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WojciecH STEPIEN

Norsky orientalizmus
v slac¢ikovych kvartetich

Edvarda Griega

Termin ,nordicky orientalizmus® zaviedla
Elisabeth Oxfeldtova vo svojej stadii Nordic
Orientalism. Paris and Cosmopolitan Ima-
gination 1800-1900 (Nordicky orientaliz-
mus. Pariz a kozmopolitnd predstavivost,
1800 — 1900) a definovala ho ako rolu, ktorti
Orient zohral pri vytvdrani ddnskej a nér-
skej ndrodnej identity.! Nérsko, ako uviedla,
bolo v 19. storoéi periférnou eurépskou kra-
jinou a importovalo orientdlnu obraznost pre
vlastné ucely s cielom vymedzit sa,vo vztahu
k vyspelym eurépskym narodom”* Podla jej

nizoru kli¢ovym momentom pri formovani

1 OXFELDT, Elisabeth: Nordic Orientalism. Paris
and Cosmopolitan Imagination 1800-1900. Copenha-
gen: Museum Tusculanum Press, University of Co-
penhagen, 2005, s. 11-13.

2 Ref.1,s.13.

Norwegian Orientalism in
Edvard Griegs
String Quartets

The term Nordic orientalism was introduced
by Elisabeth Oxfeldt in her study Nordic
Orientalism. Paris and Cosmopolitan Imagina-
tion 1800—1900 and was defined as the role
which Orient played in the construction of
Danish and Norwegian national identities’.
According to her argument Norway was in
the 19th century a European country on the
periphery and imported Oriental imagery to
position itself “in relation to central Europe-
an nations”? In her opinion the turning point
in shaping Nordic orientalism was Exposition
Universelle in Paris in 1867 which established

' OXFELDT, Elisabeth. Nordic Orientalism. Paris
and Cosmopolitan Imagination 1800—1900. Copenha-
gen: Museum Tusculanum Press, University of Co-
penhagen 2005, pp. 11-13.

> Ibid, p. 13.
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nordického orientalizmu bola Svetova vysta-
va v PariZi roku 1867, ktord vytvorila ,ori-
entalizmu nové podmienky”?,Pre mnohych
Skandinvcov bola tito vystava prvou prile-
zitostou konfrontovat sa s tym, ¢o pokladali
za skutoén)'/ Orient, a §ancou na jeho porov-
nanie so svojimi romantickymi fantdziami,
ako aj so svojimi vlastnymi nirodmi.”* Po pr-
vykrat v dejindch dostali $kandindvske kraji-
ny vritane Nérska mozZnost predstavit svoju
kultaru za hranicami a vo velkom rozsahu.
Franctzsko a franctzska kultira vystave do-
minovali, ¢o sa prejavilo v $truktire celého
podujatia: bohaté nirody zabrali hlavna silu,
kym chudobnejsie a exotickejsie kultiiry mu-
seli,vystavit svoj kulttirny kapital v prilahlom
parku”? Nérsko ako nevelmi bohatd krajina
dostalo priestor v parku, v prilahlej zdhrade,
kde sa stretlo so skuto¢nym Orientom a exo-
tikou. V novinich $kandindvski novinari ,ve-
novali znaény priestor v novinovych stipée—
koch tomu, aby sa odlisili od menejcennych
Orientdlcov’® Vystava tak definovala, ¢o je
eurdpskym centrom a ¢o je perifériou.

Od 40. rokov 19. storo¢ia v Norsku pre-
biehalo nirodné obrodenie. Noérske elity za-
¢ali kutivovat osobitti nérsku identitu. Na-

Ref. 1,s.99.
Ref. 1.5.99.
Ref. 1,s. 100.
Ref. 1.s.100.

Lo T, B OV}

“new conditions for Orientalism™.“For many
Scandinavians this exposition provided their
first opportunity to encounter what they
took to be the real Orient and to compare
it with their Romanticist fantasies as well as
with their own nations”. For the first time in
the history Scandinavian countries, includ-
ing Norway, had a chance to present their
culture outside and on the wide scale. France
and French culture dominated the exposi-
tion, what was manifested in the structure of
the event; wealthy nations occupied the main
hall, while poorer and more exotic cultures
had to “display their cultural capital in the
surrounding park”. Norway as a not-wealthy
country was placed in the park, that is in the
peripheral garden where the real Orient and
exoticism could be encountered. In news-
papers Scandinavian journalists “dedicated
a significant amount of newspaper column
space to differentiating themselves from the
low-status Orientals”. The exhibition es-
tablished what was the European centre and
what was its periphery.

In 1840s what has come to be known
as the National Breakthrough developed in
Norway. The Norwegian elites started cul-

Ibid, p. 99.
Ibid.

Ibid, p. 100.
Ibid.
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miesto toho, aby otvorili svoje dvere Orientu,
vytvorili purifikovand verziu nérskeho sed-
liaka s jeho fascinujicimi miestnymi zvykmi,
oble¢enim, dialektom a tistnou tradiciou. Pe-
ter Christen Asbjernsen (1812-1885) a Jor-
gen Moe (1813-1882) vydali roku 1841 svo-
ju prva zbierku ludovych rozprivok, legiend
a baldd a od tych ¢ias sa Espen Askeladd,
hrdina nérskych ludovych rozpravok, stal
najsldvnejSou nérskou postavou. Pre vyssie
mestianske vrstvy v Kristianii bola vidiecka
sedliacka kultara Iudi Zijicich v nérskych ho-
rach rovnako exotickd ako samotny Orient.”
Zatal sa proces formovania nérskeho naro-
da a okrem iného sa Nori chceli odlisit od
$védskej kultary, ktord v ich krajine domi-
novala od 15. storo¢ia. Prvym vyznamnym
krokom bolo sformovat skuto¢ny nérsky
jazyk (landsmdl), ktory vytvoril Ivar Aasen
(1813 — 1896) zo zozbieranych vidieckych
dialektov, a odlisif ho od oficiilneho nérsko-
-dénskeho jazyka (riksmdl).® Nuz a dal$im
vyznamnym znakom nédrskeho odlidenia sa
od $védskej kultary bola samostatni ucast
Noérska na parizskej Svetovej vystave roku

1867.

7 Ref.1,s.106.
8 Ivar Aasen publikoval roku 1848 prvii gramatiku
jazyka landsmdl: Det Norske Folkesprogs Grammatik

[(Gramatika nérskeho ludového jazyka].

tivating a particular Norwegian identity. In-
stead of opening their doors to the Orient,
they embraced a purified version of the Nor-
wegian peasant with his fascinating local cus-
toms, clothing, dialect and oral tradition. Pe-
ter Christen Asbjornsen (1812-1885) and
Jorgen Moe (1813-1882) published their
first collection of folk tales, legends and bal-
lads in 1841 and from that time Espen Aske-
ladd, a hero of Norwegian folk tales, became
the most famous Norwegian character. For
the upper classes of Christiania rural, peas-
ant culture of people living in Norwegian
mountains was so exotic as the Orient itself’.
The process of Norwegian nation-building
started and Norwegians wanted to differen-
tiate themselves from the Swedish culture,
which had dominated their country from
the 15th century. The first important step
was to build the truly Norwegian language
(landsmal), which was created by Ivar Aasen
(1813-1896) from collected rural dialects
and differed from the official Norwegian-
Danish language (riksmdl)®. Another impor-
tant sign of the Norwegian separation from
Swedish culture was an independent display
of Norway at the Parisian Exposition univer-
selle in 1867,

7 Ibid, p. 106.

8 In 1848 Ivar Aasen published the first rule of
grammar of landsmdl: Det Norske Folkesprogs Gram-
matik [Grammar of the Norwegian Folk language].
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Orientalizmus v Peerovi Gyntovi

Henrika Ibsena

Peer Gynt Henrika Ibsena bol napisany pres-
ne v roku Svetovej vystavy a odraZa vSetky
vy$sie opisané tendencie.’ Jeho drima scas-
ti Cerpa z ndrskych ludovych rozpravok zo
zbierky Asbjornsena a Moeho a zvykne sa
interpretovat ako alegdria na Nérsko.

Prvé tri dejstva prebiehaji v Nérsku, ale
literarnym vedcom robi vZdy najvicsie prob-
lémy Stvrté dejstvo, ktorého dej sa odohriva
v severnej Afrike. Podla Oxfeldtovej ,zobra-
zuje vyvin z raného §tddia budovania niroda,
zameraného dovnitra, pocas ktorého dedi¢-
stvo ndroda funguje ako sukromna zaleZitost,
na neskorsie $tadium, ked sa obraz niroda
prezentuje v zahrani¢i“'’ Ukazuje tieZ nova
tendenciu reflexie Orientu, pretoze Ibsen
vyuzil Maroko a Egypt nie ako zobrazenie
imaginarnych priestorov, ale skor ako sucast
»horizontalneho prieskumu pozicie Nérska
zodi-vodi stasnému Orientu” M

Existuje vela zaujimavych postrehov ty-
kajucich sa Ibsenovho $tvrtého orientdlneho
dejstva. Hans Lund si vS§imol, Ze $tvrté dejstvo
je nieco ako ,zrkadlo trolov’, akasi,pokrivend
reflexia druhého dejstva, ktord by v tomto

9 Ref.1,s.108.
10 Ref. 1,s.135.
1 Ref. 1,s.108.

Orientalism in Henrik Ibsen’s

Peer Gynt

Henrik Ibsen’s Peer Gynt was written in the
same year when the Exposition universelle
took place and it reflects all the described
tendencies’. The drama is partly based on the
Norwegian folk tales from Asbjernsen and
Moe’s collection and is interpreted as an al-
legory about Norway.

The first three acts take place in Norway
but the most difficult for literary scholars is
always the fourth act which is set in North
Africa. According to Oxfeldt it “illustrates the
switch from the early inward-turned stage of
nation-building during which the nation’s
heritage functioned as a private matter, to
the later stage when the nation’s image was
exposed abroad”. It also shows the new ten-
dency of reflection about the Orient because
Ibsen used Morocco and Egypt not as por-
traits of imaginary spaces but rather as a part
of“a horizontal exploration of Norway’s posi-
tion vis-a-vis contemporary Orient™!.

There are many interesting observations
about Ibsen’s fourth Oriental act. Hans Lund
noticed that the fourth act is a“troll-mirror”,
a kind of “distorted reflection of the second

® TIbid, p. 108.
10 Tbid, p. 135.
1 Tbid, p. 108.
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pripade mohla byt umiestnend na strednt
trovefi podobne ako samotni trolovia'? Iny
vedec, Charles Lyons, pontika psychologic-
ky vyklad, podla ktorého Anitra v marockej
pusti v §tvrtom dejstve predstavuje inti verziu
Zeny v zelenom (dcéry Kréla hér) z druhého
dejstva.’® Ingrid, Aase (matka Peera Gynta)
a Solveig (jeho prava ldska) s skutoéné po-
stavy a patria do redlneho vonkajsieho sveta,
zatial &o Zena v zelenom a trolovia patria do
vnatorného sveta. Vytvira to rozpor medzi
prirodzenymi postavami a nadprirodzenymi
bytostami. Anitra a dal§ie postavy v Egypte
(zo 4. dejstva) spoloéne s trolmi, Zenou v ze-
lenom, Krilom hér a inymi fantastickymi
stvoreniami (z 2. dejstva) patria do nadpri-
rodzeného sveta. Inymi slovami, v Ibsenove;
hre sa exotizmy vnimaju ako isty druh nér-
skeho podténu, Egypt ako exotickad krajina
predstavuje eurépsku perifériu podobne ako
divoké a vzdialené Nérsko.

Ked Edvard Grieg komponoval hudbu
pre Ibsenovu hru, zrejme si tito tendenciu
uvedomoval. Napriek tomu napisal iba je-
dint skladbu, ktortt by sme mohli oznadit
ako skutoény priklad orientalizmu. Arabsky
tanec op. 23 & 15 v 6. scéne drimy vyuZiva

2 Ref. 1, s. 139. Hans Lund spéja egocentrizmus
s topografiou niZiny (ddolia), unikanie pred realitou
s vyskami (vrcholy hér) a vyrovnany konstrukeivny
zivot so strednymi polohami.

13 Ref. 1,s.139.

act in which case it might be placed on an
intermediate level like the trolls™2. Other
scholar, Charles Lyons offers a psychological
reading in which Anitra in Morroco’s desert
from the fourth act functions as another
version of the Woman in Green (Mountain
King's daughter) from the second act®. In-
grid, Aase (Peer Gynt's mother) and Solveig
(his truth love) are real pertaining to the out-
side world whereas the Woman in Green and
the trolls belong to the inner world. It creates
a distinction of natural characters versus su-
pernatural beings. Anitra and other charac-
ters in Egypt (from the fourth act) together
with trolls, the Woman in Green, Mountain
King and other fantastic creatures (from the
second act) belong to the supernatural world.
In other words in Ibsen’s play exoticism is re-
flected as a kind of Norwegian flavour; Egypt
as an exotic country represents a European
periphery similar to the wild and distant
Norway.

When Edvard Grieg was composing a mu-
sic for Ibsen’s play he was probably aware of this
tendency. However, he wrote only one piece
of music which could be called areal exam-

ple of orientalism. Arabian Dance Op. 23 No.

2 Ibid, p. 139. Hans Lund maps egocentricity onto
low topography (the valley), escapism onto heights
(the mountaintop), and a balanced constructive life
onto the middle ground.

B Ibid.

O 00 IO\ VUt ph W

W WLWWWWRDVNED DN NDND R R R R R R R
FO RO R OUOUOIANRERODNORSOVOOIAUAWND RO



O 00 O Ut WK

W WWWWNRNNRNDNNDNDNNDEER R B e
PO ROUVUOXIAUNNAELOVUNOROWVWEIOAUAWIRRO

132 Edvard Grieg: Zivot a dielo / Life And Work

typické exotické nastroje, asociujiice kulti-
ru Blizkeho vychodu: velky bubon, triangel,
flauty pikoly (predstavujice arabské pistaly),
tamburiny. Grieg tu imituje tieZ typické har-
monické, melodické a rytmické prostriedky
arabskej hudby. Je to jednozna¢ni hudobna
ilustricia arabskych dievcat, ktoré niekde
v saharskej odze tancuju a spievaji pred Pe-
erom Gyntom.

Netypickym  prikladom orientalizmu
v hudbe k Peerovi Gyntovi je skor orchestralne
preladium k $tvrtému dejstvu, keoré zobra-
zuje vychod slnka na saharskej pasti. Rdno,
ktord uvadza Suitu ¢. 1 Peera Gynta, je dnes
jednou z najobltibenejsich Griegovych skla-
dieb. Kazdy si mysli, Ze predstavuje svitanie
nad nérskymi fjordmi, pretoZe jej ornamen-
talna melédia sa vnima skor ako imiticia nér-
skej Iudovej hudby v style hry na hardingfele
(hardangerskych husliach). Aj pozorné ska-
manie Struktiry melddie nim iba potvrdi
tito intuitivnu identifikiciu. Tak preco Grieg
vyuZiva na opis svitania na Sahare typicka
nérsku melédiu? Ci to nie je dokonaly pri-
klad tendencie, ktorti Ibsen vo svojej hre po-
ntika: Sahara ako antitéza nérskeho fjordu:
Sahara — rovinat, hortca a such4, kym fjor-
dy st hornaté, studené a vlhké? Alebo azda
Peer Gynt vo svojej predstave vidi Saharu ako
nérsky fjord, pretoze ho zachvitila tazba po
domove? Pravdepodobne ndjdeme ovela viac
hypotéz na tito tému, ale jedna vec je jasnd:
Rdno je dobrym prikladom nérskeho orien-

15 in the 6th scene of the drama is scored for
typical exotic instruments associated with the
Middle Eastern culture: bass drum, triangle,
piccolo flutes (which represent Arabian pipes),
tambourines and Grieg imitates also the typi-
cal harmonic, melodic and rhythmic devices of
Arabian music. It is a clear musical illustration
of Arabian girls dancing and singing before Peer
Gynt somewhere in a Sahara oasis.

An untypical example of orientalism in
the music to Peer Gynt is rather the orches-
tral prelude to the fourth act which represents
a sunrise on the Sahara desert. Morning Mood,
which opens the Peer Gynt Suite No. 1,is nowa-
days one of the most favourite pieces of Grieg.
Everybody thinks that it represents a sunrise
on Norwegian fjords because the melody with
its ornamentation is heard as an imitation of
Norwegian folk music and the style of play-
ing hardingfele. Close observation of the struc-
ture of the melody only proves this intuitive
identification. So why did Grieg use a typical
Norwegian melody to depict sunrise on Saha-
ra? Is it not a perfect example of the tendency
which Ibsen suggests in his play: Sahara as
an antithesis of the Norwegian fjord; Sahara
— plain, hot and dry, while fjords — mountain-
ous, cold and wet? Or maybe Peer Gynt in
his imagination sees Sahara as a Norwegian
fjord because of his home-sickness? There are
probably many more hypotheses about it but
one thing is obvious: Morning Mood could be
called a good example of Norwegian oriental-
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talizmu, pretoze medzi egyptskou a nérskou
kultirou existuje isté spojenie: obe predsta-
vujt to, ¢o bolo pre typickych Eurépanov 19.

storodia periférne a exotické.™

Symbolickd interpreticia druhej Casti

Griegovho Sli¢ikového kvarteta op. 27

Grieg napisal na bdsne Henrika Ibsena
(1828 — 1906) niekolko piesni. Najdole-
zitejsie z nich st Sex Digte af Henrik Ibsen
[Sest basni Henrika Ibsena] op. 25, z kto-
rych prva piesen ma symbolicky vyznam
v néslednej kompozi¢nej $trukeire Griegov-
ho Sla¢ikového kvarteta g mol op. 27 (1877
— 1878). Piesen Spillemand [Fidlikanti]
op. 25 ¢& 1 vznikla roku 1876 a Grieg vyu-
zil jej motivicky materidl na skonstruovanie
kvarteta. Ibsenova bidsen rozpriva pribeh
oblibeného nérskeho mytu o hudobnikovi,
ktory sa od vodnika-fidlikanta, fossegrima,
naudi velkej moci interpreticie. Nasledne
pride o svoju milovand, ktord od neho odide
a zaltbi sa do jeho brata. Postava vodnika

" Patrick Dinslage upozornil na zaujimavt vec:,, Je
celkom pozoruhodné, Ze aZ dodnes sa v Nérsku hovo-
ti, Ze niekto ,cestuje do Eurdpy’ — napriek tomu, Ze aj
Noérsko je eurdpsky stie.” DINSLAGE, Patrick: A Bi-
ographical Sketch. In: STEPIEN, Wojciech (ed.):
Edvard Grieg and His Times. Katowice: Akademia
Muzyczna im. Karola Szymanowskiego w Katowi-
cach, 2016, s. 21.

ism since there is a connection between Egyp-
tian and Norwegian cultures in the light of
what was peripheral and exotic for the typical
European people in the 19* century'.

The symbolic interpretation of the
second movement of Grieg’s String

Quartet Op. 27

Grieg wrote several songs to poems of Hen-
rik Ibsen (1828-1906). The most important
are Sex Digte af Henrik Ibsen [Six Poems to
Henrik Ibsen] Op. 25, where the first song
has a symbolic meaning in the further struc-
ture of Grieg’s String Quartet in G Minor Op.
27 (1877-1878). The song Spillemand [Fid-
dlers] Op. 25 No. 1 was written in 1876 and
Grieg used its motivic material to construct
the quartet. Ibsen’s poem tells a story of the
popular Norwegian myth of a musician who
is taught great powers of interpretation by
a water sprite — fiddler fossegrim. As a conse-
quence he loses his beloved woman, who goes
away and falls in love with his brother. The

4 Patrick Dinslage made an important observation
when he wrote: “It is quite remarkable that people in
Norway still speak about ‘travelling to Europe, de-
spite the fact that Norway, too, is a European state”.
DINSLAGE, Patrick: A Biographical Sketch. in
STEPIEN, Wojciech (Ed.): Edvard Grieg and His Ti-
mes. Katowice: Akademia Muzyczna im. Karola Szy-
manowskiego w Katowicach, 2016, p. 21.
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patri do nérskych legiend o vodnom trolovi,
ktory hra na husliach a oéartva Iudi svojou
pdsobivou virtuéznou hrou. Toto je skutoé-
na nérska téma, ktorej sa zmocnili niekol’ki
autori a aj Griegovi Zivotopisci. Henry T.
Finck (1854 — 1926) opisuje pribeh, ktory
rozprival pan Goldschmidt:

+Kym tanec viril za zvukov divokej ohnivej
hudby — za zvukov melédie, ktord akoby po-
chédzala z hibok zeme, z peniaceho sa vodo-
padu, z kvilivej horskej vichrice — noZe mu-
Zov opustili svoje posvy a na zemi sa rozliala
krv. Ked' siel pivni¢ny majster do pivnice po
pivo, uvidel za velkym sudom sediet certa,
ako hré na husliach. A ked potom pochopil,
preco hore krv tiekla tak Iahkovazne, vratil

sa a zvolal: ,Zapchajte si usi, to diabol hrd na

husliach!“*

Roku 1874 Grieg ziskal od nérskeho
parlamentu vyroéné Stipendium, ktoré mu
umoznilo sdstredit sa vyluéne na kompo-
novanie. Odvtedy sa jeho finan¢na situa-
cia ustdlila. Hudba k Ibsenovmu Peerovi
Gyntovi, op. 23 mala velky uspech, ale
nihle musel ¢&elit viZnym osobnym prob-
lémom. Na jesen roku 1875 stratil oboch

5 FINCK, Henry T.: Grieg and His Music. New
York: Dodd, Mead and Company, 1922, s. 119 — 120.

character of fossegrim belongs to Norwegian
legends of the violin-playing male water troll
which enchanted people by his impressive,
virtuoso music. This is a truly Norwegian
topic which was described by several writers
and also Grieg’s biographers. Henry T. Finck
(1854-1926) reported astory which was
told by Mr. Goldschmidt:

Whilst the dance whirled to the wild fiery
music — to the strain proceeding as it were,
from the depths of the earth, from the foam-
ing waterfall, from the howling tempest of
the mountains — the knives of the men left
their sheaths, and blood flowed along the
floor. The cellarman on going down to get
some beer, saw seated behind a hogshead
Old Nick himself playing the fiddle; then,
understanding why blood flowed so freely

above, he came up and cried:“Stop your ears,

the devil plays the fiddle!"*

In 1874 Griegreceived anannual stipend
from the Norwegian Parliament which al-
lowed him to focus only on composing
and from this time his financial situation
became stable. Music to Ibsen’s Peer Gynt
Op. 23 was a big success but suddenly he

experienced serious, private problems. In

5 FINCK, Henry T.: Grieg and His Music. New York:
Dodd, Mead and Company, 1922, pp. 119-120.
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rodi¢ov a zaéalo sa jeho ,depresivne obdo-
bie"'® Zaroveti sa sproblematizoval jeho
vztah s manzelkou Ninou; niektori vedci
tvrdia, Ze mala milostny pomer s Edvar-
dovym bratom Johnom, ¢o bolo v tej dobe
v istych bergenskych kruhoch vseobec-
ne zndme.'” Roku 1878, uprostred tejto
zloZitej etapy svojho Zivota, sa skladatel
rozhodol opustit Oslo a prestahovat sa do
Hardangeru, kde mohol v pokoji kompo-
novat. Svoju pozornost obratil na pieseri
Fidlikanti, ktort napisal dva roky predtym
a obzvldst zodpovedala jeho osobnej situ-
4cii. Rozhodol sa zalozZit vietok melodicky
materidl na hlavhom motive tejto piesne
a transformovat ho do vsetkych $tyroch
casti kvarteta. Poc¢as komponovania tejto
hudby si Grieg uvedomoval, Ze toto kvar-
teto moze byt pokladané za autobiografic-
ké, ked napisal:,PretozZe citim, Ze v tomto
diele st skryté stopy krvi Zivota, ktorej,
dafajme, budeme v budiicnosti vidiet viac
nez iba zopar kvapiek”'®

Americkd odborni¢ka Helena Kopchicko-

va poukdzala na to, Ze celd §truketra kvarteta

16 BENESTAD, Finn — SCHJELDERUP-EBBE,
Dag: Edvard Grieg. The Man and the Artist. Preklad
William H. Halverson, Leland B. Sateren. Lincoln/
London: University of Nebraska Press, 1988, s. 199.
17" Ref. 16.

'8 Griegov list Aimarovi Grenvoldovi z 18. marca

1883. Ref. 16, 5. 219.

the autumn 1875 he lost both his parents
and it started his “period of depression”®.
Simultaneously the relationship with
his wife Nina became problematic; some
scholars argue that she had alove affair
with Edvard’s brother John, which was
widely known at that time in some Ber-
gen circles'. In 1878 in this difficult pe-
riod of his life the composer decided to
leave Oslo and move to Hardanger, where
he could compose in peace. He turned his
attention to his song Spillemend written
two years earlier, which particularly suits
his private situation. He decided to base
all the melodic material on the main mo-
tif of the song and transform it in all four
movements of the quartet. Composing the
music Grieg was aware that this quartet
could be regarded as autobiographical as
he wrote: “For I feel that in this work are
hidden traces of that life’s blood of which
the future will hopefully see more than
mere drops™'®,

American scholar Helena Kopchick dis-

covered that the whole structure of the quar-

16 BENESTAD, Finn — SCHJELDERUP-EBBE,
Dag: Edvard Grieg. The Man and the Artist. Transl.
William H. Halverson, Leland B. Sateren. Lincoln/
London: University of Nebraska Press, 1988, p. 199.

7 Ibid.

'8 Grieg’s letter to Aimar Grenvold, March 18, 1883.
Ibid, p. 219.
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je vlastne reflexiou Ibsenovej bisne. Vo svojej
analyze spojila konkrétne verse basne so $tyr-

tet reflects Ibsen’s poem. In her analysis she
connected particular verses of the poem with

mi ¢astami kvarteta:'?

the four movements of the quartet".

Ibsenova basen Fidlikanti

Casti Griegovho Sld¢ikového
kvarteta, op. 27 / Movements
of Grieg’s String Quartet
Op. 27

Ibsen’s poem Spillemand

Kazdt noc pln letnej [ahkosti
moje mylienky zalietali k nej,
ale chodnik ma viedol k rieke

L. Un poco Andante — Allegro molto
ed agitato
II. Romanze: Andantino — Allegro

My thoughts were with her
every summer-light night;
but the path led to the river

uprostred jelSovej htistiny rosou skropenej. | agitato
Hej, kto sa vyznd v hroze a piesiiach,
moze tej krdske pocarit,

aby vo velkych kostoloch a siefiach,
cheela iba s nim jedinym byt!

Vyéaril som vodnika z hlbin,

hral mi - priam od Boha mal ten dar,
ale kym zo miia taky majster bol,

mj brat sa jej Zenichom stal.

Vo velkych kostoloch a siefiach,
hrdm teraz pre seba sim,

a hrozu z vodnika a piesni
neprestajne na mysli mdm.”

111 Intermezzo: Allegro molto
marcato — Pits vivo e scherzando

IV. Finale: Presto al Saltarello

in the bedewed alder thicket.

Hey, if you knew terror and songs;

you could bewitch the beautiful one’s mind,
so that into great churches and halls

she would certainly follow you!

I conjured the water-sprite from the deep;
he played to me straight from God; -

but by the time I had become his master,
she was my brother’s bride.

In great churches and halls

I play by myself,

and the sprites terror and songs
are never out of my mind®

¥ KOPCHICK, Helena: Mapping National Identity
and Narrative Space in Edvard Grieg’s String Quartet
in G-minor. Nepublikovana $tidia z Medzindrodnej
konferencie Griegovej spolo¢nosti v Betline roku 2009.
2 Anglicky preklad In: FOSTER, Beryl: Literally
Grieg. St. Albans: RJW Enterprises, 2011, s. 17. (Slo-
vensky preklad Katarina Goddrova.)

¥ KOPCHICK, Helena: Mapping National Identi-
ty and Narrative Space in Edvard Grieg’s String Quar-
tet in G-minor. Unpublished paper from the Interna-
tional Grieg Society Conference in Berlin in 2009.

?  English translation in FOSTER, Beryl: Literally
Grieg. St. Albans: RJW Enterprises, 2011, p. 17.
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Podla Kopchickovej schémy druhd ¢&ast
kvarteta vyuZiva t najvic$iu a najvyznamnej-
$iu ¢ast bisne (osem verSov, polovicu z celej
bésne). Zahfia tie najdramatickejsie a naj-
vyznamnejsie verSe: zdpas v srdci hudobnika,
ktory si musi vybrat medzi svojou milovanou
a nasledovanim ocarujtcich zvukov vodnika.
Navyse je tito ¢ast nazvani Romanze, ¢o na-
znaduje libostnt tému.

Hudba je vystavand na dvoch kontrast-
nych tsekoch: na tseku A, ktory podla
Kopchickovej predstavuje ,pieseti lasky hlav-
ného protagonistu’, a iseku B, ktory je akym-
si,vodnikovym zvidzanim“?! Tieto tseky st
»extrémne kontrastné’?* pokial'ide o ich cha-
rakter a tempo. Usek A je zasadeny do B dur,
mé pokojny a sladky vyraz (dolce) a vyuziva
rytmus siciliany, ktorému sa v hudobnych
dejindch prisudzuje idylickd a pastordlna
nilada.”? V tvodnych deviatich taktoch za-
znieva po prvykrit hlavna téma vo violoncele,
a ndsledne prechidza do prvych husli, ¢o pri-
pomina [ibostny dialég medzi hudobnikom
(violonéelo) a jeho milovanou (prvé husle).
Diatonickd stavba melddie vytvira dojem

2L Ref. 19.

2 BENESTAD, Finn — SCHJELDERUP-EBBE,
Dag: Edvard Grieg. Chamber Music. Oslo: Scandina-
vian University Press, 1993, s. 82.

»  Pozri MONELLE, Raymond: The Musical Topics.
Hunt, Military and Pastoral. Bloomington/Indianapo-
lis: Indiana University Press, 2006, s. 215 — 220.

According to Kopchick's scheme the sec-
ond movement uses the largest and the most
prominent part of the poem (eight verses
— half of the poem). It encompasses verses
which are the most dramatic and meaning-
ful: the struggle in the heart of the musician
to choose his beloved or follow the magic
sounds of the fossegrim. Moreover, the move-
ment is entitled Romanze, suggesting a love
topic.

Music is built on two contradictory sec-
tions: A, which according to Kopchick repre-
sents “the protagonists love song’, and B, “the
fossegrim’s enticement”*!. Between them there
is an ‘extreme contrast’?? of characters and
tempi. The section Ais grounded in B-flat
major, has a calm and sweet expression (dolce)
and uses siciliano rhythm which in the music
history has a connotation with an idyll and
pastoral®. In the opening nine bars the main
theme is first played by the cello and then the
first violin takes over, which resembles the love
dialogue between the musician (cello) and his
beloved (first violin). The diatonic construc-
tion of the melody gives the impression of

2 KOPCHICK, Mapping National Identity.

2 BENESTAD, Finn - SCHJELDERUP-EBBE,
Dag: Edvard Grieg. Chamber Music. Oslo: Scandina-
vian University Press, 1993, p. 82.

#  See MONELLE, Raymond: The Musical Topics.
Hunt, Military and Pastoral. Bloomington/Indianapo-
lis: Indiana University Press, 2006, pp. 215-220.
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pokojnej lyrickej romance a evokuje vokdlnu

piesefi (serenddu) (pozri Priklad 1).

a serene, lyric romance and evokes vocal song

(serenade) (see Example 1).

Priklad 1: Edvard Grieg: Sld¢ikové kvarteto g mol, druhd &ast, t. 1 — 10 (Edition Peters).

Example 1: Edvard Grieg, String Quartet in G minor, IT mvt., mm. 1-10 (Edition Peters).

ndantino

Usek B prudko kontrastuje s atmosférou
useku A zmenou durovej téniny na molov,
nastolenim ,burlivého™** charakteru a vyrazu
agitato (pozri Priklad 2).

Hoci druhé husle plnia td istt tlohu
ako v predchddzajiocom tseku, iba tri tony
z chromatického postupu e — f — ges — f — e
— f hrd viola staccato. Najmi e je v prostredi

24 Ref.22,s.84.

o e |
-
p—"

;1._!

The contrasted section B broke the atmos-
phere of the section A by changing the key signa-
ture into minor and introduced “tempestuous™*
character and agitato expression (see Example
2). Although the second violin fulfils the same

role as in the previous section the viola plays
staccato only three notes in the chromatic pro-

gression: E— F — Gflat — F — E — E. Particu-

% Ref.22,p. 84.
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b mol tym cudzim prvkom, ktory modZzeme
interpretovat ako krok zvicSenej kvarty alebo
ako prvok lydickej molovej stupnice. Avsak
ten najcharakteristickej$i prvok sa objavi
v dalgich dvoch taktoch. Prvé husle za¢nt
hrat virtuéznu melédiu, ktord obsahuje plno
bodkovanych rytmov a dlhych nét na lahkych
dobich (t. 19 — 28). Usek pripomina volni
improviziciu, moduluje do f mol a prvé hus-
le dominuji nad ostatnymi ndstrojmi, ktoré

hraja iba sprievod (Priklad 2).

larly E natural is a strange element in the B-flat
minor which could be interpreted as a raised
fourth step or as an element of Lydian minor
scale. But the most characteristic element will
appear in the next two bars. The first violin
starts playing a virtuoso melody which is full
of dotted rhythm and long notes on the upbeat
(mm. 19-28). It seems like a free improvisa-
tion, modulates to F minor and the first violin
dominates other instruments, which play only
the accompaniment (Example 2).

Priklad 2: Edvard Grieg: Sld¢ikové kvarteto g mol, druhd ¢ast, t. 16 — 27 (Edition Peters).

Example 2: Edvard Grieg, String Quartet in G minor, IT mvt., mm. 1627 (Edition Peters).

[16] —
B e g oF ¥ «

Allegro agitato
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Virtudzne prvé husle a sprievod violy, vy-
uzivajice tény e a ges, nim pripominaja ci-
gansku hudbu a uhorsky $tyl.>* Ciganov v 19.
storodi povazovali za vyvrhelov, postrach eu-
ropskej spolo¢nosti. Ako pise Jonathan Bell-
man, ,Style hongrois teda naznauje emocné
extrémy, ktoré st nepristupné beznym lu-
dom, st dosiahnutelné iba prirodnému kme-
fw, keory Zije v divodine a cestuje s vetrom
a dazdom"?® Nasser Al-Taee tvrdi, Ze Cigani
»vzbudzuji odpor v obyvateloch zipadného
sveta prive svojou iracionalitou, frenetickym
duchom a hypnotickou hudbou®* Zd4 sa,
ze Grieg zamyslal vyuZit ciginsku hudbu

» BELLMAN, Jonathan: The Style Hongrois in the
Music of Western Europe. Boston: Northeastern Uni-
versity Press, 1993,

26 Ref. 25,5.92.

7 AL-TAEE, Nasser: Representation of the Orient
in Western Music. Violence and Sensuality. Ashgate,
Routledge, 2010, s. 216.

The first virtuoso violin and the viola’s
accompaniment using E natural and G-flat
resemble the Gypsy music and the style hon-
grois®. In the 19th century, Gypsies were
regarded as outsiders, the European soci-
ety’s fears. As Jonathan Bellman writes “The
style hongrois suggested, therefore, extremes
of emotion inaccessible to normal people,
attainable only to the elemental tribe who
lived in the wild and travelled with the wind
and rain”?. Nasser Al-Taee states that what
makes Gypsies “so repulsive to the West is
their irrationality, frenzied spirit, and hyp-
notic music’?. It seems that Grieg intended

» BELLMAN, Jonathan: The Style Hongrois in the
Music of Western Europe. Boston: Northeastern Uni-
versity Press, 1993.

% Ibid, p. 92.

7 AL-TAEE, Nasser: Representation of the Orient
in Western Music. Violence and Sensuality. Ashgate,
Routledge 2010, p. 216.
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na vyjadrenie nérskeho mytu o fossegrimovi.
Magickt hru na hardangerskych husliach, na
tom najndrskejsom hudobnom néstroji, pred-
stavuji ciginske husle. Akoby sa tu ciginske
husle a nérske husle spojili, aby vytvorili viziu
nadprirodzeného sveta, ktory ovldda mocné
prirodné sily. Tu je fossegrim ciginskym hu-
dobnikom — horuckovitym, hypnotickym,
démonickym, plnym nezvlidnutych emdcii.
Podla Daniela M. Grimleyho sa idea zacaro-
vania alebo Gnosu nadprirodzenymi silami,v
nérskej mytoldgii neustale vracia, v neposled-
nom rade v rozpravkach, ktoré zozbierali taki
folkloristi ako Asbjornsen a Moe” a ,je pod-
statnd pre vi¢$inu Griegovej hudby stvisiacej
s obrazom nérskej krajiny."*®

Navyse klucova rola prvych husli nepre-
trvava v celom dseku B, pretoZe virtuéznu
mel6diu nésledne opakuje viola s violonce-
lom (t. 29 — 38). Tento neocakavany presun
melddie do niZ$ieho registra ma aj symbo-
licky vyznam a ukazuje, Ze hlavny protago-
nista basne (hudobnik) sa poku$a imitovat
styl magickej hudby fossegrima. Avsak tento
pokus je netispesny, ¢o ndm ukazuje nastup
v dalSom néstroji — viole (,vi¢sich husliach®),
a nie v druhych husliach, ktoré by boli vlast-

ne rovnocennym ndstrojom (Priklad 3).

* GRIMLEY, Daniel M.: Grieg: Music, Landscape
and Norwegian Identity. Woodbridge: Boydell Press,
2006, s. 81.

to use the Gypsy music to reflect the Nor-
wegian myth of fossegrim. The magic playing
on the hardingfele, which is a strictly Norwe-
gian instrument, is represented by the Gypsy
violin. It appears that the Gypsy violin and
the Norwegian fiddle are joined together to
create a vision of supernatural world with the
great powers of the nature. Here fossegrim is
a Gypsy player — frenetic, hypnotic, demonic,
full of uncontrolled emotions. As Daniel M.
Grimley discovered the idea of enchantment
or abduction by supernatural powers “is a re-
current theme in Nordic mythology, not least
among the tales collected by folklorists such
as Asbjernsen and Moe” and “is fundamental
to much of Grieg’s landscape music™.
Moreover, the crucial role of the first violin
does not occupy the whole B section because
the virtuoso melody is next repeated by the
viola with cello (mm. 29-38). This unexpected
shift of the melody to lower register also has
a symbolic meaning and shows that the main
protagonist in the poem (musician) tries to imi-
tate the style of the magic music of the fossegrim.
However, his attempt is not successful, what is
represented by a different instrument — viola
(“bigger violin”) rather than the second violin,
which is an equal instrument (Example 3).

»# GRIMLEY, Daniel M.: Grieg: Music, Landscape
and Norwegian Identity. Woodbridge: Boydell Press,
2006, p. 81.
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Priklad 3: Edvard Grieg: Sldcikové kvarteto ¢ mol, druh4 ¢ast, t. 28 — 35 (Edition Peters).

Example 3: Edvard Grieg, String Quartet in G minor, I mvt., mm. 28-35 (Edition Peters).

poco rit. A
= a tempo

Jp o be

P .

Grieg zopakoval ten isty efekt aj po druhy-
krat, ked melddiu z b mol transponoval do Des
dur (t. 39 — 57). Na tejto ciginskej melédii je
tieZ ndpadné, Ze jej zadiatok vychidza z Griegov-
ho motivu b — a — f, ktory je pre skladatela taky
typicky (pozti t. 20 v prvych husliach v Priklade
2). Melédii to dodalo autobiograficky charaketer,
ktory potvrdzuje, Ze v tomto kvartete,.sa odréza
kus jeho vlastnej minulosti“®’, ako napisal sim
skladatel'v liste Iverovi Holterovi.

2 Ref.22,s.63.

Grieg repeats the same effect for the sec-
ond time when he shifts the melody from
B-flat minor to D-flat major (mm. 39-57).
What is also striking in this Gypsy melody
is the fact that its beginning is based on the
Grieg formula: B-flat — A — F so typical for
the composer (see m. 20 in the first violin in
Example 2). It tinged the melody of the au-
tobiographical element which proves that in
this quartet “lies a piece of personal history”*

¥ Ref.22,p.63.
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Je zaujimavé, Ze usek B spésobi zmenu
v navracajicom sa useku A v taktoch 81
— 104 (Priklad 4). Nastupuje ako variicia
useku A, kde viak hlavni melddia nenastt-
pi vo violoncele, ale vo viole (¢iZe ide o taky
isty efekt ako v useku B). Predstavuje tito
viola violoncelo zadarované vodnikom, ale-
bo st to nedokonalé husle? To je re¢nicka
otizka.

as the composer wrote himself in the letter to
Iver Holter.

It is interesting that the section B has an
impact on the recurring section A in bars
81-104 (Example 4). It appears as a variation
of the section A, where the main melody is
given not to the cello but to the viola (so the
same effect as in the section B). Is the viola
a cello enchanted by fossegrim or an imperfect
violin? It is a rhetoric question.

Priklad 4: Edvard Grieg: Sld¢ikové kvarteto ¢ mol, druhd ¢ast, t. 81 — 88 (Edition Peters).

Example 4: Edvard Grieg, String Quartet in G minor, I mvt., mm. 81-88 (Edition Peters).

- Tempo del Andantino ma un poco pm animato

Lpp npfpatsf
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Potom sa objavi tsek B v skritenej forme,
reprezentovany iba melédiou vodnika, uve-
denou vo viole a violonéele (t. 105 — 110),
ktort prerusi piesen ldsky z tiseku A (t. 111
— 115). Coskoro sa viak ,fossegrimovo zva-
dzanie” vracia s dvojndsobnou silou, preto-
ze prvé husle st zosilnené druhymi huslami
o oktdvu nizsie (t. 116 —121) (pozri Priklad
5). Ked sa pieseni ldsky vracia posledny raz
v kdde tejto casti, napitie uz nie je pritomné.
Ziver zdodraziiuje, Ze pribeh nema dramatic-
ké findle a nesie sa v duchu idylickej atmosfé-

ry (t. 122 — 145).

Next the section B appears in a shorter form
represented only by the fossegrim’s melody in the
viola and cello (mm. 105-110) interrupted by
the love song from the section A (mm. 111—
115). But very soon the “fossegrim’s enticement”
returns with double force because the first violin
is intensified by the second violin in a lower oc-
tave (mm. 116-121) (see Example 5). When the
love song returns for the last time in the coda of
this movement there is no longer a tension. The
conclusion points out that the whole story does
not have a dramatic finale, and the idyllic atmos-

phere overwhelms the ending (mm. 122-145).

Priklad 5: Edvard Grieg: Sldcikové kvarteto ¢ mol, druhd ¢ast, t. 114 — 121 (Edition Peters).

Example 5: Edvard Grieg, String Quartet in G minor, IT mvt,, mm. 114-121 (Edition Peters).

. X =

Allegro agitato

be

Forta TR ] —

i
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Podla méjho ndzoru druha ¢ast Sldcikové-
ho kvarteta g mol stelestiuje hlavné napitie Ib-
senovej basne: napitie medzi nadprirodzeny-
mi silami, ktoré predstavuje ciginska hudba
fossegrima, a témou ldsky, ktort reprezentuje
lyrickd Romanze — siciliana. Ich protipostave-
nie zodpovedd presne takému istému protipo-
staveniu dvoch skupin Zenskych charakterov
v Ibsenovom Peerovi Gyntovi: nadprirodze-
né, emocionalne, nestabilné — Anitra a dcé-
ra Kréla hor, a skutoéné, pokojné a stabilné
— Solveig. Ak je Ibsenova hra prikladom nér-
skeho orientalizmu v literattire, tak Griegova
hudba je typickym prikladom tejto tendencie
v hudbe.*® Ttito pomalt ¢ast mdZeme porov-

nat aj s pomalou castou Sldcikového kvarteta
F dur, ktoré skladatel nedokondil.

Krajina v druhej ¢asti Griegovho
Slaéikového kvarteta F dur

Grieg napisal roku 1891 iba dve ¢asti tohto
kvarteta a zanechal niekol'ko skic dvoch zvys-
nych ¢asti. Zamyslal napisat lahsie a §tastnej-
sie dielo ako zddumcivé a dramatické Sldci-
kové kvarteto ¢ mol>' Na zaklade skic Klaus

0 Aj tretia a Stvred Cast Sldcikovébo kvarteta g mol

obsahujt exotické prvky. Poslednu ¢ast saltarello v har-
monickom kontexte som rozoberal v ¢lanku: Musical
Categories of the Uncanny in Edvard Griegs “Troll
Music”. In: Studia Musicologica Norvegica, 2012, 38, s.
59 —61.

31 Ref.22,s.158.

In my opinion the second movement of
the String Quartet in G minor represents the
main tension of Ibsen’s poem: between the su-
pernatural powers represented by the Gypsy
music of fossegrim and the love topic repre-
sented by the lyric Romanze — siciliana. It is ex-
actly the same juxtaposition as the two groups
of female characters in Ibsen’s Peer Gynt: su-
pernatural, emotional, unstable — Anitra and
Mountain King’s daughter and the real, peace-
ful and stable — Solveig. If Ibsen’s play is an ex-
ample of Norwegian orientalism in literature,
Grieg's music is a typical example of this ten-
dency in music.’® This slow movement could
also be compared to the second movement of
the String Quartet in F Major, which the com-
poser left unfinished.

Landscape in the second movement of
Grieg’s String Quartet in F major

Grieg wrote only two movements of this
quartet in 1891 and left some sketches of the
two other movements. He intended to write
alighter and happier work than the sombre
and dramatic String Quartet in G Minor’', The

30 The third and the fourth movements of the String

Quartet in G Minor also contain some exotic ele-
ments. I discussed the last movement: saltarello in the
harmonic context in the article:'Musical Categories of
the Uncanny in Edvard Grieg’s “Troll Music”, Studia
Musicologica Norvegica 2012/38, pp. 59-61.

3 Ref. 22, p. 158.
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Henning Oelmann dokon¢il dve posledné
dasti a vydal ich v 20. zvizku Griegovho Sd-
borného diela.

Druhi ¢ast Griegovho Sldcikového kvar-
teta F dur je napisand v trojdielnej forme
ABA a mi podobné ¢rty ako druhd ¢ast Sld-
¢ikového kvarteta g mol. Nendjdeme tu viak
ziadny citdt z Griegovych piesni a dielo je
¢istou hudbou bez nejakych mimohudob-
nych obsahov.

Usek A (t. 1 — 115) ndm pripomina vod-
nikov tsek B zo Sldcikového kvarteta g mol,
pretoze aj tu hlavnt dlohu dostali husle,
ktoré hraju melédiu v bodkovanom ryt-
me vychiddzajicu z ciginskej stupnice (t.
1 - 12). Appoggiatury v druhych husliach
a viole vyuzivaju aj gis ako zvySeny Stvrty
stupeil v d mol. Spolu s pizzicatami vo vio-
lonéele znie tento sprievod velmi madarsky
(uhorsky styl) a posobi ako exoticky prvok
(Priklad 6).

sketches of the two last movements were com-
pleted by Klaus Henning Oelmann and pub-
lished in vol. 20 of Grieg's Collected Works.

The second movement of Griegs String
Quartet in F Major is written in the terna-
ry form ABA and it has similar features to
the second movement of the String Quartet
in G Minor. However, there is no quotation
from any of Griegs songs and the work is
pure music without extramusical contents.

The section A (mm. 1-115) resembles
the fossegrim’s section B from the String Qu-
artet in G Minor because the main role is giv-
en to the first violin, which plays a melody in
the dotted rhythm based on the Gypsy scale
(mm. 1-12). Appoggiaturas in the second
violin and viola also use G-sharp as a fourth
raised step in D minor. Together with pizzi-
cati in the cello this accompaniment sounds
very Hungarian (style hongrois) and seems to
be an exotic element (Example 6).

Priklad 6: Edvard Grieg: Sld¢ikové kvarteto F dur, druhd ¢ast, t. 1 — 12 (Edition Peters).

Example 6: Edvard Grieg, String Quartet in F major, IT mvt,, mm. 1-12 (Edition Peters).
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o

Ovela népadnejsi je efekt na konci tohto
tseku (t. 91 — 98), ked'je ciginska melédia
zdvojend o oktdvu nizsie druhymi huslami,
zatial ¢o violonéelo a viola hraji pizzicato roz-
loZené kvintakordy, ¢o v kone¢nom désledku
vytvara efekt bicich ndstrojov — malého bub-
na alebo tamburiny. Pri porovnani s druhou
castou Slacikového kvarteta ¢ mol je zrejmé,
Ze aj tito hudba by mohla predstavovar vod-
nikove magické hardangerské husle, pretoze
Grieg tu pouzil tie isté efekty: bodkovany
rytmus, ciginsku stupnicu, dominujtice prvé
husle a v sprievode imitdciu ciginskej kapely

(Priklad 7).

More striking is the effect at the end of
this section (mm. 91-98) when the Gypsy’s
melody is doubled in alower octave by the
second violin while cello and viola play piz-
zicato triads, what gives an effect of a percus-
sion instrument — small drum or tambou-
rine. In comparison to the second movement
of the String Quartet in G Minor it is obvious
that this music could also represent a magic
hardingfele of fossegrim because Grieg used
the same effects: dotted rhythm, Gypsy scale,
domination of the first violin, imitation of
the Gypsy band in the accompaniment (Ex-
ample 7).
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1  Priklad 7: Edvard Grieg: Sldcikové kvarteto F dur, druha ast, t. 86 — 97 (Edition Peters).

2 Example 7: Edvard Grieg, String Quartet in F major, I mvt., mm. 86-97 (Edition Peters).
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Usek A v d mol kontrastuje so strednym
usekom B v D dur. Tu sa Grieg rozhodol
konfrontovat ciginsku hudbu s nérskou lu-
dovou hudbou, pretoze tsek B je nérsky ta-
nec ,springar”’* Tvar hlavnej melddie je zve-
reny prvym husliam (po deviatich taktoch,

32 Ref.22,s.169.
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The section A in D minor is contrasted with
the middle section B in D major. Here Grieg de-
cided to juxtapose Gypsy music with Norwegian
folk music because the section B is a Norwegian
dance springar*®. The shape of the main melody
is given to the first violin (after nine bars played

2 Ref. 22, p. 169.
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ktoré hraju oboje husle) a je typicky nérsky
s ozdobami a sprievodom najprv vo viole (t.
116 - 123), a potom vo violoncele (t. 124
— 135). Sprievod imituje kvintovy bourdon
— prézdne struny nérskych husli — hardingfe-
le (Priklad 8).

by both violins) and it is typically Norwegian
with ornaments and the accompaniment first in
the viola (mm. 116—123) and next in the cello
(mm. 124-135). The accompaniment imitates

the fifth drone — open strings on Norwegian
fiddle — hardingfele (Example 8).

Priklad 8: Edvard Grieg: Sldcikové kvarteto F dur, druhd ¢ast, t. 116 — 126 (Edition Peters).

Example 8: Edvard Grieg, String Quartet in F major, I mvt., mm. 116-126 (Edition Peters).
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Pre¢o Grieg spojil tieto dva protiredi-

vé §tyly: uborsky $tyl a nérsky tanec? Usek

A méZe opit predstavovat magickd vzruse-

Why did Grieg join these two contra-
dictingd styles: style hongrois and Norwegian
dance? Again the section A could represent
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ntt hudbu vodnika a tsek B jeho hru na har-
dangerskych husliach v stvislosti s nérskou
krajinou. Zd4 sa, Ze druha ¢ast je portrétom
fossegrima, ktory hra v krisnom nérskom
prostredi. Rytmické plynutie tseku B by
mohlo pripominat plynici vodopad — miesto
zivota vodnikov. Nepochybne Grieg pouzil
uhorsky §tyla cigdnsku hudbu na vyjadrenie
exotickych vlastnosti nérskej ludovej hudby
a jej magie.

Zaver

Mojim cielom bolo ukazat, Ze druhé cas-
ti dvoch Griegovych sli¢ikovych kvartet st
striktne spojené s uhorskym $tylom, cigan-
skou hudbou a zastupujt v skladatelovom
diele nérsky orientalizmus. Nepochybne
mdj prispevok modze poskytnit iba zbezny
pohlad na tieto skladby a neobsahuje hib-
kovi detailnd hudobnt analyzu. Je to skor
vychodisko pre dalsiu diskusiu o exotickych
vlastnostiach Griegovej hudby. Otazkou
ostava, ¢i si skladatel tieto tendencie uve-
domoval, pripisoval im symbolicky vyznam
a spojil ich s nadprirodzenou postavou fos-
segrima, alebo je to iba vysledok mojej muzi-
kologickej interpreticie.

Ovela prekvapujicejsie je, Ze nérsky mu-
zikolég Dag Schjelderup-Ebbe si vo svojej
knihe o Griegovej harménii v§imol, Ze cigdn-
ska stupnica® (molovd so zvy$enym $tvrtym

the magical, frenetic music of the fossegrim and
the section B the fossegrim’s playing on the har-
dingfele in the connection to the Norwegian
landscape. It seems that the second movement
isa portrait of the fossegrim playingin the beau-
tiful Norwegian surroundings. The rhythmic
flow of the section B could resemble a flowing
waterfall — a place of life of fossegrims. Doubt-
lessly Grieg used the style hongrois and Gypsy
music to represent exotic qualities of Norwe-
gian folk music and its magic.

Conclusion

My aim was to demonstrate that the second
movements of Grieg's two string quartets are
strictly connected with the style hongrois and
Gypsy's music and represent the Norwegian
orientalism in the composer’s output. Cer-
tainly my article gives only an overview on
these movementsand it does not contain deep,
detailed music analysis. It is rather a starting
point for a further discussion about the ex-
otic qualities in Griegs music. It remains
a question whether the composer was aware
of such tendencies and gave them a symbolic
meaning and connected them with the super-
natural character of the fossegrim, or whether
it is only my musicological interpretation.
What is more surprising the Norwegian
musicologist Dag Schjelderup-Ebbe noticed
in his book about Grieg’s harmony that the
Gypsy scale® (minor scale with raised fourth
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a zniZenym §iestym stupiiom) sa vyskytuje aj
v nérskej ludovej hudbe a dodiva jej exotic-
ké vlastnosti’, PiSe:, Zvysend kvarta moze byt
pritomn4 aj v molovom mode, tak v nérskej
Iudovej hudbe, ako aj u Griega®* Preco ju
vsak Griegasocioval s typickymi vlastnostami
cigdnskych husli a nérskych hardangerskych
husli? Je to azda jeho osobna hudobni vizia
fossegrima? A aplikoval uhorsky styl v stilade
s Bellmanovym vyrokom: ,Kazdy skladatel,
ktory pouzil tento dialekt [uhorsky styl] s tou
najvicSou suverenitou, slobodou a presvedce-
nim, z neho spravil svoj individudlny osobny

jazyk, vhodny na jeho vlastné tiéely“?*

33 ZvySenym Stvrtym stupiiom v molovej stupnici sa
zaoberala vo svojom prispevku aj STEFKOVA, Mar-
kéta: Poetics of Melancholy and Elegy in Grieg’s Piano
Compositions. In: STEPIEN, Wojciech (ed.): Edvard
Grieg and His Times. Katowice: Akademia Muzyczna
im. Karola Szymanowskiego w Katowicach, 2016, s.
141 - 160.

*  SCHJELDERUP-EBBE, Dag: A Study of Griegs
Harmony. With Special Reference to this Contributions
to Musical Impressionism. Oslo: Johann Grundt Ta-
num, 1953, 5. 21, 37 - 39.

3 Ref. 25,5.130.

step, and lowered sixth) may be observed
in Norwegian folk music and gives it “exotic
qualities”. He writes: “The augmented fourth
may also be present in the minor mode, both
in Norwegian folk music and in Grieg”*. But
why did Grieg link it with the typical features
of the Gypsy fiddle and Norwegian hardingfe-
le? Is it his personal musical vision of the fos-
segrim and did he apply the style hongrois ac-
cording to Bellman’s statement: “Each of the
composers who used this dialect [style hon-
grois] with the greatest command, freedom,
and conviction made it an individual, person-
al language, suitable to his own purposes”?*®

3 The fourth raised step in the minor scale was dis-

cussed also by STEFKOVA, Markéta in her article:
‘Poetics of Melancholy and Elegy in Griegs Piano
Compositions, in STEPIEN, Wojciech (Ed.): Edvard
Grieg and His Times. Katowice: Akademia Muzyczna
im. Karola Szymanowskiego w Katowicach, 2016, pp.
141-160.

* SCHEJLDERUP-EBBE, Dag: A Study of Grie-
gs Harmony. With Special Reference to this Contribu-
tions to Musical Impressionism. Oslo: Johann Grundt
Tanum, 1953, pp. 21, 37-39.

3 BELLMAN, The Style Hongrois in the Music of
Western Europe, p. 130.
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Resumé

Elisabeth Oxfeldtovi vo svojej vycerpavajicej $tadii Nordic Orientalism. Paris and Cosmopolitan Imagination 1800~
1900 skiima rolu, ktortd hra Orient v utvirani dinskej a nérskej identity”. Uvazuje o viacerych moznych interpreta-
cidch §tvrtého orientdlneho dejstva draimy Henrika Ibsena Peer Gynt, ktoré sa odohrdva v severnej Afrike. Na zékla-
de psychoanalyzy Peera Gynta odhaluje, Ze Anitra a postavy v Egypte, ako aj Zena v zelenom a trolovia v Nérsku st
imagindrne bytosti a predstavuji nadprirodzeny svet, kym Ingrid, Aase a Solveig si1 redlne a prirodzené postavy.

Podobne aj v hudbe Edvarda Griega sa vyskytujui prvky orientalizmu, ktoré predstavuju nérsky nadprirodzeny svet.
Aby ich Grieg mohol znézornit, velmi ¢asto pouziva ciginsku molovii stupnicu a imitdciu hry na sélovych husliach.
Nori 19. storotia povazovali uhorski a ciginsku hudbu za orientélnu a exotickd. Podla Jonathana Bellmana uhorsky
$tyl naznacoval ,extrémne emdcie nepristupné beznym ludom ¢ize nadprirodzené. Ciganska hudba bola pre zipadnu
spolo¢nost odpudzujca kvoli svojej iraciondlnosti, barlivému duchu a hypnotickému charakteru.

V tejto §tudii sa pokusam dokazat, ze Grieg vyuzival style hongrois ako exoticky orientalny, ako aj nadprirodzeny
prvok. Demonstrujem to na prikladoch z dvoch Griegovych slicikovych kvartet: g mol op. 27 (1877 — 1878) a F dur
EG 117 (1891), a hladdm prvky ,exotiky’, o ktorych hovori Schjelderup-Ebbe. V zévere ponitkam mimohudobnit
interpreticiu tychto dvoch skladieb v stvislosti s charakteristickymi ¢rtami nérskeho vodnika — fossegrima.

Summary

Elisabeth Oxfeldt in her fundamental study: Nordic Orientalism. Paris and Cosmopolitan Imagination 1800-1900
examines the role which the Orient played “in the construction of Danish and Norwegian national identity”. She
considers possible interpretations of the oriental fourth act of Henrik Ibsen’s Peer Gynt, which is set in North Af-
rica. According to the psychoanalysis of Peer Gynt, Anitra and the characters in Egypt together with the Woman in
Green and trolls in Norway are imaginary and represent the supernatural world whereas Ingrid, Aase and Solveig
are real and natural,

Similarly in Edvard Grieg's music exist elements of orientalism which represent the Norwegian supernatural
world. To portray it Grieg very often uses the Hungarian scale and the imitation of the solo violin playing. Hungar-
ian and Gypsy music were considered oriental and exotic by the 19"-century Norwegians. According to Jonathan
Bellman the Hungarian style suggested “extremes of emotion inaccessible to normal people’, and therefore super-
natural. Hence Gypsy music was repulsive to the Western society because of its irrationality, frenzied spirit and
hypnotic character.

The paper tries to prove that Grieg used style hongrois both as exotic-oriental and supernatural. I demonstrate
examples from two of Grieg’s string quartets: G minor Op. 27 (1877-1878) and F major EG 117 (1891), and
search for elements of “exotic qualities” discussed by Schjelderup-Ebbe. Finally I give an extramusical interpretation
of these two works in the connection to the character of the Norwegian water sprite — fossegrim.
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