]\VNLEL
tekstu do utworu dramatycznB X]\F]QHJR : DUW\ANXOH SU]JHGVWDZLRQD JRVYV
ORQLXVINL Z UyG NWyQDRKOH®OWH$QVYDWIH L GUDPDWRSLVDU]H
G]LHaAaD ORQLXV]NL V XWZRUDPL ] XGDQ ZDUVWZ OLWHUDFN I
JyZ NRPSR]J\WWRUD D Z NRQWHN FLH +S\RCENK*GI DQD RQMLF MHHILRH VGARYUWRE!
niuszkine ftONR GOD PX]\NL DOH UyZQLH* GOD OLWHUDWXU\ L NXOV

6aRZD NO XBniRsZkd, literatura, libretto, opera, kantata.
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Goplana:4aDG\vabDzD )HOH VNLHJ
Kilka uwag o stylu opery

Streszczenie

: SD(G]JLHUQLNX URANXS ADWIWD UIRHBRYID Z :DUV]DZLH Z\VW
G]J]LHVL FLX ODWDFK QIGHREH®QBR\¥&aDYD YVABBALWNLHIJR 2SHUD
M WD SU]JH] ZLDWRZ NU\W\N ] RJURPQ\P X]QDQLHP D ZzZ PD
Z IRQG\QLH MtevmaminaHOpekh Award€ NDWHJRULL G]JLH&AR RGNU\WH Q
E\4A4D ]|DVNRFHHWLBGIWNRQGEOD SROVNLFK PHORPDQyYyZ OHF] WDN*
ERZLHP RSLQLD R )HOH VNLP MDNR NRPSR]J\WRU]JH NRQVHUZD
Z\UD]JHP PLQLRQHM HSRNL 3RJO G WHQ E\a SRZLHODQ\ SU]H]
kRZDQ\ SRQLHZD* XWZRU\ NRPSR]J\WRUD E\4a\ EDUG]R U]J]DGNR
PAaRG]LH F]H #mve@drk kbad@rtoweV TatrachL NLONX SLH QL 'RSLHUR Z R\
SRGM WR EDGDQLD QDG MHJR WZyUF]R XX S KA@DHRQ QH QICH RV P
W\F] F\FK ZDUV]WDWX NRPSR]J\WRUVNLHJR :4aDG\VabDzD )HOH \

64RZD NOXBDRAN 4D Z )Hdplenad/dydra liryczna, opera w Polsce.

:abG\vabz )HOH VNL QDOH*\ GR JURQD QDMZ\EL
VNLFK GUXJLIKMieBuRIeBaZteka kompozytorska obfituje niemal we
ZVI\VWNLH JDWXQNL L IRUP\ PX]J\FIQH XSUDZLDQF
RG XWZRUyZ VRORZ\FK SRSU]J]H] NDPHUDOQH D*
QDMZD*QLHMV]H X]QDMH VL MH @ri@daiNtybhttanipoSLH Q
J\WRU XMDZQLa JayZzQ RORK\MWZRBMHJIRLVWVOYU\FK
QDG G]JLHZL uG]JLHVL W FKDUDNWHU\IXM VL Uy*C

DDWD JJARV]HQLD

'DWD Z\VabQLD JZURWX UHFHQ]IML
'DWD Z\VvabQLD JZURWX UHFHQ]IML
'DWD Z\VADQLD JZURWX UHFHQ]ML
Data akceptacjii3.01.2020
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SL WR FL JDWXQNRZ ]JQDNRPLW\P ZDUV]WDWHP NR
formalnym.

1LH PQLHM ZD*Q SR]J\FM Z GRURENX )HOH VNLHJF
] NWyU\FK WU]J\ PLD&a\ VZRMH KbradSNalkeRrbdt26\luZH /ZRZL
tego 1885 rokfj Janek+ SD(G]LHU QL N,Draz 6 WWDRNDXIZ harca
1907 roku. Jedynie prapreméeGoplany QLH RGE\aD VL Z W\P PLH F
SUJI\JRWRZD& M OZRZVNL J]HVSya RSHURZ\ -HM SLHI
w Krakowie 23 lipca 1896 roku.

.D*GD ] RSHU SUH]HQ WoKraINVallEn@iW R V& X @kiiid D G
RSpQdplanaMHVW RBHUFIORW\VDP NRPSR]J\WRU RNUH O
opery romantycznej)lJanekwykazuje cechy opery realistycznej,@WDUD ED
QDZL ]XMH GR GUDPDWX PX]J\FIQHJR :DJQHUD =D QD
SR]\WRUD X]QIREI VYRSBYW QD GUDBBREHBHBMIOH XR/ ]
ladyna Pomimo istotnego znaczenia dla polskiej kultury muzycznej opera ta
SU]JH] ZLHOH ODW QLH E\4D SU]J]HGPLRWHP ]DLQWH
Z RVWDWQLP RNUHVLH SRGM WR EDGDBIRAWRZVWDP ]D N
WHDWURDRNRL SORW@RZQDQLHP OLEUHWWD /XGRPLAD *lI
V]ID 6ARZDFNLHJR D WDN*H UHFHSFMplaBjUD2¢RZ SLHI
gorz Zieziuld Z VSRVYE GRJ4 EQ\ RPyZL4 JHQH] RSHU\ RU
]DQH ] NROHMQ\PL SUHPLHUD®LL H&EU QEDWVEHAQ DWW ZD &
Q\FK 3U]J]HGVWDZL4& UyZQLH* RSLQLH yZFJHVQ\FK NU
SRUXV]IDM F SU]J\ W\P NZHVWL PRW\ZyZ SU]JHZRGQLF
UJH 3U]J\EOL*\4 SRQDGWR WZyUF]R U RSHREROD NR FD
wJIJURQLH RSHU OLU\F]Q\FK Z]BRIOHNVIOLBKBHSPM]\RS
MHM NUDNRZVNLHM SUDSUHPLHU\ GR SUJHGVWDZLH

: SRZ\*V]\FK SUDFDFK ZL FHM PLHMVFD SR ZL FRQR
OL]LH G]JLHAD &HOHP QL@ LHMYVOIRR DALV NOSAHKE @ HV QWL
GRW\F] F\FK ZDUV]WDWX NRPSR]J\WRUVNLHJR :4DG\Va
VWDQ SU]JHGH ZV]\WVWNLP ]DJDGQLHQLD NWyUH GR
R NWyU\FK E\aD MX* PRZD ZH ZF]H QLHS\RVAFK. RGHDFFR

1 A.Zwierzycka,3LH QL VRORZH :4DG\VEDZOG HPILCCH OKNFH O LP .DUROD
skiegg :URFaDZ \%
2 3UDSUHPLHUD RGE\4D VL QD VFHQLH 7HDWUX LP KU 6NDUEN
8 3UDSUHPLHUD X ZLHWQLAD XURF]J\WVWR U RWZDUFLD QRZHJR JF
4 G.Zeziula,: VW $Z @ : )H30ptana(u897, Instytut Sztuki Polskiej Akademiilauk,
Warszawa 2016, s. 10613.
5 A. Wypych-*D Z UR MtrBxura w operze: adaptacje dramatycz®X ]\F]QH XWZRUyZ OLW
rackich w Polsce do 1918 oku NDGHPLD LP -DQD '"4XJRV]D #®IP.VWRFKRZD
6 * =LH]LXOD G]:RNWA RBIRERODQD  :4DG\VAaDZD )HOH VNLHJR S\
istyl[w] 2 6ARZDENXP\VAa\ OXG]W MG*BH 0 DmRtAt\Skiiki Polskiej
Akademii NaukWarszawa 2009%. 1274148.
7 0 -DF]\ $NEHSFMD WZyUF]R FL :4DG\VaDZzZM939 MisitaNa-HJR Z OD
JHOORQLFD .UDN#5D. \Y,
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Architektonika

W GoplanieQLH PD W\SRZHJR GOD RSHU\ URPDQW\F
=EXGRZDQD MHVW RQD ] WUJHFK DNWyZ SRG]LHOR
VL SRGVWDZRZ MHGQRVWN NRQVWUXNF\MQ D
wej. Nie jest to jednak scena typu wagnerdhlsHJR SRQLHZD* Z MHM
VW SXM Z\UD(QLH RGG]JLHORQH L ]DPNQL WH FD&
NRzZD D MHM UR]JF]JARQNRZDQLH QLH QDVWU F]D W
ODQH SU]JH] VDPHJR NRPSR]J\WRUD QLH WWN\NO*MR ]P|
SRSU]JH] ZSURZDG]HQLH SDX] 3RV]FJHJYyOQH RGFL
VRE PHWUXP G\QDPLN DUW\NXODFM L W\SHP PI
UyZQLH* ZL NV]H ]DPNQL WH FDA4AR FL )HOH VNL (
FKRUO Z\ND]XM\ WQSREHF&®OD W\FK JDWXQNyZ QD S
] SLHUZV]IHM VFHQ\ , DNWX F]\ URPDQV .LUNRUD ]
RGQDOH(U PR*QD SLH QL FKDUDNWHUWSMWWVHQN G
GRZ URPDQV SLH ELHVLIDOQGHPREBOPWQ Q\PR%L E
JHQWXM EXGRZ JZURWNRZ OXE JZURWNRZ ] UHI!I
SU\]RZZLHORF] FLRDXEOWE]\F] BELRZ $%$

6FHQ\ V VLOQLH ]ZL ]DQH ] IDEX4 RG]JZLHUFLF
QLF]Q DOH Z VHQVLH FL JX WUH FLRZHJR & F] VI
]H ]JPLDQ PLHMVFD DNFML 5y*QL VL P4PBJ\ VRE
VL Z QLFK SRMDZHU B&ERV\ EFRORW *aRV\ VRORZ
Z GZRMDN L+ \BERIVZYEM Z\PLHQQLH QD ]JDVDG]LH GLTC
XG]LDa RG GZyFK GR V]JH FLX RVYE OXE UyZQRF]H
WHW\ L NZLQWHW\ : FD&HM RS HUihh wGeeRie fojaM G L
ZLDM VL WH* LOQQH HOHPHQW\ IRUP\ RSHURZHM
G]LDaD FKyU NWyU\ |GZDMD LFK SDUWL OXE GRS
WR ]DUYyZQR DQVDPEOL MDN L Z\VW SLH VRORZ\F
wiHUDM ]DPNQL WH SDUWLH FKyUDOQH QD SU]J\N&

P VNL FKyU U\FHU]\ DNW , VFHQD FI\ PLHV]DQ

&KyU\ SUJHGH ZV]\VWNLP ELRU F]\QQ\ XG]LD& Z
FM NRPHQKWN XcehaFl, akt Il scena 3).

6FHQ ] GAX*V]\PL VDPRG]JLHOQ\PL SDUWLDPL LC
MHVW QLHZLHOH 1DOH*\ GR QLFK F]ZDUWD VFHQI
Intermezzo V]yVWD VFHQD ,,, DNWX ] UR]JEXGRZDQ\PL
GXFKyZ *UDEFKakdwia D N*@IDaX DNWX ,, NWyU\ JRV)
sceny warszawskizj .D*G\ DNW UR]JSRF]\QD VL LQVWUX
2SHUD QLH PD XZHUWXU\ LVWQLHMH WAONR NUyW
QLR SRZL 1DQD }y., DNWHP RSHU

8 L FHM LQIRUPDFML QD WHPDW XVW SyZ LQVWUXPRN)YWDOOQ\
opery« V % WHIRW«S VV A35.
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W GoplanieVSHaQLDM VL WHRUHW\F]QH ]DaR*HQLD )t
WRZDQLX PHORGLL SLRVHQHN OXGRZ\FK L DULL SUH
RNUHVRZ L V\PHWUL : VZRLP S RNaukaFHaphonjX ]DW\W
oraz pierwszych zasad kompgzyisze:

ND*GD PHORGLD SRZLQQD VL WUJ\PDUO SHZQHM V\PHWULL Z°
]DGDZDOQLDM FD GOD XFKD

D GDOHM VWZLHUG]D *H

QDMEDUG]LHM >«@ ]DRNU JORQ L ]JDGRZDODM F SRF]XFLH H\

JAR*RQD ] WUWIHFK F] FL

7DNLH XPLARZDQLH SRU] GNX L V\PHWULL Z\Sa\zZD:
GR PX]\NL NODV\FIQHM NWyUH UR]JEXG]L4 Z )HOH VN
Aleksander Dreyschoék lecz + E\il PREW DN*H ] RiEmMpLgyWhe R
RVRERZR FL NRRSPII\MWMRWDIHQL FDAHM RSHU\ PR*QD
SRZWDU]DQLD &] VWH SRZWDU]DQLH PRW\ZyZ 1UD]
tonicznych, powtarzanie swobodnie konstruowanych, nieregularnych, poszerza-
Q\FK OXE VNUDFDQ\FK ]GD L RNUMPHYW UGD M HVR ZH X
ZL *H )HOH VNLHJR ] WUDG\FM PX]J\NL NODV\F\]PX
&|HUSLH RQ ] GR ZLDGF]H WZyUF]\FK NRPSR]\WRUy
R W\P PL G]\ LQQ\PL QD]JZLVND QD MDNLH SRZRaXMFhE
Haydn, MozartBeethoven, Mendelssohn, Schubert, Schumann.

OX]\F]QD FKDUDNWHU\VW\AND URGRZLV]I

: OLEUHWFLH SRGREQLH MDN Z GHWBPFIUHRGRYW
VND WDN EDUG]R FKDUDNWHU\VW\F]QH GOD URPDC
z Kirkorem, KosWU\QHP L U\FHU]DPL* ZILIDW *IRSNODQAW BNILL H
&KRFKOLND L GXFKyZ RUD] ZLDW OXGX UHSUH]JHQW|
G\Q :GRZ L ZLH QLDNyZ )HOH VNL Z VSRVYE PLVWL
NDPL PX]\F]Q\PL ]DUYyZQR WMDW U]\S R\R|E RZLLNONDH SRV

ZLDW U\FHUVWZD QDMOHSIHZMNRG P U WD QL W K X(
EUJPLHQLD RUNLHVWU\ 6]F]JHJYyOQLH ZD*Q URO RG
VIDQH L SHUNXV\MQH ]ZUDFD SRQDGWR XzZ®&J IDQID
QLH SUJH] U\FHU]J\ ] P\ OLZVNLHJR RUV]DNX .LUNRUD
UDNWHU\]XM VL HQHUJL ZHUZ L JGHF\GRZDQLHP

° : )JHOH VNL * Naukad Kavhhohji orapierwszych zasad kompozyayid. 2, Gebeth-
QHU L :ROIl :DUV]IDZD * *HEHY8%OIxHA67. 6 SyaND .UDNyZ

10 7D P,*44282.

11 J. ReissAlmanach muzyczny Krakowa 178914 t. 1, nDNADGHP 7RZ OLAR QLNyZ +L
L =DE\WNyZ .UDNBR2Ds. 1I06DNyZ

12 A, Zwierzycka,dz. cyt.,s. 4758.
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PHQWDFM WDN*H LQQ\PL F]\QQLNDPL PL G]\ LQC
PL Norte G RF KR G] riktach KalKkinacyjnych dfortissimg, licznymi ak-
FHQWDPL L WDNLPL RN WUryra&xbsWyrmipDjakibed UNds@riarZ F | R
catoconbrio 'R RGGDQLD WHJR FKDUDNWHUX SU]J\F]\Q
QLH RNUH O R-Qu, DMR)Q présM Harnonika.

: QLHFR RGPLHQQ\ VSRVYE SRWUDNWRZDQD MH®
NRUD ]zZL ]|DQD Z OLEUHWFLH zZ\4a F]QwhkédnlhjebowW NLHP
ZLHP URPDQV R SLHZQHM NDQW)\OpaqoR]ZRINMUPIHOR (
niamiwyrazowymidolce espressivo7 RZDU]J\V]\ PX PD&\ VN4DG LQ"
] Z\VXQL W\P QD FIR4A4R RERMHP NWyU\ GRGDWNRZ
SLH QL =G]JLvaDZ -DFKLPHFNL |]DOLF]D WHQ IUDJP
rowych w polskim repertuarze

ZLDW 1D QWD V pZeNd wZzystkirh@ktiimentacja, artykulacja i dy-
QDPLND :V]\VWNLH SRVWDFLH WHJR ZLDWD ]DVDC
SRGREQ\ FKRUO ND*GD ] QLFK SRVaxJXMH VL ZabDV
QLF]\ ZLDW IDQWDVW\NL ]ZL pexgzemithhhéfruinedtal-O L N D
Q\P ] KDUI WUyMN ¥izdicato ] D& W \OdxbNIbpMNnissimo
RUD] RNUH OHQ L Bnyraza@dwhR€yfiefd-ddiee scherzando

GoplanatMDNR NUyYyORZD ME[HZODDNTREWROHQRZH DU
tami koloUDW XU\ Z WHPSLH XPLDUNRZDQ\P L PHWUXP
VFHQ\ , DNWX MHVW ZDOFHP ,QVWUXPHQWHP ]Z
6NLHUND L &KRFKOLN GZD ILJODUQH GXV]NL VFK
]D SRPRF DUW\NXODRMO\PKHARGWRZFIGDFK U\WPL
nychstaccato W partii orkiestry, w instrumentach smyczkowych, wprowadzone
V SRQDGWR W aX PoizRidatd.a ih&trdmeter® Enkrakizrystycznym
jest obok harfy i talerzg WUYyMN W 3DUWLH kK4 UZOSQHH B DM
VWZLH GR SDUWLL 6NLHUNL L &KReégft&@ LND FHFKXI

ZLDW OXGX F] VWR FKDUDNWHU\]RZDQ\ MHVW .
PHORGLDPL OXGRZ\PL 3XQNWHP Z\M FLD GOD NRI
przez Kolberga. NetWRZD&a LFK MHGQDN GRVARZQLH OHI
VW\OL]DFML FR SRWZLHUG]D Z\SRZLHG( VDPHJR )

ODWHULDA& VXURZ\ SUJHLQDF]D&4HP ZHGaXxJ PRLFK XSRGRE
SODQ /LEUHWWR SU]JHF]\WDaHP .ROERGQRZQHNWWUW X ¥\ PF¥
ORGLL RGSRZLDGDM F\FK GD QWG RG\DXZDEMHR E LA U H\KRBPX |
WV\ONR VL W\P QDVWU¥M L SLV] ZHG4&XJ VLHELH

=D]Z\FIDM V WR SURVWH SLRVHQNL R EXGRZLH
L PRW\ZyZ ] U\WPLWDW-\\R 3 RiGa@URE., lderka czy krako-
ZLDND 1DSLVDQH V Z Z\UD(QLH RNU-holD(&-QIFK WR

13 7 Jachimecki :4aDG\VaDZ WdQ@H3RMOWNLH :\GDZQLFWZRIGBXREBIQH .UD
14 Fasol, = )LOKDUPRQLL : JDELQHFLH G\UHNRKR DX \&FD) G KV 47DHD W
i SUW\VW\F]QH" QU v
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A-dur, amoll, E-dur) lub w skalach modalnych (eolskiej, frygijskiej). Cechuje je
SURVWRWD VWUXNWXU KDUPRQLF]@QARXN RFFIGZWH IZ\QF
+tWRQLND L GRPLQDQWD SRMDZLDM VL WH* SXVWH
PDa\ VNaDG LQVWUXPHQWDOQ\ ]D]Z\FIDM V WR LQVW
U\FK Z\Uy*QLD VL IDJRW FKDUDNWHU\]JXMyR\ UXEDV
SU]J\NaDGDPL PX]\F]Q\PL V SLRVHQND *UDEFD ] SLH
$OLQ\V ] F]IZDUWHM VFHQ\ ,, DNWX L ZHVHOQ\ FKyU ZLt

%DOODG\QD FKRU SRFKRG]JL JH ZLDWD OXGX FKD
VNLHJR Z dhBeRnyydd zZReterminowane jest wizerunkiem samej postaci.
%DOODG\QD ZEUHZ W\WX&RZL RSHU\ MHVW JayzQ I
UJIRQ ERJDW Z\REUD(QL SV\FKRORJLF]QLH ]JaR*RQ
ZD QDWXUDOQ\FK G *HQLHRGR]EWRDIDAWYW ZDAaDKEa N
WLD %DOODG\Q\ NVIWDAWRZDQD MHVW ]D]Z\F]IDM HZ
F\WWDF\MQD ] GX*\PL VNRNDPL LQWHUZD&aRZ\PL NUy\
NRMQD U\WPLND OLF]J]QH DNFHQW\ hiahigsimi@a FRZDQL
forte fortissimo 3RVWDUO %DOODG\Q\ ]ZL |IDQD MHVW UyzZQl
VRQDQVDPL DNRUGDPL ]JZL NV]RQ\PL JPQLHMV]RQ\P
ZDU]J\V]\ MHM QDMF] FLHM PDV\ZQD LQVWUXPHQWDF
instrumenty nisko brzh FH NODUQHW EDVRZ\ SX]RQ\ ZLROR
Z\NRUJ\VWDQ\ MHVW WH* QLVNL UHMHVWU SR]RVWD:

2GPLHQQR & URGNyZ PX]\F]Q\FK ]D SRPRF NWyU\
rakter i stan psychiczny Balladyny oraz Aliny, ilustruje zestawientiabeli 1.

Tabelal.Muzyczna charakterystyka postaci Balladyny i Aliny

Elementy muzyczne Balladyna Alina
VIHUHJXM FH

F] VWR ]DPNQL WH
piosenki o charakterze taneczn

SLHZQD NDQW\OH(
recytacyjna, EUDN GX*\FK VNRN

ewolucyjne,

7\S NVIWDAWRZ Gy WNLH PRW\Z\

Melodyka GX*H VNRNL LQWH(Z\FK SRVW S\ GLD
URJAR*RQ\P WUYMG
*
rlw:éz)/neQr)I/_t; Ruznl?to%v:n zbU rytmika maurkowa, krakowia-
Rytmika ’ P Y kowa lub proste przebiegi ryt-

pauzy, synkopy;
RNUH OHQ L Hstringdrdd,
G\WVRQDQVH QLHUH
Harmonika QDQW\ DNRUG\ ]ZL
i zmniejszone, modulacje
G\QDPLND ]JUy*QqpF
dofff QDMF{iffELHM
stopniowana lub kontrastowa n
NUYWNLFK RGFLQN

miczne

proste struktury harmoniczne,
Z\UD(QLH RNUH OR

dynamikap lub pp;
tylko dwa razyf +w chwili grozy
Z\FL JQL FLH QR*D

Dynamika
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Tabelal.Muzyczna charakterystyka postaci Balladyny i Al{icd.)

Elementy muzyczne

Balladyna

Alina

Artykulacja i ekspresja

tremolq tremolandg marcatq
liczne akcenty;

RNUH OHQ L Dappasid ]
nato, espressivpcon strettocon
gran passiongaffrettandq con
fuoco |H ]JaR FL ] LU
] Z FLHN&R FL V]\
SDAHP ] QLHSRNR

pizzicatg

RNUH OHQL Ddakceledn]
tenerezzgleggierg con
espressionescherzandpze zdu-
PLHQLHP F]XOH P
bliwie, z przestrachem, niespo-
kojnie

Instrumentacja

masywna,;
LOVWUXPHQW)\ GLV|
klarnet basowy, puzony;
instrumentyperkusyjnex N R W
ZLHONL E EHQ WD

subtelna i przejrzysta;
instrumenty delikatnet UR * H |}
JLHOVNL KDUID G
F] VWR SLHZD EH]

instrumentalnego

QLVNL UHMHVWU L

Orkiestracja

JHOH VNL Z\NRU]J\VWXMH W\SRZ\ GOD URPDQW\]I
WUyMQ REVDG LQVWUXPHQWYZ G W\FK GUHZQLEL

WU ENL SX]RQ\ WXE KDUI L NZLQW\kYW VP\F
: VNabDG LQVWUXPHQWYZ SHUNXV\MQ\FK ZFKRG] |
EXU\Q WDOHU]JH WUWDNY W.SCRZARDENR QHWD PUYZQL
M FH QD VFHQLH L ]D VFHQ 2UNLHVWUD SHaQL :
w tworzeniu nastroju i cPUDNWHU\VW\FH SRV]JF]JHJyOQ\FK U
WUDNWRZDQD MHVW Z VSRVYE WUDG\F\MQ\ 3DUWI
SRGREQLH MDN Z RUNLHVWU]H NODV\F]QHMt ]ZL ]
PHORG\F]Q KDUPRQLF]Q L BMABDIFRLMYR SUBHEDGCW
ZVWDQLD Z SDUWLL R Uintlebycahe) | harimgrircine], aIooviwy: Z
a4 FIQLH waD KDUPRQLF]JQHJR GR ZLDGF]H NRPS
]JDFIJHUSQ &4 HNVSRQRZ®IQ L HZ \NQRW DV AIPBHIQMWHY Z FK GO
razRZ\FK FR ZLDGF]\ R MHJR ZUD*OLZR FL QD EDUz
QLH KDUI\ SUJHG SRMDZLHQLHP VL *RSODQ\ Z SLH
VNLHJR ]ZL IDQHJR ] SRVWDFL $OLQ\ F]\ WU EHN .
Kirkora zakt | scena 3).

JHOLFMDQ 6]RSVNL XF]H )HOH VNLHJR SLV] F F
WRZ\FK VWZLHUG]L4 *H QLH E\aD RQD V]F]HJyOQ
ZLHONLHJR ZJ4 ELDQLD VL NRPSR]J\WRUD ZH ZaD
PHQWyYyZOH SU]J\F]\QDWHRJAD EDU EDUG]LHM SURI]DLF

15 F. Szopski,: D G\V 4D Z ) GebethnerNl Wolff\Warszawdal 928, s. 42.
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+ EUDN ]JDZRGRZHM RUNLHVWU\ V\PIRQLF]QHM &] V
VNLHJR NWyU\ PyzZL4&

-DN*H PDRIVBLYOWYZHN NLHG\ MHVW W\ONR MHGQD"

W GoplanieRUNLHVWUD SRGSRU] GNRZD W yWHV IV \SD U \
QL WH JRVWDM QD SODQ SLHUZV]\ 1DMZD*QLHMV]\P
G\ND FR Z\QLND ] SRVWDZ\ WZyUF]HM NRPSR]\WRUD
W X & R ZNIaQKePpierwszych zasad muzykH OH VNL SLVDa

OHORGLD WR QDVW SVWZRK GIEL.GNRZ ®R]XFIKQD ZSDGDM F\FK [
Z SHZLHQ SRU] GHN U\WPLF]Q\ >«@ 3RGVWDZ MHM ]DZV]H E\
VWDZLFLHON MHVW JayZQLH XF]Xi VHUFD >«@ :4D FLZR FL

4 FIHQLH ]H VARZDPL NWyAKD VMHNWERDGDMND ZUAPFQ\P ERZLHP
VIWXNL PX]\FIQHM@ MHVW XSODVW\F]QLH®LH PX]\N P\ OL ]D

'RGDU GR WHJR QDOH*\ Goplase sWWH. HRAVRRNDHO Q HOA. U \ ]
NWyU\ FHFKXMH ZLHOH G]LH&a )HOH V NdiffdréRtia QLH W\
specificaFDaAaHM WZyUF]R FL NRPSR]J\WRUD

THFKQLND WHPDWyZ SU]J\SRPQLHQLR:

ILHNWYU]\+tDRWNRRIZLF] %LHUQDFNL+ZRIRPVQADM.D \
R PRW\ZDFK SUJHZRGQLFK Z RSHU]JH )HOH VNLHJR G
z dramatem Wagner& \OQLH MHGQDN XWR*VDPLDM WHFKQLN
] WHFKQLN PRW\ZyZWGBopldieZGOW FKXM Uy*QH MHGQR
PDOQH QLH W\ONR PRW\Z NWyUH RGSRZLDGDM R
FLRZ\P 7HPDW\ WH ZL * VL taiiRredRE2Rielkin S¢pjHGPLR
QLX ] XF]IXFLHP L VIWXDFM 3H&4QL RQH MHG\QLH U
VL GR LQWHJUDFML PX]J\NL Z GUDPDFLH DOH QLH
zycznadramaturgicznego, jak to ma miejsce u Wagnera. Z tego potnafdig-
VIH Z\GDMH VL X¥WHAKHQWML R IXDWYZ SbiieSRIRQLHQLR
QLND PRW\ZyZ SlehetdRE@SE R K L B5GdaMeni& tylkomotywy
i frazy,ale FDaH P Ho&ediddenki )HOH VNL F] VWR SRZWDU]D
OXE ] QLHZLHONLPL J]PLDQDPL Z FD&R FL OXE IUDJP

1 7DP*H V

17 1 )H O H Nabkh pierwszych zasad muzykebethner i WolffWarszawa 1898, ss. 4, 5.

18 5 Tomkowicz,*RSODQD 2SNUWDZBDAEOHAYNKRJIRX]\FIQH 7HDWUDOQH
VW\I\F]QH’ QU \% 883(BUTomkowicz*RSODQD 2SHUD )HOH VNI
A3U]JHJO G 3ROV NsL449463;UBiernackiGoplana A(FKR OX]\F]QH 7HDWUD
L SUW\VW\FHQHS6, s. 2& $ 3ROELRWBNIDQD 2SHUD :4DG\vYabzD )HO
A7\ JRGQLN ,OXVWURZD@\" - .DQWANDGW ADZ )+Godang [t
Przewodnik operowy 3SROVNLH :\GDZQLFWZR OX]\F]@23..UDNyZ \%

19 3UREOHPDMRW\ZQ EBbflanie IDMPXM VL UyZQLH* * =LH]LXOD L
(G. Zieziula:RNyad RSHVUNIRW«S 0O -DF]\ VNL G] F\W
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rytm, zmienia tonacje, metrum, aparat wykonawczy. Zawsze jednak zasadniczy rys

WHPDWX MHVW ]DFKRZDQ\ L Z\UDOR|H H]XW HOGIQ\ GH

SRU\ SRGDZDQR 3RMDZLDM VL SUJHGH ZVhVWNLF

VWUXPHQWDOQHM 3RGRGPLHEQDIGHP PRFEIWHU\ JU

. Z\VW SXM FH Z\4 F]IQLH Z SDUWLL LQVWUXPHQW|

. Z\VW SXM FH Z\aiWwbpkalngf; Z SDUWL

M. SR UD] SLHUZV]\ XND]DQH Z SDUWLL ZRNDOQH
w partii instrumentalnej lub wokalnej;

IV. po raz pierwszy ukazane w partii wokalnej i instrumentalnej, a w kolejnych
Z\VW SLHQLDFK SUHIHQWRZDQH. HDOEB®ERDZVEéH
Z SDUWLL ZRNDOQHM OXE Z\a F]IQLH Z SDUWLL L
7THPDW\ LFK JUYy*QLFRZDQ SRVWDU DUFKLWHN\

SUJ\SRPQLHQLRZ Z VSRVYE ODSLGDUQ\ SUH]JHQW X

Tabela2. 7THFKQLND WHPDWyZ SUJ\SRPQLHQLRZ\FK

Jednostka Technika Miejsce
Grupa| Temat architektoniczna przypomnieniowa Z\VW SL
Akt | scena 4, §

motyw tSRZWyUJHQLH GRV
konkursymotyw UJRQH VNUYFRQH ]PLD
miczne, tonalne, kolorystyczne

Akt Il scena 4
Akt Il scena 1,

4,7
! Balla- mot motyw *zmiany rytmiczne, tonalne, kol{Akt Il scena 4
dyny yw rystyczne Akt Ill scena 1
rany po . . Akt Il scena 4
QR*X motyw motyw *zmiany rytmiczne, tonalne Akt Ill scena 4

FDARRWUDQLF]HQLH L 12

g
Cho- PRW\ZyZz ]PLDQ\ PHOLF]\KIscenas, 3

. piosenka - Akt Il scena 4
chlika tonalne, kolorystyczne;
- . . Akt Ill scena 7
" fragment melodiizzmiany meliczne
fragment melodiizzmiany metryczne, to
Goplany|aria nalne; Akt | scena 2
poprzednikt SRZWyU]JHQLH G |Aktll scena 2
VW Stnhidy meliczne, rytmiczne
FDARRISXV]F]IDQLH G(ZL
tonalne;
zdanie*SRZWyU]JHQLH GRYV
zmiany melodyczneytmiczne, me- Akt Il scena 4
malin  |piosenka tryczne, tonalne, kolorystyczne; Akt Ill scena 1,

fraza tzmiany melicznerytmiczne, prze{4, 7
I NV]WDAFHQLDyPitO& G \F]
zmiany metryczne, tonalne, dynamiczn
kolorystyczne

Akt | scena 1
Akt Il scena 5
Akt Il scena 1

fragment melodiitSRZWyU]JHQL

Grabca |piosenka VARZQH ]PLDQ\ WRQDO
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Tabela2. 7THFKQLND WHPDWyYZ SOd)SRPQLHQLRZ\FK

Jednostka Technika Miejsce
architektoniczna przypomnieniowa Z\VW SL
FDAaRSRZWyU]JHQLH SRV]
meliczne, tonalne, kolorystyczne

Grupa| Temat

Aliny melodia Akt | scend, 5

Akt Il scena 2,
F D & Bzniiany tonalne; 4
. . frazatSRZWyU]JHQLH GRV4alAktlll scena 6,
wierzby |melodia - X
miczne, tonalne; 7,9
motyw *zmiany rytmiczne, tonalne SUD(UyG
scena 1)

FDARUHGXNFMD SRV]F]H
NyZ VNUyFHQLH
romans fragment melodiitSRZWyU]JHQL
PLAR|_. VARZQH ]JPLDQ\ PHOLF]
. Z instrumental- . ]
Kirkora nym ZVW SH -rytmiczne, tonalne, kolorystyczne;
motyw tSRZWyU]JHQLH GRV
meliczne, melodycznroytmiczne, me-
tryczne, tonalnekolorystyczne

Akt | scena 3, 4
Akt Il scena 6
Akt lll scena 1

Podsumowanie

GoplanaQDOH*\ GR JURQD*R DHDHH O/IDPMN RPER]\WRU R
PLDQHP RSHU\ URPDQW\FJQHM FKRUO QDSLVDa M SR
W\]P" SUJHMDZLD VL QLH W\ONR Z WUH FL OLEUHWMW
NDFK PX]\F]Q\FK NWyUH QLH V QRZDWRAEXNINADAB RF
RUNLHVWU\ L VSRVYE MHM SRWUD NG6pRdEgtyb 1DWR
SHP SR UHGQLP PL G]\ RSHU URPDQW\F]Q D GUDPD!
] GUDPDWX :DJQHUD SU]JHMPXMH+WHGMHWWFUHRK\VUQH
] SRG]L humenQdke w konstrukcji sceny pozostaje wierny tradycji opery
URPDQW\FIQHM 7R VDPR GRW\F]\ OHLWPRW\ZyZ = |
VWDMH VDPD LGHD &4 FIHQLD RSHU\ PDWHULD&AHP Wt
J\WWRUVND )HOH VNLHJR R® :DHQWMH BPKQYN) LWW P D Wy X
mnieniowych stosuje przede wszystkim w partii wokalnej i partiach wokalno
LQVWUXPHQWDOQ\FK D QLH Z\a FJQLH Z SDUWLL LQ

(GPXQG :DOWHU Z WHN FLH MXELOHXV]RZ\P SR ZL
PDF]\a VWRYV X QraNoNVRgh&R ]\ W

YJHOH VNL QLH XPLD& >«@ EH]NU\W\F]QLH GD WR iEZ&/ ]EMWNLHJ
LQWHOLJHQWQ\ L JE\W 3RODNLHP L JUR]XPLD4& *H ]DVDG\ :DJ¢
V]F]JHSLU QD JOHE SROVN *H MHVW WRDPX]\NWRDMUDD]E\W
VNLHJR DE\ VL QD JUXQFLH QDV]\P QDOH*\FLH SU]\M & 5R]X

20 Zob. G. Zieziula,: VW«S V. #A13.
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VND ]JDZV]H OJQLH GR VIHURNLHM NDQW\OHQ\ ZARVNLHM *
VINDG]D Z EH]SR UHGQLP RGF]XZDQLXLAMOR GREN Q L* W \FXE
Z\NODURZDQ\FK IRUPDFK FKRUE\ ] XV]FPHUENLHP FL JaR F|

$ VDP NRPSR]J\WRU PyZLa

':DJQHUD MDNR NRPSR]\WRUD FHQL Z\VRNR Z |GXPLHQLH I
DOH ZDJQHU\]PHP QLH ]JB®FKZ\FDP VL ZFDOH

JHOH VNL PURP GIWNND 8zD*D&a *H G]JLH&AR SRZI
VHUFD S3\@BWHJR FHQL4 EDUG]LHM 9HUGLHJR QL
SR]\WRU]H Z\SRZLHG]LD& VL Z WDNL RWR VSRVYE

>OHUGL@ ]QDOD]4 GURJ QDMZAD FLZV] G]LOEAO] F QD VH
w nich czyste uczucf

* x %

Goplana SR WULXPIDOQHM SUDSUHPLHU]JH NUDNR
ZNUYyWFH QD VFHQLH OZRZVNLHM L ZDUV]DZVNLHN
VWDQRZLRQR ZL F SRND]DU RSHU SXEOLF]QR FL I
Z\VWDZLHQLD G]JLH&D Z :LHGQLX 3UDG]H =DJU]HE
QLH JRVWDA&DY|UHDORERZBIQD\AR ] LQQ\PL G]JLHADP
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Goplanaby :4DG\V4DZ )HOH VNL $ IHZ UHPDU]I
of the opera

Abstract

In November 2016, the Niahal Theatre in Warsaw stagéoplanaE\ :aDG\VaDZ )HOH VN|
the first time after its long absenftem the stageThe opera was received with great acclaynm
the critics worldwideand in May 2017 it was granted awardat International Opera Awards in
LondkonLQ WKH FDWHJRU\ 3UHGLVFRYHUHG ZRUN ~ 7kut\dse XUSUL
PXVLFLDQV DV WKH EHOLHI W K DWo¥ét @ltdsy WdrksZabe\a iemRdni@y H U Y
a bygone eraddbecome widespread. This viewdhiaeensharedoy several generations and could
QRW EH YHULILHG VLQFH WKH FRPSRVHUYV SLHFHVY ZHUH YHU
of his early workstthe concert overtur&V Tatrach[In the Tatra Mountairjsand a few songs. It
was only recently that research on his oeuvre has been undertaken. The present article is aimed at
providing additionalLQIRUPDWLRQ FRQFHUQLQJ WKH FRPSBKWLQJ WHFE
Keywords: :aD G\V aD Z ) 8dplena/Ayit opera, opera in Poland.
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Abstract

In November 2016, the National Theatre in Warsaw st&ygilanaE\ :4DG\VaDZ )HOH VN
the first time after its long absence from the stage. Tleeaowas received with great acclaim by
the critics worldwide, and in May 2017 it was granted an award at International Opera Awards in
/IRQGRQ LQ WKH FDWHJRU\ 3UHGLVFRYHUHG ZRUN ~ 7KLV VXU
musicians, as the belia@W KDW )HOH VNL ZzDV D FRQVHUYDWLYH FRPSRVF
a bygone era had become widespread. This view had been shared by several generations and could
QRW EH YHULILHG VLQFH WKH FRPSRVHUTTV SLHFéktepfidghUH YHU
of his early workstthe concert overture/ Tatrach[In the Tatra Mountairjsand a few songs. It
was only recently that research on his oeuvre has been undertaken. The present article is aimed at
providing additional information concerningtheR&E RVLQJ WHFKQLTXH RI1 :4aDG\VaD
Keywords: :aD G\V aD Z ) 8dplena/Ayit opera, opera in Poland.

:abG\vabDzZz )HOH VNL LV DPRQJ WKH PRVW SURP
second half of the nineteenth century. His composing oeuvre is abundeatlin
all genres and musical forms that were being created at that time, starting from
solo pieces through chamber compositions and ending with symphonies and op-
eras. However, it is his songs and operas that are believed to be the most signifi-
cant. In tkese genres, the composer demonstrated the main feature of his style
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lyricism. His songs, of which he wrote more than ninety, are marked by stylistic
diversity, extensive range of genres and brilliant composing technique as well as
formal mastery,

Nolesv LPSRUWDQW SRVLWLRQ LQ )HOH VNLTV RHX’
eras, three of which were premiered in Lu8onrad Wallenrodon 26 January
188%, Janekon 4 October 19Gtand 6 W D U QA Ancient Taleon 14 March
1907. OnlyGoplanawas notpremiered in this city although it was prepared by the
Lviv opera group. It was performed for the first time in Cracow on 23 July 1896.

(DFK RI )HOH VNLYV RSHUDV UlkbSrddHiVahe@rody D GLIIF
an example oflUD Q G, B@fahhi3 a lyic operd DOWKRXJK )HOH VNL
it a Romantic operajanekhas the features of a realistic opera, wiilg DUD % D
LV D UHIHUHQFH WR :DJGoH&ahg{g tHoxgltLié DeQhescord P D
SRVHUfVY EHVW SLHFH ZULWWHQ VRBAR KB FHNW PV H5 UD
Balladyna Despite its significance for Polish musical culture, the opera has been
ignored by musicologists for many years. It was only recently that it started being
researched. Anna WypyehD Z U R>\aN &xpert in the field of theafreom-

SDUHG /XGRPLa *HUPDQYY OLEUHWWR ZLWK -XOLXV
the press reception of the first staging$aoiplana Grzegorz Zieziufacompre-

hensively discussed the origins of the opera, the circumstances surrounding its
subsequent premies and the attempts at staging it abroad. He also presented the
views of contemporary critics on the work itself, raising the subject [gfitso-

tifs and folk character. Furthermore, he discussed the opera works of the end of

the century, countinggoplanaDPRQJ O\ULF RSHUDV 2Q WKH RW
- D F ]\ "NhNdstigated the reception of the opera from its first premiere in Cra-

cow to the performances in 1900.

The abovementioned works are more focused on the reception of the piece
than its analyis. The aim of this article is to provide more information concerning
:abG\vaDZ )HOH VNLYV FRPSRVLQJ WHFKQLTXH ,W C
been raised so far, and the ones that have already been studied will be considered
at length.

1 A Zwierzycka, 3LH QL V:RORBYWADZD ) H @kddaniaLMurzna im. Karola

/ILSL VNUHRIRAD Z S

It was premiered at the Count Skarbek Theatre.

The premiere was held on the opening of the new building of the Municipal Theatre.

G. Zieziula,: VW S$SLQ @ : YXGboQdnalldon, Wargzawa 2016, pp. 10&113.

A. Wypych-*D ZU R \itdrBtura w operze: adaptacje dramatyczoX]\F]QH XWZRUyZ OL\

erackich w Polsce do 1918 ok$sNDGHPLD LP -DQD 'aXJRVE]) ¥ V&R MRARZEK R Z

2005, pp. 83.00.

6 G. Zieziula, op. cit.;idem; RNya RSHU\ A*RSODQD” :4aDG\Va4DzD )HOH VNLH
isty,[in] 2 6ARZDENXP\VAa\ OXG]HGYy*8Q H D MRyt SAuki Polskiej
Akademii Nauk Warszawa 2009 pp. 127448.

7 0 -DF]\ RebdpcjaW ZyUF]R FL :ADG\VADZD )HOH939NMusichRagel-O D W D FK
lonica, . U D N3047, pp. 11&150.
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Structure

Goplanais not divided into numbers, which is typical for the Romantic
opera. It consists of three acts divided into scenes. Thus, the scene becomes the
basic structural unit and not one of the numbers of the opera form. It is not, how-
ever, a scene of th&agnerian type because it clearly consists of separate, self
contained wholes. It is usually mu$iectional and the division does not pose any
problems as it is emphasized not only by the changes of tempo or key but also by
the use of rests. The individdaagments differ in terms of metre, dynamics, ar-
ticulation and melody type. A scene may also include largercenthined
ZKROHVY )HOH VNL GRHV QRW FDOO WKHP DULDV
typical features of these genres (for example G@pafvV DULD IURP WKH
RI DFW , RU .LUNRUTVY URPDQFH IURP WKH WKLUG
characteristic of the Romantic opeta folk song, romance, drinking song or
prayer. The songs are set in a strophic form or in a strophicviitima refrain,
while the arias are in the reprise formmultipartite ABCA or tripartite ABA.

The scenes are strongly connected with the plot; they reflect a different dra-
matic situation, but in the sense of a sequence of events, they are combined to
create greater entireties (which results in a change of the place of action). They
differ in terms of the cast of performetssolo voices, choir and ballet may all
appear in them. The solo voices are conducted in two wé#ysy either sing in
turns, resetnling a dialogue involving from two to six people, or simultaneously,
creating duets, trios, quartets and quintets. The entire opera is dominated by dia-
logues, yet other elements of the opera form appear apart from them. The solo voices
often sing togethewith the choir, which doubles their part or interjects in the form
of a dialogue. This concerns both ensembles and solo performances. Scenes that
include sekcontained choral parts are also present, for example the female choir of
ghosts (act Il scene, 3he male choir of knights (act | scene 3) or the mixed choir
of peasants (act Il scene 6). The choirs primarily take active part in the plot, but they
also perform the commenting function (act | scene 1, act Il scene 3).

There are few scenes with longedependent instrumental and ballet parts.
They include the fourth scene of act Il, which contains an instrumbmést
mezzo WKH VLIWK VFHQH RI DFW ,, ZLWK HODERUDW
procession of ghosts, as well as Krakowiakfrom the finale of act Il, which
was added for the Warsaw st&deach act begins with an instrumental introduc-
tion. The opera does not include an overture; there is only a short orchestral prel-
ude that is directly connected with act I.

In Goplang )H O H VdikemehtP his theoretical principles: he shapes the
melody of folk songs and arias by ordering sections, showing preferenme- for

8 More information about the instrumental sections may be found in: G. ZiezRl&ly & RS H U\
pp. 1334.34; idem,: VW«S S S A35.
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riodic structure and symmetry. In his handbook entitiedika harmonji oraz

pierwszych zasad kompozydjhe study of harmorgnd basic principles of compo-

siion@ KH ZULWHV p(DFK PHORG\ VKRXOG KDYH FHUW
VRXOQG DGGV WKDW pPWKH PRVW >«@ URXQGHG DQC
D FRPSRVLWLRQ FRQ ViS\cWa pieferiea favdidarauht] yroedyV |
certainly arose from the love of classical music that Alexander Dreyséhock

JHOH VNLYV SLDQR WHDFKHU LQ 3UDJXH SODQWHG L
SRVHUTV -eompuivevdesdhality What can be noticed throughaine

whole opera is repetition. The frequent repetition of motifs, phrases and larger struc-

tural units, the repetition of freely constructed, irregular, lengthened or shortened,
SKUDVHYV DQG SHULRGYV UHVXOWYV LQ V\Pmelt&d-U\ DQG
dition of classical and earlgomantic music. He draws on the creative experience of

the composers of those periods, which is confirmed by the names that he cites in his
handbookstHaydn, Mozart, Beethoven, Mendelssohn, Schubert, Schumann.

Musical characterization of environments and characters

In the libretto, just like in the drama, there are three wotltigsee environ-
ments so characteristic of Romanticism: the world of knighthood connected with
Kirkor, Kostryn and knights, the world of fanjasof Goplana, Skierka, Choch-
lik [Goblin] and spirits, and the world of the people represented by Grabiec,
Alina, Balladyna, the Widow and peasants. Those three environments as well as
individual characters are characterized in a masterly way by meanssaf.

The world of knighthood is best invoked by means of instrumentattbe
use of full orchestra sound. A particularly important role is played by brass and
percussion instruments; an attentinawing element is also the trumpet fanfare
playedbytK H NQLJKWV IURP .LUNRUYfV KXQWLQJ SURFHV'
the knights are full of energy, verve and resoluteness, which the composer
achieves by means of instrumentation, but also other elements such as marching
rhythm,forte dynamics (reachinfprtissimoat culmination moments), numerous
accents and performance and expression markinggemglecispmarcatqg con
brio. The character of music is also emphasized by its bright keys (A major and
D major) and simple, uncomplicated harmony. Thesatures are present
throughout the whole third scene of the second act.

The character of Kirkor, connected in the libretto only with a love story, is
WUHDWHG E\ )HOH VNL LQ D VOLJKWO\ GLIITHUHQW ZI

9 : )HGHK, G. RoguskiNauka harmoniji oraz pierwszych zasad kompozguji edition, War-
szawa 1899, p. 267.

10 |bidem p. 282.

11 ], ReissAlmanach muzyczny Krakowa 178014 vol. 1, p. 105.

12 A, Zwierzycka,op. cit., pp. 4758.
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romance irpiano dynamics with expressive markings ablce, espressivdt is
accompanied by a small group of instruments with the oboe leading the way and
DGGLWLRQDOO\ HPSKDVL]LQJ WKH O\WUWLFDO FKDUI
rated this fragment among the most kigfaltenor parts in the Polish repertdite

The world of fantasy is distinct from other environments thanks to the instru-
mentation, articulation and dynamics used by the composer. All characters of this
world are generally characterized in a similar way, although every one of them
has its own musid¢danguage. The mysterious world of fantasy is connected with
a delicate instrumental accompaniment including harp and trianglgyiezibato
articulation,pianoor pianissimodynamics and such expressive markingkegs
giero, dolce scherzando

Goplana, WKH TXHHQ RI WKH *RSaR ODNH VLQJV FI
elements in a moderate tempo and triple metre (the aria from the second scene of
act | is a waltz). The instrument accompanying this character is the harp. Skierka
and Chochlik, two misckivous spirits, are characterized mainly by means of ar-
ticulation and the melody consisting of short rhythmic values perfostagdato.

The orchestra part includes the use of mutespézricatoarticulation in string
instruments, and the distinctive ingtment, apart from the harp and cymbais

the triangle. Contrary to the parts of Skierka and Chochlik, the choral parts (spir-
its) are characterized by consistkrgatoarticulation.

The world of the people is described by means of stylized folk melodies. The
melodies gathered by Kolberg became the starting point for the composer. How-
ever, he did not quote them literally but subjected them to artistic stylization,
ZKLFK )HOH neN hinfs&fQ I L U

| transformed the original material according to my likes. That was the casBoeypthna

| read the libretto to Kolberg, who referred me to appropriate volumes and titles that were
UHOHYDQW WR JLYHQ Wlie\AtxdoGIRRpMdte notR fQrhvie, &R 8raw
LQVSLUDWLRQ DQG ZULWH \RXU RZQ PXVLF ¢

The songs are usually simple, characterized by periodic structure consisting
of repeated phrases and motifs, and rhythms typical of Polish dances: mazurka,
oberek and krakowiak. Thelyave clearly defined keys (G major, A major,

A minor, E major) or are based on modal scales (Aeolian, Phrygian). Their har-
mony is simple, often based on tonic and dominant or empty fifths. They are ac-
companied by a small group of instruments, usuallydmonds, with the bassoon

as a distinctive instrument which characterizes hearty Grabiec. The best examples
RI WKLV ZRUOG DUH *UDELHFYfV VRQJ IURP WKH |
WKH IRXUWK VFHQH LQ DFW ,, DQG WeKskthZseeGes L Q J
in act Il. Although Balladyna comes from the world of the people, she is charac-

13 7. Jachimecki :4D G\VEHDH 2vd\Ndd.,. U D N}9B7, p. 62.
14 Fasol,= )JLOKDUPRQLL : JDELQHFLH G\UHdMMWRIYENe, IEaEANAD Z ) H
i Artystyczne” 1902, no. 968, p. 182.
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WHUL]JHG E\ )HOH VNL LQ D GLIITHUHQW ZD\ DV VKH L
acter. It is Balladyna who, contrary to the title of the opera, is the mairctdrara
of the drama. She is a psychologically complicated character with great imagina-
tion, swaying between normal behaviour (the strive for wealth and power) and
madness. Her part is developed mostly in an evolutionary manner, it consists of
recitative meldy with large interval leaps, short, broken motifs, restless rhythm,
numerous accents and a varied range of dynamics ffimmssimoandforte for-
tissimg. The character of Balladyna is also connected with constantly present dis-
sonances, augmented and idished chords and continuous modulations. It is ac-
companied by a massive group of instruments with the low sounding instruments
in the foreground and the low register of other instruments being also exploited.

7KH GLYHUVLW\ RI PXVLFDWONGHNRFGENSX¥WGWHEH) HKb(
and mental state of Balladyna and Alina is illustrated by table 1

Table 1.Musical characterization of Balladyna and Alina

Musical elements BALLADYNA ALINA
. gradual, short motifs, broken |sequencing, frequent salbn-
Type of shaping g S
phrases tained entireties, dance songs

melodious cantilena, no large i
Melodic pattern recitative, large interval leaps |terval leaps, diatonic and melo
triad progression

diverse rhythmical values, dotte|Mazurka and Krakowiak rhyth-
Rhythmicity rhythm, pauses, syncopgsmpo |mic pattern or simple rhythmic
marking:stringendo progressions

dissonances, unresolved domi-
Harmonics nants, augmented and diminish
chords, modulations

simple farmonic structures,
clearly defined key

diverse dynamics: fromppto fff, |p or ppdynamicsf only twice £
Dynamics mostlyf andff; gradual or con- |in a moment of terror (pulled ol
trasting in short sections knife and murder)

tremolq tremolandg marcatq nu-
merous accents;

expression markingsppasio-
nato, espressivpcon strettocon

pizzicatg
expression markingstolce con

Articulation and expres- tenerezzgleggierg con espres-

sion : sione scherzandpwith amaze-
gran passiongaffrettandq con .
) . ment or fear, affectionately,
fuocq with anger, irony, fury, dreamily, playfully, anxiousl
scorn, enthusiasm, anxiety y. P y: y
massive, subtle and transparent; delicat¢
low-sounding instrumentgbass |. .
. . —~ linstruments+English horn, harp
. clarinet, trombones; percussion . . . .
Instrumentation glockenspiel, triangle; often sin

strumentsttimpani, bass drum,
cymbals; low registeof instru-
ments

without instrumental accompan
ment
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Orchestration

The orchestra instrumentation is typical of Romanticism: triple woodwinds
(without contrabassoons), four horns, two trumpets, three trombones, tuba, harp
and string quintet (sometimes playidiyisi). The percussion section includes
timpani, bass drum, srexdrum, tambourine, cymbals, triangle, glockenspiel and
tamtam. The composer also introduces trumpets which are played on and behind
the stage. The orchestra plays an important role in the drama; it helps to create
the mood and characterize individualveanments and characters, but it is
treated in a traditional way. Just like in the classical orchestra, the individual or-
chestra groups have their specific melodic, harmonic and dynamic functions. As
a result, the orchestra part is often divided into laye@rs +a melodic one and
a harmonic one, or its role comes down to a harmonic background. The idea of
showing up solo instruments and using them for expressive purpose was taken by
JHOH VNL IURP 5RPDQWLF FRPSRVHUYV DQ®rLW VK
HIDPSOH WKH KDUS VKRZQ EHIRUH *RSODQDTV HC
(QJOLVK KRUQ DFFRPSDQ\LQJ $0OLQD RU WKH WU
hunting procession (act |, scene 3).

'LVFXVVLQJ WKH LQVWUXPHQW D WitRed, FelicAhK H F F
6]RSVNL )HOH VNLYV VWXGHQW FODLPHG WKDW
VXOWHG IURP WKH IDFW WKDW )HOH VNL GLG QRW
individual instrumentS. But there could also have been another, more igrosa
reason, namely the absence of a professional symphony orchestra in Poland at the
time #a situation caused by deliberate policy of the partitioners. The situation is
DOVR LOOXVWUDWHG E\ )HOH VNLYV TXHVWLRQ Z
| to writedivisi IRU YLRODV LI WKHUH LV RQO\ RQH"T

In Goplana the orchestra is subordinate to vocal parts which come to the fore.
7KH PRVW LPSRUWDQW HOHPHQW LV PHORG\ ZKLI
tive attitude. In his handbook entitldhuka pierwszytzasad muzykiThe study
of basic music principle®@ )HOH VNL VWDWHY WKDW

Melody is a sequence of sounds easily grasped by the ear and arranged in a certain rhyth-

PLF SDWWHUQ >«@ ,W KDV DOzZD\V EHHQ EDVHG RQ KXPD(
ofthe KHDUW >«@ 7KH FKDUDFWHULVWLF IHDWXUH RI YRFDO
ZKLFK JLYH LW H[SUHVVLRQ DQG FKDUDFWHU >«@ >)RU W
bring out the thoughts contained in words by means of Alusic

It should be addethat vocal parts inGoplanaare imbued with lyricism,
ZKLFK LV D FKDUDFWHULVWLF IHDWXUH QRW RQO\
and thus constitutesdifferentia specificaf his entire oeuvre.

15 F. Szopski, AD G\VAaD Z ,)\Wabsew\LDR8, p. 42.
16 lbidem p. 43.
17 . ) H Gk, Nauka pierwszych zasad muzyarszawa 1898, pp. 4, 5.
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Technique of reminiscent themes

Some authorstsXFK DV 7RPNRZLF] %LHUQ®EwWite 3ROL V
DERXW OHLWPRWLIV LQ )HOH VNLYV RSHUD WU\LQJ
QHUYY GUDPD 7KH\ KRZHYHU ZURQJO\ HTXDWH )HC
nique of leitmotif$®. Goplanacontains varioustructural units (not only a motif)
which correspond to given themes in terms of content; those themes are related
to characters and objects and only to a minor extent to feelings and situations.
They are only reminiscences which contribute to the intiegratff the music in
the drama, but they do not form a continuous musindidramatic progression
DV zDV WKH FDVH LQ :DJQHUYV ZRUNV )RU WKDW U
priate to use the termqiWKH WHFKQLTXH Rl UHBPMXHUF WID QV K
tecmique of leitmotifs.The themesin Goplanahave not only their correspond-
ing motivesandphrases but alsovhole melodiesor evensongs They are often
UHSHDWHG H[DFWO\ RU ZLWK PLQRU FKDQJHV LQ W
modifies the melicand rhythm, changes the key, metre and instruments. Never-
theless, the fundamental outline of the theme is always preserved and clear. There
are considerably more themes than it was previously stated. They predominantly
appear in the vocal or the vocal andtrumental part. In this respect, they may
be divided into four groups:

I. occurring only in the instrumental part;

II. occurring only in the vocal part;

lll. shown for the first time in the vocal part and then in the instrumental or vocal
one;

IV. shown for the first time in the vocal and instrumental part and then presented

in the same way or only in the vocal part or only the instrumental part.

The themes, their diverse structure and the use of the technique of reminiscent
themes are briefly prested in table 2.

18 5. Tomkowicz, *RSODQD 2SHUD :4aDG\VaBch®d MukycrHe,VTehtialh&
i Artystyczne 1896, no. 67@671; S. Tomkowicz*RSODQD 2SHUD3IHDHI O NAL B R
ski” 1896, no. 363; M. BiernackGoplana Echo Muzyczne, Teatralne i Artystyczh&898,

QR $ 3RABWMDNQD 2SHUD :4&D G\ Vaywpaddik)idsdrdwvaryNliBe8) R
QR - .DavBLVaDZ )#Gepkng ML Przewodnik operowy. U D N39Z8.

19 The issue ofleitmotifs in Goplanawas also discussed by* =LH]LXOD DQG 0 -DF]\
(G. Zieziula:RNya RSHém :VW«S 0 -DF]\op.Nit).
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Table 2. Technique of reminiscent themes

GROUP

THEME

STRUCTURAL
UNIT

REMINISCING TECHNIQUE

PLACE OF
OCCUR-
RENCE

competi-
tion

motif

motif tliteral repetition, extended, shqg
ened; melic, rhythm, tone and tone co
our changes

Act | scened,
5
Act Il scene 4
Act lll scene
1,4,7

Balladyna

motif

motif t+rhythm, tone and tone colour
changes

Act Il scene 4
Act lll scene
1

knife
wounds

motif

motif +rhythm and tone changes

Act Il scene 4
Act lll scene
4

Chochlik

song

entirety Hlimited and increased numbe
of motifs; melic, rhythm, tone and tone
colour changes; fragment of melody
melic changes

Act | scene 4,

Act Il scene 4
Act lll scene
-

Goplana

aria

fragment of melody+metric and tonal
changes; antecedentiteral repetition;
consequentmelic and rhythm change

Act | scene 2
Act Il scene 2

raspberrie

song

entirety romitting sounds, tone chang
sentencetliteral repetition, shortened;
changes of melody and rhythm, metre
tone and tone colour; phrasgnelic and
rhythm changes; transformations of m
ody and rhythm, changes of metre, to
dynamics and tone colour

Act Il scene 4
Act lll scene
1,4,7

Grabiec

song

fragment of melodytliteral repetition,
tone and tone colour changes

Act | scene 1
Act Il scene 5
Act lll scene
1

Alina

melody

entirety rextended repetition, melic,
tone and tone colour changes

Act | scene 4,
5

willow

melody

entirety ttone changes;
phrasedliteral repetition, rhythm and
tone changes; motitrhythm and tone
changes

Act Il scene 2
4

Act lll scene
6,7,9

(first source:
Act | scene 1

.LUNR
love

romance with ali
instrumental in

troduction

entirety treduction of individual tones,
shortening; fragment of melodyliteral
repetition, melic, rhythm and melody,
tone and toneolour changes; motiflit-
eral repetition, melic, melody and
rhythm, tone and tone colour changes

Act | scene 3|

Act Il scene 6
Act lll scene
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Summary

Goplanabelongs to the group of lyric opef3sut the composer himself de-
scribed it as a Romantipera, even though he wrote it at the end of the nineteenth
FHQWXU\ WV 35RPDQWLFLVP" PDQLIHVWY LWVHOI Q
but is also visible in the musical devices used in the piece, which are not innova-
tive. Even the compositonodW KH RUFKHVWUD DQG LWV WUHDWP
the other hand} R S O DUz ik is in between the Romantic opera and Wag-
QHULDQ GUDPD )HOH VNL ERUURZHG PHUHO\ WKH
drama, that is the resignation from the division intmhars, yet in the structure
of the scene he remains faithful to the tradition of the Romantic opera. The same
applies to leitmotifs. Only the idea of unifying the opera with the use of the the-
matic material instead of the composing technique was taken:fhQHU TV P X
VLF )XUWKHUPRUH )HOH VNL GLIIHUV IURP :DJQHU
reminiscent themes predominantly in the vocal part and the vocal and instrumen-
tal parts rather than only in the instrumental part.

,Q D MXELOHH WH[VQEBQDOIWHWNLSQ®GRRYV WKH FRP
to Wagner in the following way:

JHOH VNL FRXOG QRW >«@ WDNH HY HhtéWiktaoQnieligénE ULWLFD OO\
DQG WRR 3ROLVK WR GR WKDW DQG KH XQGHUVWRRG WKDW
directly on to the Polish ground as that music had too many purely German elements to

be properly accepted there. He understood and felt that the Polish soul was always taken

with the broad Italian cantilena, did not like too much polyphony, which hindeeed

direct experience of melody, and preferred closed, clarified forms, even at the cost of

dramatic continuitst.

And the composer himself said:

| highly value Wagner as a composer; he amazes me with his greatness, but | am not

delighted with Wagnerisnb W?D 0O’

JHOH VNL KDG WKH VRXO RI D 5RPDQWLF +H WKR
3SFRPH IURP WKH KH B Uhat is\WiRy N ahie& YebdUndore than
Wagner. He said the following about the Italian composer:

[Verdi] found the most appropriateath, affecting the hearts, moving the listeners and
awakening the purest emotions in ti#ém

20 See G. Zieziula; VW«S SS #13.

21 E. Walter, :ADG\VAaDZ )sywvetkajubileuszowdy, Gazeta Lwowska 1912, no. 274;
quoted after: M. Dziadekolska krytyka muzyczna w latach 188914. Koncepcje i zagad
nienia, Katowice 2002, p. 533.

2 : YHOH VSIL UG]LHVL W U i Kempozyidriy@oiscy o FryderyKinopinie
ed. M. Tomaszewski, U D N39B4, p. 72.

23 Fasol, op. cit

2 YHOH WNHI 9HYGIHIO G 3ROVNL” YRO S
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After the triumphant first premiere in Craco®@pplanawas soon staged in
Lviv and Warsaw, where it was also successful. Therefore, a decision was made
to present the opera to the European audience. There were attempts to stage it at
Vienna, Prague, Zagreb and Bratislava, but they all faild@the situation \ith
other works was similar. Although they gained great recognition and received
awards, their influence did not reach beyond Polish borders and, at the beginning
of the twentieth century, they were overshadowed by the achievements of the new
generatonofFRPSRVHUV ZLWK .DUAaRZLF] DQG 6]\PDQRZ
W ZDV RQO\ UHFHQWO\ WKDW WKH LQWHUHVW
Goplana has grown. After several dozen years of its absence on stage, it appeared
at the Polish National Opera in WarsamOctober 2016 and was received by the
critics worldwide with great acclaim. In May 2017, it was granted a prestigious
award at, QW HUQDWLRQDO 2SHUD $ZDUGV LQ /RQGRQ
ZRUN ~ )HOH VNLTV G UddldienéOtMeugdERidpaNaliX Kee
the opera thanks to an internet broadcast and the streaming platfosthe-
operaplatform.eu.
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Z IRQG\QLH MtevmaminaHOpekh Award€E NDWHJRULL G]JLHAR RGNU\WH Q
E\4aD ]DVNRFJHQLHP QLH W\ONR GOD SROVNLFK PHORPDQyZ
ERZLHP RSLQLD R )HOH VNNR QDHRZNRRBERIPWRWWMHIHIR WZyUF
Z\UD]JHP PLQLRQHM HSRNL 3RJO G WHQ E\a SRZLHODQ\ SU]H]
NRZDQ\ SRQLHZD* XWZRU\ NRPSR]J\WRUD E\a\ EDUG]R U]J]DGNR
PARG]LH F]H #Rvetiy kbadertoweyV TatrachL NLONX SLH QL 'RSLHUR Z R\
SRGM WR EDGDQLD QDG MHJR WZyUF]R FL &HOHP QLQLHMV]
W\F] F\FK ZDUV]WDWX NRPSR]J\WRUVNLHJR :4aDG\V4DZD )HOH \

64RZD NOXEBDREAN 4D Z )ddpleEnad/dgdra liryczna, opera w Polsce.
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PX]J\F]Q\PL XVWDELOL]RZDQ\PL D JRWRZR FL GR LPSURZL]DFI
M F\FK QD NLHUXQNX SHGDJRJLND Z\QLNL XZastdson@r® tzyE D G D C
testy autorstwa Edwina Eliasa Gordona: pierwszkdeanced Measures of Music Audiatimze-
znaczony do badania ustabilizowanego uzdolnienia muzycznego tonalnego i rytmicznego, drugi
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Improvisation Readiness Record% DGDQLD SU]JHSURZDG]JRQR QD JUXSLH
SRFKRG] F\FK ] Uy*"ONFENDRIBRIZANLFK 3ROVNL :\QLNL EDGD
X]GROQLHQLD PX]\F]IQH EDGDQ\FK Z\VW SXM QD SU]JHFL WQ\
WDN*H LVWRWQH ]ZL INL VWDW\VW\F]QH PL G]\ X]GROQLHQLH
FML JayZQiczheKDUPR

6ARZD NOXBIREZGER FL PX]\F]IQH XVWDELOL]RZDQH JRWRZR I
L KDUPRQLF]JQHM WHRULD XF]JHQLD VL PX]\NL DXGLDFMD

=DaR*HQLD ZVW SQH F]J\OL Wa4R WHRI

5G]HQLHP NRQVWUXNF\MQ\P SUH]HQ )asRebieQ \F K E
XF]JHQLD V Lauter3tyedldwina Eliasa Gordona, oraz wiedza o strukturze

DDWD ]JJARV]HQLD
'DWD Z\V4ADQLD JZURWX UHFHQ]ML

'DWD Z\VADQLD JZURWX UHFHQ]ML
Data akceptacji: 18.10.2019
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L ZdD FLZR FLDFK X]GROQLHQLD PX]J\FIQHJR L DXGLI
A4 F]\ Z VRELH ZLHG] R XF]HQLX VL PX]\NL Z VSRV
wiemy na tematX] GROQLH PX]J\F]QtFK IZ VXIMDH MWL W\P V
Z VIVWHP FL OH RNGR MW QU kEXSHDdMoahe uzdolnienie
muzyczneraz JRWRZR 0 GR SRGM FLD LPSURZL]DFML KDL
NWyUH V MHGQRF]H QLW IS EHGEP L RAMHIOM S FE®N W D
JQR]D X]GROQLHQLD PX]\FIQHJR L JRWRZR FL GR LP.
QLF]JQHM L U\WPLF]J]QHM GRURVA\FK RVYE VWXGLXM
dzy tymi konstruktami w drodze analiz statystycznych. Akcentowanlylgmo
SR]IRVWDMH QDGDO Z REV]DUJH S HN®&\ O K NSFHWELD QR HLNN
PXJ\FIQHM SRV]XNXM F\FK PLHMVFD L WR*VDPR FL
DXWRUVWZD (GZLQD ( *RUGRQD Z RE tzdeteihiQDXN St
QRZDQHJIJR HARfSBSFFAW DIDRLD DUIJXPHQWDFML ZREHF
QL]DFML HGXNDFML PX]\F]IQHM UR]XPLDIG.ISMaMDNR SF
Hallanf ORNXMH XF]JHQLH VL PX]J\NL Z REV]DU]H QDE\ZI
Z\FK RUD] QDE\ZDQLD XPLHMW Wai@er¢sowaneZamdrad \ F K
FI\QQLNDPL ]JGROQR FL PX]\FIQH L JRWRZR U GR LF
FKRG] F\PL EH]SR UHGQLR ] WHRULL*RBIGIRQAD \WW \PXI
MHVW WHRUL HPSLU\F]Q D ZL F ]JJRGQLH ] RSLVRZ

1 E.E.Gordon6 HNZHQFMH XF]JHQLD VL Z PX]\FH 8PWydawnist@oR FL ]ZDLU
163 %\GJIRV]F] \% =RE Uy Zl@lmrarifegtation*dR deGRnental
PXVLF DSWLWXGH LQ WKHABXBHDWQRQ BV AQRREMEaDR@GE X VLF
Inc., Chicago 1981.

2 0DP WX QD P\ OL JAayRQOIHVN PHEEW %RQQ 3DZ4aD $ 7U]RVD
ZL44R ODFLHMD .R4RG]JLHMVNLHJIR F]\ %YDUEDU 3D]XU

8 $XGLDFMD WR PyZL F QDMSUR FLHM AP\ OHQLH PX]\F]IQH" SI
P\ OHQLH GOD M ]\ND $XGLRZDu F]\OL ZLDGRPLH P\ OHu PX]!
FI\QQR FL R FKDUDNWRIGYH XKD QDP SRSU]JH] RGWIZDU]DQLH Z
SUHWRZDQLH GR WZRU]JHQLD L NRPSRQRZDQLD RUD] LPSURZL
JUR]XPLHQLHP L VAXFKDQLH ]JH JUR]JXPLHQLHP PRZ\ NRQZHUVI
RSHUDFMH SROHJDM FH QD RGNRGRZ\ZDQLX: f@DFoiddQLD VayZ |
6HNZHQFMH XF]IHQL&2®W6. Z PX]\FH

4 %DGDQLH ]JGROQR FL PX]\F]Q\FK Z UHODFML chBrsktergARjeFL GR LP
ZDUWR U DXWRWHOLF]QD DOH VWDQRZL WDN*H WaR GR ]DJD
FIARZLHWDQ 6)DOODP XGRZDGQLD ZLHORUDNL ZSa\Z ]JGROQR FL
UR]ZyM M ]J\ND XPLHM WQR U F]\WDQLD L OLF]JHQLD LQWHOLJ
NRRUG\QDFM UXFKRZ NRQFHQWUDFM SHZQR U WiLHELH ZU
VSR4HF]QH SUDF Z JHVSROH RUD] ]J]G\WF\SOLQRZDQLH L UHC
ZS4\Z |1DDQJD*RZDQLD Z PX]\N QD UR]ZyM RVRELVW\ L VSRA&H!
MHVW WR ]DM FLH SU]\MHPQH L MHGQRF]H Qdike t&/BdnakV IDNFM R C
PD ZS&4\Z QD MDNR U QDXF]DQLD Hbe]pdiler o&mwsic: I3 impactran O O D P
the intellectual, social and personal development of children and young pedpl@Q WHU QDWLR QL
-RXUQDO RI OXVLF (GXFDWLRQ289. YRO Qu \Y,

5 Cyt. za: B. Bonna,=GROQR FL L NRPSHWHQFMH PX]\F]QH XF]QLyZ Z P
UKW, Bydgoszcz 2016, s. 254.
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GHVNU\SW\ZQ JG]JLH ]DNADGD VL SU]JHNabGDOC
WZLHUG]JHQLD R SUJHGPLRWDFK REVHUZRZDOQ\FK
dzy zdarzeniali =DAR*HQLH R HJDOLWDUQR FL WHRULL
] NWyU\P AZV]\VF\XF]|RERALWHLPPX]\NL MHGQDN Ql
PLHOL WDNLH VDPH RVL JQLSBIIMEXWMHMV &HIFN IG]A]C
badawczoeSUDNVHRORJLF]Q ORNXM F SUJHELHJ HGXN
2 NRQWHN FLH NRJQLDYLE®\PoDUEDU\ .DPL ¥NLHM
G]RQH Z QXUFLH NRJQLW\ZQ\P NRQFHQWUXM VL1
FMRQRZDQLX F]JAaRZLHND Z IDNUHVLH PX]J\NL QD
WyZ L VWUXNWXU PX]J\F]IQ\FK W\P VDP\P SUREOF
ZHV]4D Z |IDNUHV EDGD QDZ1 FHMRM %/F#U |PDG PN R
teresowania psychologii muzyki
2 NRQWHN FLH SVI\FKRHGXNDF\MQ\P D ZL F JayzZQ
chodzenia do proceduralfigyviedzy muzyczne;j.
7THRULD (GZLQD ( *RUGRQD Z\UD(QLH HWNSRQ X |
P\ @iélmuzyczne)GHWHUPLQRZDQ JAayZQLH SU]H] ]GRO
U\FK HVHQFM VWDQRZL NRQLXQNFMD QDWXU\ L N
QRZDQH V MDNR FL L LQWHQV\ZQR FL FRG]JLHQQ
ZDQLHP UR]JZRMX XP\VAREKBREXA][D&RE*HQLD *H U]
miaru uzdolnienia muzycznego, jako efektu koniunkcji natury i kutudaje
REUD] ZS4\ZyZ W\FK GZYFK]HJYQQLMyXW HJR X]GRO
Edwin E. Gordon nazywastabilizowanynr® 7\P VDP\P SRGVWDZ SRZ
Z XFIHQLX VL PX]J\NL VWDQRZL Z4D QLH X]J]GROQLH

6 3RU - 6XFK 0 HMlpedfid n@UkDNGDZQLFWZR 8:0 3R]QHS. v
7 E.E.Gordon,6HNZHQFMH XMyl DH4v.L Z
8 Zob.W.A.Stokes ,V (GZLQ *RUGRQTV /HDUQLQJAKHRWRVIR &RV KL WX

(GXFDWLRQ 5HYLHZ" A06R O QU vV
® % .DPL ¥BROQR FL PX]\F]QH Z XM FLX SV\FKRORABWRG&\IN L
PsycKk RORJLFD” QU Vv

1 ' LHG]D SURFHGXUDOQD LQDF]HM ]ZDQD LPSHUDW\ZQ WR .
Q\ZDQLD NRQNUHWQHJIR |DGDQLD SRQLHZD* PR*QD M EH]S
branego problemu, a konstruowana jest poprzezaB® LH =RE ZL FHsicas (OOL
Knowledge A7KH -RXUQDO RI $HVWKHWLF Gpexial sy RIgidsophy YR O
of Music and Music Educatio@iutumn 1991), s. 2#0.

1 7DP*H V

12 E.E. GordonSociety and Musical DevelopmgeAinother Pandora Paradox, GIA Publications,

Inc., Chicago 2010, s. 76.

13 BVWDELOL]RZDQ\ R]QDF]D XWUZDORQ\ XJUXQWRZDQ\ VWD
XVWDELOL]RZDQH WR WDNLH NWyUH SU]JHV]4R J]H VWDQX U
Z]1JO GQLH vwD&a\ WUZDM F\ RG RNRaR URNX *\FLD GR Sy
PRPHQWX QLH ]JDFKRG] MX* ]JZ\NOH GDOV]H JPLDQ\ MDNR FL
VV\ZQ\P GODWHJIR WH* ZV]\VWNLH ]DELHJAXVRXFKHHLAR OFR & K
ZLHND ZLQQ\ E\U LQWHQV\ILNRZDQH RG XURG]JHQLD GR RNI
E.E. Gordon6 HNZHQFMH XF]HQLB. 68#5. Z PX]\FH
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QR FL PX]\F]Q\FK ] G\FKRWRPLF]Q\P SRG]EDAHP QT
uznane w literaturze przedmiotu za podstawowe (prym&rnggdolnienie mu-

J\F]IQH SRGGDMH VL SRPYLWODRZGIDN]IBRPR\FK QDU] G]
RGSRZLHGQLFK WHVWyZ GR EDGDQLD J]JGROQR FL PX

Uzdolnienie muzyczne ustabilizowane oraz sposoby jego pomiaru

8]GROQLHQLD PX]\FIQH L RVL JQL FLD PX]\F]JQH GL
ELH DOH Z UyZQJF VWRS FILLXOW Eahienien@iyczne
MHVW PLDU SRWHQFMD&X GR XF]JHQLD VL PX]\NL
RVL JQL U PX]\F]Q\FK QS SLHZDQLD JUDQLD QD LGC
JRZDQLD PX]\NL 2VL JQL FLD PX]\F]®@HR]B]aRZRHDUQD
FI\&a'VL,VWQLHMH Uy*QLFD PL G]\ X]GROQLHQLDPL P
PXJ\F]Q\PL L WR Z4D QLH SUREOHP\ Z GHILQLRZDQL
FIDM SU]J\F]\Q E4&4 GQHJR LFK UR]JSR]QDZDQLD ]DFLI
Uy*QLFWD]IKBRS\QRQLPLF]QH X*\ZDQLH WZdiricri VIRUP X
] G R O QdRenk umuzykalnienigpredyspozycie 6 WDMH VL WR SRZD*Q\F
PHP V]F]JHJyYyOQLH GOD QDXF]J\FLHOL PX]J\NL SRQLHZ
GHQWQ\ VSRVYE UHGX®QXMHQUYSRPEHEB]QOERNIQ LT UR
GJLP\ VL ] UyZQ\PL SUDZDPL QLH R]JQDF]D *H MHVW
LOQWHOLJHQFML L RVL JQL ' 7DN MDN Ri&aRi@QLHQLF
IOXNWXDF\MQR 0 SRQLHZD* QLH MHVWH P\ Z VWDQL
QD MHJR MDNR it G\QDPLN L SR]JLRP WDN X]GROQ
FHFKXMH WUZDaR 0 QLH]JPLHQQR 0 L RVWDWHF]QR
SLHUZV]\FKFGXLBBW *\FLD X]GROQLHQLD PX]J\F]QH UF

“ 7DN MHVW SRQLHZD* ZQLRVNL S4\Q FH ] OLWHUDMWNaU\ Z\GDM
ZURG]RQH F]J\QQLNL SURZDG] FH GR QEM\HZGRQD 456 RD@\R] FIHB X}
FM PX]\F]Q\FK SUJHG]LDayZ FIDVRZ\FK F]J\OL U\WPX GUXJL ]D
+melodii. Cyt. za: U. SkupioOX]\ND D, RyWJHFK ZLDW  ,nr 1044, s. 347.

15 por. E.E. Gordon8PX]\NDOQLHQLH QLHPR,ZODWL DV ARKHGS HWAFIML . L

WHBRNZHQFMH XF]HQLB. BdonaZ@RDPEOR FL L NRPSHWHQFMH
XF]QLyZ Z PARGV]\P ZUKWW Bydddstdz QE\P. Trzos,8 PLHM WQR FL DXGLE
F\MQH XF]QLyZ QD HWDSLH HBXNDREIRAMAFHVQRVIREOQHM EDC
QDG NRUHODWDPL ]JGROQR FL WRQDOQ\FK Z ( &fficieh®&OL VND
of Listening to the Melody and Neural Cdates of Tonality DifferentiationA, VUDHO 6WXGLHV
OXVLFRORJ\ 2QOLQH" H7. YRO \Y

16 V. Valerio, The Gordon Approach: Music Learning Theogyt. za: https://www.alliance-
amm.org/resources/gorddni R \V/ 8/0952019.

17 E.E. GordonNature, source, measurement, and evaluation of music aptitude8ROVNLH )RUXP
B3VIFKRORJLF]QH" #w37. QuU \%

8 7DP*H N1

9 L FHM QD WHQ W H P D VEd®%in GbHion§ MusiDAptititeWork A7KH 4XDUWHUO\’
1991, nr 2(1R), s. 64472.
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FL Ja\P ]JPLDQRP SRGQRV]JHQLX VL L RSDGDQLX Z
kultury* D VWDELOL]DFMD X]GROQLHQLD R]JQDF]D Ml
muzycznego (tonalnego i rytmicznego) BANR FJHQLX SU]JH] G]JLHFNR
URNX *\FLD XWU]J\PD VL QD MHGQDNRHitegoI&k]LR P L
ZD*QH V ZV]HONLH SR]\W\ZQH J]DELHJL HGXNDF\M
]JGROQR FL PX]\F]Q\FK MHV]F]H ZZRDNZHVPRAFK SO
F\P *aRENRZ\P SU]JHGV]NROQ\P L PARGV]\P ZLHNX
NadalDNW XDOQD M bavtdrst@ag H\GoRIGaMH AZV]\WF\ PDM
SRWHQFMDA& GR XEJHQLL DLV WRMREIDQLX WHVWYyZ
SUYERZDUO SUJHZLG]LHUO SR]WHWF M DMUDADEHON XKLHU
ciamuzyczn 3RZLQQR FL EDGDF]\ QDOH*\ |RJQLVNRZ
WHOHNWXDOQHJR QDXNRZHJR SROHPLF]J]QHJR V¢
FL VSRaHF]QHM JayZQLH QDXF]\FLHOL ZFJHVQHM
reotypem subiektywnej metody diagnozowania uzdolnienia muzycznego, gdzie
ZL NV]R U0 QDXF]J\FLHOL QDVWDZLRQD MHVW VFHS\
XJ\WNDQ\FK PHWRGUWSHMWRZHIR VWDQX U]JHF]\ MH
biektywnych ocenach (obserwacjalk ]GDU]JH OHNF\MQ\FK VAaxF

20 EE.Gordon6HNZHQFMH XF]HQLB ML Z PX]\FH«

2L 7DP*H

2 =RE ZL FHM R SRPLDU]H ]JGROQR FL UR]ALt BnalysisKhy L Z  (
Musical Aptitude Profile, the Primary Measures of Music Audiation, andintieemediate Me-
asures of Music Audiaton A% XOOHWLQ Rl WKH &RXQFLO IRU 5HVHDU
(Spring), nr 87, s. 125.

23 E.E. GordonAspects of Validity the Harmonic Improvisation Readiness Record and Rhythm
Improvisation Readiness Recordvifence of Music Aptitude and Achievemént] Test Vali-
dity and Curriculum Development. Three Longitudinal Studies in MGd#& Publications, Inc.,
Chicago 2001, s. 142.

24 A M. Reynolds,8QGHUVWDQGLQJ OXVLF $SWLWXGAB afstEies UV T | (
LQ OXVLF (GXFDWLRQ" QuU Y

% QQL D VWDQRZL F\ QLHZLHONL RGVHWHN GRFHQLDM W
VyYyE WUDNWXM SRELH*QLH L QLHNRQVHNZHQWQLH QS FR
QD Uy*QIEIZEBXNMOQ\FK 3R]JRVWDOL QDXF]J\FLHOH X*\ZDM V
QLHVSYMQLH JAyZQLH ] SRZRG X -PHIOQW WO DQFKK SHR R ¥ MR/ QDX
RGSRZLHGQLHM SHUVSHNW\Z\ WHRUHW\F]JQHM L ILOR]RILF
0ogyOQHJR UR]XPLHQLD NRQVWUXNFML L SWHRUBNW\B]MF MPLR W
QS SUDNVHRORJLF]QD SRQLHZD* SUIJHGPLRWHP ]JDLQWHUH
aDQLD FHORZH L ZLDGRPH ZLDGRPR U SU]\Jddkérk@tiRddUH OR
G]LD4DQLD QDVWDZLRQHJR QD RVL JQL FLH FHOX QS 1]ZL
SRGQLHVLHQLH RVL JQL U PX]\F]Q\FK G]JLHFL Z JDNUHVLH LF

% :\GDMH VL WDN*H *H LQIRUPDFMH QD WripmlWmiACcjiX{j@BRO QLH |
QLF]JQHM L U\WPLF]J]QHM ]JGRE\WH Z VSRVYE RELHNW\ZQ\ PRJ
SHUVSHNW\Z\ G\GDNW\F]QHM ] W]Z AUR]JSURV]RQHM QD AX
ORQH NRQVHNZHQFMH VSUDZF]HOLWR KW DLH UAG] D XRK] URLLVHADRHS
MDN QDMZL FHM LQIRUPDFML R X]JGROQLHQLDFK PX]\F]Q\FK
ND*GHPX QDMEDUG]LHM RGSRZLHGQL URG]DM ZVSDUFLD F
XPLHM WQR FL PX]J\F]Q\FK QS DRND@\®XK RIK BRdtdVFIKIHO O
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]JDFK SU]JHVAXFKDQLDFK XVDQNFMRQRZDQ\FK WUD
QLHP VSRAHF]Q\P ]DPLDVW QDI REIPHNWD ¥ QK ‘SR R WM
ZLG]L WR F]HJR QDXF]\FULNI® BILH W D\NHdRaNS RV R E X
WR SU]\M FLH RNUH ORQHM SHUVSHNWSZ\DERGBZF]HI
MDN WR VAXV]QLH NRQWA DM NEDGDPHED ¥L HNDEJ D NIH
VSRAHF]QHM RSI®LH® MDNR it XFIHVWQLFWZD EDGD|
VWDMHH¥YV]F]JHIJYyOQ G]JLHG]LQ WURVNL L [DLQWHUH

'RW\FKF]DVRZH EDGDQLD QDG ]JZL INDPL
PXJ\FIQHJR ] JRWRZR FL GR LPSURZL]DF!
(rytmicznej i harmonicznej)

BLRQLHUHP EDGDQLDFK NRUHODF\MQ\FK SRPL G]
]JDUyaARRZLMDM F\P VL MDN L XVWDELOL]RZDQ\P D
FML KDUPRQLF]QHM L U\WPLF]J]QHM E\a (GZLQ (OLDYV
NRUHODFML PL G]\ ZVND]DQ\PL NRQV@®abelaNIWDPL Z EI

Tabelal. =ZL INL PL G]\QUBR®QLH]Q\P PLHU]JRQ\P WHVWHP $00%$ D J
improwizacji (mierzonej testami HIRR i RIRR) w badaniach Edwina E. Gordona

Tonalny Rytmiczny | :\QLN RJ
RIRR HIRR (AMMA) (AMMA) (AMMA)
RIRR 2 0,32 0,21 0,24 0,24
HIRR 2 0,28 0,26 0,29
Tonalny 2
(AMMA) 0,68 0,90
Rytmiczny B
(AMMA) 091

'UyGaR ( ( HRrw@ iR nhprovisation Readiness Record and Rhythm Improvisation Re-
adiness RecordSIA Publications, Inc., Chicago 1998, s. 58.

and the Study of Singing&lectronic Theses, Treatises and Dissertations, The Graduate School
Florida State University Librarie 2007, s. 27.

27 AM. Reynolds,8QGHUVWDQGLQJ OXVLF $SWLW X Gleseardi StadasUV Y ,QW
LQ OXVLF (GXFDWLRQ~ QuU \%

2 0 .RARGJLAHMVWLMX* 1D Sy(QR HckyH ukdd WiMa ¢ DatSryd, QtRikturze
L Z4&D FLZR FLDFK JGROQR FL PX]J\F]Q\FK GJLHFL Z ZLHNX SU]}
[w:] Pedaggika i jej obliczared. J. Skibska, J. Wojciechowska, Wydawnictwo Naukowe ATH,
Bielsko % LD abD #50.

2% (ZDOXDFM UR]XPLHP MDNR V\VWHPDW\F]QH EDGDQLH ZDUWR |

30 J, Piekarski3HUVSHNW\ZD XF]JHVWQLF] FD &zaﬁ&ma@ycmmwﬂFHSLU\F]Q
JO G %DGD (GXNDF\MQ\FK~ QuU

38 1ILHVWHW\ QLH ZLDGRPR F]J\ ZV]\VWNLH REOLF]HQLD V LVWR\
ZDU VL *H Z\*V]H Z\ SSYREQR GLNEKDUDNWHUWRMW\WW \ARLWYW R R Q
QDMPQ@DHIM .
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LQQ\FK EDGDQLDFK ] X*\FMusk Apfdudd Piofile WH V \
(MAP) Edwin E. Gordon wykazuje korelageSHDUVR QD RG GR
SRV]F]HJyOQ\PL Z\QLNDPL X]J\WVNDQ\PL Z WH FLH ]G
LPSURZL]DFML KDUPRQLF]QMM2EIOHFJRQ L IV HiY Q/HHD
G]\ ]JGROQR FLDPL PX]J\F]Q\PL D JRWRZR FL GR LP
UIRQ\PL WHVWHP $00%$ Z EDGDQLDEFK VWXGHQWYy
VQHM HGXNDFML SRND]D&4\ Z EDGDQLDFK ODFLHN
ziomier = MHGQDN QLH PLDA&A\ RQ H:MWwaHRNED Ra-FL V'V
OH*QR FL PL G]\ Z\QLNDPL Z WH FLH $00%$ D JRWR.
PLFI]QHM VWXGHQWYZ SHGDJRJLNL ZFJHVQHM H:
ODFLHMD .R4ARG]JLHMVNLHJR paziohier]® QR 2A\DNWURI FQL
PLD4&\ LVWRWQR. WlLnnyed BRéploragjadh]l@dhivczych na podobny
temat (gdzieN = Z\ND]DQR NRUHOBEM]\ Z\QLNDPL 5,
aAMMA3** : EDGDQLDFK QDG ]ZL INDPL X]GROQLHQLD
negoD JRWRZR FL GR LPSURZL]DFML U\WPLF]J]QHM 5
r =0,205.

=DaR*HQLD EDGDZF]H

W celu uchwycenia relacji uzdolnienia muzycznego ustabilizowanego i go-
WRZR FL GR LPSURZL]DFML KDUPRQLF]JQHM L U\
stycznd®-weryfikagyjno®’-korelacyjny® PRGHO EDGDZF]\ ]JH VWUDW

32 Cyt. za: G. ComeatPiano Pedagogy: A Research and Information Guig¢Edition, Routlege,
London *Ottava 2009, s. 14#842.

3 0 .RARG]LHBR/MIQR FL PX]\F]IQH XVWDELOL]RZDQH D LPLWD
Z PHWUXP GZXG]LHOQ\P VWXGHQWYZ ZF]HYV QA& X-NEDX¥NIDF MQ |
PHQWDUQD Z 7THRULL L 3UDNW\FH" YRO QuU \Y,

34 7 H QRRythmical Creativity in Duple and Triple Meter of Students of E&dlyool Education
in theLight of Their Stabilised Musical Aptitudes and Rhythm Readiness to ImprofigeH Y L H Z
Rl $SUWLVWLF (GXFDWLRQ" Qu Y

35 7JHQ®BMR]LRP ]JGROQR FL PX]\F]Q\FK XVWDELOL]JRZDQ\FK D JRW
QHM L U\WPLF]Q HisgogikMW|X7Zl Q Wy\RZ ISAFRG]LHQQD  Z SUDNW\
UHG 0 .R4RG]JLHMVNL :\GDZQLFWZBB.3:6= 34&RFN \Y

% %DGDQLD GLDJQRVW\F]QH GRW\F] UJHWHOQHJR SRPLDUX L
QHIJR WRQDOQHJR U\WRIDH]ORMWR ZRREBY GGRHIRGR FLD LPSUR
nej i rytmicznej.

%% %DGDQLD ZHU\MILNDF\MQH PDM QD FHOX SRWZLHUG]HQLH
Z REU ELH UR]SDWU\ZDQ\FK EDGDQ\FK JMDZLVN RUD] FR ZI
naukowg tutaj +t WHRULL XF]JHQLD VL PX]\NL (GZLQD (OLDVD *RUG
WHRUHW\F]Q\FK L SUDNW\F]Q\FK WHVWyZ $00$ +,55 L 5,55 (
OHWR GROR J&@NIR 2002, R.136.

% ORGHO NRUHODF\MQ\ ED&/ZQQRBVQWDYEBERY BIHWOQW H KLSRWH]\
FHM VLa\ L NLHUXQNX ]ZL ]NX SRPL &R LEBGDG\PQ JRLH@P\P
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L RULHQWD Feit VENDAADEZFY SDUDG\IJPDFLH QHRSR]\W\Z
WRG WHYWREDKYWQDR\P SRVWXODWHP WHM RULHQWDT
ZLIPX L QHXWUDOQR FL DNWHEBGBBLMBWWM ]BZIQ NN UW
]JDDQJD*RZDQ\P REVHUZDWRUHP NWyU\ VWDUD VL
ZLVWR FL LVWQLHM FHM RELHNW\ZQLH NWyUD SRZ
badawczym opartym na metodach naukowych (tutaj testovigrgdyie podst-
ZRZH VSRVRE\ RSUDFRZDQLD L DQDOL]\ PDWHULDA&X
szerokie spektrum procedstiatystycznycH. Charakterystyczne dla tego modelu
EDGD SUJ]\M WHJR Z PHWRGRORJLL QDXNRZHM (GZL
XRIJyOQLDQLD R ElpbskiNiwahial PaxdzRjllbwersalnych ram od-
niesienié?.

a F]IQLH SUJHEDGDQR ]D SRPRF VWDQGDU\]RZDQ\
VWXGHQWYZ NLHUXQNX SHGDJRJLND RVYE £&£RURVa\

Z ZLHOX R URGNDFK DNDGHPRPD®DLVAKZZOBDRBX/FHHF N8l

-HOHQLD *yUD 20V]W\Q 3XaWXVN %\GJRV]F] &] VW
SRFKRG] F\FK ] W]Z JUXS QLHPX]\F]Q\FK 'REyU SUy
JayZQLH ] aDWZ\P GRVW SHP GR EDGDQHM JELRURZR
daryzovanymitestami=DDZDQVRZDQ PLDU V@aAighaaR-X]\F]QH.
ced Measures of Music Audiatiod VNUYFLH*®$0RISHU] F GZD SRGV
ZRZH VNAaDGQLNL X]GRQGUAENMRKDVRIDOIQHUIRE-AXFK U\
MHVWUHP JRWRZR FL GR L P&aRyHaimoRivIimpkodiddP R QL F](

J\F]Q\PL D JRWRZR FL GR LPSURZL]DFML KDUPRQLF]JQHM L U\W
WD JPLHU]D GR Z\]@PFOH®QR HIV3y ZVSya]PLHQQR FL EDGDQ\}
E.E. Gordon,Designing Objective Research in Music Educaation. Fundamental Considera-

tions GIA Publications, Inc., Chicago1986, s. 28.

% 2EOLF]H VWDW\VW\F]Q\FK GRNRQDQR ]D SRPRF SURJUDPX 34

0 =RE ZL FHM Z a0OBWRNRZYRILLH HPLF L HWLF Z EDGA@ILDFK NXC
QDJHPHQW DQG %XVLQHVV $GPLQLVWUDWLRQ &HWUDO (XUR

4 7XWDM ]DVWRVRZDQR QDVW SXM FH S thBsyHiGpisdwe\dsvyzhv\V W\F]Q
LOR FLRZ\FK EDGDQLH UR]JNADGX }18miid®&® b WIRWXQBRQRRJIR
UHGQLFK ]D SRRRENtaB/BGIVWXY XS JDOH*Q\FK L QLH]DOH*Q\FK
r Spearmana.

42 E.E. GordonpPesigning objectiveesearch in music educatipGIA Publications Inc., Chicago

JRE WH* 0 5DLE HWe JournéyDrénk Rusid/Student to Teacher: A Pro-
fessional ApproacHRoutledge, London 2013.

4 7HVW SUJH]QDF]RQ\ GOD GRURVAa\FK 193890cku, BRapvijBkéoviGoX EOLNR Z
JR QD SUR E 1DWLRQDO $VVRFLDWLRQ RI 6FKRROV RI OXVLF
Z\*V]H =RE ( (CohfUigBQdiesin Music Aptitudé&slA Publications, Inc., Chi-
cago 2004, s. 7.

4 Test HIRR jest przeznaczor R EDGDQLD G]JLHFL L GRURVA\FK Z ND*G\P ZL
SRPRF QDXF]J\FLHORZL Z RELHNW\ZQ\P XVWDOHQLX QLH]JE GQl
SRGM FLD QDXNL LPSURZL]DFML KDUPRQLF]QHM D WDN*H SRP
QLD GR Uy*QGKPQQEEKLSRPL G]\ SRV]F]JHJyOQ\PL XF]QLDPL SRGI
muzycznej (harmonicznej). TendAPLQXWRZ\ WHVW JUXSRZ\ VNADGD VL ] I
GD NWyUH V Z\NRQ\ZDQH Z Uy*Q\FK WRQDOQR FLDFK VNDOL
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tion Readiness Recard VNUyYyFLH + SHSMRYWPUHP JRWRZR FL
zacji rytmicznéf (z ang.Rhythm Improvisation Readiness Rego®l VNUyFLH
RIRRY* DXWRUVWZD (GZLQD (OLDVD *RUGRQD :V]\V
FKDUDNWHU\]XMH VWRVXQNRZR NUYWNL F]DV WL
FI\QQR FL SRPLDURZ\FK |IDMPXMH QLH ZL FHM QL*
WNDQLD =PLHQQ QLH]DOH*@WRGCHRXQVRARHF]IEGQRN
GJHQLRZH JHQRW\S RUD] UH]XOWDW MDNR FL R
edukacji przedszkolnej, szkolnej i pozaszkdthej=PLHQQ ]JDOH*Q VSUF
Z SUJ\SDGNX WHVWX $00% G RuS&m/LDroelodyGRENQR F
(tonalQ\FK U\WPLF]Q\FK RUD] LOXVW tpémiar\gotd- Z\Q LI

wieratrzy akR UG\ ZV]J\VWNLH R UyZQ\P FIDVLH WUZDQLD ] DNRL
i ostatnim akordem w tonacji-G XU :V]JHONLH ZVND]yZNL GRW\F] FH SU
ZUD] ] GZLF]JHQLDPL SU]J\N4&DGDPL V ]DZDUWH Z QDJUDQL>
proVIHQL R Z\WAXFKDQLH SDU ]DGD KDUPRQLF]Q\FK L ]D]QDI
ZLHGQLHM UXEU\WNL F]\ GZD DNRUG\ Z ND*GHM SDU]H EU]PL
QLH V SHZQL SRSUDZQHM RGSRZLHG]L SUR ¥midpytaMa, R ]D]Q
NWyUD ZVND]XMH QD WR *H PDM Z WBi0AfRdIE and RéMted]D  ( (
Tests. An IntroductiariGIA Publications, Inc., Chicago 2001, s.14.

% 3RGREQLH 7HVW 5,55 NWyU\ MHVW SU]JH]QDF]RQCee®D G]LH
WHJR QDU] G]LD MHVW SRPRF QDXF]\FLHORZL Z RELHNW\Z
XF]QLyZ GR SRGM FLD QDXNL LPSURZL]DFML U\WPLF]JQHM D
QDXF]DQLD GR Uy*QLF LQG\ZLGXDOQ\FK SRPasnajkii®mo/]F]HJIy
ZLIDFML PX]\FIQHM U\WPLF]JQHM 'RGDWNRZ ]DOHW WHVW
QR U0 RGSRZLHGQLHJR UDG]JHQLD VRELH ] UHk@nDteviyEeBtL F]D VI
JUXSRZ\ VNaDGD VL ] SDU ]DGD U\WPQB] ®\HYKW ND¢GBLSIPL
kowej prostej linii melodycznej w tonacji-G XU .D*GD OLQLD PHORG\F]QD ]DZ
QLHVNRPSOLNRZDQH ZDUWR FL U\WPLF]J]QH :VND]JyZNL GRYV
ZUD] ] SUJ\NADGRZ\PL UZLF]JHQLD@LXDPD U]}FLRHOKR' Z6QIXIAMHQ
V R VAXFKDQLH SDU Z]RUyZ L ]D]QDF]JHQLH QD DUNXV]X R
VDPH F]\ Uy*QH -H OL GzZD Z]JRU\ QLH EU]PL WDN VDPR W
WUZDQLD MHVW GaxX*V]VNR MURWY ]\ GROG |PEKRZDQLD EH]S|
FKLFIJQHJR XF]QLyZ Z UD]JLH EUDNX SHZQR FL FR GR SUDZL
]JD]JQDF]\ii NROXPQ ]H ]QDNLHP ]DS\WDSgELAptitude sid Relatel ( *R L
Tests. An IntroductigriGIA Publiations, Inc., Chicago 2001, s. 15.

46 E.E. GordonHarmonic Improvisation Readiness Record &itythm Improvisation Readiness
Record GIA Publications, Inc., Chicago 1998.

47 \PDJD WR SRPLDUX X]GROQLHQLD PX]\FJQHJR QLH]DOH*QL!
J\FIQHJR EDGDQ\FK 1DU] G]JLH WHVWXM FH QLH PR*H KRA&GF
ZDQLD WHVWyZ RVL JQL U PX]\F]Q\FK ,QQ\PL VARZ\doDE\ RFH
XFJHQLD VL PX]\NL QLH PR*QD RF]JHNLZDU *H GRW\FKF]DV
PXJ]\NL GODWHJIR NRQVWUXNFMD WHVWX SRZLQQD Z\HOLPL
J\FIQHM WHUPLQYZ PX]\F]Q\FK L MDNLHMNR O AihiejstychLHG ]\ \
EDGDQLDFK JG]JLH WHVWRZDQH SU]J\SDGNL QLH PDM DQL IF
QLD PX]\F]JQHJR LQDF]HM PyZL F QLH XFJHVWQLF]\4\ Z *DG(
ZLMDM F\FK ]JGROQR FL L XPLHM W Qiehefl IAUIXtjorFdr@ the Rudy 1D &
of Singing Electronic Theses, Treatises and Dissertations, The Graduate School Florida State
University Librarie 2007, s. 27.



164 ODFLHM .2a2'=,(-6.,

ZR FL GR LPSURZL]DFML KDUPRQLF]J]QHM OXE MHM E|

WRZR FL GR LPSURZL]DFML U\WPLF]J]QHM OXE MHM |

JPLHQQHM ]DOH*QHM]W DIQUH]\ZZWHL RLHR$WO0$ WRQDOQ

L RJyOQ\ RUD] SR MHGQ\P VXURZ\P Z\QLNX Z WH FLI
BUREOHP JayZQ\ EDGD PLH FL4&4 VL Z S\WDQLX
-DNLH V UHODFMH X]GROQLHQLD PX]J\FIQHJR XVW

improwizacji harmonicznejirytmiczcAM EDGDQHM JUXS\ RVYE GRUR

WXM F\FK URGRZLVNR ]ZL ]DQH JH VWXGLRZDQLHP C
'R SUREOHPYZ V]FIHJy4RZ\FK |[DOLF]IRQR QDVW SXI

1. -DNL MHVW SR]JLRP JGROQR FL PX]\F]Q\FK XVWDEL
reprezecQW XM F\FK URGRZLVNR ]ZL ]DQH ]H VWXGLRZ!
gika?

2. .WyUH JH ]JGROQR FL PX]J\F]IQ\FK WRQDOQH F]\ U\W
WR FL Z X]\WVNDQ\FK SRPLDUDFK"

3. -DNLHV LQWHUNRUHODFMH Z UDPDFK X]J\WNDQ\FK
FL /RQ\FK PHORG\F]JQ\FK L U\WPLF]Q\FK RUD] z\
Z NRQWHN FLH GRW\FKF]DVRZ\FK EDGD QDG X]GR
Q\FK URGRZLVNDFK NXOWXURZ\FK"

6WDW\VW\NL RSLVRZH GOD J]JGROQR FL PX]\F
Z EDGDQHM JUXSLH ¥WKiXGHQWyYZ SHG

+LSRWH]D JHURZD PyZL FD R Z\VW SRZDQLX UR]N
]JDOH*QHM ]JDUYZQR JGROQR FL PX]J\F]Q\FK MDN L JF
J\FIQHM Z EDGDQHM JUXSLH VWXGHQWYZ SRWZL
]JD SRPRF WHVWXSmRrioR&R KB ZXQRVLA\ RGSRZLHGQLF
]JGROQR FL PRRGJI448adIa. " JGi+H JRWRZR FL
do improwizacji rytmicznep = 0,100649 dla. " J G+ ®301071; goto-
ZR FL GR LPSURZL]DFM+0,10B8P RDLF]QHMS p=

,OXVWUXMH WR SU]J\NADGRZ\ Z\NU HWolVAXSNR Z

QR FL PX({y&=1IRH

% 3URFHGXUD REOLF]JHQLRZD6GODQRHEDWEO R ¥AFRGIRWR ZJYE\ XPR
nane EVHUZRZDQHM IXQNFML VNXPXORZDQHIROWRR] NF&DREXX] \G PIH ]
ustabilizowane ]| RNUH ORQ\P WHRUHW\F]Q\P UR]AWMHFMPX QRIPBIRQ\F
rowxa6 PLUQRZD MHVW Z\OLF]DQD ] QDMZL NV]HM Uy*QY¥F\ Z ZDUVW
REVHUZRZDQ\PL D WHRUHW\F]Q\PL IXQNFMDPL VNXPXORZDQH.
GDQH REVHUZDFMH PRJ SRFKRG]LU ] RNUH ORQHJR UR]N&DG)
WUDPL V UHGQLD ] SUYE\ L RGFK\OHQLH VWDQGDUGRZH
support/knowledgecenter/pl/SSLVMB_sub/statistics_mainhelp_ddita/spss/base/idh_ntk1.html
[GRVW.189.201%
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Rysunek1.'\VWU\EXDQWD UR]N4DG X [GRRIPOR @ H FRX P\ § POWE K VX\HW D E
PLHU]JRQ\FK WHVWHP $00$ ( ( *RUGRQD Z JUXSLH RVYE GRUR'

'UyGaR RSUDFRZDQLH ZaDVQH

-HGQRF]H QLH ZDUWR FL ]JPLHQQHM ]JDOH*QHM PL
na wykresie kwantyiNZDQW\O L WR ]JZLDVWXMHKW RGREWG XF
QRUPDOQHJR Z\VW SXM FHJR Z |DNERODQR FLRPSQ V]
*UDILF]JQH GRSDVRZDQLH FHFK\ GR UsIRIADGX LOXV

Rysunek2. /LQLD GRSDVRZDQLD [FERMQ@MAH ML PEHFQAIN dVOa#*DELOL]
Neélu normalnego (kwantfdwantyl)

'UyGaAaR RSUDFRZDQH ZaDVQH
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2GQRWRZDQR QLHZ\VRN UHGQL DU\WPHW\F]Q R
nych ustabilizowanychna poziomieM = 48,47, w wyniku tonalnynv = 23,20,
U\WPLF]QWE 1D :DUWR 0 URGNRZD Z\QLNX RJYOQH.
F]\OL PHGLDQD PLHV]F] FD VL Z Ne& Ag]di&pddEeBiw W\O X
tonalnegdVle = 23, a podtestu rytmMe = -HGQRF]H QLH GRPLQDQW
Z SRVWDFL PRGDOQHM Z SU]\ OGN A\ PLXN X RUWFXQHE
Mo = ]GRO QR FLMYRQ @@/ Midziych jedynido = 24. Szcze-
JyaRZH GDQH ] SRPLDUyZ WHVWHP $00% X]\WVNDQH
VWyZ VWDW\VW\F]Q\EK LOXVWUXMH WDEHOD

Tabela2. 6WDW\VW\NL RSLVRZH QUK Z\QUHN ¥Z R WO $PD( *RUGRQD Z |
JUXSLH RVYE GRURVA\FK VWXGHQWyYZ SHGDJRJLNL

Analizowane zmienng(869 badanych Tonalny | Rytmiczny ‘\QLN RJyO

3R]JLRP LVWRWQR FL 0,05 0,05 0,05
UHGQLD DU\WPHW\F]QD 23,20 25,28 48,47

Mediana 23 25 48

Moda 23 24 44

/ILF]QR 0 PRG\ 115 99 55

Minimum 11 13 26

Maksimum 35 35 69

Dolny kwartyl 21 22 44

*yUQ\ NZDUW\O 26 28 53

'UyGaR RSUDFRZDQLH ZaDVQH

3R]LRP JGROQR FL PX]\F]Q\FK XVWDELOL]JRZDQ\FK F
SHUFHQW\ORZ\FK E G FEFKFRLMHR/|WXZHODG (GZLQD (
don#® 3HUFHQW\OH OXE WH* FHQW\OH GHILQLRZDQH
QLD FKDUDNWHU\]XM F\FK JELRURZR &' VWDW\VW\F]Q
F\FK SRPL G]\ SRV]F]HJYOQ\PL MHGQRW.\R&i@mlL ZFKRG
PLHU]J\ VNXSLHQLH MHGQRVWHN Z JQDFJHQLX SURFHC
UyZQ\FK F] FL ']JL NL WHM PLHU]H PR*QD GOD ND*GH
NRZDQHM ]JELRURZR FL RNUH OLU SURFHQW JELRURZF
QL*Hddsewwbcft 2ND]XMH VL *H EDGDQ ]JELRURZR i Y%
FKDUDNWHU\]XMH SUJHFL WQ\ L QLVNL SR
XVWDELOL]RZDQ\FK -HG\QLH EDGDQHM ]JELRURZR
J\F]QH PLHV] FH]VDOE ZWR B L FK9aicer®yz. Gbser-

49 E.E. GordonManual for the Advanced Measures of Music Audiat®® Publications, Inc.,
Chicago 1989, s. 281.

5 =RE ZL FHM Satystika QpisowaVydawnictwo PWSZ, Konin 2010, s. 22.

51 Por. E.E. GordonJump Right In: The Music Curriculum, Reference Handbook for Using Lear-
ning Sequence Activitie&lA Publications, Inc., Chicago 2001.



=GROQR FL PX]J\F]IQH XVWDELOL]RZD&YH «

ZXMH VL ]QDF] F JUXS EDGDQ\FK ]H JGROQR FLI

VNLP WR ]JQDF]\ " SHUFHQW\OD RVYE WM
RVYE WM RUDRX{)6 RDP LHQLBIPNX RJIyOQ\
RVYE WM 2GQRWRZDQR IDNW Z\VW SRZDQLI

nieniem muzycznym rytmicznym na poziomie niskim (rytmiczne RVYyE WR
nalne £ RVyE PLPR Z\*V]HM UHGQLHM Z W\P ]DNUE
testu tonalnego (tonalneM = 23,20, rytmicznex+M = 25,28). Podobne wyniki
REVHUZXMH VL Z SU]J\SDGNDFK RVYE ] Z\VRNLP X]
* SHUFHQW\OD SODVXMH VL V\PEROLF]QD JUXSD

RVYE WM \P U\WWIDMF]Q RUD] ] Z\QLNLHP RJy

RVYE WM ,OXVWUXM$H3WR Z\NUHV VAXSNR
\QLN RJy @58\ 80,8 3.3

Rytmiczny 17,2 79,7 3.1

Tonalny |2/ 84,7 2,9 BUJHFL

‘ ‘ ‘ Wysoki
0 20 40 60 80 100 120
Tonalny Rytmiczny \QLN RJyOQ\

Niski 12,4 17,2 15,9

BUJHFL WQ84,7 79,7 80,8
Wysoki 29 3,1 3,3

Rysunek3.3R]LRP ]JGROQR FL PX]\F]Q\FK XVWDELOL]RZDQ\FK Z ED
'UyG4R RSUDFRZDQLH Z4DVQH

-HGQRF]H QLH REVHUZXHMBIGDLQ\FIK NRW]y EOL E & RN L
nieniem muzycznym w zakresd\WPX FR SRWZLHUG]D J]QDF] FF
ZDQLH VWDW\VW\F]QH 3RUYZQDQLH UHGREFK PL
23,20;SD=3,99) a rytmicznymill = 25,28;SD= ]D SRPREStWHVW X
denta (test parametryczny) dla” 0,05 dla statystyki = i Z\ND]DaR
Uy*QLF LVWRWQ VWDW\MW\FBQUUM EaUE1.GILBWIDOG
Uy*QLF\ Z\QRV] F\P SO= ZV Sy Q RP]=B,000001,

QD NRU]\ U raRi&zivedgdy WEXVWUXMH WR SRQL*V]\ Z\NU

52 _.HGQDNRZR* RWU]\PDQH RESMQRLORHPQ SRMZBIMD* EDGDQLH S
WHQGHQFM VSDGNRZ Z |DNUHVLH PLHUJRQ\FK NRQVWUXNMW
VNDQH UHGQLH MHGQR]QDF]QLH SRGWU]J\PXM WH] R NRQ
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Rysunek4.3RUYyZQDQLH Z\QLNyZ JRdothi@rgetomalh@s0zddiQerdidrytmiczne
'UyG4AR RSUDFRZDQLH Z4aDVQH

'RVWDUF]JRQR GRZRGYZ LVWRWOQ\FK ] SXQNWX ZL(
QD ZSRZDQLH LQWHUNRUHODFML ]JGROQR FL WRQD
PLHU]JRQ\FK ]D SRPRF WHVWX ]DOH*QR FL OLQLRZH]
2 PL G]\ SRGW H VagddiRsterd QtRG=10166, gdziep = 0,00001 dla

" FR R]JQDF]D VL4 NRUN@IRAWQ ZAWRM \RWDA]Q !
> PL G]\ SRGWHVWHROPNDRGIRJYyOQ\P ]JGROQR FL P

r = 0,89, gdziep = 0,00001 dla. ” FR R]JQDF]D NRUHODFM ED

LLVWRWQ VWDW\VW\F]QLH
2 PL G]\ SRGWHVAVEWLUNMWPPX RJYyOQ\P JGROQR FL P

r = 0,88, gdzie = 0,00001 dla. " FR R]QDF]D VLA NRUHODFN\

VRN L LVWRWQ VWDW\VW\F]QLH

$QDOL]D UH]XOWDWyYZ WHVWYZ JRWRZR FL (
muzycznej (harmonicznej i rytmicznej)

*RW R ZR impr@zRzacji obliczono na podstawie wytycznych do testu
HIRR i RIRR Edwina E. Gordodd JG]LH Z Z\QLNX VXURZ\P Z WH

G]JLHFL SRQUBRDQRKIEPMH UR]ZLMORLYEZ MR F] F\FK , HWDS H

F\MQ\ QLHZLHOH RGELHJDM RG WHRUHW\FJ]QHJR UR]JNaADGX QF

WM QLVNLH Z\VRNLH L SUJHFL WQH R W\OH X RVYE

URIJNADGX Q kalbmier@aQuidizy@zneglkR EOLF]RQHJIJR WHVWHP VWDW\VW\F

rowaSmirnowa (k6 SUJHZDJ VWDQRZL ZD U W:Rolf¢niSrolzydznegty QH L QL
53 E.E. GordonHarmonic Improvisation Readiness Recarti« V
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JRWRZR Ul GR LPSURZL]DFML KDUPRQLF]QHM R]QD]

D EUDN JRWRZR FL RG GR  JRWRYSDG MR WA §
ZLIDFML U\WPLF]QHM R]QDF]D4aD RWUJ\PDQLH Z\Ql
D EUDN JRWRZR FL 8R&d3)G]\ D

Tabela3. *RWRZR it EUDN JRWRZR FL GR SRGM FLD LPSURZL]DFM!
Q\FK VWX G H Q Wy frocEntddb * R Q

N =869 RIRR HIRR
= JRWRZR FL GR LPSURZL]DFM 93,4% 93,4%
UHGQLD DUWPHW\F]QD 29,84 29,6
%H] JRWRZR FL GR LPSURZL]DH 6,6% 6,6%
UHGQLD DUWPHW\F]QD 20,16 19,5

'UyGAR RSUDFRZDQLH Z4DVQH

=DVWRVRZDQR PHWRG VW D\Stutama ElQ@ruZnisza-v W D |
OH*Q\FK Z FHOX SRUyZQDQLD UHGQLFK ] GZyFK
Z\FK 1LH Z\ND]DQR UyY*QLF PL G]\ UHGQLPL X]\\
(M=29,07)i RIRR M =29,2) dla. " 0,05, gdziep = 0,861414, gdzie statystka
t= 2]QDF]D WR W\OH *H QLH LVWQLHM Uy*Q
FML KDUPRQLF]QHM L U\WPLF]QHM Z EDGDQHM JU>
VL SRUyYyZQ\ZDOQ\PL ]DNUHVDPL LGREADO®DRBALRP M
FIRQH NRUHODFMH SRPL G]\ WHVWDPL 5,55 D +,55
ZHM LVWRWQHM VW WO, VoNilaF '@ J05 gd3iep® 0, HIAER1.
3RGVWDZRZH VWDW\VW\NL GOD WHVWyZ 5,55 L +,5

Tabela4. StatystykiRSLVRZH GOD Z\QLNyZ WHWWgeR)+,55 L 5,55 GOD

Analizowane zmienne HIRR RIRR
UHGQLD DU\WPHW\F]QD 29,0 29,2
Mediana 29 29
Moda 33 wielokrotna
Odchylenie standardowe 4.8 4.5
Minimum 17 19
Maksimum 38 38
Dolny kwartyl 26 27
*yUQ\ NZDUW\O 33 33

'UyG4AR RSUDFRZDQLH ZaDVQH

(GZLQ ( *RUGRQ GRGDWNRZR |DFK FD GR Z\NRU
F\FK ] DQDOL]\ Z\QLNyZ WHVWRZ\FK GOD +,55 Z Ft
XF]JHQLD VL PX]\NL D Z W\P LPSURZL]DFML PX]\F]
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heterogeQ L F]Q\F K ] QDMZ\*V] JRWRZR FL GR SRGHN
KDUPRQLF]QHM ] W\SRZ JRWRZR FL GR SRGHMP
QLF]JQHM RUD] ] RJUDQLF]JRQ PR*OLZR FL GR SR(

PRQLF]QHM 5R]N4DG JRWRKZRUPR GRFI®EMRIZREDEND
WHURJHQLF]QR FL JUXS\ Z\JO GD QDVW SXM FR Z\N

WM RVYE SRVLDGD RNUDQLFKFR@GRIRMVRER PSURZ
KDUPRQLF]JQHM WM RVyYyE SRVLDGD W\SR:
M= GR SRGM FLD LPSURZL]DFML KDUPRQLF]JQHM

QDMZ\*V] JRWERZR (GR SRGM FLD LPSURZL]DFML KD
VWUXMH WR ZiWS.BHV NRAaRZ\

Rysunek5.+ HWHURJHQLF]QR it JRWRZR FL GR 3Ri®Madahd)giupiS URZL]DF
(N = 869)

'UyGaR RSUDFRZDQLH ZaDVQH

5HODFMH PL G]\ X]GROQLHQLHP PX]J\F]Q\P >
D JRWRZR FL GR LPSURZL]DFML KDUPRQL

= QDXNRZHJR SR]JQDZF]JHJR SXQNWX ZLG]JHQLD S|
dzy zmiennymi naH*\ GR PRGHOX EDGD NRUHODF\MQ\FK
]ZL I1DQH J]H ZVSYyaF]\QQLNLHP NRUHODFML F]J\OL SH
RNUH OD NLHUXQHN L VL& ]ZL JNX PL G]\ QDMF] Fl
]GROQR FLDPL PX]J\F]Q\PhagatvARDEIL OGRRZBQURIZL]DFM
zycznej 2ELH JPLHQQH ]JDOH*QH QDOH* GR EDWHULL S
QLD VL PX]\NL ZL F SUHIJHQWRZDQ\ VFKHPDW EDGLEL
weryfikacync NRUHODF\MQ\P =DVWRVRZDQ\P Z REOLF]HC
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korelDFML JH Z]JO GX QD QRUPDOQ G\WWU\EXDQW
]JDOH*QR FL ]ZDQ\ WH* ZVSyaF]\Q-Qdatrd.Z pliRktuH OD |
ZLG]J]HQLD HGXNDF\MQHJR ]J]QDMRPR U SDUDPHWU\
GR SRGHMPRZDQLPD @GWHR\IMRYWAPDOL]DFM SURFI
L XFIHQLD VL RBRSROHIJWMWDAMK QD NRUHODFML SU
]JPLHQQGROQR FL PXRWRQR FL GR LPSUR@arp@+FML P
nicznejlub rytmiczne), gdzier > 0. W omawianych relacjach wzrostowi cechy
]JGROQR FL PPOIUFEIHHR SRGWHVW WRQDOQ\ MDN L
istothy wzrostJRWRZR FL GR LPSUR Z[(fdoteddl ion&iy:IHIRRQ L F] C
r =0,38; podtest rytmiczny: HIRR = Z\QLN RJyOQ\IRRO0O$ +
r = 0,48). llustruje to tabela.

Tabela 5. Relacjer-PearsonaP L  Ggzdolnieniem muzycznym ustabilizowanywmarzonym testem
AMMAa JRWRZR FL GR LPSUR Z(teh2ii MIRRKifttiezRedseindRRR)

HIRR (dli I.D ’Po\,gsF)a 1 RIRR (dli I.D Ho\gs?
Tonalny 0,38 0,000174 0.11 0,274407
Rytmiczny 0,51 <0,000001 0.13 0193974
20yaHP $00{ 048 0,000002 0,14 0,169105

'UyGAR RSUDFRZDQLH Z4DVQH

2GQRWRZDQR ZLGRF]JQH ]ZL JNL LVWRWQH VWD\
Q\PL |/GROQR FLDPL REVHUZRZDQ\PL Z Z\QLNDFK S
RWU]J\PDQ\PL Z WH FLH +,55 V]FIHIROQRHFL@MPE] UF\K
nymia JRWRZR FL GR LPSUR@ejlgpRiér MQ,5K BdbPriRc4d. kol
UHODFM Z\VRN L ]D.O603dRIzigp ¥0,D@O01) Grazvynikiem
RIJIYOQEGROQR FL PX]\F]Q\FK XMWNODEQ A |R 2DH HHKH $
a wynikiem testu HIRR, gdzie= 0,48 (dla. " 0,05, gdzig < 0,000002).

Podsumowanie i wnioski

2 ]GROQR FL PX]\F]QH XVWOE]ROLWDAD QH yZMGE B OQ [
SUJHFL WQ\P L QLVNLP

2 Z IDJLH XVWDELOL]RZDQHJR X]GROQLHQLD PX]\F
VXM VL QD zZ\*V]\P SR]LRBRANVRLH WERDW OGQRW FH
rezultaty badawcze,

% 1DGDO SRQLHZD* ZE®RMOEPFKUMJR PQLH RG SRQDG oD
JPLHQQH V]F]JHJYyOQLH Z RGQLHVLHQLX GR JGROQR FL PX]\F
a R G ] L Bthbiigéd musical aptitudes of the school and academic youth in transversal rese-
arch A6SRAHFLHSRWHUROD YRO 24QU \Y
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2 LQWHUNRUHODFMH Z UDPDFK Z\QL Ntgrzalne] k)t-N D Q\F K
PLF]JQH L RIUNDIXHA Z\V R NL, igrzéZco YdiRarke do propo-
QRZDQ\FK QDU] G]L EDGDZF]\FK LpwdkVih@ho< Z]UD V'
JRVWDMH ZFL * HZLGHQWQD L QLHNZHVWLRQRZDQ
SRODFML X]GROQLHQLD PX]J\FIQHJR RUD] QLHNWYyL
wokalnych, improwizacyjnych),

2 JRWRZR 0 GR LPSURZL]DFML PX]\FIQHM EDGDQ\F!
ZL NV]R FL Z\VW SXMH QD SR]JLRPLH NWyU\ XPR*O
E\ZDQLD XPLHM WQR FL LPSURZL]DF\MQ\FK Z PX]\F
ZLHOH VDW\VIDNFML DOH SUJHGH ZV]\VWNLP UR].
niczny, tonalny i rytmiczny), pomagaJ6 R]QDZDu L SRUXV]DuU VL Z
VNDODFK PX]J\F]Q\FK RG GXURZHM SU]JH] GRU\FN
OLG\MVN HROVN PRORZ KDUPRQLF]Q GR ORNU
GR DXGLDFML SRSU]H] Z\ELHJDQLH Z SU]J\V]arR u z
zykL SR]ZDOD QD DXWRHNVSUHVM ZVSLHUD UR]Z
NRQG\FM JGURZRWQ Z]PDFQLD XPLHM WQR FL DN
ZLD SU]\MHPQR 0 L PRW\ZXMH GR G]LD&4DQLD

2 MHG\QLH EDGDQ\FK GRURVA\FK SRVLDGD RJUDC
LPSURZL]DFML KDUPRQLF]QHM QDWRPLDVW D*
SUJHFL WQ MHG\QLH SRV L\D==3B,2) v Mdzha* V] JRW
FID *H HZHQWXDOQD SUDFD ] WDNLPL RVREDPL S
G\GDNW\F]QH Z VSHFMD O qiuyczniedRWUUH FDVPHXWED 4.
Q\FK L PHWRG SUDF\ RUD] UHVSHNWRZDQLX LQG\.
Z DGDSWDFML WUH FL PX]\F]Q\FK NLHAGJIQDXF]DQI
FIH QLH RSW\PL]PHP QDSDZD IDNW *H D* SRQDG
V\ZDQ QLHRERW®RQ@RJI Z VWRSQLX SUJHFL WQ\P W\S
]JDWHP MHG\Q SU]JHVINRG Z UR]ZLMDQLX XPLHM V
]JRVWDMH AVNRVWQLDA&\" VIVWHP HGXNDF\MQ\ F]\C
ILOR]JRILD HGXNDF\MQD WUDQVPLVOGWRQEHUIR HQW¥YX O
QDXF]DQLD L XFJHQLD VL E UDMbitBrik MeNEm&M L ZH Z
RUD] QLHZ\VWDUF]DM FR SU]\JRWRZDQD NDGUD G\

2 odnotowano istotne statystycznie (dla’ UHODFMH J]GROQR FL
nych (tonalnych, rytmF]Q\FK L Z Z\QLNX RJyOQ\P PLHU]JRQH
(( *RUGRQD Z]JO GHP JRWRZR FL GR LPSURZL]DF
QHM WHVWHP +,55 JG]JLH JGROQR FARWR Q DFRAQWI\W
miczne: HIRRy = RUD] Z\QLN RJyOQ\r$0,0% coiopab
FID HNVSOLNRZDQH XPLDUNRZDQH L VLOQH ]DOH
Q\PL J]PLHQQ\PL Ip@yRstbthdy da BKsplanaciji empirycznej dys-
WU\EXDQFLH URIJNaDGX QRUPDOQHJR 3RQLHZD* N
R ]DOH*QR FLDFK SU]\F]I\QRZIVFKDAR*HEKRGIH J]GR(

5 E.E. Gordon,+ DUPRQLF ,PSURYLVDWLRQ 5H2MBLQHVY 5HFRUG DQG«
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XVWDELOL]RZDQH QLH SRGOHJDM G\QDPL]DFML
GRGDWQLH R]QDF]D MHG\QLH W\OH *H Z\VRNLF
]JGROQR FL REBRFQA®GDM Z\VRNLH ZDUWoR- FL ]P|
ZR U GpowiAacji harmonicznej ZL F JPLHQQH WH MHG\QLI
SXM .RQVHNZHQFM WHJR MHVW Z4D FLZH LQW
Q\FK Z SUDNW\FH HGXNDF\MQHM JG]LH PR*HP\
VRNLFK JGROQR FLDFK PX]\F]Q\FK ZE\\GR NF KDRNDR
ZR FL GR SRGHMPRZDQLD LPSURZL]DFML KDUPF
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Relationship between stabilised musical aptitude and harmonic
and rhythm improvisation readiness in adults in transversal
research

Abstract

This article is to be considered a research report on the relation between stabilised musical apti-
tude and harmonic and rhythm improvisation readiness in students of Pedagogy in transversal re-
search. Three tests devised by Edwin Elias Gordon were perfotingefirst being thédvanced
Measures of Music Audiatiomeant to measure the stabilised tonal and rhythm musical aptitude.
The second and the third tests measure improvisation readiness. In the case of rhythm improvisa-
tion, it was theRhythm Improvisatin Readiness Recqrdnd for harmonic improvisatiorthe
Harmonic Improvisation Readiness Recorftie research was performed on a group of 869 students
of Pedagogy with various academic backgrounds in Poland. The results clearly indicate that musical
aptitude in the investigated group is at average and low levels. There are also significant statistical
relationships between musical aptitude and improvisation readiness, especially the harmonic one.

Keywords: stabilised musical aptitude, rhythm and harmaniprovisation readiness, music
learning theory, audiation.
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Abstract

This article is to be considered a research report on the relation between stabilised musical apti-
tude and harmonic and rhythm improvisation readiness in students of Pedagogy in transversal re-
search. Thregests devised by Edwin Elias Gordon were performed, the first beinidtrenced
Measures of Music Audiatiomeant to measure the stabilised tonal and rhythm musical aptitude.
The second and the third tests measure improvisation readiness. In the rbgienoimprovisa-
tion, it was theRhythm Improvisation Readiness Recadd for harmonic improvisatiorthe
Harmonic Improvisation Readiness Recorftie research was performed on a group of 869 students
of Pedagogy with various academic backgrounds iaRbIThe results clearly indicate that musical
aptitude in the investigated group is at average and low levels. There are also significant statistical
relationships between musical aptitude and improvisation readiness, especially the harmonic one.

Keywords: stabilised musical aptitude, rhythm and harmonic improvisation readiness, music
learning theory, audiation.

Preliminary assumptions: theoretical background
of the research

The constructional core of the presented empirical research is the music learn-
ing theory devised by Edwin Elias Gordon and the knowledge concerning the
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structure and properties of musical aptitude and audiation. The music learning
theory combines the knowledge on learning music in a sequential manner with
what we know about musical tfpde and audiatidnand thus fits into a system

of well-defined concepts, such ssbilised musical aptitudendharmonic and
rhythmic improvisatiomeadinesswhich are at the same time the object of this
research. The aim of the research iglilgnose musical aptitude and musical
improvisation readiness (harmonic and rhythmic) in adult students and to search
for relationships between these constructs by means of statistical analyses. The
highlighted problem remains in the area of predilecticsome researchérsom

the field of music pedagogy, who seek a place and identity for the music learning
theory of Edwin E. Gordon, within the framework of pedagogical sciencesand
determined by the evolution of sciengthe multiplication of argumestfor the
validity of modernizing musical education seen as universal, with audiation

the background. Susan Hallhpiaces music learning within the area of cultural
and creative competence acquisitjomhich results in her interest in the two fac-
tors(musical aptitude and musical improvisation readiness) coming directly from
Edwin E. Gordor$ music learning theory, which is empirical and as such, ac-
cording to the descriptive concept of science, has a descriptive function, where it
is assumed that theastical theorems are translatable into theorems concerning

1 E.E.Gordon6 HNZHQFMH XF]JHQLD VL Z PX]\FH 8PWydawnist@oR FL ]ZDLU
WSP, Bydgoszcz 1999, p. 50. See also: E.E. Golmmmanifestation of developmental music
aptitude in the audiation of VDPH ™ MWQGIHUHQW DV BGRPQbcatlidpsAnCY L F
Chicago 1981.

2| mainly mean Ewa A. Zwolinska, BeatalBBQ QD 3DZH& $ 7U]JRV O0D&JRU]DWD 6X
.RARG]LHMVNL DQG %DUEDUD 3D]XU

3 Audiation is, to put it simply,dmusical thinking, because it is to music, what thinking is to
language. One can audiate, i.e. consciously think musically, by perfowaniiogis musical ac-
tivities +from listening, playing, performing, and interpreting to creating, composing and im-
provising music. Listening with understanding both to music and speech (conversations, dia-
logues) entails similar operations consisting in degpthe meaning of words/motifs/sentences.
More: E.E. Gordon6 HNZHQFMH XF]HQ.Lp.216.Z PX]\FH

4 The study of musical aptitude in relation to musical improvisation readiness is autotelic in na-
ture, but it also constitutes a background for questions concerning the influence of music on
human functioning. Susan Hallam demonstrates the multiple effectmigical aptitude and
achievements on language development, literacy and numeracy, intelligence, overall perfor-
mance, creativity, motor coordination, concentration;cetifidence, emotional sensitivity, so-
cial skills, teamwork, discipline and relaxatioBhe also suggests that the positive impact of
engaging in music activities on personal and social development can only be achieved if it is
a pleasant and rewarding experience. However, all this has an impact on the quality of music
teaching. Qtd. in: SHallam,The power of music: Its impact on the intellectual, social and per-
sonal development of children and young peopl Q WHUQDWLRQDO -RXUQDO RI 0X
2010, vol. 28, no. 3, pp. 26289.

5 Qtd. in: B. Bonna,=GROQR FL L NRPSHWHDFME EXRERQV]\P, ZLHNX V]|
UKW, Bydgoszcz 2016, p. 254.
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observable objects and relationships between évéiite assumption concern-

ing the egalitarian nature of the music learning theory, according to which all

students can learn music, but not alllviibve the same achievements in this

field’, adopts a specific research and praxeological standpoint, and places the
course of music education in:

2 cognitive conteXt +tDFFRUGLQJ WR %DUEDUD .DPL VND
in the focuses on the cognitifenctioning of human beings in the field of
music, on questions concerning the perception of musical elemergseid
tures. Therefore, the area of musical aptitude became a part of the research on
the perception of music, and thus a subject of intefestisic psychology

2 psycheeducational context, i.e. mainly the optimisation of the conditions for
reaching the procedut@imusical knowledge.

Edwin E. Gordor§ theory clearly stresses objective audiation (musical think-
ing), determined mainly by musitaptitude, the essence of which is the conjunc-
tion of nature and culture, and the learning processes are determined by the qual-
ity and intensity of everyday musical education and stimulation of students' men-
tal development. | assume that the result dfet measurement of musical apti-
tude, as an effect of the conjunction of nature and cdffullestrates the influ-
ence of these two factors, especially the one of aptitude that Edwin E. Gordon
refers to as stabilizé8l Thus, the basis for successful musiarhing consists in
musical aptitude, i.e. a set of musical capabilities with a dichotomy of tonal versus
rhythmic capabilitie¥, considered in the subject matter literature as basic (pri-

6 &1 - 6XFK 0 6FifopbfiapadliN\GDZQLFWZR 8:0 3R]Q 5. S

7 E.E.Gordon6HNZHQFMH XF]HQLM®D4Y.L Z PX]\FH

8 See:W.A.Stokes ,V (GZLQ *R UnBh&TEvy 4lgayhitive OneFhilosophy of Music
(GXFDWLRQ 5HYLHZ" ¥ 660 QR SS

® % .DPL ¥G@ROQR FL PX]\F]QH Z XM FLX SV\FKRORSHdia PX]\NL
3VI\IFKRORJLFD”’ QR S

10 Procedural knowledge, also known as imperative knowledge, is knowledge used while perform-
ing specific tasks, because it can be directly applied to the solution of a selected problem, and is
constructed through action. See more: D.J. ElIMtisic as Knowddge 3The Journal of Aes-
WKHWLF (GXFDWLRQ "Special ¥R Philosaphy of Music and Music Education
(Autumn 1991), pp. 2#0.

11 Ibid., p. 46.

12 E.E. GordonSociety and Musical DevelopmgeAinother Pandora Paradox, GIA Publications,

Inc., Chicago 2010, p. 76.

13 Stabilized means fixed (wetistablished, stable, unchanging, constant). Stabilized aptitude is
one that has passed from a developing (dynamic) state to a static (relatively stable) state, lasting
from about the age of 9 to éabld age. This means that from that moment on, there are usually
no further qualitative and quantitative changes of a progressive nature, therefore, all measures
which are to stimulate the musical potential of a person should be intensified from bivthuto
the age of 9. See more: E.E. Gord6HNZHQFMH XF]JHQLPp. 89&F5.Z PX]\FH

14 This is because the conclusions drawn from the subject matter literature seem to be consistent
with the view that there are two innate factors leading to the acqunisifimusical aptitudet
one related to the perception of musical time intervals, i.e. rhythm, and the other to the percep-
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mary)®. Musical aptitude is to be measured using standardised toible form
of appropriate tests of musical aptitude.

Stabilized musical aptitude and measurement techniques

Musical aptitude and achievements are drastically different from each other,
but at the same time closely reldfedlusical aptitude is a measurktioe poten-
tial to learn music, i.e. to acquire specific music achievements, such as singing,
playing instruments or improvising music. Music achievements, on the other
hand, are a measure of what a person has |¢aribére is a difference between
musica aptitude and music achievements, and it is precisely the problem in de-
fining these concepts that usually leads to misidentification, as the difference be-
tween them is blurred by the synonymous use of terms sudlptitside, capa-
bility, talent, musicalig, predispositionThis is becoming a serious problem, es-
pecially for music teachers, as traditional teaching approaches clearly reduce in-
dividual differences between studéft3 he fact that we are born with equal rights
does not mean that we are equakims of our aptitude, intelligence and achieve-
ments. Just as developing musical aptittidecharacterized by fluctuation, be-
cause we cannot predict the influence of the environment on its quality, dynamics
and level, a stabilized musical aptitude isreloterized by durability, unchangea-
bility and finality. One thing is certain. During the first nine years of life, develop-
ing musical aptitude is subject to constant change, increase and decrease, depending
on the quality of cultural influenc&sand the &bilisation of aptitude means only
that the level of musical aptitude (tonal and rhythmic) after the age of nine will
remain at the same throughout the course dtliflhat is why all positive educa-

tion of pitch £melody.Qtd. in: U. Skupio,0 X]\ND D, P¥]JHFK ZL D Wol. 114, no.
1018, p. 347.
15 Cf. E.E. GordonA Music Learning Theory for Newborn and Young Child@nl. A. Publica-

tions, 1990; idem,6 HNZHQFMH XF]HQL.pBMVAonnZ =Rl>XROFAHR FL L NRPSHWH

PX]J\F]QH XF]QLyZ Z P&R G V,DHW7BytoNstc/INER P k@8 PLHM WQR FL
audiacyjneXF]QLYyZ QD HWDSLH HG X NKVW, BYdgddsz¢ HAD(BRSEENMBIOE H M
VHDUFK RQ WRQDO DSWLWXGH FRUUHODWLRQ Effcieicg =ZROL
of Listening to the Melody and Neural Correlates of Tonality Differentiatimnael Studies in
OXVLFRORJ\ 2QOLQH" &£7.YRO SS

16 V. Valerio, The Gordon Approach: Music Learning Theomgtd. in: https://www.alli-
anceamm.org/resources/gordfaécessed Sep 8, 2419

17 E.E. GordonNature, source, measurement, andluation of music aptitude&olskie Forum
3VI\IFKRORJLF]QH’ YR®@37. QR SS

18 |bid., p. 1041.

19 More on this topic: D.L. Walter&dwin Gordon's Music Aptitude Work7 KH 4 XDUWHU O\’
no. 2(12), pp. 6472.

20 E.E. Gordon,6 HNZHQFMH XF]HQLP AL Z PX]\FH«

2% Ibid.
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tional efforts which allow for musical aptitude to bienstlated are so important in
the period of their malleability; i.e. infancy, preschool and early school age.

The premisetby E.E. Gordontthat everyone has the potential to learn music
is still valid?®. By using tests, teachers can try to predict stisdpmisical poten-
tial and measure their music achievements more accufaf€he researchers'
responsibilities should be focused on undertaking an intellectual (scientific, po-
lemical) dispute with the stereotype of a subjective method of diagnosing musical
aptitude, present in the social awareness (typical of teachers of early music edu-
cation and music), where the majority of teachers are sceptical of objective infor-
mation obtained by testifiy The source of this state of affairs is the reliance on
subjective assessmenifgclass observation, aural analyses, auditions), sanctioned
by teaching tradition and social consent, instead of objective measuteiment
line with the principle thathe test sees what the teacher does notfeadopt-

22 See more on the topic of developing aptitude measurement: E.E. GArBantor Analysis of
the Musical Aptitude Profile, the Primary Measures of Music Audiation, and the Intermediate
Measures of Musicudiation 3% XOOHWLQ RI WKH &RXQFLO IRU 5HVHDUF
(Spring), no. 87, pp. 125.

23 E.E. GordonAspects of Validity the Harmonic Improvisation Readiness Record and Rhythm
Improvisation Readiness Record: Evidence of Music AptitudeAahevementin:] Test Va-
lidity and Curriculum Development. Three Longitudinal Studies in MuBi& Publications,
Inc., Chicago 2001, pp. 2.

2 A.M. Reynolds,8QGHUVWDQGLQJ OXVLF $SWLW X GReseardh Badias UV | , (
in Music Educat RQ”’ QR S

25 QOthers (a small percentage) appreciate the opportunity, but treat the data obtained in this fashion
in a superficial and inconsistent way, e.g. in the case of decisions on teaching based on individual
differences. Otheteachers use tests, interpreting their results inconsistently, mainly because of
internal (emotional and mental) blockages to adopting the appropriate theoretical and philosoph-
ical perspective, teaching experience or general understanding of the stanctutgiective of
the test. Such a theoretical perspective can be e.g. praxeological, because the object of human
interest (teacher) consists in intentional and conscious actions. The awareness of a specific per-
spective leads to a specific action aimedchieving a goal, e.g. increasing improvisation read-
iness or increasing the childr§music achievements in the area of musical improvisation.

26 |t also seems that information about aptitude and improvisation readiness (harmonic and rhyth-
mic) acquired inan objective way may determine the change of the teaching perspective from
the socalled dispersedto the Structured one, which must give rise to certain causative con-
sequences. According to Christopher A. Mitchdlt,is essential for [...] teachete have as
PXFK LQIRUPDWLRQ D EB&xaNabiltiede.gl Vidoal ¥réntb@wgatiinal] as pos-
sible in order to provide each student with the type of instruction @d$tHGHG"~ &K $ OLWF
Audiation and the Study of Singiriglectronic Thesg Treatises and Dissertations, The Gradu-
ate School Florida State University Libraries 2007, p. 27.

27 A.M. Reynolds,8QGHUVWDQGLQJ OXVLF $SWLW X GReseardh Btadias UV T , (
LQ OXVLF (GXFDWLRQ" QR S

2 0 .RARG]LBHHMMWIMX* 1D Sy(QR 1ick/liMwhy Mikd Dn&yrz€ Krukturze
L Z&4D FLZR FLDFK ]JGROQR FL PX]\F]Q\FK G]JLHFL Z ZLHNX S
[in:] Pedagogika i jej obliczeed. J. Skibska, J. Wojciechowska, Wydawnictwo Naukaiud,
Bielsko % LDaDbD 468.



182 ODFLHM .2a2'=,(-6.,

ing such a way of thking means adopting a specific research and evaluation
perspectiv®, i.e., as Jacek Piekarski rightly statés:.] research is a kind of
social practice, where the quality of researctipesticipation in said practices
becomes a special area of comcand interest’.

Current research on the relationship between musical aptitude
and improvisation readiness (harmonic and rhythmic)

Edwin Elias Gordon was a pioneer of correlation studies between musical
aptitude (both developing and stabilized) and haimand rhythmic improvisa-
tion readiness. What follows illustrates the correlation values between the indi-
cated constructs in adulf§able 1§~

Table 1. The relationship between musical aptitude measured with AMMA test and improvisation
UHDGLQHVY PHDVXUHG ZLWK +,55 DQG 5,55 WHVWV LQ (GZLQ (

Tonal Rhythmic | Overall result
RIRR HIRR (AMMA) (AMMA) (AMMA)
RIRR 2 0.32 0.21 0.24 0.24
HIRR 2 0.28 0.26 0.29
Tonal
2
(AMMA) 0.68 0.90
Rhythmic 2
(AMMA) 0.91

Source: E.E. Gordojarmonic Improvisation Readiness Record and Rhythm Improvisation Read-
iness RecordGIA Publications, Inc., Chicago 1998, p. 58.

In other studies using thdusical Aptitude ProfildMAP) test battery, Edwin
E. Gordon shows a Pears$n-correlation of 0.37 to 0.66 between the individual
results of the MAP aptitude test and harmonic improvisation readiness measured
by the HIRR test. Calculations of the relationship between musical aptitude and
rhythmic improvisation readiness, measured by the AMMA test on 33 students
of Pedagogy in the field of early education, showed (in the research of Maciej
.RARG]JLHMVNL YD Q XB.19, buthey kéte O@dH statishicaRy signif-

2% | see evaluation as a regular inquiry into the value of one's own work.
30 J. Piekarski3HUVSHNW\ZD XFIHVWQLF] FD Zz&B&EDAQICHMAS HMSLU\F]Q
JO G %DGD (GXNDF\MQ\FK” .269.QR S
31 Unfortunately, it is not known whether all calculations are statistically significant, but it should
be expected that higheri DFWRUV ZLOO FHUWDLQO\ KDYH D"0.WDWLVWLFL
32 Qtd. in: G. ComeatRiano Pedagogy: Research and Information Guidest Edition, Routlege,
London +Ottawa 2009, pp. 144.42.
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ican3, A study of the relationship between the results of the AMMA test and
rhythmic improvisation readiness on 33 students of early education pedagogy,
FRQGXFWHG E\ ODFLHM .RARG]UevMMNAD.1Y MWRcEAHG YL
were not statistically significant. In other research explorations on a similar topic
(whereN = 33) a correlation of = 0.42 between RIRR and AMMA results was
found®®. A study of the relationship between stabilized musical ajtitanid
rhythmic improvisation readiness (RIRR) showed a correlatiordd.2G>.

Research assumptions

In order to capture the relationship between stabilized musical aptitude and
harmonic and rhythmic improvisation readiness, a diagribstification*’-cor-
relatior?® research model was applied, with etic quantitative strategy and re-
search orientation rooted in the neopositivist paradigm with a testing rffethod
The main premise of this approach is to strive for objectivity and axiological neu-
trality, tharks to which the researcher becomes an external and uninvolved ob-
server who tries to distance themselves from the reality being researched, which
exists objectively and should be reflected in the research process based on scien-
tific methods (here testint}) where the basic methods of developing and analys-

% 0 .RARG]LHBR/OQR FL PX]\F]QH XVWDELOL]JRZDQH D LPLWD
Z PHWUXP GZXG]LHOQ\P VWXGHQWYZ ZF]HV &dukacla GE-NDFM L
PHQWDUQD Z 7THRULL L 3UDNW\FH" YRO QR S

34 |dem, Rhythmical Creativity in Duple and Triple Meter of Students of E&dyool Education
in the Light of Their Stabilised Musical Aptitudes and Rhythm Readiness to Impfdsiw
RI $SUWLVWLF (GXFDWLRQ~ QR S

3% |dem, 3R]JLRP JGROQR FL PX]\F]Q\FK XVWDELOL]RZDQ\FK D JR!
LFJQHM L U\WPLF]J]QHM X [MWXKDHFWNFREIHBQ OMILKLSUDNW\Ft
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36 Diagnostic research consists in taking reliable measurements and determining the level of musical
aptitude (tonal, rhythm and overall), as well as harmonic and rhythmic improvisation readiness.

87 The pupose of verification research is to confirm (or deny) a given state of affairs within the
phenomena being researched and, what is important, compare the findings in reference to the
initial scientific theory, heretthe music learning theory by Edwin Hig&ordon, and verify the
theoretical and practical assumptions of AMMA, HIRR and RIRR tests by E.E. Gordon. See
J. Apanowicz,0 HW R G R O R J&dynig 2602, @.[36.

38 The correlational research model is mainly meant to test the research hypmthesiging the
strength and direction of the relationship between the studied variablestdwtveeen musical
aptitude and harmonic and rhythmic improvisation readiness. In other words, this procedure is
aimed at determining the interdependence and @hility of the studied phenomena. See
E.E. Gordon,Designing Objective Research in Music Educaation. Fundamental Considera-
tions, GIA Publications, Inc., Chicago1986, pp. 28.

39 pQStat software was used for statistical calculations.

9 6HH PRUH6X@NRZWWRGRORJLH HPLF L HWLF Z ED,G\a@LDFK N
DIJHPHQW DQG %XVLQHVV $GPLQLVWUDWLRQ &HQ®BUDO (XU
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ing the research material should include a wide spectrum of statistical proce-
dures!. This model of research, adopted in Edwin E. Gordon's scientific method-
ology, is characterised by a pursuit of generatisatobjectivity and a more uni-
versal reference framewdrk

A total of 869 Pedagogy students (adults) from the years- 2008 and from
YDULRXV DFDGHPLF FHQWUHYV LQ 3RODQG 3aRFN
VIW\Q 3XaWXVN %\G JRaigFahd 8jemigwire) kg from the

so-called noamusical groups, were enrolled in the study using standardised test tools.
The selection of the sample was intentional, mainly because of the community in ques-

tion being easily accessible. Three statidad tests were usefidvanced Measures

of Music AudiationAMMA “3, measuring the two basic components of musical apti-
tude *tonal and rhythmic hearing, Edwin Elias Gorddfi@armonic Improvisation
Readiness RecordHIRR)* and Rhythm ImprovisationReadiness Recdftl

41 The following statistical procedures were used here: basic descriptive statisticantifative
data, distribution study using the KolmogorBmirnov (K-S) test, average comparison using
the Studen® ttestfor dependent and independent groups, Spearman's lineeelation.

42 E.E. GordonpPesigning objective research in musiducation GIA Publications Inc., Chicago
1986; see also: M. Raiber, D. Teachdtte Journey from Music Student to Teacher: A Profes-
sional ApproachRoutledge, London 2013.

4 The AMMA test was published in 1989 and designed for adults at the requkst détional
Association of Schools of Music in the USA, intended for use by higher education institutions. See
E.E. GordonContinuing Studies in Music AptitudéalA Publications, Inc., Chicago 2004, p. 7.

44 The HIRR test is intended for children and adults of all ages. The aim of HIRR is to help teachers

to objectively determine the necessary readiness of students/adults to learn harmonic improvi-

sation, and to help them adapt their curricula to the individitfatences between students while
learning musical (harmonic) improvisation. Thisrihute group test consists of 43 harmonic

tasks that are performed in different tonalities (music scales). Each task consists of three chords,

all of equal duration, wit a tonic chord as the first and last chord in C major. All instructions
on how to perform the test with the exercises (examples) are included on the CD recording.
Students are required to listen to pairs of harmonic tasks and to check the correct mx on t

answer sheet (whether the two chords in each pair sound the same or different). If students are
unsure of the correct answer, they are requested to check the question mark column, which in-

dicates that they have doubts. Qtd. in: E.E. Gorditusic Aptitide and Related Tests. An In-
troduction GIA Publications, Inc., Chicago 2001, p.14.
45 Similarly, the RIRR test is designed for children and adults of all ages. The aim of this tool is to

help the teacher to objectively determine the necessary readiness of students to learn rhythmic

improvisation, and to help them adapt the curricula tonteidual differences between stu-
dents while learning musical (rhythmic) improvisation. An additional advantage of the test is
that it shows whether the student has the ability to accurately handle temporal relationships in
music. This 2@minute group tesconsists of 40 pairs of rhythmic tasks, each pair performed
using the same simple melodic line in C major. Each melodic line contains only four simple
rhythmic values. Instructions on how to perform the RIRR test with sample exercises can be
found on theCD. Students are asked to listen to pairs of patterns and to indicate on the answer

sheet whether the two patterns are the same or different. If the two patterns do not sound the

same, it means that in the second pattern, the duration is longer or staorterthe first pattern.
For the sake of psychological comfort of the students, they have the option to mark a column

TRF
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(RIRRY. All the tools used are relatively short in duration and it takes no more

than 30 minutes to carry out efficient measurement operations during a single
meeting. Environmental and birth factors (pheand genotype, respectively),

the impact of family interactions quality, psehool and school education, as well

as extracurricular activities were set as an independent véfidbléhe case of

the AMMA test, the dependent variable was limited to measuring the melodic

(tonal), rhytim and overall musical aptitude, as well as the harmonic (HIRR test)

and rhythmic (RIRR test) improvisation readiness or lack thereof. The indicators
for the dependent variable are three AMMA results: tonal, rhythm and overall,

and two raw results, one fare HIRR and one for the RIRR test.

The main problem of the research was in the following question:

What are the relationships between stabilized musical aptitude and harmonic
and rhythmic improvisation readiness of the studied group of adults representing
the environment connected with studying at pedagogical faculties?

The following questions were identified as specific problems:

1. What is the level of stabilized musical aptitude in adults representing the en-
vironment related to the field of pedagogy?

2. Which type of musical aptitude, tonal or rhythm, reach higher values in the
obtained measurements?

3. What are the intercorrelations between the results obtained in the tonal (me-
lodic) and rhythm aptitude subtests, and the overall result within thextonit

the previous research on musical aptitude in different cultural environments?

Descriptive statistics for stabilized musical aptitude
in the studied group of pedagogy students

The zero hypothesis, concerning the occurrence of a normal distrib@ition o
the dependent variable (both musical aptitude and musical improvisation readi-

with a question mark if they are not sure of the correct answer. Qtd. in: E.E. Gbhdsin,
Aptitude and Related Tests. An IntroduetiGlA Publications, Inc., Chicago 2001, p. 15.

46 E.E. GordonHarmonic Improvisation Readiness Record &itythm Improvisation Readiness
Record GIA Publications, Inc., Chicago 1998.

47 This requires the measurement of music aptitude regardless airtha inusical preparation
of the participants. The testing tool must not adhere to rules similar to the design of music
achievements tests. In other words, in order to assess the music learning potential in students,
they cannot be expected have receivathfll musical education. Therefore, the design of the
test should eliminate the participants' knowledge of musical notation, musical terminology and
any theoretical knowledge, and such is the case of this study, where the examined cases have
neither formahor informal musical preparation. In other words, they have never participated in
any specialised classes aimed at developing musical skills and aptitude. Qtd. in: Ch.A. Mitchell,
Audiation and the Study of Singirglectronic Theses, Treatises and Disg@ms, The Gradu-
ate School Florida State University Library 2007, p. 27.

















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































