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IVAN MARKO LUKACIC
PORTRET ,0CA HRVATSKE GLAZBE”

Ivan Marko Lukaci¢ (Ioannis Lvcacih), hrvatski skladatelj i orguljag, smatra
se ,ocem hrvatske glazbe”. Roden je 1585.%, a kr$ten 17. travnja 1587. godi-
ne u Sibeniku.? Podatci o njegovom djetinjstvu, skolovanju, pa i glazbenom
obrazovanju, ostaju nam nepoznati ili su vrlo oskudni. U dana$njim arhivima
vrlo je malo sacuvano o Lukaci¢evu djetinjstvu, franjevackoj formaciji te te-
oloskom i glazbenom obrazovanju. No, ipak, makar i fragmentarno, moguce
je na osnovu sacuvanih informacija sloziti mozaik njegovog redovnickog i
glazbenog Zivota. Danas o Lukaci¢u mozemo pronadi ponesto u knjigama
sibenskog Zupnog arhiva, splitskog i §ibenskog samostana franjevaca kon-
ventualaca te u Rimu u arhivu Hrvatskog zavoda sv. Jeronima i u Arhivu
Reda smjestenome uz baziliku Svetih apostola.

Poznato je kako je dana 1. lipnja 1597. godine primljen u Red franjevaca
konventualaca u Sibenskome samostanu sv. Frane i kako je uzeo redovnicko
ime Marko. MozZemo pretpostaviti kako je glazbeno obrazovanje stekao u sa-
mostanu, a mozda i u Sibenskoj katedrali sv. Jakova. Ennio Stipcevi¢, slazuéi
mozaik Lukaci¢eva zivota spominje kako je tri godine nakon zaredenja, tj.
1600. godine poslan u Italiju na daljnje humanisticke studije koje je zavrsio
1612. godine postigavsi titulu daccalaureus.® Pretpostavlja se kako je u Rimu
uz humanisticke studije ucio i glazbu. Stipcevi¢ spominje dva dokumenta
koji svjedo¢e o Lukaci¢u glazbeniku. Poznato je kako je kao maestro di cap-

! Na osnovu podataka iz vizitacije splitskog samostana sv. Frane u kojem se Luka¢i¢

spominje kao Cetrdesetogodisnjak mogucée je zakljuciti da je roden 1585. godine. Da-

tum rodenja ostaje nam nepoznat.

Usp. Ivan Lukac¢i¢, Hrvatska enciklopedija, mrezno izdanje. Leksikografski zavod

Miroslav Krleza, 2021., https://www.enciklopedija.hr/natuknica.aspx?id=37477 (pri-

stupljeno: 20. 12. 2021.); Usp. Ennio Stipcevi¢, Ivan Lukaci¢, Muzicki informativni

centar Koncertne direkcije Zagreb, Zagreb, 2007., 34-35.

3 Usp. Ennio Stip¢evi¢, Tvan Lukacic, 36., 40; Usp. Rim, Arhiv OFM, conv. Registrum
Ordinis 1612. - 1617., sig. A - 26, Provincia Dalmatiae, 29; Usp. Nediljka Mirja Ta-
bak, Sacrae cantiones — Cantiones sacrae, Sveta Cecilija 72 (2002) 3-4, 52, 54.
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pella 30. rujna 1614. godine bio odgovoran za glazbeni dio proslave svetko-
vine sv. Jeronima, a u Arhivu Reda, smjestenome uz baziliku Svetih apostola,
Lukaci¢ se spominje kao magister musices.* Godine 1618. Lukaci¢ se vratio
u §ibenski samostan sv. Frane gdje ostaje do 22. lipnja 1620. kada dolazi u
splitski samostan sv. Frane na Obali, gdje preuzima ulogu gvardijana o ¢emu
svjedoce dvije knjige o Prihodima i rashodima (1608. — 1627.) samostana i
crkve sv. Frane na Obali u kojima ima oko ¢etrdeset Lukaci¢evih potpisa.
Istovremeno postaje musicus praefectus, tj. kapelnik splitske katedrale za vri-
jeme nadbiskupa Sforze Ponzonija, te mu u Veneciji izlazi iz tiska glazbena
zbirka Sacrae cantiones (Svete pjesme) u pet svezaka: Cantus, Altus, Tenor,
Bassus i Organum. Iako arhiv splitskog samostana sv. Frane na Obali ima bo-
gatu glazbenu zbirku koja zapo¢ima djelima od 16. stoljeca pa do danasnjih
dana, nazalost ne pronalazimo ni jedno Lukaciéevo djelo. U samostanu nije
sacuvana ni zbirka moteta Sacrae cantiones iz 1620. godine. Fra Ivan Marko
Lukaci¢, gvardijan splitskog samostana sv. Frane na Obali i kapelnik splitske
katedrale, prema samostanskim mati¢nim knjigama umire 20. rujna 1648.
godine. Pokopan je u samostanskoj crkvi.’ U samostanskom Nekrologiju stoji
zabiljezeno: , Il Molto R-do Padre fra Joanne Luccacich Custode e Maestro
di Musicha (...) fu sepolto nella loro chiesa a S. Francesco” (, Mnogoposto-
vani otac fra Ivan Lukaci¢ kustod i ucitelj glazbe (...) sahranjen je u njihovoj

crkvi Sv. Franje.”).t

»Zub vremena” nagrizao je polako spomen na Lukaci¢a i njegovo vrijeme.
U splitskom samostanu sv. Frane na Obali glazbena mu djela nisu sacuvana,
zagubio se i jedini portret s likom gvardijana Lukacica, koji se spominje u
knjigama, ali se ne zna gdje je. Mozda se jednom negdje i pronade!

* U to su vrijeme hrvatski studenti zivjeli ili boravili u hrvatskom hodo¢asni¢kom go-

stinjcu i crkvi sv. Jeronima (Chiesa di Sam Girolamo dei Croati). Zanimljivo je kako
je za vrijeme Lukaci¢eva rimskog razdoblja crkva sv. Jeronima 1609. godine kupila
nove orgulje te kako su se posebno svecano slavile svetkovine sv. Jeronima. Stipcevi¢
spominje dva dokumenta Decreti delle Congregazioni (iz 1614. godine) u kojem stoji
zapisano kako je 30. rujna 1614. godine maestro di cappella Ivan Lukaci¢ predvodio
iznimno glazbenu svecanost i bio pladen za glazbu na svetkovini sv. Jeronima i drugi
dokument iz Arhiva Reda. Usp. Ennio Stipevi¢, Ivan Lukacic, str. 48.

> Usp. Ennio Stipevié, Ivan Lukacic, 54-58., 76.

¢ Povijesni arhiv u Splitu, Liber II mortuorum 1638.—88, £. 83.1.; Nediljka Mirja Tabak,
Sacrae cantiones — Cantiones sacrae, Sveta Cecilija 72 (2002) 3-4, 54.
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Najvrjednije $to nam je ostalo od Lukaci¢a je glazbena zbirka od 27 moteta
Sacrae cantiones,iz 1620. godine, tiskana u Veneciji, u tiskari Angela Gardane,
u izdanju Giacoma Finettija. Bila je dugo vremena zagubljena, a danas jedini
poznati i sacuvani primjerak zbirke, nalazi se u Krakovu u Poljskoj.

Dragan Plamenac, americki muzikolog i skladatelj hrvatskog podrijetla, pro-
ucavao je europske arhive i pronasao zbirku moteta Ivana Marka Lukacic¢a
Sacrae cantiones u Staatliche Bibliothek-Preuflischer Kulturbesitz u Berlinu.
Za vrijeme nemira Drugog svjetskog rata zbirka je bila zagubljena, u poslije-
ratnom je vremenu ponovno pronadena i danas se ¢uva u sveucili$noj Bibli-
oteci Jagiellonskoj u Krakovu.” Prema krakovskom presliku zbirke Muzicki
informativni centar Koncertne direkcije Zagreb i Gradska knjiznica ,Juraj
Siz’goric” iz Sibenika (ur. Ennio Stipcevic) objavio je 1998. godine pretisak

zbirke Sacrae cantiones.?

Od 1930. do 1938. godine Plamenac je organizirao u Hrvatskom glazbenom
zavodu u Zagrebu, nekoliko tzv. ,povijesnih koncerata”. Na jednom od njih,
1935. godine, predstavio je djela dalmatinskih skladatelja 16. 1 17. stoljeca
medu kojima i djela Ivana Marka Lukacica. Istovremeno je priredio prvo
notno izdanje Odabrani moteti/dubovni koncerti/ iz djela Sacrae cantiones —
1620. Ivana Marka Lukaci¢a.” Osim Dragana Plamenca zbirku Sacrae canti-
ones s transkripcijom i realizacijom basso continua objavio je Ennio Stipevic

1986. godine.!°

Zahvaljujué¢i Draganu Plamencu, Enniju Stipéevi¢u i nekolicini hrvatskih
muzikologa, a to su: Josip Andreis, Lovro Zupanovié, Ivan Boskovi¢, Nikola
Mate Ros¢i¢, Tomislav Mrkonji¢, Imakulata Malinka, Izak Spralja, Ljudevit
Anton Maraci¢, Nediljka Mirja Tabak, Miljenko Grgié, Sime Marovi¢, Ivica

7 Ennio StipCevi¢ (ur.), Ivan Lukaci¢, Sacrae cantiones — Hereditas musicae. Muzicki in-

formativni centar Koncertne direkcije Zagreb — Gradska knjiznica ,Juraj Siigorié”
Sibenik, Zagreb, 1998.

8 Ibid.

Usp. Dragan Plamenac, Hrvatska enciklopedija, Leksikografski zavod Miroslav Krleza,

2021., https://www.enciklopedija.hr/natuknica.aspx?id=48562 (pristupljeno: 20. 12.

2021.)

1 Usp. Ennio Stipéevi¢, Ivan Lukaci¢ — Sacrae cantiones (Venezia, 1620 — Mottetti a
1-5 voci) Introduzione, trascrizione e realizzazione del basso continuo: Ennio Stip&e-
vi¢, a cura di fr. Ludovico Bertazzo, OFMConv., Edizioni Messaggero Padova, 1986.

9
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Zi7i¢, i dr., postepeno se poceo slagati mozaik o Zivotu i djelu Ivana Marka
Lukacica. Taj mozaik nastavljamo slagati i mi nasim radovima (novim koc-
kicama) iz zbornika kojeg upravo (itate, s nekolicinom novih znanstvenika
koji su pristupili prou¢avanju Lukaci¢eva opusa, a to su: Mirjana Siris¢evié,
Davorka Radica, Vito Bali¢, Sara Dodig Bauci¢, Mihael Provi¢ i Domagoj

Volarevié.

Do sada su u Hrvatskoj odrzana dva vazna simpozija o Ivanu Marku Lu-
kaci¢u. Prvi je odrzan u Zagrebu 8. 1 9. studenoga 1985. godine u povodu
400. obljetnice rodenja Ivana Marka Lukacica, a drugi u Splitu, od 12. do
14. studenoga 2020. godine, u povodu 400. obljetnice izdanja zbirke Sacrae

cantiones.

Na simpoziju u Zagrebu 8.1 9. studenoga 1985. godine odrzali su predava-
nja eminentni znanstvenici, povjesni¢ari i muzikolozi koji su prikazali Zivot
i djelo Ivana Marka Lukaci¢a. Na otvaranju simpozija svoju prigodnu rije¢
uputili su: kardinal Franjo Kuhari¢ - nadbiskup zagrebacki, fra Alojzije Litri¢
— provincijal Hrvatske provincije franjevaca konventualaca i fra Bonaventura

Duda — dekan Katoli¢ckoga bogoslovnoga fakulteta u Zagrebu.

Predavanja s ovog znanstvenog skupa objavio je Provincijat franjevaca kon-
ventualaca u Zagrebu 1987. godine pod nazivom Lukacic - Zbornik radova
znanstvenog skupa odrZanog u povodu 400. obljetnice rodenja Ivana Marka Lu-
kacica. U zborniku su sljedeéi radovi:

1. Mjesto i znacenje Ivana M. Lukacica u hrvatskoj i inozemnoj glazbi njego-
va vremena i danas (Lovro Zupanovié);

2. Vrijeme i prilike u Splitu u kojima je Zivio Ivan M. Lukacic¢ (Josip Soldo);

Redovnicki lik ITvana M. Lukacica u svjetlu novih podataka (Nikola Mate

Ros¢id);

Patologija Ivana M. Lukaci¢a (Darko Breitenfeld);

Lukacicev boravak u Rimu (Tomislav Mrkonjic);

Glazbeni Zivot Rima i Venecije pocetkom 17. stoljeca (Jean Lionet);

Lukacic kao regens chori splitske katedrale (Ivan Boskovic),

(O8]

© N A

Glazbene veze Dubrovnika i dalmatinskih gradova u Lukacicevo vrijeme
(Miho Demovi¢);

9.  Reproduktivni problemi u opusu ITvana M. Lukacica (Imakulata Malinka);
10. Zbirka ,,Sacrae cantiones” i rani barok u Dalmaciji (Ennio Stipéevic);

11. ,Sacrae cantiones” u liturgiji onog vremena (Izak Spralja); i

10
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12. Djelovanje nasih isusovaca na glazbenom podrucju u vrijeme ranog baroka
(Marijan Steiner).

Zbor Collegium pro musica sacra izveo je dva prigodna koncerta, 8. studenog
1985. u zagrebackoj katedrali i 9. studenog, u crkvi sv. Antuna na Svetom

Duhu."

U Splitu je od 12. do 14. studenoga 2020. godine, u organizaciji Katoli¢ko
bogoslovnoga fakulteta (KBF) i Umjetnicke akademije (UMAS) Sveucilista
u Splitu, odrzan medunarodni znanstveno-umjetnicki simpozij fvan Lukacic,
kapelnik splitske proostolnice (u povodu 400. godisnjice izdanja zbirke Sacrae

cantiones).

Pocetak suradnje KBF-a i UMAS-a zapoceo je zajedni¢kom idejom don
Mihaela Mise Provica i Sare Dodig Bauci¢ da se 2020. godine priredi kon-
cert i obiljezi 400. obljetnica izdavanja zbirke Sacrae cantiones (tiskane u Ve-
neciji prije 400 godina - 1620. godine) te izvede cjelovita zbirka, svih 27
Lukaci¢evih moteta. Tako je 2019. godine, dirigentica Sara Dodig Bauci¢
osnovala medunarodni ansambl Musica Adriatica, (koji je okupio devet glaz-
benika - sedam razli¢itih nacionalnosti), koji je 4. prosinca 2019. u katedrali
sv. Dujma izveo koncert sa svih 27 Lukaci¢evih moteta.

Na koncertu ansambla Musica Adriatica u splitskoj katedrali nastupili su:

Meneka Senn (sopran, Nizozemska),

Rosemary Carlton-Willis (sopran, Velika Britanija/Nizozemska),
Eric Schlossberg (kontratenor, SAD/Nizozemska),

Filipe Neves Curral (tenor, Portugal/Nizozemska),

Yonathan van den Brink (bas, Nizozemska),

Talitha Cumi Witmer (teorba, SAD/Koreja/Nizozemska),

Anna Lachegy (viola da gamba, Madarska/Nizozemska),

Karel Demoet (orgulje, Nizozemska) i

Sara Dodig Bauci¢ (dirigentica, Hrvatska).

Nakon koncerta i prve integralne izvedbe zbirke Sacrae cantiones uslijedilo
je publiciranje nosaca zvuka u produkciji izdavacke kuce Croatia Records sa
svih 27. moteta koje je izveo ansambl Musica Adriatica uz pratnju orgulja i

" Ljudevit Anton Maraci¢ (ur.), Lukacic - Zbornik radova znanstvenog skupa odrzanog u
povedu 400. obljetnice rodenja Ivana Marka Lukacica, Provincijalat franjevaca konven-
tualaca, Zagreb, 1987.

11
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viole da gamba kako bi se pokusalo docarati vrijeme i nacin izvedbe moteta iz
vremena Ivana Marka Lukaci¢a."?

Kako bi doslo do realizacije znanstvenog simpozija u ime KBF-a i UMAS-a
formirali su se znanstveno-umjetnicki odbor i organizacijski odbor. Clanovi
znanstveno-umjetnic¢kog odbora su: Mihael Provi¢ (predsjednik) i Sara Do-
dig Bauci¢, Ennio Stipcevi¢, Mirjana Sirisc¢evi¢, Davorka Radica, Vito Bali¢,
Christina Pluhar i Egon Mihaljevi¢. Clanovi Organizacijskog su: Mihael

Provi¢, Sara Dodig Bauc¢i¢, Doris Zuro i Ivan Urli¢.”

Na otvaranju simpozija svoju prigodnu rije¢ uputili su: mons. Drazen Kutlesa
- splitsko-makarski nadbiskup koadjutor, prof. dr. sc. Dragan Ljuti¢ — rektor
Sveucilista u Splitu, prof. dr. sc. Mladen Parlov — dekan Katolickog bogos-
lovnog fakulteta i doc. dr. sc. Mihael Provi¢ - predsjednik znanstveno-umjet-
nickog i organizacijskog odbora.

Simpozij je okupio eminentne stru¢njake, koji su svojim istrazivanjima i
odrzanim predavanjima, iz razli¢itih kutova promatranja, ujedinili i povezali
brojne aspekte Lukaci¢eva vremena i djelovanja te ukazali na njegovu vaznost
u nacionalnoj i europskoj glazbenoj povijesti. Plodovi medunarodnog znan-
stveno-umjetnickog simpozija su radovi koje objavljujemo u ovom zborniku:

1. Ivan Lukacic u svijetlu starijih i novijih spoznaja (Ennio Stipcevic),

2. Neobjavljeni arhivski zapisi o Lukacicu (Ljudevit Anton Maracic),

3. Glazbeni arbhiv Splitske katedrale i drugi izvori za istrazivanje glazbene
proslosti Splita u Nadbiskupskom arhivu (Slavko Kovaci¢ - Ivan Balta),

4. Kapelnici splitske katedrale: Benedetto Pellizzari, Julije Bajamonti i Ante
Alberti - neotkriveni biseri hrvatske kulturne bastine (Mihael Provic),

12 Croatia records, Ivan Lukacié: Sacrae cantiones, ansambl Musica Adriatica, Glazbeni

producenti su: Sada Dodig Bauci¢, Mihael Provi¢ i Hrvoje Domazet. Struéni je surad-
nik na projektu doc. mr. art. Kredimir Has (Zagreb, Hrvatska). Projekt je organizirala
udruga Schola cantorum Split, a realiziran je uz partnere: Grad Split, Ministarstvo
kulture Republike Hrvatske, Yala Music Company (Nizozemska), Umjetnicka aka-
demija Sveuéilista u Splitu, Ured za pastoral mladih Splitsko-makarske nadbisku-
pije. https://crorec.net/album/ivan-lukacic-sacrae-cantiones/ (pristupljeno: 20. 12.
2021.)

13 Nakon svih priprema uslijedio je medunarodni znanstveno-umjetnic¢ki simpozij koji
se zbog pandemije koronavirusa nije odrzao u prostorijama KBF-a ve¢ u velikoj dvo-
rani Nadbiskupskog sjemenista.
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IVAN MARKO LUKACIC — PORTRET »OCA HRVATSKE GLAZBE’

5. Liturgijska impostacija moteta Sacrae cantiones Ivana Marka Lukacica
(Domagoj Volarevi¢)

6. Troglasni moteti iz zbirke Sacrae cantiones Ivana Lukacica (Mirjana Si-
riséevic),

7. Prijedlog metodoloskog pristupa intonacijsko-ritamskaj problematici pri pje-
vanju skladbi iz zbirke Sacrae cantiones Ivana Lukacica na primjerima Mo-
teta Cantabo Domino i Cantate Domino (Davorka Radica)

8. ,Belle fantasie e leggiadre invenzioni” u Lukacicevom motetu Sicut cedrus
(Vito Bali¢),

9. Lukacic u 21. stoljecu: neki izvedbeni aspekti ansambla Musica Adriatica
(Sara Dodig Baucic).

Autori obraduju povijesne i drustvene prilike grada Splita u vrijeme ranog
baroka u kojem je u splitskoj katedrali djelovao skladatelj Ivan Lukaci¢.
Predstavljajudi glazbeni arhiv splitske katedrale te opisujuéi Zivot i opus djela
Lukaci¢evih suvremenika Benedetta Pellizzarija, Julija Bajamontija, i Ante
Albertija dobivamo cjelokupni ambijent i vrijeme u kojem je Lukaci¢ Zivio i
stvarao svoja djela. Na kraju se opisuju Lukaciceve skladbe — svih 27 moteta,
analiza njihovih tekstova, njihova liturgijska upotreba i dana$nji nacin reali-
zacije basso continua i danasnje suvremene mogucnosti izvedbe.

U katedrali sv. Dujma odrzan je umjetnicki dio simpozija koji se sastojao
od 3 glazbene radionice: Glazba Ivana Lukacica i povijesna izvodacka prak-
sa, Egon Mihajlovi¢ (Slovenija); Radionica za povijesno osvijestenu izvedbenu
praksu za pjevace, Christina Pluhar (Francuska), i Sacrae cantiones/Harmonices
mundi, Mario Penzar (Hrvatska).

Za ovu prigodu izradena je i web stranica simpozija https://lukacic.smn.hr/
na kojoj su dostupne sve informacije i materijali simpozija, kao i video isjecci

djela skladbi s koncerta.
Ovaj dvojezi¢ni (englesko-hrvatski) zbornik, kojeg ureduju Mihael Provi¢ i

Doris Zuro, trebao bi biti koristan svim domaéim i medunarodnim znanstve-
nicima koji obraduju grad Split i njegovu glazbenu umjetnost, kako bi glazbe-
nici (pjevadi i svira¢i ranobarokne glazbe), orguljasi i zborovode, pa i studenti
teologije i umjetnicke akademije (svi zainteresirani za kulturno-umjetnicku
bastinu Grada Splita i Splitsko-makarske nadbiskupije), upoznali vrijeme,
zivot i djelo ,,oca hrvatske glazbe” Ivana Marka Lukacica.
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Zahvaljujuéi svima koji su sudjelovali na ovom projektu, kao predsjednik
znanstveno-umjetnickog i organizacijskog odbora medunarodnog simpozija
Tvan Lukacic, kapelnik splitske proostolnice (u povodu 400. godi$njice izdanja
zbirke Sacrae cantiones) raduje me §to smo nastavili slagati nove kockice u
glazbeni mozaik Ivana Marka Lukaci¢a kojemu ni ,zub (naSeg) vremena”
nije naskodio. U nase vrijeme mi smo taj mozaik restaurirali, konzervirali i
ostavili novim generacijama kao jedan izrazito vrijedan ,glazbeni biser” hr-
vatske i medunarodne kulturne bastine.

Buduéi da znanstveno-umjetnicki mozaik o liku i djelu Ivana Marka Luka-
Ci¢a postoji, nadam se da ée i buduée generacije nastaviti proucavati i dru-
ge glazbene bisere grada Splita i Splitsko-makarske nadbiskupije. Neka ovo
djelo bude poticaj mnogima kako bi zapoceli slagati nove kockice u mozaike
drugih hrvatskih (crkvenih) glazbenika koji su jo§ neotkriveni, a nalaze se
pohranjeni u arhivima ¢ekajuéi neka bolja vremena — da ih netko pronade i
predstavi nacionalnoj i medunarodnoj glazbenoj zajednici.

Doc. dr. sc. Mihael Miso Provi¢, urednik
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IVAN LUKACIC U SVJETLU
STARIJTH I NOVIJIH SPOZNAJA

Ennio Stipcevié

UDK: 78.034.7:78.071.1Lukaci¢,I.M. Hrvatska akademija znanosti i umjetnosti
Struéni rad Zavod za povijest hrvatske knjizevnosti,
Rad zaprimljen 2/2021. kazalista i glazbe
estip@hazu.hr

Sazetak

Proe biobibliografske podatke o Ivanu Lukacicu (oko 1585. — 1648.) donose u glazbenim
leksikonima Johannes Walther (1732.), Frangois Joseph Fétis (1860. — 1865.), Robert
Eitner (1877.) i jos neki drugi stariji bibliografski prirucnici. Tijekom 18. i 19. stoljeca,
Lukacicevo je ime vec posve zaboravljeno. Ne spominju ga u svojim publikacijama upu-
ceni bibliograft, kao Sto su Sime Ljubic i Tvan Kukuljevic Sakcinski, a ni Franjo Ksaver
Kubaé za Lukacica nije znao. Tek 1925. Josip Mantuani u ovecoj studiji posvecenoj
historijatu franjevacke glazbe spominje Giacoma Finettija i uz njega Ivana Lukacica i
zbirku Sacrae cantiones. Godinu prije u jednoj raspravi lokalni crkveni povjesnik Niko
Kalogjera navodi Lukacica kao orguljasa splitske stolnice, ne znajuci, medutim, nista o
njegovoj zbirci, pribiljezenaj u starim specijalistickim glazbenim leksikonima. Te kratke
Mantuanijeve i Kalogjerine biljeske poznavao je tada mladi muzikolog Dragan Plame-
nac. Nakon vise godina podrobnih istrazivanja Plamenac krajem 1934. u zagrebackom
dnevnom listu Obzor objavijuje clanak ,Nepoznat hrvatski muzicar ranog baroka Ivan
Lukacic (1574. —1648.) i njegovi moteti”. Taj neveliki novinski napis bio je prvora-
zredni kulturni dogadaj, muzikolosko otkrice bez premca u Hrvatskoj. Kada je potkraj
1935. u dvorani Hrvatskoga glazbenoga zavoda priredio koncert Iz hrvatske muzicke
prosiosti, s djelima Vinka Jelica, Andrije Patricija, Julija Skjavetica, Tomasa Cecchinija
i Ivana Lukacica, hrvatskoj se javnosti odjednom pokazalo nesluceno bogatstvo hrvatske
renesansne i barokne glazbe. Plamenca se, cini se, osobito dojmila zbirka Sacrae cantio-
nes, unikatni primjerak Lukaciceve zbirke koju je pronasao u Berlinu, u staroj Pruskoj
driavnoj knjiznici. Tako je, zahvaljujuci novinskim ancima, dobro organiziranom
koncertu u Glazbenom zavodu, ali i kritickom izdanju odabranih moteta iz zbirke Sa-
crae cantiones - glazba Ivana Lukacica sredinom 30~ih godina prosioga stoljeca ponovno
zazivjela. Do ponovnog otkrica Lukaciceve zbirke u Biblioteci Jagiellonskoj u Krakovu
doslo je zahvaljujuci E. Stipcevicu 1982. Od pocetka 80-ih godina prosloga stoljeca doslo
Je do cursceg uvrstavanja Lukaciceva skladateljstva u nove metodoloske tendencije te
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uopée do pozicioniranja hrvatskoga glazbenog baroka u europskim okvirima. Ivan Lu-
kacic, skladatel], franjevac konventualac, dugogodisnji maestro di cappella katedrale u
Splitu, tipican je ,junak” lokalne historiografije. U zbirci Sacrae cantiones prepoznajemo

vrijedan prilog ranobaroknim suvremenim stremljenjima.

Kljuéne rijeci: Tvan Lukacic, hrvatski glazbeni barok, glazbena historiografija

Uvod

Okupili smo se na ovom mjestu kako bismo obiljezili 400-tu godisnjicu ti-
ska zbirke Sacrae cantiones singulis, binis, ternis, quaternis, quinisque vocibus
concinendae (Venetiis: Gardano, 1620.) Ivana Lukacic¢a (Sibenik, oko 1585.
— Split, 20. 09. 1648.). Danas je Luka¢i¢ jedan od najpoznatijih starijih hr-
vatskih skladatelja, istaknuta figura hrvatskoga glazbenog baroka, za kojega
je, ne jednom, bilo receno da je ,otac hrvatske glazbe”. Istina je, medutim,
da Lukaci¢ nije imao pravih nasljednika, njegova je glazba vrlo brzo nakon
skladateljeve smrti potonula u posvemasnji zaborav.!

Hrvatske su krajeve tijekom 16.1 17. stolje¢a potresale teske politicke prilike.
Pod¢injenost habsburskoj, venecijanskoj i turskoj vlasti te neprestana ratova-
nja decimirala su plemstvo i iscrpljivala seljastvo, malo je ostajalo slobodnoga
vremena za razvoj kulturnoga Zivota. Hrvatsko je tlo, umjesto profinjenim
zvucima renesansne i barokne glazbe, ¢es¢e odzvanjalo od ratnickih konjskih
kopita. Bilo je to doba kada su hrvatski skladatelji, kao i oni stranci koji su
zivijeli i djelovali na hrvatskome tlu, objavili oko 60 tiskanih glazbenih zbirki,
najvise u Veneciji, ali takoder u Rimu, Becu i drugim sredistima glazbenoga
tiskarstva. Prve tiskare opskrbljene pomi¢nim metalnim kalupima s notama
pojavljuju se u hrvatskim krajevima tek sredinom 18. stoljec¢a. O¢ito su lose
strane nepostojanja domacih glazbenih tiskara, kao i nedostatak trzista muzi-
kalija i cirkuliranja novih glazbenih ideja otezavali funkcioniranje glazbeno-
ga zivota, no nemoguénost objavljivanja u domovini imala je, paradoksalno,

! Opva studija nastala je na temelju moje knjige: Ennio Stipevi¢, fvan Lukacic, Muzi¢-

ki informativni centar Koncertne direkcije Zagreb, Zagreb, 2007. (dvojezi¢no engle-
sko-hrvatsko izdanje, u privitku DVD dokumentarni film ,U potrazi za Lukaci¢em”,
redatelj Davor Sari¢, scenaristi Ivan Vidi¢ — Ennio Stipeevi¢). U toj knjizi nalazi se i
opsezna bibliografija radova o Ivanu Lukaci¢u, njegovu dobu i njegovim suvremenici-
ma, stoga na ovom mjestu spominjem u prvome redu recentniju stru¢nu literaturu.
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i svoju dobru stranu. Naime, sve §to su stariji hrvatski skladatelji objavljivali
u inozemstvu, kod uglednih nakladnika i u konkurenciji sa suvremenicima,
bilo je ve¢ u svoje doba ravnopravno uklju¢eno u europsku glazbenu praksu
renesanse i baroka. Nikada prije ni poslije skladatelji podrijetlom ili umjet-
nickim djelovanjem vezani uz hrvatske krajeve nisu bili tako snazno prisutni
na europskom glazbenom trzistu.

Pocetak glazbenoga baroka u Hrvatskoj bio je potaknut bliskim vezama s
prekomorskim talijanskim krajevima. Dvojica Talijana istaknula su se dugo-
godisnjim i svestranim glazbenickim angazmanom u hrvatskim priobalnim
krajevima: u Istri je od 1604. Zivio Gabriello Puliti (oko 1575. - 1642./43.),
rodom iz Montepulciana u Toskani, franjevac konventualac, orguljas, autor
najmanje 37 samostalnih zbirki svjetovne i duhovne glazbe, koje je uglavnom
posvecivao domadim istarskim crkvenim velikodostojnicima, intelektualcima
i pjesnicima. U srednjoj je Dalmaciji od 1603. djelovao Veronezanin Toma-
so Cecchini (1580./85. — 1644.), maestro di cappella stolnih crkava u Splitu
i Hvaru, autor 27 zbirki najraznovrsnijih skladbi. Cecchini je vjerojatno u
rodnom gradu ili negdje drugdje u Italiji stekao solidnu glazbenu naobrazbu,
a u Dalmaciju dolazi 1603., ¢ini se na poziv u¢enoga i kontroverznoga split-
skoga nadbiskupa Markantuna de Dominisa. U razdoblju duljem od trideset
godina obavljao je razne glazbenicke duznosti, stekavsi u Dalmaciji prijatelje
i mecene kojima je posvecivao tiskana djela.

Puliti i Cecchini u svojim su ranim opusima bili otvoreni suvremenom izri-
¢aju i skloni eksperimentu, s vremenom su odustali od zahtjevnog virtuozite-
ta, nastojeci jednostavnijim polifonim slogom pribliziti se skucenim izvedbe-
nim kapacitetima i o¢ekivanjima svojih patrona. No, ako se Puliti i Cecchini i
nisu medusobno poznavali, njihov skladateljski opus nedvojbeno je poznavao
Ivan Lukacié.

1. Ivan Lukacié¢: biografski podaci

Malo je pouzdanih podataka iz Lukaciéeva Zivota. Nije nam poznat tocan
datum njegova rodenja, znamo tek da je u rodnom gradu kr$ten imenom
Marko 1587. te da je godine 1597. primljen u red franjevaca konventualaca
u §ibenskom samostanu sv. Frane, kada je i dobio redovnicko ime Ivan. Mora
da je u mladenackoj dobi pokazivao izrazite nadarenosti jer je ve¢ 1600. po-
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slan u Italiju na studije. Lukaciéev je dugogodi$nji angazman u Italiji nedo-
statno istrazen. Vjeruje se da se $kolovao u Rimu ili Padovi. Poznato je da
je u Rimu, u tamosnjoj crkvi sv. Jeronima, Lukaci¢ kao maestro di cappella
predvodio skupinu pjevaca 30. rujna 1614. K tome, utvrdeno je da je nakon
nekoliko mjeseci stekao naslov magistra glazbe, kako je zapisano u jednome
od svezaka $to pripadaju Arhivu Reda, smjestenome uz baziliku Svetih apo-
stola (,Romae, die 23 Martii 1615. fuit creatus Magister Musices Fr. Joannes
de Sibinico”). I ta dva dokumenta, te zapravo dvije §ture recenice, jedini su
opipljivi dokazi o Lukaci¢evu dugogodisnjem boravku u Italiji!

Potkraj rujna 1616. u Piranu bio je odrzan redoviti godisnji kapitul primor-
ske franjevacke provincije sv. Jeronima, na kojemu je predlozeno (to nije bilo
prvi put!) da Lukaci¢u bude namijenjena duznost gvardijana u jednom dal-
matinskom samostanu. Ovaj put bio je biran i nakon glasovanja izabran za
gvardijana svoga mati¢nog $ibenskoga samostana, no on se iznova odlucio
za daljnji boravak u Italiji. Nije bez znacenja to $to je na istom kapitulu za
gvardijana samostana u Kopru, a onda i u Miljama, bio predlagan i oba puta
neslavno odbijen Gabriello Puliti, u to doba svakako najznacajniji glazbenik
unutar dalmatinske franjevacke provincije. Imao je ve¢ dvadesetak objavlje-
nih zbirki, mora da je uzivao ugled u istarskim crkvenim krugovima, pa je
tesko dokuciti razloge njegova neuspjeha na kapitulu. Vaznija je ¢injenica da
su se tih godina Lukaci¢ i Puliti susretali na kapitulima Provincije te da je
bilo prigoda kada su mogli zajednicki muzicirati.

Po svemu sudeéi, u Provinciji su se trazile najbolje moguénosti za Lukaci¢ev
povratak u domovinu. On je najvjerojatnije boravio u Italiji, i to u Veneciji...
U Lukacic¢evu podosta nejasnom zivotnom talijanskom itinereru Venecija
mora da je imala bitno znacenje, i to ne samo zato jer je u gradu na laguna-
ma objavio svoju jedinu nam poznatu skladateljsku zbirku, nego zato §to je,
po svemu sudedi, upravo u krugu venecijanskih suvremenika crpio temeljna
umjetnicka nadahnuda.

Godine 1618. Lukaci¢ se napokon vratio u domovinu, u svoj mati¢ni §iben-
ski samostan sv. Frane. U tom samostanu ostaje do 22. lipnja 1620., kada
definitivno seli u Split. Te godine prihvaca zaduzenja koja ¢e ga zaokupljati
do kraja zivota: postaje musicus praefectus, tj. kapelnik u stolnoj crkvi sv. Duje
u Splitu te gvardijan samostana sv. Frane na Obali, a u Veneciji mu iz ti-
ska izlazi Sacrae cantiones, tipina onodobna ,raccolta’, tj. zbirka duhovnih
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skladbi koje nisu okupljene nekom zajednickom liturgijskom funkcijom. Na
naslovnici ¢itamo da zbirku ,na svijet izdaje” Lukaci¢ev redovnicki subrat,
skladatelj Giacomo Finetti, u ono doba maestro di cappella u mletackoj crkvi
S. Maria dei Frari. Po njegovu nagovoru, Lukaci¢ je skupio neke od svojih
ranijih skladbi, koje je Finetti — kako ¢itamo u tekstu posvete — predao Luka-
¢icevu nadredenom, splitskom nadbiskupu Sforzi Ponzoniju.

Skladbe iz zbirke Sacrae cantiones, njih sveukupno 27, premda su po svoj pri-
lici nastajale u Italiji tijekom Lukaci¢evih visegodisnjih studija, bile su ipak
ponajprije namijenjene hrvatskoj publici, o¢ekivanjima Lukacic¢evih splitskih
crkvenih poglavara. U melodijskim figurama prepoznatljive su ranobarokne
figure i kliSeji, najcesce su lidene afektivnih figura, ispisanih melizama (u tom
smislu izuzetak je dvoglasni Da pacem, Domine) i kadenciraju¢ih ukrasa. Za
razliku od venecijanske crkvene glazbe, koju je Lukaci¢ nedvojbeno pozna-
vao, a za koju je na prijelazu stoljeca bio karakteristi¢an bogati vokalno-in-
strumentalni zvuk, skladatelji koji su djelovali na hrvatskoj obali (kao $to
su Tomaso Cecchini, Gabriello Puliti i Damjan Nembri) bili su ograniceni
domacéim izvodackim moguénostima.

Ocito je da su Lukaci¢a po dolasku u Split do¢ekale dugo pripremane odgo-
vorne svecenicke i glazbenicke duznosti. Docekali su ga, takoder, zategnuti
odnosi, sukobi koje je potaknuo nadbiskup Markantun de Dominis, svestrani
intelektualac sirokih prirodoznanstvenih i crkvenopovijesnih interesa, koji je
zbog svojih ideja usmjerenih protiv papinskoga neporecivog autoriteta dosao
u sukob sa splitskim kaptolom, da bi na kraju bio optuzen od inkvizicije i
poslije smrti ritualno spaljen na Campo dei Fiori u Rimu, onom istom trgu
gdje je koju godinu prije gorio Giordano Bruno.

Sacuvana je iscrpna arhivska grada o Lukaci¢evu upravljanju samostanom sv.
Frane. U dvjema knjigama Pribhoda i rashoda (1608. - 1627.; 1627. - 1657.),
na oko 580 stranica velikoga formata zabiljezena je kronika primitaka i iz-
dataka samostana i crkve sv. Frane, u kojoj ima oko 40 Lukacic¢evih potpisa.
Usto, osobito su vazni sluzbeni zapisi kanonskih pohoda i takvih je vizitacij-
skih zapisa iz Lukaciceva vremena ukupno dvadeset i jedan. Spominjem te
samostanske rukopisne kronike, makar dobro poznate u stru¢noj literaturi,
jer mi se ¢ini da bi njithovo pomno prouc¢avanje moglo ponuditi neke svjeze
uvide.

Nevelik je, ali vrlo vrijedan fundus tiskanih muzikalija iz 16. st u samostanu
sv. Frane. Od petnaestak fragmentarno sacuvanih zbirki ve¢inom su to ma-
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drigali objavljeni u nakladnickoj ku¢i Gardano u Veneciji, onoj istoj koja je
1620. objavila Lukaci¢evu zbirku. Tesko je nazreti neku logiku u nabavljanju
spomenutih muzikalija, no mozda nije bez znacenja §to su dva autora franjev-
ci (Costanzo Porta i Ludovico Balbi), ¢ija je djelatnost u nekom razdoblju
bila vezana za venecijansku crkvu dei Frari. U toj je velikoj franjevackoj crkvi
maestro di cappella na pocetku 17. st. bio Giacomo Finetti pa je moguce pret-
postaviti da su upravo zahvaljujuéi Finettijevu posrednistvu neke muzikalije
dospjele u splitski franjevacki samostan.

U splitskom samostanu sv. Frane nerijetko su stanovali fratri koji su bili za-
posleni kao orguljasi u katedrali. Medu Lukaci¢evim se suvremenicima u spi-
sima spominju fra Gasparo Ferrero, koji je tijekom 1624. Cetiri mjeseca bio
orguljasem crkve sv. Duje. Drugi orgulja$ s kojim je Lukaci¢ suradivao bio
je Marcantonio (Donoso) Romano, svjetovnjak koji se od 1609. nastanio u
Splitu, a djelovao je uz manje prekide kao orguljas stolnice do 1636. U zbirci
Veronezanina Tomasa Cecchinija Amorosi concetti, il terzo libro demadrigali a
una, et due voci. ... op.7 (Venecija, 1616.) Romano se pojavljuje kao autor jedne
jedine, virtuozno napisane monodije Mori mi dite. Godinu dana kasnije Ce-
cchini mu posveéuje svoj op. 13., nepotpuno sacuvanu zbirku Mozetti a una
voce sola i u posveti ga nazivlje ,compadre mio caro”. Iako se Cecchini 1614.
preselio u Hvar, o¢ito su ga za Split i nadalje vezala prijateljstva. Romano se
1625. nastanio kod sv. Frane, borave¢i nekoliko godina pod samostanskim
krovom zajedno s Lukaci¢em. Treéi orguljas splitske prvostolnice u vrijeme
Lukaci¢eva djelovanja u Splitu bio je fra Claudio Balbi da Longiano, franje-

vac konventualac.

U samostanskoj kronici na dan 20. rujna 1648. ¢itamo biljesku: , Vrlo ugledni
otac fra Ivan Lukaci¢, kustos i magistar glazbe, pokopan je u nasoj crkvi sv.
Franje”. Samostanske knjige jos su godinama biljeZile mise zadusnice koje su
se odrzavale u uspomenu na zasluznoga ¢lana redovnicke zajednice i istaknu-
tog umjetnika. Stariji autori zabiljezili su medu samostanskim inventarom
Lukaci¢ev uljani portret, za koji se ne zna tko ga je izradio i po ¢ijoj narudzbi.
S vremenom se portret zagubio, nestalo je i sje¢anje, a uspomenu na Lukaci-
¢a 1 njegovu glazbu sacuvali su tek rijetki inozemni leksikoni i bibliografski
priru¢nici. Latinska izreka Habent sua fata libelli kao da je skovana po mjeri
sudbine Lukacic¢eve zbirke.
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2.U potrazi za Lukaci¢em

Prve biobibliografske podatke o Lukaci¢u donose u glazbenim leksikoni-
ma Johannes Walther (1732.), Francois Joseph Fétis (1860. - 1865.), Robert
Eitner (1877.) i jo§ neki drugi opéi stariji bibliografski priruénici. Tijekom
18.1 19. stoljeca, kada u Hrvatskoj nastaje niz kvalitetnih leksikonskih i bi-
bliografskih publikacija, Lukaci¢evo ime je ve¢ zaboravljeno. Ne spominju
ga ni Julije Bajamonti ni Sime Ljubi¢, nema ga ni ponajbolji stariji hrvatski
bibliograf Ivan Kukuljevi¢ Sakcinski. Niti najupuéeniji hrvatski muzikolog
na prijelazu iz 19. u 20. stoljeée, Franjo Ksaver Kuhac, koji je pasionirano
tragao za starim glazbenicima hrvatskoga podrijetla, za Lukaci¢a ipak nije
znao. Tek 1925. Josip Mantuani, slovenski muzikolog znatne europske re-
putacije, u ovecoj studiji posvecenoj historijatu franjevacke glazbe, spominje
Giacoma Finettija i uz njega Ivana Lukacica i zbirku Sacrae cantiones. Godi-
nu prije u jednoj raspravi lokalni crkveni povjesnik Niko Kalogjera, takoder,
navodi Lukaci¢a kao orguljasa splitske stolnice, ne znaju¢i, medutim, nista o
njegovoj zbirci, pribiljezenoj u starim specijalistickim glazbenim leksikoni-
ma. Mogucde je pretpostaviti da je Mantuanijevu kratku biljesku uoc¢io mladi
muzikolog Dragan Plamenac. I dok je Mantuani bio, ¢ini se, prvi koji je u
domacoj publikaciji — i makar samo u jednoj recenici — uz Lukaci¢evo ime
spomenuo i njegove Sacrae cantiones, Plamenac je zasluzan za publikaciju i
suvremenu prezentaciju Lukacic¢eve zbirke, Stovise za otkrice cijeloga dotad
nepoznatoga sloja stare hrvatske glazbe.?

2 Od starije muzikoloske literature, gdje se Lukaci¢ tek usputno spominje, usp. Niko

Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, Sv. Cecilija
18 (1924) 3, 89-90; br. 4, 126-128; br. 5, 160-163; Josip Mantuani, Glasbeniki iz
reda sv. Franciska, Nova revija 4 (1925) 1, 41-59; br. 2, 146-163, br. 3, 266-277, br. 4,
368-378. Otkrice zbirke Sacrae cantiones i prve ozbiljne znanstvene studije o Lukacicu
te o hrvatskoj renesansnoj i baroknoj glazbi napisao je Dragan Plamenac: Nepoznati
hrvatski muzicar ranog baroka, Obzor 75 (1934) 293, 6; Nepoznati hrvatski muzicar
ranog baroka: Siben¢anin Ivan Lukaci¢ (1574-1643) i njegovi moteti, Magazin Sje-
verne Dalmacije 2 (1935) 2, 80-86 (skracena verzija u: Zvuk, 3 /1935/ 1, 41-43). Od
recentnijih studija istice se publikacija: Ljudevit Anton Marali¢, Provincijski povijesni
arhiv. Arhivsko gradivo povijesnog dijela Provincijskog arbiva (1539. — 1827.), Hrvatska
provincija sv. Jeronima franjevaca konventualaca, sv. 1-2, Zagreb, 2015. Usp. takoder
Milan Pelc (ur.), Velicina malenib. Povijest i kulturna bastina Hrvatske provincije sov.
Jeronima franjevaca konventualaca, Hrvatska provincija sv. Jeronima franjevaca kon-

ventualaca, Zagreb, 2010.
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Nakon vise godina podrobnih istrazivanja, Dragan Plamenac krajem 1934.
u zagrebackom dnevnom listu Obzor objavljuje ¢lanak ,Nepoznat hrvatski
muzicar ranog baroka Ivan Lukaci¢ (1574. - 1648.) i njegovi moteti”. Taj
neveliki novinski napis (iduée godine pretiskan u jo§ dva domaca Casopi-
sa) bio je prvorazredan kulturni dogadaj, muzikologko otkri¢e bez premca u
Hrvatskoj, a kada je potkraj 1935. u dvorani Hrvatskoga glazbenog zavoda
priredio program Iz hrvatske muzicke prosiosti, s djelima Vinka Jeli¢a, Andrije
Patricija, Julija Skjaveti¢a, Tomasa Cecchinija i Ivana Lukacic¢a, hrvatskoj se
javnosti odjednom pokazalo nesluéeno bogatstvo hrvatske renesansne i ba-
rokne glazbe. Plamenac je u to doba otkrio vise od 30 nepoznatih tiskanih
zbirki hrvatskih renesansnih i baroknih majstora, no ¢ini se da ga se osobito
dojmila zbirka Sacrae cantiones. U predgovoru notnog izdanja Ivan Lukacic,
Odabrani moteti..., §to ga je objavio Hrvatski glazbeni zavod 1935. godine (a
bilo je to uopée prvo takvo notno izdanje s djelima nekoga starijeg hrvatskog
skladatelja) Plamenac ¢e tada u zanosu zapisati: ,Dakle se ipak nije zatro
svaki trag domacem radu i djelovanju na ovom umjetni¢kom podruéju!”

Unikatni je primjerak Lukaciceve zbirke Plamenac pronasao u Berlinu, u
staroj Pruskoj drzavnoj knjiznici. Tako je, zahvaljujuéi novinskim ¢lancima,
dobro organiziranom koncertu u Glazbenom zavodu, ali i kritickom izdanju
odabranih moteta iz zbirke Sacrae cantiones - glazba Ivana Lukaci¢a sredinom
30-ih godina prosloga stolje¢a ponovno zazivjela. Tijekom tragi¢nih ratnih i
poratnih godina obitelj mu se rasula, izgubio je mnoge prijatelje, a golema i
vrijedna obiteljska biblioteka bila je pokradena i razgrabljena. Potkraj 60-ih
godina pronasao je, prema vlastitim rije¢ima sasvim slu¢ajno i ,medu starim
papirima” u svojoj privatnoj arhivi u SAD-u, rukopisni prijepis kompletne
zbirke Sacrae cantiones, prijepis koji je napravio jo§ pocetkom 30-ih godina
u Berlinu!

Mikrofilm svoga prijepisa, kao i mikrofilm sa¢uvane fotokopije izvorne dioni-
ce orguljskoga continua, Plamenac je poslao u Odsjek za muzicku umjetnost
Hrvatske (tada Jugoslavenske) akademije znanosti i umjetnosti u Zagreb. Od
tog je materijala Josip Andreis 1970. tiskao notno izdanje, preostalih $esna-
est moteta; u meduvremenu, 1968., Lovro Zupanovié objavljuje prvu oveéu
stilisticku studiju o Sacrae cantiones, a slijedeéi jednu Plamencevu zabiljesku,
objavljuje 1969. u Casopisu Zwuk Cetiri Lukaci¢eva moteta koji su bili uvrste-
ni u antologiju Promptuarium musicum (1626.) Johanna Donfrida. Andreis,
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dugogodisnji profesor povijesti glazbe na Muzickoj akademiji, autor temelj-
nih priru¢nika na kojima su odgojeni narastaji muzikologa i glazbenika, kao
i sam Zupanovié, njegov nasljednik na Katedri za stariju hrvatsku glazbu,
umnogome su svojim autoritetom pridonijeli ponovnom budenju zanimanja
za Lukacicevu glazbu. Na ovom mjestu diskurs nalaze prelazak na Ich-Form:
naime, u sudbinu Lukaciéeve tiskovine uplela se istrazivacka fortuna autora
ovoga teksta.

Kad je pocetkom 80-ih otvorena obnovljena zgrada Berlinske biblioteke, u
tu su se ustanovu pocele vracati mnoge knjige ,rastrkane” tijekom Drugoga
svjetskoga rata. Bilo je tada ve¢ jasno da je dio fundusa berlinske biblioteke
pohranjen u Biblioteci Jagiellonskoj u Krakovu. Napisao sam, pod egidom
Knjiznice HAZU, sluzbeni dopis krakovskoj biblioteci, traze¢i mikrofilm.
Nakon nekoliko mjeseci, poc¢etkom 1983., stigao je paketié, bez ikakvoga
popratnog dopisa, s mikrofilmom originalnoga prvotiska zbirke Sacrae can-
tiones Ivana Lukaci¢a! Tako je nakon 40 godina traganja mnogih domacih
muzikologa, nakon bezbroj uzaludnih pisama i putovanja, iznova pronaden
zagubljeni unikat Lukaci¢eve zbirke! Na to sam se traganje odlucio potaknut
ponudom fra Ludovica Bertazza da za seriju Corpus Musicum Franciscanum
priredim izdanje cjelokupne Lukaci¢eve zbirke; izdanje je objavljeno 1986.
u Padovi. Prema Zelji nakladnika, izdanje je opskrbljeno realiziranim orgulj-
skim continuom. Posljednja suvremena tiskovina Sacrae cantiones jest reprint
izvornika, §to ga je objavio Muzicki informativni centar u Zagrebu 1998.To
izdanje ¢ini mi se posebno vaznim jer pruza uvid u izvornik, $to je pak temelj
za svaku ,povijesno obavijestenu” izvedbu.

Godine 2000. sibenska tvrtka ,Digital-Zoom” i njezin direktor, snimatelj i
redatelj Davor Sari¢ snimio je dokumentarni film U potrazi za Lukacicem.
Film je premijerno prikazan u Sibeniku, potom u dvorani Hrvatskoga glaz-
benoga zavoda u Zagrebu, nekoliko puta na stanicama Hrvatske televizije,
zatim na jednom medunarodnom muzikoloskom skupu u New Yorku, itd...,
da bi naposljetku DVD bio priklju¢en uz moju navedenu knjigu fvan Lukaci¢
iz 2007. Valja spomenuti da je u pripremi drugo izdanje Lukaci¢eve zbirke
za spomenutu seriju padovanskih franjevaca Corpus Musicum Franciscanum,u
sunakladnistvu jednoga domacega nakladnika (ovaj put u kritickom izdanju,
bez pridodane realizacije continua), a takoder je u pripremi i zbornik studija
u sunakladni$tvu inozemnog i domaceg nakladnika.
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Medunarodni muzikologki skup iz 1985., posveéen 400. obljetnici skladate-
ljeve rodenja, §to ga je organizirao Provincijalat franjevaca konventualaca te
zbornik koji je tiskan dvije godine kasnije (urednik Ljudevit Maraci¢), kao
i ovaj simpozij — kojemu na razli¢ite na¢ine — nazoc¢imo, sve nas to bodri da
zasuCemo rukave jer oko reanimacije Lukaci¢eve glazbe i njegovih suvreme-
nika zacijelo jo$ ima dosta posla.

Umjesto zakljucka

I za kraj, umjesto zakljucka, neka mi budu dopustena neka pitanja na koja
bi istom trebalo odgovoriti. Na naslovnici Sacrae cantiones nije istaknut broj
opusa. Takav primjer neisticanja opusa u ono doba nije, doduse, usamljen,
ali je ipak neuobicajen, a u svezi s Lukaci¢em itekako bi dobro dosao za ra-
zjasnjenje nekih dvojbi. Ovako se namecu pitanja: je li ta zbirka prvo i uopée
jedino tiskano Lukaci¢evo djelo? Ostaje zagonetkom kako to da nakon $to
je objavio Sacrae cantiones i preuzeo duznost kapelnika splitske stolnice nije
objavio niti jednu jedinu skladbu. Duznost kapelnika, naime, podrazumije-
vala je brigu o glazbenom repertoaru, kao i znatan skladateljski angazman. Je
li mogucée da Lukaci¢, do¢ekan u Splitu s tolikim is¢ekivanjima nakon dugo-
trajnih talijanskih studija, ni$ta nije skladao nakon 1620. godine?

Poznato je, doduse, da mu je i nakon 1620. objavljeno nekoliko moteta. Po-

znanstvo je s Giacomom Finettijem vjerojatno pomoglo prodoru Lukaciéeve
glazbe u sjevernu Europu. U antologiju Johanna Reiningera Deliciae sacrae
musicae (Ingolstadt, 1626.) uvrsten je Ex ore infantium, dok se u tre¢em sve-
sku velike antologije Johanna Donfrida Promptuarium musicum (Strasbourg,
1627.) nalaze skladbe Corde et animo, Sancta et immaculata, Sancti mei, Nos
autem 1 Domine, puer meus. Sve su to moteti preuzeti iz Sacrae cantiones. Su-
djelovanjem u tim uglednim antologijskim zbirkama Lukaci¢ je potvrdio svoj
europski ugled. Moteti iz zbirke Sacrae cantiones ¢ini se da su bili prihvaceni
ne samo u lokalnim razmjerima i ne samo u Veneciji nego i u glazbenim ka-
pelama sjeverne Europe. Tako bismo barem htjeli vierovati!

No da bismo doista dokazali da je Lukaciceva glazba bila izvodena u sjever-
noeuropskim crkvama valjalo bi prouciti kataloge tiskara, njihovu prodaju i

studij diseminacije ranobaroknih tiskovina iznio na svjetlo dana jos koje ne-
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poznato djelo hrvatskih majstora, pa tako i neku drugu Lukaciéevu zbirku.
Uostalom, s istrazivanjima smo uvijek na nekom novom pocetku.

Dodatak: Suvremena izdanja Lukaci¢evih moteta

Dragan Plamenac (ur.), Ivan Lukacié, Odabrani moteti (1620.), Hrvatski glazbeni zavod,
Zagreb,1935.,1975. (reprint).

Ennio Stipéevi¢ (ur.), Joannis Lucacih de Sebenico: Sacrae Cantiones Singulis Binis Ternis
Quaternis Quinisque wvocibus Concinendae, Venetiis 1620., Muzicki informativni centar
Koncertne direkcije Zagreb — Gradska knjiznica ,Juraj Sizgori¢”, Zagreb — Sibenik, 1998.
(pretisak).

Ennio Stipevi¢ (ur.), [van Lukacic OFMConw. (c. 1585. — 1648.), Sacrae cantiones Venezia,
1620., Mottetti a 1-5 voci (Corpus Musicum Franciscanum), Messaggero, Padova, 1986.
Josip Andreis (ur.), Tvan Lukacic, Sesnaest moteta, Muzikoloski zavod Muzicke akademije,
Zagreb, 1970.

Lovro Zupanovic’, Cetiri moteta Ivana Lukaci¢a iz zbirke Promptuarium musicum Jo-

hanna Donfrida, Zouk 97 (1969), 32-37 (+ separatni otisak, 1-16).
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FRA IVAN MARKO LUKACIC
NEOBJAVLJENI ARHIVSKI ZAPISI

Ljudevit Anton Maracié¢

UDK: 2-722.53Lukaci¢, I.M.:784.1“1585/1648 Hrvatska provincija sv. Jeronima
78.072Lukaci¢, I. M. franjevaca konventualaca
7.034.7:783 ljudevitmaracic@gmail.com
Pregledni rad
Rad zaprimljen 12/2020.

Sazetak

Kako sve vise raste interes za hrvatskoga glazbenika fra Ivana Lukacica, dugogodisnjeg
kapelnika splitske stolnice tijekom 17. stoljeca, posebno u povodu 400~te obljetnice tiska-
nja njegove zbirke moteta ,Sacrae Cantiones” (Venecija, 1620.), pokazuje se sve veca
potreba upoznavanja lika i Zivota toga franjevca konventualca, rodenog u Sibeniku,
Skolovanog u Veneciji i Rimu, a na radu u Splitu. Ovdje je i proveo najplodniji dio
Zivota i kao dugogodisnji gvardijan samostana sv. Frane franjevaca konventualaca, a
isto tako i kao kapelnik pri katedrali sv. Dujma. Autorov rad na sredivanju arhivskoga
gradiva Hrvatske provincije sv. Jeronima franjevaca konventualaca u Zagrebu omo-
gucio mu je uvid u starije dokumente, pohranjene u dvadeset rukopisnib zbirki u istom
arbivu. U ovome radu autor iznosi vise nepoznatih arbivskih potvrda o Lukacicevu dje-
lovanju kao fratru i poglavaru, o redovnickom Zivotu prozetom brojnim napetostima,
nesporazumima i osporavanjima, a njihovo upoznavanje baca dodatno svjetlo na Zivot
i rad ovoga Sibensko-splitskoga franjevca konventualaca i obogacuje okruzje koje mu je

omogucilo uspjesno glazbeno stvaralastvo i djelovanje.

Klju¢ne rijeci: franjevac konventualac, ranobarokna glazba, samostan sv. Frane u Spli-

tu, katedrala sv. Dujma u Splitu, gvardijan i definitor, Zadarska kustodija

Uvod

Kada je u studenom 1985. u Zagrebu odrzan znanstveni skup u povodu 400-
te obljetnice rodenja fra Ivana Marka Lukacic¢a (1585.-1985.), 0 ¢emu je ne-
§to vise od godine dana poslije odrzavanja objavljen i zbornik radova pod na-
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slovom ,,Lukaci¢”,! neki su predavadi izrazili Zaljenje §to neproucena arhivska
dokumentacija otezava stvaranje cjelovite slike o ovom hrvatskom baroknom
glazbeniku, ali i uglednom franjevcu konventualcu, koji je u svojoj mati¢noj
Provinciji sv. Jeronima u Dalmaciji vr$io zapazene sluzbe, vezane uglavnom
uz splitski samostan sv. Frane i Zadarsku kustodiju koja je pokrivala bas nje-
gov mati¢ni samostan (Sibenik) i zivotno boraviste (Split). Doista, na tom
skupu temeljito su predstavljeni rezultati arhivskoga biografskog istrazivanja,
ali samo djelomice, vezano uz samostanski arhiv u Splitu (Ro§¢i¢) i prethod-
no glazbeno usavr§avanje i specijalizaciju u Rimu (Mrkonji¢). Ostali preda-
vadi, §to je 1 ofekivano, svoju su paznju usmjerili na glazbeno djelovanje ili
okolnosti koje su djelovale na Lukacicev uspjesan rad u Splitu.

Nakon dobrih trideset godina, potaknut brojnim razlozima i motivima, dao
sam se na sredivanje cjelokupnoga arhivskoga gradiva Hrvatske provincije sv.
Jeronima franjevaca konventualaca, koje je nedovoljno prouceno i javnosti
nedostupno lezalo pohranjeno, ali i dobro zasti¢eno, u kartonskim kutija-
ma provincijskog arhiva. Plod toga rada koji mi je donio mnogo radosti, a
i podosta iznenadenja, ukori¢en je u dva pozamasna sveska koji nose naslov
»2Provincijski povijesni arhiv”.? U tom sam radu posebnu paznju posvetio vaz-
nijim i poznatijim fratrima Provincije sv. Jeronima, i to od 1559. do 1827,
jer je to vremensko razdoblje opisano u zapisnicima i izvjes¢ima kapitula i
vizitacija pocevsi od 1559. godine, kad je uveden provincijski arhiv, pa sve do
1827. godine, kad je uslijed ujedinjenja Provincije sv. Jeronima u Dalmaciji s
onom sv. Antuna Padovanskog u Padovi, te se tamo i ¢uva arhivsko gradivo
za daljnje razdoblje, sve do kona¢nog razjedinjenja i vrac¢anja u prethodno
pravno stanje, godine 1907. godine. Od te godine do danas povijesni dio
arhiva, kao i noviji dokumenti, pohranjeni su u Arhivu Provincije na Svetom

Duhu u Zagrebu.

Usp. Ljudevit Anton Maragi¢ (ur.), Lukacic, zbornik radova znanstvenog skupa odrzanog
u povodu 400-te obljetnice rodenja Tvana Marka Lukacic, Provincijalat franjevaca kon-
ventualaca, Zagreb, 1987.

Usp. Ljudevit Anton Maraci¢, Provincijski povijesni arhiv. Arhivsko gradivo povijesnog
dijela Provincijskog arhiva (1539. — 1827.), Hrvatska provincija sv. Jeronima franjevaca
konventualaca, sv. 1-2, Zagreb, 2015. Prvi svezak sadrzi popis i opis materijala krono-
loskim redom, a drugi svezak donosi tematsku obradu dogadaja, pojava i imena.
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Povijesni arhiv danasnje Hrvatske provincije sv. Jeronima ¢uva, medu osta-
lim, dvanaest rukopisnih svezaka velikog formata, koji od pocetka nose na-
slov ,,Acta Provinciae”, makar uz sluzbene zapisnike kapitula i kanonskih
vizitacija sadrzi i brojne druge materijale, kao $to je dopisivanje s generalnom
upravom, povremeni upis novopridoslih, zavjetovanih i preminulih ¢lanova i
jos ponesto $to moze zanimati ljubitelja proslosti. Naznaka broja sveska sli-
jedi vremensko razdoblje opisano u knjizi, pa tako npr. prvi svezak ukljucuje
gradivo od 1559. do 1854. i tako redom dalje. Periodizacija nema neke odre-
dene kriterije, ve¢ ovisi o zapisni¢arima, a to su redovito tajnici Provincije, a
ponekad i sam provincijski ministar, $to je lako prepoznati po upotrebi prvog
lica u prezentu.

Slijedom toga sredivanja i opisivanja, pokusao sam doslovno (pod navod-
nicima), upisati originalne izraze i recenice, dakako pretezito na latinskom
jeziku, s naznakom sveska i stranice, odnosno folije na kojoj se navedeni citat
nalazi u zagradi. Treba pri tome istaknuti da dva sveska nemaju paginaciju pa
to moze otezati pronalaZenje citiranog mjesta u rukopisu, ali olaksicu moze
pruziti godina koja prethodi ili se nalazi u svakom odlomku jer zapisi slijede
kronoloski red pa nije tako tesko do¢i do navedenog citata. S obzirom pak na
fra Ivana Marka Lukacic¢a, ¢ije sam arhivske podatke o Zivotu i redovnickom
djelovanju ovdje nastojao vjerno i cjelovito prenijeti, isticem da je vecina po-
dataka ovdje prvi put objavljena javnosti, te moze posluziti i pomo¢i cjelovi-
tijem slaganju zivotnog mozaika ovoga nasega uglednog fratra.

1. Arhivski zapisi o fra Ivanu Lukaci¢u

Prvi zapisani spomen o fra Ivanu Marku Lukaci¢u u Arhivu Provincije swv.
Jeronima franjevaca konventualaca (tada se sluzbeno nazivala Provincia Dal-
matiae s. Hieronymi fratrum minorum conventualium) susre¢emo u drugom
svesku Akata Provincije (1588. -1605.), za provincijskog ministra PMg. Ni-
kole Sola iz Pirana, kada je pod njegovim predsjedanjem 1. lipnja 1597. u
$§ibenskom samostanu sv. Frane odrzana kustodijska kongregacija za Zadar-
sku kustodiju, koja je u svojem nazivu jo§ dugo bila us¢uvala spomen na iz-
gubljeni zadarski samostan sv. Frane, a koja je spomenute godine ukljucivala
samostane u Pagu, Sibeniku,Trogiru i Splitu. Tom prigodom kao svojega ko-
mesara provincijal Sola je u Sibeniku postavio PBacc. Marka Leona iz Cresa.
U zapisu o kustodijskoj kongregaciji, 1. lipnja 1597. susre¢emo vrlo vazan
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detalj: istog dana za §ibenski samostan sv. Frane primljen je u Red franjevaca
konventualaca Dalmatinske provincije sv. Jeronima Marko, sin pok. Ivana
Lukacic¢a, kao i Petar sin pok. Antuna Misli¢a. Obojica su imala oko trinaest
godina, uobicajenu tadasnju razinu dobi da netko moze uéi u novicijat.?

U arhivskoj dokumentaciji Povijesnog dijela arhiva Provincije sv. Jeronima
potom dugo nema spomena Lukaci¢eva imena. Vjerojatno je izbivao izvan
Provincije zbog studija i glazbenog usavrsavanja te ga u sljede¢im spominja-
njima sve do smrti susrecemo najéesce s naslovom PBacc, Mag. mus. (pater
baccalaureus, magister musices).

Provincijski kapitul odrzan u piranskom samostanu sv. Franje, od 30. kolovo-
za 1612. dalje, na kojemu je za provincijskog ministra nakon prekida ponov-
no izabran domaci sin PMg. Nikola Sola iz Pirana, u svojemu sluzbenom iz-
vieséu u Aktima Provincije donosi prvu vijest o povratku fra Ivana Lukacica,
biljezi mu i naslov bakalaureata, ali jos uvijek bez dodatka koji ¢e ga redovito
pratiti, magister musices. Na tom kapitulu kao zadarski kustos predlozen
je i izabran PBacc. Ioannes de Sebenico.* U Aktima Provincije (IV. svezak,
1603.- 1628.) Lukaci¢a susre¢emo ponovno 1616. godine, kad je 24. rujna
i sljedec¢ih dana ponovno u Piranu odrzan Provincijski kapitul, na kojemu
je izabran za provincijskog ministra vrlo agilni, ali i nepomirljivo konfliktni
rapski fratar PMg. Simun Marelli, ¢ovjek pun inicijativa, Zari obnove, ali i
duha sporenja, pa se njegovo ime susrece jako ¢esto medu onima koji ospo-
ravaju pojedini prijedlog ili osobu na kapitulu, a i izvan toga. S njime ¢e (i
brojni drugi, kao spomenuti provincijal Sola ili teolog Ferki¢, da spomenem
samo najpoznatije) i na§ Lukaci¢ imati poprili¢no okapanja. Na spomenutom
kapitulu u Piranu za zadarskoga kustosa izmedu dva kandidata izabran je bas
fra Ivan iz Sibenika,’ koji je dobio vie glasova od $ibenskog subrata PMg.
Nikodema Juricica, kasnijega provincijskog ministra. Taj podatak, u kojemu
se ipak ne spominje jo§ Lukaciceva titula (magister musices, pa ni prethodni

»Pro conventu Sibenicensi Marcus filius def. Joannis Lucacich et Petrus filius def.
Antonij Mislich... eadem atetate annorum tredecim in circa.” Akta Provincije u Ar-
hivu Provincijalata franjevaca konventualaca u Zagrebu, 2. kutija, svezak II, folij 130
pozadina (unaprijed: II, fol. 130r).

Acta Provincije, IV. svezak, bez naznake stranice, jer taj svezak nema paginacije, a poda-
tak se moze provjeriti uz zabiljezenu godinu.

,Frater Joannes de Sebenico” (IV, bez naznake stranica, kojih u ovom svesku ni nema).
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bakalaureat) upucuje kako je ve¢ tada mladi Sibencanin Lukaéi¢ uzivao ugled
medu fratrima, kad je pri izboru dobio prednost nad jednim vrlo uglednim i
istaknutim doktorom teologije. Zanimljivo je da su se na ovome kapitulu su-
sreli kao vokali, ali i kao kolege glazbenici, dvojica najistaknutijih skladatelja
koje je Provincija imala, Ivan Lukaci¢ i Gabriele Puliti. Njihovo poznanstvo
potrajat ¢e tridesetak godina, sve do njihove smrti.

Sljede¢i spomen Lukacdi¢a imamo u zapisu od 21. lipnja 1620., kada je u
treCem svesku Akata Provincije (1608. - 1628.) zabiljezeno kako je provin-
cijski ministar PMg. Simun Marelli iz Raba, dogavsi u Split za svoje redovite
vizitacije (koju je svaki provincijal obi¢no odrzavao svake godine), za novoga
gvardijana samostana sv. Frane imenovao PBacc. Ivana iz Sibenika, bez na-
vodenja njegova prezimena Lukacic¢a.®

Odsad u arhivskoj dokumentaciji sve Cesée susre¢emo ime Sibenskog fra-
tra i glazbenika, ponekad s prezimenom, ali ¢es¢e bez prezimena, no uvijek
s dodatkom da je iz Sibenika. Tako je poznati provincijski ministar PMg.
Blaz Posari¢ iz Cresa, prethodno tajnik Reda u Rimu i veliki zagovornik re-
dovnicke obnove u provincijama, za svoje druge vizitacije, pocete po Uskrsu
1622. godine u Krku, dosavsi 8. lipnja 1622. u Split, pri propisanom pregledu
urednosti samostanske crkve, uocio neke nepravilnosti u pohrani svetih re-
likvija te na njih u zapisniku i upozorio i naredio da se postave na doli¢nije
mjesto.” U nastavku izvjesc¢a susreemo jedan podatak koji potvrduje Luka-
Cicevu stru¢nost u glazbi jer mu isti provincijski ministar PMg. Blaz Posari¢
nareduje da samostansku bracu poucava u glazbenom umije¢u.® Ovaj detalj
ukazuje da je Lukaci¢ veé¢ te godine poznat u Splitu kao glazbenik kojemu
provincijal ¢ak nareduje da u tom smjeru mora proraditi i oko osposobljava-
nja brace. Ovaj podatak svjedoc¢i i o tome kako se po samostanima njegovalo
glazbeno umijeée pa nije ¢udna podudarnost da ba$ u vrijeme djelovanja fra
Ivana Lukaci¢a u Provinciji sv. Jeronima franjevaca konventualaca imamo
bar jo§ dvojicu afirmiranih fratara glazbenika, PBacc. Gabrijela Pulitija iz
Montepulciana, u Istarskoj kustodiji i PBacc. Bonaventuru Rinaldija iz Krka,
u Rapskoj kustodiji. Sto se pak tice Lukaci¢eva zauzimanja za urednost i ob-
novu samostana kojemu je dugo bio gvardijan, spomenuti provincijski mini-

,2PBacc. magistrum musices, fr. loannem a Sibenico” (111, £. 96).
,Sacras reliquias in quadam capsam indecentem servatas reperijt” (111, £. 156r).
,Guardiano imposuit ut ipsos musicam doceret” (I11, f. 156r).
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star PMg. Blaz Posari¢ za vizitacije dvije godine kasnije, istice u zapisniku da
je pod blagotvornim utjecajem gvardijana Lukacic¢a u splitskom samostanu
nasao bracu u miru, a samostanske prostorije preuredene, u §to je gvardijan
Lukaci¢ ulozio i dio nagrade koju je dobivao kao katedralni kapelnik, a koje-
mu je i splitski nadbiskup u ovoj materijalnoj obnovi rado pripomogao.’

2. Problemati¢ni fratri

Sibenski fratar i provincijski ministar PMg. Nikodem Jurici¢, koji je svega
dvije godine upravljao Provincijom sv. Jeronima franjevaca konventualaca,
zbog nagle smrti koja ga je 1626. zadesila u Krku u vrijeme pohoda samo-
stanu sv. Franje, prethodne godine 1625., za redovite vizitacije mati¢nom
samostanu u Sibeniku, do¢uo je za 1o glas o p. Nikoli Burogni iz Sibenika
pa je protiv ovoga pokrenuo proces, pozvao ga i javno obznanio pred bra¢om
u blagovaonici gdje se nije pojavio (III, f. 191). Tog ¢emo nedoli¢nog fra-
tra ne$to kasnije susresti jer ¢e bas Lukaci¢ dobiti zadatak da se pobrine za
izvréenje kazni nad p. Burognom. Njega je zbog teskog neposluha i drugih
javnih prekrs$aja provincijal Jurici¢ istjerao iz Provincije, uz zabranu da boravi
u bilo kojemu njezinu samostanu te predao javnim vlastima, koje ¢e ga tesko
kazniti (III, 205). No, ¢ini se da ée Lukacié, ¢ije ime susreemo u izvjeséu o
kapitularnoj kongregaciji odrzanoj 17. lipnja 1627. u Labinu, gdje sudjeluje
kao definitor Zadarske kustodije i gvardijan splitskog samostana sv. Frane,
Ces¢e morati prisustvovati sli¢nim procesima protiv fratara koji se nisu drzali
redovnickog nacina zivota. Kako se stanje sa $ibenskim fratrom Burognom
nije smirilo, nego ¢ak i pogorsalo, dana 26. veljace 1628. generalni komesar
Pellegrini zaduzuje splitskoga gvardijana Pbacc. Ivana iz Sibenika da mu u
Kopar, mjesto njegova stalnog boravka, dobro i pazljivo ¢uvanog, posalje p.
Nikolu Burognu iz Sibenika, sveéenika naseg Reda, jer da je pocinio mnoga
zla, zbog kojih ima posla i sa svjetovnim vlastima i zbog ¢ega je u Provinciji
lisen obaju prava glasa pa sada komesar Zeli zavrsiti ovaj posao.’” Njega je
zbog teskog neposluha i drugih javnih prekrsaja provincijal potom istjerao iz

9 Fratres in pace invenit... Aliquas celulas a p.re m.ro Joanne suis... parte sumptibus,
ac illmi Domini Archiepiscopi auxilio exornatas invenit” (II1, f. 170).

,Bene ac diligenter custoditum....ob multa mala ac pessima ab eo perpetrata” (I11, I
199r-200).
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Provincije, uz zabranu da boravi u bilo kojemu njezinu samostanu, te predao
javnim vlastima koje ¢e ga tesko kazniti (II1, 205). Zanimljivo da je mnogo
kasnije, na provincijskom kapitulu, odrzanom 5. studenoga i sljede¢ih dana
1644., usvojen prijedlog, odnosno molba nekoga gospodina Lovre Jette iz Si-
benika, da se uspostavi posebna sluzba prokuratora za oslobadanje p. Nikole
Burogne iz galije,™ ali uz uvjet da se pritom financijski ne opterete Sibenski
samostan ni Provincija. Nije poznato koliko je vremena prethodno kaznjeni
fratar proveo na galiji, a moze se pretpostaviti da mu je kazna, nakon ove
intervencije, ukinuta. Lukaci¢ je na tom kapitulu bio ponovno izabran za
kustosa Zadarske kustodije.

3. Uspon u sluzbama

Na prethodnom provincijskom kapitulu u Sibeniku, 13. studenoga i sljede¢ih
dana 1624, kad je izabran za provincijala ve¢ spomenuti Sibencanin PMg.
Nikodem Jurici¢, uz Lukaci¢a, kao ravnatelja glazbe (,moderator musicae”)
spominje se kao orguljas (,pulsator organorum”) jo§ jedan tada iskusni fratar
glazbenik, PBacc. Bonaventura Rinaldi iz Krka,'? a kao glavni propovjednik
navodi se jo§ jedan glazbenik, ovaj put PBacc. Claudio de Montetorio, iz
jedne talijanske provincije. Lukaci¢ dolazi na kapitul kao splitski gvardijan,
ali i kao definitor Zadarske kustodije.”

Kapitularna kongregacija odrzana je 17. lipnja 1627. i sljede¢ih dana u Pi-
ranu, a na njoj se od 10 prisutnih vokala pojavljuje kao definitor Zadarske
provincije PBacc. et Mag. musices fra Ivan Lukadi¢ iz Sibenika, koji ¢e po-
novno biti izabran za gvardijana u Splitu. Osim izbora kustosa i gvardijana,
¢ini se da zapisnik sadrzi mnogo zanimljivih podataka i izvjestaja, ali je zaista
zbog ostedenosti ovoga sveska, posebno tih stranica, tesko nesto sigurnije
desifrirati. Ima dvanaestak ispisanih stranica, ali su toliko ostecene da se po-

1 A triremis” (VI £. 63).

2. Na prethodnoj kapitularnoj kongregaciji, odrzanoj 31. svibnja 1622. u Puli, kreki
konventualac fra Bonaventura de Vegla, magister musices, imenovan je za definitora
»ex gratia” (prepusteno slobodnom izboru provincijala), §to su svi vrlo rado odobrili:
,Omnes libentissime elegerunt”, a to potvrduje da je i Rinaldi bio popularan medu
fratrima, makar je znao kao kr¢ki gvardijan i on imati nesporazuma s provincijalom
Marellijem (IV, bez naznake stranice, uz godinu 1622.)

Usp. Svezak IV, bez naznake stranice, uz godinu 1624.
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negdje jedva pokoja rije¢ raspoznaje. Na provincijskoj kongregaciji odrza-
noj u Cresu, 23. lipnja 1634. i sljedec¢ih dana (sv. V. — 1632. - 1644.) PMg.
Simun Marelli, koji se isticao postavljanjem pitanja i nudenjem rjeSenja na
provincijskim skupovima, iznio je, aludiraju¢i dakako na Lukacica, najprije
problem primanja honorara fratara koji djeluju kao orguljasi ili zborovode
drugih crkava, ali je u diskusiji zaklju¢eno da su i dosad dio nagrade ostav-
ljali samostanu u kojemu Zive te da se ne moze zahtijevati da sve pripadne
samostanu jer i muzi¢ari imaju svoje materijalne troskove. Potom je provin-
cijala PMg. Jakova Drazu pitao namjerava li postupiti protiv PBacc. Ivana iz
Sibenika, koji da je na prethodnom kapitulu u Kopru bio osporen (,querela-
tus”). Provincijal Draza odgovorio mu je neka pismeno predo¢i spomenutu
optuzbu, bududi da su akta navedenoga kapitula, odrzanog u Kopru propala
u vrijeme jedva prezivljenog brodoloma u no¢i 8. listopada 1632. kod Kotora,
kada su fratri jedva izvukli Zivu glavu, a ostali bez icega, ¢ak i odjece. O ¢emu
se radilo moze se doznati iz kasnije dokumentacije. Dana 20. rujna 1634.
generalni vikar Reda PMg. Giobatta iz Bitonta iz Napulja, koji je nakon
smrti generalnog ministra upravljao Redom do iduéega redovitoga general-
nog kapitula, piSe provincijalu Drazi o Lukaci¢u kako se raspitao i da su ga
vrijedne osobe, dostojne povjerenja, uvjerile da se PBacc. Ivan iz Sibenika
ponasao vrlo dobro u upravljanju svojim samostanom u Splitu, $to potvrduje
i provincijalova dozvola da u neogranic¢enoj mjeri obavlja tu sluzbu, ¢emu
se ni on ne protivi, nego daje dozvolu da fra Ivana proglasi gvardijanom i
dalje, o ¢emu neka provincijal obavijesti generalnu upravu. Potvrda fra Ivana
iz Sibenika da moze i dalje biti gvardijanom u Splitu od strane generalnoga
vikara Reda iz Napulja potpisana je 20. rujna 1634.”° | no time se stvari jos
nisu posve smirile.

4. Marellijeva osporavanja

U Cresu, na provincijskom kapitulu zapocetom 22. lipnja 1636., nakon sto je
prethodno PMg. Simun Marelli osporio neke izbore, koje je kapitul unatoc
prigovoru potvrdio, na izbor PBacc. Ivana iz Sibenika za definitora Zadarske
kustodije, posebno se rapski fratar i bivsi provincijal Marelli osvrnuo i ospo-
rio Lukaci¢u izbor, prigovorivsi mu §to je $ibenski fratar i splitski gvardijan

14 Se ne sia portato molto bene... avendo lasciato indeterminata quella carica” (V, f. 77).

15 Svezak V, ff. 78v-79.
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Lukaci¢ javno, na sablazan puka, pritvorio trogirskog gvardijana P. Bernarda
Bastiju iz Milja. Prigovorio je, potom, §to je Lukaci¢ u splitskom samostan-
skom pritvoru drzao P. Bernarda (zbog Cega da je ovaj gotovo pao u ocaj)*® i,
konacno, §to je oltarski kamen, na sablazan puka, prodao Zidovima, koji da
su mramor upotrijebili za svoje grobnice. Predsjednik kapitula, PMg. An-
drea Zane iz Venecije, nakon kraceg savjetovanja, ali ne i nekoga dubljeg
istrazivanja, jer nije to sada smatrao potrebnim (bududi da je Lukaci¢ samo
provodio provincijalove odredbe), odbacio je prituzbe i potvrdio Lukaci¢a za
definitora, koji ¢e potom biti i potvrden za splitskoga gvardijana. Lukaci¢ je
dobio sve potvrdne glasove, uz svega dva protivna glasa.'”

Za vrijeme svoje prve vizitacije novoizabrani provincijalni ministar, PMg.
Matej Susi¢ iz Cresa, u Splitu se 10. studenoga 1636. ozbiljno pozabavio
Marellijevim prigovorima na rac¢un Lukaci¢a. Ovdje se uvjerio da prigovori,
koje je temeljito istrazio, na racun Lukaci¢a ne stoje. U zapisniku ¢ak stoji
da je stvar temeljitije proucio nego se to obi¢no ¢ini jer je na prethodnom
kapitulu zaista palo nekoliko teskih rijec¢i na racun Lukacica, ¢ak i na racun
njegova Zivota, posebno na ra¢un administracije, pa zavrsava: Bogu hvala, u
istrazi nije pronadeno nista $to bi trebalo kazniti.'®

Da svi ti prigovori na ra¢un Lukacic¢a nisu ostavili ozbiljnijih tragova na nje-
gov zivot i djelovanje, svjedoce susljedne potvrde njegovih sluzbi na razini
splitskog samostana i Zadarske kustodije. Tako na provincijskoj kongregaciji
odrzanoj 26. lipnja 1638. u Milju, gdje je i osobno sudjelovao, fra Ivan Lu-
kaci¢ predlozen je za definitora Zadarske kustodije, dobio je sve glasove, ¢ak
i nazo¢noga PMg. Simuna Marellija, dok je za splitskoga gvardijana na istoj
kongregacije predlozeni Lukaci¢ dobio ipak i jedan negativan glas, dok je
drugi kandidat, fra Franjo Kuéica iz Losinja dobio dva potvrdna glasa i sve
ostale negativne. (Ne treba se ¢uditi §to kandidati ponekad dobiju razliciti

16 Ipsum quasi ad disperationis casum induxit”...,lapides sacros positos super altaria”

(sv. V., ff. 113-131).

17 Svezak VI, ff. 123v, 129.

18 De vita et moribus guardiani et fratrum diligentius quam alibi inquisivit, eo quia in
proxime elapso capitulo coram pleno deffinitorio multa contra dictum guardianum
p-bacc. Ioannem a Sibenico, musices magistrum, de pernitiosa vita et gravamina eius
administratione audierat: Deo tamen gratias, in inquisitione nihil punitive dignum

invenit” (VI, ff. 138-138r).
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broj glasova jer se na kapitulima i kongregacijama obic¢avalo istovremeno
glasati za oba kandidata pa je svatko mogao dati svoj glas obojici predlo-
zenih kandidata).’ Na kraju ove kongregacije PBacc. Ivan Lukaci¢ iznio je
prijedlog da se iduéi provincijski kapitul o trosku samostana sv. Frane odrzi
u Splitu, sto je izazvalo zivu diskusiju, ali je rjeSenje prepusteno generalnom
ministru. Cinjenica da je taj kapitul 1640. ipak odrzan u Piranu (na njemu je
sudjelovao velik broj vokala, ¢ak 43 kapitularca, to je tesko mogao prihvatiti
splitski samostan), govori da Lukaci¢ev prijedlog ipak nije prihvacen, makar
je jamcio pokrivanje troskova kapitula, koji nisu ni bili neznatni.*’

5. Gvardijanske muke i brige

Jos je jedan neobic¢an dogadaj obiljezio Lukaci¢evu ulogu gvardijana u Splitu.
Iste godine, pocetkom listopada 1638. za vrijeme trece vizitacije, provincijski
ministar PMg. Ivan Matej Susi¢ iz Cresa dosao je u Split. Po obi¢aju, na
kraju vizitacije provincijal je dao sluziti misu za mrtve.?! Nakon desetak dana
¢ekanja da se vrijeme smiri, odustao je od plovidbe u Vis i krenuo natrag
prema Trogiru. Ovdje se dogodila prava drama s tragi¢nim krajem, kojoj je
Lukaci¢ kao gvardijan sam i nazocio. Tek $to su se provincijal i njegova prat-
nja oprostili od splitskoga gvardijana i ostale brace i krenuli iz Splita, svega
pola milje od obale, prema vrlo Zivopisnom opisu zapisnika ove vizitacije,
zapuhali su protivni vjetrovi, te su se uzbudili svi na ladi. Cak sei unajmljeni
mornar Matej u nesnalazenju obratio provincijalovu sociusu PBacc. Marku
Leonu iz Cresa, inace iskusnom pomorcu, da se posavjetuje, kad je u tom tre-
nutku zamijetio da je ovome jako slabo. Po iskusanoj metodi onog vremena

19 Propositus in prima sessione ad definitorem Custodiae Jaderae ven.dus fr. Bacc. Jo-

annes Lucacich a Sibenico, mg. mus. obtinuit in suffragatione vota affirmativa omnia”
(VI, £.164). ,Pro guardiano Conv. Spalati propositus ven. Fr. Bacc. Ioannes Lucacich a
Sibenico, qui in suffragatione obtinuit vota affirmativa 9, negativum 1, ipso non suffra-
gante... fr. Franciscus a Lossigno obtinuit aff. 2, negativa 97 (VI, f. 166v).

,Obtulit mag. mus. Guardianus Spalatensis sumptibus se celebrare velle capitulum
futurum provinciale Spalati, et omnia exponere se velle qua necessaria sunt pro dicto
capitulo exceptis tam expensis Provinciae Commissarii Generalis. Responsum et re-
solutum est post multas et lungas alternationes quod remittatur ad patrem Rev.mum
Generalem determinatio talis propositionis” (VI, ff. 169v-170).

,lusserat sacrum magnum pro christicolis nostris decantandum fore” (VI, f. 182r).

20
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nastojali su pomo¢i octom, umjetnim disanjem, ali nije pomoglo. Hitno su
se vratili u Split, potrazili lije¢nika, koji je mogao samo ustanoviti smrt kao
posljedicu mozdanog udara. Provincijal je na vrijeme dao odrjesenje i pre-
porucio mu dusu Bogu. Odustali su dakako od putovanja, vrijednog creskog
fratra pokopali u samostanskoj grobnici, sve¢anu zadusnicu viseglasno pjevali
u samostanskoj crkvi, kojom je upravljao gvardijan Lukaci¢.”> Vjerojatno je
tada ovaj u Splitu jako poznati glazbenik i kapelnik katedralnog zbora in-
tervenirao pa su tom prigodom na sprovodnoj misi, za koju se navodi da je
bila svecana i da se pjevalo viseglasno, nastupili pjevaci i izvodaci iz njegova
katedralnog zbora.

Godinu dana kasnije, za vrijeme vizitacije, 18. lipnja 1639., iz Sibenika na
putu u Trogir i Split je provincijalu PMg. Ivanu Mateju Susi¢u uslijed jakoga
juznog vremena bilo dosta mucno i osjetio je slabost te bolestan ostao tjedan
dana pod lije¢nickom njegom. Zbog toga je odredio da vizitaciju Trogira
obavi splitski gvardijan PBacc. Ivan Lukaci¢.?® Dok je provincijal Susi¢ istom
prigodom bio u Sibeniku, 19. lipnja 1639. u Red je primljen fra Ivan Matej
Lukaci¢ iz Sibenika, koji je u tamonji samostan ukljuéen medu klerike.2*
Bio je to necak splitskoga gvardijana, PBacc. Ivana Marka Lukacica, a kako
mu ime jako podsjeca na stricevo, dobro je radi razlikovanja nasega glaz-
benika nazivati po ofevu imenu Ivan Marko, a mladeg necaka Ivan Mate;.
Susrest ¢emo ga jos nekoliko puta u Aktima Provincije. Tako za razdoblje
1641.- 1643. u VII. svesku (1640. — 1653.) biljezi se niz dozvola za redenja
i redovnicki Zivot, medu ostalim da je fra Ivan Matej Lukaci¢ iz Sibenika
dobio dozvolu za primanje tonzure i Cetiri niza reda, $to je bio pocetni korak
na putu prema sveéeni§tvu.”® A u Splitu 8. lipnja provincijal PMg. Zakarija
de Zaccariis daje dozvolu novaku fra Ivanu Mateju Lukacicu iz Sibenika da
polaze zavjete i to bas u ruke svoga strica, PBacc. Ivana Marka Lukacica, §to
je zgodna slucajnost koju ne susre¢emo bas Cesto u Aktima Provincije.?

2 Cantatur sacrum solemniter in cantu figurali” (VI, . 184r).

»Post visitationem sibenicensem mandavit conventum traguriense, ptri. Bacc.o Luca-
cich in regressu suo” (VI, f. 194).

»Receptus est ad habitum religionis fr. Johannes Matthaeus Lucacich a Sibenico et
clericorum numero cooptatus” (VI, £. 195).

% 26 octobris 1642 fr. Joannes Matthaeus Lucacich de Sibenico obtinuit licentiam ad
tonsuram et quatuor minores ordines” (VIL, £. 11r).

,2Dedit licentiam novitio fr. Joanni Mattheo Lucacich de Sibenico emittendi pofessio-
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6. Provincijski kapituli i kongregacije

Na veé¢ spomenutom provincijskom kapitulu, odrzanom 19. svibnja 1640. i
sljedec¢ih dana u Piranu PBacc. Ivan Lukaci¢ iz Sibenika izabran je za kustosa
Zadarske kustodije, uz kandidata PMg. Ivana Kapica de Andreis iz Splita.?’
Lukaci¢ je dobio samo jedan negativan glas, dok je Kapi¢ dobio samo jedan
pozitivan glas, §to bi moglo znaciti da su jedan drugome dali glas te dokazuje
uzajamno postovanje i uvazavanje. Zanimljivo je da se Lukaci¢, uz to §to je
dugo godina iznimno vrsio sluzbu gvardijana u istom samostanu (Split), a $to
je protivno propisu u Redu franjevaca konventualaca, na kustodijskoj razini
izmjenjuje u sluzbi kustosa i priviemenog definitora. Kao kustos morao je
svake godine pohoditi samostane svoje kustodije (Zadarska je kustodija u
njegovo vrijeme imala samostane u Pagu, Sibeniku, Trogiru i Splitu), a kao
privremeni definitor imao je pravo sudjelovati u radu provincijskog definito-
rija kad je zasjedao unutar njegove kustodije. Uz to je znao dobivati i poseb-
na zaduzenja, poput provincijalova komesara u kustodiji, kao npr. 24. rujna
1640., kad ga je provincijski ministar PMg. Zakarija de Zaccariis iz Pirana

imenovao svojim povjerenikom u nekim pojedina¢nim slucajevima.

U nastavku Akata Provincije i dalje susre¢emo Lukacic¢a kao splitskoga gvar-
dijana, kao npr. na provincijskoj kongregaciji, odrzanoj 25. svibnja 1642. i
sljede¢eg dana u Visu (§to je prva i posljednja takva kongregacija odrzana
u samostanu sv. Jere na Visu) PBacc. Ivan Lukaci¢ predlozen je i izabran za
gvardijana u Splitu (pri tome je dobio samo jedan negativan glas), a kao pro-
tukandidat, ako se smije tako izraziti, p. Jeronim Besca iz Trogira nije dobio
nijedan pozitivan glas.” Odmah po svrsetku ove kongregacije provincijski
ministar PMg. Zakarija de Zaccariis iz Pirana nastavlja svoju tre¢u vizita-

nem in manibus rev.di patris bacc. et mag. musices Joannis Lucacich, Custodis Jaderae”
(VIL £. 19).

»Pro custode Custodiae Jadrensis propositi fuerunt rev. loannes Lucacich Sibinicensis
et fr. Joannes de Andreis de Spalato. Joannes bacc. Lucacich obtinuit vota affirmativa
14 et unum negativum et fr. Joannes de Andreis aff.a 1 et negativa 14” (V1, f. 229).
»2Comissarium provincialem patrem bacc.um Joannem Lucacich, mag. musices et Ja-
drae custodem” (VI £. 51).

»Pro guardianatu Spalati propositus est pr. bacc. et mag. musices Joannes Lucacich, qui
habuit affirmativa decem, negativum unum — in secundo loco propositus est fr. Hie-
ronymus Besca de Tragurio et habuit affirmativum nullum et omnia negativa” (VI £.
31r).
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ciju i 4. lipnja 1642. u Splitu pregledava cjelokupnu administraciju staroga i
ponovno potvrdenoga gvardijana, PBacc. Ivana Lukaci¢a, koju je potpisao i
odobrio bez ikakve primjedbe.*® Na kraju sluzbe provincijal PMg. Zakarija de
Zaccariis iz Pirana biljezi i imena fratara koji su u vrijeme njegova mandata
preminuli, medu ostalim, spominje se PBacc. Gabrijel Puliti iz Montepulcia-
na, magister musices, da je preminuo u Trsu, ali se ne navodi godina, svakako
ne prije 1644. jer se prije njega spomenute godine biljezi smrt PMg. Blaza
Posari¢a iz Cresa, prethodnog poglavara, koji je bio ,ponos Provincije i dika
cijeloga Reda, kojemu je Sest godina sluzio kao tajnik i prokurator Reda”.!

Idudi provincijski kapitul odrzan je 5. studenoga 1644. u Sibeniku, ali zbog
kuge koja se prethodno $irila Dalmacijom, nisu mogli do¢i svi koji su imali
pravo i duznost sudjelovanja. Kako ni kustos Zadarske kustodije, u kojoj se
odrzavao kapitul, nije mogao prisustvovati, imenovan je $ibenski gvardijan P.
Franjo Simonic¢ iz Sibenika. Tako ni splitski diskret nije mogao sudjelovati.
Lukaci¢ je ipak prisutan, odnosno, spominje se nesto kasnije (VII, £. 59). Na
tom kapitulu odrzanom u njegovu rodnom mjestu, ponovno je za kustosa
Zadarske kustodije predlozen i izabran PBacc. Ivan Lukaci¢, magister mu-
sices. Dobio je 12 pozitivnih i dva negativna glasa, dok je drugi kandidat,
bududi provincijal, takoder &ibenski fratar, PBacc. Simun Miser&i¢ dobio isto
velik broj glasova, ¢ak 9 pozitivnih, ali i 5 negativnih.** Zbog boljeg omjera
glasova izabran je Lukaci¢ i to mu je bio posljednji put da je vr$io tu uglednu
sluzbu. U popisu primljenih, otpustenih, zaredenih i preminulih fratara u
ovome Cetverogodistu susreCemo i neke podatke koji se ti¢u obojice rodaka
i $ibenskih fratara Lukaci¢a. Tako doznajemo da je mladi Lukaci¢, onaj s
punim imenom Ivan Matej, primio red prezbiterata 25. travnja 1648., a iste
godine, ali bez to¢nije naznake datuma, preminuo je i njegov stric, PBacc.
Ivan Marko Lukaci¢, magister musices.”> Mladi Lukaci¢ svega ¢e ¢etiri go-

»

% Administrationem p.tris guardiani bacc. Ioannis Lucacich solidavit et approbavit’

(VII, £. 36).

»Provinciae decus et honor totius Ordinis, qui fuit socius ac in sexenio Procurator

Ordinis” (VILf. 55).

»Pro custode custodiae Jadrensis electus est pbacc et mag. musices Ioannes Lucacich

de Sibenico, qui habuit vota aff.va 12 et neg. 2, in secundo vero loco propositum fuit

pbacc. Simon Misercich, qui habuit vota aff.iva 9, neg. 57 (VIL, £. 64).

33 Die 25 aprilis 1648 dimissus ad sacrum presbyteratus ordinem fr. Joannes Mathaeus
Lucacich de Sibenico”, (VII, £. 126); ,Index fratrum qui vitam cum morte commuta-
runt: PBacc Joannes Lucacich de Sibenico, mag. musices” (VI £. 127v).
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dine pozivjeti kao svecenik jer je za njega 1652. zapisano kako je ovaj Zivot
zamijenio vjecnim.** I kao svojevrsni kuriozum, odmah nakon ovog zapisa
slijedi podatak da je iste godine u Rabu preminuo PMg. Simun Marelli, koji
je znao osporiti pa i zagorciti zivot vrlome glazbeniku i vrsnom fratru, PBacc.
Ivanu Marku Lukaciéu, kojih je susret u onome Zivotu morao predstavljati
svakako zanimljivi kuriozum.

Zaklju¢na misao

Konacno, za kraj, kao dokaz i potvrdu da je spomen na Ivana Lukacica, fratra
i glazbenika dugo potrajao u sje¢anju brace, iznosimo arhivski zapis iz knjige
Zadarske kustodije, gdje je kustos biljeze¢i inventar umjetnickih djela crkve
i samostana sv. Frane u Sibeniku, za 1658. godinu, dakle svega deset godina
nakon Lukaci¢eve smrti, uocio i zapisao da se u crkvi nalaze dvije velike sli-
ke, jedna da prikazuje lik blazenoga Nikole Tavelica (makar Taveli¢ jos tada
nije bio proglasen blaZenim), a druga velika slika da prikazuje portret Ivana
Lukaci¢a.> Dvije godine kasnije upisano je da se slika nalazi u drugoj sa-
mostanskoj sobi (1660., f. 7). U drugom pak svesku Zadarske kustodije, koji
je takoder pohranjen u Sibeniku, ima nekoliko zapisa koji spominju portret
fra Ivana Lukacica, a koji se danas viSe ne nalazi u samostanu jer se negdje
zagubio ili je mozda i otuden. Posljednji spomen susre¢emo u tre¢em svesku,
uz godinu 1727., gdje ¢itamo kako se u trecoj sobi samostana sv. Frane u
Sibeniku nalazi portret fra Ivana Lukai¢a.® Pronalazak Lukaci¢eva portreta
bio bi ugodno iznenadenje za sve, i stru¢nu glazbenu javnost, kao i bracu ¢iju
je Provinciju obogatio i proslavio. U zakljucku ovog uratka isticemo da ov-
dje objavljeni podatci iz Arhiva Hrvatske provincije sv. Jeronima franjevaca
konventualaca znatno obogacuju burnu biografiju nasega glazbenika, pa se
njegov odnos redovnika i glazbenika tako mogu bolje razumjeti, sto struc¢-
njacima pruza mogucnost dubljeg proucavanja zivota i okolnosti u kojima je
djelovao fra Ivan Marko Lukaci¢.

3 ,1652- Index fratrum qui in hoc quadriennio vitam cum morte commutarunt: pfr.

Joannes Matthaeus Lucacih sacerdos sibenicensis” (VII, f. 152).

,Un quadro grande con leffigie di B. Nicolo' Tavileo; Un quadro grande dove ¢’ritrato

il Padre Luchacich (!)” (Arhiv samostana sv. Frane u Sibeniku, Libro Custodiale, £. 3).

36 ,1727: Nella terza camara: Un ritratto del p. Lucacich” (Arhiv samostana sv. Frane u
Sibeniku, Inventaria Custodiae Jadrensis, 63.

35

42



GLAZBENI ARHIV SPLITSKE KATEDRALE
I DRUGI IZVORI ZA ISTRAZIVANJE GLAZBENE
PROSLOSTI SPLITA U NADBISKUPSKOM
ARHIVU

Slavko Kovacié - Ivan Balta

UDK: 27-535:930.253]27-523.41(497.583Split)“18/19" Nadbiskupski arhiv Split
930.25:27-772(497.583Split) arhiv@smn.hr
27-535:930.25]“Sveta Cecilija“(497.583Split)

Izvorni znanstveni rad

Rad zaprimljen: 3/2021.

Sazetak

Nadbiskupski arbiv u Splitu cuva vise od pedeset razlicitib fondova i zbirki. Medu nji-
ma svakako po svojoj vrijednosti i posebnosti gradiva valja istaknuti Glazbeni arbiv
splitske katedrale. O tome nam svjedoci i cinjenica da je Muzicka akademija sedamde-
setih godina proslog stoljeca dala srediti cjelokupno gradivo ove zbirke, a i prije foga je
bilo pokusaja sredivanja.

Kapelnici splitske prvostolnice svojim stvaralastvom oblikovali su glazbeni Zivot kate-
drale i cijelog Splita. Ivan Lukacic jedan je od njib. lako njegovih skladbi nema, naza-
lost, sacuvanih u ovom arbivu, iz drugib izvora mozemo doznati podatke o njegovom
djelovanju. Buduci da su splitski nadbiskupi i Metropolitanski kaptol bili aktivno uklju-
ceni u brigu o kapelnicima i opcenito o pjevanju u katedrali, tako se u gradivu Nadbi-
skupskog arhiva, Kaptolskog arhiva i Arbiva splitske - katedrale nalaze vrijedni podatci
0 glazbenaoj proslosti splitske prvostolnice i grada Splita.

Klju¢ne rijeci: Nadbiskupski arbiv, Glazbeni arhiv, Kaptolski arbiv, Arbiv katedrale

1. Glazbeni arhiv splitske katedrale
1.1. Opéi podatci o glazbenom arhivu

Gradivo glazbenog arhiva splitske katedrale sacinjavaju rukopisi i tiskane
skladbe, koje se ¢uvaju u sto i jednoj arhivskoj kutiji. Jedna uvezana knjiga
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nalazi se izvan kutije zbog svojeg veceg formata. U metrima duznim to iznosi
10,70 m. U kartote¢nom indeksu skladbi popisano je 1625 arhivskih jedinica,
§to se ne moze smatrati kona¢nim brojem skladbi koje se ¢uvaju u ovom ar-
hivu.! Arhivsku jedinicu ¢ine okupljene partiture i dionice iste skladbe. Djela
kapelnika splitske katedrale obuhvacaju 762 registrirane jedinice.?

Vremenski raspon nastanka gradiva je od prve polovice XVIII.* do pocetka
XX. stoljeca. Za cjelokupno gradivo sastavljen je kartotecni inventar.

1.2. Povijest glazbenog arhiva

Glazbeni arhiv splitske katedrale nastao je na ostatcima unistenog starijeg
glazbenog fonda, a u literaturi se usputno spominje i mogucnost postojanja
barem dijela tog starijeg fonda.* Nastanak veéine gradiva, to jest notnih zapi-
sa, vezan je uz samu katedralu jer su skladbe stvarane za izvodenje u katedrali,
a nakon toga su spremane za neku buduc¢u upotrebu. Povremeno su u fond
dodavane i skladbe iz drugih izvora. Prema dosadasnjim istrazivanjima moze
se zakljuciti da je u nekoliko navrata tijekom XIX. stolje¢a dolazilo do znat-
nijeg priliva skladbi iz drugih izvora. Tako je postepeno katedralna zbirka
muzikalija izrasla u svojevrstan splitski centralni glazbeni arhiv.®

Podatci su o mjestima ¢uvanja skladbi oskudni. Pretpostaviti je da su od sa-
mih pocetaka cuvali skladbe negdje u blizini katedrale, vjerojatno u prostoriji
gdje su imali probe. S pove¢anjem gradiva trazilo se i §to primjerenije mjesto

gdje bi se gradivo adekvatno ¢uvalo i bilo po potrebi dostupno. Gdje bi to

! Usp. Stanislav Tuksar, Glazbeni arhiv splitske stolne crkve sv. Dujma. Izvjestaj o kata-

logiziranju izvr$enom u razdoblju od 1973. do 1975. godine, Artis musices 8 (1977) 2,
182.

Miljenko Grgi¢, O nastanku i razvitku glazbenog arhiva splitske katedrale, Ar#is musi-
ces 21 (1990) 2, 217.

Miljenko Grgi¢ u svojem ¢lanku ,O nastanku i razvitku glazbenog arhiva splitske
katedrale” pise: ,Duhovna skladba Ne reminiscaris DfomiJne i nepotpuni Benedictus
a 4 Lorentiusa Bertija nisu datirani. Ako uzmemo u obzir da je Berti sluzbovao u
Katedrali od 1730. do 1737. godine te da su ove skladbe ondje i stvorene, onda bi se
one mogle proglasiti najstarijim jedinicama ovog fonda.” Miljenko Grgi¢, O nastanku
i razvitku glazbenog arbiva splitske katedrale, 201-202.

*  Vidi Miljenko Grgi¢, O nastanku i razvitku glazbenog arhiva splitske katedrale, 197-198.
5 Ibid., 208.
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mjesto to¢no bilo, zasad nam nije poznato. Zna se da su probe katedralnog
zbora neko¢ odrzavane u crkvici svetog Mateja, koja se nalazila izmedu ka-
tedrale i Zupnog ureda. Nakon njenog rusenja 1880. probe su se odrzavale
na prvom katu Zupnog ureda, za o¢ekivati bi bilo da je tada tu bio i smjesten
barem manji dio muzikalija.®

Albe Vidakovié¢ u svojem izvjeséu iz 1954. pise: ,Arhiv se nalazi u prizemnim
prostorijama nove prigradnje kraj stolne crkve. Note su smjestene na Cetiri
velike police i ¢uvaju se u primjerenom redu. Neke su povezane u sveZnjeve
i zaticene kartonima, a veéina je samo slozena po veli¢ini. Ovdje se nalazi
samo stariji materijal, koji se danas viSe ne upotrebljava, dok je noviji mate-
rijal u drugoj prostoriji slozen u posebnom ormaru. Na prvi pogled se ¢inilo,
da ¢e za pregledavanje, unato¢ nedostatku pisanog kataloga, biti potrebno
samo nekoliko dana. Kad sam, medutim, otvorio prvi svezanj, vidio sam, da
se u njemu ne nalaze samo djela jednog skladatelja ili jedne glazbene vrste,
nego da su tu na okupu ispremijesane razne stvari bez ikakve veze jedna s

drugom.”

Zbog izmijesanosti gradiva Vidakovi¢ je uz pomo¢ don Ante Kusica pristu-
pio sredivanju i inventarizaciji starijeg dijela gradiva koje je zatim bilo vra-
¢eno na postojece police i ormare. Nakon toga je samoinicijativno sredivanje
gradiva 1971. zapoceo Ivan Boskovi¢, koji je pregrupirao gotovo dvije tre¢ine
fonda do jeseni 1973. otkad je Muzikoloski zavod zapoceo posao sredivanja i
inventarizacije cjelokupnog gradiva ove zbirke. U ekipi Muzikoloskog zavo-
da bili su Stanislav Tuksar, Josip i Antun Belamarié, a zbog dotad obavljenog
posla pridruzen im je i Ivan Boskovi¢. Oni su u Splitu boravili u ¢etiri navrata
od studenoga 1973. do listopada 1975.% Gradivo je nakon sredivanja smjeste-
no u ormare na galeriji crkve svetog Filipa Nerija. Zbog neadekvatnih uvjeta
Cuvanja ¢itavi fond prenesen je 1982. u spremiste Nadbiskupskog arhiva, gdje
se 1 danas Cuva.

¢ TIbid., 195.

Albe Vidakovi¢, Izvjestaj o radu na sakupljanju muzickih neumatskih kodeksa i o
pregledu knjiznica u Splitu, Trogiru i Hvaru, Ljetopis JAZU (1954/56), knj. 61., 504.
Vidi Stanislav Tuksar, Glazbeni arhiv splitske stolne crkve sv. Dujma. Izvjestaj o katalo-
giziranju izvrienom u razdoblju od 1973. do 1975. godine, 173.
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Tijekom vremena muzikalije ove zbirke bile su dostupne mnogima, prven-
stveno kapelnicima, orguljasima i ¢lanovima zbora, koji su mogli posudivati
i nositi sa sobom ku¢i pojedine skladbe ili dionice koje su im bile potrebne
za izvodenje u razli¢itim prigodama. Naravno, ovdje ne mozZemo govoriti o
otudivanju jer to njima nije bila namjera niti su oni mislili da posudeno nece
vratiti natrag, ali Cesto su upravo tako pojedine muzikalije ostajale i trajno
izvan arhiva.” Sve do prijenosa gradiva u Nadbiskupski arhiv nije bilo stru¢-
nog nadzora nad istraziva¢ima koji su se interesirali za ovo gradivo pa su neki
to i zlonamjerno iskoristili. Tako je nestao vrijedan autograf Julija Bajamon-
tija Prijenos Svetog Dujam (La traslazione di San Doimo),iz 1770.1° Dr. Lovro
Zupanovi¢ je 1999. poslao Arhivu fotokopiju autografa, ali original do danas
nije vraéen niti se toéno zna gdje se nalazi. U pismu kojim je dr. Zupanovi¢
popratio slanje fotokopija pise: ,Svojedobno sam bio u prilici kopirati au-
tograf djela J. Bajamontija La traslazione di San Doimo (Prijenos sv. Duje)...
Stoga sam slobodan (preko Vas) Glazbenom arhivu splitske Nadbiskupije
priloziti i (taj) tiskani primjerak/partituru i kopiju Bajamontijeva autografa
iz koje sam radio — sve to sa zZeljom da se u skladateljevom rodnom gradu
kona¢no ,smire’i tiskana suvremena partitura i (zasad bar) kopija tog njegova
svakako najznacajnijega djela kako za grad Split tako i za hrvatsku glazbenu
i op¢u kulturu Juéer — Danas — Sutra.”"!

2. Drugi izvori u Nadbiskupskom arhivu
za istrazivanje glazbene proslosti Splita

2.1. Kaptolski arhiv

Niko Kalogjera je medu prvima istrazivao glazbenu proslost splitske kate-
drale. Svoj rad objavio je 1924. u listu Sveta Cecilija, u tri nastavka.” U uvodu

Tako su vjerojatno i neke skladbe splitskih kapelnika zavrdile u zbirci don Nikole
Udine Algarottija, od kojih se ve¢ina danas ¢uva u Hrvatskom glazbenom zavodu u
Zagrebu. Vidi Miljenko Grgi¢, O nastanku i razvitku glazbenog arbiva splitske katedrale,
205.

10 Glazbeni arhiv splitske katedrale (u daljnjem tekstu GASK), VIII/102.

1 Nadbiskupski arhiv Split (u daljnjem tekstu NAS), pismohrana — spisi 1999.

12 Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, Sv. Ceci-
lija 18 (1924) 3, 89-90; br. 4, 126-128; br. 5, 160-163.
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svojeg rada on piSe da je podatke najvise crpio iz Kaptolskoga arhiva." Jedan
od problema koji se javljaju prilikom upotrebe podataka iz Kalogjerina rada
je taj $to on ne navodi signature arhivskoga gradiva koje je koristio.

U Kaptolskom arhivu ¢uvaju se antifonari i druge knjige koje su sluzile ka-
nonicima prilikom sluzbi u koru. U misalima i evandelistarima takoder ima
notnih zapisa. Cakiu glasovitoj kronici Tome Arhidakona mogu se nadi
ulomci listova na kojima su neume, tamo su dospjeli tako $to je knjigoveza
prilikom popravka listova kronike iskoristio dijelove listova iz starijeg ko-
deksa.™ Osim knjiga koje su izravno vezane uz liturgiju i glazbene aktivnosti
u katedrali, podatke o kapelnicima, orguljasima i katedralnom zboru istrazi-
vadi su najvise pronalazili u tekuc¢im spisima kaptola i uredovnim knjigama,
prvenstveno u zapisnicima kaptolskih sjednica i knjigama racuna. Briga o
profesionalnim glazbenicima u katedrali bila je jednako rasporedena izmedu
nadbiskupa, kaptola i splitske komune.”

Miljenko Grgi¢ je kroz svoje radove najvise istrazivao gradivo Kaptolskog
arhiva, a ponajvise u svojoj doktorskoj disertaciji koja je objavljena pod na-

slovom ,,Glazbena kultura u splitskoj katedrali 1750. — 1940.7%¢

B3 ,Podatke za ovu radnju crpio sam po raznim splitskim arhivima: nadbiskupskom, kap-

tolskom, onom crkovinarstva i pjevac¢kog zbora stolne crkve. Kraj svih tih izvora, nije-
sam ipak mogao sakupiti toliko, da pruzim potpuni prikaz ove radnje. Razlog je tome,
§to je nadbiskupski arhiv s palatom izgorio 1506.,a ono $to se je sacuvalo bilo je veoma
osteceno za turskih navala, kad su se vojnici mijesali po palaci. I pozniji pozari i druge
neprilike ostetili su ovaj arhiv do kraja. U kaptolskom pak arhivu naao sam najvise
podataka, ali ipak premalo prama njegovom bogatstvu i znamenitosti. Noviju povijest
crpio sam opsirnije iz arhiva crkovinarstva stolne crkve.” (Niko Kalogjera, Povijesne
crtice o glazbenim prilikama splitske stolne crkove, 89.)
O tome je pisao Albe Vidakovi¢, Izvjestaj o radu na sakuplianju muzickih neumatskih
kodeksa i o pregledu knjiznica u Splitu, Trogiru i Hvaru, 503-504.
Miljenko Grgi¢, Metropolitanski kaptol o glazbi u Splitskoj katedrali na pocetku
XVIIL stolje¢a, Dani Hvarskoga kazalista 22 (1996) 1, 376.
16 Miljenko Grgié, Glazbena kultura u Splitskoj katedrali od 1750. do 1940., Hrvatsko mu-
zikolosko drustvo, Zagreb, 1997. U arhivskim vrelima navedene su sve arhivske jedini-
ce Kaptolskog arhiva koje su koristene. Vidi navedeno djelo str. 217.

14
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2.2. Fond stare Splitske nadbiskupije

Arhivski je fond stare Splitske nadbiskupije za starije razdoblje gotovo sasvim
unisten u pozaru 1506., a poslije toga osiromasen uslijed raznih nepogoda pa
tako u ovom fondu nema mnogo podataka o glazbenoj proslosti katedrale,
ali je istrazivacu svaki podatak vrijedan. Dosadasnji istrazivaci izvla¢ili su po-
jedine informacije iz nadbiskupskih vizitacija katedrale. Tako se iz zapisnika
prvog pastirskog pohoda nadbiskupa Cosmija splitskoj katedrali 1682. vidi
njegova gorljiva briga za crkvenu glazbu."

Tijekom 2019. prilikom sredivanja jednog dijela jo§ nerazvrstanog gradiva
koje se nalazilo u spremistu Nadbiskupskog arhiva pronaden je sveznji¢ na-
slova Organista e maestro di Capella.'® Unutra se nalaze originali i prijepisi
dokumenata iz XVII. i XVIII. stolje¢a o beneficijima koji su pripadali orgu-
ljasu i kapelniku. Nekoliko je dokumenata upravo iz razdoblja kada je Ivan
Lukaci¢ djelovao u splitskoj katedrali.

2.3. Arhiv splitske katedrale

Nezaobilazan je izvor podataka o glazbenom stanju u katedrali i Arhiv split-
ske katedrale, posebno u XIX. i XX. stolje¢u. Problem kod istrazivanja ovog
gradiva predstavljala je njegova nesredenost.'” Benedikta Zeli¢-Bucan sasta-
vila je sedamdesetih godina dvadesetog stolje¢a kartote¢ni inventar gradiva.
Tom prigodom nije obuhvatila cjelokupno gradivo jer joj vjerojatno sve nije
bilo ni dostupno. Gradivo je zbog nedostatka adekvatnog prostora za smje-
§taj u Zzupnoj kuéi devedesetih godina preneseno u spremiste Nadbiskup-
skog arhiva. Tijekom 2013. i 2014. pocelo se s opseznim poslom detaljnog
sredivanja cjelokupnog katedralnog arhiva. Gradivo je rasporedeno u pet
pod-fondova, jedan od tih pet je Crkovinarstvo katedralne Zupe.*® Prema sa-

7 NAS, S 47, str. 34r-35v. O brizi nadbiskupa Cosmija za crkvenu glazbu pise i Miljen-
ko Grgi¢ u: Metropolitanski kaptol o glazbi u Splitskoj katedrali na pocetku XVIII.
stolje¢a, Dani Hvarskoga kazalista: Grada i rasprave o hrvatskoj knjizevnosti i kazalistu
22 (1996) 1,376-377.

Sada se nalazi pod sign. NAS, S 123 f. — Organista e maestro di Capella

Taj problem istice i Miljenko Grgi¢ u svojoj doktorskoj disertaciji. (nav. djelo, str. 17.)
Po svoj prilici osnovano je oko 1812. i tada je nosilo naslov ,Fabbriceria della Chiesa
Metropolitana Primaziale”.

18
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¢uvanom gradivu jasno se vidi da je crkovinarstvo imalo vrlo znacajnu ulogu
u djelovanju zupe. Gotovo sve ekonomske poslove Zupe vodilo je crkovinar-
stvo, a medu te poslove spadala je i briga o dijelu troskova vezanih uz kate-
dralni zbor. Medu gradivom koje do sada nije bilo inventarizirano pronaden
je i svezanj naslovljen Pravilnik za crkvenu glazbu i popis orguljasa i kapelnika
(Regolamento per la Musica Sacra ed elenco degli Organisti e Maestri di Cape-
lla).?* Uglavnom se radi o dokumentima iz XIX. stoljeca i nekoliko prijepisa
starijih dokumenata. Jedan od tih je i prijepis dokumenta iz 1653. u kojem
se spominje katedralni orguljas fra Francesco Cavallari. Medu dokumentima
svakako je zanimljiv onaj iz 1886. u kojem su nabrojeni orguljasi i kapelnici iz
XIX. stolje¢a s naznakom razdoblja od kada do kada je trajala njihova sluzba
u katedrali. Ovdje se, takoder, nalaze i popisi ¢lanova katedralnog zbora®.
Prvi popis naslovljen je Stari pjevaci (Cantanti antichi), na njemu je 10 imena
¢lanova zbora. Drugi popis nosi naslov Pjevaci za vrijeme kapelnika Alberta
Visettia od 1842. do 1874. (Cantanti sotto il maestro di capella Alberto Visettio
dal 1842 al 1874.) na ovom popisu nalazi se 75 imena, s naznakom koji su
glas u zboru pjevali. Posljednji popis nosi naslov Pjevaci za vrijeme kapelnika
Eligia Bonamicia od 1. 5. 1875. do konca travnja 1886. (ali u posljednje vrijeme)
(Cantanti sotto il maestro di capella Eligio Bonamici dal 1. 5. 1875. a tutto aprile
1886. /pero negli ultimi tempi/), na ovom popisu je 16 imena pjevaca.

2.4. Glazbeni arhiv Hrvatskog pjevackog drustva ,Sveta Cecilija”

Gospoda Tamara Duplan¢i¢ 2001. predala je u Nadbiskupski arhiv dio glaz-
benog arhiva Hrvatskog pjevackog drustva ,Sveta Cecilija”. Gradivo je do-
spjelo u obitelj Duplanci¢ preko Karla Duplancica koji je bio ¢lan spomenu-
tog drustva. Drustvo je osnovano u ozujku 1921., prvi predsjednik drustva
bio je Kalist Perini¢, a umjetnicki voditelj maestro Albert Tijani¢.*® Drustvo
je aktivno sudjelovalo na crkvenim, narodnim i drzavnim svecanostima, a
prilikom proslave svog desetog jubileja brojilo je oko sto ¢lanova.?*

21 Sada se nalazi pod sign. NAS, Arhiv Splitske katedrale — crkovinarstvo 37.

22 Na vrhu stranice stoji: , Elenco nominale dei cantanti del corrente secolo della Chiesa
Matropolitana Primaziale, poi dal 1829. Cattedrale di Spalato.”

% Vidi Jubilej glazbenog drustva Sv. Cecilija u Splitu, Obizelj 4 (1932) 3, 40.

2 Vidi Jubilej glazbenog drustva Sv. Cecilija u Splitu, 40.
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To gradivo jo$ nije arhivisti¢ki obradeno, ali ¢e zasigurno bududim istraziva-
¢ima i ono dati vrijedan uvid u glazbenu proslost Splita i okolice izmedu dva
svjetska rata.

2.5. Dio gradiva nepoznatog glazbenog arhiva

Nakon smrti Ivana Boskovi¢a obitelj je medu njegovim stvarima pronasla
dvije arhivske kutije notnih zapisa. Oni nisu znali otkud ih je prof. Boskovi¢
uzeo. Krajem 2017. godine predali su ih u Nadbiskupski arhiv i dosad se nije
uspjelo nista saznati o pripadnosti. Na svakom zapisu vidljiva je olovkom na-
znacena signatura, prema kojoj se da zakljuciti da je to dio neke veée cjeline.
Sam sistem oznacavanja signatura identi¢an je onom iz Glazbenog arhiva.”

Gradivo je iz XVIII. i XIX. stolje¢a, a prema naslovima vidljivo je da ima i
crkvenih i svjetovnih skladbi. Na nekoliko muzikalija uz naznaku signature
navedena su i imena glazbenika vezanih uz splitsku katedralu Pellizzari,*
Bonifazij ¥’ i Lamperini.?®

Nadamo se da ¢emo uz strué¢nu pomo¢ muzikologa uspjeti doznati kome je
ovo gradivo pripadalo.

»  Naznacene signature su: XI./176/1 — X1./200, X11./201 — X1I1./225.
% Sign. X1/189.

7 Sign X1/198 1 X11/201

8 Sign X1/191 1 X11/202

N

[N
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PRILOG: Popis katedralnih kapelnika i orguljasa

i popis ¢lanova katedralnog zbora

Dokument je napisan na dvolistu dimenzija 29,5x20,5 cm. Sve Cetiri stranice
su ispisane. Sastavlja¢ se nije potpisao, ali usporedbom rukopisa s drugim
potpisanim dokumentima iz tog vremena jasno je da ga je 1886. sastavio
Toma Torti, koji je obnasao duznost aktuara katedralnog crkovinarstva.

Dokument se danas ¢uva u Nadbiskupskom arhivu u Splitu u fondu Crkovi-
narstva splitske katedrale u fasciklu pod signaturom broj 37.

Preslike ovih popisa prvi je objavio Miljenko Grgi¢ kao priloge u dijelovima
na vise mjesta u svojoj knjizi Glazbena kultura u Splitskoj katedrali od 1750.
do 1940

Prilikom transkripcije tekst je ostavljen u izvornom obliku, razrijesene su
kratice, a uz rijeci koje su ostale nejasne stavljen je znak za upitnik (?).

# Vidi Miljenko Grgié, Glazbena kultura u Splitskoj katedrali od 1750. do 1940., Zagreb,
1997., medu prilozima poslije 64. str., medu prilozima poslije 80. str., medu prilozima
poslije 108. str.
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Transkripcija:
fIr

Elen[c]o Nominale degli Organisti e Maestri di Capella del presente secolo della Chiesa
Metropolitana Primaziale, poi dal 1829 Cattedrale di Spalato

*

Don Agostino Galasso

Lamperini Marc’ Antonio, Corista
e

Lamperini Giuseppe figlio, Organista
Pellegrini Clemente

Resti

Pellegrini Clemete sudetto

Stapall Organista

Barocci Domenico

Visetti Alberto

Vicentini Giuseppe

Bonamici Eligio

Vilher Francesco Serafino

fino al 1817.
Dal 1. Gennaio 1818.

al 1825., in cui mori il Padre!

Dal 6. Febbraio 1825 a tutto 6. Gennaio 1826.
Dal 16. Febbraio 1826. a tutto 15. Agosto 1829.
Dal 12. Maggio 1830. al 12. Maggio 1831.

Dal 1832. e per 4. mesi del 1833.

Da Maggio 1833. a tutto Settembre 1842.

Dal 1. Ottobre 1842. a tutto 15. Settembre 1874.
Dal 16. Settembre 1874. a tutto Aprile 1875.
Dal 1. Maggio 1875. a tutto Aprile 1886.

Dal 1. Maggio 1886.

NB. Dr. Leonardo Crussevich negli intervalari fra le vacanze da un cessato maestro all’assunzione

di un altro

Pogresno je napisano jer 1825. nije umro otac Marko Lamperini, nego sin Josip Lam-
perini. Vidi NAS, Parice umrlih Zupe Split- katedrala 1825.
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flv

Elenco Nominale dei Cantanti del corrente secolo della Chiesa Metropolitana Primaziale, poi

dal 1829 Cattedrale di Spalato

Cantanti antichi

Coich Canonico Don Giuseppe

Cuzmanich Canonico D Giovanni

Riboli Canonico Don Giovanni

Aucina Canonico Don Steffano

Bianchi Dr. Giuseppe

Lissicich Don Giorgio

Manger Don Pietro, poi Canonico e Decanno

Piu recenti
Arxich Don Paolo, poi Canonico
Coich Don Antonio, poi Canonico

Allujevich Don Andrea, poi Canonico

Cantanti sotto il maestro di cappella Alberto
Visetti dal 1842 al 1874

Contralti

Visetti Antonio
Granich Doimo
Gherle Giacomo

de Cambi Francesco
Dvornik Doimo
Vallon Graziadio

+ Tocigl Emilio

Tenori Primi

+ Arsich Don Paolo Canonico
Zvitich Michele
Gargassovich Gregorio

+ Bettizza Carlo
Miaglievich Antonio

Bassa Matteo

Donadini Giovanni Battista
Braticevich Don Matteo
Puizzina Don Pasquale

+ Nutrizio Pietro

Pervan Steffano

+ Pervan Mariano
Dobronich fra Francesco
Gelich Antonio

Bettini Antonio

Bettini Carlo

de Grisogono Michel-Angelo
de Cindro Giuseppe
Karstulovich Paolo

+ Smoglie Padre Francesco
Nutrizio Michele
Mitrovich Bartolomeo
Vida Vittorio

Tenori secondi

+ de Capogrosso Giovanni
+ Vechietti Andrea

+ Zecevich Pietro
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f2r

Duplancich Giuseppe
Hutner Carlo

Lucin Matteo

Maroli Giovanni
Galasso Giovanni

+ Bellotti Doimo

+ Costre Steffano
Bego Antonio

+ Detudi (?) Giovanni
+ Hutner Pietro
Callauti Giovanni
Kukoch Giovanni
Trintenvain Andrea
Barich Andrea
Roccolin Ferdinando
Dabovich Antonio
Catalinich Don Domenico

Baritoni e Bassi

+ Allujevich Canonico Don Andrea
+ Calassich Steffano
Maizza Giovanni Battista
+ Valle Giovanni Battista
Valle Don Vincenzo
Paulovich Canonico Don Stefano
Foretich Pietro

Cipci Vincenzo

+ Allujevich Marco
Tomich Giovanni
Zuliani Don Giuseppe
Cusmanich Costantino
Riboli Giuseppo

+ Marochia Dr. Carlo
Franchini Annibale
Frigerio Agostino

Yadera (?) Giuseppe

+ Granich Angelo
Venazio Cippico

Roje Antonio
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f2v

Lugher Giuseppe
Celligoj Slave
Caraman Lodovico
Vlakovich Luigi
Malessevich Nicolo

Spalato 8. Aprile 1886.

Cantanti sotto il maestro di cappella Eligio Bonamici dal 1/5 1875 a
tutto aprile 1886. (pero negli ultimi tempi)

Pervan Steffano
Bettini Antonio
Cindro de Giuseppe
Hutner Gaetano
Feoli Antonio
Grisogono de Rodolfo
Kukoé¢ Giovanni
Soboda Giulio
Foretich Pietro
Facchi Pacifico
Rossignoli de Dino
Kuzmanich Antonio
Delich Marino
Carlovaz Girolamo
Mattas Don Andrea
Granich Matteo

1. Maggio 1886.
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KAPELNICI SPLITSKE KATEDRALE
BENEDETTO PELLIZZARI, JULIJE BAJAMONTI
I ANTE ALBERTT - NEOTKRIVENI BISERI
HRVATSKE KULTURNE BASTINE

Mihael Provié
UDK: 7.071.2:27-523.41(497.583Split)“1753/1804“ Katolicki bogoslovni fakultet
Pregledni rad Sveucilista u Splitu
Rad zaprimljen: 7/2021. mihael.provic@gmail.com

Sazetak

Autor u radu istraZuje i predstavija fragmente o Zivotu i radu trojice kapelnika split-
ske katedrale koji su djelovali nakon Ivana Marka Lukacica (kapelnik od oko 1620. do
1648.), a to su: Benedetto Pellizzari (kapelnik od oko 1753. do 1789.), Julije Bajamonti
(kapelnik od 1790. do 1800.) i Ante Alberti (kapelnik od 1800. do 1804.). Proucava-
Juci literaturu i arhivsku gradu, nastojalo se povezati razlicite podatke u jedan mozaik,
te ispricati obnovljenu i nadopunjenu pricu o njibovu Zivotu, glazbenom stvaralastvu
i kulturnom radu. Istrazivanje je posebno usmjereno na njibov skladateljski opus, t.
arbivsku gradu koja se sastoji od razlicitih bogostovnih formi poput skladbi: Te Deum,
Vecernje/Vespere, mise, moteti (boZicno vrijeme, korizmeno vrijeme, Veliki tjedan, uskr-
sno vrijeme, Marijanske pjesme, Dubovi, itd.) te skladbi za blagdan sv. Dujma, (mo-
teti, Bajamontijev oratorij La translazione di s. Doimo — Prijenos sv. Duje itd.), koja
su se sacuvala na razlicitim mjestima poput Arbiva Splitsko-makarske nadbiskupije,
(4j. Glazbeni arhiv splitske proostolnice), Muzeja grada Splita, Sakristije Zupnog ure-
da u Starigradu na otoku Hvaru itd. Ovim radom autor progovara o neistrazenom
glazbenom opusu kao biseru hrvatske kulturne bastine kojoj bi tek trebalo pristupiti u
teorijskom proucavanju (kolegiji na glazbenim akademijama, znanstveni simpoziji i
znanstvene publikacije), prakticnom izvodenju (bogosluzje, koncerti, audio i video pu-
bliciranje glazbenog opusa) te predstavijanju cjelokupnoga glazbenog opusa preko razli-
¢itih medija drustvenog priopéavanja (knjige, monografije, zbirke skladbi, televizija,
radio, internet itd.) kako bismo ove skladbe, bisere hrvatske kulturne bastine, sacuvali
od zaborava.

Kljuéne rijedi: kapelnik splitske katedrale, Benedetto Pellizzari, Julije Bajamonti, Ante
Alberti, crkvena glazba, hrvatska kulturna bastina
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Uvod

Splitska katedrala, posve¢ena Majci Bozjoj i salonitanskim mucenicima sv.
Dujmu, sv. Stasu (sv. Anastaziju), sv. Kuzmi i sv. Damjanu, najstarija je ka-
tedrala u Hrvatskoj,' sagradena je kao osmerokutna gradevina od 295. do
305. godine te je dio spomenickog kompleksa Dioklecijanove palace. Iako
je posvecena Uznesenju Blazene Djevice Marije, zbog relikvija i poboznosti
Stovanja sv. Dujma Cesto se naziva Katedralom sv. Dujma. Prvotno je izgra-
dena kao mauzolej imperatora Gaja Aurelija Valerija Dioklecijana® koju
je prema predaji prvoizabrani splitski nadbiskup Ivan Ravenjanin u 7. st.
sakralizirao, prenijevsi zemne ostatke salonitanskih mucenika sv. Dujma
i sv. Stasa, te je pretvorio u katedralu koja postaje novo nadbiskupsko sje-
diste sa svim dostojanstvom i pravima stare salonitanske biskupije kojoj
je sv. Dujam, salonitanski biskup i mucenik za Dioklecijanova progonstva
krs¢ana, bio na ¢elu. Tako Dioklecijanov mauzolej postepeno od 7. do 9.
st. postaje Dujmova katedrala koja do nasih dana ne prestaje biti mjesto
hodocaséa i $tovanja zastitnika Splitsko-makarske nadbiskupije sv. Dujma.’
Vazno je napomenuti kako je katedrala oko 650. godine postala i prva Zupa
s vjernicima koji su se, nakon propasti Salone, koja je opljackana i izgorjela
u pozaru od strane Gota, razbjezali po susjednim otocima i u tada nena-
seljenu Dioklecijanovu palacu.* Osim izbjeglica iz Salone u palacu su se u

! Splitska katedrala, primarno gradena kao mauzolej cara Dioklecijana, najstarija je gra-

devina koja je sakralizirana u katedralu, stoga je ona za neke autore ,najstarija katedra-
la na svijetu”.

Dana 1. svibnja 305. godine car Dioklecijan (243. - 316.), zbog bolesti napusta prije-
stolje (rimski car 284. - 305.) u Nikomediji s doZivotnom titulom Augusta i povladi se
sa Zenom Priskom u palacu koja se nalazila u blizini Salone. Smatra se da je umro 3.
prosinca 316. godine. Pokopan je u mauzoleju koji je sagraden unutar palace. https://
proleksis.lzmk.hr/17854/ (pristupljeno: 3. travnja 2020.);  https://www.enciklope-
dija.hr/natuknica.aspx?id=15274 (pristupljeno: 3. travnja 2020.);
https://www.britannica.com/biography/Diocletian (pristupljeno: 3. travnja 2020.).

3 Usp. Graga Novak, Povijest Splita, Cakavski sabor, Split, 1978., 41-46., 582-583., bil;.
66.,67.; Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., Hr-
vatsko muzikolosko drustvo, Zagreb 1997., 9.; Kruno Prijatelj — Nenad Gattin, Sp/iz-
ska katedrala, Kri¢anska sadasnjost - Biblioteka Buvina, Zagreb - Split, 1991., 15.
Usp. Olga Peri¢, Mirjana Matijevi¢ Sokol, Radoslav Kati¢i¢, Historia Salonitana: Toma
Arhidakon, Povijest salonitanskih i splitskib proosvecenika, Knjizevni krug, Split, 2003.,
31-45.; Usp. Mile Vidovi¢, Splitsko-makarska nadbiskupija: Zupe i ustanove, Split-
sko-makarska nadbiskupija, Crkva u svijetu, Split, 2004., 519-520.
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7. st. postepeno doseljavale i hrvatske obitelji za vrijeme seobe naroda te je
dotadasnji rimski Split polako postajao novi hrvatski grad. Sve do 1625.
godine Split je imao katedralu kao jedinu zupu Uznesenja Blazene Djevice
Marije i nadbiskupijsko srediste sa zastitnikom salonitanskim mucenikom Sv.
Dujmom. Buduéi da je Zupa djelovala pri katedrali, Zupnicku sluzbu vrsio je
Pruostolni kaptol, tj. jedan od odabranih kanonika. Dekret austrijske vlade
iz 1849. godine pojasnjava kako je pravi zupnik u gradu Splitu biskup koji
zupom upravlja preko jednog od kanonika ili nekog odabranog svecenika
iz biskupijskog klera.’

Od vremena sakralizacije katedrala postepeno postaje riznica ne samo Spli-
ta ve¢ hrvatske kulturne bastine s mnostvom neprocjenjivih umjetnickih
djela medu kojima mozemo izdvojiti: Evangelium Spalatense (Splitski evan-
delistar) najstariji rukopisni kodeks na pergameni, sacuvan u Hrvatskoj,
koji datira u 8. - 9. st.;* srednjovjekovni rukopisni kodeks pisan na perga-
meni Sacramentarium Spalantense (Splitski sakramentar) koji je sa sobom
iz Italije u Split donio nadbiskup Bernard oko 1200. godine kada je postao
splitski nadbiskup;” zwvonik katedrale koji ima pet katova graden je od 13.
do 16. stoljeca u romanickom stilu; velika romanicka Sesterostrana kame-
na propovjedaonica iz 13. st., za Ciju je gradnju zasluzna kneginja Kolafisa
(Golubica) udovica splitskog kneza Ivana Krékog, a koju je izradio majstor
Mavro od crvenog i zelenog porfira (ostaci od dijelova unitenog carskog
sarkofaga) i domaceg kamena;® drvene vratnice domaceg majstora Andrije
Buvine, koje na svakoj vratnici imaju po 14 kaseta sa prizorima iz Isusovog
Zivota, postavljene na blagdan sv. Jure, 23. travnja 1214. godine; romanicki
nasloni korskih sjedala izrezbarenih u drvu; rasko$ni mocnici od pozlatenog
srebra i svecano crkveno ruho iz 14. st.; te Cetiri Antifonara iz 15. st.” Veliko

> Usp. Ivan Ostoji¢, Splitski kaptol u Splitsko-makarskoj biskupiji, Split, 1977., 51-52.

6 Usp. Splitski evandelistar, Hrvatska enciklopedija, https://www.enciklopedija.hr/na-

tuknica.aspx?1D=57467 (pristupljeno: 1. lipnja 2020.).

Usp. Domagoj Volarevi¢, Osobitosti i porijeklo Splitskog sakramentara, Créva u svi-

Jetu 54 (2019) 4,494, 514; Usp. Sime Marovi¢, Sakramentar riznice splitske katedrale,

Bascanski glasi (1993), 65-66.

O gradnji zvonika i propovjedaonice vidi: Josko Belamari¢, Zvonik splitske katedra-

le, Vijenac 172 (2000), https://www.matica.hr/vijenac/172/zvonik-splitske-katedra-

le-17441/ (pristupljeno: 1. lipnja 2020.).

*  Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., Hrvatsko
muzikolosko drustvo, Zagreb, 1997, 10.
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raspelo u katedrali, iz 15. stoljeca, pripisuje se hrvatskom kiparu, kanoniku
(1445. godine) te prepostu katedralnog kaptola (od 1455. do 1478. godine)
Juraju Petrovi¢u.' Pred kraj 15. st. Split se nalazi u krizi zbog Osmanlijskih
osvajanja i prodora Mlecana sa svojim strogim trgovinskim mjerama, no
i u takvim kriznim vremenima katedrala se kulturno uzdizala sagradivsi
dva monumentalna kamena oltara u svojim bo¢nim nisama. Godine 1427.
lombardski majstor Bonino iz Milana sagradio je oltar sv. Dujma, a dva
desetljeca poslije, godine 1448. hrvatski majstor Juraj Matejev iz Zadra,
poznatiji kao Juraj Dalmatinac, sagradio je oltar sv. Stasa.'' Glavni oltar
sagraden je izmedu 1685. do 1689. godine te je do nasih vremena u stalnoj
obnovi, konzervaciji i restauraciji.’* Katedrala je bogata i slikarskim djelima
(npr. Sest velikih platna u koru) od Pietra Ferrarija®® te djela Mateja Ponzo-
nija-Poncuna iz baroknog razdoblja gdje se posebno isticu biblijski prizori
nad svodom oltara i u koru. Posebno vazno djelo je slika Bogorodica s djete-
tom za koju se do sada pripisivalo da je rad Jacopa Palme Mladega (1548.
— 1628.)."* Novi oltar sv. Dujma iz 1767. godine dao je sagraditi splitski
nadbiskup i metropolita Ivan Luka Garanjin (Gianluca de Garagnin — nad-
biskup od 1765. do 1783.) na mjestu dotadasnjeg starog oltara posveéenog
sv. Mariji i sv. Josipu kojeg je sagradila Bratovstina sv. Josipa.'® Novi oltar
graden je prema nacrtima talijanskog kipara Giovannija Marie Morlaitera'®

10

Usp. Juraj Petrovi¢, Hrvatska enciklopedija, mrezno izdanje, Leksikografski zavod Mi-
roslav Krleza, https://www.enciklopedija.hr/natuknica.aspx?id=47997 (pristupljeno:
1. lipnja 2020.).

' Usp. Kruno Prijatelj — Nenad Gattin, Splitska katedrala, str. 20.

12 Usp. Zana Matuli¢ Bila&, Povijesni razvoj glavnog oltara splitske katedrale, Kulturna
bastina 40 (2014), 249-296.

Usp. Kruno Prijatelj, Ferrarijeva platna u koru splitske katedrale, Radovi odsjeka za po-
vijest umjetnosti 6 (1969), 37-41.

1 Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940.,10-11.; Usp.
Radoslav Tomi¢, Plima Mladi - crteZi i slike, Informatica museologica 21(1990) 1-2, 81.
Usp. Ivana Prijatelj Pavic¢i¢, Lovorka Corali¢, Prilog poznavanju baroknih oltara
u splitskoj katedrali, Radovi Instituta za povijest umjetnosti, 26 (2002), 69, 81.; Usp.
Slavko Kovagi¢, Ivan Luka Garanjin, Hrvatski biografski leksikon, Leksikografski za-
vod Miroslav Krleza, mrezno izdanje: https://hbl.lzmk hr/clanak.aspx?id=6622 (pri-
stupljeno 1. lipnja 2020.).

Usp. Julije Bajamonti, Zapisi o gradu Splitu (izbor, prijevod i komentar Dusko Kecke-
met), Knjizevni krug, Split, 1975.,57.

13

15
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u koji su tri godine poslije (1790.) premjestene kosti sv. Dujma (iz starog
Boninova oltara) uz veli¢anstvenu svecanost koju su glazbeno osmislili don
Benedetto Pellizzari (za crvene svecanosti u katedrali) i Julije Bajamonti (za
gradske svecanosti u kazalistu)."”

Kulturna bastina splitske katedrale bogata je glazbenom ostavstinom koja
se do danas proucava i postepeno predstavlja javnosti. Glazbeni zapisi pri-
sutni su u (gregorijanskim) napjevima na pergamenata Splitskog evandeli-
stara i Splitskog sakramentara $to ukazuje da se u katedrali brinulo o svecanoj
liturgiji i lijepom pjevanju. Vazno je napomenuti kako je Split spadao u po-
drugje latinskog liturgijskog jezika i tradicije gregorijanskog pjevanja, ali je
kler poznavao i upotrebljavao i narodni jezik u liturgiji, osobito u pjevanju
poslanica i evandelja.'®

Krajem 11. st. na poticaj nadbiskupa Lovre Pariganin Adam prepjevao je
Passiones (Muke sv. Dujma i sv. Anastazija) u stihovima i himnima. Poseban
iskorak u glazbenom Zivotu dogodio se 1412. godine kada se spominje fra
Venturi iz Ferma kao graditelj prvih katedralnih orgulja i orgulja$ u tadas-
njoj katedralnoj skoli koji je trebao brinuti o glazbenoj izobrazbi splitskog
klera i mladezi. U spisima iz 1505. godine spominje se orguljaska sluzba,
ali nazalost, ne spominje se ime orguljasa, tek tri desetljeca poslije spominje
se jos$ jedan orguljas Bartholomeus, porijeklom iz Dubrovnika. Zbog osvaja-
nja Osmanlija od kraja 15. st. do pocetka 17. st. bilo je zatisje cjelokupnog
glazbenog Zivota. U svoje vrijeme, splitski nadbiskup i primas Dalmacije
Markantun De Dominis, (1602. - 1616.), dao je ukloniti dio isto¢nog zida
katedrale i sagraditi kor za pjevace.”

Od pocetka 17. st. do Benedetta Pellizzarija kapelnicku sluzbu u katedrali
vrdili su i drugi glazbenici poput Tome Cecchinija, fra Jeronima Sperutija,
fra Gaetana de Stephanisa, fra Karla Antonije Naglija, fra Ivana Marka
Lukacica. Nazalost, njihov glazbeni opus nije sa¢uvan u hrvatskim arhivi-
ma, dok su neka djela Tome Cecchinija i Ivana Marka Lukacica pronadena u

7" Usp. Miljenko Grgi¢, Blagdan sv. Dujma i glazba, Kulturna bastina 16 (1991), 85-86.

18 Usp. Ivica Zizi¢, Liturgijska glazba izmedu ocuvanja glazbene bastine i liturgijske
prakse, Crkva u svijetu 42 (2007) 2,311-312; Usp. Miljenko Grgi¢, Blagdan sv. Dujma
i glazba, Kulturna bastina 16 (1991), 86-87.

¥ Usp. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750. — 1940.,11-12.
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stranim arhivima.?’ Djela njihovih nasljednika Benedetta Pellizzarija, Julija
Bajamontija, Ante Albertija, itd. Cuvaju se u hrvatskim glazbenim arhivima
i fondovima poput Glazbenog arhiva splitske proostolnice (GASP), Muzeja
grada Splita (MGS), Hrvatskom glazbenom zavodu (HGZ), itd.

1. Don Benedetto (Benetto) Pellizzari
(kapelnik od 1753. do 1789.)

1.1. Istrazivanja i fragmenti o Zivotu i djelu
don Benedetta Pellizzarija

Don Benedetto Pellizzari (Vicenza, ? - Split, 1789.), od milja zvan Benetto,
hrvatski je skladatelj talijanskog podrijetla. Fragmenti iz njegovog Zivota
prikazuju ga kao svecenika i glazbenika koji je djelovao u katedrali svetog
Dujma. Prvi spomeni o Pellizzariju su oni koji nam govore kako je kao mladi
svecenik negdje oko 1753. godine dosao u Split iz talijanskog grada Vicenze.
O njegovu djetinjstvu, skolovanju i redenju za svecenika nemamo nikakvih
podataka. Iz njegove vlastoru¢no napisane oporuke poznato nam je da mu se
otac zvao Gaetano.?!

Prvi pokusaj rekonstrukcije Pellizzarijeva Zivota i glazbenog opusa objavio
je muzikolog Niko Kalogjera 1924. godine, pisuéi djelo Povijesne crtice o
glazbenim prilikama splitske stolne crkve** Nakon Kalogjere neke podatke o
Pellizzariju donosi Ivan Boskovi¢ 1987. godine u djelu Nepoznati podaci o
kapelnicima splitske prvostolnice XVIIIL. i XIX. stoljeca.”

Osim Kalogjere i Boskovi¢a, postoje jos neki muzikolozi i povjesnicari (um-
jetnosti), koji su pisali o povijesti splitske katedrale i njezinih kapelnika, no
ovdje ¢emo spomenuti samo najvaznije autore i njihova djela u kojima su
pisali o don Benedettu Pellizzariju, a to su: Miljenko Grgié, objavio je knjigu

2 Usp. Miljenko Grgi¢. Glazbena kultura u splitskoj katedrali 1750. — 1940.,21-22.

21 Podatak kako je Pellizzarijev otac ,Gaetano da Vicenza” nalazimo u dokumentu kod
javnog biljeznika Zuane Ugolinija koji je potvrdio i odobrio Pellizzarijevu Oporuku,
dana 24. rujna 1782. godine, vidi: Povijesnom arhivu u Splitu, sig. 111./5., br. 582.

Usp. Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, Sve-
ta Cecilija 18 (1924) 4,127.

Usp. Ivan Bogkovi¢, Nepoznati podaci o kapelnicima splitske prvostolnice XVIII. i
XIX. stoljec¢a, Maruli¢ 20 (1987) 5,591-592.

22
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Glazbena kultura u splitskoj katedrali 1750. — 1940. iz 1997. godine; Ivica Zi-
zi¢ koji je 1997. rekonstruirao Pellizzarijev 7¢ Deum solenne i objavio 1998.
godine rad pod naslovom Tragom glazbene ostavstine splitskog kapelnika Be-

nedetta Pellizzarija;?* te dananji katedralni kapelnik Sime Marovi¢ koji je
2007. godine objavio djelo Benedetto Pellizzari - Zbirka dubovnih skladbi.*

Do Pellizzarijeva dolaska u Split i preuzimanja kapelnicke sluzbe glazba u
katedrali bila je dosta siromasna. Kapelnici Toma/Tomaso Cecchini (oko
1603. do 1614.) i magister musicae i musicus praefectus Ivan Marko Luka-
¢i¢ (1620. - 1648.) sa svojim glazbenim opusom bili su tek uvod u vrhunac
glazbenog stvaralastva koje se ostvarilo za vrijeme Pellizzarija, Bajamontija i
Albertija u splitskoj katedrali. U vrijeme Pellizzarija, Bajamontija i Albertija
pjevacki zbor dosegnuo je svoj vrhunac te je bio priznat od svojih suvreme-
nika za najbolju ,prvostolnu kapelu” u pokrajini. Tek oko 1840 godine ,pr-
vostolna kapela” mijenja naziv u prvostolni (katedralni) zbor. U Glazbenom
arhivu splitske prostolnice velike su praznine u opusima prethodnih katedral-
nih kapelnika, posebno u razdoblju od 1625. do 1740. godine. Tek u drugoj
polovici 18. stoljeca katedralni glazbeni arhiv obiluje bogatom ostavstinom
skladateljskog opusa.?

Miljenko Grgi¢, u svojim istrazivanjima o katedralnim kapelnicima imao je
veliku prazninu, od ¢ak nekoliko godina, kako bi povezao godinu 1648. (kada
Lukaci¢ umire i prestaje biti kapelnik), sa 1753. godinom (kada se pretpo-
stavlja da je Pellizzari postao kapelnik katedrale). Istrazujuéi ekonomske spi-
se Nadbiskupskog sjemenista u Splitu Grgic je otkrio kako se 6. travnja 1749.
godine spominje osoba Giuseppe Zangiacomi kao ,,maestro di capella” te kako
se na istom mjestu spominje jo§ dva puta u tijeku skolskih godina 1749./50.
11750./51., ali sada kao slikar - ,pizore” koji je restaurirao 4 slike katedralnog
kaptola.?” Iako Grgi¢ smatra kako je ovaj kapelnik/slikar djelovao u katedra-
li do 1751. godine (zadnji put spomenut u ekonomskim knjigama) kada je

2 Usp. Ivica Zi7ié, Tragom glazbene ostavétine splitskog kapelnika Benedetta Pellizza-

rija, Baséanski glasi 7 (1998),109-125.
% Usp. Sime Marovi¢, Benedetto Pellizzari. Zbirka dubovnib skladbi, Crkva u svijetu,
Split, 2007., 1-346.
Usp. Sime Marovié, Glazba i bogosluzje. Uvod u crkvenu glazbu, Crkva u svijetu, Split,
2009.,166-167.
7 Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 33.
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(mozda) napustio Split iz nepoznatih razloga, ipak nam ostaju neodgovore-
na pitanja, prvo: tko je bio kapelnik od 1751. do 1753.; drugo: je li mozda
Benedetto Pellizzari veé i prije 1753. godine djelovao u katedrali? Buduéi
da se u glazbenom arhivu katedrale nalazi partitura najranije Pellizzarijeva
datiranoga naslova Messa di morti a 3 del Sig: D. Benedetto Pellizzari Maestro
di Capella - Agosto 1753.% Miljenko Grgi¢ zakljucuje kako je Pellizzari glaz-

beno djelovao ve¢ prije ovog datuma.”’

Ostaje nejasno je li Pellizzari vrsio sluzbu (kapelnika) neko vrijeme s potpisa-
nim ugovorom koji nije sacuvan ili je vrsio sluzbu povremeno, po potrebi, za
vazne prigode, bez potpisivanja sluzbenog ugovora, kojeg je prema sa¢uvanoj
dokumentaciji potpisao tek 25. studenoga 1753. godine.

1.2. Kapelnicka sluzba i skladateljski opus don Benedetta Pellizzarija
(1./t. 25./ studenoga 1753. - 11. studenoga 1789.)

Nakon svih istrazivanja mozemo zakljuciti kako je Benedetto Pellizzari bio
kapelnik neprekidno 36 godina, tj. od 25. studenoga 1753. godine kada pot-
pisuje ugovor i preuzima sluzbu pa do smrti 11. studenoga 1789. godine. O
ovom nam svjedo¢i nekoliko sacuvanih dokumenata koje je pomno istrazio
Ivan Boskovi¢ u djelu Litteraria, musicalia et theatralia. Boskovi¢ pise kako
je godine 1753. Pellizzari ,odlukom Velikog vije¢a od 25. studenoga ime-
novan za kapelnika na rok od 5 godina”. Prva isplata je polugodi$nji iznos u
vrijednosti od 240 lira za vrijeme od 1. studenoga 1753. do 30. travnja 1754.
godine® o Cemu svjedo¢i sacuvana potvrda. U ono vrijeme godisnja placa
kapelnika, koju je placala Bratovstina, iznosila je 480 lira.*! Druga sa¢uvana
potvrda je od 13. lipnja 1755. godine u kojoj se Pellizzari spominje kako je

od predsjednika Bratovstine Jerolima Luposignolija primio placu u iznosu

2 GASD, sign. XC/1486. Postoje dvije nekompletne partiture. Dionica CA sadrzi Popu-
le Sion u gregorijanskoj notaciji.

# Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 33.

% Buduéi da je datum potpisivanja sluzbenog ugovora 25. studenoga 1753. godine, a

plac¢a se odnosila od 1. studenoga 1753. godine, moze se pretpostaviti da je Pellizzari

(po potrebi) djelovao i prije sluzbenog potpisivanja ugovora te da je to razlog $to mu

je Bratovstina dala placu za cijeli mjesec studeni 1753. godine.

Pellizzari je bio kapelnik koji se zaposlio po svim pravilima Statuta, prema kojem ka-

pelnika katedrale placaju nadbiskup, kaptol, grad i bratovstina. Boskovi¢ je pronasao i

proucio samo racunalne isplate bratovstine.
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od 480 lira za razdoblje od 1. svibnja 1754. do 1. svibnja 1755. Pellizzari se
dalje spominje u ,7acunskoj knjizi” Bratovstine za razdoblje od 1756.do 1787.
godine sa 12 vlastoru¢no potpisanih potvrda za primitak redovite place. Za
posljednju godinu sluzbe koju je vrsio sve do svoje smrti, tj. za razdoblje
od 1. srpnja 1788. do 30. lipnja 1789. godine ne pronalazi se satuvana po-
tvrda sa Pellizzarijevim potpisom, mozda zbog maestrove bolesti, nemodi i
skore smrti 11. studenoga 1789. godine. No, postoji dokument koji svjedoci
o isplati place njegovoj domacici Klari Culi¢ kojoj je Pellizzari oporuéno®
ostavio preuzimanje pla¢e za kapelnic¢ku sluzbu. Dana 10. prosinca 1789.
Klara Culi¢ dobila je isplatu dijela godisnje Pellizzarijeve place za razdoblje
od 1.srpnja 1789. do 11. studenoga 1789. godine. Klara je bila Pellizzarijeva
kucanica od 1. listopada 1744. sve do njegove smrti te je potpuno ispravno da
joj je maestro oporuéno ostavio pravo na primanje njegove posljednje place.*

Prema propisima kaptolskog Statuta kapelnici katedrale, pa tako i Pellizzari,
bili su duzni ,poducavati klerike ,cantum gregorianum, etiam figuratum’, bri-
nuti se za $to ljepse pjevanje i orkestar, i poucavati u glazbi gradsku mladez.”*
Miljenko Grgi¢ pripisuje Pellizzariju djelo Elementi klavira, koje je napisano
za poduku mladih glazbenika.*® Prema ovom mozemo zakljuciti da je Pelli-
zzari mogao poducavati Julija Bajamontija i Antu Albertija.

Pellizzari je imao posebnu ¢ast biti sudionikom jednog od najvaznijih do-
gadaja u povijesti splitske katedrale. To je bila svecanost koja je trajala od 7.
do 14. svibnja 1770. godine kada su, na sam blagdan 7. svibnja 1770. godine,
preneseni posmrtni ostaci sv. Dujma, iz Boninova u Morlaiterov oltar. Baja-
monti o proslavi svjedo¢i kako se taj dan slavila Sv. misa ,koju su glazbenici
otpjevali veoma svecano” te kako se otpjevala Vecernja molitva ,uz izvrsnu i
svecanu glazbu” Benedetta Pellizzarija. Zbog loseg vremena svecana procesija
nije odrzana 7. ve¢ 10. svibnja. Poslije procesije ,glazbenici su otpjevali sveca-
ni Te Deum” kapelnika Pellizzarija.*

32 Oporuka don Benedetta Pellizzarija nalazi se u Povijesnom arbivu u Splitu (sig. I1L/5.,

br. 582.); Istu je u rukopisu i u prijepisu/prijevodu objavio Sime Marovi¢ u djelu Bene-
detto Pellizzari. Zbirka duhovnih skladbi, 2007.,21-23.

Usp. Ivan Bogkovi¢, Litteraria, musicalia et theatralia, 11. svezak, (glazbene teme). Ma-
tica hrvatska, Split, 2003., 123-124.

Usp. Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, 126.
%5 Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 37.

3¢ Usp. Julije Bajamonti, Zapisi o gradu Splitu, Knjizevni krug, Split, 1975., 261-265.
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Pellizzari, kao kapelnik, skladao je mnoge skladbe za potrebe katedralnog
bogosluzja koje su sa¢uvane u hrvatskim glazbenim arhivima poput: Glazbe-
nog arhiva splitske proostolnice (oko 300 sacuvanih glazbenih jedinica), Muze-
Ju grada Splita, Arhivima Zupnib ureda u Omisu i Starom Gradu na Hvaru te u
Zagrebu u Hrovatskom driavnom arbivu (tzv. Kuhaceva zbirka) i u Hrvatskom
glazbenom zavodu tzv. Zbirka Udina — Algarotti). Sac¢uvana arhivska grada
svjedo¢i nam kako je bogosluzje o Bozi¢u, u Velikom tjednu, o Uskrsu, za
razne blagdane, posebno za proslavu sv. Dujma te druge svecanosti bilo na
visokom nivou.

Bajamonti spominje Pellizzarija kao ,umnog i zasluznog katedralnog kapel-
nika”.*” Ennio Stipéevi¢ ga vidi kao svojevremeno najplodnijeg predklasi¢nog
skladatelja u Hrvatskoj te pise kako se njegov skladateljski izri¢aj sastoji od
predklasi¢nih fraza u kojima je neoptereen slozenim kasnobaroknim kon-
trapunktom, a melodijske linije su mu pojednostavljene.®

U sacuvanoj arhivskoj gradi vidljivo je kako je najvise za potrebe katedra-
le pisao: motete, himne, mise, vecernje molitve, responzorije/otpjeve, pasije,
psalme, itd. Skladbe je pisao za soliste, zbor s pratnjom orgulja ili (manjeg)
orkestra. Svoje je skladbe prilagodavao moguénostima izvedbi zbora i orke-
stra. Katedralni zbor pjevao je redovito u liturgijskim slavljima, a iz partitura
vidimo kako je orkestar svirao povremeno, za vaznije blagdane (posebno za
proslavu sv. Dujma). Proucavajuéi partiture mozemo vidjeti da je orkestar
bio manjeg sastava koji je imao: gudace (bez viole), rogove i trublje, a povre-
meno se u partiturama nalazi flauta, oboa i fagot. Za ono vrijeme, za splitsku
katedralu, to je bio dostojanstven orkestar koji je uz katedralni zbor izvodio
zavidnu razinu svecanog liturgijskoga bogostovlja.

Pellizzari je skladao vise od 300 djela koja se ¢uvaju u Glazbenom arhivu
splitske pruostolnice, $to je najveéi sacuvani opus u arhivu. Najvise je sacuva-
nih moteta koji su prokomponirani i skladani za 1-4 glasa, u vise stavaka, uz
pratnju orgulja ili manjeg gudackog ansambla. Ponekada bi izostavio viole, a
umjesto njih koristio trublje, rogove, flaute ili pozaune. Samo 6 moteta skla-
dao je za Cetveroglasni vokalni sastav, uglavnom uz pratnju gudaca i orgulja, a

37 Julije Bajamonti, Zapisi o gradu Splitu, 259.
% Usp. Ennio Stipéevi¢, Glazbena kultura u Juznoj Hrvatskoj u doba Julija Bajamontija,
w: Splitski polibistor Julije Bajamonti, Zbornik radova, Knjizevni krug Split, 1996.,132.
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medu njima posebno su zanimljivi motet Eja Sancte discipule® iz 1754. godi-
ne skladan za proslavu i blagdan sv. Dujma te Vieni Sancte Spiritus* skladan
» 41

»a cappella”.

Miljenko Grgi¢ navodi kako je Pellizzari skladao 71 misu® (Sime Marovi¢
pripisuje mu samo 52 mise)*, spadaju tipu misa kantata. Skladane su cjelovi-
to ili samo s pojedinim dijelovima ordinarija mise* (Cetveroglasno, troglasno
ili dvoglasno), a naslovljavao ih je kao Messa corrente, Messa facilssima ili Me-
ssa brevissima (s prvim dijelovima ordinarija), a povremeno je znao skladati i
samo posljednje dijelove mise, tj. ordinarija: Sanctus, Benedictus i Agnus Dei.
Posebno je lijepa etveroglasna misa (kojoj nedostaje Gloria): Messa — quattro
wvoci —in F.** Napisao je i osam misa za mrtve (Missa pro defunctis - Requiem),
za dva, tri i Cetiri glasa s pratnjom bassa continua.* Uz skladane mise vazno
je napomenuti jos neke Pellizzarijeve mise skladane za: Domenica d’Advento,
Domenica Quadragesimae, Domenica delle Palme, giovedi Santo, Domenica Pa-
sionis.¥

Pellizzari je, osim misa, skladao i vecernje i responzorije sa psalmima, (gdje je
posebno lijepa skladba cetveroglasni Laudate (Dominum,) nei Vesperi iz 1754,
godine). * Medu vaznija djela mozemo jo§ izdvojiti pjevane Muke/, Passio”
— tzv. ,;motetske pasije” (za Veliki tjedan koje je skladao za soliste, zbor i or-
kestar) te druge skladbe poput: litanije, himni, pastorale, Benedictus, Pange
lingua, Tantum ergo, Popule meus, Requiem, Stabat Mater, itd.*

Sime Marovi¢, godine 2007. objavio je zbirku Pellizzarijevih dubovnih skladbi
koja se sastoji od dva dijela: I. Mlisa (Messa a quattro voci per organo i Messa a

3 GASD, sign. XXXVII-480.

0 GASP, sign. XXX1/392.

1 Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 34.
2 Usp. Ibid., 35.

# Usp. Sime Marovi¢, Benedetto Pellizzari. Zbirka duhovnib skladbi, str. XIV.

#  Proucavajudi arhivsku gradu za neke je mise nemogude potpuno ustvrditi da su djelo
Benedetta Pellizzarija, stoga mu se neke mogu pripisati pa tako moZemo i razli¢ito
tumaciti koliko je uistinu Pellizzarijevih misa.

*  GASP, sign. X1./518.

* Usp. Sime Marovi¢, Benedetto Pellizzari. Zbirka duhovnib skladbi, XIV.

7 Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 36.

®  GASD, sign. XXXVIII485.

¥ Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 36, 58.
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4.) 1 II. Moteta (bozi¢no vrijeme: Jesu Redemptor omium, Patorale; korizmeno
vrijeme: Nos autem, Christus factus est, Dominus Jesus, Stabat Mater, Adoramus
te Domine, O dulcissime Domine, O vos omnes, Popule meus, Sepulto Domino,
Vexila Regis prodeunt, uskrsno vrijeme: Victime paschali laudes, Jubilate Deo;
Duhovi: Veni Sancte Spiritus; blagoslov s Presvetim Sakramentom: Pange /in-
gua, Deus misereatur nostri; slavlja Blazene Djevice Marije: Ave maris stella,
Awve Maria, Ave Regina caelorum, Magnificat, blagdan sv. Dujma: in omnem
terram i Hymnus Sancti Domnii).>

2. Julije Karlo Bajamonti (kapelnik od 1790. do 1800.) — lije¢nik
2.1. Istrazivanja i fragmenti o Zivotu i djelu Julija Bajamontija

Don Benedetta Pellizzarija na kapelnickoj sluzbi u splitskoj katedrali naslije-
dio je 1790. godine hrvatski knjizevnik, skladatelj i lije¢nik dr. Julije (Giulio)
Bajamonti (Split, 1744. - Split, 1800). Bavio se povije$¢u, arheologijom, po-
ljoprivredom, pomorstvom, meteorologijom, itd.>!

Za vrijeme njegove kapelnicke sluzbe u Splitu na vlasti je mletacka uprava
sve do 1797. godine kada zavrsava francusko-austrijski rat mirom u Campo-
formiju te Dalmacija prelazi pod upravu Austrije,’® Dalmacija je pod Austri-
jom sve do 1805. godine kada Francuzi, pod vojnim zapovijedanjem generala
Marmonta, preuzimaju vlast u Splitu.*®

Bajamonti je jedan od najgenijalnijih umova kroz cijelu povijest grada. O
njemu su pisali mnogi znanstvenici proucavajuéi njegove radove iz podrucja
knjizevnosti, glazbe, medicine, itd., ali, nazalost, zbog nesredenosti arhivske
grade, nekim znanstvenicima su se prikrale i poneke greske pisuéi o Baja-
montijevu Zivotu i radu. Stoga danas, ponovno proucavajuéi sacuvane fra-
gmente, pokusava se sloziti (novi) mozaik koji bi nam dao jasniji i to¢niji
uvid i cjelokupnu sliku Bajamontijeva Zivota i rada s posebnim osvrtom na
njegovu kapelnic¢ku sluzbu u splitskoj katedrali i skladateljski opus koji je
sacuvan u Glazbenom arhivu splitske proostolnice te u glazbenoj Zbirci Nikole

Udina-Algarotti.

0 Usp. Sime Marovié, Benedetto Pellizzari. Zbirka dubovnih skladbi, 1-346.

51 Usp. Lovro Zupanovié, Stoljeca hrvatske glazbe, Skolska knjiga, Zagreb, 1980., 93.
52 Usp. Grga Novak, Povijest Splita, 1621.

>3 Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 48.
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Ivan Miléeti¢ 1912. godine objavio je djelo o Bajamontiju pod nazivom Dr.
Julije Bajamonti i njegova djela.’* Niko Kalogjera napisao je 1924. godine
Povijesne crtice o glazbenim prilikama splitske stolne crkve u kojima spominje
Bajamontija. Andelko Klobucar (1969.) napravio je i objavio rekonstrukciju
Bajamontijeva oratorija La translazione di s. Doimo — Prijenos sv. Duje.>® O
Bajamontiju je u vise svojih djela pisao i muzikolog Ivan Boskovi¢ te Lovro
Zupanovié. Mnoge podatke o njegovom Zivotu doznajemo od samog Baja-
montija iz njegovog djela Zapisi o gradu Splitu kojeg je 1975. godine objavio
Dusko Kec¢kemet. U novije vrijeme o glazbeniku Bajamontiju pisao je Mi-
lienko Grgi¢ u djelu Glazbena kultura u splitskoj katedrali (1750. — 1940.),
Sime Marovi¢ u knjizi Glazba i bogostuzje te Tvana Tomié Feri¢ u djelu Julije
Bajamonti: Glazbeni rjecnik. Transkripcija, prijevod, komentari>® Zahvaljujuéi
njihovim djelima mozemo sloziti novi mozaik o Juliju Karlu Bajamontiju i
njegovom glazbenom stvaralastvu.

Obitelj Bajamonti podrijetlom je iz Italije, a Julijev djed doselio se iz Pore-
¢a u Split 1704. godine.”” O djetinjstvu Julija Karla Bajamontija nemamo
mnogo podataka, no ipak neki najvazniji su nam ostali satuvani od zaborava.
Rodio se 4. kolovoza 1744. godine u splitskoj gradanskoj obitelji*® kao prvo-
rodeni sin dr. Ivana Dominika Bajamontija i Jelene Capogrosso, kriten je 24.
kolovoza 1744. godine, a umro je u rodnom gradu 12. prosinca 1800. godi-

> Ivan Miléetié¢, Dr. Julije Bajamonti i njegova djela, JAZU: knjiga 191, Zagreb, 1912.

> Usp. Julije Bajamonti, La translazione di s. Doimo — Prijenos sv. Duje, redakcija: An-
delko Klobuar (1969.) i Lovro Zupanovi¢ (1999.) https://www.katalog.kgz.hr/pa-
gesresults/bibliografskiZapis.aspx?&currentPage=1&searchByld=100&sort=0&a-
ge=0&f1d0=1&fv0=Bajamonti%2c+Julije&spid0=100&spv0=oratorij&mdid0=08&v-
71d0=0&xm0=1&selected]d=274000850

3¢ Usp. Ivana Tomic¢ Feri¢, Julije Bajamonti (1744. — 1800.): Glazbeni rjecnik. Transkripci-
Ja, prijevod, komentari, Hrvatsko muzikolosko drustvo, Zagreb, 2013.

*7 Usp. Dusko Keckemet, Ante Bajamonti i Split, Slobodna Dalmacija, Split, 2007., 31.

*8  Glavno srediste Dalmacije je Split, kojem je na Celu knez koji je podlozan mletackoj
vlasti. Stanovnistvo se dijeli na plemice, gradane i pucane. Plemiéi su povlasteni dio
stanovnistva koji uz kneza upravljaju gradom. Osim plemica povlasteno stanovnistvo
Cine i gradanske obitelji. Gradanstvo se sastoji od 30 obitelji, medu njima se nalazi i
obitelj Bajamonti. Od 1734. godine gradanstvo postaje nasljedno s oca na sina, a od
godine 1754, mletacka vlada odlu¢uje da gradanstvo ne pripada cijeloj obitelji ve¢
samo ga mogu naslijediti samo odredene istaknute osobe.
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ne.”” Jos uvijek u nekim vaznim objavljenim djelima stoje krivi podatci o nje-
govu rodenju. Npr. u Hrvatskoj enciklopediji (Leksikografski zavod Miroslav
Krleza) pod pojmom Julije Bajamonti stoji zapisano kako je roden u Splitu
24. kolovoza 1744. godine.” Na ovaj propust upozorio je jo§ 1975. godine
Dusko Keckemet koji je uocio pogresku i zapisao to¢ne podatke koje smo
gore naveli. Keckemet upozorava kako je najprije Milceti¢, a poslije svi ka-
sniji autori u povijesnim pregledima, enciklopedijama i leksikonima, datum
krstenja uzeli kao datum rodenja. Keckemet napominje kako je u mati¢noj

knjizi izri¢ito zapisano da je roden ,4. kolovoza tekuéeg mjeseca”.*

O Bajamontijevu $kolovanju nemamo sigurnih podataka. U mnogim ra-
dovima muzikolozi piSu kako je Bajamonti pohadao Sjemeni$nu klasi¢nu
gimnaziju, no pomnim proucavanjem popisa ucenika splitskog sjemenista/
gimnazije ne pronalazimo kako ju je pohadao. Popis ucenika objavljen je
u djelu 300 godina klasicne gimnazije u Splitu.*> U tom popisu pronalazimo
Julija Bajamontija u akademskoj godini 1724./25., no to ne bi mogao biti
skladatelj Julije Bajamonti koji je roden 21 godinu poslije, tj. 1744. godine. I
dalje mozemo pretpostavljati da je Bajamonti pohadao Nadbiskupsku klasi¢-
nu gimnaziju, ali nazalost o tom nam nije sacuvana nikakva dokumentacija.

Poznato je kako su splitske povlastene obitelji svoje sinove slale na studij u
Italiju pa je i Bajamonti studij medicine zavr$io u Padovi 1773. godine.®®

Vrativéi se u Split kao mladi lije¢nik Bajamonti ne dobiva sluzbu gradskoga
lije¢nika. U to vrijeme posvetio se osnivanju Gospodarske akademije 1767. go-
dine u Splitu. O ovom dogadaju sam pise 1778. godine u djelu O osnutku i
razvitku javnog gospodarskog drustva u Splitu. Julije Bajamonti i Ivan Moller
bili su glavni inicijatori i osnivaci akademije, a prvi predsjednik bio je Julijev
mladi brat Jeronim Bajamonti.®*

> Usp. Julije Bajamonti, Zapisi o gradu Splitu, 18-19.

80 Usp. Julije Bajamonti, Hrvatska enciklopedija, Leksikografski zavod Miroslav Krleza,
https://www.enciklopedija.hr/natuknica.aspx?id=5302 (pristupljeno: 15. rujna 2020.)

1 Usp. Julije Bajamonti, Zapisi o gradu Splitu, 18-19.

62 Usp. 290 godina klasi¢ne gimnazije u Splitu 1700.- 1990., (zbornik), Knjizevni krug,
Split, 1990.

8 Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 60.

¢ Usp. Mihaela Kovaci¢, Ex libris Bajamonti u Sveucilisnoj knjiznici u Splitu, Viesnik
bibliotekara Hrvatske 48 (2005), 63.; Usp. Julije Bajamonti, Zapisi o gradu Splitu,18-19.
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Julije je volio putovati. Godine, 1772. s talijanskim znanstvenikom Albertom
Fortisom i anglikanskim biskupom Fredericom Herveyem putuje po Dalma-
ciji i obliznjim krajevima. Fortis je na temelju tih podataka objavio u travnju
1774. godine u Veneciji djelo u dva sveska pod nazivom Viaggio in Dalmazia
— Put po Dalmaciji. Za vrijeme ovog putovanja Bajamonti je Fortisu pruzio
podatke o hrvatskim izrazima, istaknutim osobama i o mnogim drugim za-
nimljivostima.®®

Buduéi da ga splitski nadbiskup i metropolit Ivan Luka Garanjin (nadbiskup
1767. - 1784.) nije htio potajno vjencati, kako ne bi narusio ugled obitelji,
on se protiv volje svoje obitelji, potajno vjencao s pu¢ankom Elizabetom Tre-
visan 1781. godine u Dubrovniku.®® Nakon Zenidbe dolazi u sukob s ocem
pa se jedno vrijeme nastanio u Kotoru. Godinu dana poslije,1782., Juliju se
rodila k¢i Jelena. Iste godine umire mu otac te se Julije sa Zenom i kéeri vraca
u obiteljsku kuéu u Split. U Splitu se Juliju 1783. godine rodio sin Emil koji
je dvije godine poslije 1785. godine umro od ospica.®”

Uz negodovanje obitelji i gradana $to se oZenio pucankom te §to je imao
$iroku naobrazbu koja mu je vise Stetila nego koristila, zbog misljenja grada-
na kako bi se lije¢nik trebao baviti samo medicinom, Bajamonti nikako ne
postaje gradski lije¢nik te nakon smrti sina Emila odlazi raditi na Hvar, dok
mu Zena i kéi ostaju u Splitu. Ni u malom Hvaru Bajamonti ne pronalazi svoj
mir. TuZio se kako mu je mala zarada jer otocani rijetko odlaze k lije¢niku.
Jedina utjeha mu je vréenje sluzbe orguljasa u hvarskoj katedrali. Za to je vri-
jeme skladao i pisao pjesme te se dopisivao s mnogim uglednim osobama.®

Godine, 1787. u pozaru stradava Bajamontijeva obiteljska kuca, te su izgor-
jela brojna vrijedna djela, poput Maruli¢evih djela, $to ih je Julije posjedovao.
Majka mu je ve¢ bila stara, braca bolesna, nekada bogata obitelj polagano je
siromasila. Sam je napisao: ,naga obitelj ne obiluje cekinima kao nekada.”®
Sve to vrijeme Julije je boravio u Hvaru kako bi kao lije¢nik i orgulja$ zara-

divao za obitelj koja se nalazila u kriznim vremenima.

6 Usp. Julije Bajamonti, Zapisi ogradu Splitu, 22; Alberto Fortis, Put po Dalmaciji, prire-
dio Josip Bratuli¢, Globus, Tisak, Ljubljana - Zagreb, 1984.

6 Usp. Zarko Muljagi¢, Splitski knjizevnik Julije Bajamonti, Mogucnosti 10 (1955), 797.

67 Usp. Julije Bajamonti, Zapisi o gradu Splitu, 24-25.

68 Usp. Julije Bajamonti, Zapisi o gradu Splitu, 33-34.

8 Usp. Ivan Mil&eti¢, Dr. Julije Bajamonti i njegova djela, 226.; Usp. Mihaela Kovaci¢, Ex
libris Bajamonti u Sveucilisnoj knjiznici u Splitu, 60, 67.
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Vrativéi se nakon pet godina s Hvara u Split, 1790. godine ponovno ne uspi-
jeva dobiti mjesto gradskoga lije¢nika. Nekim ¢udom, iste godine, protiv pra-
vila statuta u kojem stoji kako kapelnik moze biti samo svecenik ili redovnik,
lije¢nik Julije Bajamonti kao laik postaje kapelnik splitske katedrale.

Godinu dana prije svoje smrti, 1799. Bajamonti je kona¢no dobio sluzbu
gradskog lije¢nika. Jedan od tadasnjih doktora ve¢ je umro, a drugog nije bilo
jer je otputovao iz Splita i tako se otvorilo radno mjesto za Julija. U 56. godini
Zivota, 12. prosinca 1800. godine umire. Pokopan je u crkvi sv. Dominika u
Splitu. Zapamden je kao lije¢nik, knjizevnik, polihistor, glazbenik te mu se
pripisuje kako je najznacajniji gradanin Splita osamnaestog stolje¢a.”

2.2. Kapelnicka sluzba i skladateljski opus Julija Bajamontija

Ne pronalazimo nikakve dokumente koji bi nam opisali Bajamontijevo glaz-
beno skolovanje. Ipak, indirektno mozemo pretpostaviti kako je Bajamonti
kao dijete pohadao sate glazbenog odgoja kod don Benedetta Pellizzarija
koji je kao kapelnik katedrale prema statutu imao obavezu poucavati glazbi
djecu i mlade grada Splita.” Bududi da je Pellizzari stigao u Split oko 1753.
godine kada je Bajamontiju bilo 9 godina mogude je da je prvu glazbenu po-
duku stekao u katedralnog glazbenoj skoli. Katedrala je tada bila jedina split-
ska Zupa pa je to dob u kojoj je Bajamonti trebao pohadati i pouke iz Zupnog
vijeronauka za primanje sakramenata svete ispovijedi i pricesti. Ivana Tomi¢
Feri¢ proucavajudi Bajamontijev Zivot tako pretpostavlja kako je Bajamonti
prve glazbene pouke imao kod Pellizzarija.”? Takoder, mozemo pretpostaviti
kako Bajamonti vjerojatno glazbeno skolovanje zapocinje u Splitu, a zavrsa-
va u Padovi za vrijeme studija medicine. Godine 1768. (u 24. godini Zivota)
potpisao se na partituri Muke za Cuvjetnu nedjelju kao maestro (di musica), a
pet godina poslije 1773. godine zavr$ava medicinu u Padovi, stoga mozemo
pretpostaviti kako je u Padovi studirao i glazbu i medicinu.”

70 Usp. Julije Bajamonti, Zapisi o gradu Splitu, 49-50; Usp. Grga Novak, Povijest Splita,
1435.

™ Usp. Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, 126-127.

2 Usp. Ivana Tomi¢ Feri¢, Susreti prekojadranskih kultura u razdoblju klasicizma: Baja-
montijeve glazbene i izvanglazbene veze, Bascanski glasi 13 (2018) 1,77.

7 Stjepan Krasi¢ u djelu Tvan Dominik Stratiko (1732.—1799.) iz 1991. godine, u biljesci
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Ve¢ s 15 godina skladao je prvi motet Curro incerta (settembre 1759,). Mladi
skladatelj je u sljede¢ih pet godina skladao jos ¢etiri crkvene skladbe koje nije
potpisao. U ovom nizu javljaju se djela Nec in cole - Mottetto brevissimo a voce
sola di Basso (Spalato 1760) i Infensus hostis gloriae - Mottetto (Spalato 1764.).
Bajamonti je u sljede¢im godinama kao mladi skladatelj napisao i prigodne
skladbe za Veliku subotu (1756.), Sonatu za orgulje (1766.), Muku za Cujetnu
nedjelju (1768.) gdje se potpisuje kao maestro.”

Buduéi da je Bajamonti bio svestran student, uz medicinu bavio se knjizev-
noséu i skladanjem. Godine 1767. objavljuje u Veneciji djelo Storia di san
Doimo, primo vescovo di Salona (Povijest sv. Dujma, proog salonitanskog bisku-
pa) koje mu poslije sluzi kao libreto za oratorij La traslazione di san Doimo —
Prijenos moci sv. Dujma. Oratorij je praizveden u (starom) splitskom kazalistu
12. svibnja 1770. godine prigodom proslave prijenosa posmrtnih ostataka sv.
Dujma iz starog Boninova u novi Morlaiterov oltar. Djelo La traslazione di
san Doimo — Prijenos moéi sv. Dujma prvi je oratorij u hrvatskoj glazbenoj
literaturi. Za njega sam Bajamonti pise kako je ,Componimento drammatico

ossia oratorio”.”

Tako je Bajamontiju 1770. godine samo 26 godina, kao mlad skladatelj ora-
torija pokazao je svu ljepotu vlastitog glazbenog i literarnog stvaralastva. Sa-
drzaj libreta temelji se na prastaroj legendi o pronalasku sarkofaga sa svece-
vim ostacima koje nitko nije mogao pomaknuti. Medutim, nevina djecica s
lakocom su taj sarkofag podigla i prenijela. Toj legendi Bajamonti je dodao
i epizodu o obracenju kneza Lovela, jednog od sedmero bracée koja su do-
vela Hrvate u novu postojbinu. Oratorij se sastoji od dva, vremenski gotovo
jednaka dijela. Protagonisti oratorija su: Ivan Ravenjanin, splitski nadbiskup
(tenor); Lovel, hrvatski knez (tenor); Severus, solinski starjesina (bariton).
Ivan Boskovi¢ pise kako oratorij Bajamonti nije potpisao i kako nam ostaje
nepoznato tko je dirigirao praizvedbom oratorija. MoZemo pretpostaviti da
su pjevaci bili dijelom oni iz katedralnog zbora, uz djecji (muski) zbor, koji
Bajamonti uvodi kao novost u ovom glazbenom djelu. U crkvama u to vrije-

broj 20 (str. 244.), spominje kako je Bajamonti u Padovi pohadao predavanja iz filo-
zofije i glazbe.

™ Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 59.

7 Usp. Ivan Boskovi¢, O Bajamontijevu oratoriju ,Prijenos sv. Dujma”, Sveta Cecilija 57
(1987) 3-4, 65.; Usp. Julije Bajamonti, Zapisi o gradu Splitu, 261.
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me pjevaju samo (najcesce troglasni) muski zborovi jer ne pjevaju Zene, stoga
su sopranske dionice mogli pjevati samo djecaci. Boskovi¢ pise kako Baja-
monti ponekada nije potpisivao svoja djela zbog kritika gradana $to se kao
lije¢nik bavi glazbom. O ovoj je temi Bajamonti napisao raspravu Lijecnik i
glazba (1796.). S vremenom se partitura oratorija zagubila i dijelom unistila,
stoga su Antun Celia Cege i Andelko Klobuéar pristupili rekonstrukciji ora-
torija na temelju sa¢uvanih dionica i cijelo restaurirano djelo izveli u Splitu,

Zagrebu, Osijeku, Varazdinu, itd.”

Nakon smrti don Benedetta Pellizzarija 11. studenoga 1789. godine Baja-
monti se vraca sa Hvara i postaje 1790. godine kapelnik splitske katedrale.
Sluzbu kapelnika obnasao je sve do smrti 12. prosinca 1800. godine. U to
vrijeme splitski nadbiskup i metropolit bio je Lelije de Cippiko (nadbiskup
1784. - 1807. godine)

Bajamonti, kao skladatelj, ostavio nam je velik broj arhivskih jedinica koje
se cuvaju u Glazbenom arhivu splitske prvostolnice (256 jedinica od tog 172
autografa) te u Zagrebu u Hrvatskom glazbenom zavodu tzv. glazbena zbirka

Nikola Udina-Algarotti (28 glazbenih jedinica).””

Kao kapelnik Zelio je povecati i progiriti repertoar katedralnog zbora svojim
skladbama. Bududi da je Bajamonti bio prvi kapelnik laik, uz sakralne sklad-
be (mise, requiemi, moteti, pasije, itd.), pisao je i svjetovne skladbe (madriga-
le, atrije, sonate, simfonije, itd.).

Napisao je brojne mise. Pisao ih je za razlicite prigode te za dvoglasne, tro-
glasne i Cetveroglasne zborove. Pojedine mise koje su se izvodile za svecane
prigode napisao je uz orkestralnu pratnju. U dvoglasnim misama primje¢uje
se Bajamontijev omiljeni postupak skladanja kada se dionice u pocetku kre-
¢u u imitacijama, a zatim u paralelnim tercama ili sekstama, §to upucuje na
utjecaj mediteranskog varoskog folklora i predklasi¢nog stila. Neke troglasne
mise pisane su uz pratnju instrumentalnog sastava koji je u misi u B-duru
prili¢no brojan (prve i druge violine, violoncela, kontrabas, dva klarineta, dvije
trublje, dva roga i orgulje). U Eetveroglasnoj je misi u B-duru instrumentalni

7% Usp. Ivan Boskovi¢, O Bajamontijevu oratoriju ,Prijenos sv. Dujma”, 66.; Usp. Sime
Marovié, Glazba i Bogosiuzje, 176.

77 Milan Resetar, pjevac katedralnog zbora, popisao je 1887. godine Bajamontijeve sklad-
be sacuvane uz arhivu splitske katedrale.
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sastav jo$ brojniji (prve i druge violine, dvije oboe, dva klarineta, dva fagota,
dva roga i serpent). Najuspjelije Bajamontijeve mise su troglasna u G-duru

i ¢etveroglasna u B-duru. Iz hvarskog razdoblja potjece Messa -a tre voci con
strumenti/N:o III (1786.).78

Bajamonti je uz mise skladao i dva Requiema u G-duru i u F-duru. Requiem
u F-duru napisan je za sve¢anu misu zadusnicu u Dubrovniku 1787. godine
povodom smrti Rudera Boskovica.”

Bajamonti je napisao veliki broj moteta (za 2, 3, 4 i 5 glasova) od kojih se
sacuvalo oko 50 arhivskih jedinica. Svi su uz pratnju orgulja, a u nekima su-
djeluje i manji orkestralni sastav. U motetima ima umjerene polifonije, stroge
harmonije, izmjene solisti¢kih i zbornih odlomaka, intenzivnog prilagodava-
nja tekstu sto iziskuje promjene mjere i tempa. Ponegdje se koristi i recitativ-
nim stilom. Moteti su ve¢inom troglasni. Grgi¢ pise kako je Bajamonti rado
skladao motete u prvim godinama kapelnicke sluzbe te izdvaja kao zanimlji-
ve Mottetto a due — per ogni Sollenita® i Motetto a tre — Ante thorum (1790.) u
koji je Bajamonti dodao folklorne elemente.®! Zanimljiv je i Mottetto — Amate

Jili iz 1791. godine.®

Medu Bajamontijevim crkvenim skladbama nalaze se jos i Stabat Mater (2),
Te Deum (3), Benedictus, Miserere, Magnificat, VeCernje, litanije, veliki sve-
¢ani Gloria, responzorije za obrede Velikog tjedna, Pasije/Muke (2), itd. Po-
sljednja datirana skladba mu je Laudate pueri a 5 voci in 7 — Strum:to iz 1800.
godine.®

Osim sakralnih djela Bajamonti je pisao i svjetovne skladbe poput madrigala
i arija. Napisao je i neka instrumentalna djela poput: Sonate za orgulje i Sim-
Jfoniju u C-duru za dvije oboe, dva roga i gudace, komponirane po strukturi
becke simfonije.®

8 GASD, sign. X1/161., Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.
— 1940, 61.

Usp. Ivan Boskovi¢, O Bajamontijevu ,Requiemu” za Rudera Boskovi¢a, Maruli¢ 14
(1981) 4, 392-400.

80 GASP, sign. V1/64, VI1/100 (duplikat)

81 GASP, sign. X1/158

82 GASP, sign. IX/109.

8 GASP, sign. V/96.

8 Usp. Sime Marovi¢, Glazba i bogosiuzje, 176.
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Kao i Pellizzari i Bajamonti sklada u (pred)klasi¢nom stilu. Smatra se jednim
od vode¢ih intelektualaca srednje Dalmacije potkraj 18. stolje¢a. Na kapel-
nickoj sluzbi 1800. godine naslijedio ga je Ante Alberti.

3. Ante Alberti (kapelnik od 1800. do 1804.) — pravnik

3.1. Istrazivanja i fragmenti o Zivotu i djelu Ante Albertija

Nakon smrti Julija Bajamontija kapelni¢ku sluzbu u splitskoj katedrali pre-
uzeo je splitski pravnik i glazbenik Ante Alberti (Split, 15. veljace 1757. —
Split, 12. veljace 1804.).

O zivotu i glazbenom radu Ante Albertija do danas se vrlo malo zna. Na-
zalost njegov zivot i glazbeni opus nije se nikada sustavno istrazivao. Dosa-
dasnja istrazivanja o Albertiju potpisuju Niko Kalogjera,® Ivan Bogkovi¢,
Miljenko Grgi¢,*” Mirjana Skunca,®® Sime Marovi¢® i Mihael Provi¢.® Iz
dosadasnje objavljene literature i uz ponovno istrazivanje arhivske grade,
mozemo pronaéi (nove) fragmente i sloziti (novi) mozaik o hrvatskom prav-

niku i glazbeniku Anti Albertiju.

Proucavajudi fragmente iz Albertijeva djetinjstva otkrivamo kako je u split-
skoj plemic¢koj obitelji Ivana Lovre Albertija i Klare Alberti rodene Cambi,
15. veljace 1757. godine roden djecak Ante.”?

Ante Alberti, kao potomak ugledne splitske plemicke obitelji,”* pohadao je

sjemeni$nu gimnaziju u rodnom gradu. U popisu ucenika zavr$ne godine

85 Usp. Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, Sve-

ta Cecilija 18 (1924) 5, 160.

86 Usp. https://hbl.lzmk.hr/clanak.aspx?id=412 (pristupljeno: 10. rujna 2020.)

8 Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 63-64.

88  Usp. Mirjana Skunca, O glazbi u djelovanju klasi¢ne gimnazije u Splitu, u: 290 godina
klasicne gimnazije u Splitu 1700. — 1990., 305-313.

8 Usp. Sime Marovi¢, Glazba i bogostuzje, 177-178.

% Usp. Mihael Provi¢, Ante Alberti, kapelnik splitske katedrale (Diplomski rad), Sveudiliste
u Splitu, Katolic¢ki bogoslovni fakultet, Split, 2000.

1 Usp. Ivan Boskovi¢, Ante Alberti, Hrvatski biografski leksikon, https://hbl.lzmk.hr/
clanak.aspx?id=412 (pristupljeno: 10. rujna 2020).

%2 Usp. Alberti, Proleksis enciklopedia, https://proleksis.lzmk.ht/7672/, (pristupljeno:
10. rujna 2020).
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gimnazijskog $kolovanja sjemenisne gimnazije® nalazimo tri u¢enika s ime-
nom Ante Alberti. Najstariji uéenik Ante Alberti zavrsio je gimnazijsko $ko-
lovanje 1710. godine, srednji Alberti zavrsio je u $kolskoj godini 1725./1726.,
a najmladi 1771./1772. godine. Kada znamo to¢nu godinu rodenja kapelnika
Ante Albertija (1757.), onda mozemo zakljuditi da je treci spomenuti ucenik
bududi splitski kapelnik koji je 1771./1772. godine zavr$io gimnazijsko $ko-

lovanje u splitskoj sjemenisnoj gimnaziji.”*

Nakon zavrsenog gimnazijskog obrazovanja Ante Alberti nastavio je daljnje
skolovanje u Padovi gdje je 1776. godine postigao doktorat iz crkvenog i
civilnog prava.”

Dana 2. veljace 1784. godine Ante Alberti sklopio je brak s Elizabetom Ca-
pogrosso. Dvije godine poslije, 10 srpnja 1786. godine rodila im se kéi Klara.
Klara Alberti nije imala ni godinu dana kada joj je majka Elizabeta umrla u
28. godini zivota, 30. travnja 1787. godine. Mladi udovac Ante Alberti 11.
ozujka 1791. godine sklapa drugi brak s Marijom Michieli Vitturi. Godine
1794. (11. ozujka) rodio im se sin Ivan, a tri godine poslije (5. rujna 1797.)
rodila im se kéi Elizabeta. Izgleda da je djevoj¢ica dobila ime u spomen Al-
bertijeve prve Zene.”

U sljede¢im se godinama Alberti istaknuo kao glazbenik. Od 1801. godine
pa sve do smrti 12. veljae 1804. godine, djeluje kao kapelnik splitske pr-
vostolnice. Na tu duznost izabran je kao ve¢ poznati i priznati glazbenik.

Dr. Ante Alberti bio je ¢lan splitskog Velikog vije¢a i bratovstine Presvetog
sakramenta. Od 1793. godine Alberti je od bratovstine sv. Sakramenta pri-
mao prihode u vrijednosti 300 lira. Umro je u Splitu ,,nesretnom smréu” 12.
veljace 1804. godine. Pokopan je u splitskoj prvostolnici.”’

% U ono vrijeme jo$ nije postojao naziv ,maturant”. Prve maturante u Splitu imamo tek

u XIX. Stoljecu.

Usp. Mile Vidovi¢, Profesori i u¢enici klasi¢ne gimnazije u splitskom sjemenistu 1700.

-1817.,u: 290 godina klasi¢ne gimnazije u Splitu 1700. - 1990., Knjizevni krug, Split,

1990., 476.

% Usp. Michele Pietro Ghezzo, I Dalmati all universita’ di Padova dagli Atti dei gradi ac-
cademici 1601. — 1800. Atti e memorie della Societa’ di storia patria, Veneziass. a., Venezia,
1992.,131.

% Usp. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750. — 1940., 63.

7 Usp. 1bid., 63.
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3.2. Kapelnicka sluzba i skladateljski opus Ante Albertija

O glazbenoj naobrazbi maestra Ante Albertija®™ nemamo nikakvih sigurnih
podataka, osim onih da je ucio glazbu kao i svi ucenici sjemenisne klasi¢ne
gimnazije.”

Bududi da neke Albertijeve skladbe potjecu iz 1779. godine, moze se pretpo-
staviti da je stekao vecu glazbenu nauku u rodnom gradu Splitu, vjerojatno
pohadajudi satove kod katedralnih kapelnika Benedikta Pellizzarija i(li) kod
Julija Bajamontija. Takoder mozZemo pretpostaviti da je glazbu ucio za vrije-
me studija u Padovi. Prvi se put Alberti potpisao s titulom maestro na skladbi

Messa,'® (Chirie, Gloria, Credo) iz 1785. godine.

Poslije smrti Julija Bajamontija natjecao se za kapelnicku sluzbu mladi sve-
¢enik Ivan Jeli¢i¢, koji je iz nepoznatih razloga odustao od natjecaja i posao
u Mletke dovrsiti studij glazbe, a za kapelnika je izabran laik Ante Alberti.
Nakon uspjesnog kapelnickog djelovanja laika Bajamontija, splitski nadbi-
skup, kaptol i uprava grada (opéina) nisu se bojali jo§ jedanput povjeriti sluz-
bu kapelniku laiku te je Ante Alberti preuzeo kapelni¢ku sluzbu na pocetku
1801. godine.'!

Za vrijeme Albertijeve kapelnicke sluzbe u Splitu Dalmacija je pod austrij-
skom upravom. Mirom u Campoformiju 1797. godine zavrsio je francu-
sko-austrijski rat te je Austrija preuzela od Venecije upravu nad Dalmaci-
jom.'® Dalmacija je pod Austrijom sve do 1805. godine kada Francuzi, pod
vojnim zapovijedanjem generala Marmonta, preuzimaju vlast u Splitu.’®®

Prije preuzimanja kapelnicke sluzbe Ante Alberti bio je priznati glazbenik,
skladatelj i orguljas. Svoj je skladateljski dar posebno istaknuo vrse¢i kapel-
nicku sluzbu u splitskoj prvostolnici. Skladao je pretezno duhovne i liturgij-
ski pjesme. U glazbenom izrazavanju skladbe mu se svrstavaju u predklasi¢ni
stil koji je ve¢ prije njega razvio Julije Bajamonti. Kapelnicku sluzbu vrsio je
sve do smrti 1804. godine.'™

% Naziv ,Maestro Ante Alberti” nalazimo u Albertijevoj misi iz 1785. godine, vidi:
GASP, sign. 3/1, list 1.

9 Usp. Mirjana Skunca, O glazbi u djelovanju klasicne gimnazije u Splitu, 305-313.

100 Usp. GASP, sign. 3/1.1 26-27/111. Ista skladba se nalazi i u MGS, sign. 1-2/1.

10 Usp. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750. — 1940., 64.

192 Usp. Grga Novak, Povijest Splita, 1621.

1% Usp. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750. — 1940., 48.

104 Usp. Ibid., 58-64.
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Albertijev skladateljski opus slican je Pellizzarijevu i Bajamontijevu, tj. skla-
dao je za potrebe katedralnog zbora kako bi liturgija bila $to svecanija. Skla-
dao je motete, mise, responzorije, muku na Cvjetnicu, psalme (Miserere),
litanije, Benedictus, Salve Regina, Stabat Mater, Tantum ergo, Te Deum, a
postoje i neke skladbe koje mu se pripisuju, a nisu oznacene kao njegove.

Motete je najcesée pisao za soliste i orkestar i(li) basso continuo. Npr. Arma
prompta za bas solo i orkestar; ' Crescit unda za tenor solo, gudace i basso
continuo;'’® Pastores quid laetamini za zbor (SSB) i basso continuo; ' Quid
dormitis, za zbor (T'TB) i basso continuo ili zbor (T'TB) i orkestar.!%

Satuvane su mu dvije mise: Messa, (Chirie, Gloria, Credo) za zbor (SATB)
i orkestar iz godina 1785. kada se potpisuje kao maestro,'” te Messa per la
Quarta Domenica d’ Advento za zbor (AT'TB) i violoncello.!°

Skladao je responzorije za Veliki tjedan: Responsoriji za 1. vecer (ponedjeljak
Velikog tjedna), godina 1802. za soliste, zbor (SATB), gudace i basso con-
tinuo;"! Responzoriji za 11. vecer (utorak Velikog tjedna), godina 1802. za
soliste, zbor (SATB), gudace i basso continuo,'*? te Responzoriji za II1. vecer
(srijeda Velikog tjedna), za soliste, zbor (SATB), gudace i basso continuo.'™

Skladao je muku za Cvjetnicu Passio Dominica Palmarum, za soliste, zbor

(ATB), gudace i basso contiuo).'
Skladao je nekoliko psalama poput: Dixit Dominus, za zbor (SATB) i basso

continuo), ' Laudate pueri, za zbor (T'TB) i orkestar,"' te Miserere, za zbor

105 GASBP, sign. 28/111.

106 GASP, sign. 17/11.

107 GASP, sign. 614/XLIX. Ista skladba nalazi se i u HGZ, sign. LXXII. 2U.

108 GASP, sign. 23/111. Ista skladba nalazi se i u MGS, sign. 7/I1.

19 GASP, sign. 3/1.1 26-27/111. Ista skladba se nalazi i u MGS, sign. 1-2/1.

110 GASP, sign. 15/11. (Rorate coeli desuper). Ista skladba se nalazi i u MGS, sign. 3/1.

M GASP, sign. 20/11. Ista skladba nalazi se i u MGS, sign. 13/11.

112 GASP, sign. 21/11. Ista skladba nalazi se i u MGS, sign. 14/11.

113 GASP, sign. 22/11. Ista skladba nalazi se i u MGS, sign. 15/11.

4 GASD, sign. 12/11., 24/111. T 1271/LXXIX, (1271/LXXIX je pod nazivom ,Passio
secundum Mattheum).

115 GASP, sign. 10/11.

116 GASP, sign. 5/1.1 25/111. <Ista skladba se nalazi i u MGS sign. 9/1I1.
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(SATB), gudace i basso continuo."” Skladao je Lizanije (lauretanske), za zbor
(SATB) 1801. godine.® Skladao je tri skladbe Benedictus, za zbor, gudale i
basso continuo,' te Salve Regina,za (T'T) i basso continuo,'?® Stabar Mater,
za (T'TB) i basso continuo' (Prituzbena Majka stase),'* dva Tantum ergo
za (TB) i basso continuo,'® svecani 7¢ Deum za zbor (T'TB), gudace i basso
continuo.'?*

Poput svojih prethodnika skladbe je pisao za soliste, zbor s pratnjom orgulja
ili (manjeg) orkestra ovisno o moguénostima izvedbi zbora i orkestra te o
vaznosti liturgijskih slavlja. Svakako, katedralni je zbor redovito pjevao svake
nedjelje za blagdane i posebne prigode, a orkestar je svirao povremeno, za
vaznije blagdane te posebno za svetkovinu sv. Dujma, zastitnika grada i nad-
biskupije. Uz svoje je skladbe Alberti izvodio i skladbe svojih prethodnika te
vierujemo kako je i u njegovo vrijeme u katedrali liturgija bila sve¢ana, a zbor
i orkestar na zavidnoj razini, kao u vrijeme Pellizzarija i Bajamontija.

Skladbe Ante Albertija Cuvaju se u Glazbenom arhivu splitske proostolnice
(GASP), u zbirci Nikola Algarotti-Udina u Hrvatskom glazbenom zavodu
u Zagrebu (HGZ), u Glazbenom arhivu obitelji Capogrosso u Muzeju grada
Splita (MGS), u Glazbenom arbivu Zupne crkve Sv. Stjepana u Starom gradu

na otoku Hvaru,'® te u Arhivu franjevackog samostana na Dobrom u Splitu.'*

17 GASP, sign. 18/11.

118 GASP, sign. 613/XLIX. Ista skladba nalazi se i u MGS, sign. 10/11.

19 GASP, sign. 8/1; , sign. 8/I1. 1 1629/LXXIX. vers. , Et erexit”. sign. 4/1.1 1268/LXXIX.

120 GASD, sign. 19/11. Ista skladba nalazi se i u HGZ, sign. LXVIIL. 2TT i LXX. M.

121 GASP, sign. 11/11. I 1270/LXXIX. Skladba se nalazi i u HGZ, sign. LXVIII. 2 T2.
Ista skladba je prevedena na hrvatske stihove i u tom obliku se nalazi u MGS, sign. 12/
11.

12 GASP, sign. 1211. Ova skladba je prijevod djela ,Stabat Mater” na hrvatski jezik, izvor-
no djelo na latinskom jeziku nalazi se u GASP, sign. 11/11.1 1270(LXXIX i u HGZ,
sign. LXVIIL. 2T2.

123 GASP, sign. 2/1., sign. 13/11. Ista skladba nalazi se i u MGS, sign. 16/11.

124 GASP, sign. 1/1.

125 Glazbeni arhiv u Starigradu ureden je i sloZen i sada je dostupan svima na kori§tenje.
Usp. Ivan Boskovi¢, Osobne biljeske o Albertiju, list 5.

126 Usp. Josip Ante Soldo, Glazbena ostavstina 17. 1 18. stolje¢a u franjevackim samosta-
nima Splitske provincije, u: Glazbeni barok u Hrvatskoj, Osor, 1989.,139.
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Zaklju¢na promisljanja

U ovom je radu autor nastojao istraziti arhivsku gradu i druge objavljene tek-
stove o zivotu i radu splitskih katedralnih kapelnika Pellizzarija, Bajamontija
i Albertija koji su bili katedralni kapelnici nakon fra Ivana Marka Lukacica.

Pokusavajuéi rekonstruirati mozaik njihovih Zivotopisa i glazbene ostavsti-
ne autor je proucavao povijesnu literaturu, arhivsku gradu slazuéi mozaik
razli¢itih podataka u jednu cjelinu u kojoj je ispricana njihova Zivotna prica
i predstavljen njihov glazbeni opus s najvaznijim djelima koji su jo$ uvijek
neotkriveni biseri splitske katedrale i hrvatske kulturne bastine.

Skladbe Pellizzarija, Bajamontija i Albertija cuvaju se u Glazbenom arhivu
splitske proostolnice (GASP), u zbirci Nikola Algarotti-Udina u Hrvatskom
glazbenom zavodu u Zagrebu (HGZ), u Glazbenom arbivu obitelji Capogrosso
u Muzeju grada Splita (MGS), u Glazbenom arbivu Zupne crkve Sv. Stjepana

u Starom gradu na otoku Hvaru.

U njihovom glazbenom opusu mozemo pronaéi raznolike skladbe, tu su:
mise, himni, moteti (boZi¢no vrijeme, korizmeno vrijeme, Veliki tjedan,
uskrsno vrijeme, Marijanske pjesme, Duhovi, itd.), Muke za Veliki tjedan,
responzoriji, psalmi (Miserere), Stabat Mater, Skladbe za Blagdan sv. Dujma,
(moteti, Bajamontijev oratorij La translazione di s. Doimo Prijenos sv. Duje,

itd.), Vecernje/Vespere, Te Deum, itd.

Sacuvana arhivska grada svjedo¢i nam kako je bogosluzje o Bozi¢u, u Veli-
kom tjednu, o Uskrsu, za razne blagdane, posebno za proslavu sv. Dujma te
druge svecanosti bilo na visokom nivou. Kapelnici su svoje skladbe pisali za
soliste, zbor s pratnjom orgulja i(li) manjeg orkestra.

U njihovo vrijeme katedralni zbor pjevao je redovito u liturgijskim slavljima.
Iz partitura vidimo kako je orkestar svirao povremeno i to za vaznije blagda-
ne, a posebno za proslavu sv. Dujma. Iz partitura je vidljivo kako je zbor bio
dvoglasni, troglasni te Cetveroglasni, a kako je orkestar bio manjeg sastava. Za
splitsku katedralu u ono vrijeme, to je bio dostojanstven orkestar koji je uz
katedralni zbor izvodio zavidnu razinu sve¢anog bogostovlja.

Nazalost, satuvani glazbeni opus koliko god bio vrijedan i dragocjen za split-
sku, pa tako i hrvatsku kulturnu bastinu, i dalje ostaje neistrazen u arhivima.
Stoga se ovim radom poku$ava motivirati nove generacije muzikologa, po-
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viesniara (umjetnosti) te glazbenika, kako bi nastavili znanstveno proucava-
nje dragocjene arhivske grade na fakultetima preko razli¢itih kolegija i znan-
stvenih simpozija, kako bi uprili¢ili razlicite znanstvene publikacije preko
audio i video radova o splitskim kapelnicima.

Takoder, nastoji se motivirati (mlade) glazbenike na sustavno izvodenje i
objavljivanje glazbenog opusa u bogosluzju (amatersko i profesionalno izvo-
denje), na koncertima (amatersko i profesionalno izvodenje) te preko audio i
video publikacije (npr. televizijske i radio emisije, snimke koncerata objavlje-
ne na razli¢itim platformama poput You Tube i drugih kanala, i sL.).

Ovim radom Zeli se motivirati i muzikologe i povjesni¢are (umjetnosti) kako
bi zapoceli/nastavili istrazivanje arhivske grade te objavljivali knjige, mono-
grafije, zbirke skladbi (reprint i suvremena izdanja skladbi).

Potrebno je voditi brigu i o restauraciji i konzervaciji arbivske grade te njiho-
vom povremenom predstavljanju javnosti i izlaganju u riznici katedrale ili
muzejima kako bi priredivanjem prigodnih izlozbi gradani Splita i nasi turi-
sti mogli upoznati, zavoljeti i sa¢uvati od zaborava bisere splitske i hrvatske
(pa i svjetske) kulturne bastine.
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Domagoj Volarevi¢

UDK: 2-535:783.2]:7.034.7 Katolicki bogoslovni fakultet
2-535:783.4Lukaci¢, .M. Sveucilista u Splitu
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Pregledni rad

Rad primljen: 3/2021.

Sazetak

Sacrae cantiones® su pjesme, ocito po tekstu liturgijske, prilagodene melodijski za pjevange
tijekom liturgijskib slavlja. Tu promatramo proa dva konteksta Lukaciceva djelovanja
preko ovibh moteta, a to su glazba i liturgija koje se obicno promatraju zajednicki kao
liturgijska glazba. To je opci kontekst, koji prakticno vrijedi za sva vremena dok se god
Boga slavi, odnosno dok se god slavi liturgija.

Druga dva ,posebnija” konteksta jesu kronoloski i geografski. Radi se o zadnjim godina-
ma renesanse i prijelazu u barok (opéa povijest), a u Crkvi je to vrijeme nakon Trident-
skoga sabora, vrijeme u kojemu se saborske upute sve vise ukorjenjuju u pastoralu (pe-
desetak godina nakon Sabora). Geografski kontekst i nije toliko odredujuci, ali u nasem
slucaju drzimo ga bitnim jer blizina Rima i Lukacicevo skolovanje u Rimu vjerojatno
imaju mnogo vise utjecaja na Rimu geografski blize krajeve negoli na udaljenije!
Lukacic nakon Tridentskoga sabora u Splitu djeluje kao kapelnik katedrale, stoga njegov
opus moramo gledati kroz prizmu liturgijske obnove Tridentskoga sabora.

Kljuéne rijeci: motet, Tridentski sabor, liturgija, liturgijska glazba, vlastiti dijelovi
mise, proprium

1. Motet — simbolizam glazbene forme
1.1. Povijest

Koliko je poznato iz izvora, motet se kao pojam javlja u 13. stoljecu, gdje se u
romanskim jezicima koristi kao izraz za ponavljajudi refren u nekim puckim

! Istrazivanje za ovaj rad dijelom je financirano od Hrvatske zaklade za znanost projek-

tom IP 6619 Cromuscodex70.
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pjesmama.? Medutim, prili¢no brzo po¢inje oznacavati i viseglasnu glazbenu
formu unutar formi koje se komponiraju u menzuralnom nacinu (ritam nije
slobodan): cantus prius factus-u $to bi danas znacilo fenoru, pridodavalo se
novokomponirani tekst. Kasnije mu se moglo pridodavati jo§ glasova, drugi,
tredi, Cetvrti. Ve¢ pocetkom 14. stolje¢a imamo oznac¢nice moteta kao cantus
ex pluribus compositus. Takoder, sadrzaj najranijih glazbenih formi koje moze-
mo nazvati motetima ve¢ od 13. stoljeca su liturgijski tekstovi.’

Etimoloski, pojam moter dolazi od francuskoga mot $to jednostavno znaci
rijec.* U tom okviru, lako ¢emo nazrijeti da je nosivi element znacenje i poru-
ke moteta rijec. Motet u osnovi govori slusatelju, odnosno imamo svojevrsni
proces komunikacije: govorenje rije¢ima i glazbom te slusanje. Takav proces
informativno i performativno mozemo nazvati opéim imenom dijalog. Nije
neobi¢no, pogotovo u umjetnickim izri¢ajima, dapace je nekada i svrhovito,
da se u tom dijalogu koriste razli¢ite forme koje su simboli¢ne i znakovite,
a i prikladne. Motet se kao forma ocito ¢inio prikladnim za izraziti i neke
poruke liturgijskih slavlja, stoga nije neobi¢no $to je ve¢i dio njegova razvoja
kao glazbene forme ,obiljezen” funkcijama unutar liturgije.

1.2. Forma u kr$¢anskoj liturgiji

Prosirujuéi okvire znacenja moteta u okvirima krs¢anske liturgije, motet sa
svojim etimoloskim korijenima savrSeno odgovara naravi same liturgije. Li-
turgija je po svojoj naravi dijalog, dijalog Boga i ¢ovjeka unutar liturgijskoga
slavlja. Uzmemo li, osim etimoloskoga korijena u obzir i formalni korijen
moteta, odnosno ¢injenicu da mu je jedan od zacetaka u tropima (dakle u

2 Usp. L. Finscher, Motette, u: Lexikon fiir Theologie und Kirche, sv. 7, ur. W. Kasper i dr.,
Freiburg — Basel — Rim — Be¢ 1998., 500-502.

3 Catherine A. Bradley i dr., Motet, Grove Music Online, https://www.oxfordmu-
siconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/
0mo-9781561592630-e-90000369371?rskey=RVZ8gU (pristupljeno: 9. 11. 2020.);
Jared C. Hartt (ur.), 4 Critical Companion to Medieval Motets, The Boydell Press, Wo-
odbridge, 2018., https://boydellandbrewer.com/9781783273072/ (pristupljeno: 30.
10.2020.)

*  Karl Kugle, Motette, Terminus, u: MGG Online, ur. Laurenz Litteken, 2016., https://
www.mgg-online.com/mgg/stable/45429 (pristupljeno: 5. 11. 2020.)
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liturgiji),’ ¢ini se da je kr$¢anska liturgija, iako i nije stvorila motet kao for-
mu, u svakom slu¢aju dala doprinos, makar i nesvjesni u oblikovanju moteta
kao glazbene, a i liturgijske forme. Gledano fenomenoloski, od tropa kao
spomenutoga zacetka moteta, tropi su prosirenje nekoga liturgijskoga teksta®
(obi¢no u misnom ordinariju, Kyrie i Gloria najéeséi i najuobicajeniji). Ako se
nesto tekstualno prosiruje, ocito se znacenje prvotnoga izraza zeli produbiti
ili osvrnuti se na neki manje uocljiv detalj. U simbiozi rijeci i glazbe tako vije-
rojatno nastaju prvotni moteti, koji ¢e se kasnije razviti u svojevrsnu glazbenu
formu, liturgijsku, ali i profanu. Ostajudi u okvirima tropa i liturgije — tropi
su, dakle, prosirenje — kojim se tekstu misnoga ordinarija prilagodeno doda-
vao neki objasnjavajuéi tekstualni element: obi¢no se kroz molitveni iskaz
»objasnjavao” neki vid blagdana ili vremena liturgijske godine koji se slavi.
Ovaj je nacin prisutan u svim liturgijskim napjevima koji spadaju pod tzv.
proprium missae, pa iako se prosirivao tekst ordinariuma missae, trop se moze
shvacati kao misni proprij, ili ako se malo slobodnije igramo rijecima ,prikla-
dan”spoj ordinariumai propriuma. Pristupimo li ovim postavkama kao okviru
unutar kojega se razvija motet, onda je motet ne samo forma koja se moze
koristiti u liturgiji i koja je oblikovana liturgijom nego je wjerojatno proizisia
iz liturgije. Ova Ce ¢injenica dodi do izrazaja pogotovo u kasnijem glazbenom
razvoju moteta i liturgijskim tekstovima koji se glazbeno izricu napjevom.

Znalenju moteta moguce je prilaziti i s drugih tocki gledista, polaze¢i od
spomenute etimologije: motet bi znacio govoredi, koji govori rijeci, ili ¢ak
onaj koji komunicira. Upravo su rije¢i jedna od prvih stvari koju minuciozni
promatra¢ moze primijetiti u krc¢anskoj liturgiji jer ona je kako smo rekli
dijalog! Cak, ne prisutnost teksta, ve¢ rijeci! Dakle, u svakom kré¢anskom
slavlju prevladava odnos govorenja i slusanja.” Temeljna poveznica govorenja
i sludanja su rijeci! Odnosno u liturgiji Rije¢! Liturgijski govor nije samo
razmjena informacija, odnosno informativni govor, ve¢ je to performativni®
govor.? Dakle, ono sz se govori (informacija) nerazdvojivo je od onoga 4ako
se govori. Unutar liturgijskoga slavlja koje ima svoju unutrasnju strukturu,

> Catherine A. Bradley i dr., Motet, vidi fn. 3.

¢ Usp. Andreas Haug, Tropus, Definition, u: MGG Online, ur. Laurenz Liitteken, 2016.,
https://www.mgg-online.com/mgg/stable/47238 (pristupljeno: 7. 11.2020.)

Giorgio Bonaccorso, Celebrare la salvezza, Edizioni Messaggero, Padova, 2003., 212.
Performacija, ono §to daje najbolji rezultat u odnosnim okolnostima.

Giorgio Bonaccorso, Celebrare la salvezza, 214.
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kona¢ni smisao svemu daje i zas7o se nesto govori! Nacin kako se nesto govori
jedan je od klju¢nih okvira unutar kojega se onda razumijeva poruka. Nacin
izri¢aja moteta jesu rijec i glazba! Glazba je medu liturgijskim nacinima ko-
munikacije nezaobilazna i u svim religijama bila je ili jest visoko relevantan
¢imbenik u slavlju i u komunikaciji. Kako kaze G. Bonaccorso: ,,Pjevanje se
Jako priblizava rijeci. .. jedinstvo pjevanja/glazbe i rijeci ,ogoljuje’ rijec u smislu
da dolazi do njene srzi, do izvornoga sadrzaja... Ono §to glazba donosi u komu-
nikaciju nije odnos nota i njihova znacenja (Cetvrtinka, osminka...) nego har-
monijsko jedinstvo svih nota koje otvara i upucuje na cjelokupni smisao”’’ Radi
se o holistickoj dimenziji koja pritjelovljuje glazbu liturgiji. Kona¢ni rezultat
jest komunikacija poruke subjektu, koja ¢e taj isti subjekt formirati, u¢initi da
subjekt od poruke dobije nesto dobro, da koristi to dobro za vlastitu spoznaju
i izgradnju.

Preciziramo 1i jo§ malo spomenuti dijalog, do¢i ¢emo do uvida da krsca-
ni liturgiju smatraju dijalogom Boga i ¢ovjeka, ali i ljudi koji slave liturgiju
medusobno. U tom okviru dijalog ne znadi da svi moraju iz-govoriti nesto,
nego prvotno da svi moraju imati sposobnost slusanja. Koliko se god ¢inilo
neobicno, zapravo je sposobnost slusanja, i in- i per- formativna sposobnost
koja je okosnica svakoga dijaloga. O sposobnosti slusanja, posljedi¢no i ra-
zumijevanja, ovisi i uspjeh dijaloga, a u kontekstu kré¢anske liturgije, o tome
ovise plodovi milosti koje liturgijsko slavlje komunicira.

1.3. Glazbena komunikacija

U okvirima i kontekstu liturgijskoga dijaloga, cjelokupna ljudska umjetnost,
a tako i glazba, glazbeni izricaj ¢ine liturgijski dijalog jasnijim, uzvisenijim i
specificnijim. Glazba moze postati vrlo simboli¢na, §to je opet jedna od te-
meljnih zahtjeva liturgije — govor simbola. Pjevanje jesu rijeci, otvorene rijeci
u glazbenom izri¢aju kojim komuniciraju svoju poruku.

Za ,uhvatiti”, odnosno razumjeti poruku unutar liturgije kao slavlja, nuzno
je slusati i razumjeti. Glazba pomaze slusanju rijeci i Rijeci, a dapace poma-
ze i njihovu dubljem razumijevanju i naposljetku prihvac¢anju. Ipak, kako u
svakoj ljudskoj komunikaciji zna biti problema kada se poruke nedovoljno

10 Tbid.
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jasno prenose ili kada se ne shvaca njihovo znalenje, tako je i u glazbi. Ako
je jedan glazbeni izricaj izgubio nesto od svoje izvorne snage — potrebno je
obnoviti mu znacenje da postane razumljivo ili ¢ak unutar liturgije koristiti
novi izri¢aj. Dakle, kada negdje ,zaskripi”, kada jedan od elemenata dijaloga
postane neprepoznatljiv, ¢ak Stetan, da zanemaruje poruku koju liturgijsko
slavlje mora prenositi, nije naodmet traziti drugi. U okvirima glazbenoga
izriaja neke od metoda su vracati se na izvore (gregorijansko pjevanje —
vlastito rimskoj Crkvi, posebno radi svojega simbolizma i ekspresivnosti) ili
koristiti postojece elemente na dostojanstven nacin — viSeglasje koje iz nase
perspektive pogotovo dolazi do izrazaja u kasnoj renesansi i ranom baroku.
Upravo ovime mozemo uéi u problematiku konteksta liturgijske glazbe u
Lukaci¢evo doba.

2. Liturgijska glazba u baroku

Liturgijska se glazba u baroku gleda najvise iz perspektive obnove koju je
proveo Tridentski sabor. Nazalost, nerijetko je ta obnova iz nase perspektive
povrsno i nedovoljno shvacena te gledana iskljucivo kroz prizmu anathema
i zapovijedi, odnosno izvijesnoga rubricizma. Da je stvarnost ne samo sloze-
nija nego i mnogo pristupacnija nego li na prvi pogled izgleda, dovoljno je
detaljnije prouciti kanone Tridentskoga sabora, pa ¢emo vidjeti da je to bio
duboko pastoralni sabor.

Potrebno je krenuti od onoga sto Tridentski sabor kaze o liturgijskoj glazbi, a
ne govori mnogo. Medutim, ono $to kaze znakovito je i duboko te moze po-
jasniti moguce motive nastanka mnogih djela za liturgiju, odnosno konkret-
teksta, ako izvla¢imo simbolizam, motet kao forma svakako moze naglasiti
znacenje rijeci, i pridonijeti njenoj komunikaciji, s/usanju te rijeci/Rijeci, koja
je u liturgiji od presudnoga znacenja. Kako kazu glazbeni povjesnicari, po-
red mise, dakle ordinarija, motet je najzastupljeniji glazbeni oblik u crkvenoj
glazbi — iz ¢ega lako izvla¢imo zaklju¢ak da je kao oblik izuzetno pogodan za
pjevni izricaj — komunikaciju, slusanje misnoga propriuma.

Saborski oci ocito su imali informacije od glazbenika, voditelja zborskoga
pjevanja, ali vjerojatno i vlastitoga iskustva, da je komunikacija u liturgiji ,za-
pela”i da nije na razini ili ¢ak da ta komunikacija ne odgovara svrsi slavlja jer
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ne doprinosi plodovima liturgije. Mozemo krace utvrditi da je u tadasnjem
aktualnom trenutku liturgijske glazbe prepoznat problem koji je izrazen na
sljede¢i nacin. Na 22. sjednici Tridentskoga sabora od 19. rujna 1562. u De-

kretu i misnoj Zrtvi govori se:

»Ab ecclesiis vero musicas eas ubi sive organo sive cantu lascivum aut impu-
rum aliquid miscetur item saeculares omnes actiones vana atque adeo pro-
fana colloquia deambulationes strepitus clamores arceant ut domus Dei vere
domus orationis esse videatur ac dici possit.”

Neka se iz crkava udalji ona glazba u kojima se bilo orguljama bilo pjeva-
njem izvodi nesto neprikladno (dosl. lascivno!) ili necisto, takoder i seku-
larni nacini ponasanja, kao i isprazna, tj. profana govorenja, kao i setnje
i brbljanja, kako bi kuca BoZja bila istinska kuca molitve. (Prijevod moj
op.a.!)

2.1. Stanje liturgije i posljedi¢no liturgijske glazbe

Utvrdujudi stanje liturgije i glazbe, opéenito, Sabor u svome naputku rabi iz
nase perspektive prili¢no teske rijeci koje bismo, uz neka ogranicenja, mogli
i danas rabiti: Jascivum, impurum, vanum, strepitare / raspusten (eufemizam),
necist, uzaludan, bu¢an — koji galami. Konjunktiv arceant — arcere — ovdje
prakti¢no u funkciji imperativa, mozZemo prevesti kao udaljiti, odbaciti, odbiti,
stoga bi prijevod glasio neka se udalje, odbiju od crkava napjevi koji su — nepri-
kladni.

Element dijaloga u liturgiji, koji spomenusmo ranije, ¢ini se prema izvjestaju
Sabora zapusten, izgubljen i nejasan, kako se moze pretpostaviti iz izraza
profana colloguia. Dakle, posljedica je da liturgija (posljedi¢no i glazba) ocito
ne djeluje vise komunicirajuce i formativno, veé rastresujuce. Ocigledno je da
u liturgiji Rije¢ jo$ stoji, ali je njeno komuniciranje, ne samo u pjevanom
obliku, u problemima, stoga Sabor daje opée smjernice. Te smjernice mogu
nekome znaciti izgovor za bilo kakvu slobodu u kreiranju glazbenih oblika
za liturgiju. Ipak, ogranicenja postoje, a nalaze se u naravi same liturgije. Iz-
vjesne se smjernice mogu iscitati iz upute kako bi kuca Bozja bila istinska kuca
molitve. Glazba i liturgija moraju duh upravljati slavlju, otajstvu i molitvi.
Takoder, zanimljivo je da se na jednakoj uputi Sabora moze isCitati izvjesna
sloboda u koristenju i razli¢itih formi, a to je vazno imati na umu skladate-
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ljiima i svima koji se upustaju u glazbenu obnovu. Sloboda naravno ne znaci
da nema nekih pretpostavki o formi, oblikovanju glazbenoga izricaja jer on
i dalje mora biti lijep, svet i uzvi$en. Pro¢itamo li ponovno detaljnije izricaje
Koncila kojima se opisuje stanje u liturgijskoj glazbi prije obnove, mozemo
(uz izviesnu zadrsku) dodi do zakljucka da je glazba u liturgiji, tj. u crkvama
upravo suprotna od lijepoga i svetoga. U Dekretu Sabora rije¢ je o prociséa-
vanju liturgijske glazbe i cjelokupne liturgije od zloporaba i krivih obicaja
koji su se o€ito bili uvrijezili. Tesko je re¢i kako bi to nama danas izgledalo i
kakvim bismo rije¢ima mi to opisivali.

U svjetlu op¢ih smjernica Tridentskoga sabora, pretpostavljamo da je stanju
u liturgiji i u liturgijskoj glazbi u Splitu u vrijeme koje prethodi Lukaci¢u
vierojatno ,manje sjajno”. Moramo se ograditi i re¢i da je ovo opéenita hi-
poteza koju bi se dalo i§¢itati iz samih dekreta Tridentskoga sabora.!! Istina,
Lukaci¢ djeluje nekoliko desetlje¢a nakon Sabora, ali svakako kontekst cr-
kvene i unutrasnje liturgijske situacije u Splitu, mozemo donekle predociti
u crkvenim prilikama prije Lukacic¢eva dolaska u Split. Mozda jedna od ¢i-
njenica koja bi medu ostalim upucivala i na eventualne probleme i u liturgiji,
pa posljedi¢no i u glazbi, jest slu¢aj Marka Antuna de Dominisa. Znamo da
je zbog svojih previse liberalnih stavova morao napustiti teritorij Mletacke
Republike.’> Ovdje smo, doduse, oprezni u postavljanju bilo kakve hipoteze.
Takoder, imajmo na umu da se dekreti (kao ni danas) sigurno nisu mogli na
silu 1 istoga Casa provesti u djelo. Moralo se pripremiti, osposobiti stru¢njake
koji ¢e iznaéi nacina kako da na terenu, dakle u pastoralu to pretoce u djelo.

' QOkolnosti epidemije tijekom 2020. godine, smanjile su i neke moguénosti znanstve-

noga istrazivanja u arhivima i bibliotekama. Detaljnije smo pretrazili arhiv samostana
sv. Frane u Splitu. Nekoliko smo puta bili i u Nadbiskupijskom arhivu u Splitu pa
smo istrazujudi inventare za neke druge projekte posljedi¢no dosli i do nekih podataka
koji mogu ukazati na stanje liturgije i brige za liturgiju u splitskoj prvostolnici. Neki
opéeniti zakljuéci su da prema popisima u inventarima, izgledno je briga za liturgijsko
posude i ruho bila na solidnoj razini, prije Lukaci¢eva vremena. Znadci i to da se de-
taljno vodilo ra¢una i o ostalim elementima pastorala i liturgije? Bilo bi neodgovorno
iz takvih podataka izvlaciti zakljucke o staju liturgijske glazbe.

2 Ennio Stipevié, Sacrae cantiones Ivana Lukacica, Kulturna bastina 20 (1990), 101. Na
temelju re¢enoga u prethodnoj biljesci moglo bi se postaviti induktiviu hipotezu da se
u arhivu zapravo malo $to o stanju crkvene glazbe mozZe i naéi — u mnogim arhivima
uglavnom se radi o vizitacijama financijama i odnosima medu klerom.
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Nadalje, ¢injenica koja u nasim krajevima moze imati utjecaja na stanje u
vrijeme Lukaci¢eva djelovanja u Splitu, jest da je to jos uvijek vrijeme turske
opasnosti, koja, iako Split nije izravno njome pogoden, uvijek ,tu negdje”.

Okvir za pastoral je u Splitu ipak bolji nego npr. u zaledu gdje je turska opa-
snost i bliza, $to znaci da splitska komuna moze nesto postiéi i na kulturnom
planu pa tako solidno organizirati i napraviti i u crkvenoj glazbi. Ukoliko je
katedralni zbor imao sposobne pjevace uz sposobnoga voditelja, to je mogla
biti vrlo dobra, dapace izvrsna liturgijska i glazbena osposobljenost.

Kako prof. E. Stip¢evi¢ zakljucuje, Sacrae cantiones su vjerojatno nastale za
Lukaci¢eva boravka u Italiji ili nesto prije dolaska u Split.”* Mogude i tije-
kom oba intervala. U prilog tome ide i ¢injenica godine izdavanja: morale su
nastati ranije od 1620. jer sama tehnicka priprema za tisak i (ono najvaznije)
nalaZenje sponzora ipak je nesto duzi proces. Ipak, godina izdavanja koja ko-
incidira s pocetkom njegove sluzbe katedralnoga kapelnika u Splitu, mozda
i nije slucajna. Nije nevjerojatno, dapace, da je Lukaci¢ barem neke motete
pripremao i izvodio sa zborom splitske katedrale. Mogli bismo stvoriti in-
duktivnu hipotezu da eventualno izvodenje moteta u splitskoj prvostolnici u
Lukaci¢evo doba moze pridonijeti dokazu osposobljenosti zbora prvostolni-
ce. Kao glazbena forma, iako je naravno mnogo stariji, motet je i Lukacic¢u
posluzio za doprinos obnovi liturgijske glazbe; i mozda ne samo u Splitu!
Vrlo konkretno mozemo onda kazati da su Sacrae cantiones jedna od vjerojat-
nih plodova obnove liturgijske glazbe u Splitu i sire." Ukoliko ve¢ nisu plo-
dovi, barem su doprinijeli znacaju liturgijske glazbe i udaljavanju od crkava
neciste i neprikladne glazbe.

2.2. Motet kao prikladna forma

Budud¢i da je trebalo provoditi upute Sabora da se izbjegne galama, necista
glazba itd., liturgijski tekstovi u glazbenom izri¢aju morali su imati stabil-

3 Ennio StipCevi¢, Sacrae cantiones Ivana Lukacica, 103; Ennio Stipéevi¢, Komparativne

zagonetke u vezi sa Sacrae cantiones Ivana Lukacic¢a Sibencanina, Sveta Cecilija 53
(1983) 1, 2-3; Usp. Ennio Stipevi¢, Hrvatska glazbena kultura 17. stoljeca, Knjizevni
krug Split, Split, 1992.
https://lasacramusica.blogspot.com/2014/10/storia-musicale-della-messa-19.html
(pristupljeno: 10. 11.2020.)
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nu i prihvatljivu izri¢ajnu formu. Iz skladateljskih opusa (npr. Palestrinina i
njegovi moteti) jasno je kako je motet vrlo zgodna pa i ,omiljena” glazbena
forma kojom se moze posti¢i molitveni duh unato¢ viseglasju — koje o¢ito
viSe nije galama. Naime, ranije je bio obicaj imati vise razli¢itih tekstova u
paralelnim melodijskim linijama i naravno da je bilo tesko, gotovo nemoguce
razumjeti tekstove koji su se isprepletali. Renesansni motet donosi promjenu.
Naglasak je na tekstu koji je jednak u svim glasovima te razumljiv u svim
glasovima, ali tako se lakse moze ,pogoditi”u srz ne samo teksta nego i blag-
dana koji se slavi! Detaljnija komparativna analiza tekstova moteta i njihove
impostacije u liturgijskim slavljima, odnijela bi suvise i vremena i prostora za
samo jednu studiju, ali ve¢ je razvidno da je u razdoblju glazbene renesanse (oko
1430. — 1600. ) motet dozivio transformaciju, postavsi uz misu glavna forma
crkvene glazbe.”® U to vrijeme jo§ uvijek postoje i razli¢iti pristupi glazbenom
izri¢aju, koje su neki autori nazvali jednostavno szariji stil (stile antico) i mo-
derni stil (stile moderno). Lukaci¢ u svom radu i svome stilu prema tumace-
njima slijedi szile moderno gdje je melodija vie u sluzbi izrazajnoj moguénosti
rijeci, dakle poruke koju komunicira, za razliku od starijega stila, gdje se ipak
rije¢ viSe podlaze harmonijskim pravilima i zahtjevima. Dakle, rije¢ i poruka
koju komuniciraju Lukaci¢evi moteti jest razumljiva, prihvatljiva i zaogrnuta
u dostojno glazbeno ruho svoga vremena. Za liturgiju su ovo presudni i od-
lu¢ujuéi momenti.

3. Tekstovi moteta Sacrae cantiones

Sami naslov Sacrae cantiones dovoljno govori: pjesme su crkvene.'® Studije!”
to redovito potvrduju. Sa strane liturgijske znanosti, iako je to¢no da su tek-
stovi crkveni, ta je znacajka jo§ uvijek ponesto neprecizna. Pregledom teksta
svih moteta jednostavno je zakljuciti da je Lukacicev opus Ziturgijski. Teksto-

Y Finscher, Motette, u: Lexikon fiir Theologie und Kirche, sv. 7, 501.

16 Hrvatski bi doslovno bilo svete pjesme. Medutim, hrvatski jezik nema pojmovnu ra-
zliku koju imaju latinski pojmovi sanctum i sacrum. U hrvatskom bi se oba ova pojma
prevela sa svet. Mogucée je 1 sacrum prevesti sa sakralno, ali ostaje upitno koliko je da-
nasnjem slusatelju taj pojam razumljiv u svojoj dubini.

7 Marijana Pintar, Luka¢i¢, Ivan (Ivan Marko, loannes Lucacih de Sebenico), Hrvaz-
ski biografski leksikon, online, Leksikografski zavod Miroslav Krleza, (2018-2021),
https://hbl.lzmk.hr/clanak.aspx?id=11965 (pristupljeno: 30. 10. 2020.)

95



IVAN LUKACIC - KAPELNIK SPLITSKE KATEDRALE - ZBORNIK RADOVA

vi su liturgijski i pripadaju tzv. vlastitim dijelovima misnih slavlja (proprium
missae) na odredene blagdane. Podrobnim pregledom, ustanovili smo da se
gotovo svi tekstovi nalaze u srednjovjekovnim liturgijskim izvorima, dakle u
rukopisima, §to znadi da su kao liturgijski tekstovi mnogo stariji i od Luka-
Ciceva vremena. Iznimka su dva moteta: Canite et psallite i Responde Virgo
consolatrix. Hrvatski biografski leksikon, to ovako navodi:

U dvadeset moteta preuzeo je biblijske tekstove, u pet liturgijske, a motetima
Responde, Virgo i Canite et psallite podrijetlo teksta nije poznato.'®

Ova postavka potakla nas je da detaljnije proucimo tekstove te usporedimo
s drugim izvorima.

U prvom stupcu navodimo redni broj moteta. Potom u drugom stupcu je
naslov. Treci stupac donosi cjelokupni tekst svakoga moteta. Cetvrti donosi
blagdane za koje su moteti predvideni. U same blagdane koristili smo i jed-
nostavne kratice latinskih pojmova, za vlastite dijelove misnoga slavlja, tj.
misnoga propriuma za koje su skladani moteti. Znacenje kratica je sljedece:

A antifona (antiphona)
I ulazna (introitus)
G gradual (graduale)
H himan (hymnus)
Of prikazna (offertroium)
Ps psalam (psalmus)
R otpjev (responsorium)
\% redak (versus)

18 Jbid.
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Br.

Naslov

Tekst

Blagdan - slavije

Sicut cedrus

Sicut cedrus in Libano, sicut cedrus
exaltata sum in Libano. Et sicut
pressus, in monte Sion. Quasi myrha
electa dedi suavitatem odoris. Et
sicut cinnamomum et balsamum,
aromatizans dedi suavitatem odoris.

R — Uznesenja Blazene
Djevice Marije

Cantabo Domino

Cantabo Domino in vita mea,
psallam Deo meo quam diu sum.
Tucundum sit ei eloquium meum, ego
vero delectabor in Domino. Deficiant
peccatores terrae et iniquitas, ita

ut non sint. Benedic anima mea
Dominum.

A— U subote

Suscipiat Dominus

Suscipiat Dominus sacrificium de
manibus tuis ad laudem et gloriam
nomini sui, ad utilitatem quoque
nostram totiusque Ecclesiae suae
Sanctae.

R — nepromjenjivi dijelovi
mise

Osculetur me

Osculetur me osculo oris sui.

Quia meliora sunt ubera tua vino
fragrantia unguentis optimis.
Oleum effusum nomen suum. Ideo
adolescentulae dilexerunt te.

A - Rodenje Blazene Djevice
Marije, Uznesenje Blazene
Djevice Marije, Navjestenje
Gospodinovo

Trahe me post te

Trahe me post te, curremus in
odorem unguentorum tuorum.
Introduxit me rex in cellaria sua.
Exultabimus et laetabimur in te
memores uberum tuorum super
vinum. Recti diligunt te. Nigra
sum sed formosa, Filiae Ierusalem
sicut tabernacula cedar, sicut
pelles Salomonis. Exultabimus et
lactabimur in te.

A - Uznesenje Blazene
Djevice Marije, Rodenje
Blazene Djevice Marije,
Zajednicko slavije djevica

Coeli ennarant

Coeli enarrant Gloriam Dei, et
opera manuum €ius annunciat
firmamentum. Dies, diei, dies diei
eructat verbum, et nox nocti indicat
scientiam. Non sunt loquelae neque
sermones, quorum non audiantur
voces eorum.

A, G, I-razliciti blagdani
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Benedic Domine

Benedic, Domine, domum istam
quam aedificavi nomini tuo
venientium in loco isto. Exaudi
preces in excelso solio gloriae tuae,
Domine. Si conversus fuerit pulus
tuus et oraverit ad sanctuarium tuum.
Exaudi preces in excelso solio gloriae
tuae.

R ili A — Posveta crkve

Orantibus in loco
isto

Orantibus in loco isto, dimite eis
peccata populi tui Deus. Et ostende
eis viam bonam per quam ambulent,
et da gloriam in loco isto.

R — Posveta crkve

Gaudens gaudebo

Gaudens gaudebo in Domino. Et
exultabit, et exultabit anima mea in
Deo Iesu, in Deo Iesu meo. Quia
induit me vestimentis salutis et
indumento iustitiae circumdedit me
quasi sponsum decoratum corona. Et
quasi sponsam ornatam monilibus
suis.

1 - Bezgresno zacece Blazene
Djevice Marije, Presveti
Otkupitelj (23.X.)

10

Quemadmodum
desiderat

Quemadmodum desiderat cervus ad
fontes aquarum: ita desiderat anima
mea ad te, Deus. Sitivit anima mea
ad Deum fontem vivum, sitivit anima
mea ad Deum, fontem, ad Deum,
fontem, fontem vivum. Quando
veniam et apparebo ante faciem

Dei? Fuerunt mihi lacrimae meae
panes die ac nocte. Dum dicitur mihi
quotidie: ubi est Deus tuus.

Ps — Tijelovo, Misa za
Jednoga pokojnika

11

Veni sponsa

Christi

Veni, sponsa Christi, accipe coronam,
quam tibi Dominus praeparavit in
aeternum.

R ili A - zajednicko slavije
djevica
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12 | Sancta et Sancta et immaculata virginitas, R ili A — Rodenje Gospodnje,
immaculata quibus te laudibus efferam nescio. Rodenje Blazene Djevice
Quia quae coeli capere non poterant | Marije, Navjestenje
tuo gremio contulisti. Gospodinovo, Navjestenje
Marijino (1) i.e. Bezgresno
zacece, Rodenje Blazene
Djevice Marije, Svijecnica
(Ociscenje Blazene Djevice
Marije), Nedjelja nakon
Bozica
13 | Domine quinque | Domine, quinque talenta tradidisti A - zajednicka slavija
talenta mihi. Ecce alia duo superlucratus ispovjedalaca, i pastira
sum. Alleluia. (papé)

14 | Sancti mei Sancti mei qui in carne posisti, A ili R — Zajednicko slavlje
certamen habuistis, mercedem viSe mucenika, Zavjetna
laboris. Ego reddam vobis mercedem | misa svib svetih
laboris. Venite, benedicti Patris mei,
percipite regnum. Ego reddam vobis
mercedem laboris.

15 | Dapacem Domine | Da pacem, Domine, in diebus A— Makabejci
nostris. Quia non est alius qui pugnet
pro nobis, nisi tu Deus noster.

16 | Sacerdotes Dei Sacerdotes Dei, benedicite A - Makabejci, Nedjelja
Dominum. Sancti et humiles corde, | nakon Pedesetnice
laudate eum.

17 | Cantate Domino Cantate Domino, canticum novum. | G ili Of — razliciti blagdani

Cantate Domino omnis terra.
Cantate Domino et benedicite
nomini eius. Annunciate inter gentes
gloriam eius, in omnibus populis
mirabilia eius. Cantate Domino
canticum novum.
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18 Corde et animo

Corde et animo Christo canamus,
gloriam in hac sacra solemnitate
praecelsae genitricis Dei Mariae.

Alleluia.

A, Rili V— Rodenje Blazene
Djevice Marije, Uznesenje
Blazene Djevice Marije,
Pohod Blazene Djevice
Marije, Zaiece Blazene
Djevice Marije

19 | Inlectulo meo

In lectulo meo per noctem quaesivi
quem diligit anima mea, et non
inveni, quaesivi illum. Surgam et
circuibo civitatem per vicos et per
plateas. Quaeram quem diligit
anima mea, et non inveni, quaesivi
illum. Invenerunt me vigiles qui
custodiunt civitatem. Num quem
diligit anima mea vidistis? Paulum
cum pertransissem €os, inveni quem
diligit anima mea.

A - Uznesenje BDM,
Rodenje Blazene Djevice
Marije, Marija Magdalena,
zajednicko slavlje djevica

20 | Exultavit cor

meum

Exultavit cor meum in Domino, et
exaltatum est cornu meum in Deo
meo. Dilatatum est os meum super
inimicos meos in salutaris tuos, quia
laetata sum in salutari tuo.

A — Srijeda u vrijeme ,kroz
godinu”

21 | Domine, puer
meus

Domine, puer meus iacet in domo
paraclytus et male torquetur. Et ait
illi Iesus: Ego veniam et curabo eum.
Et respondens centurio ait: Domine,
non sum dignus ut intres sub tectum
meum sed tantum dic verbum et
sanabitur puer meus. Et dixit Iesus
centurioni: Vade et sicut credidisti
fiat tibi. Et sanatus est puer in illa
hora.

A ili R — Nedjelje nakon
Bogojavijenja

22 | Nos autem

Nos autem gloriari oportet in Cruce
Domini nostri Iesu Christi in quo est
salus, vita et resurrectio nostra. Per
quem salvati et liberati sumus.

1ili A - Uzvisenje Svetog
Kriza
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23

Responde virgo

Responde, Virgo consolatrix,
responde ignemque amoris cordibus
nostris infunde, unde salus generis
humani est separata, rata salus et
finita, ita clementer Christum exora!
Oramus ergo strenu: impietati etati,
fragili parce nobis et indulgens
exurge! Urgere me iuvat sed
precamur te prece humili ore, ore
resonet iste Chorus angelis cum
similis illis et eius fiat, ut invitet
Hebr<a>eos, eos accendat ad verum
animae consolamen, ad verum
animare consolamen.

1ili R - blagdani Blazene
Djevice Marije

24

Ex ore infantium

Ex ore infantium et lactentium
perfecisti laudem propter inimicos
tuos, ut destruas inimicum et

ultorem. Alleluia.

Iili R — Nevina djecica
(Mladenci), Cvjetnica

25

Quam pulchra es

Quam pulchra es, amica mea, quam
pulchra es. Oculi tui columbarum
absque eo quod intrisecus latet.
Quam pulchra es, amica mea, quam
pulchra es. Capilli tui sicut greges
caprarum quae ascenderunt de
monte Galaad.

Quam pulchra es, amica mea, quam
pulchra es. Labia tua sicut vita
cocinea et eloquium tuum dulce.
Genae tuae sicut fragmen mali
punici, absque eo quod intrisecud
latet.

Quam pulchra es, amica mea, quam
pulchra es. Duo ubera tua sicut

duo hinnuli capreae gemelli qui
pascuntur in liliis donec aspiret dies
et inclinentur umbrae.

Quam pulchra es, amica mea, quam
pulchra es. Tota pulchra es, amica
mea, et macula non est in te.

A ili R — Blagdani Blazene
Djevice Marije
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26 | Canite et psallite Canite et psallite omnes populi. G - sv. Franjo Asiski -
Et mecum agite solemnem diem, ex fonte alia (Orindio
diem plenum laetitiae. Cuius Bartolini)

solemnitate cum organis et canticis
tam suavi concentu dulci, quae
armonia celebrat ista Ecclesia. O
diem solemnem, o diem celebrem,
diem plenum laetitiae. Gaudent
angeli, gaudent quoque archangeli.
Ex<s>ultant omnia regna coelorum.
Ergo vos omnes laetantes, canite.
Canite et psallite omnes populi. Et
mecum agite solemnem diem, diem
plenum laetitiae.

27 | Panis angelicus Panis angelicus fit Panis hominum H ili R - Tijelovo
dat Panis coelicus figuris terminum.
O res mirabilis, manducat Dominum,
pauper servus et humilis.

3.1. Opazanja

Komparativnom metodom, kako smo ve¢ utvrdili, tekstovi su moteta /izur-
gijski.”® Kao liturgijski napjevi dio su misnoga propriuma, konkretno introi-
tusa, graduala, i pricesnih antifona. Nekim tekstovima je, doduse u drugim
izvorima, dokazano koristenje i u funkciji himna (npr. Panis angelicus), no ne
i kod Lukacica. Tekstovima dvaju moteta, Responde Virgo i Canite et psallite
istraziva¢i dosad nisu uspjeli utvrditi porijeklo i liturgijsku impostaciju, od-
nosno slavlje u kojemu se oni pjevaju. Tragajuéi za njihovom liturgijskom
impostacijom i porijeklom dosli smo do nekih spoznaja i hipoteza. U kon-
tekstu samih Lukaci¢evih moteta, mozemo ¢ak i vise nego hipotetski, zaklju-
¢iti da ukoliko su svi poznati tekstovi Lukacic¢evih moteta liturgijski, onda su
vierojatno i ova dva kojima se do sada nije uspjelo uéi u trag porijeklu teksta.
Ne ¢ini se suvislim da bi Lukaci¢ — dakle kapelnik splitske proostolnice, k tomu
redovnik, svecenik, u svoj glazbeni liturgijski opus uvrstio neke neliturgijske

9 Tzricaj biblijski i liturgijski tekstovi, ovdje nam se ¢ini suvisan. Biblijski tekstovi u litur-
giji su uobicajeni, bilo da su izravno preuzeti, bilo da su reformulirani. Svi Lukacicevi
moteti su, dakle, predvideni za liturgijska slavlja.
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pjesme. Sama tekstualna analiza dvaju nepoznatih tekstova navodi nas na
zakljucak da se radi o prikladnim tekstovima za liturgijska slavlja.

Responde Virgo consolatrix. Jedini dosad relevantni izvor ovoga teksta pronasli
smo kao dio Composizioni vocali sacre u rimskoj Biblioteca nazionale centrale.”®
Nalazi se kao dio fascikla vise razli¢itih kompozicija sakralnoga karaktera, §to
samo jo§ vise potvrduje da se radi o liturgijskoj glazbi. Autor teksta, kao ni
glazbe nije naveden, tako da i dalje ostaje nepoznat. Takoder ni godina nije
odredena, nego je samo naznaceno da su skladbe iz 17. stolje¢a. Sadrzaj tek-
sta ipak otkriva da se najvjerojatnije radi o liturgijskom tekstu za marijanske

blagdane.

Tekst moteta Canite et psallite isprva se ucinio kao jedinstven i nepoznat te
smo pretpostavili da bi mogao odgovarati nekom tekstu propriuma vazme-
noga vremena. Ipak, detaljnije trazenje u izvorima donijelo je trag: 1633. u
Veneciji su tiskane mise i moteti Orindija Bartolinija,?! talijanskoga redov-
nika, a Lukaciceva suvremenika. Bartolini je skladao motet na isti tekst kao
i Lukaci¢, odnosno gotovo isti. Naime, Bartolini je skladao motet za blagdan
sv. Franje Asiskoga. lako je taj motet skladan petnaestak godina nakon Luka-
Ciceva opusa, ¢ini se da je ovaj tekst ve¢ u renesansi bio poznat u liturgijskim
obrascima, ako nista, barem onima koje su koristili franjevci. Tako se ¢ini da
je Lukaci¢ev motet zapravo dosad najstariji svjedok ovoga liturgijskoga tek-
sta. Svakako, mozda je rijec¢ i o nekom vidu, posebnosti franjevackoga reda u
rimskoj liturgiji. Kako god bilo, tekst moteta, nedvojbeno jest liturgijski, ali
dosad usporedujuéi ga s dostupnim franjevackim izvorima nismo naisli ni
na kakav izvor za koji bismo mogli re¢i da su ga koristili Lukaci¢ i Bartolini.
Istina, liturgijske posebnosti franjevackoga reda tek su se posljednjih godina
pocele detaljnije istrazivati, dosad su obradeni najstariji franjevacki liturgijski
izvori.?? Tek nas ocekuju daljnji napori u otkrivanju procesa razvoja liturgij-
skih posebnosti franjevackoga reda.

20 Biblioteca naxionale centrale - Roma — RM, collocazione: MSS-Musicali 40-46/33-34
21 Messe concertate a otto voci & messa per li morti con un motetto, & il Te Deum
laudamus, con il basso continuo per lorgano. Opera quarta, ed. Bartolomeo Magni,
Venezia 1633.

Franciscus liturgicus. Editio Fontium saeculi XIII, ur. Filippo Sedda — Jacques Da-
larun, Editrici Francescane, Padova — Milano — Santa Maria degli Angeli — Vicenza,

2015.
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Umjesto zakljucka

Opus Ivana Marka Lukaci¢a koji je do nas dosao, iako nevelik, pazljivom oku
i uhu mnogo toga govori, a jos viSe toga bi mogao otkriti. Nedvojbena litur-
gijska konotacija njegova opusa govori nam o njegovoj sposobnosti da svoju
izobrazbu upotrijebi na najbolji nacin ne samo za obnovu liturgijske glazbe
kroz tadasnje aktualne glazbene forme koje se koriste kao izri¢ajno sredstvo
u liturgiji, nego jo$ viSe i o njegovoj Zelji da zbor koji on vodi pjeva djela
dostojna liturgije. Djela koja nisu nadopuna, ve¢ samo tijelo liturgije, koja
i izvodace i one koji sudjeluju na liturgiji, pokusavaju uvesti dublje u slavlje
otajstava koja se slave. Tekstualna analiza napjeva pokazala je vjernost litur-
gijskoj tradiciji Crkve. Lukaci¢, kao dijete svoga vremena upuéen u liturgiju i
glazbu, poznaje vaznost ispravnoga suodnosa liturgije i glazbe. Iako je dosad
mnogo ve¢ reCeno o njegovom opusu, u buduénosti se moze ocekivati jo§ po-
nesto. Nije nemoguce da se u nekom arhivu otkrije i neko drugo Lukaciéevo
djelo, $to bi naravno, bila prvorazredna senzacija. U meduvremenu na temelju
nekih nasih spoznaja o dosad nepoznatim tekstovima dvaju moteta, otvorili
smo prostor i za daljnja proucavanja i komparativne analize Lukaci¢eva djela.
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Sazetak

U zbirci Sacrae cantiones Ivana Lukacica tri su troglasna moteta: Domine, puer meus,
Nos autem i Responde Virgo. Skladani su na tekst biblijskog, liturgijskog, odnosno nepo-
znatog podrijetia i svjedoce o vrlo slobodnom tretmanu predloska sto je u to vrijeme bila
uobicajena praksa. Ovi moteti nisu slucajno u fokusu ovoga rada. Odabrani su zbog toga
$to svojom _formalnom koncepcijom kao i nacinom i postupcima oblikovanja pojedinih
sastavnica glazbenog sloga vrlo uvjerljivo sujedoce o srednjem putu, spomenutom u go-
tovo svim zapisima o Lukacicu, koji skladatelj bira u proZimanju renesansne i barokne
prakse. Tako je, primjerice, melodika u monodijskom motetu suzdrZana, ali i protkana
virtuoznim frazama, solo dionice popunjavaju najcesée okvir recenice ili perioda anti-
cipirajuci pravilnost homofonog sloga, ali jos su uvijek vrlo daleko od klasicnih modela;
tretman tonske osnove u monodijskim dijelovima blizak je baroknom dursko-molskom
sustavu sa ucestalim uklonima u bliske tonalitete i osciliranjem izmedu paralelnih, dok
u polifonom motetu previadava modusna osnova obogacena uobicajenim alteracijama i
pomicanjem finalisa na razlicite stupnjeve. Posebno su zanimljivi postupci u tretma-
nu polifonog sloga gdje su u imitacijskim epizodama kanonske dionice gotovo u pravilu
pratece u odnosu na proi nastup teme gubec’i tako samostalnost svojstvenu renesansnom
stilu. Ovi postupci svojevrsnog ublazavanja bitnib osobina dviju naoko suprotstavijenih
praksi koje se u Lukacicevu opusu proZimaju, svakako su u funkciji stvaranja jedinstva

glazbenog jezika i izraza sto je obiljeZje svakog umjetnicki vrijednog djela.

Klju¢ne rijeci: motet, retoricke figure, analiticki pristup, glazbeni jezik i izraz — rene-
sansa/barok
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Uvod

Motet je jedan od najvaznijih polifonih oblika u dugom vremenskom raz-
doblju od oko 1220. do 1750. godine. Nijedan skup znacajki svojstvenih ovoj
formi ne moze, medutim, posluziti za jednu opéu definiciju, osim u poseb-
no odredenom povijesnom ili regionalnom kontekstu. Tijekom 16. stoljeca
motet postupno doseze svoju klasi¢nu sintezu u okviru franko-flamanskog
stila Josquina de Presa i njegovih sljedbenika. Mnoge podvrste razvile su se
kasnije u Francuskoj i Njemackoj, ali se motet, od tog vremena, definira kao
duhovna polifona skladba na latinski tekst koja moze, ali i ne mora imati
instrumentalnu pratnju.’

Krajem 16. stolje¢a motet je dosegao vrhunac razvoja u djelima Palestrine
i Lassa, pri ¢emu svaki donosi i trasira zasebnu stilsku tradiciju. Mnogo je
konzervativniji bio Palestrina $to se moze djelomi¢no objasniti atmosferom
izazvanom protureformacijom, a osim toga, njegovi su stilski prethodnici pr-
venstveno francuski skladatelji. Palestrina posvecuje posebnu paznju jasnoci
i formalnom redu, njegova melodija je intervalski brizljivo izbalansirana u
proto¢nom kontinuiranom ritmu. Za razliku od njega Lasso posebnu brigu
posvecuje zivom glazbenom prikazu teksta $to uvjetuje bitne stilske razlike
izmedu ove dvojice skladatelja. Tako Lassove melodije odgovaraju na sadrzaj
teksta velikim intervalskim skokovima i relativno oporim ritamskim figura-
ma i kontrastima. Dok Palestrina samo povremeno rabi tonsko slikanja, La-
sso razvija $iroki repertoar retorickih figura posudenih iz suvremenog madri-
gala. Njegov oslonac na glazbeni vokabular talijanske svjetovne glazbe je bez
sumnje rezultat sluzbe, u mladim danima, na dvoru Ferdinanda Gonzage,
nasuprot crkvenom okruzenju u kojem je Palestrina proveo cijeli svoj Zivot.?

Retorika je, u drevna anticka vremena, bila umjetnost govorenja, obi¢no u
javnosti, a najées¢e na sudovima ili skupstinama. Bila je obiljezje civiliziranog
drustva sa slobodom izrazavanja i demokratskim zakonima, predstavljala je
mo¢ i dostojanstvo izgovorene rijeci. Upravo zbog toga je u kasnijim povije-
snim razdobljima, primjerice renesansnom drustvu, jo$ jednom stekla veliku

! Usp. Ernest H. Sanders, Peter M. Lefferts, Motet, GroveD, sv. 17, Oxford University
Press, New York, 2001., 190.

2 Usp. Leeman L. Perkins, Patrick Macey, Motet. Later 16th Century, GroveD, sv. 17,
Oxford University Press, New York, 2001., 214-215.
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vaznost. Tijekom 16. stoljeca, naime, glazba se sve vise shvacala kao umjet-
nost jednako vrijedna poput poezije i proze s istim retori¢kim alatima koje
nalazimo u drevnim traktatima o jeziku i govoru.® Paralela izmedu glazbe i
jezika ojacala je u Italiji prema kraju razdoblja renesanse u okviru novoga
glazbenog stila nazvanog seconda pratica prema kojem glazba mora izraziti
sve vrste poruka, emocija i strasti s ciljem da informira, uvjeri i motivira slu-
satelje, bez obzira radi li se o grupi ili pojedincu.*

Kao $to su u ranom 16. stolje¢u upravo talijanski skladatelji medu prvima
razvijali polifoni stil, tako ¢e krajem stoljeca ponovno jedan Talijan, Gio-
vanni Gabrieli uvesti novu tradiciju izmjenjivanja zborova — cori spezzati. 1z
relativno brzog izmjenjivanja kratkih homofonih fraza izmedu zbora i glasa,
odnosno glasa i instrumenta, rodit ¢e se u njegovim djelima koncertantni
princip koji ée bitno utjecati na okvire nove prakse i otvoriti brojne mogué-
nosti promjena u motetu 17. stoljeca.’

Poslije 1600. godine motet postupno gubi svoju tradicionalnu ulogu sredisnje
glazbene vrste. Asimilirajuci elemente nove prakse (seconda pratica) napu-
stio je neke klasi¢ne znacajke, u isto vrijeme postao je tijekom 17. stoljeca
vrlo vazno ishodiste cijeloga niza novih duhovnih vokalnih oblika, primjerice
poput kantate, ali je i u ovom novom kontekstu djelomi¢no obnovio svoju
vodecu ulogu.®

3 Pojavu retorike moguée je precizirati po mjestu i vremenu. Godine 467. prije Krista

zavr$ava dugi period tiranije u grékim gradovima. Kako je to bilo razdoblje brojnih
izvlastenja, po zavrSetku su mnogi gradani podizali optuzbe nastoje¢i vratiti oduzeta
imanja, a ¢inili su to na sudovima naoruzani samo rije¢ima. U takvom okruzenju ja-
vili su se prvi priruénici i uditelji retorike koji su ¢ak i bili pla¢eni za svoj posao. Usp.
Anna Paradiso Laurin, Classical Rhetoric in Baroque Music, http://kmh.diva-portal.
org/smash/get/diva2:529778/FULLTEXTO01 (pristupljeno: 2. 3. 2021.)
4 Ihid, 1.
> Usp. Leeman L. Perkins, Patrick Macey, Motet. Later 16th Century, 215.
»2Humanizam Zivi u baroku i dalje. Stovige, upravo se u baroku provodi kona¢no oslo-
badanje Covjekovih spoznaja od povezanosti uz srednjevijekovni mentalitet. Subjektiv-
nost, naglasavanje individualnosti udara poseban pecat baroknim tvorevinama, pa tako
i muzi¢kim. Opéenitost, objektivnost renesanse, u kojoj pojedinac i§¢ezava u kolektivu
(pomislimo samo na duhovnu a cappella muziku toga vremena), povladi se pred te-
Znjama kojima je prvenstvena svrha da istaknu Zivotni put i sudbinu pojedine li¢nosti”.
Josip Andreis, Ivan Lukacic. Sesnaest moteta, Muzikoloski zavod Muzicke akademije,
Zagreb, 1970., 14.
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Ako usporedimo stari (renesansni) i novi (barokni) nacin razmisljanja, mo-
gli bismo redi: stari stil — prima pratica bio je predstavljan kontrapunktskim
spletom dionica, bio je to racionalni nacin uredenja glazbenih elemenata pre-
ma njihovoj hijerarhijskoj ulozi, potpuno kontrolabilan i lisen svake emocije.
Gusta polifonija i ucestalo krizanje glasova i tekstova, iako samo po sebi
lijepo, nije moglo donijeti znacenje svakog pojedinog stiha. S ciljem da se to
omogudi, promicatelji novoga stila — seconda pratica, misljenja su da glazba
treba rabiti iste retoricke figure kao govorni jezik, naravno glazbenim sred-
stvima pridrzZavajudi se sadrzaja i ekspresije samoga teksta. Svi aspekti glaz-
benog materijala mogu kreirati emotivnu izrazajnost poetskog predloska:
melodika, ritam, harmonija, tretman disonance, agogika, dinamika ...7

U kontekstu novoga stila rije¢ koncert rabila se ¢esto kao sinonim za motet
(koncertni motet), a u okviru ove nove prakse mnogi su skladatelji dali odus-
ka svome melodijskom nadahnuéu pri ¢emu i polifone linije zadobivaju nove
obrise i svjezinu. Tekst je kao i ranije podijeljen u dijelove, svaki donosi novi
glazbeni motiv koji moze biti polifono obraden; osim toga, forma refrena sa
solima i futtima takoder je prisutna kao i motet s dijalozima u kojima jedan
ili vise glasova predstavlja razli¢ite karaktere iz tekstovnog predloska.®

U Veneciji je oko 1620. godine nastala ,moda” malih moteta za jedan ili
dva glasa uz violinu i continuo kao duhovna paralela ranoj svjetovnoj kantati;
ponekad violina nije donosila samo refren nego dijalog s vodeéim glasom.
Jednostavni monodijski solo motet vrlo je jasno trasirao razvojni put baro-
knog moteta — poznata je u tom smislu venecijanska zbirka Ghirlanda sacra
iz 1625. koja, izmedu ostalih, sadrzi i Cetiri znac¢ajna Monteverdijeva priloga
ovoj vrsti. Barokni tip moteta zahtijevao je virtuoznost u glasovnom orna-
mentiranju kao neophodnu sastavnicu monodijske umjetnosti.’

U paraleli izmedu govornistva i glazbe jedan je od glavnih aspekata ucin-
kovitosti retorike obogatiti i progiriti fond formula — grupa rijeci, odnosno
tonova, koje nose posebno znacenje zbog nacina na koji su grupirane zajedno
s ciljem da donesu emociju i djeluju na slusatelja. Mozemo ih podijeliti u tri
osnovne grupe: figure repeticije, tisine i kontradikcije. Repeticija podrazumi-

Usp. Anna Paradiso Laurin, Classical Rhetoric in Barogue Music, 16.

8 Usp. Christoph Wolf, Motet. Baroque: General, GroveD, sv. 17, Oxford University
Press, New York, 2001., 215.

?  Usp. Jerome Roche, Graham Dixon, Motet. Baroque: Italy, GroveD, sv. 17, Oxford

University Press, New York, 2001.,216-217.
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jeva ponavljanje rijec¢i/tonova ili grupa rije¢i/tonova poput anafore u poeziji.
Ovo ponavljanje moze rezultirati porastom ili opadanjem napetosti, izbor
ucinka naziva se actio. Figura tiSine donosi neocekivani prekid usred govo-
ra/glazbenog tijeka pri ¢emu nagli zastoj ima ucinak iznenadenja, poticanja
paznje, dok figura kontradikcije podrazumijeva unosenje novog kontrastnog
sadrzaja da bi se pomocu suprotnosti osnazila glavna ideja.”

Osim ove nove prakse, u Rimu su, medutim, u isto vrijeme neki skladatelji
slijedili ideal Palestrinina polifonog starog stila, ponajvise u katedralama, ali
i tu se osjecao novi pristup melodici. Nakon 1630. u crkvenu glazbu u Rimu
uvedene su nove tekovine u decenijama koje slijede $to se moze vidjeti iz
tiskanih zbirki u kojima nalazimo primjere moteta s instrumentalnim simfo-
nijama, proto¢ni barokni stil melodijskog oblikovanja i bitno $iri tonski, ve¢
definiran tonalitetni okvir. Tako je u djelima brojnih talentiranih skladatelja
u Rimu novi motet dosegao zrelost i postupno postao neovisan o modelima
staroga stila.

1. Analiticki prikaz moteta

Tri troglasna moteta iz zbirke Sacre cantiones mozemo promatrati kao opus u
opusu jer svojom formom, na¢inima koncipiranja sloga i eksponiranja temat-
sko-motivskog materijala, te tonskom osnovom najbolje svjedoce o prozi-
manju stare (renesansne) i nove (barokne) skladateljske prakse, koja je nemi-
novno u fokusu promatranja djela nastalih na prijelomu dvaju stoljeca. Jedini
pravi troglasni motet Nos autem primjer je starog stila koji je nastavio Zivjeti
iu 17. stoljecu u djelima brojnih skladatelja, motet Domine, puer meus urav-
notezuje znacajke oba stila, dok je Responde Virgo blizi baroknim uzorima.

Troglasni moteti Ivana Lukaci¢a bogato su i vjesto polifono oblikovani, svaka
dionica posjeduje izrazajnu melodiku, a ritmicki gibljiva i samostalna lini-
ja orguljskog continua omogucava zanimljive harmonijske situacije. U tim
skladbama pjevacke su dionice snazno individualizirane, pa je prili¢no si-
gurno kako je Lukaci¢ imao na umu pjevace soliste za svaki pojedini glas.
(...) Nema sumnje, ovi moteti pripadaju u najuspjelija ostvarenja hrvatske
duhovne koncertantne glazbe 17. stojeca.!!

10 Usp. Anna Paradiso Laurin, Classical Rhetoric in Baroque Music, 10-12.
' Usp. Ennio Stip¢evi¢, Hrvatska glazbena kultura 17. stoljeca, Knjizevni krug Split, Split,
1992.,113.
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Tekstovni predlosci su razli¢itog biblijskog ili liturgijskog podrijetla. Naj-
vedi dio tekstova u zbirci preuzet je iz Biblije, doslovno ili u prilagodenom
obliku (tzv. liturgijskim adaptacijama), a manji je dio iz liturgijskih i drugih
crkvenih knjiga. Liturgijske adaptacije u okvirima su onodobnog slobodnog
odnosa prema tekstovnim predloscima. Pojedini stihovi mogu biti izostav-
ljeni, promijenjen im je redoslijed, ali opéenito moze se re¢i da su Lukaciceve
adaptacije nadinje vje$to, nenametljivo i s mjerom.'

1.1. Nos autem - Veliki Cetvrtak (ulazna pjesma, usp. Gal 6: 14)
Motet je skladan na tekst:"

Nos autem, Gloriari oportet,

in Cruce Domini, Domini nostri Iesu Christi,
in quo est salus vita et resurectio nostra.

Per quem salvati

et liberati sumus.

Prijevod: Mi treba da se hvalimo krizem Gospodina nasega, Isusa Krista, u
kojem je spas, Zivot i uskrsnuée nase. Po kojemu mi smo spaseni i oslobodeni.

U ovom primjeru Lukaci¢, kako je veé receno, u najvecoj mjeri slijedi tradi-
ciju renesansnog moteta primjenjujuéi kanonsko eksponiranje tematike, ali
isto tako i cijeli niz postupaka koji odudaraju od staroga stila. Najuocljiviji
barokni element je, svakako, orguljska pratnja koja, doduse, najve¢im dijelom
podrzava vokalne dionice, ali istovremeno i sazima i definira harmonijsku
komponentu.

Prvi dio moteta (takt 1-10) sadrzi tri imitacijske cjeline (4+4+2). Prve dvije
uvodi solo bas u duljim notnim vrijednostima, a prikljucuju se tenori u dvo-
nom motivu basa. U trecoj polifonoj cjelini bas sudjeluje u kanonu koji je
sada po uzlaznim kvintama.

12 Usp. Ennio Stipcevi¢, Ivan Lukacié, Muzicki informativni centar Koncertne direkeije

Zagreb, Zagreb, 2007., 88.

13 Tekst moteta u svim primjerima razdijeljen je u stihove koji odgovaraju glazbenim

cjelinama.
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Iako Lukaci¢ u ovim taktovima rabi najstrozi vid imitacije, postupak sadrzi
i neka obiljezja nove skladateljske prakse: tako se druga dionica u kanonu
prikljucuje vodecoj poput prateceg glasa u paralelnim tercama, nakon cega se
pocetni osminski motiv komplementarno provodi kroz glasove u osnovnom
i inverznom obliku: osim toga, kadence u ovom primjeru jasno razdvajaju
polifone cjeline $to svakako nije znacajka renesansnog moteta.

Tonska osnova ovoga dijela je modusna, radi se o dorskom modusu na G
koji je jasno definiran u sve tri kadence. Zanimljivo je prokomentirati har-
monijski tijek prva dva kanonska lanca: na samom pocetku solo bas definira
modus i zastaje na V. stupnju — prirodnoj dominanti u koju ulazi dvoglasni
kanon gornjih glasova u okviru harmonije VII. stupnja. Pocetak iduce cjeline
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transponira motiv basa za silaznu kvintu, a kanon za uzlaznu sekundu ¢ime
su ulazi u podrucje harmonije prvog stupnja modusa. Ovakav bi se postupak
mogao shvatiti kao daleka asocijacija/anticipacija tonalitetno neodredenih

pocetaka u baroknim i klasi¢nim djelima.

Sljedeca, pretezno homofona epizoda (takt 10-14) donosi na pocetku sasvim

kratki kanon gornjih glasova iznad basa u mirnom polovinskom hodu.
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Kanonu i ovdje nedostaje element samostalnosti glasova. Orguljska dionica
u ovim taktovima mijenja djelomi¢no svoju dosadasnju ulogu — nije samo
potpora glasovima nego interpolira u sredini sloga kontrapunktsku melodi-
ju koja svojim neovisnim tijekom kontrastira vokalnom segmentu i upravo
ovim kontrastom istovremeno naglasava homofoni slog cijelog konteksta.
Harmonijski tijek takoder mijenja tonsko podruéje te modulira i kadencira
u B-duru.

Slijedi nova polifona cjelina (takt 14-19) skladana na osnovu dva motiva do-
nesena u troglasnom kanonu, prvi rabi kvintno-kvartnu imitaciju u dorskom
modusu na G, a drugi koji modulira u dorski na D, imitaciju po uzlaznim
kvintama.
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Ova su dva kanona, za razliku od pocetnih, povezana na tipi¢no renesansni
nacin bez uvjerljive kadence izmedu — dok prvi traje, zapocinje drugi tako da
se 1 tekstovne cjeline, doduse, ovdje sasvim kratko, preklapaju. Uocit ¢emo
u ovim taktovima i jedan barokni element — slobodnu uzlaznu zaostajalicu
7-8 na drugoj dobi takta na prvom slogu rije¢i resurectio (uskrsnuée), sto je
harmonijsko-melodijska retoricka figura koja osigurava napetost i ekspresiju
ovoga momenta.

Druga homofona cjelina (takt 20-23) u nastavku modulira, sli¢no kao i prva,
u B-dur. Svojim mirnim polovinskim pulsom u trodobnoj mjeri olaksava gu-
stocu polifonih taktova koji je okruzuju, donosi predah i metarskim kontra-
stom priprema zavrsni dio.

On donosi jos jedan troglasni kanon, na oktavi odnosno kvinti, na udaljenosti
od pola takta; zapocinje u dorskom modusu na D i modulira u dorski na G.
Zavrsna kadenca sadrzi uobi¢ajene zaostajalice 4-3, pri cemu prva tritonusna
odudara od renesansne prakse, dok je druga na petom stupnju posve uobi-
¢ajena.

Promatraju¢i formu ovoga moteta u cjelini uocit éemo da se pravilno iz-
mjenjuju polifone i homofone epizode — polifone ga uokviruju i zauzimaju
sredi$nji dio, dok ih homofone razdvajaju. Ovo izmjenjivanje kontrastnih
dijelova svakako je tekovina barokne skladateljske prakse i anticipacija nekih

novih glazbenih oblika.

1.2. Domine Puer meus

Ovaj je motet jedan od malobrojnih primjera u opusu Lukaciéa, ali i opéenito
u ranobaroknom razdoblju, u kojem nailazimo na funkcionalni paralelizam
izmedu teksta i glazbe.

,Dijalog izmedu Isusa i stotnika povezuje uloga pripovjedaca (storico), da bi
na kraju svi troje (7uzti) pjevali tekst koji pripada pripovjedacu: I njegov slu-
ga ozdravi u onaj ¢as. Izvorni je pasus iz Matejeva evandelja skracen, izostav-
ljena je jedna Isusova recenica, a radnja je sazeta na djecakovo ozdravljenje.
Tako sazevsi izvornik, Lukaci¢ je osnazio temeljni dramski naboj, svakoj je
dionici pridao upecatljivu individualiziranu liniju pa se taj dijalog u literaturi
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s pravom navodi kao jedan od preteca oratorija”.'* Na formu oratorija upucu-
je svakako i uloga pripovjedaca.’

Tekst glasi:

Domine, Puer meus iacet in domo paralyticus et male torquetur.

Et ait illi Iesus,

Ego veniam et curabo eum.

Et respondens Centurio, ait,

Domine, non sum dignus ut intres sub tecum meum, sed tatum dic verbum
et sanabitur Puer meus.

Et dixit lesus Centurioni,

Vade et sicut credidisti fiat tibi.

Et sanatus est Puer in illa hora.

Prijevod:

Gospodine, sluga moj lezi u kuéi razslabljen i zlo je mucen. I rece njemu
Jesus: Ja ¢u dodi i ozdraviti ¢u njega. I odgovarajuéi stotnik rece: Gospodine,
niesam dostojan da ulieze$ pod strehu moju: nego samo reci rie¢ju tvojom i

biti ¢e ozdravljen sluga moj. I rece Jesus stotniku: Pojdi, i kakono si vierovao,
ucinilo se tebi. I ozdravljen bi sluga u ono doba.'

Tri uloge vrlo su uvjerljivo profilirane i u glazbenom smislu, samim glazbe-
nim sadrzajem, ali i bojom glasa: stotnik je sopran, pripovjedac¢ tenor, a Isus

bas.

Dijalog (takt 1-7) zapocinje stotnik koji se obra¢a Isusu:

4 Ennio Stipéevié, Ivan Lukacié, 96.

»ove zajedno doima se kao prava drama u malom i svjedo¢i kako je Lukaci¢ u sebi
zaista nosio potencijalne mogucnosti da se razvije u vrsnog glazbenika—dramatiéara
koji bi se, s obzirom na svoje zvanje, vjerojatno bio opredijelio za formu oratorija”. Lo-

15

vro Zupanovié, Umjetnost Ivana Lukacica Siben¢anina, Radovi Instituta Jugoslavenske
akademije znanosti i umjetnosti u Zadru, sv. 13-14, Zadar, 1968., 389.
6 Ennio Stipéevi¢, Tvan Lukacic, 96. Prijevod je preuzet od Bartola Kasica.
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Ritamsko-melodijska figura kojom razgovor zapo¢inje — punktirani ritam
na ponovljenom tonu nakon ¢ega slijedi silazni skok — jedna je od rado ko-
ristenih retoric¢kih figura ranobarokne melodike. Ona daje izrazitost samom
pocetku da bi nastavak donio mirniji melodijski tijek valovitih obrisa. Tonska
osnova moteta je F-dur, ovaj prvi solo popunjava okvir pravilnog malog pe-
rioda s kadencom na dominanti na kraju prve recenice, te na tonici na kraju

druge.

U prvoj recenici melodijski i harmonijski se ritam gotovo u potpunosti podu-
daraju, dok se u drugoj pratnja oslobada uvjetovanosti vodeéim glasom. Me-
lodija druge recenice, sastavljena od dvije fraze, donosi i sada karakteristi¢nu
figuru na pocetku — pauza i kvintni uzlazni skok nakon kratke notne vri-
jednosti, da bi kod sekvenciranja skok mutirao u kvartni zbog harmonijskih
razloga. U ovim taktovima Lukaci¢ vrlo smjelo anticipira sinkroniju dvaju
tonskih sustava — dijatonskog i modulirajué¢eg. Melodija soliste u cijelosti
ulazi u F-dur dijatonski, dok harmonizacija modulira na pocetku druge rece-
nice u g-mol da bi doslovnom harmonijskom sekvencom za silaznu sekundu
bila spustena u F-dur. Sli¢ne primjere vrlo raznolikih sinkronija u podrugju
tretmana tonskih sustava naci ¢emo, gotovo u pravilu, u Bachovim harmoni-
zacijama koralnih napjeva.
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Slijedi solo pripovjedaca (takt 7-12) koji je, po misljenju nekih autora, neu-
tralnog karaktera. Tako Andreis pise: ,Historik je neutralan, u njegovu ka-
zivanju nema naglasenije emocionalnosti”,”” a Zupanovié¢ navodi: ,Stotnik
(sopran) je sav smjeran u svojoj pro$nji da mu Krist ozdravi slugu. Pricalac
(tenor) je neutralan, Krist (bas) je uzvisen, miran i svecan”.'®

Postavlja se pitanje je li bas tako ako govorimo o ulozi pripovjedaca?!
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Istina jest da ovaj solo zajedno s prate¢om dionicom ulazi u cijelosti u di-
jatonski F-dur, osim toga afunkcionalne progresije i sinkopirane harmonije
upucuju na modusne uzore, no pogledajmo na koji je nacin strukturirana
sama melodija solo glasa. Ona zapocinje sinkopiranom figurom iza koje sli-
jedi karakteristi¢na retori¢ka figura sa silaznim kvartnim skokom u punkti-
ranom ritmu. Upravo iz ove figure formira se nastavak na nacin da se ona, uz
sekventni pomak, varira ritamski (diminucija poetnog motiva) i melodijski,
pri ¢emu prva varijacija zapocinje nakon pauze, a druga na nenaglasenoj dobi.

Ako se prisjetimo primjene retorickih figura u baroknoj glazbi, a na mikro
razini to su figure ponavljanja, stanke i kontradikcije, uocit ¢emo u ovom pri-
mjeru primjenu figure ponavljanja, pri ¢emu je i ponavljanje teksta, takoder,

17 Josip Andreis, Tvan Lukacic. Sesnaest moteta, 33.
8 Lovro Zupanovi¢, Umjetnost Ivana Lukacic¢a Sibencanina, 385-386.
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vrlo vazno. Ove retoricke figure izvode se u glazbenoj praksi na dva nacina:
one mogu rezultirati porastom napetosti koji se ostvaruje, blagim ubrzava-
njem tempa te dinamikom i agogikom u ocekivanju nastavka radnje ili pak
padom napetosti i usporavanjem ako poc¢injemo sumnjati u izgovorene rijeci.

Misljenja smo da ovaj primjer svjedoci upravo o prvom slucaju primjene po-
navljajucih retorickih figura i podize atmosferu u ocekivanju Kristova odgo-
vora koji ¢e uslijediti u nastavku (takt 12-20).

Pr.6
12
e i n—
Bassus % 124 i I =
18 i I I A=
E - - g0 ve - ni - am, E -
0
p A
VWY P
L v W ) —
R 78 8—s
R—
T
Organum Basso solo
Y
y Com— = ©
Z b [ [ 14 [®]
v T T 1]
|
15
| | n
S h ——F—— >
= a‘ :’ i_"_i IV r 2 } 1 T I T
| I 4 I i
- g0 ve - - - ni-am et cu-ra-bo e - um,
o) I [
P A T N I I I
h4

e
N )
| §
L el
(
\ ™
jji
N
|
N qé |
11
[\
RuY
e — %
A |
[+

T

NN
e

I
[
I
[«4

Melodija basove (Kristove) dionice bitno se razlikuje od melodije visih gla-
sova. To je rezultat uobi¢ajene ranobarokne prakse u kojoj su se dionice con-
tinua i najdubljeg glasa u pravilu podudarale, stoga primat harmonijskog ele-
menta utjece bitno na strukturu linije koja sadrzi kvintno-kvartne skokove.
Ritamski je mirnija osim kod variranog ponavljanja kratkih fraza te postaje u
odredenoj mjeri sputana gubeéi proto¢nost i gipkost visih glasova.

No upravo zbog toga dobiva dostojanstveni prizvuk koji u ovom motetu sva-
kako odgovara liku koji je pjeva Kristu. Ovaj solo popunjava okvir pravilnog
malog perioda u podrudju dijatonike F-dura koji je posve diskretno prosiren

u prvoj kadenci (DD - D).

Nastavak razgovora donosi i postupni porast napetosti glazbenog tijeka koji
se oCituje u melodici svih protagonista. Ovakav rast i emotivni prizvuk ostva-
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ren je usitnjavanjem notnih vrijednosti, primjenom punktiranog i sinkopira-
nog ritma te pauze kod sekvenciranja kra¢ih motiva. Ve¢ dionica pripovje-
daca (takt 20-24) anticipira ovakav tijek, a posebno je zanimljiv sljedeéi solo
stotnika (takt 25-32) koji zapocinje mirnom, suzdrzanom melodijom — re-
citativom na jednom tonu koji je prozet poniznoséu samih stihova: ,,Gospo-
dine, nisam dostojan ...”. U nastavku, medutim, atmosferu prozima sve vece
uzbudenje u is¢ekivanju ¢uda. Ovaj rast dramatskog naboja prati i continuo
harmonijskom podlogom koja modulira u bliske tonalitete: d-mol i B-dur u
prvoj te g-mol i F-dur u drugoj recenici.
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I posljednii solo basa (takt 36-43) nesto je zivlji, ali radi se samo o ubacivanju
prohodnih tonova u kvintno-kvartne intervale, dok se melodijska okosnica
bitno ne mijenja.
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Zavr$ni dio moteta je polifon (takt 43-48), donose ga svi glasovi, zapo¢inje
vrlo gustim troglasnim kanonom s ulascima dionica na maloj udaljenosti, pri
¢emu je polifonija oslabljena, slicno kao i u drugim motetima, intervalom
imitacije. Homofona kadenca popunjava zavr$ne taktove i potvrduje tonsku
osnovu moteta.
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Uloga zavr$nog dijela moze se shvatiti dvojako. Tako, primjerice, Zupanovié
kaze: Iz dotad umjerenog tempa glazba prelazi u onaj Zivlji kao u nekom
finalu glazbeno-scenskog djela (!), da bi psiholoski §to uvjerljivije proko-
mentirala glavni preobrazaj situacije. U tome ni pricalac ne ostaje vise samo
neutralni komentator, nego jednako sazivljelo sudjeluje u veselju koje je sa
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stotnika preslo na njega pa se odrazilo i na Kristovu licnost”.? No, Andreis
navodi drugu moguénost: ,U tom se trenutku lica depersonaliziraju. Ne pjeva
to vise ni Krist, ni stotnik, ni historik. U tom kratkom odsjeku, brzeg tempa,
koji je u svom prvom dijelu polifon, a u drugom, zavr$nom, homofon, kao
da ¢ujemo skupinu ocevidaca koji, pred Kristovim ¢udom, daju oduska svom
veselju i ushi¢enju”.?’ Blizi smo, svakako, ovom drugom tumacenju.

Glede pulsiranja glazbene forme potrebno je na ovom mjestu ukazati na jos
jednu paralelu izmedu retorike i glazbe — onu na razini makro forme. Jed-
nu od moguéih koncepcija govorne makro forme uspostavio je Johan Matt-
heson; njegov prijedlog sadrzi: exordium-uvod, narratio-izno$enje ¢injenica,
probatio-iznosenje dokaza, confutatio-pobijanje osnovne ideje, peroratio-za-
vréna rije¢. Preneseno u glazbeni jezik navedene cjeline su sljedece: uvod ima
ulogu uvesti slusatelje u samo djelo, nagli ulazak u glavnu tematiku mogao
bi slusatelja zbuniti, stoga je bitno da uvodni taktovi olaksaju pracenje onoga
sto slijedi; iznoSenje ¢injenica u glazbi znaci eksponiranje tematskog ma-
terijala koji je u samoj srzi djela; dokazi bi bili materijal vezan uz glavnu
tematiku s ciljem da je podrzi i ojaca; pobijanje osnovne ideje znaci uvodenje
nove teme ili kontrastnog materijala (melodika, ritam, harmonija); zavréna
rije¢ odgovara zavr$snom dijelu koji rekapitulira glavnu tematiku, ponekad uz
dodavanje jos snaznijeg emotivnog naboja (code ve¢ih dimenzija).*!

U okviru svojih moteta Lukaci¢, u odredenim primjerima, gradi glazbenu
makro formu na nacin da u njenim okvirima mozemo prepoznati, ako ne sve
sastavnice Matthesonova prijedloga, onda zasigurno pojedine — u ovom mo-
tetu bilo bi to iznoSenje glavne tematike i one koja se uz nju dodaje s ciljem
rasta napetosti, te sam zavr$ni dio.

¥ Ihid. 388.

2 Josip Andreis, Jvan Lukacic. Sesnaest moteta, 33.

21 Zapisi o paraleli izmedu govornistva i glazbe javljaju se u Njemackoj veé oko 1500. go-
dine. Medutim, najznacajniji ¢e doprinos podrucju klasifikacije retorickih figura dati
Johann Mattheson sredinom 18, stolje¢a. Njegova knjiga pod nazivom Der wvollkom-
mene Capellmeister iz 1739. utjecat ¢e posebice na Bachovu glazbu. Usp. Anna Paradiso
Laurin, Classical Rbetoric in Barogue Music, 26-32.
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1.3. Responde Virgo (in eco)

Motet Responde Virgo (in eco) je monodijski motet u kojem nema realnog tro-
glasja jer drugi i tre¢i glas samo ponavljaju, poput jeke, zadnje slogove rijedi,
odnosno tonove glazbenih fraza. Efekt jeke poznat je u renesansnoj vokalnoj
glazbi jo§ od uvodenja dvozbornog stila, a Lukaci¢ ga naglasava dinamikom
tako da prvi glas pjeva forte, a za drugi i tre¢i unosi oznaku piano. Motet je
skladan na tekst nepoznatog autora, a posveen je Bogorodici i njezinom
zagovoru. Stihovi su podijeljeni u dvanaest glazbenih recenica razli¢itog tra-
janja.*

Tekst glasi:

Responde, Virgo consolatrix,

ignemaque amoris cordibus nostris infunde, (unde, unde),
unde salus generis humani est separata, (rata, rata),

rata salus et finita, (ita, ita),

itaclementer Christum exora, (ora, ora),

Oramus ergo strenue impietati, (etati, etati),

etati fragili parce nobis et indulgens exurge, (i urge, urge),
Urgere me iuvat sed precamur te prece humili ore, (ore, ore),
ore resonet ista Chorus angelis cum similis, (illis, illis),

illis et eius fiat, ut invitet Hebreos, (eos, eos),

eos accendat ad verum animae consolamen, (consolamen, solamen),
ad verum animae consolamen, (solamen, Amen).

Ovih dvanaest glazbenih cjelina bili su pravi izazov za skladatelja koji mo-
guéu opasnost od monotonije izbjegava mijenjajuéi njihov karakter — one
ponekad imaju renesansni prizvuk, ponekad osciliraju izmedu dviju praksi, a
ponekad ulaze u prostor prave monodijske virtuoznosti. Strukturiranje obli-
ka na makro razini otkriva, medutim, vrlo zanimljive odnose ovih manjih
dijelova ¢ime ¢e Lukacié¢ naznaditi i vee glazbene cjeline unutar moteta koje
su u velikoj mjeri usporedive s makro retorickim figurama u govornistvu.

Tako prve dvije recenice (takt 1-10), mirnijeg renesansnog prizvuka, u koji-
ma se ponavlja tekst i ritamski obrazac, imaju uvodni karakter. Jedino ovdje
izostaje efekt jeke.

22 Relevantan prijevod teksta nismo pronadli, a §iroko dostupan internetski prevoditelj
daje samo priblizno znalenje, stoga donosimo tekst samo u latinskoj verziji.
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Pr.9

Prva zapocinje vrlo izrazitom melodijskom figurom bliskom baroknoj reto-
rici — uzlazni kvartni skok, izmjeni¢na vodica, silazna kvarta. I tonska osnova
ovih uvodnih taktova vrlo je zanimljiva: radi se, gledano u cjelini, o dorskom
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modusu na D u kojem kadenciraju obje recenice, neobi¢no je da je prva s pi-
kardijskom tercom. Sam pocetak, medutim, sugerira dorski modus na G, da
bi tek transpozicijom pocetnog motiva za uzlaznu sekundu na pocetku druge
recenice, dorski modus na D bio jasno odreden. U kontekstu ovakvog vise-
zna¢nog tumacenja uoc¢imo jo$ jedan detalj: pocetak vokalne dionice ulazi u
jonski modus na C (naznacen kvartnim skokom sa petog stupnja na finalis),
a transpozicija za uzlaznu sekundu posve logi¢no u dorski na D, dok pratnja
istovremeno dodiruje druga bliska tonska sredista. Unato¢ tomu, srodnost
sadrzaja ovih dviju recenica, uz odgovarajuée kadence, smjesta ove taktove u
formu malog perioda.

Sljedeca dva para recenica (takt 11-25) donose postupni rast prema baroknoj
ekspresiji. Prvi par oscilira izmedu dviju praksi, a drugi donosi baroknu me-
lodiku protkanu ornamentima.?

» Moglo bi se redi da je prijelaz iz renesanse u barok obiljezen prenosenjem fokusa sa

strukture (strogo vodenje glasova) na retori¢ki ornament kao bitno svojstvo novoga
stila. Prema dana$njem shvacanju znacenja, ornament sugerira ukras, nesto §to moze
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Pr.10
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Od sljedecéeg para Lukaci¢ mijenja princip rasta glazbene forme svojevrsnim
okrupnjivanjem glazbenih cjelina. Naime, srodne recenice nisu vise sparene
na nacin perioda kao do sada, nego su razmaknute tako da analogiju ostva-
ruju sedma (t. 25) i deveta (t. 35) kvintno-kvartnim skokovima koji im daju
dostojanstveni karakter, odnosno osma (t. 30) i deseta (t. 39) s virtuoznim
ornamentima i sekvenciranjem kra¢ih motiva. Ova analogija naglasena je i
tonskom osnovom, odnosno harmonijskom komponentom — sedma i deveta

biti, ali i nije neophodno, medutim, prema latinskom znacenju rije¢i ornament je opre-
ma, odnosno sredstvo, §to znadi da je ova figura bitna sastavnica barokne glazbene

retorike.
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recenica zapo€inju u B-duru i kadenciraju u g-molu, dok osma i deseta mo-
duliraju iz pocetnog F-dura u g-mol.

Jedanaesta i dvanaesta reCenica (takt 44-52) donose postupno smirenje
ostvarujuéi analogiju, ali u suprotnom smjeru s drugim periodom (t. 11-18),
¢ak kadenca dvanaeste recenice odgovara onoj u ¢etvrtoj recenici.

Zavr$na cjelina asocira oba stila, virtuozni barokni na pocetku koji se smiruje
] ) ] j
prema zavr$etku i vraca u pocetni ugodaj.

Pr.11
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Ako bismo povukli paralelu izmedu govornickih retorickih figura na makro
razini, onako kako ih Mattheson razlikuje, i glazbene forme ovoga moteta,
uocili bismo sljedecée analogije: prvi period bio bi exordium-uvod, dio od t.
11 — 25 bio bi narratio-izno$enje ¢injenica, sredisnja cjelina t- 25 — 44 mogla
bi se shvatiti dvojako: kao probatio-izno$enje dokaza, odnosno confutati-po-
bijanje osnovne ideje obzirom na razli¢itost karaktera susjednih recenica, dok
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dio od t. 44, koji donosi postupni pad napetosti vodi do same zavrine cjeline
(t. 52) koja bi bila peroratio-zavr$na rije¢. Dakako, uvijek je mogu¢ i druga-
¢iji pogled na unutrasnje dijelove makro forme, navedena je samo jedna od
mogucnosti.

Zakljucak

Prozimanje stare renesansne i nove barokne skladateljske prakse prikazali
smo u ovom ¢lanku na primjerima Lukaci¢evih troglasnih moteta. Ovu pri-
sutnost naoko suprotstavljenih elemenata moZemo uo¢iti u svim sastavnica-
ma skladateljeva glazbenog rukopisa.

Tako melodika popunjava $iroki raspon od melodija renesansnog prizvuka,
uzlazno-silaznog luka, valovitih obrisa, u duljim notnim vrijednostima, pro-
to¢nog uravnotezenog ritma do fraza i melizama barokne monodije nastale
variranjem kracih fraza i motiva, protkane ornamentima,** a ponekad i opo-
rim ritamskim figurama. Ima i primjera u kojima Luka¢i¢ kombinira ova
dva principa, ali u svakom slu¢aju melodijski se tijek slobodno razvija tvoreéi
medusobno uskladene, logi¢ne glazbene cjeline. Prate¢a harmonijska podlo-
ga oscilira, gotovo u pravilu, izmedu modusa i tonaliteta, pri ¢emu su mogu-
¢a i viSeznacna tumacenja (pr. 9). Ovo osciliranje, naznaceno izostavljanjem
predznaka u armaturi, slaZe se sa starim pravilom 16. stolje¢a prema kojemu
je armatura molskog tonaliteta identi¢na armaturi durskog tonaliteta koiji je
za veliku sekundu dublji.*® Tako tonsko podrugje g-mola, tj. dorskog modusa
na G, na pocetku moteta Nos autermn ima predznak F-dura u kojem zapocinje
i prvi dvoglasni kanon (pr. 1).

Forma Lukacicevih moteta izvire iz renesansnog naslijeda i stremi baroknoj
izrazajnosti. Od renesansnih obiljezja izdvojimo preklapanje tekstovnih i
glazbenih cjelina, no skladatelj ih ce$ée zaokruzuje kadencom $to anticipi-
ra baroknu praksu, odnosno periodi¢nost novih glazbenih oblika. Prijelaz iz

2 Oni su odjek baroknih teznji u likovnim, a i u knjizevnim nastojanjima. Kao da je

psiha izvodadeva ponesena tekstom $to, razumljivo, traje u vremenu te ga Zeli jos vise
potencirati raspjevanoicu melodijske linije. Usp. Lovro Zupanovié¢, Umjetnost Ivana
Lukaci¢a Siben¢anina, 382.

Usp. Maurice Emmanuel, Histoire de la langue musicale, Volume 2, Nabu Press, Paris,
2010, 355-356.

25
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polifonije u homofoniju, u pravilu u kadenci, je postupan, gotovo neosjetan,
a glasovi izlaze iz kanona redoslijedom kojim su se prikljucili, tijek se logic-
no homofonizira i zaokruzuje manje ili ve¢e formalne cjeline. Renesansni je
postupak i ponavljanje teksta, primjer imamo na pocetku moteta Responde
Virgo, ali i unutar retorickih figura ponavljanja u funkciji rasta glazbenog
intenziteta.?

Barokne znacajke, odnosno kontrasti prisutni su na gotovo svim razinama
glazbenog izraza. Primjenom parne i neparne metarske podjele Lukaci¢
unosi raznolikost unutar prevladavajuce shemati¢nosti svoga vremena trazeci
adekvatno ,ritamsko pulsiranje teksta $to ga tonski komentira”.?” Element
raznolikosti unosi i variranje broja dionica koje sudjeluju u kanonskim epizo-
dama — prva dva kanona u motetu Nos autem su dvoglasni, a treéi je troglasan.
Dinamicki kontrasti nisu naznaceni jer skladatelj ne upisuje oznake za dina-
miku u svoje partiture. Iznimka je motet Responde Virgo u kojem ih upisuje (f°
i p) da bi naglasio efekt jeke. Jos jedan kontrast koji je neminovna posljedica
uvodenja prateéih instrumenata prisutan je, dakle, u prostoru medija gdje su
suprotstavljene boje ljudskog glasa i instrumenta.

Govoredéi o paraleli izmedu govornistva i glazbene umjetnosti ve¢ smo u tek-
stu pokazali primjere primjene retori¢kih figura na mikro i makro razini. U
kolikoj je mjeri Lukaci¢ bio svjestan ovoga pretakanja znacajki iz jednog um-
jetnickog podruéja u drugo, tesko je reéi. Cinjenica jest da je dobro poznavao
suvremena europska strujanja i skladateljske prakse, ali je isto tako ¢injenica
da novi stil u jednoj umjetnosti, u ovom slucaju u glazbi, ne moze nikada
nastati na osnovi paralelnih pojava u nekoj drugoj umjetnosti, ako u samom
krilu glazbe razvojni put koji je prethodio nije stvorio plodno tlo na kojem
¢e niknuti klice tog novog stila. Stoga je poznavanje ovih figura od iznimne
vaznosti, prvenstveno u izvedbenoj praksi, ali i kod analitickog pristupa djelu.
Primjerice, u romantickoj i glazbi 20. stoljeca skladatelji biljeze svaki detalj o
izvedbi znakovima za tempo, dinamiku, karakter i sl., dok se izvedba barokne

% U obiljezja koja Lukaci¢eve motete jos uvijek povezuju s renesansnom polifonijom

idu svakako i neposredna ponavljanja teksta, bilo ¢itavih tekstovnih cjelina bilo samo
pojedinih njihovih dijelova. Ponavljanje — osobito pojedinih karakteristi¢nih, klju¢nih
rijedi i izraza — postat ¢e u rukama baroknog umjetnika snazno sredstvo za isticanje
dramati¢nosti, uzbudljivosti. Usp. Josip Andreis, Tvan Lukacic. Sesnaest moteta, 26.

27 Usp. Lovro Zupanovi¢, Umjetnost Ivana Lukacica Siben¢anina, 395.
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glazbe u vrijeme kada je nastajala, a vrlo Cesto i danas, oslanja na cijeli niz
konvencija koje su se podrazumijevale same po sebi i nije bilo potrebe da ih
se zabiljezi u partituri. Danas je tako zadatak desifriranja svih ovih nezabi-
ljezenih elemenata izvedbe ostavljen samim izvoda¢ima i upravo u ovoj ¢i-
njenici lezi razlog za moguéu usporedbu izmedu govorne i glazbene retorike.

Osim $to je Lukaci¢ ve¢ u svoje vrijeme bio priznat i vrlo cijenjen u europ-
skim okvirima, svojom je ,franjevackom suzdrzano$éu” i brigom o izvedbe-

nim moguénostima ansambala u konkretnom Zivotnom okruzenju u kojem
je djelovao znatno obogatio i hrvatsku glazbenu kulturu i bastinu.
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PRIJEDLOG METODOLOSKOG PRISTUPA
INTONACIJSKO-RITAMSKOJ PROBLEMATICI PRI
PJEVANJU SKLADBI 1Z ZBIRKE SACRAE CANTIONES
IVANA LUKACICA NA PRIMJERIMA MOTETA
CANTABO DOMINO 1 CANTATE DOMINO

Davorka Radica

UDK: 2-535:783.4]Lukacié, I. M.“1620/“1648“ Umjetnicka akademija Sveucilista u Splitu
082.1 Sacrae cantiones Lukaci¢,I. M. davorka.radica@umas.hr
Izvorni znanstveni rad

Rad zaprimljen: 2/2021.

Sazetak

Uzimajuci u obzir najvainije glazbene karakteristike moteta Ivana Lukacica i per-
cepcijsku prirodu danasnjibh glazbenika koja je ponajprije oblikovana na skladbama s
tipicnim tonalitetnim obiljeZjima, u radu se nastoje prejudicirati tipicne pogreske pri
Citanju partitura rane glazbe proizasle iz cvrstib tonalitetnih usmjerenja i ocekivanja
akademskih glazbenika te ponuditi svojevrstan metodicki redoslijed citanja ritma i into-
nacije koji bi mogao bitno utjecati na ukupni dozivljaj i senzibilizaciju za glazbu ranog
baroknog razdoblja. Konkretni primjeri donose se za motete Cantabo Domino i Cantate
Domino iz Lukaciceve zbirke Sacrae cantiones.

Kljuéne rijeci: glazbeni jexik, razumijevanje glazbe, tonalitet, modus, ritamsko Citanje,
melodiziranje, intonacijski prostor

Uvod

Jedina sacuvana zbirka Ivana Lukaciéa, zbirka moteta Sacrae cantiones
(1620.), notna je tiskovina uz koju se u hrvatskoj muzikologiji vezuju neka
od najnevjerojatnijih i najuzbudljivijih otkriéa, s dalekoseznim posljedicama
na promisljanje hrvatske povijesti, ali i poimanje hrvatske kulture u najsirem
smislu. Otkric¢e zbirke rezultat je opseznog i visoko stru¢nog znanstvenog
rada muzikologa i skladatelja, velikana hrvatske muzikologije Dragana Pla-
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menca (1895.-1983.), za koga K. Kos navodi kako ,.kod Plamenca pojedino

izdanje i uza nj vezane znanstvene studije tvore organsko jedinstvo”.?

Prenosenje rane glazbe ishodisna je tocka ovog rada, odnosno prijedlog koji
je ovdje iznesen nastoji odgovoriti na pitanje kako senzibilizirati danasnje
mlade glazbenike za glazbu Ivana Lukacica, a glazbenici na koje ovdje pri-
marno mislimo su studenti (hrvatskih) glazbenih akademija.

Intonacijsko-ritamski pristup pojedinim motetima iz spomenute zbirke ka-
kav se ovdje predlaze, nije tek Citanje notnog teksta, nego prodiranje u prirodu
glazbene materije pa predstavlja temelj za razumijevanje i usvajanje istinskog
duha Lukaci¢eve glazbe. Ovdje se predlaze svojevrsna metodologija Citanja
notnog teksta, a u tom smislu valja uzeti u obzir, s jedne strane, glazbene
znacajke predlozenih skladbi, a s druge strane, intonacijsko-ritamski habitus
akademskog glazbenika odgajanog na tonalitetnom so/feggiu.

1. Estetika i dominirajuce glazbene znacajke glazbe
Lukaciéeva vremena

Vrijeme u kojemu je Zivio Ivan Lukaci¢ u glazbenom smislu oznacava se kao
rani barok ili razdoblje u kojemu su jos$ uvijek snazni stariji, renesansni utje-
caji, ali i kad sve jace dozrijevaju nove tendencije monodijske dominacije ili
jednoglasja uz instrumentalnu pratnju. Bududi da je instrumentalna pratnja
primarno povjerena instrumentima s tipkama (ponekad i lutnji), ona se ne
ispisuje u potpunosti, nego je jednim dijelom prepustena improvizaciji uz
oznacavanje brojkama i akcidentima. Basova dionica, koja nikad ne prestaje
zvulati tijekom kompozicije (kontinuirana je), zove se stoga basso continuo ili
skraceno continuo.

U dugoj povijesti razvoja moteta, od pocetka 13. pa do sredine 18. stoljeca,
ovaj je glazbeni oblik prosao kroz brojne promjene, od kojih su neke vezane
za same pocetke razvoja viSeglasja, a neke se odnose na razli¢ite tretmane

Kako navodi Ennio Stipéevi¢ nakon dugogodisnje potrage, Plamenac je pronasao Lu-
kaci¢evu zbirku Sacrae cantiones u Berlinu, u staroj Pruskoj drzavnoj knjiznici te je
pripremio prvo kriticko izdanje Odabranih moteta. Usp. Ennio Stip¢evié, Jvan Lukacic,
Muzicki informativni centar Koncertne direkcije Zagreb, Zagreb, 2007., 128.

Usp. Koraljka Kos, Dragan Plamenac-istraziva¢ i objavljiva¢ rane glazbe, Ar#i Musices
17 (1986) 2, 159.
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u odnosu teksta i glazbe.? Lukacicevi moteti, ne samo da se pojavljuju na
samom pragu novog razdoblja u glazbenoj povijesti, nego i nakon dosezanja
najvisih sinteza u izrazajnom i tehni¢kom smislu u ovoj glazbenoj vrsti, do-
segnutih kod skladatelja poput G. P. Palestrine (1525.-1594.) i O. di Lasso
(1532.-1594.).

Glavne stavke koje karakteriziraju motet 17. stoljeca su dodavanje continua,
izrazajniji kontrasti suprotstavljanjem zbornih skupina, solistic¢kih i zu##i od-
lomaka te osciliranje harmonije izmedu dura i mola s jedne strane i modusa

s druge.

1.1. Glazbene znacajke moteta Ivana Lukaci¢a

Ovdje ¢emo podsjetiti na najvaznije karakteristike Lukaci¢evih moteta, tj. na
one koje su klju¢ne za stvaranje prvotne glazbene slike predlozene glazbe, a
u skladu s ovdje prikazanim prijedlogom intonacijsko-ritamskoga pristupa:

- Motet je u svakom povijesnom glazbenom razdoblju skladba u kojoj se
nastoji ostvariti tijesan odnos glazbe i teksta. Dok renesansni motet pred-
stavlja niz povezanih, rekli bismo imitacijom ulan¢anih cjelina, Lukaci¢ev
motet ranobaroknog tipa predstavlja nizanje kadencama odijeljenih cjeli-
na;

- Lukacicevi moteti nisu skladani a cappella, nego sadrze i basso continuo;

- U originalnom zapisu vokalne dionice pisane su bez taktnih crta. U in-
strumentalnoj glazbi 15. 1 16. stoljeca taktna se crta upotrebljava, a Lu-
kaci¢ dosljedno provodi ovu praksu samo u continuu. U modernim tran-
skripcijama taktne crte su u vokalnim dionicama ¢esto postavljene izmedu
crtovlja ili su potpuno izostavljene;

- Ritam je organiziran ili binarno ili ternarno i u snaznoj je vezi s tekstom.
Postoji svojevrsna znacenjska razlika s obzirom na binarne ili ternarne
odsjecke. Binarni obi¢no iskazuju melodije veée ekspresivnosti, ¢escih
melizama i sl., dok su ternarni obi¢no ,zaokruzeniji” s vi$e ujednacenijim
ritamskim obrascima i u pravilu sugeriraju i ponesto brzi tempo;

- Harmonijski jezik moteta je tonalitet s dosta ostataka modusnih obiljezja.
Jasan dur ili mol vidljiv je ponajprije u nedvosmislenim kadencama, me-

3 Usp. Albe Vidakovi¢, Motet, Muzicka enciklopedija 11,1974., 614-616.
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dutim, valja uzeti u obzir da tonalitet o kojemu se ovdje radi jos$ nije ge-
nerirao znacajke modulacijskih i kromatskih postupaka kasnijih razdoblja
evolucije glazbenog materijala pa treba uvazavati njegovu svojevrsnu ,me-
koc¢u” 1 nestabilnost;

- U armaturi pojavljuje se samo jedna snizilica (povisilica nema). Ponegdje
se predznak ispusten u armaturi javlja tijekom skladbe. Drugdje, medu-
tim, izostavljanje predznaka nedvojbeno upuéuje na modusnost;*

- U Lukaci¢evu skladanju prisutni su brojni polifoni postupci (imitacije u
unisonom, kvinti, kvarti, imitacije s razli¢itim udaljenostima nastupa gla-
sova, imitacije u protupomaku, razne kombinacije imitacijskih postupaka
i sekvenciranja), ali polifoni su odsjecci ,kratkog daha”, s izuzetkom npr.
moteta Ex ore infantium u kojem je imitacijska polifonija dosljedno pro-
vedena kroz cijeli motet, odnosno rije¢ je o tipu visokorenesansnog mote-
ta samo s dodanim bassom continuom.

- U motetima se modulira u bliske tonalitete;

- Melodijska kretanja iskazuju veliko bogatstvo silabickih i melizmatickih
kretanja, sekvenci, sinkopiranja i sl.°

2. Medusobna uvjetovanost didaktickog pristupa ucenju
glazbenoga jezika i nadina ¢itanja i razumijevanja glazbenoga djela

Kvaliteta percepcije ili opéenito ,,primanja” glazbenog umjetnickog djela kod
svakog akademskog glazbenika izravno je povezana s provedenim didaktic¢-
kim pristupom pri usvajanju glazbenog jezika, u uZzem smislu rekli bismo s
metodom usvajanja intonacije i ritma na nastavi so/feggia, a upravo metoda
intonacije (relativna ili apsolutna), ponajvise utjeCe na stecenu sliku glazbe-
noga jezika.

Unato¢ tome §to u povijesnom smislu tonalitet pripada proslosti, ucenje se
glazbenog jezika ili nastava so/feggia u najve¢em broju slucajeva nacelno te-
melji upravo na usvajanju ovog hijerarhijski usustavljenog glazbenog mate-
rijala. Razlozi tomu, dakako, leze u koli¢ini glazbenih remek-djela koja su

* Staro je pravilo suvremenog ¢itanja glazbe 16. stolje¢a: armatura mol-tonaliteta mora

biti identi¢na armaturi onog dur-tonaliteta koji je za sekundu nizi. Npr., d-mol ima
predznake C-dura, g-mol predznake F-dura itd.

Josip Andreis, Tvan Lukacic. Sesnaest moteta iz zbirke ,Sacrae cantiones” (1620.), Muzi-
koloski zavod Muzicke akademije, Zagreb, 1970., 15.
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nastala u razdoblju od, otprilike 1600. - 1900. godine, ali jednim dijelom i
zbog zakonitosti nase percepcije kojoj primarno odgovaraju nacela tonalitet-
nog sustava.®

Vazno je, dakle, naglasiti da je percepcija vecine akademskih (pa i onih dru-
gih) glazbenika naglaseno tonalitetna, s tonalitetnim odredenjima i tona-
litetnim oclekivanjima. Tonalitetno odgojen glazbenik prije svega razumije
i prihvac¢a glazbu s jasno odredenim obrisima: melodijskim, ritamsko-me-
tarskim, harmonijskim, formalnim. S obzirom na to, svaku glazbu drugaci-
jih obiljezja najcesce e percipirati ,u odnosu” na tonalitet, $to ima i svojih
prednosti i nedostataka. Prednosti u trazenju jasnih obrisa, tj. intonacijskih i
ritamskih oslonaca iskazat ¢e se u izvedbenoj sigurnosti, medutim, svodenje
razlicitih glazbenih izricaja na iskljucivo tonalitetne kriterije oblikovanja i
izvodenja moze rezultirati pogre$nim shvacanjem prirode odnosa glazbenih
komponenti pa time utjecati na promasenu ili nedovoljno dobro pogodenu
estetiku i poetiku prilikom izvodenja glazbenog djela.

3. Problem ¢itanja Lukaciéeve glazbe

S obzirom na ranije navedene glavne karakteristike Lukaci¢evih skladbi op-
ravdano je o¢ekivati kod danasnjih glazbenika, koji se prvi put susrecu s not-
nim tekstom moteta iz zbirke Sacrae cantiones, da uoce cijeli niz tonalitetnih
znalajki koje bi mogle biti uporista pocetnog glazbenog razumijevanja. To
se prije svega odnosi na navedene tonalitete i kadence koje ih afirmiraju te
metarsku organizaciju ritma. Takoder, buduéi da je u suvremenim transkrip-
cijama ispisana i dionica bassa continua, uocit ¢e se i niz harmonijskih obra-
zaca 1 openito uspostaviti jasna povezanost izmedu melodijske i harmo-

¢ Radi se o nacelima koje je definirala gestalt psihologija ili gestalt teorija (Usp. Pavel

Rojko, Psiholoske osnove intonacije i ritma, Muzicka akademija Zagreb, Zagreb, 2012.,
80.). Jedno od najvaznijih nacela je nacelo grupiranja (Usp. John Booth Davies, Zhe
Psychology of Music, Hutchinson & Co (Publishers), London, 1978., 83.). Glazbe-
no-psiholoska polazista u temeljima su i usporedbe ucenja glazbenog i diskurzivnog
jezika, kako pokazuje E. Gordon koji svoju teoriju ucenja glazbenog jezika temelji
na ucenju intonacijskih i ritamskih obrazaca (Usp. Edwin E. Gordon, Cause and
Symptoms: Keynote address for the 4th International Conference on Music Learning
Theory, AUDEA, 4 Journal for Research and Applications of Music Learning Theory 19
(2017) 1,13.)
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nijske komponente. Razvidno je, medutim, da se ono $to se u Lukaci¢evim
skladbama moze oznaciti kao tonalitetno i ono $to su uobicajena tonalitetna
saznanja i o¢ekivanja danasnjih glazbenika, ne moze u potpunosti izjednaciti.
Naime, unato¢ brojnim teorijama koje prirodu tonalitetnih odnosa pojasnja-
vaju s iskljucivo akusti¢kog gledista, (poput primjerice izvodenja cjelokupne
strukture tonaliteta iz fenomena djelovanja tritonusa D. Despica’), zbog ¢ega
se tonalitet moze promatrati kao svojevrstan ,staticni” fenomen nepromjen-
ljivih odlika, vazno je razumjeti i njegovu povijesnu (razvojnu) datost i u¢inak
koji na danasnje glazbenike ima cjelokupno iskustvo doticaja s glazbom iz
razlicitih faza njegove uzlazne i silazne putanje. Tako su danasnji glazbeniciu
prilici izgradivati tonalitetno glazbeno misljenje apsorbiraju¢i na neki nacin
glazbu iz vrlo razli¢itih stadija nepravocrtnog razvoja tonalitetnog sustava,
kako iz faze pocetnog uspostavljanja ¢vrstih funkcionalnih odnosa, tako i iz

faze tzv. lebdecéeg tonaliteta” (De Leeuw 1995: 24).8

Kako se u ovom radu diskurs promatranja sa same glazbe nastoji premjestiti
na glazbenika, tako se i sam tonalitet nastoji promotriti iz kuta glazbenika
danasnjeg vremena. Tonalitet koji danas ¢ujemo, rezultat je viSestoljetnog ge-
neriranja, regeneriranja, procis¢enja i revidiranja zivog glazbenog materijala,
koji nije tek puko kulturno nasljede, ve¢ organski sastojak naseg kolektivnog
glazbenog bica te utjece na glazbenike sa svim generiranim znacajkama, bili
oni toga svjesni ili ne. I bas zbog toga, s danasnje pozicije promatranja Luka-
Ciceve glazbe, Citati njegovu glazbu ne znadi tek percipirati tonalitetne zna-
Cajke s primjesom modusnih karakteristika, kako najcesée nalaze percepcija
glazbenika proizaglih iz ,klasi¢nog” glazbenog obrazovanja, nego tonalitet
koji je primarno harmonijski pojam, nastojati shvatiti u njegovim melodij-
skim ishodistima, pocetnoj nestalnosti i fluidnosti, a mogli bismo reéi, i u
svojevrsnoj ,Cistoéi”. To je uistinu tezak zadatak, pa ipak, da bismo se pribli-

Teorija koja se oslanja na teoriju ruskog glazbenog teoreticara A. Ogoloveca koji na
slican nadin promatra usmjerenost tonova ljestvi¢nih sustava. Dejan Despi¢ sli¢no raz-
misljanje prosiruje na harmonijsku komponentu u knjizi 7eorija tonaliteta, Umetnicka
akademija u Beogradu, Beograd, 1971.

Nizozemski glazbeni teoreti¢ar T. De Leeuw, ovaj izraz (u njemackom prijevodu
schwebende Tonalitit) navodi kad obja$njava razloge koji su krajem 19. i pocetkom 20.
stoljeca doveli do raspada tonalitetnog sustava. Usp. Ton De Leeuw, Die Sprache der
Musik im 20. Jahrbundert. Entwicklung, Strukturen, Tendenzen. Verlag Freies Geiste-
sleben, Stuttgart, 1995.

136



DAVORKA RADICA - PRIJEDLOG METODOLOSKOG PRISTUPA INTONACIJSKO-RITAMSKO]J PROBLEMATICI...

zili pravoj prirodi odnosa glazbenih komponenti u motetima I. Lukacica, a
uzimajudi u obzir ,tonalitetna o¢ekivanja” danasnjih akademski obrazovanih
glazbenika, predlazemo u nastavku svojevrstan didakticko-metodicki put
njihovog postupnog upoznavanja/¢itanja.

3.1. Citanje ritma

Za glazbu koju primarno odreduje njezina pojavnost u vremenu, vremenska
komponenta predstavlja onu domenu koja ponajvise doprinosi apstrakeiji
ukupnog dozivljaja njezinog ,govora”. S aspekta stupnjevanja glazbene ra-
zumljivosti, mogli bismo reéi, neka nam je glazba utoliko razumljivija, uko-
liko je vremenski bolje organizirana. S obzirom na grupiraju¢u prirodu nase
glazbene percepcije, to bi se doslovno odnosilo na ono glazbeno vrijeme koje
se da dobro izbrojati. U vremenskim organizacijama glazbe u kojima postoji
jedinica brojanja, ¢ime je omogucen uglavnom precizan zapis pa prema tome
i precizna izvedba, razlikujemo dvije krajnosti koje imaju i povijesnu auten-
tiénost.

1. Ritamsko-metarska organizacija glazbenog vremena (divizijski ritam);
2. Ritam organiziran ,,0d notne vrijednosti” (aditivni ritam).

Najvjerniji izraz prvog slucaja (gdje, dakle, nasa percepcija pristupa brojanju
sa glediSta grupiranja) nalazimo opcenito u tonalitetnom razdoblju glazbe-
ne povijesti, posebno u razdoblju klasicizma. Kad govorimo o glazbenom
razumijevanju, govorimo o svojevrsnoj troslojnoj percepciji ritma u kojoj se
istodobno sintetizira jedinica brojanja (mikro-doba), njezine podjele i multi-
plikacije, te ,,takt” u ¢jelini (makro-doba).

Drugi je slucaj primarno vezan uz tzv. ,slobodni ritam” i ritamsku tehniku
u skladateljskoj teoriji francuskog skladatelja Oliviera Messiaena (1908. -
1992.). Radi se o posve suprotnom nacinu razmisljanja od prethodno opisa-
nog, odnosno o uzimanju u obzir najmanje notne vrijednosti koja se multi-
plicira da bi se precizno odmjerili suptilni odnosi notnih vrijednosti koje ne
podlijezu nikakvim pravilnim grupiranjima poput onih u metarski organizi-
ranom ritmu.

Sljedeéi primjer u kojemu se primjenjuje ovaj princip, moze se precizno
izvesti jedino ako se u obzir uzme aditivna logika, odnosno esnaestinka kao
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najmanja notna vrijednost koja ¢e to¢no odrediti trajanje (odbrojavanje) svih
ostalih notnih vrijednosti. Tako ¢ée se u prvom ,taktu”brojati odnosi 4, 4, 4, 2,

3,2,udrugom 2,2,2,3,3,3,1,au treCem 2, 3,4, 8.°

| 1 | | 11 | | | 1 - - | | 11
T 1 L T 1 | 1 L T — | " T |

Medutim, u sinkronom promatranju razli¢itih stanja glazbenog materijala,
nacelno prvi, nacelno drugi ili neki medustupanj izmedu prvog i drugog, mo-
guce je naciu gotovo svakoj glazbi i u svakom povijesnom razdoblju. Naravno,
na op¢i dojam vremenske organizacije utjece i meduodnos ritamske s drugim
dvjema bazi¢nim glazbenim komponentama, melodijskom i harmonijskom.

Upravo zbog tonalitetnih (harmonijskih) znacajki koje su u pocetnom stadi-
ju uspostavljanja sustava te utjecaja horizontalnog nacina misljenja i opéenito
ostataka modusnih obiljezja, niti ritam u Lukaci¢evim motetima nije ¢vrsto
metarski odreden, unato¢ naznacenim binarnim i ternarnim organizacijama.
Takoder, unato¢ modernim transkripcijama, valja uzeti u obzir da su vokalne
dionice u originalu pisane bez taktnih crta $to je dodatni poticaj danasnjim
glazbenicima da ustraju u nastojanjima razotkrivanja pravih, u ovom slu¢aju
ritamsko-metarskih polazista ove glazbe.™

Kad glazbenik vidi taktne crte njegov nacin razmisljanja automatski ,uka-
lupljuje” i samu glazbu u obrasce naglasenog metarskog ustroja. Zato bi za
prvo upoznavanje s motetima I. Lukaci¢a bilo najbolje koristiti izdanja koja
(postujuéi original) imaju taktne crte u dionici dassa continua, a u vokalnim
dionicama tek naznake taktnih crta izmedu crtovlja. U svjetlu gore nave-
denih krajnosti ritamskog ¢itanja, zanimljivo je primijetiti da smo kod pr-
vog ritamskog Citanja Lukaci¢eva notnog teksta vise usredotoceni na notne
vrijednosti kao takve, nego na metarske cjeline."! Razlog tome je u prirodi

Predoceni ritamski tijek predstavlja kombinaciju indijskih ritamskih obrazaca (tale)
iz 1. stavka skladbe Kvartet za kraj vremena, Liturgija kristala (Usp. Olivier Messiaen,
Technique de mon langage musical. Texte., Leduc, Paris, 1944.,18.)

10 Govoredi o suptilnim nijansama koje su sastavni dio originalnog Lukaci¢evog zapisa,
E. Stip&evi¢ napominje: ,Uopce, izvorna notacija uvijek posjeduje slojevitost informa-
cija upucenih glazbenicima, $to ih suvremena transkripcija nikada nije u stanju preni-
jeti bez ostatka.” (Usp. Ennio Stipéevi¢, Tvan Lukacié, 106.)

Autorica ovdje govori o vlastitom iskustvu te iskustvu rada sa studentima na glazbenoj
akademiji.

11
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Lukaci¢eve glazbe: u elementarnom smislu determiniranja ritma, moglo bi
se re¢i da ritam vi$e iz trajanja nego iz naglasaka udahnjuje Zivot melodijskim
gibanjima. Nesto je lakse Citati ritam u ternarnim mjerama bududi da se u
ovim slucajevima pojavljuju ponesto manje divergentne ritamske podjele, a
one se svode na nekoliko najvaznijih ritamskih kombinacija, kako je to ista-

knuo i J. Andreis (1970: 25).

Ukazivanje ¢e na ovu posebnost zapisa i ¢itanja zasigurno doprinijeti kasnijoj
viernijoj interpretaciji skladbe. U svakom slucaju, ovaj ponesto otezavajuci
¢imbenik na pocetku koji se tice vece usmjerenosti na svaku pojedinu not-
nu vrijednost nego na takt kao cjelinu, korisniji je nego da se iz bilo kakvih
olaksavajucih razloga u vokalnim dionicama dodaju taktne crte. Navedene
specifi¢nosti koji se ticu pristupu ritamskom ¢itanju mogle bi se navesti kao
opce za sve motete iz Lukaci¢eve zbirke.

3.2. Citanje intonacije

Pored specifi¢nosti ritamske domene pri ¢itanju Lukaci¢evih partitura, ov-
dje ¢emo istaknuti i neke vazne intonacijske momente koji su klju¢ni za $to
bolje razumijevanje predocene glazbene materije.

Kao $to metarska organizacija ritma ovdje nije niti priblizno onako ¢vrsto
ustrojena kako nam je poznato iz tipi¢nih tonalitetnih skladbi, tako i kod
pristupa intonaciji ne bi bilo uputno jednostavno zapoceti s konstatacijom
pocetnog tonaliteta i usmjeravanjem intonacijskog misljenja na uobicajena
(tonicka) tonalitetna uporista. Posebno bi pogresno bilo zapoceti intonirati s
jakim usmjerenjem na tonalitet, a modusna obiljezja shvatiti tek kao svojevr-
snu varijantu tonaliteta. Primjerice, miksolidijski modus kao dursku Jjestvicu
sa snizenim 7. stupnjem ili dorski modus kao prirodnu molsku ljestvicu s
poviSenim 6. stupnjem i sl. Ovakav nacin misljenja o modusima ne odgovara
niti povijesnoj putanji (redoslijed je zapravo bio obrnut), a sto je jo$ vaznije,
ne pogada pravu prirodu modusa. Da bismo na neki nacin izbjegli prejaku
tonalitetnu orijentaciju na pocetku, ovdje predlazemo pjevanje svojevrsnih
predvjezbi kao pripremu za ulazak u stvarni tonalitetno-modusni prostor in-
tonacije i usmjerenje na primarno melodijsku komponentu. Vjezbe koje su
ovdje navedene za ,predintoniranje” mogle bi biti korisne i zato jer intonira-
njem bez teksta i konkretnog melodijsko-harmonijskog izri¢aja, otkrivamo
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tonalitet ili modus (ili mjesavinu jednog i drugog) najprije kao neutralni pro-
stor te unaprijed usmjeravamo intonacijsku pozornost na specifi¢nosti po-
jedinog moteta. Drugim rije¢ima, te vjezbe nisu univerzalne nego bi trebale
biti vjezbe za svaki motet posebno.

Primjerice, predintonacijske vijezbe za jednoglasni motet Cantabo Domi-
no krecu se u melodijskim prostorima F-dura, miksolidijskog na f, B-dura,
g-mola i d-mola. Jasno se vidi da se nacelno radi o dva prostora intonacije:
F-durskom i B-durskom s njihovim molskim paralelama. U tom je smislu
zanimljiv miksolidijski na f koji donosi svojevrsno kolebanje tonova e i es (e
kad je F-dur, es kad je miksolidijski modus), buduéi da ton es i akord es-g-b
ponekad pripadaju modusu, a ponekad znac¢e modulaciju u B-dur. Kao i u
mnogim drugim Lukaci¢evim motetima i ovdje se radi o mekom proklizava-
nju u razlicite, zapravo vrlo bliske intonacijske prostore.

U nastavku, predvjezbe prikazane praznim notnim glavama predstavljaju te-
meljnu predvjezbu, a one prikazane ispunjenim notnim glavama, nagovje-
Stavaju stvarne melodijske obrise tematskog materijala iz moteta Cantabo
Domino.
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Vjezbe su zamisljene tako da se prije ¢itanja konkretnog notnog teksta naj-
prije naizmjeni¢no intoniraju temeljne predviezbe (ulazenje u melodijski
prostor) i melodijski obrisi tematskog materijala.

Nakon $to smo vise puta i nasumi¢nim redoslijedom otpjevali prikazane
predvjezbe, ve¢ smo donekle usli u melodijski prostor skladbe, a nasuprot
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tonalitetnoj logici intoniranja gdje se harmonijska pratnja pridodaje da bi
se intonacija udvrstila, ovdje ¢emo koliko god je to dulje moguée izbjega-
vati sviranje dionice bassa continua te intonirati ,ogoljeli” melodijski mate-
rijal solmizacijskim ili neutralnim slogovima. Ovo je i jedna od najvazni-
jih posebnosti intonacijsko-ritamskog pristupa tzv. ranoj glazbi. Naime, tzv.
vremenski ¢imbenik, odnosno broj ponavljanja primjera, redoslijed prilikom
intoniranja, dulje ili krade zadrzavanje na pojedinom odsjecku i sl., imaju
odlucujuéu ulogu pri formiranju glazbenog misljenja i opéeg dojma o nekoj
skladbi. Klju¢an je osim toga i na¢in kako ulazimo u intonacijski prostor, har-
monijsko-kadencnim uc¢vrsc¢ivanjem pocetnih intonacijskih predispozicija ili
,samo” melodiziranjem ljestvi¢nog prostora. Ponovimo li, primjerice, vise
puta kadencu F-dura prije prvog intoniranja skladbe poput Cantabo Domino,
slusnu ¢emo percepciju snazno ucvrstiti u tonalitetne punktove i nikakve ka-
snije intervencije niti pojasnjavanje melodijskih i harmonijskih finesa, nece
bitno pomodi u tome da se Lukacicevu glazbu dozivi, pa prema tome i izvede,
mekse, fleksibilnije, horizontalnije i s.'?

Kad se nakon svladane intonacijsko-ritamske problematike vokalne dionice
pjevanju prikljudi i basso continuo, odnosno harmonijska komponenta, trebala
bi ponajprije posluziti za detektiranje kadenci, a time i glavnih obrisa for-
malnih dijelova. Tako motet Cantabo Domino ima 5 vremenski dobro urav-
notezenih dijelova. Prvi dio, koji sadrzi dvije teme, jednu u trodobnoj (a), a
drugu u Eetverodobnoj mjeri (b), na pocetku se doslovno ponavljaaib tema.
Shema je: A A1 B C D Coda. Uz prelazak u B-dur koji je glavna protuteza
pocetnom F-duru i miksolidijskom na f, glavni kontrast moteta su upravo
dvije spomenute teme.

2 Radi se o &injenici koja je klju¢na kod uéenja solfeggia, a to je da su pri uéenju glazbe-
nog jezika tonalitetni obrasci poloZeni u dubljim slojevima nase memorije kao svoje-
vrsna glazbeno-jezi¢na ,infrastruktura”, kako to navodi i E. Gordon u svojoj najvaz-
nijoj knjizi Learning sequences in music: A contemporary music learning theory. Ona bitno

odreduje sva intonacijska i ritamska znanja i vjestine.
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Temaa Temab

Organizirana ternarno Organizirana binarno
Pokretni tempo Nesto sporiji tempo
Silabicki tretman teksta Melizmaticki tretman teksta
F-dur + miksolidijski na f Samo F-dur.

Nakon $to smo na ovaj nacin pristupili intonaciji i ritmu te dobili predodzbu
formalnih obrisa skladbe, slijedi pjevanje uz odgovarajucu analizu teksta i
eventualno daljnji rad na glazbenoj izvedbi.™

Slican bi pristup bio i kod ¢itanja dvoglasnog moteta Cantate Domino.

Ovaj motet u intonacijskom smislu pociva na ,kosturu” kojeg ¢ine tonovi
g-b-d. Svaki novi odsjecak u svakom glasu uvijek zapo€inje jednim od ova tri
tona. Kao i u prethodnom motetu, bez obzira na tonalitetne punktove, ¢itanje
neéemo zapoceti snaznim potvrdivanjem pocetnog tonaliteta (B-dur), nego
predvjezbama u kojima ¢emo najprije postiéi svojevrsnu (,meksu”) melodij-
sku senzibilizaciju za prostore g-mola, B-dura i d-mola, a potom intonirati
najtipi¢nija melodijska kretanja:
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13 Tako izvedbeni aspekt skladbe u konacnici nije dio ovdje opisanog pristupa ritmu i

intonaciji, kao ni opéenito predmeta solfeggia, ovdje je vazno naglasiti bogatstvo or-
namentike u navedenoj b temi o kojoj L. Zupanovié kaze sljedece: ,Kao da je psiha
izvodaceva ponesena tekstom §to, razumljivo, traje u vremenu te ga Zeli jo§ vise poten-
cirati raspjevano§¢u melodijske linije. A rezultat zanosi: sve se stapa u skladnu cjelinu,
razumljivu i tekstovno i melodijski, harmonijski dopunjenu upravo onoliko koliko je
potrebno” (Usp. Lovro Zupanovié, Umjetnost Tvana Lukacica Sibencanina, Radovi
Instituta JAZU u Zadru 13-14,1968.,382).
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U sljedeé¢im ¢emo se odlomcima usredotoditi na intonacijska nijansiranja to-

nova f (primjer 25) i fis (primjer 26).

Primjer 25

Primjer 26
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Ova dva odsjecka bilo bi korisno vise puta otpjevati naizmjeni¢no. Intonacij-
sko nijansiranje tonova f'i fis nakon poc¢etnog dozivljaja ,kolebanja” tonaliteta

i modusa, u konaénici vodi njihovom ,stapanju”.

Potom bi se trebalo usredotociti (razmotriti analiticki) na neka izrazita me-
lodijska mjesta poput nijansiranja koja ¢ine kadenca u g-molu te izrazita

kadenca melodijskog d-mola:
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Tek nakon rada na odvojenim vjezbama i predvijezbama slijedi ,spajanje”
dvoglasja, pjevanje s tekstom, zatim dodavanje dassa continua i nastavak rada
na izvedbenim nijansama skladbe.

Zakljucak

Vaznost ovdje prikazanog pristupa intonacijsko-ritamskom ¢itanju/pjevanju
skladbi iz Lukacic¢eve zbirke na primjerima moteta Cantabo Domine i Cantate
Domine, lezi ponajprije u potrebi da se svakoj novoj generaciji glazbenika
pokaze put otkrivanja glazbe iz same partiture. Pri tome bi ¢ak i samo dvije
promisljeno otpjevane/procitane skladbe mogle glazbeniku razotkriti cjelinu
Lukaci¢eva skladanja, pa i onog za kojeg se moze naslutiti da je postojao
povrh jedine njegove sacuvane zbirke moteta.

Put prema nekoj skladbi u smislu njezinog istinskog razumijevanja i njezi-
ne izvedbe put je postupnog razotkrivanja njezinih pojedinih slojeva. Ti se
slojevi mogu otkrivati razli¢itim redoslijedima, a pronalazak pravog je kao
pronalazak klju¢a razumijevanja koji ne mora biti jednak za svakog od nas
niti mora vrijediti kao opée pravilo za glazbenike u svakom vremenu.

Glazbeno je umjetnicko djelo rezultat naseg susreta sa Zivom materijom.
Osluskujudi kako ,,dise” neka glazba u nastojanju da se priblizimo duhu vre-
mena u kojemu je nastala, ¢esto zaboravljamo osluhnuti kako diSemo mi
sami, pa ipak muziciranje nikada nije samo nastojanje da se premosti vrijeme
i poveze danasnji glazbenik s onim od prije stotinu, dvije ili u nasem sluc¢aju
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Cetiri stotine godina, nego je i predokus vje¢nog i neprolaznog, a glazba Ivana
Lukaci¢a, naseg pradavnog sugradanina, jasan je primjer koji o tome nedvo-
smisleno svjedodi.
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,BELLE FANTASIE E LEGGIADRE INVENZIONI”
U LUKACICEVU MOTETU SICUT CEDRUS

Vito Bali¢
UDK: 2-722.53+78.072.1Lukaci¢, I. M. Umjetnicka akademija
2-722.53-057.162:2-523.6 Sv. Frane]Lukacig¢, Sveudilista u Splitu
1.M.(497.583Split)“1620/1648¢ vito@umas.hr

099.5Lukaci¢,I. M..:398.88
Izvorni znanstveni rad

Rad zaprimljen: 5/2021.

Sazetak

O glazbenom obrazovanju Ivana Lukacica i o njegovoj zbirci Sacrae cantiones (Vene-
cija, 1620.) jos uvijek malo znamo. Zbog toga se u radu analizira monodijski general-
basovski motet Sicut cedrus iz povijesnog, liturgijskog i glazbenog aspekta. U njegovom
oblikovanju zadrzava se liturgijsko-glazbena forma wvelikog responzorija i proZima
motetskim nacinom oblikovanja, ali u jednom razvojnom kontinuitetu pocetnog motiva.
Iz analiza i usporedbi sa srodnim djelima suvremenika uocavamo da je Lukacicev glaz-
beni jezik prozet skladateljskim postupcima obaju stilova (prima i seconda prattica) i
znacajkama triju glazbenih vrsta, moteta, madrigala i koncerta, koje su obiljezile crkve-
nu glazbu u proim desetljecima 17. stoljeca, otkrivamo utjecaj tradicije moteta rimske
crkvene glazbe (Viadana, Cifra), ali prepoznajemo i skladateljske postupke usvojene od
njegove franjevacke subrace (Finetti, Viadana i Mortaro).

Klju¢ne rijeci: motet, responzorij, basso continuo, monodija, Sacrae cantiones, 17.

stoljece, splitska katedrala, motivski razvoj

1. Povijesni i liturgijski kontekst

Ivan Marko Lukaci¢ (Sibenik, kriten 17. travnja 1587. — Split, 20. rujna
1648.) hrvatski je franjevac i skladatelj. O njegovom obrazovanju znamo
samo nekoliko podataka. U Italiji je stekao stupanj bakalaureata do 1612,
a u Rimu 23. ozujka 1615. godine proglasen je magistrom glazbe (magister
mausices). Od 1618. godine Lukaci¢ je bio ¢lan $ibenskog samostana, a od
23. lipnja 1620. godine preuzima duznost gvardijana samostana sv. Frane na
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Obali u Splitu koju ¢e obavljati istovremeno sa sluzbom musices praefecti u
splitskoj katedrali do sredine etvrtog desetljeca 17. stoljeca.’

Jedina poznata Lukaciceva zbirka Sacrae cantiones singulis binis ternis quater-
nis quinisque vocibus concinendae objavljena je u Veneciji ,,sub signo Gardani”
1620. godine. Iz podnaslova zbirke u kojoj se Lukaci¢ navodi kao ,,In Metro-
politana Spalatensi Ecclesia Musices Praefecti”i iz posvete Giacoma Finetti-
ja koja je u njoj tiskana s datumom 25. ozujka 1620. godine zaklju¢ujemo da
je Lukaci¢ preuzeo kapelnicku sluzbu u splitskoj katedrali prije preuzimanja
sluzbe gvardijana u samostana sv. Frane na Obali. Plamenac pretpostavlja da
je Lukaci¢u u vrijeme primanja u $ibenski samostan 1618. godine povjereno

yupravljanje muzikom u splitskoj stolnoj crkvi”.?

Jos je puno otvorenih pitanja o Lukacic¢evoj zbirci. Kada je nastala? Radi li
se o skladbama koje su nastajale tijekom njegova skolovanja u Italiji i kojoj
tradiciji pripadaju? Jesu li nastale za vrijeme Lukaciceve sluzbe kapelnika
u splitskoj katedrali ili je mozda rije¢ o skladbama kojima se Lukaci¢ htio
predstaviti kao kvalificirani kapelnik za sluzbu u katedrali, vodeéi pritom
racuna o njezinim blagdanima i liturgijskim potrebama? Jesu li se njegove
skladbe mogle izvoditi u bogosluzju u katedrali? Sljede¢im promisljanjima
pokusat ¢emo se pribliziti odgovorima na ova pitanja.

Lukaciceve skladbe pripadaju novom tipu crkvene glazbe koji mozemo odre-
diti kao generalbasovski motet’ ili koncert za mali broj koncertirajucih gla-

! Nikola Mate Ros¢i¢, Redovnicki lik Ivana Marka Lukaci¢a u svjetlu novih podata-
ka, u: Ljudevit Anton Maraci¢ (ur.), Lukacié, zbornik radova znanstvenog skupa odr-
Zanog u povodu 400. obljetnice rodenja, Provincijalat franjevaca konventualaca, Zagreb,
1987., 55-57. Ennio Stipéevi¢, Jvan Lukacié, Muzicki informativni centar Koncer-
tne direkcije Zagreb, 2007., 34-77. Bojan Buji¢, Lukaci¢ [Lucacich, Luccacich, Lu-
cacih], (Marko) Ivan [loannes], Grove Music Online, 2001., https://doi.org/10.1093/
gmo/9781561592630.article.17150 (pristupljeno: 30. 3. 2021.)

Dragan Plamenac, Glazba 16. i 17. stoljeca u Dalmaciji. Osam studija, prir. E. Stipéevié,
Knjizevni krug, Split, 1998., 167.

U ovom razdoblju naziv ,motetus” primjenjivao se u oznacavanju triju razli¢itih glaz-
benih vrsta, moteta, koncerta i kantate, pa bi bilo bolje govoriti o motetskom stilu ili
motetskim principima oblikovanja. Usp. Heinrich Hischen, Die Motette (Das Mu-
sikwerk, 47), Laaber-Verlag, Laaber, 1970., 17; Noel O’Regan, The Church Triump-
hant: music in the liturgy, u: Tim Carter i John Butt (ur.), 7he Cambridge History of
Seventeenth-Century Music, Cambridge University Press, Cambridge, 2005., 283-323.
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sova, koji se razvio pod utjecajem zbirke Cento concerti ecclesiastici Lodovica
Viadane iz 1602. godine i koji je u velikom broju zastupljen u crkvenoj glazbi
17. stolje¢a.* U tom tipu posebnu pozornost privlaci novi monodijski stil u
kojemu se solisticko pjevanje javlja uz pratnju bassa continua ili generalbasa,
koji je zapisan u vidu basovske dionica sa Siframa i oznakama prema kojima
se improvizira viSeglasna pratnja. Viadanina crkvena monodija nadovezuje se
na tradiciju moteta rimske crkvene glazbe i razlikuje se od istodobno objav-
ljenih svjetovnih monodija Giulia Caccinija i drugih autora koji su skladali
u duhu firentinske kamerate svjetovne stihove s naglasenim afektivnim tre-
tmanom teksta.’

Lukaciceva zbirka Sacrae cantiones sadrzi 27 skladbi: 18 skladanih na tekstove
iz Brevijara ili Casoslova i 4 na tekstove iz Misala, 3 teksta mogu pripada-
ti obama izvorima, a samo 2 teksta ne nalazimo u njima.® Veéina tekstova
koje je Lukaci¢ uglazbio iz Brevijara pripada matutinu (18): najbrojniji su
tekstovi responzorija (8), od kojih tri mogu biti i misni dijelovi, zatim sklad-
be s uglazbljenim dijelovima psalama (5), Pjesme nad pjesmama (4) i jednog
himna. Pojedini tekstovi pripadaju samo jednom blagdanu, dok ih veéina
moze posluziti u prigodama vise svetkovina koje su se slavile u splitskoj ka-
tedrali. Sli¢no je i s tekstovima iz Misala koji pripadaju vlastitim dijelovi-
ma misnih slavlja (uklju¢ujuéi i troglasno uglazbljeni dio evandelja Domine,
puer meus), osim Suscipiat Dominus, odgovora na kraju darovne molitve, koji
pripada misnom ordinariju. U misnim slavljima 16. i pocetka 17. stoljeca
potvrdena je praksa izvodenja moteta na tekstove iz Casoslova odgovarajuéeg
dana.” Moteti su se mogli izvoditi i na nekoliko mjesta u misnom slavlju
bez da pripadaju liturgiji odredenoga dana, primjerice za vrijeme (umjesto ili

O motetu u Dalmaciji vidi: E. Stipéevi¢, The Small-Scale Motet in Dalmatia in the
First Half of the Seventeenth Century, Musicologica Istropolitana 12 (2017),103-118.
Giinther Massenkeil, Die konzertierende Kirchenmusik, u: Karl Gustav Fellerer (ur.),
Geschichte der katholischen Kirchenmusik, sv. 11, Barenreiter-Verlag, Kassel..., 1976.,
93-95.

> Werner Braun, Die Musik des 17. Jahrhunderts, Laaber-Verlag, Laaber, 2008., 205.

¢ E.Stipeevié¢, Ivan Lukaci¢, 86-88. Usporedi rad Domagoja Volarevica ,Liturgijska im-
postacija moteta Sacrae cantiones Ivana Marka Lukaci¢a” u ovom Zborniku.

Ludwig Finscher i Annegrit Laubenthal, Kapitel IV: ,Cantiones quae vulgo motectae
vocantur”. Arten der Motette im 15. und 16. Jahrhundert, u: L. Finscher (ur.), Die
Musik des 15. und 16. Jahrhunderts (Teil 2), Laaber-Verlag, Laaber, 1990., 282.

151



IVAN LUKACIC - KAPELNIK SPLITSKE KATEDRALE - ZBORNIK RADOVA

nakon) ofertorija, nakon pretvorbe (moteti s tekstom Presvetom Sakramen-
tu), za vrijeme (umjesto ili nakon) komunija i nakon otpusta.® Uglazbljivanje
tekstova iz matutina ucestala je praksa u Lukaci¢evo doba,’ §to je vidljivo iz
brojnih objavljenih zbirki toga vremena, uklju¢ujuéi i Donfridovu'® zbirku u
¢ijem je trecem svesku iz 1627. godine objavljeno pet Lukacicevih skladbi.
Tekstovi matutina nisu mogli posluziti kao introit ili gradual, ali su se mogli
izvoditi za prikazanje ili za pricest." Veéi broj skladbi iz Lukaci¢eve zbirke
mogao se izvoditi u sli¢nim prilikama u bogosluzju u splitskoj katedrali.

Premda su skladbe u Lukaciéevoj zbirci poredane po broju glasova, a ne po li-
turgijskim slavljima, vise njih moze pripadati istom blagdanu zbog rasporeda
teksta u liturgijskom vremenu. Tako uo¢avamo da $est skladbi moze pripa-
dati matutinu za blagdan Uznesenja Marijina, kojemu je posveéena splitska
katedrala, ali i drugim Marijinim blagdanima kroz godinu. To su skladbe na
vlastite tekstove blagdana:

Osculetur me — In I. Nocturno. Lectio i. [prvi dio]
Trahe me post te — In I. Nocturno. Lectio i. [drugi dio]
Sicut cedrus — In I. Nocturno. Resp. ii.

i psalmi koji pripadaju ¢asoslovu za slavlja Blazene Djevice Marije kroz go-
dinu (ali i drugim vlastitim i zajednickim svetackim slavljima):

Ex ore infantium — In I. Nocturno. [Ps. 8, v. 3]
Coeli enarrant Gloriam Dei — In I. Nocturno. [Ps. 18, v. 1-3]
Cantate Domino — In III. Nocturno. [Ps. 95, v. 1-3.]%?

Iz navedenih mjesta u matutinu vidimo da je Lukaci¢ uglazbio dijelove prve
noénice pa se postavlja pitanje je li mogao izvoditi ove motete u liturgiji

8 Michael Hirting, Die gottesdienstliche Feier, u: K. G. Fellerer (ur.), Geschichte der
katholischen Kirchenmusik, sv. 11, Birenreiter-Verlag, Kassel..., 1976., 56. Usp. tako-
der: Franz Koérndle, Kapitel III: Die Motette vom 15. bis zum 17. Jahrhundert, u:
Horst Leuchtmann i Siegfried Mauser (ur.), Messe und Motette, Laaber-Verlag, Laaber,
1998.,95.

% Usp. M. Hirting, Die gottesdienstliche Feier, 57.

10" Johann Donfrid (prir.), Promptuarii musici..., sv. I-111, Paul Ledertz, Augsburg, 1622.,
1623.,1627.

' M. Hirting, Die gottesdienstliche Feier, 57.

2 Breviarium Romanum Ex Decreto Sacrosancti Concilij Tridentini restitutum, Venecija,

1580., 440v, 4411, 541r, 541v, 542v, 543r.
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asova u splitskoj katedrali ili ih je izvodio na blagdan, za vrijeme mise umje-
sto ili nakon ofertorija ili komunija. Pritom ne treba iskljuciti ni moguénost
izvodenja ovih moteta i u izvan liturgijskim poboznostima.

Sto se tice samih glazbenika u splitskoj katedrali, pouzdano znamo da je za
vrijeme Lukaciceve kapelnicke sluzbe stalno bio namjesten i orguljas.” O Se-
storici pjevacima imamo podatke iz 1604. 1 1606. godine, kada je nadbiskup
bio Markantun de Dominis koji je odredio njihove prihode, duznosti za tra-
janja bogosluzja i vladanje u koru. De Dominis je nabavio i nove prijenosne
orgulje, jer velike orgulje nisu vise bile u funkciji."* Ne znamo je li se taj sastav
odrzao u Lukaciéevo doba, ali iz podataka i sacuvanih notnih materijala 18.
stoljeca vidimo da je u splitskoj katedrali stalno postojala pjevacka kapela od
najmanje 6 umjesnih pjevaca kojima su se mogli pridruziti i klerici koje je
gregorijanskom i figuralnom pjevanju poucavao uéitelj glazbe u katedralnoj
skoli,”® pa prema tomu nije upitno da je Lukaci¢ imao s kim izvesti svoje
skladbe. Od $est moteta koje je skladao na tekstove matutina za blagdan
Uznesenja Marijina Cetiri skladbe su jednoglasne, a preostale su po jedna
dvoglasna i Cetveroglasna.

Kanonici su splitske katedrale zajednicki vrsili koralnu sluzbu u katedrali
koja je obuhvacala moljenje ¢asoslova i konventualnu misu. Sturi su podatci

13 U Lukaci¢evo doba orguljasi su bili svjetovnjak Marc(o) Antonio (Donoso) Romano,
fra Gasparo Ferrero, fra Claudio Balbi da Longiano, a mozda i splitski kanonik i orgu-
ljas don Rinaldus de Rinaldis. Usp. Nikola Mate Ros¢i¢, Glazbena tradicija Samostana
sv. Frane na Obali u Splitu od 1600. do 1900. godine, Ar#i musices 21 (1990) 1,13-18.
Izvore o pjevacima i orguljama jo§ treba provjeriti. Usporedi sljedeée radove: Grga No-
vak, Povijest Splita, Knjizevni krug, Cakavski sabor, Split, 1978., sv. 3, 1446-1447; D.
Plamenac, Toma Cecchini, kapelnik stolnih crkava u Splitu i Hvaru u prvoj polovini
XVII stolje¢a. Bio-bibliografska studija, Rad JAZU 262 (1938), 77-125 (cit. prema D.
Plamenac, Glazba 16. i 17. stoljeca u Dalmaciji, 41-43); Milo Asi¢, Mark Antonije de
Dominis, Promicatelj muzike ranog baroka u Splitu, Zouk 121-122-123 (1972), 68;
Miljenko Grgi¢, Toma Cecchini i Ivan Marko Lukaci¢ u Splitu, Zbornik radova V.
Medunarodnog simpozija ,Muzika u drustvu’, Sarajevo, 26. - 28. listopada 2006., Mu-
zikologko drustvo FBiH, Muzicka akademija, Sarajevo, 2008., 80.

Iz biskupskih izvjes¢a znamo da su onodobne prilike katedralne skole bile jako teske,
ali je u Lukaci¢evo vrijeme imala ucitelja gramatike i glazbe. Utitelj glazbe je vjero-
jatno bio sam Lukaci¢. Slavko Kovaci¢, Katedralne $kole u Dalmaciji pod mletatkom
vlaséu od konca 16. do pocetka 19. stoljec¢a prema biskupskim izvjestajima Svetoj sto-
lici, Croatica Christiana 15 (1991), 63-65.

14

15
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koje imamo o ¢asoslovu pa tek iz kasnijih vremena saznajemo da su kanonici
tri puta dnevno zajednicki molili: matutin i laude, male ¢asove i vecernje s
kompletorijem.'® ,Matutin se recitirao ili pjevao ljeti uvecer poslije komple-
torija, a zimi u zoru”,"” a kanonici su imali svoja mjesta u koru katedrale koja
su se nalazila iznad pjevackih klupa. Ni u kasnijim stolje¢ima ne nalazimo
puno vise podataka, ali na temelju bogate rukopisne ostavstine skladbi koje
su se izvodile u splitskoj katedrali u 18. 1 19. stoljecu’® mozemo pretposta-
viti da su postojale sli¢ne prakse u obredima i u prvoj polovini 17. stoljeca.
Premda u Glazbenom arhivu splitske katedrale ne nalazimo primjere koji bi
imali uglazbljen repertoar tekstova iz Lukacic¢eve zbirke, satuvane su brojne
vokalno-instrumentalne vecernje sa svim, cjelovito uglazbljenim psalmima
i himnima za razli¢ite svetkovine, kao i viSe potpuno skladanih lekcija (&i-
tanja) i responzorija (otpjeva) matutina s laudama (pohvalama) iz ¢asoslova
Velikog Cetvrtka, petka i subote. Zato sa sigurno$éu mozemo potvrditi da su
se u tim vremenima u katedrali javno izvodile svecane vecernje i matutin s
laudama skladani za pjevacki sastav sa solistima uz pratnju gudackih, a cesto
i duhackih instrumenata. Zbog svega navedenog je moguce pretpostaviti da
su se dijelovi Casoslova, vecernje i matutini s laudama, izvodili javno i sveca-
no i u Lukacic¢evo vrijeme, te da su njegovi moteti mogli biti dio liturgijskih
sveCanosti uo¢i blagdana koji su se slavili u splitskoj katedrali.

2. Kompozicijski aspekti moteta Sicut cedrus
2.1. Liturgijski tekst i njegova obrada

Prva skladba u zbirci Sacrae cantiones je monodijski generalbasovski motet
Sicut cedrus, koji je skladan za cantusa ili tenora uz pratnju bassa continua. U
njoj mozemo prepoznati razli¢ita stilska obiljezja i kompozicijsko tehnicke
postupke Lukaci¢eva vremena, ali i teZnju prema gradnji melodije i pratnje
razvijanjem ideja iz jednog motiva.

16 Ivan Ostoji¢, Metropolitanski kaptol u Splitu, Krs¢anska sadasnjost, Zagreb, 1975., 168.
7 1. Ostoji¢, Metropolitanski kaptol u Splitu, 129.

¥ Muzikalije u glazbenom arbivu splitske Stolnice sv. Dujma, inventarsku knjigu sastavila
Maja Orsi¢ (1986.), Arhiv sredili: Josko Belamari¢, Toni Belamari¢ i Stanislav Tuksar
1973.-75., Odsjek za povijest hrvatske glazbe, Zagreb, INV-04 (Sk), 1986., https://

dizbi.hazu.hr/a/?pr=i&id=11149 (pristupljeno: 30. 1.2021.)
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Lukaci¢ uglazbljuje tekst velikog otpjeva (responsorium prolixum) iz matutina,
koji je nastao prilagodbom biblijskog teksta iz Knjige Sirahove (24: 17, 20).
Ovaj responzorij odreden je u liturgijskom vremenu za sve blagdane u cast
Blazene Djevice Marije kroz godinu u drugoj noénici (nocturno) iza Cetvrtog
Citanja, a za blagdan Uznesenja Marijina i njegovu osminu (ocfava) u prvoj
no¢nici iza drugog ¢itanja.

Veliki responzorij iz matutina sastoji se od glavnog dijela responzorija (R),
verseta (V) i repetende (repetendum), ponavljanja zadnjeg dijela (*) glavnog
dijela responzorija.

R. (schola i kor)"
Sicut cedrus exaltita sum in Libano, et sicut cypréssus in monte Sion:
quasi myrrha elécta,
* Dedi suavititem odéris.

V. (schola)

Et sicut cinnamémum, et bilsamum aromatizans.

R. (kor)

Dedi suavititem odéris.

Oliver Strunk je opisao responzorijski motet kao tipi¢nu veliku formu ¢aso-
slova:

Kada je potpuno razvijen njegovo je istaknuto obiljezje podjela u dva di-
jela koji to¢no preslikavaju formu gregorijanskog responzorija od kojega
preuzima svoj tekst. Glavni dio responzorija uglazbljen je u prvom dijelu
(Prima pars), verset je uglazbljen u drugom dijelu (Secunda pars), a [forma]
je zaklju¢ena ponavljanjem zavr$nog retka ili redaka zadnjeg dijela glavnog
dijela responzorija te na taj nacin cjelina o¢ituje formu AB (Prima pars) :
CB (Secunda pars). Gregorijanski responzorij, iz kojega proizlazi ovaj mo-
tetski tip, glazbeni je odgovor poslije Citanja lekeija [Zectio] 1 kratkih Citanja
[capitulum], on je razradena i opsezna skladba koja pruza znatne moguéno-
sti solistickog iskazivanja. U skladu s tim se i motet s uglazbljenim tekstom
responzorija uobic¢ajeno javlja kao razradena, opsezna i briljantna kompo-
Zicija.

¥ Alberto Turco, I/ canto gregoriano. Corso fondamentale, Edizioni Torre d’Orfeo, Rim,

1996.,72-73. Sime Marovi¢, Glazba i bogosiuzje, Crkva u svijetu, Split, 2009.,104-105.
2 Qliver Strunk, Some Motet-Types of the 16th Century, u: Arthur Mendel, Gustave
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Lukaci¢ je u svojoj skladbi zadrzao liturgijsko-glazbenu formu responzorija
tako da je drugi dio (*) glavnog dijela responzorija, skladao u proporciji tri-
ple,?! a nakon njegova ponavljanja (repetenda) dodao mu je kratku kodu. Na
isti nacin uglazbio je jos cjelovite tekstove dvaju responzorija, Benedic Domine
s repetendom u tripli, a Sancti mei s repetendom u imperfektnom tempusu u
dvostrukom kontrapunktu.?? Ovakva podjela teksta, ako izuzmemo repeten-
du, odgovara motetskom nacinu oblikovanja u kojemu se svaka tekstna cjeli-
na obraduje zasebno s jednim odredenim melodijskim oblikom (tema, motiv,
soggetto) koji se imitira u svim dionicama, pa cjelina forme nastaje kao niz
lan¢ano povezanih dijelova. Lukaci¢ dodatno dijeli glavni dio responzorija i
verset na manje cjeline i izgraduje formu kao niz sedam glazbeno-tekstnih

cjelina.
1. | Sicut cedrus exaltita sum in Libano, | t.1-13 - razvoj motiva,
a eols T
2. | et sicut cypréssus in monte Sion: t.13-19 Imitacye A
3. | quasi myrrha elécta, t.19-21 | d dorski retrograc?nll' obhc13
transpozicije motiva
4. | Dedi suavititem odoris. t.22-25 | aeolski | karakterna promjena B
5. | Et sicut cinnamémum, et bilsamum | t. 26-29 | sintetsko povezivanje
d dorski L. . C
6. | aromatizans. t.29-31 motivskih varijanti
. . L. . | karakterna prom. +
7. | Dedi suavititem odéris. + Coda t.31-36 | aeolski |. . . B
istaknuti motiv

Reese i Gilbert Chase (ur.), Papers Read at the International Congress of Musicology Held
at New York, September 11th to 16th, 1939, Music Educators’ National Conference,
AMS, New York, 1944.,158. (Prijevod V. B.)

Pjevaju se tri semibrevisa na jedan otkucaj koji traje kao jedan semibrevis u imperfek-
tnom tempusu. Usp. Adriano Banchieri, La Banchierina, Alessandro Vincenti, Veneci-
ja, 1623., 20.

Cetiri uglazbljena responzorija (Orantibus in loco isto, Veni Sponsa Christi, Sancta et
Immaculata i Nos autem) imaju samo tekst glavnog dijela responzorija, a u Domine, qu-

21

22

inque talenta uglazbljen je samo verset. Nos autem, Veni Sponsa Christi i Domine, quinque
talenta mogu pripadati i propriju misa. Veni sponsa Christi nema potpuni tekst glavnog
dijela responsorija, kao ni #ractusa, pa se mozda radi o antifoni iz matutina ili veCernje.
Svi spomenuti responzoriji, jadnako kao i druge Lukaciceve skladbe iz zbirke, mogu
pripadati slavljima razli¢itih blagdana u splitskoj katedrali.
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Dakako, u monodijskom motetu se zabrana doslovnog ponavljanja dijelova
(redicta) i zahtjev za raznolikocu (varietas) tematske obrade® razlikuju od
viSeglasnog renesansnog moteta ne samo moguéno$cu primjene dvaju stilova
(prima i seconda prattica) nego i samim tehnickim ogranicenjima malobroj-
nog izvodackog sastava. Raznolikost tematske obrade (variefas) u novonasta-
loj glazbenoj vrsti moguca je na nekoliko nacina: samo u pjevackoj dionica,
izmedu pjevacke dionice i dionice dasso continua, a mogu joj doprinijeti i
improvizirane dionice continua.

Svaku tekstnu cjelinu u ovom motetu Lukaci¢ ponavlja po dva puta, §to pre-
poznajemo i u motetima Giovannija Pierluigija da Palestrine i Lodovica
Viadane, pri ¢emu se uvijek sluzi drugacijim skladateljskim postupcima koji
oponasaju motetske imitacijske tehnike. To uzrokuje da postupak ponavlja-
nja preuzima funkciju imitacije, kao da je rije¢ o samoimitaciji unutar jedne
te iste dionice.”* Ovaj se postupak dodatno istie u ponavljanjima za kvartu
ili kvintu naviSe i nanize, ¢ime se opona$a imitacija u susjednim glasovima,
kao da je rijec o latentnom dvoglasju. Svako od ovih ponavljanja, samoimita-
cija, u razli¢itom je intervalu: tema ,Sicut cedrus” ponovi se na istoj tonskoj
visini, ali produljene fraze s elementima diminucije, a potom se varirano po-
novi diminucijski dio za tercu navise, ,et sicut cypressus” ponovi se za kvintu
navise, ,Quasi myrrha” sekventno za tercu nanize, ,Et sicut cinnamomum”
za kvartu nanize, a na kraju ,aromatizans” u diminuciji za kvintu nanize. U
,2Dedi suavitatem” se ne ponavlja cijeli tekst, ali se zato cijeli dio ponavlja na
kraju moteta (repetenda).

U prvim dvama dijelovima skladbe provedene su imitacije izmedu bassa con-
tinua i cantusa tako da se u continuu na basovski ton kadence nadovezuje
tema novoga dijela moteta koja se potom imitira u pjevackoj dionici u gor-
njoj kvinti (t. 5 i 10) i oktavi (t. 13). Potpisivanjem teksta ispod ovih tema u
dionici continua dodatno su naglaseni pocetci novih cjelina, a njihove ritam-
ske varijante potvrdene kao teme.?* Ova se glazba nije izvodila iz zajednicke

% Estetski zahtjevi koje je postavio Tinctoris kao V1. i VIIIL. opée pravilo u Trecoj knjizi

svoga traktata o kontrapunktu (1477.). Joannis Tinctoris, Tractatus de musica, ur. Ed-
mond de Coussemaker, Lefebvre-Ducrocq, Lille, 1875., 394-399.

2 'W. Braun, Die Musik des 17. Jahrbunderts, 206.

% Vijerojatno su ligatura i rije¢ ,sicut” u 5. taktu u dionici continua pogre$no otisnuti:
ligatura trebali biti otisnuta ispod tona A na prijelazu u 6. t., a rije¢ ,sicut” je mogla biti
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partiture nego iz zasebnih sves¢i¢a s pojedina¢nim dionicama, pri ¢emu su
izvodaci vrlo pazljivo brojili dobe. Potpisivanjem teksta u dionici continua
olaksana je kordinacija medu izvodacima jer se prilikom pogreski nisu morali
vracati na pocetak skladbe, ve¢ samo do mjesta zajednicke kadence prethod-

noga dijela.
Primjer 1: Imitacijski pocetci u dionici continua.®
5 10 13 =~
T A S [ Y R e .'. pion] B4 LT LT
B 0 1 sl - S M ¥ TS (Ezi ? ei
T B A KT 5 1 5 e R e B e
ﬁ;f;/.___k}/" exal & fenr cipre

U svim ponavljanjima teksta, izuzev ,Quasi myrrha”, Lukaci¢ radi i metar-
ske pomake nastupa, §to takoder spada u postupke kojima se ostvarivala ra-
znolikost u motetskom oblikovanju: ,Sicut cedrus”, ,Et sicut cinnamomum”
i repetendu pomice za semibrevis, a ostala ponavljanja za minimu ispred
(»exaltata sum”i,aromatizans”) ili iza (,et sicut cypressus”) u odnosu na prvo
javljanje teksta. Ovu raznolikost metarskih nastupa dodatno pojacavaju imi-

tacije tema izmedu dionica continua i cantusa u udaljenosti triju minima (t.

4-5,9-101 13).

2.2.Tonski sustav i modalitet

Lukacic¢evi moteti temelje se na bastinjenom kasnosrednjovjekovnom ton-
skom sustavu i modalitetu koji su jo§ do u kasno 17. stoljece ¢inili osnovu
glazbe. ,Pseudoklasi¢ni” ili ,zapadnocrkveni” sustav osam crkvenih fonusa ili
modusa (nacina),”” koji je prosiren na dvanaest modusa u drugoj polovini 16.
stoljeca, bio je osnovni nacin misljenja za glazbenike toga vremena. Ako zna-
mo da je skladateljima bilo vazno izabrati modus u skladu s afektivnim izra-

potpisana na istom mjestu ili ispod pocetka teme u continuu (oznaceno strijelicama u

primjeru).

loannis Lvcacih, Sacrae Cantiones Singulis Binis Ternis Quaternis Quinisque vocibus

Concinendae, Gardano, Venecija, 1620., pretisak, Muzi¢ki informativni centar Koncer-

tne direkcije Zagreb, Gradska knjiznica ,Juraj Sizgori¢” Sibenik, 1998., Organum, E 2.

77 Za pregledan uvid u temu vidi: Anne-Emmanuelle Ceulemans, Die Modi in der Mu-
sik der Renaissance, u: Michele Calella i Lothar Schmidt (ur.), Komponieren in der
Renaissance. Lehre und Praxis, Laaber-Verlag, Laaber, 2013., 104-141.

26
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zom teksta, tada uo¢avamo da opisi autenti¢nog eolskog modusa kao primje-
renog izbora za vesele, slatke, ljupke i zvonke sadrzaje vise odgovaraju tekstu
ovoga moteta od tumacenja plagalnoga modusa kao Zalobnog i prikladnog
za oplakivanje i tugovanje.”® Obje dionice imaju raspone decime u kojima se
oktavni rasponi modusa prosiruju dvama tonovima: ispod raspona plagalnog
eolskog u cantusu i ispod finalisa autenti¢nog eolskog u continuu. Odnos ovih
dviju dionica nalikuje odnosu susjednih dionica u renesansnom motetu, ko-
jima su vokalni rasponi udaljeni za kvartu ili kvintu, tako da je jedna dionica
u autenti¢nom, a druga u plagalnom modusu, poput para ,komplementarnih”
modusa s istim finalisom,?” samo $to je u dvoglasnom vokalno instrumental-
nom slogu ovoga moteta njihova udaljenost prosirena za oktavu. Gledano
u cjelini, ovaj motet je u eolskom modusu s najistaknutijim kadencama na
finalisu a, ali i na tonu ¢. Uz njih se jos javljaju kadence na tonovima i f,
koje su strane modusu, pa su ih onodobni teoreticari i nazivali peregrinae.®
Dionica cantusa je najve¢im dijelom u plagalnom eolskom modusu na tonu
a, osim u dijelovima koje zaokruzuju peregrinae kadence: na  (,in Libano”
t. 9, ,Quasi myrrha” t. 20-21 i ,aromatizans” t. 30-31) i /'(,Et sicut cinna-
momum” t. 26-27). Dijelovi koje zaokruzuju peregrinae kadence djeluju kao
ukloni u dorski modus na d, pogotovo u dijelovima koji prethode zadnjem
dijelu glavnog dijela responzorija i repetendi.’! Sama tema moteta proizlazi
iz karakteristi¢nih melodijskih obrazaca kojima se predstavljao plagalni eol-
ski modus u renesansnim traktatima, a iz njezine varijante (t. 14) uocavamo
i vezu s modelima plagalnih dorskih i frigijskih modusa, s kojima se plagalni
eolski modus dovodio u vezu.*?

% Anne Smith, The performance of 16th-century music: learning from the theorists, Oxford
University Press, New York, 2011., 88-101, 218-223.

# Frans Wiering, The Language of the Modes. Studies in the History of Polyphonic Modality,
Routledge, New York, London, 2001., 3. U ovom se radu dosljedno upotrebljavaju na-
zivi autenti¢nog i plagalnog modusa za opisivanje obiljeZja parnih i neparnih modusa
u pojedina¢nim dionicama, a sami nazivi modusa, bez pridjeva autenti¢ni i plagalni, za
zajednicka obiljeZja ,komplementarnih” modusa u viseglasnom slogu.

30 A. Smith, The performance of 16th-century music, 95.

31 Raspone obiju dionica mozemo interpretirati kao ,pomijesane” moduse (modus
commixtus): plagalni eolski pomijesan s autentiénim dorskim u canfusu i autenti¢ni
eolski pomijesan s plagalnim dorskim u consinuu. Usp. F. Wiering, The Language of the
Modes, 9.

32 Usp. Gioseffo Zarlino, Le Istitutioni harmoniche, [Pietro da Fino],Venice, 1558.,
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U oblikovanju Lukaci¢eva moteta uocava se vazna uloga koju je imao ono-
dobni pedagoski nacin svladavanja tonskog sustava, a koji je bio nuzan za
obrazovanje sveéenika i redovnika u ¢itanju i pjevanju liturgijskih napjeva
potrebnih u bogosluzju. Taj je tonski sustav obuhvacao 22 tona od I" do ee
(G - &) s dvjema varijantama stupnjeva &/ i b6/hb i nazivao se gamut prema
najdubljem tonu ,I" ut”, a uvjezbavao se pomocu sedam transpozicija jednog
te istog heksakorda sa solmizacijskim slogovima ut, re, mi, fa, sol, la, koji u
nizu cijelih stepena sadrzi samo jedan polustepen izmedu slogova i i fa.*
Osim elementarnog pomagala u intonaciji, transpozicije ovoga heksakorda
predstavljaju nac¢in misljenja u tonskom sustavu, one odreduju raspone tema
i motiva, njihove registre u imitacijama, i jo§ puno toga.

Sicut cedrus otkriva bogatstvo koje proizlazi iz takvoga obrazovanja. Puni
raspon cantusa od ¢’ do ¢ moze se obuhvatiti trima zadnjim transpozicijama
(deductiones) ovoga heksakorda u njegovim trima osobinama (proprietates):
5.na ¢ hexachordum naturale, 6. na f' mollei7.na g' durum.

Posto svaka cjelina ovoga moteta prelazi raspon heksakorda, potrebne su dvi-
je njegove transpozicije kako bi se izvela cijela melodija. Prijelaz iz jednog
heksakorda u drugi nazivao se mutacija, a izvodio se na ustaljenim tonovima
(locus) tako da bi se jedan solmizacijski slog (voces) zamijenio drugim, ovisno
o smjeru i rasponu melodijske fraze.**

322-323, 324-325, 332-333; G. Zarlino, L’istitutioni harmoniche, Franceschi, Venice,
1589.,418-419, 421-423, 433-434. Zarlino ima razlicite poretke modusa u kasnijim
izdanjima svoga traktata. Usporedi: Bernhard Meier, Alte Tonarten: dargestellt an der
Instrumentalmusik des 16. und 17. Jahrbunderts (BSM, 3), Birenreiter, Kassel..., 2000.,
183. Usporedi, takoder, poglavlje ,,Appendix: Modal Characteristics” u: A. Smith, Z5e
performance of 16th-century music, 165-231.

3% Charles M. Atkinson, Das Tonsystem des Chorals im Spiegel Mittelalterlicher Mu-
siktraktate, u: Thomas Ertelt i Frieder Zaminer (ur.), Die Lehre vom einstimmigen li-
turgischen Gesang (Geschichte der Musiktheorie, sv. 4), Wissenschaftliche Buchgese-
llschaft, Darmstadt, 2000., 103-133.

% David E. Cohen, Notes, scales, and modes in the earlier Middle Ages, u: Thomas
Christensen (ur.), Tbe Cambridge History of Western Music Theory, Cambridge Univer-
sity Press, Cambridge, 2002., 344.
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Primjer 2: Pregled tonskog sustava s klju¢evima, abecednim nazivima tono-
va povezanim sa solmizacijskim slogom ili slogovima, heksakordnim tran-

spozicijama i osobinama.*
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fpatio A 18
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2.3. Motivski razvoj — ,Belle fantasie e leggiadre invenzioni”

Pocetni motiv moteta, karakteristicna melodija plagalnog eolskog modusa,
zapocinje silaznim skokom iz finalisa u dominantu, na koju se nadovezuje
gornji izmjeni¢ni ton u maloj sekundi, a intonira se u okviru heksakorda 7a-
turale na ¢’ solmizacijskim slogovima /a mi fa mi.>¢

35

Pietro Cerone, Le regole piu necessarie per I'introduttione del canto fermo, Gargano i Nudi,

Napulj, 1609., 9. Ceroneov traktat nalazimo u prijepisu i u nasim krajevima: Vito
Bali¢, [Priruénik crkvenog pjevanja], u: Andelka Gali¢ i dr. (ur.), Visovac— Duhovnost i
kultura na Biloj stini, Muzej za umjetnost i obrt, Zagreb, 2019., 222.

36

U ovome radu nije obradena glazbena uporaba retorickih figura. O tomu su u vise

radova pisali Ennio Stipevi¢ i Bojan Buji¢ u analizama djela baroknih skladatelja
iz hrvatskih krajeva. Opseznu analizu Lukali¢eve zbirke na hrvatskom i engleskom
jeziku vidi u: E. Stipéevi¢, Ivan Lukacic, 78-123.

161



IVAN LUKACIC - KAPELNIK SPLITSKE KATEDRALE - ZBORNIK RADOVA

Primjer 3: Pocetni motiv moteta Sicut cedrus (t. 1-2).

A hexachordum naturale 1 A

)" A | P A | T ]
¥ 4 1l 2 {— 1 I ]
[ £anY O Py 1] (& L _O- 1 | |
A4 (@] =Y 1] A4 T IS ] = ]
D) o o o) Si d

. 1 - cut ce - drus
la  sol fa mi re ut
la mi fa mi

Na pocetni motiv nadovezuje se uzlazni niz u kojemu dolazi do mutacije u
heksakord durum na g’. U ovom prijelazu uocava se uporaba istih solmizacij-
skih slogova kao i u prethodnom heksakordu. Ovakav skladateljski postupak
opisao je Zarlino kao dio skladateljske invecije u kojoj se iz jednog dijela ili
dionice razvijaju novi dijelovi tako da se isti solmizacijski slogovi transponi-
raju u razli¢ite heksakorde kako bi se ostvario kontrapunkt s lijepim fanta-
zijama i drazesnim invencijama (,per potere impire il Contrapunto di belle
fantasie & leggiadre inuentioni”).”’

Primjer 4: Mutacija iz po¢etnog heksakorda naturale i transpozicija solmiza-
cijskih slogova u heksakord durum — prva varijanta motiva (t. 3).
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) , B
p’ A 1T > (@] 17
y 4 1T > (@] = 11
[ fan) [® ] 11 (@) ~ 1
A" =Y <y T = 11
©J) E=3 o g ) ]
ut re mi fa sol la ut re mi fa sol la

Ukoliko nam se ovaj fragment ne ¢ini toliko srodnim pocetnoj temi, ve¢
mislimo da vise proizlazi iz same prirode melodijskog kretanja i malog broja
solmizacijskih slogova koji su se rabili, potrebno ga je usporediti s pocetcima
cjelina svih narednih dijelova, ali i upozoriti na sve vrste nuznih promjena
(melodijskih, ritamskih i kontrapunktnih) prilikom ponavljanja motiva koje
su isticali renesansni teoreticari.>®

7 G. Zarlino, L’istitutioni harmoniche, 1589.,299-300. G. Zarlino, The Art of Counterpo-
int. Part Three of Le Istitutioni harmoniche 1558, preveli na engl. Guy A.Marco i Claude
V. Palisca, Norton, New York, 1976.,186-187.

Sustavni pregled motivskih promjena vidi u: Giovanni Maria Artusi, L'arte del contra-
ponto, Giacomo Vincenti, Venecija, 1598., 58.
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Nijedna tekstna cjelina u nastavku moteta ne donosi novu temu, kao $to je
to bilo uobicajeno u motetskom oblikovanju 16. stoljeca, ve¢ svaka zapocinje
varijantom pocetnoga motiva moteta u kojoj dolazi do ritamskih i interval-
skih promjena. Tako se druga tekstna cjelina, ,et sicut cypressus”, izlaze na
diminuirani pocetni motiv, kojemu se proporcionalno skracuju trajanja na
polovinu vrijednosti i dodaju tonovi zbog prilagodbe novom tekstu. Na taj
nacin motiv mijenja oblik u Za so/ mi fa mi, Cime se otkriva srodnost s tipicnim
melodijama dorskog i frigijskog plagalnog modusa.

ne kuzim
Primjer 5: Proporcionalna diminucija poéetnog motiva (t. 14). sto triba
1 . X diminution napravit sa
Q P— T 9 ! " T " T br, 5
5o — i (o= i f f i
A4 =i I (S ] Py 1 A4 & i ) 1
) e [3) e
Si - cut ce - drus _ 14 .
la mi fa mi Q I— i : : : ,
I—e> 1|
o o
et si - cut ¢y - pres - sus,
la sol  mi fa mi

Motiv trece tekstne cjeline, ,quasi myrrha”, mozemo dovesti u vezu s prvom
varijantom pocetnog motiva ili promatrati kao retrogradnu varijantu cijeloga
treceg takta, u kojemu silazni tonski niz mutira u heksakord mo/le. U njemu
se javljaju peregrinae kadence na tonu /i u ponavljanju (t. 20-21) na tonu 4,
¢ime se postize dojam uklona u dorski modus.

Primjer 6: Retrogradni oblik prve varijante motiva (t. 19-20).
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Drugi dio (*) glavnog dijela responzorija razvija se, takoder, iz prethodnih
motiva, pa u njegovom pocetku mozZemo prepoznati retrogradni oblik mo-
tiva iz 14. takta s permutacijom tonova so/ i mi te sli¢nost s melodijskim i
harmonijskim obrascem plesa fo/ia (usp. pr. 13), a u njegovoj zavrénoj kaden-
ci transpoziciju motiva iz 20. takta u heksakord durum. Istaknute promjene
motiva u ovom dijelu proizlaze iz primjene proporcije triple u imperfektnom
tempusu, tako da jedinicu vremena koja je prije trajala jedan semibrevis sada
ispunjavaju tri semibrevisa (Co o I=ljoocom o) ¥

Primjer 7: Retrogradna varijanta diminuiranog motiva u proporciji triple (t.
22-23) i kadenca (t. 24-25) s rasporedom tonskih visina prema retrogradnom
obliku prve varijante motiva (t. 20-21).
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U dvjema tekstnim cjelinama koje slijede nastavlja se motivski rad. Prvo do-
lazi do povezivanja dviju motivskih varijanti iz prethodnih dijelova (iz t. 14 i

19) u jedinstvenu cjelinu (t. 26-27),

Primjer 8: Povezivanje diminuirane varijante motiva i retrogradnog oblika
njegove prve varijante.

26 (” ________________________ ﬁ)
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¥ Ruth I. DeFord, Tactus, Mensuration, and Rhythm in Renaissance Music, Cambridge
University Press, Cambridge, 2017., 119. Luka¢i¢ zadrzava pisanje taktnih crta prema
imperfektnom tempusu, sada u proporciji triple, $to je vidljivo u kadenci ovog dijela i
u poletku repetende. U tisku nedostaje taktna crta na prijelazu s 32.u 33. t.
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a potom se motiv fa so/ la sol fa mi re (t. 20) preoblikuje prema novom tekstu u

Jfa la fa mi re i donosi u heksakordu durum (t. 29). Oblik motiva koji se javlja
u 30. taktu otkriva varijante motiva prethodnih dijelova (iz t. 14, 20, 24 i 29)
u istodobnom prozimanju, kao da je rije¢ o sintezi cjelokupnoga motivskog
rada u motetu.

Primjer 9: Istodobno proZimanje vie motivskih varijanti (t. 30).

A e !
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Motet zavrsava kratkom kodom u kojoj se ponavljaju zadnje rijeci iz repe-
tende s naglasenim nastupom glave pocetnoga motiva u heksakordu durum
u viSem registru. Zakljuéna cadenza doppia® u osnovnom eolskom modusu s
karakteristi¢cnom sinkopiranom izmjeni¢nom kvartom iznad vodice jos jed-
nom podsjeti na izmjeni¢ni polustepen pocetnoga motiva.

Primjer 10: Koda.
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U traktatima druge polovine 16. stolje¢a nalazimo opise kako se radi kontra-
punkt s ponavljanjima i variranjima motiva i kako se mogu izvoditi varijante
motiva pomocu mutacija solmizacijskih slogova u razli¢itim heksakordima.*
U Lukaci¢evom motetu otkrivamo takav motivski rad, ¢iji razvoj dijelom
proizlazi iz moguénosti tonskoga sustava, ali i drugih uobi¢ajenih skladatelj-
skih postupaka. Jedna od ranobaroknih tendencija u motetima, sli¢no kao

% Johannes Menke, Kontrapunkt I: Die Musik der Renaissance, Laaber-Verlag, Laaber,
2015., 214-215. Johannes Menke, Die Familie der cadenza doppia, ZGMTH 8/3
(2011), 389-405. https://doi.org/10.31751/654 (pristupljeno: 12. 3.2021.)

Peter Schubert, Modal Counterpoint, Renaissance Style, Oxford University Press,
NewYork, 2008.,105-135.
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i u instrumentalnim ricercarima, iskazivala se u ujednacavanju tematskoga
materijala u nizovima cjelina, bilo u vidu varijacija ili varijanti jedne teme ili
u obradi samo jedne teme.** Tim se postupkom sluzi i Luka¢i¢ u motetu Sicuz
cedrus tako da iz jednoga pocetnog motiva postupno razvija motivske vari-
jante svih tekstnih cjelina te na taj nacin postize jedan razvojni luk i visoki
stupanj jedinstva u skladbi. Zato mozemo s pravom ponoviti ocjenu Ennia
Stiplevica koji Sicut cedrus naziva uzorno izbalansiranom minijaturom.*

2.4. Oblikovanje motetskih cjelina i diminucija

Prethodno izloZeni sustavni pregled tekstnih ponavljanja, imitacija i samoi-
mitacija u kojemu je bila naglasena raznolikost oblikovanja na svim razina-
ma, u nastavku ¢emo nadopuniti pregledom oblikovanja motetskih cjelina i
nacinima njihove organizacije te ukazati na nacine postizanja kontrasta ka-
rakteristi¢nih za baroknu glazbu.

Prva cjelina teksta u motetu ima najdulju glazbenu obradu (t. 1-13) koja
proizlazi iz poetnog motiva i njegove prve varijante (t. 3) i oblikovana je
u trima glazbenim recenicama. U prvoj recenici (t. 1-4) na motiv i njegovu
varijantu nadovezuje se jo§ samo kadenca u osnovnom eolskom modusu. U
odnosu pocetnoga motiva i njegove varijante uocava se kontrastno oblikova-
nje duljih i kra¢ih notnih vrijednosti, kao da je rije¢ o suprotstavljanju dvi-
ju kontrapunktnih vrsta: note prema noti u duljim trajanjima (contrapunctus
simplex) i figuriranog sloga s razli¢itim notnim vrijednostima (contrapunctus
diminutus) koje odgovaraju vokalnom motetskom oblikovanju 16. stoljeca, ali
sa slobodnijom (madrigalistickom) primjenom semiminime kao samostalne
nositeljice sloga. Kontrast je vidan i izmedu silaznog skoka i postupnog uzla-
znog pokreta koji odgovara znacenju rije¢i ,exaltata” (lat. exalzare, uzdici).
Variranom i prosirenom ponavljanju ove recenice (t. 5-9) prethodi u conti-
nuy diminuirana varijanta motiva u heksakordu mo/le, kao da je rije¢ o uklo-
nu u plagalni dorski modus kojemu odgovara cantus u heksakordu naturale

2 Friedrich Blume, Barock, u: Epochen der Musikgeschichte in Einzeldarstellungen, Biren-
reiter-Verlag, Kassel, 1974., 209.

E. Stip&evi¢, Predgovor, u: I. Lvcacih, Sacrae Cantiones, pretisak, [7-8, 11]. Usp. Ivan
Lukaci¢, https://en.wikipedia.org/wiki/Ivan_Luka%C4%8Di%C4%87 (pristupljeno:
27.2.2021.)
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osnovnog plagalnog eolskog modusa. Zbog toga mozemo i odnos pocetaka
ovih dviju re¢enica promatrati u izmjeni kompozicijskih tehnika homofonog
i imitacijskog sloga. Varijanta motiva na rijeci ,exaltata” u drugoj recenici
sada se dodatno diminuira grupama figura u nizovima fusa na nacin karak-
teristi¢an za instrumentalnu diminuciju i madriglisticko oblikovanje druge
polovine 16. stoljeca i prosiruje do vrhunca na tonu ¢°. Zakljucak ove recenice
na tonu 4 spada u peregrinae kadence u eolskom modusu, a on omogucuje
nadovezivanje sli¢nog imitacijskog odnosa kao na pocetku druge recenice,
samo sada s varijantom motiva i njegovom diminucijom u odnosu heksakor-
da naturale (continuo) i durum (cantus), gdje opet dolazi do izrazaja razli¢iti
pokret duljih i kra¢ih notnih vrijednosti. Ovom imitacijom zapocinje treca
recenica (t. 9-13) u kojoj se ponavlja samo dio teksta, tako da prvi dio mo-
teta ne prelazi uobicajeni postupak dvostrukoga izlaganja cjelovitoga teksta
pojedinoga dijela moteta. Varijanta motiva u prvoj i drugoj recenici prelazi
iz heksakorda naturale u durum, $to bi moglo biti madrigalisticko tonsko
slikanje znacenja rijeci ,exaltata”, ali u trecoj recenici transponira se unutar
raspona samo jednog heksakorda i u tom obliku imitira u diminuciji, na $to
se jo§ nadovezuje zavr$na kadenca na finalisu osnovnoga eolskog modusa.
Od svih iznesenih oblika motiva samo se po¢etni motiv ponavlja jednom u
nepromijenjenom obliku na pocetku druge recenice, ali s metarskim poma-
kom, postujuéi zahtjev za izbjegavanjem doslovnih ponavljanja. Imitacije na
donjoj kvinti od finalisa eolskoga modusa, koje odgovaraju tonalitetnom od-
nosu tonike i subdominante, uobicajene su u frigijskom modusu i jos jednom
ukazuju na bliskost ovih dvaju modusa.

Spomenuti nazivi diminucije u ovome radu oznacavaju nekoliko razli¢itih
postupaka koje je potrebno objasniti. Prvi se odnosi na proporcionalno skra-
¢ivanje notnih trajanja ili, u opcenitijem znacenju, na podjelu duljih traja-
nja u razlicite krace vrijednosti ili ritamske figure (contrapunctus diminutus)
s primjenom razli¢itih vrsta disonanci u stilu prima prattica. Drugo znacenje
odnosi se na virtuozno variranje i ukrasavanje osnovnih melodijskih tonova
dodavanjem kratkih, brzih figura i pasaza, koje obuhvaca raznoliki spektar
od ustaljenih i preciznih ritamskih figura do ukrasa s iracionalnim notnim
vrijednostima improvizacijskog podrijetla i karaktera te s novim tretmanom
disonanci u stilu seconda prattica.

Sve navedene postupke nalazimo u Lukaci¢evu motetu: proporcionalno
skrac¢ivanje notnih trajanja u preoblikovanjima motiva (t. 4-5, 13-14), con-
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trapunctus diminutus u tvorbi svih varijanti motiva, koje se u daljnjim po-
navljanjima diminuiraju na nadin instrumentalne diminucije druge polovine
16. stoljeca (t. 7-8, 10-11, 16-17, 30), i naznaku virtuoznih ukrasnih figura
u kadenci druge recenice (t. 9), koja moze biti putokaz za primjereni nacin
improvizacije prilikom izvedbe.

Drugi dio moteta (t. 13-19) nadovezuje se na prvi diminuiranim oblikom
motiva (u kojemu se opet javlja rije¢ ,sicut”), koji nakon imitacije u oktavi
izmedu continua i cantusa, nastavlja samoimitacijom u visem registru (hek-
sakord durum), asocirajuéi prekobrojnim nastupom latentni treci glas, Sire¢i
time moguénosti oblikovanja ograni¢enog monodijskog sloga. Ove imitacije
provedene su na sekventnom ponavljanju intervalskog modela u continuu,
koji proizlazi iz intervala silazne Ciste kvarte i uzlazne male sekunde pocet-
nog motiva.

Primjer 11: Latentna troglasna reperkusija nad sekvencom intervalskih mo-

dela.

3 Fememmeemnmmeeneeaaeaeees .

by 4 I T : T n T n T P 77 >y T
C.tey = S ——— —e—— — e —

RNy, 1 - :I ) =) 1 I I I | I 1

[ K ] [ I
et S1 - cut cy-pres - sus, et s1 - cut cy-pres - sus,
la sol mi fa  mi la sol mi fa mi

Il

Y = rJ T 1 T T n T

Org.I -— —— H—= 2 —o i i

I I ] 7T ] (] T = T

.

‘la sol ml: fa

Intoniranje intervalskih modela uvjezbavalo se u rasponu heksakorda u
uzlaznom i silaznom kretanju, a sekvence ovih modela i njihovo kanonsko
imitiranje spadaju u uobicajene improvizacijske i kompozicijske postupke
renesansne glazbe.*

Na pocetne imitacijske provedbe drugoga dijela nadovezuje se varijanta figu-
rirane diminucije koja se u prvom dijelu javlja na rije¢i ,exaltata” (t. 7-8, 10-
11), a ovdje prenosi na tekst ,in monte” (t. 16-17), pridajuéi tako isti smisao
ovim dijelovima. Tijekom triju pojavljivanja ove fraze koja se izdize do melo-
dijskog vrhunca na tonu ¢’ uo¢avamo postupno augmentiranje harmonijskih
trajanja u privremenoj kadenci na tonu ¢. Ova jednostavna kadenca u vrsti

# J. Menke, Kontrapunkt I: Die Musik der Renaissance, 140-153.
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note prema noti bez zaostajalice (cadenza semplice®) ima samo ulogu cezure,
jasnijeg odvajanja rije¢i, a na nju se nadovezuju diminuirane kadence (caden-
za diminuta®) na tonovima 41 a s karakteristicnom sinkopom i disonantnom
zaostajalicom kvarte na vodicu modusa.

Primjer 12: Augmentacija jednostavne kadence.
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Drugi dio moteta zakljucen je naglasenom kadencom u kojoj se pomacima
u basu izbjegava tipi¢na formula izmjeni¢ne sinkopirane kvarte iznad vodice
(cadenza doppia) i mijenja molska terca osnovnog eolskog modusa u dursku,
kao da je rije¢ o pikardijskoj terci, uvedenoj prije samog zavrsnoga akorda.
Ova kadenca na polovini skladbe uvjerljivo zaokruzuje prva dva dijela moteta
koji su tijesno prozeti istim elementima, donesenim uvijek u novim varijan-
tama u jednom razvojnom kontinuitetu.

U drugoj polovini moteta podijeljenoj u pet tekstnih cjelina nastavlja se razvi-
janje novih varijanti motiva, ali sada u retrogradnim oblicima i u izrazitijim
kontrastnim odnosima dijelova. Basovska dionica continua ne sudjeluje vise
u imitacijskim postupcima, $to ne iskljucuje moguénost imitacija u gornjim
glasovima prilikom njegove realizacije. Tri dijela, ,Quasi myrrha”, ,Et sicut
cinnamomum” i ,,aromatizans”, oblikovani su samo dvostrukim izlaganjem
motivskih varijanti u rasponima triju heksakorda. Motiv treceg dijela, ,Qu-
asi myrrha”, mijenja heksakorde, poput varijante motiva iz koje je izveden
(vidi pr. 6), ali ovdje prelazi iz heksakorda durum u molle, a u sekventnom
ponavljanju za tercu nanize premjesta se unutar raspona heksakorda narurale
s kadencom na tonu 4. Na ovu kadencu nadovezuje se ¢etvrti dio u tripli (t.
22-25) koji nalikuje melodijskom i harmonijskom obrascu plesa fo/ia,* ¢ijoj

% G. Zarlino, L’istitutioni harmoniche, 1589., 261.

% G. Zarlino, L’istitutioni harmoniche, 1589.,261.

#  Wilibald Gurlitt i Hans Heinrich Eggebrecht (ur.), Riemann Sachlexikon Musik, Sc-
hott, Mainz, 1996., 294-295.
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se tipi¢noj melodijskoj liniji u prvom dijelu modela prilagodava retrograd-
ni oblik diminuiranoga motiva. Fo/ia dodatno opravdava uporabu durskog
kvintakorda na tonu A4 (t. 22), $§to odgovara i onodobnom nacinu kako se
primjenjivala musica ficta u realizaciji continua.*®

Primjer 13: Melodijski i harmonijski obrazac plesa fo/ia u tripli.
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Veé su istaknute poveznice u razvoju varijanti motiva u tripli u Cetvrtom dije-
lu pa je jo$ potrebno ukazati na srodnost fraze u kojoj se ponavlja rije¢ ,suavi-
tatem” (t. 23-25) s diminucijskim varijantama na rije¢i ,exaltata’i ,in monte”,
¢ime se sva tri dijela objedinjuju istim smislom ,uzdizanja” koje odgovara i
samom blagdanu Uznesenja Marijina. U tripli su povezani svi melodijski ele-
menti u jednom gradacijskom luku u jedinstvenu recenicu, koja karakterno
kontrastira drugim dijelovima moteta zbog promjene metra i zbog homori-
tamskoga sloga nalik sakralnim simfonijama Giovannija Gabrielija.

Glavno obiljezje petog i Sestog dijela (t. 26-29,29-31) sastoji se u stapanjima
razli¢itih varijanti motiva u zajednicke oblike koji se u tijesnom nadoveziva-
nju i neprekinutom razvojnom tijeku povezuju u zajednicku glazbenu cjeli-
nu. U brzim transpozicijama ovih motiva do izrazaja dolaze nagle promjene
glasovnih registara i kadenciraju¢ih punktova na f; ¢, @ i zavr$no na tonu 4.
Pocetak petog i zavrsetak Sestog dijela doimaju se kao da je rije¢ o uklonu
u dorski modus na tonu 4, kojemu mogu pripadati i navedene privremene
kadence, $to dodatno povezuje ova dva dijela u jedinstvenu cjelinu. U nado-
vezivanju triple (repetenda, t. 31) ponavlja se isti harmonijski odnos kao i na
kraju trecega dijela u povezivanju s triplom (t. 21-22). Sinteticki i naglaseni
karakter triple dodatno se podcrtava njezinim doslovnim ponavljanjem po-
put pripjeva, samo sada s metarskim pomakom. Cjelina skladbe zaokruzuje

*®  Francesco Bianciardi, Breve regola per imparar'a sonare sopra il basso con ogni sorte

d’istrumento, Siena, 1607.

170



VITO BALIC - »BELLE FANTASIE E LEGGIADRE INVENZIONI” U LUKACICEVU MOTETU SICUT CEDRUS

se jo§ dodavanjem kratke kode u kojoj se posljednji put istice pocetni motiv u
najviSem registru i na kojega se samo nadovezuje cadenza doppia kao zavréna
potvrda osnovnoga eolskog modusa. U tom nadovezivanju opet prepoznaje-
mo sekvencu intervalskog modela iz glave teme, samo sada u ekspresivhom
intervalu smanjene kvarte.

Premda se u drugoj polovini moteta nastavlja razvijanje pocetnoga motiva, u
prvi plan dolaze nagle promjene i kontrasti kratkih glazbeno-tekstnih dijelo-
va. Dio u tripli poput pripjeva dodatno dijeli drugu polovinu moteta na dva
dijela, a ta se podjela zamjecuje i zbog ponavljanja istih modusnih odnosa,
dorskog na d i eolskoga na 4, izmedu treceg dijela i triple te petog i Sestog
dijela i ponavljanja triple (repetenda). U petom i $estom dijelu, jednako kao i
u dijelu u tripli, dolazi do povezivanja razli¢itih oblika motiva u nove cjeline,
kao da je rije¢ o sintezi cjelokupnoga motivskog rada.

Pogled na dionicu continua jasno otkriva da su melodijske cjeline grupirane
prema trima heksakordima, molle na F, durum na G i naturale na c, na ¢ijim
se tonovima u nastupu note-prema-noti u pravilu ostvaruju kvintakordi. Uz
povremena Sifriranja zaostajalice ,4 3” u kadencama, javljaju se jos samo tri
oznake: dva puta za sekstakord (t. 18 i 35) i za laznu zaostajalicu kvarte
u kodi. U motetu prevladava primjena disonaci stila prima prattica, ¢ak i u
diminucijskim figurama. U disonantne figure novoga stila (seconda pratti-
ca) mozemo ubrojiti accentus® (t. 18), gornji izmjeni¢ni ton poput trilera ili
tremola koji se nadovezuje na circulatio™ i prethodi vrhuncu fraze (t. 10, 16)
te smanjenu kvartu u zavr$noj kadenci, kao ekspresivni melodijski element
novoga stila.

Zakljucak pomocu usporedbe

Svako razdoblje u glazbi ima veliki broj skladateljskih alata, opéih mjesta (Joci
communes), koji su nuzni za skladanje, a koji proizlaze iz sustava obrazovanja
i iz odredene ustaljene skladateljske prakse. Takva opéa mjesta prepoznali
smo i u Lukaciéevoj glazbi, medu kojima kanoni heksakorda i intervalskih
modela te njihovo diminuiranje tipi¢nim figurama zauzimaju vazan udio u

# Ukrasavanje silaznoga pomaka izmjeni¢nim tonom suprotnoga smjera. Dietrich Bar-

tel, Handbuch der musikalischen Figurenlehre, Laaber-Verlag, Laaber, 2007., 79-83.
0 D. Bartel, Handbuch der musikalischen Figurenlehre, 114-116,274-276.
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oblikovanju svih Lukaci¢evih moteta. Navedena op¢a mjesta nalazimo u ve-
oma sli¢nim ostvarenjima i u djelima njegovih suvremenika, ali je tesko iz
njih izvladiti zakljucke o uzajamnim utjecajima. To mozemo dobro uoditi
na primjeru Lukaci¢eva moteta Nos autem, koji je objavljen u tre¢em svesku
zbirke Promptuarii musici Johanna Donfrida uz istoimene skladbe Giacoma
Finettija (1577.—1631.)°! i Antonija Mortara (djeluje 1587.—-1610.), obojice
franjevaca konventualaca poput Lukaci¢a.”? Premda u njhovo vrijeme ima
puno sli¢nih naziva zbirki, Mortarova zbirka, koja je dozivjela vise izdanja,
ima najsli¢niji oblik: ,Sacrae cantiones tribus vocibus concinendae”.

U prvim desetlje¢ima 17. stoljeéa tesko razgranic¢avamo znacajke pojedinih
glazbenih vrsta. Prema nacinima oblikovanja cjeline mogli bi ih podijeliti u
tri tipa: motetsko ulanc¢ano nizanje raznolikih cjelina, madrigalisticko kon-
trastiranje i ra§¢lanjivanje u odsjecke koncertirajuéeg stila.>® A opet, ima cijeli
spektar postupaka izmedu raznolikosti i kontrastiranja ili ulan¢anog nizanja
i ras¢lanjivanja u odsjecke koji mogu odgovarati razli¢itim vrstama. U uspo-
redbi Lukaci¢eva i Mortarova moteta Nos autem,”* osim navedenih kanona,
pozornost privlaci i izmjenjivanje dijelova u dugim trajanjima s brzim figura-
ma u kanonima, ali jo$ viSe i bitne razlike, jer Lukaci¢ radi kontrast u sastavu
(solo bas i duet tenora) i slogu (jednoglasje i kanonsko dvoglasje), a motive
iz kanona odmah nakon prvog nastupa reducira na kratke figure koje naiz-
mjence imitira do zaklju¢ne kadence. Kontrast je jo§ izrazeniji zbog razlika u
melodijskim motivima, izmedu ekspresivnog silaznog dorskog motiva (/z fa
mi), koji kao da nagovje$éuje barokne figure uzdaha, i eksplozivnog uzlaznog
motiva na durskom VII. stupnju (uz re mi mi fa sol).

>1 Hrvoje Beban, Introduzione, u: Giacomo Finetti, Salmi a tre voci con il basso per I'orga-

no, 1618 (Corpus musicum franciscanum, 25/4), Centro Studi Antoniani, 2017., V.

%2 Usp. Lucija Konfic, Skladbe Ivana Lukali¢a u kontekstu onodobnih glazbenih an-
tologija — pogled iz perspektive digitalne muzikologije, u: Ivana Tomi¢ Feri¢ i Anto-
nela Mari¢ (ur.), Izmedu srednje Europe i Mediterana: Glazba, knjizevnost i izvedbene
umjetnosti / Between Central Europe and the Mediterranean: Music, Literature and the
Performing arts, Umjetnicka akademija, Filozofski fakultet, Split, 2021., 268-270.

53 'W. Braun, Die Musik des 17. Jahrbunderts, 206.

> 1. Lvcacih, Sacrae Cantiones, pretisak, br. 21. Antonio Mortaro, Sacrae cantiones tri-
bus vocibus concinendae, Simonis Tini & Io. Franciscum Bisutium, 1598., 4. (https://
imslp.org/wiki/Sacrae_cantiones_(Mortaro%2C_Antonio). ]. Donfrid  (prir.),
Promptuarii musici, sv. 111, br. 78, https://stimmbuecher.digitale-sammlungen.de//
view?id=bsb00073473. (Usp. http://www.cantoressanctimarci.it/anteprime/4069.pdf)
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Slican odnos motiva postoji i u Lukaci¢evu motetu Sicut cedrus, ali i u istoi-
menom motetu Lukaciceva suvremenika Antonija Cifre (1584.—1629.), koji
je takoder objavljen u ve¢ spomenutoj Donfridovoj zbirci. Odnos motiva u
ovim skladbama moZemo promatrati kao motetsko izmjenjivanje raznolikih
dijelova (duljih i kraé¢ih trajanja, homofonog i imitacijskog sloga), ali i kao
madrigalisti¢ko kontrastiranje razli¢itih motivskih gésta.

Primjer 14: Antonio Cifra, Sicut cedrus.>
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U ova dva moteta uocavaju se podudarni nacini uglazbljivanja teksta u svim
cjelinama Ciji visoki stupanj sli¢nosti proizlazi iz jednake podjele tekstnih
cjelina, deklamacije teksta, naglasaka rije¢i i njthovoga smisla: silabicki poce-
tak s izmjeni¢nim polustepenom u duljim trajanjima u kontrastu s uzlaznim
pokretom na rijeci ,exaltata”. Cifra prenosi uzlazni pokret na iste dijelove kao
i Lukaci¢ u svom motetu, objedinjujudi ih tako istim smislom. Posezanje za
pocetnim motivom, tj. njegovom malom sekundom, uo¢avamo i u Cifrinim
motivima ,et sicut cypressus”i,dedi”, a njegov motiv ,,quasi myrrha’ mozemo
prepoznati kao retrogradni oblik uzlaznog pokreta na rijeci ,exaltata”, kao i

% J. Donfrid (prir.), Promptuarii musici, sv. 111, br. 178. (Usp. http://www.cantoressancti-
marci.it/anteprime/4119.pdf)
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u Lukaci¢evu primjeru. U nacinu oblikovanja cijele skladbe najvise podu-
darnosti uo¢avamo u kontrastu pocetnih motiva, koji Lukaci¢ produbljuje
silaznom kvartom prvoga motiva, ali uo¢avamo i druge zajednicke elemente
poput podjele teksta i dvostrukog izlaganja tekstnih cjelina. Bez obzira radi
li se o moguéem uzoru, Cetiri su klju¢na obiljezja Lukaciceva moteta kojih
nema u Cifrinom djelu: jedinstvena motivska osnova koja se postupno ra-
zvija, provodenje diminucija kroz sve dijelove forme, a ne samo na kraju na
predzadnjem slogu poput jubilusa,®® madrigalisticko kontrastiranje i izraze-
nije ras¢lanjivanje u odsjecke s metarskim i karakternim promjenama u tripli
i njezinom ponavljanju na nacin refrena. Cifra uglazbljuje samo glavni dio
responzorija, bez verseta, ali ponavlja zadnja dva tekstna odsjecka. Njihovo
ponavljanje provodi u drugacijim imitacijskim i kontrapunktnim postupcima
u stilu moteta, a ne na doslovan nacin i u karakternom kontrastu kao kod
Lukacica. U kolikoj mjeri mogu ,prirodna” deklamacija i interpretacija smisla
istog tekstnog predloska dovesti do sli¢nih ostvarenja i u razli¢itim skladba-
ma moze dobro otkriti istoimeni motet Felice Anerija (¢.1560.-1614.).5” Uz
to, u njemu mozemo dodatno uoiti varijantu pocetnog imitacijskog motiva
u homofonom slogu (,,dedi suavitatem”) koja se doslovno ponavlja (repeten-
da) na kraju moteta, objedinjujuci tako cjelinu forme zajednickim smislom
kao i u Lukaci¢evom primjeru.

Sli¢nost uglazbljenih fraza zbog ,prirodne” deklamacije i kontrastnih sadrzaja
teksta ne govori puno o skladateljskim utjecajima,® ali principi oblikovanja,
tj. skup vise skladateljskih postupaka moze ukazati na njih. Usporedimo 1,
primjerice, madrigal Amatemi, ben mio (1591) koji je skladao Luca Marenzio
(1553. - 1599.), uocit ¢emo puno postupaka koje smo opisali u Lukacicevu
motetu: slican kontrast pocetnih fraza, ritamski izrazitije motive, ponavlja-
juce figure, semiminime i fuse kao nositeljice sloga i ucestale kadence bez
zaostajalica. Time uocavamo u kolikoj je mjeri Lukaci¢ev motet prozet obi-
ljezjima madrigalistickog stila.

*¢ Daniel Saulnier, I/ canto gregoriano, Edizioni Piemme, Casale Monferrato, 1998,

38-39.

7 Carl Proske, Musica Divina, Volume II, Liber motettorum, Friedrich Pustet, Regens-
burg, 1854.,354-357,
https://ks.imslp.net/files/imglnks/usimg/0/06/IMSLP73107-PMLP146436-Musi-
caDivinaProsce2.pdf.

8 Walther Dirr, Sprache und Musik (Birenreiter Studienbiicher Musik, 7), Birenreiter,
Kassel..., 2004., 13-17.
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Puno vecu sli¢nost pronalazimo izmedu Lukaci¢eva moteta i prvog moteta
Exaudi me, Domine u Viadaninoj zbirci Cento concerti ecclesiastici, i ovdje na
razini motiva, ali §to je puno znacajnije, i na razini skladateljskih postupaka.
Ve¢ smo istaknuli da se Viadanina crkvena monodija nadovezuje na tradiciju
moteta rimske crkvene glazbe, $to se vidi u na¢inu povezivanja dijelova i dvo-
strukom izlaganju svake tekstne cjeline. U oblikovanju ovoga moteta prevla-
dava prima prattica, a diminucijski pasazi uvode se tek u zavrsnom dijelu. U
pocetnim motivima i njihovoj obradi mozemo prepoznati vise Lukacic¢evih
postupaka: Viadanin motet zapocinje jednakim intervalskim odnosima (/a
mi fa mi) koji se u ponavljanjima transponiraju u raspone drugih heksakorda,
ponavljaju u pravilu u metarskom pomaku s razli¢itim kontrapunktom, a u
narednim dijelovima preoblikuju ili povezuju s drugim elementima u nove
motive.

Primjer 15: Lodovico Viadana, Exaudi me, Domine iz Cento concerti ecclesia-

stici (1602.).%°

r 1 L —
A= e = e ST
C. [ Fan WAANN 1 1< 272 1 o Z 1 1 | [® ] Il Il 1 |
ANB74 M 1 I 1 i 1 1 1 I~ =S ) ]
E - xau - di me, Do-mi - ne, e - xau - di me, Do-
la mi fa mi la mi=la  mi fa
Y0 <3 —— T T ] o — } T I IN| ]
Org. A E=—eoeftc—fo 1 e e < i o—|
: v T 1 1 i 77 T PN = ; (@] ; T ; © I Z1T Oy ]
9
r) ]. |
p — — = =T T t  —— I T
F ANTY Il 1 Il Il Il 1 11 | I 1 I I I I
[ 0 W Il 1 | =K &= 2 1T = = [® ] 1 = O | = ] = 1Ty
ANSY4 =Kl g I - | 1 I - I [ | I
o . O . I . [
- mi ne, quo - ni-am be - nig-na est, quo-ni - am be-nig-na est
mi mi  fa mi mi fa mi
P | |
Y I | ) Il 7= 77 | ™ | | e I
J O | 1 ] 1 - J S | I | S N ] 1 | L1 1 | | =
A Il T 7 1 1 1 1 Il 1 =77 dil [ |
v (@ ] 1 1T 1 ! 11 =) 1 1 ! I i e | = = P=

=
T
|

Ipak, Lukaci¢ev motet razlikuje se u Cetiri navedena klju¢na obiljezja i od
Viadanina kao i od Cifrina moteta. U Viadaninom motetu postoji poveziva-
nje cjelina karakteristi¢nim intervalima pocetne teme, ali na nacin motetskog
raznolikog oblikovanja bez izrazenog razvojnog tijeka.

** Lodovico Viadana, Cento concerti ecclesiastici, op. 12, Giacomo Vincenti, Venecija,

[1602] 1605., br. I, (https://imslp.org/wiki/Per_sonar_nelorgano_li_cento_concer-
ti_ecclesiastici_(Viadana%2C_Lodovico_da).
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Iz navedenih usporedbi mozemo zakljuciti da je Lukacicev glazbeni jezik
obogacden novijim postupcima od istoimenih skladbi njegovih prethodnika
i suvremenika. U njegovu motetu Sicuz cedrus prozimaju se skladateljski po-
stupci obaju stilova i znacajke triju glazbenih vrsta koje su obiljezile crkvenu
glazbu u prvim desetlje¢ima 17. stolje¢a. Lukaci¢ oblikuje cjelinu moteta od
jednog pocetnog motiva i njegovih varijanti, a na¢in njihova preoblikova-
nja zajedno s drugim postupcima otkriva jedinstveni razvojni put u skladbi.
U usporedbi sa srodnim motetima otkrivamo vazan utjecaj tradicije moteta
rimske crkvene glazbe na Lukaci¢evu glazbu (Viadana, Cifra), ali prepozna-
jemo i skladateljske postupke koje je Lukaci¢ usvojio od svoje franjevacke
subrace preko poznanstva s Finettijem i najvjerojatnije posredstvom tiskanih

djela Viadane i Mortara.
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VITO BALIC - »BELLE FANTASIE E LEGGIADRE INVENZIONI” U LUKACICEVU MOTETU SICUT CEDRUS

Prilog: Ivan Marko Lukaci¢, motet Sicut cedrus iz Sacrae cantiones (1620.).

Sicut cedrus

Ivan Marko Lukaci¢
(Sibenik, c. 1585. — Split, 1648.)
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Izvorni znanstveni rad saradodig@gmail.com

Rad zaprimljen: 8/2021.

Sazetak

Kapelnik splitske proostolnice ITvan Marko Lukacic (Sibenik — Split) ranobarokni je
skladatelj koji zauzima posebno mjesto kako u hrvatskom glazbenom Zivotu 17. stoljeca,
tako i u povijesti hrvatske glazbe. Zbirka naslovijena Sacrae Cantiones, Singulis Bi-
nis Ternis Quaternis Quinisque vocibus Concinendae i tiskana u pet zasebnib svestica
(Cantus, Altus, Tenor, Bassus, Organum) u Veneciji 1620. godine, jedina je sacuvana i
poznata zbirka Lukacicevih skladbi. Uoci 400~te obljetnice izdanja, medunarodni an-
sambl ,Musica Adriatica” uprilicio je integralnu izvedbu moteta iz spomenute zbirke u
prosincu 2019. godine u katedrali sv. Dujma u Splitu. Motete za jedan do pet glasova
izveo je ansambl u sastavu: proi sopran, drugi sopran, kontratenor, tenor i bas uz dioni-
cu bassa continua koju je iznijela grupa instrumenata (teorba, viola da gamba i orgulje).
U izlaganju razmatraju se pojedini aspekti Lukacicevih ranobaroknih moteta koji su bili
potrebni izvodacima za interpretaciju djela (u suvremenom kontekstu). Istrazivange se
temelji na interdisciplinarnom pristupu, povezujuci glazbeno-analiticko promisljanje s
iskustvom Zive izvedbe.

Klju¢ne rijeci: Ivan Lukacic, Sacrae cantiones, ,Musica Adriatica’, ansambl, izvedba

Uvod

Kapelnik splitske prvostolnice Ivan Lukaci¢ (Sibenik, o. 1585. — Split, 20.
rujna 1648.) ranobarokni je skladatelj koji zauzima posebno mjesto kako u
splitskom glazbenom Zivotu 17. stoljeca, tako i u povijesti hrvatske glazbe,
iako od njegove skladateljske ostavstine do danas poznajemo samo dvadeset i
sedam moteta zalogom muzikologa Dragana Plamenca' i Ennia Stipcevica’.

1

Dragan Plamenac, Nepoznat hrvatski muzi¢ar ranoga baroka, Obzor 75 (1934) 293, 6.

2 Ennio Stipéevi¢, Lukaci¢ dosao iz Krakova, Viesnik, 25. sijecnja 1983., str. 7.
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Rodom iz Sibenika, prve je glazbene impulse dobio u domovini, a svega par
godina nakon §to je primljen u Red franjevaca konventualaca u samostanu sv.
Frane u Sibeniku (1. lipnja 1597.) nastavio je s glazbenom podukom u Italiji
(1600.). Nakon viegodi$njeg boravka u Italiji, vratio se u hrvatske krajeve,
u svoj rodni Sibenik (1618.). U Split se preselio 1620. kada postaje ,musicus
praefectus” u katedralnoj crkvi sv. Dujma te gvardijan samostana sv. Frane na
Obali. Duznost gvardijana obnasao je skoro do kraja Zivota.

Sagledavajuéi neke aspekte glazbe Lukaciceva vremena, a u svrhu podrob-
nijeg razumijevanja njegove glazbene ostavstine, nastavak teksta donosi pre-
gled dosadasnjih notnih izdanja satuvanih moteta, moguénosti izbora izvo-
dackog sastava, kao i izvore tekstova moteta. Na temelju analitickih spoznaja,
spomenut Ce se i neke odrednice skladateljskog stila, kao i pitanja vezana uz
izvedbu ansambla ,Musica Adriatica”.

1. Kontekst Lukacéiéeva vremena

Sedamnaesto stoljece u glazbi donijelo je mnoge novosti, kako u transforma-
ciji glazbene notacije i metarske organiziranosti zapisa, tako i u razvoju nove
svijesti o glazbi uz pomoc¢ retorike, pri ¢emu se brojne promjene dogadaju na
polju vokalne i instrumentalne glazbe. Zapis glazbe svakoga razdoblja po-
stavlja pred izvodaca pitanja o opravdanim moguénostima i nacinima izved-
be, a to posebno dolazi do izrazaja kod glazbe u kojoj je veliki udio prepusten
tada samorazumljivoj izvodackoj praksi.

Ivan Lukaci¢, suvremenik ,tvorca moderne glazbe™, Claudija Monteverdi-
ja (1567. — 1643.), objavljuje svoju zbirku Sacrae cantiones u Veneciji, deset
godina nakon publiciranja ¢uvenih Montevredrijevih Vespera i samo sedam
godina nakon $to je Monteverdi preuzeo mjesto maestro di cappella u bazilici
sv. Marka u Veneciji, u zari$tu glazbenih zbivanja i nastajanja nove glazbe-
ne ere. U to vrijeme, na pocetku 17. stoljeca, jo$ se ne pridaje tolika paznja
jasno odredenim instrumentima, odnosno izvodacima koji bi trebali izvesti
pojedinu dionicu. Zahvaljujuéi razvoju instrumenata, ali i glazbenih vrsta,
tijekom stoljeca bit e sve jasnija odredenja kojim instrumentima skladatelji

3 Eng. creator of modern music’, Tim Carter, Performance in the seventeenth century:

An overview, u: Colin Lawson i Robin Stowell (ur.), 7he Cambridge history of Musical
Performance, Cambridge University Press, 2012., 379.
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povjeravaju odredene dionice. Gradnja instrumenata bila je pod utjecajem
nacionalnih stilova, §to se osobito ogleda u gradnji orgulja, ali i drugih in-
strumenata te bitno utjece na izvodacku praksu, ali i skladateljsko pismo jer
valja naglasiti kako dosta glazbenih djela nastaje upravo za odredene prilike
i izvodace.

U vremenu kada se stari i novi stil doticu i nadopunjavaju, mijenjaju i stvaraju
prepoznatljive odrednice ranobaroknih teznji, dolazi i do bitne profesiona-
lizacije glazbenika izvodaca, koji moraju pratiti zahtjeve koje se ispred njih
postavljaju. Staroj praksi, prima prattica suprotstavlja se nova praksa, seconda
prattica, koja se oslanja na starogrcku vokalnu deklamaciju i instrumentalni
stylus phantasticus koji je temeljen na improvizaciji, razvoju basso continua i
ansambala vodenih instrumentom s tipkama.*

Priblizavajuéi se shvacanju glazbene prakse ranog baroka ne treba zanema-
riti utjecaj koji su na izvedbu imale brojne glazbene vrste koje se nasljeduju,
ali 1 razvijaju, sa svojim stilskim posebnostima. Uz sakralni koncert, oratorij,
motet, koncertantne madrigale i kantate, razvija se i glazba za kazaliste. Po-
red talijanske opere, razvijaju se francuski ballet de cour, tragédie en musique,
Spanjolske comedia i zarzuela, kao i engleske masque 1 semi-opera uz druge.
Zahtjevi pred pjevacima i svira¢ima bili su sve vedi te su oni nastojali kroz
razlicite prakse usvajati nepisane izvedbene prakse vremena, od virtuoznog
pjevanja, dramati¢nog izraza, upotpunjavanja uloge afektima, sve do razlici-
tih artikulacija, ornamentacije (,uljepavaju¢ih” tehnika u pojedinim praksa-
ma’) i na¢ina interpretacije, udaljavajudi se pri tom, prvenstveno kod vokalne
glazbe, od ideala renesansne polifonije kao skupine odrednica prima prattica.
Ipak, sedamnaesto stoljece, osobito pocetak stolje¢a koji je u fokusu ovog
istrazivanja, ne donosi prevagu jednog, ve¢ stalna kolebanja naslijedenog i
novog, razvijajudi, osnazujudi i stvarajuéi nebrojene zaokrete na glazbenoj
mapi europske glazbe.®

Usp. David Stewart Ponsford, Instrumental performance in the seventeenth century,
u: Colin Lawson i Robin Stowell, (ur.), Zhe Camébridge History of Musical Performance,
Cambridge University Press, 2015., 426-430.

Eng. embellishment tehniques

¢ Usp. Ibid.
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2. Pregled notnih izdanja zbirke Sacrae cantiones

Prije to¢no ¢etiri stoljeca, 1620. godine, u Veneciji tiskana je Lukaciceva zbir-
ka Sacrae cantiones, u pet zasebnih sves¢ica (Cantus, Altus, Tenor, Bassus, Or-
ganumy), koja je ujedno jedina sauvana i poznata zbirka Lukacic¢evih skladbi.
Ovi moteti predstavljaju izuzetne primjere ranobarokne sakralne glazbe. Za
izvodace bi priprema za izvedbu mogla poceti od traganja za izdanjima Lu-
kaciceve glazbene ostavstine, kao i usporedbom izdanja. O postojeéim izda-
njima najpotpunije govori Ennio Stipcevié, koji je 1986. priredio cjelovitu
zbirku u suvremenoj transkripciji s prijedlogom rjesenja dionice dasso conti-
nua, uz predgovor zbirci. U nastavku je pregled notnih izdanja od Plamence-
va otkrica Lukacica, temeljen na Stipéevicevim navodima.’

Dostupna notna izdanja zbirke Sacrae cantiones:

- ITvan Lukacié, Odabrani moteti (1620.)8, Dragan Plamenac (prir.), Hrvatski
glazbeni zavod, Zagreb, 1935. (1. izdanje) i 1975. (II. izdanje).

- Cetiri moteta Ivana Lukagiéa iz zbirke Promptuarium musicum Johanna
Donfrida, Lovro Zupanovié (prir.), Zouk, Sarajevo, 1969/91, 32-37, Do-
datak: separatni otisak transkripcija Cetiri Lukaci¢eva moteta, 1-16.

- Ivan Lukadic, Sesnaest moteta iz zbirke ,Sacrae cantiones” (1 620),]osip An-
dreis (prirediva¢ / urednik), Muzikoloski zavod Muzicke akademije Za-
greb, 1970.

- Ivan Lukacic OFMConv. (c. 1585-1648), Sacre cantiones Venezia, 1620,
Moteti a 1-5 woci, Ennio Stipéevié¢ (prir.), Corpus Musicum Francisca-
num, Padova, 1986.

Usp. Ennio Stipéevié, Ivan Lukacié¢ i njegova zbirka duhovnih moteta Sacrae cantiones,
Venecija, 1620 (predgovor), u: Ivan Lukaci¢, Sacre cantiones Venezia, 1620, Moteti a
1-5 woci, Ennio Stipéevi¢ (ur.), Corpus Musicum Franciscanum, Padova, 1986., xv; E.
Stipcevi¢, Bibliografija /Bibliography, u: Ioannis Lvcacih de Sebenico, Sacre Cantiones
Singulis Binis Ternis Quaternis Quinisque vocibus Concinendae (Venetiis 1620), Ennio
Stipevi¢ (prir.), Muzicki informativni centar Koncertne direkcije Zagreb, Gradska
knjiznica ,,Juraj S1Zgor1c Sibenik, Zagreb, (pretisak izvornika), 1998., ix.

Izdanje donosi ukupno jedanaest moteta uz prijedlog rjeSenja leIllCC basso continua,
od kojih su dva za jedan glas, Cetiri za dva glasa, jedan za tri glasa, dva za Cetiri glasa,
jedan za Cetiri ili pet glasova te jedan za pet glasova. Uz predgovor Dragana Plamenca,
tiskani su u suvremenoj notaciji sljedeéi naslovi: Cantabo Domino i Coeli enarrant za
jedan glas; Orantibus in loco isto, Quemadmodum desiderat, Veni, sponsa Christii Cantate
Domino za dva glasa; Domine, puer meus za tri glasa; Ex ore infantium i Quam pulchra es
za Cetiri glasa, Canite et psalite za Cetiri ili pet glasova te Panis Angelicus za pet glasova.
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- loannis Lucacih de Sebenico: Sacre Cantiones Singulis Binis Ternis Quater-
nis Quinisque vocibus Concinendae (Venetiis 1620), Ennio Stip&evi¢ (prir.),
Muzicki informativni centar Koncertne direkcije Zagreb, Gradska knjiz-
nica ,Juraj Sizgori¢” Sibenik, Zagreb, 1998. (pretisak izvornika).

3. Izvodacki sastav

Zbog potrebe izbora izvodackog sastava i vrste instrumenata nakon pregle-
da suvremenih notnih izdanja, zavirit ¢emo u tiskane sves¢i¢e Lukacicevih
skladbi. Zbirka sadrzi dvadeset i sedam moteta za ,jedan, dva, tri, Cetiri i pet
glasova”: $est monodijskih moteta, petnaest dueta, dva troglasna, dva ¢etvero-
glasna moteta, jedan etveroglasni ili peteroglasni motet i jedan peteroglasni
motet. S obzirom na to da moteti donose razlike skladateljskog umijeéa, na-
glasavajuéi individualnost i umijece Lukaci¢eva skladateljskog pisma, tesko
je izdvojiti one kojima bi se dalo viSe mjesta i promatralo ih se kao istaknutije
primjere Lukaci¢eva skladateljskog jezika. Sagledavajuéi zbirku u cjelini za
pretpostaviti je kako skladbe nisu nastale redoslijedom tiskanja, a ne mozemo
sa sigurno$cu govoriti o mjestu i vremenu nastanka, kao i mjestu izvedbe.
Lukaci¢ je tiskao motete prema izvodackom sastavu, dakle od jednoglasnih
do peteroglasnih skladbi u redoslijedu od visokih prema dubokim glasovima,
§to je i pregledno vidljivo u potpunom indeksu zbirke na kraju sves¢i¢a za
Organum.

Luigi Zenobi iz Ancone, poznat kao ,,Cavaliere del Cornetto” u posljednjim
desetlje¢ima 16. stoljeca odgovara na zahtjev svojega gospodara (,Serenis-
simo mio signore e padron”) u formi pisma, u kojemu navodi precizne kri-
terije za odabir najboljih glazbenika-pjevaca, skladatelja, kontrapunktista i
instrumentalista bilo kojeg puhackog i gudackog instrumenta.” Uz obiljezja
»pojedinog (muskog) glasa (basa, tenora, alta i soprana)” navodi i dragocjene
podatke o mjestu i na¢inima ukrasavanja svakoga od njih: pri tomu izdvajaja
kako bas ,treba imati raspon od dvadeset i dvije note (tri oktave!) koje moze
pjevati punim i ravnomjernim glasom”?, dok tenori i altovi trebaju kontro-

* Bonnie J. Blackburn i Edward E. Lowinsky, Luigi Zenobi and his Letter on the Per-
fect Musician, Studi musicali XXII (1993), 79 (en. trans. 96.).

Richard Wistreich, Vocal performance in the seventeenth century, u: Colin Lawson i
Robin Stowell (ur.), 7he Cambridge History of Musical Performance, Cambridge Univer-
sity Press, 2015.,410-411.

10
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lirati ukrasavanja kada pjevaju u ansamblu (izuzimajudi tek rijetku upotrebu
passaggia i nekoliko #rilla i tremola). Ipak, tenorima i altovima dozvoljava-
ju se vece slobode kod usitnjavanja i ukrasavanja zapisanih dionica ukoliko
izvode solisti¢ke dionice. Od svih vrsta glasova soprani imaju najvecu obvezu
za izvodenjem improviziranih diminucija, ali i najveée slobode u njihovom
izvodenju.!!

Govoreéi o praksi ranog baroka, izvodacki sastav bio je vrlo fleksibilan pa
su tako jednu dionicu mogli pjevati, primjerice cantus ili tenor. Nerijetko se,
umjesto glasova (ako bi pjevad(i) bili u nemoguénosti nastupiti), dionica po-
vieravala dostupnom instrumentu, pa bi primjerice zapisani troglasni motet
uz basso continuo mogao biti izveden s dva solista, jednim melodijskim instru-
mentom i basso continuo sekcijom, dok su instrumenti Cesto svirali i colla parte,
prateéi zapisanu vokalnu dionicu. Ako je suditi prema anonimnom traktatu
17 Corago koji se, doduse, vise oslanja na generalne postavke glazbenog teatra,
ali takoder govori o praksi vremena, sekcija basso continua mora biti propor-
cionalna broju pjevaca. Ako basso continuo sekcija prati jednog pjevaca i ako
su instrumenti blize publici, treba ih biti nekoliko tako da ne prekriju pje-
vaca(e). Nadalje, sekcija dasso continuo ovisit ¢e i o na¢inu pjevanja, odnosno
o samom karakteru skladbe pa ako pjevac pjeva Zivahan tekst s raspjevanom
melodijskom linijom, instrumenti su pozvani pratiti u potpunosti glazbeni
izraz." Lukaci¢ u svojim oznakama ne navodi dodatne, tzv. melodijske in-
strumente koji bi pratili vokalne dionice, §to ne znaci da takve prakse nije
bilo. Nekada su skladatelji naglasavali takva udvajanja, no moze se, obzirom i
na druge nezapisane izvedbene zakonitosti pretpostaviti da se sloboda ,,aran-
ziranja” dogadala i bez jasne, napisane intencije skladatelja.

4. O tekstovima u zbirci

Ennio Stipéevi¢ u knjizi o Lukaci¢u donosi pregled izvora tekstnih pred-
lozaka, naglasavaju¢i kako Lukaci¢ odabrane tekstove doslovno preuzima,
neznatno intervenirajudi u njih tek na nekoliko mjesta. Uz brevijar (Brevia-

' Bonnie J. Blackburn i Edward E. Lowinsky, Luigi Zenobi and his Letter on the Perfect
Musician, 82-85.

Usp. Savage, Roger 1 Matteo Sansone, Il Corago’ and the Staging of Early Opera: Four
Chapters from an Anonymous Treatise circa 1630, Early Music 17 (1989) 4,495-511.

12
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rium Romanum) i misal (Missale Romanum), skladatelj se koristi tekstovima
iz Knjige psalama, iz starozavjetnih knjiga proroka Izaije, Siraha, Danijela,
Samuela, iz poslanice Gala¢anima, iz Salomonove Pjesme nad pjesmama,
a sklada i na tekstove iz Evandelja po Mateju. Ipak, dva moteta, troglasni
Responde Virgo i Cetveroglasni (odnosno peteroglasni) Canite et psallite, ostaju
nepoznatog podrijetla.”® Zasigurno ¢e nova istrazivanja rasvijetliti dosadasnje
nejasnoce te tako olaksati put k razumijevanju pojedinih naslova kako budu-
¢im istrazivacima, tako i izvodac¢ima.

5. Tempo

Govoreéi o tempu, treba ga promatrati kroz viSe parametara, ukljucujuéi
zapisanu mjeru, oznake za tempo, koje sve viSe usvajaju talijansku termi-
nologiju, ali i glazbene vrste koje imaju uvrijeZene odrednice. ,,Pouzdaniji
pokazatelj tempa od notd i mjere bila je glazbena vrsta” pa su tako oznake
odredenog plesa u notaciji (primjerice pavana, galijarda ili courant uz brojne
druge) ukazivale na brzi ili sporiji tempo.** Pocetkom 17. stoljeca skladatelji
se jo$ uvijek oslanjaju na factus i osobitosti koje on donosi u zapisu i organi-
zaciji notnog teksta.’> Ipak, postoje i nepisana nacela koja su bila sastavnica-
ma prakse vremena, kada je rije¢ o tempu. Izmjene binara i ternara vrlo su
tipi¢ne za vrijeme nastanka Lukacic¢evih moteta pa tako i on uvodi promjene
mjere u kratkim cjelinama svojih moteta. Izvoda¢, dakako, nije vezan uz de-
taljnu metronomsku oznaku, ve¢ izbor tempa ovisi ,od karaktera i prirode
kompozicije™. Posto su Lukaci¢evi moteti notirani ,,u kasnoj menzuralnoj
notaciji na njezinu izmaku”, njezine oznake imaju ,,samo opcenito znacenje”,
dok promjena znakova (proporcija) govori o njithovom uzajamnom odnosu.
Iz takvih proporcionalnih odnosa proizlazi da je trodobna, ternarna mjera

3 Ennio StipCevié, Jvan Lukacié, Muzicki informativni centar Koncertne direkcije Za-

greb, Zagreb, 2007., 86-88.

David Stewart Ponsford, Instrumental performance in the seventeenth century, u:

Colin Lawson i Robin Stowell (ur.), The Cambridge History of Musical Performance,

Cambridge University Press, 2015., 430.

15 Usp. Ibid.: 426-427.

16 Dragan Plamenac, Ivan Lukacic, Odabrani moteti (1620), Hrvatski glazbeni zavod, Za-
greb, 1935., 2. izd. 1975., 8.

7 Ibid.
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za sobom povlacila ,znatno ubrzavanje tempa”’ u odnosu na binarnu mjeru.
Seconda prattica donosi novosti u shvacanju tempa pa skladatelji, ali i izvoda-
¢i, sve vise neraskidivo povezuju tempo uz starogrcku vokalnu deklamaciju,
oslanjajudi se na retori¢ku improvizaciju prema kojoj je tempo uvjetovan ne
samo zapisom binara i ternara te sporijih i duljih notnih vrijednosti nego i
zapisanim i izvedbenim diminucijama koje ¢e uvjetovati tempo, sukladno
afektima koje tekst izaziva. Promatran, dakle, kroz retoricka nacela, tempo u
promisljanju u stile moderno uvelike ovisi o samom tekstu i o procesu tumace-
nja odnosa rijeci i glazbe. Odluke o tempima, ali i odnosi medu promjenama
mjere i metra unutar pojedinog moteta, odigrat ¢e znacajnu ulogu u stvaranju
interpretacije Lukaci¢evih skladbi.

6. Neke osobitosti Lukaci¢eva skladateljskog pisma

Lukaci¢ kroz svoje motete donosi znanje suvremenih skladateljskih tekovina,
ali pokazuje i individualnost koja osobito dolazi do izrazaja iz raznolikosti
glazbenog jezika. Brojne su moguénosti promatranja Lukacic¢eve glazbene
ostavstine koji tesko da mogu stati u jedan rad, a ovo ¢e se izlaganje dotaknu-
ti tek izdvojenih znacajki vaznih za izvedbu.

Glazbeni jezik kojim pise motete zorno prikazuje brojne skladateljske po-
stupke koji se naslanjaju na potvrdenu renesansnu praksu prima prattica koji
svojim utvrdenim pravilima reguliraju renesansno ,jednakoglasno viseglasje”,
tretiranje vokalnih dionica, teksta i nasljedivanje skladateljskih tehnika pri-
jasnje izvedbene prakse. Takve primjere nalazimo osobito kod viseglasnih
moteta, mada Lukaci¢ ve¢ u dvoglasju ocituje izrazito zanimljive polifone
postupke. U svojim glazbenim djelima, skladatelj nastavlja skladati u starim
nacinima, ne bjezeéi od funkcionalnosti koja karakterizira neke motete pa se
mjestimi¢na previranja izmedu modalnosti i sustava blizih tonalitetu mogu
nazreti u veem broju moteta.

Nadalje, razlic¢itost oblikuje i kroz smjelu uporabu karakteristika koje su blize
novim umjetnickim strujanjima oznacenim kao seconda prattica, odnosno stile
moderno. Spajanje, ali i kontrastiranje, ovih dviju skladateljskih (i izvedbenih)
praksi doprinosi umjesnosti skladateljskog pisma, a upravo su znacajke prima
i seconda prattica nezaobilazne u tumacenju i izvedbi Lukaci¢eva glazbenog
stvaralastva.
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6.1. Neki aspekti skladateljskog idioma u motetu Domine quinque talenta

Dvoglasni motet Domine quinque talenta moze docarati neke od spomenutih
skladateljskih tehnika kojima se Lukaci¢ sluzi u motetima.

Motet je napisan za ,Cantus sive Tenor Primus” i ,Cantus sive Tenor Se-
cundus”, kako stoji u Lukaci¢evu tiskanom izdanju, ¢ime skladatelj ostavlja
otvorenim izbor izvodaca koji ¢e po prilici ovisiti o dostupnim izvoda¢ima
i prilagodavati se mogucnostima pojedine izvedbe. Ve¢ na samom pocetku
ovog, naizgled jednostavnog moteta, razaznajemo zaokruzenost glazbene
misli prvog dijela teksta iz Evandelja po Mateju 25: 20 (,Domine quinque
talenta tradidisti mihi”). Zapjevu prvog glasa na kvinti, kao zaziv Gospodinu
(,Domine”), u dugim notnim vrijednostima kontrastira nastavak nakon pau-
ze. Pauza, osobito jer je u ovom trenutku rijec¢ o jednoglasju s pratnjom, znaci
dah za pjevace, ali ima i psiholosko znacenje jer fizicki razdvaja duge note od
nastavka poprili¢no usitnjenih vrijednosti. Zanimljiv je jednostavni pocetak
moteta na kvinti s repetiranim tonom i skokom silazne male terce na rijeci
,2Domine”. Iako se proteze kroz takt i pol, harmonija ostaje nepromijenjena.
U ovom trenutku na izvodacima je kako tumaciti duge notne vrijednosti koje
prema onodobnoj izvedbenoj praksi izvodenja pozivaju na diminucije koje
se mogu odigrati u basso continuo sekciji ili u sopranu, a mozda i objedinju-
judi sve izvodace kod ukrasavanja pocetnog zaziva. Naravno, o izvodackoj
razigranosti, ali i odmjerenosti, ovisit ¢e brojni sli¢ni taktovi koji se protezu
kroz zbirku Sacrae cantiones. Razigrani, usitnjeni nastavak prvog dijela stiha
donosi jasnu, zaokruzenu cjelinu koja se s minimalnom varijacijom u kadenci
ponavlja u drugom glasu. Ukoliko bismo se dotakli obiljezja modernog, to¢-
nije tonalitetnog uporista, moglo bi se brzo uvidjeti jasno uporiste (F-dur)
koje se, iako jo$ uvijek blizak starim nacinima, ipak daje razabrati od samog
pocetka moteta. U prilog priblizavanja tonalitetnoj strukturi idu sve jasnije

harmonijske progresije (F-dur: I-IV-V-VI-I-V-I). (v. Primjer 1)
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Primjer 1 (t. 1-4):
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£ = = = - I
£ T = i' ; = - e ¥
len - - L tra - i - di - su mi - hi.
[ 1 = o
& r
) Do
ifey £ : = -
== | (73 - s ]

¥

Zanimljivost donosi i drugi stih (,Ecce alia duo superlucratus sum”). Sada
tekst prvo iznosi drugi glas, ponovno na tonu ¢, no nastavak donosi melo-
dijski vrlo raspjevano tkivo, s melizmima na rijeci ,superlucratus” (talenti), a
potom preuzima prvi glas i imitira za kvintu niZze. Premda u ovom motetu
glasovi ne prelaze uobicajene raspone, u nekim motetima se susrecu teznje
nove prakse za ve¢im rasponima. U imitacijskom postupku drugog stiha, s
realnim odgovorom na tonici, preuzetom iz skladateljskih tehnika szife antico,
mozemo vidjeti skladateljevu upucenost u prakse stare zborske glazbe, no,
svakako, potkrijepiti i tvrdnje o obiljezjima nove prakse. Doti¢udi se nanovo
tonalitetnosti, uvidamo dijelom modusne, plagalne odnose (npr. t. 10-11),
naspram autenti¢nih kadenci (npr. t. 14). (v. Primjer 2) Takoder, usitnjavanje
notnih vrijednosti, i postavljanje duzih melizmatskih dijelova na pojedinom
slogu rijeci itekako zahtijeva veée sposobnosti pjevaca te nas upuéuje na so-
listicku praksu nove ere.'®

¥ U ovom pogledu iznimno je zanimljiv motet Da pacem Domine za dva glasa i basso

contiuo koji donosi zapisane diminucije koje iziskuju vjestu pokretljivost glasova, kao
i njihovo zajednicko prozimanje kroz dvostruke melizmatske dijelove koji ukljucuju i
krizanja glasova uz paralelizme. Negdje u sli¢no vrijeme Monteverdi piSe svoju operu
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Primjer 2 (t. 8-14):
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Nastavak donosi simultano iznoSenje drugog stiha u oba glasa, s jedinim
Sirenjem tonskog sustava koji se pojavljuje u motetu (ton es) na raspon tran-
sponiranog heksakorda na tonu b,” u okviru kojega je i harmoniziran te nam
nanovo sugerira modalnost koje se Lukaci¢ ipak ne odrice, ve¢ je vrlo vjesto
postavlja u suvremeni kontekst. (v. Primjer 3)

Zanimljiva je usporedba tretiranja rijeci ,talent”, koja se donosi nekoliko
puta s kratkim melizmom u prvom dijelu, dok se u drugom dijelu na rijeci
,superlucratus” razvija puno dulji melizmatski tijek. Obzirom da je rije¢ o
liturgijskom tekstu, navedeni primjer je samo jedan u nizu u kojemu Lukaci¢
podcrtava odredene rijeci te ih ,tumaci” razlic¢itim skladateljskim sredstvima
ponirudi sve dublje u samu rije¢ koju uglazbljuje. Tijesan odnos rijeci i glazbe
uocljiv je kroz brojne primjere iz Lukacic¢eve zbirke kao odraz retori¢kih na-

Orfej u kojoj, u ariji Orfeja Possente spirto iz treceg Cina, donosi dvostruki zapis, origi-
nalnog zapisa dionice u duljim notnim vrijednostima ispod kojega je detaljno ispisana
dionica sa svim od skladatelja Zeljenim ukrasima.

¥ Anne Smith, The Performance of 16th Century Music, Oxford University Press, New
York, 2011., 20-54.
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Primjer 3 (t.15-16):
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Cela i bliskosti s nacelima prakse koju navodi i Praetorius u svojoj Syntagma
musicum (1614. — 1620.) posvecujudi cijelo poglavlje metodama kako uciti
djecake pjevati u novom talijanskom stilu, nadovezujuéi se na osnove grekog
govorni§tva.?® Tako orator treba znati ornamentirati tekst s lijepim i Zivim
rije¢ima i ukusnim metaforama, pokre¢udi emocije, dok pjeva¢ mora ne samo
biti prirodno nadaren prekrasnim glasom, ve¢ pametan i dobar poznavatel;
znanosti o glazbi. Pjeva¢ bi tako trebao imati dobar ukus gdje dodati kolo-
rature (,passagi”), i to ne na svim mjestima, nego mjestimi¢no i u pravom
trenutku kako slusatelj ,,ne bi bio svjestan samo ljepote glasa, nego bio u sta-
nju uzivati u umjetnosti”.?* Dodavanje, umnozavanje i produljenje melizama
dovodi, u slu¢aju Lukaci¢eva moteta, do gradacije koja postuje sami tekst (,,i
od njih napravih jo§ dva”) te zapravo izo$trava skladateljsko umijece u ko-
mentiranju, naglasavanju i pridavanje odredene vaznosti pojedinim mjestima

u skladbi.

Motet zavr$ava zasebnim dijelom u kojem iznosi se tekst ,Alleluia” koji u
dionici bassa continua naglaseno izmjenjuje tri osnovne funkcije tonaliteta:
toniku, subdominantu i dominantu. Vokalne dionice opetovano imitiraju
jedna drugu (prvi glas pa doslovno ponavljanje u drugom glasu), dok se tekst
ponavlja najprije dvaput u svakoj dionici, a potom tri puta u prvom glasu i
dva puta u drugom glasu. (v. Primjer 4)

2 QOrginalni naslov poglavlja glasi: ,Method of teaching chapel boys to sing in the new

Italian style”. Usp. Michael Praetorius, Syntagma Musicum, sv. 3, Wolfenbuettel, 1619.,
cit. prema Hans Lampl, A Tanslation of Syntagma Musicum 111 by Michael Praetorius
(doktorska disertacija), Faculty of the School of Music, University of Southern Cali-
fornia, 1957., 367.

A Thid.
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Primjer 4 (t. 21-26):
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Ovakve, ali i brojne druge skladateljske intencije prozimaju Lukacic¢ev skla-
dateljski jezik, koji je tesko usustaviti u tek nekoliko redaka. Ipak, promatra-
juéi zapis Cetiri stolje¢a nakon, izvodaéi ¢e naidi i na pojedina pitanja vezana
kako uz zapis, tako i uz izvedbenu praksu vremena iz koje izvire determina-
cija nekih glazbenih parametara. Na izvoda¢ima ostaje kako izabrati jednu
od nebrojenih moguénosti i prilagoditi je postojecim uvjetima izvedbe. An-
sambl ,Musica Adriatica” je izvedbu ovog moteta povjerio sopranima i basso
continuo sekciji koja prati soliste na pocetku u sastavu orgulje i teorba, dok se
gamba pridruzuje na samom kraju kod teksta ,,Aleluia”.

7. Skladateljsko pismo i/ili izvodacka praksa?

Zbirka Sacrae cantiones u naslovu navodi pet glasova, ne imenujuéi o kojim
glasovima je rije¢. Ipak, Lukaci¢ piSe svescice, izradujudi za svakog posebnu
naslovnicu, pa tako prepoznajemo naslovnice za Cantus, Altus, Tenor i Bassus,
uz Organum. Dakle, nedostaje svesc¢i¢ za peti glas. I¢itavajuci potom svaki
od pojedinih svescica, postaje evidentno da je ve¢ prvi motet Sicur Cedrus
oznacen za Cantus ili Tenor, a dionica se nalazi samo u sves¢i¢u za Cantus
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(dakle, nedostaje u svescicu za Tenor). Isti slu¢aj ponavlja se ve¢ kod moteta
Cantabo Domino. Slijedi motet Trahe me post te, koji se nalazi medu pripa-
dajuéim stranicama sves$c¢ic¢a za Cantus, a motet je jednoglasan i napisan za
Altus, kako stoji na pocetku moteta. Zbirka je tiskana samo u Cetiri svescica,
a njezini su pojedini moteti skladani za dva ista glasa. Kako bi izvedba iz
jednoga kompleta svescica bila moguda, razvidno je da se jedan od glasova
morao tiskati u dionici razli¢itoga naziva. Tako je iz istih, prakti¢nih razloga,
peti glas (Quintus) tiskan na nasuprotnim stranicama (facing pages) svescica
za Cantus i Bassus, kako bi dvojica pjevaca mogli pjevati iz istog svescica.

U danasnje vrijeme dionicu Cantusa izvodi sopran (ili mezzosopran), koji
viSe nego falsetist moze ,iznijeti raznolikosti timbra u ansamblu i pruziti
prirodni balans zvuku muskih glasova”?. Dionica Altusa Cesto se dodjeljuje
kontratenoru koji moze razviti stare tehnike registra glave ili falestni glas
iznad tzv. prijelaza. Katkad se dionica alta dodjeljuje i tenoru, ukoliko registar
ide predubuko (primjerice kod Monteverdija pronalazimo ton d kao najnizu
notu u dionici alta), kako nas izvjestava Rinaldo Alessandrini.? Traktati koji
svjedole o pjevackim tehnikama navode (jo§ na pocetku 17. stoljeca) kako je
vibrato nadin pjevanja bio uglavnom nepozeljan (i, kuriozno, nerijetko sma-
tran odlikom starijih pjevaca koji teze mogu kontrolirati duge note) osim ako
je vezan uz odredene efekte i ekspresije te se pojavljuje samo na ponekom
mjestu u skladbi. Takoder, ornamentiranje je Cesto bilo dio pjevacke prakse,
tako da bi zapisanim dionicama, a osobito u kadencama (,lagano ornamen-
tiranje”) pjevaci dodavali note, ¢esto prema modelima koji su bili u praksi, ali
i prema slobodama, odnosno vjestinama, pjevaca. Ornamentacije se izvode
kao retoric¢ke figure koje su pridavale vaznost odredenom slogu rijeci. Zani-
mljivo, glas Tarquinie Molze, jedne od najboljih pjevacica u Mantovi i Ferrari
na kraju 16. stoljeca opisuje se kao: ,ne taman, ne potisnut, ne silovit, ali vrlo
jasan, otvoren, vrlo delikatan, mekan, ¢ak i vrlo sladak; sumirajudi, ako se
moze bez prepreke reéi, viSe nego andeoski...” opisuje Francesco Patrizi.**

22 Rinaldo Alessandrini, Performance Practice in the seconda prattica madrigal, Early

Music 27 (1999) 4, 636.

B Thid.

2 Francesco Patrizi, Amorosa filosofia (1577.), ur. J. C. Nelson (Florence, 1963.), 39; pri-
jevod: Laurie Stras, ,Recording Tarquinia: imitation, parody and reportage in Inge-
gneri’s Hor che’1 ciel e la terra e ’1 vento tace”, Early music xxvii (1999), 362.; Usp. i
Rinaldo Alessandrini, Performance Practice..., 637.
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Nadalje, govoreéi o izvodackoj praksi Lukaci¢eva vremena nezaobilazna je
dionica basso continua. lako nema definirane kako izvodace, tako ni sve akor-
de, pa ni nacin izvodenja i artikulaciju koji bi vodili interpretaciji, danagnjem
izvodacu ostavlja brojne glazbene parametre na izbor. Kroz upoznavanje
prakse vremena, ali i uz vjestinu izvodaca u snalazenju, oblikovanju, odno-
sno improvizaciji, postepeno se dolazi do sinergije ove dionice s vokalnima.
Dionica bassa continua smatra se novinom koju donosi stile moderno, a koja
redovito u izvodackoj praksi izaziva pitanja, ali i polemike na koji je nacin
bila zamisljena, u kojem sastavu i u kolikom improvizacijskom udjelu, koji je
bio nezaobilazan kad je rije¢ o praksi ove glazbe.

Ako pretpostavimo da su se Lukacicevi moteti izvodili u liturgiji u splitskoj
katedrali, znamo da su u to vrijeme u njoj postojale orgulje, ali nemamo dru-
gih podataka, tako da mozZemo samo na temelju drugih izvora pretpostaviti
o kakvoj vrsti instrumenta je bila rije¢. U fokusu je svakako bio instrument
manjeg volumena, s pokojim registrom i manjim rasponom. Takoder, mogu-
¢e je da su se dionici bassa continua, kako je i bila ondasnja praksa, dodavali i
drugi instrumenti. Za pretpostaviti je da se i jedno i drugo mijenjalo shodno
prilikama koje su pratile zakazane izvedbe. Promisljaju¢i kroz pjevanu rije¢
i karakter odredenog moteta, dionica bassa continua ima vaznu ulogu u pro-
dubljivanju teksta, zvu¢nog nijansiranja retorickih alata, ali i kontrastiranja,
kao jednog od glavnih karakteristika barokne glazbe. Upravo iz navedenih
razloga, ansambl ,Musica Adriatica” nastoji ponuditi raspon moguénosti i
karaktera koje dasso continuo instrumenti u sastavu orgulje, viola da gamba
i teorba mogu stvoriti u koncertnoj izvedbi, nadovezujuéi se, podcrtavajuéi i
produbljujuéi tekst moteta. U osmisljavanju realizacije ukupnog zvuka, kao i
u nekim odlukama kod izvedbenih rjesenja sudjelovali su kako pojedinci iz
ansambla, tako i cijeli ansambl.

8. Ansambl ,,Musica Adriatica”: od ideje do realizacije

Punih tristo devedeset devet godina nakon izdanja zbirke Sacrae cantiones
osnovan je medunarodni ansambl ,Musica Adriatica” koji se prvi put sa-
stao u studenom 2019. godine u Nizozemskoj kako bi ozvucio sve motete
iz spomenute zbirke. Time je zapocet i prvi projekt ansambla pod nazivom
,2van Lukaci¢ Sacrae cantiones” koji se odvio u tri faze. (v. Tablica 1) Nakon
okupljanja ansambla i postavljanja projektne ideje, uslijedila je organizacija
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prve faze rada u kojoj su se glazbenici okupili u Amsterdamu kako bi tijekom
nekoliko intenzivnih dana rada na glazbenom materijalu pripremili i uvjez-
bali motete za drugu fazu koja se odvila u Splitu. Naime, ansambl ,Musica
Adriatica” je u prosincu 2019. godine boravio u Splitu kada je snimljena i
izvedena zbirka duhovnih moteta hrvatskoga ranobaroknog skladatelja Ivana
Lukacica, Sacrae cantiones. Cjelovita izvedba Lukaci¢evih moteta uprili¢ena
je u povijesnom prostoru splitske katedrale u kojoj je skladatelj djelovao, a
koncert je realiziran 4. prosinca 2019. godine, uoc¢i 400-te obljetnice izdanja
zbirke. (v. Prilog 1) Treéa faza projekta ukljucila je produciranje nosac¢a zvuka
te njegovo objavljivanje, a dovrseno je tijekom 2020. godine. CD je objavljen
od strane nakladnicke kuée Croatia Records. (v. Prilog 2)

Tablica 1: Prikaz faza projekta ansambla ,Musica Adriatica”

Prva faza Druga faza Treca faza
idejno postavljanje projekta organizacija putovanja i boravka produkcija i
glazbenika u Splitu postprodukcija nosaca
zvuka
organizacija projekta, okupljanje | izrada vizualnog identiteta izrada dvojezi¢ne
glazbenika u ansambl ansambla knjizice za CD
individualna priprema izvodaca | susret u Splitu kroz visednevne izdavanje nosaca zvuka

pokuse ansambla

cjelodnevni pokusi ansambla u | koncert ansambla u katedrali sv.
Nizozemskoj (Amsterdam) u Dujma, 4. prosinca 2019.
studenom 2019. godine

snimanje glazbenog materijala za
nosac zvuka

Ansambl je u projektu ,Ivan Lukaci¢ — Sacrae cantiones” okupio profesio-
nalne glazbenike iz ¢ak sedam zemalja: Nizozemska, Velika Britanija, SAD,
Portugal, Koreja, Madarska i Hrvatska. U projektu su sudjelovali izvodaci
koji su veé¢inom posveceni izvodenju stare glazbe, a poveznica medu njima
je Nizozemska u kojoj su bili neko (odredeno) vrijeme (za vrijeme studija
ili jos uvijek tamo djeluju): Meneka Senn (sopran, Nizozemska), Rosemary
Carlton-Willis (sopran, Velika Britanija/Nizozemska), Eric Schlossberg
(kontratenor, SAD/ Nizozemska), Filipe Neves Curral (tenor, Portugal/Ni-
zozemska), Yonathan van den Brink (bas, Nizozemska), Talitha Cumi Wi-
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tmer (teorba, SAD/Koreja/Nizozemska), Anna Lachegy (viola da gamba,
Madarska/Nizozemska), Karel Demoet (orgulje, Nizozemska) i Sara Dodig
Bauci¢ (dirigentica, Hrvatska). Struéni je suradnik na projektu doc. mr. art.

Kresimir Has (Zagreb, Hrvatska).

Projekt je organizirala udruga Schola cantorum Split, a realiziran je uz par-
tnere: Grad Split, Katolicko-bogoslovni fakultet, Ministarstvo kulture Repu-
blike Hrvatske, Yala Music Company (Nizozemska), Studentski centar Sve-
ucilista u Splitu, Umjetnicka akademija Sveucilista u Splitu, Ured za pastoral
mladih Splitsko-makarske nadbiskupije te druge. Izdavaci nosaca zvuka su
Croatia Records, Pastoral mladih Splitsko-makarske nadbiskupije i udruga

Schola cantorum Split.

9. Izvedba Lukaci¢a u medunarodnom kontekstu

Prijasnja predodzba o jedinstvenom baroknom glazbenom jeziku danas vise
nije odrziva, a dosla je posebno i do izrazaja u sastavu izvodaca, koji su svi
obrazovani i ukljuceni u razli¢itim kulturnim, pa ¢ak i nacionalnim tradicija-
ma. To je svakako dalo posebnost ovom izdanju koje je za cilj imalo promidz-
bu Lukaci¢eve glazbe i izvan granica domovine i §irenje svijesti (u europskom
i svjetskom kontekstu) o dosezima barokne glazbe na hrvatskim prostorima.

Rad na ovakvim izazovima trazi konstantno nove odluke, primjere i spo-
znaje, no bez produbljivanja glazbenog shvacanja glazbe jednog vremena i
prostora, tesko je posti¢i kako povjerenje, tako i pravu emociju, a nadasve
zajedni$tvo jednog ansambla.

Za kraj donosim nekoliko redaka koji su objavljeni u dvojezi¢noj knjizici no-
saca zvuka ansambla ,Musica Adriatica”, gdje sami izvodaci govore o izvedbi
i njezinom stvaranju u splitskoj prvostolnici.

,2Kameni zidovi prodisali su s nama, Lukaci¢eve skladbe nanovo su oziv-
ljene, a mi... mi smo svakim satom rada na motetima dobivali nove ideje
i produbljivali svoje misli o shvacanju glazbe. Mozda su se i ti isti kameni
zidovi koji su ve¢ ¢uli te motete prije mnogo godina prisjetili odskrinutih
nota... Ozvuciti Lukacic¢a u splitskoj prvostolnici, skinuti prasinu sa zvuka
koji pamte zidine stare vise od 1700 godina, izvoditi glazbu koja je pisana i
izvodena upravo na tom istom mjestu prije Cetiri stoljeca, ve¢ je samo po sebi
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bilo poticajno da nam priblizi atmosferu jednoga vremena i prostora. Iako
harmonijski poprili¢no jednostavno, glazbeno tkivo pruza razne moguénosti
izvedbe, bilo da se radi o prilagodavanju zapisa izvedbenim moguénostima
ili pak o gradacijama glazbenog materijala kako vokalnim dionicama, tako i
dionicama bassa continua. Basso continuo sekcija ansambla Musica Adriati-
ca donosi povijesne instrumente iz Lukaci¢eva vremena, a u sastavu teorba,
orgulje (pozitiv) i viola da gamba, te nastoji iznijeti i neke od moguénosti
izvedbene prakse Lukaci¢eva vremena, ne zaziru¢i od fleksibilnosti i pro-
mjene koja se namece kao imperativ kad je rije¢ o izvedbi njegovih djela. S
idejom promatranja Lukaci¢a u medunarodnom kontekstu, s energijom i u
ozradju prvog projekta ansambla Musica Adriatica, za dobrodoglicu u 21.

stoljece donosimo izvedbu svih sacuvanih moteta!”®

Zakljucak

Godinu za godinom proslavili smo ¢etiri stolje¢a od objavljivanja u Veneciji
jedine sacuvane zbirke ,Sacrae cantiones” oca hrvatske glazbe, kako se zna
nazivati, Ivana (Marka) Lukaci¢a i pola tisucljeca od tiskanja ,Judite”, oca
hrvatske knjizevnosti Marka Marulic¢a. Tesko je uistinu shvatiti zasto do sada
Lukaci¢evi moteti nisu privukli veéi interes izvodaca za cjelovitom izvedbom,
no uistinu veseli ¢injenica da se zadnjih godina budi i taj interes i da su sve
viSe na repertoaru hrvatskih glazbenika. Integralnih izvedbi nije bilo puno,
no obljetnicka godina potaknula je razli¢ita ozvucenja sacuvanih partitura.

Pri analitickom pogledu na motete Ivana Lukac¢i¢a moguce je uvidjeti $irinu
skladateljskih misli koje se dodatno oblikuju, modeliraju i niveliraju tijekom
izvedbe. Promatrani iz kuta 21. stoljeca, naslovi se Lukaci¢evih moteta uisti-
nu mogu usporediti s najfinijom primjerima ranobarokne glazbe koji pristu-
paju odnosu tona i rijeci vrlo promisljeno, karakterno i dosjetljivo. Ne bje-
ze¢i od stila prima prattica, a donosedi jasne postupke i stila seconda prattica,
Lukaci¢ nas upoznaje s praksom svojega vremena. Monodijsko pjevanje uz
pratnju bassa continua zainjeno ukusnim smislom za razvoj mediteranske
melodike, uz brojne ine raznolikosti retorickih postupaka pojedinih, izabra-

% Sara Dodig Bauc¢i¢, Predgovor nosacu zvuka, Tvan Lukacic — Sacre cantiones, Musica

Adriatica — Sara Dodig Baucié, Croatia Records, Pastoral mladih SMIN, Udruga Schola
cantorum Split, Zagreb, (2020), vi-vii
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nih tekstova, opisuju tek u naznakama njegov stil. Kad bismo tome pridodali
juznjacku toplinu i neposrednost spram svjezine skladateljskog duha i istan-
¢ane odmjerenosti u ekspresiji, jasno bismo kro¢ili tek u otkrivanje odrednica
moteta, u kojima, kroz razli¢ite prizme glazbene analize primjecujemo po-
lifone postupke kojima se suprotstavljaju homofoni, kao i monodiju koja se
ispreplece s vokalnim viseglasjem.

Iako brojni traktati svjedoe o praksama odredenog vremena, Lukaci¢evo
vrijeme zabiljezilo je tumacenja brojnih nezapisanih praksi koje su glazbe-
nici i$¢itavali iz notnog zapisa, iako one nisu bile u samom notnom tekstu.
Poznavanje raznih sekundarnih izvore koji idu u prilog praksama Lukaci¢eva
vremena mogu pomo¢i u priblizavanju skladateljskoj ideji te tako otkrivaju
brojne detalje o shva¢anju raznih glazbenih parametara.

Ansambl, Musica Adriatica” osnovan je 2019. godine i u svom prvom projek-
tu spaja sedam nacionalnosti oko hrvatske glazbe s jadranske obale nastojeci
doprinijeti njezinoj promociji. Ansambl je uprili¢io integralnu izvedbu Lu-
kaci¢evih moteta u povijesnom prostoru splitske katedrale u prosincu 2019.
godine, uoci obljetnice izdanja zbirke Sacrae cantiones. Projekt je realiziran u
tri faze i zavréen je promocijom CD-a naslovljenog ,Ivan Lukaci¢ — Sacrae
cantiones’ na Medunarodnom znanstveno-umjetni¢kom simpoziju ,,Ivan Lu-
kaci¢, kapelnik splitske prvostolnice”.

Promatrajudi izvedbu kroz interdisciplinarnu prizmu, analizirajuéi skladatelj-
ska obiljezja, ali i kontekst vremena u kojem nastaje djelo, izvoda¢ se nastoji
pribliZiti skladateljskom idiomu i nepisanim praksama iz danasnje perspek-
tive. Ovakvim pristupom nastoje se produbiti saznanja o Lukaci¢evoj glazbi,
koja neprikosnoveno donosi umjesnost ranobarokne skladateljske invencije
kroz obrise prima i seconda prattica. Aktualizirajuéi ranobarokna glazbena
zbivanja na hrvatskoj obali, Lukaci¢eva glazba, iako za sada poznata kroz
samo jednu sacuvanu zbirku, ostaje trajni zalog promatranja kako istraziva-
¢ima, tako i izvodacima.
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Prilog 1 - Plakat s prvog koncerta ansambla ,Musica Adriatica”, 4. prosinca
2019. godine u katedrali sv. Dujma u Splitu

MEDUNARODNI PROJEKTNI ANSAMBL
MUSICA ADRIATICA

musica adriatica

KONCERT

Ivan Lukaci¢ - Sacrae cantiones

(uoci 400. obljetnice izdanja zbirke)

Katedrala sv. Dujma
Split, 4. prosinca 2019. godine

dirigent: Sara Dodig Baucic¢

5 el 2 @ Rlefely
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Prilog 2 - Naslovnica nosaca zvuka Ivan Lukaci¢ — Sacrae cantiones u izvedbi
ansambla ,Musica Adriatica”

@

IVAN LUKACIC MUSICA ADRIATICA
Sacrae cantiones Sara Dodig Bauic

SOH0O3H
YLLYOHOD

0neg 81poq eies DI LYRIGY YDISNI / SUOHUED 3e12eS JDWHM NYA
Hrvatska barokna glazba / Croatian Baroque Music

£61£6090D
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Radionica Sacrae cantiones/Harmonices mundi
s Mariom Penzarom

Sara Dodig Bauci¢

Mario Penzar hrvatski je orguljas i redoviti profesor orgulja u trajnom zvanju
na Muzickoj akademiji Sveuilista u Zagrebu. Diplomirao je orgulje na Mu-
zi¢koj akademiji u Zagrebu, a usavr$avao na Visokoj glazbenoj skoli u Becu
kod A. Mitterhofera i na majstorskim tecajevima u Austriji, Belgiji, Danskoj
i Hrvatskoj (J. Ferrard, Ch. Dubois, L. Rogg, K. d'Hooghe i dr.). Odrzao je
brojna predavanja, seminare i radionice, kako na Institutu za crkvenu glaz-
bu Katolickoga bogoslovnog fakulteta Sveucilista u Zagrebu, Akademiji za
glasbo u Ljubljani i Muzi¢koj akademiji u Sarajevu, na nekoliko sveucilista u
SAD-u (Rochester / New York, Oshkosh / Wisconsin, Greencastle / India-
na), tako i na Ljetnoj orguljaskoj skoli u Sibeniku, Summer Organ Academy
u Goéteborgu te na raznim lokalitetima u Hrvatskoj. Orguljas s medunarod-
nom reputacijom suradivao je s orkestrima i komornim sastavima diljem Eu-
rope te je sudjelovao u realizaciji dvadesetak nosaca zvuka. Aktivan je u svoj-
stvu umjetnickog ravnatelja medunarodnog festivala stare glazbe Dvigrad, a
djelovao je i kao umjetnicki ravnatelj orguljskog festivala Organum Histriae.

U Splitu je pod okriljem medunarodnog znanstveno-umjetnickog simpozija
»2lvan Lukaci¢, kapelnik splitske prvostolnice” Mario Penzar odrzao dvod-
nevnu radionicu pod nazivom Sacrae cantiones / Harmonices mundi. U stolnoj
crkvi sv. Dujma 13. 1 14. listopada 2020. godine uprili¢ena je radionica kroz
koju je autor podsjetio okupljene na vrijeme i ideale koji su glazbu poimali
kao vode¢u medu sedam slobodnih umjetnosti. Promisljaju¢i o danasnjici kao
sekularnom vremenu, Penzar je nastojao kroz matematicku prizmu osvijestiti
neke od parametara koji prizivaju vrijeme spekulativnih glazbenih/teologkih/
socioloskih parametara baroka. Parafraziraju¢i promisljanja 17. i 18. stolje-
¢a koja su nastala u okviru raznih intelektualnih skupova, Penzar naglasava
vaznost ovakvih zajednickih promisljanja na podrucju umjetnosti, osobito se
osvréudi na leipziski Collegium musicum i J. S. Bacha. Na kraju dvodnevne
radionice upriliena je izvedba sopranistice Jelene Buble Cilas koja je, uz
basso continuo dionicu koju je realizirao Mario Penzar, otpjevala motet Sicus
cedrus Ivana Lukaci¢a. Na kraju promisljanja o glazbenim, teolokim i socio-

203



IVAN LUKACIC - KAPELNIK SPLITSKE KATEDRALE - ZBORNIK RADOVA

logkim temama 17.1 18. stoljeca, kao i o ulozi same glazbe u drustvu, Penzar
je podsjetio slusateljstvo ne neke principe izrade dionice bassa continua.

Pobjednik medunarodnog natjecanju orguljasa u Mechelenu (Belgija, 1988.)
koji je osvojio i nagradu Flor Baron Peeters te nagrade Milka Trnina i Kan-
tor, titularni orguljag Koncertne dvorane Vatroslava, Mario Penzar, pruzio je
zainteresiranima uvid u kontekst vremena u kojem su nastali moteti split-
skog kapelnika, Ivana Lukacica.
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Prikaz
Radionica o povijesnoj izvodackoj glazbenoj praksi
pjevaca sa Christinom Pluhar

Sara Dodig Bauci¢

Christina Pluhar vodec¢a je glazbena umjetnica danas kada je rije¢ o izvedbi
stare glazbe. Lutnjistica, barokna harfistica, dirigentica, skladateljica i aran-
zerka Pluhar zavrsila je studij klasi¢ne gitare u svom rodnom Grazu (Au-
strija), dok je lutnju studirala na Kraljevskom konzervatoriju u Den Haagu
(Nizozemska) i Scholi Cantorum Basiliensis u Svicarskoj. Baroknu harfu
ova je svestrana glazbenica studirala u Milanu (Scuola Civica di Milano,
Italija). Od 1992. nastupa s brojnim baroknim ansamblima i orkestrima u
Europi, a iste godine seli se u Pariz. Podu¢ava baroknu harfu na Kraljevskom
konzervatoriju u Dan Haagu (od 1999. godine). Ve¢ dvadeset i jednu godinu
aktivno radi s proslavljenim ansamblom L’Arpeggiata, kojeg je i osnovala.
S L'Arpeggiatom osvojila je brojne nagrade, ukljucujuéi visestruke nagrade
»Echo Klassik” (2009., 2010. i 2011.), kao i Edison Prize (2009.) te VSCD
Muziekprijs (2008.). S istim ansamblom osvaja nagradu Opus Klassik I’Ar-
peggiata u kategoriji ,ansambl godine” (2019.).

Christina Pluhar odrzala je dvodnevnu radionicu u okviru Medunarodnog
znanstveno-umjetnickog simpozija u Splitu, koja je, zbog epidemioloskih
razloga i nemoguénosti dolaska pozvane umjetnice, ostvarena online. Radio-
nica je bila namijenjena studentima pjevanja, kao pjevacima koji zele uciti o
izvodackoj glazbenoj praksi 17. stolje¢a. Za sudjelovanje na radionici, aktivni
participanti mogli su izabrati jedan od ponudenih Lukaci¢evih moteta: Sazn-
cta et Immaculata, Da pacem Domine, Cantate Domino, In lectulo meo, Domine
puer meus, Responde virgo in echo, Ex ore infantium, Quam pulchra es, Panis

Angelicus.

Drugog dana simpozija, u petak 13. studenog 2020. godine odrzan je u ju-
tarnjim satima prvi dio radionice na kojoj su sudjelovale pjevacice s Odsjeka
za pjevace Glazbenog odjela Umjetnicke akademije u Splitu, iz klase doc.
art. Terezije Kusanovi¢. Studentice, koje su uz pasivne promatrale sudjelo-
vale aktivno u radionici, pripremile su dvoglasni motet Sanca et Immaculata
te Cetveroglasni motet Ex ore infantium. Koncentriravsi se na prvi navedeni
motet, Pluhar je demonstrirala i trazila od studentica da pokusaju izvesti
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dionicu u skladu s povijesnim praksama, kontrolirajuéi pri tom postizanje §to
ravnijeg tona. Pluhar je tom prilikom objasnila i neke alate koje bi pjevaci
mogli iskoristiti u izvedbi ranobarokne glazbe Nastavljajuéi se na odrednice
povijesno osvijestene izvedbe, umjetnica je demonstrirala moguénosti izved-
be, objasnjavajudi slusateljima kontekst vremena u kojem je glazba nastala.

Drugi dio radionice odrzao se tre¢i dan simpozija, u subotu, 14. studenoga
2020. godine, takoder u jutarnjim satima. Uz studentice Odsjeka za pjevanje
Umjetnicke akademije i korepetitora Zorana Velic¢a, nastupio je i mjesoviti
pjevacki zbor Camerata Vocale Split koji je demonstrirao izvedbu peterogla-
snog moteta Panis angelicus u komornom sastavu.

Specijalizirana za baroknu glazbu, Christina Pluhar ponudila je slusateljima
simpozija vrijedne informacije o izvedbi ranobarokne glazbe, iskustveno pre-
docavajuéi brojne elemente i danasnje, koncertne izvedbe. Na kraju radioni-
ce, prezentiran je i video u kojem ansambl I’ Arpeggiata izvodi Lukaci¢e mo-
tet Panis Angelicus u potpuno novom aranzZmanu. Inace, najuspjesniji albumi
ansambla I’Arpeggiate su: La Tarantella, All'Ilmprovviso, Los Impossibles,
Teatro d’amore Via Crucis, Los Pijaros perdidos, Music for a While, kao 1
Hindel Goes Wild. Ansambl I’Arpeggiata pod vodstvom Christine Pluhar
nastupa u svim velikim koncertnim dvoranama te na festivalima diljem Eu-

rope, SAD-a, Juzne Amerike, Japana, Australije i Novog Zelanda.
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Predavanje Egona Mihajlovic¢a o glazbi Ivana Lukacic¢a
i povijesno izvodackoj praksi

Sara Dodig Bauci¢

Osim znanstvenih sesija, u okviru medunarodnog znanstveno-umjetnic¢-
kog simpozija ,Ivan Lukaci¢, kaplenik splitske prvostolnice” odrzala su se
predavanja i radionice usmjereni na izvodacku praksu. Prvo od dogadanja
organiziranih u splitskoj katedrali sv. Dujma bilo je predavanje ¢embalista,
dirigenta i orguljasa Egona Mihajlovi¢a, koji se, obzirom na pandemijsku
situaciju i nemogucénost dolaska, obratio preko video zida. Magistrirao je na
studiju ¢embala i stare glazbe na Visokoj muzickoj akademiji u Frankfurtu
na Majni 1992. godine, dok je specijalisticki poslijediplomski studij zavrsio
1996. godine na istoj akademiji. Redoviti je profesor na Muzickoj akademiji
Sveucilista u Ljubljani, gdje vodi klasu ¢embalista te drzi kolegije Povije-
sno-obavijestena izvodacka praksa i Komorna glazba s bassom continuom. Na
istoj akademiji predstojnik je Odjela za staru glazbu, a njegov posebni inte-
res je proucavanje povijesno obavijeStene interpretacije glazbene literature
za povijesne instrumente s tipkama, kao i vokalne literature od 16. do 18.
stolje¢a. Egon Mihajlovi¢ aktivno djeluje kao cembalist i orguljas, a odrzao je
brojne solisticke recitale kako na europskim festivalima barokne glazbe, tako
i u koncertnim dvoranama diljem Europe i SAD-a. Kao dirigent specijalizi-
rao se za izvodenje repertoara baroknoga glazbenog teatra i sakralne glazbe.

Mihajlovi¢ je u svom izlaganju izloZio neke od bitnih uputa izvodenja glazbe
Ivana Lukaci¢a osvréudi se na glazbenu gramatiku afekata i estetiku vokal-
no-instrumentalne glazbe. Kroz prizmu povijesno-obavijestene izvodacke
prakse, dobitnik Zlatne plakete Sveucilista u Ljubljani za osobite zasluge na
podrudju stare glazbe i cembala, povezao je Lukaci¢evo glazbeno djelovanje
s glazbeno-povijesnim dogadanjima u Italiji te se osvrnuo na vazne aspekte
promatranja skladateljskog pisma, stvaranja zvuéne koncepcije i interpreta-
cije Lukaci¢evih skladbi. Slusateljima su ponudeni primjeri ornamentacije
te diminucijskih tehnika i pravila, koji su uz pogled na estetiku Lukaci¢evog
vremena i upotrebu ranobaroknih afekata u izvodackoj praksi pruzili uvod i
u radionicka zbivanja koja su uslijedila
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THE FIGURE OF IVAN MARKO LUKACIC
- THE “FATHER OF CROATTAN MUSIC”

Ivan Marko Lukaci¢ (Ioannis Lvcacih), the Croatian composer and organist,
is considered the “father of Croatian music”. He was born in 1585' and bap-
tized on April 17, 1587, in Sibenik.2 Data on his childhood, schooling, and
even music education remain unknown to us or are very scarce. The national
or local archives do not contain much documentation about Lukaci¢’s child-
hood, Franciscan formation, and theological and musical education. But due
to some fragments, it is possible to put together a mosaic of his religious life
and musical opus, based on preserved information. Today we can find some-
thing about Lukaci¢ in the books of the Sibenik Parish Archives, the Split
and Sibenik Conventual Franciscan Monasteries, the archives of the Croa-
tian Institute of St. Jerome in Rome and the Archives of the Order located
next to the Basilica of the Holy Apostles.

We know that he entered the Conventual Franciscan monastery of St. Francis
in Sibenik on June 1, 1597, and took the religious name, Marko. We assume
that he acquired his musical education in the monastery and perhaps in the
Sibenik Cathedral of St. Jacob. Ennio Stip&evié, putting together a mosaic of
Lukaci¢’s life, mentions that three years after his ordination in 1600, he was
sent to Italy for humanities studies, which he completed in 1612, achieving
the baccalaureate degree.> We assume that he studied music in Rome beside
his humanities studies. Stipcevi¢ mentions two documents that testify about

! 'The documents on the visitations of the Split monastery of St. Francis mention

Lukagi¢ as a forty-year-old, so it is possible to conclude that he was born in 1585.

However, a more precise date of his birth remains unknown.

Cf. Ivan Lukaci¢, Hrvatska enciklopedija, mrezno izdanje, Leksikografski zavod Miro-

slav Krleza, 2021, https://www.enciklopedija.hr/natuknica.aspx?id=37477 (accessed:

20/12/2021); Cf. Ennio Stipcevi¢, Ivan Lukacdi¢, Muzicki informativni centar Kon-

certne direkcije Zagreb, Zagreb, 2007, pp. 34-35.

3 Cf. Ennio Stipeevi¢, Ivan Lukacié, pp. 36, 40; Cf. Rome, Arhives OFM, conv. Regis-
trum Ordinis 1612-1617, sig. A -26, Provincia Dalmatiae, p. 29; Cf. Nediljka Mirja
Tabak, Sacrae cantiones — Cantiones sacrae, Sveta Cecilija 72 (2002) 3-4, pp. 52, 54.
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Lukaci¢ as a musician. We know that he was responsible as the maestro di
cappella for the musical part of the celebration of the feast of St. Jerome on
September 30, 1614, as the document in the Archives of the Order, located
next to the Basilica of the Holy Apostles, mentions Lukaci¢ as a magister
musices.* In 1618, Lukaci¢ returned to the Sibenik monastery of St. Francis,
where he served until June 22, 1620. Then he came to the Split monastery
of St. Francis on the seafront, where he became a guardian, as evidenced
by two books on Revenues and Expenditures (1608-1627) of the monastery
and the church of St. Francis on the seafront with about forty of Lukacic’s
signatures. At the same time, he became musicus praefectus, i.e. music director
of the Split Cathedral at the time of Archbishop Sforza Ponzoni. Then he
published his music collection Sacrae cantiones (Sacred Chants) in five vol-
umes: Cantus, Altus, Tenor, Bassus and Organum. Although the archives of the
Split monastery of St. Francis on the seafront has a rich music collection that
contains works from the 16th century to the present day, unfortunately, we
do not find a single musical work of Lukaci¢, including the collection of mo-
tets Sacrae cantiones from 1620. According to the monastery’s register, Ivan
Marko Lukaci¢, the guardian of the Split monastery of St. Francis on the
seafront and the director of music in the Split Cathedral, died on September
20,1648.They buried him in the monastery church.’ The monastery’s Obitu-
ary states: “Il Molto R-do Padre fra Joanne Luccacich Custode e Maestro di
Musicha (... fu sepolto nella loro chiesa a S. Francesco”“The venerable father

Fr. Ivan Lukacié¢ custodian and music teacher (...) was buried in the church
of St. Francis.”).

* At that time, Croatian students lived or stayed in the Croatian pilgrim’ inn and the

church of St. Jerome (Church of Sam Girolamo dei Croati). It is interesting that the
church of St. Jerome bought a new organ in 1609 when Lukaci¢ was in Rome. The
feasts of St. Jerome were especially solemnly celebrated at that time. Stipéevi¢ men-
tions two documents Decreti Delle Congregazioni (from 1614), which state that the
maestro di cappella Ivan Lukaci¢ performed sacred music with dignity and solemnity
at the feast of St. Jerome on September 30, 1614, and he received payment for it. The
other document is in the Archives of the Order. Cf. Ennio Stipéevi¢, Tvan Lukacic, p.
48.

> Cf. Ennio Stip¢evi¢, Tvan Lukacic, pp. 54-58, 76.

¢ Povijesni arhiv u Splitu, Liber IT mortuorum 1638.-88, £. 83.1.; Nediljka Mirja Tabak,
Sacrae cantiones — Cantiones sacrae, Sveta Cecilija 72 (2002) 3-4, p. 54.
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'The “tooth of time” did its work, and the memory of Lukaci¢ and his time
gradually faded. The Split monastery of St. Francis on the seafront has not
preserved his musical works, and the only portrait of the guardian Lukaci¢,
mentioned in books, has been lost. Perhaps one day, someone will find it
somewhere!

'The most valuable thing that Lukaci¢ left is the music collection of 27 mo-
tets, Sacrae cantiones, from 1620, printed in Venice, in the printing house of
Angelo Gardano, published by Giacomo Finetti. It did not come to light
for a long time. Today, the copy of the only known Lukaci¢’s collection is in

Krakow, Poland.

Dragan Plamenac, an American musicologist and composer of Croatian de-
scent, studied European archives and found a collection of motets by Ivan
Marko Lukadi¢ Sacrae cantiones at the Staatliche Bibliothek-Preuflischer
Kulturbesitz in Berlin. The collection disappeared during the riots of the
Second World War. After the war, it was found and preserved in the Jagiel-
lonian University Library in Krakéw,” the Music Information Centre of the
Zagreb Concert Management and the Sibenik City Library “Juraj Sizgori¢”
(ed. Ennio Stipéevi¢) published a reprint of the Sacrae cantiones collection in
1998, according to the collection’ copy in Krakow.?

Plamenac organized several so-called “Historical concerts” from 1930 to
1938 at the Croatian Music Institute in Zagreb. At one of them, in 1935,
he presented works by Dalmatian composers of the 16th and 17th centuries,
including works of Ivan Marko Lukacié. At the same time, he prepared the
first musical edition of the Selected Motets/ Spiritual Concerts/from the Sacrae
cantiones collection - 1620 by Ivan Marko Lukaci¢.’ Besides Dragan Plamen-
ac, Ennio Stip¢evi¢ published the Sacrae cantiones collection with transcrip-
tion and realization of basso continuo in 1986.1°

Ennio Stip¢evi¢ (ed.) Ivan Lukacié, Sacrae cantiones — Hereditas musicae, Muzicki in-

formativni centar Koncertne direkcije Zagreb — Gradska knjiznica “Juraj Siigorié”

Sibenik, Zagreb, 1998.

8 Thid.

9 Cf. Dragan Plamenac, Hrvatska enciklopedija, Leksikografski zavod Miroslav Krleza,
2021, https://www.enciklopedija.hr/natuknica.aspx?id=48562 (accessed: 20/12/2021).

10 Cf. Ennio Stip¢evi¢, Ivan Lukali¢ — Sacrae cantiones (Venice, 1620 — Mottetti a 1-5

voci) Introduzione, trascrizione e realizzazione del basso continuo: Ennio Stipcevié, a

cura di fr. Ludovico Bertazzo, OFMConv., Edizioni Messaggero Padova, 1986.
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Dragan Plamenac, Ennio Stipéevi¢ and several Croatian musicologists as Jo-
sip Andreis, Lovro Zupanovi¢, Ivan Boskovi¢, Nikola Mate Rogci¢, Tomislav
Mrkonji¢, Imakulata Malinka, Izak Spralja Ljudevit Anton Maraci¢, Nedil-
jka Mirja Tabak, Miljenko Grgi¢, Sime Marovi¢, Ivica Zizié, et al., gradu-
ally began to put together a mosaic about the life and work of Ivan Marko
Lukaci¢. We have joined them in their efforts and provided our works as
new mosaic pieces collected in the Proceedings you are just about to read.
Several new scientists who have started studying Lukaci¢’s opus are Mirjana
Siris¢evi¢, Davorka Radica, Vito Bali¢, Sara Dodig Bauci¢, Mihael Provi¢
and Domagoj Volarevic.

The first symposium on the 400¢h birth anniversary of birth of Ivan Marko
Lukaci¢ was held on November 8-9, 1985, in Zagreb. The second one on the
400th anniversary of the Sacrae cantiones collection was held on November 12-

14,2020, in Split.

At the symposium in Zagreb, eminent scientists, historians and musicolo-
gists presented the life and work of Ivan Marko Lukaci¢. Cardinal Fran-
jo Kuhari¢, the Archbishop of Zagreb, Fr. Alojzije Litri¢, Provincial of the
Croatian Conventual Franciscan Province and Fr. Bonaventura Duda, the
Dean of the Catholic Faculty of Theology in Zagreb, delivered their opening

speeches.

Lectures from this scientific conference were published by the Conventual
Franciscan Province in Zagreb in 1987 under the title Lukadi¢ - #be Proceed-
ings of the scientific conference held on the occasion of the 400th anniversary of the
birth of Ivan Marko Lukacic. The Proceedings include the following papers:

1. The Position and Significance of Ivan M. Lukacic in Croatian and Foreign
Mousic of his Time and Today (Lovro Zupanov1c)

2. The Conditions in Split at the Time of Ivan M. Lukaci¢ (Josip Soldo);

3. The Religious Figure of Ivan M. Lukacic in the Light of New Data (Nikola
Mate Ros¢id);

4. Pathology of Ivan M. Lukaci¢ (Darko Breitenfeld);

Lukacics Life in Rome (Tomislav Mrkonjic);

6. The Musical Life in Rome and Venice in the Early 17th Century (Jean Lio-
net);

7. Lukacic as regens chori of the Split Cathedral (Ivan Boskovic),

8.  Musical Connections between Dubrovnik and Dalmatian Cities in Lukacics

Time (Miho Demovié);

e
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9. Transcription Issues in the Opus of Ivan M. Lukaci¢ (Imakulata Malinka);

10. “Sacrae cantiones” Collection and Early Barogue in Dalmatia (Ennio
Stiplevié);

11. “Sacrae cantiones” in the Liturgy of the Time (Isaac Spralja); and

12. The Music Work of our Jesuits in the early Baroque Period (Marijan Steiner).

'The Collegium pro musica sacra choir performed two special concerts on No-
vember 8, 1985, in the Zagreb Cathedral and on November 9, in the St.
Anthony church in Sveti Duh."

'The Catholic Faculty of Theology (KBF) and the Arts Academy (UMAS),
the University of Split, organized an international scientific-artistic sympo-
stum on Jvan Lukacié, the music director of the Split Cathedral (on the occasion
of the 400th anniversary of the Sacrae cantiones collection) on November

12-14, 2020, in Split.

'The Rev. Mihael Miso Provi¢ and Sara Dodig Bauc¢i¢ initiated the coopera-
tion between KBF and UMAS. They shared the common idea of organizing
a concert in 2020 and marking the 400th anniversary of the Sacrae cantiones
collection (printed in Venice 400 years ago - in 1620). They decided to per-
form a complete opus, consisting of 27 motets. Thus, in 2019, the conductor
Sara Dodig Bauci¢ founded the international ensemble Musica Adriatica
(which brought together nine musicians - seven different nationalities), who
performed a concert on December 3,2019, in the Cathedral of St. Domnius.

'The members of the ensemble Musica Adriatica who performed in the Split
Cathedral are:

Meneka Senn (soprano, the Netherlands),

Rosemary Carlton-Willis (soprano, Great Britain/the Netherlands),
Eric Schlossberg (countertenor, USA/ the Netherlands),

Filipe Neves Curral (tenor, Portugal/ the Netherlands),

Yonathan van den Brink (bass, the Netherlands),

Talitha Cumi Witmer (theorbo, USA/Korea/ the Netherlands),
Anna Lachegy (viola da gamba, Hungary/ the Netherlands),

Karel Demoet (organ, the Netherlands) and

Sara Dodig Bauci¢ (conductor, Croatia).

1 Cf. Ljudevit Anton Maraci¢ (ed.) Lukacic — Zbornik radova znanstvenog skupa odrzanog
u povodu 400. obljetnice rodenja Ivana Marka Lukacica, Provincijalat franjevaca konven-
tualaca, Zagreb, 1987.
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Having organized the concert and the first complete performance of the
Sacrae cantiones collection, we went on with the publication of a CD. Croatia
Records released CD with all 27 motets performed by the Musica Adriatica
ensemble accompanied by organ and wviola da gamba, trying to convey the
performance practice of the early Baroque period.'?

We established a scientific-artistic committee and organizing committee to
realize the scientific symposium. The members of the scientific and artistic
committee were Mihael Provi¢ (chairperson) and Sara Dodig Bauci¢, Ennio
Stipéevi¢, Mirjana Siris¢evi¢, Davorka Radica, Vito Bali¢, Christina Pluhar
and Egon Mihaljevi¢. The members of the Organizing Committee were Mi-
hael Provi¢, Sara Dodig Bauci¢, Doris Zuro and Ivan Urli¢.1?

At the opening of the symposium, Msgr. Drazen Kutlesa, Coadjutor Arch-
bishop of Split and Makarska, prof. Dragan Ljuti¢, PhD, Rector of the Uni-
versity of Split, prof. Mladen Parlov, PhD, the Dean of the Catholic Faculty
of Theology and assist. Prof. Mihael Provi¢, PhD (the Scientific-Artistic and

Organizing Committees’ chair) delivered their opening speeches.

The symposium brought together eminent experts whose different scien-
tific and artistic research interests united and connected many aspects of
Lukaci¢’s time and work and pointed out the importance of his legacy in
national and European music history. The fruits of the international scientif-
ic-artistic symposium are the papers we publish in this collection:

1. Ivan Lukacicin the Light of Older and Newer Knowledge (Ennio Stipcevic),
2. Fr Ivan Marko Lukacic-Unpublished Archival Findings (Ljudevit Anton
Maraci¢),

12 Croatia records, Ivan Lukaci¢: Sacrae cantiones, Musica Adriatica ensemble, Music

producers: Sara Dodig Bauci¢, Mihael Provi¢ i Hrvoje Domazet. Struéni je surad-
nik na projektu doc. mr. art. Kresimir Has (Zagreb, Hrvatska). The Schola cantorum
Split association launched the project, supported by the following sponsors: Grad
Split, Ministry of Culture of the Republic of Croatia, Yala Music Company (The
Netherlands), Arts Academy, University of Split, Office for Youth Pastoral of the
Split-Makarska ~ Archdiocese, https://crorec.net/album/ivan-lukacic-sacrae-can-
tiones/ (accessed: 20/12/2021).

After all the preparations, an international scientific and artistic symposium followed.
It was not held in the KBF premises due to the coronavirus pandemic but in the hall
of the Archdiocesan Theological Seminary.

13
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3. Music Archive of the Split Cathedral and Other Sources in the Archdiocesan’s
Archive for Researching of the Musical Past of Split (Slavko Kovaci¢ - Ivan
Balta),

4. Choirmasters of the Split Cathedral: Julije Bajamonti, Benedetto Pellizzari
and Ante Alberti - Undiscovered Pearls of Croatian Cultural Heritage (Mi-
hael Provié),

5.  Liturgical Settings of Sacrae cantiones motets of Ivan Marko Lukaci¢ (Do-
magoj Volarevi¢)

6. Three-Part Motets of the Collection Sacrae cantiones Collection of Ivan
Lukaci¢ (Mirjana Siriscevic),

7. The Intonation-based and Rhythm-based Approaches to Singing of Motets

Cantabo Domino and Cantate Domino from the Sacrae cantiones Collection

of Ivan Lukaci¢c (Davorka Radica)

8.  “Belle fantasie e leggiadre invenzioni” in Lukacic’s Motet Sicut cedrus (Vito
Bali¢),

9. Lukacic in the 21st Century: On Some Performing Aspects of the Musica
Adriatica Ensemble (Sara Dodig Baucic).

'The authors deal with the historical and social circumstances of the city of
Split during the early Baroque period when the composer Ivan Lukaci¢
worked in the Split Cathedral. The music archives of the Split Cathedral
contains valuable data on the life and work of Lukaci¢’s contemporaries
Benedetto Pellizzari, Julius Bajamonti and Ante Alberti. The presented data
provide a complete picture of the time in which Lukaci¢ lived and created
his works. Finally, we provide descriptions of Lukaci¢’s compositions (all 27
motets), analysis of motet texts, the use in the liturgy and today’s realization
of basso continuo and contemporary performance possibilities.

'The Cathedral of St. Domnius hosted an artistic part of the symposium,
which consisted of 3 music workshops: the Workshop on Music of Ivan Lukaéi¢
and Historical Performance Practice, Egon Mihajlovi¢ (Slovenia); the Workshop
on Historically Informed Performance for Singers, Christina Pluhar (France),
and Sacrae cantiones/Harmonices mundi, Mario Penzar (Croatia).

We made the symposium website https://lukacic.smn.hr/ where all the in-
formation and materials of the symposium are available and a collection of
video clips from the music concert.

13
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'These bilingual conference proceedings (English-Croatian), edited by Mi-
hael Provi¢ and Doris Zuro, can be a relevant source to all national and
international scholars interested in the city of Split and its musical art. The
proceedings can be appealing to early Baroque music singers and instrumen-
talists, organists, choirmasters, and students in Religion and Music studies.
All those interested in the cultural and artistic heritage of the City of Split
and the Split-Makarska Archdiocese can find much information on the
time, life, and work of the “father of Croatian music” Ivan Marko Lukaci¢.

My heartfelt thanks to everyone who participated in this project. As the chair
of the scientific-artistic and organizational committees of the international
symposium on Jvan Lukacié, the Choirmaster of the Split Cathedral, 1 am glad
we continue piecing together the mosaic of Lukaci¢ life and work, unaftected
by “the tooth of (our) time”. We have revived and left this valuable “musical
pear]” of Croatian and international cultural heritage to new generations.

Since there is a scientific and artistic mosaic about the character and work of
Ivan Marko Lukaci¢, I hope that future generations will continue to study
other musical pearls of the city of Split and the Split-Makarska Archdiocese.
Let this work be an incentive for other researchers who will continue piecing
new mosaics of other still undiscovered Croatian (church) musicians. Their
hidden whereabouts in archives await better times - for someone to find and
present them to the national and international music community.

Assist prof. Mihael Miso Provi¢, editor

14
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IVAN LUKACIC IN THE LIGHT OF OLDER AND
NEWER KNOWLEDGE

Ennio Stipcevié

UDK: 78.034.7:78.071.1Lukaci¢,1. M. Croatian Academy of Science and Arts
Professional paper Institute for the History of Croatian Literature,
Paper received 2/2021 Theatre and Music
estip@hazu.hr

Abstract

We find the first bio-bibliographical data on Ivan Lukadic (c. 1585-1648) in the mu-
sical lexicons of Johannes Walther (1732), Frangois Joseph Fétis (1860-1865), Robert
Eitner (1877) and some other older bibliographic reference works. There is no mention
of Lukacic during the 18th and 19th centuries. Even well-known bibliographers, such
as Sime Ljubi¢ and Tvan Kukuljevic Sakcinski, do not mention him in their publications
nor Franjo Ksaver Kuhac knew anything of Lukacic. In 1925, Josip Mantuani referred
to Giacomo Finetti and alongside him Ivan Lukadic, too, including bis Sacrae cantiones
collection, in his study on the history of Franciscan music. A year earlier (1924), lo-
cal church historian Niko Kalogjera also mentioned Lukacic as the organist of the Split
Cathedral, but not knowing anything about his collection, cited in old music lexicons.
The young musicologist Dragan Plamenac read Mantuani and Kalogjera’s notes. After
a few years of research, Plamenac published the article “Unknown Croatian musician
of the early Barogue Ivan Lukacic (1574-1648) and his motets” in the Zagreb daily
Obzor at the end of 1934. 'Ihis small newspaper article was a first-class cultural event
and a great musical discovery in Croatia. At the end of 1935, he organized a concert
From the Croatian musical past in the Croatian Music Institute with musical pieces
of Vinko Jelic, Andrija Patricij (Andrea Patricio), Julije Skjaveti¢ (Giulio Schiavetto
[Schiavetti]), Tomaso Cecchini and Tvan Lukadic, so the Croatian public could suddenly
enjoy the unimaginable richness of Croatian Renaissance and Barogque music. Plamenac
was particularly impressed by the Sacrae cantiones collection. Plamenac found Lukacics
collection of motets in the old Prussian State Library in Berlin. Due to newspaper ar-
ticles, a well-organized concert at the Music Institute, and the edition of selected motets
Jfrom the Sacrae cantiones collection - the music of Ivan Lukacic came to life again in the
mid-1930s. E. Stipcevic rediscovered the Sacrae cantiones collection in the Jagiellonian
Library in Krakéw in 1982. In the early 1980s, Lukacic’s opus integrated into new
methodological tendencies and Croatian Barogue music was recognized in Europe. Ivan
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Lukacic, the composer, Conventual Franciscan, longtime maestro di cappella of the Ca-
thedral of Split, is a typical “hero” of local historiography. In the collection of Sacrae can-
tiones, we recognize a valuable contribution to early Barogue contemporary aspirations.

Keywords: Tvan Lukacié, Croatian baroque music, music historiography

Introduction

We gathered here to mark the 400th anniversary of the music-print Sacrae
cantiones collection singulis, binis, ternis, quaternis, quinisque vocibus concinen-
dae (Venetiis: Gardano, 1620) by Ivan Lukacié¢ (Sibenik, around 1585 - Split,
20 September). 1648). Today, Lukaci¢ is one of the most famous early Cro-
atian composers, a prominent figure in the Croatian musical baroque, who
is said to have been the “father of Croatian music”. Unfortunately, Lukaci¢
had no true successor, so soon after the composer’s death, his music fell into
oblivion.!

In the 16th and 17th centuries, Croatian regions were affected by difficult
political circumstances. Subordination to the Habsburg, Venetian and Turk-
ish authorities and constant wars decimated the nobility and exhausted the
peasantry, leaving little free time for the development of cultural life. In-
stead of the refined sounds of Renaissance and Baroque music, Croatian
soil resounded more often beaten with hooves of horses. In those centuries,
Croatian composers and foreigners who lived and worked in Croatia print-
ed around 60 music collections in Venice mainly, Rome, Vienna and other
music-printing centres. The first music-printing presses, which had movable
metal moulds with notes, appeared in Croatia only in the middle of the 18th
century. Music life suffered from the lack of a domestic music-printing press,
a market for music supplies, and the spread of musical ideas. However, the
inability of music-printing in the homeland paradoxically had its good side.
Namely, everything that early Croatian composers published abroad, with

In this study, I refer to my book: Ennio Stipéevié, fvan Lukacié, Muzi¢ki informativni
centar Koncertne direkcije Zagreb, Zagreb, 2007 (bilingual English-Croatian edition,
the documentary “In Search of Lukaci¢” on DVD attached), director Davor Sari¢,
screenwriters Ivan Vidi¢ - Ennio Stipeevic). The book also contains reference litera-
ture on Ivan Lukaci¢, his time and his contemporaries. Therefore, I referred to more
recent professional literature.
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reputable publishers and competing with their contemporaries, was already
equally included in the European musical practice of the Renaissance and
Baroque. Never before or since have Croatian composers or their artistic
activity been so strongly present in the European music market.

Close ties with overseas Italian regions prompted the emergence of baroque
music in Croatia. The two Italians distinguished themselves by their long
and versatile musical engagement in Croatian coastal areas: Gabriello Puliti
(c. 1575-1642/43), a native of Montepulciano in Tuscany, a Franciscan Con-
ventual, organist, author of at least 37 independent collections of secular and
spiritual music, which he mainly dedicated to local Istrian church dignitar-
ies, intellectuals, and poets. Tomaso Cecchini (1580/85-1644), a maestro di
cappella of the cathedrals in Split and Hvar, was the author of 27 collections
of various compositions in Central Dalmatia. Cecchini probably acquired a
solid musical education in his hometown or elsewhere in Italy, then came
to Dalmatia in 1603, seemingly, at the invitation of the learned and contro-
versial Archbishop of Split, Markantun de Dominis. Cecchini performed
various musical duties for more than thirty years. He made friends with the
locals and patrons in Dalmatia to whom he dedicated printed works.

Puliti and Cecchini’early opuses were open to modern expression and exper-
imentation. Later on, they gave up their virtuosity, using simpler polyphonic
syllables and seeking to adjust to very performances and expectations of their
patrons. If Puliti and Cecchini did not know each other, Ivan Lukaci¢ was
undoubtedly familiar with their opuses.

1. Ivan Lukaci¢: biographical data

There are scarce reliable data from Lukacié’s life. We do not know the exact
date of his birth. We only know that he was baptized Marko in his home-
town of Sibenik in 1587 and was admitted to the Franciscan Conventuals
in the Sibenik monastery of St. Francis in 1597 when he took the religious
name, Ivan. He must have been an immensely gifted young man because he
was sent to Italy for education in 1600. Lukaci¢’s long-term engagement in
Italy has not been well-researched so far. He could have been a student in
Rome or Padua. We know that in the church of St. Jerome in Rome, Lukacié
as maestro di cappella led a group of singers on September 30, 1614. After a
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tew months, he got a master’s degree in Music as written in one of the vol-
umes belonging to the Archives of the Order, located next to the Basilica of
the Holy Apostles (“Romae, die 23 Martii 1615. fuit creatus Magister Mu-
sices Fr. Joannes de Sibinico”). And those two short sentences are, in fact, the
only tangible evidence of Lukaci¢’s yearly stay in Italy.

'The coastal Franciscan Province of St. Jerome held its regular annual chapter
in Piran at the end of September 1616. The chapter suggested (not the first
time) that Lukaci¢ should take the duty of guardian in a Dalmatian monas-
tery. Though he was elected the guardian of his Sibenik monastery, he again
decided to stay in Italy. Interestingly, the chapter rejected the nomination of
the most remarkable musician of the Dalmatian Franciscan province Gabri-
ello Puliti as the guardian of the monasteries in Koper and Miles. Puliti had
already published about twenty collections and must have enjoyed a reputa-
tion in Istrian church circles. So, it is difficult to understand the causes for
his failure in the Chapter. However, the fact that Lukaci¢ and Puliti met at
the Provincial Chapters and could play music together is more important.

'The Province was looking for the best opportunities for Luka¢i¢’s return to
his homeland. He probably stayed in Italy, in Venice, where he published his
only known collection in the city on the lagoon and got inspired by Venetian
composers of the time.

In 1618, Lukaci¢ finally returned to his homeland, to his native Sibenik
monastery of St. Francis. He remained in that monastery until June 22,1620,
when he moved to Split. That year he accepted the duties that would occupy
him for the rest of his life: he became a musicus praefectus, i. e. a music director
(rnaestro di cappella) in the cathedral church of St. Domnius in Split and the
guardian of the monastery of St. Francis at the seafront. In Venice, he pub-
lished the Sacrae cantiones, a typical “raccolta” of the time, i. e. a collection of
spiritual compositions not having the same liturgical function. The cover of
his printed collection reveals that Lukacic’s religious brother, composer Gia-
como Finetti, the maestro di cappella in the Venetian church of S. Maria Dei
Frari, “brought the collection to the world”. At his urging, Lukaci¢ collected
some of his earlier compositions, which Finetti - as we can read in the text of
the dedication - handed over to Lukaci¢’s superior, the Archbishop of Split,
Sforzo Ponzoni.

'The 27 compositions from the Sacrae cantiones collection, although proba-
bly composed in Italy during Lukaci¢’s study, were primarily intended for
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the Croatian audience, as expected by Lukaci¢’s Split church leaders. We
can recognize early baroque features and clichés in melody. The composi-
tions lack affective patterns and written out melismas (except the two-part
Da Pacem Domine) and embellishments in cadences. Lukaci¢ undoubtedly
knew Venetian church music at the turn of the century, characterized by
a rich vocal-instrumental sound. Unlike Italian composers, composers who
performed on the Croatian coast as Tomaso Cecchini, Gabriello Puliti and
Damjan Nembri were constrained by their domestic performative possibil-
ities.

Upon his arrival in Split, Lukaci¢ assumed his responsible priestly and mu-
sical duties. He faced strained relations and conflicts fuelled by Archbishop
Markantun de Dominis, a versatile intellectual of broad natural and eccle-
siastical-historical interests. The archbishop conflicted with the Split Ca-
thedral chapter over his ideas against the papal infallibility. The Inquisition
found him guilty and ritually burned him after his death at the Campo dei
Fiori in Rome, the same square where Giordano Bruno was burned a few
years earlier.

Rich archival material on Luka¢i¢’s management of the monastery and the
church of St. Francis, preserved in the two books of Revenue and Expenditure
(1608-1627; 1627-1657), indicate all financial flows on about 580 large-for-
mat pages with 40 signatures of Lukaci¢. In addition, there are 21 official
records of canonical visitations. Further study of these monastic chronicles,
well known in the professional literature, still might offer fresh insights.

'There is a small but valuable collection of printed music sheets from the 16th
century in the monastery of St. Francis. Of the fifteen fragmentarily pre-
served collections, most are madrigals published by the Gardano publishing
house in Venice, the same one that printed Lukaci¢’s collection in 1620. It
is difficult to see any logic in getting the mentioned music collections, but,
significantly, the two authors are Franciscans (Costanzo Porta and Ludovico
Balbi) whose activities were related to the Venetian church Dei Frari. Giaco-
mo Finetti was the maestro di cappella in this large Franciscan church at the
beginning of the 17th century, so we assume that music sheets reached the
Franciscan monastery in Split due to Finetti’s mediation.

Franciscan friars and organists engaged in the cathedral used to stay at the
Split monastery of St. Francis. One of Lukaci¢’s contemporaries was Fr.
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Gasparo Ferrero. During 1624, he was the organist of St. Domnius Church.
Another organist with whom Lukaci¢ collaborated was Marcantonio (Don-
0so) Romano, a layperson who settled in Split in 1609 and worked part-time
as a cathedral organist until 1636. In the collection of the Veronese Tomaso
Cecchini Amorosi concetti, il Terzo Libro de’ madrigali a una, et due fo Voci. ..
op.7 (Venice, 1616). Romano is the author of the only virtuoso-written mon-
ody Mori mi dite. A year later, Cecchini dedicated to Romano whom he
called “compadre Mio caro” his op. 13., incompletely preserved collection
Motetti a una voce sola. Although Cecchini moved to Hvar in 1614, he still
had friends in Split. In 1625, Romano came to St. Francis monastery and
stayed there for several years together with Lukaci¢. The third organist of
the Split Cathedral during Lukaci¢’s life in Split was Fr Claudio Balbi da

Longiano, a Franciscan Conventual.

In the monastery chronicle on September 20, 1648, we can read a note “A
very distinguished father, Fr. Ivan Lukaci¢, curator and master of music, was
buried in our church of St. Francis. For years, the monastery books record-
ed requiem masses held in memory of a deserving member of the religious
community and a prominent artist. Older authors founded an oil portrait
of Lukaci¢ among the monastery inventory, for which it is not known who
made it and by whose order. Over time, the oil portrait of Lukaci¢ disap-
peared, and memory vanished, but music sheets survived in a few foreign
musical lexicons and bibliographic manuals. The Latin saying Habent sua fata
libelli seems to correspond to the fate of the artist music collection.

2.In search for Lukaéié

We find the first bibliographical data on Lukaci¢ in the musical lexicons of
Johannes Walther (1732), Francois Joseph Fétis (1860-1865), Robert Eit-
ner (1877) and in some early bibliographies. Music lexicons and bibliogra-
phies emerged in Croatia during the 18th and 19th centuries when Lukaci¢
name faded into oblivion. Neither Julije Bajamonti, Sime Ljubi¢, nor Ivan
Kukuljevi¢, the distinguished Croatian bibliographer, mentioned him. Even
the most knowledgeable Croatian musicologist at the turn of the 19th and
20th centuries, Franjo Ksaver Kuha¢, who was passionate about searching
for early musicians of Croatian origin, did not know about Lukacié. It was
not until 1925 that Josip Mantuan, a Slovenian musicologist of consider-
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able European reputation, mentioned Giacomo Finetti and Ivan Lukaci¢
and the Sacrae cantiones collection in his extended study on the history of
Franciscan music. A year earlier, local church historian Niko Kalogjera also
mentioned Lukaci¢ as the organist of the Split Cathedral but did not write
anything about his collection, recorded in early music lexicons. We assume
that a young musicologist Dragan Plamenac found Mantuani’s short note.
Seemingly, Mantuani was the first to mention Sacrae cantiones and Lukacic’s
name in a domestic publication - in just one sentence. So, Plamenac takes
the credit for the publication and contemporary presentation of Lukacic’s
collection as well as the discovery of unknown early Croatian music.?

After several years of detailed research, Dragan Plamenac published the arti-
cle “Unknown Croatian Early Baroque Musician Ivan Lukaci¢ (1574-1648)
and his motets” in the Zagreb daily Obzor at the end of 1934. This small
newspaper article (reprinted in other two domestic magazines next year) was
an exceptional cultural event and an exciting musical discovery in Croatia. At
the end of 1935, he prepared a program From the Croatian Musical Past in the
hall of the Croatian Music Institute, with music compositions of Vinko Jeli¢,
Andrija Patricia, Julije Skjaveti¢, Tomaso Cecchini and Ivan Lukaci¢. The
Croatian public could suddenly enjoy the unimaginable richness of Croatian
Renaissance and Baroque music. At that time, Plamenac discovered more
than 30 unknown printed collections of Croatian Renaissance and Baroque
masters, but he seems to have been particularly impressed by the Sacrae can-
tiones collection. The Croatian Music Institute published the music edition
Ivan Lukacic, Selected Motets... (the first music edition of early Croatian

2 The early musicological literature in which Lukaci¢ is only incidentally mentioned,

cf. Niko Kalogjera, Historical Notes on the Musical Events of the Split Cathedral,
Sv. Cecilija 18 (1924) 18, pp. 89-90; no. 4, pp. 126-128; no. 5, pp. 160-163; Josip
Mantuani, Musicians of the Order of St. Francis, Nova revija 4 (1925) 1, pp. 41-59;
no. 2, pp. 146-163; no. 3, pp. 266-277; no. 4, pp. 368-378. The discovery of the Sacrae
cantiones collection and the first scientific study of Lukaci¢ and Croatian Renaissance
and Baroque music was written by Dragan Plamenac, Nepoznati hrvatski muzicar
ranog baroka, Obzor 75 (1934) 293, p. 6. Among the more recent studies is the work of
Ljudevit Anton Maradi¢, Provincijski povijesni arhiv. Arbivsko gradivo povijesnog dijela
Provincijskog arbiva (1539 — 1827), vol. 1-2, Zagreb, 2015. Cf. also Milan Pelc (ed.),
Velicina malenih. Povijest i kulturna bastina Hrvatske provincije sv. Jeronima franjevaca

konventualaca, Zagreb, 2010.
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composer) in 1935. In the foreword to the edition, Plamenac delightfully
wrote: So, the domestic work and activity in this artistic field left a trace!

Plamenac found a unique copy of Lukaci¢’s collection in Berlin in the old
Prussian State Library. Thus, thanks to the newspaper articles, a well-organ-
ized concert at the Music Institute, and a critical edition of selected motets
from the Sacrae cantiones collection - the music of Ivan Lukaci¢ came to life
again in the mid-1930s. During the tragic war and aftermath, his family fell
apart, he lost many friends, and the valuable family library was stolen and
looted. In the late ’60s, he found, in his own words, quite by accident and
“among the old papers” in his private archives in the USA, a handwritten
transcript of the complete collection of Sacrae cantiones, a one he had made
in the early ’30s in Berlin.

Plamenac sent the microfilms of his transcript and the preserved copy of the
original organ continuo part to the Department of Music and Musicology
of the Croatian (then Yugoslav) Academy of Sciences and Arts (HAZU)
in Zagreb. Josip Andreis printed a musical edition of the remaining sixteen
motets from the microfilms in 1970. In the meantime, Lovro Zupanovi¢
published the first stylistic study on Sacrae cantiones in 1968. The next year
(1969), following Plamenac’s note, he published four of Lukac¢i¢’s motets
in the journal Zvuk from Johann Donfrid’s anthology Promptuarium Mu-
sicum (1626). Andreis was an experienced professor of music history at the
Academy of Music and the author of basic music manuals used by gener-
ations of musicologists and musicians. Zupanovi¢ was his successor at the
Department of Early Croatian Music. Both of them notably contributed to
reviving interest in Lukaci¢’s music. At this point, the discourse requires the
transition to the Ich-Form since the author of this text took part in the quest
for Lukaci¢’s publication.

When the renovated Berlin Library building opened in the early 1980s,
many books scattered during World War II began to return to the institu-
tion. At that time, the Jagiellonian Library in Krakéw stored a part of the
holdings of the Berlin Library. So, under the auspices of the HAZU Library,
I wrote an official letter to the Krakow library, asking for microfilm. A few
months later, at the beginning of 1983, a small packet arrived, without any
cover letter, with a microfilm of the original first edition of Ivan Lukacic’s
Sacrae cantiones collection! Thus, after 40 years of searching by many local
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musicologists, after countless futile letters and travels, I found the lost unique
Lukaci¢’s collection. I was motivated by Fr. Ludovico Bertazzo’s proposal
to prepare an edition of Lukaci¢’s entire collection for the Corpus Musicum
Franciscanum series that we published in 1986 in Padua. As requested by the
publisher, the edition was supplied with the realised organ continuo part.
'The last contemporary publication Sacrae cantiones is a reprint of the original,
published by the Music Information Center in Zagreb in 1998. This edi-
tion seems especially important because it provides insight into the original,
which is the basis for any “historically informed” performance.

'The Digital-Zoom Sibenik company and its director, cameraman and pro-
ducer Davor Sari¢ made the documentary In Search of Lukacic in 2000. The
documentary premiered in Sibenik and the hall of the Croatian Music Insti-
tute in Zagreb, several times on Croatian television, then at an international
musicological conference in New York, etc. The DVD was attached to my
book Ivan Lukaci¢ from 2007. The second edition of Lukaci¢’s collection for
the mentioned series of Paduan Franciscans Corpus Musicum Franciscanum
has been launched. It will be co-published as an international and domestic
publication (just a critical edition, without added continuo realisation). There
is also a new collection of papers prepared for publication.

We are encouraged to roll up our sleeves since we already had the Interna-
tional Musicological Conference in 1985, dedicated to the 400th anniver-
sary of the composer’s birth, organized by the Provincial of the Franciscan
Conventuals, a collection published two years later (editor Ljudevit Maraci¢)
and this symposium. Still, we have so much work to do on the revival of the
music of Lukaci¢ and his contemporaries.

Instead of a conclusion

And finally, instead of a conclusion, let me discuss an issue that requires a
response. The cover of Sacrae cantiones does not have the number of the opus.
Even though this practice was not an exception at the time of Lukaci¢, it is
still unusual and requires clarification. A question I pose: is this collection
the first and only printed work of Lukaci¢? How he did not write a single
musical composition after he had published the Sacrae cantiones and had be-
come maestro di Capella in the Split Cathedral remains a mystery. Namely,
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he was in charge of the musical repertoire, and his duties included a signif-
icant compositional engagement. Is it possible that Lukaci¢, welcomed in
Split so delightfully after his Italian studies, did not compose anything after
16202

However, we know that several of his motets were published even after 1620.
We assume that the acquaintance with Giacomo Finetti likely contributed to
the spread of Lukaci¢’s music to northern Europe. The anthology of Johann
Reininger’s Deliciae sacrae musicae (Ingolstadt, 1626) includes Ex ore infan-
tium.'The third volume of Johann Donfrid’s famous anthology Promptuarium
musicum (Strasbourg, 1627) consists of Corde et animo, Sancta et immacula-
ta, Sancti mei, Nos autem and Domine puer meus. Sacrae cantiones collection
contains all these motets. The inclusion of Luka¢i¢’s motets in prestigious
anthological collections confirm his European reputation. His motets were
not only performed in Venice but at northern European churches. At least
we would like to believe it!

But to prove that he performed his motets in northern European churches,
we have to research the catalogues of printing presses, their sales and distri-
butions. This task awaits younger generations. Further research on the spread
of early Baroque publications would bring to light another unknown work
of Croatian masters and perhaps, another Lukaci¢’s collection. After all, in
every ending, there is a new beginning.
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Supplement: Contemporary editions of Lukaci¢’s motets

Dragan Plamenac (ed.), Jvan Lukacic, Odabrani moteti (1620) [Selected motets], Hrvatski
glazbeni zavod, Zagreb, 1935, 1975 (reprint).

Ennio Stipéevi¢ (ed.), Joannis Lucacih de Sebenico: Sacrae Cantiones Singulis Binis Ternis
Quaternis Quinisque vocibus Concinendae, Venetiis 1620 (prir. Ennio Stipcevic), Muzicki
informativni centar Koncertne direkcije Zagreb — Gradska knjiznica “Juraj Siigoric’”, Za-
greb — Sibenik, 1998 (reprint).

Ennio Stipéevi¢ (ed.), Tvan Lukacic OFMConw. (c. 1585 - 1648), Sacrae cantiones Venezia,
1620, Mottetti a 1-5 voci (Corpus Musicum Franciscanum), Messaggero, Padova, 1986.

Josip Andreis (ed.), Tvan Lukacic, Sesnaest moteta [Sixteen motets|, Muzikoloski zavod
Muzicke akademije, Zagreb, 1970.

Lovro Zupanovi¢, Cetiri moteta Ivana Lukaéi¢a iz zbirke Promptuarium musicum Johan-
na Donfrida, Zouk 1969/ 91, 32-37 (Cetiri moteta iz zbirke Sacrae cantiones (Venecija,
1620) [Four motets from Sacrae cantiones], mus. supplement, 1-16).
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Abstract

The Croatian musician Fr. Ivan Lukacic was a choirmaster of the Split Cathedral during
the 17th century. He was born in Sibenik, educated in Venice and Rome and performed
his priestly ministries in Split. There is a growing interest in the life of this Conventual
Franciscan, especially on the 400th anniversary of the publication of his collection of
motets “Sacrae Cantiones” (Venice, 1620). He spent the most prolific life as the guardian
of the monastery of St. Francis and a choirmaster of St. Domnius Cathedral in Split.
The author’s work on arranging the archives of the Croatian Conventual Franciscan
Province of St. Jerome in Zagreb provided insight into archival fonds stored in twenty
manuscript collections. In this paper, the author presents unpublished archival findings
on Lukacics work as a friar and religious leader and bis spiritual life imbued with nu-
merous tensions, misunderstandings, and challenges. These new findings shed light on the
life and work of this Conventual Franciscan in the towns of Sibenik and Split, where he
acquired musical education and developed his musical talent.

Keywords: Conventual Franciscan, early baroque music, St. Francis monastery in Split,
8t. Domnius Cathedral in Split, guardian and definitor, Zadar Custody

Introduction

A scientific conference on the 400th anniversary of the birth of Fr. Ivan
Marko Lukaci¢ (1585-1985) was held in Zagreb in November 1985. The

conference proceedings, entitled “Lukaci¢”,! were published over a year after.

! Cf. Ljudevit Anton Maraci¢ (ed.), Lukacic, Proceedings of the Scientific Conference on the
400th Anniversary of the Birth of Tvan Marko Lukacic, Provincijalat franjevaca konven-
tualaca, Zagreb, 1987.
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However, some authors expressed their regret for not providing a more com-
prehensive insight into the work of this Croatian Baroque musician. There
is still much archival material about this eminent Conventual Franciscan
who performed his ministries in his Province of St. Jerome in Dalmatia. He
lived and worked in St. Francis monastery in Split and the Zadar Custody,
which covered his monastery in Sibenik and residence in Split. The authors
presented their archival biographical research findings, but only partially,
mainly focusing on the monastery archives in Split (Ros¢i¢) and Lukaci¢
musical education and specialization in Rome (Mrkonji¢). Other authors, as
expected, focused their attention on musical activities or circumstances that
influenced Lukaci¢’s successful work in Split.

After thirty years, motivated by numerous reasons, I decided to arrange the
entire archival material of the Croatian Conventual Franciscan Province of
St. Jerome, stored in well-protected cardboard boxes that have been inac-
cessible to the public and thus insufficiently studied. The fruit of this work,
which brought me a lot of joy and many surprises, is bound in two large
volumes entitled “Provincial Historical Archives”.? In this work, I focus on
the well-known friars of the Province of St. Jerome from 1559 to 1827.This
period is covered by the minutes and reports of the Provincial Chapters and
visitations starting from 1559. That year the Provincial Archives was estab-
lished. In 1827, the Province of St. Jerome in Dalmatia merged with the
Province of St. Anthony of Padua in Padua. From 1827 on, the archival
fonds was stored there until the provinces’ disintegration in 1907. From that
year until today, the Archives of the Province of the Holy Spirit in Zagreb
preserves the earlier fonds and later archival material.

'The historical archive of today’s Croatian Province of St. Jerome keeps,
among other things, twelve large-format manuscripts, entitled “Acta Provin-
ciae”. Besides the official minutes of the Provincial Chapters and canonical
visitations, the Archives also contains correspondence with the provincial
administration, data on newcomers to the priesthood, those vowed and the
deceased members, and other appealing things from the past. The indica-
tion of the volume number matches the period described in the book, so,

2 Cf. Ljudevit Anton Marali¢, Provincijski povijesni arhiv. Arhivsko gradivo povijesnog

dijela Provincijskog arhiva (1539. — 1827.), Hrvatska provincija sv. Jeronima franjevaca
konventualaca, 2 volumes, Zagreb, 2015. The first volume contains a list and descrip-
tion of the material in chronological order, and the second volume deals with events,
phenomena, and names.
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for example, the first volume includes archival material from 1559 to 1854.
Periodization does not have any specific criteria but depends on the record
keepers, regularly the secretaries of the Province, and sometimes the Pro-
vincial Minister himself, which is easily recognizable by the use of the first
person present.

Following this arrangement and description, I tried to keep the original ex-
pressions and sentences (in quotation marks) in Latin, with the volume label
and the page or foil on which the given quotation is in brackets. Since the
two volumes do not have pagination, the finding citation in the manuscript
can be difficult. However, the year preceding or in each passage can facilitate
the finding, as the records follow chronological order. Concerning Fr. Ivan
Marko Lukaci¢ life and religious activity, I tried to faithfully and compre-
hensively present archival data published to the public for the first time and
provide a complete picture of the life of this distinguished friar.

1. Archival records on Fr. Ivan Lukacié¢

We found the first recorded mention of Fr. Ivan Marko Lukaci¢ in the Ar-
chives of Conventual Franciscan Province of St. Jerome (then called Pro-
vincia Dalmatiae s. Hieronymi fratrum minorum conventualium) in the sec-
ond volume of the Acts of the Province (1588-1605). Then the Provincial
Minister was Nikola Sola from Piran, who presided over the Zadar Custody
congregation on June 1, 1597, in the Sibenik monastery of St. Francis. The
Custody has long preserved the memory of the monastery of St. Francis in
Zadar, including monasteries in Pag, Sibenik, Trogir and Split. On that oc-
casion, Provincial minister Sola appointed Marko Leon from Cres (PBacc)
as his commissioner in Sibenik. The record of the custodian Congregation,
on June 1, 1597, reveals an important detail. On the same day, Marko, son
of the late Ivan Lukacié¢ and Petar, son of the late Antun Misli¢, entered the
monastery of St. Francis in Sibenik, i.e., the Order of Conventual Franciscan,
the Province of St. Jerome. They were both about thirteen years old, the usual
age at the time that someone could enter the novitiate.?

3 “Pro conventu Sibenicensi Marcus filius def. Joannis Lucacich et Petrus filius def.

Antonij Mislich... eadem atetate annorum tredecim in circa.” Acts of the Province in
the Archives of the Conventual Franciscan Province of St. Jerome in Zagreb, 2nd box,
volume II, foil 130 backgrounds (in advance: II, fol. 130r).
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'The old archival documentation of the Province of St. Jerome did not men-
tion Lukacic¢ for a long time. He was probably absent from the Province for
studies and musical education. Later mentions are most often with the title
PBacc, Mag. mus. (pater baccalaureus, magister musices).

On 30 August 1612, the Provincial Chapter (held in the Piran Monastery of
St. Francis) re-elected Nikola Sola from Piran (PMg) as provincial minister.
In his official report found among the Acts of the Province, Sola wrote in-
formation about the return of Fr. Ivan Lukaci¢, adding him the baccalaureat
title, but still not magister musices. The Provincial Chapter also proposed and
elected Ioannes de Sebenico (PBacc) as the curator of Zadar.* The Acts of
the Province (Volume IV, 1603-1628) mention Lukaci¢ again in 1616 when
the Provincial Chapter was held again in Piran on September 24 and the
following days. Then the Provincial Chapter elected a very agile but irrec-
oncilably conflicted friar from Rab Simon Marelli (PMg). He was very en-
thusiastic about renewal but also the spirit of controversy. So, his name was
often associated with those who rejected proposals or persons nominated by
the Provincial Chapter. Like many others, such as the mentioned Provincial
Sola or the theologian Ferki¢, Lukaci¢ also had many disputes with Marelli.
The Chapter in Piran elected Fr. Ivan Lukaci¢ from Sibenik as the cura-
tor of Zadar,” who had more votes than the brother. Nikodem Juri¢i¢ from
Sibenik (PMg), later provincial minister. Even though they wrote Lukacic’s
name without title (magister musices or baccalaureat), it indicates that Lukaci¢,
a young man from Sibenik, already enjoyed a reputation among the friars
since he was elected instead of a very distinguished and prominent doctor
of theology. Interestingly, two fellow musicians and the most distinguished
provincial composers, Ivan Lukaci¢ and Gabriello Puliti met at that Chapter
meeting. Their acquaintance will last for about thirty years until their deaths.

We have the next mention of Lukacié¢ in the third volume of the Acts of the
Province (1608-1628), in the record from June 21, 1620. Then the provincial
minister Simon Marelli from Rab (PMg) came to Split for his regular visit
(annual visit) and appointed the new guardian of the monastery of St. Fran-
cis, Ivan from Sibenik (PBacc), without mentioning his surname Lukacié.®

*  Provincial Act, IV. volume, without pagination, but the year indicated.

“Frater Joannes de Sebenico” (IV, pagination was entirely omitted in this volume).
“PBacc. magistrum musices, {r. Ioannem a Sibenico” (111, £. 96).

5
6
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We often found the name of a friar and musician without a surname, but
always with the information that he was from Sibenik. So renowned provin-
cial minister Blaz Posari¢ from Cres (PMg), former secretary of the Order
in Rome and a great advocate of spiritual revival in provinces, came to Split
on June 8, 1622, for his second visitations, which began after Easter 1622 in
Krk. Fr. Posari¢ found some irregularities in storing sacred relics in the mon-
astery church. He warned about that in the minutes and ordered a more ap-
propriate place.” In the continuation of the report, we find information that
confirms Lukaci¢’s expertise in music since the same provincial Blaz Posari¢
ordered him to teach the monastery brothers the art of music.® It suggests
that the provincial knew Lukaci¢ well as a musician since he ordered him to
teach his brothers music. This information also confirms the significance of
sacred music in monasteries. So, it is not a coincidence that at the time of Fr.
Ivan Lukaci¢’s work in the Conventual Franciscan Province of St. Jerome,
we have at least two other well-known friars as musicians, Gabriello Puliti
from Montepulciano (PBacc), in the Istrian Custody and Bonaventura Ri-
naldi from Krk (PBacc), in the Rab Custody. Lukaci¢ was committed to the
renewal of the monastery in which he was the guardian for a long time. So,
provincial minister Blaz Posari¢ wrote in the minutes of his visitation that
due to guardian Lukaci¢’s commitment and efforts, he found the brothers
in peace in the Split monastery, and the monastery premises renovated, in
which Lukaci¢ invested a part of the money he received as cathedral choir-
master. The Archbishop of Split was also happy to support his efforts for

renovation.’

2. Controversial friars

Friar from Sibenik and provincial minister Nikodem Jurici¢ (PMg) managed
the Conventual Franciscan Province of St. Jerome for only two years. The
Provincial suddenly died during a visit to the monastery of St. Francis in
1626 on Krk. The previous year 1625, during his regular visits to the main
monastery in Sibenik, he heard about the misconduct of p. Nikola Burogno

“Sacras reliquias in quadam capsam indecentem servatas reperijt” (I11, £. 156r).

8 “Guardiano imposuit ut ipsos musicam doceret” (I11, £. 156r).

“Fratres in pace invenit... Aliquas celulas a p.re m.ro Joanne suis... parte sumptibus,
ac illmi Domini Archiepiscopi auxilio exornatas invenit” (III, £. 170).
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from Sibenik Fr. (ITI, £. 191). The Provincial announced that he would take
disciplinary action against Burgono in front of the brothers in the dining
room, but Burgono did not come. Luka¢i¢ also had to punish controversial
friar Burgono because of his disobedience and other public offences, due to
which Provincial Juri¢i¢ expelled him from the Province of St. Jerome. He
torbade him to stay in any Provincial monastery and handed him over to
the public authorities that sentenced him properly (III, 205). We find the
mention of Lukaci¢ in the report on the Provincial chapter, held on June 17,
1627, in Labin, where he participated as the definitor of the Zadar Custody
and the guardian of the Split monastery of St. Francis. He often had to at-
tend trials against friars who did not adhere to the religious way of life. Since
the friar Burognao did not calm down, on February 26, 1628, Commissioner
General Pellegrini asked the Split guardian Lukaci¢ to send Fr. Burogno
to Koper monastery because he had committed many evils, for which sec-
ular authorities sentenced him. Provincial authorities deprived Borgono of
his voting rights in the Province. Interestingly, much later, the Provincial
Chapter, (held on November 5, 1644) received the proposal of Mr Lovro
Jetta from Sibenik for the release of Fr. Nikola Burogna from the galley,! but
without the financial support of the monastery in Sibenik or the Province.
We do not know how much time the punished friar spent on the galley, but
we presume they released him after the intervention. The provincial chapter
re-elected Fr. Lukacic¢ as the curator of the Zadar Custody.

3. Advancement in services

In the minutes of the Provincial Chapter in Sibenik, on November 13,1624,
besides Fr. Juri¢i¢ and Fr. Lukaci¢, as the director of music (“moderator mu-
sicae”), there was another experienced friar musician, Bonaventura Rinaldi
from Krk (PBacc),’? (“pulsator organorum”), an organist and the preacher

10 “Bene ac diligenter custoditum....ob multa mala ac pessima ab eo perpetrata” (111, ff.

199r-200).

1 “A triremis” (VIL, £. 63).

12 At the previous Provincial Chapter, held in Pula on May 31, 1622, the Conventu-
al friar Bonaventura de Vegla, Magister Musices, was appointed Definitor ex gratia
(Provincial proposal) approved by all friars Ommnes libentissime elegerunt. It suggests
that Rinaldi was also popular among the friars, even though, as the guardian of Krk,
he disagreed with the provincial Marelli (IV, no pagination, the year 1622).
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Claudio de Montetorio (PBacc), from an Italian province. Lukaci¢ partici-
pated in the Provincial Chapter as the guardian of Split and the definitor of
the Zadar Custody.”

In the minutes of the Provincial Chapter, held (June 17, 1627) in Piran,
among 10 members having voting rights we find the Definitor of the Zadar
Province Mag. musices Ivan Lukaci¢ from Sibenik, later re-elected guardian
in Split. Apart from the election of the curator and the guardian, the min-
utes contain other interesting data and reports. Unfortunately, they are hard
to decipher due to the damage to this volume, especially twelve pages, on
which it is hard to recognize an individual word. At the Provincial Chapter
(June 23, 1634) held in Cres, (St. V. - 1632-1644), Fr. Simun Marelli often
stood out by asking questions and offering solutions. Alluding to Lukaci¢,
he wanted to discuss the salaries friars receive as organists or choirmasters
in other churches. The discussion concluded that an organist or choirmaster
had to give the monastery a part of the paid amount, but not all since the
musician had his costs. Fr. Marellii asked the Provincial Jakov Draza (PMg)
if he intended to act against Ivan Lukaci¢ because of the complaint guerelatus
from the previous Chapter in Koper. The Provincial Draza asked Fr. Marelli
to present the written complaint since almost the whole documentation of
the Provincial Chapter in Kopar was destroyed in a shipwreck on October
8, 1632, near Kotor. The friars even lost their clothes and hardly survived.
On September 20, 1634, the Vicar General of the Order, Giobatta of Bi-
tonto of Naples (PMg), who after the death of the Minister General ruled
the Order until the next regular General Chapter, wrote to the Provincial
Draza about Lukaci¢. Diligent and trustworthy persons convinced Giobatta
that Lukaci¢ successfuly managed his monastery in Split. The Provincial en-
trusted Lukaci¢ with the monastery management for a long,'* which Vicar
Giobatta did not object to but approved Lukaci¢ ministry of the guardian
of the Split monastery. The Vicar General of the Order Giobatta of Naples
signed the decision that Lukaci¢ could continue with his guardian duty on
September 20, 1634." However, the situation did not calm down.

13 Cf. Volume IV, no pagination, the year 1624.

4 “Se ne sia portato molto bene... avendo lasciato indeterminata quella carica” (V, f. 77).
15 Volume V, ff. 78v-79.
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4. Marelli’s disputes

In the Provincial Chapter (June 22, 1636), in Cres, Fr. Simun Marelli chal-
lenged the decision on the election of Lukaci¢, the definitor of the Zadar
Custody, brought on the previous meeting. The Chapter upheld the election
despite Marelli’s objections. The friar from Rab and former provincial Marel-
li commented on and challenged the election of Lukaci¢, claiming that he
detained a guardian P. Bernard Bastia from Muggia, which shocked the pub-
lic. He objected that Lukaci¢ took Fr. Bernard in custody in the Split mon-
astery (which is why he almost fell into despair)'® and sold the altar stone to
the Jews, who used marble for their tombs. The Chapter president Andrea
Zane from Venice (PMg), after a short consultation, rejected the complaints
and confirmed Lukaci¢ as the definitor since he only implemented the pro-
vincial’s provisions. Lukaci¢ received all the athrmative votes, with only two
opposing votes.”

'The newly elected Provincial Minister, Matej Susi¢ from Cres (PMg), made
his first visit to Split on November 10, 1636, and dealt with Marelli’s objec-
tions to Lukaci¢. After Minister Susi¢ thoroughly investigated the case of
Lukaci¢, he rejected all invalid arguments against him. The Chapter min-
utes reveals that he studied the matter thoroughly because of allegations
against Lukaci¢’s way of life and management skills. Minister Susi¢ finally
concludes: “Thank God the investigation did not reveal anything that would

require punishment.”*

The fact that Lukaci¢ pursued his duties at the Split monastery and the Za-
dar Custody testified that all allegations and objections against him did not
influence his life and work. At the Provincial Chapter held on June 26,1638,
in Muggia, Fr. Ivan Lukaci¢ was proposed as the Definitor of the Zadar Cus-
tody. He got all the votes, even that of Fr. Marelli. However, he got one neg-

16 “Ipsum quasi ad disperationis casum induxit”...“lapides sacros positos super altaria”

(vol. V., ff. 113-131).

7" Volume VI, ff. 123v, 129.

18 “De vita et moribus guardiani et fratrum diligentius quam alibi inquisivit, eo quia in
proxime elapso capitulo coram pleno deffinitorio multa contra dictum guardianum
p-bacc. Ioannem a Sibenico, musices magistrum, de pernitiosa vita et gravamina eius
administratione audierat: Deo tamen gratias, in inquisitione nihil punitive dignum

invenit” (VI, ff. 138-138r).
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ative vote for the nomination of Split guardian, while the other candidate, Fr.
Franjo Kuéica from Lo8inj, received two affirmative and all other negative
votes (candidates could get different number of votes, as Chapters and con-
gregations used to vote for both candidates).!” In the end, Lukaci¢ proposed
the next Provincial Chapter meeting at the monastery of St. Francis in Split,
which provoked a lively discussion. His proposal was not accepted, although
he would cover the cost of the Chapter meeting, which was not insignificant.
'The Minister General eventually decided that the Chapter would hold in
Piran in 1640. Many friars with the voting right and 43 capitulars attended
the meeting. Due to the number of the friars, they could not organise it in
the Split monastery anyway.?

5. Guardian concerns and worries

Another unusual event happened when Lukaci¢ was the guardian in Split.
Provincial Minister Ivan Matej Susi¢ (PMg) from Cres visited Split at the
beginning of October 1638. As usual, at the end of his third visitation, the
provincial served Mass for the dead.”’ After ten days of waiting for the
weather to calm down, he gave up sailing to Vis and headed back to Trogir.
A real drama with a tragic ending took place. Lukaci¢ himself attended as
a guardian because as soon as the Provincial and his entourage left Lukaci¢
and the other brothers and set off from Split, only half a mile from the coast,
according to a vivid description of the minutes of this visitation, headwinds
blew and excited everyone on the ship. Sailor Matthew consulted an experi-
enced sailor, provincial socius, Marko Leon, from Cres (PBacc) and noticed

9 “Propositus in prima sessione ad definitorem Custodiae Jaderae ven.dus fr. Bacc.

Joannes Lucacich a Sibenico, mg. mus. obtinuit in suffragatione vota affirmativa om-
nia” (VI, f. 164). “Pro guardiano Conv. Spalati propositus ven. Fr. Bacc. loannes Lucac-
ich a Sibenico, qui in suffragatione obtinuit vota affirmativa 9, negativum 1, ipso non
suffragante... fr. Franciscus a Lossigno obtinuit aff. 2, negativa 9” (VI, f. 166v).
“Obtulit mag. mus. Guardianus Spalatensis sumptibus se celebrare velle capitulum
futurum provinciale Spalati, et omnia exponere se velle qua necessaria sunt pro dicto
capitulo exceptis tam expensis Provinciae Commissarii Generalis. Responsum et res-
olutum est post multas et lungas alternationes quod remittatur ad patrem Rev.mum
Generalem determinatio talis propositionis” (VI, ff. 169v-170).

“Tusserat sacrum magnum pro christicolis nostris decantandum fore” (VI, £. 182r).

20
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that he was very weak. They tried to help him by using vinegar as medicine
and artificial respiration, but it didn’t help. They urgently returned to Split
and invited a physician, who could only declare the death caused by a brain
attack. The Provincial gave absolution in time and recommended his soul to
God. They gave up the journey and buried the diligent friar from Cres in the
monastery tomb. The choir sang a solemn Mass of the dead in polyphony,
and the guardian Lukaci¢ was the choirmaster.”” Luka¢i¢ as a famous musi-
cian and cathedral choirmaster, most probably asked his cathedral choir to
sing at the funeral mass, described as solemn and polyphonic.

A year later, on June 18, 1639, on his way to Trogir and Split for visitation,
Provincial Ivan Matej Susi¢ (PMg) was quite nauseous and felt weak due
to the strong southern wind. He remained under medical care for a week
and ordered that the Split guardian Ivan Lukaci¢ make visitation to the
monastery in Trogir.2> While the Provincial Susi¢ was in Sibenik Ivan Matej
Lukaci¢ from Sibenik, the nephew of Ivan Marko Lukacic¢ entered the Sibe-
nik monastery on June 19, 1639.2* Since both have the same name, it is good
to name our musician after his father’s name Marko, and his younger neph-
ew Ivan Matej. We will find his mentions a few more times in the Acts of the
Province. The VII volume (1640-1653; 1641-1643) consists of decrees on
ordinations to the priesthood, including that for Fr. Ivan Matej Lukaci¢. Be-
fore ordination, Ivan Matej fulfilled the conditions required for tonsure and
minor orders.” On June 8, Provincial Zaccaria de Zaccariis (PMg) permitted
the novice Fr. Ivan Matej Lukaéi¢ from Sibenik to take vows, witnessed by
his uncle, Ivan Marko Lukaci¢. It was a nice and unusual coincidence not
often found in the Acts of the Province.?

22 “Cantatur sacrum solemniter in cantu figurali” (VI, f. 184r).

2 “Post visitationem sibenicensem mandavit conventum traguriense, ptri. Bacc.o Lucac-

ich in regressu suo” (VI, f. 194).

2 “Receptus est ad habitum religionis fr. Johannes Matthaeus Lucacich a Sibenico et

clericorum numero cooptatus” (VI, . 195).

3 “26 octobris 1642 fr. Joannes Matthaeus Lucacich de Sibenico obtinuit licentiam ad
tonsuram et quatuor minores ordines” (VIL, £. 11r).

% “Dedit licentiam novitio fr. Joanni Mattheo Lucacich de Sibenico emittendi pofes-
sionem in manibus rev.di patris bacc. et mag. musices Joannis Lucacich, Custodis Jad-

erac” (VIL, f. 19).
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6. Provincial Chapters and Congregations

At the Provincial Chapter (May 19, 1640) in Piran, Ivan Lukaci¢ from Sibe-
nik was elected curator of the Zadar Custody along with the candidate Ivan
Kapi¢ de Andreis from Split (PMg).?” Lukadi¢ received only one negative
vote, while Kapi¢ received only one positive vote, which could mean they
voted for each other, proving mutual respect and esteem. Lukacic¢ served as a
guardian for many years in the same monastery in Split, contrary to the Con-
ventual Franciscan Order rule. At the custodian level, they entrusted him
the duty of curator and temporary definitor. As a curator, he had to visit the
monasteries of his Custody every year (the Zadar Custody in his time includ-
ed monasteries in Pag, Sibenik, Trogir and Split). As a temporary definitor,
he had the right to participate in the work of the Provincial Definitorium if
held within his Custody. Thus, his ministries required considerable mobility.
In addition, he performed special duties, such as the provincial commissioner
of the Custody. On September 24, 1640, the Provincial minister Zaccaria de

Zaccariis of Piran appointed him commissioner in some individual cases.?

'The Acts of the Province still mention Lukaci¢ as the Split guardian as refer-
ring to the Provincial congregation held on May 25, 1642, on Vis (the first
and last such congregation held in the monastery of St. Jerome on Vis) when
Ivan Lukaci¢ was nominated and elected guardian in Split (he got just one
negative vote), and the other candidate Fr. Jeronim Besca from Trogir did
not get any positive vote.” Immediately after the end of this congregation,
the Provincial Minister Zaccaria de Zaccariis of Piran continued his third
visit and, on June 4, 1642, in Split, inspected the entire administration of the
re-elected guardian Ivan Lukaci¢, which he signed and approved without
any objection.’® At the end of his Provincial service, Provincial Zaccaria de

27 “Pro custode Custodiae Jadrensis propositi fuerunt rev. loannes Lucacich Sibinicensis

et fr. Joannes de Andreis de Spalato. Joannes bacc. Lucacich obtinuit vota affirmativa
14 et unum negativum et fr. Joannes de Andreis aff.a 1 et negativa 14” (V1, f. 229).
“Comissarium provincialem patrem bacc.um Joannem Lucacich, mag. musices et Jad-
rae custodem” (VI, f. 5r).

“Pro guardianatu Spalati propositus est pr. bacc. et mag. musices Joannes Lucacich, qui
habuit affirmativa decem, negativum unum — in secundo loco propositus est fr. Hiero-
nymus Besca de Tragurio et habuit affirmativum nullum et omnia negativa” (VII, f. 31r).

“Administrationem p.tris guardiani bacc. Ioannis Lucacich solidavit et approbavit”
(VIL £. 36).
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Zaccariis of Piran also recorded the names of friars who died during his
mandate. He mentioned, among others, Gabriel Puliti of Montepulciano
(PBacc), magister musices, who died in Trsa (the year not given) probably
not before 1644 because that year Blaz Posari¢ from Cres (PMg) died. Fr.
Posari¢ was previous Provincial “the pride of the Province and the pride of

the whole Order, to whom Puliti served for six years as secretary and procu-
rator of the Order”.%!

Due to the plague spread through Dalmatia, not everyone who had the right
and duty to participate could attend the Provincial Chapter (on November 5,
1644) in Sibenik. The curator of the Zadar Custody could not participate, so
they appointed the Sibenik guardian P. Franjo Simoni¢ (from Sibenik). Thus,
even the Split monastery counsellor could not participate. Lukaci¢ attended
the meeting (VII, f. 59). At that chapter held in his hometown, Lukaci¢
was again proposed and elected curator of the Zadar Custody. Fr. Lukaci¢,
the master of music, received 12 positive and two negative votes. The other
candidate, a future provincial and a Sibenik friar, Simun Miserci¢ (PBacc),
received nine positive votes but five negative ones.*? They elected Lukaci¢
due to the better ratio of votes, and it was the last time he performed that
honourable duty. In the list of received, dismissed, ordained, and deceased
friars in four years, we also find data concerning Sibenik friars and relatives
Lukaci¢. We find that the younger Ivan Matej Lukaci¢ received the order of
presbyters on April 25, 1648, and the same year, without a precise date, his
uncle Ivan Marko Lukaci¢, the master of music, passed away. The younger
Lukaci¢ lived as a priest for only four years. We find a record that he replaced
his earthly life with an eternal one in 1652.% Interestingly, the information
followed that Fr. Simun Marelli died in Rab the same year. Fr. Simun Marelli
challenged and embittered the life of diligent and excellent friar Ivan Marko
Lukaci¢ so the encounter of younger Lukaci¢ and Fr. Marelli in eternity
might be interesting.

31 “Provinciae decus et honor totius Ordinis, qui fuit socius ac in sexenio Procurator

Ordinis” (VILf. 55).

“Pro custode custodiae Jadrensis electus est pbacc et mag. musices Ioannes Lucacich
de Sibenico, qui habuit vota aff.va 12 et neg. 2, in secundo vero loco propositum fuit
pbacc. Simon Misercich, qui habuit vota aff.iva 9, neg. 57 (VIL, £. 64).

“1652— Index fratrum qui in hoc quadriennio vitam cum morte commutarunt: pir.
Joannes Matthaeus Lucacih sacerdos sibenicensis” (VII, f. 152).
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Concluding thought

Finally, we found proof that the memory of Ivan Lukaci¢ as a friar and mu-
sician lasted a long time in the memory of the brothers. The 1st volume
of Zadar Custody contains an inventory of works of art of the church and
monastery of St. Francis in Sibenik. Only ten years after Lukaci¢’s death, in
1658 curator wrote that there were two large paintings in the church, one de-
picting the figure of Bl. Nikola Tavili¢ (although not beatified at that time),
and another large painting depicting a portrait of Ivan Lukaci¢.** Two years
later, he wrote that the portrait of Lukaci¢ was in the second convent room
(1660, . 7). The 2nd volume of the Zadar Custody (also stored in Sibenik)
mentions the portrait of Fr. Ivan Lukaci¢, which is no longer in the mon-
astery today because it was lost or perhaps stolen. We find the last mention
of Lukaci¢ portrait in the 3rd volume, in 1727. We can read that portrait
was in the third room of the monastery of St. Francis in Sibenik.® Finding
Lukaci¢’s portrait would be a pleasant surprise for everyone, both the pro-
fessional musicians and the Franciscan brothers whose Province he enriched
and made proud. We referred to archival material taken from the Archives of
the Croatian Conventual Franciscan Province of St. Jerome. Data presented
here significantly enriches the biography of our musician. In this way, we
provide deeper insight into his interrelated monastic and music life. Such an
approach allows experts to study more deeply the life and circumstances in

which Fr. Ivan Marko Lukacié lived and worked.

3 “Un quadro grande con leffigie di B. Nicolo Tavileo; Un quadro grande dove €’ ritrato

il Padre Luchacich (!)” (Archives of the monastery of St. Francis in Sibeniku, Libro
Custodiale, £. 3).

“1727: Nella terza camara: Un ritratto del p. Lucacich” (Archives of the monastery of
St. Francis in Sibenik, Inventaria Custodiae Jadrensis, p- 63.
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Abstract

The Archdiocesan Archives in Split keeps over fifty different fonds and collections. The
Music Archives of the Split Cathedral preserves valuable and unique archival material.
The Music Academy arranged the entire collection in the seventies of the last century. The
Split Cathedral choirmasters shaped its musical life and that of the town of Split. Ivan
Lukacic was one of them. Although this archives does not keep his collection, we can find
information about his work from other sources. Since the Archbishops of Split and the
Cathedral Chapter cared about choirmasters and singing in the cathedral, the archival
material of the Archdiocesan Archives, Capitular Archives and the Archives of the Split
Cathedral contain valuable information about the musical past of the Split Cathedral
and the city of Split.

Keywords: Archdiocesan Archives, Music Archives, Capitular Archives, Cathedral Ar-

chives

1. Music archives of the Split Cathedral

1.1. General information about the music archives

'The material of the music archives of the Cathedral consists of manuscripts
and printed compositions, kept in 101 archive boxes. One bound book is out
of the box due to its larger format. In meters, it is 10.70 m. The music card
catalogue consists of 1625 archival units, which cannot be considered the
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final number of musical pieces stored in these archives.! The archival unit
consists of collected scores and parts of the same composition. The works of
Cathedral’s music directors include 762 registered units.>

'The material dates from the first half of the 18th’ until the 20th century. The
card catalogue contains records for the entire material.

1.2. History of the music archive

The Cathedral’s music archive emerged out of the remains of a destroyed
older music fund. The reference literature mentions the possibility of the ex-
istence of at least a part of that fund.* The origin of music material, i.e. scores
and parts, relates to the Cathedral because the compositions were written
and performed there or prepared for future performance. Occasionally, mu-
sical compositions from other sources enriched the collection. The previous
research indicates a significant increase in musical compositions from other
sources during the 19 century. Thus, the Cathedral’s collection of music piec-
es gradually grew into a central music archive in Split.®

Due to scarce data on where music compositions were stored, we assume
that it was in the rehearsal room near the Cathedral. The increase in music
material required a more appropriate place for adequate storage and accessi-
bility. We still do not know where, but we know that the Cathedral choir had
rehearsals in the church of St. Matthew, located between the Cathedral and

! Cf. Stanislav Tuksar, Glazbeni arhiv splitske stolne crkve sv. Dujma. Izvjestaj o katalo-
giziranju izvrenom u razdoblju od 1973. do 1975. godine, Artis musices 8 (1977) 2, p.
182.

2 Miljenko Grgi¢, O nastanku i razvitku glazbenog arhiva splitske katedrale, Artis mu-
sices 21 (1990) 2, p. 217.

3 In his article “O nastanku i razvitku glazbenog arhiva splitske katedrale” Miljenko

Grgi¢ writes: “The spiritual composition Ne reminiscaris D [omi] ne and the incomplete

Benedictus a 4 by Lorentius Berti are not dated. If we take into account that Berti

served in the Cathedral from 1730 to 1737, and created these compositions there, then

they could be declared the oldest units of this fonds.” Miljenko Grgi¢, O nastanku i

razvitku glazbenog arhiva splitske katedrale, pp. 201-202.

See Miljenko Grgi¢, O nastanku i razvitku glazbenog arbiva splitske katedrale, p. 197-

198.

> Ibid,p.208.
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the parish office. After the church demolition in 1880, the conductor had
choir rehearsals on the first floor of the parish office. So, we assume that at
least a small part of the music material was stored there at that time.®

In his 1954 report, Albe Vidakovi¢ writes: The archives is on the ground
floor of the new annexe next to the cathedral church. The musical notes are
accessible on four large shelves in proper order. Some are bundled and pro-
tected by cardboard. Their ordering is according to the size and includes only
old material, which is no longer in use, while new material is in another room
in a separate closet. It seemed at first sight that browsing, despite the lack
of a written catalogue, would only take a few days. However, when I opened
the first bundle, I realized that it contained not only works of one composer
or one type of music, but various things were mixed without any connection
to each other.’

With the help of the Rev. Ante Kusi¢, Vidakovi¢ sorted and inventoried the
old part of the material and returned it to the shelves and music cabinets. Af-
ter that, Ivan Boskovi¢ started sorting the material on his initiative in 1971.
He arranged almost two-thirds of the collection until the autumn of 1973.
Then the Institute of Musicology began sorting and inventorying the entire
material of this collection. Stanislav Tuksar, Josip and Antun Belamari¢ were
in the team, and Ivan Bogkovi¢ joined them. They stayed in Split on four
occasions from November 1973 to October 1975.% After the arrangement,
the material was in closets in the gallery of the church of St. Philip Neri.
Due to inadequate storage conditions, the entire collection was moved to the
Archdiocesan’s Archives in 1982, and it is still kept there.

During the time, musical compositions of these collections were available to
many but primarily to the conductors, organists, and members of the choir,
who could borrow and take home some scores or parts that they needed to
perform on various occasions. Although they intended to give them back,
some scores or parts remained outside the archives.” Also, there was no su-

°  Ibid, p.195.

Albe Vidakovi¢, Izvjestaj o radu na sakupljanju muzickih neumatskih kodeksa i o pre-
gledu knjiznica u Splitu, Trogiru i Hvaru, Ljetopis JAZU (1954/56), book 61, p. 504.
See Stanislav Tuksar, Glazbeni arhiv splitske stolne crkve sv. Dujma. Izvjestaj o katalo-
giziranju izvrienom u razdoblju od 1973. do 1975. godine, p. 173.

Probably some of the compositions of Split conductors ended up in the collection of
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pervision of researchers interested in the music material, so anyone could
misuse it before transferring it to the Archdiocesan’s archives. The valuable
autograph of Julie Bajamonti Transfer of Saint Domnius (La #raslazione di
San Doimo) from 1770 disappeared.’® Dr Lovro Zupanovié¢ sent its photo-
copy to the Archives in 1999, but no whereabouts of the original autograph
is known or record available so far.

In the letter attached to the copy, Dr Zupanovi¢ wrote: “I had the oppor-
tunity to copy the autograph of J. Bajamonti’s La traslazione di San Doimo
(Transfer of St. Duje). Thus, I am free to send to the Archdiocesan’s Music
Archives the printed copy/score and the copy of Bajamonti’s autograph that
I used in my work. I wish to return it to the composer’s hometown so that
it can find its place with printed modern music notations. A copy of Ba-
jamonti’s most important work is not only valuable for the city of Split and
Croatian music but for the culture of the past, present and future."

2. Other sources in the Archdiocesan’s Archives
for researching of the musical past of Split

2.1.'The Capitular Archives

Niko Kalogjera was among the first to explore the musical past of the Ca-
thedral. He published his musical piece three sequels in 1924, in the jour-
nal Sz Cecilia.”* In the introduction to his work, he wrote that he mostly
took data from the Capitular Archives.” The problem with citing Kalogjera’s

Don Nikola Udine Algarotti, most of which are kept today at the Croatian Music
Institute in Zagreb. See Miljenko Grgi¢, O nastanku i razvitku glazbenog arhiva splitske
katedrale, p. 205.
10" Music Archive of the Split Cathedral (hereinafter GASK), VIII/102.
1 Archdiocesan’s Archive Split (hereinafter NAS), archives - files 1999.
2. Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, Sv. Ce-
cilija 18 (1924) 3, pp. 89-90; no. 4, pp. 126-128; no. 5, pp. 160-163.
“For the purpose of this research, I used documents from various archives in Split:
the Archdiocesan’s, the Capitular, the church archives and the choir of the cathedral.
Despite all these sources, I still could not collect enough to give a complete picture
of this effort. The reason is that the Archdiocesan’s Archive burned down in 1506,
and the preserved material was damaged during the Turkish invasions when soldiers
mingled around the palace. Later fires and other troubles completely damaged the
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work is that it lacks signatures of the archival material he used. The Archives
keep antiphonaries and other liturgical books that canons used during their
choirs’ performances. Missals and Evangelistaries also contain musical nota-
tions, including the famous Chronicle of Thomas the Archdeacon of Split
with neumes. A bookbinder used parts of leaves from the codex containing
neumes while repairing the leaves of the Chronicle.* Besides liturgical books
related to the liturgy and Cathedral musical activities, researchers could find
information on conductors, organists and the cathedral choir in the Capit-
ular records and office books, primarily in the chapter meeting minutes and
accounting books. The Archbishop, the Cathedral’s chapter, and the munici-
pality of Split equally cared for professional musicians."

Miljenko Grgi¢ researched the music material in the Capitular Archives,
using it for his doctoral dissertation later published under the title “Musical
Culture in the Cathedral of Split from 1750 to 1940.”¢

2.2.'The archival fonds of the Old Archdiocese of Split
'The archival fonds of the old Archdiocese of Split was almost completely de-

stroyed in a fire in 1506 and then reduced due to various disasters. So, it does
not have much information about the musical past of the Cathedral. Seek-
ing any information, previous researchers have extracted some data from the
Archdiocesans’ visits to the Cathedral. Thus, the minutes of Archdiocesan
Cosmi’s first pastoral visit to the Cathedral, in 1682, shows his true concern
for church music."

Archives. I found much information in the Split Capitular Archives but still too little
regarding its fonds and reputation. Writing about recent history, I referred to the data
taken from the Archive of the church management.” (Niko Kalogjera, Povijesne crtice
0 glazbenim prilikama splitske stolne crkve, p. 89)

Albe Vidakovi¢ wrote about it, Izvjestaj o radu na sakuplianju muzickih neumatskib

kodeksa i o pregledu knjiznica u Splitu, Trogiru i Hvaru, pp. 503-504.

Miljenko Grgi¢, Metropolitanski kaptol o glazbi u Splitskoj katedrali na pocetku

XVIIL stolje¢a, Dani Hvarskoga kazalista 22 (1996) 1, p. 376.

1 Miljenko Grgié, Glazbena kultura u Splitskoj katedrali od 1750. do 1940., Hrvatsko
muzikolosko drustvo, Zagreb, 1997. The archival resources cite the archival units of
the Split Cathedral Archive that were used. See p. 217.

7 NAS, S 47, pp. 34r-35v. Mliljenko Grgi¢ also writes about the Archdiocesan Cosmi’s
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Sorting the unclassified material stored in the Archdiocesan’s Archive, the
researchers found a collection of documents entitled Organista e maestro di
Capella in 2019.% The collection consists of the originals and transcripts from
the 17th and 18th centuries. They provide information on compensations for
the services of organists and conductors, including Ivan Lukadic.

2.3.'The Archives of Split Cathedral

'The Archives of Split Cathedral keeps documentation of its musical life
mostly from the 19th to 20th century.’” The documentation was unarranged,
so the research was laborious and time-consuming. Croatian librarian and
historian Benedikta Zeli¢ - Bu¢an made the inventory of the materials in
the seventies of the 20 century. However, she could not arrange the entire
documentation probably because of its unavailability. Due to the lack of ad-
equate storage space in the parish house in the 1990s, they transferred it to
the Archdiocese archives. The archival arrangement was intensive in 2013
and 2014 and resulted in five sub-fonds. The first is labelled the Cathedral
Parish Council, indicating their dominant role in the parish activities since
they managed all the economic affairs of the parish, including the costs as-
sociated with the cathedral choir.? There was a folder among the non-inven-
toried material, entitled Rule-book for Church Music and a list of organists
and conductors (Regolamento per la Musica Sacra ed Elenco Degli Organisti e
Maestri di Capella).** The folder consists of documents from the 19th century
and several transcripts of earlier ones. The transcript from 1653 mentions
the cathedral organist Fr. Francesco Cavallari. One of the documents from
1886 includes the list of organists and conductors from the 19th century.
It contains information on the period of their engagement in the cathedral

care for church music in his article; Miljenko Grgi¢, Metropolitanski kaptol o glazbi

u Splitskoj katedrali na pocetku XVIIL. stoljeca, Dani Hvarskoga kazalista: Grada i

rasprave o hrvatskoj knjizevnosti i kazalistu 22 (1996) 1, pp. 376-377.

Now it is under signature NAS, S 123 . — Organista e maestro di Capella

Miljenko Grgi¢ deals with that problem in his doctoral dissertation, p. 17.

20 They most probably established it around 1812 as “Fabbriceria della Chiesa Metropoli-
tana Primaziale’

21 Under the signature NAS, Arhiv Splitske katedrale — crkovinarstvo 37.

18

19

48



SLAVKO KOVACIC - IVAN BALTA - MUSIC ARCHIVE OF THE SPLIT CATHEDRAL AND OTHER SOURCES IN THE...

and lists of the cathedral choir singers.?? The first list of 10 singers is enti-
tled Early Singers (Cantanti antichi). The second list has title Singers during
the conductor Alberto Visetti’s service from 1842 to 1874 (Cantanti sotto il
maestro di Capella Alberto Visettio dal 1842 al 1874.) The list contains 75 sing-
ers’ names and information on voices they sang in the choir. The third list of
16 singers’ names is entitled Singers during the conductor Eligio Bonamici’
service (1.05. 1875 - the end of April 1886, more recently) (Cantanti sotto il
maestro di Capella Eligio Bonamici dal 1. 05. 1875 a Tutto Aprile 1886, Ultimi
tempi).

2.4. Music Archive of the Croatian Singing Society “St. Cecilia”

Mrs Tamara Duplan¢i¢ handed over a part of the music archive of the Cro-
atian Singing Society “St. Cecilia” to the Archdiocesan’s Archive in 2001. A
member of the St. Cecilia Society, Karlo Duplanci¢, gave music material to
the Duplanci¢ family. The founder of the Society and its first president was
Kalist Perini¢, and its artistic director was maestro Albert Tijani¢.”® Founded
in March 1921, the Society actively participated in church, national and state
ceremonies, and during the celebration of its 10th jubilee, it had about one
hundred members.?*

'The arrangement of the music archive is a prerequisite for future researchers
to gain valuable insight into the musical past of Split and its surroundings
between the two world wars.

2.5. An unknown music archival material

After the death of Ivan Boskovi¢, the family found two music archive boxes
among his belongings. They did not know where prof. Boskovic took it. At
the end of 2017, they handed them over to the Archdiocesan’s Archive. So
far, we haven’t known anything about its provenance. Each record has a sig-
nature written with a pencil, which suggest that the music material is part

22 On the top of the page it is written: “Elenco nominale dei cantanti del corrente secolo

della Chiesa Matropolitana Primaziale, poi dal 1829 Cattedrale di Spalato.”
% See Jubilej glazbenog drustva Sv. Cecilija u Splitu, Obitelj 4 (1932) 3, p. 40.
2 See Jubilej glazbenog drustva Sv. Cecilija u Splitu, p. 40.
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of a larger whole. A handwritten signature is identical to that of the Music
Archive.”

'The music material dates from the 18th and 19th centuries, and according to
the titles, it is evident that there are both church and secular compositions.
Besides signatures, some musical manuscripts had the names of musicians
such as Pellizzari,® Bonifacio?” and Lamperini® related to the Split cathe-

dral.

We hope that with the professional musicologist’s help, we will find out to
whom this material belonged.

% The signatures: XI./176/1 — X1./200, XII./201 — XI1./225.
% Sign. X1/189.

7 Sign X1/198 i XI1/201

% Sign X1/191 i XI1/202
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ANNEXE: List of cathedral choirmasters and organists, and list of mem-
bers of the cathedral choir

The document containing lists is a 29.5 x 20.5 cm double sheet of paper.
It has all four pages printed. The author did not put his signature, but the
comparison of the manuscript with other signed documents from that time
indicates that it was written in 1886 by Toma Torti, who was the actuary of
the cathedral management.

Today, the document is kept in the Archdiocesan’s Archive in Split in the
fonds The Parish Council of the Split Cathedral in a folder under signature

number 37.

Copies of these lists were first published by Miljenko Grgi¢ in his articles
and book Music Culture in the Split Cathedral from 1750 to 1940.%

'The transcription followed the original text form. We explained the abbrevi-
ations and put a question mark (?) near the unclear words.

» See Miljenko Grgi¢, Glazbena kultura u Splitskoj katedrali od 1750. do 1940., Zagreb
1997., in supplement after p. 64, in suppl. after p. 80, in suppl. after p. 108.
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Transcription:

fIr

Elen[c]o Nominale degli Organisti e Maestri di Capella del presente secolo della Chiesa
Metropolitana Primaziale, poi dal 1829 Cattedrale di Spalato

Don Agostino Galasso

Lamperini Marc’ Antonio, Corista
€

Lamperini Giuseppe figlio, Organista
Pellegrini Clemente

Resti

Pellegrini Clemete sudetto

Stapall Organista

Barocci Domenico

Visetti Alberto

Vicentini Giuseppe

Bonamici Eligio

Vilher Francesco Serafino

fino al 1817.
Dal 1. Gennaio 1818.

al 1825., in cui mori il Padre’

Dal 6. Febbraio 1825 a tutto 6. Gennaio 1826.
Dal 16. Febbraio 1826. a tutto 15. Agosto 1829.
Dal 12. Maggio 1830. al 12. Maggio 1831.

Dal 1832. ¢ per 4. mesi del 1833.

Da Maggio 1833. a tutto Settembre 1842.

Dal 1. Ottobre 1842. a tutto 15. Settembre 1874.
Dal 16. Settembre 1874. a tutto Aprile 1875.
Dal 1. Maggio 1875. a tutto Aprile 1886.

Dal 1. Maggio 1886.

NB. Dr. Leonardo Crussevich negli intervalari fra le vacanze da un cessato maestro all’assunzione

di un altro

Wrongly written because father Marko Lamperini did not die in 1825 but son Josip
Lamperini. See NAS, the transcript of the book of the dead in Split parish - Cathe-

dral 1825
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flv

Elenco Nominale dei Cantanti del corrente secolo della Chiesa Metropolitana Primaziale, poi

dal 1829 Cattedrale di Spalato

Cantanti antichi

Coich Canonico Don Giuseppe

Cuzmanich Canonico D Giovanni

Riboli Canonico Don Giovanni

Aucina Canonico Don Steffano

Bianchi Dr. Giuseppe

Lissicich Don Giorgio

Manger Don Pietro, poi Canonico e Decanno

Piu recenti
Arxich Don Paolo, poi Canonico
Coich Don Antonio, poi Canonico

Allujevich Don Andrea, poi Canonico

Cantanti sotto il maestro di cappella Alberto
Visetti dal 1842 al 1874

Contralti

Visetti Antonio
Granich Doimo
Gherle Giacomo

de Cambi Francesco
Dvornik Doimo
Vallon Graziadio

+ Tocigl Emilio

Tenori Primi

+ Arsich Don Paolo Canonico
Zvitich Michele
Gargassovich Gregorio

+ Bettizza Carlo
Miaglievich Antonio

Bassa Matteo

Donadini Giovanni Battista
Braticevich Don Matteo
Puizzina Don Pasquale

+ Nutrizio Pietro

Pervan Steffano

+ Pervan Mariano
Dobronich fra Francesco
Gelich Antonio

Bettini Antonio

Bettini Carlo

de Grisogono Michel-Angelo
de Cindro Giuseppe
Karstulovich Paolo

+ Smoglie Padre Francesco
Nutrizio Michele
Mitrovich Bartolomeo
Vida Vittorio

Tenori secondi

+ de Capogrosso Giovanni
+ Vechietti Andrea

+ Zecevich Pietro
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f2r

Duplancich Giuseppe
Hutner Carlo

Lucin Matteo

Maroli Giovanni
Galasso Giovanni

+ Bellotti Doimo

+ Costre Steffano
Bego Antonio

+ Detudi (?) Giovanni
+ Hutner Pietro
Callauti Giovanni
Kukoch Giovanni
Trintenvain Andrea
Barich Andrea
Roccolin Ferdinando
Dabovich Antonio
Catalinich Don Domenico

Baritoni e Bassi

+ Allujevich Canonico Don Andrea
+ Calassich Steffano
Maizza Giovanni Battista
+ Valle Giovanni Battista
Valle Don Vincenzo
Paulovich Canonico Don Stefano
Foretich Pietro

Cipci Vincenzo

+ Allujevich Marco
Tomich Giovanni
Zuliani Don Giuseppe
Cusmanich Costantino
Riboli Giuseppo

+ Marochia Dr. Carlo
Franchini Annibale
Frigerio Agostino

Yadera (?) Giuseppe

+ Granich Angelo
Venazio Cippico

Roje Antonio
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f2v

Lugher Giuseppe
Celligoj Slave
Caraman Lodovico
Vlakovich Luigi
Malessevich Nicolo

Spalato 8. Aprile 1886.

Cantanti sotto il maestro di cappella Eligio Bonamici dal 1/5 1875 a
tutto aprile 1886. (pero negli ultimi tempi)

Pervan Steffano
Bettini Antonio
Cindro de Giuseppe
Hutner Gaetano
Feoli Antonio
Grisogono de Rodolfo
Kukoé¢ Giovanni
Soboda Giulio
Foretich Pietro
Facchi Pacifico
Rossignoli de Dino
Kuzmanich Antonio
Delich Marino
Carlovaz Girolamo
Mattas Don Andrea
Granich Matteo

1. Maggio 1886.
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Abstract

The author explores and presents three Split Cathedral choirmasters after Ivan Marko
Lukaci¢ (choirmaster from 1620 to 1648), namely: Benedetto Pellizzari (choirmaster
Jrom 1753 to 1789), Julije Bajamonti (choirmaster from 1790 to 1800) and Ante Al-
berti (choirmaster from 1800 to 1804). Based on relevant literature and archival ma-
terial, this study provides data and reconstructs musicians’ biographies by telling their
life stories and providing data on their musical and cultural work. In the second part of
the paper, the author deals with their compositional opuses, i.e. archival material that
included various forms of worship such as compositions: Te Deum, Vespers, Masses, mo-
tets (Christmas time, Lent, Holy Week, Easter time, Marian songs, Pentecost, etc.), and
compositions for the Feast of St. Domnius, (motets, Bajamonti’s oratorio La translazione
di s. Doimo - Transfer of St. Domnius, etc.), preserved in various places such as the Ar-
chives of the Split-Makarska Archdiocese (i.e. the Music Archives of the Split Cathedral),
the Museum of the City of Split, the Parish Sacristy offices in Starigrad on the island of
Huar, etc. The author discusses unresearched musical opus as a pear! of Croatian cultural
heritage and proposes theoretical study through courses at Music Academies, scientific
symposia and scientific publications. The author also suggests musical performances (wor-
ship, concerts, audio, and video releases of musical opus) and dissemination of the entire
musical opus through various social media (books, monographs, music collections, A4
radio, internet, efc.) to preserve these compositions - pearls of Croatian cultural heritage
Jfrom oblivion.

Keywords: choirmaster of the Split Cathedral, Benedetto Pellizzari, Julije Bajamonti,
Ante Alberti, church music, Croatian cultural heritage
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Introduction

Split Cathedral, dedicated to the Mother of God and the Salonitan martyrs
of St. Domnius, St. Anastasius, St. Cosmas and St. Damian, the oldest ca-
thedral in Croatia,’ was built as an octagonal building from 295 to 305 and
is part of the monumental complex of Diocletian’s Palace. Even though they
dedicated it to the Assumption of the Blessed Virgin Mary due to St. Domnius’
relics and worship, it is often called Sz. Domnius Cathedral. It was a mauso-
leum of Emperor Gaius Aurelius Valerius Diocletian® until the first elect-
ed Archbishop of Split Ivan Ravenjanin sacralized it in the 7th century by
transferring the earthly remains of the Salonitan martyrs St. Domnius and
St. Anastasius. The archbishop transformed it into a cathedral which became
a new archbishop’s seat with all the dignity and rights of the old Salonitan
diocese managed by St. Domnius, the Salonitan bishop and martyr at the
time of Diocletian’s persecutions of Christians. Thus, from the 7th to the 9th
century, Diocletian’s Mausoleum gradually became St. Domnius Cathedral,
which continues to be a space of pilgrimage and worship to the patron saint
of the Split-Makarska Archdiocese, St. Domnius.? It is important to note
that around 650, the Cathedral became the first parish with the faithful who,
after the fall of Salona, which was looted and burned in a fire by the Goths,
fled to the neighbouring islands and then uninhabited Diocletian’s Palace.*

! The Split Cathedral, primarily built as the mausoleum of Emperor Diocletian, is the

oldest building sacralized in the cathedral, so for some authors, it is “the oldest cathedral
in the world.”

2 On 01/05/305, Emperor Diocletian (243-316), due to illness, left the throne (Roman
Emperor 284-305) in Nicomedia but holding the lifelong title of Augustus. He retired
with his wife Priscus to a palace near Salona. He is assumed to have died on 03/12/
316 AD. They buried him in a mausoleum built within the Diocletian Palace.
https://proleksis.lzmk.hr/17854/ (accessed: 03/04/2020);
https://www.enciklopedija.hr/natuknica.aspx?id=15274 (accessed: 03/04/2020);
https://www.britannica.com/biography/Diocletian (accessed: 03/04/2020).

> Cf. Graga Novak, Povijest Splita, Cakavski sabor, Split, 1978. pp. 41-46, 582-583, fn.
66, 67; Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-1940., Hrvat-
sko muzikolosko drustvo, Zagreb 1997, p. 9; Kruno Prijatelj — Nenad Gattin, Sp/itska
katedrala, Kr$¢anska sadasnjost - Biblioteka Buvina, Zagreb - Split, 1991, p. 15.

*  Cf. Olga Peri¢, Mirjana Matijevi¢ Sokol, Radoslav Kati¢i¢, Historia Salonitana: Toma
Arbhidakon, Povijest salonitanskib i splitskih proosvecenika, Knjizevni krug, Split, 2003,
pp. 31-45; Cf. Mile Vidovi¢, Splitsko-makarska nadbiskupija: Zupe i ustanove, Split-
sko-makarska nadbiskupija, Crkva u svijetu, Split, 2004, pp. 519-520.
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In addition to refugees from Salona, Croatian families gradually moved into
the palace in the 7th century during the migration of peoples, and the former
Roman Split was slowly becoming a new Croatian city. Until 1625, Split had
the cathedral church as the only parish of the Assumption of the Blessed Virgin
Mary and an archdiocese with the patron saint and the Salonitan martyr St.
Dommnius. The Cathedral also functioned as the parish, so the elected canon
of the Cathedral Chapter performed the parish service. The Austrian govern-
ment’s decree from 1849 clarifies that the real pastor in the City of Split was
the bishop who managed the parish through one of the canons or a selected
priest from the diocesan clergy.’

Since the sacralization, the cathedral has gradually become not only a treas-
ury of Split but a part of Croatian cultural heritage with many invaluable
works of art, including the Evangelium Spalatense (Split Evangelistary). It is
the oldest parchment manuscript preserved in Croatia, dating from 8-9 cen-
tury.® Another valuable parchment manuscript is Sacramentarium Spalantense
(Split Sacramentary) that Archbishop Bernard brought from Italy to Split
around 1200 when he became Archbishop of Split.” The five-storey cathedral
bell fower was built from the 13th to the 16th century in the Romanesque
style. The cathedral has a large Romanesque six-sided stone pulpit from the
13th century due to the merit of Princess Kolafisa (Dove), the widow of the
Split prince Ivan of Krk. Master Mavro made the pulpit of red and green
porphyry (remains of the destroyed imperial sarcophagus) and local stone.®
'The local craftsman Andrija Buvina made wooden doors with 14 bas-reliefs
on each one, representing scenes from the life of Jesus, set on the feast of St.
George, April 23,1214.'The church interior has Romanesque carved wooden
choir stalls. The treasury contains gold-plated silver re/iguaries, embroidered

° Cf.Ivan Ostoji¢, Splitski kaptol u Splitsko-makarskoj biskupii, Split, 1977, pp. 51-52.
Cf. Splitski evandelistar, Hrvatska enciklopedija, https://www.enciklopedija.hr/
natuknica.aspx?ID=57467 (accessed: 01/06/2020).

Cf. Domagoj Volarevi¢, Osobitosti i porijeklo Splitskog sakramentara, Crkva u svijetu
54 (2019) 4, pp. 494, 514; Cf. Sime Marovi¢, Sakramentar riznice splitske katedrale,
Bas¢inski glasi (1993), pp. 65-66.

On the construction of the bell tower and the pulpit, see: Josko Belamari¢, Zvon-
ik splitske katedrale, Vijenac 172 (2000), https://www.matica.hr/vijenac/172/zvon-
ik-splitske-katedrale-17441/ (accessed: 01/06/2020).
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church vestments (14th century), and four Antiphonaries (15th century).’ The
great crucifix (15th century) is the artistic work of Juraj Petrovi¢,' the Cro-
atian sculptor, canon (1445) and dean of the cathedral chapter (from 1455
to 1478). The town of Split was in crisis due to the Ottoman conquests and
the Venetian invasions in the 15th century. The Venetian strict trade meas-
ures and turbulent times did not affect the building of the two monumental
stone altars in the niches. The Lombard master Bonino from Milan built the
altar of St. Domnius in 1427, and two decades later, in 1448, the Croatian
master Juraj Matejev from Zadar, better known as Juraj Dalmatinac, built
the altar of St. Anastasius.! The main altar was built between 1685 and 1689
and has been renovated and conservated ever since.'? The church is also rich
in paintings of Pietro Ferrari® (e.g. six large paintings in the choir) and ba-
roque paintings of Matteo Ponzoni-Ponchun illustrating bib/ical scenes above
the altar vault and in the choir. Particular important work is the painting of
the Virgin and Child, which has been attributed so far to Jacob Palme the
Younger (1548-1628)." In 1767, the Archbishop of Split and Metropolitan
Ivan Luka Garanjin (Gianluca de Garagnin - Archbishop 1765-1783) got
the new altar of St. Domnius built on the site of the old altar dedicated to
St. Mary and St. Joseph built by the Brotherhood of St. Joseph.” The Ital-

ian sculptor Giovanni Marie Morlaiter'® designed the new altar, to which

*  Cf. Miljenko Grgi¢, Glazbena kultura u splitskof katedrali 1750.-1940., Hrvatsko muz-
ikolosko drustvo, Zagreb, 1997, p. 10.

Cf. Juraj Petrovi¢, Hrvatska enciklopedija, mrezno izdanje, Leksikografski zavod
Miroslav Krleza, https://www.enciklopedija.hr/natuknica.aspx?id=47997 (accessed:
01/06/2020).

1 Cf. Kruno Prijatelj — Nenad Gattin, Splitska katedrala, p. 20.

2 Cf, Zana Matuli¢ Bilag, Povijesni razvoj glavnog oltara splitske katedrale, Kulturna
bastina 40 (2014), pp. 249-296.

Cf. Kruno Prijatelj, Ferrarijeva platna u koru splitske katedrale, Radovi odsjeka za pov-
ijest umjetnosti 6 (1969), pp. 37-41.

1 Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-1940., pp. 10-11; Cf.
Radoslav Tomi¢, Plima Mladi - crtezi i slike, Informatica museologica 21(1990)1-2, p.
81.

Cf. Ivana Prijatelj Pavici¢, Lovorka Corali¢, Prilog poznavanju baroknih oltara u split-
skoj katedrali, Radovi Instituta za povijest umjetnosti 26 (2002), pp. 69, 81; Cf. Slavko
Kova¢i¢, [van Luka Garanjin, Hrvatski biografski leksikon, Leksikografski zavod Mi-
roslav Krleza, https://hbl.lzmk.hr/clanak.aspx?id=6622 (accessed: 01/06/2020).
Cf.Julije Bajamonti, Zapisi o gradu Splitu (izbor, prijevod i komentar Dusko Keckemet),
Knjizevni krug, Split, 1975, p. 257.
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the bones of St. Domnius were moved three years later (1790) from the
old Bonin altar. It was a magnificent ceremony musically designed by Don
Benedetto Pellizzari (for the red festivities in the Cathedral) and Julije Ba-
jamonti (for the city festivities in the theatre).”

'The Split Cathedral is rich in musical heritage that is still being studied and
gradually presented to the public. Musical notations of (Gregorian) chants
on parchments of the Split Evangelistary and the Split Sacramentary indicate
that the cathedral took care of the solemn liturgy and beautiful singing. It is
important to note that the Latin language and Gregorian chant were part of
the Liturgy in Split. Even though the clergy also used the vernacular in the
liturgy, especially in the singing of epistles and gospels.'®

At the end of the 11th century, Archbishop Lawrence asked Adam of Paris to
sing the Passiones (The Passion of St. Domnius and St. Anastasius) in verses
and hymns. A step forward in musical life occurred in 1412 when Fr. Venturi
Jfrom Fermo built the first cathedral organ and became organist in the cazhe-
dral school, established to provide the musical education of the Split clergy
and youth. The documents from 1505 mention the organist service but not an
organist’s name. Three decades later, organist Bartholomeus, from Dubrovnik,
is mentioned. Due to the conquest of the Ottomans (15th -17th century),
there was a lull in the entire musical life. In his time, the Archbishop of Split
and Primate of Dalmatia Markantun De Dominis (1602-1616) had a part
of the eastern wall of the cathedral removed and a choir for singers built."

From the beginning of the 17th century until the choirmaster Bened-
etto Pellizzari, choirmasters were Tomaso Cecchini, Fr. Jeronimo Spe-
ruti, Fr. Gaetano de Stephanis, Fr. Carlo Antonio Nagli, fra Ivan Marko
Lukaci¢. Unfortunately, Croatian archives did not preserve their musical
opuses. Those in other countries®® kept some works of Tomaso Cecchini
and Ivan Marko Lukacié. Their successors were Benedetto Pellizzari, Juli-

7 Cf. Miljenko Grgi¢, Blagdan sv. Dujma i glazba, Kulturna bastina 16 (1991), pp. 85—
86.

Cf. Ivica Zizié, Liturgijska glazba izmedu o¢uvanja glazbene bastine i liturgijske prak-
se, Crkva u svijetu 42 (2007) 2, p. 311-312; Cf. Miljenko Grgi¢, Blagdan sv. Dujma i
glazba, Kulturna bastina 16 (1991), pp. 86-87.

¥ Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-1940., pp. 11-12.

2 Cf. Miljenko Grgié. Glazbena kultura u splitskoj katedrali 1750.-1940., pp. 21-22.
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je Bajamonti, Ante Alberti, etc. Their musical works are in Croatian music
archives such as the Music Archive of the Split Cathedral (GASP), the Mu-
seum of the City of Split (MGS), the Croatian Music Institute (HGZ), etc.

1. Don Benedetto (Benetto) Pellizzari choirmaster

(1753 - 1789) and priest
1.1.'The life and work of don Benedetto Pellizzari

Don Benedetto Pellizzari (Vicenza,? - Split, 1789), nicknamed Benetto, is
a Croatian composer of Italian descent. Fragments from his life depict him
as a priest and musician who served in the Cathedral of St. Domnius. The
first mentions of Pellizzari inform us that he came to Split around 1753 as
a young priest from the Italian city of Vicenza. We have no information
about his childhood, schooling and priestly ordination. His handwritten will
reveals that his father’s name was Gaetano.”!

Musicologist Niko Kalogjera was the first to reconstruct Pellizzari’s life and
the musical opus in 1924 in his work Historical Notes on the Musical Life of the
Split Cathedral?* 'Then Ivan Boskovi¢ provided information on Pellizzari in
his work Unknown information about the Choirmasters of the Split Cathedral of
the 18th and 19th centuries® from 1987.

Apart from Kalogjera and Boskovi¢, other musicologists and historians (art)
wrote about the history of the Split Cathedral and its choirmasters. We will
refer to those authors who wrote about Don Benedetto Pellizzari. So, Mil-
jenko Grgi¢ published a book in 1997, Music Culture in the Split Cathedral
1750-1940. Tvica Zizi¢ reconstructed Pellizzari’s T¢ Deum solenne in 1997
and published a work in 1998 entitled In Search of the Musical Legacy of the
Split Choirmaster Benedetto Pellizzari** Today, Sime Marovi¢ is a choirmas-

21 We found the evidence that Pellizzari’s father was “Gaetano da Vicenza” in a docu-

ment with the notary public Zuana Ugolini who confirmed and approved Pellizzari’s

Will, dated 24 September 1782, see Historical Archives in Split, sig. 111./5., no. 582.

Cf. Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, Sveza

Cecilija 18 (1924) 4, p. 127.

» Cf.Ivan Boskovi¢, Nepoznati podaci o kapelnicima splitske prvostolnice XVIII. i XIX.
stolje¢a, Marulic 20 (1987) 5, pp. 591-592.

2 Cf.Ivica Zizi¢, Tragom glazbene ostavétine splitskog kapelnika Benedetta Pellizzarija,
Bascinski glasi 7 (1998), pp. 109-125.
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ter who edited Benedetto Pellizzari - Collection of Spiritual Compositions® in
2007.

Until Pellizzari arrived in Split and took his choirmaster role, the music in
the cathedral was poor. Choirmasters Toma or Tomaso Cecchini (c. 1603
to 1614) and magister musicae and musicus praefectus Ivan Marko Lukaci¢
(1620 - 1648) and their musical opuses were just an introduction to the
culmination of musical creativity achieved during the Pellizzari, Bajamonti
and Alberti in the Split Cathedral. Headed by those choirmasters, the or-
chestra reached its pinnacle and was recognized by contemporaries as the
best “cathedral cappella” in the province. It was not until around 1840 that the
“cathedral cappella” changed its name into the cathedral choir. The previous
cathedral choirmasters were not so productive since the Music Archive of the
Split Cathedral does not contain the opuses from 1625 to 1740. It was not
until the second half of the 18th century that the cathedral’s music archive
abounded in a rich legacy of composers’ opuses.?

In his research on cathedral choirmasters, Miljenko Grgi¢ found a gap of
several years when he tried to connect the year 1648 when Lukaci¢ died and
ceased to be a choirmaster with the year 1753 when presumably Pellizzari
became the choirmaster of the cathedral. In the accounting records of the
Archbishop’s Seminary in Split, Grgi¢ discovered that Giuseppe Zangia-
comi was “maestro di capella” on 06/04/1749. His name repeated but now as
a painter - “pitore” who restored four paintings of the cathedral chapter in
SYs 1749/50 and 1750/51.*” Although Grgi¢ believed that the choirmas-
ter/painter worked in the cathedral until 1751 (last mentioned in account-
ing records), when he perhaps left Split for unknown reasons, we still have
unanswered questions. Who was the choirmaster from 1751 to 17537 Was
Benedetto Pellizzari already active in the cathedral before 1753? Namely,
the music archive of the cathedral contains a score of the earliest Pellizzari’s
musical work Messa di morti a 3 del Sig: D. Benedetto Pellizzari Maestro di

5 Cf. Sime Marovi¢, Benedetto Pellizzari. Zbirka dubovnih skladbi, Crkva u svijetu, Split,
2007, pp. 1-346.

Cf. Sime Marovié, Glazba i bogostuzge. Uvod u crkvenu glazbu, Crkva u svijetu, Split,
2009, pp. 166-167.

77 Cf. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 33.
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Capella - Agosto 1753.%% Miljenko Grgi¢ concluded that Pellizzari was already
involved in music activities before 1753.%

It remains unclear whether Pellizzari signed an employment contract that
was lost or worked occasionally and part-time since the preserved document
reveals that he only signed the employment contract on 25/11/1753.

1.2. Don Benedetto Pellizzari’s service of a Maestro di Capella
and composer’s opus

(01or 25/11/1753 — 11/11/1789)

Considering all available data, we can conclude that Benedetto Pellizzari
was a choirmaster for 36 years continuously, i.e. from 25/11/1753, when he
signed the contract and took over the service, until his death on 11/11/1789.
Musicologist Boskovi¢ came to the same conclusion in his Litteraria, musi-
calia et theatralia by referring to several preserved documents. He also wrote
that Pellizzari was appointed choirmaster for five years by the decision of
the Grand Council of 25/11/1753. Further, Boskovi¢ argued that Pellizzari
worked from 01/11/1753 to 30/04/1754% and got 240 lire (preserved pay-
ment receipt). A Brotherhood used to pay the annual salary of 480 lire to
the choirmaster. The preserved payment receipt from 13/06/1755 revealed
the President of the Brotherhood Jerolim Luposignoli gave Pellizzari a sal-
ary of 480 lire® for his work from 01/05/1754 to 01/05/1755. The Brother-
hood’s accounting records for 1756-1787 contain payments receipts with 12
Pellizzari’s signatures for his regular salaries. For the last year of his service
until his death, i.e. from 01/07/1788 to 30/06/1789, Pellizzari’s signature

has not been found, perhaps due to the choirmaster’s illness, infirmity and

% GASP, sign. XC/1486. There are two incomplete scores. The CA part contains Popule
Sion in Gregorian notation.

¥ Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 33.

%0 Since the date of signing the official contract is November 25, 1753, and the salary

was from November 1, 1753, we assume that Pellizzari served (if necessary) before the

official signing of the contract and that it might be the reason why the fraternity gave

a salary for the whole month of November 1753.

Pellizzari was a choirmaster who served according to all the rules of the Statute. The

Statute stated that the archbishop, the chapter, the city and the fraternity had to pay

the cathedral choirmaster.
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imminent death on 11/11/ 1789. However, the preserved document discloses
that Pellizzari bequeathed® his salary to Klara Culi¢, his housekeeper. On
December 10, 1789, Klara Culi¢ received a part of Pellizzari’s annual salary
trom 01/07/1789 to 11/11/1789. Clara was Pellizzari’s housekeeper from
01/10/1744 until his death, and it was just that the choirmaster bequeathed
her the right to receive his last salary.*®

According to the regulations of the Chaprers Statute, the cathedral’s choir-
masters, including Pellizzari, were obliged to “teach clerics ‘cantum grego-
rianum, Etiam figuratum’, and to take care of the singing quality, orchestra,
and music instruction of the city’s youth.”* Miljenko Grgi¢ attributes to
Pellizzari the work Basics of Playing Piano, written for young musicians.* So,
we can conclude that Pellizzari could have taught Julije Bajamonti and Ante

Alberti.

Pellizzari had the honour of being a participant in one of the most significant
events in the history of the Split Cathedral. It was a solemnity on the feast
day of St. Domnius on 07/05/1770 when the remains of St. Domnius trans-
ferred from Bonino to Morlaiter’s altar. The feast lasted from 07-14/05/1770.
Bajamonti wrote that Holy Mass “was sung very solemnly by the musicians”
as well as the Evening Prayer “with excellent and solemn music” performed
by Benedetto Pellizzari. Due to bad weather, the solemn procession was not
held on 07/05/ but on 10/05/. After the church procession, “musicians sang
the solemn Te Deum” by choirmaster Pellizzari.*

'The choirmaster Pellizzari composed many liturgical compositions, preserved
in Croatian music archives, such as the Music Archive of the Split Cathedral
(about 300 music pieces), zhe Museum of the City of Split, the Archives of Par-
ish Offices in Omis and Stari Grad on Hvar, and in Zagreb in the Croatian
State Archives (Kuhad’s Collection) and the Croatian Music Institute (Udine

32 'The last will of Don Benedetto Pellizzari is in the Historical Archives in Split (sig.

II1./5., No. 582); It was published in manuscript and transcript by Sime Marovi¢ in

Benedetto Pellizzari. Zbirka dubovnih skladbi, pp. 21-23.

Cf. Ivan Boskovi¢, Litteraria, musicalia et theatralia, Volume 11, (glazbene teme). Mat-

ica hrvatska, Split, 2003, pp. 123-124.

3 Cf. Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, p.
126.

% Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 37.

36 Cf. Julije Bajamonti, Zapisi o gradu Splitu, Knjizevni krug, Split, 1975, pp. 261-265.

33

69



IVAN LUKACIC - MAESTRO DI CAPPELLA OF THE CATHEDRAL OF SPLIT - PROCEEDINGS OF THE ...

Collection - Algarotti). Preserved archival material testifies that the worship
of Christmas, Holy Week, Easter, feasts, especially the feast of St. Domnius,
was at a high level.

Bajamonti mentions Pellizzari as a “smart and deserving cathedral choir-
master”.*” Ennio Stipéevi¢ considers him the most prolific pre-classical com-
poser in Croatia and argues that his compositional expression consists of
pre-classical phrases with simplified melodic lines, unlike complex late ba-

roque counterpoint.*®

'The music collection consists of sacral classical music as motets, hymns,
masses, evening prayers, responsories/chants, passions, psalms, etc. He wrote
compositions for soloists and choir with organ or (small) orchestra accompa-
niment. He adapted his music to the performance possibilities of choir and
orchestra. The cathedral choir sang regularly in liturgical celebrations, while
the orchestra used to play on important feast days such as the celebration of
St. Domnius. The scores indicates that the orchestra was small, consisting
of strings (without viola), horns and trumpets. It occasionally included the
flute, oboe and bassoon. However, at that time, the Split Cathedral had a
dignified orchestra whose performance enriched the cathedral choir’s sing-
ing in solemn liturgies.

Pellizzari was the most fruitful composer, having more than 300 works pre-
served in the Music Archive of the Split Cathedral. He composed motets for
1-4 voices in multi-movement form, accompanied by an organ or a smaller
string ensemble. Sometimes omitted violas and used trumpets, horns, flutes
or trombones instead. Among six motets, composed for a four-part vocal
ensemble, typically accompanied by strings and organ, quite interesting are
motets Fja Sancte discipule’®, composed for the celebration and feast of St.
Domnius and Vieni Sancte Spiritus,® “a cappella”! in 1754.

37 Cf. Julije Bajamonti, Zapisi o gradu Splitu, p. 259.

38 Cf. Ennio Stipcevi¢, Glazbena kultura u Juznoj Hrvatskoj u doba Julija Bajamontija,
in: Splitski polikistor Julije Bajamonti, Zbornik radova, Knjizevni krug Split, 1996, p.
132.

¥ GASDP, sign. XXXVII-480.

0 GASDP, sign. XXX1/392.

1 Cf. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 34.
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Miljenko Grgi¢ argues that Pellizzari composed 71 misa cantata, sung mass-
es*? (Sime Marovi¢ only 52). They were composed for the Ordinary of Mass
or only its particular parts entirely or just parts of the ordinary* (for four
voices, three or two voices), entitled Messa Corrente, Messa facilssima or Messa
brevissima (the first parts of the ordinary of the Mass). He occasionally com-
posed only the last parts of the ordinary as Sanctus, Benedictus, and Agnus
Dei.'The four-voice Mass that lacks Gloria (Messa-Quattro Voci-in F)*® is de-
lightful. He also wrote eight Masses for the Dead (Missa pro-defunctis-Req-
uiem) for two, three and four voices accompanied by basso continuo.*® Peliz-
zari also composed masses as Domenica d’Advento, Domenica Quadragesimae,
Domenica delle Palme, giovedi Santo, Domenica Pasionis.”’

Besides masses, he composed Vespers and psalms with responsories (a beau-
tiful four-part Laudate (Dominum) nei Vesperi from 1754).* We can single
out the sung Passion / “Passio” - the so-called “Motet passions” for Holy
Week, composed for soloists, choir and orchestra, and other compositions
such as litanies, hymns, pastorals, Benedictus, Pange lingua, Tantum ergo,
Popule meus, Requiem, Stabat Mater, etc.*

In 2007, Sime Marovi¢ published a collection of Pellizzaris spiritual com-
positions, consisting of two parts: 1) Mass (Messa a Quattro Voci per organo
and Messa a 4.) and 2) Motet (Christmas: Jesu Redemptor omium, Patorale;
Lent: Nos autem, Christus factus est, Dominus Jesus, Stabat Mater, Adoramus te
Domine, O dulcissime Domine, O vos Omnes, Popule meus, Sepulto Domino, Vex-
ila Regis prodeunt, Easter: Victime paschali laudes, Jubilate Deo, Pentecost: Veni
Sancte Spiritus; benediction of the Blessed Sacrament: Pange lingua, Deus
misereatur nostri; Celebrations of the Blessed Virgin Mary: Ave Maris Stella,
Ave Maria, Ave Regina caelorum, Magnificat, Feast of St. Domnius: In omnem
terram and Hymnus Sancti Domnii) >

2 Cf.Ibid.,p.35

4 Cf. Sime Marovi¢, Benedetto Pellizzari. Zbirka dubovnib skladbi, p- XIV.

#The study of the archival material does not provide evidence that some masses are the work
of Benedetto Pellizzari. So we can interpret differently the number of Pellizzari masses.

*  GASP, sign. X1./518.

4 Cf. Sime Marovi¢, Benedetto Pellizzari. Zbirka dubovnib skladbi, p- XIV.

7 Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 36.

®  GASP, sign. XXXVIII485.

¥ Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-1940., pp. 36, 58.

0 Cf. Sime Marovi¢, Benedetto Pellizzari. Zbirka dubovnih skladbi, pp. 1-346.
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2. Julije Carlo Bajamonti (choirmaster from 1790 to 1800) - doctor
2.1.The life and work of Julije Bajamonti

Don Benedetto Pellizzari was succeeded in his service in the Split Cathedral
in 1790 by the Croatian writer, composer, and physician Dr Giulio (Julije)
Bajamonti (Split, 1744 - Split, 1800). Bajamonti dealt with history, archae-
ology, agriculture, maritime affairs, meteorology, etc.”!

He worked in Split at the Venetian administration, which ruled until 1797.
'The Franco-Austrian War ended in peace in Campoformio, and Dalmatia
came under Austrian®? control until 1805. Then the French, under the com-
mand of General Marmont, took power in Split.”

Since Bajamonti is one of the most ingenious minds in the history of Split,
many scholars have written about him while studying his works in literature,
music, medicine, etc. Unfortunately, due to the disorder of the archives, some
scholars made some mistakes when writing about Bajamonti’s life and work.
A new study of the preserved archival material can provide more accurate
insights into Bajamonti’s life and work, especially his choirmaster service in
Split Cathedral and compositions (in the Music Archive of the Split Cathedral
and the musical Collection of Nikola Udina-Algarotti).

Ivan Milceti¢ published a work on Bajamonti entitled Dr Julije Bajamonti
and his works’® in 1912. In 1924, Niko Kalogjera wrote Historical Notes on
the Musical Occasions of the Split Cathedral, in which he mentions Bajamonti.
In 1969, Andelko Klobucar reconstructed and published Bajamonti’s orato-
rio La translazione di s. Doimo - Transfer of St. Domnius.>® Musicologist Ivan
Boskovi¢ and Lovro Zupanovié¢ also wrote about Bajamonti in their works.

51 Cf. Lovro Zupanovié, Stoljeca hrvatske glazbe, Skolska knjiga, Zagreb, 1980, p. 93.

52 Cf. Grga Novak, Povijest Splita, p. 1621.

3 Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 48.

> Ivan Miléeti¢, Dr. Julije Bajamonti i njegova djela, JAZU: book 191, Zagreb, 1912.

> Cf.Julije Bajamonti, La translazione di s. Doimo — Prijenos sv. Duje, redakcija: Andelko
Klobucar (1969) i
Lovro Zupanovic’ (1999) https.//www.katalog.kgz. hr/pagesresults/bibliografskiZapis.
aspx?lGcurrentPage=1searchByld=100Gsort=08 age=0{3fid0=1fv0=Bajamon-
ti%2c+Julije&spid0=100Gspv0=oratoriji&mdid0=08vzid0=0Gxm0=1Fselecte-
dld=274000850
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We can learn a lot about Bajamonti’s life from the composer’s work Nozes
on the City of Split, published in 1975 by Dusko Keckemet. More recently,
Miljenko Grgi¢ has written about the musician Bajamonti in his work Music
Culture in the Split Cathedral (1750-1940), Sime Marovi¢ in his book Music
and Worship, and Ivana Tomi¢ Feri¢ in her work Julije Bajamonti: Music Dic-
tionary. Transcription, translation, comments.>® Due to their works, we can get
profound knowledge of Julije Carlo Bajamonti and his musical work.

'The Bajamonti family is from Italy, and the composer grandfather moved
from Porec to Split in 1704.5” We do not have much information about the
childhood of Julije Carlo Bajamonti. He was born on 04/08/1744 in a Split
bourgeoise family*® and baptized on 24/08/1744. He was as the eldest son of
Dr Ivan Dominik Bajamonti and Jelena Capogrosso. He died in his home-
town on 12/12/1800.5 Some important published works contain incorrect
information about his birth, e.g. in the Croatian Encyclopedia (Miroslav
Krleza Lexicographic Institute). It provides misinformation that Bajamonti
was born in Split on 24/08/1744.%° Dusko Keckemet warned about this in-
correct information back in 1975. Ke¢kemet warns that first Milcetié, and
later all later authors in their historical reviews, encyclopedias and lexicons,
took the date of baptism as the date of birth. Kecskemet argues that the reg-

istry of births provides evidence that he was born on “the 4th of August”.®!

We have no reliable information about Bajamonti’s education. Many mu-
sicologists wrote that Bajamonti attended the Seminary Grammar School.

3¢ Cf. Ivana Tomi¢ Feri¢, Julije Bajamonti (1744.-1800): Glazbeni rjecnik. Transkripcija,
prijevod, komentari, Hrvatsko muzikologko drustvo, Zagreb, 2013.

°7 Cf. Dusko Kec¢kemet, Ante Bajamonti i Split, Slobodna Dalmacija, Split, 2007, p. 31.

% The main centre of Dalmatia is Split, headed by a prince who is subject to Venetian
rule. The population consists of nobles, citizens and commoners. Nobles are privileged
and help the prince manage the city. Besides the nobles, there are bourgeois families.
Thirty families, among them the Bajamonti family, have citizenship. From 1734 citi-
zenship became hereditary from father to son. From 1754, the Venetian government
decided that citizenship did not belong to the whole family, but only a prominent
person could inherit it.

> Cf. Julije Bajamonti, Zapisi o gradu Splitu, pp. 18-19.

8 Cf. Julije Bajamonti, Hrvatska enciklopedija, Leksikografski zavod Miroslav Krleza,
https://www.enciklopedija.hr/natuknica.aspx?id=5302 (accessed: 15/09/2020)

1 Cf. Julije Bajamonti, Zapisi o gradu Splitu, p. 18-19.

73



IVAN LUKACIC - MAESTRO DI CAPPELLA OF THE CATHEDRAL OF SPLIT - PROCEEDINGS OF THE ...

However, the analysis of the list of students at the Split Seminary does not
support the claim. The list is available in the article 300 Years of the Grammar
School in Split.** The list contains the name of Julije Bajamonti in the aca-
demic year 1724/25, but it could not be the composer Julije Bajamonti who
was born 21 years later in 1744. We can still assume that Bajamonti attended
the Archbishop’s Classical Grammar School because we have no documen-
tation to prove it.

We know that privileged families of Split sent their sons to study in Italy, so
Bajamonti completed his medical studies in Padua in 1773.9

Returning to Split as a young doctor, Bajamonti did not pursue his medical
profession. Instead, he founded the Academy of Economics in 1767 in Split. He
wrote about it in his work On the Establishment and Development of the Public
Economic Society in Split in 1778. Julije Bajamonti and Ivan Moller were the
main initiators and founders of the academy, and the first president was Juli-
je’ younger brother Jerome Bajamonti.*

Julije loved to travel. In 1772, he travelled to Dalmatia and the surround-
ing area with Alberto Fortis, the Italian scientist, and the Anglican Bish-
op Frederico Hervey. Based on this information, Fortis published a work in
two volumes in Venice in April 1774, entitled Viaggio in Dalmazia - Travels
into Dalmatia. During this trip, Bajamonti provided Fortis with information
about Croatian expressions, prominent people, and many other compelling
things.®

'The Archbishop of Split and Metropolitan Ivan Luka Garanjin (Archbishop
1767-1784) did not want to perform a secret marriage to protect the rep-
utation of the Bajamonti family. Despite that, Bajamonti secretly married
Elizabeth Trevisan in 1781 in Dubrovnik® against the will of his family.
After the marriage, he quarrelled with his father, so he settled in Kotor for a
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Cf. 290 godina klasi¢ne gimnazije u Splitu 1700.-1990., (proceedings), Knjizevni

krug, Split, 1990.

8 Cf. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 60.

64 Cf. Mihaela Kovaci¢, Ex libris Bajamonti u Sveu¢ili$noj knjiznici u Splitu, Vjesnik bib-
liotekara Hrvatske 48 (2005), p. 63; Cf. Julije Bajamonti, Zapisi o gradu Splitu, p. 18-19.

6 Cf. Julije Bajamonti, Zapisi ogradu Splitu, p. 22; Alberto Fortis, Put po Dalmaciji, Josip
Bratuli¢ (ed.), Globus, Tisak, Ljubljana - Zagreb, 1984.

% Cf. Zarko Muljaci¢, Splitski knjizevnik Julije Bajamonti, Mogucnosti 10 (1955), p. 797.
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short time. A year after 1782, Julije had a daughter, Jelena. In the same year,
his father died, and Julije returned to the family home in Split with his wife

and daughter. In 1783, he got a son Emil who died of measles two years after
(in 1785).67

Bajamonti faced the displeasure of his family and citizens that he married a
commoner and had a broad education that did him more harm than good.
'The opinion of citizens was that a doctor should only deal with medicine, but
Bajamonti never got a job in Split. After his son died, he moved to the island
of Hvar while his wife and daughter remained in Split. Even in small Hvar,
Bajamonti could not find his peace. He complained that his salaries were
small because the islanders rarely went to the doctor. His only consolation
was playing the organ in the Hvar Cathedral. He composed, wrote poems,
and corresponded with many eminent persons.*

In 1787, a fire destroyed Bajamonti’s family house, and many valuable works
were burned, including Maruli¢. His mother was already old, his brothers
sick, the once-wealthy family was slowly getting poorer. Julije wrote: “Our
family is not as rich in sequins as it used to be.”®* All this time, Julije spent
time in Hvar to earn money as a doctor and organist for a family that under-
went hard times.

Returning after five years from Hvar to Split in 1790, he again failed to get a
doctor job. By some miracle, in the same year, against the rules of the statute
which states that a choirmaster can only be a priest or a monk, doctor Julije
Bajamonti as a layman, became the choirmaster of the Split Cathedral.

A year before his death, in 1799, Bajamonti finally got a doctor job. One of
the doctors had died, and the other had left Split so Julije could get it. He
died at the age of 56 on 12/12/1800. They buried him in St. Dominic church
in Split. We remember him as a doctor, writer, polyhistor and musician. He
is considered the most important citizen of Split in the eighteenth century.”

7 Cf. Julije Bajamonti, Zapisi o gradu Splitu, pp. 24-25.

68 Cf. Julije Bajamonti, Zapisi o gradu Splitu, pp. 33-34.

8 Cf. Ivan Milceti¢, Dr. Julije Bajamonti i njegova djela, p. 226.; Cf. Mihaela Kovaci¢, Ex
libris Bajamonti u Sveu¢ili$noj knjiznici u Splitu, pp. 60, 67.

0 Cf. Julije Bajamonti, Zapisi o gradu Splitu, pp. 49-50; Cf. Grga Novak, Povijest Splita,
p- 1435.
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2.2. Julije Bajamonti’s service of Maestro di Capella and composer’s opus

There are no available documents that would describe Bajamonti musical
education. However, we can assume that he attended music classes as a child
with Don Benedetto Pellizzari. According to the Chapter statute, he had to
teach music to children and youth.”? When Pellizzari arrived in Split around
1753, Bajamonti was nine years old, and he likely had his first music lessons
at the cathedral music school. The cathedral was then the only parish in
Split, and Bajamonti needed religious instruction to receive the sacraments
of Holy Confession and Communion. Ivana Tomi¢ Feri¢, while studying
Bajamonti’s life, also assumes that Bajamonti had his first musical lessons
with Pellizzari.”? We can also suppose that Bajamonti probably started his
music education in Split and finished it in Padua during his medical stud-
ies. In 1768 (at the age of 24), he signed the score of the Palm Sunday of the
Lord’s Passion as maestro di musica, and five years later (1773), he completed
his medical studies in Padua. Therefore, we can assume that he studied music
and medicine in Padua.”

When he was 15, he composed his first motet Curro incerta (settembre 1759)
and four motets he did not sign in the next five years. This series includes
the works Nec in cole - Mottetto brevissimo a voce sola di Basso (Spalato 1760)
and Infensus hostis gloriae - Mottetto (Spalato 1764). In the following years,
as a young composer, Bajamonti also wrote compositions for Holy Saturday
(1756), Sonata for Organ (1766), Palm Sunday of the Lord’s Passion (1768),

which he signed as a maestro.”

Since Bajamonti was a versatile student, he was interested in literature and
composing besides medicine. In 1767, he published Storia di san Doimo, pri-
mo vescovo di Salona (History of §t. Domnius, the first bishop of Salona), which
later served as a libretto for the oratorio La traslazione di san Doimo - Trans-
fer of St. Domnius. The oratorio was premiered at the (old) Split Theater on

"t Cf. Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crieve, p. 126—

127.

Cf. Ivana Tomi¢ Feri¢, Susreti prekojadranskih kultura u razdoblju klasicizma: Ba-
jamontijeve glazbene i izvanglazbene veze, Bas¢inski glasi 13 (2018) 1, p. 77.

Stjepan Krasi¢ mentions that Bajamonti attended lectures in philosophy and music in
Padua, in his work on Tvan Dominik Stratiko (17332.-1799.) from 1991, note 20 (p.
244).

™ Cf. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 59.

72

73

76



MIHAEL PROVIC - CHOIRMASTERS OF THE SPLIT CATHEDRAL: JULIJE BAJAMONTI, BENEDETTO PELLIZZARI ...

12/05/1770, on the occasion of the celebration of the transfer of the sacred
remains of St. Domnius from old Bonino’s altar to the new Morlaiter altar.
'The work La traslazione di san Doimo - Transfer of St. Domnius is the first
oratorio in Croatian music literature. Bajamonti himself wrote that it was

“Componimento drammatico ossia oratorio”.”

In 1770, Bajamonti was only 26 when he composed the oratorio, but he
showed his artistic creation snd skill in his musical and literary works. The
content of his libretto is an ancient legend about a discovery of the sarcoph-
agus with the remains of Saint that no one could move. Innocent children
took and carried it. To this legend, Bajamonti added the episode about the
conversion of Prince Lovel, one of the seven brothers who led the Croats
to their new homeland. The oratorio consists of two almost equal parts in
time. The protagonists of the oratory are Ivan Ravenjanin, Archbishop of
Split (tenor); Lovel, Croatian prince (tenor); Severus, prefect of Salona (bar-
itone). Ivan Boskovi¢ writes that Bajamonti did not sign the oratorio, so it
remains unknown who conducted the oratorio premiere. We assume that the
cathedral choir sang along with the children’s (male) choir that Bajamonti
introduced as a novelty in that piece of music. Usually, three-part male choirs
sang, and male children sang soprano parts because women did not sing.
Boskovi¢ writes that Bajamonti sometimes did not sign his works due to
criticism from citizens that he practised music as a doctor. On this subject,
Bajamonti wrote a treatise Zhe Doctor and Musician (1796). Over time, the
oratorio scores were lost or partly destroyed. Therefore, Antun Celia Cege
and Andelko Klobucar approached the reconstruction of the oratory based
on preserved sections and performed the entire restored work in Split, Za-
greb, Osijek, Varazdin, etc.”

After the death of Don Benedetto Pellizzari on 11/11/1789, Bajamonti re-
turned from Hvar and became the choirmaster of the Split Cathedral in
1790. He served as choirmaster until his death on 12/12/1800. At that time,

the archbishop and metropolitan of Split was Lelio de Cippiko (archbishop
1784-1807).

> Cf. Ivan Boskovi¢, O Bajamontijevu oratoriju “Prijenos sv. Dujma”, Sveta Cecilija 57

(1987) 3-4, p. 65; Cf. Julije Bajamonti, Zapisi o gradu Splitu, p. 261.
Cf. Ivan Bogkovi¢, O Bajamontijevu oratoriju “Prijenos sv. Dujma”, p. 66; Cf. Sime
Marovi¢, Glazba i Bogosluzje, p. 176.

76

77



IVAN LUKACIC - MAESTRO DI CAPPELLA OF THE CATHEDRAL OF SPLIT - PROCEEDINGS OF THE ...

'The preserved Bajamonti collection in the Music Archive of the Split Cathe-
dral consists of 256 musical pieces, out of which 172 autographs, and the
so-called Nikola Udina-Algarotti Music Collection of the Croatian Music

Institute in Zagreb consists of 28 compositions.”’

As the first lay choirmaster, he wanted to expand the repertoire of the cathe-
dral choir, so in addition to sacred compositions (masses, requiems, motets,
passions, etc.), he also wrote secular musical compositions (madrigals, arias,
sonatas, symphonies, etc.).

He wrote numerous masses for various occasions. They were two-part, three-
part and four-part masses. Some of them written for the feasts had orches-
tral accompaniment. The setting of the two-part masses reveals Bajamonti’s
favourite compositional technique, i.e. the opening phrases have imitations
and then move in parallel thirds or sixths, which indicates the influence of
Mediterranean urban folklore and pre-classical style. Some three-part mass-
es in B flat major have an instrumental accompaniment (first and second vio-
lins, cello, double bass, two clarinets, two trumpets, two horns and an organ).
In the four-part Mass in B flat major, the instrumental ensemble is even
extended (first and second violins, all oboes, two clarinets, two bassoons, two
horns and a serpent). Bajamonti’s most successful Masses are three voices in

G major and four in B flat major. He wrote Messa - a tre voci con strumenti /
N: o III (1786) musical piece in Hvar.”®

Besides Mass, Bajamonti composed two Requiems in G major and F major.
'The Requiem in F major was written for the solemn Mass of Remembrance

of Ruder Boskovié in Dubrovnik in 1787.7

Bajamonti wrote many motets (for 2, 3, 4 and 5 voices), but 50 archival
units have been kept. They all have an organ accompaniment, and some have
a small orchestra accompaniment. The motets have moderate polyphonies,
strict harmonies, changes in solo and choral passages, intensive adaptation
to the text, which requires meter and tempo changes. He also uses the recit-

77 In 1887, Milan Resetar, the singer of the cathedral choir, listed Bajamonti’s composi-

tions preserved in the archives of the Split Cathedral.
8 GASP, sign. X1/161., Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-
1940.,p. 61.
Cf. Ivan Boskovi¢, O Bajamontijevu “Requiemu” za Rudera Boskovi¢a, Marulic 14
(1981) 4, pp. 392-400.
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ative style in some places. The motets are mostly three-voiced. Grgi¢ writes
that Bajamonti gladly composed motets in the first years of his choirmas-
ter service and singles out Mottetto a due - per ogni Sollenita® and Motetto a
tre - Ante thorum (1790) to which Bajamonti added folklore elements® and
Mottetto - Amate fili from 1791.%

His church music also includes Stabat Mater (2), Te Deum (3), Benedictus,
Miserere, Magnificat, Vespers, litanies, the solemn Gloria, responsories for
the rites of Holy Week, Passion (2), etc. His last composition is Laudate pueri
a 5 voci in 7 - Strum from 1800.%

Bajamonti also wrote secular compositions such as madrigals and arias and
instrumental works such as Sonata for organ and Symphony in C major for two
oboes, two horns and strings, composed according to the structure of the
Vienna Symphony.®*

Like Pellizzari, Bajamonti wrote in (pre) classic style. He is considered one
of the leading intellectuals of central Dalmatia in the late 18th century. He
was succeeded in the choirmaster service in 1800 by Ante Alberti.

3. Ante Alberti (choirmaster from 1800 to 1804) - lawyer
3.1.The life and work of Ante Alberti

When Julije Bajamonti died, lawyer and musician Ante Alberti became
choirmaster in the Split Cathedral (Split, 15/02/1757 - 12/02/1804 Split).

To this day, very little is known about the life and musical work of Ante
Alberti since no systematic study is available. Previous research on Alberti
includes the works of Niko Kalogjera,® Ivan Boskovié,® Miljenko Grgic,®

80 GASP, sign. V1/64, VI1/100 (copy)

81 GASP, sign. X1/158

82 GASP, sign. IX/109.

8 GASP, sign. V/96.

84 Cf. Sime Marovi¢, Glazba i bogosluzje, p. 176.

8 Cf. Niko Kalogjera, Povijesne crtice o glazbenim prilikama splitske stolne crkve, Sveta
Cecilija 18 (1924) 5, p. 160.

8 Cf. https://hbl.lzmk.hr/clanak.aspx?id=412 (accessed: 10/09/2020)

7 Cf. Miljenko Grgi¢, Glazbena kultura u splitskoj katedrali 1750.-1940., pp. 63—64.

79



IVAN LUKACIC - MAESTRO DI CAPPELLA OF THE CATHEDRAL OF SPLIT - PROCEEDINGS OF THE ...

Mirjana Skunca,®® Sime Marovi¢® and Michael Provi¢.® We found more
information about the Croatian lawyer and musician Ante Alberti by re-
searching archival material in more detail.

We discovered that the noble family of Ivan Lovro Alberti and Klara Alberti
(born Cambi) got a son on 15/02/1757.%

As a descendant of a prominent noble family from Split,”* Ante Alberti at-
tended the seminary grammar school® in his hometown. The list of the fi-
nal year students consists of three students named Ante Alberti. The oldest
student, Ante Alberti, finished grammar school in 1710, the younger stu-
dent, Alberti, in SY 1725/1726, and the youngest in SY1771/1772. Since
we know the exact year of the birth of the choirmaster Ante Alberti (1757),
we can conclude that the youngest student who finished grammar school in

SY1771/1772 was later the choirmaster of Split Cathedral.”

After completing his grammar school, Ante Alberti continued his education
in Padua and acquired a doctorate in church and civil law in 1776.%

On 02/02/1784, Ante Alberti married Elizabeth Capogrosso. Two years lat-
er,on 10/07/1786, their daughter Clara was born, but she was less than a year
old when her mother Elizabeth died on 30/04/1787 (at the age of 28). On
11/03/1791, the young widower Ante Alberti married Maria Michieli Vit-
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Cf. Mirjana Skunca, O glazbi u djelovanju klasiéne gimnazije u Splitu, u: 290 godina

klasicne gimnazije u Splitu 1700.-1990., pp. 305-313.

% Cf. Sime Marovi¢, Glazba i bogosluzje, pp. 177-178.

% Cf.Mihael Provi¢, Ante Alberti, kapelnik splitske katedrale, (Master’s thesis), Sveudiliste
u Splitu, Katolicki bogoslovni fakultet, Split, 2000.

1 Cf. Ivan Boskovi¢, Ante Alberti, Hrvatski biografski leksikon, https://hbl.lzmk.hr/cla-
nak.aspx?id=412 (accessed: 10/09/2020).

%2 Cf. Alberti, Proleksis enciklopedia, https://proleksis.lzmk.hr/7672/, (accessed:
10/09/2020).

% At that time, the name “graduate” did not yet exist. We had the first high school grad-

uates in Split only in the 19th century.

Cf. Mile Vidovié, Profesori i uéenici klasi¢ne gimnazije u splitskom sjemenistu 1700.-

1817., in: 290 godina klasicne gimnazije u Splitu 1700.-1990., Knjizevni krug, Split,

1990, p. 476.

% Cf. Michele Pietro Ghezzo, I Dalmati all'universita’ di Padova dagli Atti dei gradi ac-

cademici 1601.-1800. Atti e memorie della Societa’ di storia patria, Venezia s. a., Venezia,

1992, p. 131.
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turi. In 1794 (11/03), they got a son John and three years later (05/09/1797),
a daughter Elizabeth, probably named in memory of Alberti’s first wife.”

In the following years, Alberti distinguished himself as a musician. From
1801 until his death on 12/02/1804, he worked as the choirmaster of the
Split Cathedral. He got that position as an already well-known and recog-

nized musician.

Dr Ante Alberti was a member of the Split Grand Council and the fraternity
of the Blessed Sacrament. Since 1793, he received an income of 300 lire from
the Fraternity of St. Sacrament. After his unfortunate death on February
12/02/1804 in Split, they buried him in the Split Cathedral.®”

3.2. Ante Alberti’s service of Maestro di Capella Composer

and composer’s opus

We do not have any reliable information about the musical education of
maestro Ante Alberti,”® except that he studied music like all students at the
seminary classical grammar school.”

Since some of Alberti’s compositions date from 1779, we assume that he ac-
quired music education in his hometown of Split, probably attending classes
with the cathedral choirmaster Benedict Pellizzari or Julije Bajamonti. We
also suppose that he studied music in Padua besides his legal studies. For
the first time, as the maestro, Alberti signed a composition Messa'® (Chirie,

Gloria, Credo) in 1785.

After the death of Julije Bajamonti, the young priest Ivan Jeli¢i¢ competed
for the choirmaster, but, for some unknown reasons, he withdrew from the
competition and went to Venice to complete his music studies, and the lay-
man Ante Alberti was appointed. After the successful layman choirmaster
Bajamonti, the archbishop of Split, the chapter, and the city administration

% Cf. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 63.

7 Cf. Ibid., p. 63.

% We find the title and name of “Maestro Ante Alberti”in Alberti’s thought from 1785,
see: GASP, sign. 3/1, folio 1.

Cf. Mirjana Skunca, O glazbi u djelovanju klasicne gimnazije u Splitu, pp. 305-313.

100 Cf. GASP, sign. 3/1.1 26-27/111. Also in MGS, sign. 1-2/1.
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(municipality) did not hesitate to entrust the service to the layman choir-
master again, so Alberti became choirmaster at the beginning of 1801.1

During Alberti’s choirmaster service in Split, Dalmatia was under Austrian
rule. The Peace of Campoformio in 1797 ended the Franco-Austrian War,
and Austria took over the administration of Dalmatia from Venice.®? Dal-
matia was under Austria until 1805, when the French, under the military
command of General Marmont, took power in Split.'®

Before taking over the choirmaster service, Ante Alberti was a renowned
musician, composer and organist. He was a gifted composer while perform-
ing his service in the Split Cathedral. He composed spiritual and liturgical
chants. His compositional style is related to his pre-classical elders as Julije
Bajamonti. He served as a choirmaster until he died in 1804.1%¢

Alberti’s compositional opus is similar to that of Pellizzari and Bajamonti.
He composed for the needs of the cathedral choir to make the liturgy as sol-
emn as it could be. He composed motets, masses, responsories, Palm Sunday
of the Lord’s Passion, psalms (Miserere), litanies, Benedictus, Salve Regina,
Stabat Mater, Tantum ergo, Te Deum. Some compositions are attributed to
him even though he did not sign them.

He often wrote motets for soloists, orchestra and (or) basso continuo. e.g.
Arma prompta for bass solo and orchestra;'® Crescit unda for tenor solo,
strings and basso continuo;'% Pastores quid laetamini for choir (SSB) and bas-
so continuo;'”” Quid dormitis, for choir (T'TB) and basso continuo or choir

(TTB) and orchestra.'®

Two masses that he signed as maestro’® are Messa (Chirie, Gloria, Credo)
tor choir (SATB) and orchestra in 1785 and Messa per la Quarta Domenica

101 Cf. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 64.
102 Cf. Grga Novak, Povijest Splita, p. 1621.

18 Cf. Miljenko Grgié, Glazbena kultura u splitskoj katedrali 1750.-1940., p. 48.
104 Cf. Ibid., pp. 58—64.

105 GASP, sign. 28/111.

106 GASP, sign. 17/11.

107 GASD, sign. 614/XLIX. Also in HGZ, sign. LXXII. 2U.

108 GASP, sign. 23/111. Also in MGS, sign. 7/11.

19 GASP, sign. 3/1.1 26-27/111. Also in MGS, sign. 1-2/1.
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d’Advento for choir (AT'TB) and cello.’® In 1802, he composed the Respon-

111

assigned to the weekdays after Palm Sunday (Monday, Tuesday, and

113

sories,
Wednesday) for soloists, choir (SATB),''? strings, and basso continuo.

He composed Palm Sunday of the Lord’s Passion Passio Dominica Palmarum
for soloists, choir (ATB), strings and basso continuo).'™*

He composed several psalms such as Dixiz Dominus, for choir (SATB) and
basso continuo),'® Laudate pueri, for choir (T'TB) and orchestra,™® and
Miserere, for choir (SATB), strings and basso continuo.'” He wrote Lauretan
Litanies for choir (SATB) in 1801.""8 He composed three compositions Ben-
edictus, for choir, strings and basso continuo,"” and Salfve Regina, for (T'T)
and basso continuo,'?’ Stabat Mater, for (T'TB) and basso continuo'?! (Stabat
Mater),*** two Tantum ergo for (IB) and basso continuo,'® solemn 7 Deum
tor choir (T'TB), strings and basso continuo.'**

Like his predecessors, he wrote for soloists, choir with organ or (small) or-
chestra accompaniment, depending on the performance possibilities of the
choir and orchestra and the importance of liturgical celebrations. The cathe-
dral choir regularly sang every Sunday, feast days and on special occasions.
'The orchestra played for feast days, including the feast of St. Domnius, the

110 GASP, sign. 15/11. (Rorate coeli desuper). Also in MGS, sign. 3/1.

1 GASP, sign. 20/11. Also in MGS, sign. 13/11.

112 GASP, sign. 21/11. Also in MGS, sign. 14/11.

113 GASP, sign. 22/11. Also in MGS, sign. 15/11.

4 GASD, sign. 12/11., 24/111. T 1271/LXXIX, (1271/LXXIX je pod nazivom “Passio
secundum Mattheum).

115 GASP, sign. 10/11.

116 GASP, sign. 5/1.1 25/111. Also, in MGS sign. 9/11.

17 GASP, sign. 18/11.

118 GASP, sign. 613/XLIX. Also, in MGS, sign. 10/11.

19 GASP, sign. 8/1.; sign. 8/11.1 1629/LXXIX. vers. “Et erexit”. sign. 4/1.1 1268/LXXIX.

120 GASP, sign. 19/11. Also, in HGZ, sign. LXVIII. 2TT i LXX. M.

121 GASP, sign. 11/11. T 1270/LXXIX. Also, in HGZ, sign. LXVIIIL. 2 T2. The Croatian

version of the composition is in MGS, sign. 12/11.

GASP, sign. 1211. This composition is the Croatian version of “Stabat Mater” origi-

nally written in the language and kept in GASP, sign. 11/11.1 1270(LXXIX i u HGZ,

sign. LXVIIIL. 2T2.

123 GASP, sign. 2/1., sign. 13/11. Also in MGS, sign. 16/11.

124 GASP, sign. 1/1.

122
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patron saint of the city and the archdiocese. Alberti also performed musical
compositions of his predecessors. We assume that the liturgy was solemn,
and the quality of choir and orchestra performance was as in the time of
Pellizzari and Bajamonti.

Ante Alberti’s compositions are available in the Music Archive of the Split Ca-
thedral (GASP), the Nikola Algarotti-Udina collection at the Croatian Music
Institute in Zagreb (HGZ), the Capogrosso Family Music Archive in the Split
City Museum (MGS), the Parish Music Archive of St. Stephen in the Old Town
on the island of Hvar,'® and the Archives of the Franciscan Monastery on Dobri
£ 126

in Spli

Concluding remarks

In this paper, the author sought to research the archives and relevant liter-
ature on the life and work of Split’s cathedral choirmasters Pellizzari, Ba-
jamonti and Alberti, the successors of Fr. Ivan Marko Lukacic.

He provides deeper insight into their biographies and opuses, putting to-
gether a mosaic of different data into one whole. However, their life story
and their musical opus are still undiscovered and require further research.

The compositions of Pellizzari, Bajamonti and Alberti are available in the
Music Archive of the Split Cathedral (GASP), the Nikola Algarotti-Udina
collection at the Croatian Music Institute in Zagreb (HGZ), the Capogrosso
Family Music Archive in the Split City Museum (MGS), the Parish Music Ar-
chive of St. Stephen in the Old Town on the island of Hvar.

In their musical opuses, we can find a variety of compositions as Masses,
hymns, motets (Christmas time, Lent, Holy Week, Easter, Marian songs,
Pentecost, etc.), Passion for Holy Week, responsories, psalms (Miserere),
Stabat Mater, Songs for the Feast of St. Domnius, (motets, Bajamonti’s or-
atorio La translazione di s. Doimo, The Transfer of St. Domnius, etc.), Ves-
pers, Te Deum, etc.

125 'The music archive in Starigrad has been arranged and is now available for everyone to

use. Cf. Ivan Boskovié, Osobne biljeske o Albertiju, folio 5.
126 Cf. Josip Ante Soldo, Glazbena ostavstina 17.1 18. stoljeca u franjevackim samostani-
ma Splitske provincije, in: Glazbeni barok u Hrvatskoj, Osor, 1989, p. 139.
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Preserved archival material testifies that music played a significant role in
liturgical celebrations during Christmas, Holy Week, Easter, various feasts
days such as the feast of St. Domnius, and it was high-quality classical music.
'The composers wrote their compositions for soloists and choir with organ
and (or) small orchestra accompaniment. The cathedral choir sang regularly
in liturgical celebrations. The scores reveal that the orchestra performed for
feast days, especially for the feast of St. Domnius. The choir was two-part,
three-part and four-part and the orchestra small. However, the Split Ca-
thedral had a great orchestra that performed great church music with the
cathedral choir.

Unfortunately, the preserved musical opus remains unexplored in the ar-
chives, despite its value for Split and Croatian cultural heritage. This paper
seeks to motivate musicologists, (art) historians, and musicians to continue
the study of archives at faculties and engage in various courses, scientific
symposia, and audio and video works on Split choirmasters.

It also seeks to motivate (young) musicians to perform and publish church
music (amateur, professional), at concerts (amateur, professional), and through
audio and video publications (e.g. television and radio shows, concert record-
ings published on various platforms like YouTube and other channels, etc.).

'This paper aims to motivate musicologists and (art) historians to start/con-
tinue researching archival material and publish books, monographs, collec-
tions of compositions (reprints and contemporary editions of musical pieces).

It is also necessary to consider the restoration and conservation of archival
music material and make it publicly available at the exhibition, in the cathe-
dral treasury, or in museums. Accessibility of this classical music heritage to
citizens and tourists would preserve it from oblivion. This Christian church
sheet music is the pearls of Split and Croatian (the world) cultural heritage.
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Abstract

Sacrae cantiones’ are chants, original settings of liturgical texts. These compositions, used
in liturgical celebrations, demand high skill and virtuosity from the choir. The two inter-
twined concepts related to Lukacic’s work and motets are music and liturgy or liturgical
music. This setting is valid for all times as long as we glorify God and celebrate the liturgy.
Howewver, the chronological and geographical settings are no less important. Chronologi-
cally, these are the last years of the Renaissance and the transition to the Barogue (general
history). It is the time after the Council of Trent when the Council’s guidelines have in-
creasingly rooted in pastoral work (fifty years after the Council). The geographical context
is not so crucial, but we consider that the proximity of Rome and Lukacics education
there probably have much influence.

Lukacic was a choirmaster of the Split cathedral after the Council of Trent. Therefore,
we approach his opus through the prism of the liturgical renewal of the Council of Trent

instructions.

Keywords: motet, Council of Trent, liturgy, liturgical music, own parts of the mass,
Proper of the Mass

1. Motet - symbolism of musical form
1.1. History

'The motet emerged in the 13th century in the Romance languages, and it
denoted a refrain of a folk song.? It quickly grew to be one of the most im-

! The research has partly been funded by the Croatian Science Foundation project IP
6619 Cromuscodex70.

> Cf. L. Finscher, Motette, in: Lexikon fiir Theologie und Kirche, vol. 7, ed. W. Kasper et
al., Freiburg — Basel — Rim — Vienna 1998, pp. 500-502.
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portant of the new polyphonic musical form. The technique of motet writing
was the mensural notation (rthythm was not free): cantus prius factus the tenor,
was usually chosen from an existing sacred source, and the text of the added
part was related to that of the tenor. Then, more voices could be added to it,
second, third, and fourth. At the beginning of the 14th century, we already
had motet as cantus ex pluribus compositus. Also, the content of the earliest
musical forms that we can call motets has been liturgical since the 13th
century.’

Etymologically, the term moter is Latinized form of the French word mor
meaning word.* In this context, the essential element is the meaning and
message of the very word. The motet communicates a particular understand-
ing of the sacred text to the listener. Such a communication process includes
words, music and listening. This process can be informatively and performa-
tively called dialogue. It is not unusual, especially for artistic expressions, to
use various symbolic and appropriate forms. Motet as a form seemed ap-
propriate to express some messages of liturgical celebrations. Therefore, the
development of this musical form is “marked” by its functions within the
liturgy.

1.2. Form in the Christian liturgy

Motet became the form of choice for composers who wanted to experiment
with techniques, to extend the boundaries of this form, harmony, and inter-
relationship among the parts. So, to better understand the role of the mozet in
the Christian liturgy, we have to expand its meaning because its etymological
roots perfectly correspond to the nature of the liturgy itself. The liturgy, by its
nature, is a dialogue. It is the dialogue of God and man within the liturgical
celebration. Besides its etymology, a formal origin of the motet is a trope,

3 Catherine A. Bradley et al., Motet, Grove Music Online,  https://www.oxford-
musiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/0omo-
9781561592630-e-90000369371?rskey=RVZ8gU (accessed: 9/11/2020); Jared C.
Hartt (ed.), 4 Critical Companion to Medieval Motets, The Boydell Press, Woodbridge,
2018,
https://boydellandbrewer.com/9781783273072/ (accessed: 30/10/2020).

*  Karl Kugle, Motette, Terminus, in: MGG Online, ed. Laurenz Litteken, 2016,
https://www.mgg-online.com/mgg/stable/45429 (accessed: 5/11/2020).
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which refers to additions of new music to pre-existing chants used in the
Christian liturgy.® Even though the Christian liturgy did not create a motet,
it contributed to its musical and liturgical design. Motet originates from
the troping compositional technique since the trope refers to the extension
of some liturgical text® (usually in the Mass Ordinary, Kyrie and Gloria the
most common). If the text expands, it undergoes structural changes such as
addition, insertion, or clarification. The first motet emerged as the interplay
of words and music but later developed into liturgical and profane forms. A
trope had a liturgical function and denoted adding another section to the
plainchant of the Mass ordinary, used for celebrating season and feast days
during the liturgical year. The trope is a typical liturgical chant or the so-
called, the Proper of the Mass, proprium missae. Even though the ordinarium
missae expands, we can understand the trop as the Proper of the Mass or a
more appropriate combination of ordinarium and proprium. So, the motet
probably originates from the liturgy. It has been used in the liturgy and shaped
by it. The later development of motet and prosody in songwriting support
this claim.

The word motet also means speaking, speaking words, or even communicating.
Words are one of the first things a meticulous observer can notice in the
Christian liturgy - because it is, as we have said, dialogue! Not even the text
itself but words! So, in every Christian celebration, the relationship of speak-
ing and listening prevails.” What links speaking and listening are words! And
we refer here to the liturgy of the Word! The Liturgy of the Word is not only
an exchange of information. It is not just informative but also a performative®
discourse.’ So what is said (information) is inseparable from how it is said.
'The liturgical celebration has its intriguing structure, and why something is
said determines the final meaning! We understand the message the way it is
transmitted. Thus, we experience motet through words and music! Music is
inevitable among liturgical means of communication, and in all religions, it
has been or is a highly relevant element in celebration and communication.

> Catherine A. Bradley et al., Motet, see footnote 3.

¢ Cf. Andreas Haug, Tropus, Definition, in: MGG Online, ed. Laurenz Litteken, 2016,
https://www.mgg-online.com/mgg/stable/47238 (accessed: 7/11/2020).

Giorgio Bonaccorso, Celebrare la salvezza, Edizioni Messagero, Padova, 2003, p. 212.
Performative, what gives the best result in the given circumstances.

Giorgio Bonaccorso, Celebrare la salvezza, p. 214.
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As G. Bonaccorso says: “Singing is very close to the word. the unity of singing/
music and the word ‘exposes’ the word in the sense that it reaches its core, to the
original content... What music brings to communication is not the relationship be-
tween notes and their meanings (quarter, eighth). The harmonious unity of all the
notes opens and points to the sense.”** The holistic approach to music assimilates
into itself spoken and sung words, the music and the liturgy. The result is
the communication of the message to the listener, who will grow in spiritual
formation due to the received message and use it for good for their cognition
and growth.

Concerning the dialogue, Christians consider the liturgy as the dialogue be-
tween God and man and between people gathered in celebration. In this
context, it does not mean that everyone has to say something, but that every-
one has to listen. Effective listening is the informative and performative abil-
ity, the key to any dialogue. Its success depends on listening and understand-
ing skills. The fruits of the grace that the liturgical celebration communicates
are determined by the context of the Christian liturgy.

1.3. Musical communication

In the context of liturgical dialogue, all human art and thus music make li-
turgical dialogue clearer, more sublime, and more specific. Music can become
very symbolic, which is one of the basic features of the liturgy - the speech
of symbols. Singing augments regular speech by producing musical sounds,
i.e. words, open words in musical expression by which people communicate
their message.

To grasp or understand the message of the liturgical celebration, the faithful
have to listen and understand. Music helps them to ponder more deeply
into the spoken words and the Word so that they can accept them. In every
human communication, due to many challenges, the message transmission
is disturbed, resulting in miscommunication. If a musical expression has lost
its original power - it is necessary to restore its meaning to make it under-
standable or even use a new musical form within the liturgy. So, when one
of the elements of dialogue becomes unrecognizable, even harmful, or ignore

10 Tbid.
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the message the liturgical celebration should convey, we have to change the
musical expression. One way is to return to the Gregorian chant of the Ro-
man Church and (symbolism and expressiveness) the polyphony in the late
Renaissance and early Baroque. Or, we can use existing elements more sol-
emnly. Having said this, we can approach liturgical music in Lukaci¢’s time
more objectively.

2. Liturgical music in the Baroque

We approach the liturgical music in the Baroque from the perspective of the
reform and directives brought by the Council of Trent. Unfortunately, any
reform is viewed exclusively through the prism of anathemas, precepts or a
certain rubricism. The reality is complex but more accessible than it seems
at first sight. If we elaborate on the canons of the Council of Trent, we will
realize that it was a true pastoral council.

'The Council of Trent did not concern itself with details of liturgical music
but insisted on fundamental attitudes that could explain the possible motives
for many motets Lukaci¢ composed and performed in the liturgy. If we focus
on symbolism, the motet as a form can emphasize the meaning of a word and
contribute to its communication. Listening to a word or the Word is essential
in the liturgy. According to music historians, besides the Mass ordinary, the
motet is the most common musical form in church music. We can easily
conclude that it is the most appropriate form for singing expression - com-
munication, listening of the Proper of the Mass.

The Fathers of the Council had information from the musicians and the
choirmasters but probably also from their own experience that the liturgical
music lacked dignity, solemnity and devotion. The communication within the
liturgy did not fit the purpose of the liturgical celebration. It did not con-
tribute to the fruits of the liturgy. We find a solution to the issue on liturgical
music in the Decree on the Mass celebration, the Council of Trent’s main
statement brought on its 22nd session on September 19, 1562:

“Ab ecclesiis vero musicas eas ubi sive organo sive cantu lascivum aut impurum
aliquid miscetur item saeculares omnes actiones vana atque adeo profana colloguia
deambulationes strepitus clamores arceant ut domus Dei vere domus orationis esse
videatur ac dici possit.”
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They shall also banish from the churches all such music, whether by the organ or in
the singing, that contains things lascivious or impure; likewise, all worldly con-
duct, vain and profane conversations, wandering around, noise and clamor, so
that the house of God may be seen and may be genuinely called a house of prayer.

2.1.'The liturgy and liturgical music

Describing the liturgy and music in its instructions, the Council uses quite
hard words that we can still use today: lascivum, impurum, vanum, strepitare
/ lascivious (euphemism), impure, futile, chatty - clamour. The conjunctive
arceant (arcere) functions as imperative can be translated as remove, reject,
refuse. Therefore, the translation would be to keep away refrain from the church
all inappropriate chants.

According to the Council’s report on music and the expression profana collo-
quia, we assume that the dialogue in the liturgy is vague, disrespected or even
lost. Consequently, the power of sacred music on the faithful who listen to
it, making them better disposed for the reception of the fruits of grace, has
been undermined. The liturgy no longer has a communicative and formative
power. Unless sung accurately, the Word weakens in the liturgy. Therefore,
the Council of Trent provides guidelines that restrict the freedom of creating
musical forms for the liturgy. The liturgy itself imposes some restrictions, as
can be read in the instruction that the house of God may be seen and genuinely
called a house of prayer. Music and liturgy should govern the spirit to salva-
tion, mystery, and prayer. The Council’s decree allows composers and those
engaged in the music reform the freedom in composing and using different
music forms, which have to be beautiful, holy, and sublime. If we carefully
read the Council’s statement describing liturgical music before its reform, we
can reluctantly conclude that it was just the opposite of beautiful and sacred.
'The Decree of the Council was about the standardization of liturgical music
and the entire liturgy. It aimed at abolishing harmful practices and customs.
What words we would use to describe today’s music is hard to say.

In the light of the Council’s guidelines, we assume that the situation in the
liturgy and liturgical music in Split in the time preceding Luka¢i¢ was prob-
ably “not so great”. However, the decree of the Council of Trent was binding
for all involved in music so that Mass could be celebrated by voice or chant
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and made its words comprehended by everyone.!' Several decades after the
Council of Trent, Lukaci¢ took was actively involved in Church music in
Split, so we consider the circumstances in the Church before he arrived in
Split. Perhaps, one of the possible problems in liturgy and music is the case
of Marco Antonio de Dominis. We know that he had to leave the Venetian
Republic because of his overly liberal views.'? We are cautious in making our
assumptions because we know that decision enforcement against someone
could not conduct at once. It was necessary to train experts who would find
ways to put it into practice in their pastoral work. Furthermore, at the time
of Luka¢i¢’s activities in Split, the situation was turbulent due to a constant
Ottoman threat, although Split was not directly affected.

'The framework for pastoral care in Split was better than, for example, in
the hinterland, where the Ottoman danger was inevitable and closer. The
Split commune could evolve culturally and cultivate the church music. If
the cathedral choir had good singers and a skilful choirmaster, it could have
excellent liturgical and musical performance.

Prof. Stipcevi¢ concludes that Sacrae cantiones were probably created during
Lukaci¢’s stay in Italy or shortly before he arrived in Split.”* Possible during
both periods. The year of publication (1620) supports the claim that Lukaci¢
composed them earlier because he had to prepare music sheets for printing,
and (most important) finding sponsors also required time. However, the year

11 The Covid 19 epidemic during 2020 has also reduced some opportunities for scientific

research in archives and libraries. We searched in more detail the archives of the mon-
astery of St. Francis in Split and the Archdiocesan Archives in Split. While research-
ing the inventories for some other projects, we revealed the data that may indicate the
state of the liturgy and care for the liturgy in the Split Cathedral. We found that the
keeping of liturgical vessels and vestments seemed solid before Lukaci¢’s time. We
cannot use this information to conclude that pastoral work and the liturgy, including
liturgical music was solid.

Ennio Stipeevi¢, Sacrae cantiones Ivana Lukacica, Kulturna bastina 20 (1990), p. 101.
As already said, the archives do not reveal much about the state of church music -
many archives consist of documentation referring to visitations, accounting, and cler-
ical relationships.

Ennio Stiplevi¢, Sacrae cantiones Ivana Lukacica, p. 103; Ennio Stipéevi¢, Kompara-
tivne zagonetke u vezi sa Sacrae cantiones Ivana Lukacica Sibencanina, Sveza Cecilija
53 (1983) 1, pp. 2-3; Cf. Ennio Stipéevi¢, Hrvatska glazbena kultura 17. stoljeca, Kn-
jizevni krug Split, Split, 1992.

12

13
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of publication coincides with his service as the Split Cathedral choirmaster.
However, Lukaci¢ could prepare and perform at least some motets with the
choir of the Split Cathedral. The performance of motets in the Split Ca-
thedral comprised a highly competent Cathedral Choir. By composing and
performing motets, Lukaci¢ contributed to an authentic renewal of liturgical
music. We can say that the Sacrae cantiones are the fruits of that renewal in

Split and perhaps beyond.™

2.2. Motet as a suitable form

Since the instructions of the Council of Trent were binding liturgical texts
are already determined for every liturgical service. From the composer’s
opuses (e.g. Palestrina motets), it is clear that the motet is a very convenient
and even “favourable” musical form that can achieve a prayerful spirit despite
polyphony - which is no longer a clamour. It was customary to have several
different lyrics in parallel melodic lines but such intertwined texts were hard
to understand. The Renaissance motet brought change and emphasized the
text, which was the same in all voices as it was easier to sing and celebrate
the feast day in that way. A more detailed comparative analysis of motet
texts and their settings in liturgical celebrations would take much time and
effort for just one study. It is already clear that in Renaissance music (around
1430-1600), the motet transformed, becoming the main form of sacred music.”> At
that time, there were difterent approaches to musical expression, which some
authors called the o/d style (stile antico) and the modern style (sitle moderno).
In the latter one, followed by Lukaci¢, the melody adjusts to the expressive
teature of the word, i.e. the message it communicates, unlike the old style
that aligns the word to harmonious requirements. Thus, we understand and
accept the lyrics and expressions of Lukaci¢’s motets, wrapped in the worthy
musical attire of his time. That was very important for liturgy.

14 https://lasacramusica.blogspot.com/2014/10/storia-musicale-della-messa-19.html

(accessed: 10/11/2020)
5 Finscher, Motette, in: Lexikon fiir Theologie und Kirche,vol. 7, p. 501.
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3. Texts of the Sacrae cantiones motert

The very title of Sacrae cantiones indicates that the songs are sacred,'® and
many studies’” confirm it. From the point of view of liturgical science, al-
though the texts are indeed ecclesiastical, this feature is still somewhat im-
precise. By reviewing the text of all the motets, it is easy to conclude that
Lukacic’s opus is /iturgical. The texts are liturgical and belong to the Proper
of the Mass (proprium missae) for feast days. A detailed analysis showed that
almost all lyrics could be found in medieval liturgical sources, i.e. in man-
uscripts, which means that liturgical texts are much older, created before
Lukaci¢’s time. The exceptions are two motets: Canite et psallite and Responde
Virgo consolatrix. The Croatian Biographical Lexicon states:

In twenty motets he took biblical texts, in five liturgical ones, and in the mo-
tets Responde, Virgo and Canite et psallite the origin of the text is unknown.™

This setting prompted us to study the texts in more detail and compare them
with other sources.

'The first column in the table represents the ordinal number of the motet. The
second column displays the title. The third column provides the entire text of
each motet. The fourth presents the feast for which motets were composed.
We also used abbreviations of Latin terms for the Proper of the Mass. The
meaning of the abbreviations follows:

A Antiphon (antiphon)

I Introit (introitus)

G Gradual (graduale)

H Hymn (hymnus)

Of Oftfertory (oftertroium)

Ps Psalm (psalmus)

R Responsory (responsorium)
\Y Verse (versus)

16 The equivalent in the Croatian language is a sacred song (svete pjesme). However, the

Croatian language has the same term ‘svet’ for different Latin terms sancfum and sa-
crum. It is possible to translate the word sacrum with the word sacral (sakraino), but
how understandable this term is to today’s listener is not clear.

7 Croatian Biographical Lexicon, http://hbl.lzmk hr/clanak.aspx?id=11965 (accessed:
30/10/2020)

8 Thid.
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No. | Title Text Feast - celebration
Sicut cedrus in Libano, sicut cedrus exaltata
sum in Libano. Et sicut pressus, in monte Sion. .
. . ,p L . R - Assumption of the
1 | Sicut cedrus Quasi myrha electa dedi suavitatem odoris. Et A
) . . Blessed Virgin Mary
sicut cinnamomum et balsamum, aromatizans
dedi suavitatem odoris.
Cantabo Domino in vita mea, psallam Deo
meo quam diu sum. Jucundum sit ei eloquium
Cantabo . .
2 Domino meum, ego vero delectabor in Domino. A - On Saturdays
Deficiant peccatores terrae et iniquitas, ita ut
non sint. Benedic anima mea Dominum.
Suscipiat Dominus sacrificium de manibus tuis
3 Suscipiat ad laudem et gloriam nomini sui, ad utilitatem | R- immutable parts
Dominus quoque nostram totiusque Ecclesiae suae of the Mass
Sanctae.
A - Birth of the
Osculetur me osculo oris sui. Quia meliora Blessed Virgin Mary,
sunt ubera tua vino fragrantia unguentis Assumption of the
4 | Osculetur me .. 5 st P . f
optimis. Oleum effusum nomen suum. Ideo Blessed Virgin Mary,
adolescentulae dilexerunt te. Annunciation of the
Lord
Trahe me post te, curremus in odorem
unguentorum tuorum. Introduxit me rex in A - Assumption of
cellaria sua. Exultabimus et laetabimur in te the Blessed Virgin
5 | Trahe me post te | memores uberum tuorum super vinum. Recti Mary, Birth of the
diligunt te. Nigra sum sed formosa, Filiae Blessed Virgin Mary,
Ierusalem sicut tabernacula cedar, sicut pelles Common of Virgins
Salomonis. Exultabimus et laetabimur in te.
Coeli enarrant Gloriam Dei, et opera manuum
eius annunciat firmamentum. Dies, diei, dies .
. .. . . A, G, I - various
6 | Coeli ennarant diei eructat verbum, et nox nocti indicat feast
.. easts
scientiam. Non sunt loquelae neque sermones,
quorum non audiantur voces eorum.
Benedic, Domine, domum istam quam
aedificavi nomini tuo venientium in loco isto.
. . Exaudi preces in excelso solio gloriae tuae R ili A- Dedication o
7 | Benedic Domine P & ’ of

Domine. Si conversus fuerit pulus tuus et
oraverit ad sanctuarium tuum. Exaudi preces in
excelso solio gloriae tuae.

a church
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Orantibus in

Orantibus in loco isto, dimite eis peccata populi

R - Dedication of the

8 . tui Deus. Et ostende eis viam bonam per quam
loco isto .. . church
ambulent, et da gloriam in loco isto.
Gaudens gaudebo in Domino. Et exultabit,
o . . I - Immaculate
et exultabit anima mea in Deo Iesu, in Deo .
.. . . . Conception of the
Gaudens Iesu meo. Quia induit me vestimentis salutis .
9 . L. . . Blessed Virgin Mary,
gaudebo et indumento iustitiae circumdedit me quasi
. Most Holy Redeemer
sponsum decoratum corona. Et quasi sponsam
o ) (23/10)
ornatam monilibus suis.
Quemadmodum desiderat cervus ad fontes
aquarum: ita desiderat anima mea ad te, Deus.
Sitivit anima mea ad Deum fontem vivum,
10 Quemadmodum | sitivit anima mea ad Deum, fontem, ad Deum, | Ps - Corpus Christi,
desiderat fontem, fontem vivum. Quando veniam et Mass for one deceased
apparebo ante faciem Dei? Fuerunt mihi
lacrimae meae panes die ac nocte. Dum dicitur
mihi quotidie: ubi est Deus tuus.
1 Veni sponsa Veni, sponsa Christi, accipe coronam, quam tibi | R or 4 - Common of
Christi Dominus praeparavit in aeternum. Virgins
R or A -Birth of the
Lord, Birth of the
Blessed Virgin Mary,
Annunciation of the
Lord, Annunciation
. .. . of Mary (!) Le.
Sancta et immaculata virginitas, quibus te of Mary ()
Sancta et . . . . Immaculate
12 |, laudibus efferam nescio. Quia quae coeli capere ) )
immaculata . . Conception, Birth of
non poterant tuo gremio contulisti. .
the Blessed Virgin
Mary, Candlemas
(Purification of
the Blessed Virgin
Mary), Sunday after
Christmas

97



IVAN LUKACIC - MAESTRO DI CAPPELLA OF THE CATHEDRAL OF SPLIT - PROCEEDINGS OF THE ...

pertransissem eos, inveni quem diligit anima
mea.

. . . . e e 1. A- Commeon o
Domine quinque | Domine, quinque talenta tradidisti mihi. Ecce of
13 R . Confessors, and
talenta alia duo superlucratus sum. Alleluia.
Pastors (popes)
Sancti mei qui in carne posisti, certamen
.. d P . . A or R - Common
habuistis, mercedem laboris. Ego reddam vobis
.. . . .. . . | of several martyrs,
14 | Sancti mei mercedem laboris. Venite, benedicti Patris mei, .
.. . Votive Mass of All
percipite regnum. Ego reddam vobis mercedem .
. Saints
laboris.
Da pacem, Domine, in diebus nostris. Quia
Da pacem . . ..
15 . non est alius qui pugnet pro nobis, nisi tu Deus | A4 - Maccabees
Domine
noster.
. .. . . A - Maccabees
. Sacerdotes Dei, benedicite Dominum. Sancti et ?
16 | Sacerdotes Dei . Sunday after
humiles corde, laudate eum.
Pentecost
Cantate Domino, canticum novum. Cantate
Domino omnis terra. Cantate Domino et .
. .. . .. G or Of - various
17 | Cantate Domino | benedicite nomini eius. Annunciate inter gentes feast
. . . . o easts
gloriam eius, in omnibus populis mirabilia eius.
Cantate Domino canticum novum.
A, R or V - Birth of
the Blessed Virgin
Mary, Assumption
Corde et animo Christo canamus, gloriam in of the Blessed Virgin
18 | Corde etanimo | hac sacra solemnitate praecelsae genitricis Dei | Mary, Visitation of
Mariae. Alleluia. the Blessed Virgin
Mary, Conception
of the Blessed Virgin
Mary
In lectulo meo per noctem quaesivi quem
diligit anima mea, et non inveni, quaesivi .
. & P L d . A - Assumption of the
illum. Surgam et circuibo civitatem per vicos S
e . Blessed Virgin Mary,
et per plateas. Quaeram quem diligit anima .
. . ... Birth of the Blessed
19 | Inlectulo meo mea, et non inveni, quaesivi illum. Invenerunt .
.. . . .. Virgin Mary, Mary
me vigiles qui custodiunt civitatem. Num
e g . Magdalene, Common
quem diligit anima mea vidistis? Paulum cum -
of virgins
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20

Exultavit cor
meum

Exultavit cor meum in Domino, et exaltatum
est cornu meum in Deo meo. Dilatatum est os
meum super inimicos meos in salutaris tuos,
quia laetata sum in salutari tuo.

A - Wednesday in
Ordinary time

21

Domine, puer
meus

Domine, puer meus iacet in domo paraclytus

et male torquetur. Et ait illi Iesus: Ego veniam
et curabo eum. Et respondens centurio ait:
Domine, non sum dignus ut intres sub tectum
meum sed tantum dic verbum et sanabitur puer
meus. Et dixit Iesus centurioni: Vade et sicut
credidisti fiat tibi. Et sanatus est puer in illa
hora.

A or R -The Sunday
after the Epiphany

22

Nos autem

Nos autem gloriari oportet in Cruce Domini
nostri Iesu Christi in quo est salus, vita et
resurrectio nostra. Per quem salvati et liberati
sumus.

1 or A - Exaltation of
the Holy Cross

23

Responde virgo

Responde, Virgo consolatrix, responde
ignemque amoris cordibus nostris infunde,
unde salus generis humani est separata, rata
salus et finita, ita clementer Christum exora!
Oramus ergo strenu: impietati etati, fragili
parce nobis et indulgens exurge! Urgere me
iuvat sed precamur te prece humili ore, ore
resonet iste Chorus angelis cum similis illis et
eius fiat, ut invitet Hebr<a>eos, eos accendat ad
verum animae consolamen, ad verum animare
consolamen.

I or R - Feasts of the
Blessed Virgin Mary

24

Ex ore infantium

Ex ore infantium et lactentium perfecisti
laudem propter inimicos tuos, ut destruas
inimicum et ultorem. Alleluia.

Ior R - Holy
Innocents
(newlyweds), Palm
Sunday
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Quam pulchra es, amica mea, quam pulchra
es. Oculi tui columbarum absque eo quod
intrisecus latet.

Quam pulchra es, amica mea, quam pulchra

es. Capilli tui sicut greges caprarum quae
ascenderunt de monte Galaad.

Quam pulchra es, amica mea, quam pulchra es.
Labia tua sicut vita cocinea et eloquium tuum
25 | Quam pulchraes | dulce. Genae tuae sicut fragmen mali punici,
absque eo quod intrisecud latet.

Quam pulchra es, amica mea, quam pulchra

es. Duo ubera tua sicut duo hinnuli capreae
gemelli qui pascuntur in liliis donec aspiret dies
et inclinentur umbrae.

Quam pulchra es, amica mea, quam pulchra es.
Tota pulchra es, amica mea, et macula non est
in te.

A or R - Feasts of the
Blessed Virgin Mary

Canite et psallite omnes populi. Et mecum
agite solemnem diem, diem plenum laetitiae.
Cuius solemnitate cum organis et canticis tam
suavi concentu dulci, quae armonia celebrat ista
Ecclesia. O diem solemnem, o diem celebrem,
diem plenum laetitiae. Gaudent angeli, gaudent
quoque archangeli. Ex<s>ultant omnia regna
coelorum. Ergo vos omnes laetantes, canite.
Canite et psallite omnes populi. Et mecum
agite solemnem diem, diem plenum laetitiae.

G - 8t. Francis of
Assisi - ex fonte alia
(Orindio Bartolini)

26 | Canite et psallite

Panis angelicus fit Panis hominum dat Panis
27 | Panis angelicus | coelicus figuris terminum. O res mirabilis,
manducat Dominum, pauper servus et humilis.

Hor R - Corpus
Christi

3.1. Observations

'The comparative analysis showed that the texts of the motets are /izurgical."?
As liturgical chants, they are Proper of the Mass, specifically the Introit, Grad-
ual, and the communion antiphons. The Proper text, sung in other sources,
was hymn (e.g. Panis angelicus), but not in Lukaci¢. Researchers have not
yet determined the origin and liturgical settings of the motet text, Responde

¥ The expressions biblical and liturgical texts seem superfluous. Biblical texts in the lit-

urgy are typical, whether taken directly or reformulated. All of Lukaci¢’s motets are
composed for liturgical celebrations.
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Virgo and Canite et psallite, i.e. the feast day. Trying to find it out, we came
to some assumptions. Due to the liturgical nature of all Lukaci¢ texts, we
can conclude that these two should be liturgical as well. It is not likely that
Lukaci¢, the choirmaster of the Split Cathedral,a monk, a priest, would include
some non-liturgical songs in his opus. The content of the two texts indicates
that these are suitable texts for liturgical celebrations.

'The only relevant source of the text Responde Virgo consolatrix has been found
as part of the Composizioni vocali sacre in the Roman Biblioteca nazionale
centrale.®® It is part of a folder of several different compositions of a sacral
character, which further confirms that it is liturgical music. The author of
the text and music is unknown. Also, the year is not specified, just that the
compositions are from the 17th century. The content reveals that it is most
likely a liturgical text used for the Marian feasts.

The text of the motet Canite et psallite seemed unique and unknown, and we
assumed that it might correspond to some Proper text sung in Easter time.
Further research of relevant sources revealed that music sheets of masses and
motets of Orindio Bartolini,?! an Italian monk and Lukaci¢’s contemporary,
were printed in Venice in 1633. Bartolini composed a motet with a/most the
same textual setting as Lukaci¢. Bartolini composed a motet for the feast of
St. Francis of Assisi. Although he created it fifteen years after Lukaci¢ opus,
it seems that this text was already known liturgical pattern in the Renais-
sance, at least known by the Franciscans. Seemingly, Lukaci¢’s motet has
been the oldest example of this liturgical text so far. It might be a peculiarity
of the Franciscan order concerning the Roman liturgy. The text is undoubt-
edly liturgical. However, the available Franciscan sources do not correspond
to texts used by Lukaci¢ and Bartolini. That is why we started to research
the liturgical peculiarities of the Franciscan order in more detail. We have
analysed the oldest Franciscan liturgical sources so far.”> Further efforts await
us in discovering the process of development of the liturgical peculiarities of
the Franciscan Order.

2 Biblioteca nazionale centrale - Roma — RM, collocazione: MSS-Musicali 40-46/33-34
21 Messe concertate a otto voci CF messa per li morti con un motetto, &5 il Te Deum laudamus,
con il basso continuo per l'organo. Opera quarta, ed. Bartolomeo Magni, Venezia, 1633.

2 Franciscus liturgicus. Editio Fontium saeculi XIII, ur. F. Sedda - J. Dalarun, Editrici

Francescane, Padova — Milano — Santa Maria degli Angeli — Vicenza, 2015.
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Instead of a conclusion

'The opus of Ivan Marko Lukaci¢ provides a lot to the attentive eye and ear,
and it could reveal even more. The liturgical feature of his motets indicates
that he was a competent musician that knew how to put his education into
practice and renew liturgical music by using the most expressive musical
forms of his time. He was a committed cathedral choirmaster who knew
that the most efficient vocalism could produce the most aesthetically pleas-
ing vocal timbre, worth of early liturgical music of his time. Other Proper
texts sung by the choir could lead both performers and congregation into the
mystery of celebration. The textual analysis of the chants showed fidelity to
the liturgical tradition of the Church. The composer Lukaci¢ was acquaint-
ed with the relationship between liturgy and music. Lukaci¢ and his opus
deserve further and more comprehensive study. Perhaps other hidden works
of Lukaci¢ awaits in archives. This study provides insight into the liturgical
settings of the selected motets and opens the space for further studies and
comparative analyses of other works.
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Abstract

The Sacrae cantiones collection of Ivan Lukacic consists of three three-part motets
Domine, puer meus, Nos autem and Responde Virgo. They are based on a text of biblical,
liturgical, or unknown origin and testify to the free treatment of the text, which was
common practice at the time. This paper focuses on these motets purposely. We chose them
because of their formal structure, the manner and procedures of shaping individual com-
ponents of the musical style that very convincingly testify to the middle way, mentioned
in almost all works on Lukacic, which the composer chooses in intertwining Renaissance
and Baroque peiformance practices. Thus, for example, the melody in the monodic motet is
restrained but also interwoven with virtuoso phrases. Solo parts most often fill the frame
of a sentence or period, anticipating the regularity of homaophonic texture, but still very
Sar from classical models. The treatment of the tonal basis in the monodic parts is close fo
the baroque major-minor tonality with frequent brief modulations into close tonalities
and oscillations between parallel ones. The modality of the polyphonic motet is enriched
with standard alterations and moving of the finalis to different degrees; the procedure
and treatment of polyphonic texture where the canonic sections in imitation episodes are
by a rule accompanying in relation to the performance of the first theme, thus losing the
independence inherent to the Renaissance style. These procedures of a kind of diminution
of the essential features of two seemingly opposing practices that permeate Lukacics opus
are certainly in the function of creating the unity of musical language and expression,
which is a feature of every artistically valuable work.

Keywords: motet, rhetorical figures, analytical approach, musical language and expres-
sion - renaissance/baroque
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Introduction

'The motet is one of the most dominant polyphonic forms in the long period,
from about 1220 to 1750. No set of features inherent to this form can fit
a single general definition unless used in a particular historical or regional
context. During the 16th century, the motet gradually reached its classical
synthesis within the Franco-Flemish style of Josquin de Pres and his follow-
ers. Many subtypes developed later in France and Germany. Since then, the
motet has denoted a spiritual polyphonic composition based on a Latin text
that may or may not have an instrumental accompaniment.

At the end of the 16th century, the motet reached its culmination in the
works of Palestrina and Lassus, who developed their distinctive composi-
tional styles and tradition. Palestrina was much more conservative, prob-
ably due to the atmosphere caused by the Counter-Reformation and the
influence of his predecessors, French composers, and their styles. Palestrina
seeks to obtain clarity and formal order. His primary consideration is melody;,
carefully balanced by intervals in a continuous rhythm. Unlike Palestrina,
Lassus focuses on the live and expressive text-setting, a significant stylistic
difference between the two composers. So Lassus’ melodies correspond to
the content of the text with large interval leaps and relatively stiff rhythmic
figures or contrasting patterns. While Palestrina only occasionally uses tone
painting, Lassus develops a variety of rhetorical figures borrowed from con-
temporary madrigals. When he was young, he served at the court of Ferdi-
nand Gonzaga, where he was influenced by Italian secular music, as opposed
to the ecclesiastical environment in which Palestrina spent his entire life.?

Rhetoric, in ancient times, was the art of speaking, usually in public and
most often in courts or assemblies, the demand of society with freedom of
expression and democratic laws. It represented the power and dignity of the
spoken word, and because of it, in later historical periods, e.g. in Renaissance
society, it became essential once again. During the 16th century, music was
considered more and more art, with the same dignity of poetry and prose and

! Cf. Ernest H. Sanders, Peter M. Lefferts, Motet, GroveD, vol. 17, Oxford University
Press, New York, 2001, p. 190.

2 Cf. Leeman L. Perkins, Patrick Macey, Motet. Later 16th Century, GroveD, vol. 17,
Oxford University Press, New York, 2001, p. 214-215.
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with the same rhetorical figures found in the ancient treatises on languages
and speeches.? The parallel between music and language was strengthened in
Italy towards the end of the Renaissance as part of a new musical style called
the seconda prattica, according to which music has to convey all kinds of
messages, emotions and passions to inform, convince and motivate whether
a group or an individual listener.*

Since Italian composers were among the first to develop a polyphonic style
in the early 16th century, Italian composer Giovanni Gabrieli introduced a
new tradition of divided chorus or cori spezzati at the end of the century. He
applied a concertante principle in his works, i.e., a relatively rapid exchange
of short homophonic phrases between choir and voice or voice and instru-
ment. The concertante principle significantly influenced the framework of
new practice and opened numerous possibilities for change in the 17th-cen-
tury motet.’

After 1600, the motet gradually lost its traditional role as a dominant mu-
sical genre. Assimilating elements of the new practice (seconda prattica), it
abandoned some classical features, at the same time becoming an essential
starting point for some new spiritual vocal forms during the 17th century,
such as cantata, and in this new context, it partially renewed its leading role.®

It is possible to establish a precise place and time of the emergence of rhetoric. The
long period of tyranny in Greek cities ended in 467 BC. It was a period of numerous
expropriations, many citizens brought charges to get back their confiscated proper-
ties, and they did it in court, armed with words. In that context, the first manuals
of rhetoric appeared, and teachers were even paid for their work. Cf. Anna Paradiso
Laurin, Classical Rhetoric in Barogue Music, http://kmh.diva-portal.org/smash/get/
diva2:529778/FULLTEXT01(accessed: 02/03/2021)

4 TIhid 1

> Cf.L. L. Perkins, P. Macey, Motet. Later 16th Century, p. 215.

“Humanism still maintains in the Baroque. Moreover, human cognition reaches free-
dom in the Baroque, abandoning the medieval mentality. Subjectivity and emphasized
individuality affect baroque achievements, including music. The generality and the
objectivity of the Renaissance, in which the individual disappears in the collective (just
think of the spiritual a cappella music of the time), retreats before aspirations whose
primary purpose is to highlight the life and destiny of an individual.” Josip Andreis,
Tvan Lukacic. Sesnaest moteta, Muzikologki zavod Muzicke akademije, Zagreb, 1970,
p- 14.
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The old (Renaissance) and new (Baroque) were quite different. The prima
pratticawas specific for a counterpoint and polyphony. It was a rational mode
of arranging musical elements according to their hierarchical role, entirely
controllable and devoid of emotion. Dense polyphony and frequent crossing
of voices and texts, though beautiful in itself, could not bring meaning to
each verse. To enable this, the advocators of the new style - seconda prattica
- thought that music should use identical rhetorical figures as a spoken lan-
guage, of course by musical means, adhering to the content and expression
of the text itself. All aspects of musical material can create the emotional
expressiveness of the poetic text: melody, rhythm, harmony, the treatment of

dissonance, agogics, and dynamics.”

'The word concert was generally used as a synonym for motet (concert motet)
in the new practice when many composers boosted their musical inspiration
so that polyphonic lines gained new contours and freshness. As before, the
text was divided into parts, each bringing a particular musical motif that
could be polyphonic. Besides, a refrain form with solo and zusti was also
present, and a motet with dialogues in which one or more voices represented
different characters from the text.®

Small motets for one or two voices with violin and continuo emerged in Ven-
ice around 1620 as a spiritual parallel to the early secular cantata; occasion-
ally, the violin brought not only a refrain but a dialogue with the leading
voice. The simple monodic solo motet very clearly traced the development
path of the baroque motet — the well-known in this sense is the Venetian
collection Ghirlanda sacra from 1625, which, among others, contains four
significant Monteverdi contributions to this collection. The Baroque type of
motet required virtuosity in vocal ornamentation as a necessary component
of monodic art.’

In the paralle]l between oratory and music, one of the main aspects of the
effectiveness of rhetoric is to enrich and expand formulas - groups of words
that bear an extra meaning because of their arrangement and that arouse

7 Cf. Anna Paradiso Laurin, Classical Rhetoric in Barogue Music, 16.

8 Cf. Christoph Wolf, Motet. Baroque: General, GroveD, vol. 17, Oxford University
Press, New York, 2001, p. 215.

? Cf. Jerome Roche, Graham Dixon, Motet. Baroque: Italy, GroveD, vol. 17, Oxford
University Press, New York, 2001, p. 216- 217.
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emotions in the audience. We can divide them into three main groups: fig-
ures of repetition, silence and contradiction. The repetition denotes a single
word or a group of words repetition like anaphora in poetry. This repetition
can convey an increase or decrease in tension; the way we say something in
rhetorical terms is called actio. The figure of silence means an unexpected
break in the middle of speech/music flow, where a sudden pause has the
effect of surprise or attention. The figure of contradiction is based on the
juxtaposition of contrasting words or ideas to strengthen the main idea.”

Besides this new practice, at the same time, some composers in Rome fol-
lowed the ideal of Palestrina’s polyphonic old style, mostly in cathedrals and
a new approach to melody emerged. After 1630, new practices were intro-
duced into church music in the following decades in Rome, as evident in
printed collections consisting of some motets with instrumental sympho-
nies, flowing baroque style of melodic design and significantly broader and
already defined tonality. Thus, the motet of many talented Roman composers
reached maturity, and it gradually became independent of the old-style mod-
els.

1. Analytical presentation of motets

The three three-part motets from the Sacre cantiones collection seems like
opus in opus because of their form, the concept of a texture, the exposure of
thematic (motive) material and tonal basis. These features best testify to the
twist of old (renaissance) and new (baroque) compositional practices applied
in the works created at the turn of two centuries. The only true three-part
motet Nos autem is an example of the old style, recognized in the works of
many composers of the 17th century. Motet Domine, puer meus balances the
teatures of both styles, while Responde Virgo is closer to Baroque models.

Ivan Lukaci¢’s three-part motets are richly and skilfully polyphonic. Each
part has an expressive melody, and the rhythmically moving and independ-
ent line of the organ comtinuo enables interesting harmonic situations. In
these compositions, the vocal parts are strongly individualized, so we are
quite certain that Lukaci¢ had in mind the singing soloists for each voice.

10 Cf. Anna Paradiso Laurin, Classical Rbetoric in Baroque Music, p. 10-12.
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(...) No doubt, these motets are among the most achievements of Croatian
spiritual concert music of the 17th century."

Texts originate from various biblical or liturgical sources. Most of them are
taken from the Bible or adapted (so-called liturgical adaptations), and some
of them are excerpts from liturgical and other church books. Liturgical ad-
aptations are in line with the free attitude towards the text and the practice
of the time. Some verses are missing, and their order changed, but we can
generally say that Lukaci¢’s adaptations are skilful, discrete, and moderate.'?

1.1. Nos autem — the Holy Thursday (Entrance Antiphon, cf. Gal 6:14)
'The text of the motet:!*

Nos autem, Gloriari oportet,

in Cruce Domini, Domini nostri Iesu Christi,
in quo est salus vita et resurectio nostra.

Per quem salvati

et liberati sumus.

Translation: We should glory in the Cross of our Lord Jesus Christ, in whom
is our salvation, life and resurrection, through whom we are saved and deliv-
ered.

In this example, Lukaci¢ follows the tradition of the Renaissance motet, ap-
plying canonic exposure to musical themes and some procedures that de-
viate from the old style. The most noticeable baroque element is the organ
accompaniment that mainly supports the vocal parts but at the same time
summarizes and defines the harmonic component.

The first part of the motet (bars 1-10) contains three imitation units (4 + 4 +
2). The first two introduce solo bass in longer note values, and tenors join in
the two-part canon at the prime, which contrasts with the introductory bass
motif in a much more moving rhythm. In the third polyphonic unit, the bass
joins in the canon that is now in ascending fifths.

11

Cf. Ennio Stip¢evi¢, Hrvatska glazbena kultura 17. stoljeca, Knjizevni krug Split, Split,
1992, p. 113.

Cf. Ennio Stip¢evié, Jvan Lukacié, Muzic¢ki informativni centar Koncertne direkcije
Zagreb, Zagreb, 2007, p. 88

The text of the motet is in all examples divided into verses corresponding to the mu-
sical wholes.

12

13
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Although Lukadi¢ uses the strictest form of imitation in these bars, the pro-
cedure also contains some features of the new compositional practice: the
second part in the canon joins the leading one like an accompanying voice
in parallel thirds, and also, cadences in this example separate the polyphonic
wholes, which is certainly not a feature of the Renaissance motet.

'The tonal basis of this part is modal, i.e. the Dorian mode in G, defined in all
three cadences. However, it is interesting to comment on the harmonic flow
of the first two canonic chains: at the very beginning, the solo bass defines
the mode and stops at the 5th degree - a natural dominant that includes the
two-part canon of upper voices within the 7th-degree harmony. The begin-
ning of the next unit transposes the bass motif down a fifth and the canon
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up a second, thus entering the area of the first-degree harmony of the mode.
We can understand this procedure as an association or anticipation of vague
tonality in baroque and classical works.

'The next, predominantly homophonic episode (bars 10-14) has, in the be-
ginning, a very short canon in upper voices above the bass in a calm half-note

duration.
Example 2
10
a) |
y | P — ] { { I
Cantus 1 |H{es? = P i 17} =0 o 1 =
ANRY4 | T huadl [#) T
] | l l
A tet m Cru - ce Do - mi - ni, Do -
o - T T
Cantus 1l |Hes?P—o F — — 7 =
ANEY.4 =F T I
Y] l |
tet in Cru - «ce Do -
Y] ) 77 77 7 ]
Bassus |PFp—F—— : = : : e
Ld = T T I I I
N |
A tet in Cru - ce Do - mi - ni no -
p i T T 1
AW I T I I T
(2 P & | I = I =
0 ©- 1 o - —
Organum ? r ? ? _|' V % F ]'
- I
F O | 7
Z I = = I
? ] —
;——/
#
12
v ) I
o 7 = 1) 1) -
ﬁ P F = T T T = [ @] Y
| | T T | =
A" I I I T I 1 I
Y] ! [
A - mi-ni no - stri le - su Chri - sti
y i T i 1 p——i
V AW2Y I I I > I ) i I I
L & v W o T = = i & = )
TV ot 7 | | huatf | et
3] [ [ |
- mi-ni no - stri le -su  Chri - - sti
| 4
o) I I =
) = = = . s
N | T T
A - stri, le - su, Ie - su Chri - sti
P’ A | T | } l l | }
i | e EE
= | 1 ] S
} N = Il T Y
A | = () ] e
> i =

112



MIRJANA SIRISCEVIC - THREE-PART MOTETS OF THE SACRAE CANTIONES COLLECTION OF IVAN LUKACIC

'The canon lacks here independent voice leading. The organ part in these
bars partially changes its previous role - it not only supports the voices but
interpolates (in the middle of a melodic line) a counterpoint melody that
contrasts the vocal segment with its independent flow and emphasizes the
homophony of the whole context. The harmonic flow also changes the tonal
range and modulates and brings the cadence in B-flat major.

Then follows a new polyphonic section (bars 14-19), based on two motifs
brought in a three-part canon; the former uses imitations at fifth and fourth
in G Dorian mode, and the latter, which modulates in D Dorian, the ascend-
ing imitations at the fifths.
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Unlike the previous ones, these two canons are connected in a typically Re-
naissance way without a convincing cadence in between. The second canon
begins while the first canon lasts so that the textual units briefly overlap. In
these bars, we can notice one baroque element - free ascending suspension
7-8 on the second beat of the bar on the first syllable of the word resurectio
(resurrection), which is a harmonic-melodic rhetorical figure that provides
tension and expression of this very moment.

'The second homophonic section (bars 20-23) modulates in B-flat major,
similarly to the first. A calm half-note in a three-beat measure facilitates the
density of the polyphonic bar surrounding it, bringing a break and preparing

the final part with metrical contrast.

Another three-part canon at an octave or fifth, at a distance of half a bar,
begins in the D Dorian mode and modulates in the G Dorian mode. The
final cadence contains the standard 4 - 3 suspensions, the first of them is
tritone, which deviates from Renaissance practice, while the second on the
fifth degree is quite common.

Observing the form of this motet as a whole, we notice that the polyphonic
and homophonic sections alternate regularly. The polyphonic ones occupy
the central part, and those homophonic separate them. This alternation of
contrasting sections is a legacy of Baroque compositional practice and antic-
ipation of some new musical forms.

1.2. Domine Puer meus

'This motet is one of the few examples of Lukaci¢’s opus (in early Baroque
in general), in which we encounter functional parallelism between text and
music.

“The narrator (szorico) involves in a dialogue between Jesus and the centu-
rion the way that all three (Tutti) sing the narrator’s text in the end (And
his servant was healed at that hour). The original passage from the Gospel
of Matthew lacks one of Jesus’ sentences, and the action summarizes in one
sentence about the boy’s healing. Thus, the summarization of the original en-
abled Lukaci¢ to strengthen the fundamental dramatic tension and give each
section a striking individualized line, so this dialogue is considered one of the
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forerunners of the oratorio in literature.”* The role of the narrator points to
the form of the oratorio.’

The motet text:

Domine, Puer meus iacet in domo paralyticus et male torquetur.

Et ait illi Iesus,

Ego veniam et curabo eum.

Et respondens Centurio, ait,

Domine, non sum dignus ut intres sub tecum meum, sed tatum dic verbum
et sanabitur Puer meus.

Et dixit lesus Centurioni,

Vade et sicut credidisti fiat tibi.

Et sanatus est Puer in illa hora.

Translation:

‘Sir,” he said, ‘my servant is lying at home paralysed and in great pain.’ Jesus
said to him, T will come myself and cure him.” The centurion replied, ‘Sir, I
am not worthy to have you under my roof; just give the word and my servant
will be cured. And to the centurion Jesus said, ‘Go back, then; let this be done
for you, as your faith demands.” And the servant was cured at that moment.

'The three roles are very convincing in terms of music, musical content, but
also the colour of the voice: the centurion is a soprano, the narrator is a tenor,
and Jesus is a bass.

'The dialogue (bars 1-7) begins with the centurion addressing Jesus:

 Ennio Stipéevi¢, Tvan Lukacic, p. 97.

“It all seems like a real drama and testifies that Lukaci¢ had the potential to devel-
op into an excellent musician-playwright who, given his profession, would probably
have opted for the form of an oratorio”. Lovro Zupanovi¢, Umjetnost Ivana Lukacica
Sibencanina, Radovi Instituta Jugoslavenske akademije znanosti i umjetnosti u Zadru,
vol. 13-14, Zadar, 1968, p. 389.

Ennio Stip¢evi¢, Ivan Lukacic, p. 96. the reference Holy Bible is the New Jerusalem
Bible, NJB.
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'The conversation begins with the rhythmic-melodic figure - a dotted rhythm
on a repeated tone followed by a descending leap - one of the most frequent-
ly used rhetorical figures of early Baroque melody. It gives expressiveness to
the beginning so that the continuation can bring a calmer melodic flow of
wavy outlines. The tonal foundation of the motet is F major; this first solo
fills the frame of a regular small period with a cadence on the dominant at
the end of the first sentence and the tonic at the end of the second one.

In the first sentence, the melodic and harmonic rhythms almost completely
coincide, while in the second one, the accompaniment is freed from condi-
tioning by the leading voice. The melody of the second sentence, composed
of two phrases, still brings a characteristic figure at the beginning - a pause
and ascending skip of a fifth after a short note value, so that when sequenc-
ing, the leap mutates to a fourth for harmonic reasons. In these bars, Lukaci¢
very bravely anticipates the synchrony of the diatonic tonal system and tonal
modulation. The soloist melody comes in entirely diatonic F major; the har-
monization modulates at the beginning of the second sentence in G minor
to descend into F major by a literal harmonic sequence a second below. We
can find Similar examples of very diverse synchrony in treating tonal systems,
almost as a rule, in Bach’s harmonizations of choral tunes.
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Then follows a solo of the narrator (bars 7-12), who is a neutral character,
according to some authors. Thus, Andreis writes: “The historian is neutral,
there is no emphasized emotionality'’ in his narration”; and Zupanovi¢ ar-
gues: “The centurion (soprano) is all humble in his asking Christ to heal his
servant. The narrator (tenor) is neutral, and Christ (bass) is sublime, calm

and solemn.”!®

But is it so if we carefully observe the role of the narrator?
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Indeed, this solo, along with the accompaniment, comes in entirely diatonic
F major. Besides, the non-functional progressions and syncopated harmonies
point to modal patterns. Also, we need to observe how the melody of the solo
voice is structured. It begins with a syncopated rhythmic figure, followed by
a characteristic rhetorical figure with a descending fourth in a punctuated
rhythm. A sequel is formed right from this figure in the way that, with a
sequential shift, it varies rhythmically (diminution of the initial motif) and
melodically, with the first variation starting after a break and the second on
an unaccented beat.

17 Josip Andreis, Tvan Lukacic. Sesnaest moteta, p. 33.
8 Lovro Zupanovi¢, Umjetnost Ivana Lukaci¢a Sibencanina, p. 385-386.
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Considering the application of the three rhetorical figures of baroque music
(on a micro- level, these are figures of repetition, silence, and contradiction),
we notice the applied figures of repetition, indicating that text repetition is
also significant. We use these rhetorical figures in musical practice in two
ways: to cause an increase in tension (a slight acceleration of tempo, and
dynamics and agogics in anticipation of the continuation of the action) or a
tension decrease and slowing down if we begin to doubt spoken words.

'This example testifies to the very first case of the application of the rhetorical
figure of repetition and makes the atmosphere of anticipation of Christ’s
answer that will follow (bars 12-20).
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'The melody of the bass (Christ) section differs significantly from the melody
of the higher voices. It is due to a standard early Baroque practice according
to which the continuo part and the lowest voice coincide. Therefore, the rel-
evance of the harmonic element significantly aftects the structure of the line
containing leaps of fifths and fourths, which is rhythmically calmer except
for the varied repetition of short phrases and becomes somewhat constrained

by losing fluidity and flexibility of higher voices.

But, precisely because of that, it reaches a dignified tone that in this motet
corresponds to the character who sings it - Christ. This solo fills the frame-
work of a regular small period in the diatonic F major, which is discreetly

extended in the first cadence (DD - D).
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'The continuation of dialogue gradually increases the tension of musical flow,
which manifests in the melody of all the protagonists. Such musical intensity
and emotional expression are achieved by fragmenting note values, applying
punctuated and syncopated rhythms, and pausing when sequencing shorter
motifs. The narrator part itself (bars 20-24) anticipates this course, and the
solo of the centurion (bars 25-32) is particularly interesting, beginning with
a calm, restrained melody - a recitative in one tone imbued with the humility
of the very verses: “Lord, I am not worthy.” In the sequel, we have the at-
mosphere of growing excitement in anticipation of a miracle. This growth of
dramatic tension comes with a harmony of continuo part that modulates into
close tonalities: D minor and B-flat major in the first, and G minor and F
major in the second sentence.

Example 7
25
A | | | A A | A N
o I ] ] I\I IhY ] & \\’ N
Cantus Wmﬁ&ﬁiﬁjﬁ
o) | f ' 4 4
Do - mi-ne, nonsum di - gnus ut in-tres sub tec-tum
2. —
{en? —T
o B 18
= T
Organum Canto solo ? % |
raY n 1 -
F= ——
| T
27 b
S ; ———
e —S,—,—,—————
[ I L i = INE| I Yy | 7y 1
o) | I 1 yr —r
me - um Sed tan - tum dic ver-bum et sa-na-bi-tur, et sa-na -
9 N i |
¥ 4\ I;. ~§ J | | 124 E
5 S =39 — < S \ I
Frrir
i i i f
y N I I = © I I
3 43 b
30
9 N -y } } P—— K —
Z. b ® e (I > I [ & NN 1 | I I I [
[ Fan N [ I | [ nal o) = ry I
ANDY4 Yy ;1 [ >
© . | . o * N
A - bi-turPu - er me - us, et sa-na - bi-tur Pu-er me - us.
| | |
A e=—— —
AN"4 b 77 g — ™y Fo)
IS RS B e
rax N | " N i
y Nl I I 1] I I
Ay [ T I+ [ [® ] Iz [@ ]
vV P i =) ] —
6 5 3 4 3 T

119



IVAN LUKACIC - MAESTRO DI CAPPELLA OF THE CATHEDRAL OF SPLIT - PROCEEDINGS OF THE ...

And final bass solo (bars 36-43) is more vivid, but it’s just about inserting
passing tones in the intervals of fifths and fourths, while the melodic back-
bone does not change significantly.

'The final part of the motet is a polyphonic (bars 43-48), brought by all voices,
beginning with a very dense three-part canon with short distance entrances,
with the polyphony weakened, similarly to other motets, by an imitation in-
terval. The homophonic cadence fills in the final bars and confirms the tonal
basis of the motet.
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We can understand the role of the final part in two ways. For example, Zu-
panovi¢ says: “From a hitherto moderate tempo, music moves to a livelier
one, as in a finale of a musical-scenic work (!), to psychologically comment
as convincingly as possible on the focal transformation of the situation. In
this, the narrator no longer remains only a neutral commentator but equally
participates in the joy that passed from the centurion to him and reflected
on the character of Christ.”” But Andreis cites another possibility: “At that
point, the faces become depersonalized. Christ, the centurion, and the narra-
tor no longer sing it. In this short section, faster tempo, which in its first part
is polyphonic and homophonic in the second or final section, it is as if we
hear a group of eyewitnesses who, before the miracle of Christ, give vent to
their joy and delight”.?” We are, of course, closer to this second interpretation.

Regarding the pulsation of the musical form, it is necessary to point out
another parallel between rhetoric and music - the one at the level of the
macro form. Johan Mattheson introduced one of the possible classifications
of speech macro form; his proposal contains exordium - introduction, narra-
tio - presentation of facts, probatio - presentation of evidence, confutatio - the
refutation of the basic idea, peroratio - final word. In the musical language,
the following units are as follows: the introduction has the role of intro-
ducing listeners to the musical piece, a sudden entry into the central theme
could confuse the listener, so introductory bars must make it easier to follow;
presenting facts in music means exposing thematic material that is at the
very core of the work; evidence would be material related to the main topic
to support and strengthen it; refuting the basic idea means introducing a new
theme or contrasting elements (melody, rhythm, harmony); the final word
corresponds to the finale which recapitulates the theme sometimes by adding
even greater emotional tension (expended coda).*!

Y Ibid. p.388.

2 Josip Andreis, [van Lukacic. Sesnaest moteta, p- 33.

21 Data on a parallel between oratory and music date back to around 1500 in Germany.
However, Johan Mattheson significantly contributed to the classification of rhetorical
figures in the middle of the 18th century. His book Der vollkommene Capellmeister
from 1739 influenced Bach’s music in particular. Cf. Anna Paradiso Laurin, Classical
Rbetoric in Barogue Music, p. 26-32.
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In some of his motets, Lukaci¢ builds a musical macro form in the way that
within it, we can recognize at least some (if not all) components of Matthe-
son’s proposal. In this motet, it is the presentation of the theme and the other
one added to it to increase tension and especially final section.

1.3. Responde Virgo (in eco)

Motet Responde Virgo (in eco) is a monodic motet without the effective three-
part writing because the second and third voices only repeat, like an echo,
the last syllables of the word or tones of musical phrases. The echo effect
emerged along with polychoral singing in Renaissance vocal music. Lukaci¢
emphasizes it with dynamics so that the first voice sings forte and the second
and third piano. The author of the motet text is unknown. It is devoted to the
Mother of God and her intercession. The verses are split into twelve musical
sentences of varying duration.*

The motet text:

Responde, Virgo consolatrix,

ignemgque amoris cordibus nostris infunde, (unde, unde),
unde salus generis humani est separata, (rata, rata),

rata salus et finita, (ita, ita),

itaclementer Christum exora, (ora, ora),

Oramus ergo strenue impietati, (etati, etati),

etati fragili parce nobis et indulgens exurge, (i urge, urge),
Urgere me iuvat sed precamur te prece humili ore, (ore, ore),
ore resonet ista Chorus angelis cum similis, (illis, illis),

illis et eius fiat, ut invitet Hebreos, (eos, eos),

eos accendat ad verum animae consolamen, (consolamen, solamen),
ad verum animae consolamen, (solamen, Amen).

These twelve musical units were a real challenge for the composer who
avoided the possible danger of monotony by changing their character - they
sometimes have a renaissance tone or oscillate between two practices, and
sometimes enter the space of true monodic virtuosity. The structuring of

22 'We provide only the Latin version of the text because we could not find its translation,

and available online translator is not reliable.
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forms at the macro level reveals interesting relationships between smaller
parts and larger musical units within motets comparable to macro rhetorical
figures in oratory.

'Thus, the first two sentences (bars 1-10) have an introductory character. They
also have a calmer Renaissance tone, in which the text and rhythmic pattern
repeat. The echo effect is absent only in this section.
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The first begins with a very intense melodic figure close to baroque rheto-
ric - ascending fourth, alternating leading tone, descending fourth. And the
tonal basis of these introductory bars is interesting: it is, viewed as a whole,
the D Dorian mode in which both sentences have their cadences, but it is
unusual that the first is with the Picardy third. The very beginning suggests
the G Dorian mode that only by transposing the initial motif up a second
at the beginning of the second sentence the D Dorian mode is determined.
In the context of this vague interpretation, we notice another detail. The
beginning of the vocal part enters the C Ionian mode (indicated by a fourth
leap from the fifth degree to the finalis), and the transposition at the second
below in D major on D. Simultaneously, the accompaniment touches other
close tonal centres. Nevertheless, the similarity of the content of these two
sentences, with the corresponding cadences, places these bars in the form of
a small period.
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'The other two pairs of sentences (bars 11-25) show a gradual increase to-
wards Baroque expression. The first pair oscillates between the two practices,
and the second brings a baroque melody interwoven with ornaments.?
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From the next couple of sentences, Lukaci¢ changes the building principle
of musical form by a kind of consolidation of musical units. Namely, related
sentences are no longer paired as the period but put apart so that the analogy

% We can say that the transition period from the Renaissance to the Baroque was marked
by shifting the focus from structure (strict vocal guidance) to rhetorical ornament as
an essential feature of the new style. According to today’s understanding of ornament,
it denotes embellishment, something that may or may not be necessary. The Latin
meaning of the word ornament is equipment or means, which suggest that this figure
is an essential component of Baroque musical rhetoric.
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is achieved by the seventh (b. 25) and ninth (b. 35) sentences with leaps of
fifths and fourths that give them a dignified character, or eighth (b. 30) and
the tenth (b. 39) with virtuoso ornaments and sequencing of shorter motifs.
We can see it in the tonal basis, i.e. the harmonic component - the sev-
enth and ninth sentences begin in B-flat major and cadence in G minor. The
eighth and tenth sentences modulate from the initial F major to G minor.

The eleventh and twelfth sentences (bars 44-52) provide a gradual calm,
making an analogy, but in the opposite direction with the second period (b.
11-18), even the cadence of the twelfth sentence corresponds to that in the
fourth sentence.

The final whole integrates both styles - virtuoso baroque at the beginning,
which calms down towards the end and returns to the initial expression.
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If we draw a parallel between the rhetorical figures at the macro level, as
Mattheson distinguishes them, and the musical forms of this motet, we no-
tice the following analogies: the first period would be exordium - introduc-
tion; the part from b. 11 - 25 would be narratio - presentation of facts; we can
understand the central part b. 25 - 44 in two ways: as probatio - presentation
of evidence, or confutati - a refutation of the basic idea given the diversity
of characters of neighbouring sentences, whereas the part from b. 44, which
gradually ease the tension, leads to the final part (b. 52) or peroratio - the
final word. This is just one of the different views of the internal parts of the
macro form.

Conclusion

We present the mix of the old renaissance and new baroque compositional
practices through the examples of Lukaci¢’s three-part motets. We observed
these seemingly contrasting elements in all constituents of composers lan-
guage.

Thus, Lukaci¢’s opus includes a wide range of melodies, from those of re-
naissance tone, ascending-descending arch, wavy outlines, longer note values,
flowing and balanced rhythm, to phrases and melismas of baroque monody,
created by varying shorter music phrases and motifs interwoven with orna-
ments,** sometimes with sharp rhythmic figures. There are also examples in
which Lukaci¢ combines these two principles, but in any case, the melodic
flow develops freely, forming harmonized and logical musical wholes. The
accompanying harmony oscillates, almost as a rule, between mode and tonal-
ity, with polysemous interpretations (e.g. 9). Indicated by the omission of key
signature, this oscillation is in line with the 16th-century rule that the key
signature of the minor key is identical to that of the major, which is whole
tone below. #Thus, the tonal region of G minor, i.e. the G Dorian mode, at

2+ 'They are echos of Baroque aspirations in art and literary works. It is as if the per-

former’s spirit is carried away by the text, which, naturally lasts in time and wants to
emphasize it even more by singing the melodic line. Cf. Lovro Zupanovi¢, Umjetnost
Ivana Lukaci¢a Siben¢anina, p. 382.

Cf. Maurice Emmanuel, Histoire de la langue musicale, Volume 2, Nabu Press, Paris,
2010, p. 355-356.
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the beginning of the motet Nos autem has the key signature of F major in
which the first two-part canon begins (e.g. 1).

The form of Lukaci¢’s motets originates from the Renaissance music prac-
tice and strives for Baroque expressiveness. Of the Renaissance features, we
single out the overlap of textual and musical units often enriched with a ca-
dence that anticipates Baroque practice, i.e. the period of new musical forms.
'The transition from polyphony to homophony (which typically occurs in
cadence) is gradual, almost imperceptible - voices leave the canon in the
order they joined, the flow is logically homophonic and completes more or
less formal sections. Repetition of the text is the Renaissance procedure, an
example of which we have at the beginning of the motet Responde Virgo,
including the rhetorical figures of repetition to increase musical intensity.?

Baroque features or contrasts are present at almost all levels of musical ex-
pression. By applying even and odd metrical divisions, Lukaci¢ introduc-
es diversity within the dominant scheme of his time, seeking an adequate
“rhythmic pulsing of the text that he considers tonally”.?” He also introduces
the element of diversity by the variation in the number of parts participating
in canonic episodes - the first two canons in the Nos autemn motet are two-
part, and the third is three-part. There are no signs for dynamic contrasts in
the motet. The exception is the Responde Virgo motet with the marks fand p
to emphasize the echo effect. Another contrast, resulting from accompany-
ing instruments, is present in the space of means of communication where
the colours of the human voice contrast musical instruments.

Speaking of the parallel between oratory and music art, we have already
shown the application of rhetorical figures at the micro and macro levels
in the text examples. It is difficult to say to what extent Lukaci¢ was aware
of this transfer of features from one artistic field to another. The fact is that
he was well acquainted with contemporary European trends and composi-
tional practices. However, a new style in music cannot emerge from parallel

% 'The features that link Lukaci¢’s motets with Renaissance polyphony certainly include

direct repetitions of the text, either entire-textual units or their parts. The repetition
of certain features, keywords or expressions became a powerful tool in the hands of
the Baroque artists, used for emphasizing dramatic elements or excitement. Cf. Josip
Andreis, Ivan Lukacié. Sesnaest moteta, p. 26.

77 Cf. Lovro Zupanovi¢, Umjetnost Ivana Lukaci¢a Sibencanina, p. 395.
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phenomena in another art if, in the very essence of music, the development
path that preceded it did not create the fertile ground on which the germs
of a new style will sprout. Knowledge of rhetorical figures was essential for
the performance practice and the analytical approach to musical work. For
example, in Romantic and 20th-century music, composers mark every de-
tail of the performance with marks of tempo, dynamics, character, etc. The
performance of Baroque music, at the time it was written and occasionally
at present, relies on some conventions taken for granted, and therefore there
was no need for their marking in the score. For that reason, contemporary
performers engage in the task of deciphering all those unmarked elements.
And this fact is the reason for a possible comparison between speech and
musical rhetoric.

Apart from the fact that Lukaci¢ was already recognized and highly esteemed
in Europe, his “Franciscan restraint” and concern for the performance ca-
pabilities of the ensemble in the specific living environment in which he
worked significantly enriched Croatian musical culture and heritage.
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Abstract

Considering the most significant musical characteristics of Ivan Lukacics motets and
the perceptual nature of fodays musicians, shaped by compositions with typical tonal
Jfeatures, the paper seeks to predict common errors in reading early music notations. These
errors arose from the firm tonal orientations and expectations of academic musicians.
This paper provides a method for improving the skill of reading rbythm and intonation
that could significantly affect the overall experience and sensitization for the music of the
early Baroque period. Motets Cantabo Domino and Cantate Domino are from Lukacics
Sacrae cantiones collection.

Keywords: musical language, understanding of music, tonality, mode, rhythmic reading,
melodizing, intonation

Introduction

'The Sacrae cantiones (1620) collection of motets is the only preserved mo-
tet book of Ivan Lukacié¢. Lukaci¢’s music compositions are associated with
the most incredible and exciting discoveries in Croatian musicology, which
affected the thought about Croatian history and understanding of Croatian
culture in the broadest sense. A great Croatian composer and musicologist,
Dragan Plamenac (1895-1983), discovered the collection due to his exten-

! According to Ennio Stipevi¢ after a long search, Plamenac found Luka¢i¢’s collection
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sive and highly professional scientific work. K. Kos stated, “Plamenac’s par-

ticular editions and related scientific studies form organic unity”.?

'The paper focuses on the transfer of early music. The presented approaches
seek to respond to the question: “How to sensitize today’s young students of
(Croatian) music academies to the opus of Ivan Lukaci¢?”

'The intonation-rhythmic approach to particular motets includes not merely
music sheet reading but pondering the nature of music essence. Such an ap-
proach is the basis for understanding and adopting the true spirit of Lukacic’s
music. The proposed method for musical notation reading instruction con-
siders the musical features of the selected compositions and the intonation
and rhythm abilities of an academic musician educated in so/feggio tradition.

1. Aesthetics and dominant musical features in Lukaéié’s time

Lukaci¢ was a composer of the early baroque period, significantly influenced
by late Renaissance music and monody or monophony with instrumental
accompaniment. Since the instrumental accompaniment often included key-
board instruments (sometimes lute), notations were not complete but partly
left for improvisation with figures and accidentals. A continuous bass line
which lasts through whole composition with improvised harmonies above it
is called basso continuo or continuo.

'The motet evolved over time, from its origins in the 13th to the middle of
the 18th century. The medieval secular motet derived from an early form of
a cappella vocal polyphony. The motets differed in treatment of lyrics drawn
from sacred texts and music.® Luka¢i¢’s motets appeared on the threshold of
a new period in music history. They reached the highest expressiveness and
compositional technique as the motets of well-known composers such as G.

P. Palestrina (1525-1594) and O. di Lasso. (1532-1594).

of Sacrae cantiones in Berlin, in the old Prussian State Library, and prepared the first
critical edition of Selected Motets. Ct. Ennio Stipéevié, [van Lukacic, Muzicki informa-
tivni centar Koncertne direkcije Zagreb, Zagreb, 2007, p. 128.

Cf. Koraljka Kos, Dragan Plamenac-istraziva¢ i objavljiva¢ rane glazbe, Ar#i Musices
17 (1986) 2, p. 159.

3 Cf. Albe Vidakovi¢, Motet, Muzicka enciklopedija 11,1974, pp. 614-616.
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'The main elements that characterize the motet of the 17th century are the
addition of continuo, the eftect of contrasting choral groups, solo and zuzti
passages, the oscillating of harmony between major and minor, and mode.

1.1. The characteristics of Ivan Luka¢i¢’s motet

We present the most significant characteristics of Lukaci¢’s motets, i.e. those
that are essential for the creation of the original musical image of the pro-
posed music, following the proposed intonation-rhythmic approach:

- 'Throughout musical history, a motet is a composition in which one strives
to reach a close relationship between music and lyrics. While the Renais-
sance motet represents a series of connected or imitated chained units,
Lukaci¢’s motet of the early Baroque type is specific for successive ca-
dence-separated parts;

- Lukaci¢’s motets were not a cappella compositions since they used dasso
continuo;,

- 'The original notation does not have bar lines for vocal parts. Instrumen-
tal music of the 15th and 16th centuries uses bar lines, but Lukaci¢ used
them only for dasso continuo. In modern music transcriptions, bar lines in
vocal sections are often placed between lines or omitted,;

- Rhythm is either binary or ternary and is strongly related to the text.
There is a difference in meaning concerning binary or ternary forms. Bi-
nary forms usually express melodies of greater expressiveness, frequent
melisma, etc., while ternary ones are often “more rounded” with more
uniform rhythmic patterns and, as a rule, suggest a slightly faster tempo;

- The harmonic tonality or language of the motet has a lot of remnants of
modal features. Major or minor tonality is expressive primarily in unam-
biguous cadences. However, the tonality in question has not yet generated
elements of modulation and chromatic processes of later periods of musi-
cal material evolution, so we take into account its “softness” and instabili-
ty;

- A key signature consists of only one flat (no sharps). Sometimes, key sig-
natures, omitted in some section, occurs during the composition. Else-
where, the omission of the key-signature undoubtedly indicates modus;*

Itis an old rule of modern reading of 16®-century music. A key signature of minor-to-
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- Lukaci¢’s compositional technique includes numerous polyphonic pro-
cedures such as imitations at the unison, fifths, fourths, imitations at a
specified time interval in voice performances, imitations in the reverse
direction, various combinations of imitation procedures and sequencing.
However, polyphonic procedures are of “short breath” except e. g. mo-
tet Ex ore infantile, having imitation polyphony coherently performed
throughout the motet, i.e. it is a type of high renaissance motet with only
added basso continuo.

- Closely related keys are commonly used for modulations in motets;

- Melodic movements express a great wealth of syllabic and melismatic
movements, sequences, syncopations, etc.’

2. Mutual conditionality of the didactic approach to learning
musical language and the way of reading and understanding a
musical work

The quality of perception or “reception” of a musical work of any academ-
ic musician is closely related to the didactic approach to the acquisition of
musical language. More precisely, it is related to a methodology of acquiring
intonation and rhythm in so/feggio teaching. An intonation modelling meth-
od (relative or absolute) significantly affects the acquired image of musical
language.

Even though in the historical sense, the tonality belongs to the past, learning
a musical language or teaching so/feggio is associated with the acquisition of
systematized musical materials, i.e. musical masterpieces created from 1600
to 1900, and the principles of our perception that correspond to the tonal
system.®

nality has to be identical to that of major-tonality at a second lower, e.g., D minor has
the accidentals of C major, G minor has the accidentals of F major, etc.

Josip Andreis, Tvan Lukacic. Sesnaest moteta iz zbirke “Sacrae cantiones” (1620.), Muz-
ikoloski zavod Muzicke akademije, Zagreb, 1970, p. 15.

These are principles defined by Gestalt psychology or Gestalt theory (Cf. Pavel Rojko,
Psiholoske osnove intonacije i ritma, Muzicka akademija Zagreb, Zagreb, 2012, p. 80).
One of the most important principles is the principle of grouping (Cf. John Booth
Davies, The Psychology of Music, Hutchinson & Co (Publishers), London, 1978, p.83).
Musical-psychological points of view consider comparisons of learning a musical and
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'The perception of most academic (even other) musicians is emphatically ton-
al, with tonal determinations and expectations. A tonally educated musician
understands and accepts music with clearly defined outlines: melodic, rhyth-
mic-metrical, harmonic, formal. The musician will perceive different proper-
ties of a music piece “in relation” to the tonality, but such an approach has its
advantages and disadvantages.

Indeed, pure intonation and rhythmic elements contribute to the quality of
music performance. However, reducing different musical expressions to ex-
clusively tonal criteria (musical form and performance) can result in misun-
derstanding of the relationship between musical elements and thus affect
missed or inappropriate aesthetics and poetics when performing a piece of
music.

3. The problem of reading Lukac¢i¢’s music

Given the aforementioned main characteristics of Lukaci¢’s compositions,
it is reasonable to expect contemporary musicians who encounter the motet
texts of the Sacrae cantiones collection to notice many tonal features as the
basis of initial musical understanding. It primarily includes specific tonali-
ties and cadences in compositions and the metrical organization of rhythm.
Also, since modern transcriptions have the asso continuo parts, we can ob-
serve many harmonic patterns and a clear relationship between the melodic
and harmonic components. The tonality of Lukaci¢’s compositions and tonal
skills and expectations of contemporary musicians cannot equate. An exclu-
sively acoustic approach to the nature of tonality relationships (i.e. derivation
of entire tonal structure from the effect of tritone phenomenon, D. Despi¢’)
suggests we can view tonality as a kind of “static” phenomenon of unchange-

discursive language, as shown by E. Gordon. He grounds his theory of learning the
musical language on learning intonation and rhythmic patterns (Cf. Edwin E. Gor-
don, Cause and Symptoms: Keynote address for the 4th International Conference
on Music Learning Theory, AUDEA, 4 Journal for Research and Applications of Music
Learning Theory 19 (2017) 1, p. 13).

WEe refer to the theory of the Russian music theorist A. Ogolovec who similarly ob-
serves the tones’ orientation of scale systems. D. Despi¢ extends similar thinking to
the harmonic component in the book 7he Theory of Tonality, Umjetnicka akademija u
Beogradu, Beograd, 1971.
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able features. Thus, it is necessary to understand its historical development
and the impact of the entire music experience from different stages of its as-
cending and descending trajectory on contemporary musicians. Contempo-
rary musicians can develop their tonal musical thinking by absorbing music
created in various stages of the evolution of the tonal system. The develop-
ment of tonality did not proceed in a straight line. Its initial stage included
functional relationships until it advanced to a so-called “Floating tonality”

(De Leeuw 1995: 24).2

'This paper aims to shift the focus from music to the musician and observe the
tonality from the prism of contemporary musicians. The tonality in modern
compositions results from generating, regenerating, purifying, and revising
musical material through the centuries. Tonal music is not just a cultural her-
itage but a human being musical consciousness, which aftects the musicians
whether aware of it or not. Reading of Lukaci¢ music today does not only
imply the perception of tonal features with modal characteristics (specific for
classical music education) but understanding the tonality as a harmonic concept
of melodic origins, initial instability, fluidity, and ‘purity’. Reading his motets
is a challenging task. So, to get closer to the true nature of the relationship
of musical components in his pieces and regarding the “tonal expectations”
of academically educated musicians, we propose a didactic-methodical ap-
proach.

3.1. Rhythm reading

'The temporal aspect of music significantly contributes to the abstraction of
the overall experience of its “language”. As for grading musical comprehensi-
bility, we would say that the music is more understandable if better organized
in time. Given the grouping nature of our musical perception, this would
refer to a musical time we can count well or rhythmic structure. We measure
the pulse of the music in beats, which enable accurate recording and precise

Dutch music theorist T. De Leeuw cites this term (in German translation schwebende
Tonalitit) when explaining the reasons that led to the collapse of the tonality system
in the late 19th and early 20th centuries. Cf. Ton De Leeuw, Die Sprache der Musik
im 20. Jabhrbundert. Entwicklung, Strukturen, Tendenzen, Verlag Freies Geistesleben,
Stuttgart, 1995.

134



DAVORKA RADICA - THE INTONATION-BASED AND RHYTHM-BASED APPROACHES TO SINGING OF MOTETS...

performance. We distinguish two opposite rhythms that have historical au-
thenticity:

1. Rhythmic-metric organization of musical time (divisional rhythm);
2. Rhythm is organized as the duration “of note value” (additive rhythm).

'The first rhythm is specific for the tonality of classicism (approach to count-
ing by grouping). As for musical understanding, there is a kind of three-layer
perception of rhythm. Rhythm has three elements of beat (micro beat), its
divisions and multiplications, and “a bar” as a whole (macro beat), audited
synchronously.

'The second rhythm, the so-called free rhythm, is associated with the theory
of the composition of the French composer Olivier Messiaen (1908-1992).
It is an opposite way of thinking from the previously described, i.e. taking
into account the smallest note value that multiplies to accurately measure the
subtle relationships of note values that are not subject to any proper group-
ings as those in meter-organized rhythm.

'The following example, in which we apply this principle, can be performed
precisely only if the additive logic, i.e. sixteenth note value is the smallest
note value that accurately determines the duration (countdown) of all other
notes values. Thus, the first “bar” counts 4,4, 4,2, 3, 2, the second 2, 2,2, 3, 3,
3,1, and the third 2, 3,4, 8.°

= e e e e e

If we observe different parts of music material synchronously, we can identify
the first, the second type of rhythm or their blend. It can be a typical struc-
ture in almost every musical composition and musical period. Of course, the
general impression of a temporal organization is affected by the interrela-
tionship of rhythm with the other two essential musical components, melody
and harmony.

?  'The presented rhythmic flow is a combination of Indian rhythmic patterns (tala) from

the 1st movement of the Quartet for the End of Time, Crystal Liturgy (Cf. Usp. Olivier
Messiaen, Technique de mon langage musical. Texte., Leduc, Paris, 1944, p. 18).
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Due to the tonal (harmonic) features at the initial stage of establishing the
system, the influence of horizontal thinking, and remnants of modal features,
the rhythm in Lukaci¢’s motets is not firmly defined, despite the indicated
binary and ternary organizations. Also, despite modern transcriptions, the
vocal parts in the original music sheet were without bar lines, which is an ad-
ditional challenge for today’s musicians to persevere in their efforts to reveal
the original metric rhythm of this music.™

When a musician sees bar lines, his way of thinking automatically “match”
the music into patterns of emphasized metrical structure. So, for the first
acquaintance with Lukaci¢’s motets, it would be best to use editions that
(respecting the original) have bar lines in the basso continuo parts and slight
indications of bar lines in the staft in vocal parts. Considering the above ex-
tremes of rhythmic reading, it is interesting to note that in reading the first
rhythm of Lukaci¢’s parts or score, we are more focused on note values than
on metrical structure.!! It is due to the character of Lukaci¢’s music: the basic
definition of rhythm would be that it breathes life into melodic motions and
movements more from duration than from metric itself. It is slightly easier
to read rhythm in ternary measures since less divergent rhythmic divisions
appear, mostly several major rhythmic combinations, according to J. Andreis

(1970: 25).

Pointing out this peculiarity of musical notation and its reading will contrib-
ute to the later faithful interpretation of the composition. Focusing much
more on each note value than on the bar as a whole is more efficient than
adding bar lines in vocal sections to facilitate rhythm reading. The highlight-
ed peculiarities of the approach to rhythmic reading refer to all motets from
Lukaci¢’s collection.

10 Speaking about the subtle nuances that are an integral part of Lukaci¢’s original music

sheet, E. Stipéevi¢ comments: “In general, the original notation always has a layered
information addressed to musicians, which modern transcription is never able to con-
vey faithfully.” (Cf. Ennio Stipevié, Jvan Lukadic, p. 106.)

1 The author refers to her experience and the work with students at the Music Depart-

ment of Arts Academy.
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3.2. Reading intonation

Besides the rhythm reading peculiarities of Lukaci¢’s scores, we highlight
some intonation elements that are essential for a better understanding of the
presented compositions.

'The rhythmical organization is not nearly as solid as we know from typical
tonal compositions. So, we propose that an approach to intonation does not
include the initial tonality and thinking of intonation directed to the usual
(tonic) tonal base. It would be wrong to start intonation by focusing on to-
nality and understand modal features only as modality variants, e.g. the Mix-
olydian mode as the major scale with lowered scale degree 7 or the Dorian
mode as a natural minor scale with a raised scale degree 6, etc. Such thinking
about scale does not correspond to the historical trajectory (the reversed or-
der) and does not affect the true nature of the mode. To avoid a strongly ton-
al orientation at the beginning, we suggest singing a kind of pre-exercises as
getting ready for entering the actual tonality and tonal space by focusing on
the melodic component. The presented intonation exercises can be beneficial
for practising intonation without text and melodic-harmonic patterns. They
can serve as a neutral space for finding tonality or mode (a mixture of both)
and directing the intonation on the peculiarities of each motet. So, these ex-
ercises are not universal because each motet has different intonation patterns
and thus requires adequate intonation exercise.

For example, intonation exercises for the monophonic motet Cantabo Dom-
ino encompass the melodic spaces of F major, Mixolydian in F, B-flat major,
G minor, and D minor. There are two spaces of intonation: F major and
B-flat major with their parallel minors. In this sense, the F Mixolydian mode
brings a kind of fluctuation of the tones e and e-flat (e in F major, es in the
Mixolydian mode) since the tone e-flat and the chord eb-g-bb sometimes
belong to modus and sometimes mean modulation in B-flat major. In many
of Lukaci¢’s motets, this is a slight shift to different but very close intonation
spaces.

Below, we present intonation exercises with empty noteheads. Exercises hav-
ing full noteheads suggest the concrete melodic features of the thematic ma-
terial from the motet Cantabo Domino.
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Example 9
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Example 10
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Ve designed the exercises so that betore reading a specific musical text, we
make the basic intonation exercises (entering the melodic space) and the
melodic outlines of the thematic material.

After performing intonational exercises several times, we somehow enter the
melodic space of the composition, contrary to the tonal logic of intonation
where the added harmonic accompaniment strengthens the intonation. Here
we avoid playing the dasso continuo part as long as possible and intone “bare”
melodic material with solmization or neutral syllables. It is one of the es-
sential features of the intonation-rhythm approach to early music. The time
factor, i.e. the number of repetitions of the example, the order of intonation,
longer or shorter duration of a particular part, etc., play a decisive role in
forming the musical opinion and general impression of a musical compo-
sition. Also, a way of entering into the intonation space is crucial, whether
by strengthening the harmonious cadence of the initial intonation predis-
positions or “only” by melodizing the scale space. If, for example, we repeat
the F major cadence several times before the first intonation of composition
such as Cantabo Domino, we will significantly strengthen the auditory per-
ception of tonality, and no later interventions or clarification of melodic and
harmonic nuances can help to have an impression of Lukaci¢’s music or to
perform it softer, more flexible, or horizontally, etc.?

12 In his most important book Learning sequences in music: A contemporary music learning

theory, E. Gordon argues that in learning the musical language, tonal patterns are
stored in the deeper layers of our memory as a kind of musical-linguistic “infrastruc-
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After mastering the intonation-rhythm problems of the vocal part, we add
the basso continuo part or the harmonic component to detect cadences and
thus the main outlines of formal sections. The motet Cantabo Domino has
five timely-balanced sections. The first section contains two themes, one in
three-beats (a) and the other in four-beat (b); the a and b themes repeat at
the beginning. The scheme is A A1 B C D Coda. In addition to the transi-
tion to B-flat major, which is the main counterbalance to the initial F major
and the ' Mixolydian, the main contrast of the motet are precisely the two
mentioned themes.
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ture”. It essentially determines all intonation and rhythmic knowledge, skills and is
significant for learning solfeggio.
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Example 13
b

e

o

ﬁ

Theme a Theme b

Organized ternary Organized binary

Initial tempo Slightly slower tempo
Syllabic text treatment Melismatic text treatment
F major + F Mixolydian Only F major

After we approached the intonation and rhythm in this way and got an idea
of the formal outlines of the composition, we can sing along with the appro-
priate analysis of the text and possibly work further on the musical perfor-
mance."

13 Although performing composition is not part of the proposed approach to rhythm

and intonation nor of the solfeggio, we emphasize the richness of ornamentation in
b theme, for which L. Zupanovié says: “As if the soul of the performer, carried and
inspired by the text, seeks to prolong the time by singing the melodic line. A delightful
result: everything merges into a harmonious whole, understandable textually and me-
lodically, harmoniously supplemented just as much as needed.” (Cf. Lovro Zupanovié,
Umjetnost Ivana Lukaci¢a Sibencanina, Radovi Instituta JAZU u Zadru 13-14, 1968,
p-382).
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We suggest a similar approach to reading the two-voice motet Cantate Dom-
ino.

'The intonation structure of this motet consists of the tones g-bb-d. Each new
section in each voice always begins with one of these three tones. As in the
previous motet, regardless of the tonal centers, we will not start reading with
a strong confirmation of the initial tonality (B-flat major), but with pre-exer-
cises. In this way we can achieve a kind of “softer” melodic sensitization for G
minor, B-flat major and D minor, and then intone the most typical melodic

movements:
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Example 20
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In the following sections, we will focus on the intonation nuances of the

tones f (example 25) and f-sharp (example 26).
Example 25
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It would be practical to sing these two sections alternately several times. The
intonational nuance of the tones f and f-sharp after the initial experience of
“fluctuations” of tonality and mode ultimately leads to their “merging”.
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'Then, we can focus (consider analytically) on some distinct melodic places
such as nuances that make up the cadence in G minor and that of melodic

D minor:
Example 27
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After performing separate and intonation exercises, “merging” of the two
voices follows, singing with the text, then adding basso continuo and further
work on the performing nuances of the composition.
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Conclusion

'The proposed approach to intonational-rhythmic reading/singing of the se-
lected motets Cantabo Domine and Cantate Domine can be valuable for the
new generations of musicians that seek a way to discover music from a score.
Even though just two thoughtfully sung/read compositions can reveal to a
musician the entire Lukaci¢’s opus, even the one that might exist besides his
only preserved motet collection.

To truly understand and perform musical composition means gradual reveal-
ing its layers in a different order. Finding the right one is like finding the key
to understanding that is not the same for each of us, nor does it have to apply
as a general rule for musicians at all times.

The musical masterpiece is the result of our encounter with living matter.
Listening to how some music “breathes” and to get closer to the time of
its creation, we often forget to listen to our breathing. Yet creating music is
not a mere effort to bridge time and connect today’s musicians with that of
a hundred, two or four hundred years ago. Moreover, it is a taste of eternity
and imperishable as the music of Ivan Lukaci¢, our ancient fellow citizen,
undoubtedly testifies to it.
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Abstract

1t is still little known about the musical education of Ivan Lukacic and his collection
Sacrae Cantiones (Venice, 1620). Therefore, this article deals with the bistorical, litur-
gical, and musical aspects of the solo motet Sicut cedrus with basso continuo accompani-
ment. It retains the liturgical musical form of the great responsory and merges with the
motet style, but in one developmental continuity from the initial motive. The analysis and
comparison with the related works of his contemporaries reveal the richness of Lukacics
musical language. It adopted compositional techniques of both styles (prima and sec-
onda prattica) and the elements of three musical genres, motet, madrigal, and concerto,
which influenced church music in the first decades of the 17th century. We also recognize
the influence of the motet tradition of Roman church music (Viadana, Cifra) and the
compositional techniques adopted from his Franciscan confreres (Finetti, Viadana and
Mortaro).

Keywords: small-scale motet, responsory, basso continuo, monody, Sacrae Cantiones,
17th century, Split Cathedral, motivic development.

1. Historical and liturgical context
Ivan Marko Lukaci¢ (Sibenik, baptized April 17, 1587 - Split, September

20, 1648) is a Croatian Franciscan and composer. We know only a few facts
about his education. In Italy, he obtained a bachelor’s degree in 1612, and
he got a Master of Music degree (magister musices) on March 23, 1615, in
Rome. From 1618 Luka&i¢ served at the Sibenik monastery, and from June
23,1620, he took over the duty of guardian of the monastery of St. Francis
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on the Coast in Split, which he performed along with the service of music
director (maestro di cappella) in the Split Cathedral until the middle of the
tourth decade of the 17th century.!

'The only known Lukaci¢ collection Sacrae cantiones singulis binis ternis qua-
ternis quinisque vocibus concinendae was published in Venice “sub signo Gar-
dani” in 1620. Lukaci¢ was appointed the music director of Split Cathedral
before his guardian ministry in the St. Francis monastery. We know it from
the subtitle of his work (mentioning Lukaci¢ as “In Metropolitana Spalaten-
si Ecclesia Musices Praefecti”) and from the dedication of Giacomo Finetti
inscribed with date March 25, 1620. Plamenac assumes that at the time of
Lukaci¢’s admission to the Sibenik monastery in 1618, he took over the “di-
recting of the music in the Split cathedral”.?

There are still many open questions about Lukaci¢’s collection. When was
it created? Were these settings composed during his schooling in Italy? To
which tradition did they belong? Were they written during his service as mu-
sic director in the Split Cathedral, or were these compositions that Lukaci¢
wanted to present himself as a qualified maestro di cappella for the service
in the cathedral, taking into account its feasts and liturgical needs? Could
his compositions have been performed in worship at the cathedral? In the
following reflections, we will try to come closer to the answers to these ques-
tions.

Lukaci¢’s compositions belong to a new type of church music that we can
define as a small- scale concerfato motet® or sacred concerto for one or more

! Nikola Mate Ros¢i¢, Redovnicki lik Ivana Marka Lukaci¢a u svjetlu novih podata-
ka [The religious profile of I. M. Lukaci¢ in the light of recent data], in: Ljudevit
Maradi¢ (ed.), Lukacic, zbornik radova znanstvenog skupa odrzanog u povodu 400. obljet-
nice rodenja [Lukaci¢, Conference proceedings on the 400% anniversary of his birth],
Provincijalat franjevaca konventualaca, Zagreb, 1987, pp. 55-57. Ennio Stipcevié, Ivan
Lukacié, Muzicki informativni centar Koncertne direkcije Zagreb, 2007, pp. 34-77.
Bojan Buji¢, Lukaci¢ [Lucacich, Luccacich, Lucacih], (Marko) Ivan [loannes], Grove
Music Online, 2001, https://doi.org/10.1093/gmo/9781561592630.article.17150 (ac-
cessed: 30/03/2021).

2 Dragan Plamenac, Glazba 16. i 17. stoljeca u Dalmaciji. Osam studija [ Music of the 16th
and 17th Centuries in Dalmatia. Eight studies), ed. E. Stip¢evi¢, Knjizevni krug, Split,
1998, p. 167.

> In this period, the term “motetus” was used to denote three different types of music,
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soloists with continuo. It developed under the influence of well-known
17th-century church musician Lodovico Viadana and his collection Cento
concerti ecclesiastici from 1602.* In this type of composition, the focus is on the
new monodic style of solo singing with a basso continuo or thorough-bass
accompaniment, extemporized from the written-out bass line with added
figures indicating the harmonies. Viadana’s sacred monody builds on the Ro-
man church motet tradition differing from the simultaneously published sec-
ular monodies of Giulio Caccini and other authors that set vernacular texts
with affective expression applying tendencies of the Florentine Camerata.’

Lukaci¢’s collection Sacrae cantiones contains 27 compositions: the 18 set-
tings from the Breviary and the four settings from the Missal, the three set-
tings belong to both sources, and only two texts are of unidentified origins.
Almost all settings from the Breviary are parts of the Matins: eight respon-
sories, the settings on the selected few verses of one hymn and five psalms,
and four settings on fragments of Song of Songs. Three of the responsory texts
could belong also to the Proper of the Mass. Most of the texts were suitable
for several feast days, celebrated in the Split Cathedral, but some were proper
only to one feast day. Similarly, the texts from the Missal belong to the Prop-
er of the Mass (including the three-voice setting of the Gospel fragment
Domine, puer meus), except Suscipiat Dominus response at the end of the Of-
tertory, which belongs to the Ordinary of the Mass. In the Mass celebrations
of the 16th and the beginning of the 17th century, performing motets on the

motet, concert and cantata, so it would be better to talk about motet style or motet form
principles. See Heinrich Huschen, Die Motette (Das Musikwerk, 47), Laaber-Verlag,
Laaber, 1970, p. 17; Noel O’Regan, The Church Triumphant: music in the liturgy, in:
Tim Carter and John Butt (eds.), The Cambridge History of Seventeenth-Century Mu-
sic, Cambridge University Press, Cambridge, 2005, pp. 283-323. For the small-scale
motets in Dalmatia, see E. Stip&evi¢, The Small-Scale Motet in Dalmatia in the First
Half of the Seventeenth Century, Musicologica Istropolitana 12 (2017), pp. 103-118.
Giinther Massenkeil, Die konzertierende Kirchenmusik, in: Karl Gustav Fellerer
(ed.), Geschichte der katholischen Kirchenmusik,vol. 2, Birenreiter-Verlag, Kassel..., 1976,
pp- 93-95.
> Werner Braun, Die Musik des 17. Jahrbunderts, Laaber-Verlag, Laaber, 2008, p. 205.
¢ E.Stipeevi¢, Ivan Lukadié, pp. 86—88. Compare the contribution of Domagoj Volarevi¢
“Liturgical settings of Sacrae cantiones motets of Ivan Marko Lukaci¢”in this Proceed-
ings.
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texts taken from the Liturgy of Hours was accepted practice.” Those Motets
were sung instead of or after the Offertory, after the consecration (motets
with the text of the Blessed Sacrament), instead of or after the Communion
and after the dismissal.® The setting of Matins’ text was a frequent practice in
Lukaci¢’s time,” which is evident from the numerous published collections
of the time, including Donfrid’s.® Its third volume from 1627 contains five
Lukaci¢’s motets, three of them on Matins’texts. Matins are often sung poly-
phonically before major feast days," so we can assume that many of Lukaci¢’s
settings were performed on similar occasions during worship services in the

Split Cathedral.

Although the compositions in Lukaci¢’s collection are arranged by the num-
ber of voices and not by liturgical celebrations, more of them may belong to
the same feast due to the order of the text in liturgical year. We can notice
six settings of Matins’ text probably intended for the feast of the Assumption
of Mary, to whom the Split Cathedral is dedicated and other feasts of Mary
throughout the year. These are compositions

Osculetur me — In 1. Nocturno. Lectio i. [first part]
Trahe me post te —In 1. Nocturno. Lectio i. [second part]
Sicut cedrus — In I. Nocturno. Resp. ii.

and psalms from the Liturgy of the Hour for the office feasts of the Blessed
Virgin Mary throughout the year (but also for the proper and common feasts
of Saints):

Ludwig Finscher and Annegrit Laubenthal, Kapitel IV: “Cantiones quae vulgo mo-
tectae vocantur”. Arten der Motette im 15.und 16. Jahrhundert, in: L. Finscher (ed.),
Die Musik des 15. und 16. Jahrhunderts (Teil 2), Laaber-Verlag, Laaber, 1990, p. 282.

8 Michael Hirting, Die gottesdienstliche Feier, in: Karl Gustav Fellerer (ed.), Geschichte
der katholischen Kirchenmusik, vol. 2, Birenreiter-Verlag, Kassel..., 1976, p. 56. Cf. also
Franz Kérndle, Kapitel ITI: Die Motette vom 15. bis zum 17. Jahrhundert, in: Horst
Leuchtmann and Siegfried Mauser (eds.), Messe und Motette, Laaber-Verlag, Laaber,
1998, p. 95.

?  Cf. M. Hirting, Die gottesdienstliche Feier, p. 57.

10" Johann Donfrid (ed.), Promptuarii musici..., vols. 1-3, Paul Ledertz, Augsburg, 1622,
1623, 1627.

1t M. Hirting, Die gottesdienstliche Feier, p. 57.
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Ex ore infantium — In 1. Nocturno. [Ps. 8, v. 3]
Coeli enarrant Gloriam Dei — In 1. Nocturno. [Ps. 18, v. 1-3]
Cantate Domino — In II1. Nocturno. [Ps. 95, v. 1-3.]%?

From the above Matins’ texts, we see that Lukaci¢ set to music five parts of
the first nocturn, so the question arises whether he could perform these mo-
tets in the Liturgy of the Hours in the Split Cathedral or performed them
on feast day, during Mass instead of or after the Offertory or the Commun-
ion. We cannot exclude the possibility of performances of these motets in
extra-liturgical devotions.

Concerning the musicians in the Split Cathedral, we know the names of
organists who were employed during Lukaci¢’s service as music director.”
We have data on the six singers from 1604 and 1606 when the archbishop
was Marc Antonio de Dominis, who determined their payments, duties for
the duration of worship and proper choir behaviour, and we also know that
de Dominis purchased a portable organ, because the great organ was out of
tunction. We do not know if this group of performers was maintained at

2 Breviarium Romanum Ex Decreto Sacrosancti Concilij Tridentini restitutum, Venice,
1580, 440v, 441r, 541r, 541v, 542v, 543r.

13 In Lukaci¢’s time, the organists were the layman Marc(o) Antonio (Donoso) Romano,
Br. Gasparo Ferrero, Br. Claudio Balbi da Longiano, and perhaps the Split canon and
organist Don Rinaldus de Rinaldis. Cf. N. M. Ros¢i¢, Glazbena tradicija Samostana
sv. Frane na Obali u Splitu od 1600. do 1900. godine [The musical tradition of the
Monastery of St. Francis on the Coast in Split from 1600 to 1900], Ar#i musices 21/1
(1990), pp. 13-18.

The sources of informations about the singers and organs still need to be examined.
Compare the following works: Grga Novak, Povijest Splita [The History of Split],
Knjizevni krug, Cakavski sabor, Split, 1978, vol. 3, 1446-1447; D. Plamenac, Toma
Cecchini, kapelnik stolnih crkava u Splitu i Hvaru u prvoj polovini XVII stolje¢a.
Bio-bibliografska studija [Tomaso Cecchini, chapel master of the cathedrals of Split
and Hvar in the first half of the 17th century: a bio-bibliographical study], Rad JAZU
262 (1938), pp. 77-125 (quoted from the new edition in D. Plamenac, Glazba 16.1 17.
stoljeéa u Dalmaciji, pp. 41-43); Milo Asi¢, Mark Antonije de Dominis, Promicatelj
muzike ranog baroka u Splitu [M. A. de Dominis, Promoter of early Baroque music
in Split], Zouk 121-122-123 (1972), p. 68; Miljenko Grgi¢, Toma Cecchini i Ivan
Marko Lukaci¢ u Splitu, Collection of papers from the V. International Symposium “Music
in a Society”, Sarajevo, October 26 - 28, 2006, Muzikolosko drustvo FBiH, Muzic¢ka
akademija, Sarajevo, 2008, p. 80.

14
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Lukaci¢’s time, but from the data and preserved musical materials of the 18th
century we see that there was always a group of at least six skilled singers
in the Split cathedral (clerics could join them) trained by “magistro sacrae
musicae” in choral and figural music in the cathedral school.” Therefore, it is
not questionable that Lukaci¢ had someone to perform his compositions. Of
six settings of Matins’ texts for the Assumption of the Blessed Virgin Mary,
four are for a solo voice, and the remaining two are for two and four voices.

'The canons of the Split Cathedral jointly performed a choral service, which
included the Liturgy of the Hours and the Conventual Mass. We have scarce
data on the Liturgy of the Hours, so it is only from later times that we learn
that the canons prayed together three times a day: Matins with Lauds, the
Little Hours, and Vespers with Compline.'® “Matins were recited or sung, in
the summer after the Compline, and at dawn in the winter”,'” and the canons
had their places in the choir of the cathedral, which were located above the
singers’ benches. Even in later centuries we do not find much more data but
according to music manuscripts as the principal sources of information about
the performance practice in Split Cathedral in 18th and 19th century,'® we
can assume that similar one existed in rituals in the first half of the 17th

century.

Although the Music Archives of St. Domnius Cathedral in Split does not

contain text settings similar to the Lukaci¢’s repertory, we find numerous

> We know from bishops’ reports that the circumstances of the cathedral school at that

time were very hard, but in Lukaci¢’s time, it had a teacher of grammar and music. The
music teacher was probably Lukaci¢ himself. Slavko Kovaci¢, Katedralne skole u Dal-
maciji pod mletatkom vlaséu od konca 16. do pocetka 19. stolje¢a prema biskupskim
izvjestajima Svetoj stolici [Cathedral schools in Dalmatia under Venetian rule from
the end of the 16th to the beginning of the 19th century according to episcopal reports
to the Holy Seel, Croatica Christiana 15 (1991), pp. 63—65.

16 Ivan Ostoji¢, Metropolitanski kaptol u Splitu, Kr§¢anska sadasnjost, Zagreb, 1975, p.
168.

7 1. Ostoji¢, Metropolitanski kaptol u Splitu, p. 129.

8 Muzikalije u glazbenom arbivu splitske Stolnice sv. Dujma [ Music material in Archives of

8t. Domnius Cathedral in Split], inventory book by Maja Orsi¢ (1986), the archive was

sorted out by Josko Belamari¢, Toni Belamari¢ and Stanislav Tuksar 1973-75, Ods-

jek za povijest hrvatske glazbe, Zagreb, INV-04 (Sk), typescript, https://dizbi.hazu.

hr/a/?pr=i&id=11149 (accessed: 30/01/2021).
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vocal and instrumental Vespers with complete settings of psalms, Magnificat
and hymn for different feasts. It also contains many complete sets of lessons
and responsories sung at Matins with Lauds of the office for the Paschal
Triduum. Therefore, we can confirm with certainty that festal Vespers and
Matins with Lauds set for soloists, choir and string orchestra occasional-
ly accompanied with additional wind instruments were performed in those
times in the cathedral. Therefore, we assume that the parts of the Liturgy
of Hours, Vespers and Matins with Lauds were sung publicly and solemnly
at Lukaci¢’s time and that his motets enriched liturgical celebrations of the

Split Cathedral.

2. Musical features of the Sicut cedrus motet
2.1. Liturgical text and its setting

The first composition in the Sacrae cantiones collection is solo motet Sicut
cedrus, set for cantus or tenor with basso continuo accompaniment. In it,
we can recognize different stylistic features and compositional techniques of
Lukaci¢’s time with the tendency towards the development of melody and
accompaniment from a single motive.

Lukaci¢ set to music the text of Matins’ great responsory (responsorium pro-
lixum), the liturgical adaptation of the Book of Sirach (24: 17, 20). This re-
sponsory is sung in the liturgical year on Feasts of the Blessed Virgin Mary
throughout the year in the second nocturn after the fourth lesson, and for the
Assumption and its octave in the first nocturn after the second lesson.

'The great responsory of Matins consists of a first part called the respond (R),
a verse (V) and the repetend (repetendum), a repetition of the last part (*) of
the respond.

R. (schola and choir)?’
Sicut cedrus exaltita sum in Libano, et sicut cypréssus in monte Sion:
quasi myrrha elécta,
* Dedi suavititem odoris.

¥ Alberto Turco, I/ canto gregoriano. Corso fondamentale, Edizioni Torre d’Orfeo, Rim,

1996, pp. 72-73. Sime Marovi¢, Glazba i bogostuzje [ Music and worship], Crkva u svi-
jetu, Split, 2009, pp. 104-105.
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V. (schola)

Et sicut cinnamémum, et bilsamum aromatizans.

R. (choir)

Dedi suavititem odoris.

Oliver Strunk described the Respond-motet as the typical large form for the
Office:

“Its characteristic feature, when fully developed, is its division into two sec-
tions, exactly reproducing the form of the plainsong Respond from which
it takes its text. The first section (or Prima pars) sets the text of the Respond
proper; the second section (or Secunda pars) sets the text of the Verse and
concludes with a repetition of the concluding line or lines of the Respond;
the whole, then, exhibits the form AB (Prima pars) : CB (Secunda pars). The
plainsong Respond from which this motet-type derives is a musical reply
to the reading of a Lesson or Chapter, an elaborate and extended compo-
sition affording considerable opportunity for soloistic display. In keeping
with this, the motet-setting of the Respond text is usually an elaborate,
extended, and brilliant composition.”

Lukaci¢ retains the liturgical musical form in his setting in a way that he set
the last part (*) of the respond in a triple proportion (#7ip/a),** and repeated
it (repetend) after the verse with a short coda. In the same way, he set to
music the complete texts of two responsories, Benedic Domine with repetend
in a ternary proportion, and Sancti mei with repetend in imperfect tempus
and in invertible (double) counterpoint.?? This division of the text, except the

20

21

22

Oliver Strunk, Some Motet-Types of the 16th Century, in: Arthur Mendel, Gustave
Reese and Gilbert Chase (eds.), Papers Read at the International Congress of Musicology
Held at New York, September 11th to 16th, 1939, Music Educators’ National Confer-
ence, AMS, New York, 1944, p. 158.

Singing three semibreves on one tactus in the time of one semibreve in imperfect
tempus. Cf. Adriano Banchieri, La Banchierina, Alessandro Vincenti, Venecija, 1623,
p- 20.

'The four responsory settings (Orantibus in loco isto, Veni Sponsa Christi, Sancta et Im-
maculata and Nos autem) contains only the text of the responds, and the remaining
one (Domine, quinque talenta) the text of the verse. Nos autem, Veni Sponsa Christi and
Domine, quinque talenta may also belong to the Proper of the Mass. Veni sponsa Christi
does not have the complete text of the respond, nor of the tractus, so it could be a
Matin or a Vesper antiphon. All above mentioned responsories, as well as other of
Lukaci¢’s settings, are appropriate for various feasts celebrated in Split Cathedral.
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repetend, corresponds to motet style in which each line (or smaller division)
of text has a distinct section based on pervasive imitation of its opening
melodic phrase (theme, motive, soggeszo), and the whole setting consists of
series of these sections, called points of imitation, with overlapping cadences
and opening entries of succesive sections. Lukaci¢ fragmented the text of the
respond and the verse in seven smaller syntactic units and articulated them
in the series of seven music sections.

1. | Sicut cedrus exaltita sum in Libano, | bb.1-13 2 eolian motivic development,
2. | et sicut cypréssus in monte Sion: bb. 13-19 imitation
retrograde forms, A
3. | quasi myrrha elécta, bb.19-21 | d dorian | transpositions of
motive
Dedi suavititem odéris. bb.22-25 | aeolian | character change B
Et sicut cinnamémum, et balsamum | bb. 26-29 d dosian synthesis of motive C
aromatizans. bb. 29-31 variants
h h
7. | Dedi suavititem odoris. + Coda bb.31-36 | aeolian |- aractetr change * B
emphasized motive

In the monodic motet the prohibition of exact repetition of parts (redic-
ta) and the requirement for variety (varietas) of thematic treatment® differs
from the polyphonic renaissance motet not only by the possibility of apply-
ing two styles (prima and seconda prattica) but also by technical limitations
of the small number of performers. Variety of thematic treatment (varieas)
in this newly developed musical genre is possible in several ways: only in the
vocal part, between the vocal part and the basso continuo part, where impro-
vised continuo parts can also contribute to it.

Lukaci¢ repeats each textual unit in this motet twice, which we recognize
in the motets of Giovanni Pierluigi da Palestrina and Lodovica Viadana,
always using different compositional procedures that simulate imitative writ-
ing of motet style. In this case, the technique of repetition takes the function
of imitation, as if it were a matter of the self-imitation within the same
part.?* This procedure is further emphasized in the repetitions of motives

2 Aesthetic requirements set by Tinctoris, the general rules 6th and 8th in the Third
Book of his treatise on counterpoint (1477). Joannis Tinctoris, Tractatus de musica, ed.
Edmond de Coussemaker, Lefebvre-Ducrocq, Lille, 1875, pp. 394-399.

2 'W. Braun, Die Musik des 17. Jahrhunderts, p. 206.
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at the interval of the fourth or fifth above or below, giving an impression of
imitation between two adjacent parts. Each of these repetitions, self-imita-
tion, is at a different interval: the theme “Sicut cedrus” reappears at the same
pitch but with the extended phrase embellished with figures of shorter note
values (diminutions), this part with diminutions occurs varied at the interval
of the third above, “et sicut cypressus” is repeated at the fifth above, “Quasi
mirrha” at the third below, “Et sicut cinnamomum” at the fourth below, and
diminutions of “aromatizans” at the fifth below at the and. The text “Dedi
suavitatem” does not entirely repeat twice, but the whole part reappears at the
end of the motet (repetend).

In the first two sections of the composition, the imitative entries between
continuo and cantus were performed in a way that continuo exposes the
motives of the successive points of imitation from the cadence points of the
preceding sections, and cantus imitate them at the fifth (bb. 5 and 10) and
octave (b. 13) above.” The first word of each entry in cantus is printed be-
low the corresponding entries in continuo part, emphasizing in such a way
the beginning of a new subdivision, and melodic fragment in continuo as a
theme. This music was not performed from a score, but from separate part-
books, and demands of each performer precise time beating and counting.
'The printed words in the continuo part facilitate the coordination between
performers since if making mistakes, they do not have to return to the begin-
ning of the composition, but only to the the cadence point in the preceding
part.

Example 1: Opening of points of imitation in continuo part.?

5 10 13 -~
U i 31 3 o3 S dn St Sl
: é;I%%’Igl :Ei:?:ﬁ: gi

exal & fene cipre

Giii

ELtt T

% 'The ligature and the word “sicut” in bar 5 in the continuo part were probably wrongly

printed: the ligature had to be below tone A at the turn of the sixth bar, and the word
“sicut” had to be put in the same place or below the motive in the continuo part (as
indicated by arrows in the example).
% loannis Lvcacih, Sacrae Cantiones Singulis Binis Ternis Quaternis Quinisque vocibus
Concinendae, Gardano, Venice, 1620, reprint, Muzicki informativni centar Koncertne

direkcije Zagreb, Gradska knjiznica “Juraj Siigoric’” Sibenik, 1998, Organum, p. E 2.
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In all repetitions of the text, except for “Quasi mirrha”, Lukaci¢ also makes
metrical shifts of melodic entries, which is also one way of achieving variety
in motet style: “Sicut cedrus”, “Et sicut cinnamomum” and the repetend are
shifted by semibreve and other repetitons are shifted by the minim before
(“exaltata sum” and “aromatizans”) or after (“et sicut cypressus”) concerning
the first occurrence of the text. The metrical diversities of the imitative en-

tries are also visible between the continuo and cantus at the length of three

minims (bb. 4-5,9-10 and 13).

2.2.'The tone system and modality

Lukaci¢’s motets use the inherited late-medieval tone system and modality
that formed the basis of music until the late 17th century. The “pseudo-clas-
sical” or “western-ecclesiastical” system of eight church fones or modes,”” ex-
tended to twelve ones in the second half of the 16th century, define the basic
tonal space for musicians of the time. According to Renaissance treatises
we can find out that it was important for composers to associate the modes
with the affective qualities of the text. So, we notice that the features of au-
thentic Aeolian (appropriate for “suave”, “cheerful, sweet, soft and sonorous
subjects”) corresponds more to the text of “Sicut cedrus” than plagal mode
(which was considered to be sad and appropriate for lament).?® The ambitus
of the both parts comprises the interval of tenth, extending the modal octave
from the third below the range of the plagal Aeolian in the cantus and the
third below the finalis of the authentic Aeolian mode in the continuo. The
relationship of these two parts resembles that of adjacent voices in the Re-
naissance motet, in which the vocal ranges are separated by a fourth or a fifth.
So, the one part is in the authentic mode and the other in plagal, as a pair of
“complementary modes” sharing the same final.’ In this two-part vocal and

%" For a clear overview of the topic, see Anne-Emmanuelle Ceulemans, Die Modi in der

Musik der Renaissance, in: Michele Calella and Lothar Schmidt (eds.), Komponieren
in der Renaissance. Lehre und Praxis, Laaber-Verlag, Laaber, 2013, pp. 104-141.

% Anne Smith, The performance of 16th-century music: learning from the theorists, Oxford
University Press, New York, 2011, pp. 88-101, 218-223.

» Frans Wiering, The Language of the Modes. Studies in the History of Polyphonic Modal-
ity, Routledge, New York and London, 2001, p. 3. In this paper, the terms autentic
and plagal mode are consistently used for practical reasons, which are not historically
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instrumental setting, these ranges are additionally distant by the octave. This
motet is in the Aeolian mode with prominent cadence points on the fina/is
a and on the tone c¢. Besides, there are cadence points on the tones 4 and £,
called peregrinae by the theorist at that age.*® The cantus part is mainly in
the plagal Aeolian mode on the tone 4, except the fragments to which the
peregrinae cadences bring closure: on & (“in Libano”b. 9, “Quasi mirrha” bb.
20-21 and “aromatizans” bb. 30-31) and f'(“Et sicut Cinnamomum” bb. 26-
27).’The fragments that end with the peregrinae cadences give the impression
of transitions in the Dorian mode on d, especially those preceding the last
part of the respond and the repetend.’! The initial motive of the motet it-
self derives from the characteristic melodic types that represented the plagal
Aeolian mode in Renaissance treatises, and from its variant (b. 14), we see a
connection with models of plagal Dorian and plagal Phrygian modes, with
which the plagal Aeolian was associated.*

It is obvious that the method of learning the tone system of the time had
a practical application in Lukaci¢’s motet. It was necessary method for the
education of priests and monks in singing plainchants which takes a great
part during their daily liturgical services. The tone system consisted of 22
tones from I to ee (G - ¢°) with two alternative variants of b/ and bb/# of the
same degree. It was named gamut after the lowest tone “I" ut” and practised
using seven transpositions (deductiones) of the same hexachord containing
syllables wz, re, mi, fa, sol, la in the succession of whole tones with only one

founded, to describe the features of odd and even modes of individual parts, and the
names of modes without the adjective autentic and plagal to denote common features
of “complementary” modes in a polyphonic texture.

3 A. Smith, The performance of 16th-century music, p. 95.

31 'We can interpret ambitus of both parts as a “commixed modes”: plagal Aeolian com-
mixed with authentic Dorian in cantus, and authentic Aeolian commixed with plagal
Dorian in continuo. Cf. . Wiering, The Language of the Modes, p. 9.

32 Cf. Gioseffo Zarlino, Le Istitutioni harmoniche, [ Pietro da Fino],Venice, 1558, pp. 322—
323,324-325,332-333; G. Zarlino, L’istitutioni harmoniche, Franceschi, Venice, 1589,
pp- 418-419, 421-423, 433-434. Zarlino provides different orders of modes in later
editions of his treatise. Cf. Bernhard Meier, Alte Tonarten: dargestellt an der Instrumen-
talmusik des 16. und 17. Jahrhunderts (BSM, 3), Birenreiter, Kassel..., 2000, p. 183. Cf.
also the chapter “Appendix: Modal Characteristics” in A. Smith, The performance of
16th-century music, pp. 165-231.
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semitone between the syllables 72i and f2.* Besides being the elementary aid
in learning sight-singing, these transpositions reflect the way of thinking in
the tone system since they determine the ranges of themes and motives, their
positions in imitations, and much more.

Sicut Cedrus reveals the richness deriving from this system. The entire range
of cantus from ¢’ to ¢ comprises the three last transpositions of the hexa-
chord with three hexachordal proprietates: the “natural” (naturale) on ', the
“soft” (molle) on f* and the “hard” (durum) on g.

Example 2: Overview of the tone system with clefs, the Latin letter name
of each note combined with its solmization syllable or syllables, hexachordal
deductiones and proprietates.™

! . Ia

a fol ——
} fol fa

fa mi
} 3. Sopr'acu. lami re

fol re Vtded 7. perhqua, ;
fa Vv ded.s.per bmol,

6=

e it st et
ARommelana
P o

— la mi
hI If'_ol re d
. fol fa ¥Vt ded.g,per nat. ——
- by | fa mi pe
SE—— N a ‘ 1a mi re
) G fol re Vt dedut.4.perliquad.
| od F fa V¢ . dedut.g.perb molle,
L3 B la mi
. D e fol re
fpatio : &c. C fa Vt  dedut.z.per natura,
riga. h -t
fpatio A e
[——— riga——=8.Gra. T vVt r.dedut. per h quadro.

3 Charles M. Atkinson, Das Tonsystem des Chorals im Spiegel Mittelalterlicher
Musiktraktate, in: Thomas Ertelt and Frieder Zaminer (eds.), Die Lehre vom einstim-
migen liturgischen Gesang, Geschichte der Musiktheorie, vol. 4, Wissenschaftliche Bu-
chgesellschaft, Darmstadt, 2000, pp. 103-133.

Pietro Cerone, Le regole piu necessarie per lintroduttione del canto fermo, Gargano and
Nuci, Naples, 1609, p. 9. We find Cerone’s treatise in the transcript in Croatia: Vito
Bali¢, [Priru¢nik crkvenog pjevanja], in: Andelka Gali¢ et al. (eds.), Visovac — Du-
hovnost i kultura na Biloj stini, Muzej za umjetnost i obrt, Zagreb, 2019, p. 222.
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'The melodic line of each section of this motet moves beyond the range of
the hexachord, hence two transpositions of hexacord are needed to perform
the whole melody. The transition from one hexachord to another was called a
mutation, and it was performed on appropriate tone (/ocus), shifting from one
of its solmization syllables (voces) to the other, depending on the direction
and range of the melodic phrase.*

2.3. Motivic development — “Belle fantasie e leggiadre invenzioni”

'The initial motive of the motet, a characteristic melody of the plagal aeoli-
an mode, begins with a descending skip of a fourth from the fina/is to the
“dominant”, followed by the upper alternating semitone, and correspond to
solmization syllables /z mi fa mi of the natural hexachord on ¢/.%¢

Example 3: Initial motive of the motet Sicut cedrus (bb. 1-2).

hexachordum naturale 1

H o}

)’ A | b 4 n I ]
¥ A | VA yani ] I |
[ £anY O Py 1] (& L _O- 1 | |
o < =Y 1l Y ] IS ] = 1
] o o D] S .

. 1 - cut ce - drus
la  sol fa mi re ut
la mi fa mi

'The initial motive proceedes with an ascending stepwise motion and the
mutation in the hard hexachord on g’. In this transition, we notice the us-
age of the same solmization syllables as in the previous hexachord. Zarlino
described this compositional process as part of a compositional invention
and showed how to develop new melodic fragments from another one by
transposing the same solmization syllables into different hexachords “to fill
the counterpoint with lovely fantasies and graceful inventions” (“per potere
impire il Contrapunto di belle fantasie & leggiadre inuentioni”).*’

% David E. Cohen, Notes, scales, and modes in the earlier Middle Ages, Thomas Chris-

tensen (ed.), The Cambridge History of Western Music Theory, Cambridge University

Press, Cambridge, 2002, p. 344.

'The musical use of rhetorical figures is not examined in this paper. Ennio Stipcevi¢

and Bojan Buji¢ wrote about it in multiple papers analysing the works of Baroque

composers from the Croatian lands. For a comprehensive analysis of Lukaci¢’s collec-

tion in Croatian and English, see E. Stip&evi¢, Tvan Lukacic, pp. 78-123.

7 G. Zarlino, Listitutioni harmoniche, 1589, pp. 299-300. G. Zarlino, The Art of Counter-
point. Part Three of Le Istitutioni harmoniche 1558, transl. Guy A. Marco and Claude V.
Palisca, Norton, New York, 1976, pp. 186-187.
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Example 4: Mutation from the initial natural hexachord into the hard hex-
achord with the use of the same solmization syllables — the first variant of
the motive (b. 3).

] P -
f) 2 | | | A
p’ A | T T T T 1 1 T I | m— I LN 1
Y 4 { 1 1 1 1 1 | 1 1 I | ) 1
(O 1 1 1
A4 | IS ] © T T 1 1
3 1 T ot
Si - cut ce - drus ex-al-ta -tasum in Li - - ba-no.
la mi fa mi la=re mi fa mi re=la
A hexachordum naturale hexachordum durum
p’ A - - I - © (‘I 1]
2 1l > [® ] ~ ]
[ an) < 1] [ ) b |
ANRY4 [(® ) T~ = 11
v o O et
ut re mi fa sol la ut re mi fa sol la

'The first variant may seem too different from the initial motive due to its el-
ementary melodic movement and the small number of solmization syllables.
But if we compare it with the beginnings of all subsequent sections, we can
notice all necessary modifications of melody, rhythm and counterpoint in the
repetition of the given motive emphasized by Renaissance theorists.*®

In the motet of the 16th century, we find a common practice in which each
section of a longer text begins with its own motive. Differently fom that,
Lukaci¢ develops a new rhythmic and intervallic variant of the initial motive
for each section of its motet. The proportional diminution of the initial mo-
tive was adapted to the text “et sicut cypressus” of the second section. In this
way, the motive changes form in /a so/ mi fa mi, thus revealing a similarity
with the typical melodies of the Dorian and Phrygian plagal modes.

Example 5: Proportional diminution of the initial motive (b. 14).

1 . X diminution
s\ H
y’ A | T 1 p” A [ n T ) 1
¥ 4 {— 1 I 1 y 4 1 1 I ) 1
(L O 1 | | (D Z | | | |
A4 =i I (S ] o 1 A4 ’ i ) 1
[ )
Si - cut ce - drus 14
la mi - fami . — —
:@P 77 = T ] T 1
1 - :l ) =} ]
o)
et si - cut cy -pres - sus,
la sol  mi fa mi

% For a systematic overview of motive changes, see Giovanni Maria Artusi, L'arte del

contraponto, Giacomo Vincenti, Venice, 1598, p. 58.
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'The motive of the third textual unit, “quasi mirrha”, can be related to the
first variant of the initial motive or viewed as a retrograde variant of the
whole third bar in which the descending melodic line mutates into a soft
hexachord. In it, peregrinae cadences appear on the tone fand in sequential
repetition (bb. 20-21) on the tone 4, thus giving the impression of transition
into the Dorian mode.

Example 6: Retrograde form of the first variant of the motive (bb. 19-20).

3 ho— -
7 T t ] f —t fre— } N ]
Y 4 1 1 | ; lf ; .I I | I ) I‘ | ]
1H—>» o= ] T ] e —
) [ I l m
ex - al - ta - ta sum in Li - - - ba - no.
la mi  fa mi
— 20 <«
) Pepmmoeoeee- ) ———— === - = :
P’ A IAY I 1 Y 1 T
] T 1 |]
U T T
qua - si myr - tha e-le - cta,
hexachordum durum hexachordum molle
A e e -
b4 (&) IT N > |
7 S [ ] ~7 [1 & (@] ~ 1
[ £ anY = <y hd 1T > (@] T 1
ANE"4 = 1<y ~ i
) . . . .
ut re mi fa sol la ut re mi fa sol la

The last part (*) of the respond also develops from the previous variants of
the motive. So, its beginning is recognized as a retrograde form from the
14th bar motive — with the permutation of the tones so/ and i and resem-
blance to the melodic and harmonic pattern of fo/ia dance (cf. ex. 13) — and
the final cadence as a transposition of the motive from the 20th bar in the
hard hexachord. The distinctive modification of motive in this section results
from the application of triple proportion in imperfect zempus so that a given
unit of time previously occupied by one semibreve is now filled by three sem-
ibreves (Co o |=ljooomol)¥

¥ Ruth L. DeFord, Tuctus, Mensuration, and Rhythm in Renaissance Music, Cambridge
University Press, Cambridge, 2017, p. 119. Lukaci¢ wrote bar lines in continuo part
comprising two semibreves in a bar in imperfect zempus, and applying the proportion
of the triple on each time unit. The omission of the bar line at the end of the penulti-
mate staff (bb. 32-33) in the part-book is a printing error.
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Example 7: The retrograde variant in triple proportion (bb. 22-23) of the
motive in diminution (b. 14), and the cadence (bb. 24-25) with the arrange-
ment of the pitches according to the retrograde form of the first variant of

the motive (bb. 20-21)

14 — 21
H = ‘ H ‘ “ '
75 —— —— — A — N ——Tr—— !
|2 > | Il Il 1 | ] I
ANSY4 I ot ) =1 H—7» Lj__‘_i_ﬂ_______4
Y] hd © 4
et si - cut cy-pres - sus, qua-si myr - rha e-le - cta,
la sol mi fa  mi fa sol la sol fa mi  re
22 «— 2
A , () TR !
P’ A ) I P’ A f o) T /\ A ]
e —F—1—FF—F+ "ot
>, o—o © o -
De-di su-a - vi - ta- tem, (suavita) - - tem o-do - ris.
mi fa sol mi la sol fa sol la sol fa mi  re

In the two textual units that follow, the motivic development continues. First,
the two variants of the motive from the previous parts (from bb. 14 and 19)
are combined into a single form (bb. 26-27),

Example 8: Combination of the motive in diminution and the retrograde
form of its first variant.

26 (’_ ________________________ —')
1) S ] -—————— === -
| A A L A
p’ 4 1 N | ! Y 1 N T
y 4 -y I = P >y F P. | I T I
[ Fan) [’ T ]
A4 1 1 |I) | | |9
T Y I |4
Et si - cut cin-na - mo-mum et bal - sa-mum,
la sol mi fa mi
la=remi fa fa mi re ut

and then the motive fa so/ la sol fa mi re (b. 20) is transformed according to
the new text into fa Ja fa mi re and realized in the hard hexachord (b. 29). The
form of the motive that appears in bar 30 reveals the interweaving of motivic
variants of the previous parts (from bb.14, 20, 24 and 29) as if it were a syn-
thesis of the entire motivic development in the motet.

Example 9: Simultaneous permeation of several variants of the motive (b.

30).

AT L
R ] T 1 !
a-ro-ma-ti - zans, a - IO - - - ma -ti - zans.
fa la fa mi re  fa la sol fa mi re
la sol mi fa mi
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'The motet ends with a short coda on the last words of the repetend with
an emphasized statement of the initial motive in the hard hexachord in the
higher register. The final closure, the cadenza doppia® in the main Aeolian
mode with a characteristic syncopated alternating fourth above the leading
tone, recalls once again the alternating semitone of the initial motive.

Example 10: Coda.

3 il
" | ' |
A — e —— ] H—— f f A
[ £an) P 1 1 = 1 . ™| & 77 . ™ et Il |
A4 I T T T ) - - E - i |
D) I I
su -a-vi-ta - tem o-do - ris.
la mi  fa

'The music treatises of the second half of the 16th century describe the
counterpoint with repetition and variation of a motive and how to perform
variants of a given motive by using mutations of the same solmization syl-
lables in different hexachords.* In Lukaci¢’s motet, we discover such a mo-
tivic work, the development of which partly stems from the possibilities of
the tone system but also other common compositional procedures. One of
the early Baroque tendencies in motets, similarly in instrumental ricercars,
showed itself in the thematic unification in a series of sections (points of
imitation), either in the form of variations or variants of one theme or in
the development of only one.*? Lukaci¢ also uses this procedure in the motet
Sicut cedrus. He gradually develops motivic variants of all textual units from
one initial motive, thus achieving a unique developmental arch and a high
degree of coherence in the composition. That is why we can rightly repeat
the assessment of Ennio Stipcevi¢, who refers to Sicut cedrus as a brilliantly
balanced miniature.®

% Johannes Menke, Kontrapunkt I: Die Musik der Renaissance, Laaber-Verlag, Laaber,
2015, pp. 214-215. Johannes Menke, Die Familie der cadenza doppia, ZGMTH 8/3
(2011), pp. 389-405, https://doi.org/10.31751/654 (accessed: 12/03/2021).

Peter Schubert, Modal Counterpoint, Renaissance Style, Oxtord University Press,
NewYork, 2008, pp. 105-135.

Friedrich Blume, Barock, in: Epochen der Musikgeschichte in Einzeldarstellungen, Biren-
reiter-Verlag, Kassel, 1974, p. 209.

E. Stip¢evi¢, Preface, in: 1. Lvcacih, Sacrae Cantiones, reprint, pp. [7-8, 11]. Cf. Ivan
Lukaci¢, https://en.wikipedia.org/wiki/Ivan_Luka%C4%8Di%C4%87  (accessed:
27/02/2021).
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2.4. Forms of motet sections and diminutions

'The presented systematic overview of text repetitions, imitations and self-im-
itations emphasized the diversity of motet design at all levels. We will sup-
plement it with an overview of the forms of the motet sections, their com-
positional procedures and point out ways to achieve contrast, which is one of
the characteristic features of Baroque music.

The first part of the text in the motet occupies enlarged musical treatment
(bb. 1-13) of the initial motive and its first variant (b. 3) in three successive
musical sentences. In the first sentence (bb. 1-4), the presentation of mo-
tive and its variant ends only with the cadence in the main Aeolian mode.
Concerning the initial motive and its variant, the use of longer and shorter
notes seems contrasting, as if they juxtapose two different species of coun-
terpoint: note-against-note in longer durations (contrapunctus simpex) and
figured (“florid”, embellished) style with mixed note values (contrapunctus
diminutus) that correspond to vocal motet style of the 16th century, but with
a free (madrigal-like) use of semiminims as an independent bearer of sylla-
bles. The contrast is also visible between the descending skip and the com-
plementary ascending motion that corresponds to the meaning of the word
“exaltata” (lat. exaltare, to ascend). The varied and extended restatement of
this sentence (bb. 5-9) is preceded by the initial motive in diminution in the
soft hexachord in continuo (bb. 4-5) as if it were a transition into the plagal
Dorian mode followed by the answer in the cantus in the natural hexachord
of the plagal Aeolian. In this way, the beginnings of these two sentences vary
in homophonic and imitative textures. The variant of the motive on the word
“exaltata” in the second sentence extends its range and attains a melodic cli-
max on ¢ showing additional written out embellishments in the groups of
tusa figures in a way characteristic of the instrumental diminutions and mad-
rigal style of the second half of the 16th century. The finalis of this sentence
is on the tone & and belongs to the peregrinae cadences in the Aeolian mode.
'This cadence allows the similar point of imitation as at the beginning of the
second sentence, only now with the first variant of the motive and its em-
bellished imitation between natural (continuo) and hard hexachord (cantus).
Here we notice again different motions of longer and shorter note values.
'The third sentence (bb. 9-13) begins with this point of imitation, containing
only a part of the text so that the first part of the motet does not exceed the
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usual procedure of double presentation of the whole text of a particular mo-
tet section. The first variant of motive in the first and second sentences goes
beyond the natural hexachord to the hard. It could be a madrigalism, tonal
depiction of the meaning of the word “exaltata”, but, in the third sentence,
it was transposed within the range of only one hexachord. The final cadence
of the first section is on the finalis of the Aeolian mode. Of all the present-
ed motivic variants, the initial motive repeats only once in the unchanged
form at the beginning of the second sentence, but with a metrical shift by a
semibreve, respecting the requirement to avoid literal repetitions. Imitations
at the fifth below the finalis of the Aeolian mode, which corresponds to the
tonal relationship of tonic and subdominant, are common in the Phrygian
mode and again indicate the closeness of these two modes.

'The terms of diminutions mentioned in this paper denote several different
procedures that require explanation. The first refers to the proportional dim-
inutions of note durations or, in a more general sense, the division of longer
durations into different shorter values or rhythmic figures (contrapunctus
diminutus) with the application of different types of dissonances in the pri-
ma prattica style. Another meaning is the virtuoso variations and embel-
lishments of basic melodic tones by adding short, fast figures and passages,
encompassing a wide range from established and precise rhythmic figures to
ornaments with irrational duration of improvisational origin and character,
as well as a new treatment of dissonances in seconda prattica style.

We find all the above procedures in Lukaci¢’s motet: proportional diminu-
tions of note-values in motivic work (bb. 4-5,13-14), contrapunctus diminutus
in the formation of all motivic variants, which are embellished in further
repetitions in the way of instrumental diminutions of the second half 16th
century (bb. 7-8,10-11, 16-17, 30), and an indication of virtuoso ornament
in the cadence of the second sentence (b. 9), which may suggest the appro-
priate way of improvisation during the performance.

'The second section of the motet (bb. 13-19) begins with the motive in dim-
inution (in which the word “sicut” reappears). After the imitation at the
octave between continuo and cantus, it continues by self-imitation in the
higher register (hard hexachord), performing a point of imitation in a latent
three-voice texture, thus broadening the possibilities of a limited monodic
texture. These imitations occur over the sequential repetition of the interval-
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lic pattern in the continuo part, which contains the intervals of the descend-
ing perfect fourth and the ascending minor second of the initial motive.

Example 11: Latent three-voice point of imitation over the sequence of in-
tervallic pattern.
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In this tone system, the intonation of intervals was practised in the range
of hexachord in ascending and descending stepwise motion. The sequences
of these intervallic patterns and their canonic imitations represent common
improvisational and compositional techniques of Renaissance music.*

After the initial point of imitation in the second section, the first variant of
the motive, which in the first section reappears embellished on the word “ex-
altata” (bb. 7-8, 10-11), is here transferred to the text “in monte” (bb. 16-17),
thus giving the same meaning to these parts. During triple repetitions of this
phrase, which rises to a melodic climax on the ¢’ tone, we notice a gradual
augmentation of the harmonic rhythm in the temporary cadence on the ¢
tone. This simple cadence without suspension (cadenza semplice®) appears
first in note-against-note counterpoint (b. 8) and after with embellishments.
It has only the role of a caesura, a clear separation of words, before the final
embellished cadences (cadenza diminuta*) on d and a, characterised by sin-
copated fourth resolving into a leading tone of a mode.

Example 12: Augmentation and embellishments of the simple cadence

8 11 17
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# J. Menke, Kontrapunkt I: Die Musik der Renaissance, pp. 140-153.
*  G. Zarlino, Listitutioni harmoniche, 1589, p. 261.
% G. Zarlino, L'istitutioni harmoniche, 1589, p. 261.
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'The second part of the motet concludes with the prominent cadence in which
the bass motions avoid the typical formula of an alternating syncopated forth
above the leading note (cadenza doppia) and change the minor third of the
Aeolian mode to major as if it were a Picardian third introduced before the
final chord. This cadence in the middle of the composition convincingly con-
cludes the first two sections of the motet, which are closely intertwined with
the same elements, always yielding new variants in one developmental flow.

In the second half of the motet, divided into five textual units, the develop-
ment of new motivic variants continues, but now in retrograde forms and
more emphasized contrast between sections. The bass line of continuo part
no longer contains statements of motivic variants, which does not exclude
the possibility of imitations in the upper voices during its realization. The
three sections, “Quasi mirrha”, “Et sicut Cinnamomum” and “aromatizans”,
are formed only by double appearance of motivic variants in the ranges of
three hexachords. The motive of the third section, “Quasi mirrha”, changes
the hexachords like the first variant from which it derives (see ex. 6) but mu-
tate from the hard hexachord to soft and in sequential repetition it is trans-
posed a third lower into the range of the natural hexachord with cadence on
tone 4. This cadence is followed by the fourth section in triple proportion
(bb. 22-25), with a resemblance to melodic and harmonic pattern of fo/ia
dance,* whose typical melodic line in the first part of the pattern adapts to
the retrograde form of the motive in diminution. The fo/ia further justifies
the use of the major fifth chord on the tone A4 (b. 22), which corresponds to
the application of the musica ficta in the realization of the continuo.®

Example 13: Melodic and harmonic pattern of fo/ia dance in tripla.
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#  Wilibald Gurlitt and Hans Heinrich Eggebrecht (eds.), Riemann Sachlexikon Musik,
Schott, Mainz, 1996, pp. 294-295.

Francesco Bianciardi, Brewve regola per imparar'a sonare sopra il basso con ogni sorte d’is-
trumento, Siena, 1607.
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We have already pointed out the derivations of the motivic variants in a
triple proportion in the fourth section. Now, we indicate the similarity of
the phrase in which the word ,suavitatem” reappears (bb. 23-25) with em-
bellished variants on the words ,exaltata” and ,in monte”, by which all three
parts obtain the same meaning of ascension, which corresponds to the very
teast of the Assumption of Mary. The fourth section connects all the melodic
elements into a single sentence in one gradual arch, which contrasts in char-
acter with other sections of the motet due to the change of meter and a ho-
morhythmic texture similar to the sacred symphonies of Giovanni Gabrieli.

In the fifth and sixth sections (bb. 26-29, 29-31), different motivic variants
blend into new forms, which in a tight reappearances and continuous de-
velopmental flow produce a sense of a musical whole. Sudden changes in
the vocal registers occur in quick transpositions of these motives, reaching
the cadence points on tones f, ¢, 4, and finaly on tone 4. The begining of the
fifth and the end of the sixth section give the impression of transition to
the Dorian mode on tone 4, that further binds together the two parts into a
single whole. The above mentioned cadence points could also belong to the
Dorian mode. The same harmonic relation links the end of the sixth section
with the repetend in triple proportion (b. 31) as the end of the third sec-
tion with the first appearance of the section in triple proportion (bb. 21-22).
'The unifying and emphasized character of the section in triple proportion is
further underlined by the literal repetition (like a refrain), only now with a
metrical shift. A short coda rounds the whole composition off with the final
statement of the initial motive in the highest register and confirms the main
Aeolian mode with the cadenza doppia. In this joined cadence, we again rec-
ognize the sequence of the intervallic pattern from the initial motive, only
now in the expressive interval of the diminished fourth.

In the second half of the motet, the development of the initial motive con-
tinues, as already stated, but sudden changes and contrasts of short musi-
cal-textual sections occur. Sections in refrain-like triple proportions further
divide the second half of the motet into two parts. This division is addition-
ally underlined with the same modal relations — the transition from Dorian
on 4 to Aeolian on 2 — between the third and fourth sections and the next
two sections and the repetend. In the fifth and sixth sections, just as in the
sections in triple proportion, different variants of motive are combined and
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amalgamated into new forms, as if it were a synthesis of the entire motivic
work.

A look at the continuo part reveals that the melodic phrases are arranged
according to three hexachords, soft on £, hard on G and natural on ¢. In the
continuo realization, the consonant triads in a root-position predominate,
with the occasional use of passing tones and the suspension of the fourth
(4-3) in the cadences. Additional figures appear only for the two sixth chords
(bb. 18 and 35) and for the “fake” suspension of the fourth (3—4-3) in the
coda. The dissonance treatment in this motet mainly corresponds to the pri-
ma prattica style, even in ornamental passages. Dissonant figures of the new
style (seconda prattica) include accentus® (b. 18), an upper neighboring tone
like a thriller or tremolo that follows the circulatio™® and precedes the climax
of the phrase (bb. 10, 16), and a diminished fourth in the final cadence as an
expressive melodic element of the new style.

3. Conclusion by comparison

Each music period reveals many compositional tools and common places
(loci communes) necessary for composing. They arise from the educational
system and already established compositional practice. We have recognized
such common places in Lukac¢i¢’s music, among which the canons of the
hexachords and intervallic patterns and their embellishments (diminutions)
with typical figures play a considerable role. It is hard to conclude on mutual
influences between contemporary composers only based on similar realiza-
tions of these common places in their works. The best example is Lukacic’s
motet Nos autem, published in the Promptuarii musici collection (vol. 3) of
Johann Donfrid together with the settings on the same text of Giacomo

Finetti (1577-1631)°* and Antonio Mortaro (1587-1610), both Conventual

# 'The ornamentation of the descending stepwise motion in which the upper neighbor is

added to the end of the main note. Dietrich Bartel, Musica Poetica. Musical-Rhetorical
Figures in German Barogue Music, University of Nebraska Press, Lincoln and London,
1997, pp. 170-176.

0 D. Bartel, Musica Poetica, pp. 216-219, 427-431.

°1 Hrvoje Beban, Introduzione, in: Giacomo Finetti, Sa/mi a tre voci con il basso per I'orga-
no, 1618 (Corpus musicum franciscanum, 25/4), Centro Studi Antoniani, 2017, p. v.
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Franciscans like Lukaci¢.? Though many music collections at the time had
similar titles, the title of Lukaci¢’s collection bears the great resemblance
to Mortaro’s collection “Sacrae cantiones tribus vocibus concinendae”, pub-
lished in several editions.

In the first decades of the 17th century, it was hard to distinguish the char-
acteristics of specific musical formal types or genres. According to the formal
procedures, we can divide them into three types: motet-like series of various
overlapping sections, madrigal-like contrasting procedures and a division
into separated sections of the concert style.”> And yet, there is a whole range
of procedures between diversity and contrasting or between overlapping and
separated sections that suit different types. In the comparison of Lukaci¢’s
and Mortaro’s motet Nos autem,** we notice the similarity in the above-men-
tioned canons, but Lukaci¢’s work displays a distinctive feature in the al-
ternation of motive in long durations with the canon in fast figures. Even
more, Lukaci¢ makes contrasts in texture between solo bass and tenor duet,
i.e. monody and two-voice canon, and reduces the motives from the canon
immediately after the first entries to short figures and treat them imitatively
until the concluding cadence. The contrast is more distinguished due to the
differences between the expressive descending motive in Dorian mode (/ fa
mi) that seems to announce Baroque figures of “sigh” and the explosive as-
cending motive in the range of major triad built on the seventh scale degree
of the mode (ut re mi mi fa sol).

%2 Cf. Lucija Konfic, Ivan Lukaci¢’s compositions in the context of contemporary musi-

cal anthologies — from the point of view of digital musicology, in: Ivana Tomi¢ Feri¢
and Antonela Mari¢ (eds.), Izmedu srednje Europe i Mediterana: Glazba, knjizevnost i
izvedbene umjetnosti | Between Central Europe and the Mediterranean: Music, Literature
and the Performing arts), Umjetnicka akademija, Filozofski fakultet, Split, 2021, pp.
268-270.

% 'W. Braun, Die Musik des 17. Jahrhunderts, p. 206.

> 1. Lvcacih, Sacrae Cantiones, reprint, No. 21. Antonio Mortaro, Sacrae cantiones tri-
bus wvocibus concinendae, Cantus 1., Simonis Tini & Io. Franciscum Bisutium, 1598,
p- 4, https://imslp.org/wiki/Sacrae_cantiones_(Mortaro%2C_Antonio) (accessed:
30/03/2021). J. Donfrid (ed.), Promptuarii musici, vol. 3, No. 78, https://stimmbuech-
er.digitale-sammlungen.de//view?id=bsb00073473 (accessed: 30/03/2021). Cf. http://
www.cantoressanctimarci.it/anteprime/4069.pdf (accessed: 30/03/2021)
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A similar relation of motives exists in Lukaci¢’s motet Sicut cedrus, but also
in the setting on the same text of Lukaci¢’s contemporary Antonio Cifra
(1584-1629), published in the already mentioned Donfrid’s collection. We
can observe the relation of their motives through the motet-like alternation
of various sections (in longer and shorter durations, homophonic and imita-
tive textures) and also as a contrast of different motivic gestures typical for

the madrigal style.

Example 14: Antonio Cifra, Sicut cedrus.>
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In these two motets, there are corresponding settings of the same text units
in all sections. Those similarities derive from an equal division of text units,
text declamation, accented syllables, and words meanings as it is the case in
their syllabic beginnings with alternating semitones in longer durations in
contrast to ascending stepwise motions on the word “exaltata”. Cifra trans-
mits the ascending motion to the same sections as Lukaci¢ did in his motet,
thus uniting them in the same sense. Reaching for the initial motive, i.e. its
semitone, can be seen in Cifra’s motives “et sicut cypressus” and “dedi”. We
can recognize his motive “quasi mirrha” as a retrograde form of ascending

% J. Donfrid (ed.), Promptuarii musici, vol. 3, No. 178. Cf. http://www.cantoressancti-
marci.it/anteprime/4119.pdf (accessed: 30/03/2021).
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motion on the word “exaltata”, as in Lukaci¢’s example. In the development
of the whole composition, we notice the most similarity in the contrast of the
initial motives, which Lukaci¢ enriches with the descending forth of the first
motive. We also find other common elements such as text division and dou-
ble presentation of textual units. Regardless of whether it is a possible model,
there are four key features of Lukaci¢’s motet that are not in Cifra’s work: a
gradual development of the initial motive, the implementation of embellish-
ments (diminutions) through all sections of the form (not only at the end on
the penultimate syllable like the jubilus®®), madrigal-like contrasts, more pro-
nounced distinction between sections with metrical and character changes in
the triple proportion and its repetition as a refrain. Cifra sets to music only
the respond, without verse, but repeats the last two text sections. He restates
them in the motet style, creating variety in counterpoint and imitativ pro-
cedures, without literal repetitions and character contrast as in Lukaci¢. The
motet with the same title of Felice Anerio (c. 1560-1614)%7 can best reveal
the extent to which “natural” declamation and interpretation of the meaning
in the settings of the same text can lead to similar achievements. We can also
here notice a variant of the initial motive transferred into the homophonic
texture (“dedi suavitatem”), repeated literally (repetend) at the end of the
motet, thus uniting the whole form in the meaning as in Lukaci¢’s example.

'The similarity of the settings having the “natural” declamation and the con-
trasting contents of the text does not say much about the mutual influences
of the composers.”® Moreover, it is a matter of the applied formal procedures
or compositional techniques. For example, in the madrigal Amatemi, ben Mio
(1591) of Luca Marenzio (1553-1599), we notice many of the procedures we
described in Lukaci¢’s motet: similar contrast of opening phrases, rhythmi-
cally more characteristic motives, repetitive figures, semiminim and fusa as
syllable bearers and frequent cadences without suspensions. Thus, we notice
the extent to which the features of the madrigal style permeate Lukacic’s
motet.

*¢ Daniel Saulnier, I/ canto gregoriano, Edizioni Piemme, Casale Monferrato, 1998, pp.

38-39.

57 Carl Proske, Musica Divina, Volume II, Liber motettorum, Friedrich Pustet, Re-
gensburg, 1854, pp. 354-357, https://ks.imslp.net/files/imglnks/usimg/0/06/1M-
SLP73107-PMLP146436-MusicaDivinaProsce2.pdf (accessed: 30/03/2021).

*8 Walther Diirr, Sprache und Musik (BSM, 7), Birenreiter, Kassel..., 2004, pp. 13-17.
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We find much more similarities between Lukaci¢’s motet and the first motet
Exaudi me, Domine in Viadana’s collection Cento concerti ecclesiastici. Simi-
larities occur at the level of motives, moreover, at the level of compositional
techniques. We have already pointed out that Viadana’s sacred monody fol-
lows the tradition of motets of Roman church music, which we can see in
the way of connecting sections and the double presentation of each textual
unit. In the elaboration of this motet, Viadana follows prima prattica style,
and embellishing passages (diminutions) are introduced only in the final sec-
tion. In the initial motives and their treatment, we can recognize several of
Lukaci¢’s techniques. Viadana’s motet begins with equal interval patterns
(la mi fa mi), which repeat and transpose into ranges of other hexachords,
mainly shifted metrically with different counterpoints. Each subsequent sec-
tion introduces new variants of initial motives or connects them with other
elements in new forms.

Example 15: Lodovico Viadana, Exaudi me, Domine iz Cento concerti ecclesi-

astici (1602.).”°
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Nevertheless, Lukaci¢’s motet differs in the four key features from both Vi-
adanin’s and Cifra’s motets. In Viadana’s motet, there are connections be-
tween sections with characteristic intervals of the initial theme, but in a
manner of motet style and without an explicit developmental course.

% Lodovico Viadana, Cento concerti ecclesiastici, op. 12, Giacomo Vincenti, Venice, [1602]

1605, No. I, https://imslp.org/wiki/Per_sonar_nelorgano_li_cento_concerti_ecclesi-
astici_(Viadana%2C_Lodovico_da) (accessed: 30/03/2021).
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We can conclude from the above comparisons that newer techniques en-
riched Lukaci¢’s musical language, unlike the language in the compositions
of his predecessors and contemporaries. In motet Sicut cedrus, the compo-
sitional practices of both styles permeate the features of the three musical
genres that marked church music in the first decades of the 17th century.
Lukaci¢ develops the whole motet from one initial motive and its variants.
Their transformations and other compositional procedures reveal a unique
developmental path of the composition. Compared to similar motets, we
discover a significant influence of the tradition of Roman church motets on
Lukaci¢’s music (Viadana, Cifra). We also recognize the compositional tech-
niques that Lukaci¢ adopted from his Franciscan confreres, the acquaintance
with Finetti and probably through the printed works of Viadana and Mor-
taro.
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An appendix: Ivan Marko Lukaci¢, the motet Sicut cedrus from Sacrae cantiones (1620).

Sicut cedrus

Ivan Marko Lukaci¢
(Sibenik, c. 1585. — Split, 1648.)
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Abstract

The choirmaster of the Split Cathedral, Ivan Marko Lukadic (. Sibenik, d. 1585 - Split,
September 20, 1648 ), is an early Baroque composer who occupies a special place in the
Croatian musical life of the 17th century, as well as in the history of Croatian music. The
collection Sacrae Cantiones, Singulis Binis Ternis Quaternis Quinisque vocibus Conci-
nenda was printed in frve separate volumes (Cantus, Altus, Tenor, Bassus, Organum ) in
Venice in 1620. is the only preserved and known collection of Lukacic. On the eve of the
400th anniversary of the Sacrae Ceantione edition, the international Musica Adriatica
ensemble gave the integral performance of the collection in December 2019 in St. Dom-
nius Cathedral in Split. The motets for one to five voices were performed by the ensemble
consisted of first soprano, second soprano, countertenor, tenor, and bass with a section of
basso continuo players (theorbo, viola da gamba and organ). The article provides some
aspects of the performance of Lukacic’s early Baroque motets in the contemporary context.
This interdisciplinary approach combines musical-analytical thinking with the experi-

ence of live performance.

Keywords: Tvan Lukacic, Sacrae cantiones, Musica Adriatica, ensamble, performance

Introduction

'The choirmaster of the Split Cathedral, Ivan Lukaci¢ (Sibenik, 1585 - Split,
September 20, 1648), is an early Baroque composer who occupies a special
place in the Split musical life of the 17th century and the history of Croatian
music. He left a unique musical legacy of twenty-seven motets available to
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us today due to the efforts of musicologists Dragan Plamenac' and Ennio
Stipéevic?.

Lukaci¢ comes from Sibenik, where he got elementary music education. A
few years after, called to live a religious life, he entered the monastery of
St. Francis in Sibenik (June 1, 1597). He continued his musical education
in Italy (1600). After many years in Italy, he returned to his native Sibenik
(1618), Croatia. He moved to Split in 1620, where he became “musicus prae-
fectus” in St. Domnius Cathedral and the guardian of St. Francis monastery
on the seafront, where he served almost until the end of his life.

Considering some aspects of his music and for a more detailed understand-
ing of his musical legacy, the continuation of the text provides an overview
of available musical scores, information on the ensemble performing motets,
and sources of motet texts. The author also deals with characteristics of the
composer’s musical style and issues related to the performance of the ensem-

ble Musica Adriatica.

1. The context of Lukacié¢’s time

The 17th century brought many innovations in music. They included the
transformation of musical notation, the metrical structure of music notation
and awareness of the role of rhetoric in music, and changes in vocal and in-
strumental music. Musical notation from any period challenges a performer
to estimate the possibilities and ways of music performance. It is more evi-
dent in music in which self-understood performing practice had a large part.

Ivan Lukaci¢, as a contemporary of Claudio Monteverdi, the ‘creator of mod-
ern music”, (1567-1643), published his collection Sacrae cantiones in Venice,
ten years after the publication of the famous Monteverdi Vespers and only
seven years after Monteverdi became maestro di cappella in St. Mark’s Ba-
silica in Venice. Venice was the centre of musical events and the emergence
of a new musical era. At the beginning of the 17th century, the focus was

1

Dragan Plamenac, Nepoznat hrvatski muzi¢ar ranoga baroka, Obzor 75 (1934) 293, p.
6.

2 Ennio Stip&evi¢, Lukaci¢ dosao iz Krakova, Viesnik, 25/01/1983, p. 7.

3 Eng. ‘creator of modern music’, Tim Carter, Performance in the seventeenth century:
An overview, in: Colin Lawson and Robin Stowell (eds.), The Cambridge history of
Mousical Performance, Cambridge University Press, 2012, p. 379.
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not so much on the precise setting of instruments and performers who had
to perform a specific part. Due to the development of musical instruments
and genres of music over the centuries, the role and function of each musical
instrument gradually became clear. National styles influenced the creation of
musical instruments, especially the organ, and the performance practice, in-
cluding individual compositional style. Also, we have to point out that many
musical works were created for specific occasions and particular performers.

When old and new styles were touching and complementing, changing, and
creating recognizable determinants of early Baroque aspirations, there was a
significant professionalization of performers, who had to follow the require-
ments placed on them. The old practice, prima prattica, was challenged by the
new one, seconda prattica, which relied on ancient Greek vocal declamation
and instrumental s¢y/us phantasticus based on improvisation and the develop-
ment of basso continuo and keyboard-directed ensembles.*

To understand the musical practice of the early Baroque, one should not
neglect the influence that many musical genres (inherited, developed, rich
in stylistic features) had on the performance. Besides the sacral concert, or-
atorio, motet, concert madrigals and cantatas, music for the theatre began to
develop. It was the period when Italian opera, French ballet de cour, tragédie
en musique, Spanish comedia and zarzuela, English masque and semi-opera
developed. The demands on singers and musicians were growing. So, they
tried to adopt unwritten performance practices of the time. Those practices
included the virtuosity of singers, dramatic presentation, more effective com-
munication, articulation, and ornamentation (“embellishment” techniques).’
Performance techniques led performers away from the ideals of the Renais-
sance polyphony as prima prattica. Yet the seventeenth century, especially the
beginning of the century that is the focus of this research, does not bring the
predominance of one practice, but the constant fluctuations of the inherited
and the new, developing, empowering and creating countless twists on the
music map of Europe.®

Cf. David Stewart Ponsford, Instrumental performance in the seventeenth century,
in: Colin Lawson and Robin Stowell, (eds.), The Cambridge History of Musical Perfor-
mance, Cambridge University Press, 2015, pp. 426—430

Eng. embellishment tehniques

¢ Cf. Ibid.
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2. Review of the editions of the Sacrae cantiones collection

Exactly four centuries ago, in 1620, Lukaci¢’s collection Sacrae cantiones
was printed in Venice in five separate volumes (Cantus, Altus, Tenor, Bas-
sus, Organum), which is the only preserved and known Lukaci¢’s collection
of motets. These motets are exceptional examples of early Baroque sacred
music. Preparation for the performance began with a search for releases of
Lukaci¢’s musical legacy and their comparison. Ennio Stipéevi¢ put much
effort to elaborate on the current editions. In 1986, he prepared a complete
collection in modern transcription with a proposal for the basso continuo part
and a preface to the edition. The overview of printed editions from the time
Plamenac discovered Lukaci¢, according to Stipéevic.”

Sheet music editions of the Sacrae cantiones collection are available in:

- ITvan Lukacic, Odabrani moteti (1620)%, Dragan Plamenac (ed.), Hrvatski
glazbeni zavod, Zagreb, 1935. (1st edition) and 1975 (2nd edition).

- Cetiri moteta Ivana Lukag&iéa iz zbirke Promptuarium musicum Johanna
Donfrida, Lovro Zupanovié (ed.), Zvuk, Sarajevo, 1969/91, 32-37, Ap-
pendix: separate imprint of transcriptions of four Lukaci¢ motets, 1-16.

- Tvan Lukacié, Sesnaest moteta iz zbirke “Sacrae cantiones” (1 620), Josip An-
dreis (ed.), Muzikoloski zavod Muzicke akademije Zagreb, 1970.

- Ivan Lukacic OFMConwv. (c. 1585-1648), Sacre cantiones Venezia, 1620,
Moteti a 1-5 voci, Ennio Stipcevi¢ (ed.), Corpus Musicum Franciscanum,

Padova, 1986.

Cf. Ennio Stipéevi¢, Ivan Lukaci¢ i njegova zbirka duhovnih moteta Sacrae cantiones,
Venecija, 1620 (preface), in: Ivan Lukaci¢, Sacre cantiones Venezia, 1620, Moteti a 1-5
voci, Ennio Stipéevié¢ (ed.), Corpus Musicum Franciscanum, Padova, 1986., p. xv; E.
Stipcevi¢, Bibliografija /Bibliography, u: Ioannis Lvcacih de Sebenico, Sacre Cantiones
Singulis Binis Ternis Quaternis Quinisque vocibus Concinendae (Venetiis 1620), Ennio
Stipcevi¢ (ed.), Muzicki informativni centar Koncertne direkcije Zagreb, Gradska kn-
jiznica “Juraj Siigorié" Sibenik, Zagreb, (reprint), 1998, p. ix.

'The edition consists of eleven motets with proposals for the basso continuo part, of
which 1-part (2), 2-parts (4), 3-part (1), 4-part (2), 4- or 5-parts (1), and 5-parts (1).
Dragan Plamenac wrote a foreword to the edition having the following motets written
in modern musical notation: 1-part Cantabo Domino and Coeli enarrant, 2-part Or-
antibus in loco isto, Quemadmodum desiderat, Veni, sponsa Christi and Cantate Domino;
3-part Domine, puer meus; 4-part Ex ore infantium and Quam pulchra es; 4-or 5-parts
Canite et psalite and 5-parts Panis Angelicus.
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- loannis Lucacih de Sebenico: Sacre Cantiones Singulis Binis Ternis Quater-
nis Quinisque vocibus Concinendae (Venetiis 1620), Ennio Stip&evi¢ (ed.),
Muzicki informativni centar Koncertne direkcije Zagreb, Gradska kn-
jiznica “Juraj Sizgori¢” Sibenik, Zagreb, 1998. (reprint of the original).

3. Music ensemble

The need to choose the ensemble and the type of instruments prompted us
to review contemporary editions of Lukaci¢. The collection contains twen-
ty-seven motets for “one, two, three, four and five voices”: 6 monodic motets
(6), 15 two-part motets (15), three-part motets (3), four-part motets (2),
four-part or five-part motet (1), and five-part motet (1). Lukaci¢ motets re-
veal his composing skills, individuality and music creativity. So, it is hard to
single out those worth more significance and viewed as more prominent ex-
amples of Lukaci¢’s musical language. We assume that Lukaci¢ did not com-
pose motets at the same time when their printed editions occurred. We are
uncertain about the place and time of their creation and performance venue.
Lukaci¢ printed motets according to the employed voices, i.e. from mono-
phonic to five-part motets ordered from high to low voices and provided in
the complete index of the collection at the end of the volume for Organum.

Luigi Zenobi from Ancona, known as “Cavaliere del Cornetto” in the last
decades of the 16th century, responds to the request of his master (“Serenis-
simo Mio signore e Padron”) in the form of a letter specifying precise criteria
for the selection of the best musicians - singers, composers, singers trained
in counterpoint and instrumentalist of any wind and string instrument.’ Be-
sides the characteristics of “individual (male) voice (bass, tenor, alto and so-
prano)” Zenobi also provides valuable information about the place and ways
of embellishing each of them. “He starts with the bass, who should have a
range of twenty-two notes (three octaves!) which he can sing in a full and
even tone.”!® Furthermore, tenors and altos have more freedom in embel-

?  Bonnie J. Blackburn and Edward E. Lowinsky, Luigi Zenobi and his Letter on the
Perfect Musician, Studi musicali XXII (1993), p. 79 (English trans. p. 96).

Richard Wistreich, Vocal performance in the seventeenth century, in: Colin Lawson
and Robin Stowell (eds.), 7he Cambridge History of Musical Performance, Cambridge
University Press, 2015, pp. 410-411.

10
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lishments when singing solo parts. Sopranos, above other voices, have the
obligation and complete freedom to improvise diminutions.

As for the practice of the early Baroque, the performing group was very flexi-
ble, in such a way that one part could be sung, for example, by a cantus or ten-
or. Not infrequently, an instrument could replace a missing singer part (if a
singer(s) was not able to sing), e.g. a three-part motet with basso continuo was
performed with two soloists, one melodic instrument and a dasso continuo
line. Instruments often played co/la parte as well, following the written vocal
part. The I/ Corago anonymous treatise focuses more on the general settings
of musical theatre, referring to the practice of the time in which the basso
continuo section had to be proportional to the number of singers. If the asso
continuo section accompanies one singer, and if the instruments are closer to
the audience, they should be low melody instruments that do not dominate
or override the singer(s). Furthermore, the dasso continuo section also de-
pends on the way of singing or the type of composition. So, if the singer sings
a lively text, the instruments have to follow the entire musical expression.'
In his notations, Lukaci¢ does not mention additional, so-called melodic in-
struments as accompaniments to vocal parts, which does not mean that such
practices did not exist. Composers used to emphasize such doublings. We
assume that the freedom of “arranging” happened without a clear intention
of the composer, having in mind other unwritten performance principles.

4.'The motet texts

In his book on Lukac¢i¢, Ennio Stipéevi¢ provides an overview of the sources
trom which Lukaci¢ extracted the selected texts, slightly intervening in them
only in a few places. Besides Breviarium Romanum and the Missal (Missale
Romanum), the composer used other texts from the Book of Psalms, the Old
Testament books (the prophets Isaiah, Sirach, Daniel, Samuel), the Epistle
to the Galatians, Solomon’s Song of Songs, and the Gospel of Matthew.
However, two motet texts, the three-part Responde Virgo and the four-part

11 Bonnie J. Blackburn and Edward E. Lowinsky, Luigi Zenobi and his Letter on the
Perfect Musician, Studi musicali XXII (1993), pp. 82-85 (English trans. pp. 98-102).
Cf. Roger Savage and Matteo Sansone, Il Corago’ and the Staging of Early Opera: Four
Chapters from an Anonymous Treatise circa 1630, Early Music 17 (1989) 4, pp. 495-511.

12
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(or five-part) Canite et psallite, remain of unknown origin.”® Further research
will probably clarify this vagueness of the texts’ origin and thus facilitate the
understanding of future researchers and performers concerning some motet
titles.

5. Tempo

When putting focus on tempo, it needed different parameters for observa-
tion, such as a written measure, tempo markings, which increasingly adopted
Italian terminology, and a genre of music composition. “A more reliable than
notation and time signature as an indicator of tempo was the genre of the
music”, so the marks of a particular dance in notation (e.g. the slow pavan
and the fast galliard or courant, among many others).” In the early 17th
century, composers still relied on the zacfus and peculiarities it brought in the
notation and organization of the musical text.” As for tempo, there was a
practice of unwritten principles. Alternations of binary and ternary rhythms
were typical when Lukaci¢ composed his motets, hence he also introduced
changes of measure in short units of his motets. The performer is not required
to follow a metronome mark but chooses tempo depending on “the character
and nature of music composition”.’® Since Lukac¢i¢’s motets are notated “in
late but weakening mensural notation”, which marks “only had the general
meaning”, whereas the change of signs (proportion) indicates their mutual
relationship.'” It follows from such proportional relations that the three-beat,
ternary measure entailed a “significant acceleration of the tempo” regarding
the binary measure. Seconda prattica brought a change in the understanding
of tempo, so, composers and performers increasingly linked tempo with an-
cient Greek vocal declamation. They relied on rhetorical improvisation in

3 Ennio StipCevié, Jvan Lukacié, Muzicki informativni centar Koncertne direkcije Za-

greb, Zagreb, 2007, p. 86-88.

David Stewart Ponsford, Instrumental performance in the seventeenth century, in:

Colin Lawson and Robin Stowell (ed.) The Cambridge History of Musical Performance

Cambridge University Press, 2015, p. 430

1 Cf.Ibid.: p. 426-427.

16 Dragan Plamenac, [van Lukacic, Odabrani moteti (1620), Hrvatski glazbeni zavod, Za-
greb, 1935, 2 ed. 1975, p. 8.

7 Ibid.

14
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which the tempo was conditioned not only by binary and ternary measures
and slow and long notes but also written and performed diminutions that
affected the tempo, aligned to the effects the text evoked. Observed, there-
fore, through rhetorical principles, the tempo in a modern style (stile mod-
erno) largely depends on the text itself and on the process of interpreting
the relationship of word and music. Decisions on tempo and the changes of
measure and meter within a particular motet will play a significant role in the
interpretation of Lukaci¢’s motets.

6. Some features of Lukaci¢’s composing style

Lukaci¢ based his motets on the knowledge of contemporary achievements
and individuality, especially evident in the diversity of his musical language.
One could approach Lukaci¢’s musical legacy from different points of view
that would hardly fit into one study. Therefore, this work focuses on selected
features related to the performance.

Lukaci¢ musical language depicts compositional practices that relied on Re-
naissance prima prattica and established rules for “equally loud polyphony”,
treatment of vocal parts, lyrics, and inherited compositional techniques. Such
examples can be found in multi-part motets, although Lukaci¢ already man-
ifests interesting polyphonic procedures in two voices. The composer con-
tinues to compose in modal scales, without fleeing from the functionality
of some motets, so we occasionally find the interweaving of modality and
systems closer to tonality in some motets.

Furthermore, the diversity of his motets results from the use of characteristics
closer to the new artistic trends known as seconda prattica, or stile moderno.
Merging, but also contrasting these two compositional (and performance)
practices contributed to the art of composing, which means that the features
of the first and second practices are unavoidable in the interpretation and
performance of Lukaci¢’s musical works.
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6.1. Some aspects of the motet idiom Domine quinque talenta

'The two-part motet Domine quinque talenta can evoke some of the men-
tioned compositional techniques that Lukaci¢ used.

The motet was written for “Cantus sive Tenor Primus” and “Cantus sive Ten-
or Secundus”, as stated in Lukaci¢’s print edition, which leaves open the
composer’s choice of performers, their availability and adapting to the possi-
bilities of each performance. At the very beginning of this seemingly simple
motet, we discern the wholeness of the musical thought of the first part
of the text from the Gospel of Matthew 25:20 (“Domine quinque talenta
tradidisti mihi”). The singing of the first voice on the fifth, as an invocation
to the Lord (“Domine”), contrasts the continuation in long notes values af-
ter the pause. The pause, especially since it starts with one voice with the
accompaniment, means a breath for the singers. It also has a psychological
meaning because it physically separates the long notes from the continuation
of more fragmented values. The simple beginning of the motet on the fifth
with a repeated tone and the descending minor third interval on the word
“Domine” is interesting. Although it extends across a bar and a half, the
harmony remains unchanged. It is up to the performers to interpret the long
note values, which according to the performance practice of the time, call for
diminutions in the basso continuo section, or soprano, and perhaps uniting all
performers in ornamenting the initial invocation. Hence, playfulness of the
performers but also the moderation will influence many similar bars across
the collection of Sacrae cantiones. The playful, fragmented continuation of
the first part of the verse brings a coherent, rounded wholeness, repeated in
the second voice with minimal variation in the cadence. As for its modern
features, i.e. the tonal center, one could quickly grasp F major though still
close to the old practice, can still be discerned from the very beginning of the
motet. Harmonic progressions (F major: I-IV-V-VI-I-V-I) bring it closer to
the tonal structure. (see Example 1)
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Example 1 (bb. 1-4):
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In example 2, a second voice starts singing verse (“Ecce alia duo superlucra-
tus sum”) on tone c, but the continuity is very melodious wholeness, with
melisms to the word “superlucratus” (talents) then the first voice imitates it
at the fifth below. In this motet, the voices do not exceed the common range,
but we observe a tendency for larger ones in other motets, specific for a new
practice. In the imitative procedure of the second verse, with a real answer on
the tonic, taken from the stile antico composing techniques, we can observe
the composer familiarity with the practices of old choral music and support
claims about the characteristics of the stile moderno. As for tonality, we notice
the contrast between modal, plagal relations (e.g., bb. 10-11) and authentic
cadences (e.g., b. 14). (Example 2). Likewise, the segmentation of long note
values and longer melismatic passages not only require competent singers
but indicates the soloist practice of the new era.'®

8 The 2-parts motet Da Pacem: Domine with diminutions on the dasso continuo part re-

quires skilful voice motions and intersection through double melismas that include
voice crossing and parallelisms. Around the same time, Monteverdi wrote his opera
Orpheus. In the aria of Orpheus Possente spirto in the third act, he made a double no-
tation, the original notation of the part in longer note values and the part with all the
decorations desired by the composer below.
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Example 2 (bb. 8-14):
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'The continuity brings the parallel presentation of the second verse in both
voices, with extension of the tonal system in the motet (tone e-flat) to the
range of the transposed hexachord on tone b-flat,’ harmonized within it.
Seemingly, Lukaci¢ did not renounce a modality but skilfully set it in a con-
temporary context. (Example 3)

Example 3 (bb.15-16):

¥ wen T . 4 o - 4
KR 1 R I S R 2T ===
Ee - ce a - li-a du - - o su-per -l -
Cantus sive g = ! - o
Tenor Secundus l\?ﬂ‘b{: : £ r ; E b rﬂr_r' i =
[ Ec - oe a-li-a du - - - o,
Organum §/5C ! = ! - br [ o = —

¥ Anne Smith, The Performance of 16th Century Music, Oxford University Press, New
York, 2011, pp. 20-54.
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It is interesting to compare the treatment of the word “talent” which is given
several times with a short melisma in the first part, while in the second part,
a much longer melismatic flow develops on the word “superlucratus”. The
presented example is just one of many in which Lukaci¢ underlines the sig-
nificant words in the liturgical text and “interprets” them with various com-
positional means, delving deeper into the word he sets to music. The close
relationship between the liturgical text and music is evident in numerous
motets from Lukaci¢’s collection that reflects rhetorical principles and famil-
iarity with the principles of practice by Praetorius in his Syntagma Musicum
(1614-1620). The entire chapter of his work deals with methods of teaching
boys to sing in the new Italian style, following the basics of Greek oratory.’
'Thus the orator had to know how to ornament the text with beautiful and
vivid words and creative metaphors, arousing emotions. The singer was a nat-
urally gifted, intelligent and good connoisseur of the science of music. The
singer had to know where to add coloratura (“passagi”), not in all places, but
occasionally, and at the right time so that the listener’ Extending melismas
or adding new ones in Lukaci¢’s motet leads to a gradation that perfectly fits
the text itself (“and I made of them two more”) and sharpens the composer’s
skill in commenting, emphasizing, and attaching some importance to par-
ticular segments in the composition.

'The motet ends with a separate “Alleluia” part, which in the dasso continuo
section emphasizes three main functions of tonality: tonic, subdominant and
dominant. The voice parts repeatedly imitate each other (statement in the
first voice and then literal repetition in the second voice), while the text is
repeated first twice in each section, then three times at the first voice and
twice at the second voice. (Example 4)

2 The original title of a chapter: “Method of teaching chapel boys to sing in the new

Italian style”. Cf. Michael Praetorius, Synfagma Musicum, vol. 3, Wolfenbiittel, 1619,
according to Hans Lampl, A Translation of Syntagma Musicum 111 by Michael Prae-
torius (doctoral dissertation), Faculty of the School of Music, University of Southern
California, 1957, p. 367.

A Thid.
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Example 4 (bb. 21-26):
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The presented techniques and many others dominate Lukaci¢’s composi-
tional language, which is hard to summarize in just a few lines. Howev-
er, observing the musical language four centuries later, the performers will
come across some issues related to the musical notation and the performance
practice of the time, which determined some musical parameters. It is up to
the performers to choose one of the numerous options and adjust it to the
existing performance conditions. The ensemble Musica Adriatica entrusted
the performance of this motet to the soprano and basso continuo section that
accompanies the soloists at the beginning with the organ and theorbo and,
then the gamba joins at the very end with the text “Alleluia”.

7. Composer’s notation and(or) performance practice?

'The Sacrae cantiones collection lists five voices in the title without naming
them. However, Lukaci¢ specifies them in his music parts Cantus, Altus, Ten-
or and Bassus, with Organum. So, the fifth voice is missing. After examining
of all part-books, we find that the first motet, Sicuz Cedrus, for Cantus or
Tenor, appears only in the Cantus part-book (not in the Tenor part-book).
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'The same is with the motet Cantabo Domino. The motet Trahe me post te, in
the Cantus part-book, is written for solo A/tus, as stated at the beginning of
the motet. The collection was printed only in four part-books, even though
it also contains motets written for two equal voices. To perform from the set
of part-books, it is clear that one of the equal voices required printing in a
different part-book. On the other hand, for practical reasons, the fifth voice
(Quintus) was printed on the facing pages of the Cantus and Bassus parts so
that the two singers could sing from the same.

Nowadays, a soprano (or mezzo-soprano) performs the Cantus part and bet-
ter than a falsettist “brings variety of timbre to the ensemble and provides
a natural balance to the sound of the male voices”.?? The A/zus part is more
suitable for a countertenor capable of reviving the old technique of the head
voice or the falsetto for notes above the ‘break’. Sometimes the alto part is
also assigned to a tenor if a register goes too deep (e.g. in Monteverdi we
find the tone d as the lowest note in the alto part), as Rinaldo Alessandrini
informs us.” Treatises on singing techniques state (as early as the beginning
of the 17th century) that the vibrato way of singing was largely undesira-
ble (curiously, often considered a feature of older singers who could hardly
control long notes) unless it is associated with some effects and expressions,
and it appears only in a few places in the composition. Also, ornamenta-
tion was often part of singing practice. So, singers used to add notes to the
written parts, especially in cadences (light ornamentation), often according
to the established models or their freedom and skills. They ornamentations
are performed as rhetorical figures that attributed importance to a particular
syllable of words. Tarquinia Molza was one of the best singers in Mantua and
Ferrara in the late 16th century. Interestingly, her voice is described as “not
dark, not suppressed, not forced, but very clear, open, very delicate, soft, even,
very sweet; in sum, if one may say it without sinning, more than angelic...” as
described by Francesco Patrizi.**

22 Rinaldo Alessandrini, Performance Practice in the seconda prattica madrigal, Early

Music 27 (1999) 4, p. 636.

B Jbid.

2 Francesco Patrizi, Amorosa filosofia (1577), ed. J. C. Nelson (Florence, 1963), p. 39;
translation: Laurie Stras, “Recording Tarquinia: imitation, parody and reportage in
Ingegneri’s Hor che’1 ciel e la terra e’1 vento tace”, Early music xxvii (1999), p. 362.;
Cf. Rinaldo Alessandrini, Performance Practice..., p. 637.
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Furthermore, speaking about the performance practice of Lukaci¢’s time, the
basso continuo part is unavoidable. Since it does not determine the perform-
ers, nor all the chords, or the way of performance and articulation aimed at
the interpretation, today’s performers can choose among many musical pa-
rameters. If we familiarize performers with the practice of the time, signing
techniques and skill in shaping or improvising, we gradually achieve synergy
between the dasso continuo part and voice parts. The basso continuo section is
considered a novelty of modern style (stile moderno), which regularly rais-
es questions in performance practice and controversy about its conception,
composition, and improvisation share.

We assume that Lukaci¢ performed motets during the liturgy in the Split
Cathedral that had an organ at that time. As we have no other information,
we can only presume, from other sources, what kind of musical instrument
it was. Probably an instrument small in volume, with a few registers and a
smaller range. It is also possible that other musical instruments were added
to the basso continuo, as was the practice at the time. It might have been that
both changed according to the circumstances that affected the scheduled
performances. Reflecting on the sung word and defining characteristics of a
particular motet, the basso continuo group plays an essential role in deepening
the text, sounding nuances of rhetorical tools, and contrasting, as one of the
main characteristics of Baroque music. For these reasons, the ensemble Mu-
sica Adriatica offers a range of possibilities of musical expression that basso
continuo instruments (the organ, viola da gamba and theorbo) can create in
concert by following, underlining, and deepening the text of the motet. The
entire ensemble or individual members designed the overall sound and were
involved in some decisions on performance solutions.

8. Ensemble Musica Adriatica:
from an idea to the realization of the project

A three hundred and ninety-nine years after the publication of the Sacrae
cantiones collection, the international cooperation of professional musicians
resulted in the foundation of the ensemble Musica Adriatica. It met for the
first time in November 2019 in the Netherlands to rehearse the motets. That
was the beginning of the first project of the Ensemble called “Ivan Lukaci¢
Sacrae cantiones”, which had three phases. (Table 1) They prepared and re-
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hearsed motets intensively for several days in Amsterdam, preparing them
for the second phase, which took place in Split. The Ensemble recorded and
performed the whole Lukaci¢’s collection of sacred motets in Split in De-
cember 2019. The Ensemble held a concert on December 4,2019, on the eve
of the 400th anniversary of the collection. (Annex 1) In the third phase, the
Ensemble recorded and published a sound carrier (CD). Croatia Records
released CD in 2020. (Annex 2)

Table 1: The project scheme of Musica Adriatica ensemble

1st phase 2nd phase 3rd phase
organization of travel and production and post-

setting up of the project idea accommodation of musicians production of sound
in Split carrier (CD)

organization of the project,

gathering of the ensemble creating the visual identity of making of bilingual CD

the ensemble booklet
members
individual performance meeting in Split, several days of .
. sound carrier release
preparation ensemble rehearsals

daily rehearsals of the ensemble | concert of the ensemble in the
in the Netherlands (Amsterdam) | Cathedral of St. Domnius,
in November 2019 December 4, 2019

recording of music material for
the sound carrier (CD)

In the project “Ivan Lukaci¢ - Sacrae cantiones”, the ensemble gathered pro-
fessional musicians from seven countries: the Netherlands, Great Britain, the
USA, Portugal, Korea, Hungary and Croatia. The project involved perform-
ers dedicated to performing early music, and a connection between them is
the Netherlands, where they spent some time (during their studies or work):
Meneka Senn (soprano, the Netherlands), Rosemary Carlton- Willis (so-
prano, UK / the Netherlands), Eric Schlossberg (countertenor, USA / the
Netherlands), Filipe Neves Curral (tenor, Portugal /the Netherlands), Yona-
than van den Brink (bass, the Netherlands), Talitha Cumi Witmer (theorbo,
USA / Korea) / the Netherlands), Anna Lachegy (viola da gamba, Hungary
/ the Netherlands), Karel Demoet (organ, the Netherlands) and Sara Dodig
Bauci¢ (conductor, Croatia). The expert associate on the project is Kresimir

Has, assist. prof. (Zagreb, Croatia).
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Schola cantorum Split launched and realized the project along with their
partners: the City of Split, Catholic Faculty of Theology, Ministry of Culture
of the Republic of Croatia, Yala Music Company (the Netherlands), Student
Center of the University of Split, Arts Academy of the University of Split,
Office for Youth Pastoral of Archdiocese of Split-Makarska among others.
Croatia Records, the Office Youth Pastoral and the Schola cantorum Split
released sound carrier (CD).

9.'The performance of Lukaci¢’s motets
in the international context

'The previous idea of a unique Baroque musical language is no longer sustain-
able today. The ensemble consisting of international music professionals in-
volved in different cultural and national traditions testify to it. They certainly
contributed to the uniqueness of this edition, aimed to promote Lukaci¢’s
music beyond the borders of his homeland and raise awareness (in the Euro-
pean and world context) on the achievements of Baroque music in Croatia.

Dealing with such challenges requires new decision-making, exemplary mu-
sic works and cognitions. However, without a deeper understanding of the
sacred music of motets and music practice of the time, it is hard to achieve
trust and sincere emotion, and above all, the ensemble’s unity.

Finally, I provide a few lines published in the bilingual booklet of the sound
carrier of the ensemble Musica Adriatica, where the performers expressed
their opinions on the performance creation and its realization in the Split

Cathedral.

“Lukacdic’s motets were sounded again and made stone walls breathe with
us. Working on motets from hour to hour, we got new ideas and deepened
our musical understanding. Perhaps those same stone walls that had heard
Lukaci¢’s motets centuries ago remembered the sounds of his music. What
brought us closer to the atmosphere of Lukaci¢’s time and space was the
recording of Lukaci¢’s motets in the Split Cathedral, removing dust from
sound-absorbed by the 1700-year-old walls and performing music at the
same place it was written and performed four centuries ago. Although har-
monically quite simple, the music fabric offers various performance possibil-
ities, whether it is the adaptation of the musical notations to the performance
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or the gradations of stylistic material, both vocal and &asso continuo. The con-
tinuo group of the ensemble Musica Adriatica performed on instruments
originated from the Baroque music era and consisted of theorbo, organ (pos-
itive) and viola da gamba. The continuo group tried to present some of the
performance practice possibilities of Lukaci¢’s time through their flexibility
and readiness for a change, seen as an imperative when performing Lukacic’s
music. With an idea of performing Lukaci¢’s motets in the international
context, with energy and in an atmosphere of the first project of the ensem-
ble Musica Adriatica, we are bringing all the preserved motets in the 21st
century!”®

Conclusion

We celebrated four centuries from the first publication (in Venice) of the
only preserved collection Sacrae cantiones of Ivan (Marko) Lukaci¢, often
called the father of Croatian music and five centuries from the printing of
an epic poem Judith of Marko Maruli¢, the father of Croatian literature. It
is still unclear why Lukaci¢’s motets have not attracted more interest for the
integral performance so far. In recent years, an increasing interest in per-
forming his motets is noticed and more and more Croatian musicians are
including them in the repertoire. There were few integral performances, but
the anniversary year encouraged different music settings from the preserved
collection.

The analysis of Lukaci¢’s motets provides the breadth of the composer’s
thoughts, which were additionally shaped, modelled and levelled during the
performance. From the contemporary point of view (21st century), we can
undoubtedly compare the titles of Lukaci¢’s motets with the finest composi-
tions and exemplary works of early Baroque music. The relationship between
tone and word in these music compositions is balanced more thoughtfully,
characterful and witty. Lukaci¢ introduced us to the technique of using pri-
ma and seconda prattica that include monodic singing accompanied by &asso
continuo, Mediterranean melodic sense and various rhetorical figures of in-

% Sara Dodig Bauci¢, Liner notes written for the CD, Tvan Lukaci¢ — Sacre cantiones,

Musica Adriatica — Sara Dodig Baucié, Croatia Records, Pastoral mladih SMIN, Udruga
Schola cantorum Split, Zagreb, (2020), pp. vi-vii
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dividual motet texts. Also, Croatia’s southern warmth and directness and
the composer’s religious spirit, including moderate musical expressiveness,
represent the character of the motet, combined with e polyphony techniques,
contrasted to homophony and monody intertwined with polyphony.

Numerous treatises in music theory testify to the practices of a music era.
During Lukaci¢’s time, the musicians read musical notations and recorded
interpretations of many unwritten practices, although not all were in music
sheets. Knowledge of various secondary sources that support the practices of
Lukaci¢’s time can help approach the composer’s idea and thus reveal many
details about the understanding of distinctive musical parameters.

'The ensemble Musica Adriatica, founded in 2019, and its first project brought
together seven nationalities to represent Croatian music from the Adriatic
coast, trying to contribute to its promotion. The Ensemble provided an in-
tegral performance of Lukaci¢’s motets in the Split Cathedral in December
2019, on the eve of the anniversary of the publication of the Sacrae cantiones
collection. The project had three phases and ended with the promotion of the
CD entitled “Ivan Lukaci¢ - Sacrae cantiones” at the International Scientific
and Artistic Symposium “Ivan Lukaci¢, maestro di cappella of the Cathedral
of Split”.

Observing the performance through an interdisciplinary approach, the anal-
ysis of compositional techniques, and a time frame, the performer seeks to
approach the composer’s musical idiom and unwritten practices from today’s
perspective. This approach allows us to deepen the knowledge of Lukacic’s
music, which unquestionably brings the art of early Baroque compositional
invention through prima and second prattica. We revived the early Baroque
musical performance on the Croatian coast, and, although Lukaci¢’s music is
currently known only through one preserved collection, it remains appealing
for future researchers and performers.
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Annex 1: The first concert poster of the ensemble Musica Adriatica, Decem-

ber 4,2019, in the Cathedral of St. Domnius in Split

MEDUNARODNI PROJEKTNI ANSAMBL
MUSICA ADRIATICA

musica adriatica

KONCERT

Ivan Lukaci¢ - Sacrae cantiones

(uoci 400. obljetnice izdanja zbirke)

Katedrala sv. Dujma
Split, 4. prosinca 2019. godine

dirigent: Sara Dodig Baucic¢

5 el 2 @ Rlefely
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Annex 2: CD cover Ivan Lukacié-Sacrae cantiones performed by the ensemble
Musica Adriatica

@

IVAN LUKACIC MUSICA ADRIATICA
Sacrae cantiones Sara Dodig Bauic

SOH0O3H
YLLYOHOD

0neg 81poq eies DI LYRIGY YDISNI / SUOHUED 3e12eS JDWHM NYA
Hrvatska barokna glazba / Croatian Baroque Music
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III. SYMPOSIUM WORKSHOPS






Sacrae cantiones/Harmonices mundi workshop
with Mario Penzar

Sara Dodig Bauci¢

Mario Penzar is a Croatian organist and full professor of organ at the Acad-
emy of Music of the University of Zagreb. He graduated in organ from the
Academy of Music in Zagreb and studied at the Vienna School of Music
with A. Mitterhofer and at masterclasses in Austria, Belgium, Denmark, and
Croatia (]. Ferrard, Ch. Dubois, L. Rogg, K. d’ Hooghe et al.). He has given
numerous lectures, seminars and workshops at the Institute of Church Mu-
sic of the Catholic Faculty of Theology, University of Zagreb, the Academy
of Music in Ljubljana and the Academy of Music in Sarajevo, at several uni-
versities in the United States (Rochester / New York, Oshkosh / Wisconsin,
Greencastle / Indiana), as well as at the Summer Organ School in Sibenik,
Summer Organ Academy in Gothenburg and at various locations in Croatia.
As an organist with an international reputation, he has collaborated with
orchestras and chamber ensembles throughout Europe and participated in
the realization of about twenty sound carriers. He is an artistic director of
the International Festival of Early music Dvigrad and the Organ Festival
Organum Histriae.

Within the International Scientific and Artistic Symposium “Ivan Lukadi¢,
maestro di cappella of the cathedral of Split” Mario Penzar held a two-day
workshop entitled Sacrae cantiones/Harmonices Mundi. Penzar reminded the
audience of the time and ideals that make the music stand at the pinnacle of
the seven arts. He held the workshop in the cathedral church of St. Domnius
on October 13-14, 2020. Contemplating the present as a secular time, Pen-
zar sought to raise awareness, through a mathematical prism, of some of the
musical, theological and sociological features of Baroque music performance.
Evoking the reflections of the 17th and 18th centuries that arose within
various intellectual gatherings, Penzar emphasized the importance of such
thought in the field of art, with particular reference to the Leipzig Collegium
Musicum and J. S. Bach. At the end of the two-day workshop, soprano Jelena
Buble Cilas sang the motet Sicut Cedrus by Ivan Lukaci¢ along with the bas-
so continuo part realized by Mario Penzar. At the end, the winner of the first
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award in the international organ competition in Mechelen (Belgium, 1988),
the Flor Baron Peeters Award and the Milka Trnina and Kantor Awards,
the titular organist of the Vatroslav Lisinski Concert Hall, Mario Penzar,
provided an insight into the context of the time of composing the motets of
the maestro di cappella of the Split cathedral, Ivan Lukacic.
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Workshop on the performing practice of early music
singers with Christina Pluhar

Sara Dodig Bauci¢

Christina Pluhar is a leading music artist today in performing early mu-
sic. Lute player, baroque harpist, conductor, composer, and arranger Pluhar
completed her classical guitar studies in her hometown of Graz (Austria).
She studied flute at the Royal Conservatory in the Hague (the Netherlands)
and the Scholi Cantorum Basiliensis in Switzerland. This versatile musician
studied the baroque harp in Milan (Scuola Civica di Milano, Italy). Since
1992, she has performed with numerous baroque ensembles and orchestras
in Europe, and in the same year, she moved to Paris. She has been teaching
baroque harp at the Royal Conservatory in the Hague (since 1999). She
founded and has worked with the celebrated ’Arpeggiata Ensemble for
twenty-one years. She has won numerous awards with I’Arpeggiata, includ-
ing several Echo Klassik awards (2009, 2010 and 2011), the Edison Prize
(2009) and the VSCD Muziekprijs (2008). She won the Opus Klassik award
with I’Arpeggiata in the “Ensemble of the Year” category (2019).

Christina Pluhar held a two-day online workshop within the Internation-
al Scientific and Artistic Symposium in Split (due to Covid 19 pandemic
restrictions). The workshop was performed both for singing-class students
and singers wanting to learn about performance practice of 17th century.
Participants could choose one of Lukaci¢’s selected motets: Sancta et Immac-
ulata, Da pacem Domine, Cantate Domino, In lectulo meo, Domine puer meus,
Responde virgo in echo, Ex ore infantium, Quam pulchra es, Panis Angelicus.

'The first part of the workshop was on the second day of the symposium on
November 13, 2020 (in the morning). The students of the Singing Depart-
ment (the Arts Academy, Split) in Split prepared a two-part motet Sancta
et Immaculata and a four-part motet Ex ore infantium under the supervision
of doc. art. Terezija Kusanovi¢. In performing the first motet, Pluhar asked
the students to try to sing the part by following historical practice and con-
centrating on the straight tone. Pluhar referred to some tools that singers
can use in performing early baroque music. She also indicated the historical
context in which music originated and demonstrated performing models so
that the audience could have a more profound live music experience.
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'The second part of the workshop was on the third day of the symposium,
on November 14, 2020 (in the morning). The students of the Solo Voice
Department together with accompanist Zoran Veli¢ and the mixed choir
Camerata Vocale Split performed the five-part motet Panis Angelicus.

Specializing in Baroque Music, Christina Pluhar offered the symposium
listeners valuable information about the performance of early baroque mu-
sic, experientially presenting numerous elements of modern concert perfor-
mances. At the end of the workshop, Pluhar presented a video in which the
L’Arpeggiatae Ensemble performed Lukaci¢ motet Panis Angelicus in a com-
pletely new arrangement. Furthermore, the most successful albums of the
L’Arpeggiate Ensemble are: La Tarantella, All'lmprovviso, Los Impossibles,
Teatro d’amore Via Crucis, Los Pdjaros perdidos, Music for a While, and
Hindel Goes Wild. The I’Arpeggiate Ensemble, led by Christine Pluhar,
performs in all main concert halls and at festivals across Europe, the US,
South America, Japan, Australia and New Zealand.
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Mihajlovi¢’s lecture on the Music of Ivan Lukaci¢ and
historical performing practice

Sara Dodig Bauci¢

Besides scientific sessions, workshops on performance practice were part of
the international scientific and artistic symposium on “Ivan Lukacié, maestro
di cappella of the Cathedral of Split”. The Split Cathedral of St. Domnius
hosted the first workshop. Egon Mihajlovi¢, a harpsichordist, music director
and organist, addressed the workshop participants through a video wall, giv-
en the pandemic restrictions and the impossibility of coming. He received
his master’s degree in early music harpsichord from the High School of Mu-
sic in Frankfurt am Main in 1992, and he completed his specialist postgrad-
uate studies in 1996 at the same academy. He is a full professor at the Music
Academy of the University of Ljubljana, where he teaches the harpsichord
and Historically Informed Performance and Chamber Music with Basso
Continuo courses. He is the head of the Early Music Department, and his
musical interests are the study of historically informed performance practice
(keyboard instruments) and vocal literature from the 16th to 18th centuries.
Egon Mihajlovi¢ is an active harpsichordist and organist who performed
numerous solo recitals at European baroque music festivals and concert halls
throughout Europe and the United States. As a music director, he special-
ized in performing theatrical and sacred baroque music.

In his presentation, Mihajlovi¢ presented basic instructions for performing
Ivan Lukaci¢’s music, referring to the musical grammar effects and the aes-
thetics of vocal-instrumental music. Through the prism of historically in-
formed performance practice, the winner of the Golden Plaque award of
the University of Ljubljana for special merits in the field of early music and
harpsichord, connected Lukaci¢’s musical work with music-historical events
in Italy. He also referred to essential aspects of Lukaci¢’s compositional tech-
niques, sound conception and interpretation of compositions. He provided
examples of ornamentation and diminution techniques and rules as an intro-
ductory to the workshop events that followed.
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