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Introduction ‘

Dear Readers, we present you with the third issue of the yearbook Folia Organologica.
We are very happy that the journal is developing, gaining more and more readers, but also im-
proving its quality, which is proved by indexing the yearbook in the first electronic databases.
We hope that due to our work and commitment we are able to meet the needs of the organ
studies community; at the same time we are gaining more and more readers interested in the
organ, who will find many interesting and inspiring articles or useful news on our pages. We
strongly believe that both the organ and organ music require multifaceted promotion and it
is this statement which becomes a significant theme for our work. We thank you for all kinds
of supportive words, positive assessments, but also for any feedback on Folia Organologica.

We started our work on the third issue of the periodical at a special time. The whole world
has been overwhelmed by the fear of coronavirus, but this fear is not unsubstantiated. The
number of people who have died as aresult of the infection is terrifying. Of course, this is not
a message to the local press, but | mention it for the knowledge to next generations who —
I hope, in the distant future — will reach for Folia Organologica. We live - as the Latin maxim
declares —here and now: hic et nunc. So even though the situation | am writing about does not
directly concern the reality of the organ, the chronicle themes substantiate its recollection.

Inthe community of Silesian organists we were also forced to face the sad fact of one's de-
parture. On 28 February 2020, Fr Piotr Debski, PhD from Legnica died after a long and serious
illness. He was a lecturer at the Academy of Music in Wroctaw and director of the Diocesan
Institute of Church Music in Legnica. Although he never published on our pages, | still mention
him as our very close collaborator, because his potential cooperation at creating this journal
was prevented by illness. We used to talk many times about the necessity of such ajournal.
I know from our conversations that he enjoyed its founding, but he could only help us with the
right word. We dedicate the pro memoria section to Fr Piotr Debski, including not only the text
characteristic for this section, but the memories of Fr Piotr friends as well.

The currentissue also includes articles, reviews, discussions, and other sections in accord-
ance to the prearranged layout of the journal. Therefore, we invite you to read the third issue
of the periodical, concurrently relying on your warm reception and declaring our openness to
constructive suggestions and creative comments.

Grzegorz Pozniak
Editor-in-Chief of Folia Organologica
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ARTICLES

Translokacje slaskich organow
po 1945 roku na teren diecezji tarnowskiej

Translocations of the Silesian organs after
1945 to Tarnéw diocese

Pawet Pasternak
ORCID: 0000-0003-1024-2110

UNIWERSYTET MuzyczNy
FrRYDERYKA CHOPINA W WARSZAWIE

ABSTRACT

In the article, there is presented history of organs moved after World War II from Silesia, mainly
from former German territories to Tarnéw diocese. The oldest of them was made in 1746. Four of
them comes from Schlag & Séhne workshop from Schweidnitz (Swidnica), two are by Gebriider

Walter workshop from Guhrau (Géra), and two are built by unknown organbuilders. Other two
translocated organs do not exist now. There are also parts of former Silesian organs, like pipes,
bellows and consoles, present in organs built by other organbuilders in Tarnéw Diocese. Two
translocations were planned, but did not succeeded.

WSTEP

dy w 1945 r. Polska objeta w administracje byle tereny III Rzeszy, tzw. Ziemie Od-
G zyskane, zaczely by¢ one miejscem usankcjonowanego szabru. Temat ten w $rodo-

wisku organologicznym jest niezwykle kontrowersyjny, a badania jego trudne ze
wzgledu na realia tamtych czasow. Przygotowujac obecnie prace doktorska o powojen-
nych dziejach organowych diecezji tarnowskiej, sita rzeczy musialem natrafi¢ réwniez
na zagadnienia zwigzane z t3 tematyka. Postanowilem je wiec tutaj przedstawic i upo-
rzadkowa¢ w celu prezentacji faktow juz odkrytych, jak réwniez zagadnien jeszcze nie-
wyjasnionych, co - mam nadziej¢ — bedzie impulsem do nowych odkry¢. W tym miejscu
chcialbym szczegolnie podzigkowaé Wolfgangowi Brylli, z ktérym od lat wspdtpracuje
w kwestii wyjasniania loséw wywiezionych organéw. Wspotpraca ta pozwolila ustali¢
historie juz kilku instrumentéw, a jej wyniki W. Brylla prezentuje gtéwnie na famach
czasopisma ,Sudety” (2014a; 2014b). Autor ten wspomina ponadto o organach, ktére
zamierzano sprowadzi¢ do Sobolowa (W. Brylla 2015).
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W diecezji tarnowskiej nie bylo tak wiele zniszczen wojennych, jak w niektorych innych
czg$ciach kraju, stad tez import instrumentow z tzw. Ziem Odzyskanych nie byl tak masowy,
jak np. w Warszawie. Kilka takich organéw jednak sprowadzono i dzi$ s one waznym punktem
w krajobrazie organowym diecezji tarnowskiej. Praktycznie caly ten zasob pochodzi z Dolnego
Slaska, gdyz byt on najblizszy geograficznie i przybylo tam wielu osadnikéw z Tarnowskiego,
w tym ksiezy, ktorzy podjeli tam prace duszpasterska. Poza tym wsrdd sprowadzonych wtedy or-
ganoéw mamy jedynie dwa instrumenty bedace prawdopodobnie dzietem firmy Gebriider Dinse
z Berlina s3 to 7-glosowe organy w Bukowcu - wojewddztwo malopolskie, powiat nowosadecki,
jak réwniez 12-glosowe organy w Jasieniu Brzeskim — wojewddztwo matopolskie, powiat brze-
ski. Oba instrumenty majg trakture mechaniczng i wiatrownice klapowo-zasuwowe; ich pier-
wotnych lokalizacji nalezy upatrywa¢ w potnocno-zachodniej Polsce.

1. ZACHOWANE INSTRUMENTY
1.1.  Johann Georg NeRling

Przeglad slaskich organéw w diecezji tarnowskiej chce rozpoczac od najstarszego spo-
$rod nich o pewnym datowaniu. Jest to instrument zbudowany przez Johanna Georga Ne-
flinga dla kosciota ewangelickiego w Grodziszczu k. Swidnicy w 1746 r. Pierwotnie miat
jeden manuat, pedali 13 gloséw. W 1843 r. firma Schlagéw powigkszyta organy o 3-glosowy
manuat IT (W. Brylla 2014a), a w 1874 r. remontowala je (Schlag 1908), zmieniajac by¢ moze
dyspozycje. W latach 1955-1956 przeniesiono je do kosciota w Ochotnicy Dolnej. Poprzed-
nie organy, 10-glosowe, Jana Baranowskiego przeniesiono do Rajbrotu, natomiast montazu
w Ochotnicy dokonal Jozef Stach z Tegoborzy. Poniewaz instrument Nefilinga jest duzo
wiekszy rozmiarami niz Baranowskiego, a niewielki drewniany kosciét w Ochotnicy nie
moze si¢ rownac wielkoscig ze swoim odpowiednikiem z Grodziszcza, pod organy wycieto
otwor w stropie, przez co prospekt jest widoczny w calosci tylko z bardzo bliskiego dystansu.
Wiadomo o dwéch remontach instrumentu po jego przeniesieniu: pierwszy przeprowadzit
w 1964 r. Stanistaw Wilewski z Nockowej (W. Nowakowski 1993: passim), drugi, w 2013 r.,
Stawomir Piotrowski z Modlnicy k. Krakowa. Organy maja 16 gtosow, 2 manualy i pedat,
trakture mechaniczng i wiatrownice klapowo-zasuwowe.

Dyspozycja

Manuatl C-¢c3 Manuatll C-c3 Pedat C-c'

Bordun16F.
Flaut major 8F.
Flaut amabile 4 F.
Quinte3F.
Mixtur 3 fach
Princip.8 F.
Flaute 8F.
Fugara8F.
Octave 4F.
Octave2F.

Gemshorn 8F.
Rohr flaute 4 F.
Gambe 8F.

Violon16 F.
GambenB.16 F.
Prinz.Bass 8 F.

Polgczenia: Manual koppel, Pedal koppel.

FOLIA ORGANOLOGICA
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| 1.1, 2. Prospekt i stét gry organdw w Ochotnicy Dolnej

1.2. Firma Schlag & Séhne

Wspomniana juz $widnicka fabryka organéw byla jedng z najwigkszych i najbardziej
zastuzonych na terenach wlaczonych do Polski w 1945 r. Duza czgé¢ instrumentdw pozy-
skanych przez polskie parafie z tzw. Ziem Odzyskanych jest wlasnie jej dzielem. Nie inaczej
jest w diecezji tarnowskiej, gdzie sprowadzono czworo jej organow.

1.2.1.  Nowa Jastrzabka

Najstarszy instrument firmy Schlag & Sohne w diecezji tarnowskiej znajduje si¢ w No-
wej Jastrzabce. Tamtejszy kosciot zostal zbudowany w 1902 r. Dwa lata pdzniej nowe or-
gany, 9-glosowe, wykonal tam Tomasz Fall ze Szczyrzyca, jednak ulegly one zniszczeniu
wraz z ko$ciotem podczas II wojny swiatowej (M. Wieczorek 2016: 27). Nastala potrzeba
sprowadzenia kolejnych organéw. Obecny instrument zostat zbudowany w 1903 r. dla ko-
sciola ewangelickiego w Strzeszowicach (niem. Tzschacksdorf; wojewodztwo lubuskie). Na
stole gry brak tabliczki z numerem opusowym, ale postugujac si¢ katalogiem, mozemy go
oszacowac na 665 (Schlag 1908: npg). Pewne zamieszanie wzbudzita wzmianka w kroni-
ce parafialnej, ze instrument sprowadzono z parafii Lipinki Luzyckie, w tej miejscowosci
jednak Schlag nie budowal organdw. Na szczescie z pomocg Wolfganga Brylli udalo si¢
ustali¢, ze parafia ta posiada koscio! filialny w Strzeszowicach, a ta miejscowos$¢ wystepuje
juz w katalogu Schlaga i odpowiada zachowanemu instrumentowi. Organy wybudowano
jako 5-gtosowe, jednak z mozliwoscia dalszej rozbudowy, gdyz wiatrownice przygotowano
pod 10 gltoséw (5+3/2, kloce dla dodatkowych gloséw sa zaslepione). Histori¢ sprowadzenia
organéw do Nowej Jastrzabki szczegdtowo opisuje kronika parafialna. Pierwszy zapis doty-
czacy tej sprawy z 1954 r. brzmi nastepujaco (zachowano oryginalng pisownie):

Za zezwoleniem wiadz panstwowych sprowadziliSmy z t.zw. ziem Odzyskanych organy bez
piszczalek — sam mechanizm - z kosciota poprotestanckiego z parafii Lipinki Luzyckie — pow.

NR 3/2020
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Zary - kolo Zagania. Byly z tym klopoty - bo
ludzie Wschodniacy nie zrozumieli sprawy -
ale gdy dostali do tego Kosciota fisharmonie
zupelnie si¢ uspokoili - Organy niewielkie - 5
glosowe - ale wystarczajace — trzeba je bedzie
dopiero uzupelni¢ — wstawi¢ piszczatki.

Po zmontowaniu i po§wieceniu organow
w 1955 r. miejscowy proboszcz dokonat ko-
lejnego wpisu do kroniki:

Po odpuscie letnia porg, bylo poswiecenie
organdw(.] Uzupemnil je i zlozyl Grzanka
Wojciech z Tuchowa - organista parafialny
- 1 [Stanistaw] Czachor - organista klasztor-
ny z Tuchowa. Poswiecenia dokonat Ks. Rufin
Aleksander Dziekan-Proboszcz z Lisiej Gory -
bardzo zyczliwy ustuzny - dla kazdego Ksiedza
z oddaniem. Na poswieceniu ludzie jak rzadko
trafia sie - szarpneli si¢ troche — dosy¢ pokazna
sume ztozyli. Poniewaz obydwaj z Ks. Rajcg ba-

lismy sie, by nas kto nie obrabowat — wiec Ks.

Rajca czuwal z jakim$ tam narzedziem obro- IL.3, 4. Prospekt i stét gry organdw w Nowej Jastrzabce

ny - a trzeba wiedzie¢ ze fizycznie byt bardzo (fot. Michat Wieczorek)

mocny - i gdy byt w Starej Jastrzabce probosz-
czem to pokonat dwdch bandytow, ktorzy w nocy go napadli — jednego tak spral, ze go wnet
policja zfapata nie mégt ucieka¢ - drugi sromotnie uciekt (Wieczorek 2016: 27-28).

W czasie montazu pierwotnie neoklasycystyczny prospekt uzupetniono o zwienczenie
z neogotycka snycerka i atrapami piszczatek w celu dostosowania do wystroju kosciofa w ta-
kim wtasnie stylu. Stot gry organéw wbudowany jest w lewy bok szafy organowej. Traktura
gry i rejestrow jest pneumatyczna, a wiatrownice stozkowe. Miech faldowy z dwoma klino-
wymi podawaczami znajduje si¢ w szafie organowej, za$§ dmuchawa poza chérem muzycz-
nym. Obecnie instrument jest od wielu lat nieczynny: dmuchawa jest odlaczona, a elementy
drewniane w znacznym stopniu zniszczone przez szkodniki drewna. Mimo uzycia nowych
piszczalek, instrument zachowal oryginalna dyspozycje, spolszczono jedynie nazwy glosow.

Dyspozycja
Manuatl C-f3 Manuatll C-f Pedat C-d'
Pryncyp. 8 Salicjonat 8 Subbas 16
Gedakt 8
Portunal 4’

Polgczenia: I Superokt., M.IT - M.I, M.I - P.
Rejestr zbiorowy: Tutti.

FOLIA ORGANOLOGICA
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1.2.2. Chetm k. Bochni

Kolejny instrument firmy Schlag & Sohne, opus 717 z 1905 r., znajduje si¢ w Chelmie
k. Bochni. Zostal sprowadzony w 1947 r. z Gniechowic (w niektorych dokumentach, np.
Archl, bledna nazwa: Gniewkowice). Zaznaczmy, ze Schlag 1908 (npg) wymienia 16-gto-
sowe organy w miejscowosci Gnichwitz, zbudowane w 1905 r. Jest to zatem jeden z pierw-
szych instrumentéw przywiezionych na teren diecezji tarnowskiej po wojnie. Montazu
dokonal Waclaw Biernacki z Krakowa (Arch2). Poprzednio w kosciele znajdowat si¢ in-
strument firmy Rieger z Jagerndorfu z 1880 r. Bylo to jedno z jej pierwszych dziel na terenie
diecezji tarnowskiej i otrzymato ono bardzo wczesny numer opusowy — 76 (Rieger 1924: 3).
Wedlug dwczesnego inwentarza instrument miat 6 gloséw i jeden miech. Stot gry ustawiony
byl przodem do ottarza gléwnego.

Dyspozycja (Arch3)
Manuat C-f3 Pedat C-d'
Pryncypat [8 Subbass [16/]
Octavprincipal [4]
Gedekt (8]
Salicional [8]

Flauto dolce [4]]

Podczas montazu organéw Schlaga wykorzystano prawdopodobnie prospekt i niektére
glosy z instrumentu Riegera. Wedtug ks. Stefana Krola byly to: Pryncypat, Oktawa, Salicet
(jako Vox coelestis) i Gamba (jako Cello). Dziwi wymienienie tego ostatniego glosu, gdyz
nie figurowal on w przytoczonej wczesniej dyspozycji organéw Riegera. Stad wedlug nie-
ktorych zrodet montaz organdw Schlaga potraktowano jako ,,uzupelnienie” weze$niejsze-
go instrumentu (Arch2). Podczas wizytacji przeprowadzonej 2 lata pdzniej tak okreslono
instrument: ,,organy nowe wzglednie kupione na Zachodzie za 200.000 zl, rekonstrukeje
i zmontowanie przeszto 400.000 zt. wyniosto” (Arch4).

| .

| I.5, 6. Prospekt (fot. Michat Markuszewski) i stot gry organéw w Chetmie
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W 1975 r. prace przy organach prowadzil Stanistaw Wilewski z Nockowej (Arch5).
Ostatniego, lecz czesciowego remontu dokonat Stawomir Piotrowski z Modlnicy w 2005 r.
(Arch2). Obecnie organy sa czynne, lecz pozadany bylby remont polaczony z przywréce-
niem oryginalnej postaci, w jakiej wybudowala je firma Schlag & Sohne.

Organy maja 16 gloséw, 2 manualy i pedal, trakture pneumatyczng i wiatrownice stoz-
kowe. Jeden miech plywakowy wraz z dmuchawg elektryczna znajduje sie w szafie orga-
nowej. W jej lewy bok wbudowany jest stot gry. Tabliczki z nazwami gloséw zapisanymi
w jezyku polskim sg nieoryginalne. Kolorystyka manubriéw: manuat I - biate, manuat II
- pomaranczowe, pedat - niebieskie.

Dyspozycja
Manuatl C-f3 Manuatll C-f3 Pedat C-d'

Buordon16' Vox coelestis 8' Violonbas 16"
Pryncypat 8' Portunal 8 Subbas 16’
Portunal 8 Aeolina 8' Octawbas 8'
Octawa 4' Flettagodny 8' Cello 8
Flet 4' Trawersflet 4’
Mixtura 2-3 ch Pikolo 2'

Polaczenia: IT-1, Super I1-1, I-P.
Rejestr zbiorowy: Forte.

1.2.3. Muszyna

Kolejne dwa instrumenty pochodza juz z koncowego okresu dziatalnosci firmy. Do ko-
$ciola parafialnego sw. Jozefa w Muszynie trafit instrument o numerze opus 981 z kosciota
ewangelickiego w Stanowicach kolo Swidnicy (w niektorych zZrédlach, np. Arché, blednie
okredlone jako Stunowice). Dzieki badaniom Wolfganga Brylli wiemy, ze instrument za-
mowiono tam w 1911 r. do nowo ukonczonego kosciota, a budowe zakonczono z pewno-
$cig przed rokiem 1913 (W. Brylla 2015). Translokacji dokonata, tak jak poprzednio, firma
Waclawa Biernackiego z Krakowa, jednak rok poézniej (1948). Podczas montazu miata
4t

ssececesid
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| IL.7,8. Prospekt i stot gry organdw w Muszynie
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zainstalowa¢ trzy glosy z poprzednich organéw (Flet, Kwinta i Gemshorn) i trzy nowe:
Pikolo, Oktawbas i Vox coelestis (Arch7). Jednak z podanych gloséw istniejg obecnie: Flet
4, Kwinta 2*/;’ w manuale I i Pikolo 2’ w manuale II. By¢ moze pozostalte z wymienionych
powyzej gloséw pdzniej usunigto albo nigdy nie zrealizowano planéw ich dobudowania.
W 1968 r. czyszczenia i strojenia dokonat Bronistaw Kaltenbek z Rokietnicy (Arch7).

Organy maja 14 gloséw, 2 manualy i pedal, trakture pneumatyczna i wiatrownice stoz-
kowe. Niestety, nie zachowano oryginalnego prospektu, instalujac w jego miejsce ,,ptot”
z piszczalek. Stot gry wbudowany jest centralnie w cokot szafy organowej. Wewnatrz szafy
jest jeden miech z dwoma dzwigniami do kalikowania.

Dyspozycja
Manuatl C-f Manuatll C-f Pedat C-d'
Prinzipal 8' Portunal 8 Subbass 16’
Salicional 8 Gambe 8' Violon16'
Flote 8 Flet dolce 4' Cello 8
Octave 4’ Pikolo 2’
Flet 4’

Kwinta 275’
Progr. harm. 2-3fach

Polaczenia: Manual-Koppel, Pedal-Koppel I, Pedal-Koppel II.
Urzadzenie dodatkowe: Tremolo.

Rejestr zbiorowy: Tutti.
1.2.4. Maszkienice k. Brzeska

Chronologicznie najpozniejszy instrument firmy Schlag ¢~ Sohne w diecezji tarnowskiej
znajduje si¢ w Maszkienicach k. Brzeska. Wysoki numer opusowy (1042) kaze nam przy-
puszczaé, ze organy powstaly w latach I wojny $wiatowej. Dodatkowo upewniaja nas o tym
drewniane rurki traktury pneumatycznej stosowane w czasach, gdy brakowato otowiu, gdyz
wiekszo$¢ tego metalu byla przeznaczana na cele wojenne. Co ciekawe, zapewne aby za-
maskowa¢ pochodzenie instrumentu, w stole gry umieszczono tabliczke Wilhelma Sauera,
jednak pozostale detale nie pozostawiaja watpliwosci, ze jest to instrument Schlagow.

Wedtug akt (Arch8) instrument zakupiono w 1953 r., zas$ jego remont (a zapewne takze
i montaz) przeprowadzita krakowska firma Wactawa Biernackiego. Utrudnia to ustalenie
pochodzenia organdw, gdyz, jak wiadomo, organmistrz ten mial ,na skladzie” wiele in-
strumentow, ktore demontowal na Ziemiach Zachodnich, a nastepnie oferowat parafiom.
By¢ moze na taka forme nabycia organéw zdecydowano sig, biorac przyklad z sasiedniego
Szczepanowa. Organy s w stanie dobrym; w 1998 r. remont przeprowadzila firma Bal-
chanéw z Bielska-Bialej (informacja pochodzi od Grzegorza Balchana). Majg 10 glosow,
2 manualy i pedal, trakture pneumatyczng i wiatrownice stozkowe. Stot gry wbudowany jest
z lewej strony szafy. Prospekt organowy utrzymany jest w stylu neobarokowym.
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Dyspozycja
Manuat| C-f3 Manuatll C-f Pedat C-d'
Prinzipal 8' Salicional 8' Subbass 16'
Gambe 8' Portunal 8' Cello 8
Bordun 8 Flote 4'
Octave 4'
Mixtur 3 fach

Polaczenia: Manualkoppel, Pedalkoppel zu I, Pedalkoppel zu II, M. I Super (nieoryginalne, nieczynne)
Urzadzenie dodatkowe: Tremolo (nieoryginalne, nieczynne)

Rejestr zbiorowy: Tutti

I.12. Maszkienice - umieszczona wtornie tabliczka
’ [.11. Maszkienice - drewniane rurki traktury pneumatycznej firmy Sauer

1.3. Gebriider Walter

Poza firma Schlag & Sohne, drugim mocno reprezentowanym zakladem na terenie die-
cezji tarnowskiej jest firma braci Walter z Gory. W przeciwienstwie do organéw ze swid-
nickiej fabryki, w diecezji tarnowskiej znajduja sie wylacznie jednomanualowe instrumenty
mechaniczne tej firmy.

14 ’ FOLIA ORGANOLOGICA




1.3.1. Zalipie

W tej stynacej z ludowego malarstwa
miejscowoéci wybudowano w 1948 r. ko-
$ciol. Nie posiadal on organdw, dlatego
w 1953 r. przywieziono instrument (op.
60 z 1867 r.), jak i inne wyposazenie $wia-
tyni, z Tymowej k. Wolowa. Mialy by¢ one
otrzymane ,w prezencie od wladz pan-
stwowych” (Arch9), jednak wedtug pisma
kurii wroctawskiej z 1956 r. uczyniono to
bez jej zezwolenia (Arch10). Po przywie-
zieniu organow do Zalipia brakowalo 306
sztuk piszczalek metalowych, ktére do-
kompletowal organista Jozef Banek z Zab-
na (Archll), zajmujacy sie poczatkowo
ustawieniem organdéw, ale nie wykonal
swej pracy dobrze, po czym od nowa skla-
dal je Wladystaw Ziemianski ze Szczyrzy-
ca (Arch9). Montaz ukonczono dopiero
w 1960 r. (Arch12), a podczas niego wy-
posazono organy w naped elektryczny.

I1.15. Zalipie - tabliczka budowniczego
(fot. kukasz Burgiet)

ARTICLES

| I1.14. Zalipie - tabliczka budowniczego (fot. £ ukasz Burgiet)

Organy maja 9 gloséw, jeden manuat i pe-
dal, trakture mechaniczng i wiatrownice kla-
powo-zasuwowe. Obecnie s3 nieczynne. Stot
gry wbudowany jest w lewy bok szafy organo-
wej. Na uwage zastuguje odwrotna kolorysty-
ka klawiszy manualu. W dyspozycji spolszczo-
no nazwy gloséw w sekcji manuatu.

Dyspozycja

Manuat C-f3 Pedat C-d’

Pryncypat 4'

Pryncypat 8’

Portunal flet 8'

Dolce flet 4'

Pikolo 2'

(Oryginalnie byt tu gtos Super octave 2)
Salicjonat 8

Gedekt 8'

Subbass 16 Fuss
Violoncello 8 Fuss

NR 3/2020
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1.3.2. Rzedzianowice

Drugi instrument firmy Walter, tym razem pozniejszy, znajduje si¢ w podmieleckiej pa-
rafii Rzgdzianowice. Kosciot zostal wybudowany w latach miedzywojennych i, podobnie
jak w Zalipiu, tutaj réwniez organy s3 pierwszymi w $wiatyni. Instrument ma numer opu-
sowy 201 i pochodzi z 1892 r. Do rzgdzianowickiego ko$ciota zostal zakupiony w 1956 r. za
posrednictwem kurii wroclawskiej, a na miejscu instrument montowali Jan i Wlodzimierz
Kotpanowiczowie z Krakowa (Arch13). Miejsce pierwotnego zainstalowania nie jest pewne,
ale mégt by¢ to Krzepielow koto Glogowa. W katalogu firmy Walter (1912: npg) w wykazie
instrumentéw wystepuje miejscowos¢ Tschepplau bei Glogau, a umieszczenie jej w wyka-
zie, jak rowniez zblizona wielko$¢ daje podstawy do przypuszczenia, ze moze by¢ to wia-
$nie ten instrument. Prawdopodobnie podczas montazu dobudowano dwa glosy sterowane
trakturg pneumatyczna: Gemshorn 8 i Piccolo 2’ oraz Tremolo. Wiatrownice sg stozkowe,
a stol gry jest wbudowany w lewy bok szafy organowej. Organy maja 9 gloséw, jeden ma-
nual i pedat oraz traktur¢ mechaniczng. Obecnie graja, ale s3 w ztym stanie i potrzebuja
remontu. Dyspozycja nosi slady przeksztatcen.

Dyspozycja

Manuat C-f3 Pedat C-d’

Octave 4' Subbass 16’
Principal 8'

Salicet 8

Gedact 8

Gemshorn 8

Piccolo 2'

Flaut dolce 4’
Progressio 1-2-3 fach

Polgczenie: Pedal coppel.

Urzadzenie dodatkowe: Tremolo

’ IL.16,17. Prospekt i stot gry organdw w Rzedzianowicach
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1.4. Organy nieznanych budowniczych
1.4.1. Szczepanow

Instrument ten jest najokazalszy ze wszystkich organéw sprowadzonych do diecezji tar-
nowskiej w latach powojennych. Jego historia nie jest do konca jasna i jest przykladem
na to, ze organy, o ktdre pierwotnie starala si¢ parafia, przejmowal kto$ inny. Poczatkowo
do Szczepanowa zamierzano sprowadzi¢ organy z kosciota ewangelickiego w Bozej Goérze
(niem. Gottesberg, obecnie czgé¢ miasta Boguszéw-Gorce). Kuria diecezjalna wystawila
wtedy nastepujace zaswiadczenie (Arch14):

Kuria Diecezjalna zaswiadcza, ze parafia Szczepanéw pow. Brzesko czyni starania dla zakupie-
nia organu, ktérego brakuje w tutejszym kosciele. Poniewaz wedlug otrzymanych informacji
Wrladze Miejskie w Bozej Goérze przeznaczyly na sprzedaz organ z opuszczonego i nieuzywa-
nego kosciota gminy protestanckiej, Kuria Diecezjalna w Tarnowie poleca Wtadzom prosbe
parafii Szczepandw i uprasza o zezwolenie na kupno i przewiezienie organu z Bozej Gory do
Szczepanowa.
w Tarnowie, dnia 8 maja 1947
[podpis nieczytelny]

Organy, o ktore starala sie parafia szczepanowska, zbudowata firma Schlag & Sohne, jed-
nak skadinad wiadomo, ze instrument ten dopiero w 1971 r. trafit do Dubiecka k. Przemy-
sla, gdzie zostal zmontowany i rozbudowany przez Theodora Béhmego (A. Prasal 2007). Do
Szczepanowa sprowadzono natomiast inne organy, o ktoérych wiadomo tylko tyle, ze pocho-
dzg z nieustalonego zamknietego ewangelickiego kosciola na Dolnym Slasku i zostaty zaku-
pione w firmie Waclawa Biernackiego z Krakowa, ktora tez je zmontowata w 1949 r. Tak kulisy
ich zakupu i montazu przedstawia wypelniona przez miejscowego organiste ankieta (Arch15):

Organy te zostaty zakupione we Firmie p. Waclawa Biernackiego w roku 1949 w Krakowie ul.
Franciszkanska 4. Organy zostaly zbudowane przed II wojng $wiatowa w Niemczech w Dreznie
i byly uzywane w jednym z kosciotéw ewangelickich. P. Wactaw Biernacki za zezwoleniem mi-
nisterstwa Owczesnego na ziemie odzyskane organy te zakupit[,] nastepnie rozmontowat[,] po
przywiezieniu do swojej Fabryki w Krakowie wykonal nowy kontuar[Nie wydaje si¢ to praw-
dziwe, gdyz obecny stof gry wykazuje spéjnos¢ z calym instrumentem] i po sprzedaniu ich
parafii Szczepandéw zmontowal je i ustawit na chorze[.] Montaz trwal 3 miesiace i ukoniczony
zostal w kwietniu 1949. [...] Organy metryki ani nazwy firmy nie posiadaja. Natomiast kie-
dy byly montowane w naszej parafii, styszatem od takich organmistrzéw dzi$ juz nie zyjacych
a zatrudnionych u P. Biernackiego jak PP. Maciejewski, Rafalski ktérzy organy te demontowali
w jednym z koscioléw ewangelickich na ziemiach odzyskanych i ci wlasnie mechanicy to usty-
szeli tam od 6wczesnego pastora odno$nie budowy i miejsca i daty przekazali mnie.
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Wymieniona zatem zostala fabryka z Drezna jako prawdopodobny budowniczy orga-
néw. Oczywiste podejrzenie pada tu na firme Jehmlich, jednak po konsultacji z jej pracow-
nikiem, Andreasem Hahnem, nie udalo si¢ wskaza¢ zadnego instrumentu, ktéry odpowia-
datby temu znajdujacemu si¢ w Szczepanowie. W 2007 r. remont organéw przeprowadzit
Stawomir Piotrowski z Modlnicy. Prospekt instrumentu ma charakter neobarokowy. Orga-
ny majg 30 gloséw, 2 manualy i pedal, trakture pneumatyczng, wiatrownice typu Taschenla-
de. Stot gry jest wolno stojacy; grajacy siedzi lewym bokiem do prezbiterium.

Dyspozycja
Manuatl C-a3 Manuatll C-a3 Pedat C-f'
Mixtur 4f.2' Aeoline 8' Posaune 16’
Cornet 3f. 42351%' Gedackt 8' Principal 16’
Trompete 8 Salicional 8' Principal 8
Rausch quinte 2%’ Principal 8' Violoncello 8'
Octave 4' Oboe 8 Violon16'
Gemshorn 4’ Vox coelestis 8 Subbass 16'
Bordun16’ Gedackt 16’ Dolce 16’
Principal 8' Konzertflote 4'
Viola di Gamba 8' Violine 4'
Hohlfléte 8' Piccolo 2’
Rohrflote 8' Mixtur 3f.2'
Dolce 8 Vox-hum. Tremolo (Tabliczka nieorygi-
nalna; jest samo Tremolo, bez gtosu.)

Polgczenia: I-P, II-P, II-L.
Urzadzenia dodatkowe: crescendo, wolna kombinacja, wylacznik gloséw jezykowych, zaluzja manuatu II.

Rejestry zbiorowe: Piano, Mezzoforte, Choral werk, Forte, Fortissimo, Tutti.

iy

| 1.18,19. Prospekt i stot gry organdw w Szczepanowie

1.4.2. Soboldw k. Bochni

Podobnie jak w Szczepanowie bylo réwniez w Sobolowie k. Bochni. Poczatkowo chcia-
no pozyskac 13-glosowe organy firmy Schlag & Sohne z 1897 r. z Bystrzycy Gornej. 27 paz-
dziernika 1949 r. proboszcz parafii w Sobolowie skierowat do pelnomocnika Konsystorza
Ewangelickiego we Wroclawiu nastgpujace pismo:
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Rada Parafialna w Sobolowie, powiat Bochnia w wo-
jewodztwie Krakowskim kupuje w Ministerstwie
Skarbu w Warszawie organ troche uszkodzony ze
stojacego prézno zboru w Bystrzycy Gornej na pod-
stawie tego, ze zabytkowy z 14. wieku ko$ciét w So-
bolowie, odrestaurowany w ostatnim czasie wedtug
polecent konserwatoréw wojewddzkich posiada li-
chy, nie zabytkowy, nie nadajacy si¢ juz obecnie do
stuzby Bozej organ, a na sprawienie nowego nie sta¢
tutejszej biednej podgorskiej ludnosci. W tym celu
prosi o faskawe wydanie zezwolenia.

Zezwolenie takowe zostalo wydane; zanim to
jednak nastapilo, instrument zostal wywieziony
do Warszawy, gdzie trafit najpierw do tymczaso-
wej kaplicy parafii pw. $w. Zygmunta na Bielanach,
a obecnie, zdemontowany, znajduje si¢ w parafii
pw. Swietych Apostotéw Jana i Pawta na Goctawiu
(W. Brylla 2014b). Parafia w Sobolowie nie zrezy-
gnowata jednak z pozyskania instrumentu tg droga. ’ IL.20, 21. Prospekt i stét gry organéw w Sobolowie
W 1950 r. (Arch16) trafity do niej organy zapewne
z innego dolnoslaskiego kosciota, cho¢ na obecnym etapie badan nie mozemy ustali¢ ani miejsca,
z ktorego je przeniesiono, ani nazwiska ich budowniczego. Podczas ogledzin odkryto na jednej
z wiatrownic inskrypcje z datg roczng 1848. By¢ moze jest to data budowy, starszy natomiast jest
barokowy prospekt. Na miejscu organy montowa¢ mial, wedlug ankiety, Bartlomiej Ziemianski
ze Szczyrzyca, lecz podany tam rok montazu (1948) jest nieprawdopodobny w swietle powyzsze-
go pisma (Arch17). Instrument przywieziony zostat jako niekompletny, gdyz brakowato traktury
i piszczatek manuatu II (Arch18). Juz w 1985 r. wymagal on remontu (Arch19). Dokonal tego
dopiero w 2009 r. Stawomir Piotrowski z Modlnicy, ktéry uzupelnit brakujace elementy i dodat do
manuatu I nowy glos: Oktave 2. Zamontowal takze nowa dmuchawe (Arch18). Obecnie organy
majg 17 gloséw, dwa manualy i pedal, trakture mechaniczng i wiatrownice klapowo-zasuwowe.
Jeden miech plywakowy obstugiwany jest przez dmuchawe elektryczng. Stét gry jest wbudowany
w lewy bok szafy organowej.

Dyspozycja
Manuatl C-d3 Manuat |l C-d? Pedat C-d'

Principal 8' Flaute 8' Violonbas 16’
Bourdon 16’ Salicet8' Subbas 16
Gamba 8' Portunal 8 Oktawbas 8'
Hohlflote 8' Flaute 4' Cello 8
Oktave 4' Oktave 2'
Flaute 4'
[Rauschquinte 2 fach]
Mixtura 3 fach

Polgczenia: Manual Coppel, Pedal Coppel.
Urzadzenie dodatkowe: Tremolo.
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1.4.3. kapczyca

Z Sobolowa niedaleko jest do Lapczycy, gdzie
réwniez znajduje sie sprowadzony z Ziem Odzy-
skanych instrument. Miejscowy kos$ciot pw. $w.
Anny zostal zbudowany w 1933 r. Poczatkowo
mogly by¢ tam ustawione organy pochodzace ze
stojacej niegdys na tym miejscu kaplicy, 7-gloso-
we z 1853 1. (Arch20). Po wojnie (data nieznana)
sprowadzono tam organy pochodzace z pewno-
$cig z Ziem Odzyskanych, okreslane w niekto-
rych zrédtach jako ,salonowe” (Arch21). Czas
ich powstania mozna orientacyjnie okresli¢ na
potowe XIX w. Wedtug inskrypcji w szafie orga-
nowej, w 1960 r. remontowat je Wactaw Biernac-
ki z Krakowa, za$§ w 1979 r. podobne dziatania
przeprowadzali Ferdynand i Stanistaw Smole-
niowie z Krakowa. Ostatniego remontu dokonat
Stawomir Piotrowski w 2004 r., ktory dwa lata
pozniej zamontowal w manuale II nowy glos —
Kwinte 1%’ (Arch22). Nie jest to jednak jedyna
modyfikacja, jaka przechodzil instrument po
montazu w Lapczycy. Przede wszystkim prze-
ksztalcono neoklasycystyczny prospekt, dodajac
do niego wolno stojace rzedy piszczalek. Zmie-
niono takze dyspozycje: piszczatki prospek-
towe, ktore graja obecnie jako Oktawa 4, maja
inskrypcje ,Salicional” Organy posiadaja 10
glosow, dwa manualy i pedal, trakture mecha-
niczng i wiatrownice klapowo-zasuwowe. Stot
gry wbudowany jest centralnie w cokdl szafy
0rganowe;j.

Il.24.£apczyca - piszczatki prospektowe nalezace do
gtoséw Gamba 8'i Salicional 8' (teraz Oktawa 4)

Dyspozycja
Manuatl C-f3 Manuatll C-f3 Pedat C-c'
Burdon 8' Portunal 8 Subbas 16
Super oktawa 2' Amabilis 4 Pryncypatbas 8'
Oktawa 4 Kwinta1' Choratbas 4
Gamba 8'

Stale polaczenie manualtéw.

Urzadzenie dodatkowe: Tremolo.
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1.4.4. tekiGorne

Trudno nazwa¢ znajdujacy sie tutaj instrument dzietem oryginalnym, sprowadzonym
i odbudowanym w tym samym ksztalcie. Wedtug przekazow ustnych, w 1948 r. parafianie
postanowili przywiez¢ najpierw kompletne organy, lecz w drodze powrotnej zatrzymata
ich milicja i do transportu nie doszto. Sprowadzono zatem czgéci nieustalonego, wigkszego
instrumentu, ktoére na miejscu zestawil Jan Bizon z Gnojnicy. Z duzych piszczalek drew-
nianych, ktére nie zostaly wykorzystane, miano zrobi¢ boazeri¢ w domu parafialnym (in-
formacja pochodzi od Adama Kuczewskiego, syna mieszkanca Lek Gornych). W obecnym
stanie organy maja 12 glosow, jeden manual i pedal, trakture mechaniczng i wiatrowni-
ce klapowo-zasuwowe. Byly remontowane w II potowie lat 80. przez Andrzeja Balickie-
go z Warszawy (informacja uzyskana od Andrzeja Balickiego.). Stot gry wbudowany jest
w lewy bok szafy organowe;.

Dyspozycja

Manuat C-f3 Pedat C-f

Pryncypat8' Subbas 16’
Burdon 8
Gamba 8'
Rurflet 4'
Fletkryty 8'
Oktawa 4'

Rog kozi8'
Aeolina 8

Flet podwdjny 8'
Oktawa 2'
Mixtura lll-rz.

1. 25, 26. Prospekt i stot gry organéw w tekach Gérnych
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2. INSTRUMENTY NIEZACHOWANE
2.1. Cikowice

Pierwsze organy w historii kosciola ,,proboszcz przy poparciu parafian nabyt okazyjnie na
ziemiach poniemieckich w r. 1945”. Wedlug kroniki parafialnej miaty mie¢ 16 gloséw i pocho-
dzi¢ z 1825 r. (Arch23). Z kolei akta wizytacyjne z 1968 r. podaja nieco inne daty budowy orga-
no6w iich montazu w kosciele: ,,[Organy] nabyte na zachodzie z rozbitego zboru protestanckiego
w 1947 r. Budowane gdzie$ 1822 1.” (Arch24). W 1979 r. organy te zostaty rozebrane, a budowe
nowego instrumentu, tez obecnie nieistniejacego, rozpoczeli Piotr i Marian Tetlakowie z Rze-
szowa (S. Krol 2005).

2.2. Straszecin

Organy z Wroctawia sprowadzono tu w 1955 (Arch25) lub 1956 r. (Arch26), cho¢ w 1960 r.
pisano o nich jeszcze jako o niewykonczonych (Arch27), a w 1965 r. ze ,instrument wymaga
wkladu, aby by¢ odpowiednim” (Arch28). Translokacja wedtug ankiety z 1971 r. miafa si¢ zajmo-
wac firma ,,Lutnia” z Wroctawia, lecz montaz ,wykonany byl wadliwie, tak ze [organy] potrzebuja
kompletnego remontu” (Arch29). Nic nie wiadomo o istnieniu takiego zaktadu, istniata natomiast
Spoldzielnia Pracy Naprawy Instrumentéw Muzycznych ,,Lira’, ktora wykonywata réwniez prace
przy organach (A. Prasal 2003: 205). Nie wiadomo, czy Wroctaw odnosi si¢ tylko do siedziby
wykonawcy, czy tez pierwotnej lokalizacji instrumentu. Organy mialy 13 glosow, dwa manualy
i pedat oraz trakture pneumatyczng. W 1971 r. instrument byt w remoncie (Arch30). Prawdopo-
dobnie te prace wspomniano w ankiecie z tego samego roku: ,,[organy] naprawial organista z Tu-
chowa Wojciech Grzanka. Niestety, nie doprowadzit ich do stanu dobrego. Dawal nowy miech
i naped elektryczny” (Arch29). W latach: 1972 (Arch31), 1973 (Arch32) i 1992 stan organéw na-
dal wymagal remontu i w tym ostatnim roku planowano go wykona¢ (Arch33). Jednak 11 lipca
1994 r. przy instrumencie zebrata si¢ diecezjalna komisja muzyki koscielnej i stwierdzita: (Arch34):

1) instrument jest w stanie kompletnej ruiny, a w szczegolnosci:

a) traktura gryirejestratury jest zupelnie zniszczona;

b) wiatrownice i kanaly powietrzne sa réwniez zniszczone;

¢) glosy organowe sg niekomletne [sic!], istniejace piszczatki przez wielokrotne i niefachowe prze-
robki nie nadajg si¢ do uzytku (zniszczone labia, korpusy, nogi). Drewniane piszczatki sg nadto
zniszczone przez korniki i nie nadaja si¢ do wykorzystania;

d) miechy sg zniszczone;

e) szafa organowa i prospekt nie przedstawiaja zadnej wartosci, w prospekcie znajduja si¢ slepe
piszczatki zbudowane z cynkowej blachy;

f) kontuar wbudowany w szafe organows jest zdekompletowany i nie przedstawia zadnej warto$ci.

2. Whnioski i zalecenia:
a) organy nie nadaja si¢ do remontu, nalezy je w catosci usuna¢ z kosciola — ze wzgledu na mozliwos¢
rozprzestrzeniania sie kornika nalezy to uczyni¢ niezwlocznie.
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Zalecenie to wypelniono. Od tej pory w kosciele w Straszgcinie nie ma organdw pisz-
czatkowych.

3. SLASKIE CZESCI INSTRUMENTOW

Oprocz sprowadzania kompletnych instrumentdw, $laskie organy stuzyly tez, niestety,
jako tanie lub darmowe zastepcze zrédlo materialu organmistrzowskiego. Sytuacja ta byta
podwojnie zta, gdyz oznaczala najczeéciej dekompletacje dobrych jeszcze organéw, a po-
nadto utrudnia ustalenie ich historii. W diecezji tarnowskiej mamy kilka takich przypad-
kow:

3.1. Bobowa, kosciot pw. sw. Zofii

Podczas jednego z remontdéw pozytywu Jozefa Baranowskiego wstawiono do glosu
Amabilis poniemieckie piszczalki, oznaczone stemplem. Zostaly one usunigte w czasie
ostatniego remontu instrumentu w 2017 r.

3.2. tukowa

Przy budowie nowego instrumentu fir-
ma Biernackiego z Krakowa zastosowala
uzywany pneumatyczny stét gry pochodza-
cy z organdw firmy Klimosz i Dyrszlag zbu-
dowanych w katedrze katowickiej, zbedny
tam po rozbudowie dokonanej réwniez
przez Biernackiego. Odkrycia dokonano
przez poréwnanie liczby wiacznikéw i ro-
dzaju urzadzen dodatkowych z dawng dys-
pozycja organdw katowickich, przytoczonej
w pracy ks. Krzysztofa Kmaka (2009: 131).

3.3. Ryglice

Takze i tutaj podczas rozbudowy or-
ganow firmy Rudolfa Haasego, dokonanej
w 1957 r. przez Stanistawa Czachora z Tu-
chowa (A. Gtadysz 2011: 46), wykorzystano
dwumanuatowy st6t gry nieustalonej fir-
my niemieckiej (by¢ moze Sauer). Podczas
rozbudowy dodano takze glosy jezykowe,
ktorych wowczas w kraju nie wytwarzano,

. . . I1.28. Stét gry dawnych organdw w Ryglicach (Zrédto:
a ich sprowadzenie z zagranicy bylo bardzo Archiwum Diecezjalne w Tarnowie)
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trudne, stad bardzo mozliwe, ze réwniez one pochodzity z jakiegos slaskiego instrumentu.
Organy te nie istnieja, gdyz w 1992 r. zostaly zastagpione nowym instrumentem.

3.4. Swoszowa

Wedlug kroniki parafialnej, w 1972 r. rek-
tor kosciota, ks. Wladystaw Zima, zakupit sta-
re organy z seminarium w Tarnowie, aby usta-
wi¢ je w Swoszowej i poddaé je remontowi.
Prace mial wykonywaé Mieczystaw Gwozdz
z Nowego Sacza (Arch35). Wspomniane or-
gany w seminarium byly jednomanuatowym
dzietem firmy Rieger z 1890 1., oznaczone 284.
numerem opus (Rieger 1924). Montaz ich byt
jednak w rzeczywistosci budowa nowych, 11-glosowych dwumanuatowych organéw, w kto-
rych Gwdzdz wykorzystat kontuar innej laskiej firmy — Schlag & Sohne — z ok. 1900 1. Z kolei
dzielem firmy Rieger moze by¢ znieksztalcony prospekt, a takze piszczatki gloséw drewnia-
nych — Flet major 8 i Subbas 16, na co wskazujg charakterystyczne szpunty.

£ 3

| IL.29. Stét gry organdw w Swoszowe; (fot. Jakub £ atka)

3.5. Korzenna

Takze Mieczystaw Gwoézdz podczas budowy nowego instrumentu w 1974 r. (S. Krdl
2004: 109) wykorzystal miech firmy Schlag & Séhne. Swiadczg o tym dwie oryginalne dzwi-
gnie do kalikowania, charakterystyczne dla tego wlasnie warsztatu.

3.6. Wadowice Gérne

W czasie II wojny $wiatowej zniszczo-
na zostata wieza kosciota, na ktorej pietrze
znajduje si¢ chor muzyczny, a zatem i orga-
ny. Podczas odbudowy miano sprowadzi¢
nieustalone organy z Ziem Odzyskanych
(Arch36), jednak w wizytacjach z lat 1951
i 1961 wymieniana jest tylko fisharmonia
(Arch37). Zmienilo si¢ to w 1968 r., kiedy
organy przebudowal lub zbudowal nowe
Czestaw Kruszewski z Warszawy (Arch38).
Neobarokowa dyspozycja instrumentu byta charakterystyczna dla tego organmistrza, jed-
nak prospekt i obudowa stotu gry byly wyraznie starsze, co moze sugerowa¢ ich dolnosla-
ska proweniencje. Mozliwe, ze powyzsze elementy zostaly przywiezione jako niekompletne
organy i dfugo nie bylty zmontowane, wskutek czego ich montaz przerodzit si¢ w budowe
praktycznie nowego instrumentu. Zostaly one usuniete podczas przebudowy instrumentu
w 2014 r. przez Andrzeja Ragana.

| Il.30. Dawny prospekt organéw w Wadowicach Gérnych
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4.NIEZREALIZOWANE TRANSLOKACIE
4.1. Gawtow

W 1953 r. miano zakupi¢ za posrednictwem Gléwnego Urzedu Likwidacyjnego ,,u ob.
Stanistawa Kopka zam. w Lubiniu Lignickim [dzi¢ Lubin] ul. Scinawska 11” organy firmy
Rieger pochodzace z Wroctawia (Arch39). Jezeli tak bylo w istocie, z pewnoscig nie zo-
staly one nigdy zmontowane, a by¢ moze wykorzystane tylko do uzupelnienia istniejace-
go instrumentu, na co wskazywalby dokonany rok pézniej zapis, ze ,przerobiono organy”
(Arch40). Ogladajac ten instrument: 9-gtosowy, jednomanuatowy z pedatem, o prospekcie
w tradycji barokowej, trakturze mechanicznej i wiatrownicach klapowo-zasuwowych, moz-
na by¢ pewnym, Ze nie jest to dzielo firmy Rieger.

4.2. Gorki

W 1956 1. do nowo wybudowanego ko$ciota planowano sprowadzi¢ organy za posred-
nictwem wroclawskiej kurii diecezjalnej. Tak pisal miejscowy proboszcz w liscie do tarnow-
skiej kurii z 25 wrzesnia tego roku: ,,Nadarza si¢ sposobnos¢ kupna organéw dla kosciota
w Gorkach z Kurii Arcybiskupiej we Wroctawiu za cene 50 tysiecy zt. Kuria Wroctawska,
przychylajac sie do mojej prosby, gotowa jest sprzedac te organy na raty, jesli Najprz. Kuria
tarnowska zareczy, ze parafia gorecka zaplaci te naleznos¢ w ciagu roku”. Jednak niespel-
na tydzien pozniej, 3 pazdziernika, tenze sam donosit, ze ,,projektowane kupno organéw
w Kurii Arcybiskupiej we Wroclawiu nie doszlo do skutku, [z] powodu Ze organy te sg zbyt
male (7 mio glosowe) do tutejszego kosciota” (Arch41). By¢ moze z tej mozliwosci skorzy-
stala parafia w niedalekich Rzedzianowicach, tamtejszy bowiem instrument, opisany wyzej,
mial przed translokacja wiasnie tyle glosow.

Podsumowanie

Na wyzej wymienionych przykladach mozemy przesledzi¢, ze sprowadzanie slaskich orga-
noéw nie byto bynajmniej jednolitym procesem. Mozna bylo tego dokona¢ w rézny sposdb — na
podstawie zezwolenia wladz panstwowych, za posrednictwem kurii diecezjalnej wroclawskiej,
przez zakup od organmistrza czy tez nielegalnie. Nawet otrzymanie zgody na wywoz od wladz
panstwowych nie czynilo jeszcze parafii wlascicielem instrumentu; moglo si¢ okazac, ze w mie-
dzyczasie organy przejat kto$ inny na podstawie zezwolenia innych wladz lub nawet bez niego.
Tak stalo sie w przypadku Szczepanowa i Sobolowa. Organy translokowane czekat rozny los:
niektdre z nich zostaly uratowane od zaglady, gdyz kosciot, w ktérym byly zainstalowane, nisz-
czal opuszczony lub byt przeznaczony do rozbiérki. Po przeniesieniu staly si¢ wartosciowym
elementem nowego wnetrza. Inne jednak, zdekompletowane, dozywaja swoich dni jako resztki
tego, czym niegdys byly, i trudno mie¢ nadzieje na przywrécenie ich do stanu oryginalnego.
Jeszcze inne, jak przeszczepione narzady, ,zyja® w innych organizmach, gdyz stanowily zrédlo
materiatu organmistrzowskiego. Niniejsze opracowanie nie wyczerpuje z pewnoscia wszystkich
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slaskich watkoéw w organowych dziejach diecezji tarnowskiej, gdyz wiele historii zatar} czas, a nie
ma miedzy nami $wiadkéw tych wydarzen, o ktorych i tak ze wzgledu na ich konspiracyjna
atmosfere nie opowiadano zbyt chetnie. Mam nadzieje, ze znawcy i badacze §laskich organéw
pomoga odkry¢ jeszcze wiele szczegotow tam, gdzie dzisiaj znane Zrédta nie s3 wystarczajace.
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SUMMARY

In the article, there is presented history of organs moved after World War II from Silesia,
mainly from former German territories (especially Lower Silesia) to Tarnéw diocese. The old-
est of these organs is now in Ochotnica Dolna and was built in 1746 by Johann Georg Nefsling
for a church in Grodziszcze (Graditz). Two times it was rebuilt or repaired by Schlag &~ Sohne
company. Currently it has 16 stops, two manuals and pedal, mechanical key and stop action and
sliderchests. In Ochotnica Dolna it was installed in 1955-1956 by Jozef Stach from Tegobrze.
Four translocated organs comes from Schlag & Séhne workshop from Schweidnitz (Swidnica).
All of them have two manuals and pedal and pneumatical key and stop action. The oldest Schlag
& Sohne organ in Tarnéw diocese is situated in Nowa Jastrzabka. This instrument was built in
1903 for Lutheran church in Strzeszowice (Tzschacksdorf) and in 1955 moved without pipes to
Nowa Jastrzabka. Assembled there by Stanistaw Czachor and Wojciech Grzanka from Tuchéw
with new pipes. It has 5 stops and is currently out of order. Another Schlag & Sohne organ (opus
717), 16-stop, built in 1905 originally was in Gniechowice (Gnichwitz). In 1947 it was taken
to Chelm near Bochnia by Waclaw Biernacki from Krakéw and installed in case of previous
organ by Rieger from 1880 (6 stops) with usage of some Rieger pipes. Two last Schlag ¢~ Sohne
come from last period of this company activity. In Muszyna, organ from ca 1913 (opus 981)
built for Lutheran church in Stanowice (Stanowitz) near Swidnica was placed in 1948 also by
Waclaw Biernacki’s company with addition of some stops from previous organ and new stops
as well. Currently this organ have 14 stops. The lattest Schlag ¢ Sohne organ in Tarnéw diocese
is in Maszkienice near Brzesko (opus 1042). Its place of origin is unknown. All we know it was
installed there in 1953 by Biernackis company. Two curiosities of this instrument are: firstly,
the pipes of pneumatical action are made from wood, not from lead, as usually; it is probably
caused by several conditions during World War I, when the organ was built. Secondly, this organ
has other significant German organ company name plate — W. Sauer. Undoubtly, it was placed
there during the translocation to make place of origin more difficult to spot. Two another or-
gans is built by Gebriider Walter workshop from Guhrau (Géra). Unlike Schlag & Séhne organs,
they have one manual and pedal, mechanical key and stop action. First, opus 60 from 1867,
is situated in Zalipie; it was moved here from Tymowa (Thiemendorf) near Wotéw in 1953,
but its assembly was completed just in 1960 by Wiadystaw Ziemianski from Szczyrzyc. It has
9 stops and sliderchests. Unfortunately, it is out of order since many years. Second Walter organ
is in Rzedzianowice near Mielec. It was built in 1892 with opus number 201. Its original loca-
tion is unclear; perhaps it was Krzepielow (Tschepplau) near Glogéw. The organ was bought
by Rzedzianowice parish from Wroclaw diocese and installed in 1956 by Kotpanowicz broth-
ers from Krakow. Originally it had 7 stops on mechanical conical winchests. The Kotpanowicz
added 2 stops on pneumatical windchests and two are built by unknown organbuilders. Four
other organs translocated from Silesia are built by unknown organbuilders and we do not know
their places of origin. The biggest of them remains since 1949 in Szczepandéw. According to some
relations, it was built by organ company from Dresden to unknown Lutheran church in current
western Poland. Originally the parish wanted to buy organ from Boza Géra (Gottesberg, now
Boguszéw-Gorce), but not succeeded with it. In Szczepanéw another organ was assembled by
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Biernackis company then. It has 30 stops, two manuals and pedal, pneumatic key and stop action
and Taschenlade windchests. Soboléw parish wanted to buy an organ from Bystrzyca Klodzka,
but it was unexpectly taken to Warsaw. They parish bought another organ then, but we do not
know where. Probably in 1950 Bartlomiej Ziemianski installed it in Soboléw. Recently the year
of manufacture 1848 was found written in organ case. Organ has typical Silesian baroque organ
case and might be build by Christian Schlag. In church of nearby Lapczyca is situated Salonorgel
from middle 19" century. Year of translocation and place of origin remain unknown. Strongly
altered, it has 10 stops, 2 manuals and pedal, mechanical key and stop action and sliderchests.
Last instrument which I want to mention is situated in Leki Gérne. It is not an original work,
but was assembled of parts of perhaps bigger instrument, moved from a Lower Silesia. It has
12 stops, 1 manual and pedal, mechanical key and stop action and sliderchests. Two translo-
cated organs do not exist now. First, in Cikowice, was moved in 1945 or 1947 from unknown
destroyed Lutheran church. It was build in 1822 or 1825 and had 16 stops. It was demolished in
1979 to build a new instrument. Second, in Straszecin, was bought in Wroclaw and assembled
by organ company from this city. It had 13 stops, 2 manuals and pedal, pneumatical key and
stop action. Due to very bad condition it was dismantled in 1994. Not only complete organ were
moved from Silesia: also many Silesian organ parts are present in organs in Tarnéw diocese. For
example, in Bobowa were Amabilis register pipes with German stamps, in Lukowa - console
of Silesian organ company Klimosz & Dyrszlag from Katowice cathedral, in Swoszowa — Schlag
& Sohne console from ca 1900 and in Korzenna - bellow by this company from similar period.
Two translocations did not succeeded: in Gawtéw, the parish bought Rieger organ in Wroctaw in
1953, but it was never installed there. In Gérki near Mielec, the attempt was made to buy a 7-stop
organ from Wroclaw diocese in 1956, but it appeared too small for this church.

Stowa kluczowe /Keywords:

organy * budownictwo organowe * Dolny Slask * diecezja tarnowska
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ABSTRACT

This article is intended to present the works of contemporary authors for organ solo or non-stand-
ard organ ensembles. Their artistic work in the field of modern organ music based on traditional
musical influences, constantly seeking a new performing language, tools, formal construction,

sound association an achievements, creating so a unique way to express the personal, most in-
timate feelings through the magic sound of the organ. This review presents you with five pieces
I performed at my recital in Belgrade with a discreet intention, but a warm recommendation to
indulge in the world of modern sound.

nternational Review of Composers was initiated in 1992 by the Serbian Composers Associa-

tion. It is held usually in the October in Belgrade. It generally features 10-12 concerts, along

with other events: meetings with composers, presentations of music periodicals, editions
of scores, CDs, panel discussions, workshops etc. The principal part of the Review consists of
works created over the preceding three years and selected by the jury. However, the Review
spans a wider time period, as it generally features concerts devoted to music of various coun-
tries, concerts of anthological works, programs proposed by renowned soloists and ensembles.
The 28 years of Review’s history coincide with an extremely complex period in the history of
Serbia: the transition from one-party to multi-party system, from the country known as the
Socialist Federative Republic of Yugoslavia to the Federal Republic of Yugoslavia, the Union
State of Serbia and Montenegro, finally to the Republic of Serbia; from socialism to market ca-
pitalism; through the challenges of wars, isolation, sanctions, bombing, protests, coping with
extreme circumstances. This notwithstanding, the Review has presented 680 compositions by
380 composers, performed by more than 200 soloists, 6 orchestras, 4 choirs and 34 chamber
ensembles.

On October the 5" of 2019 I was honored with an organ recital at this festival, named THE
ORGAN +. Each piece I played was chosen by Jury from a selection of eighty works made by
international authors. Of course, all five pieces I've played, were premiered. For me, it was
a truly exciting journey exploring the whole meaning of contemporary music and interpreta-
tion. Performing two compositions with nonstandard chamber ensembles was a particular
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challenge — the main problem was how to harmonize the sounds of different instruments to
support and create musical thoughts. In addition, modern musical language requires unusual
playing tools to produce specific sound effects: the most unusual type of clusters, the effect of
pushing back relevant stops, switching off the whole instrument, the effect of crescendo and
decrescendo, impressive “harmonic chords” (held in the pressed position by small pegs), ef-
fects of whistling, ringing and much more... Professionally, I dared to embark on that artistic
adventure that challenged me to explore and learn more about my instrument, the endless
possibilities of performing organ music. With a great pleasure. This review presents you with
five pieces I performed at my recital in Belgrade with a discreet intention, but a warm recom-
mendation to indulge in the world of modern sound.

Expansion: une ode au Big Bang pour Raphaél Ashby (Laurence Jobidon, Canada), de-
picts the expansion of the universe and the “Big Bang”. Set on an initial cluster representing
that initial moment where all matter is condensed to the highest degree; it soon starts to ex-
pand semitone by semitone, dynamic by dynamic. Before you know it, that once very her-
metic, sterile tangle of matter has now become a suitable ground for life, creation and music.
A simple airy question and its response, highly perched above those boiling grounds, mark
the entrance of life, a life that is also caught up in the expanding motion of the universe. As the
piece unfolds, it grows in complexity and dynamism, spans a wider variety of tempos, nuances
of emotions, while always staying connected to the static eternity from which it arose in the
first place; the dense quiet matter allowing life to embrace, arms wide open, the infinities of
the universe. This highly demanding piece offers the player a great thrill of varied virtuosity
and incredible sound. The contrasts of the musical material, the rhythmic texture, the chord
structure represents the pure richness of musical inspiration.
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Ninety Five for violin, trumpet in C, mezzo-soprano, baritone, organ and assistant, ac-
cordion and two percussionists (Lise Morrison [South African Republic/Netherlands]) is in-
spired by Joanne Kyger’s poem The Art of Living Slowly. This interesting and unusual piece
offers players and the audience specific peace of mind with constant changes in sound effects,
based on an even rhythmic pulsation. Organ section is filled with “the «pitch bend» indi-
cation, which suggests that the assistant slowly pushes back relevant stops in order to hear
a slow, descend in pitch followed by a predominantly air-like sound. This movement is sensi-
tive to the speed in which it is executed. The air sound (if achieved) should not be sustained
for very long (never longer than a crotchet beat). Rhythmic precision of the pitch bend is not
the main aim - an audible downward pitch bend is more important’, that is why you have to
be very careful with the sound of percussion, especially in breaks. The sound requirements of
the authors in this composition represent a great challenge for the performers, first of all in the

selection of the instrument (compatible organ!) and then the pure joy of delicately harmoniz-
ing the pulse of this unusual ensemble.
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Angelus for organ (Zvonimir Nagy, Croatia/USA) is quiet and atmospheric piece with
overt minimalist influences. The Angelus is one of the significant Christian devotions, and
traditionally this call to prayer would be evoked by the ringing of a bell. In the music, one
can hear the gently tolling, repeating patterns change gradually throughout. “Composed in
three sections, Angelus gradually unfolds a simple phrase consisting of a few chords that,
although similar in construction, create a transformative musical space. In a vocalize manner,
the resulting melodies in the violin sound further support this harmonic design, conveying
a sense of mystery”. At the first glance, a clear score, devoid of the usual virtuosity, requires
an exceptional concentration of the performer that can follow the deep thinking of this piece,
taking us to its endless heights.
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La cloche félée II for organ and percussion (Farangis Nurulla-Khoja, Tajikistan/Canada)
is an interesting sound game between the two instruments. The abundance of sound effects
and the variety of bells and percussion make this piece extremely interesting to play. It all
starts with the whistling of the organ to the vibrating sound of the crotales and continues in
the endless rotation of various sound effects, such as clusters (many are in the organ section)
or even switching off the instrument. The author’s notes are generally not limiting but inspir-
ing. These suggestions lead us through the atmosphere and sound energy, defined by a very
precise rhythm on all instruments, organs and percussion instruments (vibraphone, glocken-
spiel, crotales, gongs, tam-tam, Chinese cymbals, metal plates and cow bells). This “broken
bell” reveals to us in a contemporary way the beauty and power of organ and dazzling sound
combination of this unusual ensemble.

La cloche félée I1

Fi Nurulla-|
dedicated 10 Zsigmond Szathniy & Ol Teschoppe b LR

=c. 50-54ad lbtan,

+* Gradual cluster
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Epiméthé for organ was composed by Serbian author Vlastimir Trajkovi¢ in 1977. Sim-
plicity in modernity and effective expression characterize his entire oeuvre, including this
work, his only piece for the organ. Inspired by the mysticism of Greek mythology, Trajkovi¢
named this organ “Titan” of his — Epimetheus, who was one of Titans sons in Greek mythol-
ogy. The conception of the opening movement corresponds to the mythological name of
Epimetheus - “one who thinks afterwards”. The movement begins with a rhythmic motive
that, according to the author's indication should be played “gently, but not overly so”, which
is relentlessly repeated another 54 times right to the end of the piece, where, in a four-bar
pedal “collapse” it pours out into the final cluster (which, as the author specifies, “should
scream like at the outset”). The melody in the right hand is accompanied by the following
instructions from the author: “shouting, quiet violent and piercing, extensive and expansive,
articulated as much as possible”. The melody, in sustained dissonant chords, is allocated to
the pedal and, with its voluminous sonority, supplies an overall balance to the piece.

38 | FOLIA ORGANOLOGICA




EPIMETHE
rusique d'ogue
Viastiuir TrajKevie

s /, oy
watd ][u!
+bissenfib§

St omn andu i

—
S liiant, ris volant o pergants

The introduction to the second movement,
La Boite de Pandora, harbors a strange kind of
atmosphere, with notes sneaking around in high
registers with pronounced harmonics, so that real
pitches are avoided. Chordal-intervallic move-
ments at this point call for a constant legato and
their texture grows in complexity, “step by step’,
from two parts, gradually culminating in a mas-
sive cluster. This cluster goes on for long enough
to accommodate 14 instances in which, at regular
intervals, the sound grows in intensity up until
the moment when Pandora opens her box, un-
leashing all those sorrows and misfortunes to fly
in every direction of the world. Trajkovi¢ imparts
a “terrible power” to this chordal section amid
“tunning slowness”, as he wrote, and following
just nine bars, suggesting thereby just how little
time it takes to commit an irreversible mistake,
he accelerates the tempo and takes us into the
“animé’;, which grows into a mighty song, a paci-
fication combining not only Pandora's curiosity
and reconciliation with fate, but also that tiny ray
of hope that stayed on the bottom of the jar.
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The spirit of hope, or Elpis in Greek, appears in the third movement. In ancient times, too,
Elpis engendered many a dilemma. Is she the spirit or demon of hope, a source of comfort or
blind hope deceiving humanity? Using musical metamorphoses, Trajkovic¢ seeks to decipher
the concept of Elpis. The readily recognizable quintuplet and sextuplet motive reappears, pul-
sating, with the pedal melody unobtrusively unfolding below it. Supported by flute stops in
various registers, with the same pulse now only in the left hand, the right hand screams out
a melody that will attempt to threaten the course of the lower part, which keeps rising, gradu-
ally, heightening the tension of the entire movement. Just five bars before the final collapse
of this relentless pulsation, in ff dynamics, there appears a melodic movement, likewise in
forte fortissimo, which, as the author specified, “should be heard through the sound mists of
other plays’, that is, melodies. He manages to achieve such an impression, too, by means of an
incredible combination of quintuplet motion, above a pedal cluster, using all major stops, the
reeds, but also including the trumpets. The illusion does not disappear, and the final 22 bars,
which combine all of preceding sound in a mighty chord played on the manuals, below which
the pedal sings its closing words, tell us that all the answers are hidden in ourselves.

MELPIS

n

SUMMARY

On October the 5th of 2019 I was honored with an organ recital, named THE ORGAN +,
at the International Review of Composers festival. Each piece I played was chosen by Jury
from a selection of eighty works made by international authors. Of course, all five pieces
I've played, were premiered. For me, it was a truly exciting journey exploring the whole
meaning of contemporary music and interpretation. Performing two compositions with
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nonstandard chamber ensembles was a particular challenge - the main problem was how
to harmonize the sounds of different instruments to support and create musical thoughts.
In addition, modern musical language requires unusual playing tools to produce specific
sound effects: the most unusual type of clusters, the effect of pushing back relevant stops,
switching off the whole instrument, the effect of crescendo and decrescendo, impressive
"harmonic chords" (held in the pressed position by small pegs), effects of whistling, rin-
ging and much more... Professionally, I dared to embark on that artistic adventure that
challenged me to explore and learn more about my instrument, the endless possibilities of
performing organ music. With a great pleasure. This review presents you with five pieces
I performed at my recital in Belgrade with a discreet intention, but a warm recommenda-
tion to indulge in the world of modern sound.

the organ ¢ recital *» modern music ¢ International Review
of Composers

Maja Smiljani¢-Radi¢ - studied Organ with Professor Andrija Galun at the Faculty of
Music Art in Belgrade as well as with Guy Bovet, Jacques van Oortmerssen, Lionel Rogg,
Jean Ferrard and Marie-Claire Alain. She made a career as a soloist, chamber and orches-
tra musician. Besides many recordings she worked as a music journalist and critic. She is

a founder of the Association Ars Organi and the first Belgrade Organ music festival and
organ festival dedicated to J.S. Bach. Smiljani¢-Radi¢ established first Serbian organ de-
partment in music school and works as Organ Professor at the Faculty of Music.

| e-mail: pianorg@sbb.rs
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Odstranovani vlivu velmi hlubokych

a Sirokych nepuivodnich vpicht/vrypi

na jadrekovové varhanni pistaly barokniho
typu na zvuk pistaly

The elimination of impact of the deep wide unoriginal

nicks/notches in the languid of the baroque type metal
organ pipe on pipe sound

Zdenék Otcenasdek
ORCID: O0O00-0002-9058-5377

Pavel Dlask
AkADEMIE MUzickycH UMENI, PRAHA

ABSTRACT

This article describes the impact of the numerous deep wide unoriginal nicks (notches) in the
languid of the metal organ pipe on sound and how they can be eliminated. The acoustical veri-
fication of the elimination technique is objectively documented on the sound spectra changes

among the original pipe (without nicks), when the deep notches are made, when the notches are
eliminated by smoothing and when the languid is replaced by a new one (without nicks/notches).
This verification method suggests that one of the options for the deep nicks impact elimination is
the replacement of the straight languid and its flat bevel. The method of smoothing is appropriate
only for tenuous punctures (nicks) and is not applicable for deep numerous notches.

1. Uvod

vuk varhani pi$taly mtize byt v priibéhu let od jejtho vyrobeni a prvniho naintono-
Zvéni riznym zpisobem ménén. Zmény mohou nastat jak poskozenim, tak zamérné.
Jednou z moznosti, jak pfi intonaci kovové varhanni pistaly velmi uc¢inné upravo-
vat zvuk, je vytvoreni vpicht, vrypi ¢i zéfezli na predni hrané jejiho jadra v mistech, kde
vzduch vychazi prilinkou z nohy pistaly (zakladni prehled intona¢nich tkont na retné var-
hanni pistale viz napt. (www1), zobecnujici kompilaci i dalsi dostupné prameny lze nalézt
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v (Z. Otc¢enasek, P. Dlask, V. Syrovy, V. Hruska, J. Otcenasek, 2018). Tento zptisob zmény
zvuku se pouziva uz po staleti. V rtznych dobach a zemich se ale tato praxe lisila. Pro ba-
rokni principalové pistaly je obvyklé, ze vétsinou vpichy nemély (v souladu s pouzivanymi
nizkymi tlaky). Dosavadni dokumentace a restauratorské priizkumy potvrzuji, Ze v obdobi
baroka se na uzemi Ceské republiky u kovovych pistal principdlovych menzur objevovaly
vpichy na jadrech jen u nékterych nastrojti a u nich vzdy jen v omezeném rozsahu. Byly-li
vpichy pouzity jiz tviircem nastroje v barokni dobé, bylo jich na sifku labia nevelky po-
et (3 az 7) a byly v typickém velmi tenkém provedeni, nepfili§ hluboké, vedené kolmo ¢i
sikmo k hrané jédra. U historickych nastroji v Ceské republice lze i v nynéjsi dobé nalézt
ptvodni principalové pistaly, které odpovidaji ptivodnimu stavu, kdy stavitel varhan vpi-
chy nepouzil. Mnohem castéji Ize nalézt pistaly s neptivodnimi vpichy na jadrech, zejména
tzv. romantického typu. U nich je pocet na $ifku labia obvykle dvojnasobny ¢i trojnasobny
proti ptivodnimu mnozstvi. Tyto vpichy jsou hlubsi, ¢asto i tvaru klinu (od zakladny klinu
na horni hrané jadra se $ifka i hloubka fiznuti do materidlu smérem k noze zmensuje).
V uvedenych pripadech miZzeme na jedné pistale rozlisit dva typy vpicht a rozeznat tak
vpichy pivodni (tenké, neprili§ hluboké) a neptivodni (Sirsi a stredné hluboké). Méné casta,
av$ak z hlediska restaurovani o to problematictéjsi je varianta, kdy cela predni hrana jadra
je pokryta mnohocetnou souvislou fadou $irokych a hlubokych zarezii tak, ze pfipominaji
zuby pily.

Obecné plati, ze vpichy, vrypy a zafezy byly vytvareny nastrojem s osttim, které sviralo
rizny thel. Od jemnych vpichi $picatym nozem s thlem ostii pod 20 stupnd (pvodni
barokni necetné vpichy), az po nastroj tvaru trojbokého stihlého jehlanu (“$abru®), kde thel
ostfi presahuje i 60 stupnd. Vysledek zélezel na tom, jak dlouhy nastroj byl, resp. jeho ostra
vyvinuté na nastroj. Material byl ostfim rozhrnut a vytlacen dolii i do stran, coz se projevilo
zvednutymi “groty“ po stranach vpichu, které 1ze vyhlazenim vracet zpét do mista vpichu.

Zatimco u vpichii (mnohem c¢astéjsi pripad) byl material jadra “jen” vytlacen z prostoru
labia smérem dolu a vytvarel jakési vystupujici hrboly na spodni, pohledové neptistupné
hrané jadra, hluboké pilovité vrypy (zafezy) byly ¢asto spojeny i s vyfezanim materialu, tj.
jeho ztratou. Material, ktery byl hlubokym vrypem vytlacen, na jadre sice zistal, ale vzhle-
dem k tomu, Ze se vrypy délaly vzdy tlakem na nastroj smérem do hrany jadra, tak v tom
misté také doslo k zhutnéni materialu. Tento zptsob provedeni vrypt soucasné predstavuje
nejcitelnéjsi, rozsahlou degradaci autentického zvuku.

V poslednich desetiletich se v ramci restaurovani varhan prosazuje opravnéna snaha ne-
ptivodni vpichy odstranit a eliminovat tak jejich vliv na zvuk. Odstranéni prvniho, castéjsi-
ho typu romantickych vpicht bylo feseno v ramci vyzkumného projektu NAKI DF12P010-
VVO01, viz Technologicky list ¢&. 66/14 (Z. Otéendsek, P. Koukal, M. Svejda, O. Moravec,
P. Dlask, 2014). Na zakladé akustickych méfeni bylo ovéfeno, Ze k eliminaci tzkych vpi-
chi 1ze s relativné uspokojivym vysledkem pouzit jejich vyhlazovani. AvSak problemati-
ka Sirokych, hlubokych a mnohocetnych vrypt byla doposud z pohledu pamatkové péce
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povazovana za nevyfesenou. U velkych vrypt se nedafi materidl nahrnout zpét a casto jej
neni mozné ani dostat zpét na ptivodni misto. Zddna z technologii, které by v tomto piipadé
ptipadaly v tvahu k jejich odstranéni, nebyla doposud ovéfena z hlediska svého vlivu na
zvuk pistaly.

U pistal s Sirokymi a velmi hlubokymi vrypy bylo v restauratorské praxi doposud mozné
postupovat jen dvojim zptisobem: 1) ponechat neptivodni stav s $irokymi, velmi hlubokymi
vrypy, coz s sebou vzdy neslo silné neuspokojivy vysledek (ztstava nepivodni naruseni
proudéni vzduchu a degradace zvuku); 2) vyhlazovat hluboké, $iroké vrypy stejnym zpiiso-
bem, jako u mélkych a tenkych ¢i stfedné Sirokych a stredné hlubokych vpicht (u Sirokych
a velmi hlubokych vrypt vSak chybéjici material na jadre jiz nelze beze zbytku vyhladit,
hrana jadra zastava zvlnéna a proudéni vzduchu ztistava proti pivodnimu narusené). Pro
ucely akustického ovéreni technologie byl proto pfipraven jesté treti postup: 3) roztfiznuti
pistaly pod a nad jadrem (letovanym svarem) a vletovani nového jadra s naslednym sleto-
vanim téla a nohy pistaly.

Vsazeni nového jadra vak predstavuje velmi invazivni zasah do ptvodni materie.
U historickych pistal se jedna o velmi citlivou zalezitost, kdy nevhodné feseni, pripadné
jeho nekvalitni provedeni by zptsobilo dalsi, z pohledu autenticity pamatky i zvuku, ne-
ptipustné poskozeni. K prezentovanému experimentalnimu ovéteni tohoto postupu proto
nebylo mozné pouzit historické pistaly z restaurovanych varhan, bylo nutné tento ukol fesit
na nové vyrobenych experimentalnich pistalach - replikach, na kterych byly provedeny
stejné zmény.

Neptivodni iroké a velmi hluboké vrypy byly v minulosti dodate¢né vytvoreny napt. na
pistaléch varhan v jezuitském kostele v Klatovech (Ceské republika). Pistaly a vrypy z téchto
varhan proto poslouzily jako vzor. Dle tohoto vzoru (historicka kovova pistala principalové
fady SupOctava 2 tén d' ) bylo vyrobeno a naintonovano pét novych pistal bez vpicht na
predni hrané jadra. K akustickym méfenim byly vybrany 4 z nich (viz Obr. 1), které mély
nejpodobnéjsi zvuk a spektralni charakteristiky (viz Obr. 4). Jedna slouzila pouze k nacvi-
¢eni postuptl a z méfenych pistal pak slouzila 1 jako referen¢ni (ztstala ve vychozim stavu
a byla pouzivana pouze ke sledovani opakovatelnosti méteni méfici sestavou). Vsechny in-
tonace provadéné v jednotlivych krocich byly realizovany jako ,,optimalni“ k danému stavu
pistaly a pouzitému tlaku vzduchu 55 mm H,O (539 Pa).

Ovérovany byly technologie odstranéni vlivu hlubokych a mnohocetnych vrypi na jad-
fe pomoci klasické techniky vyhlazovani a pomoci vymeény takto naruseného jadra za nové.
Cilem bylo ptiblizit zvuk pistaly ptivodnimu znéni. PIné dokumentovani experimentu je
zpracovano ve vyzkumné zpravé Technologicky list & 89/18 (P. Dlask, Z. Ot¢endsek, S. Ko-
pecek, M. Vorli¢ek, P. Koukal, J. Ot¢enasek, M. Fri¢, V. Hruska, 2018). Cela tato zprava ma
30 stran a pres 30 grafli. Aby nebyl tento ¢lanek nepfiméfené rozsahly, z kazdého kroku byly
autory vybrany jen typické vysledky z jedné pistaly, na kterych jsou zde jednotlivé kroky
zdokumentovany a komentovany.
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Obr.1.Vzhled pi3tal: vzorova pistala (zcela nahote) a vychozi stav jejich kopit (shora dolu) K1, K3, K4 a K5 vyrobenych za
Ucelem ovéreni restauratorskych zasah{ akustickym mérenim.

2. Metoda akustickych méfeni a jejich zpracovani (analyza)

Akustickd méfeni byla realizovana v bezodrazové mistnosti na experimentalni vzdusnici
s elektromagneticky ovladanym ventilem (viz Obr. 2). Vzdusnice byla zdsobovana vzducho-
vym kanalem z experimentalniho vzduchového systému s méchem a ventilatorem, jejichz
umisténi se nachazelo vné komory. Zaznam zvuku byl realizovan pomoci mikrofonu Sennhe-
iser KM-6P (pro naslednou spektralni analyzu) a pomoci umélé hlavy KU100 (pro poslechové
testy). Mikrofon byl umistény v ose pistaly proti labiu ve vzdalenosti 965 mm od jejtho téla
ave vysce 125 mm od prilinky. Stfed hlavy byl umistén 20° od osy pistaly ve stejné vzdalenos-
ti a vy$ce jako mikrofon. Méfeni probihala vzdy pii tlaku vzduchu ve vzdusnici 55 mm H,0,
pti teploté v rozmezi 22,0 °C do 22,7 °C a relativni vlhkosti od 47,8% do 53,7%.

Digitdlni  zvukové
zéznamy byly realizova-
ny s dynamikou 24 bit
a vzorkovaci frekvenci

— ot 48 kHz a ulozeny ve for-

T,? ;’S:JJ UMiLl? glﬁnm matu WAV. Ze zdznamt
114 byly pro poslech a spek-

] tralni analyzu vystiizeny

pistaly krat$i tseky. Usek do-

kumentujici rozeznéni
pistaly (tranzient) mél
zacatek v okamziku pri-
vedeni napéti na elek-
tromagneticky ventil ve
vzdusnici (v ¢asovém

Obr. 2. Pohled na experimentaln{ vzdusnici s mérenou pistalou a pouZity mikrofon
shlavou pribéhu cas 0 s) a konec

nasledoval po 0,443 s.
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Usek dokumentujici znéni pistaly (zakmitany stav) byl vybrén v ¢asovém rozmezi od 0,5 s do
2,0 s od zacatku. Vypocet frekvencniho, resp. harmonického spektra byl realizovan pomoci FFT.
Pro vypocet vyvoje spektra v tranzientu bylo pouzito ¢asové okénko délky 42,66 ms (typu han-
ning) s posunem o 2,13 ms, pro vypocet spektra v zakmitaném stavu bylo pouzito okénko délky
682,66 ms (typu hanning) s posunem o 13,66 ms (okénko bylo posunuto celkem 60x) a vysledky
byly primérovany. Amplitudy spektralnich slozek v prezentovanych grafech jsou vyjadieny hla-
dinami akustického tlaku SPL v dB vztazenymi k referen¢ni hodnoté 20 pPa.

Vysledky spektralnich analyz jsou prezentovany v grafech v kapitole 4. Tyto grafy zobrazuji
jak 2D frekvenéni a harmonicka spektra zakmitanych stavii (Obr. 12), tak 3D spektrogramy
tranzienti (pseudo 3D grafy vyvoje spektra, Obr. 13 az 16). V téchto spektrogramech jsou na
ose y vyznaceny frekvence jednotlivych harmonickych spekter ziskanych ze zakmitaného stavu.
Lze tak sledovat, jak se frekvence jednotlivych harmonickych spekter na poc¢atku tranzientu od
nich odlisuji a po jaké dobé se na nich stabilizuji. Z diivodu lepsiho rozliseni zacatku tranzientu
jsou na Obr. 13 az 16 spektrogramy spolu s ¢asovymi pribéhy akustického tlaku zobrazeny jen
v useku od 0 s do 0,26 s (i kdyz byl méfen delsi casovy usek). V obrazcich spektrogramu vidi-
me nastup amplitud jednotlivych spektralnich slozek zdanlivé v ¢ase dfive, nez vidime zvyseni
hodnot v ¢asovém prubéehu akustického tlaku (viz srovnani horniho a dolniho grafu napt. na
Obr. 13). Toto je zptisobeno délkou ¢asového okénka pouzitého v jednotlivych ¢asech k vypoctu
spektra. Okénko bylo posouvano s krokem 2,13 ms a hodnoty spektra spoctené v ur¢itém okén-
ku byly v ¢ase vzdy umistény na pozici stfedu okénka. Proto spektralni slozky, které odpovidaji
prvnim nenulovym hodnotdm v ¢asovém pribéhu akustického tlaku, vidime na spektrogramu
0 1,065 ms drive.

3. Experiment

3.1. Vychozi stav

Nejprve byla provedena objektivni akustickd méfeni zdkladniho stavu pistal barokniho
typu bez jakychkoli vpichtl na jadre. Vysledky jsou v dal$im textu oznaceny jako ,vychozi
stav®, Podobnost pistal (viz Tab. 1) a jejich intonace byla ovéfena v poslechovém testu a je
patrna téz z porovnani harmonickych spekter zakmitaného stavu (znéni) zvuku na Obr. 4.

Podobné si byly i spektrogramy tranzientu, jejichZ reprezentativni ukazka je na Obr. 13.

Tab1. Viy8ka tonu a vybrané rozméry mérenych pistal ve vychozim stavu.

£
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Délka téla
[mm]

K1 | d! -26 289,33 530,5 10,90 | 34,60 1,20 171,0 9,60
K3 | d -26 289,33 530,5 10,75 | 34,75 1,25 170,5 9,50
K4 | d -26 289,33 530,5 10,70 | 34,70 1,15 171,0 9,55
K5 | d! -26 289,33 530,0 | 10,65 | 34,60 1,20 170,0 9,70
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a ID1K1

a ID1K3 A
a ID1K4

| Obr. 3. Labium méFenych pistal ve vychozim stavu.

[ap] 1ds

15 Harmonicka [-] 21

13

Obr. 4. Harmonické spektrum zakmitaného stavu pistal K1, K3, K4 a K5 ziskané ze spektralni ana-

louzi-

Y

lyzy mé&Fent jejich vychoztho stavu (K4 nasledné slouZila jako referen¢ni, K2 nebyla mérena - s

la pouze k nacviku technologif).
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3.2. Vytvoreni vrypt

Po vychozim stavu nasledovalo provedeni vyraznych vrypt na pfedni hrané jadra pis-
tal, které napodobovaly neptivodni zasah (byla vytvorena mnohocetna souvisla fada sirokych
a hlubokych zarezl priblizné trojuhelnikovitého tvaru, ktera vzhledem pfipomind zuby pily,
viz Obr. 5 a 6). Material jadra byl ostfim rozhrnut a vytlacen doli i do stran, coz se projevilo
zvednutymi groty po stranach vrypu.

| Obr. 5. Priklad vytvareni vryplina jadre.

Hloubka vrypu zalezela na sile vyvinuté na nastroj. Vzhledem k novému a tvrdému ma-
teridlu jadra, omezenému pfistupu k nému a lidskym moznostem provedeni se nepodatilo
vytvorit vrypy shodné $iroké a hluboké, viz detaily na Obr. 6.

RAAAALLAAAIALIAALLS

RRALAAAALAALLALLAY

K1 K3

Obr. 6. Labium mérenych pistal K1,K3 a K5 s vytvorenymi vrypy na jejich jadre.
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Po tomto zasahu dochazelo k prefukovani pistal pfi jejich nasazeni (tlak ve vzdusnici ztistal
stejny jako pfi méfeni vychoziho stavu 55 mm H,0). Z tohoto dtvodu bylo nutné pistaly doin-
tonovat zménou polohy jadra. Ostatni sledované parametry pistal zistaly stejné jako ve vycho-
zim stavu, viz Tabulka 1. Vyska tonu se pfitom sniZila na cca 288,67 (priblizné o -4 centy).

U vsech pistal po vytvofeni vrypt doslo k vyraznému snizeni amplitud vyssich harmo-
nickych a Sumt. Je to patrné z ukazky harmonického spektra pistaly K3 (viz rozdil cerveného
a zeleného pribéhu v Obr. 12 dole). U pistaly K5 (nepublikovano) byl pak pokles jesté vétsi.
Protoze v navaznosti na zvyseni tlaku ve vzdusnici, které bylo provadéno pfi romantizujicich
upravach, doslo k zvyseni amplitud téchto spektralnich slozek, uvedené snizeni amplitud bylo
dtivodem, proc¢ byly pistaly timto druhem vrypti dodate¢né upravovany.

3.3. Vyhlazenivrypt

V dalsim kroku byla k obnoveni naruseného jadra pouzita klasicka technologie vyhlazeni.
Jeji postup spocival ve vraceni materialu zpét, odkud byl vytlacen. Jelikoz byl material jadra
pfi tvorbé vpichd nejvice vytlacen pod spodni hranu jadra, nejprve bylo nutné piisobit na
precnivajici material zespodu. K tomu byl pouzit ocelovy trn (kovova tycka) zakonceny velmi
plochou ,,ptil¢ockou”. Trn byl zasunut otvorem v noze k hrané jadra tak, aby tétiva oblouku
jeho konce prilehla k spodnimu labiu (viz Obr. 7 vlevo). Silovym piisobenim na trn byl po-
stupné pre¢nivajici material vytlacovan zpét nad hranu jadra. Uvedené vytlacovani zpét bylo

7YY

provedeno postupné po celé $ifi pfedni hrany jadra.

Obr. 7. Priklad vyhlazovani vrypi na jadre pistaly vnittkem jeji nohy pomoci kavového trnu (vlevo)
azvngjsku z pohledoveé strany pitaly pomoci krats{ho kovoveého hladitka (vpravo).

Po dokonceni plisobeni z vnitiku nohy byl pouzit jiny trn (pro snazsi manipulaci krat-
$1) pro vyhlazeni z ¢elni pohledové strany jadra. Pfi zachovani stejného tkosu jadra byl zespo-
du vytlaceny material vmackavan do prohlubné vrypti, aby je doplnil a vyrovnal. K vyrovnani
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slouzilo i pfejizdéni trnem po tkosu jadra pres celou $ifi labia (viz Obr. 7 vpravo). Podle miry
uchovani materidlu se sice vrypy zmensily, av§ak nikdy nedoslo k jejich plnému vyrovnani
(hrana jadra ani tkos nebyly rovné, viz Obr. 8). Podle potieby bylo nutné popsany proces
opakovat.

Z divodu pomalého nasazeni pistal bylo nutné po tomto zasahu pistaly znovu dointono-
vat (opét zménou polohy jadra).

'
|

K5

Obr. 8. Pohled na tkos jadra (nahote) pi3tal K1, K3, K5 po pouZit( klasické technologie vyhlazovani a pohled na dolni stranu
jadra (dole) s nedostate¢ng vyrovnanymivrypy. Prezentovany pohled na spodni stranu jadra byl moZny aZ po jeho vyifiznut,
viz nasledujici technologicky krok v podkapitole 3.d.

3.4. Vyména jadra

V tomto kroku byla k obnoveni naruseného jadra pouzita technologie vyfiznuti jadra
a jeho nahrazeni replikou jadra bez vrypu. Autofi neméli s timto postupem zkusenosti a ani
v literatufe nenasli Zadné odkazy na jeji pouziti. Jelikoz jde o zasah do celé konstrukee pistaly,
nebylo mozné predvidat, zda cely postup vyfiznuti jadra, jeho vyroby dle vyfiznutého vzoru
a vletovani do pistaly nezméni poméry v prilince a labiu natolik, Ze ani po pouziti véech dal-
$ich intonacnich postupt tento restauratorsky zasah nepovede k ptivodnimu zvuku.

Postup vyfiznuti a vymény jadra spociva v provedeni fady navazujicich operaci, které bylo
nutné dodrzet, aby technologie predstavovala co nejmensi zasah do ptvodni konstrukce pis-

taly. Nejprve bylo nutné pred samotnou vyménou zdokumentovat vysku vyrezu a $itku pra-
linky pistaly, aby je bylo mozné nasledné obnovit! Dale byl pilkou proveden fez nohy (Sitka
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fezu byla cca 0,2 mm), ktery byl veden tésné pod tirovni jadra (cca 0,5 mm), viz Obr. 9 vlevo.
Po oddéleni nohy pistaly (viz Obr. 9 vpravo) byl veden druhy fez tésné u horni hrany jadra
(pfimo v horni hrané jadra, aby se zachovalo co nejvice materidlu z téla pistaly). Nasledovala
vyroba co nejpresnéjsi kopie jadra v podobé, jak asi vypadalo pred provedenim vrypu (stejna
sila materialu, stejny thel ukosu na jadre, ptipadné, pokud by jej pistala méla, tak by byla
vytvorena i kopie faze a protifaze). Dal$imi operacemi bylo: vyrovnani deformaci a srovnani
hrany fezu na téle a na noze pistaly a kontrola spodniho labia, zda nebylo poskozeno, kdyz
bylo s pistalou manipulovano (pfipadné nerovnosti ¢i vpichy po ptisobeni fezactho noze byly
zahlazeny pomoci labovaciho Zeleza ¢i kovového trnu). Pak doslo k naletovani nového jadra
na nohu pistaly. Nasledovalo sesazeni pistaly (Obr. 10 dole) a provedeni piicného lotu nad
jadrem. Nakonec byla provedena kontrola vysky vyfezu a $itky prilinky a jejich dorovnani na
ptvodni rozmér. Zavérecnou operaci bylo myti pistaly v horké vodé.

Vynikajici kvalita odvedené prace pii vyméné jadra touto technologii je patrna z Obr. 10
vpravo. U zadné z téchto pistal nebylo mozné pohledové poznat, ze jadra byla u téchto pistal
vyménéna. Stejné tak tomu bylo i u spekter (pro pitalu K3 viz Obr. 12). Pistaly byly po tomto
zasahu dokonce v takovém stavu, Ze je nebylo nutné ani dointonovavat!

Vytiznuti jadra vSak byl invazivni zasah, pfi kterém doslo k nevratné zméné materie
a nevratnému zkréceni nohy a téla pistaly (noha zkracena o cca 1,0 az 1,5 mm a télo o 0,5
az 1,0 mm). OvSem ostatni sledované parametry pistal ziistaly zachovany jako ve vychozim
stavu, viz porovnani Tabulek 1 a 2.

Tab 2. Vyska ténu a sledované rozméry mérenych pistal po vyméné naruseného pdvodntho
jadra zanove.
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K1 d! -18 290,67 | 529,5 11,00 34,60 1,20 170,0 9,60
K3 d! -22 290,00 | 530,0 10,80 34,75 1,25 169,5 9,50
K5 d' -26 289,33 | 529,5 10,70 | 34,60 1,20 169,0 9,70
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Obr. 9. Piklad fezan( nohy pi3taly tenkou pilkou t&sn& pod trovni jadra (vlevo)

Zkraceni akustické délky
pistaly odfiznutim jadra (fez
na §irku pily 0,2 mm) a na-
sledné vletovani kopie vedl
jen k zanedbatelnému zvyseni
frekvence zakladni harmonic-
ké ténu (pramérné o 0,2%),
které bylo srovnatelné se zmé-
nami mezi jednotlivymi mé-
fenimi zplsobenymi zménou
rychlosti $ifeni zvuku vlivem
zmén teploty a vlhkosti v ex-
perimentalni mistnosti (mezi
prvnimi tfemi meéfenimi byl
odstup dni, mezi vyhlazenim
a vyménou jadra pak vice nez
cely mésic). Uvedeny vliv je
mozné sledovat i na harmo-
nickych spektrech z kontrol-
nich méfeni referencni pistaly
K4, ktera upravovana nebyla
(viz Obr. 11).

Obr.10. Priklad stavu pistaly po vyrezani jejtho naruseného jadra (nahor'e) a stav po naletovani noveho jadra, sesazen(
aprovedeni p¥i¢ného lotu nad jadrem (dole). Labium po vymén& naruseného jadra za nové (vpravo).
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I vychozi stav
801 Il vrypy
vyhlazeni
701 I vyména

1 3 5 7 9 11 13 15 Harmonicka [-] 21

Obr.11. Harmonickeé spektrumreferencni pistaly K4 v dobg, kdy byly méreny ostatni
pistaly, tj. kdyZ byl dokumentovan vychoz{ stav (¢erveng), stav po proveden{ vrypl
(zeleng), stav po klasickém vyhlazent (Zluté) a stav po vyméné jadra (Cerng).

4. Vysledky akustickych méreni

Vysledky jsou zde (viz Obr. 12 az 16) prezentovany
jen pro jednotlivé stavy z méreni pistaly K3 (ostatni
byly velmi podobné).

R |
100" 1000 2000 3000 4000 5000 Hz] 7000

1| vychozi stav
aL

1 3 5 7 9 11 13 15 Harmonicka [-] 21

Obr.12. Frekventni spektrum (nahoie) a dva typy harmo-
nickych spekter (uprostred a dole) zakmitaného stavu
pistaly K3, ziskané zmé&en{ v jejim vychozim stavu (¢erve-
n&), po vytvoreni vrypti (zeleng), po klasickém vyhlazent
(Zlut&) a po vyméng jadra (Cern&).

1 3 5 7 9 11 13 15 Harmonicka [-] 21

FOLIA ORGANOLOGICA




‘ ARTICLES ‘

=R

0l

o0 ODZ 004 006 OB 019 012 OW 01 O0® 0D 0@ s OF

O 00 004 005 OB 010 012 0 018 018 OXW O} K OB

0br.14. Casovy priibéh akustického tlaku (nahote) a spek-

Obr.13. Casovy préib&h akustického tlaku (nahor'e) a spek- trogram tranzientu (nasazent) zvuku piétaly K3 ziskany
trogram tranzientu (nasazenf) zvuku pistaly K3 ziskany ze ze spektraln{ analyzy m&Feni po vytvoreni mnohoetnych
spektralni analyzy m&teni jejtho vychoziho stavu (dole). ahlubokych vrypi (dole).
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W wf e e - Obr.16. Casovy priibéh akustického tlaku a spektrogram
Obr.15. Casovy priibéh akustickeého tlaku a spektrogram tranzientu (nasazenf) zvuku pistaly K3 ziskany ze spektraln{
tranzientu (nasazeni) zvuku pistaly K3 ziskany ze spektralni analyzy méreni po vyméné jadra zajeho repliku bez vryp0.
analyzy mérent po vyhlazeni vrypt klasickou technikou.

5. Zhodnoceni vysledku ovéreni

Objektivni akustickd méfeni prokazala, ze vytvoreni hlubokych vrypt na jadre zptsobi
vyrazné zmény ve zvuku pistaly, coZ se projevi jak na spektru ténu v zakmitaném stavu, tak
na spektrogramu v tranzientni ¢asti rozeznéni tonu (viz srovnani vysledki analyz z vychoziho
stavu a po 1. restauratorském zasahu). Nejsou-li tyto zmény kompenzovany vysokym tlakem
ve vzduchovém systému varhan, jak tomu bylo pfi romantizujicich pfestavbach varhan, jde
o naprosto nevyhovujici degradaci zvukového vyznéni varhan. Experimenty potvrdily, Ze ob-
nova zvukového vyznéni pti obnové ptivodniho barokniho tlaku musi byt doprovazena i od-
stranénim neptvodnich vrypu.

Dale se prokazalo, ze v pfipadé cetnych, Sirokych a hlubokych vrypi na jadie pouhé kla-

sické vyhlazeni trnem neni dostatecné u¢inné, aby se obnovila hladka rovna plocha, coz ne-
umoznuje navrat k pivodnimu ténu. V zakmitaném stavu se po klasickém vyhlazeni hladiny
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vys$ich harmonickych slozek ve spektru priblizi ptivodnim hodnotam jen cca o 1/3 jejich
poklesu vyvolaného hlubokymi vrypy (coz stile neni dostate¢né) a neptivodni dlouhé nasa-
zeni ténu je touto technologii téméf nezménéno (zistava stale neptijatelné). Vysledky uve-
deného klasického vyhlazeni jsou navic jesté znacné neopakovatelné, jelikoz velmi zalezi, jak
se u konkrétni pistaly podafi vratit material zpét ze spodni strany, coz ve varhanarské praxi
neni mozné bez endoskopické kamery kontrolovat. Vysledki blizicich se v zakmitaném stavu
uvedenym cca 1/3 ptivodnich hodnot je mozné dosahnout jen v ptipadg, Ze se podari vytvorit
velmi hladky, jen malo zvlnény profil hrany a ukosu jadra.

Vytiznuti jadra s hlubokymi vrypy se ukdzalo jako zna¢né reprodukovatelnd metoda,
i kdyz i zde zalezi na tom, zda nové jadro je presnou kopii ptivodniho a jak dovedné a citlivé
je provedeno vletovani jadra a opétné sletovani celé pistaly. Spektra v zakmitaném stavu jsou
si velmi blizka s ptivodnimi. Poslechem zvuk nebylo mozné rozeznat od piivodniho. Nejveétsi
prinos tohoto invazivniho zasahu do piivodni materie je, ze po vyméné jadra dojde i k obno-
veni ptivodniho charakteru nasazeni tonu (tranzientu).

Autofi jsou si védomi toho, Ze tento vyzkum a méfeni probihaly na novych, velmi kva-
litné vyrobenych pistalach. I kdyz slo o kopie historické vzorové pistaly, jejich material pred
experimentem nepodléhal oxidaci a ptisobeni klimatickych podminek. Také jejich ¢asti
véetné jadra a jeho pozice (podobné jako dalsich dilt téchto novych pistal) nebyly upraveny
a naru$eny opakovanymi, ¢asto neodborné provedenymi zasahy, jak tomu byva u histo-
rickych pistal, kde se vyskytuji jest¢é mnohé dalsi neptivodni deformace, materialové vady
apod. Ovéfeni, Ze pfi pouziti technologie vymeény jadra doslo u pistal, jejichz materialové
a konstrukéni vlastnosti nebyly ovlivnény dlouhou historii, k obnové zvuku, spektra a spek-
trogramu, neni proto mozné pfimo prenést na historické pistaly. Dosavadni vysledky uka-
zuji, Ze jde o nadéjny zpiisob fesent, ktery ale zatim neopravnuje k jeho $iroké aplikaci jako
soucdsti restaurovani historickych pistal pamdtkové chranénych varhan. Vyuziti technolo-
gie vymeény jadra je mozné vyhradné jen u pistalovych varhan, které¢ pamatkové chranény
nejsou. Je vsak ziejmé, Ze jde o novou cestu, ktera si vyzada dalsi experimentalni vyzkum,
ktery bude nutné provést na vyrazenych historickych pistalach (na originalech pistal z Kla-
tov to nebylo mozné), tj. na vychozich objektech, které se od novych lisi materialem, kvali-
tou zpracovani i vychozim stavem.

6. Zavér

Akusticka méfeni objektivné prokazala, ze k odstranovani hlubokych vrypti nepostacuje
(tedy neni vhodna) klasicka metoda vyhlazovani. Ovéfeno bylo, Ze dostatecné akusticky re-
verzibilni je technologie vymény jadra, kdy po rozfiznuti pistaly v lotu je odstranéno narusené
ptvodni jadro a nahrazeno co nejpresnéjsi kopii. Tento postup je pripustny pouze u pistal,
které nejsou pamatkové chranéné.
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Podékovant

Experimenty a ¢lanek byly podporeny projektem NAKI IT DG18P020VV014. Na experi-
mentalnim ovéfeni se podileli: Marek Vorlicek, Stépén Kopecek, Jan Otéenasek, Marek Fric,
Viktor Hruska, Petr Koukal (viz zprava v Technologickém listu 89/18; P. Dlask, Z. Otcena-
Sek, S. Kopecek, M. Vorlicek, P. Koukal, J. Otéendsek, M. Fri¢, V. Hruska, 2018), kterym patii
zvlastni podékovany, Ze tento ¢lanek mohl vzniknout.
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SUMMARY

1. Introduction

For centuries, nicks in the languid of the labial metal could be found in organ pipes through-
out the world. It is one of the techniques of pipe voicing adjustment (an overview of voicing tech-
niques see e.g. in: [wwwl]; [Z. Otcenasek, P. Dlask, V. Syrovy, V. Hruska, J. Otcenasek, 2018]).
The use of nicks differs between countries, districts, organ builder schools, and also between dif-
ferent cultural times. In Czech historical lands, the principal pipes in baroque period were built
mostly without nicking (together with the used of low air pressures in windchest). If nicks were
used than they were typically slim, low deep, and sparse (from 3 to 7 at languid width). Later, in
romantic time, when some baroque organs were romanticized, nicks were doubled (up to tri-
pled) and enlarged (being deeper, broader and wedged). Nowadays, Czech historical organs can
be found with original baroque pipes without any modification (original state), with the addi-
tion of unoriginal romantic nicking later added to original pipes as well as pipes presenting both
types of nicks concurrently. Less often we can find an organ with the pipes where the large num-
ber of deep broad notches were made at the edge of the languid resembling the teeth on a saw.
In such cases the material of the languid was partly excised, and partly pressed and displaced
below both the bottom edge and over the side walls of the saw teeth. In the last decades, when

NR 3/2020 | 57



ARTICLES

historical organs have had to be restored to original stage, also restoration of original sound was
required; the elimination of the unoriginal nicks influence on the sound is necessary. Since the
saw notches introduce heavy damage to the languid material, their elimination is an ongoing
problem yet to be solved. Nowadays, the restoration of such organ with the saw notches can be
1) kept the pipes unchanged (what gives unsatisfactory, not eliminated influence on sound) or 2)
cleared away with the common technology of smoothing (proper for thin nicks (Z. Ot¢enasek,
P. Koukal, M. Svejda, O. Moravec, P. Dlask, 2014); at saw notches, however not possible to get
back the excised material and to correctly move back the displaced material; consequently the
languid edge stay with the ripples). The present study verified a third possibility in which a new
method of replacing the damaged languid by new ones is done.

Since the cutting of the languid and soldering of a replica is considered an invasive inter-
vention, the method was experimentally verified on the copies of historical pipes with identi-
cal modifications made (the original pipe being untouched). A replica model of the historical
principal metal pipe (SupOctava 2’, tone d' [P. Dlask, Z. Otéendsek, S. Kopecek, M. Vorlicek,
P. Koukal, J. Ot¢enasek, M. Fri¢, V. Hruska, 2018]) from the Jesuit church in Klatovy (Czech
Republic) was used (original can be seen in top of figure Obr. 1, replicas underneath). All copies
were voiced at optimal sound for the air pressure in windchest of 55 mm H,O (539 Pa). The cop-
ies had very similar sound (see spectra in figures Obr. 4). Similar results were obtained also after
each modification of the pipes; therefore, only results from measurement of only one replica pipe
are presented here.

2. Method

Acoustical measurements were performed in anechoic room (see figure Obr. 2). The record-
ings (wav format) were made with 24 bit A/D conversion, sampling frequency 48 kHz. The
signal of tone attack was synchronized with the opening voltage of electromagnet of air valve (0
s). The FFT of spectrograms (see figures from Obr. 13 to Obr. 16) were computed with 42,66 ms
hanning time window and 2,13 ms shift. The spectra (see figures Obr. 4, Obr. 11 and Obr. 12) are
the average of 60x FFT with hanning time windows 682,66 ms and 13,66 ms shift.

3. Experiment

The sound recordings, the spectra analysis, and listening tests with recorded sounds were
done after each step of pipe modifications.

3.1. The documentation of default manufactured pipes without nicks was the first initial
step (see figures Obr. 1, Obr. 3, spectra are in Obr. 4, and spectrogram of pipe K3 in Obr. 13).
The frequency of 1* harmonic jf) , pipe body length, cut-up height, cut-up with, slit breadth, foot
length, foot opening diameter of measured pipes are in Tab. 1 (from left to right). The pipe K4
was used as a reference (without other alterations; the K4 spectra measured in the time after each
step of other pipes show the temperature and humidity influence on results and repeatability of
the method used, see figure Obr. 11).
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3.2. In the second step the deep breadth saw notches were created (see figure Obr. 5). The
notches where not accurately the same at all pipes (figure Obr. 6) but in spectra of all pipes
we observed great lowering of both high harmonics (see difference between the red and green
curves in figures Obr. 12) and noises (see sound pressure levels in figure Obr. 14).

3.3. In the third step the saw notches were cleared away by the common technology of
smoothing. The material overhanging the languid edge from the bottom was pushed up from
bellow by the metallic rod (see figure Obr. 7 left) through pipe foot. The saw teeth were aligned
by other metallic tool by pushing both the material displaced from bottom and the tips of the
saw tops back inside the teeth (see figure Obr. 7 right). After this step none of the pipe languid
edges was straight (see languids after smoothing in figure Obr. 8 top; and languid detail viewed
from the bottom after smoothed languids were cut out in next step see in figure Obr. 8 bottom).

3.4. The last step was the replacement of the languid by a new one. The authors were not
experienced with this procedure. Firstly, all labial diameters were documented. Then a cut was
made with a thin saw (cut width cca 0,2 mm) at the foot close to the languid (cca 0,5 mm) (see
figure Obr. 9 left). The next cut was made in the upper edging of the languid (see languid in
figure Obr. 10 top). Then the potential defects at foot, labium and pipe body were cleared and
an accurate copy of languid was made (without nicks and notches). The languid replica was
soldered at the foot and body (see figure Obr. 10 bottom). The cutting-up process of replacing
the languid slightly changes the length of pipe and f, frequency (new values see in Tab. 2 in com-
parison with Tab. 1).

4. Acoustical results and assessment

The results of the acoustical analysis demonstrate that the creation of deep breadth saw
notches at pipe languid produced major changes in the pipe’s sound and tone attack. Changes
were observed in the spectra of the established tone, the sound pressure waveforms and spec-
trograms of the starting part of the tone (figures Obr. 12 and Obr. 14). If the lowering of higher
harmonics (green in figure Obr. 12) is not compensated by increasing the air pressure in the
windchest (it was compensated in the case of organ romanticized modifications), a degrada-
tion of the organ sound can be noticed. The common smoothing method gives increasing of
harmonic amplitudes at maximum 1/3 of their original values and therefore is not proper for
the elimination of saw notches influence on pipe sound. When the sound of a historical organ
needs to be restored, the windchest air pressure will be decreased when compared to the origi-
nal baroque value and therefore it must be accompanied by the removal of the unoriginal saw
notches. The results verify that, if the languid replica and soldering is done properly, and the
languid cutting-up is replaced with a copy without notches, the original sound can be replicated.
The sound before and after the substitution of the languid is not distinguishable when listen, and
the spectra and spectrograms are similar (compare red and black curves in figures Obr. 12 or
figures Obr. 13 and Obr. 16).
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5. Conclusion

The authors are aware that the experiments were performed on new pipes in which the mate-
rial was not corroded, and without damage what occasionally occur in historical organs. There-
fore, the new languid cutting-up and replacing method of saw notches elimination can not be
directly used on historical pipes. Additional experiments have to be carrying out in order to
ascertain such possibility.
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restaurovani historickych varhannich pistal * vpichy a vrypy na
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ABSTRACT

Olomouc has always been an important cultural center of the Moravia. The rich cultural history
of the residence is also evidenced by the organ collection from the first half of the 18th century.

One of the greatest instruments was the organ of Johann David Sieber and Anton Richter in the
pilgrimage basilica at Svaty Kopecek. Despite the fact that a number of archive materials have
been preserved for the given instrument, we do not know exactly its size and price for which it was

made. At the same time, its fate in the 19th and 20th centuries was unknown.

Uvod

lomouc pattila v novovéké historii Moravy vzdy k nejvyznamnéjsim politickym, kul-
Oturm’m, vojenskym a cirkevnim sidlim. Barokni tvaf mésta byla utvarena predevsim

po jeho velkém pozaru v r. 1709, kdy nastal nebyvaly stavebni a umélecky ruch, diky
kterému se nam z 1. pol. 18. stol. zachovala fada nemovitych i movitych pamatek prednich
evropskych i mistnich umélca.

Meésto mélo vynikajici ekonomické a intelektudlni zdzemi (biskupstvi od r. 1063, arcibis-
kupstvi od r. 1777, univerzita od r. 1573, vyznamné cirkevni fady: jezuité, premonstrati aj.),
a tak mohla vzniknout v pomérné kratké dobé kolekce velkych varhan od ¢elnich predsta-
vitel rtiznych varhanafskych $kol (J. Sehnal 2018: 52-53):

— 1701, sv. Vaclav (katedrala), Theodor Agadoni, I1/24;

— 1706, Klasterni Hradisko (premonstrati), Johann David Sieber, I1/34;

— 1722-1726, Svaty Kopecek (premonstrati), Johann David Sieber/Anton Richter, 11/31;
— 1730, Panna Maria Snézna (jezuité), Johann Gottfried Halbich, I11/24;

— 1745, sv. Moftic (hlavni méstsky farni kostel), Michael Engler, I11/44.
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Poutni basilka na Svatém Kopeéku byla postavena dle névrhu cisaf'ského architekta Gio-
1632 a posvécena byla v r. 1679. Dodnes dochovany rozséhly aredl s rezidencemi a amblty
byl dokoncen v 1. tfetiné 18. stol. v souvislosti s dalsim uméleckym dénim, jenz byl piipra-
vou na mohutné oslavy 100. vyroci zalozeni poutniho mista v r. 1732. Hlavnim exponentem
zminéného déni byl hradistsky opat Robert II. Sancius (wwwl1).

Ke stavbé varhan byl osloven brnénsky varhanar Jan David Sieber (1 1723), které po jeho
smrti dokonc¢il Antonin Richter (1688—1765) (J. Sehnal 2004: 214). Varhanni skfiné zho-
tovil stolat Gallus Precher, ozdobil je Johann Sturmer (1675-1729, plastiky) a Filip Hieber
(polychormie) (Navstiveni: 5). V dané dobé vznikly v basilice jesté tzv. ,,malé varhany“ (1/9)
na evangelni oratofi v presbytari (historicky byly stéhovany mezi prostorem basiliky a kapli
Jména Panny Marie v ambitech), jenz jsou patrné rovnéz dilem varhanara Sieber/Richter,
a které byly restaurovany naposledy v r. 1988 (J. Sehnal 2004: 172). Osud nejstarsich varhan
basiliky od opavského varhanafe Jakuba Rysaka (+ 1693), které byly postaveny po r. 1676
avr. 1725 udajné odprodany do Pozotic ¢i Hrade¢né, je dosud nejasny (Z. Friedrich 1968:
129; Navstiveni: 4; J. Sehnal 2003: 27, 101).

I presto, Ze se ke zminénému nastroji Sieber/Richter dochovalo pomérné hodné archiv-
nich materiald, zistavaji nékteré skutecnosti dosud nevyjasnéné. Pfedkladana studie se sna-
zi opfit o novéjsi a historicky ponékud prehlédnuté zdroje a zejména o srovnavaci organo-

| Obr.1. Velké varhany poutni basiliky na Svatém Kopetku (Foto: Adéla Prochazkova 2017)
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logicky priizkum, jenz bylo mozné uskutecnit az po restaurovani a priizkumu vyznamnych
varhan daného obdobi (Polnd, Wien, malé varhany na Svatém Kopecku).

1. Autorstvi, cena a velikost varhan Sieber/Richter

Varhany byly dokonceny v r. 1726 Antoninem Richterem za 3.428 zl., s ostatnimi prace-
mi mély stat 6.000 zl. (]. Sehnal 2004: 214). Zasadnimi zdroji k urceni ¢astky, za kterou byly
varhany dokonceny, jsou ticetni knihy klastera Hradisko z r. 1725, ktery nové varhany platil,
a kde je zaroven uvedeno, ze ¢astka byla vyplacena Davidu Sieberovi a Antonio Richterovi
jako ztistatek nedodélku (Dem David Sieber und Antonio Richter vor die grosse neue Orgel
bezahlt worden und dem 7. Juli 1725 der tibrige Rest erfolgt) (Z. Friedrich 1968: 131). Z uve-
deného zapisu vSak vyplyvd, ze ¢astka mohla byt ve skute¢nosti i mnohem vyssi. Tuto tezi
podporuje Farni kronika farnosti svatokopecké, kde se na str. 22 (rok 1722) pisatel zminuje
o stavebni ¢innosti za opata Roberta II. Sancia (1722-1732) a uvadi zde: ,Nové varhany
jsou prekvapivé elegantni a byly dodany za vysokou cenu® (Organum quoque novum mirae
elegantiae et magni addidit pretii). V némecké poznamce k textu je uvedeno, ze varhany staly
12.000 z., coz je ¢astka nebyvale vysoka. S timto idajem bylo pracovano i dal: ,Velké varha-
ny v Chramu Pané Svato-Kopeckém zjednany byly od opata Hradistského Roberta Sancia
nedlouho po roce 1722 za as 12.000 zI. stf., a zaujimaji co do velikosti - jak se pravi - druhé
misto na Moravé®“ (Farni
kronika, rok 1877: 74).

Velikost varhan z hle-
diska dispozice je rovnéz
problematickou zéalezitos-
ti. Zdroje k blizsimu ur-
¢eni mame dva. Mladsi
je dle od svatokopeckého
probosta Julia Jana Pady
(1881-1956) (Navstive-
ni: 5; J. Sehnal 2004: 214)
z 1. 1949, a star$i pochazi
z 1. 1757 (Sbirka 1757).

Dispozice  svatoko-
peckych varhan dle za-
znamu z r. 1949 (Navsti-
veni: 5-6 v nazvoslovné
kompilaci s J. Sehnalem
2004: 214):

| Obr. 2. Dispozice svatokopeckych varhan dle sbirky zr.1757 (Archiv Petra Koukala)
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Hauptwerk (horni manual), 45 klaves, C-c? s kratkou oktavou
Prinzipal 8’ prospekt
Flauta maior dievo
Quintatén
Salicionale
Octav
Flaut minor
Quint
Superoctav
Mixtur 5 fach 1%’
Scharfmixtur 4 fach '

velka oktava spole¢na s Quintatén

drevo

O 0N NI WD
DD W s s 00 0

—_
e

Positiv (dolni manual), 45 klaves, C-c* s kratkou oktavou
Coppel maior 8’
Prinzipal
Coppel minor
Spitztlot
Octav
Quint
Mixtur 4 fach

N R =
— =N R R

NN

Pedal, 18 klaves, C-a s kratkou oktavou, 18 (!) ténu

L. Maiorbass 16’ prospekt

2. Subbass 16 drevo

3. Prinzipalbass 8’

4. Bass minor 8’ drevo

5. Quintbass 6

6. Octav 4’

7. Mixtur 4 fach 27

8. Fagott 8’ dfevéné ozvucny, do kulata tocené (!)

Manualova spojka posunovaci, 5 Sperrventili (!), Kalkant, Tremulant, celkem 1.656 (!)
pistal a 31 rejstriku (!), tlak vzduchu cca 55 mm Vs, brnénskym mistrim bylo vyplaceno
3.366 zI. (!). Doplnujici technické udaje pochazi ze zapiskii Antonina Schindlera (Navsti-
veni: 6).

Dispozice svatokopeckych varhan dle sbirky z r. 1757, kterd je s varhanami Sieber/Rich-
ter obdobné velikosti plné kompatibilni (srv. Svidnica, Polna, Wien). V prvnim sloupci je
opis pivodniho znéni, ve druhém opraveny udaj, ve tietim odkaz na poznamku, ktera je
dale rozvinuta pod textem:
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Die Kloster=0rgel auf den heil. Berg bey Olmiitz hat 31 Stimmen (Klasterni varhany
na Svatém Kopecku u Olomouce maji 31 hlast).

Manual.

Manual - Hlavni stroj, 16 rejstfika

1. Principal von Zinn im Gesicht 8 Fuss.

Principal 8" v prospektu hlavni skfiné

2. Quindecima 2 Quindecima 1 1/2° Pozn. 2
3. Quintadena 8 Quintadena 8~

4. Fugara 4 Fugara 4’

5. Quinta 4 Quinta 3” Pozn. 3
6. Sesquialt. 2 Sesquialtera 2 fach Pozn. 4
7. Nachthorn 8 Nachthorn 4’ Pozn. 5
8. Cimbel 3 Cimbel 3 fach Pozn. 6
9. Octava 4 Octava 4’

10. Sedec. 2 Sedecima 1’ Pozn. 7
11. Pifferavonabisc’"" 8 Piffera 8" od a do ¢? Pozn. 8
12. Mixtura 5 fach Mixtura 5 fach

13. Super Octava 2 Fuss. Superoctava 2’

14. Feldflot 4 Feldflot 2° Pozn. 9
15. Salecinal 8 Salecinal 8

16. Bordun-Flet 4 und 2 Fuss. Bordun-Flet 8" +4° Pozn. 10
Positiv. Positiv, 6 rejstiki

1. Principal 4 Principal 4°

2. Fleta Maj. 4 Fleta Maj. 8’ Pozn. 11
3. Fleta Min. 2 Fleta Min. 4" Pozn. 12
4. Rausch Quint 3 fach. Rauschquint 2 fach Pozn. 13
5. Nassata 2 Fuss. Nassata 3” Pozn. 14

6. Mixtura 4 fach.

1. Principal von Zinn vollig im Gesicht 16 Fuss

Mixtura 4 fach

Pedal. Pedal, 9 rejstrika

Principal 16" v prospektu vézi, C/Cs strana

2. Octava auch von Zinn im Gesicht 8

Octava 8" v prospektu vézi, C/Cs strana

3. Pommer offenl6 Pommer (?) 16° Pozn. 15
4. Trompet 8 Trompet 8’

5. Cornett 3 fach Cornett 3 fach Pozn. 16
6. Octava offen 8 Octava 8’ Pozn. 17
7. Bordun-Bass offen 32 Bordunbass 16° Pozn. 18
8. Sub-Bass offen 32 Subbass offen 16° Pozn. 19
9. Super Octav 8 Superoctav 4’ Pozn. 20

Wobey eine Coppel zu zwey Manual=Clavieren und vier Bilge. Das Werck ist Anno 1722. von
Antonius Sieber aus Briinn gebauet. (K tomu jedna spojka k dvéma manudlovym klaviatu-
ram a Ctyfi méchy. Stroj byl postaven Antoninem Sieberem (!) z Brna v roce 1722).
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Poznamky k uvedené dispozici:

Pozn. 1: Hlavni stroj byl pravdépodobné ovladan z horniho manualu.

Pozn. 2: Pivodni stopové oznaceni bylo zjevné chybné.

Pozn. 3: Pivodni stopové oznaceni bylo zjevné chybné.

Pozn. 4: U ptivodniho oznaceni pravdépodobné chybi poznamka fach, tedy 2 fach. Dle
obdobnych varhan Sieber/Richter Ize predpokladat, Ze se jednalo o dvourady rejstiik dle
moderniho stopového oznaceni: 2 2/3"+1 3/5".

Pozn. 5: Piivodni stopové oznaceni bylo pravdépodobné chybné.

Pozn. 6: U ptivodniho oznaceni pravdépodobné chybi poznambka fach, tedy 3 fach.

Pozn. 7: Pivodni stopové oznaceni bylo zjevné chybné.

Pozn. 8: Typicky vychvéjny rejstiik k Principalu 8°. Neni ziejmé, byl-li rozsah od velkeé-
ho nebo malého a.

Pozn. 9: Pivodni stopové oznaceni bylo pravdépodobné chybné.

Pozn. 10: Oznaceni napovida, Ze se jednalo o dvojici krytych kopul 8°+4", které by se za-
pinaly soucasné (!). Dal$i moznosti, vzhledem k tomu, Ze je oznaceni v singularu a varhany
jsou veliké, by se mohlo jednat o Bordunfléte 16", kterou Sieber rovnéz postavil (Svidnica,
Polna, Wien).

Pozn. 11. Pivodni stopové oznaceni bylo zjevné chybné.

Pozn. 12. Pivodni stopové oznaceni bylo zjevné chybné.

Pozn. 13. U ptivodniho oznaceni
byla pravdépodobné zaménéna sto-
pova délka s poctem fad - viz pozn.

14.

Pozn. 14. Pivodni stopové ozna- F
¢eni bylo zjevné chybné. Zda se, ze
byla zaménéno Ciselné oznacent sto-
pové délky s poctem fad s predcho-
zim rejstitkem - viz pozn. 13.

Pozn. 15. Nejzahadnéjsi oznace-
ni rejstiiku dané dispozice. Existuje
nékolik moznosti urceni, o jaky hlas
sejednalo. 1. Oznac¢eni Pommer znal
pisatel tisku z jinych varhan, a jedna
se 0 oznaceni krytého Subbassu 16°,
chybou by poté bylo oznaceni offen.
2. Jedna se o zkomoleninu oznace-
ni jazykového rejstiiku Pummort,
Bombardt 16, kteréito Sieber ve
vétSich varhanach stavél (Svidnica,
Polna, Wien). Vzhledem k uétu z r.
1725 se vsak tato moznost zdd méné
pravdépodobna. Dluzno vsak dodat,
ze autor sbirky z r. 1757 zna rejsttik

| Obr. 3. Pedalova vé&Z na evangelijni strané (Foto: Jan Gottwald 2020)
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Pommer a nachazime jej v dispozicich nékolika varhan jako labialni i jazykovy hlas. Dale
srv. s pozn. 18 a 19 kdy dochazi ke kumulaci 16 hlast.

Pozn. 16. Vzhledem k tomu, Ze se v dispozici nenachdzi samostatny hluboky kvinto-
vy rejstiik, 1ze predpokladat, ze sestava mohla byt dle moderniho stopového oznaceni:
51/3'+4'+22/3’, pripadné is tercii: 5 1/3'+3 1/5'+2 2/3".

Pozn. 17. Druhy 8° otevfeny hlas, pravdépodobné drevény.

Pozn. 18. S prihlédnutim k pozn. 15 lze povazovat i 32 "hlas za pripustny, ale malo prav-
dépodobny (Sieber postavil 32 hlas pouze ve Svidnici) (J. Sehnal 2004: 271). Chybné by
poté bylo oznaceni offen.

Pozn. 19. Jednalo se pravdépodobné o 16’dfevény otevieny hlas.

Pozn. 20. Pivodni stopové oznaceni bylo zjevné chybné.

Pisatel této studie se domniva, Ze dispozice z r. 1757 je autenticka. Svéd¢i pro to tyto
uvedené skutecnosti:

1. Velikost varhannich sktini: hlavni varhanni skfiit ma nasledujici rozméry: $irka: 4,35m,
hloubka 2m (s prospektovym previsem 0,7m) a vyska 7m. Pedalové véze maji trojihelni-
kovy ptidorys s rozméry: prospektovd délka: 2,5m, boc¢ni sténa: 2,2m, zadni sténa: 1,7m
avyska 8,2m. Organologické srovnani s velikosti dal$ich varhan (Polna, Wien) velikost 31
rejstiikovych varhan pfipousti. Do zminéného prostoru byly pozdéji vestavény romantic-
ké varhany s koncertnimi rozsahy o 26 rejstticich a Zaluziovou skfini.

2. Rozmisténi varhan: v hlavni varhanni skiini se v postamentu nachazel positiv, ovladany
ze spielschranku dolnim manudlem, na prospektové tirovni (ve vys$i 3m) se nachazel hlav-
ni stroj ovladany hornim manudlem (vzhledem k poctu Sestnacti rejstiikél pravdépodob-
né na dvou vzdusnicich s délenim C/Cs), v postamentu u zadni stény kostela se nachazela
vzdusnice pedalu (dfevéné hlasy). V pedalovych vézich s délenim C/Cs se v prospektu
nachazely dva cinové prin-
cipdly 16’a 8" a pripadné
dal$i hlasy (4", Cornett, ja-
zyky). Vzduchova soustava
se ¢tyfmi méchy se nacha-
zela na boku kiiru, prostor-
né zazemi to dovoluje na
obou stranach hlavni var-
hanni sktiné.

3. Pocet rejstrikll a pocet pis-
tal: pocet rejsttiki 31 se
nezévisle na sobé nachazi
takika ve vsech zdrojich
(Farni kronika: 74; Navsti-
veni: 6; J. Sehnal 2003: 113).

| Obr. 4. Hlavn{ varhanni sk (Foto: Jan Gottwald 2020)
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Vzhledem k vysoké cené nastroje a poctu pistal Ize pfedpokladat, ze rejsttiki v dispozici
bylo vice, nez je v zapisu z r. 1949. Pii souctu poctu pistal, dle zminéného zapisu, nikdy
nelze dojit k ¢islu 1.656 pistal, zato pti poctu 31 rejstiiku lze s toleranci (smiSené hlasy,
Piffera apod.) na desitky téméf vidy dospét k ¢islu 1.650—1.700 pistal.

4. Zdroj z r. 1949 muze byt zavadéjici i z toho divodu, Ze dispozice byla zapsana az po
opravach v 19. stol,, a to jesté po paméti (Navstiveni: 5). Jedinym zdrojem z 18. stol. tak
zlstava sbirka z r. 1757.

2. Osud svatokopeckych varhan v 19. stol.

Nastroj byl pro neptiznivé teplotni podminky (casté vykyvy pocasi v predhifi Jesenikit)
Casto opravovan. Problémem ziistava, Ze fada zaznamu pred r. 1784 (zruseni domovského
klastera premonstrati v Klasternim Hradisku a predbrani Svatého Kopecka diecéznimi kné-
zimi v r. 1785) je jiz nedohledatelnd. Na ndstroji po r. 1784 pracovali (J. Sehnal 2004: 214):

1784, Johann Haas, 300 zl.
— 1798, Michael Oransky, 250 zI.
— 1827, Johann Nepomuk Ignac Staudinger, 240 zI.
— 1833, FrantiSek Minaf
— 1862, poskozeni varhan letnim suchem (J. Sehnal 2003: 28).

Farni kronika uvadi: ,Zda-li od ¢asu zbudovani varhany byly opravovany, nevi se; na-
nejvys byly v bézicim stoleti opraseny [poznamka na okraji: ,Oprava varhan stala se roku
1828 s nakladem 164 zI. KM dle spisu v archivu®“]. Postupem ¢asu byly varhany rozladéné
a z 31 rejstiikd, z nichzto sestavaji varhany, $lo jich jen asi 9 a jesté ne tplné. Mély zapotiebi
opravy. Jiz pan opat Jeronym Zeidler [1790-1870] zanasel se myslenkou dat varhany opravit,
ale neprislo k tomu.“ (Farni kronika, rok 1877: 74). Jak z textu vyplyva, bylo nutné pristoupit
k rozsahlejsi opravé nastroje a byl vybran oblibeny brnénsky varhanat Filip Kominek, ktery
koncem 70. let 19. stol. ptsobil jako opravar varhan i na Olomoucku (1876, Pencice a Velky
Tynec) (J. Sehnal 2003: 76). Zminka o opatu Zeidlerovi upomina, ze od r. 1846 bylo poutni
misto navraceno opét do péce premonstratského radu, a to tentokrat z matefského klastera
v Praze na Strahové. Farni kronika ke Kominkové opravé dale uvadi: ,,Jelikoz ale kostel byl
jiz dfive poznendhlu obnoven a okraslova¢ Ferdinand Kreissel jiz ddvno mrtev, obratila se
tato jistina [odkaz na ¢astku 978 z1.] opravent, vycisténi a naladéni velkych varhan na velkém
kiiru a malych varhan na kiiru pobo¢nim. Filip Kominek, varhanar v Brné, ucinil rozpocet,
dle kterého za opravem’ vycisténi, naladém’ a Vﬁbec zt{zeni Velk)’rch Varhan a za novy k nim
varhan na pobo¢nim kiiru pozadal 1.350 zl. Od 15. ledna pracoval mistr, pomocnik a ucen az
do 28. brezna 1877, na kteryzto den varhany odevzdal; dne 9. a 10. srpna preladil mistr jesté
jednou varhany, zacez se jemu vyplatilo 1.150 zL; zbyvajicich jesté 200 zI. (na smluvenou sumu
1.350 zl.) zadrzelo se co jistota (kauce), kterd se ma po dvou letech vyplatit.“ (Farni kronika,
rok 1877: 74). Oprava nastroje musela byt co do rozsahu generalni, protoze za danou ¢astku
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$ly v posledni tfetiné 19. stol. poridit nové cca 10 ti rejstiikové varhany; z oprav se dochoval
jesté zapis na pistale Cis otevieného 16 hlasu: ,Tyto varhany opravil Jan Severa, varhanarsky
pomocnik, rozen z Nov. Bydzova v Cechéch, se svym panem Filipem Kominkem stavitelem
varhan v Brné. Pracoval jsem novy méch a celé varhany se ladily a velkd oprava na mechanice.
Déno L. P. 1877, 19. 1. (Nazdar). Kdo to bude ¢ist, at si vzpomene na mne. Jan Severa, Sbohem
18 K+M+B 77.“ (Navstiveni: 6). Vzhledem k podrobnym a peclivé vedenym zapisim ve far-
ni kronice se zd4, ze az doposud byl nastroj az na vétsi opravy technického zazemi (méchy)
v ptivodnim stavu.

Prvnim razantnim zasahem, ktery priSel takika po 200 letech, a to diky zménénému vkusu
na zvuk varhan, byl nastroj postizen v r. 1895, kdy jej prestavél za 3.350 zI. na II/25 prazsky
varhanat Heinrich Schiffner (1853-1938), ktery jiz pracoval na nékolika zakazkach pro pre-
monstratsky fad. Farni kronika se na str. 42 (rok 1895) o této prestavbé zminuje opét velmi
podrobné: ,,Njd. pan opat Strahovsky Sigismund [pozn. Sigismund Stary, opatem 1879-1905]
dal na prosbu probostovu opraviti velké varhany; pracovalo na nich od 21. 2. - 7. 5. nékolik
(5) délnikt prazského stavitele varhan Jindficha Schiffnera. Stard soustava zasuvkova odstra-
néna a nahrazena v prvnim manudle pneumaticko-trubickovym ustrojem, v druhém manu-
ale a pedalu soustavu kuzelovou. Mimoto dano 5 novych vzduchoven, dvé pneumatické pro
violonbass, novy, novy magacinovy méch s dvéma klaviaturami a 25 rejsttiky. [J. Sehnal 2004:
214 uvadi I1/22; je mozné, Ze dalsi 3 rejstiiky byly spojky]. Staré varhany mély 1.656 pistal, 31
rejstiikd; nékteré byly kiiklavé - jako Cymbel, 2 Kvinta [pozn. patrné Rauschquinta]. Tyto
byly odstranény a v nahradu za né dany: 1) Gamba 8, C-H z cinku, ostatni z cinu. 2) Harmo-
nika 8. 3) Bourdon 16°. 4) Roh kamzikovy 8. 5) Flauta 8". 6) Aeolina 16" (!) C-H z cinku,
ostatni z cinu. 7) Salicional 8". 8) Vox coelestis 8" kombinovany se salicionalem. 9) Houslovy
principal 8. 10) Flauta 4". 11) Cello z cinku. 12) Flautovy bas 8. 13) Oktavovy bas 8. Prace
a oprava spolu s opravou malych varhan stala 3.350 zL.“ (Farni kronika, rok 1895: 42).

Varhany mély po prestavbé tuto dispozici (Navstiveni: 7 v kontextu s Kronikou: 42):

I. manuadl, hlavni stroj

L. Bourdon 16 Schiffner

2. Principal 8’ ptvodni

3. Flétna 8’ Schiftner

4. Roh kamzici 8’ Schiffner

5. Gamba 8’ Schiffner

6. Harmonika 8’ Schiffner

7. Oktava 4’ ptvodni

8. Flétna 4’ pavodni (?)

9. Mixtura 22/3"  zptvodnich pistal
I1. manual, vedlejsi stroj

10. Principal housl. 8’ Schiffner

11. Copula 8’ ptvodni (?)
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12. Salicional 8’ Schiffner
13. Aeolina 8’ Schiffner, lze ptipustit, Ze byla 16
bez velké oktavy
14. Vox coelestis 8’ Schiffner
15. Flétna 4’ Schiffner
Pedal
16. Principal I 16 ptvodni, prospekt (16 '+8" Principal)
17. Principal I 16 ptivodni, dfevény (16'+8" Subbass off. a Octavbass)
18. Violon 16 Schiffner
19. Subbass 16’ ptvodni, dfevény (16" Subbass kryty)
20. Oktavbas 8’ Schiffner
21. Flétnabas 8’ Schiffner
22. Cello 8’ Schiffner

Obvykla pomocna zafizeni.

Z uvedeného vyplyva, Ze se i po této zasadni prestavbé nachazelo v nastroji velké pro-
cento ptivodnich pistal, napt. principaly hlavniho stroje a valna ¢ast pedalovych rejstrika.

3. DalSi osudy varhan ve 20. stol.

Svatokopecké varhany byly i pres uvedenou devastaci uchranény vale¢nym rekvizicim
béhem I. svétové valky (]J. Sehnal 2004: 134). V r. 1929 byl potizen novy elektricky pohon
k méchiim, které byly zaroven z kiiru presunuty na ptidu severni rezidence. Vzdalenost 16,5m
si vyzadala pristavbu vyvazovaciho méchu do ttrob varhan. Zaroven byla na celém kiru vy-
ménéna podlaha. Opravu provedla na doporuceni odborniku krnovska firma bratii Riegert
za 7.848 K¢. Dalsi prace od mistnich firem staly 3.716,85 K¢, dohromady stala oprava v r. 1929
plnych 11.564,85 K¢ (Farni kronika: 115).

Zminéna oprava se v$ak negativné podepsala na pouzitelném stavu nastroje. Dlouhé vede-
ni vzduchu, ktery byl zasadné jiné teploty a vlhkosti (viz problémy v 18. a 19. stol. s ndstrojem
Sieber/Richter) mél neblahy vliv na trakturu a pistalovy fond varhan. Proto bylo ptistoupeno,
a to i v souvislosti s pripravami na 300. vyroci zalozeni poutniho mista, k dalsi rozsahlé oprave
nastroje vr. 1932. Ve farni kronice se k tomu pise: ,Velké varhany. V ¢ervnu byly rovnéz vycistény
dukladné, sladény a rozmnozeny novymi rejstiiky: Mixtura 6nas. 2.460., kornet 3-5nas. 2.180.-,
trubicova flétna 4" 920.-, lesni flétna 2 680.-, oktava 4" 980.-, principal 8" 3.170.-, trompeta 8"
1.940.-, pozoun 16" 2.360.- [pozn. vzhledem k cené se da predpokladat, ze se jednalo o jednu
fadu pistal, ktera byla rozdélena na 2 rejstiiky; zaroven byla patrné vyménéna vzdusnice I. manu-
alu kvili zvyseni poctu rejstiikd; paradoxné byly zpatky po 37 letech dodany do varhan alikvotni
rejstiiky], 2 vzduchovny pro pozoun 16" 940.-, oprava violonu 16" 630.-, odmontovani pistalnic
atd. 1.250.-, dodani 2 regulatort 640., Zaluzie s montazi a mech. 670.-, vy¢isténi a zladéni 5.680.-.
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Montaz revize a zladéni starych malych varhan s upotieb. materidlem 875.- [od r. 1932 se na-
chazely v kapli Jména Panny Marie v ambitu, zpét do basiliky byly navraceny v r. 1988]. 3% dan
zobratu 761,25.-. Celkem 26.136,25,-. Provedla firma bratfi Riegerové v Krnové.“ (Farni kronika,
rok 1932: 115). Béhem této posledni prestavby byly odstranény patrné vSechny ucelené zbytky
cinovych rejstiiki pivodnich varhan. Zjisténi je o to smutnéjsi, Ze jesté 15 let nazpét (1917) byl
kompletni prospekt svatokopeckych varhan chranén a usetfen valecnym rekvizicim.

Nastroj mél po této prestavbé tuto dispozici (Navstiveni: 7):

L. manuadl, hlavni stroj

L. Bourdon 16 Schiffner

2. Principal 8’ Rieger

3. Flétna 8’ Schiffner

4. Roh kamzi¢i 8’ Schiffner

5. Gamba 8’ Schiffner

6. Harmonika 8’ Schiffner

7. Oktava 4’ Rieger

8. Trubicova flétna 4° Rieger

9. Lesni flétna 2’ Rieger

10. Cornet 3-5x 22/3" Rieger

11. Mixtura 6x 2’ Rieger

12. Trompeta 8’ Rieger, pravdépodobné ext. z Pozounu 16°
I1. manual, vedlejsi stroj

13. Principal housl. 8’ Schiffner

14. Copula 8’ ptvodni (?)

15. Salicional 8’ Schiffner

16. Aeolina 8’ Schiffner, lze ptipustit, Ze byla 16" bez velké oktavy

17. Vox coelestis ~ 8° Schiffner

18. Flétna 4’ Schiffner
Pedal

19. Principal I 16’ ptvodni, prospekt (16°+8 " Principal)

20. Principal I 16 ptvodni, dfevény (16°+8" Subbass off. a Octavbass)

21. Violon 16 Schiffner

22. Subbass 16 ptvodni, dfevény (16" Subbass kryty)

23. Oktavbas 8’ Schiffner

24. Flétnabas 8’ Schiffner

25. Cello 8’ Schiffner

26. Pozoun 167 Rieger, v polovi¢ni délce

Obvykla pomocna zafizeni; fy Rieger pouzila stary hraci sttil Heinricha Schiffnera, ktery
byl nalezité upraven.
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Nastroj Schiffner/Rieger slouzil ve svatokopecké poutni basilice do 90. let 20. stol. Bylo
nutné jej neustale opravovat, protoze komplikovany pneumaticky systém byl velmi poru-
chovy (nesvédcilo mu zejména dlouhé vzduchové vedeni z piidy severni rezidence bez sani
elektroventildtoru z prostoru basiliky); tyto opravy byly ¢asto provadény na amatérské trov-
ni, coz vedlo nakonec k odstaveni ,velkych varhan® a po r. 1988, kdy byly do basiliky prene-
seny a restaurovany ,,malé varhany“ (J. Sehnal 2004: 172), byly tyto pouzivany k doprovodu
liturgie do postaveni nového nastroje v r. 1998.

Po II. svétové valce a znovu koncem 80. let 20. stol. bylo jednano s krnovskou firmou
Tovarna na varhany Krnov, n. p. (Rieger-Kloss) o stavbé nového nastroje (Navstivent:
5 a osobni sdéleni A. Schindlera a ing. B. Planského). Zejména ve zminéné mladsi dobé jiz
udajné existovaly i plany na nové, koncertni tfimanualové varhany (s dalkovym strojem
u oltare); k jejich realizaci v§ak diky zméné politického usporadani v r. 1989 nedoslo (osob-
ni sdéleni A. Schindlera a ing. B. Planského).

4. Posledni zbytky puvodnich varhan na prahu nové doby

V r. 1990 nastoupili na Svaty Kopecek po 40. letém obdobi nesvobody opét do duchovni
spravy strahovsti premonstrati. Otazka feSeni postaveni kvalitnich varhan se pro obnovené
poutni misto jevila jako velmi akutni; nasledné bylo rozhodnuto, Ze stavba nového nastroje
bude svéfena varhanafi Jaroslavu Stavinohovi (1955) z Valasské Bystfice. Samotné vestavbé
varhan, kterd probihala v letech 1992-1998, predchazelo restaurovani varhannich skfini
a freskové vyzdoby na kiru (1995-1997) (Navstiveni: 7-9); autorem dispozice byl tehdejsi
organolog Arcidiecése olomoucké P. Angelik Zdenék Micka, OP, ktery vychazel z dispozi¢-
niho pfedpokladu liturgicky orientovanych varhan s neobarokni zvukovosti (Dopis: 1-2);
nastroj byl kolaudovan 4. 12. 1998 a jeho pofizovaci cena byla 3,8 mil. K¢ (Navstiveni: 8-9).

Dispozice (Navstiveni: 8-9):

l. manual, C - g3

Hlavni stroj

1. Principal 8°

Il. manudl, C - g3

Zaluziovy stroj
11. Flétna trub. 8"

Pedal, C - f'
Ve véZich a v hlavni sk¥ini

19. Principélbas 16

2. Kryt 8’ 12. Salicionél 8° 20. Subbas 16
3. Roh kamzici 8° 13. Principal 4 21. Oktavbas 8°
4. Oktava 4’ 14. Nasard 2 2/3" 22. Flétna kryta 8"

5. Roh no¢ni 4°

15. Flétna lesni 2"

23. Kvintbas 5 1/3°

6. Kvinta 2 2/3" 16. Tercie 1 3/5° 24. Superoktéva 4°
7. Superoktéva 2 17. Kvinta 1 1/3” 25. Pozoun 16

8. Seskvialtera 2-3x 2 2/3" 18. Mixtura 3x 1° Spojka I/P

9. Mixtura 3-4x 1 1/3" Tremolo pro I. manudl Spojka II/P

10. Cimbal 3x 1° Tremolo pro II. manual Spojka II/1
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Hraci i rejstfikova traktura
je mechanicka. Pedalové véze
s rejstiiky Principalbas 16" a Ok-
tavbas 8" jsou napojeny elek-
tricky (unitova fada) a pistaly
jsou zhotoveny ze zinku, ktery je
oplastovan folil. Seskvialtera ob-
sahuje septimovou fadu, imituje
tak jazykovy rejsttik. Pozoun 16°
byl zakoupen ze star$ich varhan
némecké povale¢né vyroby, jinak
byly vSechny ostatni hlasy zhoto-
veny nové. Jednd se o 2. dilo var-
hanafte Jaroslava Stavinohy.

Pti stavbé téchto novych var-
han byly podobné barbarsky,
jako pred 100 lety, zlikvidovany
romantické varhany Schiffner/
Rieger; o co hiife, s pozehnanim
organologického dohledu byly
znic¢eny i posledni pozustatky
pavodnich varhan Sieber/Rich-
ter; nastésti jesté v 80. letech
20. stol. byly zdokumentovany
prospektové pistaly pedalovych
vézi, které slouzily varhanari
Jirgendu Ahrendovi jako vzor
pro restaurovani Sieberovych
varhan u sv. Michaela ve Vidni
(J. Sehnal 2004: 214). Az do r.
2015 se mélo za to, ze z barok-
ntho a romantického nastroje
nezistalo nic (vyjma velkého
méchu s elektroventilatorem fy
Rieger na ptdé¢). Diky stavebnim
upravam a restauratorskym pra-
cem v premonstratském kostele
v Jihlavé (rovnéz pod strahov-
skym matefincem) byl objeven
depozit prevezenych casti na-
stroju ze Svatého Kopecka z 90.
let 20. stol., za prvotni ohledani

ARTICLES

Obr. 5. C4st plivodnich pi&tal prospektové pedélového rejstriku
Octava 8 (Foto: Jan Gottwald 2020)
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varhannich pistal a dal$ich komponentt je potfeba podékovat panu varhanati-restaurato-
vi MgA. Daliboru Michkovi, ktery nasledné radu dilti pfevezl zpét na piivodni misto. Po
hlubsim prozkoumani bylo zjisténo, ze se zachovaly tyto soucasti varhan:

Sieber/Richter

Prospektova pedalova Octava 8" (C-H)

2 nohy cinového Principalu 16

Subbass offen 16, dfevény, otevieny (C-H)
Bordun-Bass 167, dfevény, kryty (C-H)

Octava 8', dfevéna, oteviend (C-H)

Cinové pistaly brnénské barokni provenience,
vétsinou 1 délky a mensi (desitky kust, poni¢ené)

Schiffner/Rieger

smykavé rejstiiky v 8" poloze:
Housl. Principal, Gamba, Aeolina,
Salicional, Vox coelestis; Kryt 8”
Flétna 8', Kamzi¢i roh 8, ozvuény
Pozounu a Trompety, prospekty ze
zinku, vzduchové regulatory,
tremola, star$i klaviatury

| Obr6. Pivodni d¥evény pedalovy Subbass offen 16 (Foto: Dalibor Michek 2016)

Barokni kovové pistaly jsou vesmés ponicené; pedalova Octava dlouho lezela a ,,zplacatéla®
Zajimavosti je, ze ma vykozené ladici krouzky ze stejného materialu (18. stol.) jako je vyroben
korpus samotné pistaly. Dievéné pistaly jsou velmi dobre zachované, maji druhotné zasahy: zvy-
Sovana labia (nékteré s ptlkruhovym vyrezem), pridavané vousy s valecky a ponicené krepy.

Zaveér

Varhany poutni basiliky na Svatém Kopecku u Olomouce patfily vzhledem k zaintere-
sovanym umeélctim-zhotovitelim, vynalozenym finanénim prostfedkiim a nemalému orga-
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| Obr.7.Pavodni dfevény pedalovy Bordun-Bass 16 ' (Foto: Dalibor Michek 2016)

| Obr. 8. Piivodni{ dFevéna pedalova Octava 8 ' (Foto: Dalibor Michek 2016)

niza¢nimu usili bratf{ premonstrati bezesporu k nejvétsim a nejvyznamnéj$im nastrojim
sirsiho regionu. I presto, Ze se jednalo o mistrovsky vytvor prednich moravskych varhanar,
nebylo jim doprano preckat politické a kulturné-estetické peripetie 18. a 19. stoleti (Jose-
finské reformy, zména hudebniho vkusu). Nicméné, diky osobnostem, které si vazily kul-
turniho dédictvi a dokazaly ocenit femeslny um na nejvyssi urovni, byly do dnesnich dnt
zachovany alespon casti kdysi slavnych varhan.
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SUMMARY

Organ at the Pilgrimage Basilica of Our Lady of Visitation in Svaty Kopecek was built
by the Brno organ builders Johann David Sieber (+ 1723) and Antonin Richter (+ 1765) in
1722-1726 and was one of the most important and greatest instruments of its time. It pro-
bably had 31 stops and cost at least 6,000 zl. Some historical sources and facts have not yet
been known (especially Parish chronicle - Farni kronika). The organological comparison
could only be performed after the restoration of similar organs (Polna, Wien). During the
18th and 19th centuries was continuously repaired. The general restoration was made in
1877 by the Brno organ builder Filip Kominek for 1,350 zI. In 1895, the organ was rebuilt
by the Prague organ builder Heinrich Schiffner for 3,350 zl. in the spirit of the Cecilian
reform. Nevertheless, the instrument still contained the original Baroque pipes. In 1932,
the organ was rebuilt and extended by the Krnov firm of the Rieger brothers for 26,135.25.-
K¢, and other pipes from the original organ (especially the prospect of the Great Organ
- Hauptwerk) were destroyed. The organ was in the 1990s removed and into the original
organ case was built in 1992-1998 new neo-baroque instrument II / 25, op. 2, by Jaroslav
Stavinoha from Valasske Bystrice for 3.8mil K¢. It was generally known that nothing of the
older organ was preserved. In 2015, the components of the basilica organ were found in
Jihlava: Sieber / Richter Organ: 3 pedal registers from wood and 8" pedal prospect; Schift-
ner / Rieger: string stops and parts of the technical background of the organ (wind system
components).
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Polska bibliografia organow

prof. Marii Szymanowicz jako narzedzie

badan organoznawczych

Polska bibliografia organéw

by Prof. Maria Szymanowicz as a Tool for Organ Studies
e oo s e Bsos:

KATEDRA MUZYKOLOGII
- UNIWERSYTET OPOLSKI

ABSTRACT

The article presents and discusses Polska bibliografia organéw (“Polish Organ Bibliography”) pub-
lished so far in 3 volumes by Prof. Maria Szymanowicz, head of the Department of Instrumentol-
ogy at the Institute of Art Sciences of the Catholic University of Lublin. They were published in
2011, 2014 and 2018. The text is an attempt to show the objective value of the published bibliog-

raphy, both from the perspective of organ experts, which is understandable, but also from the bi-
ographers’ point of view. However, the publication has met with their criticism of methodological
work, which seems unfair. The text portrays Polska bibliografia organéw as a much needed and
useful tool for many dimensions of the work of organ experts. Also, the publication in question
became a work raising the prestige of Polish organology.

Wprowadzenie

M. Szymanowicz 2014; M. Szymanowicz 2018). Aktualnie trwaja prace nad wyda-

niem czwartego tomu tego dzieta. Pomystodawczynig i autorka jego wydania jest dr
hab. Maria Szymanowicz, prof. KUL — kierownik Katedry Muzykologii w Instytucie Nauk
o Sztuce Katolickiego Uniwersytetu Lubelskiego Jana Pawla II w Lublinie. Jej dzielo zostalo
przyjete z radoscia i cieszy si¢ duzym uznaniem w gronie polskich organoznawcéw i instru-
mentologéw (szczegdtowy opis wydanych do tej pory toméw Polskiej bibliografii organow
zamieszczony jest w niniejszym numerze czasopisma w dziale Reviews). Z drugiej jednak
strony publikacja ta spotkata si¢ z ostrg krytyka J.M. Lubockiego — wroctawskiego biblio-
grafa mlodego pokolenia (o tym bedzie mowa w dalszej czesci artykutu). Nie kwestionujac
w najmniejszym stopniu ani kompetencji krytyka, ani rzeczowosci i zasadnosci jego opinii,
ani tez oczywistego prawa do jej wyrazania, nalezaloby jednak wzig¢ w obrone niezaprze-

Od blisko 10 lat ukazuje si¢ Polska bibliografia organéw (M. Szymanowicz 2011;
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czalng warto$¢ pracy prof. M. Szymanowicz dla srodowiska polskich organoznawcow, by
nie ugruntowywac wrazenia, iz caly jej trud okazal sie daremny, a takie wrazenie owa kry-
tyczna recenzja moze budzic.

Niniejszy tekst jest proba spojrzenia na Polskg bibliografig organéw (dalej: PBO) jako
na cenne narzedzie pracy z punktu widzenia organoznawcdow i stosowanej przez nich me-
todologii badan (dlatego ukazuje si¢ w tak specjalistycznym czasopismie). Jednoczesnie
tekst ma pokaza¢, ze wydanie PBO stanowi jeden z konstytutywnych elementéw wylonie-
nia si¢ we wspolczesnej dobie ,nowej” dziedziny wiedzy - organologii (wg terminologii
o greckich korzeniach; wedlug polskiej - organoznawstwa). Oprocz tego celem niniejszego
tekstu jest pokazanie PBO jako szczegdlnego rodzaju tworzonych od dawna bibliografii
dziedzinowych, ktére zawsze byly cenione przez bibliograféw, a obecnie bynajmniej nie
stracily na aktualnosci. Przeciwnie - dzigki zastosowaniu techniki informatycznej rozwija-
ja si¢ i zyskuja na wartosci. Bibliografie dziedzinowe, oprdcz tego, ze sg narzedziem pracy,
dodatkowo porzadkuja sfere badan, a nawet pozwalaja wyznacza¢ kierunki dalszych prac
badawczych lub dokumentacyjnych.

Warto zatem ukazaé dzielo prof. M. Szymanowicz, szczegdlnie na tle wspomnianej
wczesniej roznicy stanowisk, jako narzedzie spelniajace swoja role zaréwno w zalozonych
i zrealizowanych przez autorke zadaniach, jak i wobec oczekiwan tych, ktorzy czekali na
ukazanie sie tego typu dziela. Na poczatek warto przedstawi¢ naukowe kompetencje autor-
ki, w pelni uprawniajace ja do tworzenia tego typu bibliografii, by w nast¢pnej kolejnosci
omowi¢ w skrdcie wydane do tej pory trzy tomy PBO, a w koncu podkresli¢ jej wartos¢
jako rzeczywistego narzedzia prac badawczych w obszarze organoznawstwa. Ostatnim
punktem niniejszego opracowania bedzie ukazanie PBO jako pracy, ktérg powinni do-
ceni¢ nie tylko organoznawcy, ale takze, czego oczekiwanie wydaje si¢ uzasadnione, bi-
bliografowie (pomimo niedoskonato$ci wtasciwych kazdemu dzietu wychodzacemu spod
ludzkiej reki).

1. Wspdtczesna bibliografia dziedzinowa

Prof. Jadwiga Wozniak-Kasperek, kierownik Katedry Bibliografii i Dokumentacji Wy-
dzialu Dziennikarstwa, Informacji i Bibliologii Uniwersytetu Warszawskiego, w stowie
wstepnym do ksiazki Bibliografia: teoria, praktyka, dydaktyka napisata: ,,Gdyby nie wiedza,
zapal i benedyktynska praca zastepow bibliograféw na calym $wiecie, dzi§ wiedzielibysmy
duzo mniej o tym, czym karmilo si¢ zycie, jak wygladala nauka, sztuka, kultura w dalekiej
i nieodlegtej przesztosci. Przyrost wiedzy przedmiotowej jest nierozerwalnie powigzany
z przyrostem wiedzy bibliograficznej” (J. Wozniak-Kasperek 2009: 9). W dalszej czesci
tekstu mozna odnalez¢ jeszcze bardziej jednoznaczng opinie: ,bez bibliografii wszystko
znajdowaloby si¢ w stanie chaosu” (2009: 9). Przytoczone cytaty jednoznacznie wskazuja
na niezwykle doniostg role kazdego rodzaju bibliografii: narodowych, regionalnych, oso-
bowych, ale takze tych dziedzinowych.
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W odniesieniu do wspomnianej bibliografii dziedzinowej, a taka jest bibliografia or-
ganéw M. Szymanowicz, warto zapoznaé sie najpierw z ogolnymi elementami pozytyw-
nego jej wkladu w rozwéj wiedzy. W tym wzgledzie mozna znéw wskaza¢ na opinie in-
nego bibliotekoznawcy, prof. Jadwigi Sadowskiej, powigzanej w przeszloéci z Uniwersyte-
tem w Bialymstoku oraz Uniwersytetem Wroctawskim, pracownika Biblioteki Narodowej,
a przez 14 lat kierownika Instytutu Bibliograficznego (1993-2007), ktéra w swojej pracy
naukowej akcentuje potrzebe podjecia, a potem kontynuacji prac nad bibliografig dziedzi-
nowa. Dotyczy to konkretnych dziedzin, a wigc dyscyplin nauki oraz okreslonego zakresu
zagadnien. Bibliografie dziedzinowe mozna okresli¢ mianem tresciowych ze wzgledu na to,
ze podstawowym kryterium doboru materiatow sa wlasnie tresci zawarte w dokumentach,
opracowaniach i r6znego rodzaju publikacjach. W sytuacji Scierania si¢ réznych opinii, od
gloszacych, ze tego typu bibliografia pozwala szybko ustali¢ stan badan i oszczedza czas na
poszukiwanie piSmiennictwa, po zupelnie przeciwne - Ze piSmiennictwo szybko sie starzeje
i traci aktualnos¢, autorka wyraznie wskazuje na ich wcigz aktualne znaczenie, zwlaszcza
w odniesieniu do nauk humanistycznych i spotecznych, ktére przeciez opieraja si¢ na stowie
pisanym i drukowanym. Wsréd waznych i pozytywnych cech bibliografii dziedzinowych
warto wymieni¢ przynajmniej kilka najwazniejszych.

Po pierwsze, bibliografia dziedzinowa wyznacza wstepny etap w pracy badawczej, po-
niewaz pozwala ustali¢ podstawe materialowg dla ewentualnej monografii. Jest to rodzaj
pomocy dla badacza, ktéra zwalnia go z czasochlonnego obowiazku dotarcia do rozpro-
szonych dokumentéw czy publikacji wydanych w najrézniejszych wydawnictwach. Prowa-
dzona na biezaco bibliografia daje badaczowi mozliwo$¢ zorientowania sie w najnowszych
publikacjach (J. Sadowska 2017: 2). Jest ona niejako pierwszym ,polem” badania.

Po drugie, bibliografia dziedzinowa - jak zauwaza dr hab. Alicja Matczuk, bibliolog
zwigzana z UMCS w Lublinie - jest niezwykle przydatna w momencie, kiedy liczba wyda-
wanych publikacji osiaga juz taki poziom, ze ani jakakolwiek instytucja, ani indywidualny
badacz, nawet majacy wyjatkows intuicje, nie s3 w stanie skutecznie poszukiwac rozproszo-
nych materiatéw (2014: 9). Obrazowo mozna powiedzie¢, ze jest to rodzaj ,,rynku”, groma-
dzacego wszystkich autoréw wraz z ich dziefami, ktérych nie poznatoby si¢ droga ,,odwie-
dzania” kazdego autora z osobna.

Po trzecie, bibliografia staje si¢ dla badaczy warsztatem pracy. Szczegolnie dla przedsta-
wicieli nauk humanistycznych nie tylko stanowi pomoc, ale w jakims stopniu warunkuje
rozwoj calej dyscypliny. Bibliografia moze réwniez dziata¢ jako inspiracja. Zamieszczone
w niej réznego rodzaju indeksy pozwalaja tez badaczowi zorientowac si¢ w publikacjach
z zakresu interesujacego go kierunku badan w ramach danej dziedziny wiedzy. Nie kazdy
musi przeciez interesowac si¢ wszystkim i by¢ jednakowo zorientowany w calosci okreslo-
nej dyscypliny naukowej (J. Sadowska 2017: 6).

Po czwarte, bibliografia dziedzinowa, bedac rodzajem upowszechniania wiedzy, na co
Zwrocono juz uwage, jest jednoczesnie Swiadectwem pewnego etapu rozwoju i dojrzatosci
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dziedziny nauki, ktorej dotyczy. Jej powstanie dowodzi, ze pismiennictwo na jakis temat jest
juz na tyle rozwiniete, ze zasadne sie staje ujecie calych jego zasobow w struktury bibliogra-
ficzne (A. Matczuk 2014: 9).

To tylko niektdre z uwag znawcow bibliografii, przez pryzmat ktérych warto blizej spoj-
rze¢ na Polskg bibliografie organéw autorstwa prof. Marii Szymanowicz.

2. Obszary badan i dorobek naukowy
prof. Marii Szymanowicz

Prof. Maria Szymanowicz (ur. 1955, Radom) od 2007 r. jest kierownikiem Katedry Instru-
mentologii w Instytucie Nauk o Sztuce Katolickiego Uniwersytetu Lubelskiego Jana Pawta II. Jest
absolwentka muzykologii KUL-owskiej, a swoje podstawowe studia muzykologiczne realizowata
w latach 1976-1981. Uwieniczone zostaly one magisterium, a nast¢pnie licencjatem obronionym
w 1981 r. Rok pézniej zostata zatrudniona jako asystentka w Katedrze Instrumentologii, wcho-
dzacej w sklad 6wezesnego Instytutu Muzykologii Koscielnej KUL-u. Doktorat napisany pod kie-
runkiem ks. prof. dr. hab. Jana Chwatka obronita w 1991 ., a habilitacje uzyskata w 2007 r. Od
2009 r. jest zatrudniona jako profesor KUL. Od 2014 do 2018 r. pelnifa takze funkcje dyrektora
Instytutu Muzykologii KUL, ktéry w 2019 r. zostat przeksztatcony w Instytut Nauk o Sztuce.

Dla pelnego zobrazowania biografii prof. Szymanowicz trzeba doda¢, ze jest ona réwno-
czesnie muzykiem koscielnym z wieloletnim doswiadczeniem (m.in. w latach 1989-1991 byla
organistkg KUL-owskiego kosciola akademickiego). Pelnita rowniez funkcje wyktadowcy Stu-
dium Organistowskiego w Radomiu, a ponadto jest cztonkiem wielu komisji i innych gremidw,
zaréwno w strukturach KUL-u, jak i poza uczelnia.

Dzialalno$¢ naukowo-badawcza prof. Szymanowicz koncentruje si¢ przede wszystkim wo-
kot historii organdw i tematéw zwigzanych z ich budowa, ze szczegdlnym uwzglednieniem pol-
skiego budownictwa organowego. Drugim polem jej naukowej refleksji jest muzyka liturgiczna,
trzecim za$ religijna kultura muzyczna. W tym miejscu trzeba nadmieni¢, ze w ciagu lat pracy
naukowej M. Szymanowicz opublikowata 7 ksigzek, ponad 40 artykuléw naukowych i opra-
cowala kilka hasel encyklopedycznych ([b.a.]. Noty biograficzne 2016: 318; [b.a.]. Pracownicy
naukowi 2006: 35-36). Owocem jej pracy naukowej i dydaktycznej jest takze promocja 7 dok-
toratow i recenzowanie 9 kolejnych (dokladny wykaz mozna znalez¢ na stronie: www.nauka-
-polska.pl). Oprécz tego M. Szymanowicz jest promotorka 40 licencjatow oraz 43 magisteriow.
Ten wymiar pracy wyrazony w przytoczonych liczbach, wigzac si¢ z koniecznoscia poglebiania
wiedzy w wielu wymiarach badan instrumentologicznych, daje autorce PBO dobra orientacje
w najnowszej literaturze przedmiotu.

Innym wymiarem naukowej aktywnosci prof. M. Szymanowicz jest wieloletnia wspot-
praca z Osrodkiem Dokumentacji Zabytkéw Ministerstwa Kultury i Dziedzictwa Narodo-
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wego w Warszawie oraz z Wojewodzkim Konserwatorem Zabytkéw w Lublinie w zakre-
sie prac inwentaryzacyjnych nad zabytkowymi organami. Jesli chodzi o ten z kolei obszar,
M. Szymanowicz sporzadzila co najmniej 170 inwentaryzacji zabytkowych organéw na zle-
cenie wspomnianego ODZ w Warszawie. Oprocz tego wykonala rowniez kilkanascie eks-
pertyz ([b.a.]. Noty biograficzne 2016: 318).

Jednak od kilkunastu lat szczegolnym i owocnym wymiarem pracy prof. Marii Szyma-
nowicz s prace zwigzane z zainicjowaniem, opracowywaniem i wydawaniem sukcesyw-
nie ukazujacych si¢ toméw Polskiej bibliografii organdw, co zostanie doktadniej omdéwione
w kolejnym punkcie.

Wymienione powyzej obszary badan i pokazny dorobek zebrany w ciagu blisko 40 lat
pracy naukowej sprawiaja, ze prof. M. Szymanowicz posiada niekwestionowane kompe-
tencje potrzebne do tego, by tworzy¢ bibliografie dziedzinowa poswigcong organom. Juz
zrealizowany w czesci osobisty projekt M. Szymanowicz pozwala poszerzy¢ zakres okre-
$len, ktére w zasadniczym zarysie charakteryzuja osobe i jej dorobek naukowo-badawczy.
Bez watpienia tez do okreslen opisujacych jej wyksztalcenie i zakres aktywnosci, takich jak
»muzykolog” i ,,organoznawca’, trzeba dodac¢ jeszcze jedno - ,bibliograf”.

3. Polska bibliografia organéw (PBO) 2011-

Jak zaznacza autorka w pierwszym tomie PBO, chec¢ stworzenia tego typu bibliografii
pojawila si¢ w jej zamysle juz w 1980 r., a wigc jeszcze w czasie studiow muzykologicznych
(M. Szymanowicz 2011: 9), doktadniej: w momencie, kiedy w rece dwczesnej studentki tra-
fita ksigzka bedaca bibliografig organéw autorstwa niemieckiego badacza Rudolfa Reutera:
Bibliographie der Orgel. Literatur zur Geschichte der Orgel bis 1968. 1973. Kassel: Barenrei-
ter. Publikacja ta zostala przestudiowana dla potrzeb pisanej wowczas pracy magisterskiej.
Okazalo sig, ze na 8574 pozycje ujete we wspomnianej bibliografii, tylko 7 prac bylo w je-
zyku polskim (M. Szymanowicz 2011: 9). Wowczas to pojawila si¢ mysl, aby kiedys mogta
powsta¢ podobna bibliografia z bogata literaturg polska. Przez kolejne lata zamyst 6w nabie-
ral coraz konkretniejszych ksztaltow, skutkujac stopniowym gromadzeniem materialu pod
katem stworzenia w przysztosci polskiej bibliografii organéw. Pierwsza kwerenda zakon-
czyla sie w 2007 r. Pozniej trwaly prace redakcyjne, ktore zaowocowaty w 2011 r. wydaniem
pierwszego tomu PBO. Tom 6w objat 1000 pozycji (jednostek). Wydania dzieta podjeto sie
Wydawnictwo Muzyczne Polihymnia w Lublinie. Autorem projektu graficznego zewnetrz-
nej strony publikacji zostal o. Julian Mieczystaw Smierciak OFM, adiunkt w Katedrze In-
strumentologii. Dzielo zostalo przez autorke dedykowane ks. prof. Janowi Chwalkowi,
emerytowanemu profesorowi KUL, nestorowi polskiej organologii, tworcy i pierwszemu
kierownikowi Katedry Instrumentologii. Praca zostala od razu zauwazona przez srodowi-
sko, niezwykle przychylnie przyjeta i opisana w publikacjach muzykologicznych, zyskujac
powszechne uznanie znawcow tematyki organowej (E Koenig 2012: 296-298). Tom drugi
ukazat si¢ w 2014 r. i zawieral rowniez 1000 jednostek (F. Koenig 2016: 291-292; E. Koenig
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2016b: 171-172). Trzeci tom ukazat si¢ w 2018 r. i obejmowal polowe jednostek, czyli 500,
jako ze zamystem autorki bylo przyspieszy¢ informacje na temat najnowszej literatury or-
ganowej. Aktualnie trwaja prace nad wydaniem czwartego tomu PBO. W tym momencie
trzeba przypomnie¢ (bylo juz o tym wspomniane na poczatku artykulu), ze dzieto prof.
Szymanowicz, z jednej strony tak pozytywnie przyjete przez organoznawcow, spotkalo sie
z powazng krytyka ze strony bibliografa Jakuba M. Lubockiego. Jego opinia zostata zapre-
zentowana w ramach waznego wydarzenia, jakim byta konferencja organologiczna ,,Organy
Wroctawia. Budownictwo i funkcja w aspektach historii i wyzwan wspolczesnosci’, zorga-
nizowana na Uniwersytecie Wroctawskim w listopadzie 2016 r. Tekst krytycznej recenzji
ukazal si¢ drukiem w ,,Rocznikach Bibliotecznych” w 2017 r. (J.M. Lubocki 2017: 305-316).

Schemat kazdego z wydanych do tej pory toméw PBO ma identyczny uktad. Po prezen-
tacji wszystkich pozycji w rozdziale pierwszym (w alfabetycznym ukladzie wedtug nazwisk
poszczegdlnych autoréw) i opatrzeniu ich kolejnymi numerami, kazda z pozycji jest ujeta
w trzech indeksach, ktdre tworzg trzy kolejne rozdzialy. Sg to: indeks rzeczowy (wedlug
hasel wiodgcych), indeks organmistrzow oraz indeks miejscowosci i miejsc, w ktérych
znajduja sie opisane instrumenty. Ostatni rozdzial, piaty, zawiera wykaz zrédet i publika-
cji, ktore zostaty poddane kwerendzie. W zakonczeniu znajduje si¢ wykaz skrotow. Kazdy
z tomo6w tworzy osobng calo$¢. Wszelkie odniesienia indeksowe ograniczaja si¢ do pozycji
zawartych jedynie w danym tomie PBO.

Zatem do 2018 r. zostato przez autorke opracowanych 2500 pozycji polskiej bibliografii
organdw, co uprawnia do twierdzenia, ze polska organologia jest juz ugruntowang dziedzi-
na wiedzy, rozwijajaca sie z coraz wiekszym rozmachem, zawsze jednak pozostajaca cze-
$cig szerokiego dzialu muzykologii, jaka jest instrumentologia. W zestawieniu z informa-
cja o owych wspomnianych wczesniej 7 polskich pozycjach ujetych w bibliografii organow
R. Reutera, jest to niezwykly skok ilosciowy, ale zapewne i jako$ciowy. Omawiane dzieto
prof. Marii Szymanowicz jest tego mocnym potwierdzeniem.
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4. PBO jako narzedzie i parametr pracy naukowej

Odnoszac sie¢ do wymienionych w pierwszym punkcie niniejszego tekstu waloréw bi-
bliografii dziedzinowej, warto pod tym katem przyjrze¢ si¢ omawianemu dzielu i spraw-
dzi¢, czy walory owe sa w nim widoczne na tyle, by mogto ono stanowi¢ skuteczne narze-
dzie pracy naukowe;.

Stworzona przez prof. Szymanowicz bibliografia zbiera w catos¢ informacje o wszystkich
polskich publikacjach poswigconych organom. Jest to zatem dla organoznawcy podstawowe na-
rzedzie dla zorientowania sig, czy ktos, gdzies, kiedys juz opisywat temat, ktorego zamierza si¢
podja¢. Chodzi, rzecz jasna, o to, by nie traci¢ ani czasu, ani sit na opisywanie juz zbadanych za-
gadnien. Szczegdlnie wazne w tym wzgledzie s3 prowadzone konsekwentnie indeksy. PBO jest
zatem cennym narzedziem eksploracyjnym, ktére uwidacznia odnotowane dokonania naukowe
w dziedzinie organoznawstwa.

Praca M. Szymanowicz, dzigki bibliograficznemu zestawieniu, daje tez mozliwos¢ zoriento-
wania si¢ w trendach wspodlczesnej literatury organowej, do ktorej w normalnym trybie, nawet
przy uzyciu katalogow internetowych, trudno dotrze¢. Omawiana bibliografia ujmuje bowiem
takze réznego rodzaju dokumenty, ekspertyzy i programy konserwatorskie odnoszace sie nie-
raz do waznych instrumentéw, o istnieniu ktorych badacz moglby nie mie¢ w ogéle pojecia.
Ukazuje tez, co w roznych okresach interesowalo badaczy bardziej, a co mniej, jak zmieniato si¢
podejscie i rozktad akcentdw w prowadzonych badaniach. W przeszlosci np. wigcej bylo prac
inwentaryzacyjnych, aktualnie za$ pojawiaja si¢ juz publikacje historyczne, bedace rodzajem
podsumowania prac wczesniejszych. W ten sposob PBO jest w reku organoznawcy istotnym
narzedziem poznawczym.

Analiza wymienionych w PBO prac autorskich nie tylko pozwala zorientowac si¢ w tym,
co aktualnie ukazuje sie w dziedzinie organoznawstwa (publikacje, dokumenty i ich tematyka).
Zestawienie tych danych moze réwniez dziala¢ inspirujaco na badacza, pomagajac np. ukie-
runkowac¢ zakres badan czy precyzyjniej sformutowac temat pracy dyplomowej lub publikacji.
Dostarcza okazji do swoistego ,,otwarcia oczu” na to, czego badacz, stosujac swoje wilasne, czesto
utarte, schematy myslowe, nie dostrzega. Z drugiej strony postepujaca dzi§ specjalizacja badan
dzigki tego typu bibliografii pozwala szerzej orientowa¢ sie w tematach dotyczacych tej samej
dziedziny wiedzy, ale niekoniecznie dokfadnie zgodnych z osobistymi zainteresowaniami. Za-
tem PBO jest takze narzedziem inspirujacym i poszerzajagcym myslowe horyzonty.

Wreszcie na dzielo prof. M. Szymanowicz trzeba patrze¢ jako na narzedzie, ktére podnosi
range polskiej organologii i prowadzonych w Polsce badan organologicznych. Literatura tematu,
obejmujaca juz tysigce jednostek wymienianych w PBO, udowadnia, ze istnieje w Polsce pokaz-
ny juz zastep badaczy i polska organologia zastuguje na samodzielny byt posréd innych dziedzin
wiedzy w nurcie instrumentologii czy szerzej — w nurcie badan muzykologicznych. Omawiana
praca pozwala takze wyodrebni¢ przodujgce w Polsce osrodki badan organologicznych i stwier-
dzi¢ (ze sporg doza pewnosci) rosnacy poziom merytoryczny wydawanych publikacj.
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Zakonczenie

Znawcy przedmiotu, a wiec organoznawcy, jak juz zostato dwukrotnie wspomniane, przy-
jeli ukazanie si¢ PBO z wielkim zadowoleniem — jako pozycje niezbedng i wyczekiwang, do-
strzegajac w niej skuteczne i przydatne narzedzie pracy naukowe;.

A wspominane juz krytyczne uwagi dotyczace niektorych aspektéw metodologii (J.M.
Eubocki 2017) wynikaja ze stanowiska bibliografow, ktorzy pracuja w oparciu o systemy
informatyczne, stwarzajace inne mozliwoéci metodologii pracy. Trzeba jednak zaznaczyc,
ze s3 to uwagi bibliografa, a wiec w duzej mierze teoretyka, ktory stusznie szuka metodolo-
gicznej precyzji, patrzac przez pryzmat swojej dziedziny. Nie ulega jednak watpliwosci, ze
mimo krytyki z tej strony, stworzona juz w trzech tomach PBO autorstwa M. Szymanowicz
pozostaje dzietem niezwyklym, pozytecznym, potrzebnym, a nawet niezbednym jako na-
rzedzie naukowe. Potwierdzaja to stowa zawarte w recenzji niezwykle zastuzonego dla pol-
skiej organologii prof. Jerzego Golosa (zamieszczone na okladce pierwszego tomu PBO),
w ktorych stwierdza on, ze o pracy prof. Szymanowicz - od strony organologa - mozna
»wyrazi¢ si¢ w samych superlatywach”

W tym miejscu nalezy tez ztozy¢ hold autorce za iscie benedyktynska prace, jakiej si¢ pod-
jeta i ktora z dobrym skutkiem wykonata.

Z pewnoscig dla tego rodzaju prac problemem jest ogdlna tendencja wzrastajacej liczby
publikacji. Dotyczy to wszystkich dziedzin, nie tylko organdw, i stanowi problem dla wszyst-
kich bibliograféw. By¢ moze koniecznoscig stanie si¢ wyznaczanie zakresow tresciowych dla
tego typu bibliografii, gdyz selekcja i dobdr materiatu stanowig coraz wigksze wyzwanie dla
badaczy. Prof. Szymanowicz, jak dotad, doskonale potrafifa temu wyzwaniu sprostac.

Inng, chyba szersza, a z pewnoscia najbardziej naglaca, kwestig przy tego typu pracach jest
zwiekszajace si¢ zainteresowanie bibliografiami zamieszczanymi na no$nikach elektronicz-
nych, a wigc z uzyciem technik cyfrowych, wigzacych sie z obstuga komputeréw lub innych
urzadzen mobilnych. W tym wzgledzie konkurentem jest takze Internet, m.in. wyszukiwarka
Google Scholar. Otwartym problemem pozostaje przy tym kwestia dostepnosci (otwartosci)
baz danych. Bardzo wazna jest indeksacja, ktdra pozwala wyodrebniac literature na podstawie
stow kluczowych. Wedtug badan przytaczanych przez wspomniang wczesniej prof. J. Sadow-
ska, 90% studentéw Uniwersytetu Jagiellonskiego szukala literatury wlasnie wedtug stow klu-
czowych, a dopiero pdzniej wedtug tytutéw czy innych haset przedmiotowych. Obrazuje to
aktualng sytuacje. Od takiej strony prezentujacej bibliografie oczekuje sie mozliwoéci bezpo-
sredniego dotarcia do bazy pelnych tekstow. Stad prace w zakresie bibliografii dziedzinowych
musza prowadzi¢ do stworzenia wiarygodnych baz danych, co tez ma swoje znaczenie dla
otwarcia si¢ na wspolprace w systemie globalnym (1995: 4, 9).

By¢ moze wspomniane podniesienie poziomu pracy bibliograficznej oraz potrzeba
dostosowania metod pracy do wymogéw systeméw informatycznych pociagnie za soba
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koniecznos¢ udoskonalenia samej metodologii pracy, na co zwraca uwage J.M. Lubocki.
Jednak taki krok wymagalby zaangazowania wspotpracownikéw, co w tym wypadku moze
okaza¢ si¢ bardzo trudne.

W tym kontekscie warto zwroci¢ uwage na obecny stan prowadzonych prac; na to, ze
dziefo prof. Marii Szymanowicz jest prowadzone w tradycyjnym systemie ,,papierowymn’,
jedynie z uzyciem elektronicznych metod zapisu. Nie czyni to jednak pracy nieprzystajaca
do wspoélczesnych wymogow bibliografii. W przysztosci zreszta caty dorobek stuzacy stwo-
rzeniu PBO moze zosta¢ zdigitalizowany. Mozna to zrobi¢ w kazdym momencie, gdyz naj-
trudniejsza i najbardziej mozolna praca, zwiazana z kwerenda zrédel, zostata juz wykonana.
Przelozenie dotychczas prowadzonej pracy na nowy system moze w przyszlosci okazac sig
koniecznoscia, ale nie zmieni to faktu, iz nadal réwnie konieczne bedzie poswiecenie swo-
ich zdolnosci i czasu dla nauki, czego niekwestionowanym przykladem pozostaje autorka
Polskiej bibliografii organéw, wierna starozytnej maksymie, iz honos habet onus.
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SUMMARY

The above article presenting Polska bibliografia organéw published since 2011 by Prof.
Maria Szymanowicz, also partly captures the reaction to the published work of musicolo-
gists and organologists as well as bibliographers. It is also an attempt to justify that the
publication, even if not free from methodological shortcomings and small deficiencies, is
still a valuable, useful and even necessary tool in the hands of Polish researchers on subjects
related to organs.

The presented article consists of four points, introduction, ending and bibliography list.

The first point discusses the substantive value of the so-called domain bibliographies,
which from the bibliographers’ point of view are a valuable element of organizing knowl-
edge. It is important to see from this point the real value of Bibliografia by M. Szymanowicz.
After all, Polska bibliografia organow is indeed a kind of domain bibliography. Creating
a bibliography in a given field also increases the importance of the discipline and adds to
its development.

The second point presents the biography and scientific achievements of Prof. Maria Szy-
manowicz, who, along her scientific career, was the director of the Institute of Musicology
at the Catholic University of Lublin and continues to be the head of the Department of
Instrumentology. Her field of interest are organ construction, liturgical music and religious
musical culture. Her scientific achievements include 7 book publications, over 40 scientific
articles and several encyclopedic entries. Nearly 40 years of scientific work also resulted
in the promotion of 7 and reviews of 9 doctorates. She is the promoter of over 30 bachelor
theses and over 40 master’s theses. In addition to that, thanks to many years of her coop-
eration with Os$rodek Dokumentacji Zabytkéw (the Monument Documentation Centre) in
Warsaw and restoration centers, M. Szymanowicz made at least 170 inventories of historic
organs. All these activities make it clear that M. Szymanowicz has full competence to create
a bibliography.

The third point contains a discussion of the published volumes of Polska bibliografia
organéw and their sources of inspiration that date back to 1980. It is when the author came
across the published bibliography of organs by the German author Rudolf Reuter. Since
then, when conducting a query, she collected materials for the future implementation of
the idea of developing a Polish bibliography of organs. The first volume was published in
2011, the second in 2014 and the third in 2018. They cover a total of 2,500 items. A detailed
description of the methodology of work and the division of materials is included in the
description of the Reviews section. Generally, the work of Prof. Szymanowicz arouse great
enthusiasm of experts on the subject and the same could be expected from biographers, but
on the contrary it met with criticism of the methodology of work expressed by the bibliog-
rapher Jakub M. Lubocki.

The fourth point is an attempt to identify several elements of the discussed work as a real
tool in the hands of organology experts. The publication is an exploratory, cognitive and
inspirational tool which broadens mental horizons and emphasizes the status of organology
as a separate field of knowledge.
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The final part discusses the friendly acceptance of Polska bibliografia organéw by M. Szy-
manowicz by all organ scholars and how it met with criticism from the bibliographer. Of
course, one can question some of the methods taken up by the author at the beginning of her
work, but its general values and the competence of the author or her work cannot be dimin-
ished. What she did was truly a “Benedictine work” In the ending, a few problems are also
highlighted which are involved in the process of creating this type of bibliography. Firstly, the
literature on the subject is expanding dramatically, and secondly, there is a growing interest
in bibliographies published in electronic media, i.e. using digital techniques and involving
the operation of computers or other mobile devices. Therefore, it is likely that there will come
a moment when work on the bibliography of organs will be raised to a higher level using in-
formation systems, which would entail the need to change the methodology of work. This is
always possible, especially since the most difficult and arduous work related to source queries
has already been done.
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ABSTRACT

The article is the first part of a series of texts dedicated to the organ in Montenegro, in which the
organ from the Cathedral of St. Tryphon's in Kotor and the parish church of Our Lady Help of
Christians' in Muo will be presented. The presentation of these instruments will include their his-
tory and description as well as contemporary and archival photographs. Being a distinct musical

instrument the organ is an important example of the material achievements of musical culture.
Being a country with a prevailing role of Orthodoxy and lack of instrumental and vocal-instru-
mental music, Montenegro cannot pride itself on a large number of organs. Nonetheless, some
important parts of them are historically significant instruments.

fter World War II, Montenegro became a union republic of the Socialist Republic

of Yugoslavia (1945-1992). The collapse of this socialist statehood and a number of

transformations and wars occurring in the Balkans at the turn of 20th and 21st cen-
turies led to the crystallization of the current status quo in the domains of statehood and
sovereignty of the former Yugoslav republics and to the proclamation of Montenegro’s in-
dependence which occurred on 21th May 2006. Montenegro is currently a small country
which lies on the Adriatic coast, bordering Serbia, Kosovo, Croatia, Bosnia and Herzegovi-
na, and Albania. The picturesque landscape corresponds to the name of the country which
has a predominantly mountainous landscape. The towns of the Bay of Kotor and other
coastal locations are characterized by their extraordinary charm and utter uniqueness.

The cultural heritage of Montenegro is impressive. Unfortunately, collecting and describ-
ing this heritage still requires a lot of effort. Folk culture and Orthodoxy represent sui generis
features of this entire composition. Naturally, this statement does not describe the whole pic-
ture. The Academy of Music in Cetinje, which is part of the University of Montenegro, should
be thus viewed with admiration. It started a scientific project aimed at a comprehensive de-
scription of this cultural heritage. The ideas of the project are presented in its program con-
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tent: “Montenegrin Musical Heritage — Music Practices And Their Potentials MusiH” enables
a new overview of our musical legacy and its revival through applicative aspects, which have
not been applied so far in Montenegro. The project goal is the intensification of activities with
the aim of encouraging scientific and artistic researches in the field of the Musical heritage of
Montenegro that will, through cooperation of ethnomusicologists, music theorists and crea-
tors in the field of musical art, give contribution for the purpose of its further preservation and
affirmation in new interpretations” (Archl).

Culture and its achievements are largely associated with a level of the society’s religious-
ness. According to data from the 2011 census, the dominant denomination in Montenegro
is Orthodoxy (72.07%). Muslims also constitute a statistically important group (19.11%).
Other Christian denominations and other religious groups statistically oscillate around a few
percentages or their fractions. Catholics make up a group of about 3.5%, which amount to
anumber of about 21 000 believers (Statistical Office of Montenegro: Census 2011). Though it
is a small community, it has also left its mark on Montenegrin culture (www1).

Pipe organs have been one of the important factors of Catholic worship. This article, which
will be the first in the series, will present the history of both the organ and instruments from
the Cathedral of Tryphon in Kotor and the Church of Our Lady Help of Christians in Muo.

1. St. Tryphon's Cathedral in Kotor

The Cathedral of St. Tryphon in Kotor is one of the two cathedrals of the Roman Catholic
Church in Montenegro. Located in the middle of the old town it is embedded in a historical
architectural arrangement which is surrounded by historic walls. Its construction was com-
pleted in 1166. There can be distinguished four periods of the church’s reconstruction, which
among others were caused by numerous earthquakes and the ensuing damage:

- 1584-1613;

- 1671-1683;

- 1892-1908;

- 1987-2001.

The last reconstruction brought back the cathedral to its Romanesque appearance (Wwww2).

The cathedral contained an organ that was thought to have been built by Francesco de Gabrielli
in 1488 (M. Radulovi¢-Vuli¢ 2009: 1-4; Z. Blazekovic 2006: 131; B. Grga 1996; M. Milosevic 1979;
L. Stjepcevi¢ 1938). M. Milosevic (1982: 7-30) brilliantly described those 15th-century organs in
his article Najstariji arhivski podaci iz muzicke proslosti Kotora (Izgradnja orgulia od XV do XVII
stoljeca). He used the Latin-Italian archival records for his analysis (we publish them below for po-
tential further research). Based on them he maintained that this instrument had 6 organ sounds:

Principali (8) - li tenori

VIII (4°) - octava
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XV (2’) - quintadecima
XIX (11/3’) - decimona
XXII (1’) - vigesimasecunda
XXVI (2/3) - vigesimasexta

The organ manual included 47 keys and at least 282 pipes. They were supplied with the
help of wind by bellows. M. Milosevic (1982: 7-30) also points to several other attributes of
that instrument, e.g. the use of fir peanut wood, or the price of construction and work on the
organ. This historical data which is based on comprehensive archival research also allows one
to draw a number of conclusions regarding the music performed in the Kotor cathedral: the
use of other instruments, vocal polyphony, etc.

Eiusdem millesimo [1488] et indictione (VI), die XXVI° martii.

Ibique dominus frater Franciscus de Gabriellis, ordinis minorum organista es
una, et viri nobiles ser Jacobus Gabro et ser Marinus de Tripentiis, procuratores
fabrice sancti Triphonis de Cataro, cum licentia et voluntate magnifici et claris-
simi domini provisoris antefati et suorum ec communitatis Catari egregiorum
iudicum antedictorum, presentaverunt michi cancellario pactum infrascriptum
in scriptis, promittentes omnia et singula in eo contenta habere firma et rata et in
nullo contrafacere aliqua questione vel causa, sub obligatione omnium suorum
bonorum etc.

Cuius pacti tenor est talis: Sia noto a chi vedera el presente scripto, comme io
fra Francesco de Gabrielli, magistro de organi, ho facto acordo cum li nobeli ser
Jacobo de Gabro e ser Marini de Tripentiis, comme procuratori de misser san Tri-
phon, de far uno organo alla moderna cum registri sei, zoe: el primo registro sera
li tenori anteriori, che sera tuto de stagno, el segondo sera la octava, el terzo sera
la quintadecima, el quatro sera ladecimanona, el quinto sera la XXII*, el sexto sera
XXVF. Li quali cinque registri seran tuti de piumbo le sue canne, et la prima can-
na, cum il suo pe, sera pie otto e mezo. Et che habia dito organo tasti quarantasete,
cum i semitoni, comenzando dala octava fa, et habia mantici quatro, et che habia
castelli cinque; et diti procuratori promettono a me, comme procuratori de dita
chiesa, per mia manifatura ducati d’ oro venetiani trenta, et darmi la santia apta
per lavorar, et pane perfin che forniro dicto organo, et prometeno diti procuratori
dar tute cose, a dito organo pertinenti, comme son: legnami de nogara e d’ albedo
et tuto altro legname pertinente a ditto organo et far li ponti et armadure; et pro-
mettono dar stagno, piumbo, ferro segondo che bisognera, corami, soatii, chiodi,
brochete, laton filado e colla, prometendo che tuti lignami e ferri perinenti al dito
organo, sian lavorati a spexe de diti procuratori, segondo che io ordinaro, e che
io non habia a spender alcuna cosa; et la mercede mia se intenda in tre termeni,
zoe: el primo quando io comenzaro a lavorar, el segondo quando seran fate tute le
canne, la terza quando seran fornitituti li organi, li quali io prometo dar et assig-
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nar ben facto, construtto e concordato per man de uno bon sonadore moderno,
e star a suo bon iuditio. Et essi procuratori prometono dar la stancia e formento
per mexi otto, salvo iustoinpedimento de infirmita. Et io prometo insegnar a uno
zago, che me sera ordinado per misser lo vicario, sonar competentemente a una
messa e a uno vespero. Actum in presentia iurati iudicis ser Tomasi Vrachien et
iurati auditoris ser Basilli, quondam ser Zane de Besantis.

(Ivo Stjepcevi¢, Juraj Celidonio splitski kanonik graditelj orgulja u Kotoru
god. 1518, Vjesnik za arheologiju i historiju dalmatinsku, sv. L, god. 1928-1929,
Split 1932, str. 383-384; isti, Katedrala Sv. Tripuna u Kotoru, Split 1938, str. 19.
Original u Istorijskom arhivu u Kotoru SN XVII, str. 78.)

II
DIE XVIIT JULI 1518

Spectabiles domini iudices et Minus ac Secretum Consilium magnifice Co-
munitatis Cathari, facientes per se et successores suos, in dictis officiis cupientes
organum ecclesie sancti Tryphonis reparari et in optimum statum reduci, con-
venerunt ad infrascripta pacta et conventiones cum reverendo domino presbitero
Georgio Celidonio, canonico spalatensi, magistro et opifice organorum, presente
et ad infrascripta se obligante et stipulante, videlizet: quod ipse reverendus domi-
nus presbiter Georgius teneatur dictum organum ecclesie sancti Tryphonis, quod
est pedum quinque, reficere et in optimum statum reducere, reparando et instau-
rando omnia et singula ad ipsum organum spectantia, ita quod opus laudabile
et probatum iuditiobonorum etexpertorum opificum et magistrorum.Pro cuius
mercede dicti spectabiles domini iudices et consilium teneantur et ita promise-
runt dare ipsi domino presbitero Georgio de bonis dicte ecclesie et procuratie
sancti Tryphonis, ducatos sexagintaquinque in tribus rattis, quarum una sit: cum
primum ipse reverendus dominus presbiter Georgius redierit ad hanc civitatem,
pro reparando dicto organo; secunda autem ratta quando reparaverit et apaverit
primum registrum, sive magistrum, sic ut in eo sonari possit; tertia autem ratta
quando in totum perfecerit dictum opus laudatum et probatum, qui autem spect-
abile domini iudices et consilium teneanturdare de sumptibus ecclesie omnia que
fuerint necessaria pro dicta reparatione organi. Quo organo completo et perfecto
ipse reverendus dominus presbiter Georgius teneantur manere et habitare in ista
civitate per annum unum continuum, et toto illo anno diebus festivis sonare in
dicto organo. Pro cuius mercede prefati domini iudices et consiliarii teneantur
et ita promiserunt eidem dare pro illo anno ducatos quindecim de imbotatura et
duas capellanias dicte ecclesie sancti Tryphonis, quas obtulit reverendum capitu-
lum ipsius ecclesie sine aliquo gravamine: que sunt in totum ducati decem. Hoc
autem addito quod si ipsi reverendo domino presbitero Georgio placuerit missas
celebrare, tunc ipsi domini iudices et consiliarii teneantur eidem providere et ipsi
assignare aliquam mansionem ducatorum decem, pro qua teneatur singulis die-
bus toto anno celebrare. Promittentes ambe partes etc. sub obligatione etc. Actum
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Cathari coram magnifico et eccelentissimo domino Bernardino Ripo, dignissimo
et provisore Cathari.

(Ivo Stjepcevi, Juraj Celidonio, n. dj. 384; isti, Katedrala. .., n. dj. 20; Original:
TAK, SN XXXII, 61)

II
1518 ADI 28 SEPTEMBRIO

Comprassemo le infrascripte robe secondo que appare per la opera delli or-
gani. Et pagato a ser Michaele Bistoevich lire 82 de piumbo, montano... perperi
5, grossetti 5, follari...

Item de Bernardo Orese comprassemo lire 4 de stagno montano... perperi...
grossetti 8.

Item coprassemo una tolla cum tavula d’ arixo da ser Tryphon Marculin,
Montano: perperi -, grossetti —, follari 8.

Item per li portadori di piombo et delle tavole, montano: perperi -, grossetti
—, follari 8.

Item comprassemo da messer Zuan pellizer et da moier di quondam Marco,
pelli suati: perperi -, grossetti 9.

Item da Nicolo Valentini comprassemo lire 4 di colla: perperi - grossetti 10.

Item comprassemo da ser Tripuniza agui numer 100: perperi -, grossetti 3,
follari 10.

Item comprassemo da ser Francesco Crastich lire 42 di piombo: perperi -,
grossetti 9, follari 18.

Item comprassemo da ser Vincenzo de Mechsa e da ser Francesco Danculi
lire 7 di stagno, perperi 1, grossetti 10, follari 6.

Item comprassemo da Nicola de Zenta lire 31 de stagno, perperi 9, grossetti 4.

Item comprassemo da ser Palma de Michiel lire 13 de stagno, perperi 4, gros-
setti 9.

Item comprassemoda una donna lire 3, perperi 1, grossetti —.

Item comprassemo uno legno storto da Zuan pillizer: perperi -, grossetti —, fol-
lari 6.

Item comprassemo da Bernardo Orese anneleti 6 de laton, perperi -, grossetti 8.

Item comprassemo da fioli di maestroBernardo marangon, tavule d’ albedo et
una de nogara: perperi -, grossetti 6.

Item comprassemo da maestro Francesco Chasalier tavole doi: perperi 1,
grossetti —, follari 3.

Item comprassemo da ser Palma de Michiel conate tre de oio: perperi -, gros-
setti 9, follari 18.

Item comprassemo da ser Antonio Capricich lire 7 de stagno: perperi 1, gros-
setti 10, follari 12.

Item comprassemo da pater (?) Piero Bielusich lire 11 onze (?) 6 de stagno: per-
peri 3, grossetti 10.
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Item comprassemo da ser Urban Palmiza lire 4 onze (2) 6 de stagno: perperi 1,
grossetti 2, follari 12.

Item comprassemo a Venexia per fil di ferro e laton: perperi 6, grossetti3, follari
16.

Item dessemo a maestro Andrea, depentor, per ingessar la cassa d’ organo: per-
peri —, grossetti 4.

Item comprassemo da maestro Jacomo Spicier foi 6 d’ oro: perperi 1, grossetti
7, follari 6.

Item dessemo a Nicolo marangon, per haver lavorado sulla cassa dorgano
zorande 3: perperi —, grossetti 2.

Item comprassemo da ser Antonio Boliza broche numero 200: perperi -, gros-
setti —, follari 3.

Item comprassemo da ser Mathio de Besanti quondam ser Marian broche 200:
perperi —, grossetti -, follari 3.

Item comprassemo da maestro Dobrin Caleger una pelle bovina per li mantexi:
perperi 1, grossetti 9.

Item comprassemo de sonza lire 2 per onzer la pelle: perperi -, grossetti 2, fol-
lari 12.

Item dessemo a maestro Zan Andrea depentor, per haver indorado quadri doi:
perperi —, grossetti 8.

Item comprassemo de broche da Mara, relicta di quondam maestro Matcho,
numero 600: perperi 1, grossetti 5.

Item comprassemo de sonza lire 2 per onzer le pelle: perperi —, grossetti 2, fol-
lari 12.

Item comprassemo una pelle bovina da ser Paulo Maich: perperi 2, grossetti —.

Item comprassemo da Marin Zozin una pelle bovina: perperi 2, grossetti 11.

Item comprassemo da maestro Nicolo Valentin lire 2 de colla: perperi -, gros-
setti 6.

Item comprassemo da Nicolo Boliza, quondam ser Piero, braza 5 de tella per
tamburlo di organo: perperi -, grossetti 7.

Item dessemo a maestro Nicolo marangon, per haver lavorado zornade doi:
perperi 1, grossetti 4.

Item comprassemo de sonza lire 2, perperi —, grossetti 2, follari 12.

Item comprassemo da Mara de quondam Matcho favro, broche numero 620:
perperi 1, grossetti 6.

Item spendessemo per haver aconzado pelle 4 bovine, per molificarle ali ta-
bachi: perperi -, grossetti 4.

Item comprassemo una pelle bovina da ser Nicolo Boliza: perperi -, grossetti 8.

Item dati ai fachini perportar organo della giexia de misser san Nicolo ala
giexia de misser San Tryphon: perperi 1, grossetti 2.

(Ivo Stjepcevi¢, Juraj Celidonio ..., n. dj. 385-387. Rac¢unska knjiga crkve Sv.
Tripuna, I, 53, 54.)
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v
DIE XVII DECEMBRIS 1519

Sectabilis Dominus Luca Pelegrina et Dominus Nicolaus Buchia, iudices civi-
tatis Cathari, et Spectabiles Domini Basilius Pelegrina, Nicolaus de Drago, Mari-
nus de Bisantis, Laurentius Zaguri, Ludovicus Buchia et Franciscus Grubogna,
consiliariarii Minoris et Secreti Consilii, nomine et vice Magnifice Communita-
tis Catharensis, et prefatus Dominus Marinus de Bisantis, ac Dominus Nicolaus
Bona, uti procuratores ecclesie Sancti Tryphonis reparavit et extruxit, potius ac
perfecit, teneaturpost organum perfectum per annum unum in hac civtate mo-
rari et in ipsa ecclesia organo sonare, ad quem annum complendum, adhuc ei
desunt circiter mensas quattuor. Volentes eidem gratificari ob virtutes eius et mer-
ita non vulgaria, quem habet necesse ob negotia eius grandia in patriam redire,
concesserunt eidem liberam facultatem et potestatem quod possit ad presens ab
hac civitate descedere, non obstante antedicta eius obligatione. Hac cum condi-
tione apposita quod si intra dictos menses quattuor ipsum organum, culpa et in-
curia ipsius opificis, a temperie sua et vocum consonantia ceciderit, quod idem
opifex teneatur propriis sumptibus ad hanc urbem redire et ipsum organum ad
debitam harmoniam reducere. Pro quo Reverendo Domino presbitero Georgio
fideiussit Reverendus Dominus presbiter Petrus Bielusich, qui eum reducet pro-
priis sumptibus, si, casu, accedente, eius reditus fuerit necessarius, salvo tamen
impedimento adverse valetudinis, vel ipsius fideiussoris vel opificis. Promittentes
prefati Spectabiles Domini iudices et consiliarii ac precuratores ecclesie quod ipse
Reverendus Dominus presbiter Georgus et Reverendus Dominus presbiter Petrus
antescripta omnia et singula habere semper firma rata et grata, sub obligatione
omnium eorundem bonorum presentium et futurorum. Actum coram Magnifico
et Collendissimo Domino provisore(provisor Vincentius Tronus).

(IAK, SN XXXIII, 12.)

Na margini: 1520 die 6 Iulii. Ser Michael Buchia et ser Tryphon Pelegrina, uti
procuratores ecclesie sancti Tryphonis, facientes pro se etc. absolverunt Domi-
num presbiterum Petrum Bielusich, presentem etc. a fideiussione eis contrascrip-
ta eo quod Dominus presbiter Georgius Celidonius, iuxta promissionem accessit
et organum debite aptavit. Promittentes etc. sub obligatione etc. Actum presenti-
bus Domino Frano Boliza, iudice, et Domino Francesco Mexa, auditore.

II
DIE ANTESCRIPTA
Reverendus Dominus presbiter Georgius Celidonius, canonicus Spalaten-
sis, faciens per se, heredes et successores suos, ad instantiam Domini Marini de
Bisantis et Domini Nicolai Bona, tamquam procuratorum ecclesie Sancti Tryph-
onis, dixit et confessus est sibi per eosdem procuratores plenne et ad integrum
satisfactum fuisse pro mercede sua organi, per eumdem reparati et extructi in
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dicta ecclesia Sancti Tryphonis, faciens eisdem Dominis Procuratoribus, pre-
sentibus et vice ac nomine ipsius ecclesie stipulantibus, finem, remissionem ac
irrevocabilem quietationem de dicta mercede sua organi extructi et pactum spe-
tiale non ulterius molestandi aut quidquid petendi, promittens presentem quieta-
tionem habere semper firmam ratam et gratam, sub obligationeomnium suorum
bonorum presentium et futurorum. Actum coram egregio iudice Domino Luca
Pelegrina et Domino Mariano de Tripenciis, auditore.

(Ivo Stjepcevi¢, Juraj Celidonio ..., n. dj. 388-389. IAK, SN XXXIII, 12)

II
DIE XIX APRILIS 1520

Dominus Nicolaus Bona, tamquam procurator ecclesie Sancti Tryphonis, suo
et Domini Mariani de Bisantis, college sui, nomine literis (?) eius consensu, hanc
infrascriptam conventionem et stipulationem approbante et autorisante Specta-
bili Minore et Secreto Consilio, convenit cum Reverendo Domino presbitero Ber-
nardo Carelli, organista, presenti et stipulante, et eundem conduxit in organistam
proximis annis prefate ecclesie Sancti Tryphonis, quod teneatur singulis diebus
festis et aliis consuetis eiusdem ecclesie, organo sonare officiis et missis consue-
tis. Pro cuius autem mercede iidem domini procuratores, per se et successores
eorum, tenentur et sic promiserunt dare eidem domino presbitero Bernardo ip-
perperos sexaginta de pecuniis ipsius procuratie, ultra id quod reverendissimum
capitulum eiusdem ecclesie promisit eidem dare in partem dicte eius mercedis.
Obligantes eidem spetialiter pecunias imbotature, seu reditus eiusdem defectu
aliarum pecuniarum eiusdem procuratie. Quod ypperperos sexaginta debeant
eidem persolvere singulis mensibus ipperperos quinque. Qui annus presentis
condictionis debeat incipere connumerari a die Pasche, proximo preterito, VIII
die aprilis. Promittentes etc. Sub obligatione ets. Actum presente egregio iudice
Basilio de Besantis et domino Tryphone de Nesantis, auditore.

(IAK, SN XXXIII, 47.)

VII
DIE 31 AUGUSTI 1527

Dominus presbiter Bernardus Carellus de Trano, olim organista in ecclesia
Sancti Tryphonis, civitatis Cathari, quia nunc recedit ab hac civitate et vadit ac
redit ad patriam suam, omni meliori modo ac via, constituit suum procuratorem
Joanem de Ruligliano, soldatum nunc in Catharo, in conducta serenissimi domini
Gasparis de Terzio (?) comestabilis, presentem ac acceptantem, ad exigendum
a quocunque ipsidomino constituenti, dare debentibus tam de affictu domus,
quam alia quacumque causa et ratione et de exactis quietandum et ad solvendum
residuum affictus domus, domino Dobruscho Boliza et domino Triphoni Peleg-
rina. Sicut dabit in poliza ipse constituens, et generaliter pro predictis. Si opus fue-
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rit coram clarissimoregimine comparendum, dans et promitens sub obligatione.
Actum Cathari presentem spectabili domini Ludovico Buchia, iudice, et domino
Marino Grubogna, filio domini Joane, auditore.

(IAK, SN XXXVIII, 181.)

VIII
DIE 31 AUGUSTI 1527
Ditati pro die veneris 31 marzii 1536
Milobio de Sipaze
Ser Augustino, organista

(IAK, SN XXXIX, 161.)

IX
DIE 9 DICTT (APRIL 1539)

Domina Pera de Ragusio, uxor relicta quondam magistri Augustini, organiste
in hac civitate, constitut suum procuratorem procuratorem ser Sebastianum de
Rigino, bombardierum in Catharo, presentem et acceptantem, in causa quam ha-
bet cum magistro Zaruto, marangono, ad camparendum, pretendum et respon-
dendum similiter iurandum, exigendum et de exactis finem faciendum. Et gener-
aliter promitens ut supra se obligante. Actum Cathari, presente spectabile domino
Laurentio Zaguri, iudice, e domino Pasquali Vrachien, auditore.

(IAK, SN XLVI, 560.)

X
DIE 13 MARZII 1554

Spectabiles domini iudices et Minus ac Secretum Consilium, cuius magnifice
comunitatis ex una, et dominus Sebbastianus quondam domini Nicolai Carmil-
iani, civis Ragusii, ex altra, convenerunt et ad infrascriptum pactum et concor-
dium devenerunt, videlicet: Dictus dominus Sebbastianus, faciens per se etc. se
obligavit et in se obligat ac convenit venire ad hanc civitatem ad diem 15 aprilis,
proxime futuri, et aptare organos in ecclesia divi Triffonis, et perficere omnia et
singula continentia interius in infrascripta polica, obligando se facere operam
ipsam prout convenit et decet bonum magistrum. Qui etiam Sebbastianus se
obligavit a tempore quo aptaverit dictos organos ad unum annum subsequentem
venire ad hanc civitatem euis propriis expensis, et absque aliqua soluzione sibi
fienda, ad acordandum et readaptandum dictos organos, si quid opus fuerit re-
adaptari. Qui spectabiles domini iudices ac Minus et Secretum consilium predic-
tum promisserunt ac se obligarunt, dare et solvere dicto domino Sebbastiano de
bonis procuratie dicte ecclesie divi Trifonis pro mercede ipsius domini Sebbastiani
et aptatione ut supra fienda dictorum organorum et prout continetur infrascripto
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apodisie, scutos auri in auro quinquaginta. Ad computum et pro parte quorum
dominus Trifon Buchia, quondam domini Michaelis, ed presens procurator dicte
ecclesie, ministravit et exbursavit ipso domino Sebbastiano cechinos viginti, in
rationes grossorum quadraginta quatuor ragusiorum pro quoque cechino, in pre-
sentia mei infrascripti notari et vicecancelarii. Declarando quod folia vetera, seu
mantici cum canalibus sint dicti Sebbastiani et habere debeat omnia in donum,
promitentes habere firma, rata et grata omnia supra, ac in polica inferius regis-
trata, ac non controvenire sub obligatione omnium suorum bonorum et supra, et
ipsorum partium intervenientium, presentium etc. Presentibus domini Francisco
Claudio, filio spectabilis domini comitis, et domino Joanne de Castello, ad pre-
sens milite in commitium magnifici domini Joannis Baptiste, gubernatore etc.

Tenor apodisie de qua supra

Organo incordar et intonar, cane che mancano a far et le scambiar.

Una tastadura nova copritta (!) di busso dum sei semittoni di buffallo, fornida
tutta.

La casa di dentro, et suo sommiero, tutti quanti li suoi ingegni dentro camiar,
et farli novi.

Canalli di vento et paraventi, con suo tremoloalla fiamenga, computando
tutte lespese in li detti canalli, quli vanno da persi.

Item folli numero quarto alla moderna, con le sue casse fornite et cassoni.

Et il detto Sebastiano promette tutto questo contiar et acordar, principia et
compir, promettendo io Iobligatione che sia tutto alle spese del detto Sebastiano.

Et pili promette maestro Sebastiano dar li pedalli nuovi et ordine.

In margine: die 26 maii 1554. Constitutus officio cancelarie contrascriptus
dominus Sebastianus dixit confessus et manifestus fuit an facit habuisse et re-
cepisse in contratis spectabili consilio et domino procuratoribus ecclesie Sancti
Triphonis, videlizet dominis Buchio Buchia et Triphone Bisantio, contractis sc-
utos quinquaginta pro mercede et adaptatione organorum et rebus in contractu
infrascripto contentis superius suprascripto divi Triphoni procuratio nomine in-
tervenienti presenti, confessus remissionem quetationis et presentem de ulterius
non petendo, promitente sub obligatione, Actum Catari etc.

Actum Catari presentibus domino Francisco Ptichovich et Francisco de Clan-

dis.
(TAK, SN LIV, 369.)

XI
ADI 25 GENARO 1600, ET FU A DI 20 DETTO
Quietazione del organista. Constituito personalmente, alla presentia di me
cancelaro et del magnfico signor Vicenzo Pellegrini, honorando giudice, e del
Marco Bucchia, honorando auditore, maestro Simon da Zara, organista, et spon-
taneamente, con ogni miglior modo etc. ha confessato d’ aver hato et receputo
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dalli magnifici signori Mariano Bucchia et Zuanne Boliza, honorandi procuratori
del glorioso san Triffone, sicome alla presentia di me, predetto cancelaro, hebbe et
riceve ducati numero trecento, da lire 649 pro ducato, et sono per finito convegno
della opera fatta per esso maestro Simone nelnovo organo, posto nella chiesa di
detto glorioso santo, delli qual denari esso recipiente ha fatto et fa ad essi signori
procuratori fine et perpetua quietazione in solita forma, renontiando etc., prom-
ettendo etc., sotto obligatione etc., et di piu li predetti signori procuratori hanno
dato in dono ad esso maestro Simone tallari diece.

(IAK, SN LXX, 238.)

However, the wonderful regions of the Bay of Kotor are unfortunately seismically ac-
tive. So the consequences have affected the organs. Nowadays, the cathedral in Kotor uses
a small organ from the Fischer + Krdmer Orgelbau factory in Endingen for liturgical celebra-
tions. This German organ-building company was founded in 1970 as a result of a collabora-
tion between Friedrich Wilhelm Fischer and Johannes Kramer. The company has been in
liquidation since 2019. During all the years of its activity Fischer + Krdmer has built about
200 instruments. One of them was donated to Kotor cathedral. The organs were intended to
be used “at home”. They were located on the right side of the altar, near the sanctuary. Their
role consists in being a liturgical instrument. There is two manual, 9-stop organ. They have
a mechanical action, slider windchest. According to the current trends, storing and com-
pressing the wind is based on a small concussion bellow under the windchest and another
small bellow.

Q &=

7/ I ITITTITTI \\\\\\\\

A TTTTTTITTTTITAV AN §

NR 3/2020

103



ARTICLES

Specification
Manual |l C-g3 Manual ll C-g3
Rohrbourdon 8' Bourdon &'
Praestant 4' FlOte a cheminée 4'
Octave 2 Flageolet2'
Larigot11/3'
Dulcian8' Sesquialter 2 fach

Couplers: II/T - I/P - II/P
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2, Our Lady Help of Christians in the Muo Parish Church

Muo is a small, old fishing village, which is located at the foot of the majestic mountains in
the bay, opposite the old town in Kotor. The origins of the village go back to the Middle Ages,
and those times are still visible in its preserved architecture. The villagers used to worship St.
Cosmas and St. Damian who were martyrs from the 3rd century AC as their patrons as well
as St. Elizabeth of Hungary. The Church of St. Cosmas and Damian was built on the slope of
Vrmac hill, 200 metres from the shore in the heart of the village; it was consecrated in 1864.
Blessed Gratia (1438-1508), who comes from the village and whose cult is constantly devel-
oping, is worshipped there. In addition, the composer, Franciscan brother Corrado Ebert,
who comes from Venice but with German roots, was also active in the village. His artistic
achievements include 3 Masses for a 3-voice male choir with organ, 4 Tantum ergo referring to
Mass cycles, and a hymn in honour of Blessed Gratia (verbal information: Fr. R. Tonsati, 13th
March 2020). The pieces prepared for the local community were performed by a local group.

The church contains a pipe organ which is located on the music choir, opposite the main
altar, above the entrance to the church. It was built by Domenico Moscatelli in 1784 in Zadar
(Zara). This is proved by a record inside the windchest of the manual: lo Domenicho Moscatelli
feciti land 1784 in Zara. The parish in Muo purchased the instrument in 1880. Though the origi-
nal organ was small with only eight voices, its sound corresponded to the acoustic space of a very
intimate church, and concurrently the small instrument was financially affordable for the local
community.

The organ builder, Domenico Moscatelli (1744-1788) belonged to a family with organ-
building traditions, whose activity is described as an Italo-Dalmatian school of organ building.
Domenicos father, Nicolo, was a student of Peter Nakic, also known in contemporary literature
as Nachiella, a Dalmatian organ-builder who was famous for his numerous instruments.

The organ was renovated in March 1852, which is evidenced by the inscription inside the
instrument, on the outside of the plate that closes the windchest: Ristaurato acordato da Gio:
Colleoni Vidoseo da Trat: li 18 marzo, 1852. The organist was Zuane Vidosevi¢ of Trogir, about
whom Domenico Moscatelli’s son, Gaetano (c. 1865-1822) did have a good reputation. When
Vidoseo was repairing the organ from Muo, it was installed in another place (a church?), which
regrettably remains unidentified. As already mentioned above, having been repaired by the Ital-
ian organist Ettore del Chiaro (1852-1892), whose father was the famous Italian organist Camil-
lo, the organ was transported to Muo in 1880 and installed in its current place (www?3).
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In August 1926, Venceslav Holub (1877-1939), an organist from Prague in the Czech Re-
public who moved to the Balkans 1907 opening his factory in Pozega, was working on the
organ (www4).

Another organist’s intervention in the instrument took place at the turn of 1972-1973.
While working on the instrument Filip Antoli¢ (1926-1992) installed an electric blower in
the organ (www4).

A number of the above information comes from Ladislav Saban, who catalogued and de-
scribed the organ in 1975 while simultaneously collecting and assembling a lot of informa-
tion (Arch1). Saban also submitted an evaluation of this instrument which according to his
opinion is a high class monument. He wrote in his evaluation: Orgulje predlazem za prvu
kategoriju (L. Saban 1975). In the context of Saban’s scientific works (1967; 1974) and in rela-
tion to the Muo organ, numerous works written by Emin Armano should also be mentioned
(2006; 2019).

Below is a catalogue of the Muo organ (L. Saban 1975).
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THE ORGAN FRONT: single-section, Italian type, with dimensions: 160.2 x 93.6 x 295.5;

painted with oil in shades of white
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The Muo organ front organ clearly accords with the Italian organ tradition. A. Tancula
(2011: 343) maintains that “in northern Italy, the architectural shape of the organ’s front be-
came recognised as early as the 15th century, strictly observing the principles of symmetry.
Depending on the era, the forms of the Italian organ front underwent various modifications,
but the compositional principle, grouping the pipes according to their size, which derives
from the construction of the mechanism, remained unchanged”. In turn, Tancula (2011: 343-
344) points out that “since the 16th century, Italian organ’s fronts have taken shapes which
were in line with the architectural form of the triumphal arch. The interior of this arch is filled
with symmetrically grouped sets of pipes in architectural frames. The characteristic feature of
this organ’ front is mostly its flatness, interrupted by the only frame divisions determined by
the architectural articulation of the shallow and wide arcade (it. [arcada), and the horizontal
accents of ledges (it. la cornice). The organ front of all instruments is flat, i.e. the organ’s front
pipes are placed straight in one row, while the only difference in the front of the Italian organ
is the richly decorated cabinets. The mouth of the pipes in the individual cuts and sometimes
in the whole width of the organ are kept on one level. The pipes in the individual cuts have
a symmetrical spacing. Occasionally, the middle pipes in the individual segments are signifi-
cantly higher than the others. These descriptions are also confirmed by the Italian literature”

... il

YT

- u§ !
Pictures of the Muo organ front from 1975 (www4).
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ATTACHED CONSOLE: built-in in the cabinet base, centrally; register stop-knob on the
right-hand side of the manual.

The current photo
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AcTION: mechanical
WINDCHEST: slider windchest

WIND STORAGE: two wedge bellows were installed in the instrument, acting alternately,
which - according to the 1975 report - were destroyed after the installation of the electric
blower by Antoli¢.

Specification

Manual C/E -¢c3 Pedal C/E - gis

Principale bassi (C-d) Contrabassi [without its own stop-knob]
Principale soprani (from d')
Ottava

Quintadecima
Decimanona

Vigesima seconda

Voce umana

Flauto (from d')

Cornetta

The selection and naming of the stops reflect the Italian tradition of organ building. Open
pipes are central in the Muo organ. The instrument’s intonation is gentle, soft sound. What
draws attention is the division of the principal stop, which enables the organist to indepen-
dently use the stops. The pedal Great does not have its own stop-knob and is turned on all
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times. The pedal is suspended. This sec-
tion keyboards construction indicates
that the pedal was only used in cadences
or in playing long notes in the base line.
Another purpose was to support hands
when too wide harmonic facture did not
allow to cover all the stops with hands (i.e.
terza mano). O. Mischiati (1988: 33) and
M. Szelest (2007: 158) write about.

The condition of the organ in Muo is
disastrous. Despite being a valuable cultural
monument the instrument is deteriorating.
The organ is completely dysfunctional. Con-
ductiong urgent reconstruction and renova-
tion works is necessary in order to restore
the instruments full functional and sound
efficiency. This will allow to use it in liturgy,
but also as a concert instrument. Commend-
ing the work to qualified organ masters and
experts is essential as they have knowledge
and skills in specific areas of organ restora-
tion and repair work. The organ requires
special care as it is a material testimony of
trends in European organ building. Respect
for music in its material (an instrument with
a beautiful organ front) and spiritual (beauty
of sounds) dimensions is required. Respect
for European culture is required!

* % %

This article is the first part of a series of texts dedicated to the Montenegrin organs. It
describes the organ from the Cathedral of Tryphon in Kotor and the parish church of Our
Lady Help of Christians in Muo. The research conducted in Montenegro demonstrates that
this country, with the dominant role of the Orthodox Church which does not provide for any
instrumental and vocal-instrumental music, cannot be proud of a large number of organs.
However, some important parts of them are historically significant instruments which record
remarkable pages of Italian and Italian-Balkan organ building traditions. Therefore, Boka Ko-
torska is not only a charming, mountainous and seaside resort, but also a place with a vital role
in the contemporary account of the material heritage of Montenegrin culture.
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SUMMARY

Montenegro became a union republic of the Socialist Republic of Yugoslavia (1945-1992)
after the Second World War and the political changes and wars in the Balkans at the turn of
the 20th and 21st century. Montenegro proclaimed its independence on 3rd June 2006. As
an independent state, this former republic of socialist Yugoslavia takes action to gather and
scientifically describe its remarkable cultural heritage. In 2019 Cetinje Academy of Music,
which is part of the University of Montenegro, decided to carry out a scientific project aimed
at depicting this entire cultural heritage. Folk culture and Orthodoxy are the dominant fea-
tures of this whole opus, thus it is not surprising that cultural products are mostly associated
with these two cultural factors. Catholics constitute a group of about 3.5%, which amounts to
a relatively small number of believers. Though they are a small community, they also left their
mark on culture. One of the important factors in the Catholic worship is the pipe organ. The
article is the first part of a series of texts dedicated to the organ in Montenegro, in which the
organ from St. Tryphon's Cathedral in Kotor and from the parish church of Our Lady Help of
Christians in Muo is described. The presentation of these instruments comprises their history
and description as well as contemporary and archival photographs.

The contemporary instrument in St. Tryphons Cathedral in Kotor is a small contempo-
rary instrument which comes from the German organmaster’s factory Fischer + Krimer. The
factory was founded in Schlatt, near Bad Krozingen, in 1970. The firm builds its instruments
with mechanical key actions in wood and their pipe measurements are based on the Baden-
Alsace tradition of Stieffell and also on the pattern of Andreas and Johann Andreas Silber-
mann. However, the history of the organ in Kotor Cathedral is relatively well documented and
has been depicted by musicologists from the former Yugoslavia. The organ preserved in the
church of Our Lady Help of Christians in Muo is, in its construction, an instrument belong-
ing to the Dalmatian-Italian tradition of the organ building, which derived from Domenico
Moscatelli’s factory. It was built in 1784 in Zadar and brought to Muo in 1880. The organ is
a mechanical instrument containing Italian sound concept and stop naming. Its current con-
dition is disastrous. The organ requires special care due to the fact that it reflect a substantial
document of European organ building’s trends. Respect for music in its material (an instru-
ment with a beautiful organ front) and spiritual (beauty of sounds) dimensions is required.

Therefore, Boka Kotorska is not only a charming, mountainous and seaside resort, but also
a place with a vital role in the contemporary account of the material heritage of Montenegrin
culture.
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of Eduard Stehle
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ABSTRACT

This article introduces the figure and composer's workshop of Max Filke - one of the leading
representatives of Silesian music culture of the Romantic era. He was extremely active as a band-

master, choir conductor, teacher and composer, becoming one of the eminent artists not only of

Silesia, but also of Europe. In his music, he skillfully intertwined the ideas of the Cecilian move-
ment, postulating a return to the roots and renewal of church music, with a romantic vision of
creating musical art, often seeking far-reaching new horizons and unique sound. The reference
point for the presented considerations will be Filke's less-known work, which is organ music,
and more precisely, the organ preludes contained in Eduard Stehle's collection. In a sense, such
a choice will allow a holistic view on the composer's workshop previously associated mainly with
choral and oratory music.

fleksje, iz jest to kompozytor bez watpienia wpisujacy sie w poczet wybitnych §laskich

tworcow doby romantyzmu. Dotychczas nie doczekat sie jednak wyczerpujacego
opracowania, cho¢ w ostatnim czasie zaobserwowa¢ mozna widoczne ozywienie zaintere-
sowania jego dziatalnoscig. Warto zauwazy¢, ze do tej pory w gléwnej mierze informacji na
jego temat, podobnie jak w przypadku innych slaskich tworcow, dostarczata literatura nie-
mieckojezyczna (J. Mainka 1993: 54-72; R. Walter 2001: 164), a wiadomosci zawarte w pol-
skojezycznych zestawieniach prezentowaly sie bardzo szczatkowo (G. Mizgalski 1959: 150).

Przystqpujqc do badan nad zagadnieniem twodrczosci Maxa Filkego, nietrudno o re-

Kierunek polskiej mysli muzykologicznej na osobe i dzieto M. Filkego wskazal Grze-
gorz Pozniak, ktdry zainicjowal pogltebiong refleksje naukowa na temat tegoz kompozytora
(G. Pozniak 2007: 159-181). Wymieniany jest on réwniez w gronie $laskich cecylianistow
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przez Piotra Tarlinskiego (P. Tarlinski 2019: 469-473), a takze wsrdd pedagogow Wyzsze-
go Instytutu Wychowania Muzycznego i Muzyki Kos$cielnej we Wroclawiu przez Agnieszke
Drozdzewska (A. Drozdzewska 2012). Ponadto jego tworczo$¢ mszalna zostala przedlozo-
na shuchaczom podczas koncertu Slgska muzyka oratoryjna, ktéry odbyl sie w Filharmonii
Opolskiej w czerwcu 2019 r., w wykonaniu chéru mieszanego Diecezjalnego Instytutu Muzy-
ki Koscielnej w Opolu Schola Cantorum Opoliensis oraz Orkiestry Symfonicznej Filharmonii
Opolskiej im. Jozefa Elsnera pod dyrekcja Anny Sikory. Owocem wspomnianego wydarzenia
stala sie z kolei ptyta CD rejestrujaca trzy cykle mszalne omawianego twércy (CD).

Wskazane przyklady prezentuja M. Filkego jako kompozytora dziatajacego na polu muzy-
ki oratoryjnej. W istocie wlasnie ta sfera zajmowala gléwne miejsce w jego tworczosci, czego
owocem staly si¢ nie tylko kolejne opusy mszalne, ale takze motety, hymny, antyfony, gradu-
aly, ofertoria, Ecce sacerdos, ,,stacje Bozego Ciata’, Te Deum czy litanie. Pisal rowniez muzyke
$wiecka, odwolujaca sie do niemieckich piesni, oraz opracowania muzyczne poezji. Niniejszy
artykul pragnie natomiast skupi¢ sie na mniej znanym obszarze tworczej aktywnosci kom-
pozytora, jakim jest muzyka organowa - postrzegana marginalnie w kontekscie catego opus
vitae, co z kolei staje sie czynnikiem wyrézniajacym ja oraz podkreslajacym jej osobliwy cha-
rakter.

Rys biograficzny

Max Filke przyszedt na $wiat w rodzinie
nauczycielskiej 5 pazdziernika 1855 r. w Sci-
borzycach Malych (niem. Staubendorf) koto
Glubczyc na Opolszczyznie. Poczatkowo
ksztalcit sie muzycznie pod okiem swojego
ojca Benjamina w zakresie gry na skrzypcach,
fortepianie i organach. W wieku dziewigciu lat,
po stracie obojga rodzicéw, zostal przeniesio-
ny do konwiktu chiopigcego we Wroctawiu.
Wtedy tez rozpoczal nauke u Moritza Brosiga
- organisty katedry wroclawskiej, kompozy-
tora, pedagoga i teoretyka muzyki. Przez trzy
lata byl uczniem St.-Matthias-Gymmnasium, na-
stepnie pobierat lekcje u kantora Engelmanna
w Woliborzu kolo Nowej Rudy, by w koncu
przenies¢ sie do Seminarium Nauczycielskiego / >y,
w Lubomierzu i edukowac¢ si¢ pod kierunkiem Al 7C //f’/
Heinricha Gétzego. W 1875 r. podjat prace B
w Scinawce Sredniej koto Nowej Rudy, a juz
dwa lata pdzniej zasilit grono uczniéw Szkoly
Muzyki Koscielnej w Ratyzbonie, by ksztalci¢ sie m.in. pod okiem Franza Xavera Haberla, Mi-
chaela Georga Hallera i Josepha Hanischa (G. Pozniak 2007: 159-160).

| Max Filke (1855-1911)
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W 1878 r. Filke rozpoczal prace na stanowisku kantora w Duderstadt. Rok pozniej prze-
niost sie jednak do Lipska, gdzie podjat dalsze studia w Krélewskim Konserwatorium Mu-
zycznym, a jego nauczycielem byl m.in. Karl Piutti. W 1881 r. objal posade dyrygenta chéru
i choralisty w parafii $w. Jakuba w Straubingu, a w 1888 r. zostal tam dodatkowo dyrektorem
miejskiej kapeli muzycznej. Po roku przyjal natomiast obowiazki dyrygenta chéru meskiego
Liederkranz w Kolonii (G. Pozniak 2007: 161).

22 listopada 1890 r. zostal powotany przez kapitule katedry wroclawskiej na urzad kapel-
mistrza, jako nastepca Moritza Brosiga i Adolpha Greulicha, ktéry objat 30 grudnia tego roku.
1 stycznia 1891 r. oficjalnie nadano mu tytut kapelmistrza katedry wroctawskiej oraz dyrygen-
ta choréw: katedralnego oraz ko$ciota Swietego. Krzyza. W 1892 r. podjal prace jako pedagog
w Instytucie Muzyki Koscielnej. Byt takze dyrygentem Waetzoldtschen Minnergesangverein
oraz nauczycielem $piewu w seminarium duchownym (J. Mainka: 1993: 55). 18 kwietnia 1899r.
otrzymal za swoje zastugi dla muzyki zaszczytny tytut Konigliche Musikdirektor, a okazjonalne
zyczenia dla niego wraz z nota przyblizajaca jego osobe pojawily si¢ na famach czasopisma
»Cacilia™

Herr Domkapellmeister Max Filke, hier, ist von Sr. Majestdit dem Konig zum Konigl. Musikdirek-
tor ernannt worden. Wir gratulieren von ganzem Herzen (...). ([b.a.] 1899: 38).

W 1902 r,, na skutek sporéw z organistg katedralnym Emmanuelem Adlerem, czego skut-
kiem staly si¢ rozstrzygniecia sadowe w sprawie stuzbowych mieszkan, Filke nosit si¢ z zamia-
rem podjecia obowiazkow w katedrze sw. Szczepana w Wiedniu. Po interwencji biskupa wro-
clawskiego oraz otrzymanym funduszom mieszkaniowym, przeprowadzil sie do prywatnego
mieszkania, zostajac we Wroclawiu (G. Pozniak 2007: 162).

Tuz przed $miercig oznajmiono Filkemu otrzymanie przez niego tytulu profesora. 8 paz-
dziernika 1811 r. zmarl w swoim mieszkaniu. Zostal pochowany na cmentarzu $w. Wawrzyn-
ca we Wroctawiu (G. Pozniak 2007: 162).

Slaski cecylianizm a europejski romantyzm

Spogladajac na tradycje i dziedzictwo $laskiej ziemi mozna dojs¢ do wniosku, ze na prze-
strzeni wiekow stala si¢ ona kulturowo odrebng, europejska kraing pogranicza, uformowang
wplywami trzech wzajemnie przenikajacych sie kultur: polskiej, czeskiej i niemieckiej. W po-
nadtysiacletniej historii, mierzonej od chwili zalozenia biskupstwa wroclawskiego w 1000 r.,
wielo$¢ oraz réznorodnos¢ narodowa i religijna uczynily z mapy Slaska swoistg mozaike wie-
lokulturowych barw, dzigki ktérym teren ten zostal naznaczony niezwykle bogata spuscizng
wielowiekowej dziatalnosci znamienitych postaci. W ich poczet wpisuje si¢ grono muzykéow
i kompozytoréw, dla ktorych $laskie proprium stanowito zrédlo twoérczych inspiracji.

Karty historii $laskiej kultury i sztuki, w tym réwniez sztuki muzycznej, ztotymi zgto-
skami zapisal XIX w. To niezwykle interesujacy moment dziejowy, obfitujacy w zewszad
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naplywajace prady, style, formy i gatunki muzyczne, a takze nowe tendencje i srodki. Warto
zauwazyé, ze na Slasku przez wieki centra rozwoju wyzszej kultury muzycznej stanowity
osrodki koscielne. To tam dzialali wybitni muzycy i kompozytorzy, ktorych dorobek w zna-
czgcej mierze zwigzany jest wlasnie z muzyka religijng - tworzong na potrzeby liturgii, §cisle
zwigzang z pelniona posada. Nalezy w tym miejscu wyakcentowac, ze $laska ziemia spajata
nie tylko Zyjace obok siebie odrebne narodowosci, ale takze wyznania: katolickie i prote-
stanckie, umozliwiajgc im tym samym dwubiegunowy rozwoj. Nieodlaczny element kultu
obu Koécioléow stanowila za§ muzyka, tworzona i wykonywana dla poglebienia znaczenia
$wietych obrzedéw oraz zrozumienia i wyakcentowania tresci modlitewnych. Tak wiec or-
ganisci tworzyli muzyke organows, przy akompaniamencie ktérej mogly by¢ sprawowane
liturgiczne celebracje, z kolei dyrygenci choréw czy kapelmistrzowie komponowali dzieta
wokalne badz wokalno-instrumentalne, najczesciej dyktowane poziomem i umiejetnoscia-
mi zespolow, jakimi dysponowali. Powszechng praktyka w tym czasie bylo tworzenie dziet
wokalno-instrumentalnych z mozliwosécig ich wykonania z dwojakim aparatem instrumen-
talnym. Dzigki temu kazda z kompozycji otrzymywata nie tylko dwie odmienne szaty, ale
przede wszystkim wieksza przystepno$c i szersze perspektywy jej wykonania, poniewaz
partie orkiestry kazdorazowo z powodzeniem mogly zastapic organy. Wspomniana techni-
ka odnajdywala zastosowanie w praktyce kompozytorskiej m.in. Moritza Brosiga czy Maxa
Filkego, a pisana muzyka zyskiwala bardziej uzytkowy charakter i miejsce w codziennej
praktyce wykonawcze;.

Nakreslona rzeczywisto$¢ wpisuje si¢ poniekad w powstale w XIX stuleciu postulaty od-
rodzenia si¢ Kosciota katolickiego, co bylo szczegoélnie wazne po doswiadczeniach zwigza-
nych z sekularyzacjg - konfiskata majatku koscielnego na rzecz skarbu panstwa (P. Tarlinski
2019: 106). Przypominano, ze w zyciu katolikéw centralne miejsce zajmuje liturgia, a przede
wszystkim Msza §w., za$ do jej nalezytego oraz uroczystego sprawowania i przezywania nalezy
muzyka, ktora jest sztuka przenoszaca tresci religijne do wewnetrznej rzeczywistoéci czlowie-
ka. Powstaty w duchu cecylianskim ruch odnowy muzyki koscielnej stat si¢ bardzo szybko
powszechnym zjawiskiem oddziatujagcym i rozprzestrzeniajacym sie na catym Slasku. Licznie
powolywano do Zycia stowarzyszenia (tzw. Cdcilien Verein), zakladano czasopisma (np. wyda-
wany w latach 1893-1937 ¢laski miesiecznik ,,Cécilia”), a takze przygotowywano edycje nuto-
we prezentujace tworczo$¢ dawnych mistrzow polifonii. Gléwnym postulatem byto bowiem
odrodzenie tworczosci liturgicznej poprzez powrdt do korzeni: choratu gregorianskiego oraz
polifonii w stylu palestrinowskim.

Znaczace grono S$laskich kompozytoréw, czesto utrzymujacych kontakt z Ratyzbong -
miastem stanowigcym centrum rozpowszechniajacego si¢ ruchu cecylianskiego, przenosito
na grunt swojej tworczoéci panujace idee cecylianskie, podejmujac tym samym wole odnowy
muzyki koscielnej. Tworcy ci jednak bardzo czgsto odbywali réwniez podréze do innych eu-
ropejskich osrodkéw w celu zdobywania wiedzy i doswiadczenia, a takze podnoszenia swoich
kwalifikacji muzycznych. Wizyty w zagranicznych $rodowiskach przyczynialy sie réwniez do
ksztaltowania warsztatu kompozytorskiego oraz poznawania nurtéw panujacych w muzyce eu-
ropejskiej. Dzieki temu muzyka tworzona na Slasku z powodzeniem doréwnywata ogélnoeuro-
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pejskim tendencjom i standardom, a profesjonalny warsztat jej tworcow plasowat ich w gronie
wybitnych i znanych mistrzéw (CD).

Przykladem nakre$lonej sytuacji jest wlasnie posta¢ i dziatalno$¢ Maxa Filkego.
W tworczosci kompozytora, ktory pierwsze kroki w dziedzinie muzyki stawial pod okiem
rodzimych autorytetow, ksztalcac si¢ nastepnie i czerpiac ze wzorcow ratyzbonskich oraz
praktykujac w réznorodnych srodowiskach niemieckich, by w koncu powrdci¢ do macie-
rzy, przeplataja si¢ watki cecylianskie i romantyczne. Przegladajac bogate opus vitae Filke-
go, znalez¢ mozna potwierdzenie tej rzeczywistosci. Jego tworczos$¢ przynosi kompozycje
nawigzujace do wzorcowej stylistyki Palestriny, co uwidacznia si¢ nie tylko w kameralnej
obsadzie, ale takze w sposobie prowadzenia gtoséw oraz eksponowanej wizji renesansowe-
go budowania harmonii. Ukazuje si¢ tym samym brak jakichkolwiek eksperymentéw na
podtozu faktury i instrumentacji w tego typu kompozycjach liturgicznych. Styl ten prze-
plata si¢ jednak z utworami uzewnetrzniajagcymi zupelnie odmienna, bardziej monumen-
talng mase brzmieniows, charakteryzujaca brzmieniowos$¢ typowo romantyczng. Mimo
studiéw w ratyzbonskiej Szkole Muzyki Koscielnej, styl a cappella i wzorce cecylianskie
nie pozostaly dla Filkego jedynym ideatem. W choralnej tworczosci kompozytor faczy wy-
magania kontrapunktycznej niezaleznosci z romantyczna barwg i bogatsza chromatyka
(H. Unverricht 2007b: 536). Umiejetnie rozbudowuje obsade wykonawcza, operuje tem-
pem, dynamika, modulacjami czy zmianami rejestrow, niejednokrotnie stosujac ciekawe
zwroty harmoniczne.

W kompozycjach Filkego widoczna jest zatem stopniowa ewolucja jego stylu. Swoje
tworcze dzieto rozpoczynal jako wierny nasladowca cecylianistow, jednak z chwilg obje-
cia wroctawskiego stanowiska zaczat taczy¢ dotychczasowe wzorce z lokalng tradycja. Nie-
obojetne pozostaly z pewnoscig rowniez wplywy szkoly nowoniemieckiej oraz dokonania
najwybitniejszych twoércéw epoki romantyzmu, takich jak Richarda Wagnera oraz Ferenca
Liszta. Inspiracje te s3 widoczne w preferowaniu modulacji i czestym stosowaniu enhar-
monii, a takze zwigkszaniu masy brzmieniowej. W odréznieniu od dziel Brosiga, orkiestra
u Filkego nie pelni jedynie roli towarzyszacej, a rownowaznie uczestniczy w kreacji mu-
zycznej. Jej kolorowa paleta jest natomiast eksponowana w petni swiadomie. Rudolf Walter
dochodzi nawet do stwierdzenia, ze tworczos¢ Filkego charakteryzuje sktonno$¢ do puste-
go patosu i dynamicznej przesady, a prezentowany przez niego zestaw brzmieniowy rézni
si¢ od skromniejszej i delikatniejszej konstrukcji muzyczno-harmonicznych ukladéw jego
pierwszego mistrza — Moritza Brosiga (R. Walter 1981: 147).

Spogladajac na catosciowy ksztalt tworczosci Maxa Filkego i kierujace nig uwarunko-
wania, ktore zdecydowanie wskazuja na jej dwubiegunowy charakter, stwierdzi¢ mozna,
ze to wlasnie drugi wspomniany tor wydaje si¢ przewazac. Nalezy jednak podkresli¢, ze
calosciowej dziatalnosci kompozytora przyswiecal niewatpliwie nadrzedny cel, jakim byta
liturgiczna stuzba Bogu (G. Pozniak 2007: 163-164).
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Organy i muzyka organowa

Slask na przestrzeni wiekéw odznaczat si¢ swoja specyfika na wielu plaszczyznach. Jed-
nym z obszaréw swiadczacych o jego wyjatkowosci byt ten zwigzany z dynamicznie rozwijaja-
cym si¢ budownictwem organowym. To na te ziemig naptywaty najnowsze kierunki i tenden-
cje rodzace si¢ w ogolnoeuropejskim rzemiosle organmistrzowskim. Dzialo sie tak za sprawa
odbywanych przez Slagzakéw podrdzy do zagranicznych zakladéw celem zdobycia profesji
i solidnego warsztatu. Ponadto tereny te sladem swojej dzialalno$ci naznaczyli mistrzowie
pochodzacy z innych rejonéw. Wszystkie te osiagnigcia owocowaly z kolei osobliwym trans-
ferem mysli i doswiadczen, przekladajacym sie na wysokojakosciowe instrumenty, cechujace
si¢ duza oryginalnoscia (G. Pozniak 2019: 151).

Coraz liczniej rozwijajace si¢ generacje i zaktady organmistrzowskie uczynity ze slaskiej
ziemi niejako ,kolebke” budownictwa organowego. XIX w. przyniost duze przemiany na
gruncie budowania instrument6w oraz skrystalizowat nowe tendencje. Ewolucja ta doprowa-
dzita do ,,symfonizacji” oraz ,,spneumatyzowania” organdw, a takze poszerzenia ich mozliwo-
$ci rejestracyjnych i akustycznych (G. Pozniak 2019: 152). Naturalnym efektem nowatorskich
rozwigzan konstrukcyjnych staly sie z kolei przemiany w zakresie estetyki brzmieniowe;.

IT potowe wspomnianego stulecia charakteryzuje dziatalnos¢ fabryk organdw, ktore zacze-
ly produkowa¢ instrumenty na wieksza skale. Dzieki temu wiele mniejszych parafii zyskato
w tym czasie organy, co z kolei przyczynilo si¢ do efektywniejszego propagowania $piewu
w $laskich kosciotach. Wyposazenie Swigtyn w szlachetne instrumentarium generowato z ko-
lei zapotrzebowanie na wartosciowa muzyke, stosownie wpisujaca sie w liturgiczne celebracje,
a takze wykonang na odpowiednim poziomie.

Tym samym tworcy muzyki organowej tworzyli w gléwnej mierze kompozycje uzytkowe,
ktdre zwigzane byly przede wszystkim z liturgia, ale takze przeznaczone na potrzeby pedago-
giki muzycznej. Tego typu utwory byly w owym czasie powszechnie obecne réwniez w eu-
ropejskiej literaturze. Cho¢ zazwyczaj sprowadzaly sie do krotkich i prostych opracowan, to
tworzone byly z mysla o ubogaceniu praktyki organistowskiej na plaszczyznie liturgicznego
zycia parafialnego (E Koenig 2019: 183).

Epoka romantyzmu i plynace z niej reformy muzyki koscielnej przyczynily sie do wzmo-
zonego zainteresowania tworczoscig kompozytorska na organy, po stosunkowo niewielkim
zainteresowaniu tym instrumentem w I potowie XVIII w. Nie zawsze powstajace dziefa nale-
zaly do wybitnych, o wigkszych ambicjach artystycznych i wysokim poziomie warsztatowym.
Tworzono zaréwno utwory o przeznaczeniu koncertowo-wirtuozowskim, jak réwniez kom-
pozycje uzytkowe, zwigzane $cidle z liturgia i popularng wowczas praktyka ,,preludiowania”
podczas nabozenstw (J. Gembalski 1977: 134).

Mimo iz na Slgsku funkcjonowaly obok siebie dwa odmienne nurty wyznaniowe: katoli-
cyzm i protestantyzm, to w obu przypadkach organy i muzyka organowa spelniaty wazna role
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w sprawowanych obrzedach. XIX stulecie przyniosto zardwno w liturgii protestanckiej, jak
rowniez katolickiej ograniczenie swobodnych form muzyki organowej, zastepujac je roznego
rodzaju krétkimi utworami charakterystycznymi oraz przygrywkami choralowymi o niezbyt
wyszukanych srodkach technicznych i wyrazowych. Wydawano szereg zbioréw zawiera-
jacych preludia, postludia, fughetty, przygrywki i drobne utwory o srodkach technicznych
ograniczonych do prostych ukladéw harmonicznych, nieskomplikowanych imitacji, techniki
akordowej i lirycznej melodyki z tatwym akompaniamentem (J. Gembalski 1977: 134-135).
Tendencje pisania tego typu uzytkowej muzyki liturgicznej wpisaly si¢ w stala praktyke kom-
pozytorska.

Czolowym slaskim osrodkiem uprawiania muzyki organowej byt Wroctaw. Dziatali tam
wybitni organisci-wirtuozi, kompozytorzy i pedagodzy skupieni wokot poszczegdlnych ko-
$ciotow oraz Instytutu Muzyki Ko$cielnej Uniwersytetu Wroctawskiego. Do grona tego naleza
m.in.: Friedrich Wilhelm Berner - uwazany za ojca ,wroctawskiej szkoty organowej”, Expedit
Baumgart, Emil Bohn, Moritz Brosig, Adolph Hesse, Bernhard Kothe, Ernest Kéhler, Franz
Wolf i in. (H. Unverricht 2007a: 565-575). Z tradycja srodowiska wroctawskiego zwigzana
byla ponadto cala powstajaca w tym czasie na Slasku muzyka organowa, ktéra chociazby pod
wzgledem ilosciowym prezentowala ewidentnie o wiele wigksze bogactwo niz we wczesniej-
szych okresach (E Koenig 2019: 192).

Muzyka organowa stanowita w XIX w. niezwykle wazny element kultury muzycznej Sla-
ska, stajac sie jednoczesnie jednym z wyznacznikdw jej bogactwa. Intensywny rozkwit twor-
czosci przeznaczonej na ten krolewski instrument szed! w parze z dynamicznym rozwojem
budownictwa organowego, co z kolei mialo swoje odniesienie do preznego przyrostu gospo-
darczego i spotecznego na Slasku. Oddzialywanie muzyki organowej, laczace w sobie jedno-
cze$nie muzykow i kompozytordw, wyzsze szkolnictwo muzyczne, wydawnictwa, wykonaw-
stwo muzyczne i tradycje organmistrzowskie, mialo szanse wszechstronnie promieniowac
i efektywniej trafia¢ do wszystkich zakatkow $laskiej ziemi (F. Koenig 2019: 192-193).

Nakreslong powyzej panorame XIX-wiecznej historii organéw i muzyki organowej na Slg-
sku nalezy uzupelni¢ wnioskiem, ze obok tradycji budownictwa organowego i rodzimej prakty-
ki wykonawczej, w regionie tym nastepowato wzajemne przenikanie si¢ pradéw i kultur, skutku-
jacych nawarstwianiem si¢ pierwiastkéw rodzimych i obcych, majacych swoje odzwierciedlenie
w bogatym dorobku kompozytorskim (J. Gembalski 1977: 127). Wszystko to $wiadczy o wyjat-
kowosci slaskiej ziemi, ktora stworzyla niezwykla przestrzen dla wielowymiarowego rozwoju
sztuki muzycznej, oscylujacej wokot krélewskiego instrumentu, jakim sg organy.

Niejasne opus 5
W pierwszym w polskiej literaturze muzykologicznej zestawieniu kompozycji Maxa Filke-

go, sporzadzonym przez Grzegorza Pozniaka (G. Pozniak 2007: 165-171), jako opus 5 zostal
oznaczony zbiér utwordw organowych. Fakt ten znajduje takze potwierdzenie w spisie Johan-
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nesa Mainki, ktory w tym samym miejscu rowniez wymienia Orgelstiick-Sammlung (J. Main-
ka 1993: 57). Przed przystapieniem do niniejszego artykutu, majacego na celu charakterysty-
ke warsztatu kompozytorskiego Filkego na przyktadzie jego kompozycji przeznaczonych na
organy solo, dokonany zostat rekonesans, ktorego wyniki przyniosly nieprzewidziane efekty.

Kwerenda zbioréw w bibliotekach przechowujacych pokazne kolekeje tworczosci dawnych
kompozytoréw, czesto unikatowe i trudno osiagalne, penetracja ich réznorodnych katalogow,
m.in. w: Bibliotheksverbund Bayern, Bischofliche Zentralbibliothek Regensburg, Bibliothek der
Hochschule fiir katholische Kirchenmusik und Musikpddagogik Regensburg czy Karlsruher Vir-
tueller Katalog, a takze przeglad licznych spisow bibliograficznych, dowodza, ze nigdzie tam
nie wspomniano o op. 5 Maxa Filkego na organy.

Prowadzone poszukiwania pozwolily natrafi¢ na odniesienie pozornie kierujgce w strone
wyjasnienia rzeczywistego bytu op. 5 i jego zawartosci. Franz Pazdirek w swoim Universal-
Handbuch der Musikliteratur aller Zeiten und Volker (. Pazdirek 1904-1910: 246) wskazuje,
ze pod tym opusem kryja si¢ Drei Lieder (Trzy piesni) na chér mieszany: sopran, alt, tenor
i bas, o nastepujacych tytutach: 1. Valet, 2. Aveglocklein, 3. Spechtlied, wydane w 1904 r. przez
Forberg Verlag w Lipsku. J. Mainka i G. Pozniak oznaczajg je jednak jako op. 105 i to wlasnie
ich stanowisko zdaje si¢ by¢ blizsze prawdzie. Potwierdza to katalog Sdchsische Landesbiblio-
thek - Staats- und Universititsbibliothek w Dreznie, ktéry wskazuje, ze w drezdenskiej biblio-
tece przechowywane s3 wspomniane piesni przynalezace do op. 105.

Jak si¢ okazuje, opus 5 Maxa Filkego i jego prawdziwa zawartos¢ pozostaja na tym eta-
pie badan w dalszym ciagu zagadka. Z kolei ani E Pazdirek, ani inni autorzy nie wymieniaja
kompozycji organowych wsréd innych opusowanych zbioréw kompozytora. Nie czyni tego
takze Rudolf Walter, nakreslajacy historie slaskiej muzyki organowej, w pejzazu ktdrej miesci
si¢ u niego réwniez nazwisko Filkego (R. Walter 1988: 69). Nie oznacza to jednak, ze spod
warsztatu kompozytora nie wyszly zadne utwory przeznaczone na organy solo. Jak juz wspo-
mniano wczesniej, bardzo czgsto wykorzystywat on ten instrument w swoich dziefach jako
towarzyszacy orkiestrze lub nawet catkowicie ja zastepujacy. W jego dorobku nie zabraklo
wiec inwencji, aby doceni¢ takze solowa role organéw. Co prawda utwory te przyjmuja forme
krétkich preludiéw organowych, zajmujac w tworczodci Filkego miejsce w przestrzeni nie-
opusowanej, jednak plynie z nich bez watpienia calkowite oddanie liturgicznej stuzbie.

Preludia organowe Maxa Filkego ze zbioru Eduarda Stehlego

W 1892 r. w ratyzbonskim wydawnictwie Friedricha Pusteta zostal wydany drukiem zbiér
pod redakcja sanktgalleniskiego kapelmistrza Eduarda Stehlego, pt. Praeludia organi ad singulas
partes cantus gregoriani quem Graduale Romanum authenticum exhibet. Znalazly si¢ w nim
kompozycje 30 autoréw, wsrdd ktorych widnieje nazwisko Filkego. Publikacja zawiera preludia
organowe skomponowane w nawigzaniu do gregorianskich $piewéw procesyjnych Mszy $w.,
takich jak: Introit, Offertorium i Communio, na niedzielne i Swigteczne dni roku liturgicznego.
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Praeludia organi

ad singulas partes cantus gregcoriani

quem Graduale Romanum authenticum

exhibet,

Vorspiele
(Original- Compositionen in den alten Tonarten)
iiber Choral-Motive zu den

Introiten, Offertorien und Communionen

de= oltiziellen

Ciraduale Romanun.

esch, Diebold, Eble, Engel, Filke, Firstor, Haller, H
wecht, Thiclen, Vator, V

In Boitrigen von: Bartsch, Beltjons, Broiteniy
4 G. Mayer, Molitor, Nickel, Ortwein, Ohlha

orn, Kornmilller, Ferd. Mayer,
Widmann, Wiltberger, Zoller,

J. G. Ed. Stehle, Domkapelimeister in St. Gallen.

arfre-

Regensburg, New York & Cincinnati,
Deanck nnd Verlag von Friedeich Pustet.
1882,

_

’ Karta tytutowa zbioru

Poszczegdlne kompozycje zostaly opracowane na organy w oparciu o podloze tonalne
$piewow gregorianskich zaczerpnietych bezposrednio ze sztandarowego $piewnika Graduale
Romanum. Ich plaszczyzna dzwigkowa sytuuje si¢ jednak w transpozycji do wlasciwego fina-
lis kolejnych moduséw, z czego wynika obecno$¢ znakéw przykluczowych. Adaptacja ta jest
natomiast zgodna z opracowaniami Franza Xavera Haberla i Josepha Hanischa, ktorzy przy-
gotowali akompaniamenty organowe w postaci harmonizacji $piew6éw gregorianskich na caly
rok liturgiczny (EX. Haberl, J. Hanisch 1883). Do sporzadzonego przez nich zbioru odsyta
takze E. Stehle.

W zamysle redaktora przedtozone przygrywki choralowe mialy stanowi¢ pozadana po-
moc dla organistéw i poprzez swoje dopasowanie tonalne z powodzeniem korespondowac
z nastepujacym po nich $piewem, co bylo jednoczesnie niefatwym wymogiem dla zachowania
sjednosci stylu” (Stilgerechte Vorspiele iiber die betreffenden Choralmotive werden den Herren
Organisten eine hochst willkommene Erscheinung sein - das Vorspiel soll zum Cantus passen,
wie ein Prolog zum nachfolgenden Stiick; eine absolute, aber eigentiimlich schwierige Anforde-
rung der ,Stileinheit”; ].G. Stehle 1892: III).

Opublikowane w zbiorze preludia Maxa Filkego odnoszg si¢ do $piewdw przeznaczonych
na Niedziele Szes¢dziesigtnicy (Dominica in Sexagesima), zaliczana do obchodzonego niegdys
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okresu tzw. Przedposcia (Tempus Septuagesime), ktory mial stopniowo przygotowaé wiernych
na okres Wielkiego Postu i obejmowal trzy niedziele przed Srodg Popielcows. Wspomniana
niedziela przypadala tym samym w széstym dziesigtku dni poprzedzajacych Niedziele Wiel-
kanocng (J. Wierusz-Kowalski 1956: 196-198).

Wszystkie kompozycje opatrzone zostaty tytutami, ktore informujg o doktadnym ich prze-
znaczeniu. Tym samym nazwy: Exurge, Perfice gressus meos oraz Introibo nie wskazujg na
programowy charakter utworéw, a na konkretny, facinski tekst literacki. Pamigtajac natomiast
o silnym zwigzku stowa i muzyki w chorale gregorianiskim, nalezy przyjaé, ze ze wskazany-
mi strukturami literackimi egzystuja jednoczesnie konkretne struktury dzwiekowe — melodie
gregorianskie, ktore zostaty wplecione w tym przypadku w tworzywo utworéw organowych,
przyjmujacych wspomniane tytuty. Tym samym tworzy sie w tym miejscu interakcja oddzia-
tujaca tytulem literackim z jednej strony i cytatem wewnatrz struktury muzycznej — z drugiej
(M. Szoka 1993: 24). Nie sposéb pomina¢ rowniez faktu, ze kazde z preludiow zostalo opa-
trzone niejako dwuelementowym tytutem, wszystkie przytoczone powyzej czlony poprzedzo-
no bowiem oznaczeniem konkretnej czesci Mszy $w., na jaka zostaly przeznaczone.

Omawiane preludia Maxa Filkego stanowig forme krotkich miniatur organowych, z kto-
rych kazda miesci sie maksymalnie w obrebie jednej drukowanej strony. Takie wymogi po-
stawilo przed nimi ich liturgiczne przeznaczenie, ktéremu kompozytor w pelni sie poddaje,
dokladajac jednoczesnie wszelkiej starannosci w tworzeniu konstrukeji dzwiekowych. Nie
wykorzystuje w tym celu wiernego choralowi gregorianiskiemu materiatu melodycznego, co
polegaloby na mniej lub bardziej rozwinigtej harmonizacji cantus firmus, dzigki czemu przy-
grywka do nastgpujacego po niej spiewu urozmaica calos¢, a nie jest jedynie jego kalka.

Nalezy zauwazy¢, ze Filke, cho¢ w kazdym z utworéw wskazuje na konkretny modus gre-
gorianski, to nie postuguje si¢ czysta modalnoscia, co bylo czestg praktyka w tym okresie.
Jego utwory charakteryzuja si¢ jednak modalnymi kadencjami, a raczej scislej méwiac - na-
wiazuja do kadencji modalnych. Kompozytor sprawnie operuje harmonig, z powodzeniem
wykorzystuje technike imitacyjna, figuracyjng i polifonizujacg, a takze korespondencje moty-
wiczng pomiedzy glosami. Podstawa konstrukcyjno-tonalna, dyktowana $cistym zwigzkiem
z konkretng kompozycja, majaca swe zrédto w chorale gregorianskim, wplywa natomiast na
strong wyrazowo-emocjonalng utworu, a takze buduje niejako jego symbolike, gdyz $piew
gregorianski oraz tresci, jakie ze soba niesie, s3 zakorzenione w wielowiekowej historii i dzie-
dzictwie Kosciola, bedac jednoczesnie spuscizng poprzednich pokolen i stajac sie wyrazem
tacznosci z przodkami w wierze. Nawigzanie do choralu gregorianskiego, jego ascetyzmu
i duchowosci w kompozycjach organowych odwotuje sie wigc posrednio réwniez do swiado-
mosci odbiorcy-stuchacza, sklaniajac go do odpowiedniej postawy, wrazen i wyobrazen nie
tylko muzycznych, ale i religijnych.

Doktadnie analizujac zapis nutowy prezentowanych ponizej kompozycji stwierdzi¢ moz-

na, ze jest on bardzo czesto niekonsekwentny, przede wszystkim zas w kwestii oznaczania
znakow chromatycznych. Stosowane s3 bowiem czestokro¢ krzyzyki przy dzwigkach, ktorych
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pozycja wynika ze znakéw zamieszczonych przy kluczu, a nie wystepowaly wczesniej w innej
postaci, wymagajac tym samym postawienia znaku przypominajacego. Pojawiajg sie rowniez
kasowniki podobnie nieposiadajace glebszego uzasadnienia swego istnienia. Jedyne wyjasnie-
nie takich zaistnialo$ci moga stanowi¢ zatem wzgledy estetyczno-wizualne. Nalezy jednak
w tym miejscu zaznaczy¢, ze przediozone partytury organowe wiernie oddajg zapis zacho-
wany w zbiorze Eduarda Stehlego i w zadnym stopniu w niego nie ingeruja. Ich celem jest
natomiast bardziej czytelne i przejrzyste zaprezentowanie preludiéw Maxa Filkego odbiorcom
niniejszego artykutu, a takze organistom i muzykom koscielnym.

Introitus. ,Exsurge”

Tonus I.
Max Filke
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Preludium korespondowa¢ mialo z nastepujacym po nim $piewem przy akompaniamen-
cie organowym wg opracowania EX. Haberla i J. Hanischa. Jak zaznacza we wstepie Haberl,
zaopatrzyli oni kazda pozycje w krotka przygrywke, wskazujaca na odpowiednia intonacje
i motyw poczatkowy, ktora miata stac sie inspiracja i pomoca w zorganizowaniu bardziej roz-
budowanej mysli muzycznej, pozostawionej jednak w tym przypadku umiejetnosciom oraz
wizji organisty. Z pomoca muzykom koscielnym przyszedt z kolei E. Stehle oraz kompozyto-
rzy, ktorzy zamiescili poszczegolne przygrywki w jego zbiorze, a wéréd nich Max Filke.
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Introitus to $piew rozpoczynajacy Msze sw. Towarzyszy procesji kaptana i stuzby liturgicz-
nej do oltarza. Wsréd trzech omawianych preludiow Maxa Filkego niniejsze stanowi najdtuz-
szq z prezentowanych form. Sytuacja ta jest w pelni adekwatna do akgji liturgicznej, poniewaz
ze wzgledu na dtugos¢ trwajacych obrzeddw tenze $piew procesyjny moze, a wrecz powinien
zosta¢ poprzedzony dtuzsza przygrywka wprowadzajaca w jego charakter, a jednoczesnie te-
matyke dnia i okresu liturgicznego.

Niniejsze preludium stanowi wstep do antyfony utrzymanej w tonie pierwszym — protus
authenticus. Podtoze tonalne stanowi wigc skala dorycka, na bazie ktorej rozwija si¢ rowniez
przygrywka poprzedzajaca $piew. Calo$¢ rozpoczyna si¢ i konczy dzwiekiem ,.e”, ktéry stano-
wi finalis. Filke nie stosuje jednak czystej struktury dzwigkowej skali, dodajac do niej znaki
chromatyczne zgodnie z potrzebami postepow akordowych. Wykorzystuje takze powszechna
praktyke wprowadzania tzw. subsemitonium modi poprzez podwyzszenie sibdmego stopnia,
ktory w ten sposob staje sie dzwigkiem prowadzacym. Tak wigc skoro ,e” stanowi finalis, to
dzwigki h-dis-fis tworza dominante z podwyzszonym siédmym stopniem (,,d” na ,,dis”) dla
uzyskania dzwigku prowadzacego. Zaistniate w toku narracji muzycznej przebiegi sa typowo
tonalne i uwzgledniaja obecnos¢ zboczen modulacyjnych.

Omawiane preludium skonstruowane zostalo w oparciu o technike imitacyjng i wyko-
rzystywang pewnego rodzaju prace motywiczng z charakterystyczng poczatkowa sekwencja
dzwigkow, zaprezentowang w pierwszym takcie kompozycji i wielokrotnie podejmowang
w dalszym toku jej przebiegu. Przygrywka utrzymana jest wigc na podlozu faktury polifoni-
zujacej, co bylo typowa cecha utwordw organowych pisanych w tym okresie. Calo$¢ wienczy
quasi-modalna kadencja, stanowigca przygotowanie do rozpoczecia $piewu.

Choc¢ utwor zostat zapisany na jedynie dwoch pigcioliniach, to kompozytor skrupulatnie
oznacza partie poszczegolnych glosow, zwlaszcza w kontekscie przynaleznosci najnizszego
glosu do manuatu badz pedatu. Poprzez zastosowane ukowanie sugeruje rowniez odpowied-
nig artykulacje. Od samego poczatku tres¢ muzyczng stanowig trzy glosy, de facto dopiero
w takcie jedenastym na krotki moment pojawia sie czteroglos, ktory w pelni i do samego
konca zostaje utrzymany dopiero od taktu czternastego. Mozna wigc zaobserwowac stop-
niowe nawarstwianie i narastanie materialu muzycznego, ktéry zmierza jednak ostatecznie
ku naturalnemu wygasnieciu poprzez spokojne wprowadzanie coraz diuzszych wartosci, az
do koncowej fermaty, przygotowanej dodatkowym wyciszeniem dynamicznym, co w efekcie
przygotowuje podloze do majacego nastapic za chwile spiewu.
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Intr. : { . a1y
. a
E Xstr-ge, * qua-re obdémis Domi-ne? Obud? sig, czemu $pisz, o Pa-
- I — nie? Przebud? sig, a nie odrzucaj
;[l“—‘—'—ﬁ*—%ﬁ'ﬁﬂ_“—ik na zawsze.
exsur- ge, et ne repéllas in  fi- nem: qua-re fa-ci- Czemu odwracasz oblicze
. . H swoje? Czy zapomniales o naszym

ucisku?
Przylgneto do ziemi ciafo na-
sze. Powstan, Panie, wspomdz nas

em tu-am avértis, obli-vi- sce-ris tri-bu-la-ti- -nem

]
[ pp— - . .
— " —, i wyzwol.
A e an Ps. Boze, na wlasne slyszelismy
nos-tram?  Adhaé- sit in ter-ra venter nos-ter: uszy, ojcowie nasi nam opowiadali.
n .
. — . E— . 5 Chwata Ojcu...
[ Bl i BT W | . w

exsurge, Domi-ne, adjuva mnos, et li- be-ra

nos. Ps. De-us, Aauri-bus nostris audi-vi-mus: *

—ah

pa-tres nostri annunti- a- vé-runt no- bis. Glé-ri-a

PP | P

Patri. Eu oua e.

Zaglebiajac sie w nieodiaczng z melodia gregorianska tres¢ stowna, zauwazy¢ mozna, ze
nakreslony powyzej przebieg przygrywki w catosci ja ilustruje. Wspomniane narastanie mate-
rialu oddawa¢ moze w tym wypadku opisany sen i prosbe o przebudzenie. Postawione z kolei
pytania: Czemu odwracasz oblicze swoje? Czy zapomniales o naszym ucisku?, bedace pewne-
go rodzaju wyrzutem, moze ilustrowa¢ powstaly czteroglos, wprowadzajacy niejako pelnie
brzmienia - kulminacj¢. Stopniowo zanikajacy ostatni fragment moze natomiast stanowi¢
pokorng prosbe: Powstar, Panie, wspomoz nas i wyzwol.
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Offertorium. ,Perfice gressus meos”

Modus IV.

Max Filke
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Powyzsza przygrywka Filkego miala nawigzywa¢ do opracowania organowego ze zbioru
Haberla i Hanischa, ktére mialo towarzyszy¢ $piewowi i prezentowalo sie nastepujaco:
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Offertorium to kolejny ze $piewow procesyjnych Mszy sw. Tym razem towarzyszy on przy-
gotowaniu daréw ofiarnych przy stole Panskim. Drugie z prezentowanych preludiéow Maxa
Filkego nawiazuje wlasnie do tego momentu Eucharystii. Kompozycja stanowi forme nieco
kroétsza od omawianego powyzej Exurge, aczkolwiek utrzymana zostata w podobnej stylistyce.

Przygrywke Perfice gressus meos (Umocnij me kroki) zgodnie z jej gregorianskim zZrédtem
kompozytor oznaczyt jako przynalezng do modusu IV, a wiec deuterus plagalis. Finalis sta-
nowi w tym przypadku dzwigk ,fis”, traktowany z kolei jako trzeci stopien wspolczesnej skali
durowej. Centrum wyznacza natomiast dzwiek ,,h;, co potwierdza przynaleznos¢ do skali hy-
pofrygijskiej. Kompozytor odchodzi jednak réwniez w tym wypadku od $cistej modalnosci,
o czym $wiadczy przechodzenie w toku utworu przez rézne tonacje. Mozna jednak stwierdzic,
ze zakonczenie i poniekad $rodkowa cze$¢ kompozycji sg quasi-modalne.

Charakterystycznym elementem omawianej przygrywki jest grupa czterech 6semek po-
dejmowana przez kolejne glosy i konsekwentnie je przeplatajaca. Rozpoznawalny jest ponad-
to czgsto wystepujacy rytm punktowany. Rowniez w tym przypadku kompozytor postuguje
sie technikg imitacyjna z wykorzystaniem korespondencji motywicznej pomiedzy glosami,
tworzac tym samym fakture polifonizujaca.

Cala przygrywka jest w zasadzie trzyglosowa, z wyjatkiem kadencji, w ktérej przychodzi
czteroglos. Pozornie wydaje si¢ jednak, ze w zasadzie wystepuje on juz w takcie jedenastym.
Tam natomiast wprowadzona zostaje nuta pedalowa w najnizszym glosie, ktorej ponadto
mozliwos¢ wykonania, poprzez dodanie zwrotu ad libitum, kompozytor pozostawia wyko-
nawcy. Oznacza to tym samym, Ze nie jest ona konieczna i wedle upodobania mozna z niej
zrezygnowac. Nalezy w tym miejscu takze zauwazyc, ze z kolei pierwszy system omawianego
preludium prowadzony jest przez zaledwie dwa glosy. Mozna wiec stwierdzi¢, ze tym razem
kompozytor jeszcze efektywniej buduje substancje brzmieniows, dodajac stopniowo kolej-
ne glosy, co prowadzi do jej intensyfikacji i pelnego wybrzmienia dopiero na samym koncu,
a wiec zupelnie inaczej niz w przypadku Exurge, gdzie kadencja przeznaczona byla na wyci-
szenie i fagodne zamknigcie catosci.

Omawiane preludium wienczy typowa kadencja frygijska, w ktérej pomiedzy molowa
subdominantg a pryma dominanty wystepuje charakterystyczny pétton. Dodatkowo zbliza-
jace sie zakonczenie zwiastuje wprowadzone odpowiednio wczesniej przez kompozytora ri-
tardando, stopniowo spowalniajace ptynaca akcje muzyczng, ukoronowang konicowq fermata.
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Umocnij me kroki na Sciezkach Twoich, aby si¢ nie chwialy me stopy.
Nakloti swoje ucho i uslysz me stowa. Okaz przedziwng dobro¢ swojg,
Ty, co ratujesz ufajgcych Tobie, o Panie.

Ciekawym elementem przygrywki Maxa Filkego do omawianego Offertorium jest sam
jego poczatek. Kompozycja wylania sie z nizszego rejestru, by stopniowo wznosi¢ si¢ coraz
wyzej i rozwijaé si¢ zarowno na plaszczyznie rozpigtosci linii melodycznej, jak réwniez pod
wzgledem ilosci glosow, jakby chcac oddac przestanie tekstu podkreslajacego ufnos¢ i coraz
bardziej pewne kroki. Znamienita jest rowniez w tym kontekscie kadencja w jej pelni brzmie-
nia, niczym podkreslajaca potege i wszechmoc Boga okazywang tym, ktdrzy Mu zaufali.

Communio. ,Introibo”

Tonus VIII.

Max Filke
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Powyzsze preludium stanowi nawigzanie do kolejnego z opracowan antyfon mszalnych
Haberla i Hanischa na organy:
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Ostatnie z preludiow Maxa Filkego, zawartych w zbiorze Eduarda Stehlego, nawigzuje do
$piewu antyfonalnego towarzyszacego Komunii $w., a wiec zaliczajacego si¢ ponownie do gro-
na $piewdw procesyjnych. Stanowi ono najkrétsza z omawianych kompozycji. Na podstawie
stow redaktora, wprowadzajacych do calosci wydania, wnioskowa¢ mozna, ze wlasnie taka
krotka forma byta wymagana. Jak ttumaczy, do $piewéw komunijnych wystarczal jedynie
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maly dodatek, ze wzgledu na brak czasu, jaki czgstokro¢ mial miejsce, dlatego tez taka forma
przygrywki byla w zupelnosci wystarczajaca. Tak wiec Filke w ten sposob w pelni dopasowat
si¢ do panujacych norm i wymogéw liturgicznych.

Przygrywka wprowadza do $piewu wykonywanego w tonie VIII - tetrardus plagalis, a wigc
tym samym utrzymana zostata w skali hypomiksolidyjskiej. Jej konstrukcja jest bardziej dia-
toniczna niz w przypadku dwdch poprzednich kompozycji i prowadzona w oparciu o realne
dzwieki skali. Niezwykle charakterystycznym staje si¢ interwat kwarty czystej inicjujacy catos¢
i pojawiajacy sie ponownie w takcie trzecim w najwyzszym glosie, a takze swoista kazdorazo-
wa odpowiedz na niego interwalem kwinty czystej. Stanowi on niejako sygnature calosci, na-
wiazujac jednoczesnie do gregorianskiej antyfony rozpoczynajacej sie takim samym zwrotem.

W S

Comm= - ﬁﬁb
8. C| T e m A\
I Ntro- i- bo * ad altd- re De- i, ad
N *

De- um qui lae-ti- fi- cat juven-td- tem me-

am

Przystgpie do oltarza Bozego, do Boga, ktéry rozwesela mlodos¢ mojg.

Cechg charakterystyczng preludium sa réwniez przeplatajace sie w poszczegdlnych glo-
sach dsemki, ktore nie tylko ubogacaja przebieg, ale jednoczesnie nadaja wrazenie ,,lekkosci”
calej konstrukeji dzwiekowej. Na przestrzeni zaledwie szesciu taktow kompozytor dokonuje
rozwiniecia struktury muzycznej poczawszy od dzwigku unisono, przez uklad dwu- i trzy-
glosowy, az po bogata czteroglosowa harmonie. Mimo wskazanego szerokiego metrum 3/2
oraz pozornie dlugich wartoéci rytmicznych, kompozycja pozwala si¢ odebrac jako subtelna,
delikatna i zgrabna - przynoszaca razem z nastepujacym tekstem stownym powiew radosci
i wesela z obcowania z Bogiem.

Podsumowanie

Na przykladzie wskazanych preludiow ogélnie stwierdzi¢ mozna, ze wszystkie oméwio-
ne kompozycje charakteryzuja sie modalnymi kadencjami, a $cislej moéwiac, do nich nawia-
zujg, gdyz — jak juz wspomniano — Filke nie postugiwat si¢ czysta i przejrzysta modalnoscia.
Zaprezentowane przygrywki sg potwierdzeniem istniejacej tendencji do stosowania taczni-
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kéw modulacyjnych oraz harmonii mieszanej — modalnej i potaczen harmonicznych wyni-
kajagcych z zasad harmoniki funkcyjnej, co sprawia, ze cato$¢ utrzymana jest w umiarkowa-
nie schromatyzowanej i barwnej harmonii. Kompozytor z powodzeniem wykorzystuje tak-
ze technike imitacyjna, prace motywiczng i fakture polifonizujacy. Istotnym wyréznikiem
staja sie ponadto zachowywane pomiedzy gtosami duze odleglosci, $wiadczace o typowym
podejsciu instrumentalnym, co stalo si¢ wlasciwa cecha romantyzmu, a co zapoczatkowat
w zasadzie juz w swojej tworczosci Ludwig van Beethoven, zachowujac duze odleglosci po-
miedzy glosami w dzietach fortepianowych. To zatem typowa faktura instrumentalna, nie-
nawigzujgca juz do wokalne;j.

Nalezy zauwazy¢, ze epoce romantyzmu towarzyszyly rézne punkty zapatrywania na
muzyke organows, na co miala wplyw réznorodna estetyka brzmieniowa. Niektorzy kom-
pozytorzy traktowali organy jak duzg orkiestre symfoniczng, dla innych z kolei stanowity
one zaledwie tlo. Znaczacy wplyw w tym zakresie mial réwniez rozwijajacy si¢ w tym czasie
ruch cecylianski, ktéry inspirowal do rozwoju muzyki koscielnej, podejmowania watkoéw
dziet dawnych mistrzéw i powrotu do najwazniejszego wzorca — choralu gregorianskiego.
Niewatpliwie przez tworczos¢ Maxa Filkego przeplataja si¢ wszystkie te watki, wzajemnie
sie przenikajac.

Cho¢ prezentowane preludia stanowia zaledwie drobne miniatury instrumentalne, to
wypelniaja jednak niezwykle wazng przestrzen liturgiczna. Ze wzgledu na swoja forme,
z powodzeniem moglyby réwniez by¢ wykorzystane jako odregbne, samodzielne utwory-
-miniatury. Jak wspomina Alfred Baczkowicz - doswiadczony organista z ponad potwiecz-
nym stazem, niegdys praktyka ,,preludiowania” stanowila nieodlaczny element liturgii spra-
wowanej w jezyku lacinskim, co bylo powszechnym zjawiskiem w zasadzie az do zmian,
jakie przyniosty ze sobg reformy Soboru Watykanskiego II. Kompozytorzy pisali wiec licz-
ne utwory nawigzujace do poszczegélnych czesci Mszy sw. Muzyka organowa oplatata tym
samym niemal calg liturgie, pelniac role waznego i nieodlacznego elementu liturgicznych
celebracji. I w takim kontekscie mozna by z powodzeniem potraktowa¢ preludia Maxa Fil-
kego nawet w czasach wspodlczesnych, kiedy przepisy liturgiczne pozwalajg na wykorzysta-
nie utworu organowego w zamian za piesn z ludem. Muzyka ta, inspirowana pierwszym
i najwazniejszym $piewem Ko$ciota, a zarazem jego duchowoscia i gleboko zakorzeniong
tradycja, w pelni swoim charakterem wpisuje si¢ bowiem w ramy $wietych obrzedéw, mogac
z powodzeniem dociera¢ do serc wiernych i towarzyszy¢ im w modlitewnych medytacjach.

Zakonczenie

Nakreslong powyzej rzeczywisto$¢ muzyczng doskonale obrazujg i jednoczesnie podsu-
mowujg sfowa Grzegorza Pozniaka, ktdry pisze: ,Slaska tradycja muzyki koscielnej z prze-
fomu XIX i XX w. przychodzi (...) z bardzo konkretng i bogata propozycja repertuarowa
o sprawdzonej jakosci, uzytecznosci, «liturgicznoéci» i walorach pedagogiczno-formacyjnych.
Niewatpliwie domaga sie ona wznowien i popularyzacji oraz zdecydowanie szerszego opisu
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muzykologicznego” (G. Pozniak 2009: 159). Nalezy tym samym konsekwentnie podejmowac
dziatania zmierzajace do odkrywania, opisywania i popularyzowania cennego dziedzictwa
religijnej kultury muzycznej Slaska oraz przedktadania go wspdtczesnemu stuchaczowi, gdyz
jedynie takie dzialania pozwola ukazac¢ jej pelng, réznorodna i profesjonalng warto$¢.
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SUMMARY

Looking at the tradition and heritage of the Silesian land, it can be concluded that over
the centuries it has become a culturally distinct European borderland formed by the in-
fluence of three mutually interpenetrating cultures: Polish, Czech and German, as well as
different religions: Catholic and Protestant. All these factors have made the map of Silesia
a peculiar mosaic of multicultural colors, thanks to which this area was marked by the
unusually rich legacy of centuries-old activities of distinguished figures for whom the men-
tioned diversity was a source of creative inspiration.

The nineteenth century became an extremely interesting historical moment. Europe was
overwhelmed by the spreading romantic current, filled with strong emotionality, and new
currents coming from various directions. Various musical styles, forms and genres began
to develop and transform. At the same time, however, this century was dominated by one
more rapidly developing trend, which was the then Cecilian movement, postulating the
renewal of church music and a return to the roots by modeling on Gregorian chorale and
Palestrinas polyphony. It should be noted that it was the Silesia where the Cecilian ideas
were widely disseminated and implemented in the common composing practice.

Max Filke (1855-1911), a composer, musician, conductor, bandmaster and teacher, lived
and carried out his extensive activities between these two poles. He was born in Sciborzyce
Mate near Glubczyce in the Opole region, where he took his initial steps in the field of
music under the supervision of native authorities, and his first teacher was Moritz Brosig
(1815-1887) - a titled organist of the Wroctaw cathedral with outstanding composing skills.
He studied in Regensburg - a city that is a center of Cecilianism, drawing on local church
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music patterns, and then practicing in various German environments as a conductor of
choirs and instrumental ensembles. In the end, however, he returned to the Silesian land,
due to the job of the bandmaster of the Wroctaw cathedral, and he remained there for the
rest of his life.

Looking through the rich opus vite of Filke, one can find confirmation of the mentioned
bipolar reality. His work includes compositions referring to Palestrina’s exemplary style,
which is evident not only in the chamber cast, but also in the manner in which the voices are
conducted and the exposed vision of Renaissance harmony is built. This style, however, is
intertwined with songs externalizing a completely different, more monumental sound mass,
characterizing typical romantic sound. Thus, Filke’s compositions show a gradual evolution
of his style. He began his creative work as a faithful follower of Cecilianists, but as soon as he
took the Wroclaw position, he began to combine existing patterns with local tradition. The
influences of the New German school and the achievements of the most outstanding art-
ists of the Romantic era were also certainly indifferent. It should be emphasized, however,
that the composer’s overall activity was undoubtedly guided by the overriding purpose of
liturgical service to God.

The era of Romanticism and the reforms of church music resulting from it contributed
to the increased interest in organ composing, after relatively little interest in this instrument
in the second half of the 18th century. Both concertos and virtuoso compositions were
created, as well as utilitarian compositions closely related to liturgy and the then popular
practice of “preluding” during services.

It should also be noted that Silesia was a special area in the field of organ building devel-
opment. It was in these areas that multi-generational organ companies were active, which
built numerous opuses of high-quality instruments, taking into account the latest trends
and tendencies arising in pan-European organ craftsmanship. The nineteenth century, in
turn, contributed to the development of organ factories that built instruments on a larg-
er scale. Thanks to this, many smaller parishes gained organs at that time, which in turn
contributed to more effective propagation of church singing and music in Silesia. In turn,
equipping the temples with noble instrumentation generated a demand for valuable music,
properly fitting into liturgical celebrations, as well as performed at the appropriate level.

Although in Silesia there were two different religious denominations next to each other:
Catholicism and Protestantism, in both cases organs and organ music played an impor-
tant role in celebrating rituals. Wroclaw was the leading Silesian center for organ music.
Outstanding organists, virtuosos, composers and pedagogues gathered around individual
churches and the Institute of Church Music of the University of Wroclaw. In the nineteenth
century, organ music was an extremely important element of Silesian music culture, becom-
ing at the same time one of the determinants of its wealth.

In 1892, a collection under the editorship of Santgallen bandmaster Eduard Stehle enti-
tled Praeludia organi ad singulas partes cantus gregoriani quem Graduale Romanum authen-
ticum exhibit was printed. It contains compositions of 30 authors, including the name of
Filke. The publication contains organ preludes composed on the basis of Gregorian proces-
sional chants of the Holy Mass, such as: Introit, Offertorium i Communio, for Sunday and
holiday days of the liturgical year.
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Max Filke’s preludes included in the collection are in the form of short organ miniatures,
each of which can fit a maximum of one printed page. Such requirements set them a liturgi-
cal purpose, to which the composer fully surrounded, while making every effort to create
sound constructions. For this purpose, he does not use melodic material faithful to Grego-
rian chant, which would consist of more or less developed harmonization of cantus firmus,
thanks to which the prelude becomes a peculiar composition, inspired by a specific liturgi-
cal form and mass antiphon text, with a motivational reference to the Gregorian melody.

It should be noted that, although Filke points to a specific Gregorian modus in each of
the songs, he does not use pure modality, which was a common practice during this period.
His works, however, are characterized by modal cadences, or rather more precisely - they
refer to modal cadences. The composer uses harmony efficiently, successfully uses imita-
tive, figurative and polyphonic techniques, as well as motivational correspondence between
voices. The structural-tonal basis, dictated by a close relationship with a specific composi-
tion, having its source in the Gregorian chant, affects the expression and emotional side of
the song, and also builds its symbolism, as Gregorian singing and the content it brings are
rooted in centuries-old history and Church heritage.

Although the presented preludes are only small instrumental miniatures, they fulfill
an extremely important liturgical space. The practice of “preluding” was once an integral
part of the liturgy celebrated in Latin, which was a common phenomenon. So the com-
posers wrote numerous songs referring to individual parts of the Mass. Organ music thus
entwined almost the entire liturgy, acting as an important and inseparable element of litur-
gical celebrations. And in this context, one could treat Max Filke’s preludes, even in modern
times. This music, inspired by the first and most important singing of the church, and at the
same time by its spirituality and deeply rooted tradition, fully with its character fits into the
frames of sacred rites, being able to successfully reach the hearts of the faithful and accom-
pany them in prayer meditations.
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Memory of the late Father Piotr Debski

I met Fr. Piotr Debski in 1995, when he started musicology studies at the Catholic Uni-
versity of Lublin. Our scientific contacts deepened when Fr. Piotr signed up for a seminar at
the Department of Instrumentology, headed by Father Professor Jan Chwatlek. At that seminar
there were then ten priests (from three years) who undertook historical and instrumental stud-
ies of organs. I remember how passionately they wrote their master's theses. Seven of them later
obtained a doctoral degree.

Fr. Piotr, as a student, invited me to the places he grew up - to Jelenia Géra and Legnica.
I remember staying at his family home - hospitable, kind, friendly parents. At that time, we
watched beautiful historic Jelenia Géra and Legnica organs. The main purpose of our trip was,
however, to decipher the complex systems of multi-row voices in the bodies of the cathedral
organs in Legnica - the subject of the master's thesis of Fr. Piotr.

After his graduation from the Catholic University of Lublin, our contact continued, and
with time acquired more and more profound scientific foundations. Fr. Piotr wrote an arti-
cle about the bells (carillon) of the Legnica cathedral to the "Studia Organologica” series that
I was editing. We have often consulted the works of organ studies, which he conducted in the
diocese. He made several dozen expert opinions of historic organs. He developed a scheme
of such expertise containing the history of a given instrument, description of mechanisms,
disposition, condition and conservation recommendations, plus documentary photographs.
He consistently conducted systematic fieldwork. He was able to raise funds for conservation
works, personally supervised repairs. Thanks to him, many instruments were saved from total
destruction. At this point I want to emphasize his extraordinary diligence - in the field of or-
ganizational studies, but also as a lecturer and teacher of church music. At one time he was also
a parish priest - in addition to pastoral service, he renovated the presbytery and roofs of two
historic churches. I never heard any complaining from him, he did everything with great pas-
sion and commitment. I remember his happy face after defending his dissertation in September
2014 and words full of ideas for future activities in the diocese.

Finally, a very personal memory. When I was seriously ill, Fr. Piotr prayed for me and kept
my spirit up. When after some time he suffered a serious illness himself - we prayed for each
other and supported each other. The last time we met on December 4, 2018 in Wola Baranows-
ka at the funeral of Father Professor Jan Chwatek. There wasn't time for a longer conversation,
but we both concluded - we're not giving up!

Today, Fr. Piotr is already receiving an eternal reward in heaven for his noble, beautiful,
hard-working life. Piotr, rest in peace and support us from above.

Maria Szymanowicz
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I met Fr Piotr Debski in 1997 after I had begun my musicology studies at the Catholic Uni-
versity of Lublin. He was 3 years older than me in regard to “student training programme”. We
used to meet and talk many times: during shared classes or seminars, or during various types of
organ class trips taught by Fr prof. Jan Chwalek or the Gregorian schola taught by Fr prof. Ire-
neusz Pawlak. Nevertheless, our friendship really started after graduation, when, after returning
to our native dioceses, we both began working in the field of church music: Piotr - in Legnica,
and I - in Opole. It turned out that we were more often calling each other to share our problems,
ideas, and views on various subjects. We were telling ourselves where we conducted renovation
activities of the organ or in which town they were to begin. We exchanged opinions about organ-
building companies. We were reflecting together how to solve some doubts related to renovating
historic instruments. I had a great pleasure of being a reviewer of his doctorate in Lublin, which
was unsurprisingly dedicated to the organ as Piotr was entirely devoted to this instrument. Piotr
was competent. Piotr was committed. Piotr had a broad outlook. Gradually, we began to visit
each other. It did not occur too often, but I do remember his visits in Grobniki. I also remember
my visits in Legnica or Mitkowice. Then, I was able to also discover his other features: he was
a wonderful interlocutor, a patient listener, a keen observer. Piotr was simply a good man. He
was sincerely friendly. He used to come to Opole for every session of the series Silesian organ.
He had submitted his paper to the last session in 2019, but unfortunately, he did not arrive in
Opole anymore. I have its title written down to this day: The seventeenth-century organ of Georg
Ambrosio Tauchman in the Holy Trinity Church in Proboszczéw. He indicated in his e-mail that he
was uncertain about his presence at the conference due to health problems. He did not arrive...
He did not also send his text to be published... I helped him to undergo radiotherapy treatment
at the Institute of Oncology in Gliwice. I remember that when he came to Opole for the first
meeting with a doctor from Gliwice, he was full of hope. At that time, he was genuinely interested
in our Diocesan Institute of Church Music in Opole: he visited our students and teachers who
were conducting classes and then we went to see the doctor. Unfortunately, there was more and
more information about his worsening health problems. He also began to respond to e-mails
and phone calls less and less frequently. Then, the message which I had been taking into account
arrived, but I never really allowed this dramatic scenario to break into my consciousness. Accord-
ing to my custom, with the greatest effort and sincere tears in my eyes I recorded the date of his
departure - 28th February 2020 - on the list of contacts in my mobile phone next to his name.
A prearranged trip abroad prevented me from taking part in the funeral procession... However,
Piotr was, is and will remain in my memory. After returning from abroad, I read his articles in
the volumes of Silesian organs. While I am writing these few words of memories, I realize that
organ fronts were frequently decorated with angels in the glory of heaven. We will miss Piotr at
Silesian organ conferences and in the contents of publications dedicated to organ building. But
first of all, Piotr will be missed in the context of his priesthood and goodness. Yet, I am deeply
convinced that he - like a true angel - “has decorated” the Silesian organ building with his person
and personality. I would like to sincerely thank him for everything that has been stated above, and
for what cannot be said in words!

Eternal singing in Your heavenly choirs give him, o Lord!

Grzegorz Pozniak
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From the funeral chart

Ph.D, DMA Witold Zaborny,
Associate Professor of Academy
of Music in Katowice

Witold Zaborny who was an outstanding organist and teacher, professor at Academy of Music
in Katowice died on 2 April 2020. He worked in the Organ and Church Music Department at the
Academy, being also the deputy dean of the Instrumental Department. For many years he was
also a professor at the Music School in Katowice, as well as in the Diocesan Institute of Church
Music in Opole for 2 years.

He was born in 1969 in Namystéw. He attended the School of Music in Wroctaw where
he learned playing the organ with professor Klemens Kaminski. After graduation, he began
his organ studies with Julian Gembalski at the Academy of Music in Katowice. He graduated
from the school with distinction in 1993 and directly became professor Gembalski’s assistant,
successively gaining qualifications in his academic career. He was constantly improving his
playing abilities during organ music interpretation courses which included works of G. Bovet, U.
Spang - Hanssen, H.Tachezi, W. Zerer, J. L. Perrot, and A. Isoir. He was awarded numerous prizes
which included 3 place at the J. P. Sweelinck’s Memorial of 1 International Organ Competition
in 1992. Within the Socrates programme he ran open courses for students of the Polytechnic, the
School of Music, Dance and Media in Oulu (Finland).

As an organ teacher at the Academy of Music in Katowice he ran the organ class and gave
chamber music and figured bass lessons. Most of his students have won awards or have been
honourably mentioned at nationwide or international organ competitions. In March 2011 he
defended his doctoral thesis and was conferred the title of Doctor of Musical Arts (DMA) by the
Academy of Music. From 2012 as a professor in the Organ and Church Music Department he was
involved in organising organ competitions and ran masterclasses in organ music interpretation
courses. He served on the juries of many organ competitions and auditions of music schools.

Witold Zaborny was an extraordinary active concert organist and chamber music performer.
He appeared in recitals and chamber music concerts at numerous festivals in Poland or other
countries (Austria, Italy, Greece, France, Germany, Switzerland, the Czech Republic, and
Finland). He regularly performed with the National Polish Radio Symphony Orchestra and the
Silesian Philharmonic Orchestra. He recorded CDs and television and radio programmes. In the
field of organ music he was an artistic director who organised several annual festivals in Upper
Silesia and the Opole Region, including the Namyslow Summer Organ Concerts (Namystowskie
Letnie Koncerty Organowe).

He was an artist and pedagogue with extraordinary sensitivity and diligence; yet at the
same time, he was a quiet and modest man who endured his suffering with patience. Despite
a progressive disease he actively participated in artistic and teaching life. He also worked as an
organist including accompanying a liturgy on the National Jubilee Pilgrimage in 2000 during the
Pontifical liturgy on St. Peter Square in Rome. With his cheerful cast of mind and as well as high
demands he endeared himself to students and gained the respect of collaborators and the music
community.
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His achievements are permanently inscribed in the history of Silesian organ music life. The
multitude of his graduates will promote his teaching talent and effective work through their
activities.

May God give him eternal happiness in Heaven and allow the memories of him stay for ever
with us. Requiescat in pace.

Julian Gembalski

Dear Witek,

You departed from us unexpectedly, filling our hearts with pain and sorrow. God took you away
at a time when we are all distant from each other and will be unable to accompany you on your last
journey. Nonetheless, your death, preceded by the long suffering you had been enduring patiently and
in silence, unites us around you today.

The prayers and thoughts of all those who loved you and with whom you were connected through
family links and your work are directed towards you. At this moment, sadness is also shared with
your loved ones by the musical work environment of your college where you gained your artistic and
pedagogical formation to which you devoted thirty years of hard work. The heart of your teacher is filled
with a special sadness today. It was with joy and pride that I was observing your development, further
successes, and the results of your work, which brought such outstanding results. The commitment and
effectiveness of your pedagogical work is proven by the successes of your students and graduates who
have earned awards at various competitions, church concerts, and on stages. You co-created our organ
environment which is united by a common concern for the level of organ music, the proper education
of young organists, and forming healthy, friendly human relations.

I'would like to thank you for all that you contributed to our music community with your presence
and activity. Thank you for your kindness and supporting our joint endeavours, for so many initiatives
that allowed us to perceive our Chair as a team of people who are devoted to consistent work and
dedicate their time and energy to the young people entrusted to us. You supported me in my work
and I could always rely on you; therefore, I am especially grateful to you. You also shared all the
values on which I was trying to build our academic community. Your kindness and peacefulness,
which emanated from you in spite of the growing suffering helped all of us to harmoniously fulfil our
pedagogical duties. We formed a team of people who are friendly to each other, being bound together
by friendship, and your humility and good manners won the hearts of colleagues and students.

I bid you farewell on behalf of the Chair of Organs and Church Music, its staff and students and all
those with whom you co-created the wonderful world of organ music.

Your departure will leave a void in our organist community; yet, we will fill it with a good
remembrance about you and prayer. Following St. Paul's words I can say: “You have completed your
run, you have kept your faith, henceforth there is laid up for you a crown of righteousness” (II Tim,
4.7-8). Witek, rest in peace, and may the Lord be your eternal reward.

Julian Gembalski
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REV I EW GRZEGORZ POZNIAK, Firma organmistrzowska Berschdorf
z Nysy. Dziatalnos¢ na OpolszczyZnie na podstawie zbioréw
Archiwum Paristwowego w Opolu. Series: Muzykologia Opolska
- Studia i Materiaty 5. Opole: Redakcja Wydawnictw Wydziatu

Teologicznego Uniwersytetu Opolskiego 2019, pp. 256.
ISBN 978-83-65860-50-7.

Despite the rich organbuilding
traditions of Silesia, many local organ
building companies are still waiting to
become the subject of scientific discus-
sion. Suffice it to say that even a com-
pany as famous as Schlag & Sohne from Firmaloy ganmlstrzowska
Swidnica, which produced not less Begsehdorfz Nysy
than approximately 1100 organs, does Dziatalnosé I%Dpolszczyzn elna podstawie

hiorw Archligum Paristwopego w Opolu
not possess any monograph devoted
to its history. Though one of the larg-
est organ building companies in the
Opole region, the family-owned organ
building company Berschdorf based
in Nysa is still one of those scarcely
known companies. It was founded in
1889 by organ builder Paul Berschdorf
(1859-1933) from Glogéwek. In 1928
his son Carl (1887-1950 took over and
led the company in Nysa until the end
of the Second World War. The Ber-
schdorf family extended their excep-
tionally buoyant activities to the whole of Silesia, with a focus on the area of the former
administrative district of Opole. They left behind a heritage of about 160 instruments.
Many of them still resound in Silesian churches to this date, demonstrating the high qualifi-
cations of the Nysa-based organ building workshop.

The rich history concerning the activities of that company has unfortunately sunk
into oblivion and it was only due to a publication issued in 2012 by Rev. Grzegorz Pozniak
(Firma organmistrzowska Berschdorf z Nysy w Swietle korespondencji z parafig pw. sw.
Barttomieja w Gliwicach), currently Professor at the Department of Musicology of the
University of Opole, that it recovered its due place in scientific reflection. Even at that
point the author called for the collection of further data about the organbuilding activities
of Paul and Carl Berschdorf. The discussed monograph, which is a follow-up of the proj-
ect “White spaces — music and dance“ (Biale plamy - Muzyka i Taniec) conducted by the
Institute of Music and Dance in Warsaw, is a response to this request. In the framework
of this study, the author has thoroughly searched through the State Archives in Opole for
information concerning the Berschdorf company. A detailed analysis of the records of the

ks¥Grzegorz Pozniak
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Administrative District of Opole was carried out, with a special focus on the documents
of Branch II concerning churches and schools. The search scope was restricted to the area
of the present Opole Voivodeship, including a part of the former Racibérz Duchy. Bas-
ing on the archive materials found, the author succeeded in describing the wide range of
activities of the Berschdorf company in the Opole region, which, as proven by the author,
was not limited solely to the construction or renovation of organs.

The book consists of five chapters that deal with the correspondence of the vari-
ous parishes with the authorities of the Administrative District of Opole. The presented
documents include, among others, acceptance reports, bills, declarations of costs, organ
maintenance contracts, and (in fewer cases) also repair cost estimates as well as cost es-
timates for the construction of new organs. The following parts of the monograph are
devoted to the various types of activities of the Berschdorf company. The first part (pp.
15-77) is dedicated to the construction of new organs. It provides (sometimes completely
new) information about 26 instruments. It is worth mentioning that in no less than 20
cases it was possible to update existing knowledge, e.g. with regard to the year of construc-
tion of certain organs. The second part (pp. 79-88) gives examples of how the Berschdorf
company carried out continuous organ maintenance work on instruments. The third part
(pp. 89-191) is dedicated to the renovation of organs (including also the conversion of
instruments) and other organ-building activities. This most comprehensive part of the
publication provides much valuable information not only about the activities of the Nysa-
based company, but also about the trends in Silesian organ construction of those days.
A particular field of activity of the company from Nysa was, for example, the replacement
of missing front pipes that had been confiscated during the First World War. The fourth
part (pp. 193-228) presents cost estimates for various kinds of organ-building work that
was not executed. The last part (pp. 229-241) analyses Carl Berschdorf's activities in the
socio-political field and his work for the German Association of Organ Builders. The pub-
lication is rounded off by an annex (pp. 245-254) which deserves special attention, even
though it is not directly related to the subject of the monograph. By a stroke of luck,
the author managed to get access to the family archive of Carl Berschdorf‘s descendants.
Thanks to this, the annex contains unique photographs of the Berschdorf family, enriched
by excerpts from a thesis defended by Mrs Kornelia Cichon at the Church Music Acad-
emy in Regensburg in 2018.

To sum up this book review, it needs to be stressed first of all that the publication
enriches our existing knowledge of the history of the Berschdorf company and thereby
also of the organ building history of Silesia and closes a large number of very important
knowledge gaps. The new insights are all the more valuable considering the fact that they
are entirely based on a thorough research of source materials. While it deserves to be ac-
knowledged that the author provides photographs of the documents in question, it must
be pointed out that he should have chosen a larger size to make them more legible. As the
author rightly points out: “when setting out to explore the collections of the State Archives
in Opole in respect of the activities of the organ building company Berschdorf from Nysa
in the Opole region, the writer of these words did not expect that he would have to deal
with such an extensive correspondence. There can be no doubt that this is due to the
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precise administrative organisation of the Church and the Prussian state that resulted
in even the smallest undertakings of a financial or economic nature being documented,
including even a sphere of church activity such as organs. Their construction, minor and
major repairs, modernisation and continuous organ maintenance work were connected
with permits, co-financing and other administrative acts. This, in turn, generated a rigor-
ously compiled documentation which made it possible to verify our existing knowledge
about the activities of the Berschdorf company in the Opole region and revealed many
previously unknown facts®

Hopefully, this publication will inspire further research not only on the activities of
the Nysa-based Berschdorf company, but also on other organbuilding companies. There
can, after all, be no doubt that numerous documents hidden in various kinds of archives
are still waiting to broaden our knowledge about the history of organbuilding in Silesia
with new facts and to help clarifying many complex issues.

Andrzej Prasat

REVIEW PIOTR MATOGA, Antoni Sapalski (1822-1890).
Zycie i dziatalnos¢ organmistrzowska na terenie Krakowa.
Opole: Sindruk-DIMK 2020, pp. 227.
ISBN 978-83-955914-3-3.

In early March 2020 a particularly inter-
esting book was published in Opole by the
publishing house Sindruk-DIMK, written
by church musician and musicology student
at the University of Opole, Piotr Matoga, an
impassioned researcher of history and or-
ganbuilding in the community of Cracow, of

Piotr Matoga

which he is a representative.

The book is entirely devoted to the organ
building heritage of Antoni Sapalski (1822-
1890) in the city of Cracow. At the time when
the book described here was released, A. Sa-
palski was primarily known as the first Pol-

ish organ building theorist who crowned his Antoni Sapalski
organ building knowledge and practice by

publishing his memorable work in the year Zyciei dzialalnosé
1880 called Guide for Organists (Przewodnik :ﬁ;‘mﬁf_‘;ﬁﬁ

dla organistow. Wskazéwki jak organy w do-
brym stanie utrzymywaé, reparacye i strojenie
ich samemu uskutecznial itd. Poglgd teore-
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tyczno-praktyczny dla dozoréw koscielnych, proboszczow, budujgcych koscioly, jak niemniej
mitosnikow muzyki koscielnej objasniony trzydziestoma drzeworytami). That publication was
the first of its kind written in Polish. Apart from that, A. Sapalski also worked as an organ
builder, i.e. he constructed and renovated organs. This fact, however, receded into the back-
ground in the public perception. In this context the book published by P. Matoga constitutes
a remarkable novum, as it describes in a pioneering way A. Sapalski’s organ building herit-
age, even if, in this case, his study is limited exclusively to the Royal City of Cracow. That
way the author of the publication provides his valuable contribution to Polish organ studies.

The entire book consists of five chapters. A list of abbreviations and a bibliography ap-
pear at the end of the book, together with a very useful index of names.

The first chapter starts with historical sketches referring to the history of organ building
in nineteenth-century Cracow, i.e. the creative period of A. Sapalski. Additionally the his-
torical sketches also show the various activities of the organ builders who were working in
Cracow in the nineteenth century. This chapter thus displays the broad background of organ
building in nineteenth-century Cracow, and it is against this background that the reader will
see more clearly the scope of Antoni Sapalski’s achievements.

The second chapter introduces the organ builder as a person by presenting a full biog-
raphy that contains at first his origin, then his educational training, and finally his inter-
est in organs as well as a general characterization of his organ building activities. One of
A. Sapalski’s central achievements was the above-mentioned publication of his Guide for
Organists, which went down in history as the first Polish book of its kind. The second part
of this chapter is devoted to this work.

The third chapter is a detailed description of Antoni Sapalski’s activities in the city of
Cracow. The author first describes 13 new instruments constructed by this organ builder
and then mentions another instrument that is attributed to A. Sapalski. The author also
briefly refers to an unidentified instrument which is mentioned in Sapalski’s offers. Sub-
sequently the author lists the instruments on which Sapalski worked. This refers to three
different forms of work: repair, renovation and conversion. The author lists 8 instruments
in this regard. He also mentions two works that had only been taken into consideration,
but were never performed. Regarding the content of this chapter as a whole, there is one
aspect that is extremely important for the publication discussed, namely the in-depth study
of historical sources referring to all the organs described in this chapter and based on a criti-
cal apparatus provided with high precision. This should be regarded as an excellent starting
point for further historical and instrumentological research.

The fourth chapter is a kind of summary with respect to the general characteristics of
Sapalski organs. The author takes into account five factors. Firstly he specifies the size of the
instruments expressed by the number of stops and sections, and also with regard to key-
boards. Then the author discusses the technical solutions applied by Sapalski and analyzes
the issue of the organs’ disposition. In addition, the author separately discusses such an im-
portant issue as the prospects of Sapalski’s organs, and finally there is a very short discussion
of the name plates which - although rarely - were used by his workshop. All those factors
are very valuable for the identification of the specific nature of organ building represented
by Sapalski in the context of his times and environment.

156 ’ FOLIA ORGANOLOGICA




REVIEWS

Finally, in the booK’s fifth chapter, the author attempts to catalogue Antoni Sapalski’s
organ building work. Although the discussed book is exclusively devoted to organs in Cra-
cow, the author, during his description of Cracow instruments, accidentally learns of other
instruments built in other countries, regions and various other cities and submits that in-
formation in a table with the basic data such as the year when work was started (the list
includes all orders between 1851 and 1885), the site where the orders were carried out (loca-
tion and name of the church), the type of organ building work (construction, renovation or
conversion) as well as information whether the instrument is preserved or not resp. whether
it has been relocated.

A valuable aspect of the book as a whole is its clear layout. The organs’ disposition is
provided in a table together with the scope of their keyboards. In addition, the layout is en-
riched by a precious photographic documentation as well as numerous appended diagrams
and copies of original documents.

The discussed publication earns special distinction for a set of reasons, but it may be
sufficient to list only the three major benefits here.

Firstly, the discussed publication is the work of a young researcher, student and church
musician whose fascination for the “royal instrument” delivers extremely interesting and
very necessary results. Particularly valuable is his in-depth study of historical sources which
pave the way for detailed organ studies in the future.

Secondly, the publication discussed significantly enriches our knowledge of Antoni Sa-
palski’s organ building activities and also of the instruments existing in Cracow, especially
those originating from the second half of the nineteenth century, an era of social and cul-
tural transformation for the city in many respects.

Thirdly, the publication presented also highlights the potential of the publishing house
Sindruk-DIMK from Opole when it comes to editing works from the field of musicology
and music. With the publication of this book the afore-said publisher has once again deliv-
ered evidence of his great publishing expertise.

Franciszek Koenig

REVIEW Publishing series Organy i muzyka organowa, J. Krassowski

(ed.), vol.I-V, Gdansk 1977-1984. Akademia Muzyczna
im. Stanistawa Moniuszki.

The last century is the renaissance of Polish organ music and knowledge about this in-
strument. Interesting compositions, countless festivals, concert halls filled with listeners,
organ constructions and reconstructions. These phenomena could not escape the attention
of Polish musicologists and music theorists. Therefore, the International Scientific Sessions
called “Organ and Organ Music” were initiated in 1977. These events accompanied subse-
quent editions of the Organ Music Festival in Koszalin, Poland. State College of Music in
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Gdansk, later renamed Stanistaw Moniuszko Academy of Music, was the chief organiser
of the event. Conferences have always been so popular that they usually take place every
two years until this day. Materials from a given session are published each time. This way,
a collection of several hundred papers presented in 15 volumes of “Organ and Organ Mu-
sic” series was created. The purpose of this article is to discuss the aforementioned content.
Due to the substantial amount of material, the analysis was divided into three parts of five
volumes each.

The described volumes were created successively in 1977, 1978, 1980, 1982, 1984. The
scientific editorial board was chaired by Janusz Krassowski. In addition to the papers, the
books contain abstracts in German (with the exception of volume I where it is in English)
and biographies of the authors. The subject matter concerns three areas: history and organ
construction, performances of organ music, works dedicated to organs. The texts usually
appear in this order.

The most abundant area of research is the one that concerns organ construction. Tun-
ing and intonation are among the frequently discussed topics. Bogustaw Sudak publishes
a series of articles on Medieval ways of pipe scaling. He describes, among others, treatises of
Odo from Cluny, Hucbald and Notker Labeo from the 9"-11* centuries (volume I), as well
as the influence of Antiquity on the Medieval theory of organ construction based on the
document Mensura fistularum et monochordi from the 10th century (volume II). Joachim
Gudel, on the other hand, outlines the problem of the tuning and intonation of old key-
boards: organs, clavichord and harpsichord (volume II). Jan Chwalek reads and analyzes the
Latin text found on the pages of the Tablature of Jan of Lublin from 1540 (volume V). It is
the oldest text known in Poland regarding tuning a keyboard instrument.

Several articles have been entirely devoted to the issues of protection and conserva-
tion of historic organs. Jan Chwalek presents the course of action to protect historic organs
in Poland, its directions of development, achievements and difficulties (volume I). He de-
scribes the period of time between 1967 and 1977, when the first conferences on instrument
conservation took place. 19" century Cracow is of interest to Tadeusz Przybylski (volume
I). Marian Dorawa specifies the concept of a monument in his text. On several examples, he
reveals how the value of old instruments in Poland is underestimated (volume III). Julian
Gembalski also deals with this topic describing the situation of historic organs in France
(volume III). Several speakers dealt with the subject of a specific instrument: Jan Chwatek
describes the instrument from the parish church in Kazimierz upon the Wisla river (volume
II), Joachim Gudel - the organ of the church of St. Jacob in Olsztyn (volume IV), Hanna
Wieczorkiewicz - instrument from the church of the Holy Trinity in Gdansk (volume V),
Marian Dorawa - side organs from the church of St. John in Torun (volume V).

Several texts relate to the condition of organ construction in the selected area. Wanda
Falk took up organ instruments of the Low Beskids (volume I). Marian Dorawa focuses on
issues related to monuments located in northern Poland (volume II). Jan van Mol writes
about the 18" century history of organ and organ music in Flanders (volume III). In an-
other article, Waldemar Kape¢ describes the organs and musicians of Cracow’s Dominican
churches St. Giles’ and the Holy Trinity (volume III). Historic instruments located in south-
ern Sweden, in Skéne, are described by Urszula Ptaszynska-Grahm (volume III). Wiktor
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Z. Lyjak describes in detail the organs in Lowicz, including instruments of the Lowicz col-
legiate church and the parish church of the Holy Spirit (volume IV). Maria Konopka gives
information about the organs at the Archdiaconate of Sandomierz in the 18® century based
on the on-site visit files (volume V). On the other hand, Waldemar Kape¢ describes the
participation of Dominicans in organ construction in eastern Poland in the 17"-19" cen-
turies (volume V). Werner Walcker-Mayer describes Walcker organs in Poland. He supple-
ments the paper with drawings, photographs and instrument dispositions (volume V). Jozef
Serafin describes organ building in Sweden (volume II). The author points to the 18" centu-
ry as the one in which the first instrument was created and the Swedish organ craftsmanship
reached the European level. He also periodizes history and lists the most important people.

The next area concerns the postulates and instructions addressed to the organ-builders.
Jan Jargon deals with the opposition of art and technology in organ construction (volume I)
and he regrets that the former one was neglected. He presents the appropriate technical and
sound assumptions for the construction of the instrument, as well as the possibility of verify-
ing the organ-builder’s artistic predispositions. Zenon Kobus, on the other hand, indicates
how important the place of an instrument in a building is (volume I). The architect of the
newly constructed building should plan the arrangement and nature of the organs already at
the design stage. Tadeusz Machl describes a graphic-symbolic method of marking parts on
register clefs (volume I). It is accurate, clear and legible regardless of the cultural and linguistic
backgrounds. Marianna Sankiewicz writes about the acoustic function of an organ prospectus
(volume IV). She lists differences in the perception of organs covered by a traditional prospec-
tus (the upper ends of the pipes are covered) and the modern one. The comparison is in favour
of the traditional prospectus. On the other hand, Gustaw Budzynski took up the acoustic as-
pect of the organ in Swieta Lipka (volume IV). The German organ-builder Werner Walcker-
Mayer gives the possibilities of a compromise combination of North German Baroque organs
and instruments from the 19" and 20™ centuries (volume IV).

Books on organ structure are also of interest to these writers. In memory of the cente-
nary of the birth of Albert Schweitzer (1875-1965), Jerzy Erdman presents a fragment of his
considerations in the field of organ action (volume I). Jerzy Golos complements and cor-
rects his work “Polish organs and organ music” from 1972 (volume III). Antoni Sapalskis
activities are noticed in two articles (volume III). Jan Chwalek describes his most famous
book, Guide for Organists, 100 years after its first edition. What is more, Alicja Saturska deals
with specific issues describing the organ stops in terms of the author. Jerzy Golos refers to
the work of L. Rojzman Organ in the history of Russian music culture, published in Moscow
in 1979 (volume IV). He gives some additions and comments that may inspire the author
to continue working.

Magazines describing the state of organ construction and the realities of the musicians’
work are also particularly popular. Wiktor Z. Lyjak provides information about organists
taken from the 19" century “Religious-moral Magazine” published in Warsaw (volume
III). Jerzy Golos, on the other hand, wrote down information from the “Plock Shepherd’s
Monthly” magazine from the first half of the 20* century. The most important is the infor-
mation about the transfer of organs with clear Iberian influence from the dissolved Domini-
can monastery in Torun to Dobrzen upon the Drweca river (volume V).
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Specific organ-builders are described by Antoni Pietrzyk and Ernest Kubala. The first
one corrects errors and supplements the news regarding the activities of Biernacki family
(volume IV). This company composed of three generations of family members operated at
the turn of the century. They were the following organ masters: Hugon Ernest, Dominik I,
Waclaw I, Dominik IT and Wactaw IL It is difficult to assess the activity of this company due
to the large diversity of professional knowledge of the characters described. Ernest Kubala,
on the other hand, describes the life and activity of Tomasz Falla, organ-builder who lived in
the years 1860-1922. In Lviv he was a student of Jan Sliwiniski who practiced in the famous
workshop of A. Cavaille-Colle. The company operated in Szczyrzyc in the years 1885-1980.
The organs with which they supplied Galicia usually had between 5 and 20 stops.

The following articles deal with various historical issues. Leon Witkowski supplements
the periodization of the organ history with an often neglected ancient period (volume II).
He quotes sources talking about hydraulic organs, their numerous names, as well as the gen-
esis and the process of improving the instrument. The use of organs in antiquity was also de-
scribed. Gert Oost presents a moment of the history of organ construction in the Netherlands
(volume II). The year 1800 turns out to be a breakthrough in the mentality and musical tastes
of composers in favour of returning to counterpoint, which also brought a change in organ
construction. Heinz B. Orlinski describes changes in the construction of the pedalboard in
various styles of instruments (volume IV). The same author points to the great interest in
organ and organ music in modern times and the benefits of this state of affairs (volume V).

The second area of research is the performance of organ music. Compared to previ-
ous issues, this topic was dealt with much less frequently. Writers describe specific prob-
lems of the organ music performance. Heinz B. Orlinski takes up the subject of the art of
organ improvisation (volume I). The paper addresses the following issues: colouring, im-
provisation for cantus firmus, improvisation on a given topic, free improvisation. Franciszek
Wesolowski describes various instruments and their combinations used in basso continuo
practice, registration principles and proper structure of the part (volume II).

Papers devoted to the work of a particular composer or era constitute another subgroup
of research on the performance of organ music. Leszek Werner writes about the perfor-
mance practice of the works of the turn of the 16" and 17% centuries with particular em-
phasis on the work of Girolamo Frescobaldi (volume I). He stops at the master’s original
remarks regarding Fiori musicali and the toccatas and partitas collection. Zenon Kobus
describes the art of English organ music registration (volume II). He indicates different pe-
riods of creation and the associated selection of organ stops. Franciszek Wesotowski deals
with the organ works of the composer and organist Henry Purcell (1659-1695) (volume
IV). He describes instruments suitable for this music, rules of the tempo and chromatic
changes, various types of ornamentation. The interpretation of Max Reger’s organ works
according to Heinz Wunderlich depends on three conditions: transparency of the music
image, exuberant expression of the organist, appropriate instrument (volumes IV and V).
However, the fact that Reger was not sufficiently familiar with the principles of organ in-
terpretation is a kind of obstacle and hence some terms are inadequate or incorrect. The
problems involve piano and pianissimo play. Then, auxiliary devices and the use of terrace
dynamics are necessary.
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The authors of the papers also took up the subject of organ music performance text-
books. Franciszek Wesotowski writes about the 17" century II Transilvano organ school by
Girolamo Diruta (volume III). The importance of this first handbook for an organ music
performer is enormous. The author describes issues regarding counterpoint, music rules,
transposition, as well as the proper way of registration and the attitude of an instrumental-
ist. Music examples have their source in Italian literature. Bogustaw Sudak summarizes the
information on organ playing in Versuch iiber die Wahre Art das Clavier zu spielen by C.P.E.
Bach from the second half of the 18" century (volume V). Bach describes, among others,
the problems of organ dynamics.

The papers devoted to the works of Johann Sebastian Bach somehow combine the issues
of performance and music analysis. Leon Bator presents the genesis of ornamentation in
the composer’s organ music (volume I). He emphasizes how valuable the urtext editions of
the works of old masters are, in which they give their instructions, e.g. write out ornaments.
Heinz Wunderlich describes his own experience gained on the organs of Arp Schnitger
from the church of St. James in Hamburg (volume II). This instrument was built in the
spirit of the Orgelbewegung aesthetics. The author indicates that only with the help of such
organs can the character of Bach’s music be fully expressed. He also defines other factors
important for the correct interpretation of Baroque art. Correct articulation, which is the
subject of the article by Heinz B. Orlinski, is one of them (volume II). Wilhelm Ptodzien,
on the other hand, describes the changes in forms that occur in Bach’s preludes and fugues
(volume II). He indicates, among others, the degree of complexity of the works, uniform-
ity of form, influences of Italian music. Alena Vesela describes the issues of ornamentation
based on the Bach table ornamentation from the piano booklet for the son of Wilhelm
Friedemann (volume III). Helmuth Rudloff outlines the influence of the Baroque master on
E Mendelssohn’s organ works. This romantic took Bach’s principles of shaping the form and
polyphonic technique, but subordinated them to the personal style and character of the era.
This author’s second paper concerns the reception of .S. Bach at the beginning of the 19™
century and the publication of his organ works (volume IV). It turns out that the promotion
of this work aroused German national consciousness, and Bach’s oeuvre became a symbol
of German and national characteristics. Piotr Grajter tackles the problems of form in Bach
organ variations (volume V). Lech Kucharski also refers to the fugue master, describing six
fugues on B-A-C-H op. 60 by R. Schumann (volume V). He devotes an article to the archi-
tecture of the works, the characteristics of the elements and the comparison of the oeuvres
of both composers.

There is a significant group of papers slightly off the top-down tripartite division and
they are the ones concerning education. Mirostawa Semeniuk-Podraza presents a timetable
of organ literature for students of State College of Music in Cracow (volume I). She devides
the material into periods from Gregorian chant to Bach, from Bach to Debussy, from De-
bussy to avant-garde. Tadeusz Przybylski gives the specifics of the Salesian organist school
operating in Przemysl in 1916-1963 (volume III). The text by Jan Boehm refers to organist
and singing courses organized for the youth of Powisle and Warmia by the Association for
the Defense of the Western Borderlands in 1923-1928 (volume IIT). Wanda Falk presents
the subject area of the theses by the students of State College of Music in Cracow in the years
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1958-1978 (volume III). 64 students decided to identify the issues of organ and organ music
in their dissertations. Music theorists have taken up, among others, issues of form analysis,
composer techniques, theoretical treatises and organ construction. Organists mostly dealt
with performance issues and interpretation of ].S. Bach’s music.

Articles in the field of musical analysis usually relate to the specificity of the work of
a given region or nation or specific composers. The first group includes a paper by Julian
Gembalski on organ music in Silesia (volume I). Urszula Ptaszynska-Grahm presents con-
temporary Swedish organ music (volume II). She briefly outlines history and presents the
precursor of this field, Otto Olsson. Wanda Falk describes the dynamically developing
contemporary music of the USSR and the state of construction (volume II). She indicates
the beginnings of organ culture in Kievan Rus dating back to the 11* century. Important
composers for the development of this field are: Aleksandr E Gedike, Isaj A. Braudo, Hugo
Lepnurm. The leading position in the Soviet Union is occupied by the organ culture of the
Baltic States, which is the subject of Ilma Grauzdina’s paper (volume II). It marks the histori-
cal and stylistic stages of development of Lithuanian, Latvian and Estonian music. Vytautas
Landsbergis, on the other hand, describes the importance of Lithuanian organists at the
turn of the 20" century (volume II). At that time, the parish musicians played the role of
music revival activists. Ruta Gajdamavi¢iute writes about the role of composers C. Sasnaus-
kas and J. Naujalis during this period (volume III). In the next article, the author discusses
the problems of rhythm among contemporary authors of this country (volume V). Jurate
Landsbergite also writes about the specificity of Lithuanian music (volumes IV and V). Na-
tional trends in Bulgarian organ creation are described by Newa Krystewa (volume III).
She informs that it was in this country where the Roman organs from the 2™ or 3" century
were discovered. Organ music returned to favour only in the 1930s thanks to the composers
Pancza Wiadiferow and Petko Stainow. At present, Bulgarians have already been through
the stage of the first experiments and are striving to create their national style.

One of the goals of the organizers of “Organ and Organ Music” session is to promote
the work of contemporary Polish composers. The works of Henryk H. Jabtonski, Au-
gustyn Bloch, Henryk M. Gérecki (volume I), Maria Dziewulska, Tadeusz Paciorkiewicz,
Kazimierz Serocki, Norbert M. Kuznik (volume II) and Tadeusz Machl (volume III) were
presented. In addition, it has been undertaken to analyse the entire work and activity of
Mieczystaw Surzynski, Fr. Hieronim Feicht (volume I), Bernard Pietrzak (volume III), Hen-
ryk J. Jabtonski (volume IV), Juliusz Luciuk, Jerzy Bauer (volume V).

Jerzy Gotos looks at the subject of organ creativity from a wider perspective (volume IT).
He undertakes to split the history of organ music in the 19" century. This period was consid-
ered to be late. The author, however, proves the great importance, shown against the back-
ground of Europe, of composers: Karol Kurpinski, Jozef Grabowski, Aleksander Karczynski,
and Eugeniusz Walkiewicz.

Lech Kucharski summarizes contemporary organ works (volume II). The author em-
phasizes that in recent years there has been a growing interest in organ performance through
an increased number of competitions, concerts and festivals. Based on the catalogue of the
Polish Composers’ Union and surveys, he made a list of organ works after 1945. The list
comprises 29 names of artists and about 95 compositions. In addition, Tadeusz Machl ar-
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gues that a good organ piece can only come out of the organist’s hand due to the technical
and color specificity of the instrument (volume II). He supports his opinion with examples
from the analysis of Gothic Suite by L. Boelmann and Volumina by G. Ligetti.

The authors are also interested in the old and modern organists. Stanistaw Lachowicz
describes the biography and activities of August Freyer, a Saxon living in the 19* century
(volume II). He worked as an organist and music director in the Warsaw Evangelical Church
of Augsburg Confession. Tadeusz Przybylski, on the other hand, describes the history of
Wincent Wactaw Richling, the organist and director of the Wawel choir, who lived in the
same century. The author also made a list of Richling’s compositions. Gert Oost describes
the activities of a Dutch composer Anthon van der Horst (1899-1965) (volume III). His
works are characterized by transparency of structure, expressiveness and a wealth of ideas.
The scale formed by Horst — modus coniunctus is typical of most compositions. Malgorzata
Nawrocka presents the profiles of the organists of the parish church in Poznan in the years
1815-1919 (volume V). Urszula Ptaszynska-Grahm describes the organ works of Heinz B.
Orlinski, a composer, virtuoso and conductor born in Upper Silesia in 1928 (volume V).

Several conclusions can be drawn on the basis of the aforementioned papers. The au-
thors of the texts from the series "Organ and organ music” from 1977-1984 focused on
organ history and construction. The following topics were discussed:

e tuning and intonation,

e historical issues,

e protection and conservation of historic organs,

e condition of organ construction,

e postulates and tips for organ-builders,

e books of organ construction,

e magazines describing the state of organ construction
and the reality of musicians’ lives,

e activity of organ-builders.

The subsequent texts concern the issue of organ music performance (problems of or-
gan play, performance practice regarding the work of a particular composer or era, organ
textbooks), performance and analysis of J.S. Bach’s works and education. The last group
of papers serves to present the specifics of the work of a given region or nation or specific
composers, with particular emphasis on the music of 20" century Polish artists, as well as
the presentation of old and contemporary organists.

| Karolina Pawlik
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REVIEW FRANCISZEK KOENIG, Budownictwo organowe na Gérnym
Slgsku od potowy XIX w. do roku 1945. Ewolucja rozwigzari
konstrukcyjnych i estetyki brzmieniowej na przyktadzie
instrumentdw w kosciotach diecezji gliwickiej. Series: Muzyko-
logia Opolska - Studia i Materiaty 4. Opole: Redakcja Wydaw-

nictw Wydziatu Teologicznego Uniwersytetu Opolskiego 2019,
pp.908.I1SBN 978-83-65860-41-5.

For many years now the topic of Silesian
organs has received growing interest among
the scientific community in Poland. But in
spite of evident progress in this respect, there

ks. Franciszek Koenig

are still many blank spaces to be filled. It is, lm'
therefore, with increased satisfaction that we |
should welcome the publication of the book ml”
by Rev. Dr. Franciszek Koenig which is devot- l I ”"
ed to the transformations in organ building R T TR
in Upper Silesia that took place in the period | '” “” .

from the middle of the nineteenth century to
1945, on the example of the organs preserved
in churches of the Gliwice diocese. The sub-
ject and scope of the research work was lim-
ited to a particular time and region. It covers Budownictwo organowe na Gornym Slasku
a period of less than 100 years, but with re- od potowy XIX w. do roku 1945
gard to the transformations in organ building
that occurred during that time, it is a period
of unprecedented changes in the field of or- _
gan construction as well as transformations
in the field of sound esthetics. The book was
published as the fourth volume in the series “Opole Musicology - Studies and Materials”.

The presented book as a whole consists of two parts, the first of which (chapters I and
1) introduces the broad historical and cultural context for the results of the instrumento-
logical research that are gathered in the second part (chapters III and IV). The first part
(pp. 79-194) starts by presenting the social and economic situation in Upper Silesia in the
nineteenth and first half of the twentieth century. It was a time of intensive industrial de-
velopment and, as a consequence, of great transformations including also the field of musi-
cal culture. Therefore a separate section was devoted to the description of the heritage and
evolution of musical culture in Upper Silesia in its various forms (choral and instrumental
music, concert life, folklore singing, musical publishing), taking into account, inter alia, the
impact of music tradition of a city like Breslau. The Upper Silesian church music tradition
is discussed in a separate section. Then, in the second chapter (pp. 195-333), we find a gen-
eral, but very thorough outline of the history of organ building in Silesia from the thirteenth
century to 1945. A particular focus is put on the activities of organbuilders who came from
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Upper Silesia and worked in this region. This gave the opportunity to capture the essential
characteristics of organs built in that region until the mid-nineteenth century in order to
better understand the directions of the transformation in Upper Silesian organbuilding in
the nineteenth century and in the first half of the twentieth century.

The second part of the book contains the results of in-depth instrumentological research
and their summary. The third chapter (pp. 335-566) is a description of the organs built in
the present diocese of Gliwice during the period from the middle of the nineteenth century
to 1945. First it gives information about organs that do not exist any more. The descrip-
tion of the preserved instruments, however, is arranged in alphabetical order and grouped
according to deanery affiliation. The characterization of the various instruments includes
historical information concerning the history and the construction of the organ as well as
data on any maintenance carried out. Then the author gives a description of the tracker ac-
tion, the windchests and the bellows, followed by an accurate list of the organs’ dispositions
including their mixed voices. The research issue addressed in this work made it necessary to
provide a thorough survey and description of the instruments preserved. This research work
was carried out in the years 2004-2014. Starting from these results and on the basis of other
available sources and studies described in the literature, the author succeeded in many cases
in determining the exact year when the instruments were constructed and by whom. He
found out that no less than 96 organs in churches of the Gliwice diocese - out of a number
of 125 existing instruments — were built during the aforementioned period from the mid-
19th century to 1945. It was thus a period of intensification and transformation in the field
of organ building. In those days such famous companies as Rieger and Berschdorf marked
their presence, who built the highest percentage of organs in relation to the total number of
instruments being researched.

The fourth chapter (pp. 567-765) constitutes a detailed analysis of the instrumentologi-
cal research carried out. It includes aspects like the outward appearance and the construc-
tion of organs, but also their inside dimensions, i.e. the nature of their sound structure and
issues concerning sound esthetics. The last point of this chapter presents a chronological list
of the transformations that have been discussed. They essentially followed the same trends
which prevailed at that time in the entire area of the German organbuilding tradition. The
greatest changes occurred in the 1920s and 1930s. It was in that period that proportionally
the highest number of the organs being researched was built. It was then that instruments
built by companies like Klimosch und Diirschlag, Sauer or Biernacki first appeared. Among
the major transformation factors to be mentioned is the first appearance of the open pros-
pect. A certain specificity (“Silesian tradition”) was the particularly strong implementation
of the ideas of the so-called Orgelbewegung.

The entire work is complemented by an annex (pp. 775-846) including a photographic
documentation - in all, a number of 129 black and white illustrations. It is very helpful that
the author also included an index of organbuilders and organbuilding companies as well as
an index of the towns and churches in the Gliwice diocese.

It is worth mentioning that the publication is built on a solid basis of source material.
Suffice it to say that the bibliography (pp. 11-51) counts about 800 titles. The author con-
ducted an in-depth research in the state, parish and diocesan archives as well as in Polish
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and German libraries such as the National Library in Leipzig, the National and the Univer-
sity Library of Cologne and the Central University Library of Regensburg.

To sum up this book review, it must first of all be stressed that the publication pro-
vides a variety of valuable and hitherto unknown information concerning the organs in the
Gliwice diocese. The author undertook the extremely ambitious task, which he ultimately
implemented with great success, of thoroughly analysing the transformations in the con-
struction and sound characteristics of the instruments built in the described area during
the period from the mid-19th century to 1945. In addition, the description of the preserved
instruments that Rev. Koenig has submitted makes a significant contribution to the project
of cataloguing the organs in the Gliwice diocese. And as the author rightly notes: “At the
present stage, there is an apparent lack of studies that attempt to analytically and thoroughly
comprehend the transformation processes. However, an understanding of those processes
on the basis of studied and described instruments, built on the foundation of earlier histori-
cal and source research, based on an analysis of the material gathered and its compilation
in accordance with the increasingly rich scientific literature on the subject, is a further step
towards a better understanding of organbuilding traditions in general. The specified tradi-
tion establishes itself within the framework of constantly ongoing changes that take place in
an evolutionary way and in a specific historical and cultural context” (pp. 70-71).

| AndrzejPrasat

REVIEW MARIA SZYMANOWICZ, Polska bibliografia organéw, vol. 1,
Lublin: Polihymnia 2011, pp. 494, ISBN 978-83-7270-956-1;
vol. 2, Lublin: Polihymnia 2014, pp. 478, ISBN 978-83-7847-

241-4;vol. 3, Lublin: Polihymnia 2018, pp. 230, ISBN 978-83-
7847-496-8.

At the end of 2011 the first volume of the “Polish Organ Bibliography“ by Maria Szy-
manowicz was published by the Lublin-based publishing house Polihymnia, which has spe-
cialised in the publication of musical and musicological literature. The next volumes were
published in 2014 and 2018. The scientific importance of this publication was clearly point-
ed out by the words of the reviewer of the first volume, the distinguished organ scientist late
professor Jerzy Golos (1931-2019), long time Professor at the Fryderyk Chopin University
of Music in Warsaw, who wrote in his review of the first volume of the Bibliography that,
referring to the work published by professor Maria Szymanowicz he could only “use super-
latives. Her work is sensational, not only on the national level”. The most valuable among
those superlatives certainly was that it could be called an extraordinary support instrument
for work and research in the field of organ science and instrumentology that Polish organ
scientists and instrumentologists had been lacking until then.

Professor Maria Szymanowicz is the second director in the history of the Chair of Musi-
cology at the Department of Arts (previously at the Department of Musicology) of the Saint
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Paul II Catholic University of Lublin and
heiress to the legacy of Rev. Professor Jan
Chwalek (1930—2018), the fOIldlY remem- Maria Szymanowicz
bered Polish organ scientist and teacher to

OLSKA

several generations of Polish organ scien-
tists. Professor M. Szymanowicz has been

attached to the Chair of Musicology from MBLIOGRAF
)RGANOW

the beginning of her scientific career, which
is why she disposes of exceptional knowl-
edge in the field of Polish organ literature,
a fact that entitles her to write a work like
the one being described here.

In the first volume of her work, in the
words of the “Introduction’, the author
points out that the idea to prepare a study
of Polish literature on that subject was in-
spired by the work of the German author
Rudolf Reuter who for his part had written
a study of the German organ history as ear-
ly as some decades ago (Bibliographie der
Orgel. Literatur zur Geschichte der Orgel bis
1968, Kassel: Bérenreiter 1973, pp. 267). Following that model M. Szymanowicz decided to
conduct an investigation of the following items: magazines, encyclopedias, authors’ books,
typescripts (documentations, expertises, opinions, studies, maintenance work programmes,
organ projects and diploma papers), collective works, guides, occasional publications and
book series. Therefore we should appreciate the author’s outstanding contribution in con-
ducting such a wide-ranging investigation, since collecting those results certainly was an
extremely labour-intensive and hence also time-consuming challenge. This fact should be
a reason for great appreciation from the community of Polish organ scientists for the au-
thor’s work.

Each of the published volumes of the “Polish Organ Bibliography” has a specific amount
of bibliographic entries. Volumes I and II each contain 1,000 entries, while volume III con-
sists of 500 entries. The next volume of the ,,Bibliography’, i.e. volume IV, is currently under
preparation.

The methodology for establishing the bibliography is identical in all of the volumes, and
each new volume is a continuation of the preceding ones.

The basic structure of the compiled ,,Bibliography” is made up of four parts.

The first of them is a register of the compiled bibliography. It contains a register of the
Polish literature on organs (texts devoted to a specific organ, or longer mentions), arranged
alphabetically according to the authors’ names. In the first volume the register starts with
a list of 77 texts without reference to an author. Each bibliographical entry referred to in the
first volume received a specific number from 01 to 1,000, in the second volume from 1,001
to 2,000, and in the third volume from 2,001 to 2,500.
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The three following parts of the publication are made up of three basic indexes which
are typical of this kind of work, created on the basis of the relevant literature mentioned in
the first parts.

The second part contains a subject index. This is an alphabetical list of so-called key-
words. They go back exclusively to the titles of the bibliographical entries covered by the
investigation. Each of the keywords in the index was attributed the number of the entry in
the bibliographical register of the first part. Some keywords were further specified, e.g. the
construction of the organ was divided into certain elements like voices, bellows etc. The
keyword was treated similarly, i.e. organ builders, for example, was specified by a list of the
names of the specific organ builders. Other keywords were also extended in a similar way.
In this regard it is also important that the names of the churches were specified for towns
that have more than one church.

The third part provides an index of persons that were engaged in the construction or
the maintenance of a given instrument. Names are indicated in alphabetical order. It also
contains all variants of the first names of organ builders mentioned in the bibliographical
entries, which can be a valuable help for the identification of organ builders, especially those
who worked in distant times. The numbers attributed to each of the mentioned persons also
refer to the bibliographical list in the first part, in other words to the entry under which the
name in question is mentioned.

Then the fourth chapter provides an index of places. This is a very comprehensive part
of the publication and also contains an alphabetical list of the places mentioned in the bib-
liographical entries of the first part. This list shows all the localities which possess an organ.
Whenever there is more than one church in a given locality, the names of the churches are
also listed separately or there is an indication which denomination the given church belongs
to, e.g. that it is a Protestant church. This is extremely important because in cases of cities
like Warsaw or Wroclaw, the number of places given in the list includes no less than about
a hundred place names. A similar approach was followed in the case of monastery churches.
In such cases it was specified that the respective church is, for example, a church of the
Reformati. In addition, with regard to some localities, the list also contains other places like
synagogues, museums or schools which house or once housed an organ. The numbers in the
list also refer to the list of literature in the first part of the publication.

Hence all of the aforementioned indexes created by the author - the indexes of subjects,
of persons and of places - in accordance with the methodology for compiling this type of
bibliography, directly relate to the list of literature in the first part of the respective volume.
The fifth and last part of each volume provides a list of the publications that were covered by
the investigation. It contains all the titles mentioned by the author on which she based the
respective volume of the “Bibliography”.

At the end of each volume there is a list of the abbreviations used in the publication.

In summarizing this short presentation of the three volumes of the “Polish Organ Bibli-
ography” that have been published so far, attention should be drawn to four points.

Firstly, the “Bibliography” published by Professor M. Szymanowicz has become a highly
convenient, useful and necessary tool in the hands of all organ scientists — and not just in
Poland. In fact, this does not only concern people who have a scientific interest in organs,
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but the published book is also valuable for anybody dealing with the subject of organs, even
as a pastime, in other words, it is a precious tool for any organ enthusiast.

Secondly, a very positive impression is created by the editorial design of the publica-
tion. In this respect it is worth noting again that each of the volumes was given a different-
coloured cover. In this way, the colour difference between the exterior layout, which was
designed by Father Dr. Julian M. Smierciak OFM, helps to intuitively distinguish the volume
number that one is reaching for on the bookcase.

Thirdly, the three volumes published so far show the importance that the author herself
attaches to them, who, as I think, has already understood their timeless value. Therefore
each volume of the “Bibliography” has its own dedication reflecting the author’s emotional
relationship to the mentioned persons. The first two volumes were dedicated to the above
mentioned two Polish organ scientists. The first volume was dedicated to Rev. Professor Jan
Chwalek, and the second one to Jerzy Gotos. The dedication of the third volume, however,
is to the author’s loved ones.

Fourthly, the author’s announcement that the work on the publication of the subsequent,
already fourth, volume of the “Polish Organ Bibliography” is almost completed should be
welcomed with great joy. The community of organ scientists, including those in Opole as-
sociated with the Department of Musicology at the University of Opole and the yearbook
“Folia Organologica” are waiting impatiently for its publication.

| Franciszek Koenig

REVIEW About the distinguished king, his sonic power and
an uncommonly furnished kingdom in a new reveal

The organ is called the king of in-
struments for a reason. They can bring
out the highest and lowest sound that
a human ear can hear. They can play
very quietly, and after a while over- 0 otga“a b
whelm with the power of their sound ‘
the space of the largest temple. This is z dziecmiidia dZIECI \
the only instrument that can imitate the
timbre of other instruments - even all
at the same time. And most important-
ly, this whole orchestra resounds under
the fingers of just one organist! How is
this possible? Grzegorz Pozniak’s book
tells all this — About organs with chil-
dren and for children.
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The mentioned position debuted on the Polish publishing market in May 2018 and
since then it has enjoyed uninterrupted interest of all readers — small and large “children’.
After all, to everyone’s surprise, it has also become an excellent help wherever the un-
fathomable wisdom of standard textbooks on organs seemed unbridled. But can one talk
about such complicated issues and complex mechanisms in a way that is accessible even
to a child, and at the same time true?

There is not a slightest doubt that the author of the item in question perfectly accom-
plished this seemingly unbelievable and impossible task, and his ingenuity and creative
inventiveness have revealed to the readers puzzling and inaccessible spheres. The original
literary text combined with illustrations by Malgorzata Kowalcze, which are the result of
a remarkable artistic vision, and the spectacular graphic layout of the whole contributed
to the overall success of the book. The quality of the book was honored by the Association
of Catholic Publishers with Feniks 2019 Award.

It is no wonder that the print edition ran out quickly. In the end, who would not want
to have a royal position in their collections, especially so distinguished? This fact, in turn,
became an impulse for the publisher to prepare the second edition of the organ story,
which appeared at the beginning of 2020. This time, however, the book took on a non-
pink, as in the case of the first edition, coloring of the cover, but - to distinguish - dressed
itself in the tone of royal blue. However, it invariably enjoys us with spectacular interior,
and most importantly, it shows that education does not have to be boring, and knowledge
and good fun can go hand in hand.

This position should be recommended to all parents, teachers and educators who
want to educate their pupils in the spirit of Christian and humanistic values. This reading
not only introduces valuable knowledge in the field of organ studies and organ construc-
tion, but also sensitizes to beauty and indicates the need to cultivate tradition and care
for the environment. In addition, it encourages participation in higher music culture and
listening to good music, while providing many great experiences and inviting readers to
experience an amazing adventure.

This book will surely convince everyone that the organ is a real king who can truly be
liked. So let’s take advantage of the invitation to his unique kingdom of sounds. “Only real
music is beautiful, and the people who listen to it — children, teenagers, adults - become
more beautiful! (...) Your Majesty, reign with your sounds, colors, power and majesty!”

| Ewelina Szendzielorz
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REPORT

The 6th International Scientific
Conference on The Art of Organ Building

(December 11-12, 2019 in Cracow)

The Organ Department of
the Academy of Music in Cra-
cow has been organizing a se-
ries of International Scientific
Conferences under the title
“The Art of Organ Construc-
tion” for several years now.
The sixth conference of this
series took place on December
11-12,2019.

The first session (Decem-
ber 11) was held in the Senate
Hall of the Academy of Mu-
sic in Cracow. It was opened
by Prof. Dariusz Bakowski-
Kois, Ph.D., head of the Or-
gan Department. The first
lecture was delivered by Lidia
Ksigzkiewicz, the titular or-
ganist of the Notre Dame Ca-
thedral in Laon. She presented
the organ culture of Paris and
provinces at the turn of the
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17th and 18th centuries. The second to speak was Jarostaw Raczek, MSc Eng.,
organist of the Corpus Christi Basilica in Cracow. He outlined the history and
current state of the local organ, which is the largest instrument in Cracow in
terms of the number of pitches. In the evening, at the end of the first session, an
organ concert was staged in the Jesuit Basilica in Cracow. Lidia Ksiazkiewicz,

MA, chiefly performed works by French composers.
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The second session (December
12) was held in organ room No.
319 in the building of the Acad-
emy of Music in Cracow. A lecture
by Dr. Ton van Eck, organist at the
Cathedral of St. Bavo in Haarlem,
was centered on the golden age
of Dutch organ construction and
was illustrated with numerous
examples. Piotr Matoga, a musi-
cology student at the University
of Opole and author of studies on
the history of organs in Cracow,
discussed the work of organ mas-
ter Bartlomiej Juszkiewicz in rela-
tion to instruments built in Lesser
Poland in the second half of the
17th century. He also presented
new information on this subject
and verified some incorrect theses
from earlier studies. Jacek Sajka,
MA, organist at the church of St.
Catherine in Cracow, presented
the history of the local organs. It is
particularly abundant as at present

| Tonvan Eck
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the church of St. Catherin and the
neighboring monastery houses as
many as five instruments in total.
The speech of Mr. Pawel Paster-
nak, Ph.D. student at the Fryderyk
Chopin University of Music in
Warsaw, concerned the activity of
organ master Waclaw Biernacki
in the dioceses of Cracow and
Tarnéw. In the last speech, Dr.
Arkadiusz Bialic presented the
concept of the organ in the Cracow
Corpus Christi Basilica in relation
to Tadeusz Machl compositional
Piotr Matoga output. The second session of the
conference ended with an evening
concert at the Holy Cross church
in Cracow. Renaissance and Ba-
roque music was performed by Dr.
Ton van Eck.

The conference was an oppor-
tunity to get acquainted with the
results of research by scientists
from various centers. Numerous
questions and a long discussion
attested to the interest among the
listeners.

Jacek Sajka

Piotr Matoga,
Bronistaw Rutkowski
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The Symphonic Schlag organ

in the Church of Peace in Swidnica.
Musical phenomenon

Rich baroque prospectus, moving figurines of drumming angels and the
sound of the entire symphonic orchestra. The organ of the Peace Church in
Swidnica is celebrating its 110th birthday this year (2019). The instrument
built by the organ company from Swidnica Schlag & Sohne is one of the most
splendid elements of the temple’s interior. Unique acoustics and tradition of
the annual International Schlag Organ Festivals makes The Church of Peace
also the Temple of Music.

The symphonic organ in the Church of Peace in Swidnica was built in
1909 by the organbuilder Oscar Schlag and his company Schlag & S6hne from
Schweidnitz (Swidnica), existing since 1869. It is also the «Opus Magnum» of
the Company. The largest and most modern organ built by Oscar Schlag for
his native parish of the Church of Peace. The rich history of the Schlag family
in Swidnica began with the first significant order from this church. The family
grave of The Schlag Family is located a few steps from the temple. The organ
from 1909 was created in a historic organ case with a baroque fagade from the
previous instrument — the barock organ of Peter Zeitzius.

According to the funding of EEA Grants by the Parish of The Church of
Peace in 2014-2016, organbuilding company Scheffler from Sieversdorf car-
ried out the renovation of the instrument. On July 31, 2016, after the Sunday
service, the inauguration concert was performed by the cantor of the Peace
Church, Maciej Bator. Since then, the instrument has been used several hun-
dred times a year during liturgies and concerts (organ festivals and private
events).

Throughout the year, organized groups of tourists from around the world,
mostly Japanese, Germans and Americans come to visit the Church of Peace
in Swidnica. It is possible to order an organ concert, 15-, 20-, 30-, or 60-min-
ute concerts on Schlag organ, on baroque altar organ, or on both. Optionally,
the concert is divided into two parts (using two instruments), or played by

176 | FOLIA ORGANOLOGICA




REPORTS

two organists, together
and in dialogue. From
August 2018 to Septem-
ber 2019, there has been
more than 230 private
organ concerts ordered
by tourist groups on the
Symphonic  Organ of
the Peace Church. In the
summer season, private
concerts take place al-
most every day, or even
a few concerts daily. New
Year’s concerts are also a tradition. Despite the frost (the church is not heated
and there is often sub-zero temperatures in January), guests order about 15
concerts, usually from December 29 to January 3.

’ Fot. Bart Barczyk

The organ also accompanies all the most important events of the year: in
addition to sacral celebrations and Church ceremonies, it is played in rep-
resentative situations. Official guests, delegations, diplomats and politicians
visiting Swidnica listen to concerts performed especially for them.

Over the past five years, dignitaries, chancellors, prime ministers and lords
of states have listened to organ music in the Church of Peace (Charles VI Gus-
tav, Dalai Lama XIV, Rudy Giuliani, Jolanta Kwasniewska, Angela Merkel,
Ewa Kopacz and others).

Two cycles of organ concerts take place regularly at the Peace Church in
Swidnica: Schlag Festival and The Symphonic Organs of the Church of Peace
organized by the Good Music Foundation and the organists Zuzanna and
Maciej Bator.

The goal of the Schlag Festival is to promote heritage of the organ company
Schlag & Séhne from Swidnica. Houndert years ago, the company built organs
for many different countries: until today instruments from the Swidnicas fac-
tory are used in Mexico and South Africa. The concerts of ,The Symphonic
Organ of the Church of Peace» aim to show the unique, orchestral possi-
bilities of this instrument. The concerts program is dominated by symphonic
music, organ transcriptions and film music.

2019, as part of the scholarship of the Minister of Culture, Zuzanna Bator
performed 11 concerts at the Church of Peace for school’s and kindergar-
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ten groups. The concert’s
programm included tran-
scriptions of organ mu-
sic. The students could
touch and see the instru-
ment also from the inside
- the engine, bellows, and

pipes.

Concerts as part of or-
gan festivals in the Church
of Peace gather a large au-
dience: from 150 to over
800 people. The listeners are an enthusiastic group of music lovers. Since 2016
they have been building an unusual atmosphere around Swidnica’s organs.

’ Fot. Bart Barczyk

Swidnica becomes an international organ center attracting artists and lis-
teners from around the world. I invite you to visit this amazing place in Lower
Silesia. I cordially invite you to the Schlag Festival concerts and other events
organized by the Good Music Foundation and the Peace Church in Swidnica.

For more information visit the websides:
www.kosciolpokoju.pl
www.fundacjadobrejmuzyki.pl
www.zuzannabator.pl

Zuzanna Bator
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Sounds 2 for bassoon and organ
Andrzej Szadejko
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