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¥ Franz Anton
Mitscha (Mica, 1696-1744), who
was born 320 years ago in Namést nad Oslavou
in the autumn of 1696, was one of the leading Moravian
composers in the first half of the 18th century. His father was
the organist Nicolaus Mitscha, who first worked in Tfebi¢ and
shortly also in Namést, only to settle down for good in JaromeéTice
nad Rokytnou (Jarmeritz). Here his family established themselves
as one of the pillars of the rich musical life promoted in this small
Moravian town by Count Johann Adam of Questenberg. The count
played a major role in making Moravia an important opera centre in
the first half of the 18th century, ranking him among Europe’s music-
loving aristocratic elite.

Preserved documents show that between 1722 and 1752 Jaroméfice
held nearly two hundred musical and dramatic performances. The year
Mitscha’s congratulatory serenata Operosa terni colossi moles premiered
in the town, Jaroméfice also hosted at least two oratorios, several
operas after Easter (including Siroe re di Persia by the renown Italian
composer Domenico Sarro), twelve operas in the autumn (e.g. Pirro
by the famous Johann Adolf Hasse), and six operas over Christmas,
including one held on St. Stephen’s Day.

The main task of Franz Anton Mitscha was to produce all the music
performed in Jaroméfice. His musical talents became quickly evident:
already in 1711 — at the age of fifteen — he was listed as a musician
serving at Questenberg’s palace in Vienna, the capital of the Habsburg
monarchy. However, no records have been found on his composition
and vocal training, for example with one of the members of the
Viennese court orchestra. Despite his obvious musical talent, the job
of Kapellmeister at Questenberg’s court was given to the son of the

Rector Johann Jacob Frey of Jaroméfice. Following the sudden death of

this promising musician, Questenberg chose Franz Anton Mitscha to

succeed Frey. It was undoubtedly a good choice, as the reliable Mitscha

served as Kapellmeister and valet (Kammerdiener) until his death. Besides

the jobs of house-master and administrator, the valet was one of the

highest positions at the aristocratic court, and Mitscha essentially
served as the count’s confidant.

Franz Anton Mitscha was also in charge of editing the scores for -

Jaromérice’s operating conditions, while also helping with the staging *
of the worksin line with Questenberg’s wishes, as it was the count
L4 who always had the last say in preparing the productions. Mitscha
" was likewise an excellent tenor, as evidenced by the numerous. roles
he sang. In accordance with the contemporary custom he composed
chiefly congratulatory pieces to celebrate the birthdays of the members |
of Questenberg family, and also Sepolcri — Passion oratoria sung in
church with the ephemeral backdrop of the Holy Sepulchre.

=

The serenata Operosa terni colossi moles (Laborious Construction of
P Three Colossi) was composed in 1735 and is the last fully preserved
work by Mitscha. The libretto was written by Chaplain Jacob Zieliwski
of JaromeéTice. The text is unusual for congratulatory pieces in that it is
written in Latin. It draws heavily on the libretto by Jesuit Anton Saletka,
Fama Sancta Vocali Vaticanae Gloriae Tuba Orbe Resona Universo, which
was apparently set to music by Simon Brixi for the canonization of John
Nepomucene in Prague in October 1729. It is likely that Questenberg
instructed Zieliwski to use Saletka’s libretto as the basic text, which
he certainly knew and possessed himself, as he had attended the
festivities in Prague. Zelivsky took over several characters’ names, and
_ even some verses, as well as the symbol of a triangular heart, which
" isincluded in the scenic design of both the works. Likewise adopted
- is the genre designation influenced by the Jesuit dramas (Saletka:

“melodico-theatrali dramate”, Zieliwski: “theatrale melo-drama”).

o In 1735 the serenata was performed to celebrate
4 Count Questenberg’s feast day, which was on 24
December. The composition has been preserved
as a score, now stored in the Viennese
archives of the Society of Friends
of the Music (Gesellschaft
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der Musikfreunde).
Mitscha’s congratulatory music, this work
is one of the longer ones, similar to Der glorreiche
Nahmen Adami dating to 1734.

Among

In the autumn of 1735, the emperor appointed Questenberg principal
commissioner of the Moravian Provincial Assembly, which was held
in Brno the following year in 1736. The commissioner chaired a three-
member committee representing the ruler at the assembly. However,
the post was not a prominent or highly desired one, rather the opposite,
and Questenberg accepted the post reluctantly. His new post was
nevertheless advertised on the title page of the score Operosa terni colossi
moles (“ad regium tribunal caesareus commissarius principalis”). Maintaining
a residence in Brno tied the Count even closer to Moravia and to the

nobility involved in the local provincial offices and noble estates.

Operosa terni colossi moles consists of two parts that are nevertheless
considerably independent (with completely different characters).
Thus this is not a two-part work governed by a closely-knit theme;
instead, the two parts are loosely connected. Also noteworthy is the
asymmetrical form, rare in contemporary production (the first part is
considerably longer than the other), which was absent in comparable
congratulatory music played, for example, at the Viennese Imperial
Court. Mitscha had applied the same form a year earlier in the serenade
Der glorreiche Nahmen Adami. The second parts of the two works were
sung by very young female singers from Jaroméfice; while we know
the names of those in Der glorreiche Nahmen Adami, the girls who sang
in Operosa terni colossi moles are not recorded. However, proof of them
performing comes from a receipt issued by the tailor Tvrdocek at the
end of 1735 for the costumes “vor vier kleine Sing-Madeln” (for four
young female singers).

The performance of these girls, still almost children and at the very
beginning of their singing careers, must clearly have been inspired by
the Viennese court. While at the court it was directly the emperor’s
daughters who performed similar pieces, in Jaroméfice it was musically
gifted girls from Jaroméfice, and Questenberg thus symbolically
assumed the role of their spiritual father. It is likely that these were the
same girls that sang in Der glorreiche Nahmen Adami: Rosina Mitscha
(the daughter of Jacob Mitscha, the organist at the Jaroméfice Church
of St. Margaret), Johanna and Paulina Catullus (daughters of musician
Nicodemus Catullus), and the youngest singer was probably the
twelve-year-old Francisca Gravani (granddaughter of Rector Wenzel
Frey of Jaromeéfice) or even daughter of Kapellmeister Mitscha, eight-
year old Carolina.
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Operosa terni colossi moles begins with the following instruction: “As the

triple Questenberg domain is in three lands, namely Bohemia, Moravia and

Austria, consistent with the symmetry of a triangular heart three Genii raise
three colossi of fame, to which Aganippaea arrives, for poets liken the heart
to a sweet spring called Aganippe.” The libretto proves that the count’s
main concern was his Moravian domain, which he considered central,
i.e. the most important. He loved Jaroméfice and was also a great
Moravian patriot, as is evident from some other works that were
composed by Mitscha and other Viennese composers on commission
by Questenberg and peformed at the Jaroméfice castle theatre. The
introductory instructions (called Theatri rapraesentatio) demanded

that a triumphal carriage be placed directly on the stage: “Let

there be a triumphal gate, through which enter three Geniuses on a
triumphal chariot drawn by two lions. In addition, at the centre of
the stage hangs a finely decorated heart with two wings, which
Trigoniana shall set on fire with a torch. There are also
three towering pyramids or colossi and the spring

of Aganippe.”
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Five charac- =
ters appear in the first part of
the serenade. The main character is Trigoniana,
creator of the Roman colossi, represented as three high
pyramids on the stage. Her attribute is the heart. The trinity
is also present in the name of Trigoniana (Greek for triangle).
Another character is Aganippaea, goddess of springs. These two
characters, who act as guides, are accompanied by three geniuses —
spirits protective of places where the count had his estates: Geodesius,
Policardus and Eudoxus. A major role in the symbolism of the first
part of the serenata is played by heraldic elements — the Bohemian
lion, Moravian (also referred to in the libretto as the Marcomanian)
eagle, and red and white fields of the Austrian archduchy (the libretto
also employs a reference to the actual fields irrigated by the goddess
Aganippaea).

==

The first part consists of nine arias, two duets (one in the form of an
arioso) and two choirs. After the introductory three-movement overture
in a joyful and triumphant D major, Trigoniana lights the symbol of
a heart decorated with two wings, declaring her plan to honour the
name of the celebrating count by erecting three colossi. This is perhaps
an allusion to the massive architectural boom, which enjoyed the
estates of Count Questenberg. The goddess Aganippaea convenes the
representatives of Bohemia, Moravia and Austria. The geniuses arrive
to the sound of a celebratory intrada composition on a triumphal chariot
to celebrate Adam’s name. The serenata exposition concludes with
the choir, culminating in an entrance composition that contained no
musical notation in the score. The geniuses then gradually raise three
pyramids in honour of the count’s feast day. It is no coincidence that
the aria of Policardus dedicated to Moravia speaks about “our beloved
homeland”. The last word (Latin “patria”), repeated multiple times, is
musically emphasised by means of difficult coloraturas. Expressing
Questenberg’s patriotism, the aria is also the only one in the first part to
be composed with the obbligato instrument — cello solo. The arias of all
the characters are followed by an arioso of Aganippaea and Geodesius,
after which each character sings their second aria, and Trigoniana
also sings a duet with Geodesius. Trigoniana has also invited foreign
nations to the celebration to “add lustre to our rejoicing choir with their
dancing”, as the libretto indicates. This must have been the director’s
instruction because the next choir that concluded the first part of the
Operosa most likely featured ballet.

The roles of both the guides — Trigoniana and Aganippaea — were
entrusted to well-established Jaroméfice singers, sopranos Johanna
Mitscha and Elisabetha Hawlin. The geniuses were played by Franz
Anton Mitscha (Policardus), alto Elisabetha Hawlin (Geodesius),
another pillar of Questenberg’s ensemble, and bass Anton Lohner
(Eudoxus), who came to Jaroméfice from the nearby estate of
Tavikovice; later he performed as an opera singer in the prestigious = =

Viennese Kirntnertortheater. 3

In the second part of the serenata, the sea, represented by four Sirens, joins
the mainland in the tribute. This part also opens with a stage direction:
“The entire stage is transformed into a sea, and four letters flare up in the sky:
A D A M.” These four letters correspond to the number of the singing Sirens.
A probable allusion to the not very favourable personal circumstances of:
the count at the time and the disgrace he was facing at the emperor court in
Vienna is the very first number of the second part the duet of the first and
second Sirens. It speaks about sorrow that the Sirens will drive away, and
about the time when clouds disappear from above the sea. This is followed
by three arias and a duet, once again in the form of an arioso. The obbligato
instrument in the aria of the third Siren is the chalumeau (predecessor:
to the clarinet). In combination with the ”pastoral” key of F major, the
chalumeau contributes to the pastoral character of the aria. The final
choir sings about Adam’s glory to the sound of the orchestra,
this time also featuring trumpets and timpani.

Jana Perutkovd
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Frantisek Antonin Mica
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=i TRIGONIANA
= (fimska stavitelka kolosii
/ Roman architect of the colossi)

My

Kristyna Vylicilova — soprin / soprano
AGANIPPAEA
(Bohyné pramentii / Goddess of Springs)
Lucie Rozsny6 — soprdn / soprano
GEODESIUS
(Génius Rakouska / Genius of Austria)
Stefan Kunath — kontratenor
POLICARDUS
(Génius Moravy / Genius of Moravia)
Lukas Hacek — tenor
EUDOXUS
(Génius Cech / Genius of Bohemia)

Jaromir Nosek — bas / bass

Juliana Synkova, Simon Hron,
Marek Rihak, Matéj Gregor — sbor / choir

Irena Ostadalova — flétna / flute
Petra Ambrosi — hoboj / oboe
Jaroslav Kocirek, Petr Jurasek — kiariny / clarinas
X Alena Strojilova — housle / violin
'3 Jana Spacilova — housle / violin
Sarah Flogel — housle / violin
ol Helena Vedralova — housle / violin
Y Branislav Laris — housle / violin
Tomas Hanzlik — viola / viola
i Petra Machkova Cadova — violoncello / cello
i‘_. Marek Kubat — theorba / theorbo
Martin Smutny — pozitiv / positive organ

Simon Jakubicek — kontrabas / double bass
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/ Musical arrangement and direction:
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FrantiSek Antonin Mica (1696-1744), od jehoZz narozeni

v Nameésti nad Oslavou nad podzim roku 1696 si letos

pfipominame 320 let, byl jednou z nejvyznamnéjsich

skladatelskych osobnosti na Moravé v 1. poloviné 18.
stoleti. Jeho otcem byl varhanik Mikulas Mica, ktery po ptisobent

v Trebici a kratce téz v Namésti zakotvil natrvalo v Jaroméricich

nad Rokytnou. Tam se jeho rodina stala jednim z pilifi bohatého
hudebniho Zivota, ktery v tomto malém moravském méstecku
inicioval hrabé Johann Adam z Questenbergu. Zasadnim zptisobem
prispél k tomu, Ze se Morava stala v prvni poloviné 18. stoleti velmi
dtlezitym centrem provozovani opery, coz jej fadi k evropskeé
hudbymilovné aristokratickeé elite.

Existuji doklady pro takika dvé stovky hudebné dramatickych

predstaveni, které se uskutecnily v Jaroméficich v letech 1722—
1752. V roce premiéry Micovy holdovaci skladby Operosa
terni colossi moles zaznélo v Jaroméficich kromé nejméné dvou
oratorif také nékolik oper po Velikonocich (mezi nimi také Siroe
re di Persin znamého italského skladatele Domenica Sarra),

dvandct opernich predstaveni v podzimnim obdobi (mj.
téz Pirro slavného Johanna Adolfa Hasseho), a téZ Sest oper

o Vanocich, z toho jedna na sv. étépénaA

Nastudovani vsSech v Jaroméficich provozovanych
hudebnich dél bylo hlavnim tikolem Frantiska Antonina Mici.
Jeho hudebni nadani se projevilo zahy: jiz v r. 1711 — tedy
v patnacti letech — byl v soupisu slouzicich Questenbergova
palace v hlavnim mésté habsburské monarchie Vidni zazna-
menan jako hudebnik. Jeho kompozicni a pévecké skoleni,
napfiklad u nékterého ze clent videnské dvorske kapely, se
ovsem dosud nepodafilo dolozit. Pfes jeho zjevné hudebni
nadani nebyla ptivodné funkce kapelnika na Questenbergove
dvore urcena jemu, ale synovi jaroméfického rektora Janu
Jakubovi Freyovi. Po nahlé smrti tohoto nadéjného hudeb-
nika vSak padla Questenbergova volba pravé na Frantiska
Antonina Mic¢u; volba to byla nepochybné dobra, nebot
spolehlivy Mica na misté kapelnika a komornika setrval az do
svésmrti. Spolecné s funkci hofmistra a spravce predstavovalo
misto komornika jeden z nejvyssich postti na hrabécim dvore

a de facto tak byl Mica v pozici divérnika hrabéte.

K povinnostem FrantiSka Antonina Mici patfilo také
upravovani partitur pro jaromeéfické provozni podminky a
podilel se rovnéz na scénické realizaci provadénych dél, to
vse v Questenbergovych intencich, nebot ten mél pii pripravé
predstaveni vzdy posledni slovo. Mica byl rovnéz vynikajicim
tenoristou, jak dokladaji cetné role, v nichz vystupoval.
Komponoval dle dobového zvyku pfedevsim skladby
holdovaciho charakteru, urené oslavdam jmenin a narozenin
clenti Questenbergovy rodiny, a také sepolkra — pasijova oratoria
provozovana v chramu u efemérnich kulis Boziho hrobu.

S

Holdovaci serenata Operosa terni colossi moles (Pracna stavba tii
kolosti) vznikla v r. 1735 a je poslednim kompletné dochovanym
Micovym dilem. Autorem libreta je jaroméficky kaplan Jakub
Zelivsky. Text je pro holdovaci skladby netypicky, je totiz
napsan v latiné. Je vyrazné inspirovan libretem jezuity Antonina
Saletky Fama sancta vocali Vaticanae gloriae tuba orbe resona universo,
které bylo zhudebnéno ziejmé Simonem Brixim pro svatoreceni
Jana Nepomuckého v Praze v fijnu 1729. Je pravdépodobné, Ze
Questenberg mohl Zelivskému sam urcit Saletkovo libreto jako
vychozi text, ktery jisté znal a vlastnil, nebot se slavnosti v Praze
zucastnil. Nékolik jmen postav, ba i nékteré verse Zelivsky dokonce
piimo prebird, stejné tak jako symbol trojstranného srdce, ktery je
obsazen ve scénické realizaci obou dél. Prevzaté je
i Zdnrové oznacleni ovlivnéné jezuitskymi dramaty
(Saletka: , melodico-theatrali dramate”, Zelivsky: ,theatrale
melo-drama”).
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Serenata byla v r. 1735 provedena u prilezitosti jmenin
hrabéte Questenberga, které slavil 24. prosince. Skladba
se dochovala v partitufe ulozené dnes ve videriském
archivu Spolecnosti pratel hudby (Gesellschaft der Musik-

freunde). V ramci Micovych holdovacich dél se toto dilo fadi k rozmer-
nejsim skladbam, podobné jako Der glorreiche Nahmen Adami z r. 1734.

Na podzim r. 1735 byl Questenberg cisafem ustanoven principalnim
komisafem u moravského zemského snému, ktery se konal v Brné
v nasledujicim roce 1736. Tento komisaf mél nejvyssi postaveni
v ramci tficlenné komise, jeZ reprezentovala na snému panovnika;
nejednalo se ovSem o nijak prestizni nebo zaddanou funkci, spise
naopak, a Questenberg o ni nestal. Jeho novy post je nicméné jiz
zohlednén uveden na titulni strané partitury Operosa terni colossi
moles (,ad regium tribunal caesareus commissarius principalis®).
Hrabé se svym déletrvajicim pobytem v Brné v kazdém pripadé
jesté tésnéji primkl k Moravé, stejné tak jako ke Slechté travici
zde cas v zemskych tifadech a na svych statcich.

Operosa terni colossi moles se sklada ze dvou casti, pficemz je
napadna jejich znacna samostatnost (vystupuji v nich zcela jiné
postavy). Nejedna se tedy o jedno tematicky seviené dilo ve
dvou castech a obé ¢asti spolu souvisi spiSe volné. Zajimava
je rovnéz pro dobovou produkci netypicka asymetricnost
formy (prvni ¢ast je znacné del$i nez druha), ktera se
ve srovnatelnych holdovacich dilech hranych napiiklad
u videniského cisatského dvora nevyskytuje. Identickou formu
pouzil Mica ostatné jiz o rok diive v serenaté Der glorreiche
Nahmen Adami. V druhych ¢astech obou dél zpivaly piitom
velmi mladé jaromérické zpévacky; zatimco v Der glorreiche
Nahmen Adami jejich jména zname, v Operose nikoliv. Jejich
ucinkovani vsak potvrzuje tcet krej¢tho Tvrdocka prave
z konce roku 1735 za kostymy ,,vor kleine vier Sing-Madeln*
(tedy pro ctyfi mladé zpévacky).

Ve vystupovani téchto takika jeSté déti, které byly teprve
na pocatku své pévecké kariéry, lze jednoznacné spatrovat
inspiraci videniskym dvorskym prostfedim. Zatimco u dvora
ovsem v podobnych dilech t¢inkovaly pfimo cisafovy dcery,
v Jaroméficich to byly jaroméfické hudebné nadané divky,
a Questenberg tak na sebe symbolicky prevzal roli jejich
duchovniho otce. Je pravdépodobné, Ze se jednalo o stejné
divky, které t¢inkovaly v Der glorreiche Nahmen Adami: Rosinu
Micovou (dceru Jakuba Mici, varhanika v jaroméfickém
chramu sv. Markéty), Johannu a Pavlinu Catullusovy (dcery
hudebnika Nikodéma Catulluse); nejmladsi tcinkujici byla
pravdépodobné dvanactiletd FrantiSka Gravaniova (vnucka
jaromeértického rektora Vaclava Freye) ¢i snad dokonce
osmileta dcera kapelnika Mic¢i Carolina.

S

Operosa terni colossi moles je uvedena nasledujici instrukei:
»ProtoZe se troji questenberské panstvi nachdzi v troji zemi, totiz
Ceské, moravské a rakouské, je ve shodé se symetrii trojbokého srdce
tremi Genii vztycovdn potrojny kolos sldvy, k némuz prichdzi
Aganippaea, jelikoz srdce je bdsniky pfipodobriovino k sladkému
prameni fecenému Aganippé.” Z libreta je patrné, Ze nejvic lezelo
hrabéti na srdci jeho moravské panstvi, které povazoval za
centralni, tj. nejvyznamnéjsi. K Jaroméficim velmi Inul a byl také
vyraznym moravskym zemskym patriotem, jak plyne i z nékterych
dalsich dél komponovanych Micou i nékterymi videnskymi

skladateli na pfimou Questenbergovu objednavku a uvedenych
v jaromefickém zameckém divadle. Z tvodni instrukce (oznacené
Theatri rapraesentatio) také plyne, Ze pfimo na jevisti ma stat triumfalni

vlz: ,Budiz triumfilni brina, kterou jsou ptivdZeni na
triumfalnim voze tazeném dvéma lvy oni t¥i Géniové. Kromé
toho uprostied jevisté visi zrucné vyvedené srdce se dvéma
kiidly, jez rozzehne pochodni Trigoniana, a rovnéz se [tam]
tyci tii vysoké pyramidy aneb kolosy a pramen Aganippé.”
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jménu Trigoniana (z feckého vyrazu pro trojhran). Dalsi postavou
je bohyné prament Aganippaea. K témto dvéma postavam,

) \’\:‘()Rfi,/ ) O

V prvni &sti serenaty vystupuje pét postav. Ustedni
postavou je Trigoniana, stavitelka fimskych kolost,
scénicky ztvarnénych jako tfi vysoké pyramidy. Jejim
atributem je srdce. Potrojnost je obsaZena i v samotném

které vystupuji v roli jakychsi prtvodkyn, se fadi tfi Géniove
— ochranitelsti duchové mist, v nichz hrabé vlastnil své statky:
Geodesius, Policardus a Eudoxus. V symbolice prvni ¢asti serenaty
hraji vyznamnou roli heraldické znaky — cesky lev, moravska
orlice (nazyvana v libretu téZ markomanska) a cervenobila pole
rakouského arcivévodstvi (v libretu je vyuzito i konotace na
skutecna pole zavlazovana bohyni Aganippaeou).

Prvni cast se sklada z deviti arii, dvou duetti (jeden ma ariosni
charakter) a dvou sborti. Po tivodni tfivété predehte v radostné
a triumfalni téniné D dur zazehne Trigoniana symbol srdce
ozdobeny dvéma kridly a pfednese sviij umysl: vybudovanim
tfi kolosi uctit oslavencovo jméno. Nesporné se jedna
0 narazku na ohromny architektonicky rozmach probihajici
na vsech Questenbergovych panstvich. Bohyné Aganippaea
svolava predstavitele Cech, Moravy a Rakouska. Géniové
prijizdéji za zvuku slavnostni intrady na triumfalnim voze
oslavovat Adamovo jméno. Expozice serenaty je zakoncena
vystupem sboru, zavrSenym v partitufe nenotovanou
intradou. Poté Géniové postupné vztycuji na pocest oslavence
tfi pyramidy. Ne ndhodou je v 4rii Policarda vénované
Moravé fe¢ o ,nasi milované domoviné”, pricemz posledni
slovo (latinsky ,patria”) je v mnohondsobném opakovani
hudebné zdtraznéno obtiznymi koloraturami. Arie, ktera
je vyrazem Questenbergova patriotismu, je také jako jedina
v prvni ¢asti komponovana s obligatnim nastrojem — sélovym
violoncellem. Po &riich vsech zminénych postav nasleduje
arioso Aganippaey a Geodesia, pak kazda postava zazpiva
svou druhou arii, pficemz Trigoniana vystupuje jesté rovnéz
v duetu s Geodesiem. K oslavé jsou Trigonianou pozvany i cizi
narody, které maji , nasemu jasajicimu sboru svymi tanci dodat
ozdobu”, jak je uvedeno v libretu. Zde jde nepochybné o rezijni
pokyn, nebot pfi nasledujicim sboru uzavirajicim prvni cast
dila byl s nejvétsi pravdépodobnosti proveden i balet.

Role obou pravodkyn — Trigoniany a Aganippaey — byly
svefeny zkusenym jaromérickym zpévackam, sopranistkam
Johanné Micové a Alzbété Havlinové. V postavach Génit
vystoupili kromé FrantiSka Antonina Mici (Policardus)
altiska Alzbéta Havlinova (Geodesius), ktera rovnéz patrila
k oporam Questenbergova souboru, a basista Antonin Léhner
(Eudoxus), jenz pfiSel do Jaroméfic z nedalekého panstvi
Tavikovice; jako operni zpévak tcinkoval pozdéji také ve
slavném videniském divadle U Korutanskeé brany.

V druhé casti serenaty se k holdu pevniny pfidava i morska hladina
prostiednictvim ¢tyf Sirén. Také na jejim zacatku se v partiture
vyskytuje scénicka instrukce: ,Celé jevisté se premeéni v more
a na obloze zaplanou Ctyfi pismena A D A M."” Tato ¢tyfi pismena
odpovidaji poctu vystupujicich Sirén. Pravdépodobnou narazkou
na ne prili§ pfiznivou osobni situaci hrabéte v té dobé a na nemilost,
které byl v té dobé vystaven u dvora, je hned prvni ¢islo druhé casti
— duet prvni a druhé Sirény. Hovofi se zde o smutku, ktery Sirény
zaplasi, a o okamziku, kdy na mofi pominou mracna. Nasleduji tfi
arie a jeden duet, opét koncipovany jako arioso, pfi¢emz jako obligatni
nastroje v arii treti Sirény je pouzit chalumeau (pfedchtidce klarinetu).

Ten podporuje pastoralni charakter této arie, stejné tak jako , pastoralni”

vy

tonina F dur. V zavéretném sboru se za zvuku orchestru rozsifeného

o trubky a tympany zpiva o Adamové slave.

Jana Perutkovd
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