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The Latin carnival opera Facetum Musicum (Musical Joke)
comes from the Cistercian monastery in the northern Bohemian
town of Osck. A copy of the work dated to 1738 is on file at the
Czech Museum of Music under the title Musikalisches Kurzoweil-
-Spiel. As both the Latin and German names are merely subtitles
to the work (in the same vein as ‘dramma per musica)), they say
nothing about the actual content of the piece. The opera was
petformed during Carnival, when entertainment of the body and
soul were permitted even in the monastic environment prior to
Lent. The libretto by an unknown author reflects this relaxed
carnival atmosphere in the story of four Epicureans — festive
courtiers tempting the allegorical protagonist Liberty (Libertas)
with a variety of pleasures. Each of the four Epicureans has

a particular vice — food, drink, music, and game. The opera’s
monastic environment is reflected in the fact that the extolled
weaknesses do not include love for women. Based on an ancient
anecdote, the philosopher Diogenes enters the story outraged by
the wanton behaviour of the Epicureans, and — to their
embarrassment — invents a special tool: he lights a lantern in broad
daylight and sets off in search of people with genuine integrity.
But his scolding of the Epicureans has no effect, and Diogenes
returns to his meagre dwelling in a large ceramic jar, which he
had chosen to express his disgust for luxury. His indictment of
Liberty as the initiator of this frivolous behaviour falls on deaf ears;

Liberty wins hands down and the epicureans pay tribute to her.

One of the most fascinating phenomena in Czech Baroque
music, the opera score is in fact a pastiche of Italian opera arias
with a new libretto by an unknown writer. Derived from the
Italian word pasticcio (‘paté ’ or ‘pie filling’ from different in-
gredients), pastiche was a fairly common opera technique in the
eighteenth century involving the use of older arias in new ope-
ras, regardless of whether they were earlier works by the same
composer or were taken from someone else entirely. Of the vari-
ous reasons for creating such musical ‘patés’, the most common
was to accommodate the wishes of the singers, whose favourite
arias would ‘travel’ with them from opera to opera depending on
the taste and demands of the audience. Composers and impresa-
rios also resorted to using their own works or those by different
composers due to time trestraints or the available instruments.
The opera Facetum Musicum was also based on the principle
of pastiche. The composer, perhaps a musically trained mem-
ber of the Cistercian order or a lay employee of the monastery,
selected several Italian arias and choruses, added a new recitative,
and in this way created a new work. If he was not the author of
the text, he collaborated very closely with the librettist.

At the same time, the selection of arias was limited in many
regards: the metric structure and the placement of the stress in
the original Italian libretto had to match the new Latin text. It
was also beneficial if the basic effect of the aria and the overall
character of the music were in line with the meaning of the
text. Finally, the choice of suitable arias was also limited to the
music at the composer’s disposal. What is clear, however, is that
the selection and arrangement of atias and the composition of

recitatives indicate an experienced musician with extraordinary
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respect for the expressional nuances of the text. The dramatic
composition employs various types of arias with a wide range
of instrumentation effects; recitatives change in many places to
arioso, with the composer contributing to the character of the

words with witty musical devices.

Although identifying the names of the composers whose arias
were used to create the opera Facetum Musicum was a genuine
musical detective story, today the composers of one-third of the
music are known. The overture and two arias with concertante
wind instruments, “Apportate epulas’ and Ferte pocnla’, were found
in the opera La Vittoria diAmor coniugale Naples, 1712), which is
most likely the work of the Venetian composer Antonio Lotti
(premiered in Venice in 1710 as Isaccio Tiranno). Liberty’s final
aria, ‘Quis non vestrum me amplectatnr’, was identified by pure chance
as coming from Vivaldi’s opera Orlando finto pagzo (Venice, 1714).
Other arias quite easily identified included two from George Fri-
derich Hindel’s opera Agrippina (Venice, 1709). One was the aria
sung by Liberty with a solo oboe TLibertati campns patet’ and the
aria ‘O quam sapit mibi vinum’ sung by the fourth Epicurean.

Although the occurrence of Italian opera as the most peculiar
expression of profane music might be surprising in the monastery
environment, it is not unique in Czech Baroque culture. Opera
arias with a new Latin text were a regular part of the church
music repertoire; however, their use in a dramatic context is un-
common. While demonstrating the prevalence of Italian opera in
the country, the opera Facetum Musicum is also testament to

the skill of local composers in working with this type of music.

—Jana Spdcilovi

The opera Facetum Musicum is unique and fascinating in
terms of stage design and direction because of the detailed
stage notes preserved in the original score. The stage setting
was prepared as closely to the original wishes of the authors,
and in a style that is authentic to its original period of time:
from the precise manner of the opening and closing of the
stage, to the entry of servants with food and drink, and to the

handling of vatious props and character entrances.

In the first act, the primary characters declare their points of
view and proclaim what they believe is the right way to live. In
the second act, the hedonistic Epicureans challenge Diogenes’
purist view of the world; but, reason has no chance against the
vociferous and aggressive voice of the majority — Diogenes is

banished, and the fun can continue.
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Antonio Vivaldi — Georg Friedrich Handel
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pasticcio 3 oper
A. Vivaldiho, G. F. Handela a A. 1.ottho
g roku 1738

Diogenes: Vladimir Ttebicky — bas
Epicureus Primus: Lucie Rosznyé — sopran
Epicureus Secundus: Jan Mikusek — kontratenor
Epicureus Tertius: Rostislav Balaz — tenor
Epicureus Quartus: Pavel Maska — bas
Ripieni:

Dominika Kellnerova, Juliana Synkova, Simon Hron,
Stépan Maska, Jindfich Vecefa, Patrik Sindler,
Matéj Gregor, Karel Fiala
Bacchus: Karel Fiala — bas

Partitura: Jan Trojan

Transkripce: Markéta Vecefova, Pavel Maska
Rekonstrukce a revize: Ondfej Macek, Tomas Hanzlik
Nastudovani: Marck Cermak
Vyprava a kostymy: Vendula Johnova, Tomas Hanzlik
ReZie: Tomas Hanzlik

Ensemble Damian

Alena Strojilova, Jitka Hanakova — housle
Branislav Lari§ — viola
Frantisek Kolc¢ava — violoncello
Dalibor Teimer — kontrabas
Marek Cermak — pozitiv (organo)
Zuzana Vranova, Martina Michailidisova — flétny
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Latinska karnevalova opera Facetum Musicum (Hudebn{ Zert)
pochézi z cisterciackého klastera v Oseku v severnich Cechach.
Opis dila, datovany 1738, je ulozen v Ceském muzeu hudby pod
nazvem Musikalisches Kurzweil-Spiel. Jak latinsky, tak 1 némecky
nazev jsou vlastné pouze podtitulem dila (podobné¢ jako napfi-
klad ,,dramma per musica®), nebot’ nefikaji nic o obsahu kusu.
Opera byla hrana v dobé masopustu, kdy bylo i v klasternim
prostiedi dovoleno obveseleni mysli i téla pred nadchazejici
dobou postni. Libreto neznamého autora odrazi tuto uvolnénou
karnevalovou atmosféru v pifb¢hu ctyt Epikurejct — rozjafenych
dvoranu, které pobizi alegoricka postava Svoboda (Libertas)

k rozlicnym radovankam. Kazdy ze ¢tyt Epikurejct m4 v oblibé
nékterou lidskou slabost — jidlo, pitf, hudbu, hru. Klasterni pros-
tredf kusu se odraz{ v tom, Ze mezi opévovanymi nefestmi se
neobjevuje laska k Zenam. Podle staré antické anekdoty vstupuje
do hry filosof Diogenes, ktery je poboutfen rozpustilym chova-
nim Epikurejct, a k jejich zahanbeni vymysli zvlastni prostfedek:
rozsviti lucernu a za bilého dne jde hledat lidi, ktef{ nebudou
lidmi jen podle jména, ale i podle svého chovani. Svou kritikou
vsak nic nezmuze a vypeskovan Epikurejci se vraci zpét do
svého sudu, skrovného obydli, jeZ si vyvolil jako vyraz pohrdani
lidskym pfepychem. Jeho obzaloba Svobody jako ptvodkyné
tohoto veselého pocinani vyzniva naprazdno; Svoboda vitézi na

celé cate a Epikurejci ji slavné vzdavaji hold.

Hudba opery predstavuje jeden z nejzajimavejsich fenomént
ceské barokni hudby. Ve skutecnosti se jednd o pasticcio z ital-
skych opernich arif, které byly vybrany a pfetextovany neznamym
upravovatelem. Pasticcio (z italstiny, pfeklada se jako ,,pastika®,
,»slatanina®) bylo pomérné béznou technikou operni praxe
18. stoleti. Princip spocival ve vkladan{ starsich arif do novych
opet, bez ohledu na to, zda byly dilem autora provadéného kusu
nebo uplné jiného skladatele. Dtavody pro vytvafeni takovychto

Univerzita Palackého E ﬂ

v Olomouci MUZEUM
UMENi
OLOMOUC

hudebnich ,,pastik byly razné; nejcastéji se uvadi diktat pévec-
kych hvézd, s nimiz jejich oblibené drie ,,putovaly z opety do
opery podle vkusu a narokt publika. Skladatelé ¢i impresariové
mohli rovnéz sahnout po cizi ¢i vlastni arii z ¢asovych divoda,
kvuli instrumentaci atd. Na principu pasticcia je vytvofena i hudba
opery Facetum Musicum. Jeji autor, snad hudebné vzdélany
clen fadu ¢i laicky zaméstnanec klastera, vybral néekolik italskych
arif a sboru, pfikomponoval k nim recitativy a sestavil tak nové
dilo. Pokud nebyl sam autorem textu, velmi tzce s libretistou

spolupracoval.

Vyber arif byl pfitom limitovan mnoha hledisky: metricka stavba
a rozlozeni pfizvukd pavodniho italského textu arie muselo
korespondovat s nové podlozenym latinskym textem a zaroven
bylo zadouc, aby byl v souladu s vyznamem textu i zakladni
afekt arie a celkovy charakter zhudebnéni. V neposledn{ fadée
byla volba vhodnych arif omezena také tim, jakou hudbu mel
autor k dispozici. Nutno ovSem fici, ze vybér a sestaveni arif,
stejné jako kompozice recitativi, prozrazuji zkuseného hudeb-
nika s mimofadnym respektem k vyrazovym nuancim textu. Ve
vystavbé dramatu pfichazejf ke slovu rizné typy arif se sirokou
skalou instrumentacnich efektu, recitativy pfechazeji na mnoha
mistech v ari6za, kde skladatel pfispiva k charakteru slov vtipné

zvolenymi hudebnimi prostfedky.

Utrcenf jmen skladateld, jejichz arie byly pouzity pfi vytvareni
opery Facetum Musicum, bylo vpravde detektivaim muzi-
kologickym ofiskem — dnes vSak jiz zndme autory plné tietiny
hudby. Pfedehra a dvé arie s koncertantnimi dechovymi nastroji
wApportate epulas“a ,,Ferte pocula““byly nalezeny v opete La Vittoria
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d’Amor coningale Neapol 1712), kterd je s nejvyssi pravdépodob-
nosti dilem benatského skladatele Antonia Lottiho (premiéra

v Benatkach 1710 jako Isaccio Tiranno). Dalsi arii, jejiz urceni bylo
vskutku st’astnou ndhodou, byla zavérec¢na arie Svobody ,,Qwis
vestrum me non amplectatur”. Tato arie pochazi z opery Antonia
Vivaldiho Orlando finto pazzo (Benatky 1714). Dalsimi ariemi,
které se podatilo urcit jiz pomérné snadno, byly dvé arie z opery
Georga Friedricha Hindela Agrippina (Benatky 1709). Jedna se

o arii Svobody se sélovym hobojem ,,Libertati campus patet*a arii

Ctvrtého Epikurejce ,,O guam sapit mibi vinum .

Vyskyt italské opery jako nejvlastnéjsiho projevu svétské hudby
muze sice byt v klasternim prostredi pfekvapivy, v ceské barokni
kultufe vsak nenf vyjimkou. Opernf arie s novym latinskym
textem byly béznou soucasti repertoaru nasi chraimové hudby;
jejich pouziti v dramatickém kontextu je ovéem vyjimkou. Pravé
opera Facetum Musicum doklada nejen miru rozsifen{ italské
opery na nasem uzemi, ale i schopnost tvirciho uchopeni tohoto

hudebniho druhu domacim skladatelskym Zivlem.

—Jana Spdcilovi

Opera Facetum Musicum je zajimava také z hlediska scénic-
kého provozovani. Unikatni jsou podrobné scénické poznamky
zachované v puvodnim notovém materialu. Scéna byla vytvofena
tak, aby mohla autenticky respektovat pfesné zavirani a otevirani
jevisté, pfichody slouzicich s napoji a jidlem, manipulaci s raz-
nymi atributy atp. V prvaim déjstvi dochazi pouze k prokla-
maci postoji v§ech jednajicich postav. Ve druhém konfrontuji
Epikurejci své libustky s Diogenovym puristickym nazorem na
svet. Nezvitézi vsak argumenty, nybrz halasna a agresivni vétsina.

Diogenes je vykazan a zabava muze pokracovat.

—Tomas Hanzlik
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