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inscriptions. The first stratum consists of accounting records, one of which is dated to 1356. That
is also the terminus post quem for the other stratum of inscriptions, namely the musical notation
of two liturgical plainchants in two-voice organ paraphrases. This involves the introit Salve, sancta
parens and the Kyrie magne Deus. The discant is written in black mensural notation on a staff, while
the tenor, which quotes the plainchant melody, is partially written in musical notation on the same
staff, partially notated by letters for note names, and partially only indicated by syllables of text
of the original plainchant. This notation documents the transition from practise without notation
to the written notation of music for keyboard instruments, and it significantly supplements the
material found in treatises from the milieu of the ars organisandi, which are available to us from
fifteenth-century manuscripts.
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Introduction

In 2016, information was made public about a manuscript fragment bearing musical notation
in the collection of the National Museum Library in Prague under shelf mark 1 D a 3/52.! It
was Dagmar Stefancovd, the curator of the National Museum — Czech Museum of Music,
who drew my attention to the fragment and offered me the opportunity of studying it.
Already during that phase, the fragment was assumed to be notation of instrumental (organ)
music written in black mensural notation. Although it consists of just a single sheet of paper,
its musical contents open up heretofore undreamt-of horizons, at least in this country, where
the role of the organ and of organ music in the past has traditionally been underestimated.

1) BROM, Vlastimil et al.: Rukopisné zlomky Knihovny Ndrodniho muzea. Signatury 1 D, 1 E a 1 G (Manuscript
Fragments of the National Museum Library. Shelf Marks 1D, 1 E, and 1 G), National Museum, Prague 2016, p. 64.
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This study is more in the character of an initial probe that does not exhaust all of the questions
posed by the fragment; the author expects to return to this subject matter soon with a more
extensive text.?

The fragment consists of a single sheet of paper. There can be no doubt about its
provenience from the Bohemian Crown of the Late Medieval Period, but it has not yet been
possible to localise its origin more precisely. It was used as maculature in a book binding,
but it is not known when it was removed from the book or what the book’s title was. The
dimensions of the sheet vary between a height of 25.8 to 26.4 cm and a width 0f 18.3 to 19 cm.
The irregularity was caused by the trimming of one shorter and one longer side during the
preparation of maculature, but in this case the losses of text do not amount to much;? greater
losses are caused by mechanical damage and deterioration of the paper and by the smearing
of ink. Before restoration in 2017, remnants of glue and stains were visible on the paper,
which had been folded at about the bottom third of its length. Once the accretions were
removed, certain details became more visible, while some elements (hair-thin pen strokes,
staff lines) are visible only on a photograph made with a UV lamp.

The sheet of paper bears notation on both sides, but it was used only secondarily for
musical notation. It had first been used for accounting records. On one side of the sheet
oriented widthwise, the financial affairs, mostly debts, of a certain Thomas (Dominus
Thomas / Tomas de Ch....icz, perhaps Chothowicz, Chotz...ycz) are written from the left
in two paragraphs. The surname appears twice, but it is never intact enough to permit an
unambiguous reading. Moreover, there are many places with a similar name, mainly in
Bohemia, but also in neighbouring countries.

The first paragraph is crossed out, probably having been cancelled after the debts were
paid. In the second paragraph, fortunately, the dating of the other information to the year
1356 is intact:

ItfeJm D]ominfu]s Thomas de Chl...]ycz [...]

[...] sub an[njo dfomilni ao . ccco . Lvito feria vita [...]

The year 1356 is the terminus post quem for the secondary use of the sheet of paper, and
the way the notation is written shows* that it must have been done after the recording of
the debts. We do not, of course, know how much time passed between the date given (it
is not the last record of debts — there follow another five damaged lines) and the next use
of the paper. Even if the piece of paper had lain unused for several years, in the context of

2) I wish to take this opportunity to thank several persons who have given me significant assistance with the
processing of the source. They are (omitting titles) Dagmar Stefancovd, Richard Sipek, and other members
of the staff of the National Library Museum, who enabled me to work with the fragment or took part in its
restoration and in the making of a UV photocopy of it, Pawet Gancarczyk, who provided me with difficult to
access literature, and Jifi K. Kroupa, who has been of assistance to me with critical advice in questions of
paleography and of history in general.

3) The trimming of the upper margin almost does not touch the notation; the ends of the staves are missing
because of trimming along the side in the upper half of the sheet on one side, and the beginnings are missing
on the other side.

4) See below in the description of the content of the fragment.
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Czech and central European sources of Medieval polyphony and the notation of music for
keyboard instruments, it represents quite an extraordinary discovery, and in conjunction
with other sources, I believe that it casts a different light on the beginnings of organ playing
in the Czech lands from what has been heretofore assumed.

The task of the text below shall be to describe the fragment, decipher its notation,
transcribe it, and attempt to classify it within the context of related sources and of certain
stylistic hallmarks of music of the Late Medieval Period in central Europe. Serving as an
introduction to the issue are some data that summarise existing viewpoints on the problems
of organ music and its notation from the mid-fourteenth century until the mid-fifteenth.

Period context
The oldest known artefact of notation of organ music, known as the Robertsbridge Codex,
is currently dated to ca. 1360.° The principles of notation used in this manuscript — the
combination of upper voices written on a staff and lower voices written using letters — do
not vary much from later central European artefacts of organ music. The oldest Italian
notated organ music does not use letters, is written in score on two staves, and dates from
ca.1400.°

The beginnings of notationally fixed music for organ dates to the same period as the
reception of French music in the Ars nova style and its notation in the central European
region. The oldest documentation of a study of French notation during the Ars nova period in
central Europe is represented by a treatise written in verse for Prague (university?) students
in 1369.” The oldest datable documented use of mensural notation in Czech sources is from
ca. 1390,% and the next does not come until the beginning of the fifteenth century. If we set
aside direct imports of and Italian and French music of the thirteenth century, the status of
the oldest stratum of basic sources of polyphonic music in mensural notation does not differ
much in the surrounding countries from the situation in the Czech Republic.

5) CALDWELL, John: Robertsbridge Codex, in: Die Musik in Geschichte und Gegenwart [MGGJ? Sachteil 8,
Barenreiter, Kassel 1998, columns 348-350.

6) The creation of the most important source for this music — the Codex Faenza — is now dated between
ca. 1400 and ca. 1425. Cf. MEMELSDORFF, Pedro: The Codex Faenza 117. Instrumental Polyphony in Late
Medieval Italy, Vol I, Introductory Study, Libreria Musicale Italiana 2012, p. 162. Also dated to the beginning
of the fifteenth century is the creation of the fragment from Assisi; cf. ZIINO, Agostino: Un antico ,,Kyrie“ a due
voci per instrumento a tastiera, Nuova Rivista Musicale Italiana 15,1981, pp. 628-633 (hereinafter ZIINO).

7) New edition: RAUSCH, Alexander: Mensuraltraktate des Spdtmittelalters in osterreichischen Bibliotheken, in:
Quellen und Studien zur Musiktheorie des Mittelalters III, ed. Michael Bernhard, Miinchen 2001, pp. 284—
292. There are a number of other central European treatises dealing with complicated French mensural
notation, surely because of the interestin French musicamong the intellectuals in the circles of the universities.
Simpler notation was sufficient for the Czech music then being written. See: CERNY, Jaromir: Rezeption und
Uiberlieferung der Mensuralnotation in den bohmischen Liindern, in: Musica Antiqua Europeae Orientalis. Acta
musicologica, Bydgoszcz 1997, pp. 283-297 (hereinafter éERNY).

8)Ms. CZ-Pn XIT A1, cf. CERNY, op. cit. in footnote no. 7, pp. 291-292.
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The oldest yet known notated artefacts of organ music in central Europe are dated to
the first third of the fifteenth century.® Some of these artefacts are so-called fundamenta
organisandi, notated examples, which amount to pre-composed samples of recommended
progressions of the discant against the melodic steps in the tenor.® These are generally
not accompanied by almost any explanatory text. On the other hand, such explanations
are found in treatises designated as ars organisandi, which date from approximately the
same period. The most important sources of knowledge about ars organisandi are found
in manuscripts in Munich (second quarter of the fifteenth century, hereinafter Mii),"
Regensburg (manuscript written after 1470 with the text dated ca. 1400, probably earlier
than Mii, hereinafter Re),"”” and Prague (the manuscript dated ca. 1430 contains the most
complete and possibly oldest known form of instruction; this involves two treatises that are
partially identical to or supplement Mii"* and Re** as well as Pr).”* These texts undoubtedly
draw on older, unknown sources, and their origins can be no older than the emergence of
the modern keyboard played with the fingers of both hands. The oldest known fingerings are
described very rudimentarily in the treatise Pr.'®

The material in these treatises is of key importance for comprehension of the notation in
this fragment, because it describes some of the special features of the museum’s fragment
that do not appear in other practical artefacts or fundamenta. The central concept of this
instruction is tactus. Its basic components are four-note (or three-note in exceptional cases)
melodic-rhythmic-fingering formulae in the discant, which serve in various combinations

9) The list was published by STAEHELIN, Martin: Die Orgeltabulatur des Ludolf Bodeker. Eine unbekannte Quelle
zur Orgelmusik des mittleren 15. Jahrhunderts, in: Nachrichten der Akademie der Wissenschaften in Gottingen,
L. Philologisch-Historische Klasse, Jg. 1996, Nr. 5, Gottingen 1996, pp. 17-18, footnote 25 (hereinafter
STAEHELIN).

10) Most were published by APEL, Willy: Keyboard music of the fourteenth and fifteenth centuries, Corpus of Early
Keyboard Music I, American Institute of Musicology 1963 (hereinafter APEL 1963).

11) Ms. D-Mbs, clm. 7755, ed. in: GOLLNER, Theodor: Formen friiher Mehrstimmigkeit in deutschen Handschriften
des spiten Mittelalters, Miinchner Veréffentlichungen zur Musikgeschichte 6, Tutzing 1961, pp. 64-65, 167—
179 (hereinafter GOLLNER 1961).

12) Ms. D-Rp, 98 th 4°, ed. in: MEYER, Christian: Ein deutscher Orgeltraktat vom Anfang des 15. Jahrhunderts,
Musik in Bayern 29,1984, pp. 43-60.

13) Opusculum de arte organica, ed. in WITKOWSKA-ZAREMBA, Elzbieta: Ars organisandi around 1430 and
its Terminology, in: Michael Bernhard (ed.): Quellen und Studien zur Musiktheorie des Mittelalters III.
Veroffentlichungen der Musikhistorischen Kommission 15, Miinchen 2001, pp. 402-418 (hereinafter
WITKOWSKA-ZAREMBA 2001).

14) Octo principalia de arte organisandi, ed. in WITKOWSKA-ZAREMBA 2001, op. cit. in footnote no. 13,
pp. 387-398; in the text that follows, no differentiation is made between the two treatises.

15) Ms. CZ-Pak, Library of the Prague Metropolitan Chapter, M CIII, cf. WITKOWSKA-ZAREMBA 2001, op.
cit.infootnote no.13, pp. 367-423. Concerning the contexts of all three texts, see: WITKOWSKA-ZAREMBA,
Elzbieta: The Prague Organ Treatises and their Relationship to Previous Known Sources, in: Neues zur
Orgelspiellehre des 15. Jahrhunderts. Verdffentlichungen der Musikhistorischen Kommission 17, Miinchen
2003, pp. 1-15.

16) Cf. WITKOWSKA-ZAREMBA 2001, op. cit. in footnote no. 13, pp. 397, 400-401; MEYER, Christian:
Warnehmungsperspektiven bei der Verschriftlichung spdtmittelalterlicher Orgelkunst, in: Nicole Schwindt (ed.):
Musikalischer Alltag im 15. und 16. Jahrhundert, Trossinger Jahrbuch fiir Renaissancemusik 1, Kassel 2001,
pp. 77-95 (hereinafter MEYER).
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for filling in the intervals between the individual notes of the tenor. In the tenor part,
it is sufficient to indicate the notes using letters. The length of the measures is given by
a predetermined number of discant notes corresponding to a single note in the tenor part.
Basically this is tactus (prolatio) quattuor notarum, while tactus octo notarum or tactus sex
notarum also appear routinely.” Usually, semibreves would be counted, which could be
divided into half values — minims. The relationship between the upper and lower values
is primarily binary. The “bars” are divided by bar lines, and the similarity to the modern
measure is obvious. The mutual coordination of the tenor and discant does not follow the
rules of counterpoint with its recommendation of contrary motion; instead one tends to find
parallel movement in octaves (sometimes in fifths) diminished into standardised formulae
with passing tones and with the recommendation of reaching the target note (octave or fifth
of the following tenor note) by a downwards step of a second.”

Description of the fragment

Having taken an excursion into history, we can now return to our fragment. The new user of
the paper — the notator — turned it upright so the lines with the records of no longer current
debts are “suspended” from the top edge of the paper, and the notation uses the empty space
perpendicular to and beneath the figures on that side of the paper. The other side of the
paper is also covered with notation. From the beginning, this was probably a single sheet that
was not a part of any volume. On each page, a single composition is written in a relatively
complete state from beginning to end, not continuing to the next page.

The fragment contains two liturgical compositions. On the “verso” side is the introit Salve,
sancta parens, and on the “recto” side is Kyrie magne Deus.”

Salve, sancta parensis an introit for various Marian Masses; rubrics of missals and graduals
from the fourteenth through the sixteenth centuries usually list the following liturgical
occasions: besides the Officium de Domina for general use, there are in vigilia Assumptionis,
Mariae Nivis, Officium de Domina sabbatis diebus, and Officium de Beata Virgine incipiendo
post tempus pascale usque ad adventum Domini. What was most frequently involved was

17) The terminology is carried over from Italian notation of the fourteenth century. Cf. APEL, Willy: Geschichte
der Orgel- und Klaviermusik bis 1700, Barenreiter, Kassel 20042, p. 34.

18) Theodor Géllner long devoted himself to the question of tactus from the edition of the text Mii (GOLLNER
1961, op. cit. in footnote no. 11, pp. 62-66). After the discovery and publication of an edition of the treatise Pr
(WITKOWSKA-ZAREMBA 2001, op. cit. in footnote no. 13), several studies devoted to the subject appeared:
GOLLNER, Theodor: Diminutio und tactus, in: Michael Bernhard (ed.): Quellen und Studien zur Musiktheorie
des Mittelalters III. Veroffentlichungen der Musikhistorischen Kommission 15, Miinchen 2001, pp. 359-366;
GOLLNER, Theodor: Nochmals zur Taktuslehre: Entstehung, Faktur, Folgen, in: Neues zur Orgelspiellehre des
15. Jahrhunderts. Veroffentlichungen der Musikhistorischen Kommission 17, Miinchen 2003, pp. 55-64;
GOLLNER, Theodor: Die Taktuslehre in den deutschen Orgelquellen des 15. Jahrhunderts, in: Geschichte der
Musiktheorie, Band 8/1, Darmstadt 2003, pp. 1-68; MEYER, op. cit. in footnote no. 16, pp. 83-86. A separate
chapter and a catalogue of formulae are devoted to the application of tactus in the Prague fragment below.
19) The following abbreviated symbols are used in the description that follows and in the critical apparatus:
T. + a numeral refers to a particular tactus — a standardised formula in the discant (see the catalogue of these
formulae in the appendix); specific bars in the two compositions are referred to by the symbols S + bar number
(= Salve, sancta parens) or K + bar number (= Kyrie magne Deus), and a particular note is referenced by placing
a numeral after a stroke showing its position in the bar (e.g. S 52/4 = Salve, sancta parens, bar 52, 4 note).
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a votive Mass, identifiable as what is called a matura. The organ arrangement includes
a whole antiphon and the beginning of the psalm verse Sentiant omnes, the notation of
which ends abruptly in the fourth bar in the middle of a phrase. The scribe did not continue,
although there is still room on the sheet of paper.

Kyrie magne Deus was relatively widely used; according to the rubrics (summum, festivale),
it was intended for major feast days. It is unclear whether the two compositions were
intended for the same Mass; only the rubric in the Koutim Gradual of 1470 (CZ-Pu XIV A1,
fol. 3") also lists Marian feast days (... Annunciacionis, Assumpcionis, Nativitatis Sancte
Marie...).** The beginning of the organ arrangement is written into the spaces between the
accounting records on the “recto” side of the paper, and it continues below the figures on the
blank bottom part of the page. In addition, the chaotically notated beginning is damaged
by trimming and by deterioration of the paper. The arrangement includes the sections
Kyrie I and Christe eleison. The plainchant melody of the last section, Kyrie II, was identical to
the Kyrie I if organ was to have supplemented the last section as well, so it did not need to be
written out. Preceding the musical passage is a damaged rubric that reads: “item [...] finalis’*
probably indicating the repeating of the opening section at the end. A less likely explanation
is that the rubric is information about the character of the concluding formulae used, which
are labelled in some comparative sources as “pausa” or “finale”.

Unrelated to the organ composition, on the bottom margin of the page are practise
markings in pen with notes in a much larger format than the notation of the organ
composition. The size corresponds to that of an official song book from which several
performers would sing. This involves three descending minims in black mensural notation
and a few plainchant ligatures of various shapes. They are written in the rhombic notation
typical of the Czech lands, which confirms, as it seems, the Czech provenience of the
fragment. From the right side on the axis of the original records of debts, there is a four-line
staff without a clef containing trial notations of three discant formulae.

Notation of the discant

The compositions are written in two voices. They are notated on a single staff with six staff
lines in the case of Salve, sancta parens, while in the case of Kyrie magne Deus the number
of staff lines varies between three and six depending on the ambitus of the discant melody.
In the introductory section of the Kyrie in particular, the number of staff lines varies in the
course of a single line of notation. Wherever the beginning of a staft has been preserved, it has
a C clef, and the clef notation is correct with some exceptions.?” The notation of the discant
is of a type similar to notation known from the other oldest artefacts referred to as the “Old
German organ tablature” The notational symbols are carried over from black mensural

20) Cf. VLHOVA-WORN ER, Hana: Tropi ordinarii missae, Kyrie eleison, Gloria in excelsis Deo, Repertorium
troporum Bohemiae medii aevi II, Prague 2006, p. 128 (hereinafter VLHOVA-WORNER).

21) Jifi K. Kroupa suggests the reading “item [velut] finalis™.

22) Apartfrom damaged and illegible passages, more serious defects to the notation appear in only a few places:
an extranote in bar S 5 shifted the second part of the bar down by a second, bars S 6-8 are notated a third lower.
Bar S 15 is damaged and notated incorrectly. For information about reconstruction of the passage, see below.
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notation, with which, however, the oldest known variant of central European organ tablature
has in fact little in common. All that appears are semibrevis and minima symbols,? or in
exceptional cases brevis (bars S 35, S 38) and longa (S 46), and the bar line serves as the
cauda from the left side. There are also two dots under the symbol,** undoubtedly because of
the possibility of its confusing with a brevis, with respect to which its value is doubled. The
division of higher values into lower is duple. There are no symbols for rests. Bar lines that
reach below the staff into the line intended for syllables of text and continue until the next
staff mark off metrical units with a value of eight semibreves (tactus octo notarum). Larger
units are sometimes ended by a double bar line. The stems of the minims point upwards.
Downward stems indicate chromatic accidentals, and they are usually also struck through
with a slanted line. In exceptional cases, the stems are turned around for raised accidentals if
there is not sufficient space for them beneath the note (bar S 6/5), and their meaning is clear
from the context. The only raised tones that appear are fsharp, ¢ sharp, and g sharp; lowered
tones to not appear.

Cadential formulae contain a smaller number of notes than eight semibreves (T. 13, T. 19,
T. 32). The last note is always a semibrevis symbol, and the remaining space to the end of the
bar or the entry of the upbeat was probably filled by a fermata on the last note or by a rest.
On the other hand, some formulae contain a greater number of notes. Added ornamental
notes at the beginning exceed the total of eight semibreves. If there are two rising minims
(T.7), they appear only at the beginnings of phrases after a rest, and they have the character
of an upbeat. A similar formula with two minims at the beginning (T. 14), the first of which
is on the same note as the thesis of the bar, while the second is a lower neighbour, can be
read in two ways. In the case of the introductory formula of a phrase after a rest (seven out
of ten cases), it may be an upbeat, but if the formula in question has no room for an upbeat
(bars S 2, S 9, S 49), it is probably a written-out mordent.” It cannot be ruled out that it
would be possible to interpret all of the formulae as T. 14. Formulae with single minima
appear eight times, preceded by a thesis a semitone lower (T. 4, T. 5). There is no room for
an upbeat in even a single case of its occurrence, and the note can be interpreted only at the
expense of the thesis, i.e. as an acciaccatura. The latter two types of notation of ornamental
notes do not appear in any of the oldest known central European organ tablatures. On the
other hand, the Prague fragment contains no ambiguous symbols such as a semibrevis with

26

caudae with flags on both sides,?® which are common in central European artefacts of the

23) The ars organisandi instructional texts use different terminology for notational symbols. For the sake of
simplicity, we have retained the terminology for black mensural notation.

24) Cf. the use of dots below and above the notes in Czech modal and mensural notation: MUZIK, Frantisek:
Uvod do kritiky hudebniho zdpisu (Introduction to the Criticism of Musical Notation), Prague 1961, pp. 49-56
(hereinafter MUZIK). According to ars organisandi, it should be a last note with a fermata (“pausa generalis”,
cf. WITKOWSKA-ZAREMBA 2001, op. cit. in footnote no. 13, p. 409), but in this case the symbol is in the
middle of a word.

25) Cf. APEL, Willy: Notation der polyphonen Musik, Breitkopf und Hartel, Leipzig 1970, pp. 27-28.
26) Cf. APEL 1963, pp. 11 ff.; more recently GOLLNER, Marie Louise: Early Organ Treatises and the Italian
Trecento, in: Neues zur Orgelspiellehre des 15. Jahrhunderts. Veroffentlichungen der Musikhistorischen
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fifteenth century. The fragment is characterised by the effort of the scribe to write out the
ornaments comprehensibly — although with license in the use of symbols of a different value,
which must, however, have been comprehensible to the circle of users.

Notation of the tenor,

relationship between the tenor and the discant

While the notation of the discant is clear and bears signs of an established system suitable
for the recording of rhythmically simple music,”” the notation of the tenor exhibits signs
of a search for the optimum method and the combining of different approaches. “Old
German organ tablature” is characterised by notation of the lower voices using letters,
which are identical to the scale degrees (claves) of the Medieval system of tones, which are
commonly used to this day in central European nomenclature of scale degrees. In a small
number of cases, and usually in the oldest stratum of preserved artefacts, the tenor is written
in musical notation on the same staff as the discant,”® or there is combined notation with
the aid of letters with the text of a polyphonic or plainchant original.® In two early Italian
organ arrangements of the missal Kyrie Cunctipotens genitor, the text is written under the
tenor of the two-voice score.®® All of these forms of notating the tenor are used to a certain
extent in the Prague fragment, but as we show below, in a relatively unusual manner, which
unavoidably requires reconstruction.

The tenor parts of comparable compositions reveal that their melodies are not necessarily
identical to existing plainchant melodies, but may have been adapted. Leaps are filled in
stepwise (with passing tones) in certain places and repeated tones are usually omitted. At
the ends of words and of syntactical units, cadential formulae are usually expected, and the
melody of the tenor is often adjusted (a downwards or upwards step of a second to the final
note). The individual tones of the adapted melody last one bar.

Kommission 17, Miinchen 2003, p. 26, “... mysterious sign with hooked caudae both above and below...”
(hereinafter GOLLNER Marie Louise).

27) Cf. GOLLNER Marie Louise, op. cit. in footnote no. 26, pp. 24-25. “Czech” mensural notation also has
binary tendencies; cf. MUZIK, op. cit. in footnote no. 24, p. 58.

28) The ars organisandi instructional texts and a few compositions from tablature by Adam Ileborgh. The
shapes of these notes usually resemble a mensural longa, but rather than indicating actual metrical values,
they instead indicate duration through the whole bar or until the next note corresponding to a particular note
of the upper voice. Cf. APEL 1963, op. cit. in footnote no. 10, pp. VI-VII, 28-32.

29) In intabulations of motets from the fourteenth century in the oldest known artefact of notation of organ
music (the aforementioned Robertsbridge Codex; in the arrangement of the motet Firmissime-Adesto-Alleluia
it is placed beneath the text of the middle voice Adesto, while in the arrangement of the motet Tribum-Quoniam
secta-Merito, it is the text of the highest voice Tribum; the texts are placed beneath the alphabetic notation
of the tenor) and in the notation of Kyrie magne Deus in the manuscript A-Wn 3617 (the text is between the
discant notated on a staff and the tenor in alphabetic notation). Cf. APEL 1963, op. cit. in footnote no. 10,
pp.1V,V, 3-11.

30) Codex Faenza, fol. 79'-79", cf. MEMELSDORFF, Pedro: The Codex Faenza 117. Instrumental Polyphony in Late
Medieval Italy, Vol 11, Facsimile Edition, Libreria Musicale Italiana 2012, fol. 79'-79Y; Fragment from Assisi,
cf. ZIINO, op. cit. in footnote no. 6, pp. 628—633. In both compositions, the first and last words are written
“Kyrie ... leyson”.
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In both compositions in the fragment, the melody of the discant uses just 30 factus
formulae.® Their selection is based on the intervallic steps of the tenor and the functions
of the individual formulae depending on the position in the movement. What is regulated
for the most part are the beginnings and endings, which in principle are reminiscent of
cadences in counterpoint; they evidently consist of three steps — the third bar from the end
(antepenultima), the next to last bar (penultima), and the last bar (ultima). The final formulae
used in the fragment usually differ from the formulae recommended in ars organisandi and
the so-called fundamenta. Because phrases cadence at the ends of words or of syntactical
units based on the original plainchant, cadential formulae (T. 13, T. 19, T. 32) fall on the last
syllables or notes of the original. Based on the segmentation of the discant, one can then
reconstruct the number of tones in the syntactical phrases of the tenor.

In Salve, sancta parens, the tenor is notated only on the first three staves, and hollow (on
the first and third system) or filled-in notes (on the second system) in the shape of a brevis
are written into the bottom part of these staves. The descending caudae with the first two
notes probably do not have a concrete meaning. On the first system, the tenor is notated
a third higher than the correct pitch, then up by a fifth and by a different interval in places.
From the third system on, the tenor is not notated. The entire text of the introit is written
continuously below the staff. Some syllables are written twice, and on the sixth system there
are visible corrections (an incorrectly placed double bar line has been struck through, and
the syllable “que” is moved). Both the notation of inaccurate tenor notes and the writing
of the text seem like later additions intended to help with orientation for coordinating the
discant and the tenor, which probably did not originally need to be notated.

Things appear similarly with the Kyrie magne Deus. The entire tenor is notated with long
whole notes, mostly a fifth higher than it should be. The tenor notes are missing only on the
eighth system (t. K 23 ff.), but that may have been caused by the smearing of ink — not even
the staff lines are visible in those places. At the beginning of the Christe eleison section, the
two voices cross on the staff, and in bars 29-33 the tenor is written a seventh higher than it
should sound. The correction is done with letter-name notation, and the letters g / ¢ 4 (sic!)
... ¢ h a g are legible.”? The note marked with (!) is wrong,* and the last two letters are placed
under the wrong formulae. This confirms that scribe of the alphabetical notation conceived
of the pedalboard on which the tenor is played as actually sounding a fifth higher, as opposed
to the notation of actual pitch in the discant.** The text of the trope in Kyrie I from the
word “magne” is written hastily. The abbreviated word “Kyrie” may have been written at
the beginning of the movement, and the staff from which only the clef and first note are

31) See the catalogue of formulae in the appendix.

32) The notation gives g with an abbreviation for the ending -is. From the context, however, this does not
mean gis (G sharp). In some tablatures, the last notes of movements or phrases are indicated similarly in
letter notation (cf. STAEHELIN, op. cit. in footnote no. 9, facsimile, pp. 40, 42, 45, 47, 51), perhaps meaning
afermata. In the Prague fragment, this is also the last note of the phrase.

33) The note should be d according to the plainchant melody and the context.

34) Apart from the inaccuracies in the notation of the tenor part, this would mean that the pedalboard would
be transposed “in F” with respect to the manual.
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missing because of trimming was indented. Some syllables are put in the wrong places. In
the section Christe eleison, only the syllables “Xpri-ste [...] son” are written down, and the
writing is neater (like the text in Salve, sancta parens). The Kyrie I also originally lacked the
text of the trope, which was written in later. When making comparisons with the original
plainchants, however, it is obvious that the organ arrangement is based on the troped verse,
as is shown by the frequent cadential formulae, which respect the segmentation of the text
of the trope.

The way the tenor is notated in both compositions implies that the tenor is recorded
only approximately, and it probably did not originally need to be written down at all. An
experienced organist would undoubtedly have known the frequently used melodies by heart
and with them a repertoire of tactus, which he would have applied extemporaneously. The
questions, then, are for whom the notation was intended, and who added it. The discant has
in fact been created with a certain “compositional” deliberation.** On the other hand, the
writing of the tenor notes, letters, and text bears signs of subsequent reconstruction that was
not always successful.*®

The point of departure for the edition is the tenor as notated, but it had to be transposed,
corrected, and completed. The notation of the discant clearly determines how many notes
of the tenor correspond to a phrase demarcated by a cadential formula with the end of the
word or text phrase. Among the original plainchants, some closer possible tenor melodies
were found, but none were identical to Salve, sancta parens, for example. This melody was
revised in appropriate cases.

The application of accidentals in the discant” in Salve, sancta parens has no influence over
accidentals in the tenor. According to the notation of the discant, the movement is in the
untransposed second mode. The Kyrie magne Deus is in the transposed eighth mode, so the
plainchant melody should contain the scale degree b (b flat). In the discant, b (b flat) does not
appear, undoubtedly because the frequent cadences on c require the subsemitonium toni h
(b natural). Similarly, there are upward half steps to the note g. For the reconstructed melody
of the tenor — if one is to avoid such dissonant clashes as mi contra fa — this implies raising
b flat to b natural when ascending to ¢, and raising f to f sharp when ascending to g.*

Character of the notated music in relation to other artefacts

The two organ movements represent an illustrative example of instrumental thinking that
is not too far removed from the transition from the oral to the written tradition. Over the
space of 131 bars, 30 such formulae are used in prolation octo notarum, and not quite half

35) Cf. the system for beginnings, cadences by a few steps.

36) Cf. corrections to the tenor in Kyrie Cunctipotens genitor from the fragment from Assisi; cf. ZIINO, op. cit. in
footnote no. 6, facsimile on p. 632.

37) Subsemitonium toni to the scale degrees g, d, and in exceptional cases a.

38) In the treatises, of course, the problem is described from the perspective of the dependence of the discant
on the tenor; cf. WITKOWSKA-ZAREMBA 2001, op. cit. in footnote no. 13, p. 411 (Pr): “... ita quod si tangas
semitonium in tenore, sic eciam semitonium in discantu...”
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of these (13) appear repeatedly in the two compositions.* Although the basic building blocks
of these formulae (three- and four-note tactus puri) are the same as those in the treatises Mii,
Pr, and Re, their composed forms (tactus compositi) usually differ from the composed tactus
in the treatises, and in comparison with other specific compositions, their quantity is quite
limited. The same and similar steps in the tenor require a similar procedure in the discant. The
frequency of formulae beginning on dissonances (especially ninths) is striking. The treatises
give preference to beginning on consonances (octaves, fifths), but they permit beginnings
on dissonances if they are repeated frequently.*® The language of the museum fragment is
repetitive in this way, but there is no precedent for such a preference for dissonance in other
preserved artefacts. Syncopated cadential formulae do not appear in the treatises.

Among the preserved artefacts of organ music from the period before the mid-fifteenth
century, Salve, sancta parens is probably the only introit. The connection with the popularity
of the Marian Votive Mass in the Czech lands from the Luxembourg era certainly is no
coincidence. On the other hand, the treatment of the Kyrie magne Deus is known from two
other organ arrangements.* The version from the manuscript A-Wn, cod. 3617 (only Kyrie )
is close to the museum fragment in terms of the transposition of the tenor, the prolations
octo notarum, the limitation of the quantity of resources used, the underlaid text, and
the estimated age (ca. 1400).* Among the central European artefacts of organ music that
are so far known, this movement is generally placed at the beginning of the approximate
chronological order. It cannot be ruled out that the compositions of the museum fragment
shift the beginnings of this series to an even earlier period.

39) Of these, T. 3 eighteen times and T. 20 twenty-three times. Two formulae (T. 11 and T. 12) appear only in
a marginal inscription, and they are not used in the compositions.

40) Cf. WITKOWSKA-ZAREMBA 2001, p. 392 (Pr, Re): “.. Et nota: si aliquando discantus cum tenore in
discordancia incipitur, hoc potest fieri, sed presupponitur, quod finis discantus cum tenore concordet, licet
aliquando disconvenit in fine. Sed hoc fieri non potest, nisi idem tactus sepius repetitur.”

41) Ed. in APEL 1963, op. cit. in footnote no. 10, pp. 10-11, 16 (fragment). In one other treatise of the ars
organisandi type (Bona documenta) not yet mentioned in this study, the passage is probably taken out of
context: “Item non pausatur, quando sol sequitur, sed erit pausa in a. Exemplum ut in Kyrie Magne deus.”
Cf. in: GUMPEL, Karl-Werner — SACHS, Klaus-Jiirgen: Bona documenta: Eine Kompilation iiber Satzlehre und
Orgelspiel, in: Neues zur Orgelspiellehre des 15. Jahrhunderts. Veroffentlichungen der Musikhistorischen
Kommission 17, Miinchen 2003, pp. 72, 79, 83. The authors of the article tried to find a relationship of the
passage to the Viennese Kyrie magne Deus, in which, however, there is no cadence on a; in the museum
fragment, besides cadences on sol, ut, and re, there is also one on a (unusual in the context of the style) in the
bar K 10. A connection with the treatise is rather unlikely.

42) Also cf. GOLLNER 1961, op. cit. in footnote no. 11, pp. 80-82.
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Catalogue of tactus

A6 12 A6 D1 A4 12 D1 Il A2 D1
. . ey ——r o
T.1 T.2 T.3 T. 4
A2 i2 A2 D1 12 Dl 11 D1
1 o~ |l|| * | Lo - -
L . Bl 3 L T e e - *5—o
hd 1 1 1 1
T.5 T.6 T.7 T.8
A3 D1 A3 I1 3
. . . A I B R NN
* i * (A .4 o5 *—
T.9 T. 10 T. 11 T. 12

T. 29 T. 30 T. 31 T. 32

The catalogue lists all of the tactus octo notarum formulae used in the fragment. The
formulae are arranged on the basis of melodic intervals from ascending to descending,
with derivation from concrete scale degrees. In view of the number of notes in a bar
(amaximum of 16 minims), this usually involves acombination of two to four basic formulae
(tactus puri). The symbols used above the notation are taken from Géllner’s classification
of basic four-note formulae on the basis of the treatise Mii, categorised as ascendentes
(A + ordinal numeral), indifferentes (I), descendentes (D), and their combinations with
smaller values (a ..., 1..., d ...). The three-not formula with a rising fifth (A 6) appear only
in the treatise Pr. The majority of cadential formulae have no equivalent in the preserved
ars organisandi texts.
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Some formulae have a special function: introductory (INC), antepenultima — third
formula from the end of the phrase (APU), penultima — next to last formula (PU), or ultima
— last formula above the final note of the tenor (U). Formulae that are notated in abbreviated
form with the comment “etc” (T. 3) are indicated in the commentary by “abbr”; they are
written out in the edition.

The following commentary statistically summarises the appearance of formulae and their
functions in the two compositions of the fragment. The figures represent the bar number
within Salve, sancta parens (S) or Kyrie magne Deus (K), the initial tone, the initial (or
cadential) interval from the note of the tenor, and the function, if any.

T.1:S35,d, 8.

T.2:538,d,8.

T.3:S4,¢,8;S1l,¢,8;S13, ¢, 6; S15, ¢, 8, PU, reconstruction based on S 41 and S 59; S 27, e,
8;S29, ¢, 6,PU;S41, ¢, 8, PU; S 44, ¢, 8, abbr; S 55, €,6; S 59, ¢, 8, PU; S 62, €, 6, abbr; S 64,
e, 6,abbr; S71, ¢, 8,abbr; K 6, h, 6, PU; K20, h, 8, PU; K26, h, 8, PU; K37, h, 6, PU; K45, h,
8,PU; K51, h, 8, PU.

T.4:S3,h,6;S10,h, 6; K4, h, 4.

T.5:553,h,6;S76,h, 6, K23,h,7, K39, h,7; K48, h,7.

T. 6: K 32, fis (f sharp), 8, APU (the pitches of notes 3—4 are uncertain).

T.7 (variant T. 20 with upbeat; the initial interval does not take the upbeat into consideration):
S47,g,9-6,INC; K11, g,6-3,INC; K18, g, 9-6, INC; K 35, g, 9-6, INC; K43, g, 9-6, INC.
T.8:561,d, 8.

T.9:S67,¢,5.

T. 10: S 6, a, 4-6, PU; S 25, a, 4-6; S 57, a, 4—6; K 13, ¢, 4—6, PU (the last two notes are
missing, reconstruction); K 33, g, 8-10, PU; K 41, d, 4-6, PU.

T. 11: [K 54], fragment.

T.12: [K 53], fragment.

T.13:S74,d, 8, U.

T. 14, the initial pair of ornamental notes may represent an upbeat. In the case of an
introductory formula (INC), apart from that function, it is probably a written-out mordent
(M):S2,¢,8M;S9,¢ 8 MS17,g 12, ING S 21, £, 8, INC; S 49, ¢, 8, M, (APU); S 52, ¢, 8,
ING; S75, ¢, 8, INC; K 0 ? (before the beginning of the Kyrie); K1, ¢, 8, INC; K15, g, 12, INC,
(APU); K28, ¢, 8, INC.

T.15:K 10, ¢, 10-8-12, (U ?).

T.16: S 23, f, 7-6; S 33, f, 9-8; S 36, f, 9-8; S 50, ¢, 7-6, PU; S 68, d, 7-6; S 73, d, 7-6, PUj;
K30, g, 9-8.

T.17: 526, ¢,9-8; S 43, ¢, 9-8,INC; S 69, ¢, 9-8; K 8, e, 9-8, INC (APU).

T. 18 (variant T. 17): K 8, e, 9-8, INC (APU).
T.19:S7,¢,9-8,U;S16,¢,9-8,U;S21,d,6-5,U; S 30,¢,9-8,U; S42,¢,9-8,U; S51,d, 9-8,
U;S60,e,9-8,U; K27,d,9-8,U; K34, d,9-8, U; K52, d, 9-8, U.

T.20 (alsosee T.7): S5, g,9-6, APU; S 12, g, 9-6; S 14, ,9-6, APU; S 24, g, 9-6; S 28, g, 9-6,
APU;S39,g,9-6;S40,e,9-6, APU; S 48,8, 9-6; S 56,8, 9-6; S 58, €, 96, APU; S 63, g, 9—6;
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S65,g,9-6;S70,g,9-6;S72,g,9-6, APU; K5, f, 9-6, APU; K12, f, 9-6, APU; K 19, f, 9-6,
APU; K 31, a,9-6; K 36, f, 9-6, APU; K 40, g, 9-6, APU; K 44, f, 9-6, APU.

T.21: S48, d, 8-6.

T.22: K 25, f, 6-1, APU; K 50, f, 6-1, APU.

T.23:S78,d, 6-1 (possibly incomplete T. 22 with a wrong ending).

T.24:519, g, 9-6, APU; S 37, g,9-6;S77, g, 9-6.

T.25:S32,8,9-6;S34,g,9-6; K24, g, 6-3; K49, g, 6-3.

T.26:S18, g, 4-2.

T.27:S31,a,12-9,INC; K 16, g, 4-1, PU; K 22, e, 9-6; K47, e, 9-6.

T.28:S1,f,6-2,INC; S8, e, 9-5.

T. 29: K 2, e, 9-6 (reconstruction); K 9, f, 9-6, (PU ?); K 29, ¢, 6-3.

T.30:S20,f,7-3, PU.

T.31: S 66, f, 7-3.

T. 32 (cf. with the cadential formulae T. 19 and T. 13): K 7, d, 9-8, U (“upbeat” copied from
the bar K 6); K14, g, 9-8, U; K17, £,9-8, U; K 21,d, 9-8, U; K38, d, 9-8, U; K42, a,9-8, U;
K46,d,9-8,U.

Critical apparatus

Editorial commentary
The edition contains a transcription of both organ compositions and two (Kyrie magne
Deus) or three (Salve, sancta parens) original plainchants that correspond closely to the
time or character of the compositions as possible material used for their creation. The tenor
has been reconstructed on the basis of the principles set forth above, and all deviations
from the source in the edition are explained in the critical apparatus. References give the
composition, the bar number, the position of the note in the bar (S 25/6), and the vocal part
where needed (disc., ten.). The discant has been transcribed with a 1:4 reduction of rhythmic
values (semibrevis = quarter note), while the tenor notation uses the brevis symbol.
Plainchant melodies are transcribed on the basis of usual principles. Notes used in the
tenor of the organ arrangement are marked as “+’, and the last note of phrase as “+/” A note in
the tenor not found in any original plainchant is marked “~” (the passing tone e, S 13, S 29).
Critical commentary
S 4/1-8 — damage of the upper margin by trimming, stems added; S 5, after the third
note, there is one extra note, so notes 4-8 are shifted down by a second; S 6-7 is shifted
down by a third; S 7/5 stem of the chromatic accidental turned upwards; S 7/7 minima;
S 14/7, mechanical damage, note missing; S 15, probable error, visible notes: semibreves cis”
(c” sharp), g/gis (g/g sharp) crossed out, cis” (c” sharp), d’, e’, depending on the context,
replaced in the position of a “penultima” with the formula T. 3; S 22 the last three notes
are missing (trimming); S 30/5 missing (trimming); S 32/5 minima; S 34/5 minima; S 34/12
missing; S 37/5 minima, S 37/11 missing, S 37/12-13 semibreves; S 40/8 the downward
stem belongs to the note 40/6; S 43/4 missing; S 44, formula T. 3 unfinished, first eight
notes written, comment “etc.; the original wrong notes 3—4 are erased; S 62, formula T. 3
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unfinished, first five notes written, comment “etc”; S 64, formula T. 3 unfinished, first eight
notes written, comment “etc”’; S 71, formula T. 3 unfinished, first eight notes written without
stems, comment “etc’’

“K 0” — first note probably missing (trimming), omitted from the edition; K 1 — missing
first note of the upbeat (trimming), notes 6—8 (damage to the page); K 2 — reconstruction
of the most probable shape; K 3/1-2 missing (trimming), K 5/1-5 missing (trimming and
damage to the page); K7 — before the cadential formula, written as an “upbeat” the last two
notes from bar K 6; K 8 — two variants (“vel sic”), first note missing; K 11/1 (after the upbeat)
minims; K 13/7-8 missing; K 14/4 semibrevis, K 14/5 minima; K 15/3 minima; K 18/7-8
notes unclear, damaged; K 29-33, tenor a third higher, corrected with letter notation, K 31
& (b natural) instead of the correct note d; K 35/1 minima; K 35-37 letter notation added
under the tenor, last two symbols (a, ge) moved to the previous bar; K 38/4—5 semibrevis,
minima; K 46/2-5 semibrevis, minima, semibrevis, minima; K 49/4 minima.

The plainchant melodies are from the following sources:

Salve, sancta parens:

1) CZ-Pn XII A 1, fol. 33, gradual, ca. 1390

2) Most, Okresni muzeum (District Museum), Ms. inv. no. 4, fol. 43, gradual, ca. 1540
Kyrie magne Deus:

1) CZ-Pn XIII A 2, fol. 39"-39", gradual, 1512

2) D-Mbs, Clm 23286, fol. 5'-5", gradual, early 15" century*®

3) CZ-VB 42, fol. 53—53Y, cantional, 1410

Address: Martin Horyna, Katedra hudebni vychovy, Pedagogickd fakulta Jihoceské univerzity,
U T#i Ivii 1/A, 370 01 Ceské Budéjovice, Czech Republic
E-mail: martin.horyna@email.cz

43) Published by VLHOVA-WORNER, op. cit. in footnote no. 20, p. 207, tenor of a two-voice arrangement. The
manuscript comes from the All Saints’ Church at Prague Castle.
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Fragment KNM 1D a 3/52, verso
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1) KNM XII A 1, 33v
2) Most, OM, i.&. 4, 43v
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Salve, sancta parens
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Kyrie Magne Deus

1) KNM XIII A 2, 39r-39v
2) D-Mbs, Clm 23286, 5r-5v
3) VB 42, 53r-53v
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Kyrie, magne Deus
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Stredoveka varhanni
tabulatura na rukopisnem
zlomku z Knihovny

Nadrodniho muzea

Martin Horyna

Nérodniho muzea v Praze sign. 1 D a 3/52.! Na zlomek mé upozornila kurdtorka Narodniho
muzea — Ceského muzea hudby Dagmar Stefancova, kterd mi také nabidla moznost se zlom-
kem zabyvat. Jiz v této fazi se predpokladalo, Ze jde o zdpis instrumentdlni (varhanni) hudby
provedeny ¢ernou menzuralni notaci. Prestoze se jedna o pouhy jeden list, jeho hudebni
obsah otvira dosud netusené obzory, minimélné u nas, kde je role varhan a varhanni hudby
v minulosti tradi¢né podcenovana. Tato studie je spi$ prvni sondou, kterd nevycerpa véechny
otazky, jez zlomek nastoluje, autor pocitd, Ze se k tématu brzy vrati v rozsdhlejsim textu.”
Zlomek predstavuje jediny papirovy list. O jeho provenienci v ramci pozdné stredove-
kych Zemi Koruny ceské nemiize byt pochyb, blizsi lokalizace jeho ptivodu zatim neni moz-
nd. Byl pouzit jako makulatura ve vazbé knihy, ale neni znamo, kdy a z jakého titulu byl vynat.
Rozméry listu kolisaji mezi 25,8 a 26,4 cm na vysku a 18,3 a 19 cm na sifku. Nepravidelnost
byla zptisobena sefiznutim jedné kratsi a jedné delsi strany pfi pripravé makulatury, ztraty
textu v tomto pripadé nejsou prilis velké,® vétsi jsou zptisobeny mechanickym poskozenim
a degradaci papiru a setfenim psaci latky. Pred restaurovanim v roce 2017 byly na listu patr-
ny zbytky lepidla a $piny a prelozeni zhruba ve spodni tretiné vysky. Po odstranéni ndnosu

1) BROM, Vlastimil et al.: Rukopisné zlomky Knihovny Ndrodniho muzea. Signatury 1D, 1 E a 1 G, Ndrodni mu-
zeum, Praha 2016, s. 64.

2) Na tomto misté bych rad podékoval nékolika osobam, které mi vyznamné pomohly se zpracovanim prame-
ne. Jsou to (bez tituld) Dagmar Stefancovd, Richard Sipek a dalsf pracovnici Knihovny Narodniho muzea, ktef{
mi umoznili se zlomkem pracovat nebo se podileli na restaurovani zZlomku a na zhotoveni jeho UV fotokopie,
Pawet Gancarczyk, ktery mi poskytl tézko dostupnou literaturu, a Jifi K. Kroupa, ktery mi byl kritickou radou
napomocen v paleografickych a obecné historickych otazkach.

3) Sefiznuti horniho okraje témér nezasahuje do notace, v diisledku sefiznuti po strané chybi v horni poloviné
listu z jedné strany konce osnov, z druhé strany jejich zacatky.
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se ponékud zvysila viditelnost nékterych detaild, nékteré prvky (vlasové tahy, notové linky)
jsou viditelné pouze na fotografii potizené s UV lampou.

List je notaci popsany oboustranné, byl véak pro zapis hudby pouzit az druhotné. Nejprve
totiz slouzil pro ucetni zdznamy. Na jednu stranu na $itku orientovaného listu byly zleva ve
dvou odstavcich zapisovany finan¢ni zélezitosti, predevsim dluhy, jistého Tomase (Dominus
Thomas / Tomas de Ch....icz, snad Chothowicz, Chotz...ycz). Pfidomek se vyskytuje dva-
krat, ale vzdy je tak poruseny, ze nedovoluje jednoznac¢né ¢teni, navic mist s podobnym na-
zvem je zejména v Cechdch, ale i v okolnich zemich velké mnozstvi.

Prvni odstavec je miezovany, pravdépodobné je zruseny po zaplaceni dluhii. Ve druhém
odstavci je nastésti neporusené datovani dalsich udajt k roku 1356:

Itle]m Dfomifnfufs Thomas de Chl...]ycz [...]

[...] sub an[njo dfomilni ao . ccco . Lvito feria vita [...]

Rok 1356 je terminus post quem pro druhotné pouziti listu, ze zdpisu notace totiz vyply-
va,* ze mohl byt proveden az po zapisu dluht. Nevime samoziejmé, kolik ¢asu uplynulo
mezi uvedenym datem (nejedna se o posledni zdznam o dluzich, nasleduje jesté pét poruse-
nych radek) a dal$im vyuzitim listu. I kdyby list lezel fadu let bez vyuziti, z hlediska domdcich
a stfedoevropskych pramenu stredovéké polyfonie a zapist hudby pro kldvesové ndstroje
predstavuje zcela mimoradny nalez, ktery, myslim, ve spojeni s jinymi prameny vrha jiné
svétlo na pocatky varhanni hry v ¢eskych zemich, nez se dosud predpokladalo.

Ukolem nasledujiciho textu bude zlomek popsat, jeho notaci desifrovat a transkribovat
a pokusit se ho zaradit do kontextu pribuznych pramenti a ur¢itych stylovych specifik pozd-
né stredovéké hudby ve stiedni Evropé. Jako Gvod do problematiky poslouzi nékolik dat,
kterd shrnuji dosavadni pohled na problematiku hudby pro varhany a jeji notace od poloviny
14. do poloviny 15. stoleti.

Dobovy kontext
Nejstarsi znaima pamatka zapisu varhanni hudby, tzv. Robertsbridge Codex, se v soucasnosti
datuje do doby kolem roku 1360.> Nota¢ni principy, které jsou v tomto rukopisu pouzity
— kombinace vyssich hlast v osnové a nizsich zapsanych pomoci pismen — se prili§ nelisi
od pozdéjsich stredoevropskych pamatek varhanni hudby. Nejstarsi italské zapisy varhanni
hudby pismena nepouzivaji, jsou psany v partiture na dvou osnovach a pochazeji z doby
kolem roku 1400.°

Pocatky nota¢né fixované hudby pro varhany spadaji do stejného obdobi jako recep-
ce francouzské hudby stylu Ars nova a jeji notace ve stredoevropském regionu. Nejstarsi

4) Viz déle v popisu obsahu zlomku.

5) CALDWELL, John: Robertsbridge Codex, in: Die Musik in Geschichte und Gegenwart [MGGJ? Sachteil 8,
Barenreiter, Kassel 1998, Sp. 348-350.

6) Vznik nejvyznamnéjsiho pramenu této hudby — Codexu Faenza — se v soucasnosti klade do rozmezi cca
1400 az cca 1425. Srov. MEMELSDORFF, Pedro: The Codex Faenza 117. Instrumental Polyphony in Late Medieval
Ttaly, Vol I, Introductory Study, Libreria Musicale Italiana 2012, s. 162. Do zacatku 15. stoleti je kladen také
vznik fragmentu z Assisi, srov. ZIINO, Agostino: Un antico ,,Kyrie” a due voci per instrumento a tastiera, Nuova
Rivista Musicale Italiana 15,1981, s. 628-633 (dale ZIINO).

Musicalia 1—2 /2018 31



Martin Horyna

doklad studia francouzské notace obdobi Ars nova ve stfedni Evropé predstavuje versovany
traktat napsany pro prazské (univerzitni?) studenty v roce 1369.” Nejstarsi datovatelny do-
klad pouziti menzurdlni notace v nasich pramenech je z doby kolem roku 1390,® dalsi az ze
zacatku 15. stoleti. Pokud nepocitdme primy import italské a francouzské hudby 14. stoleti,
stav nejstarsi vrstvy pramenné zakladny u menzuralné notované vicehlasé hudby se v okol-
nich zemich mnoho nelisi od nasi situace.

Nejstarsi dosud zndmé notované pamatky varhanni hudby ve stfedni Evropé se datuji
do prvni tietiny 15. stoleti.” Nékteré z téchto pamatek jsou tzv. fundamenta organisandi,
notované priklady, jakési predem zkomponované vzorniky doporucenych postupt dis-
kantu vic¢i melodickym krokim v tenoru.’® Zpravidla k nim neni ptipojen témér zadny
vysvétlujici text. Ten se naopak nachdzi priblizné od stejné doby v traktdtovych textech
oznacovanych jako ars organisandi. Nejdulezitéjsi zdroje pozndni artis organisandi se na-
chazeji v rukopisech v Mnichové (druhd ¢tvrtina 15. stol., dale Mii)," v Rezné (rkp. napsan
po roce 1470, vznik textu kolem 1400, pravdépodobné diive nez Mii, dale Re)* a v Praze
(rkp. kolem 1430, obsahuje nejuplnéjsi a moznd nejstarsi zndmou podobu nauky; jedna
se o dva traktdty, které se z¢ésti shoduji nebo doplnuji s Mii" a Re,"* déle Pr)."” Tyto texty
cerpaji bezpochyby ze starsich neznamych zdroji, po¢atky nemohou byt starsi nez zrod

7) Nova edice: RAUSCH, Alexander: Mensuraltraktate des Spdtmittelalters in dsterreichischen Bibliotheken, in:
Quellen und Studien zur Musiktheorie des Mittelalters III, ed. Michael Bernhard, Miinchen 2001, s. 284-292.
Slozité francouzské menzurdlni notaci je vénovana cela rada dalsich stredoevropskych traktata, jisté kvali za-
jmuvzdélanecké spolecnosti z okruhu univerzit o francouzskou hudbu. Domaci tvorba si vystacila s jednodussi
notaci. O tom vice: CERNY, Jaromir: Rezeption und Uiberlieferung der Mensuralnotation in den bohmischen Lindern,
in: Musica Antiqua Europeae Orientalis. Acta musicologica, Bydgoszcz 1997, s. 283-297 (dale CERNY).

8) Ms. CZ-Pn XIT A1, srov. éERNV, op. cit. v pozn. 7, s. 291-292.

9) Seznam publikoval STAEHELIN, Martin: Die Orgeltabulatur des Ludolf Bodeker. Eine unbekannte Quelle zur
Orgelmusik des mittleren 15. Jahrhunderts, in: Nachrichten der Akademie der Wissenschaften in Gottingen,
L. Philologisch-Historische Klasse, Jg. 1996, Nr. 5, Géttingen 1996, s. 1718, pozn. 25 (dale STAEHELIN).

10) Vétsinu publikoval APEL, Willy: Keyboard music of the fourteenth and fifteenth centuries, Corpus of Early
Keyboard Music I, American Institute of Musicology 1963 (dale APEL 1963).

11) Ms. D-Mbs, clm. 7755, ed. in: GOLLNER, Theodor: Formen friiher Mehrstimmigkeit in deutschen Handschriften
des spiiten Mittelalters, Miinchner Veroffentlichungen zur Musikgeschichte 6, Tutzing 1961, s. 64-65, 167-179
(dale GOLLNER 1961).

12) Ms. D-Rp, 98 th 4°, ed. in: MEYER, Christian: Ein deutscher Orgeltraktat vom Anfang des 15. Jahrhunderts,
Musik in Bayern 29,1984, s. 43-60.

13) Opusculum de arte organica, ed. in WITKOWSKA-ZAREMBA, Elzbieta: Ars organisandi around 1430
and its Terminology, in: Michael Bernhard (ed.): Quellen und Studien zur Musiktheorie des Mittelalters III.
Veroffentlichungen der Musikhistorischen Komission 15, Miinchen 2001, s. 402-418 (d4le WITKOWSKA-
ZAREMBA 2001).

14) Octo principalia de arte organisandi, ed. in WITKOWSKA-ZAREMBA 2001, op. cit. v pozn. 13, s. 387-398;
v dalSim textu se oba traktdty nerozlisuji.

15) Ms. CZ-Pak, Knihovna Metropolitni kapituly, M CIII, srov. WITKOWSKA-ZAREMBA 2001, op. cit.
v pozn. 13, s. 367-423. O souvislostech vsech tii textd: WITKOWSKA-ZAREMBA, Elzbieta: The Prague Organ
Treatises and their Relationship to Previous Known Sources, in: Neues zur Orgelspiellehre des 15. Jahrhunderts.
Veroffentlichungen der Musikhistorischen Komission 17, Miinchen 2003, s. 1-15.
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moderni klaviatury ovladané prsty obou rukou. Nejstarsi znamé prstoklady jsou velmi ru-
dimentélné popsany v traktatu Pr.'s

Létka téchto traktata je pro porozuméni zdpisim naseho zlomku klicovd, protoze popi-
suje nékteré zvlastnosti muzejniho zlomku, které se v jinych praktickych pamatkach nebo
fundamentech nevyskytuji. Centralnim pojmem této nauky je tactus. Jeho zakladni slozkou
jsou ¢tyftonové (vyjimecné tiiténové) melodicko-rytmicko-prstokladové formule v diskan-
tu, které v raznych kombinacich slouzi k vyplnéni intervald mezi jednotlivymi tony tenoru.
V tenoru staci oznacit tony pismeny, délka taktd je dana predem zvolenym poc¢tem diskan-
tovych not vici jedné noté tenoru. Zakladné to je tactus (prolatio) quattuor notarum, béz-
né se objevuje také tactus octo notarum nebo tactus sex notarum.” Vétsinou by se pocitaly
znaky semibreves, které by bylo mozné délit na polovi¢ni hodnoty — minimy. Vztah vyssich
a nizs$ich hodnot je primarné bindrni. ,Takty“ jsou oddéleny taktovymi ¢arami, podobnost
s modernim taktem je ocividnd. Vzajemna koordinace tenoru a diskantu se neridi pravidly
kontrapunktu s doporuc¢enim protipohybu, ale spise se jedna o paralelni pohyb v oktavach
(nékdy v kvintach) rozlozeny do typizovanych formuli s prichodnymi tény a s doporucenim
dosahnout cilového tonu (oktdva nebo kvinta nésledujiciho tenorového ténu) sekundovym
krokem zdola.'®

Popis zlomku
Po tomto historickém exkurzu se mizeme vratit k nasemu zlomku. Novy uzivatel — noté-
tor — otocil list na vysku, takze radky se zdznamy o jiz neaktudlnich dluzich ,visi“ z horniho
okraje a notace vyuziva kolmo k nim volné misto mezi nimi a pod nimi z této strany listu.
Notaci je vyplnéna i druhd strana. Pravdépodobné se od pocatku jednalo o jednolist, ktery
nebyl soucasti zadného svazku. Na kazdé strané je zapsana v relativni Gplnosti od za¢atku do
konce jedna skladba, kterd nepokracovala na dalsi strané.

Obsahem zlomku jsou dveé liturgické skladby. Na ,rubu” je to introitus Salve, sancta pa-
rens, na ,lici“ Kyrie magne Deus.”

16) Srov. WITKOWSKA-ZAREMBA 2001, op. cit. v pozn. 13, s. 397, 400-401; MEYER, Christian:
Warnehmungsperspektiven bei der Verschriftlichung spdtmittelalterlicher Orgelkunst, in: Nicole Schwindt (ed.):
Musikalischer Alltag im 15. und 16. Jahrhundert, Trossinger Jahrbuch fiir Renaissancemusik 1, Kassel 2001,
s.77-95 (ddle MEYER).

17) Nazvoslovi je prevzato z italské notace 14. stoleti. Srov. APEL, Willy: Geschichte der Orgel- und Klaviermusik
bis 1700, Barenreiter, Kassel 20042, s. 34.

18) Problematice tactus se dlouhodobé vénoval Theodor Géllner od edice textu Mii (GOLLNER 1961, op.
cit. v pozn. 11, s. 62-66). Po nalezu a edici traktdtu Pr (WITKOWSKA-ZAREMBA 2001, op. cit. v pozn. 13)
vyslo vice praci vénovanych problematice: GOLLNER, Theodor: Diminutio und tactus, in: Michael Bernhard
(ed.): Quellen und Studien zur Musiktheorie des Mittelalters III. Verdffentlichungen der Musikhistorischen
Komission 15, Miinchen 2001, s. 359-366; GOLLNER, Theodor: Nochmals zur Taktuslehre: Entstehung,
Faktur, Folgen, in: Neues zur Orgelspiellehre des 15. Jahrhunderts. Veroffentlichungen der Musikhistorischen
Komission 17, Miinchen 2003, s. 55-64; GOLLNER, Theodor: Die Taktuslehre in den deutschen Orgelquellen
des 15. Jahrhunderts, in: Geschichte der Musiktheorie, Band 8/1, Darmstadt 2003, s. 1-68; MEYER, op. cit.
v pozn. 16, s. 83-86. Aplikaci tactus v prazském zlomku je vénovand samostatna kapitola a katalog formuli,
viz ddle.

19) V dalsim popisu a v kritickém aparatu jsou pouzity tyto zkracené symboly: T. + Cislo odkazuje na urci-
ty tactus — typizovanou formuli v diskantu (viz katalog téchto formuli v pfiloze); na konkrétni takty v obou
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Salve, sancta parens je introitus rtznych marianskych msi; rubriky misalt a graduala
14. az 16. stoleti nejcastéji uvadéji tyto liturgické prilezitosti: kromé obecného Officium de
Domina to jsou in vigilia Assumptionis, Mariae Nivis, Officium de Domina sabbatis die-
bus, Officium de Beata Virgine incipiendo post tempus pascale usque ad adventum Domini.
Nejcastéji se jednalo o votivni mse ztotoznitelné s tzv. maturou. Varhanni tiprava zahrnuje
celou antifonu a zacitek zalmového verse Sentiant omnes, jehoz zapis ve ¢tvrtém taktu nahle
kon¢i uprostred fraze. Pisai dale nepokracoval, ackoli na listu je jesté misto.

Kyrie magne Deus mélo pomérné siroké uplatnéni, podle rubrik (summum, festivale) bylo
urceno pro velké svatky. Zda byly obé kompozice urceny pro tutéz msi, neni zfejmé, pouze
rubrika v Koutimském gradudlu z roku 1470 (CZ-Pu XIV A 1, fol. 3") uvadi také marianské
svéitky (... Annunciacionis, Assumpcionis, Nativitatis Sancte Marie...).*® Zacatek varhanni
upravy je vepsan do mezer mezi U¢etnimi zdznamy na ,lici” listu, pokracuje pod nimi na
nepopsané spodni ¢asti stranky. Chaoticky zapsany zacatek je navic poskozen orizkou a roz-
padem papiru. Uprava zahrnuje ¢asti Kyrie I a Christe eleison. Choralni melodie poslednf
¢ésti Kyrie 11 byla identicka s Kyrie I, pokud by mély varhany suplovat i posledni ¢ast, nebylo
ji titeba vypisovat. Hudebni vété predchdzi poskozena rubrika ,item [...] finalis“* pravdépo-
dobné upozornuje na opakovéani tvodni ¢ésti na konci, méné pravdépodobna je informace
o charakteru pouzitych zavére¢nych formuli, které se v nékterych srovnavacich pramenech
oznacuji jako ,pausa“ nebo ,finale".

Bez souvislosti s varhanni skladbou jsou na spodnim okraji stranky zkousky pera s notami
podstatné vétsiho formatu, nez je notace varhanni skladby. Velikost odpovida oficidlnimu
zpévnikuy, z néhoz by mélo zpivat vice interpreti. Jedna se o tii sestupné minimy v cerné
menzuralni notaci a nékolik riznych tvart choralnich ligatur. Jsou provedeny v rhombické
notaci typické pro ceské zemé, coz, jak se zda, potvrzuje domaci provenienci zlomku. Z pra-
vé strany v ose puvodnich zaznamu dluht je ctyflinkova osnova bez klice se zkusebnimi
zapisy tii diskantovych formuli.

Notace diskantu

Skladby jsou dvojhlasé. Jsou zapsany do jedné osnovy, ktera ma v piipadé Salve, sancta pa-
rens Sest linek, v pripadé Kyrie magne Deus kolisa pocet linek osnovy podle ambitu melodie
diskantu od tii do $esti a zejména v Gvodni ¢asti se méni i v prabéhu jedné radky. Pokud
jsou zacatky osnov dochovany, jsou opatteny c-klicem, az na vyjimky? je klicovani korekt-
ni. Notace diskantu je podobného typu, jaky zname z jinych nejstarsich pamatek tzv. ,sta-
ré némecké varhanni tabulatury”. Notacni znaky jsou pievzaty z ¢erné menzuralni notace,

skladbach se odkazuje symboly S + &islo taktu (= Salve, sancta parens), K + ¢islo taktu (= Kyrie magne Deus), na
urcitou notu poradim noty v taktu za lomitkem (napf. S 52/4 = Salve, sancta parens, takt 52, 4. nota).

20) Srov. VLHOVA—WORNER, Hana: Tropi ordinarii missae, Kyrie eleison, Gloria in excelsis Deo, Repertorium tro-
porum Bohemiae medii aevi II, Praha 2006, s. 128 (dale VLHOVA-WORNER).

21) Jifi K. Kroupa navrhuije Cteni ,,item [velut] finalis*.

22) Kromé poskozenych a necitelnych mist jsou vétsi notacni poruchy patrné jen na nékolika mistech: nota
navicvt. S5 posunula druhou ¢ast taktu o sekundu niz, t. S 6-8 jsou notovany o tercii niz. Poskozeny a chybné
notovany je t. S 15. K rekonstrukci mista viz ddle.
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s niz ma ale nejstarsi znama varianta stfedoevropské varhanni tabulatury ve skutec¢nosti
malo spole¢ného. Vyskytuji se pouze znaky semibrevis a minima,” vyjimecné brevis (takty
S 35, S 38) alonga (S 46), jejiz kaudu z levé strany tvori taktova ¢ara. Pod znakem jsou jesté
dvé tecky,** bezpochyby kvili mozné zaméné s brevis, vici niz ma dvojndsobnou hodnotu.
které zasahuji pod osnovu do radky urcené pro slabiky textu a kon¢i az na dalsi osnové,
ohranic¢uji metrické jednotky o hodnoté osmi semibreves (tactus octo notarum). Vétsi celky
jsou nékdy ukonceny dvojitou taktovou ¢érou. Ditky minim sméfuji vzharu. Spodni dri-
ky znamenaji chromatické posuvky, vétsinou jsou jesté skrtnuté sikmou carou. Vyjimecné
jsou obraceny driky pro posuvky vzhiru, pokud pro né neni pod notou dostate¢ny prostor
(t. S 6/5) a z kontextu je jejich smysl ziejmy. Vyskytuji se pouze zvysené tony fis, cis, gis, ne-
vyskytuji se snizené noty.

Mensi pocet not nez osm semibreves vykazuji zdvére¢né formule (T. 13, T. 19, T. 32), po-
sledni nota je vzdy znak semibrevis, zbyly prostor do konce taktu nebo nastupu predtakti se
pravdépodobné vyplnil korunou na posledni noté nebo pauzou. Nékteré formule obsahuji
naopak vétsi pocet not, nad pocet osmi semibreves jsou k nim piiddny ozdobné noty na
zacdtku. Pokud jsou to dvé vzestupné minimy (T. 7), vyskytuji se pouze na zacdtcich frazi po
pauze a maji charakter predtakti. Podobnou formuli se dvéma minimami na zacéatku (T. 14),
z nichZ prvni je na stejném tonu jako thesis taktu a druhd je spodni stiidavy tén, lze cist
dvéma zpusoby. Pokud jde o tvodni formuli fraze po pauze (sedm pripadu z deseti), mize
jit o predtakti, pokud jde ale o formuli, pfed niz neni prostor pro predtakti (t. S 2,S 9, S 49),
pravdépodobné se jedna o vypsany mordent.?> Neni vylouceno, Ze stejné by bylo mozné in-
terpretovat véechny formule T. 14. Osmkrit se vyskytuje formule s jednou minimou, kterd
predchazi paltonem zdola thesis (T. 4, T. 5). Ani v jednom pripadé vyskytu neni misto pro
predtakti a notu lze interpretovat jen na ukor thesis, tedy jako priraz. Posledni dva typy za-
pisu ozdobnych not se nevyskytuji v zadné z nejstarsich znamych stiedoevropskych varhan-
nich tabulatur. Naopak, v prazském zlomku se nevyskytuji zadné nejednozna¢né symboly
typu semibrevis s oboustrannymi kaudami s praporky,*® které jsou bézné ve stredoevrop-
skych pamatkach 15. stoleti. Zlomek je charakteristicky snahou pisatele ozdoby srozumitel-
né vypsat — byt s licenci pouziti znak jiné hodnoty, ktera ale musela byt okruhu uzivatel
srozumitelnd.

23) Terminy notovych znakd jsou v ucebnich textech ars organisandi jiné, pro zjednoduseni ponechme termi-
nologii ¢erné menzury.

24) Srov. pouzivani tecek pod a nad notami v ¢eské modalni a menzuralni notaci: MUZIK, Frantiek: Uvod do
kritiky hudebniho zdpisu, Praha 1961, s. 49-56 (dale MUZIK). Podle ars organisandi by mélo jit o zivéretnou
notu s korunou (,,pausa generalis®, srov. WITKOWSKA-ZAREMBA 2001, op. cit. v pozn. 13, s. 409), zde je
vsak znak uprostred slova.

25) Srov. APEL, Willy: Notation der polyphonen Musik, Breitkopf und Hartel, Leipzig 1970, s. 27-28.

26) Srov. APEL 1963, s. 11 a dale; novéji GOLLNER, Marie Louise: Early Organ Treatises and the Italian
Trecento, in: Neues zur Orgelspiellehre des 15. Jahrhunderts. Veroffentlichungen der Musikhistorischen
Komission 17, Miinchen 2003, s. 26, ,,... mysteriuos sign with hooked caudae both above and below...“
(ddle GOLLNER Marie Louise).
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Notace tenoru, vztah tenoru a diskantu

Zatimco notace diskantu je jednoznac¢nd a ma znaky ustdleného systému vhodného pro za-
znam rytmicky jednoduché hudby,?” zachyceni tenoru vykazuje znaky hledani optimalniho
zptisobu a kombinovéni raznych pristupt. Pro ,starou némeckou varhanni tabulaturu® je ty-
pické notovéani spodnich hlasti pismeny, ktera jsou totoznd s tdnovymi stupni (claves) stiedo-
vékého tonového systému a pouzivaji se bézné dodnes ve stredoevropskych nomenklaturach
tonovych stupnil. V malém poctu piipadd, a ¢astéji v nejstarsi vrstvé dochovanych pamétek,
je tenor zapsan v notich do téze osnovy jako diskant® nebo je kombinovan zdznam pomo-
ci pismen s textem vicehlasé nebo choralni predlohy®® Ve dvou ranych italskych varhannich
upravich mesniho Kyrie Cunctipotens genitor je pod tenor dvojhlasé partitury pfipojen text.*
Do ur¢ité miry jsou vsechny tyto formy zaznamu tenoru v prazském zlomku vyuzity, ale jak
dale ukazeme, pomérné neobvyklym zptisobem, ktery se neobejde bez rekonstrukce.

Tenory srovnatelnych skladeb prozrazuji, ze jejich melodie nemuseji byt identické s exis-
tujicimi choralnimi melodiemi, ale mohou byt upraveny. Skoky jsou na nékterych mistech
vyplnény stupnovité (priachodnymi tény), opakované tény jsou vétsinou vypustény, na konci
slov a syntaktickych celkii se vétsinou pocitd se zavére¢nymi formulemi a jim je casto pii-
zptsobena melodie tenoru (sekundovy krok zdola nebo shora k zavére¢né noté). Jednotlivé
tony upravené melodie trvaji jeden takt.

Melodie diskantu vyuziva v obou skladbach zlomku pouhych 30 taktovych formuli*'
Jejich vybér se fidi intervalovymi kroky tenoru a funkei jednotlivych formuli vzhledem
k mistu ve vété. Regulovany jsou predev$im zacdtky a zaveéry, které principem pripominaji
zavéry v kontrapunktuy, evidentné se totiz skladaji ze ti{ kroku — treti takt od konce (antepen-
ultima), predposledni takt (penultima) a posledni takt (ultima). Findlni formule uplatnéné ve
zlomku se vétsinou lisi od formuli doporucovanych v ars organisandi a v tzv. fundamentech.
Protoze véta kadencuje na konci slov nebo syntaktickych celktt podle choralni predlohy, z&-
vére¢né formule (T. 13, T. 19, T. 32) pripadaji na posledni slabiky ¢i noty predlohy. Podle
¢lenéni diskantu tak Ize zpétné rekonstruovat pocet not v syntaktickych frazich tenoru.

27) Srov. GOLLNER Marie Louise, op. cit. v pozn. 26, s. 24-25. Bindrni tendenci ma také ,,¢eska menzuralni
notace, srov. MUZfK, op. cit. v pozn. 24, s. 58.

28) Ucebni texty ars organisandi, nékolik skladeb z tabulatury Adama Ileborgha. Tvary téchto not vétsinou
pfipominaji menzurdlni longu, nezachycuji vsak skute¢nou metrickou hodnotu, ale trvani po cely takt nebo do
dalsi noty pfislusné k urcité noté vrchniho hlasu. Srov. APEL 1963, op. cit. v pozn. 10, s. VI-VII, 28-32.

29) Vintabulacich motet 14. stoleti v nejstarsi znamé pamdtce zapisu varhanni hudby (zminény Robertsbridge
Codex, v Upravé moteta Firmissime-Adesto-Alleluia je podlozen text stfedniho hlasu Adesto, v Upravé moteta
Tribum-Quoniam secta-Merito je to text nejvyssiho hlasu Tribum; texty jsou umistény pod alfabetickou notaci
tenoru) a v zapisu Kyrie magne Deus v rkp. A-Wn 3617 (text je mezi diskantem notovanym v osnové a tenorem
v alfabetické notaci). Srov. APEL 1963, op. cit. v pozn. 10, s. IV, V, 3-11.

30) Codex Faenza, fol. 79'-79", srov. MEMELSDORFF, Pedro: The Codex Faenza 117. Instrumental Polyphony in
Late Medieval Italy, Vol II, Facsimile Edition, Libreria Musicale Italiana 2012, fol. 79'-79Y; Fragment z Assisi,
srov. ZIINO, op. cit. v pozn. 6, s. 628-633. V obou skladbach je zapsano prvni a posledni slovo ,Kyrie ...
leyson“.

31) Viz jejich katalog v priloze.

36 Musicalia 1—2 /2018



Stredovékd varhanni tabulatura na rukopisném zlomku z Knihovny Ndrodniho muzea

V Salve, sancta parens je notace tenoru provedena jen na trech prvnich osnovéch, do
spodni ¢asti téchto osnov jsou vepsany prazdné (na prvnim a tfetim systému) nebo plné noty
(na druhém systému) tvaru brevis, sestupné kaudy u prvnich dvou not pravdépodobné nemaji
konkrétni vyznam. Na prvnim sytému je tenor notovan o tercii vys, nez ma znit, dale o kvintu
vys, misty i o jiny interval. Od ¢tvrtého systému tenor notovan neni. Pod osnovou je pribézné
zapsan cely text introitu. Nékteré slabiky jsou zapsany dvakrat, na Sestém systému jsou patrné
opravy (Skrtnuta chybné umisténd dvojcara, posunuta slabika ,que”). Jak zapis neptesnych te-
norovych not, tak zapis textu budi dojem, ze byl pripojen dodate¢né a mél napomoci orientaci
v koordinaci diskantu a tenoru, ktery pravdépodobné puvodné nemusel byt zapsan.

Obraz Kyrie magne Deus je podobny. Tenor je notovany cely dlouhymi plnymi notami,
vétsinou o kvintu vyse, nez ma znit. Pouze na osmém systému (t. K 23 a dale) tenorové noty
chybi, to ale mize byt zptisobeno setfenim pigmentu — ani linky nejsou v téchto mistech
viditelné. Na zacatku casti Christe eleison se oba hlasy v osnové zkrizi a tenor je v t. 29-33
o septimu vyse, nez ma znit. Oprava je provedena pismennou notaci, ¢itelna jsou pismena
ghch(sic!) ... chag® Oznaceny ton (!) je chybny,® posledni dvé pismena jsou umisténa pod
nespravnymi formulemi. Pisatel alfabetickou notaci potvrdil, Ze jeho predstava pedalovych
klaves, na které se tenor hraje, je skute¢né o kvintu vy$ proti redlné souhre s diskantem.**
Z textu je zapsan zbéznym pismem tropus Kyrie [ od slova ,magne”. Zkracené slovo ,Kyrie®
moznd na zacatku véty zapsano bylo, osnova, ze které chybi kvuli otizce jen kli¢ a prvni nota,
byla odsazena. Nékteré slabiky jsou podlozeny na nespravnych mistech. V ¢asti Christe elei-
son jsou zapsany jen slabiky ,Xpri-ste [...] son’, a to thlednéj$im pismem (jako text v Salve,
sancta parens). Také Kyrie I bylo ptivodné bez textu tropu, ktery byl zapsan dodatec¢né. Pri
porovnani s choralnimi predlohami je ovsem evidentni, ze varhanni prava vychazi z tropo-
vané verze, vyplyva to z castych zavérecnych formuli, které respektuji ¢clenéni textu tropu.

Ze zpusobu zdznamu tenoru obou skladeb vyplyva, Ze tenor je zachycen pouze priblizné,
pravdépodobné nemusel byt ptivodné viibec zapsan. Zkuseny varhanik znal frekventované
melodie bezpochyby zpaméti a s nimi i zdsobu tactus, které aplikoval ex tempore. Je tedy
otdzkou, pro koho byl zdpis ur¢en a kdo ho doplnoval. Diskant je totiz vytvoren s uréitym
skompozi¢nim“ rozmyslem.* Naopak zdznam tenoru notami, pismeny a textem nese znaky
dodatec¢né rekonstrukee, kterd byla ne vzdy Gspésnd.>

Vychodiskem edice v piiloze je zapsany stav tenoru, ten v$ak bylo nutné transponovat,
emendovat a doplnit. Zapis diskantu jednoznac¢né urcuje, kolik not tenoru pripadd na fra-
zi ohrani¢enou zavére¢nou formuli s koncem slova nebo textové fraze. Mezi choralnimi

32) Zapsano g s abreviaturou pro koncovku -is. O gis vSak z kontextu nejde. V nékterych tabulaturach jsou
podobné v pismenné notaci oznaceny posledni noty véty nebo fraze (srov. STAEHELIN, op. cit. v pozn. 9, fak-
simile, s. 40, 42, 45, 47, 51), snad ve smyslu koruny. V prazském zlomku jde také o posledni ton fraze.

33) V choralni melodii i podle kontextu jde o ton d.

34) Nehledé na nepresnostiv zdpisu tenoru by to znamenalo, ze pedalova klaviatura by byla vii¢i manudlu ,,in F€
35) Srov. systém zacatkd, zaveérd o nékolika krocich.

36) Srov. opravy tenoru v Kyrie Cunctipotens genitor z fragmentu z Assisi, srov. ZIINO, op. cit. v pozn. 6, fak-
simile na's. 632.
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predlohami byly nalezeny nékteré blizsi mozné tenorové melodii, ale napt. u Salve, sancta
parens zadna identicka. V odiivodnénych pripadech byla tato melodie upravena.

Aplikace posuvek v diskantu® v Salve, sancta parens nema vliv na posuvky v tenoru. Podle
notace diskantu je véta v netransponovaném druhém modu. Kyrie magne Deus je v transpo-
novaném osmém modu, choralni melodie by tedy méla obsahovat stupen 4. V diskantu se b
nevyskytuje, bezpochyby proto, ze ¢asté zavéry na stupni ¢ vyzaduji subsemitonium toni h.
Podobné se vyskytuji paltonové kroky zdola k ténu g. Pro rekonstruovanou melodii tenoru
— maji-li se vylou¢it disonantni stiety typu mii contra fa — z toho vyplyvaji zvysené tony 4, fis
pti vzestupnych krocich k téntum c a g3

Charakter zapsané hudby ve vztahu k dalsim pamatkam

Obé varhanni véty predstavuji ilustrativni vzorek instrumentdlniho mysleni, které nebu-
de prilis vzdalené prechodu od tstni k pisemné tradici. Na plose 131 takta je pouzito 30
taktovych formuli v prolaci octo notarum, z toho neceld polovina (13) opakované v obou
skladbach.* Prestoze zakladni stavebni kameny téchto formuli (tfi- a ctyitonové tactus puri)
jsou tytéz jako v traktatech Mii, Pr a Re, jejich slozené tvary (tactus compositi) se od sloze-
nych takttl v traktatech vétsinou lisi a ve srovndni s jinymi konkrétnimi skladbami je jejich
pocet zna¢né omezeny. Stejné a podobné kroky tenoru vyzaduji obdobny postup v diskantu.
Népadna je frekvence zacdtka formuli na disonancich (zejména na noné). Traktaty preferuji
zacatky na konsonancich (oktéva, kvinta), zacitky na disonancich pripoustéji, a to tehdy,
pokud se castéji opakuji.* Takto repetitivni je i slovnik muzejniho zlomku, v jinych docho-
vanych pamatkach nema podobné preferovani disonanci obdobu. Synkopované zavére¢né
formule se v traktatech nevyskytuji.

Salve, sancta parens je mezi dochovanymi pamatkami varhanni hudby z doby pred po-
lovinou 15. stoleti pravdépodobné jediny introitus. Souvislost s oblibou maridnské votivni
mse v Ceskych zemich od lucemburské éry jisté neni ndhodna. Zpracovani Kyrie magne
Deus je naopak znamé ze dvou dal$ich varhannich tprav.** Verze z rkp. A-Wn, cod. 3617

37) Subsemitonium toni ke stupitim g, d, vyjimecné a.

38) V traktatech je samoziejmé problematika popisovana z hlediska zavislosti diskantu na tenoru, srov.
WITKOWSKA-ZAREMBA 2001, op. cit. v pozn. 13, s. 411 (Pr): ,,... ita quod si tangas semitonium in tenore, sic
eciam semitonium in discantu...

39) Z toho T. 3 osmndctkrat, T. 20 tfiadvacetkrdt. Dvé formule (T. 11 a T. 12) se vyskytuji jen v marginalnim
doplnku a ve skladbach nejsou pouzity.

40) Srov. WITKOWSKA-ZAREMBA 2001, op. cit. v pozn. 13, s. 392 (Pr, Re): ... Et nota: si aliquando discantus
cum tenore in discordancia incipitur, hoc potest fieri, sed presupponitur, quod finis discantus cum tenore con-
cordet, licet aliquando disconvenit in fine. Sed hoc fieri non potest, nisi idem tactus sepius repetitur.”

41) Ed. in APEL 1963, op. cit. v pozn. 10, s. 10-11, 16 (fragment). V jednom dalsim, v tomto textu dosud nezmi-
néném traktatu typu ars organisandi (Bona documenta), je pasaz vytrzena pravdépodobné z kontextu: ,,Item
non pausatur, quando sol sequitur, sed erit pausa in a. Exemplum ut in Kyrie Magne deus. Srov. in: GUMPEL,
Karl-Werner — SACHS, Klaus-Jurgen: Bona documenta: Eine Kompilation iiber Satzlehre und Orgelspiel, in: Neues
zur Orgelspiellehre des 15. Jahrhunderts. Veroffentlichungen der Musikhistorischen Komission 17, Miinchen
2003, 5.72,79, 83. Autofi clanku se pokouseli najit vztah mista k videfiskému Kyrie magne Deus, ve kterém ale
zadny zavér na a neni, v muzejnim zlomku je kromé zavéri na sol, ut a re také jeden (v ramci stylu neobvykly)
naa, atovtaktu K 10. Souvislost s traktatem je spis nepravdépodobna.
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(pouze Kyrie I) je muzejnimu zlomku blizka transpozici tenoru, prolaci octo notarum, ome-
zenym mnozstvim pouzitych prostiedki, podlozenym textem a odhadovanym starim (ko-
lem 1400).*”* Mezi dosud zndmymi pamatkami varhanni hudby ze stredni Evropy se tato
véta zpravidla klade na pocatek priblizné chronologické rady. Neni vylouceno, ze skladby
muzejniho zlomku posunou pocatky této rady jesté do starsi doby.

Katalog tactus
A6 12 A6 D1 A4 12 D1 Il A2 D1
. . el e ey —— e
—= — 1 * *+ e 1
T. 1 T.2 T.3 T. 4

12 Af D2 Il D3 11 D3 D3’ D3 D1
Lol ey . N

* AAax 24 " *
T. 25 T. 26 T. 27 T. 28
D3 12 D2 A4 D2 11 D2 D3’
. l\l\.\||\|... L . ||.|¢| .

1 * A& Dank Bai AGn anx B 1

T. 29 T. 30 T. 31 T. 32

Katalog zachycuje vsechny ve zlomku pouzité formule v rozsahu tactus octo notarum.
Formule jsou serazeny podle melodickych intervalit od vzestupnych po sestupné, je abstra-
hovéno od konkrétnich stupna. Vzhledem k poétu not v taktu (maximdlné 16 minim) jde
vétsinou o kombinace dvou az ¢ty zdkladnich formuli (tactus puri). Symbolika nad notaci

42) Srov. té7 GOLLNER 1961, op. cit. v pozn. 11, s. 80-82.
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je prevzata z Gollnerovy klasifikace zékladnich ¢tyftéonovych formuli podle traktatu Mii
a ¢leni se na ascendentes (A + poradové ¢islo), indifferentes (I), descendentes (D) a na je-
jich kombinace s drobnéj$imi hodnotami (a ..., 1 ..., d ...). Ti{ténova formule se vzestupnou
kvintou (A 6) se vyskytuje pouze v traktatu Pr. Vétsina zavére¢nych formuli nema ekvivalent
v dochovanych textech artis organisandi.

Neékteré formule maji zvlastni funkci, ta maze byt Gvodni (INC), antepenultima — tieti
formule od konce fraze (APU), penultima — predposledni formule (PU), ultima — posledni
formule nad zavére¢nou notou tenoru (U). Formule, které jsou zapsany zkracené s poznam-
kou ,etc! (T. 3), jsou v komentdfi oznaceny ,abbr’, v edici jsou rozepsany.

Nasledujici komentar statisticky shrnuje vyskyt formuli a jejich funkci v obou skladbéch
fragmentu. Udaje zahrnuji ¢islo taktu v ramci Salve, sancta parens (S) a Kyrie magne Deus
(K), pocate¢ni ton, pocateéni (eventudlné téz zavérecny) interval od ténu tenoru a even-
tudlni funkci.

T.1:S35,4, 8.

T.2:S38,d,8.

T.3:S4,¢,8;S11,¢,8;S13, ¢, 6; S 15, ¢, 8, PU, rekonstrukce podle S41a S59; S 27, e,8; S 29,
¢, 6,PU; S 41, ¢, 8, PU; S 44, ¢, 8, abbr; S55, ¢, 6; S 59, ¢, 8, PU; S 62, €, 6, abbr; S 64, €, 6,
abbr; S71, e, 8, abbr; K 6, h, 6, PU; K 20, h, 8, PU; K 26, h, 8, PU; K37, h, 6, PU; K45, h, 8,
PU; K51, h, 8, PUL

T.4:S3,h,6;S10,h, 6; K4, h, 4.

T.5:553,h,6;S76,h, 6, K23,h,7, K39, h,7, K48, h,7.

T. 6: K 32, fis, 8, APU (vyska not 3—4 nejista).

T. 7 (varianta T. 20 s predtaktim, pocate¢ni interval nebere v tvahu predtakti): S 47, g, 9-6,
ING; K11, g, 6-3,INC; K18, g, 9-6, INC; K 35, g, 9-6, INC; K 43, g, 9-6, INC.
T.8:561,4d,8.

T.9:S67,¢,5.

T.10: S 6, a, 4-6, PU; S 25, a, 4-6; S 57, a, 4—6; K 13, ¢, 4—6, PU (posledni dvé noty chybi,
rekonstrukee); K 33, g, 8-10, PU; K 41, d, 4-6, PU.

T. 11: [K 54], fragment.

T.12: [K 53], fragment.

T.13:S74,4,8,U.

T. 14, tvodni dvojice ozdobnych not muze predstavovat predtakti, pokud se jedna o uvodni
formuli (INC), mimo tuto funkci se pravdépodobné jednd o vypsany mordent (M): S 2, ¢, 8,
M;S9,¢,8,M;S17,g,12,ING; S 21, £, 8, INC; S 49, ¢, 8, M, (APU); S 52, ¢, 8, INC; S 75, ¢, 8,
ING; K0 ? (pred zacatkem Kyrie); K1, ¢, 8, INC; K15, g, 12, INC, (APU); K28, ¢, 8, INC.
T.15:K 10, ¢, 10-8-12, (U ?).

T.16: S 23, f, 7-6; S 33, f, 9-8; S 36, f, 9-8; S 50, ¢, 7-6, PU; S 68, d, 7-6; S 73, d, 7-6, PU;
K 30, g, 9-8.

T.17:S26,e,9-8;S43,¢,9-8,INC; S 69, e, 9-8; K8, ¢, 9-8, INC (APU).

T. 18 (varianta T. 17): K 8, e, 9-8, INC (APU).
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T.19:S7,¢,9-8,U;S16,¢,9-8,U; S 21,d, 6-5,U; S 30, e, 9-8, U; S42, ¢, 9-8, U; S 51, d, 9-8,
U;S60,e,9-8,U; K27,d,9-8,U; K34, d,9-8, U; K52, d, 9-8, U.

T.20 (viztéz T.7): S5,g,9-6, APU; S 12, g, 9-6; S 14, e, 9-6, APU; S 24, g, 9-6; S 28, g, 9-6,
APU;S39,g,9-6;S40,e,9-6, APU; S48,2,9-6;S56,8,9-6; S58,¢,9-6, APU; S 63, g,9-6;
S65,g,9-6;S70,g,9-6;S72,g,9-6, APU; K5, f, 9-6, APU; K12, f, 9-6, APU; K 19, f, 9-6,
APU; K 31, a,9-6; K 36, f, 9-6, APU; K40, g, 9-6, APU; K 44, f, 9-6, APU.

T.21: S48, d, 8-6.

T. 22: K 25, f, 6-1, APU; K50, f, 6-1, APU.

T.23:S78,d, 6-1 (snad nedokonceny T. 22 s chybnym zévérem).

T.24:519, g, 9-6, APU; S 37, g,9-6;,S77, g, 9-6.

T.25:5S32,8,9-6;S34,g,9-6; K24, g, 6-3; K49, g, 6-3.

T.26:S18, g, 4-2.

T.27:S31,4,12-9,INC; K 16, g, 4-1, PU; K22, €, 9-6; K47, €, 9-6.

T.28:S1,f,6-2,INC; S8, ¢, 9-5.

T. 29: K 2, e, 9-6 (rekonstrukce); K 9, f, 9-6, (PU ?); K 29, ¢, 6-3.

T.30:S20,f,7-3, PU.

T.31: S 66, f,7-3.

T. 32 (srov. se zavere¢nymi formulemi T. 19 a T. 13): K 7, d, 9-8, U (,predtakti” zkopirovano
z taktu K 6); K14, g, 9-8, U; K17, f,9-8, U; K21, d, 9-8, U; K38, d, 9-8, U; K42, 3, 9-8, U;
K46,d,9-8,U.

Kriticky aparat

Edi¢ni poznamka

Edice obsahuje transkripci obou varhannich skladeb a komparativni material dvou (Kyrie
magne Deus) nebo tif (Salve, sancta parens) casové nebo charakterem blizkych chorélnich
predloh. Tenor je rekonstruovén podle zasad podanych vyse, véechny zmény edice oproti
pramenu jsou zdivodnény v kritickém aparatu. Odkazuje se na skladbu, ¢islo taktu a poradi
noty (S 25/6), eventudlné na hlas (disc., ten.). Transkripce diskantu je provedena v redukci
hodnot 1:4 (semibrevis = ¢tvrtova nota), tenor je notovan znakem brevis.

Choraln{ ndpévy jsou transkribovany podle béznych zdsad. Tény pouzité v tenoru var-
hanni upravy jsou oznaceny +, posledni nota fraze +/. Nota v tenoru, kterd nebyla v zadné
choridlni predloze nalezena, je oznacena — (prichodny tone, S 13, S 29).

Kritické poznamky

S 4/1-8 — poskozeni horniho okraje ofizkou, driky doplnény; S 5, za tfeti notou jedna nota
navic, noty 4-8 posunuty o sekundu niz; S 6-7 posunuto o tercii niz; S 7/5 dfik chromatic-
ké posuvky otocen nahoru; S 7/7 minima; S 14/7, mechanicky poskozeno, nota chybf; S 15,
pravdépodobné omyl, viditelné noty semibreves cis ', g/gis Skrtnuto, cis , d ', e, podle kontex-
tu nahrazeno v pozici ,penultima“ formuli T. 3; S 22 posledni tfi noty chybi (otizka); S 30/5
chybi (orizka); S 32/5 minima; S 34/5 minima; S 34/12 chybi; S 37/5 minima, S 37/11 chybi,
S 37/12-13 semibreves; S 40/8 spodni diik patii k noté 40/6; S 43/4 chybi; S 44, formule T. 3
nedokoncena, zapsano prvnich osm not, pozn. ,etc!, pvodni chybné noty 3—4 vymazany;
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S 62, formule T. 3 nedokoncena, zapsano prvnich pét not, pozn. ,etc’; S 64, formule T. 3 ne-
dokoncena, zapsano prvnich osm not, pozn. ,etc:; S 71, formule T. 3 nedokoncena, zapsano
prvnich osm not bez diikd, pozn. ,etc!”

,K 0“ — pravdépodobné chybi 1. nota (ofizka), mimo edici; K 1 — chybi 1. nota predtak-
ti (ofizka), noty 6-8 (poskozeni listu); K 2 — rekonstrukce nejpravdépodobnéjsiho tvaru;
K 3/1-2 chybi (otizka), K 5/1-5 chybi (ofizka a poskozeni listu); K7 — pted zdvére¢nou for-
muli zapsany jako ,predtakti posledni dvé noty z t. K 6; K 8 — dvé varianty (,vel sic”), chybi
1. nota; K 11/1 (po predtakti) minima; K 13/7-8 chybi; K 14/4 semibrevis; K 14/5 minima;
K 15/3 minima; K 18/7-8 noty nezfetelné, poskozeno; K 29-33, tenor o tercii vys, opravo-
van alfabetou; K 31 / misto spravného d; K 35/1 minima; K 35-37 pod notaci tenoru navic
alfabeta, posledni dva znaky (a, ge) posunuty do predchoziho taktu; K 38/4—5 semibrevis,
minima; K 46/2-5 semibrevis, minima, semibrevis, minima; K 49/4 minima.

Choralni ndpévy pochazeji z téchto zdroji:

Salve, sancta parens:

1) CZ-Pn XII A1, fol. 33", gradual, kolem roku 1390

2) Most, Okresni muzeum, Ms. i. €. 4, fol. 43, gradudl, kolem 1540
Kyrie magne Deus:

1) CZ-Pn XIII A 2, fol. 39"-39", gradudl, 1512

2) D-Mbs, Clm 23286, fol. 5'-5Y, gradudl, za¢. 15. stol.*?

3) CZ-VB 42, fol. 53r-53", kanciondl, 1410
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43)Vydala VLHOVA-WORNER, op. cit. v pozn. 20, s. 207, tenor dvojhlasé tpravy. Rkp. pochazi z kostela Viech
svatych na Prazském hradé.
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