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PREFACE

This arrangement has been created as a part of a project funded
by the International Visegrad Fund. It focuses on baroque lute
music written by composers living at the turn of 17t and 18t
century in the area of today’s Visegrad Group countries -
namely, Czech Republic, Hungary, Poland and Slovakia.

The project involves transcriptions of works by Jan Antonin
Losy, Aureus Dix, Philipp Hyacinth Lobkowicz, Jan Adam
Questenberg, Jifi Vojtéch Kalivoda, Johann Blume and Bogustaw
Bronistaw Bronikowski. Their compositions represent a very
important - albeit almost forgotten - part of the cultural
heritage of the aforementioned countries. They combine
elements of developed western Baroque aesthetics with the
local musical language. Created at a time still strongly influenced
by the Renaissance aesthetics, the compositions make a truly
remarkable artistic impression.

The majority of transcriptions are arrangements of music
written by Czech composers. Jan Antonin Losy (1650-1721),
Count of Losinthal, is the most prominent among them. Without
doubt he can be considered a central figure of the baroque lute
scene in Bohemia.! He was a member of a most influential family
whose origins can be traced to Switzerland, to the town of Plurs
(nowadays - Piuro in Italy)2. His father, Jan Antonin senior made
a fortune during Thirty Years War3, fighting on the Habsburg
side. Jan Antonin the composer was born in the Stékeri Castle.
He gained an excellent education at the Charles University,
having earned his baccalaureate on 6t June 1667 and having
graduated as doctor of philosophy a year later, on 15t% August
1668.* Just as many young aristocrats of his time, he began a
long journey shortly afterwards, visiting Germany, Italy, France
and Belgium. After his father’s death in 1682, he inherited a high
office that his father had held at the Emperor’s court and
became a sole heir to a tremendous family fortune. Count of
Losinthal received annually 80,000 florins from his lands alone.5

We can find the first written reference to the art of Jan Antonin
in the Cabinet der Lauten of a French lutenist, Philipp Franz Le
Sage de Richée, a volume published in Wroctaw in 1695. Its
author must have held the count in high esteem, as he called him
the Prince of All Artists of this instrument. Another author, a
German composer Gottfried Heinrich Sto6lzel said that Losy
played lute as well as one who makes profession of it, in a nice,
full-voiced, mostly broken French style¢ (it is worth mentioning
that at the moment Stolzel and Losy first met, the latter was
already 65). According to Stolzel, Losy also played the violin
skillfully, unfortunately only fragments of his compositions for
this instrument survived. According to the accounts of Ernst
Gottlieb Baron, Jan Antonin used to take the instrument with
him also while travelling. Whenever a good idea would come to
his mind, he had the horses stop to write it down, locking the
manuscript afterwards in a box destined only for this purpose.”
One may presume that the count of Losinthal also supported the
foundation of the Prague Academy (Musikalische Akademie), an
association established by the Prague’s bourgeoisie, designed to
organize and promote first public concerts in Prague. Because
one of his closest friends, baron Johann Hubert Freihern von
Hartig, was its protector and first director.8

In the last years of Losy’s life, his health deteriorated
significantly. When he was told shortly before his death that he
would not recover, he responded saying: addio lutes, addio
violins!® Count of Losinthal died of dropsy, aged 71. After his
death, Silvus Leopold Weiss wrote a marvellous tombeau to
commemorate him.

One of the signatories of the request for a permission to
establish the Prague Academy, sent to city officials on 27t
March 1713, was Jifi Vojtéch (Georg Adalbert) Kalivoda.l011
Information about his life is very limited. Even his birth and
death dates remain unknown. Given the fact that in the Baron’s
Historisch-theoretische —und practische Unterschung des
Instrumentes der Lauten of 1727 (which includes also a list of
most prominent European lute players) there is no mention of
him, most likely he was a burger form Prague, not a nobleman.
However, we can find his name in the accounting books of the
Krivoklat castle, owned by Count Jan Josef Valdstejn at that time.
It seems that Kalivoda was hired in 1715 as a lute teacher of the
daughter of Count ValdStejn, Marie Anne. He remained at his
post for 8 years, until her marriage in 1723. Apart from the lute,
Kalivoda also played the horn.!2

Aureus Dix (1669-1719) was another artist associated with
Count of Losinthal. He was his friend and most likely also his
student. Regarded highly as a performer and a pedagogue, he
was referred to as supreme Prague lutenist by his
contemporaries.!3

Philipp Hyacinth, 4th prince of Lobkowicz (1680-1734)
belonged to a powerful family tracing their roots back to 14t
century. Families of Lobkowicz and Losy maintained close
relationship since the time of Jan Antonin senior and prince
Vaclav Eusebius FrantiSek, the grandfather of Prince Philipp
Hyacinth.!* The latter, a talented lutenist and violin player
himself, was known first and foremost as a generous patron of
arts. His support allowed young Christoph Willibald Gluck,
future reformer of opera to develop his talent. Prince Lobkowicz
was also closely associated with Silvius Leopold Weiss, whom he
supported from 1715 to his death.’> Weiss worked as a lute
teacher for the second wife of Prince Philipp Hyacinth, Princess
Anne Marie Wilhelmine. The princess seems to have been
exceptionally talented, as proved by the accounts of great
Giuseppe Tartini. In his letter of 1750 to the Count Francesco
Algarotti Tartini he remarked that: he was not capable of
distinguishing her form Monsieur Veis, her maestro.' Several
facts indicate that the lutenist and his patron were in
particularly good relations. Firstly, the friendly tone of the
correspondence between Weiss and Prince Lobkowicz -
especially given the difference of the social ranks between them.
Secondly, Weiss named three of his children after the Prince, his
wife and their son, while the princely couple agreed to become
their godparents.!”

Another artist from the Prague lutenist milieu was the Count Jan
Adam Questenberg, lord of Jaromérice. He was born in 1678 into
the family which originated in the Region of Mansfeld-Siidharz
in Saxony-Anhalt. In 1470 his family moved to Cologne and
subsequently to Bohemia. They moved into the Jaromeérice
Castle which Gerhard, grandfather of Jan Adam and the
Imperator’s court official, bought from Ferdinand Il in 1624.18 In
1620 Jaromérice had been confiscated from the previous owner,
Petr Rechenberg, as a punishment for his involvement in the
Czech estates’ rising.

His parents died when Count Jan Adam was at the age of eight.
Jaroméftice and other properties were entrusted to his relative, a
diplomat, Leopold Josef von Lamberg, who took care of them
until Jan Adam came of age. Count Questenberg graduated from
law at the Charles University in 1696. Between 1697 and 1699,
he travelled around Europe, visiting Austria, Italy, France,
Netherlands and England. Having turned 21, he started to
manage his properties on his own and embarked on a career at
the Emperor Leopold’s court.



Count Jan Adam Questenberg is known mostly for his role as a
patron of arts and organizer of cultural life. He generously
supported various architectural projects. He was also a
connoisseur of painting, theatre and literature who expanded
the library of the Jaromérice Castle to more than 4500 volumes.
In the field of music he is remembered for the part he played in
the promotion of opera. In Bohemia, the first operatic
performances can be traced back as far as the beginning of 17t
century. However, known as they were, opera productions were
sporadic at best. Most often they accompanied important events
at the Emperor’s court when he happened to visit Prague. About
1720, Count Jan Adam built on his estate the first known
permanent opera theater in Bohemia.l® It has regularly staged
productions ever since. It was in this very theater that the first
opera ever written by a Bohemian composer was performed.
Written by Frantisek Vaclav Mica, bandmaster of Questenberg, it
was entitled L'origine di Jaromeriz in Moravia and with time
began to be sung also in Czech.20 Count Jan Adam maintained as
well at least written contact with Johann Sebastian Bach.?!
Married twice, he did not have a male issue who could inherit
his fortune (only one of his daughters lived to adulthood). He
passed away in 1752. The repertoire Count of Questenberg left
behind is rather meager - only two dances that he composed
were preserved for posterity.

Notation of the Polish lute music created at the turn of 17t and
18t century is scarcely available. It can be assumed that many of
the possible sources were destroyed or lost in the course of
turbulent historical events that have ravaged Polish lands since
those times.22

From this existing limited repertoire I chose to transcribe works
of two composers - in both cases, there is next to none
biographical data.

Johann Blume from Germany, between 1718 and 1759 was
employed in a Polish chapel of the kings from the Saxon dynasty,
August II the Strong and August II1.2® Bogustaw Bronistaw
Bronikowski (1700-1772) belonged to a Silesian family Oppeln-
Bronikowsky, closely associated with the Saxon court. He
travelled extensively and - because of his duties as a military
officer - it is likely that he spent some of his time in Warsaw.2+

Original tablature notation of the compositions included in this
edition in many cases is strikingly simple. It leads to the
assumption that it represents just the outline, not the musical
picture of the desired final performance (fully in line with the
customs of the epoch). Thus, | considered some changes to be
necessary. They were motivated by the different construction of
the two instruments and by my conviction that a good
transcription should sound like the musical piece originally
written for a given instrument (as opposed to an obvious
arrangement). In the majority of cases it was harmony that
needed some additions, because when playing the guitar one
cannot rely on the resonance of over a dozen of open strings
which create specific harmonic background in the lute music. In
a few instances, I decided to transpose a composition to a
different key because of problems with proper technical
execution that could arise.

In case of ornamentation I decided to leave only the ornaments
included by the original authors. However, as mentioned afore, I
do perceive those notations as outlines rather than the final
compositions. I am convinced that the performer should feel
invited to look for his individual interpretative solutions.
Frederick Neumann’'s Ornamentation in Baroque and Post-
Baroque Music: With Special Emphasis on J.S. Bach (Princeton
University Press, 1983), Robert Donington’s The Interpretation
of Early Music (Norton, 1992) or Arnold Dolmetsch’s The

Interpretation of Seventeenth and Eighteenth Century (University
of Washington Press, 1969) are just a few examples of
publications that can serve as a great source of inspiration. It
may also be very helpful to analyze the works of S. L. Weiss or
J. S. Bach and their approach to ornamentation. Another useful
suggestion may be to prepare not one but a few variants of
ornaments for a given place. It allows to decide about the final
solution ad hoc during a concert performance. In this way, one
can easily give semi-improvised flavor to one’s rendition, a very
desirable impression in case of baroque music. One should not
be afraid to use the whole palette of colours achievable on guitar
either. The differences in colour can be a very effective way to
highlight a selected voice. As the last interpretative inspiration, I
would like to quote once more Gottfried Heinrich Stolzel. He
described his encounter with Count Losy in the following words:

...[His Highness] relished in a well-built dissonance, listening to it
with delight — sometimes for a long time - and, while doing it, he
shouted: ‘E’ una nota d’oro!” which means ‘This is a note of gold!’.2*
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WSTEP

Ponizsza aranzacja powstata w ramach sponsorowanego przez
Miedzynarodowy Fundusz Wyszehradzki projektu, dotyczacego
muzyki lutniowej kompozytoréw zyjacych na przetomie XVII i
XVIII w. na terenach krajow dzisiejszej Grupy Wyszehradzkiej.
Owocem prac s3 gitarowe aranzacje kompozycji Jana Antonina
Losego, Aureusa Dixa, Philippa Hyacintha Lobkowicza, Jana
Adama Questenberga, Jifego Vojtécha Kalivody, Johanna Blohma
oraz Bogustawa Bronistawa Bronikowskiego.

Muzyka ta stanowi wyjatkowo cenny element dorobku
kulturowego Europy Srodkowej. Brzmienia zachodnio-
europejskiego (zwtaszcza francuskiego) Baroku spotykajg sie w
niej z lokalnym, osadzonym jeszcze w poprzedniej epoce
jezykiem estetycznym, ktérego przeblyski nadaja dzietom
wymienionych kompozytoréw niepowtarzalnego charakteru.

Sposréd czeskich twdércéw na pierwsze miejsce wysuwa sie
niewatpliwie Jan Antonin Losy (1650-1721), hrabia Losinthalu.
Byl on postacig centralng w kregu barokowych lutnistow
zwiazanych z Praga!. Pochodzil z rodu wywodzacego sie ze
szwajcarskiego Plurs (obecnie - wiloskie Piuro)2 Ojciec
kompozytora, Jan Antonin senior, dorobit sie tytutu i
gigantycznego majatku podczas Wojny Trzydziestoletniej,3
walczac po stronie Habsburgéw. Jan Antonin mtodszy przyszedt
na $wiat na zamku Stékeni. Odebrat doskonate wyksztatcenie, 6
VI 1667 otrzymujac bakalaureat, rok p6zniej zas - 15 VIII 1668+
konczac studia z tytutem doktora filozofii. Po ukonczeniu nauki,
zgodnie z panujagcym wtedy zwyczajem, udat sie w dluga podréz
po europejskich stolicach, odwiedzajac Niemcy, Wtochy, Francje
oraz Belgie. Przedwczesna $mier¢ mtodszego brata i $mier¢ ojca
w 1682 r. czyniag go jedynym spadkobierca fortuny, Losy
dziedziczy réwniez wysokie stanowisko na cesarskim dworze.
Ze swych wtosci rocznie Jan Antonin uzyskiwat astronomiczna
sume 80 000 florenéws.

Pierwsza pisemng wzmianke na temat gry artysty znajdujemy w
wydanym w 1695 we Wroctawiu Cabinet der Lauten Philippa
Franza Le Sage de Richée, w ktérym Losy zostaje nazwny
Ksieciem wszystkich Artystéw tego instrumentu. Z kolei wedle
stéw niemieckiego kompozytora, Gottfrieda Heinricha Stélzela,
hrabia Losinthalu grat jak ci, ktérzy z gry na lutni uczynili
profesje, pieknym, petnym dZwiekiem, przewaznie w stylu
francuskim® (warto przy tym nadmieni¢, Ze w momencie ich
pierwszego spotkania w 1615 Jan Antonin miat juz swoje lata,
byt bowiem w 65 roku zycia). Wspoétczesni zwa go réwniez
ojcem lutni. Losy nie rozstawat sie z niag nawet w podrézy - jezeli
w jej trakcie przyszedt mu do gtowy dobry muzyczny pomyst,
wstrzymywat konie, dana mys$l spisywat i zamykat w stuzacej
wyltacznie do tego celu szkatutce’. Wiadomo réwniez, ze byt
bardzo dobrym skrzypkiem - cho¢ twdrczos¢ na ten instrument
zachowata sie w bardzo niewielu fragmentach. Mozna
przypuszczaé¢, Ze hrabia Losinthalu wspierat utworzenie
praskiej Akademii Muzycznej (Musikalische Akademie),
instytucji zatoZonej przez mieszczan w celu organizacji
otwartych dla szerokiej publicznosci koncertéw. Jej dyrektorem
i protektorem obrano Johanna Huberta Freihern von Hartig,
jednego z najblizszych przyjaciét Losego8. W ostatnich latach
zycia Jan Antonin podupadt na zdrowiu. Kiedy na trzy tygodnie
przed $miercig od swojego lekarza uslyszy, Ze nie ma juz dla
niego ratunku powie - addio lutnie, addio skrzypce!® Losy umiera
na sercu w wieku 71 lat. Silvus Leopold Weiss upamietni go
poruszajacym tombeau.

Jednym z sygnatariuszy pisma w sprawie powotania
wspomnianej Akademii, skierowanego do wtadz miejskich Pragi
27 1I 1713 byt Jifi Vojtéch Kalivodal®ll. Na jego temat

zachowato sie bardzo niewiele informacji, nie sa réwniez znane
lata zycia artysty. Najprawdopodobniej byt mieszczaninem - w
Historisch-theoretische —und practische Unterschung des
Instrumentes der Lauten Ernsta Gottlieba Barona z 1727,
zawierajacym miedzy innymi liste znaczacych, europejskich
lutnistéw - prézno szuka¢ wzmianki o Kalivodzie. Jego nazwisko
figuruje za to w ksiegach rachunkowych nalezacego do hrabiego
Jana Josefa Valdstejna zamku Krivoklat, wg ktérych Jiri Vojtéch
zostat tam zatrudniony w 1715. Pehnit role nauczyciela gry na
lutni cérki hrabiego, Marii Anny pozostajac na posadzie przez 8
lat, az do jej $lubu w 1723 roku. Oprécz lutni Kalivoda grat tez
narogu'z

Aureus Dix (1669-1719) to kolejny artysta z kregu przyjaciét
hrabiego Losinthalu. Dix prawdopobnie byt tez jego uczniem. Za
zycia cieszyt sie stawa zaréwno jako wykonaweca jak i pedagog.
Wspbtczesni nazywali go najlepszym lutnistq Pragi'3.

Philipp Hyacinth, 4. ksigze Lobkowicz (1680-1734) wywodzit
sie z wptywowego rodu, korzeniami siegajacego XIV w. Rodziny
Lobkowiczow i Losych taczyty bliskie relacje od czaséw Jana
Antonina seniora i ksiecia Vaclava Eusebiusa Frantiska, dziadka
Philippa Hyacintha'4. Ten ostatni, sam bedac utalentowanym
lutnista i skrzypkiem zastynal przede wszystkim jako hojny
mecenas sztuki. Dzieki jego wsparciu talent moégt rozwijacé
mtody Christoph Willibald Gluck, p6zniejszy reformator opery.
Bliskie relacje taczyly Philippa Hyacintha takze z Silviusem
Leopoldem Weissem, ktérego patronem pozostawat od ok. 1715
roku az do swojej Smiercils. Weiss uczyt gry na lutni drugig zone
Lobkowicza, ksiezng Anne Marie Wilhelmine, ktéra byla
wybitnie utalentowana - jej gre jeszcze po wielu latach
wspominat sam Giuseppe Tartini. W liscie do hrabiego
Francesco Algarottiego z 1750 roku pisat, ze stuchajac
Wilhelminy nie byt w stanie odrézni¢ jej gry od gry Monsieur
Vaisa, jej maestro'. Na ciepte relacje miedzy Lobkowiczem a
Weissem wskazuje tez przyjacielski ton zachowanej
korespondencji (zwtaszcza biorac pod uwage istniejaca miedzy
nimi réznice stanéw) oraz fakt, ze Weiss nadatl tréjce swoich
dzieci imiona po ksieciu, jego Zonie oraz ich synu - sama za$
ksigzeca para zostata rodzicami chrzestnymi??.

Kolejnym artysta z kregu zwiazanych z Praga lutnistéw byt
urodzony w roku 1678 Jan Adam hrabia Questenberg, pan na
Jaroméricach. Jego réd wywodzit sie z regionu Mansfeld-
Stidharz w Saksonii-Anhalt, w roku 1470 przenoszac sie do
Kolonii. W Jaromérticach Questenbergowie osiedlili sie w 1624
po tym, jak dziad Jana Adama, Gerhard, cesarski urzednik i
dyplomata kupit majatek od Ferdynanda II!8. Jarométice zostaly
skonfiskowane pierwotnemu wiascicielowi, Petrowi
Rechenbergowi w 1620 za udziat w czeskim powstaniu stanéw.
Kiedy Jan Adam ma 8 lat, w krétkim odstepie umieraja jego
rodzice. Piecze nad majatkiem obejmuje kuzyn, dyplomata
Leopold Josef von Lamberg. W styczniu 1696 roku Questenberg
konczy studia prawnicze na Uniwersytecie Karola a nastepnie
udaje sie w podrdz po Europie, w latach 1697-1699 odwiedzajac
Austrie, Wlochy, Francje, Niderlandy oraz Anglie. Po uzyskaniu
pelnoletnosci w wieku 21 lat obejmuje we wtadanie swdj
majatek, rozpoczyna tez kariere na dworze cesarza Leopolda I.
Jan Adam von Questenberg zapamietany zostat przede
wszystkim jako mecenas i organizator Zycia artystycznego. Nie
szczedzit Srodkéw na projekty zwigzane z architektura,
malarstwem czy teatrem, rozbudowat tez (do wiecej niz 4500
toméw) jaroméricka biblioteke. Jezeli chodzi o muzyke, hrabia
Questenberg zastuzyt sie przede wszystkim jako prekursor
czeskiej opery. Cho¢ forma ta dotarta do Czech juz na poczatku
wieku XVII to jednak operowe produkcje zdarzaty sie
sporadycznie, zazwyczaj przy okazji waznych wydarzen na
dworze cesarskim kiedy ten akurat przebywal w Pradze. Jan



Adam okoto 1720 roku wybudowat na terenie swego majatku
prawdopodobnie pierwszy na czeskich ziemiach operowy
teatr,'® co wiecej - w 1730 wystawil pierwsza znang opere
skomponowang przez czeskiego kompozytora, ktérg byta
L’origine di Jaromeriz in Moravia. Jej autorem byt FrantiSek
Vaclav Mica, kapelmistrz Questenberga. Dzieto to, poczatkowo
$piewane po wtosku pdzniej wykonywano réwniez w jezyku
czeskim??, Zachowata sie réwniez korespondencja hrabiego z
Janem Sebastianem Bachem?!. Jan Adam nie doczekat sie
meskiego potomka (dorostosci dozyta tylko cérka z pierwszego
z dwéch malzenstw). Umiera w 1752. Jesli chodzi o muzyke
lutniowg, dorobek Questenberga jest symbolicznych rozmiaréw,
zamykajac sie w 2 kompozycjach.

Zrédet odnoszacych sie do polskiej muzyki lutniowej tamtego
okresu mamy znacznie mniej. Mozna zatozy¢, ze wiele (czy
nawet - wiekszo$¢) z nich nie przetrwato Kkolejnych
historycznych zawieruch targajacych Rzeczpospolita?2. Sposrod
skromnego zachowanego repertuaru, przetranskrybowatem
kompozycje dwéch lutnistéw - Johana Blohma oraz Bogustawa
Bronistawa Bronikowskiego. W wypadku obu artystéow brakuje
blizszych danych biograficznych.

Johann Blohm byt z pochodzenia Niemcem, grajacym w latach
1718-1759 w polskiej kapeli Augusta Il i pdZniej Augusta I1123. Z
kolei Bogustaw Bronistaw Bronikowski (1700-1772) wywodzit
sie ze $laskiej rodziny Oppeln-Bronikowsky, utrzymujacej bliske
kontakty z dworem Saséw. Byt zawodowym wojskowym i - z
racji petnionych funkcji - mdgt bywa¢ w Warszawie?4.

Tabulaturowa notacja kompozycji bedacych przedmiotem
projektu niejednokrotnie uderza swoja prostota. Mozemy zatem
wysnu¢ wniosek, ze przedstawia ona bardziej szkic niz zapis
docelowego sposobu wykonania - co zreszta byloby w peini
zgodne z realiami epoki. Poniewaz jestem przekonany, ze dobra
transkrypcja powinna brzmie¢ jak utwér oryginalnie
skomponowany na dany instrument (nie za$§ - tylko nan
przeniesiony) oraz ze wzgledu na réznice konstrukcyjne miedzy
lutnig i gitara uznatem za konieczne wprowadzenie pewnych
zmian. Najcze$ciej dotyczyly one harmonii, ktéra wymagata
uzupetnien (na gitarze nie mozemy bowiem liczy¢ na rezonans
kilkunastu pustych strun, na lutni tworzacych swoiste tto
harmoniczne). Kilkukrotnie - ze wzgledu na réznice w skali
instrumentéw czy potencjalne trudno$ci techniczne -
niezbednym krokiem okazata sie transpozycja do innej tonacji.

W kwestii ornamentéw, zdecydowalem sie na pozostawienie
jedynie tych wynikajacych z oryginalnego zapisu. Poniewaz
jednak, jak zaznaczytem wcze$niej - omawiane kompozycje
mozemy postrzegac jako szkic, Wykonawca powinien czu¢ sie
zaproszony do odnalezienia wilasnych rozwiazan. Podczas
poszukiwan warto przeanalizowa¢ rozwigzania stosowane
przez S.L. Weissa czy ].S. Bacha. Cennym zrédltem beda tez
publikacje, jak Ornamentation in Baroque and Post-Baroque
Music: With Special Emphasis on ].S. Bach Fredericka Neumanna
(Princeton University Press, 1983), The Interpretation of Early
Music Roberta Doningtona (Norton, 1992) czy np. The
Interpretation of Seventeenth and Eighteenth Century Arnolda
Dolmetscha (University of Washington Press, 1969). Innym
pomystem moze by¢ przygotowanie dla wybranych przez
Wykonawce miejsc nie jednego a kilku réznych wariantéw
zdobien. Mozemy wtedy wybra¢ finalne rozwiazanie ad hoc
podczas wykonania - nadajac grze na wpdt improwizacyjnego
charakteru, ktéry w przypadku omawianej muzyki jest
wyjatkowo pozadany. Nie nalezy rowniez bac sie korzystania z
bogatej palety gitarowych barw. W odpowiednich miejscach
skontrastowanie koloru moze by¢ doskonatym sposobem na
podkreslenie wybranego gtosu. Za ostatnia wskazéwke

interpretacyjng niech postuzy $wiadectwo cytowanego juz
Gottfrieda Heinricha St6lzela, ktéry powiedziat o Losym: ...[Jego
Wysokos¢] styszqc dobrze uzyty dysonans, z wielkq przyjemnosciq
powtarzat go, nieraz wielokrotnie, intensywnie sie wstuchujqc i
krzyczqc przy tym: E’ una nota d’dro! - co znaczy: ta nuta jest ze
ztotal?s
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