CHAPTER 3

THE APPLICATION OF ‘SPEECH-MELODY® THEQRY IN JENITFA

‘Speech-Meladies® in Jendra

Almost as if it were provided as a precaution in case the use
of the ‘speech—meludg’ technique was not immediately obvious to
‘the audience, the program leaflet for the premiére of Jeniifa

informs its readers that:

The principle on which Jendfa was written is the following:
Jandfek recognized that the truest expression of the soul
lies in meladic motifs of speech. Thus instead of the usual
arias he used these [speech] melodies. In doing so he
achieved a truthful expression in places where this is surely

one of the maost important things.246

Obrservers who present views which are probably less prone to bias
than that voiced in the program nate {which has been attributed io
Janacek) have supported this gssessment. One such opinion reports
that ‘every bit of action on the stage is closely correlated with
equivalent music.’247 Such descriptions of the opera emphasise
Janécek’s obsession with depicting life truthfully in his music,
Jandcek was confident of the suitability of his ‘speech—me]ndg’
technique to achieve this end: ‘I knew that I could cope with the

motif of any word, no matter how general or hoyr salemn - that I

246 | eo¥ Janélek, ‘On the Significance of Jendre' (1904}, reprinted in John
Tyrrell, Jandlek’s Operas: A Documentary Accaunt {Princeton: Princeton University
Press, 1992) 55,

247 Harold Schonberg, quoted in Hans Heimsheimer, ‘Success Story,’ Opera News
38.8 (1974); 23.
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could cops, too, with the banality of life and its deep tragedy - that
I could cope even with the prose of Jendfs. And I composed it o

prose.’248 Because the motives were reliant on the words for their
melodic contour and rhythm, their interpretation in the language in
¥rhich they were conceived is vital for their intended semantic and

emotional effects to be attained.

Contrary to the suggestion that Jan&fek’s operas should only be
performed in Czech, St&drofi claims that the ‘speech-melodies’
stamp Jendra in such a way that the passion of the work is
observed regardless of the language in which it is performed.249
Jandtek sxpresses a starkly different view when he writes about a
railway guard calling out the name of a station first in Czech and
then in German: *Moravany! Morawaan!® Jandéek timed these
utierances {most likely with his Hipp’s Chronoscope) and concluded
that the durational difference between the two languages was
significant: . . . the loss of 0.386 seconds of pure sound out of the
total duration of 3.66 seconds, this decrease surely became
gigantic during the two and a half hours of Jendra.’ He goes on to
explain why this situation is unfavourable: ‘The melodic sweetness
of the Czech word has disappeared in the German version, the
musical union of speech melody has thinned down.’250 He believed

that his truth and beauty ideals were threatened when the balance

248 |go¥ Janélek, ‘Around Jendfs,” Hudebni revue 1% (19 15-18), reprinted in
Mirka Zemanové, comp. ed. and trans., Jand&ek’s Uncollected Essays on Music {London:
Marion Boyars, 1989) 86.

249 Bohum{r St&drof, ‘Zu Janéteks Sprachmeladien,’ Bericht dber den
Internationalen Musikwissenschaftiichen Kongress. Eds Carl Dahlhaus, Reiner Kluge,
Ernst Meyer and Walter Wiora {Leipzig: VEB Deutscher Verlag fir Musik, 1966)
342,

250 20§ Jandlek, ‘Moravany! Merawaant’ Lidevé noviny XXv1.93 (6 Apr. 1918),
reprinted in Zemanovd, Janddak’s Uncollected Essays on Music 41.
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established between text and music was destroyed by abandoning
the language of the original version. This warning serves to
strengthen the imporiance which should be assigned to the bond
between the melodic motives and their rosts in the emotions which

are the impetus for speech.

Despite Jandfek’s assurances that the melodic material of the
opera was generated through the transformation of speech
characteristics, the stricthess with which this method was
adhered to has been questioned. The frequent use of old Greek or
church modes, the whole-tone scale25! and an emphasis given to
the tritone252 (glthough more prominent in the orchestral parts)
may suggest preconceived pitch structures. Tﬁis exposes the issus
of whether motives are derived from spoken versions of their
accompanying texts or have another source. Horsbrugh believes that
some of the music from Act One of Jenifa has its origins in earlier
works. He claims that Laca’s figure ‘kdyZ Cekd Stefka od assenty’
[wondering if Steva has been conscripted] {example 9) is related to
the melody of Jandfek’s male~voice chorus ‘The Jealous Man’
(1888), which, like Jenira, describes a plot involving jealousy and a

knife wound.
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251 Jaroslav Vogel, Leo$ Jandek (London: Orbis Publishing, 1981) 17.
252 Michael Ewans, JandCek’s Tragic Operas {London: Faber and Faber, 1977) 48.

253 Leod Jandtek, Jeji Pastorkyfia (Praha: Hudebnf matice Um&lecks besedy,
1948) 23.



The recruit’s song (example 4a) is thought to be a derivative of
both Jandlek’s piano piece £j, Danaj (1892) and the folksong
‘Zelené sem sela’ [Green I Sowed], which he arranged for mixed
Choir and orchestra in 1892.254 The possibility that even these
‘original’ sources are based on speech patierns should be
entertained since they are closely related to Moravian folksang
which JandCek and others believed to be linked in its
characteristics to speech.255 Additionally, the brevity of Laca’s
figure and the fact that in the recruit’s song Jandcek was seeking
to evoke the spirit of folksong rather than a psychological truth
makes Harsbrugh’s concerns seem cavilling. Despite these |
arguments the point remains that reasonable doubt has been

expressed.

Sychra has attempted to assess the connections between
Jandfek’s ‘speech-melody’ studies and his melodic style. To
examine this, he has identified which ‘speech-melodies’ in
Janddek’s collections accompany threats and has then compared
these to the vocal lines of threats in his compositions. He finds the
connection to be unmistakable 256 Tyrrell responds to this
methodology with the revelation that the characteristics which
consiitute what Sychra labels ‘threat intonation® are present in

many other types of ‘speech-melody.’257 Tyrrell also points out that

254 Ian Horsbrugh, Leod Janddek: The Field that Prospered (London: David and
Charles, 1981) 67.
233 Even if this is the case, ‘speech-melody’ theory prescribes that they should
.not be usad out of the context of the situation in which they originally occurred.
236 John Tyrrell, ‘Jandéek’s Speech-Melody Theory: Claims and Conclusions,’
Callequium Music and word (1969); 175-76.
257 TyrreN, *Jand8ek’s Speech-Melody Theary’ 175-76.
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the way in which the words are uttered does not necessarily have

to correspond to their surface meaning.258

Jandgek’s method of transforming his *speech-melodies’ into
musical forms in Jendfa is another area in which some researchers
have claimed that JandZek deviates from his ‘theory.” While some
prefer-to recognise the operation of a Leitmotiy technique, others
agree that Jandfek’s ‘real motive’ technigue seems a more valid
option. Yogel, who belongs io the former class, identifies two
leitmotives in the opera. He stresses that these are derived from
the melodic curves of speech. The first emerges fully in Scene Five
of Act One with the words ‘Dusa moja, Stevo, Stevusko’ [My darling
Steval (example 10). The second is a descending four-nnté run
which appears with ‘vidite ji, Kostelnicku!’ [fook at her,

Kastelnidkall in Act Two (example 11).259
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238 Tyrrell, "JandEek’s Speech-Melody Theory’ 176.
259 yoge, Lea$ Jandfek 141-42.
260 Jandtek, Jeji Pastorkyfia 58.
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Jandcek discusses the treatment of the ‘Kostelnicku® motive:

The motif of the word breathes out its warmth, shines with
its strange spar‘kle: hone its melodic edges, its time
surfaces, narrow them or extend them, and quickly, like a
preciocus sione, it glitters in a different way. It is necessary
to support the motif of the word in the orchestra: even when
the motif is half-drowned, it will shine out of the harmanic
depth and connect with other streams of notes. One has to
hold on to its arch for as long as it is not to the detriment of

the truth.262
Here, Jandfek is gssentially describing his ‘real motive’ technique.

Already in the Brno program leaflet Janddek had repudiated the
employment of the Leitmotiv technique: ‘In characterization he
[Jandcek] has deviated from the usual leitmotifs; his orchestra
characterizes the mood of the whole scene.’263 This reported
characierisation through the treatment of the orchestra strongly

indicates the operation of the ‘real motive’ technique. YyslouZil

261 Janéfek, Jejf Pastarkyfia 171.

262 Jandtek, ‘Around Jendfs,’ reprinted in Zemanové, Jsndfek’s Uncollected
Eggays an Music 90,

263 Leo¥ JandBek, ‘On the Significance of Jendfs,” (1904) reprinted in John
Tyrrell, JandCek’s Operas: A Dacumentary Account {Princeton: Princeton University
Press, 1992) 55.
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suggests that Jandcek’s concept of “real motives’ actually prevents
him from using the Leitmotiv technigue by encouraging the
dramatic action to progress rather than regress through the
restating of ideas.264 JandCek himself guestions the longevity of
the bond between the Leitmotiv and the entity with which it is

associated:

Novradays, the necessity of song which is true tao life is
recognized in opera, but again it is only @ manner of garish
pomposity that predominates. How difficult it is to relate
music to this. New operatic étgles are being born. The sources
of ‘leitmotifs’®, revealed thruﬁgh distant association, have
long since dried out. Rebikov’s ‘maosaic’ warms the words of
the revealed expression by a small fire. But its dull sheen only

glitters, it does not illuminate.265

The implication that the impressionistic ‘mosaic’ technigue is
approved {although somewhat unenthusiastically) by Jandéek
suggests that ‘real-motives’ capturing a current mood were

preferred to leitmotives referring to past moods.

The confusion surrounding the issues of motivic sources and
their treatment in Jendfa suggestis inconsistiencies in the
compositional method and therefore the resultant ‘style’ of the
opera. Indeed, many researchers have reported detecting formal and

siylistic differences between the first and subsequent acis.266

264 Ui vysloudil, Leos JansSek, trans., Jan Gruna (Leipzig: VEB Deutscher Yerlag
far Musik, 1981) 6.

263 JandBek, ‘Aroungd Jendra,’ reprinted in Zemanova, Janddek’s Uncallected
Essays an Music 30,

266 See Ewans, JandSek’s Tragic Operas 49, Simon, *From the Soul,’” Opera News
50.8 (1986): 12 and Tyrrell, Janadek’s Operas 47.



¥Wingfield goes as far as to suggest that: ‘Perhaps ... it is only in
the last two acts of the opera, largely composed after 1897, that
e should search for speech melodies.’267 The possibility of such a
potentially clear distinction is difficull to assess since a truly
authentic ‘before/after’ ‘speech-melody® theory scenario cannot be
observed due to Janddek’s own revision of the first act and the
destruction of the original manuscript. This type of comparison is,
however, possible with his opera Sérka which was composed in

1888 and then extensively revised in 1918.

Tyrrell has compared the two versions of $drka in order to
identify the traits of Jandfek’s pre- and post-‘speech-melody’
style. His investigation revealed that, although the vocal parts were
altered, the orchestral parts remained unchanged. This method of
revision encouraged the independence of the vocal from the
orchestral paris which Tyrrell claims to be the purpose of
Jandfek’s revisions.268 The yocal parts were speeded up and made
maore irregular by use of a greater variety of rhythms (often
reflecting the multi-syllabic stress patterns of Czech). Lighter off-
Deatl starts replaced phrases which began on an on-beat and final
syllable stresses were corrected (usually with triplets) in favour of
feminine over masculine endings.269 The emphasis shifted from the

outer ends to the middle of phrases and a wider pitch range was

287 paul Wingfield, ‘Jandgek’s Speech-Melody Theory in Concept and Practics,’
Cambridge Opera Journal 4.3 {1992); 202,

268 John Tyrrell, *Jand¥ek and the Speech-Melody Myth,’ The Musical Times
CXI/1530 (1970): 796.

269 These terms (feminine and masculine) are not to be confused with gender-
dependent. case endings used with Czech nouns. Jandtek’'s ending changes involved
maving final syllables which had been originally set on accented beats of bars to
unaccenied beats,
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employed.270 Tyrrell has suggested that the ‘speech-melady’ theory
did not introduce any new elements into Jandfek’s vocal style, but
rather accelerated the traits which had already been gradually
emerging.271 If stylistic differences between Act One and Acts
Two and Three of Jenirfa represent such an acceleration of
development {occurring as a consequence of the increased
involvement with “speech-melody’ theory which did occur in the
years between the composition of these acts},272 they should

resemble the differences between the Sérka versions.

Essentially the difference is one between a traditional
‘number’ opera approach, where the confour and structure of the
vocal parts are dictated by a preconceived melody and
accompaniment and an approach in which the vocal pérts are largely
determined by the intonational patterns and rhythms of speech.
Recogniéing the presence of such a distinction between the first
and subsequent acts of Jendfa requires the examination of certain
characteristics of the music with a view to comparing them to a

madel of JandCek’s mature ‘speech-melody’ style.

L 3 ]

ech-Melody’

An applicable model of ‘speech-melody’ style can be derived by
combining the traits identified in Tyrrell’s summary of the $&rka
revisions and Wingfield’s model of the ‘speech-melody’ concept. The

core characteristics of the stylistic model are labelled as

270 Jshn Tyrrell, Czech Opara (Cambridge: Cambridge University Press, 1988)
296,

271 Tyrren, ‘Jandfek’s Speach-Melody Theory’ 176.
272 see the ‘Chronological Development of “Spesch-Melody” Theary’ (in Chapter
1} and ‘Chronology of Composition’ (in Chapter 2) sections of this thesis.



concerned with motive, verbal stress and structiurai2?3
characteristics, each containing several dimensions. These
dimensions contribute to the aural formation of a judgement
whether or not a section2?4 of music can be classed as a derivative
of the ‘number’ opera or ‘spesch-melody’ approach through their use
of what some have called Jand€ek’s ‘declamatory aricso’27s style
in addition to purely lyrical or recitativo styles. The
appropriateness of the seemingly self-contradictory term
‘declamatory arioso’ to describe Jandcek’s operatic siyle is
demonstrated by the fact that it makes the borderiine between

self-contained ‘numbers’ and recitatives less clearly defined.

Motivic Characteristics

Characteristics of motives which reflect a style faithful to
‘speech-melody’ theory include the absence of melisma, a small
melodic range,276 abundant repetition of consecutive pitches and

short rhythmic values. These qualities result in vocal parts being

273 The term ‘structural’ is used to refer to the micro-formal aspects of phrases
and sections created by textual and motivic repetition.

274 Sections were identified by considering scene divisions, tempo changes and the
stylistic changes (such as vocal style, voice type, melodic character and
accompanying texture) which parallel the evolution of the drama. The reason sections
were considered rather than lines of text is that Tyrrell’s claim commented on the
ease with which traditional ‘numbers’ (arias [closed, lyrical and strophic],
recitatives [based on the natursl rhythms and accentuation of speech] and choruses)
can be identified in the first versus the subsequent acts.

275 Arnold Whittall, ‘The Challenge from Within: Jandgek’s Musico-Dramatic .
Mastery,’ Jendfa/Katya Kabsnova: Leod Janddek, ed. Nicholas John (London: John
Calder, 1985) 23. |

276 Motives whase ranges encompass a sixth or less will be considered as having a
smail melodic range. This interval wes chosen as it is approximately the maximum
pitch renge detected by phonelogists in everyday utterances (as shall be discussed).
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relatively fast and rhythmicaily independent277 of the orchestral
parts and the use of a declamatory vocal style (example 3 features
all of these characteristics). The parallel between the first four of
these characteristics and those that phonologists have identified

as typical of speech is striking.

Intonational transcriptions in phonological reports278 and
texts279 indicate that consacutive pitch repetition is a safient
feature of speech.280 The characteristic that a narrow pitch range
is used for individual utterances is demonstrated in a study by
Sorensen and Cooper.28! The experiments which comprise this
study reveal pitch ranges from approximately @ semitone to a
perfect fifth for English sentences. Fénagy and Magdics, in a study
of Hungarian spesch, obtained results which occasionally
encompassed the range of a major sixth.262 That short rhythmic
units predominaie in speech is supported by the finding that the

guration of spoken Czech vowels ranges from 0.08 to 0.24sec. and

277 Tyrrell, in ‘Jandgek end the Speech-Melody Myth’ 794, also identifies the
melodic independence of the vocal from orchestral parts as a possible element of
‘speech-melody’ style. The thearetical basis for this feature is, hovrever, too elusive
o justify its inclusion in the current model.

278 guch as Iven Fdnagy and Klara Magdics, ‘Emotional Patterns in Intonation and
Music,” Intonation, ed. Dwight Bolinger (Middlesex: Penguin Books, 1972) 286-312.

279 Such as Alan Cruttenden, Intonation (Ceambridge: Cambridge University Press,
1986),

280 cryttenden’s transcriptions suggest microtonal shifts which Jandgek’s
‘speech-meiodies’ do not account for.

281 John Sorensen and Wiltiam Cooper, ‘Syntactic Coding of Fundamentai
Freguency in Speech Production,’ Perception and Praduction af Fluent Speech, ed.
Ronald Cole {Hillsdale, New Jersey: Lawrence Erlbaum Associates, 1980) 399-440.
These researchers used the FPRD (Fundamental Period) computer program to record
the fundamental frequencies of the contours of speech utterances.

252 Fénagy and Magdics, ‘Emotional Patierns in Intonation and Music’ 286-312.
This study, although interesting in its attempt to identify characteristic
intonational contours for certain attitudes or emotions, 1oses some practical value
due to its generalisations, lack of explained methodology and suspect notations.
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consonants from 0.10 o 0.19sec.283 Although ‘glides’ {rising or
falling contours occurring on a single syllable)284 do occour in
speech they are not quite as elaborate in contour as melismas.
Pike’s assertion that the intonational patterns of utterances
contribute information about the speaker’s attitude (or emotion) to
the lexical meaning of the senience285 is supportad by empirical
research. For example, Lieberman and Michaels found that subjects
correctly identified the emotional mode of speskers in 47% of
cases when given only pitch and amplitude information {phonetic
information being removed through computer synthesis of acoustic
speech).286 Such observations suggest that the manner in which
motivic features are treated affects the validity of the ‘speech-

melody’ technique.

The degree 1o which the melodic curves and rhythms of speech
influence the music can be analysed at {wo levels; Subjecti’ve]g
through aursl impression or more objectively by systematicaily
comparing characteristics of the melodies with those of speech. To
highlight the potential for difference between the two gnalytical
approaches, Karbusickl] points out that the notation of intervals is
only a framework to which singers do not strictly adhere. They

conjure up the appropriate emotions and, in theory, should not even

283 Roman Jakobson and Linda waugh, The Sound Shape of Languaga (Sussex:
Harrester Press, 1979) 102.

284 Kenneth Pike, ‘General Characteristics of Intonation,’ Bolinger 5.

285 pike, ‘General Characteristics of Intonation,” Bolinger 55.

286 pnitip Lieberman snd Sheldon Michaels, ‘Some Aspects of Fundamental
Freguency and Envelope Amplitude as Related to the Emotional Content of Speech,’
Bolinger 247,
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need this framework to realise the ‘speech-melody.’287 A sonogram
study by Sychra demonstrates the degree of deviation from the

notated version of the Kostelnicka’s “scream’ {example 12).
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Karbusicky supplements this study by observing variatinn_s in
perceived pitch of the passage among observers. It was found that
emphasised tones were perceived as being higher and the upward
run suggested larger intervals. Karbusicky suggests that Jand€ek
relied on such *pitich illusions.’289 This demonstrates that the two

levels of analysis have real potential to yield different results.

The views expressed by Hollander and Davis about the
characteristics of Jand€ek’s motives exemplify a subjective
analytical approach. Hollander observes that Janacek’s melodies

have ‘acutely pointed interval steps’ {(produced by the use of

287 yviadimir Karbusicky, ‘The Experience of the Indexical Sign: Jakobson and the
Semiotic Phonology of Leo$ Jandtek,’ American Jaurnal af Semiotics 2.3 (1883): 35-
8.

288 | g0 Jandlek, Jendra, ed. Joannes Martin DUrT (Vienna: Universal Edition,
1969) 336.

285 Karbusicky, ‘The Experience of the Indexical Sign’ 51.
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diminished and augmented intervals) which, although they have
been “lyrically rounded,” still betray their origin in speech.299 Davis
finds that the melodies are ‘not expansive or even especially
memorable in themselves’ but function effectively in exposing the
thoughts and emotions of the characters through their similarity to
speech.29! More scientific descriptive methods are becoming
popular, with researchers currently using analytical computer
programs to examine the relationship between Jandtek’s ‘speech-

melodies’ and the inflexions of natural speech.292

The judgement of declamation (referring o ‘declamatory
“arioso” ’ as well as obvious declamation) is purely a subjective
aural impression, whereas the testing of the pitch and rhythm
related dimensions is performed at a more objective analytical
level. The characteristics of motives should not be expected to
precisely match the prosodic features of speech since, as Yogei29s
and Kundera294 imply, the aim of Janddek’s theory was to capitalise
on the revelational properties of speech rather than to merely

reproduce ijt.

290 Hans Hallander, Leos Janétek: His Life and Work. Trans. Paul Hamburger
(London: John Caider, 1963) 110,

231 peter Davis, ‘The Jandtek Case,’ Opera News 38.3 (1974): 12.

292 Jjohn Morehen, ‘The Speech-Melodies of Leos Jandtek,’ Computing in
Musicology 8 (1992): 72.

293 yogel, Leo§ Jenddek 141,

294 Milan Kunders, ‘Janatek: He Saw the Coming Might,’ trans. Susan Huston,
Cross Currents X¥X1I1 (1983): 374.



Yerbal Stress Characteristics

Both Tyrrell255 and Wingfield296 have identified verbal stress
as a factor linked with ‘speech-melody’ style. Within this category
the use of feminine endings to phrases {despite a strong preference
for masculine endings in the operatic tradition), 257 the setting of
three-syllable words as triplets,298 the avoidance of vocal phrases
beginning on down-beats and emphasis being placed in the middle of
phrases299 are seen to indicate a process in accordance with
JandCek’s *speech-melody’ theory (example 3 features all of these
characteristics). The importance of the treatment of verbal stress
Is indicated by the fact that Jandtek was constantly adjusting
verbal stresses300 in the revisions of his works demanded hg-m's
stylistic development. Observing these characteristics ensures
that the declamation is not ruled by metric structures external tg
the text, consequently allowing the prosody of the Czech language
to be accurately represented. An example of how ‘speech-melody’
featurés achieve this is that by setting feminine endings Jandcek
avoids placing emphasis on the final syllable, which is never

stressed in spoken Czech.

As previously mentioned, the pronunciation of literary Czech

accents the first syllable while the Moravian dialect which Jandtek

295 Tyrrell, Czech Opera 286.

290 wingfield, ‘Janéfek’s Speech-Melady Theory’ 289.

297 vogel, Leos Jandlek 103,

298 Usyally to avoid masculine endings, but not always at the end of phrases.
Clearly, setting all three-syllable words as tripiets would not be prosodically
correct due to variations in the length of Czech vowels.

299 Judged through the consideration of melodic contour, dynamics and accents.

300 John Tyrrell, record notes in Jendfa, cond. Sir Charles Mackerras, Vienna
Philharmonic Orchestra, Decca, 414 483-2, 1985: 17,
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spoke and in which the play on which the opera was based is
w'ritten places emphasis on the penultimate syllable. The use of
first versus penultimate syllable stresses within Jendfa is a
confusing issue which is difficult to examine since, as Davis
suggests, the purpose of using the ‘speech-melody’ technique was
to provide insight into the character’s emotions rather than simply
to provide examples of good prosody.301 Considering the language of
the original play and Jandtek’s own roots, the use of penultimate
syllable stress would be expected. Smaczny notes that variation in
the setting of proper names indicates a more flexible approach to
syllabic stress.392 To investigate fhis issue, the setting of words
with three or more syllables3°3 {such as the proper name ‘Jen(fa’ -
examples 13a [where the penultimate syllable ‘ny’ is stressad] and

13b [where the first syllable ‘Je’ is stressed]) must be examined.

Example 139304
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301 pavis, ‘The Jandtek Case’ 12.

302 Jan Smaczny, “Janétek and Czech Realism,” Jentdfa/Katya Kabanova, ed.
Nicholas John (London: John Calder, 1985) 39,

303 The penultimate syllable of two-syliable words is the first syliable.

304 Jandtek, Jendra 174.
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Structural Characteristics

Jandcek’s method of struciurally organising his motives has
prompted Burghauser to comment that ‘Jandfek made his
compositions the same way that a swallow builds his nest. . . . they
are really woven together from such small pieces; and it is a kind
of marvel that they coalesce and become form.”306 The question
whether the textual-motivic repetition is indulged in to produce
the versification necessary to sttain this ‘form’ or for dramatic

emphasis becomes apparent since the repetitions may be seen as

305 Jandtek, Jendfa 319.

306 Quoted in Michael Beckerman, ‘Jenécek’s Notation Revisited: An Interview
with Jarmil Burghauser,’ Notes 41.2 (1984): 252.




20

functioning to suggest repetitive thoughts or obsessions.307 The
context in which the repetition occurs is crucial in determining

this factor.

The characteristiics which contribute to a structural category
in agreement with ‘speech-melody’ theory include the absence of
various combinations of textual and motivic repetition. Since these
classes of repetition are quite prominent, Tyrrell claims that
Jandfek was not entirely successful in his setting of the prose
text. In his criticism, Turrell accuses Jandtek of resorting to
‘rhyming repetitions’ in order to compensate for the metric
irregularity of the texi by creating a ‘quasi-verse’ siyle.308 These
textuél repetitions indicate that the text is being adjusted io
compensate some structural component of the music. Textual-
motivic repetition occurs as (a) motivic repetition with a different
text, (b) textual repetition to an unrelated motive, {c) exact
repetition of motive with text and (d) textual repetition to a

retated motive.

Repeating a motive {(which has already been presented in
association with a segment of text) with a different segment of
iext (example 14} implies that the text was fitted to g pre-
existing or at least a pre-conceived melodic structure. This
indicates the ultimate form of deviation from ‘speech-melody’

theory.

307 vogel, Lead Janddek 142.
308 John Tyrrell, ‘JendSek and the Speech-Melody Myth,’ The Musical Times
CX1/1530 (1970): 794,
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It is debatable whether the absence of text repetition to an
unrelated motive {(example 15) shu_um be included as a feature of a
style concordant with ‘speech-melody’ theary since Jandéek
acknowledges that the same word can sound different when the
context is varied: *. .. that passion which inflames, which burns and
shrivels every little word which will never blaze in the same way
again. It never returns the same, which is why we rejoice to meet
it and with joy succumb to it."310 For this reason it is important to
consider the dramatic context in which the repetition occurs. In
most cases when repetitions occur immediately it is reasonable to
assume ihat the context remains constant and that any change will
be made obvious by cues in the text as well as in the orchestral
texture. This established, it can be postulated that if the motives
accompanying the iext repetition are unrelated in terms of contour,
relative duration of syllables and stress pattern, it is unlikely th‘at

one or both of them are associated with a ‘speech-melody.’

309 Jandiek, Jendra 161.

$10 Jandiek, ‘Moravany! Morawaan!’ reprinted in Zemanovd, Janddek’s
Uncallected Essays on Music 41-42.
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In the light of Jandfek’s words (‘I never returns the same’) exact
repetition of motive and texi (example 16) should be expected io
occur rarely. Nevertheless, the uniformity of context in these
immediate repetitions may be seen as licensing this form of

textual-motivic repetition.

Exzampile 16312
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Repetition of text to a related motive {including sequential
repetition) {example 17), textual repetition where the motives hear

a close relationship in terms of contour and rhythmic ratios

311 Jandlek, Jeji Pastorkyfia 87.
312 Jandtek, Jenidfa 212.
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{example 18) or repetitions which feature the augmentation or
diminution of @ moiive {(example 19) represent the most conscious
attempt to adhere to the ideals of *speech-melody’ theory. The
legitimacy of this technigue is reinforced if it conforms with
phonologists’ reports that ‘emphatic statements are produced with
a higher pitch, .. ”313 (see example 17 [‘he disgusts me like his

father does’]).
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313 Cruttenden, Intonation 11.
314 Jandtek, Jeji Pastarkyia 130.
313 Janétek, Jendra 211,

316 Jandtek, Jendra 295.



