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Sanctus for Two Voices
in a Manuscript Fragment

from the Collections
of the National Museum
— Czech Museum of Music

Abstract: Fifty years ago, when Jaromir Cerny wrote the study St¥edovéky vicehlas v Ceskych zemich (Me-
dieval Polyphony in the Bohemian Lands), among the compositions written using the voice exchange
technique (Stimmtausch), which are some of the oldest examples of polyphony in this country, he
identified a group of three compositions setting the text of the Sanctus (Sanctus II, Sanctus III, Sanctus
1V), which are, in terms of their origin at the end of the 14" century, late examples of this polyphonic
practice. At the time, Sanctus I was known from two sources — from addenda at the end of the Jisteb-
nice Cantional and from a manuscript at the National Library of Poland, which was destroyed during
the Second World War, but the composition was preserved in a photocopy. A third specimen of the
composition has now been discovered in a manuscript fragment in the collection of the National
Museum — Czech Museum of Music from around the middle of the 15*" century. In addition, the fragment
contains a rhyming Decalogue probably intended for students who could also be the performers of the
notated composition. The study is devoted to palaeographic analysis of the fragment, an edition of all
three preserved Sanctus II settings, identification of how they differ from each other, and description
of the systems of notation employed to write them down.

Key words: medieval music, liturgical music, organum, Sanctus, plainchant notation, mensural nota-
tion, Stimmtausch

Fifty years ago, Jaromir Cerny (1939-2012) published one of his best studies, StFedovéky
vicehlas v ceskych zemich (Medieval Polyphony in the Bohemian Lands).! In the realm of
the interpretation of documentation of the oldest forms of polyphony in this country, he

1) CERNY, Jaromir: Sttedovéky vicehlas v ¢eskych zemich, in: Miscellanea musicologica, vols. 27—28, 1975, pp. 9-116.
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Sanctus for Two Voices

was building upon both the work of Arnold Geering® and Theodor Gollner,* whose studies
devoted to the polyphonic organum style of the Middle Ages in central Europe also drew
upon Czech material, and monographs by Frantisek Muzik* and Vaclav Plocek,® who were
trying to place certain groups of compositions in the organum style into a more logical
historical context than that which had been assigned to them by Zdenék Nejedly, who was
still influential at the time. The classification of this material and the basic outline of its
place in the history of music cultivated in this country during the Middle Ages, as then
presented by Jaromir Cerny, have remained valid despite later discoveries of more compo-
sitions. Roughly speaking, it turns out that the tradition of polyphonic organum emerges
in Bohemian sources in the 13% century, and within it there is a clear connection to the
oldest forms of polyphony that were improvised or composed in accordance with simple
rules. The notation may therefore have been preceded by an oral tradition that had lasted
some decades. Sources from the 13" and 14" centuries reveal connections to surrounding
countries through a network of monasteries, and the repertoire is not found in sources
originating outside of monasteries to a greater extent until after 1400. In this country, the
tradition was extinguished gradually during the 16" century.

Cerny cautiously conceded the possibility that some manuscripts containing medieval
polyphony may be of Bohemian origin, but have been preserved in foreign collections,
referring in particular to a manuscript at the Bavarian State Library in Munich, Clm.
23286.5 The list of compositions in organum style preserved in this country, which is part
of the study, only partially covered this repertoire; it is possible that Cerny did not get
access at the time to certain sources kept abroad. Likewise unknown at the time were the
polyphonic lessons from the manuscript VI Fb 16 at the Roudnice Lobkowicz Library,’
the “flowery” style of which is an interesting advance from the plainness of more archaic
forms. Jaromir Cerny later identified yet another stratum of liturgical repertoire of the
late-15™ and 16" centuries, for which he proposed the term “neo-organum”® This music
preserves certain characteristics of “old organum” (plainchant notation, homorhythm), but
the three- or four-part writing with full triads belongs to the epoch of Flemish polyphony.

2) GEERING, Arnold: Die Organa und mehrstimmigen Conductus in den Handschriften des deutschen Sprachgebietes
vom 13. bis 16. Jahrhundert. Bern: Paul Haupt, 1952.

3) GOLLNER, Theodor: Formen friiher Mehrstimmigkeit in deutschen Handschriften des spéten Mittelalters. Tutzing: Hans
Schneider, 1961; GOLLNER, Theodor: Die mehrstimmigen liturgischen Lesungen, 2 vols. Tutzing: Hans Schneider, 1969.
4) MUZIK, Frantigek: Die Tyrnauer Handschrift, in: Acta Universitatis Carolinae, Philosophica et Historica 2,
Prague: Universita Karlova, 1965, pp. 5—44.

5) PLOCEK, Vaclav: Nejstarsi dvojhlasy v rukopisech Universitni knihovny, in: Rocenka Universitni knihovny
v Praze 1960-1961, Prague: Statni pedagogické nakladatelstvi, 1962, pp. 129-148, appendices 14—17.

6) The source is certainly of Bohemian origin; later, baseless speculation was spread that the manuscript came
from All Saints’ Church at Prague Castle. Three two-voice Kyries (Kyrie fons bonitatis, Kyrie magne Deus potencie,
Kyrie Rex omnium virginum) were published by VLHOV;’:\—W@RNER, Hana: Tropi ordinarii missae, Kyrie eleison,
Gloria in excelsis Deo, Repertorium troporum Bohemiae medii aevi I1. Prague: Birenreiter, 2006, pp. 194, 207, 219.
7) MANOUR, Ondrej: Unknown Polyphonic Lessons for the Christmas Matins, in: Miscellanea musicologica,
vol. 35,1996, pp. 9-42.

8) CERNY, Jaromir: Das retrospektive Organum oder Neo-organum?, Hudebni'véda, vol. 38, 2001, nos. 1-2, pp. 3-31.
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Martin Horyna

Compositions using voice-exchange technique (Stimmtausch) constitute a specific
form that could be written with single-voice notation. These are real compositions, neither
dependent on plainchant nor improvised—the composer had to create a brief two-voice
phrase in which one voice progresses from the root to the octave, while the second voice
proceeds in contrary motion, with the ascending and descending melodies then alternat-
ing between the two voices constantly until the text is exhausted. The two voices have the
same range, and there are commonly progressions in fifths or at the extremes of range, in
octaves, but playing an important role here are the contrary motion and voice crossings
around the middle of the phrase (the characteristic sequence of intervals is 8—5-1-5-8).

The composition can be performed as a canon, but if having the same text sung by both
voices is preferred, one singer follows the notated melody, while the second voice puts the
same text beneath the second part of the melody. The oldest organum-style compositions
preserved on Czech territory are written using this technique. Mostly, they are strophic
Benedicamus settings and hymns, ideally with a regular verse corresponding to a brief,
repeating musical model.

The technique seems to have become especially popular and enduring, as is shown by
three Sanctus settings (possibly also Agnus Dei settings), which first appear in notation in
sources from the 15" century.® This article is devoted to one of them (Sanctus II), which is
also notated on a fragment kept in the collection of the National Museum — Czech Museum
of Music in Prague (hereinafter the NM—CMH). This is the third known specimen of this
Sanctus. Each is notated using different musical notation symbols, but whether plainchant
or mensural notation was used, in all cases there is a clear effort to capture the rhythmic
aspect of the composition. It is therefore possible to demonstrate the variability of this
type of composition in the context of the notational practice of the Late Middle Ages in
the Bohemian Lands and neighbouring regions.

Therefore, the goal of the article is not only to give a palaeographical description of the
fragment and to identify its contents, but also to prepare an edition of all three preserved
variants of the composition, to record their deviations from each other, and to describe the
systems of notation employed, including references to some rarely occurring notational fea-
tures. I would like to thank the NM—CMH collection’s curator Dr. Dagmar Stefancovi for
making it possible to work with the fragment and for providing some important information.

Description of the fragment

The fragment consists of a sheet of paper without an inventory number and without a shelf
mark, taken out of the binding of an unknown book. Its origin may be tied to the Bfevnov
and Broumov Benedictine monasteries. It is the property of the Benedictine Archabbey of

9) CERNY, Stiedovéky vicehlas v éeskych zemich, op. cit., pp. 22, 70; this involves three compositions that are
similar to each other: Sanctus II, Sanctus III, and Sanctus IV. There is now more known documentation for all
three Sanctus settings than is covered by Cerny’s list from 197s.
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Sanctus for Two Voices

Saint Adalbert and Saint Margaret in Brevnov, and it is on deposit at the NM—~CMH. The
sheet of paper measures 209 mm in height, and its greatest width is 122 mm (originally
ca. 150 mm or more). The paper does not bear a watermark. The sheet bears written mu-
sical notation on one side on six five-line staves. On the right side of the page, the staves
are complete, and the edge is apparently original,'® while on the left side the original edge
of the page has suffered mechanical damage, and the beginnings of all staves are missing,
including the clefs and the beginnings of the notation and text.

The sheet of paper was undoubtedly originally intended for notating a musical setting of
the Sanctus. It was used only secondarily for other writing. While the notation is free of errors
and the text of the Sanctus is written in Gothic script (blackletter), and the placement of the
words under the notes is relatively reliable, the rest of the page is covered with cursive pen
trials with repeated words and abbreviations. Also, a few words from the text of the Sanctus
were later inserted in small, hesitant handwriting in the empty space between the staves.
On the other side of the sheet of paper, fourteen lines of versed text are handwritten from
the left margin in casual bastarda script. The rest of the page, from which the right edge
is torn off, has remained blank.

The verses, which have been identified, come from several different versed commenta-
ries on the Decalogue. Lines 5-9 are from “Qui non transcendit mandata Dei’, a lengthy
commentary on the Decalogue.'' Lines 10—13 appear, for example in the manuscript Pra-
gue, NK CR X F 9, fol. 286r."2 The initial D(-isce) in the fragment is written in red ink. The
text contains several glosses written in small letters with a different ink. Possibly of the
same origin is a paper fragment of a similar sheet of paper (height 177 mm, greatest width
36 mm) in the same collection, of which only a narrow strip of the edge has been preserved;
the beginnings of 13 lines are visible on the recto, and the verso bears the ends of twelve
lines, and this probably also involves verses. The possibility cannot be ruled out that they
are written in the same hand as the Decalogue. The text is heavily glossed.

The fragment bearing notation was probably not part of a codex, but rather a loose leaf
intended primarily for singers. The two-voice Sanctus could be inserted into any sung Mass.
The fragment can be tentatively dated around the mid-15" century, and the notated Sanctus
may be older than the rest of the inscriptions. As we will show below, the composition may

10) The bottom and top edges are probably also original.

11) This involves the verses “Quisquis ea frangit, vix ad celestia scandit x Sunt precepta decem totam servancia
legem”. Cf. NEMETH, Andrds: Learning and Preaching in Central Europe: The Evidence of a Late Medieval
Rhyming Decalogue, in: Annual of Medieval Studies at Central European University, vol. 11, 2005, p. 96, verses
124, 125,127-129. The main source for the edition is the manuscript Prague, NK CR, shelf mark IE 29 (fol.1r-31r)
from the library of the Augustinian monastery in Trebon. The manuscript was written by K¥iz of Tel¢; parts
are dated 1453, 1457. Also see DRAGOUN, Michal - EBERSONOVA, Adéla - DOLEZALOVA, Lucie: Stredovéke
knihovny augustinidnskych kanonii v Treboni a Borovanech, vol. I1. Prague: Scriptorium, 2021, pp. 781-786.

12) This involves the verses “Disce Deum colere nomenque suum venerare x Fur caveas fieri non sis testis nisi
veri”. Also cf. McEVOY, James: The Edition of a Sermon on the Decalogue Attributed to Robert Grosseteste,
in: Recherches de théologie et philosophie médiévale, vol. 68, No. 2, 2001, p. 229. Also see the last verse of the
fragment (line 14): Vicini lectum resque caveto suas etc.
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Martin Horyna

have already been in existence for a few decades by then. The milieu in which the fragment
could have served its purpose was probably a school near a church. Teachers and pupils
(choristers) were conceivably the performers.'* For pupils or students, it was intended for
memorising selected verses from commentaries on the Decalogue, and the pen trials may
have been in their handwriting.

Three preserved versions of the two-voice Sanctus II

As was mentioned above, the musical setting of the Sanctus notated on the fragment
from the NM—CMH is the third known specimen of this composition. Of the two known
specimens, the one in our collections is preserved as monophonic notation in the Jisteb-
nicky kanciondl (Jistebnice Kancional/Cantional or Jistebnice Hymn Book, hereinafter
Jist) among the addenda at the end of the manuscript.* The notation is relatively reliable
and is written in rhombic plainchant notation with a clear tendency towards representing
binary rhythmic values at a ratio of 1 : 2 (rhombic nota simplex : rhombic bistropha). The
notation of the Sanctus is preceded by the two-voice motet Patrem omnipotentem-Deum
verum."” The end of the notation bears the marking Resumendo vice versa (response in
reverse), and that undoubtedly refers to the two-voice execution of the following Sanctus.
The notation begins with the voice moving from the bottom upwards.

The second known specimen was found in the manuscript Warszawa, Biblioteka Na-
rodowa, Lat. Q. I. 201, fol. 56v-57v (hereinafter Wn 201), which was destroyed during the
Second World War, but the composition has been preserved in a photograph.'® The music
is written out in a two-voice score in black mensural notation, and the note values used are
the brevis (first and last note), semibrevis (with a ligatura binaria cum opposita proprietate
around the middle of the phrase), and minima. The voices are not given clefs, and they are
marked as Discantus (beginning at the top) and Tenor (beginning at the bottom). The text
of the Agnus Dei is also set to the same music.

The monophonic notation on the fragment (hereinafter NM) is also written in black
mensural notation, with breves used for notes at the beginning and end and with a longa

13) Concerning the school’s role in the 15* century and during the era of the confraternities of literati,
cf. HORYNA, Martin: Vicehlasa hudba v Cechdch v 1s. a16. stoleti a jeji interpreti, Hudebni véda, vol. 43, 2006,
no. 2, pp. 117-134.

14) Manuscript KNM II C 7, pp. 241-242 (fol. 130r-130v). Cf. VLHOVA-WORNER, Hana: The Last Pages of the
Jistebnice Kanciondl. The Repertory of the “Addidamenta” Section (ff. 1mr-132v), Hudebni véda, vol. 61, 2024,
no. 4, p. 48s; CERNY, Stfedovéky vicehlas v ceskych zemich, op. cit., pp. 71, 72, transcription of the beginning
of a two-voice composition. Transcribed as a monophonic melody in: THANNABAUR, Peter Josef: Das ein-
stimmige Sanctus der romischen Messe in der handschriftlichen Uberlieferung des 11. bis 16. Jahrhunderts. Miinchen:
Walter Ricke, 1962, p. 171, no. 134.

15) Cf. CERNY, Jaromir et al.: Historickd antologie hudby v teskych zemich (do cca 1530). Prague: KLP, 2005,
no. 59, variant with the text Patrem omnipotentem-Credo/Wir glauben.

16) Cf. PERZ, Mirostaw: Organalne Sanctus-Agnus z zaginionego rekopisu Lat. Q. I. 201, Muzyka, vol. 15,1970,
no. 30, pp. 20—34; PERZ, Mirostaw (ed.): Sources of Polyphony up to c. 1500. Facsimiles (Antiquitates Musicae in
Polonia13), Warszawa: Polish Scientific Publishers, 1973, p. 188; Transcriptions (Antiquitates Musicae in Polonia
14), Warszawa: Polish Scientific Publishers, 1976, pp. 170, 483.
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Sanctus for Two Voices

as the last note of the composition. The value of a semibrevis is indicated by four types of
symbols: the nota simplex identical to the plainchant rhombic note, the ligatura binaria
cum opposita proprietate, the plainchant podatus and clivis with the same meaning (on the
second staff), and a note in the shape of a brevis with an ascending cauda on the left side.
Here, it appears in pairs wherever it is necessary to set two syllables under a note instead
of one; either it is divided into two notes of half value (nota brevis), or it is laid out as a li-
gatura binaria cum opposita proprietate, from which, incidentally, the symbol is derived.
This semibrevis symbol is documented in sources from the first half of the 15" century
in the notation of the two-voice song Compangant omnes iubilose'” and in the treatise on
mensural notation Cum animadverterem.'® The symbol was probably intended to draw
attention to certain exceptions from the usual mensural rhythm, and possibly also for ease
of changing the brevis symbol to the value of a semibrevis.

It was possible to reconstruct the missing beginnings of the lines; see the diplomatic
transcription with the reconstruction of the missing parts in the edition. The rhythm of the
beginnings of the sections Pleni sunt and In excelsis is shown at the ends of the second and
third systems. The positions of the notes on the staves and the E-mode (Phrygian) imply
the presumed position of the C clef.

Comparison of the musical variants

The way the plainchant notation of the variant Jist is written is genetically probably the
oldest known form of the composition. By means of rhombic plainchant notation, it ex-
presses the clearly binary rhythmic organisation of the composition, which could be carried
over naturally into mensural notation. In the variant N, it is done in the simplest possible
manner: plainchant rhombus = semibrevis. In Wz 201, the composition is notated mostly
in halved values.

The three variants share the same text placement only in the opening threefold Sanctus.
The continuation of the text is placed differently with respect to the music in all of the va-
riants. One can imagine a manner of the dissemination of the model with the single word
Sanctus, where the placement of the remainder of the text was chosen ad hoc. That tradition
may even have had an oral form that was not written down, as is perhaps suggested by the
different forms of the two variants written in mensural notation.

In the Jist variant, the value of the doubled rhombus at the beginning of the phrase is
always maintained. Before the midpoint of the phrase, there is a cadential formula with
doubled notes (the intervals 5-6-8, in reality three notes in the upper voice against two
notes in the lower voice); as a rule, a word ends there, and it is sometimes indicated by

17) Here in order to notate the syncopated rhythm semibrevis, brevis with corona, semibrevis; cf. HORYNA,
Martin: Hudba a hudebni Zivot v Ceském Krumlové do poloviny 16. stoleti, in: Miscellanea musicologica, vol. 31,
1984, pp. 281-282, 295, 300—-301.
18) Cf. SCHMID, Bernhold: Ein Mensuralkompendium aus der Handschrift Clm 24809, in: Quellen und Studien
zur Musiktheorie des Mittelalters, I., ed. Michael Bernhard, Miinchen: Verlag der Bayerischen Akademie der
Wissenschaften, 1990, pp. 73, 75.

Musicalia 1—2 /2025 11



Martin Horyna

a caesura. The last note of the ascending phrase is usually not doubled in length, but the
lengthening here is clear from the context.

In both mensural versions, in many places the opening nota brevis is divided into two
semibreves by the placement of two syllables under it. Text placement is less consistent; the
ligature (the intervals 5—-8) before the middle of the phrase loses the character of a cadential
formula before the caesura. Meanwhile, in the W# 201 variant, the notes in ligature are of
double value (semibreves against minimae, like in the Jis¢ variant in plainchant notation),
while in the NM variant, the rhythmic sequence is “evened out” (semibreves). The possibi-
lity cannot be ruled out that it was not this way in the hypothetical prior copy. In the case
of breves, whether in simple notes or in ligatures as commonly found in Czech mensural
notation, it was sufficient to append an ascending cauda on the left side to turn them into
semibreves, as is the case in appropriate places in the fragment."

Conclusion

To conclude, we shall attempt to formulate where the newly found fragment belongs in
the context of discussion of medieval polyphony in Czech sources. Jaromir Cerny under-
stood Sanctus (11, 111, IV) as compositions constituting late examples of organum and
compositions with Stimmtausch, which are already characterised by the stylistic elements
of the composed music of the 14" century.® He saw these elements in particular in the
cadences (interval progression 4—6-8, in Wn 201 actually changed to 3—6-8), which do
not appear in the older intervallic schemata that give preference to perfect consonances
(5, 8). He believed that the composing of these Sanctus settings could be dated to the
third quarter of the 14™ century, while he regarded Sanctus II as stylistically the latest of
the three compositions. In any case, a few decades separate the presumed creation of the
composition and the preserved sources (Jist — addenda certainly after 1430 or even later,
Wi 201 — mid-15" century, NM — ca. mid-15" century, possibly earlier), during which
the tradition of the composition, which was clearly popular and known widely in central
Europe, branched off in several directions. The two compared by Jaromir Cerny have been
joined by a third version preserved in the fragment at the NM—CMH.

In view of the logic of notating binary rhythm and the consistency of text placement, the
variant Jist in plainchant notation represents the point of departure for both of the newer
variants written in mensural notation. While the version Wn 201 preserves a binary rhythm,
the version NM evens it out as a sequence of equal values. Between the variant written
in plainchant notation and the two mensural versions, the existence of an unwritten oral
tradition cannot be ruled out.

19) Cf. MUZIK, Franti$ek: Uvod do kritiky hudebniho zapisu, in: Acta Universitatis Carolinae, Philosophica et
Historica, Prague: Universita Karlova, 1961, p. 55; HORYNA, Martin: Ein Briinner Fragment der Motette Apol-
linis eclipsatur — eine Bemerkung zur Rezeption der Ars Nova in Mitteleuropa um 1400, Hudebni véda, vol. 57,
2020, no. 1, p. 6.

20) CERNY, Stiedovéky vicehlas v ¢eskych zemich, op. cit., pp. 72-74.
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Sanctus for Two Voices

Edition of three variants of Sanctus II

The edition is designed to demonstrate clearly how the compositions are written in the
original notation with the original clefs, and how to interpret them. For this reason, two
forms of transcription are used for each variant, and the division into lines is done so as to
facilitate comparison of the variants with each other. Abbreviations in the text are written
out.

1. Jist
Source: Manuscript. Prague, KNM, shelf mark C II 7, Jistebnicky kanciondl, fol. 130r-130v.
The monophonic plainchant notation is transcribed in the usual form with the indica-
tion of bistrophae, ligatures, and liquescent neumes. Unlike in the original, the notation is
divided into lines corresponding to pairs of exchanged phrases. The only conjectural rea-
ding is in the second line for the placement of the syllable De(-us), which is placed a note
earlier in the manuscript beneath the second part of a bistropha divided at a page turn.
There follows a reconstruction of the two-voice phrase. Missing bistrophae are added at
the ends of phrases depending on the meaning.

2.NM
Source: Manuscript fragment without an inventory number and without a shelf number owned
by the Benedictine Archabbey of Saint Adalbert and Saint Margaret, on deposit at the NM—~CMH.
First, the monophonic mensural notation is reconstructed. The transcription respects
the preserved division into lines, which in some places clearly determines the rhythmic
setting of the beginnings of parts that have not been preserved and have been added in
square brackets. The concluding section I excelsis is notated in both voices. There follows
a transcription into a two-voice phrase using modern notation. The value of a semibrevis
is transcribed as a quarter note.

3. Wn 201
Source: Manuscript. Warszawa, Biblioteka Narodowa, Lat. Q. L. 201, fol. 56v-57v; the
manuscript is lost, and the composition is preserved in a photocopy.

The edition carries over the model for the beginning of the two-part writing in accor-
dance with the original score arrangement® and the reconstruction of the entire piece as
published by Mirostaw Perz.*

Address: doc. PhDr. Martin Horyna, Ph.D., Riegrova 1785/29, 370 01 Ceské Budéjovice, Czech Republic
E-mail: martin.horyna@email.cz

21) Historical transcription (Zdzistaw Jachimecki), reprinted as a facsimile in PERZ, Sources of Polyphony up to
¢. 1500. Facsimiles, op. cit., p. 188.

22) PERZ, Sources of Polyphony up to c. 1500. Transcriptions, op. cit., pp. 170, 483. Mirostaw Perz transcribed minims
as quarter notes; for the sake of comparison with the notation in NM, minims are rewritten as eighth notes.
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Manuscript fragment — deposit at the NM-CMH / Rukopisny fragment — depozit v NM-CMH
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Sanctus for Two Voices / Dvojhlasé Sanctus

Sanctus

1. Sanctus II - Jist

Monophonic notation / Jednohlasy zapis

& 00 VanP Y
ral o % = T it el ] Py ]
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= 2 — .
San ctus, San - - - - - - - ctus,
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—o 5o } ° ° 'i'ql
s T e g e 00— 5 I
San - - - - - - - ctus Do - - - mi-nus De - - - us
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A~ 50— T — - 505
—ee s *5,% o5 ;s I * o
Sa - - - - - - ba - oth. Pl - - - ni sunt ce - - -l
€ =.=="i" Togog 00 B — .'ce.e. !
B — i T
et ter -ra glo - rn - a tu-a. O - - - san-na in ex - cel - sis.
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Reconstruction of two-voice phrase / Rekonstrukce dvojhlasu
n
o/ o
& S o & & &
b 00 o b 1 - T & 4o
%—oo—toioj—ﬂ co—po o0
San ctus, San - - - - - - - ctus,
San - - - - - - - cus Do - - - mi-nus De - - us
Sa - - - - - ba - oth. Ple - ni sunt ce - -l
et ter - ra glo - i - atu-a o - - - san-na in ex - cel - sis.
Be - - - - ne - dic - tus, qui ve - nit in no - mi - ne
Do - mi - ni. O - san - na in ex-cel - sis, in ex - cel - sis.
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W s s
e & o & o B
3 ° ° °
%) San ctus, San - - - - - - - ctus,
San - - - - - - - cus Do - - - mi-nus De - - us
Sa - - - - - ba - oth. Ple - ni sunt ce - -l
et ter - ra glo - 1 - atu-a. O - - - san-na in ex - cel - sis.
Be - - - - ne - dic - tus, qui ve - nit in no - mi - ne
Do - mi - ni. O - san - na in ex-cel - sis, in ex - cel - sis.
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2. Sanctus I - NM

Reconstruction of the monophonic notation / Rekonstrukce jednohlasého zapisu
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Two-voice phrase / Dvojhlasd véta
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San - ctus, Sam - ctus,
San - ctus Do - mi-nus De - us sa - ba - oth.
Ple-ni sunt ce - i et ter - ra glo -1 - a tu-a. O-san - na
in ex-cel - sis.  Be-ne-dic - tus, qui ve - nit
in no-mi - ne Do -mi - ni. (6] - san - na
in ex-cel - sis.
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San - ctus, San - ctus,
San - ctus Do - mi-nus De - us sa - ba - oth.
Ple-ni sunt ce - i et ter - ra glo -r1i - a tu-a. O-san - na
in ex-cel - sis.  Be-ne-dic - tus, qui ve - nit
in no-mi - ne Do - mi - ni. (6] - san - na
in ex-cel - sis.
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Sanctus for Two Voices / Dvojhlasé Sanctus

3. Sanctus II - Wn 201

Two-voice model / Dvojhlasy model

|
® | 4T
D ¥
4

o
oH
1
s

N *-

San - - - - - - ctus, San - - - - - -
Tenor

Two-voice phrase / Dvojhlasd véta

San - ctus Do-mi-nus De - us Sa - ba - oth.
Ple-ni sunt ce - li et ter - ra glo-ri-a tu - a. Ho - san - na
in ex - cel - sis. Be-ne-dic - tus, qui ve - nit
in no-mi - ne Do - mi - ni. Ho - san - na
in ex - cel - sis
fa) \ — A A -7~ A—— [ N
o (2 | @ r ]
~ <_ 7 4 rr

San - ctus, San - ctus,
San - ctus Do-minus De - us Sa - ba - oth.
Ple-ni sunt ce - li et ter - ra glo-ri-a tu - a. Ho - san - na
in ex - cel - sis. Be-ne-dic - tus, qui ve - nit
in no-mi - ne Do - mi - ni. Ho - san - na
in ex - cel - sis.
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Pied padesiti lety vydal Jaromir Cerny (1939-2012) jednu ze svych nejlepsich studii Stedo-
véky vicehlas v ceskych zemich.' V oblasti interpretace doklad nejstarsich forem vicehlasu
na nasem Uzemi navazal jak na dila Arnolda Geeringa® a Theodora Gollnera,® kteri ve svych
pracich vénovanych stredovékému organdlnimu vicehlasu ve sttedni Evropé ¢erpalii z Ces-
kého materialu, tak na monografické studie Frantiska Muzika* a Vaclava Plocka,’ ktefi se
pokusili zasadit urcité skupiny organdlnich skladeb do logictéjsiho historického kontextu,
nez jaky jim vymezil v jejich dobé stale vlivny Zdenék Nejedly. Utridéni materidlu a zakladni
néstin jeho mista v déjindch hudby péstované u nas ve stredovéku, jak ho tehdy predstavil
Jaromir Cerny, zistdva v platnosti i pres pozdéjéi nilezy dalsich skladeb. V hrubych rysech
se ukazuje, Ze tradice organalniho vicehlasu se v ¢eskych pramenech vynoruje ve 13. sto-
leti a zjevné v sobé nese ndvaznost na nejstarsi formy vicehlasu improvizovaného nebo
komponovaného podle jednoduchych pravidel. Zapisu proto mohla predchazet desitky
let trvajici Gstni tradice. Prameny 13. a 14. stoleti prozrazuji propojeni s okolnimi zemémi
pres sit klasterd, teprve po roce 1400 se ve vétsi mife repertodr nachdzi v pramenech mi-
mokldsterniho ptvodu. Tradice u nds postupné vyhasla v prabéhu 16. stoleti.

Cerny opatrné pripoustél moznost, ze ¢eského piivodu mohou byt nékteré rukopisy,
které obsahuji sttedovéky vicehlas, ale dochovaly se v cizich fondech, zejména rukopis

1) éERNY, Jaromir: Stredoveéky vicehlas v ¢eskych zemich, in: Miscellanea musicologica, roc. 27—28,1975, s. 9-116.
2) GEERING, Arnold: Die Organa und mehrstimmigen Conductus in den Handschriften des deutschen Sprachgebietes
vom 13. bis 16. Jahrhundert. Bern: Paul Haupt, 1952.

3) GOLLNER, Theodor: Formen friiher Mehrstimmigkeit in deutschen Handschriften des spiten Mittelalters. Tut-
zing: Hans Schneider, 1961; TYZ: Die mehrstimmigen liturgischen Lesungen, 2 sv. Tutzing: Hans Schneider, 1969.
4) MUZIK, Frantiéek: Die Tyrnauer Handschrift. Acta Universitatis Carolinae, Philosophica et Historica 2, Praha:
Universita Karlova, 1965, s. 5—44.

5) PLOCEK, Vaclav: Nejstarsi dvojhlasy v rukopisech Universitni knihovny, in: Rocenka Universitni knihovny
v Praze 1960—1961, Praha: Statni pedagogické nakladatelstvi, 1962, s. 129—148, prilohy 14-17.
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Dvojhlasé Sanctus

mnichovské Bavorské statni knihovny Clm. 23286.° V seznamu na nasem tizem{ dochova-
nych organdlnich skladeb, ktery je soucdsti studie, podchytil jejich repertoar jen z¢asti — je
mozné, Ze k nékterym pramentim uloZenym v zahranici se tehdy nedostal. Rovnéz v té dobé
nebyly zndmy vicehlasé lekce z rukopisu Roudnické lobkowiczké knihovny VI Fb 16,” jejichz
Jkvétnaty“ styl zajimaveé rozviji strohou podobu archaic¢téjsich ttvart. Jaromir Cerny poz-
déji identifikoval jesté jednu vrstvu liturgického repertodaru pozdniho 15. a 16. stoleti, pro
kterou navrhl termin ,neo-organum®® Tato hudba sice zachovava nékteré znaky ,starého
organa“ (chordlni notace, homorytmie), ale trojhlas nebo ¢tyrhlas s plnymi trojzvuky se
hlasi do epochy nizozemské polyfonie.

Specifickym tatvarem, ktery si mohl vystacit s jednohlasym zapisem, jsou skladby
s vyménou hlast (Stimmtausch). Jde o kompozice nezavislé na choralu a nikoli improvi-
zaci, ale skute¢né skladby — autor musel vytvorit stru¢nou dvojhlasou vétu, ve které jeden
hlas postupuje od zdkladniho ténu k oktave, druhy opa¢nym smérem a az do vycerpani
textu si neustale stfidavé predavaji vzestupnou a sestupnou melodii. Oba hlasy maji stejny
rozsah, postupy v kvintach a na okrajich rozsahu v oktavach jsou bézné, ale dilezitou roli
tu hraje protipohyb a kiizeni hlasti zhruba uprostred véty (charakteristicky sled intervalt
8-5-1-5-8).

Skladbu Ize provést jako kanon, ale pokud je preferovano shodné podlozeni textu v obou
hlasech, jeden zpévik sleduje zapsanou melodii, zpévak druhého hlasu podklada tentyz
text druhé ¢asti ndpévu. Touto technikou jsou psany nejstars{ organalni skladby dochované
na nasem Uzemi. Pfedev$im jsou to strofickd benedicamina a hymny, v idedlnim ptipadé
pravidelny vers odpovidd stru¢nému opakujicimu se hudebnimu modelu.

Technika asi nabyla zvlastni obliby a zivotnosti, jak o tom svédci trojice Sanctus (even-
tualné také Agnus Dei), jejichz zapisy se objevuji az v pramenech 15. stoleti.’ Jedno z nich
(Sanctus II), je zapsano také na zlomkuy, ktery je ulozen ve fondu Narodniho muzea — Ces-
kého muzea hudby v Praze (dale jen NM—CMH) a kterému je vénovan tento ¢lanek. Jde
o treti znamy exempldr tohoto Sanctus. Kazdy z nich je zapsan jinymi notovymi znaky,
ale at byla pouzita chordlni nebo menzurdlni notace, ve vSech pripadech je zfetelnd snaha
zachytit rytmickou stranku skladby. Nabizi se tak moznost ukazat variabilitu tohoto typu
skladeb v souvislosti s pozdné stfedovékou notacni praxi v ¢eskych zemich a sousednich
regionech. Cilem c¢lanku je proto nejen paleograficky a obsahovy popis zlomku, ale také
edice v$ech tfi dochovanych variant skladby, evidence jejich vzdjemnych odchylek a popis

6) Jisté jde o bohemicum, pozdéji se rozsitila nepodlozena spekulace, ze rukopis pochazi z kostela Vsech sva-
tych na Prazském hradé. Tri dvojhlasa Kyrie — Kyrie fons bonitatis, Kyrie magne Deus potencie, Kyrie Rex omnium
virginum vydala VLHOVA—WORNER, Hana: Tropi ordinarii missae, Kyrie eleison, Gloria in excelsis Deo, Repertorium
troporum Bohemiae medii aevi II. Praha: Birenreiter, 2006, s. 194, 207, 219.

7) MANOUR, Ondfej: Unknown Polyphonic Lessons for the Christmas Matins, in: Miscellanea musicologica,
roc. 35,1996, S. 9—42.

8) CERNY, Jaromir: Das retrospektive Organum oder Neo-organum?, Hudebnivéda, roc. 38, 2001, ¢.1-2, s. 3-31.
9) CERNY, Stiedovéky vicehlas v ¢eskych zemich, op. cit., s. 22, 70, jednd se o trojici vzajemné podobnych
skladeb Sanctus II, Sanctus III a Sanctus IV. Od vsech tii je dnes zndmo vice dokladti nez zachycuje tehdejsi
Cerného soupis.
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pouzitych notacnich systémii vcetné odkazii na nékteré ridce se vyskytujici notacni jevy.
Za zprostredkovani moznosti se zZlomkem pracovat a za poskytnuti nékterych dulezitych
informaci bych rad podékoval kuratorce sbirek NM—CMH, PhDr. Dagmar Stefancové.

Popis zlomku

Jednd se o papirovy list bez inventdrniho ¢isla a bez signatury vynaty z vazby nezndmé knihy.
Jeho ptivod muze souviset s benediktinskymi klastery Bievnov a Broumov, je vlastnictvim
Benediktinského arciopatstvi sv. Vojtécha a sv. Markéty v Bfevnové a v NM-CMH je depo-
novan. List m4 rozméry 209 mm na vysku, nejveétsi sirka je 122 mm (ptivodné asi 150 mm
nebo vice). Papir nema filigran. Z jedné strany je list popsany notaci na $esti pétilinkovych
systémech. Z pravé strany jsou notové radky celé a okraj listu je zfejmé ptivodni,' kdezto
z levé strany je puvodni okraj stranky mechanicky poskozen a chybi zac¢atky vsech radek
véetné klict a zacatkd notace a textu.

List byl bezpochyby prvotné urcen pro zapis notovaného Sanctus. Teprve druhotné
poslouzil k dalsim zapistim. Zatimco notace je provedena bez chyb a text Sanctus je zapsan
gotickym pismem a podlozen notam relativné spolehlivé, zbytek stranky je vyplnén kur-
zivnimi zkouskami pera s opakujicimi se slovy a abreviaturami. Rovnéz néktera slova textu
Sanctus jsou drobnym nejistym pismem druhotné vepsana na volné misto mezi osnovami.
Z druhé strany listu je od levého okraje vepsano ¢trndct radek versovaného textu zbéznou
bastardou vypsanou rukou. Zbytek stranky, jejiz pravy okraj je utrzeny, ztstal volny.

Verse, které se podatilo identifikovat, pochézeji z nékolika raznych ver$ovanych ko-
mentait k Desateru. Radky 5-9 jsou soucdsti rozsdhlého komentaie Desatera ,Qui non
transcendit mandata Dei“!" Radky 10—13 se vyskytuji napiiklad v rkp. Praha, NK CR X F 9,
fol. 286r."2 Inicidla D(-isce) je na zlomku pséna ¢ervenou barvou. Text obsahuje nékolik glos
psanych drobnym pismem jinym inkoustem. Mozna stejného ptivodu je papirovy zlomek
obdobného listku (vyska 177 mm, nejvétsi sitka 36 mm) v témze fondu, z néhoz se dochoval
jen uzky prouzek okraje, na lici jsou patrné zacatky tfindcti rddek, na rubu konce dvandcti
radek, pravdépodobné jde také o verse, neni vylouceno, ze jsou psané toutéz rukou jako
verse k Desateru, text je husté glosovan.

10) Horni a spodni okraj listu je pravdépodobné také pavodni.

1) Jednd se o verse ,,Quisquis ea frangit, vix ad celestia scandit x Sunt precepta decem totam servancia legem*.
Srov. NEMETH, Andrds: Learning and Preaching in Central Europe: The Evidence of a Late Medieval Rhyming
Decalogue, in: Annual of Medieval Studies at Central European University, vol. 11, 2005, s. 96, verse 124, 125, 127-129.
Hlavnim pramenem této edice je rkp. Praha, NK CR, sign. I E 29 (fol. 1r-31r) pochdzejici z knihovny tfeboniského
augustinidnského kldstera. Rukopis psal K¥iz z TelCe, ¢asti jsou datovdny 1453, 1457. Srov. téz DRAGOUN,
Michal — EBERSONOVA, Adéla — DOLEZALOVA, Lucie: St¥edovéké knihovny augustinidnskyich kanonii v Treboni
a Borovanech, sv. I1. Praha: Scriptorium, 2021, s. 781-786.

12) Jednd se o verse ,,Disce Deum colere nomenque suum venerare x Fur caveas fieri non sis testis nisi veri®.
Srov. téz McEVOY, James: The Edition of a Sermon on the Decalogue Attributed to Robert Grosseteste, in:
Recherches de théologie et philosophie médiévale, vol. 68, No. 2, 2001, s. 229. Zde téz posledni vers zlomku (fadka
14): Vicini lectum resque caveto suas etc.
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Zlomek s notaci pravdépodobné nebyl soucasti kodexu, ale volnym listem ur¢enym pri-
madrné pro zpévaky. Dvojhlasé Sanctus mohlo byt vloZeno do jakékoli zpivané mse. Zlomek
lze predbézné datovat kolem poloviny 15. stoleti, notované Sanctus muze byt starsi nez
ostatni zapisy. Jak si dale ukdzeme, skladba uz mohla v tu dobu existovat nékolik desitek
let. Prostiedim, ve kterém mohl zlomek plnit svou funkci, byla nejspise skola v blizkosti
kostela. Uc¢itelé s zaky (choralisté) ptripadaji v tvahu jako interpreti.'® Pro zéky ¢i studenty
byly urc¢eny k memorovani vybrané verse z komentart k Desateru a z jejich rukou mohly
pochdzet zkousky pera.

Tti dochované verze dvojhlasého Sanctus IT

Jak jiz bylo zminéno, notované Sanctus zapsané na zlomku z NM—CMH je tfeti znamy
exempldar tohoto zpévu. Z dosavadnich dvou zndmych je v nasich fondech dochovén jedno-
hlasy zapis v Jistebnickém kanciondlu (dale jen Jist) mezi doplitkky na konci rukopisu.™* Zapis
je relativné spolehlivy a je provedeny rhombickou chordlni notaci se zfetelnou tendenci
zachytit binarni rytmické hodnoty v poméru 1 : 2 (rhombicka nota simplex : rhombicka
bistrofa). Zapisu Sanctus predchazi dvojhlasé moteto Patrem omnipotentem-Deum verum."
Na konci zépisu je pozndmka Resumendo vice versa (opaénym odpoviddnim), ktera se
bezpochyby vztahuje k dvojhlasému provedeni nésledujiciho Sanctus. Zapis zac¢ind hlasem
postupujicim zdola.

Druhy zndmy exemplar se nachazel v rkp. Warszawa, Biblioteka Narodowa, Lat. Q. L.
201, fol. 56v-57v (déle jen Wn 201), ktery byl znic¢en za druhé svétové vélky, ale skladba se
dochovala na fotografii.'® Zapis je proveden dvojhlase v partiturovém zapisu ¢ernou men-
zuralni notaci v hodnotach brevis (pocate¢ni a zavére¢ny ton), semibrevis (ligatura binaria
cum opposita proprietate zhruba uprostied véty) a minima. Hlasy nejsou klicovény a jsou
oznaceny jako Discantus (za¢ind shora) a Tenor (zac¢ina zdola). Stejné hudbé je podlozen
jesté text Agnus Dei.

Jednohlasy zépis na zlomku (dale jen NM) je proveden také cernou menzuralni notaci,
pro pocéte¢ni a koncové noty jsou pouzity znaky brevis a jako posledni nota skladby lon-
ga. Hodnota semibrevis je zachycena ¢tyfmi typy znakd: nota simplex totozna s chordlni

13) K roli 8koly v 15. stoleti a béhem éry literatskych bratrstev srov. HORYNA, Martin: Vicehlasa hudba v Cechéch
v 15. 216. stoleti a jeji interpreti, Hudebni véda, roC. 43, 2006, €. 2, 5. 117-134.

14) Rkp. KNMII C 7, s. 241—242 (fol. 130r-130v). Srov. VLHOVA-WORNER, Hana: The Last Pages of the Jistebnice
Kancional. The Repertory of the ,,Addidamenta® Section (ff. 111r-132v), Hudebni véda, roC. 61, 2024, €. 4, s. 48s;
CERNY, St¥edovéky vicehlas v ¢eskych zemich, op. cit., s. 71, 72, transkripce zag4tku dvojhlasu. Jako jednohlasa
melodie transkribovdano in: THANNABAUR, Peter Josef: Das einstimmige Sanctus der romischen Messe in der
handschriftlichen Uberlieferung des 11. bis 16. Jahrhunderts. Miinchen: Walter Ricke, 1962, s. 171, €. 134.

15) Srov. CERNY, Jaromir et al.: Historickd antologie hudby v teskych zemich (do cca 1530). Praha: KLP, 2005, €. 59,
varianta s textem Patrem omnipotentem-Credo/Wir glauben.

16) Srov. PERZ, Mirostaw: Organalne Sanctus-Agnus z zaginionego rekopisu Lat. Q. I. 201, Muzyka, ro¢. 15,
1970, €. 30, 5. 20—34; TYZ (ed.): Sources of Polyphony up to c. 1500. Facsimiles (Antiquitates Musicae in Polonia 13),
Warszawa: Polish Scientific Publishers, 1973, s. 188; Transcriptions (Antiquitates Musicae in Polonia 14), Wars-
zawa: Polish Scientific Publishers, 1976, s. 170, 483.
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rhombickou notou, ligatura binaria cum opposita proprietate, ve stejném smyslu choralni
podatus a clivis (na druhém systému) a nota ve tvaru brevis opatfena vzestupnou kaudou
po levé strané. Vzdy se zde vyskytuje v paru na mistech, kde je tfeba podlozit dvé slabiky
namisto jedné; bud je rozdélena na dvé noty polovi¢ni hodnoty nota brevis nebo rozlozena
ligatura binaria cum opposita proprietate — od ni je znak ostatné odvozen. Tento znak pro
semibrevis je v pramenech prvni poloviny 15. stoleti doloZen pouze v zapisu dvojhlasé pisné
Compangant omnes iubilose'” a v menzuralnim traktatu Cum animadverterem.'® Znak byl
pravdépodobné urcen pro upozornéni na urcité vyjimky z bézného menzurdlniho rytmu,
mozna také pro snadnou opravu znaku brevis na hodnotu semibrevis.

Chybéjici zacatky radek bylo mozné rekonstruovat — viz diplomaticky prepis s rekonstrukei
chybéjicich ¢asti v edici. Rytmicka podoba zacatkt ¢asti Pleni sunt, In excelsis je zachycena
na koncich druhého a tretiho systému. Z umisténi not na osnové a e-modu vyplyva pred-
pokladana poloha c-klice. Zapis za¢ind hlasem postupujicim shora.

Porovnani hudebnich variant

Zapis choralni notaci varianty Jist je zfejmé geneticky nejstar$i zndmou podobou skladby.
Prostiednictvim rhombické chordlni notace vyjadfuje zietelnou bindrni rytmickou organi-
zaci skladby, kterou bylo prirozené mozné prevést do menzurdlni notace. Ve varianté NM
je to provedeno nejjednodussim moznym zptisobem — choralni rhomba = semibrevis. Ve
Wi 201 je skladba notovana prevazné v polovi¢nich hodnotach.

Shodné podlozeni textu maji vsechny tri varianty pouze v ivodnim trojim Sanctus.
Pokracovani textu je ve vech variantich podlozeno razné. Lze si predstavit zptsob $ifeni
modelu s jedinym slovem Sanctus, kdy podlozeni zbytku textu bylo feseno ad hoc. Tato
tradice mohla mit i Gstni, bezzdpisovou formu, coz snad naznacuji i rizné podoby obou
menzuralné notovanych variant.

Ve varianté Jist je vzdy zachovina hodnota zdvojené rhomby v tivodu véty. Pred polovinou
fraze je kadenc¢ni formule se zdvojenymi notami (intervaly 5—6-8, ve skutecnosti tfi noty
vyssiho hlasu proti dvéma notdm v niz$im hlasu), zpravidla zde kon¢i slovo a misty je
vyznacena cesura. Posledni nota vzestupné fraze vétsinou neni zdvojena, ale z kontextu je
zde prodlouzeni zfejmé.

V obou menzurdlnich variantdch je ivodni nota brevis na fadé mist podloZzenim dvou
slabik rozdélena na dvé semibreves. Podlozeni textu je méné konzistentni, ligatura (inter-
valy 5-8) pred polovinou fraze ztraci charakter kaden¢ni formule pred cesurou. Zatimco
ve varianté Wz 201 jsou v ligatufe noty dvojnidsobné hodnoty (semibreves proti mini-
mém, podobné jako v chordlné notované varianté Jist), ve varianté NM je rytmicky pribéh

17) Zde proto, aby zachytil synkopovany rytmus semibrevis, brevis s korunou, semibrevis, srov. HORYNA,
Martin: Hudba a hudebni ivot v Ceském Krumlové do poloviny 16. stoleti, in: Miscellanea musicologica, ro¢. 31,
1984, s. 281-282, 295, 300—301.
18) Srov. SCHMID, Bernhold: Ein Mensuralkompendium aus der Handschrift Clm 24804, in: Quellen und Studien
zur Musiktheorie des Mittelalters, 1., ed. Michael Bernhard. Miinchen: Verlag der Bayerischen Akademie der
Wissenschaften, 1990, s. 73, 75.
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»nivelizovany“ (semibreves). Neni vylouceno, ze tomu tak ptivodné v hypotetické predloze
nebylo. K hodnotdam breves v jednoduchych notach i v ligaturach, jak se bézné vyskytuji
v ¢eské menzuralni notaci, stacilo pripsat vzestupnou kaudu po levé strané, aby se z nich
staly semibreves, jak je tomu na prislusnych mistech zlomku.”

Zaveér

Zavérem se pokusme formulovat, jaké misto patfi nové nalezenému zlomku v ramci tivah
o stredovékém vicehlasu v nasich pramenech. Jaromir Cerny chapal Sanctus (11, 111, IV)
jako kompozice pattici mezi pozdni reprezentanty organalni produkce a skladby s vyménou
hlast, které jsou jiZ poznamendny stylovymi prvky umélé kompozice 14. stoleti.?® Ty vidél
zejména v zdavérech (postup intervalt 4—6-8, u Wn 201 dokonce upraveno na 3—-6-8),
které se ve star$ich souzvukovych schématech, kterd preferuji perfektni konsonance (5, 8),
neobjevuji. Pfedpokladal, ze vznik téchto Sanctus byl mozny ve treti ¢tvrtiné 14. stoleti,
Sanctus I povazoval v rdmci této trojice za stylové nejmladsi. Kazdopadné mezi predpo-
kladanym vznikem a dochovanymi prameny (Jist — dodatky jisté po 1430 nebo pozdéji,
W 201 — polovina 15. stoleti, NM — kolem poloviny 15. stoleti, mozna dfive) lezi nékolik
desetileti, béhem kterych se tradice skladby, kterd byla zjevné oblibend a zndma4 na $irokém
sttedoevropském tizemi, rozbihala do nékolika vétvi. K dvéma, které porovnaval Jaromir
Cerny, piibyla tieti dochovana na zlomku z NM-CMH.

Choralné notovana varianta Jist reprezentuje vzhledem k logice zachyceni binarni ryt-
miky a konzistentnosti podlozeni textu vychodisko pro obé z nota¢niho hlediska mladsi
varianty zapsané menzuralni notaci. Zatimco varianta Wu 201 zachovava bindrni rytmiku,
varianta NM ji nivelizuje na sled stejnych hodnot. Mezi choralné notovanou variantou
a obéma menzuralnimi nelze vyloudit existenci nepsané, ustni tradice.

Edice ti variant Sanctus II

Edice (viz s. 15-17) je provedena tak, aby ndzorné demonstrovala, jak jsou skladby zachy-
ceny v ptivodni notaci s pivodnimi klici a jak je 1ze interpretovat. Proto jsou kazdé varianté
vénovany dvé formy prepisu a usporadani do radek je provedeno tak, aby varianty byly
vzdjemné srovnatelné. Zkratky v textu jsou rozvedeny.

19) Srov. MUZfK, Frantigek: Uvod do kritiky hudebniho zdpisu. Acta Universitatis Carolinae, Philosophica
et historica 3, Praha: Universita Karlova, 1961, s. 55; HORYNA, Martin: Ein Briinner Fragment der Motette
Apollinis eclipsatur — eine Bemerkung zur Rezeption der Ars Nova in Mitteleuropa um 1400, Hudebni véda,
ro¢. 57,2020, €.1, S. 6.

20) CERNY, Stredovéky vicehlas v ceskych zemich, op. cit., s. 72-74.
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1. Jist
Pramen: Rkp. Praha, KNM, sign. C II 7, Jistebnicky kanciondl, fol. 130r-130v.

Choralni jednohlasy zapis je transkribovan béznou formou s vyznacenim bistrof, ligatur
alikvescence. Oproti origindlu je notace srovnana do fadek odpovidajicich paru vyménnych
frazi. Jedina konjektura je provedena na druhém radku v podlozeni slabiky De(-us), ktera
je v rukopise podlozena o notu drive pod druhou ¢asti bistrofy rozdélené na zlomu stran.
Nasleduje rekonstrukce dvojhlasé véty. Podle smyslu jsou doplnény chybéjici bistrofy na
koncich frazi.

2.NM
Pramen: Rukopisny zlomek bez inventarniho ¢isla a bez signatury ve vlastnictvi Benedik-
tinského arciopatstvi sv. Vojtécha a sv. Markéty v Bievnové, deponat v NM—-CMH.
Nejprve je rekonstruovan jednohlasy menzurdlni zapis, prepis respektuje dochované
radkovani, které na nékterych mistech jednoznacné urcuje, jak jsou rytmizovany zacatky
nedochovanych partii, jez jsou doplnény v hranatych zavorkach. Zavérecny tsek In excelsis
je notovany v obou hlasech. Nésleduje prepis do dvojhlasé véty v transkripci do moderni
notace. Hodnota semibrevis je prepsdna jako ¢tvrtova nota.

3. Wn 201
Pramen: Rkp. Warszawa, Biblioteka Narodowa, Lat. Q. I. 201, fol. 56v-57v, rkp. ztracen,
skladba dochovana na fotokopii.

Do edice je prevzat model zacatku dvojhlasu podle pivodniho partiturového usporadéni*!
a rekonstrukce celého zpévu, kterou publikoval Mirostaw Perz.*

Adresa: doc. PhDr. Martin Horyna, Ph.D., Riegrova 1785/29, 370 01 Ceské Budéjovice, Ceskd republika
E-mail: martin.horyna@email.cz

21) Historickd transkripce (Zdzistaw Jachimecki), otisténa jako faksimile v PERZ, Sources of Polyphony up to
¢. 1500. Facsimiles, op. cit., s. 188.

22) PERZ, Sources of Polyphony up to c. 1500. Transcriptions, op. cit., s. 170, 483. Mirostaw Perz transkriboval
minimu jako ¢tvrtovou notu, pro srovnani s notaci NM je minima pfepsdna jako osminova nota.
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