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Predmluva

Duchovni arie prvnich desetileti 18. stoleti objevil jako
téma pro dé¢jiny hudby v ¢eskych zemich hudebni histo-
rik Emilian Trolda. Edice arie Josefa Antonina Planické-
ho a s ni souvisejici ¢lanek o tomto — do té doby zcela
neznamém — ¢eském skladateli patfi k jeho viibec prvnim
publikovanym pracim." O vyznamu, jaky Trolda tomuto
repertoaru prikladal, vypovidaji také jim sestavené anto-
logie arii usporadané podle hlasovych oborti a obsahuji-
ci samostatné¢ komponovana dila i 4rie vyjmuté z rozsah-
lejsich cirkevnich skladeb.? Pravé sélové vokalni skladby
predstavuji vhodny terén umoznujici dikladnéji sledovat
proces osvojovani novych stylovych impulzti a hudebnich
druhti zdej$imi tvlrci: instrumentalni hudba, v niz tehdy
podobny proces také bouilivé probihal, se totiz v tvorbé
domacich skladateltt dochovala jen sporadicky a nékteré
vyznamné hudebni druhy v ¢ele s operou se zase v di-
sledku vnéjsich pricin v ¢eskych zemich rozvijely v ome-
zené mife nebo s urditym zpozdénim.® Sélové kompozice
s duchovnimi texty se naproti tomu dochovaly v nezane-
dbatelném mnozstvi, a jejich repertoar dokonce nese jisté
prvky autonomniho hudebniho vyvoje. Zaroven se jedna
o atraktivni dila hodna pozornosti Sirokého spektra za-
jemct o hudbu ceskych zemi barokni doby; jim ostatné
také byly Troldovy prakticky zamérené antologie primar-
né uréeny.*

Koncertantni chramova hudba pro s6lovy hlas dospéla
na pfelomu 17. a 18. stoleti k jednomu z vrcholti své obliby.
Jeji rozvoj vsak probihal paralelné v riiznych konfesijnich
i geografickych oblastech a mimo jiné i tato skute¢nost
zapficinila terminologickou nejednotnost panujici v roz-

1 Josef Antonin PLANICKY: Aria de communione ex ,Opella ecclesiastica“ ab
anno 1723, ed. Emilidn Trolda, Edice Ceskd hudba, Kutnid Hora [1913];
Emilian TRoOLDA: Josef Antonin Pldnicky (Prispévek k jeho Zivotopisu), Ceska
hudba 20 (1913), ¢. 3, s. 21-23.

2 Vétsina téchto rukopisnych antologii se dochovala v Troldové hudebni
sbirce ulozené v Narodnim muzeu — Ceském muzeu hudby (CZ-Pnm),
sign. XXVIII D 75 a 76, srov. Alexander BUCHNER: Hudebni sbirka Emilidna
Troldy, Narodni muzeum, Praha 1954, ¢. 406, s. 96-100.

3 Viz napt. Angela ROMAGNOLI: From the Habsburgs to the Hanswursts, up
to the Advent of Count Sporck: the Slow Progress of Italian Opera on the Bohemian
Scene, in: Italian opera in Central Europe, Vol. I: Institutions and ceremo-
nies, Melania Bucciarelli, Norbert Dubowy, Reinhard Strohm (ed.), Berli-
ner Wissenschafts-Verlag, Berlin 2006, s. 67-97.

4  Pivodni instrumentélni doprovod arii Trolda v antologiich nahradil
klavirnim vytahem.
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sahlém — a stale jesté relativné malo probadaném — reper-
toaru i v jeho novodobé reflexi. Podobné jako italsti, fran-
couz$ti nebo némecti skladatelé, i hudebnici z ¢eskych
zemi své samostatné komponované arie, s6lova moteta i
kantaty obvykle sestavovali do sbirek, z nichz fada v dobé
svého vzniku vy$la tiskem.® Trolda jich v ¢eskych prame-
nech nalezl a spartoval Sest. Jejich autory byli Josef Leo-
pold Vaclav Dukat, Jan Josef Ignac Brentner, Balthasar
Villicus, Mauritius Vogt a jiz zminény Josef Antonin Pla-
nicky, jehoz sbirce Opella ecclesiastica z roku 1723 Trolda
vénoval nejvice pozornosti.® K téze sbirce zacilil pozdé-
ji svoji prukopnickou diserta¢ni praci o sélovém motetu
Camillo Schoenbaum.” Opella ecclesiastica byla jako dosud
jedina z daného repertoaru také vydana v novodobé kri-
tické edici, v jejiz pfedmluve oznacil Jifi Sehnal za Planic-
kého mozny inspiraéni vzor Brentnerovy érie.® Vyznamné
postaveni Brentnera v této oblasti pak bylo stvrzeno zjis-
ténim, Ze je autorem hned dvou tisténych sbirek arii (dru-
ha se dochovala bez titulniho listu a byla zndma jen pod
Troldovym oznacenim ,,Anonym 1718%) a Ze spolu s ariemi
dochovanymi pouze v rukopisech (v nékterych ptipadech
neuplné) dosahuje jeho dnes znama tvorba tohoto druhu
bezmala ¢étyf desitek skladeb.®

5 Tato edice zachovdvd pro Brentnerovy skladby oznaleni ,arie”, které
ostatné pouzivd i sam skladatel v podtitulu své prvni sbirky. V literatu-
fe byvaji tyto skladby pojednavany téz jako sélova moteta ¢i kantaty, viz
napt. Zdetika PiLKOVA: Instrumentace kantdt autort z Cech v proni polovi-
né 18. stoleti, Hudebni véda 14 (1977), ¢. 2, s. 146-159, ¢i studie Camillo
Schoenbauma citované dale (viz pozn. 7). Volba adjektiva ,duchovni®
v souborném titulu edice je vedena snahou vyhnout se kolizi s terminem
aria da chiesa / Kirchenarie uzivanym jako oznaceni specifické hudebni
formy, viz napt. Claudio BACCIAGALUPPI: Rom, Prag, Dresden. Pergolesi und
die neapolitanische Messe in Europa, Barenreiter, Kassel 2010, s. 60-66.

€ Rukopisné spartace jsou dostupné v Troldové pozistalosti v CZ-Pnm,
srov. BUGHNER, Hudebni sbirka... (viz pozn. 2) ¢i inventaf ¢. 199 dostupny
online: < http://retris.nkp.cz/Catalog?sigla=ABX001 > [cit. 8. 6. 2016]. Pla-
nického sbirku Opella ecclesiastica porovnal s ostatnimi sbirkami arif Emili-
an TRoLDA: Josef Antonin Planicky, Cyril 59 (1933), s. 100-113.

7 Camillo ScHOENBAUM: Beitrdge zur solistischen katholischen Instrumen-
talmusik des Hochbarocks mit besonderer Beriicksichtigung J. A. Planiczky’s
(16912-1732), diss., Wien 1951; TYZ: Die ,Opella ecclesiastica® des Joseph Anton
Planicky (16912-1732), eine Studie zur Geschichte der katholischen Solomotette im
Mittel- und Hochbarock, Acta musicologica 25 (1953), s. 39-79.

8  Josef Antonin PLANICKY: Opella ecclesiastica (Musica antiqua bohemica
11/2), ed. Jiti Sehnal, 2. vyd., Supraphon, Praha 1988, s. IX.

®  Srov. Viclav Kapsa: Harmonica duodecatomeria ecclesiastica a Hymnodia
divina. Dvé sbirky drii Jana Josefa Igndce Brentnera, Acta.musicologica.cz
(2006), ¢. 2, < http://acta.musicologica.cz/ > [cit. 8. 7. 2015] a TYZ: Inwieweit
die Worter von Wichtigkeit waren? Qum Wort-Ton-Verhdlinis in Arien von Joseph
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Vzhledem k celkovému rozsahu, a také s ohledem na
praktické vyuziti partitury, je tato edice rozdélena do
dvou dilta. Prvni dil prinasi skladatelovu sbirku Harmo-
nica duodecatomeria ecclesiastica, op. 1, obsahujici dvanact
arii s instrumentalnim doprovodem rtizného obsazeni,
a dale tri rukopisné dochované arie komponované na stej-
né texty jako arie zahrnuté v doty¢né sbirce; svazek obsa-
huje vyhradné sopranové ¢i altové arie. Druhy dil edice
pfinese skladatelovu sbirku Hymnodia divina, op. 3, a vy-
bér ze zbyvajicich arii z rukopisnych prament; ve shodé
se $ir§Sim zabérem druhé sbirky bude obsahovat téz arie
tenorové a basové.

Skladatel

Jan Josef Ignac Brentner se narodil v Dobfanech nedale-
ko Plzné na podzim 1689." Byl pokitén 3. listopadu toho
roku jako ,Joannes Josephus® a stejnd jména jsou pozdéji
uvedena i v zaznamu o skladatelové umrti. Z titulnich lis-
t skladeb je ale zifejmé, Ze on sam upfednostnoval jmé-
no Josef: pouze toto jméno se nachazi v autografech jeho
dél, v nekterych opisech i ve sbirce Horae pomeridianae,
op. 4, predchozi tfi sbirky zase nesou jména v poradi Jo-
seph Johann Ignaz." Skladatelovi rodice evidentné pattili
k dobfanské elité."”? Otec byl ¢lenem méstské rady a pro-
slul svym bojem za prava méstant vici klasterni vrchnosti
a jejim reprezentantim (Dobfany byly majetkem klaste-
ra premonstratek v blizkém Choté$ové).” O obecném ani
hudebnim vzdélani Josefa Brentnera nemame zadné zpra-
vy, na zaklad¢ jeho pozdéjsi ¢innosti mzeme jen usuzo-
vat, ze mohl studovat na nékterém z jezuitskych gymnazii
(viz dale).

Brentner und anderen mitteleuropdischen Komponisten des ersten Drittels des 18.
Jahrhunderts, in: Musikalische und literarische Kontexte des Barocks in
Mitteleuropa / in der Slowakei, Slavisticky ustav Jana Stanislava, Bratisla-
va 2015, s. 145-162. Katalog Brentnerova dila (zkratka Brk) bude soucasti
piipravované monografie o tomto skladateli.

10 Statni oblastni archiv (ddle SOA) Plzen, matrika Dobfany 3, 3. 11. 1689,
fol. 85v.

MV titulu této edice jsou skladatelova kfestni jména uvedena némecky
ve tvaru ,,Johann Joseph Ignaz®, jaky stanovuji posledni vydani encyklo-
pedii Grove Music Online, Musik in Geschichte und Gegenwart ¢i katalog hu-
debnich pramentt RISM, a to proto, ze Brentner pravdépodobné nalezel
k Cechfim némeckého jazyka. V pravodnich textech se viak edice ptiklani
k psani skladatelovych kfestnich jmen obéma tehdej$imi zemskymi jazyky
zpusobem vychézejicim z dobového tzu: v ¢eském textu jsou psana cesky,
v cizojazy¢ném némecky. V piipadé potieby kratit je nejvhodnéjsi ze tii
skladatelovych kfestnich jmen pouzivat prostfedni jméno Josef. Moznou
skladatelovou motivaci pro upfednostnéni druhého jména mohla byt ta
skutecnost, ze jeho starsi bratr pokitény stejnymi jmény brzy po narozeni
zemfel, srov. SOA Plzen, matrika Dobtany 3, 29. 3. 1687, fol. 23v.

12V matri¢énim zdznamu o snatku rodict roku 1684 je Zenich oznacen
jako ,,Spectabilis ac Doctissimus Dominus®, SOA Plzen, matrika Dobfa-
ny 3, 13. 2. 1684, fol. 151v. Otcova znalost latiny je dolozena z jeho sporu
s dobfanskym farafem z roku 1696, ktery zdokumentoval Antonin Popra-
HA: Déjiny arcidiecése prazské od konce stoleti 17. do pocdtku stoleti 19., Dédictvi
sv. Prokopa, Praha 1917, s. 260 ad.

13 O stiznostech méstand iniciovanych Johannem Georgem Brentnerem
informuji rukopisné déjiny Dobfan dochované ve Statnim okresnim ar-
chivu (dale SOkA) Cheb, fond Premonstrati Tepla, i. ¢. 659, kart. 100,
fol. 227 ad., dale [Thaddéius Meixner, Memorflbilia monasterii Chotiescho-
vicensis], fol. 547-548, Néarodni knihovna Ceské republiky, fond Tepla,
sign. Tepld MS. D 6, fol. 547-548 a Kronika mésta Dobfany 1836—1890, pag.
15-16, dostupnd online: < http://www.portafontium.eu > [cit. 20. 5. 2015].
Viz téz Miloslav BELOHLAVEK: Dobfany za feudalismu, Minulosti zapadoces-
kého kraje XVI, Plzen 1980, s. 167-189, zde s. 183.

Umélcovy dalsi osudy jsou spjaty s Prahou, kde v le-
tech 1716-1720 vysly tiskem Ctyfi sbirky jeho skladeb.™
Samotny fakt vydani pochopitelné nijak nedokazuje tr-
valejsi pobyt skladatele v Praze - jiz dfive zde v podob-
né frekvenci vysly napiiklad sbirky jindfichohradeckého
Adama Michny. Avsak titulni text ¢tvrté Brentnerovy sbir-
ky stejné jako nékteré dal$i prameny ukazuji na Malou
Stranu jako tehdej$i misto skladatelova ptisobeni. V pro-
sinci 1717 ,,director musicae”“ hrabéte Thuna Sebastian Er-
hardt nakoupil v Praze spole¢né s koncerty Gottfrieda
Heinricha Stoélzela ¢i Sylvia Leopolda Weisse také patnact
Brentnerovych instrumentalnich skladeb." Pravdépodob-
né v témze roce Brentner zkomponoval nejméné Sestnact
smutecnich motet na némecké texty pro bratrstvo zemfe-
lych pii malostranském jezuitském kostele sv. Mikulase,
z nichz se dodnes v podobé¢ skladatelovych autografti do-
chovaly tfi skladby." A tyto stopy Brentnerova prazské-
ho pobytu doplnuje informace z titulni strany torzovité
dochovaného opisu arie v hudebni sbirce klastera ve spis-
ském Podolinci, kde je autor oznacen jako ,prazsky skla-
datel a nejvirtuéznéjsi koncertni mistr kapely kfizovnikd
u paty [Karlova] mostu® (,Boemo Pragensi compositore
et apud RR. PP. Crucigeros ad pedem pontis cappelae
magistro virtuosissimo ibidem®)."’

Prestoze jiné prameny piimo dokladajici Brentnerovo
prazské plisobeni nezname, zdd se zfejmé, ze skladatel
alespon po néjaky cas v Praze pobyval a aktivné se zde
pokousel uchytit pravé prostrednictvim své tvorby. Zaro-
ven vSak nikdy neprerusil kontakt se svym rodnym més-
tem. V seznamu ¢lenti dobranského literatského bratrstva
z roku 1726 je uveden jako ,componista“, avSak jakym
zptisobem a zda vlbec se angazoval v dobfanském hu-
debnim zivoté, o tom konkrétni informace nemame; mis-
to varhanika tehdy zastéval jisty Franz Albrecht.” V rod-
ném mésté skladatel setrval az do konce svého zivota
v roce 1742, kdy 28. ¢ervna piiranni prochdzce nestastnou
nahodou utonul. Matrika zemfelych a denik dobfanské-
ho duchovniho spravce informuji nejenom o neobvyklych
okolnostech Brentnerovy smrti, ale pfinaseji o ném i fadu
dalsich udaji: zemiel jako svobodny mladenec (,iuve-
nis“), trpél epilepsii (,,hinfallende Krankheit“), zaroven
vSak mél povést vynikajiciho a slavného skladatele (,,prae-
clarus componista®“, ,vortrefflicher Komponist®), jenz se

14 Vedle jiz jmenovanych dvou sbirek arii se jedna o Offertoria solenniora,
op. 2 (1717), a Horae pomeridianae, op. 4 (1720). VSechny Brentnerovy sbir-
ky vytiskl Jiti Ondfej Laboun (viz pozn. 23). )

15 SOA Litoméfice, pobocka Décin-Podmokly, fond Ustfedni sprava
thun-hohensteinskych statkti Klasterec nad Ohfi, kart. 431, i. ¢. 1156, zde
&. 7. Utet objevil a paséze z néj citoval Tomislav VoLEk: Die Bedeutung
Prags fiir Zelenkas Leben und Schaffen, in: Zelenka-Studien I. (= Musik des
Ostens: Ostmittvel-, Ost- und Siidosteuropa 14), Barenreiter, Kassel 1993,
s. 17-40 a TYZ: Ceské zdmecké kapely 18. stoleti a evropsky hudebni kontext, Hu-
debni véda 34 (1997), ¢. 4, s. 404-410.

16 Srov. Vaclav Kapsa: Die Musik in der St. Nikolauskirche auf der Prager
Kleinseite in der ersten Hilfie des 18. Jahrhunderts, Musicologica Brunensia 49
(2014), ¢. 1, 5. 189-209, zde s. 200-203.

17 Jednd se o arii Veni, Jesu, panis vitae (Brk 79), SK-J: H-733, viz
< https://opac.rism.info/search?id=570002605 > [cit. 20. 5. 2015].

18 SOKA Plzen-jih, fond Farni tfad Dobrany, balik 7, Kniha konfraternit
1725-1789.



tésil uznani vyssi i nizsi Slechty (,in grossen ansehen bey
allen Hoch: und nidrigen Standts-Persohnen®)."

Opus primum

Pro hudebni milieu ¢eskych zemi té doby se zda byt cha-
rakteristické, ze Brentner svlij opus primum vénoval du-
chovnim ariim, a nikoli triovym sonatam, jak bylo zvykem
jinde.?® Tato skute¢nost je v souladu se zdejsi pfevahou
chramové hudby nad ostatnimi zanry, zaroven vsak také
vypovida o obrovském vlivu nového hudebniho stylu,
ktery pravé tehdy (jako jiz ponékolikaté) ptichazel z Ita-
lie; v Praze byl reprezentovan nejenom dily benatskych
skladateltl v ¢ele s Antoniem Vivaldim, ale soucasné také
skladbami neapolskych nebo fimskych komponist
Jestlize Planicky ve své vySe zminéné sbirce z roku 1723
vyslovné usiloval o vyrovnani se nebo alespon pfiblizeni

o 21
u.

»proslulym italskym 4riim“,?* Brentnerova ctizddost byla
o sedm let dfive nepochybné vedena stejnym smérem. Ve
vyuziti tisténého média pak lze spatiovat nejen jeho skla-
datelské ambice, ale také urcity podnikatelsky zamér — at
jiz na strané skladatele, ¢i tiskate — k némuz pochopitel-
né vnimavost pro ocekavani publika neodmyslitelné pa-
tfi. Zaroven je tfeba vzit v ivahu, Ze tyto tuSené ambice
a zaméry se mohly dspésné uskutecCnit snad pravé jen ve
vzacném obdobi relativniho klidu a hospodaiské prospe-
rity, jakym byla pro prazska mésta a ¢eské zemé druha po-
lovina druhé dekady 18. stoleti.

Brentnerovu prvni sbirku, nazvanou Harmonica duo-
decatomeria ecclesiastica, vydal roku 1716 prazsky tiskafr
Jiti Ondfej Laboun.?® V tiskarné v Karolinu na prazském
Starém M¢sté, provozované jiz jeho otcem, vysla vétSina
prazskych hudebnich tisk@i doby baroka.?* Roku 1714 La-
boun mladsi vydal rozsdhlou sbirku nes$pornich zalmi

19 SOA Plzen, matrika Dobrany 4, 28. 6. 1742, fol. 186v; SOkA Cheb,
fond Premonstrati Tepla, i. ¢. 2445, kniha 230: Memorabilia pro anno Domini
1741 a 1. Januarii per Hroznata Fridrich Capellani Dobfanensis profesii Teplensis,
nefoliovano.

20 Paradigmaticky vliv mély predev$im sonatové sbirky Arcangela Co-
relliho, naptiklad ital$ti skladatelé tehdy obvykle v tisku debutovali sbir-
kou triovych sonat, viz Michael TaLBOT: Vivaldi, 2. opr. vyd., London 1993,
s. 33; v ¢eském prekladu Antonio Vivaldi, Praha 2014, s. 46.

21 (asné a bezprosttedn{ ptijeti chrimové hudby neapolskych skladatelt
v Praze (k némuz pfispélo mimo jiné i zaclenéni Neapolského kralovstvi
do habsburské i{§e roku 1707) doklada BacciaGaLuppi, Rom, Prag, Dres-
den... (viz pozn. 5), zejm. s. 103-138. Sepolkra provozovana v jezuitském
kostele sv. Mikulase na Malé Strané nedlouho pred vydanim Brentnerovy
sbirky zase pochazela z Rima, viz Kapsa, Die Musik in der St. Nikolauskir-
che... (viz pozn. 16), s. 196-200.

22 Planicky tak uvadi v predmluvé An den geneigten Philomusum: ,,...meine
Meinung ist alleinig, denen Anfangern in dieser Kunst etwas darzubieten,
welches denen ansonst hochberithmten Welschen Arien wo nicht gleichet,
doch eines Theils nachfolget.“ Opella ecclesiastica, Johann Jacob Lotter,
Augsburg 1723, Vox Prima Instrumentalis, fol. XX2r.

23 Nazev sbirky byva casto uvadén Harmonica (nékdy téz Harmonia)
duodecatometria ecclesiastica, tato edice jej vSak zachovava v podobgé, v jaké
se vyskytuje shodné na titulnim listu tisku i v dedikaci. Tiskafovo jméno
byva na hudebnich titulech vyti§téno ve znéni Georg Labaun, v textu je
uzita jeho standardizovana forma Jiti Ondiej Laboun, srov. Karel CHYBA:
Slovnik knihtiskarti v Ceskoslovensku od nejstarsich dob do roku 1860 (Strahov-
ska knihovna, suplement), Pamatnik narodniho pisemnictvi, Praha 1966;
Petr Vorr: Encyklopedie knihy: starsi knihtisk a pribuzné obory mezi polovinou
15. a pocatkem 19. stoleti, Libri, Praha 2006, s. 509-510.

24 O zdejsim hudebnim tisku doby baroka psali Jiff SEHNAL: Pobélohorskd
doba (1620-1740), in: Hudba v ¢eskych déjinach: od stiedovéku do nové
doby, 2. vyd., Supraphon, Praha 1989, s. 210-212 a Vaclav Kapsa: Monas-
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benediktina Vaclava Gunthera Jacoba, kterou financoval
sam skladatel a vénoval ji jako osobni votivni dar Bohu za
preziti morové ndkazy.® Neni zcela jasné, kdo financoval
vydani Brentnerovy sbirky, autor ji v§ak dedikoval Matya-
$i Janu Gildeovi rytiti z Altbachu. Jméno tohoto §lechtice
bylo v souvislosti s prazskym hudebnim zivotem dosud
v podstaté nezndmé.?® Dedikanty dalsich prazskych hu-
debnich tiskti ovSem byli pfevazné prislusnici vyssi lech-
ty ¢i vysoce postaveni cirkevni hodnostati. Také Brent-
ner dedikoval hned sviij druhy opus (Offertoria solenniora)
opatovi tepelského klastera Raymundu Wilfertovi II. von
Adlersfeld, kterému své tiskem vydané skladby jiz dfive
pripsal Johann Caspar Ferdinand Fischer a dalsi skladate-
16.?” Matyé$ Jan Gildea rytif z Altbachu se narodil v Pra-
ze, vystudoval prava a zil na Malé Strané, kde s bratrem
provozoval kozeluzskou manufakturu. Zemftel ve stari
Sestactyticeti let 30. prosince 1729, pochovan byl v ma-
lostranském chramu sv. Tomédse.?® MlZeme zatim pouze
spekulovat, zdali a do jaké miry byl pravé on mecenasem,
ktery poskytl Brentnerovi v Praze jisté zazemi.

Urcité podnéty pro uvazovani o vztahu Josefa Brent-
nera k rytifi Gildeovi poskytuje text dedikace. Skladatel
opakované oznacuje Gildeu jako ochrance a mecenase,
coz pochopitelné patfi ke standardni rétorice textti toho-
to druhu. Nékteré dalsi formulace ale vzbuzuji dojem, Ze
Brentner dedikanta del$i dobu znal. Gildea studoval na
malostranském jezuitském gymnaziu pfi profesnim domé
a kostele sv. Mikulase. To je zfejmé z jubilejniho spisu
tamni studentské latinské sodality Narozeni Panny Ma-
rie (Sodalitas B. Virginis Nascentis), v niz Matyas Gildea
roku 1698 zastaval misto druhého asistenta jejiho rekto-
ra.?® Brentner pro malostranské jezuity komponoval prav-
dépodobné roku 1717, jak bylo zminéno vyse, Gildeovi de-
dikovana sbirka vsak vysla jiz roku 1716 a dle dedikace
obsahuje ,dlouho ptipravované arie“, skladatel tak teh-
dy nejspise jiz néjaky Cas v Praze pobyval. Snad byl také
studentem malostranského jezuitského gymnazia, coz by
dobre vysvétlovalo i jeho kontakty s malostranskymi je-
zuity. Jak rytif z Altbachu, tak Brentner mohli pfinalezet
ke spolec¢nosti podilejici se na festivitach pifesahujicich
ramec liturgie a uspésné lakajicich do nové postavené-
ho kostela sv. Mikulase urozené milovniky hudby i §iro-

teries as a “target group” for the Prague music printing business in the first third of
the 18th century?, Hereditas Monasteriorum, v tisku.

25 Viaclav Gunther Jacos: Anathema gratiarum actionis perpetuae Deo ter op-
timo maximo Creatori orbis [...] seu: Psalmi vespertini: pro omnibus totius anni
Sestivitatibus, quibus annexum Te deum laudamus, Georg Labaun, Pragae 1714,
viz téZ Emilian TRoLDA: P. Gunther Jacob (Eine Musikerbiographie), Mittei-
lungen des Vereines fiir Geschichte der Deutschen in Béhmen 53 (1915),
s. 278-294, zde s. 284.

26 Jinak je tomu na poli historie uméni: roku 1720 nechal Matyas Jan
Gildea z Altbachu potidit hodinovy stroj pro kostel Panny Marie Vitézné
na Bilé hofte, viz Joannes STOYBER: Marianischer Weissenberger Grund, oder
Ursprung der Marianischen Weissenberger Andacht, unter dem Titul: S. Maria de
Victoria, Carl Frantz Rosenmiiller, Prag 1721, s. 70-71.

27  Rudolf WALTER: Johann Caspar Ferdinand Fischer, Hofkapellmeister der
Markgrafen von Baden, Peter Lang, Frankfurt am Main 1990, s. 247.

28 Narodni archiv Praha, sbirka Wunschwitz, i. ¢. 298, kart. 10.

29 Manipulus Fructu Centuplo Turgidus, Joannes Wenceslaus Helm, Ve-
tero-Pragae 1729, s. 76, dostupné online: < https://books.google.cz/
books?id=IVFAAAAACAA] > [cit. 27. 9. 2015].
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ké publikum.*® Vzhledem k vékovému rozdilu neni pfilis
pravdépodobné, ze by se mohli setkat jesté jako studen-
ti, seznamy studentti malostranského jezuitského gymna-
zia ani dalsi prameny umoznujici zodpovédét tuto otazku
vSak nejsou znamy.

Brentnerova Harmonica duodecatomeria ecclesiastica
byla ve starsi literatuife mylné nazyvana Hymnodia divina,
coz je vsak titul Brentnerovy druhé sbirky éarii, jez vysla
jako skladateltv tfeti opus v roce 1718 ¢&i 1719.%' Zdrojem
tohoto omylu byl napis na vazbé varhanniho partu jed-
noho - diive jediného zndmého - ze dvou dochovanych
exemplar tisku, u néjz se nedochovala ptvodni titulni
strana (viz popis pramene P (CZ-Bm) v Kritické zprave).
Tento exemplar pochazi z moravskych Kvasic. V inventa-
i1 kvasické hudebni sbirky z roku 1757 se ovSem na pocat-
ku oddilu ,Cantata seu Ariae Diversae...“ objevuje titul
Hymnodia divina hned tfikrit po sobé.*? V prvnim pfipa-
dé je jako autor uveden Villicus, a tato ,,Hymnodia divina
X...“ je tedy nepochybné sbirkou deseti arii tohoto skla-
datele.®® Ob¢ dalsi Hymnodie jsou pfipsany Brentnerovi.
Dodnes dochovany kvasicky exemplar Brentnerovy prv-
ni sbirky je uveden pod ¢islem 3 jako ,,Hymnodia Divina
XII. Impressa...“, dal$i — dnes nedochovana — ,,Hymno-
dia divina“ zapsana pod ¢islem 2 tedy mohla byt bud opi-
sem tohoto tisku, anebo spiSe skutecnou sbirkou Hymno-
dia divina, op. 3. A pravé oznaceni ,hymnodia divina®,
stejné jako texty nékterych Brentnerovych arii (vice z nich
vyslo v op. 3), rovnéz odkazuji k prosttedi jezuitskych la-
tinskych gymnazii: totiz na pisnovy repertoar, ktery se na
téchto skolach uzival k hudebnimu doprovodu ferialnich

ms{.3*

Hudba a texty

V podobé¢ Brentnerovy prvni sbirky je patrna skladatelo-
va — zcela srozumitelnd — snaha sestavit ji ze svych nejlep-
sich skladeb. Jeho arie vydané jen o nékolik let pozdéji ve
sbirce Hymnodia divina jsou totiz vesmés krats$i a napii-
klad party s6lovych housli v nékterych z nich také nejsou
tak efektni a ambiciézni jako v osmé, devaté ¢i desaté arii
prvni sbirky. Totéz pak plati i o vétsiné Brentnerovych arii
dochovanych pouze v rukopisu. Po hudebni strance pred-
stavuje skladateltiv prvni opus v kontextu stfedoevropské
tvorby tohoto druhu do urcité miry novy stupeit kompo-
zi¢niho vyvoje. Nepublikovana Cithara nova jiz zminéné-

30 Na dochovanych libretech sepolker provozovanych v té dobé u sva-
tého Mikulase je zminovana ,edle Music-Befliessene Compagnie®, srov.
Karsa, Die Musik in der St. Nikolauskirche... (viz pozn. 16), s. 196-200.

31 Vice k zaméné obou Brentnerovych sbirek Vaclav Kapsa: Harmonica
duodecatomeria ecclesiastica a Hymnodia divina... (viz pozn. 9). Nepubliko-
vanou diplomovou praci napsala na zékladé kvasického exemplafte tisku
Helena KONEGNA: Josef Jan Brentner a jeho Hymnodia Divina, strojopis,
Univerzita Jana Evangelisty Purkyné (dnes Masarykova univerzita), Brno
1967.

32 Viz Theodora STRAKOVA: Kvasicky inventdr z . 1757, Casopis Moravské-
ho muzea 38 (1953), s. 105-194, zde s. 142. Citace dle Strakové.

33 Balthasar ViLLicus (téz WILLICUS): Lieblicher Ehrenklang, op. 3, Wentzl
Johann Tibelli, K6nig-Gratz [Hradec Kralové] 1723.

34 Vladimir MANAS: Feridini mie na brnénském jezuitském gymndziu a latinsky
pistiovy repertodr v 17. a 18. stoleti, in: Jezuité a Brno. Socidlni a kulturni
interakce koleje a mésta (1578-1773), Hana Jordankova, Vladimir Manas
(ed.), Statutarni mésto Brno, Archiv mésta Brna, Brno 2013, s. 199-210.

ho Josefa Leopolda Vaclava Dukata (1684-1717) z roku
1707 totiz obsahuje skladby inspirované napftiklad s6lovy-
mi motety Giovanniho Battisty Bassaniho (ca 1650-1716),
jez doznala v ¢eskych zemich znac¢né obliby: jde zpravidla
o vicevété kusy sestavajici z arif a recitativii a doprovazené
dvojimi houslemi s continuem. Harmonica duodecatomeria
ecclesiastica naproti tomu zahrnuje, s jedinou vyjimkou,
pouze samostatné arie, a to vzdy o pudorysu da capo.
Dalsi na prvni pohled zfejmou novinkou je hojné uziti
solovych koncertantnich nastroji, a tedy i proménlivé ob-
sazeni arii: vedle standardniho doprovodu dvojich hous-
li (a generalbasu, jak je tomu i dale) uzivad Brentner také
dvoje housle s violou, a dale sélové housle, pficemz v jed-
nom pripad¢ je part urcen alternativné houslim ¢i hoboji.
Sbirku uzavira arie s doprovodem sélovych housli, hobo-
je a fagotu, ktera je — jako jedina z celé kolekce — uvozena
dvoudilnou instrumentdlni sonatou.

Po slovesné strance je mozno sbirky tvorici bezpro-
stfedni kontext Brentnerovy ariové tvorby rozdélit do
dvou skupin. Na jedné strané se nachazeji Dukatova
Cithara nova, svym zaméfenim ponékud vybocujici Vog-
tav Vertumnus vanitatis a dale také — zejména diky recita-
tivim — Planického Opella ecclesiastica: v téchto sbirkach
nalézame vice ¢i méné jedinec¢né texty, které patrné vznik-
ly pravé pro doty¢né kompozice a byly pravdépodobné
vytvofeny pfimo jejich skladateli (to plati pfinejmensim
pro feholniky Dukata a Vogta).*® V piipadé Brentnero-
vych arii (a rovnéz u Balthasara Villicuse) se viak nezda,
ze by sam skladatel mél literarni ambice nebo Ze by snad
spolupracoval s né¢jakym basnikem. Naopak, komponista
evidentné zhudebnuje prevazné jiz existujici texty, které
podle potieby velmi jednoduchym zptisobem (vypousté-
nim slov atp.) modifikuje. Identifikovat v§echny texty ¢i
jejich predlohy se ale u Brentnerovy prvni sbirky zatim
nepodafilo, takze ani uziti nékterych ptivodnich textl
neni vylouc¢eno. K obecné znamym textim patfi marian-
sk pisett Mariae, dum spiro;®® Desidero te pochazi z hymnu
Jesu, dulcis memoria (tzv. Jubilus sancti Bernardi) a k je-
zuitim odkazuje pisen O, Deus, ego amo te, nam prior tu
amasti me (tzv. Affectus sancti Ignatii), jejiz sloky parafra-
zuji duchovni cviceni sv. Ignace z Loyoly. Jiné textové
konkordance zase existuji mezi Brentnerovymi skladbami
a anonymnimi ariemi z pocatku 18. stoleti dochovanymi
v Altmannov¢ sbirce v Moravském zemském muzeu: ve-
dle jiz zminéného hojné zhudebnovaného zpévu O, Deus,
ego amo te jde o texty Plaude, exulta, cor meum a Oderit me
totus mundus.®’

35 Slovesnou slozku sbirky Vertumnus vanitatis Mauritia Vogta pojednal
Martin SvaTtos: P Mauritius Vogt OCist a jeho promény Marnosti, Listy filolo-
gické 120 (1997), ¢. 3-4, s. 300-331.

36 Ulysse CHEVALIER: Repertorium hymnologicum. Catalogue des chants,
hymnes, proses, séquences, tropes en usage dans I’Eglise latine depuis les origines
Jusqu’a nos jours, sv. 2, Imprimerie Lefévre, Louvain 1897, nr. 11155.

37 Moravské zemské muzeum, Oddéleni déjin hudby (CZ-Bm), sign.
A 2018 (Oderit me), A 2019, 2020 (O, Deus), A 2030 (Plaude); ke sbirce viz
Theodora STRAKOVA — Jiff SEHNAL — Svatava PRIBANOVA: Privodce po ar-
chivnich fondech Ustavu déjin hudby Moravského musea v Brné, Ustav déjin
hudby Moravského musea v Brné, Brno 1971, s. 25-27.



Jednim ze zajimavych aspekti Brentnerovy sélové vo-
kalni tvorby je relativné casté opakované uziti tychz tex-
tl. Hned tfi drie nesou titul Desidero te a jejich text tvori
vice ¢i méné modifikovana strofa (v piipadé arie op. 1/10
dvé strofy) z vySe zminéného hymnu. Dalsi texty (Ode-
rit me totus mundus; O, Deus, ego amo te; Ubi, Jesu, quies-
cis a Vos, caelitum favores) pak jsou uplatnény vidy ve
dvou skladbach. Opakované zhudebniovani textl, pii-
padné také jejich drobné modifikace, jaké mtzeme sle-
dovat pravé u arii Desidero te, by mohly nasvédcovat tezi,
ze skladatel - jenz evidentné sam nebyl schopen literar-
ni tvorby — nemél k dispozici dostatek textd vhodnych
pro zhudebnéni v podobé arie.®® Ziroven viak tento jev
muze indikovat urcitou poptavku, kterou Brentner svy-
mi skladbami naplnoval. Rukopisné prameny nelze pres-
n¢ datovat a v ptipadé vydanych skladeb predstavuje rok
vydani pochopitelné pouze terminus ante guem a nikoli da-
tum jejich vzniku, takze chronologii Brentnerovych arii
nelze sestavit. Nékteré rukopisy navic nejsou zcela diveé-
ryhodné, co se notového textu tyce, coz vzbuzuje i otazky
po spolehlivosti autorské atribuce (viz nize). I tak ovSem
stoji za pozornost, ze véechny Brentnerem vicekrat zhu-
debnéné texty (samoziejmé vyjma liturgickych textt, tedy
mesniho ordindria, neSpornich zalmt, magnificat, litanif
a Gloria et honore®®) jsou zastoupeny jiz v jeho prvni sbirce
arii. Tato skutecnost svym zplsobem potvrzuje vyznam,
jaky Brentner@iv prvni opus zastava v jeho tvorbé. Zaro-
ven pak oduvodnuje rozhodnuti zaclenit do predklada-
né edice rovnéz rukopisné dochované arie komponované
na texty vyskytujici se ve skladatelové prvni sbirce; dalsi
dv¢ textové shodné skladby, které Brentner vydal tiskem
ve svém tfetim opusu, véak budou zafazeny az v druhém
dilu této edice.*®

Arie dochované v rukopisech

Tri arie pochézejici z rukopisnych prament reprezentu-
ji v této edici ruzné rozméry skladatelovy sdlové vokal-
ni tvorby a poskytuji tak jeho prvni sbirce vitany kon-
text. Zaroven se prostfednictvim jejich prament — kazda
z kompozic je zndma vzdy pouze z unikatniho zdroje —
dostavame ke klasternim hudebnim sbirkam, které pat-
i1 k nejtypictéjsimu prostredi $ifeni i dochovani Brentne-
rovych dél. V tomto pripadé se jedna o hudebni sbirky
rakouskych klasterd Wilhering a Gottweig, pramen treti
arie pak je slezského ptivodu a dnes je ulozen v Knihovné
Varsavské univerzity.

Sopranova érie Desidero te (Brk 49) se (jako ,,Cantus
ecclesiasticus de Venerabili Sacramento vel de omni tem-
pore“) dochovala v hudebni sbirce cistercidckého kléste-
ra v rakouském Wilheringu, v opisu neznamého kopisty
mistniho plvodu z druhé ctvrtiny 18. stoleti; v téze sbir-

38 Viz Kapsa, Inwieweit die Worter... (viz pozn. 9), kde téz uvedena dalsi
literatura.

39 Text Gloria et honore pochazejici z 8. zalmu je vicekrat uzit v me$nim
propriu jako graduale ¢i offertorium, Brentner jej zhudebnil jako moteto
op. 2/5 (Brk 32) a jako arii op. 3/8 (Brk 54).

40 Jedna se o drie Desidero te, op. 3/6 (Brk 50), a Oderit me totus mundus,
op. 3/11 (Brk 66).
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ce se dale nachazeji dvoje Brentnerovy litanie. VSechny
tfi rukopisy pochdzeji z éry opata Johanna Baptisty Hin-
terholzla IV., jenz po pozaru klastera roku 1733 nechal po-
f{dit mimo jiné i novou hudebni sbirku.*' Ve stejnojmen-
né arii op. 1/10 (Brk 48) jsou sélové housle exponovany
dozajista jako symbolicky prostiedek odrazejici prvni
osobu, v niz se text vroucné a tazavé obraci k Jezisi. Ru-
kopisna arie s nastroji pfevazné v doprovodné roli pred-
stavuje odliSnou cestu hudebniho vyjadieni tychz slov
a v nich obsazeného afektu touhy. Obé skladby vsak vy-
chézeji z ptibuzného hlavniho motivu vystizné deklamu-
jiciho Givodni ,,Desidero te“. Text je v obou ariich expono-
van pomérné volné, skladatel opakuje slova, méni jejich
poradi, v ivodni strofé op. 1/10 také viibec nenalezneme
slovo ,millies®, takze by se mohlo zdat, zZe jde o rozdil-
né texty. Celkové vyrazné ambiciéznéjsi a efektnéjsi arie
op. 1/10 také od pocatku vice rozpracovava otazku ,,quan-
do venies®, na niz pfijde odpovéd v tempové i afektové
kontrastnim stfednim dilu — v rdmci Brentnerovy tvorby
nezvykly prvek — s textem jiné strofy téhoz hymnu. Opro-
ti tomu v druhé arii skladatel exponuje spise ivodni slo-
vo textu a po celou dobu zlistava v niterné a meditativni
poloze. Jesté jiné pojeti téhoz textu prinasi arie op. 3/6
(Brk 50), kterd bude obsazena v druhém dilu edice.
Pozoruhodnou paralelu k zavére¢né arii O, Deus, ego
amo te, op. 1/12 (Brk 63), nabizi stejnojmenné ,Concerto
seu Aria“ (Brk 64) pochazejici z benediktinského opatstvi
Gottweig. Osobou zodpovédnou za to, ze tamni hudeb-
ni sbirka je dnes viilbec nejvyznamnéjsim nalezistém ru-
kopisnych pramenti Brentnerovych skladeb s celou fadou
unikatné dochovanych komporzic, je s nejvétsi pravdépo-
dobnosti dlouholety géttweigsky regenschori P. Maurus
Brunnmayr (1688-1748). Ten v roce 1714 studoval filozofii
v Praze,** kde jisté osobné poznal fadu hudebnikd, patrné
vcetné Josefa Brentnera. Nejvice gottweigskych rukopisti
Brentnerovych skladeb je psano pravé rukou P. Maura,
nalezneme v$ak mezi nimi i tfi skladatelovy autografy.*®
Dalsi dva rukopisy — arie Venite ad me (Brk 80) a doty¢-
na O, Deus, ego amo te (Brk 64) — maji s témito autografy
spolecné rysy, zaroven se vSak v nékterych vyznamnych
znacich odlisuji. Mohlo by se pfesto jednat o Brentnerovy
autografy? Je jisté mozné, ze se skladateltiv rukopis casem

41 Osterreichisches Musiklexikon Online, Rudolf Flotzinger (ed.), < http://
www.musiklexikon.ac.at/ > [cit. 16. 7. 2015]. Dalsi, dnes nedochovana
Brentnerova skladba se ve sbirce nachazela jesté pocatkem 20. stoleti pod
signaturou 771; v listkovém katalogu sbirky (RISM ID 605002205) je uve-
deno: ,,Prentner: Co[n]certus ecclesiasticus fur Alt Solo, 2 Violinen, 1 Vio-
la, Orgel No. 15“. Toto sdéleni a dalsi cenné informace mi poskytl spravce
wilheringské hudebni sbirky Stefan Ikarus Kaiser.

42 Friedrich W. RIEDEL: Musikpflege im Stifi Gottweig unter Abt Gottfried
Bessel, in: Gottfried Bessel (1672-1749), Diplomat in Kurmainz — Abt von
Gottweig, Wissenschaftler und Kunstmézen, Franz Rudolf Reichert (ed.),
Gesellschaft fiir Mittelrheinische Kirchengeschichte, Mainz 1972, s. 141-
172.

43 Jedna se o dvé mie a jedno requiem, A-GO, sign. 45, 46 a 47. Jako au-
tografy byly tyto prameny urceny na zakladé¢ naprosté shody jejich pisma
s prazskymi prameny, viz Kapsa, Die Musik in der St. Nikolauskirche... (viz
pozn. 16), s. 202-203. Prazské autografy je mozno s jistou davkou prav-
dépodobnosti datovat kolem roku 1717, je tedy myslitelné, ze gottweigské
autografy mohly vzniknout napiiklad jiz za prazského pobytu P. Maura.
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ménil, pak by obé¢ arie pravdépodobné pochazely z poz-
déjsi doby, snad z poloviny dvacatych let 18. stoleti.**

V pripadé tak barokné vasnivého vyznani lasky
k Bohu, jaké pfedstavuje text pisné O, Deus, ego amo te,
bylo skladateli zfejmé malo pouze zhudebnit slova. Snad
z tohoto diivodu jsou pravé tyto dvé arie — v kontextu
Brentnerovy tvorby vyjime¢né — uvozeny pomérné roz-
sahlymi dvoudilnymi sondtami, v nichz se autor evident-
né snazi ptsobit na posluchacovy emoce jak barevnou
zvukovosti (v sélovych rolich se predstavuji housle, ho-
boj a fagot v prvni, a housle a viola v druhé skladbé¢), tak
virtuozitou (naroc¢ny violovy part zdatné sekunduje partu
houslovému). Arie nésledujici po tivodnich sonétach jsou
pokazdé ve volném tempu a zacinaji pfimo devizou, tedy
bez instrumentéalniho ritornelu. Arie v op. 1/12 ma ptido-
rys da capo, zatimco ve druhé skladbé jde o tzv. aria da
chiesa, tedy o arii bez navratu da capo (viz pozn. 5). Dru-
ha z arii je opatfena jeSté jednou z dalich strof téze pisné;
tento text nebyl pfipsan dodatecné, je tedy ziejmé, zZe se
nejedna o alternativu prvniho textu, nybrz ze ma arie za-
znit dvakrat po sobé, coz jeji formalni feseni bez problé-
mu umoznuje.

Zatimco rukopis arie O, Deus, ego amo te 1ze oznacit za
obsahové velmi konzistentni a spolehlivy, opis arie Ubi,
Jesu, quiescis (Brk 77) v tomto ohledu piedstavuje pravy
opak. Tato ,,Cantilena® je dochovana v Knihovné Varsav-
ské univerzity v jediném prameni spolu s dalsi skladbou
podobného druhu, ktera je rovnéz pfipsana Brentnerovi.
Rukopisné party jsou slezského pavodu, pricemz bliz-
$i udaje o provenienci nejsou znamy. Obsahuji takové
mnozstvi chyb, zZe je mozno vazné pochybovat o udaném
autorstvi skladby.*® Na druhou stranu neni vylouceno, Ze
chyby a zavazné nekonzistence byly zptisobeny rychlym,
nepofadnym ¢i nekompetentnim opisem. Skladba patii
k typu sélové vokalni kompozice, jaky v Brentnerové prv-
ni sbirce neni zastoupen, avsak v jeho ostatni tvorbé se
ojedinéle vyskytuje: spiSe nez arii se blizi pisni a vyzna-
¢uje se jednoduchou linkou zpévniho hlasu, jenz je do-
provazen pouze vyssimi smycci, zatimco bas se pfipojuje
jen v ritornelech. Ve srovnani s touto prostou kompozi-
ci ovSem jasné vystupuje do popredi rafinovanost stejno-
jmenné arie op. 1/2 (Brk 76) s ptisobivymi echy mezi s6-
lovym nastrojem a zpévnim partem. Pozoruhodny je také
uvodni motiv, jehoz vyznéni se v mezihte po devize diky
diivéj$imu nastupu napadité proménuje (srov. takty 11-
12): o mélo pozdéjsi upravovatelé vnimali tuto nepravi-
delnost jako chybu. Arie Ubi, Fesu, quiescis, op. 1/2, se to-
tiz navic dochovala hned ve dvou dobovych anonymnich
upravach, jednou pietextovana na Alma redemptoris Mater,
podruhé radikalné prepracovana po frantiskanském zpa-

44V letech 1725 a 1726 si P. Maurus opsal nékolik Brentnerovych arii.
Mohla byt snad tato aktivita podnicena néjakou (nedolozenou) zéasilkou
Brentnerovych skladeb obsahujici oba mozné autografy, nebo snad dokon-
ce (rovnéz nedolozenou) navstévou skladatele ptimo v Gottweigu?

45  Pouze na zakladé cetnych chyb a vad ve vedeni hlast vylucuje Emilidn
Trolda Brentnerovo autorstvi v ptipadé Responsorii dochovanych pod jeho
jménem a dnes zndmych pouze z Troldovy spartace, viz rukopisna pred-
mluva spartace, CZ-Pnm, sign. XXVIII F 230.

sobu, kdy z ptivodni arie zbyl pouze zpévni part opatteny
novym generalbasovym doprovodem (srov. popis prame-
ni Arrl a Arr2 v Kritické zpravé, s. 82).

K recepci Brentnerovych arii
Brentnertiv opus primum pravdépodobné nebyl vydan ve
velkém nakladu. Nasvédcuje tomu nejenom mizivy pocet
dochovanych exemplaii, ale naptiklad také fakt, ze mezi
n¢kolika prazskymi hudebnimi tisky uvadénymi v nabid-
kach augsburského tiskafe Lottera z pocatku tficatych let
18. stoleti zddnou Brentnerovu sbirku nenajdeme.*® To lze
ovSem také interpretovat jako doklad jejich oblibenosti —
zfejmé uz tehdy davno nebyly k mani. Vyraznym rysem
je znacna a nepochybné zamérna univerzalnost v nich
obsazenych skladeb. Arie v Brentnerové prvni shirce tak
nemaji vyznacené liturgické uréeni, na rozdil od sbirky
Dukatovy, Planického a mnohych dalsich. Mohly slouzit
k nejriznéjsim uceltim, jako offertoria ¢i graduale, jako
hudebni doprovod ¢tené mse, jako hudba k pozdviho-
vani, ke communiu, k Nejsvétéjsi Svatosti atd. Krysta-
lickym vyrazem této univerzality je specifikace v opisu
Brentnerova op. 1 (viz Kritickd zprava, pramen G, s. 80),
kde jsou v obsahu vSechny drie kromé treti marianské
(»de B. V. Maria“) oznaceny pokynem ,,per ogni tempo*.
Univerzalni zaméfeni Brentnerovych érii ve spojeni
s jejich atraktivnim hudebnim zpracovanim meélo zajisté
podil na zna¢ném rozsifeni, kterého se jim dostalo bez-
prosttedné po vydani sbirky. O jejich popularité vypovi-
dé napiiklad hudebni inventai benediktinského klaste-
ra v Rajhradu z roku 1725: bezmala tficeti skladbami je
v ném Brentner druhym nejcastéji zastoupenym sklada-
telem, pficemz mezi nimi nalezneme hned osm 4rii z jeho
op. 1.7 Arie z téze sbirky jsou evidovany i v hudebnich
inventdfich cistercidckého klastera v Oseku,*® piaristic-
ké koleje ve Slaném*® a snad i v Kosmonosich (pokud se
skryvaji pod pausalnim oznacenim ,,10 Cantus Brentneri-

46 Verzeichnus der Musicalischen Biichern, welche bey Fohann Facob Lotter,
Buchdrucker und Handlern in Augspurg, zu haben sind, 1755. Viz téz nejstarsi
znamou Lotterovu nabidku z roku 1725, jejiz faksimile otiskl Hans RHEIN-
FURTH: Der Musikverlag Lotter in Augsburg (ca. 1719-1845), H. Schneider,
Tutzing 1977, s. 47.

47 Jedna se o arie Plaude, exulta; Ubi, Jesu, quiescis; Mariae, dum spiro; Vos,
caelitum favores; Cor meum; Hoste devicto; Quam suavis amor a O, Deus, ego
amo te, viz Theodora STRAKOVA: Rajhradsky hudebni inventdr z roku 1725,
Casopis Moravského muzea 58 (1973), s. 217-246.

48  Catalogus Musicaliorum [hudebni inventar ¢. 2, 1720/1733], CZ-Pnm,
fond Osek (cistercidci), ¢. pt. 65/52, eviduje z Brentnerovych érii obsaze-
nych v této edici na fol. 10r: Vos, caelitum favores; Ubi, Fesu, quiescis; Hoste
devicto; Oderit me totus mundus (arie pro alt, je tedy pravdépodobné totozna
s op. 1/7); Te, sub farre latens nummen; fol. 10v: Cor meum tibi dedo; fol. 11r:
Quam suavis amor; fol. 11v: Cor meum tibi dedo; Te, sub farre latens nummen;
fol. 33r: Mariae, dum spiro.

49 Inventarium Rerum et instrumentorum Musicalium Chori Slanensis Schola-
rum Piarum..., SOKA Kladno, fond Piaristické gymnasium humanitni Sla-
ny, eviduje v piipisech z roku 1751 na pag. 29 Brentnerovu arii Cor meum
tibi dedo, na pag. 55 bez uvedeni autora arii Plaude, exulta, cor meum, snad
totoznou s Brentnerovym op. 1/1.



um*),*® v Eisenstadtu® ¢i v rumunském Brasové®?; zadna
z téchto hudebnin se v§ak nedochovala. Opisy jednotli-
vych arif z tohoto dila nalezneme v hudebnich fondech
v Gottweigu, Varsavé (ptivodné ve Vratislavi), jiz zminé-
ny opis celé sbirky byl pofizen az v odlehlém $vycarském
Engelbergu (viz Kriticka zprava, pramen C, s. 80). S pro-
ménou hudebniho stylu a predev$im s obrovskym rozma-
chem techniky pfetextovani opernich arif vsak Brentnero-
vy skladby postupné upadly do zapomnéni.

Duchovni arie Josefa Brentnera maji zna¢nou vypo-
védni hodnotu pro poznani lokalniho hudebniho zivo-
ta prazskych mést a Ceskych zemi, pro zkoumani zdejsi
hudebni tvorby a pro studium recepce dobovych kom-
pozi¢nich modelt a vzorti. S pomérné vyznamnou tvirci
stopou, jakou po sobé Brentner zanechal, ponékud kon-
trastuje nejen stavajici nedostatek informaci o jeho zivoté,
ale také pomérné dlouho trvajici vymizeni jeho jména ze
zorného thlu pisateld déjin ceské hudby. Pozornost ces-
kych badatelti byla velmi dlouho orientovana predevsim
narodnostné a zaméfena pfednostné na domaci skladate-
le ¢eského jazyka, at jiz ptsobici doma ¢i za hranicemi
své rodné zemé. Brentner byl naproti tomu jiz na zakla-
dé svého jména fazen k ¢eskym Némctim a toto ,pode-
zfeni® se proménilo témér v jistotu Troldovym zjisténim
Brentnerova rodi§té v Sudetech.®® Skladatel@iv prvni opus

50 Zdenék CuLka: Inventdre hudebnich ndstrojii a hudebnin piaristické koleje
v Kosmonosich, in: Piispévky k déjinam ¢eské hudby II, Academia, Praha
1972, s. 5-43, zde s. 15.

51 Tt Brentnerovy skladby evidovany v tzv. Wernerové katalogu (1737—
1738), z nich ,Vas coelitum® snad totoznd s op. 1/4. Srov. Janos HARICH:
Inventare der Esterhazy-Hofmusikkapelle in Eisenstadt, The Haydn Yearbook /
Das Haydn Jahrbuch 9 (1975), s. 5-125, zde s. 23.

52 Erich Hermann MULLER VON Asow: Die Musiksammlung der Biblio-
thek zu Kronstadt [Brasov], Gott, Kronstadt 1930, zde na s. 149-150 evido-
van ,Sammelband enthaltend 56 Arien mit geistlichen Texten aus dem
XVIIIL Jahrhundert...“, v ném ,Nr. 20: Plaude, exulta cor meum... (Freu-
de, Freude, rufen die Engel...) fur Sopran, 2 Violinen, Orgel®, snad totoz-
nasop. 1/1.

53 Emilian TroLDA: Hudebni pamdtky v pohranici ve vztahu k nasi hudbé,
Cyril 71 (1946), s. 28-34, zvl. s. 29.
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vSak predstavuje vyznamnou a svébytnou domaci tvarci
odpovéd na dobové podnéty pfichazejici zejména z Ita-
lie. Cilem pfedkladané kritické edice, kterd vychazi po
tfech stoletich od vydani Brentnerovy prvni tisténé sbir-
ky, je zptistupnit tato dila jak pro studium a redefinici je-
jich mista v déjinach star$i hudby v ¢eskych zemich, tak
pro siroké spektrum zajemct o ozivovani jejich zvukové
podoby.

Tato edice by nevznikla bez vstficnosti knihoven
a archivli uchovavajicich prameny vydavanych skladeb.
Zvlastni podékovani si zaslouzi Knihovna Varsavské
univerzity a hudebni archivy cistercidackého klastera ve
Wilheringu a benediktinského klastera v Gottweigu, které
svolily k otiSténi reprodukci pramenti ze svych sbirek. Po-
moc pfi praci s prameny laskavé poskytli Ewa Hauptman-
-Fischer, Stefan Ikarus Kaiser, P. Gregor M. Lechner OSB,
P. Lukas Helg OSB, Piotr Maculewicz a Irena Vesela. Za
procteni notového textu a cenné rady jsem zavazan Pablu
Kornfeldovi, ktery se také ujal revize ¢islovaného basu;
generalbasovy part s revidovanym a doplnénym c¢islova-
nim je spolu s dal§imi provozovacimi materialy dostupny
online na webovych strankdch Academus Edition (http://
www.academusedition.cz/).

Vaclav Kapsa
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Foreword

Sacred arias of the first decades of the eighteenth centu-
ry were discovered by the musicologist Emilian Trolda as
a topic for music history in the Czech Lands. The edition
of arias by Josef Antonin Planicky and the article con-
nected therewith about this previously entirely unknown
Czech composer were among Trolda’s very first published
works." Also indicative of the importance of this repertoire
for Trolda is an anthology of arias that he compiled and
arranged into several volumes by voice type. The anthol-
ogy contains both independently composed works and
arias excerpted from larger sacred compositions.? Solo
vocal compositions do, in fact, represent suitable terrain
for monitoring more carefully the process by which local
composers were assimilating new stylistic impulses and
musical genres: instrumental music, which was also in the
throes of such a process at the time, has been preserved
only sporadically in the case of the works of Bohemian
composers, and some important musical genres and op-
era in particular were developing only to a limited extent
or with somewhat of a delay in the Czech Lands for exter-
nal reasons.® On the other hand, solo compositions with
sacred texts have been preserved in a significant quanti-
ty, and the repertoire of this music even exhibits certain
signs of autonomous musical development. At the same
time, these are attractive works worthy of the attention
of a broad range of persons interested in the music of the
Czech Lands during the Baroque era; it was, incidental-
ly, for them that Trolda’s anthology with its practical ap-
proach was primarily intended.*

1 Josef Antonin PLANICKY: Aria de communione ex ,,Opella ecclesiastica® ab
anno 1723, ed. Emilian Trolda, Edice Cesk4 hudba [Czech Music Edition],
Kutna Hora [1913]; Emilian TrRoLDA: “Josef Antonin Planicky (Piispévek
k jeho zivotopisu)” [Josef Antonin Plénicky (A Contribution to His Bio-
graphy)], Ceskd hudba 20 (1913), no. 3, pp. 21-23.

2 Most of these manuscript anthologies have been preserved in the Trol-
da Music Collection kept at the National Museum — Czech Museum of
Music (CZ-Pnm), shelf mark XXVIII D 75 and 76; cf. Alexander BUCHNER:
Hudebni sbirka Emilidna Troldy [The Music Collection of Emilian Trolda],
Narodni museum, Praha 1954, no. 406, pp. 96-100.

3 Seee.g. Angela RomagNoLL: “From the Habsburgs to the Hanswursts,
up to the Advent of Count Sporck: the Slow Progress of Italian Opera on
the Bohemian Scene”, in: Italian opera in Central Europe, Vol. I: Institutions
and ceremonies, Melania Bucciarelli, Norbert Dubowy, Reinhard Strohm
(ed.), Berliner Wissenschafts-Verlag, Berlin 2006, pp. 67-97.

4 Inthe anthologies, Trolda replaced the original instrumental accompa-
niments to the arias with piano reductions.

Concertante church music for solo voice reached one
of the highpoints of its popularity in the late seventeenth
and early eighteenth centuries. Its development, however,
was progressing in parallel in various church denomina-
tions and geographical areas, and that fact is one of the
causes for the lack of uniform terminology found both
in the extensive — and still relatively little researched —
repertoire and in modern studies of this music. Like Ital-
ian, French, or German composers, the composers from
the Czech Lands usually compiled their independently
composed arias, solo motets, or cantatas into collections,
and a number were printed at the time when they were
written.® Trolda found six of them in Czech sources, and
he reconstructed the scores from parts. Their compos-
ers were Josef Leopold Vaclav Dukat, Johann Joseph Ig-
naz Brentner, Balthasar Villicus, Mauritius Vogt, and the
aforementioned Josef Antonin Planicky, whose collection
Opella ecclesiastica dated 1723 received the most attention
from Trolda.® Camillo Schoenbaum later focused on the
same collection in his pioneering dissertation on the solo
motet.” Of the repertoire in question, so far only Opella
ecclesiastica has also been published in a modern critical
edition; in the foreword to that edition, Jiti Sehnal identi-

5 For Brentner’s compositions, this edition maintains the designation
“aria” that the composer himself actually used in the subtitle of his first
collection. In the literature, these compositions also tend to be categorized
as solo motets or cantatas; see e.g. Zdeiika PILKovA: “Instrumentace kantat
autortt z Cech v prvni poloviné 18. stoleti” [The Instrumentation of Can-
tatas by Composers from Bohemia in the First Half of the 18* Century],
Hudebni véda [Musicology] 14 (1977), no. 2, pp. 146-159, or the study by
Camillo Schoenbaum cited below (see footnote no. 7). The choice of the
adjective “sacred” in the title of this edition is intended to avoid any over-
lapping with the term aria da chiesa / Kirchenarie, which is used as a desig-
nation for a specific musical form; see e.g. Claudio BacciacaLuppr: Rom,
Prag, Dresden. Pergolesi und die neapolitanische Messe in Europa, Barenreiter,
Kassel 2010, pp. 60-66.

6 The manuscript scores are available in Trolda’s estate at CZ-Pnm; cf.
BUCHNER, Hudebni sbirka... (see fn. 2) or inventory no. 199 available on
line: <http://retris.nkp.cz/Catalog?sigla=ABX001> [access 8 June 2016].
For a comparison of Planicky’s collection Opella ecclesiastica with other col-
lections of arias, cf. Emilidan TroLDA: “Josef Antonin Planicky”, Cyril 59
(1933), pp. 100-113.

7  Camillo SCHOENBAUM: Beitrige zur solistischen katholischen Instrumen-
talmusik des Hochbarocks mit besonderer Berticksichtigung F. A. Planiczky’s
(16912-1732), diss. Wien 1951; Camillo ScHoENBAUM: “Die ‘Opella ecclesi-
astica’ des Joseph Anton Planicky (1691?-1732), eine Studie zur Geschichte
der katholischen Solomotette im Mittel- und Hochbarock”, Acta musicolo-
gica 25 (1953), pp. 39-79.



fies Planicky as a possible inspirational model for Brent-
ner’s arias.® Brentner’s place of importance in this field
has since been underscored by the discovery that he is the
composer of two printed collections of arias (the second
has been preserved without a title page and is known only
by Trolda’s designation “Anonymous 1718”), and that to-
gether with arias preserved only in manuscripts (incom-
plete in some cases), he is now known to have written
nearly forty works in this genre.®

This edition has been divided into two volumes be-
cause of its total length and to facilitate practical use of
the score. Volume One contains Brentner’s collection Har-
monica duodecatomeria ecclesiastica, op. 1, which consists
of twelve arias accompanied by a variety of instrumen-
tal combinations, and also three arias preserved in manu-
script, composed to the same texts as arias published in
the collection in question. Volume Two will contain the
collection Hymnodia divina, op. 3, and a selection of the
remaining arias from manuscript sources. Like the com-
poser’s first printed collection, Volume I of the edition
contains only arias for soprano or alto, while Volume Two
also contains tenor and bass arias, again coinciding with
the broader scope of the composer’s other collection.

The Composer

Johann Joseph Ignaz Brentner was born in Dobrany near
Pilsen in the autumn of 1689."° He was baptized on 3 No-
vember of that year as “Joannes Josephus”, and the same
names appear in the record of the composer’s death. From
the title pages of his works, however, it is clear that he pre-
ferred the name Joseph: that is the only given name found
on the autograph manuscripts of his works, on some of
the copies, and on the collection Horae pomeridianae,
op. 4, while three earlier collections bear the names in
the order Joseph Johann Ignaz." The composer’s parents

8  Josef Antonin PLANICKY: Opella ecclesiastica (Musica antiqua bohemica
11/2), ed. by Jiti Sehnal, 2°¢ edition, Supraphon, Praha 1988, p. IX.

9 Cf. Vaclav Kapsa: “Harmonica duodecatomeria ecclesiastica a Hym-
nodia divina. Dv¢ sbirky arii Jana Josefa Ignice Brentnera” [Harmoni-
ca duodecatomeria ecclesiastica and Hymnodia divina. Two Collections
of Arias by Jan Josef Ignac Brentner], Acta.musicologica.cz (2006), no. 2,
< http://acta.musicologica.cz/ > [access 8 July 2015] and Véaclav Kapsa:
“Inwieweit die Worter von Wichtigkeit waren? Zum Wort-Ton-Verhiltnis
in Arien von Joseph Brentner und anderen mitteleuropdischen Komponis-
ten des ersten Drittels des 18. Jahrhunderts”, in: Musikalische und literarische
Kontexte des Barocks in Mitteleuropa /' in der Slowakei, Slavisticky tstav Jana
Stanislava, Bratislava 2015, pp. 145-162. The catalogue of Brentner’s com-
positions (the abbreviation Brk) will be published within upcoming book
about the composer.

10 Statni oblastni archiv Plzen (SOA Plzen) [State Regional Archives in
Pilsen], matrika Dobtany [ Dobtany parish register]| 3, 3 Nov. 1689, fol. 85v.
1 In the title of this edition, the composer’s given names are written in
their basic, standardized German form as “Johann Joseph Ignaz”, as they
appear in the latest editions of the encyclopedias Grove Music Online and
MGG and in the RISM database of musical sources. The reason for this is
that Brentner was probably a German-speaking Bohemian. In the accom-
panying texts, however, the edition prefers to show the composer’s given
names spelled in both languages in use in the country based on period
practice: in the Czech text they are written using Czech spelling, while in
the foreign language text, they are spelled in the German manner. Where
brevity is required, of the composer’s three given names, using the name
“Joseph” is most appropriate. A possible reason for his preference for his
second given name may have been that his older brother had been bap-
tized with the same names but died soon after birth; cf. SOA Plzer [State
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were apparently among the elite of Dobfany." His father
was a member of the city council and was well known for
struggling against the monastic establishment and its rep-
resentatives for the rights of the townsfolk (Dobfany was
the property of the Premonstratensian convent in nearby
Chotésov)."™ We have no information about Joseph Brent-
ner’s general or musical education. We can only surmise
based on his later activities that he may have studied at
one of the Jesuit grammar schools (see below).

Later, the composer’s fate became connected with
Prague, where four collections of his compositions were
published in print between 1716 and 1720."* Of course, the
fact of publication in itself is not proof of a longer stay by
the composer in Prague — collections of music by Adam
Michna from Jindfich@v Hradec, for example, had al-
ready been published there with a similar frequency. The
text on the title page of Brentner’s fourth collection as
well as some other sources show that the composer was
working in the Lesser Town at the time. In December of
1717 in Prague, Sebastian Erhardt, the “director musicae”
for Count Thun, purchased fifteen instrumental compo-
sitions by Brentner together with concertos by Gottfried
Heinrich Sté6lzel and Sylvius Leopold Weiss." Probably
that same year, Brentner composed at least sixteen funeral
motets to German texts for the Confraternity of the Dead
at the Jesuit Church of St Nicholas in the Lesser Town
of Prague. Three of these motets have been preserved to
this day in the form of the composer’s autograph manu-

Regional Archives in Pilsen], matrika Dobfany [Dobtany parish register]|
3, 29 March 1687, fol. 23v.

12 In the registrar’s records of the marriage of the parents in 1684, the
bridegroom is identified as “Spectabilis ac Doctissimus Dominus”, SOA
Plzen [State Regional Archives in Pilsen], matrika Dobtany [ Dobiany par-
ish register| 3, 13 Feb. 1684, fol. 151v. The father’s knowledge of Latin is
apparent from the records of his litigation with the parish priest in Dobia-
ny in 1696, documented by Antonin PoprLaHA: Déjiny arcidiecése praZské
od konce stoleti 17. do pocdtku stoleti 19. [History of the Prague Archdiocese
from the End of the Seventeenth Century until the Beginning of the Nine-
teenth], Dédictvi sv. Prokopa, Praha 1917, p. 260 ff.

13 Reports on the complaints of the burghers initiated by Johann Georg
Brentner are found in a manuscript history of Dobfany preserved at the
SOKA [State District Archives] in Cheb, fond premonstrati Tepla [collec-
tion of the Premonstratensians in Tepla], inv. no. 659, box 100, fol. 227ff.
Also see [Thadd'aus Mveixner, Memorabilia monasterii Chotieschovicen-
sis], fol. 547-548, NK CR [National Library of the Czech Republic], fond
Tepla [Tepla collection], shelf mark Tepla MS. D 6, fol. 547-548 and Kro-
nika mésta Dobfany 1836~-1890 [ Dobiany Municipal Chronicles], pp. 15-16,
accessible online at < http://www.portafontium.eu > [access 20 May 2015].
Also see Miloslav BELOHLAVEK: “Dobtany za feudalismu” [ Dobtany under
Feudalism], Minulosti zdpadoceského kraje [The Past of the West Bohemia
Region] XVI, Plzen 1980, pp. 167-189, here p. 183.

14 Besides the two aforementioned collections of arias, this involves Of
Sfertoria solenniora, op. 2 (1717) and Horae pomeridianae, op. 4 (1720). All of
Brentner’s collections were printed by Jiff Ondfej Laboun.

5 SOA Litoméfice [State Regional Archives in Litoméfice], pobo¢-
ka Déc¢in-Podmokly [Dééin-Podmokly branch], fond Ustfedni sprava
thun-hohensteinskych statkiit Klasterec nad Ohti [collection of the Central
Administration of the Thun-Hohenstein Estates in Kldsterec nad Ohifi],
box 431, inv. no. 1156, here no. 7. The bill was discovered and the passage
from it was quoted by Tomislav VoLEk: “Die Bedeutung Prags fir Zelen-
kas Leben und Schaffen”, in: Zelenka-Studien I. (= Musik des Ostens: Ost-
mittel-, Ost- und Stidosteuropa 14), Kassel 1993, pp. 17-40, and Tomislav
Vorek: “Ceské zdmecké kapely 18. stoleti a evropsky hudebni kontext”
[Czech Palace Musical Ensembles of the Eighteenth Century and Their
European Musical Context]|, Hudebni véda 34 (1997), pp. 404-410.
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scripts.”® These traces of Brentner’s stay in Prague are then
supplemented by information from the title page of a pre-
served fragment of a copy of an aria in the music collec-
tion of the monastery in Podolinec, on which the author
is described as “a Prague composer and the most virtu-
osic concertmaster of the ensemble of the Knights of the
Cross at the foot of [Charles] Bridge” ( “Boemo Pragensi
compositore et apud RR. PP. Crucigeros ad pedem pontis
cappelae magistro virtuosissimo ibidem”)."”

Although we have no other sources directly document-
ing that Brentner was working in Prague, it seems ob-
vious that the composer spent at least some time in the
city, and that he actively tried to establish himself there
through his composing. At the same time, however, he
never cut off his contacts with his birthplace. In the list
of members of the Dobrany literary confraternity from
the year 1726, he is listed as a “componista”, although we
have no concrete information about how, if at all, he was
involved with the musical life of Dobrany; by that time,
the organist there was Franz Albrecht."® The composer re-
mained in the town of his birth until the end of his life
in 1742, when he drowned accidentally on 28 June while
on a morning walk. The registrar’s death records and the
daily journal of the Dobrany Pastoral Administrator re-
port about the unusual circumstances of Brentner’s death,
and they also provide several other pieces of information:
he died a bachelor (“iuvenis”) and suffered from epilep-
sy (“hinfallende Krankheit”), but at the same time he
had a reputation as an excellent and renowned compos-
er (“praeclarus componista”, “vortrefflicher Komponist™)
who had earned recognition from the upper and lower no-
bility (“in grossen ansehen bey allen Hoch: und nidrigen
Standts-Persohnen”)."

Opus primum

For the musical milieu of the Czech Lands at the time, it
seems to be characteristic that Brentner devoted his opus
primum to sacred arias and not to trio sonatas, as was cus-
tomary elsewhere.? This fact is in accordance with the lo-
cal predominance of church music over other genres, but
at the same time it corresponds to the enormous influence
of a new musical style that was just arriving from Italy (as

16 Cf. Viclav Kapsa: “Die Musik in der St. Nikolauskirche auf der Prager
Kleinseite in der ersten Hilfte des 18. Jahrhunderts”, Musicologica Brunen-
sia 49 (2014), no. 1, pp. 189-209, here pp. 200-203.

17 This involves the aria Veni, Jesu, panis vitae (Brk 79) SK-J: H-733, see
< https://opac.rism.info/search?id=570002605 > [access 20 May 2015].

18 SOKA Plzen-jih [State District Archives, Pilsen — South], fond Farni
ufad Dobftany [collection of the Dobtany Parish Office], packet 7, Kniha
konfraternit 1725-1789 [Book of Confraternities 1725-1789].

19 SOA Plzen [State Regional Archives, Pilsen], matrika Dobtany
[Dobiany Parish Register] 4, fol. 186v (28 June 1742); SOKA Cheb [State
District Archives, Cheb], fond Premonstrati Tepla [collection of the Pre-
monstratensians in Tepld], inv. no. 2445, book 230: Memorabilia pro anno
Domini 1741 a 1. Januarii per Hroznata Fridrich Capellani Dobranensis profesii
Teplensis, sine folio.

20 Arcangelo Corelli’s collections of sonatas in particular were of para-
digmatic influence; for example, the Italian composers of the day usually
made their debut in the field of printed music with a collection of trio
sonatas; see Michael TaLBOT: Vivaldi, 2" corrected edition, London 1993,
p- 33.

had happened several times already); in Prague, this style
was represented not only the works of Venetian compos-
ers led by Antonio Vivaldi, but also, at the same time, by
the works of composers from Naples or Rome.?' While
Planicky was explicitly attempting to come to terms with
the “famed Italian arias” or at least to approximate them
in his 1723 collection,?* Brentner’s efforts from seven years
earlier were undoubtedly headed in the same direction.
In his effort to take advantage of the print medium, one
can observe not only his ambitions as a composer, but
also a certain entrepreneurial intent (whether on the part
of the composer or the printer), and responsiveness to
the expectations of the public would of course have been
an essential component of such an undertaking. At the
same time, one must take into consideration that these
perceived ambitions and intentions could probably only
have been realized successfully during the rare period of
relative peace and economic prosperity that the latter half
of the second decade of the eighteenth century turned out
to be for Prague and the Czech Lands.

Brentner’s first collection, titled Harmonica duodeca-
tomeria ecclesiastica, was published in 1716 by the Prague
printer Jiff Ondfej Laboun.?® It was at this print shop,
which had already been operated by his father at the Karo-
linum in Prague’s Old Town, that most of Prague’s print-
ed music originated during the Baroque era.?* In 1714,
the younger Laboun published an extensive collection of
Psalms for Vespers by the Benedictine Wenzel Gunther
Jacob, which was paid for by the composer himself, dedi-
cating it as a devotional offering to God in thanks for his

21 The immediate welcoming of church music by Neapolitan compos-
ers in Prague (caused, among other things, by the incorporation of the
Kingdom of Naples into the Habsburgs’ empire in 1707) is documented by
BAcCIAGALUPPI, Rom, Prag, Dresden... (see fn. 5), especially pp. 103-138.
On the other hand, the sepolcros being performed at the Jesuit Church
of St Nicholas in the Lesser Town not long before the publication of
Brentner’s collection came from Rome; cf. Kapsa, “Die Musik in der
St. Nikolauskirche...” (see fn. 16).

22 [In the foreword An den geneigten Philomusum, Planicky thus says:
“...meine Meinung ist alleinig, denen Anfingern in dieser Kunst etwas
darzubieten, welches denen ansonst hochberithmten Welschen Arien wo
nicht gleichet, doch eines Theils nachfolget.” Opella ecclesiastica, Johann
Jacob Lotter, Augsburg 1723, Vox Prima Instrumentalis, fol. XX2r.

23 Today, the collection’s title is often quoted as Harmonica (and some-
times as Harmonia) duodecatometria ecclesiastica, but this edition leaves the
title in the form shown identically on the printed title page and in the de-
dication. The name of the printer is usually written in the form Georg La-
baun on music title pages; in the text his name is given in its standardized
form Jiif Ondtej Laboun; cf. Karel Cuysa: Sloonik knihtiskatti v Ceskosloven-
sku od nejstarsich dob do roku 1860 (Strahovska knihovna, suplement), [Dic-
tionary of Printers in Czechoslovakia from the Most Ancient Times until
1860 (Strahov Library, supplement)], Pamétnik nirodniho pisemnictvi,
Praha 1966; Petr Vorr: Encyklopedie knihy: starsi knihtisk a pribuzné obory mezi
polovinou 15. a pocdtkem 19. stoleti [Encyclopedia of the Book: The Oldest
Book Printing and Related Fields between the Mid 15" and Early 19* Cen-
turies], Libri, Praha 2006, p. 509-510.

24 For information about music printing in the Czech Lands during the
Baroque period, see Jiti SEHNAL: “Pobélohorskd doba (1620-1740)” [The
Period after the Battle of White Mountain], in: Hudba v Ceskjch déjindch: od
sttedovéku do nové doby [Music in Czech History: from the Middle Ages to
the Modern Era], 2™ edition, Supraphon, Praha 1989, pp. 210-212 and Va-
clav Kapsa: “Monasteries as a ‘target group’ for the Prague music printing
business in the first third of the 18th century?”, Hereditas Monasteriorum,
forthcoming.



having survived a plague outbreak.?® It is not entirely
clear who financed the publication of Brentner’s collec-
tion, but the composer dedicated it to Matthias Gildea
knight of Altbach. The name of this nobleman was hereto-
fore basically unknown in connection with Prague’s musi-
cal life.?® The dedicatees of other music printed in Prague
were, of course, mostly members of the upper nobility or
highly placed church dignitaries. Brentner also dedicated
his second opus (Offertoria solenniora) to the abbot of the
monastery in Tepld, Raymund Wilfert II von Adlersfeld,
to whom Johann Caspar Ferdinand Fischer and other
composers had already dedicated printed editions of their
works.?” Matthias Johann Gildea knight of Altbach was
born in Prague, studied law, and lived in Prague’s Lesser
Town, where he ran a tannery with his brother. He died
at the age of forty-six on 30 December 1729, and he was
buried at the Church of St Thomas in the Lesser Town.?®
So far, we can only speculate about the degree to which it
was he who was the patron providing support to Brentner
in Prague.

The text of the dedication offers certain stimuli for
consideration of the relationship between Joseph Brent-
ner and the knight Gildea. The composer repeatedly re-
fers to Gildea as his protector and patron, and this cer-
tainly is in keeping with the standard rhetoric of texts of
this kind. Some other formulations, however, give the
impression that Brentner had known the dedicatee for
a longer period of time. Gildea studied at the Jesuit gram-
mar school in the Lesser Town at the professed house and
the Church of St Nicholas. This is apparent from a jubilee
treatise of the local Latin students’ Sodality of the Na-
tivity of the Blessed Virgin Mary (Sodalitas B. Virginis
Nascentis), where Matthias Gildea held the position of
second assistant to the director in 1698.?° Brentner was
probably composing for the Lesser Town Jesuits in 1717,
as was stated above, but the collection dedicated to Gil-
dea had already been published in 1716, and according to
the dedication, it contains “arias long under preparation”,
so by then the composer had already been in Prague for
some time. He may have even been a student at the Lesser
Town Jesuit grammar school, and that, of course, would
be a good explanation for his contacts with the Jesuits
there. Both Gildea and Brentner might have belonged to

25 Wenzel Gunther JacoB: Anathema gratiarum actionis perpetuae Deo ter
optimo maximo Creatori orbis [ ...] seu: Psalmi vespertini: pro omnibus totius anni
Jestivitatibus, quibus annexum Te deum laudamus, Georg Labaun, Pragae 1714,
also see Emilian TroLpA: “P. Gunther Jacob (Eine Musikerbiographie)”,
Mitteilungen des Vereines fiir Geschichte der Deutschen in Bihmen 53 (1915),
pp- 276-294, here p. 284.

26 This was not the case in the field of art history: in 1720 Matthias Johann
Gildea of Altbach donated a clock to the Church of Our Lady Victorious
in Bila Hora; see Joannes STOYBER: Marianischer Weissenberger Grund, oder
Ursprung der Marianischen Weissenberger Andacht, unter dem Titul: S. Maria de
Victoria, Carl Frantz Rosenmiiller, Prag 1721, pp. 70-71.

27 Rudolf WALTER: Johann Caspar Ferdinand Fischer, Hofkapellmeister der
Markgrafen von Baden, Peter Lang, Frankfurt am Main 1990, p. 247.

28 Narodni archiv [National Archives], Wunschwitz Collection, inv.
no. 298, box no. 10.

29 Manipulus Fructu Centuplo Turgidus, Joannes Wenceslaus Helm,
Vetero-Pragae 1729, p. 76, available online: < https://books.google.cz/
books?id=IVFAAAAACAA] > [access 27 Sept. 2015].
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a society taking part in festivities beyond the framework
of the liturgy and successfully attracting illustrious music
lovers and the general public to the newly built Church
of St Nicholas.*® In view of the difference in their ages, it
does not seem too likely that they would have met while
still students, and there are no known lists of students at
the Lesser Town Jesuit grammar school or other sources
that would be able to answer this question.

In the older literature, Brentner’s Harmonica duodeca-
tomeria ecclesiastica was erroneously referred to as Hymno-
dia divina, but that is the title of Brentner’s second col-
lection of arias, which was published as the composer’s
opus three in 1718 or 1719.*' The source of this error was
an inscription on the binding of the organ part of one
of the two preserved specimens of the printing (former-
ly the only known specimen), for which the original title
page was not preserved (see the description of the source
P (CZ-Bm) in the Critical Report, p. 85). This specimen
comes from the Moravian town Kvasice. In an inventory
of the Kvasice music collection dated 1757, at the begin-
ning of the section “Cantata seu Ariae Diversae...”, the
title Hymnodia divina appears three times in succession.*?
In the first case, Villicus is identified as the composer, and
this “Hymnodia divina X...” is undoubtedly a collection
of ten arias by him.?* The other two works titled Hymnodia
are attributed to Brentner. The preserved Kvasice speci-
men of Brentner’s first collection is listed under number
3 as “Hymnodia Divina XII. Impressa...”, and another —
now lost — “Hymnodia divina” recorded under number 2
may have been either a copy of that printing or the actual
collection Hymnodia divina, op. 3. The designation Aymno-
dia divina as well as the texts of some of Brentner’s arias
(several of them were published in op. 3) are also indica-
tive of the milieu of the Jesuit Latin grammar schools, and
in particular of the song repertoire used at those schools
as a musical accompaniment for missae feriae.*

30 On the preserved librettos of sepolcros performed at the time at the
Church of St Nicholas, mention is made of “Music-Befliessene Com-
pagnie”; cf. Kapsa, “Die Musik in der St. Nikolauskirche...” (see fn. 16),
pp- 196-200.

31 For more information about the confusing of the two Brentner collec-
tions, see Viclav Kapsa: “Harmonica duodecatomeria ecclesiastica a Hym-
nodia divina...” (see fn. 9). There is an unpublished thesis based on the
Kvasice specimen of the printing written by Helena KONECNA: Fosef Fan
Brentner a jeho Hymnodia Divina, typescript, Evangelista Purkyné Universi-
ty (today Masaryk University), Brno 1967.

32 See Theodora STraKOVA: “Kvasicky inventaf z r. 1757” [The Kvasice
Inventory of 1757], Casopis moravského muzea [Journal of the Moravian Mu-
seum| 38 (1953), pp. 105-194, here p. 142. Quoted from Strakova.

33 Balthasar ViLLicus (also spelled WiLLicus): Lieblicher Ehrenklang,
op. 3, Wentzl Johann Tibelli, Konig-Gratz (Hradec Kralové) 1723.

34 Vladimir Maxas: “Feridlni m8e na brnénském jezuitském gymndaziu
a latinsky pistiovy repertoar v 17. a 18. stoleti” [Missae Feriae at the Brno
Jesuit Grammar School and the Latin Song Repertoire in the 17" and
18" Centuries], in: Fezuité a Brno. Socidini a kulturni interakce koleje a mésta
(1578-1773) [ The Jesuits in Brno. Social and Cultural Interaction between
the College and the Town], H. Jorddnkova, V. Manas (ed.), Statutdrni més-
to Brno, Archiv mésta Brna, Brno 2013, pp. 199-210.
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The music and the texts

In the form of Brentner’s first collection, one can per-
ceive the composer’s completely understandable attempt
to compile it from his best works. The arias that he pub-
lished just a few years later in the collection Hymnodia
divina are, in fact, generally shorter, and the solo violin
parts in some of them, for example, are less effective and
ambitions than those in the eighth, ninth, and tenth arias
of the first collection. The same then applies to most of
Brentner’s arias preserved only in manuscript. From a mu-
sical standpoint, the composer’s first opus represents to
a certain extent a new level of compositional development
in the context of central European composing in this gen-
re. The unpublished Cithara nova (1707) by the aforemen-
tioned Josef Leopold Vaclav Dukat (1684-1717) contains
works that are inspired, for example, by the motets of Gio-
vanni Battista Bassani (ca. 1650-1716), whose music en-
joyed considerable popularity in the Czech Lands. These
are generally multi-movement compositions consisting
of arias and recitatives and accompanied by two violins
and continuo. Harmonica duodecatomeria ecclesiastica, by
contrast, contains only independent arias (with a single
exception) that are always in da capo form. Another im-
mediately obvious innovation is the plentiful use of solo
concertante instruments, and thus the variable instrumen-
tation of the arias: besides the standard accompaniment
of two violins (and thoroughbass, as is also the case later),
Brentner employs two violins and viola as well as solo vio-
lin, and in one case there is a part intended for either vio-
lin or oboe. The collection concludes with an aria accom-
panied by solo violin, oboe, and bassoon, the only aria in
the entire collection that is preceded by a two-movement
instrumental sonata.

With respect to the words, the collections that con-
stitute the immediate context for Brentner’s arias can
be divided into two groups. On the one hand, there are
Dukat’s Cithara nova, Vogt’s Vertumnus vanitatis, the focus
of which is somewhat of an exception, and also — especial-
ly because of its recitatives — Planicky’s Opella ecclesiasti-
ca. In these collections we find more or less unique texts,
which were apparently actually created for the composi-
tions in question and were probably written by the com-
posers themselves (this applies in particular to the monks
Dukét and Vogt).* In the case of the arias by Brentner
(and also those by Balthasar Villicus), the composer does
not seem to have had literary ambitions or to have been
collaborating with a poet. To the contrary, for the most
part the composer was obviously setting already existing
texts to music and modifying them as needed in a very
simple manner (omitting words etc.). In the case of Brent-
ner’s first collection, not all of the texts or models have
been successfully identified yet, so the use of some origi-
nal texts cannot be ruled out. Among the widely known

35 For a study of the textual component of the collection Vertumnus vanita-
tis by Mauritius Vogt, see Martin SvaTo§: “P. Mauritius Vogt OCist a jeho
promény Marnosti” [Father Mauritius Vogt and His Vertumnus vanitatis],
Listy filologické [Folia philologica] 120 (1997), nos. 3—4, pp. 300-331.

texts are the Marian song Mariae, dum spiro,® Desidero
te from the hymn Jesu, dulcis memoria (known as Jubilus
sancti Bernardi), and the song O, Deus, ego amo te, nam pri-
or tu amasti me (known as Affectus sancti Ignatii), which
is connected with the Jesuits: its stanzas paraphrase the
spiritual exercises of St Ignatius of Loyola. There are oth-
er textual concordances between Brentner’s compositions
and anonymous arias from the early eighteenth century
preserved in Altmann’s collection at the Moravian Muse-
um: besides the aforementioned poem O, Deus, ego amo
te, of which there are many musical settings, there are the
texts Plaude, exulta, cor meum and Oderit me totus mundus.®’

One of the interesting aspects of Brentner’s solo vocal
music is the relatively frequent repeated use of the same
texts. There are three different arias with the title Desidero
te, and their text consists of a more or less modified stro-
phe (or two strophes in the case of the aria op. 1/10) from
the hymn in question. Other texts (Oderit me totus mundus;
O, Deus, ego amo te; Ubi, Jesu, quiescis; and Vos, caelitum fa-
vores) have each been preserved in two musical settings.
The repeated setting of texts to music or their slight modi-
fication, as we see in the case of the aria Desidero te, might
support the idea that the composer — who was apparently
not capable of literary creativity of his own — did not have
enough suitable texts available for musical settings in the
form of an aria.®® At the same time, however, this may in-
dicate a particular demand that Brentner was satisfying
with his compositions. The manuscript sources cannot
be dated with precision, and in the case of the published
works, the year of publication serves merely as the fermi-
nus ante quem and not as the date of their composing, so
the chronology of Brentner’s arias cannot be determined.
In addition, some manuscripts are entirely unreliable as
far as the musical notation is concerned, and that also
raises questions about the reliability of the attribution of
authorship (see below). Even so, it is noteworthy that all
of the texts set to music multiple times by Brentner (with
the exception, of course, of liturgical texts, i.e. the Or-
dinary of the Mass, Psalms for Vespers, the Magnificat,
litanies, and the Gloria et honore®) are represented in his
first collection of arias. In a way, this fact underscores the
importance that Brentner’s first opus has in his oeuvre. At
the same time, it is justification for the decision to include
in the present edition the arias preserved in manuscript
that are composed to texts matching those in the compos-

36 Ulysse CHEVALIER: Repertorium hymnologicum. Catalogue des chants,
hymnes, proses, séquences, tropes en usage dans I’Eglise latine depuis les origines
Jusqu’a nos jours, vol. 2, Imprimerie Lefever, Louvain 1897, no. 11155.

37 Moravské zemské muzeum [Moravian Museum|, Music History De-
partment (CZ-Bm), shelf mark A 2018 (Oderit me), A 2019, 2020 (O Deus),
A 2030 (Plaude); for information about the collection, see Theodora STRA-
KOVA — Jiff SEHNAL — Svatava PRIBANOVA: Privodce po archivnich fondech
Ustavu déjin hudby Moravského musea v Brné [A Guide to the Archival Col-
lections of the Music History Institute of the Moravian Museum in Brno],
Ustav d¢jin hudby Moravského musea v Brné, Brno 1971, pp. 25-27.

38 Cf. Kapsa, “Inwieweit die Worter...” (see fn. 9), where there is a listing
of additional literature.

39 The text Gloria et honore from Psalm 8 is often used in the Proper of the
Mass as a gradual or offertory. Brentner set it to music as the motet op. 2/5
(Brk 32) and as the aria op. 3/8 (Brk 54).



er’s first collection; the other two compositions with iden-
tical texts, which Brentner published in print in his third
opus, will appear in the second volume of this edition.*°

The arias preserved in manuscripts

The arias included in this edition that originate from
manuscript sources represent different dimensions of the
composer’s solo vocal music, so they provide welcome
context for his first collection. At the same time, through
their sources — each of the compositions is known only
from a single source — we arrive at monastery music col-
lections that are among the most typical environments
where Brentner’s works were disseminated and preserved.
In this case, this involves the musical collections of Aus-
trian monasteries in Wilhering and Gottweig, while the
source of the third aria is of Silesian origin.

The soprano aria Desidero te (Brk 49) has been pre-
served (as “Cantus ecclesiasticus de Venerabili Sacramen-
to vel de omni tempore”) in the music collection of the
Cistercian monastery in Wilhering in a copy by an un-
known copyist of local origin from the second quarter of
the eighteenth century; two litanies by Brentner are also
found there. All three manuscripts date from the era of
Abbot Johann Baptist Hinterholzl IV, who had a new mu-
sic collection acquired, among other things, after a fire in
1733.#' In the aria op. 1/10 (Brk 48) with the same title, the
solo violin is presented certainly as a symbolic means of
reflecting the first-person perspective of the text, which
turns warmly and entreatingly to Jesus. The second aria,
with instruments mostly in an accompanimental role, rep-
resents a different way of expressing in music the same
words and the emotional desire that they contain. Both
compositions, however, are based on a related main mo-
tif that fittingly declaims the opening phrase “Desidero
te”. In both of the arias, the text is presented rather free-
ly; the composer repeats words and changes their order-
ing. In the first strophe of op. 1/10, moreover, we do not
find anywhere the word “millies”, so it might seem that
different texts are involved. From the beginning, the gen-
erally more expressively ambitious and more effective
aria op. 1/10 also deals more with the question “quando
venies”, the answer to which arrives in the middle section
with its contrasting tempos and emotions — this is an un-
usual element in the context of Brentner’s music — with
the text of a different strophe from the same hymn. On
the other hand, in the first solo, the second aria tends to
express the first word of the text, and it maintains a quiet,
meditative mood throughout. Another conception of this

40 This involves the arias Desidero te, op. 3/6 (Brk 50) and Oderit me totus
mundus, op. 3/11 (Brk 66).

41 Osterreichisches Musiklexikon Online, Rudolf Flotzinger (ed.), < http://
www.musiklexikon.ac.at/ > [access 16 July 2015]. Another of Brentner’s
compositions that has not been preserved was still contained in the same
collection in the early twentieth century under shelf mark 771; an entry in
the card catalogue of the collection (RISM ID 605002205) reads: “Prent-
ner: Co[n]certus ecclesiasticus fiir Alt Solo, 2 Violinen, 1 Viola, Orgel No.
15”. T wish to thank the administrator of the Wilhering music collection
Stefan Ikarus Kaiser for providing me with this report and other valuable
information.
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text is offered by the aria op. 3/6 (Brk 50), which will be
contained in the second volume of this edition.

A noteworthy parallel to the concluding aria O, Deus,
ego amo te, op. 1/12 (Brk 63) is found in the “Concerto
seu Aria” (Brk 64) to the same text, which comes from
the Benedictine abbey in Goéttweig. The person respon-
sible for the fact that the local music collection is today
one of the most important repositories of manuscript
sources for Brentner’s compositions, many of which are
documented nowhere else, was in all probability Father
Maurus Brunnmayr (1688-1748), the choirmaster in Gott-
weig for many years, who studied philosophy in Prague
in 1714.#% There, he certainly would have met a number of
musicians, apparently including Joseph Brentner. Most of
the Gottweig manuscripts of Brentner’s compositions are
written in the hand Father Maurus, but we also find three
of the composer’s autograph manuscripts among them.*?
Two other manuscripts — the arias Venite ad me (Brk 80)
and O, Deus, ego amo te (Brk 64) — have a number of fea-
tures in common with these autograph manuscripts, but
at the same time they differ in certain significant ways.
Might these nonetheless be Brentner’s autograph manu-
scripts? It is certainly possible that the composer’s hand-
writing changed over time, in which case the two arias
would probably both represent later compositions, per-
haps from the mid-1720s.**

In the case of a declaration of love for God in such
a Baroque, passionate manner as is represented by the
text of the song O, Deus, ego amo te, it seems not to have
been enough for the composer to merely set the words
to music. It is perhaps for this reason that exactly two
arias using this text — as an exception in the context of
Brentner’s music — are introduced by relatively long two-
part sonatas, in which the composer is obviously trying
to stir the listener’s emotions both through colorful so-
norities (violin, oboe, and bassoon present themselves in
solo roles in the first composition, and violin and viola
in the second) and virtuosity (a difficult viola part skill-
fully accompanies the violin part). After the introductory
sonatas, the arias each follow at a leisurely tempo, and
they begin directly with the Devise period, i.e. without an
opening instrumental ritornello. The aria in op. 1/12 is in
da capo form, while the second is a so-called aria da chiesa,
i.e. an aria without da capo (see footnote no. 5). The sec-

42 Friedrich W. RiepEL: “Musikpflege im Stift Gottweig unter Abt Gott-
fried Bessel”, in: Gottfried Bessel (1672—1749), Diplomat in Kurmainz — Abt von
Gottweig, Wissenschafiler und Kunstmdzen, Gesellschaft fiir Mittelrheinische
Kirchengeschichte, Mainz 1972, pp. 141-172.

43 This involves two Masses and one Requiem, A-GO, shelf marks 45, 46,
and 47. These two sources have been determined to be autograph manu-
scripts because the writing in them is absolutely identical to that in the
Prague sources; see Kapsa: “Die Musik in der St. Nikolauskirche...” (see
fn. 16), pp. 202-203. The Prague autograph manuscripts can be dated to
around 1717 with a certain degree of certainty, so it is conceivable that the
Gottweig autograph manuscripts could, for example, have been made al-
ready during Father Maurus’s stay in Prague.

44 In 1725 and 1726 Father Maurus made himself copies of several of
Brentner’s arias. Might this activity have been motivated by some (undocu-
mented) parcel of Brentner’s compositions containing both possible auto-
graph manuscripts, or perhaps even a (likewise undocumented) visit by
the composer to Gottweig?
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ond of the arias is supplied with yet another text, namely
another stanza of the same song. This stanza is not a later
inscription, it is obviously not an alternative text to the
first. Instead, the aria is to be sung twice in succession,
and its formal design allows this without any problem.
While the manuscript of the aria O, Deus, ego amo te
can be described as having very consistent and reliable
content, the copy of the aria Ubi, Jesu, quiescis (Brk 77) re-
presents the exact opposite case in this respect. This “Can-
tilena” has been preserved in the University of Warsaw
Library in a single source together with another compo-
sition of a similar kind, which is also attributed to Brent-
ner. The manuscript parts are of Silesian origin, but no
details are known about their provenience. They also con-
tain such a quantity of errors that the attribution of au-
thorship of the composition can be seriously called into
question.*® On the other hand, it is possible that the er-
rors and the serious inconsistencies are caused by hasty,
careless, or incompetent copying. In any case, the piece is
a solo vocal composition of a type that is not represented
in Brentner’s first collection, although there are isolated
instances of such music among his other works. It is more
like a song than an aria, and it is characterized by a simple
vocal line accompanied only by the upper strings, with
the bass joining only in the ritornellos. In comparison
with this simple composition, however, the sophistication
of the aria Ubi, Jesu, quiescis op.1/2 (Brk 76) comes all the
more clearly to the fore with its effective echoes between
the solo instrument and the vocal part. Also noteworthy is
the introductory motif, which is transformed in an inter-
lude after the Devise period thanks to the earlier entrance
(cf. bars 11-12): the authors of slightly later arrangements
perceived this irregularity as an error. The aria has, in fact,
been preserved in two anonymous period arrangements,
one retexted as Alma redemptoris Mater, and the second
radically reworked in the Franciscan manner, so that all
that remains of the original aria is the vocal part provided
with a new thoroughbass accompaniment (cf. the descrip-
tion of the sources Arrl and Arr2 in the Critical Report,

p. 88).

The reception of Brentner’s arias

Probably only a few copies of Brentner’s first opus were
printed. This is indicated not only by the negligible num-
ber of preserved copies, but also, for example, by the
fact that we do not find any Brentner collections among
the several Prague printed editions of music listed in the
offerings of the Augsburg printer Lotter from the early
1730s.%¢ Of course, that could also be interpreted as evi-

45 Solely on the basis of the numerous errors and the defective voice lead-
ing, Emilidn Trolda ruled out Brentner’s authorship in the case of the Re-
sponsories preserved under his name and known today exclusively from the
scores reconstructed by Trolda; see the introduction in Trolda’s manuscript
score, CZ-Pnm, shelf mark XXVIII F 230.

46 Verzeichnus der Musicalischen Biichern, welche bey Fohann Facob Lotter,
Buchdrucker und Handlern in Augspurg, zu haben sind, 1733. Also see Lotter’s
oldest known offering dated 1725, facsimiled by Hans RHEINFURTH: Der
Musikverlag Lotter in Augsburg (ca. 1719-1845), H. Schneider, Tutzing 1977,
p- 47.

dence of their popularity — that they had been sold out
long beforehand. A striking feature is the great universal-
ity of the compositions in the collection, and this was un-
doubtedly intentional. The arias in Brentner’s first collec-
tion do not have a designated liturgical purpose, unlike
collections by Dukat, Planicky, and many others. They
may have served for a wide variety of purposes, such as of-
fertories or graduals, as musical accompaniment for Low
Mass, as music for the elevation, for Communion, for the
Adoration of the Blessed Sacrament etc. A crystal clear
sign of this universality is found inscribed in a copy of
Brentner’s op. 1 (see the Critical Report, source C, p. 86),
in which all of the arias except the third Marian song (“de
B. V. Maria”) are described in the table of contents as be-
ing suitable “per ogni tempo”.

The universality the subject matter of Brentner’s ari-
as together with their attractive musical settings certain-
ly played a part in how widely they were disseminated
immediately after the collection was published. Indica-
tive of their popularity, for example, is the 1725 musical
inventory for the Benedictine Monastery in Rajhrad: with
nearly thirty compositions, Brentner is the second most
frequently represented composer in the inventory, and
among those works, we find eight arias from his op. 1.*’
The arias from this same collection are listed in the musi-
cal inventories of the Cistercian Monastery in Osek,*® the
Piarist College in Slany,*® and possibly also in Kosmo-
nosy (if they are disguised under the general designation
“10 Cantus Brentnerium”),*® as well as in Eisenstadt®
and in Brasov, Romania;*? none of these musical sources
has survived. We find copies of individual arias from this

47 This involves the arias Plaude, exulta; Ubi, Fesu, quiescis; Mariae, dum
spiro; Vos, caelitum favores; Cor meum; Hoste devicto; Quam suavis amor; and
O, Deus, ego amo te; see Theodora STRAKOVA: “Rajhradsky hudebni inventdf
z roku 1725” [The Rajhrad Musical Inventory of 1725], Casopis Moravského
muzea | Journal of the Moravian Museum] 58 (1973), pp. 217-246.

48  Of the Brentner arias contained in this edition, an entry in Catalogus
Musicaliorum [ music inventory no. 2,1720/1733], CZ-Pnm, Osek collection
(Cistercians), acquisition no. 65/52, lists the following on fol. 10r: Vos, cae-
litum favores; Ubi, Fesu, quiescis; Hoste devicto; Oderit me totus mundus (arias
for alto, probably identical to op. 1/7); Te, sub farre latens nummen; fol. 10v:
Cor meum tibi dedo; fol. 11r: Quam suavis amor; fol. 11v: Cor meum tibi dedo;
Te, sub farre latens nummen; fol. 33r: Mariae, dum spiro.

49 Inscriptions from the year 1751 on p. 29 of Inventarium Rerum et instru-
mentorum Musicalium Chori Slanensis Scholarum Piarum..., SOKA Kladno
[State District Archives in Kladno], fond Piaristické gymnasium humanitni
Slany [collection of the Piarist School for the Humanities in Slany], con-
tain an entry for Brentner’s aria Cor meum tibi dedo, and on p. 55 there is
an entry for the aria Plaude, exulta, cor meum, without identification of the
composer; this is perhaps identical to Brentner’s op. 1/1.

50 Zdenék CuLka: “Inventaie hudebnich néstroji a hudebnin piaristické
koleje v Kosmonosich” [Inventories of Musical Instruments and Music at
the Piarist College in Kosmonosy], in: Pfispévky k déjindm Ceské hudby II
[Contributions on the History of Czech Music II], Academia, Praha 1972,
pp. 5—43, here p. 15.

51 Three of Brentner’s compositions are listed in the so-called Werner
Catalogue (1737-1738), and of them, “Vas coelitum” may be identical to
op. 1/4; cf. Janos HaricH: “Inventare der Esterhazy-Hofmusikkapelle in
Eisenstadt”, The Haydn Yearbook / Das Haydn Fahrbuch 9 (1975), pp. 5-125,
here p. 23.

52 Erich Hermann MULLER VON Asow: Die Musiksammlung der Biblio-
thek zu Kronstadt [Brasov], Gott, Kronstadt 1930, here with an entry on
pp- 149-150: “Sammelband enthaltend 56 Arien mit geistlichen Texten aus
dem XVIII. Jahrhundert...”, and in it: “Nr. 20: Plaude, exulta cor meum...
(Freude, Freude, rufen die Engel...) fiir Sopran, 2 Violinen, Orgel”, per-
haps identical to op. 1/1.



collection in musical archives in Gottweig and Warsaw
(originally in Wroctaw), and the aforementioned copy
of the entire collection was made in faraway Engelberg,
Switzerland (see the Critical Report, source C, p. 86).
With changes to musical style and especially with the ra-
pid spread of the practice of retexting opera arias, how-
ever, Brentner’s music gradually fell into obscurity.

The sacred arias of Joseph Brentner are quite valuable
for what they tell us about the local musical life of Prague
and the Czech Lands. They are also a useful resource for
research on local composing and for studying the recep-
tion of the compositional models and ideals of the period.
The rather significant creative legacy that Brentner has
left behind contrasts rather starkly not only with the lack
of information about his life, but also with the relatively
long period during which he was neglected by authors
writing about Czech music history. For a very long time,
the attention of Czech researchers has had a primarily
nationalistic orientation and has focused as a priority on
Czech-speaking composers from this country, whether
working at home or beyond the borders of their native
land. On the basis of his name, Brentner was classified as
a Czech German, and that suspicion was transformed into
near certainty by Trolda’s discovery of Brentner’s birth-
place in the Sudetenland.®® The composer’s first opus,
however, represents an important, original, domestic crea-
tive response to the impulses of the period coming mainly

53 Emilidan TroLpA: “Hudebn{ pamatky v pohraniéi ve vztahu k nasi hud-
bé” [Musical Monuments in the Borderlands in Relation to Czech Music],
Cyril 71 (1946), pp. 28-34, esp. p. 29.
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from Italy. The goal of the present critical edition, which
is appearing three centuries after the publication of Brent-
ner’s first printed collection, is to make these works avail-
able both for study and the redefining of their place in the
history of early music in the Czech Lands, and also for
a wide range of persons interested in bringing this music
to life in performance.

This edition could not have been created without the
cooperation of the libraries and archives that are preserv-
ing the sources for the published compositions. The Uni-
versity of Warsaw Library and the music archives at the
Cistercian Abbey of Wilhering and at the Benedictine Ab-
bey in Gottweig are deserving of special thanks for per-
mitting the printing of reproductions of the sources in
their collections. Ewa Hauptman-Fischer, Stefan Ikarus
Kaiser, P. Gregor M. Lechner OSB, P. Lukas Helg OSB,
Piotr Maculewicz, and Irena Vesela kindly assisted with
work with the sources. I am indebted to Pablo Kornfeld
for proofreading the musical text and for much valuable
advice, as well as for agreeing to revise the figured bass;
the thoroughbass part with revised and supplemented fig-
ured bass notation is available with the rest of the perfor-
mance material online at the Academus Edition website
(http://www.academusedition.cz/).

Vaclav Kapsa
Translated by Mark Newkirk



XX11

e
TR

S

DUODECATOMERIA

ECCLESIASTICA
ﬂ SElZ ‘

ARI
DUODECIM:

Vool
ILLESIMO SEPTINGENTESI
MO DECIMO SEXTO Ner

——
e
—

IN LUCEM EDITE

| JOSEPHO JOANNE IGNATIO
BRENTNE R.

OPUS PRIMUM.

VETERO-PRAGZE
IN MAGNO COLLEGIO CAROLINO, TYPIS GEORGII LABAUN.

L i

Harmonica duodecatomeria ecclesiastica, op. 1, Vetero-Pragae 1716
prvni tisk (pramen P), titulni strana / first print (source P), title page
Biblioteka Uniwersytecka w Warszawie, sign. St. Dr. Mus. 1053



XXl

.\ 8

%Sgcs X 8 X %,bsgog P -
L BREMERSER SR AR S AR AN
afg?g*ﬁﬁ%wﬁewwﬁsﬁsmﬁﬁawﬁwmwwmﬁﬁm@m*

IR TR

b :ﬁm,ﬁ%‘aw‘%&:ﬁwm%‘rww‘?wﬁ, o

PARTITURA : ;
g

AHcgro

I.__P 53‘55; e !-{%:z%; ;F_: F:_Q; \\

Laudc J : : ' _ Bk

-t

—'—-1’—— - o — e oF -
s e - | R e Lo :E

st P3P5 4 b R
e e Rl o a
% '—P g F j :§-~ ~4 -:,F EEg_ _-iﬂ:!:ﬁ:_;ﬁS‘ oW 7 - .-——I' : |

{JF —‘;2
1 ¢ - — T
3 il 6 66 6 P
pR L P gy PP Baba B = Nﬁ )
: 25 o e g e o f"“‘djd’ ﬁj-,,% 91 5
: o o

FErb-g3= SR ol -t e " 1o S
e 5 Sk ,:EEE_-‘;;;EEZ_: EF_; T
J iy . :
ﬂ’égnr ‘r;—‘f o iG*-*- —Pp o
SEGPPPP-L g —-g,_e-ggt &y
=N A T el
SO R R B e 6 6 : 6~_~_». v IR i
%ﬁ‘&gﬁ;{? = —H??'t - Y. :“p:’.:f:;:: T:“ITFE&E% iy
t" ,EU_ i ¥ i - t‘ ) ;

1}

L4
o
I
[

Harmonica duodecatomeria ecclesiastica, op. 1, Vetero-Pragae 1716
prvni tisk (pramen P), prvni strana partu generalbasu / first print (source P), first page of the basso continuo part
Biblioteka Uniwersytecka w Warszawie, St. Dr. Mus. 1053



0609 JAY ‘OIMBZSIBA M BYOIASIOMIU) BYIOT[qIg 09 JATY ‘OIMEZSIBA M BYOIASIOMIU() BYIOT[qIg
jred urora puodas / 1snoy yoAynip jred Adoo yduosnuewr o3 jo aSed opn / nsido euens runin

(L2 31g) s1s2nb nsaf 191 (22 Mg swsanb nsaf 191




GLL 3rew J[9ys / eInjeuSis ‘SULIOY[IM YHISIOSUDIZIIISIZ Gl 3rewt J[9ys / einjeuSis “SULIOY[Ip YHIISIISUDIZIISTZ
jred ouerdos o) jo aFed js1yy / nired oygaoueidos euens rusrd £doo yduosnuew oy jo 98ed apny / nsido euens runin

(8% 311g) 27 012p155q (8% 311g) 27 ouapisaq




801 JTew J[oys / eInjeuSIs ‘S1om1100) JISIQUNYIPIUdY 801 JIew J[oys / eInjeuSIs ‘Srom1100) JISIOUN{IPIULY
1red 20qo 10 ourjora a3 jo a8ed 151y / [oqoy oqau asnoy oxd nired euens ruaxd  3duosnuew yderSoine o[qissod oy jo 9Sed opin / nyerSoine oyguzow eueIS [U[NIT
(39 31g) 27 oww 052 smag O (%9 31g) 27 oww 052 snaq O




Harmonica duodecatomeria
ecclesiastica
seu
Ariae duodecim

Opus primum



[Harmonica duodecatomeria
ecclesiastica seu Ariae duodecim]

honori et venerationi
perillustris ac generosi domini
Mathiae Gildea,

equitis de Altbach,
humillime dicatae.

Perillustris ac generose
domine eques,
patrone ac moecenas
gratiosissime,

praesentem ariarum ecclesiasticarum duodenam, diu meditatam, nunc tandem sub faven-
tissimis auspiciis tuis in publicum prodeuntem, sisto tibi, perillustris domine eques, patrone
colendissime. Honori praecipue tuo eam dedicandam duxi, quia mentem tuam Harmonia
subinde delectari frequentius comprehendi.

Unde licet has arias nomine Harmonicae duodecatomeriae ecclesiasticae insigniverim,
Mathiam tamen nunquam profane intellexi, in quem haec forte sors casu cecidisset, nam
id tot beneficiorum a te collatorum particeps pridem destinabam.

Suscipe ergo munus hoc pro insigni gratitudinis, exile quidem, at si consensum gra-
tiosum tuum benigne pracbueris, acceptissimum saltem mihi, nam si ingratum aliis, non
angor. Quia non invidia aut bile verborum mordacium, sed concentu Musico convincor,
praesertim cum unum e duodecim Harmoniam eclesiasticam frivole evertere satagentem
a caetu reliquorum rejectum in sacris litteris erudior.

Assentire proinde petitioni meae, perillustris eques, et munusculum hoc, quod nomini
tuo pridem consecravi, gratiose acceptandum judica, ut, quod unice anhelat, consecuta
mens mea conquiescat; qua spe fretus maneo

perillustris ac generosi domini equitis,
patroni gratiosissimi,

servorum infimus
Josephus Brentner.*

*

Preklad viz Kriticka zprava, s. 80 / Translated in Critical Report, p. 86.



I. Plaude, exulta, cor meum

op. 1/1 (Brk 68)
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op. 1/2 (Brk 76)

II. Ubi, Jesu

Adagio
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Zkratky

A part altu

Brk katalog Brentnerovych skladeb (Brentner — katalog),
ktery bude soucasti piipravované monografie o skladateli

Ed predkladana edice

Fag part fagotu

fol. folio

Ob part hoboje

op. opus

pag. pagina

S part sopranu

s. strana

sign. signatura

t. takt

\Y! part housli

Vla part violy

Org part generalbasu

Popis pramenu

Harmonica duodecatomeria ecclesiastica seu
Ariae duodecim, op. 1

P

prvni tisk, RISM A/I: B 4339, ID: 990006958

dochovan ve dvou exemplarich:

P (CZ-Bm) — Moravské zemské muzeum v Brné, fond
Kvasice, sign. A 24.298

P (PL-Wu) - Biblioteka Uniwersytecka w Warszawie,
sign. St. Dr. Mus. 1053 (viz faksimile na s. XXII-XXIIT)

Sbirku vydal v Praze roku 1716 tiskar Jifi Ondiej Laboun,
zadné dalsi vydani neni znamo. Ani jeden z obou znamych
exemplarii se nedochoval v uplnosti, jejich kombinaci
vsak lze ziskat jasnou predstavu o uplné podobé tisku.

V exemplati P (CZ-Bm) chybi titulni list, na jehoz
rubové strané je osloven dedikant (jde o jediné uvedeni
dedikantova jména v tisku). Hlasy o formatu 29x19,5 cm
jsou vazany v pevnych kozenych deskach, pricemz part
generalbasu nese na deskach népis: Nro 3. | Organo | Hym-
nodia divina XII. | Authore Brentner | Pro Choro Quassicensi.
Nazev Hymnodia divina patii ve skutecnosti Brentnerové
druhé sbirce arif (op. 3), coz vedlo pozdéji ke zmatkiim
v identifikaci obou sbirek. Z inventaie kvasické sbirky
vSak zaroven vyplyva, zZe zde byl tento nazev uzivan v $ir-
$im slova smyslu jako oznaceni pro sbirku duchovnich
arif (viz Pfedmluva, s. X). Z tohoto exemplaie poftidil
v roce 1929 Emilian Trolda rukopisnou partituru, jez je
dochovéna v Narodnim muzeu — Ceském muzeu hudby
(CZ-Pnm) pod signaturou XXVIII F 223.

V exemplati P (PL-Wu) chybi vokalni part a part prv-
nich housli je netiplny (chybi fol. D-F [7-11]), naproti
tomu vSak se v ném nachazi ¢ast partu druhych housli
(fol. C=D [5-7]) a cely part violy dvakrat. Tento exemplar
o formatu cca 34 x21,5 cm sestava z dvoijlistti a jednolistd,
které nejsou svazany, nybrz jen provizorné sesity niti, ne-
jsou ofiznuty a nenesou zadné stopy uzivani: reprezen-
tuji tak podobu tisku, v jaké byl distribuovan, pricemz
v tomto konkrétnim pfipadé byl hlasovy material evi-
dentné chybné zkompletovan. Na titulnim listu se kromé
Stitku se soucasnou signaturou nachdzeji staré signatury
Inv. 744 (tuzkou) a Ad. 257 (inkoustem na kulatém $titku).

V tplné podobé tisk sestaval z péti samostatnych par-
t, oznacenych vzdy v zahlavi pod ozdobnym pasem
Soprano (rozsah 9 fol. A-E; arie IV a VII jsou urceny pro
alt, coz vSak vyslovné uvadi pouze Index ariarum v partu
Org, viz dale), Violino primo (11 fol. A=F), Violino II. (7 fol.
A-D; XII. arie: Hauthbois), Viola Alto (4 fol. A-B2; XII.
arie: Fagotto Concerto) a Partitura (11 fol. A-E2). Na konci
posledné jmenovaného partu se nachazi Index ariarum za-
hrnujici vzdy potadové Cislo a obsazeni arie; pouze zde je
uvedeno alternativni obsazeni s6lového instrumentalniho
partu druhé arie (Ob/VI), oznaceni hlasového oboru IV.
a VII. arie (Alto) a partu pro basso continuo (Organo).

Titulni list a pfedmluva se v P (PL-Wu) nachazeji na
samostatnych listech, v P (CZ-Bm) je pfedmluva pfiva-
zana k partu Org. Na titulnim listu je uveden text: Har-
monica | duodecatomeria | ecclesiastica. | seu | Ariae | duo-
decim: | anno | millesimo septigentesi- | mo decimo sexto | in
lucem editae | a | Fosepho Foanne Ignatio | Brentner. | Opus
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primum. | Vetero-Pragae | in Magno Collegio Carolino, typis
Georgii Labaun.

Dedikant (k nému viz Pfedmluva, s. IX) je osloven
a jmenovan nas. [2], na s. [3—4] nésleduje vlastni text de-
dikace, jejz zde uvadime v prekladu Jifiho Matla (edice
latinského textu viz s. 2):

[Harmonica duodecatomeria ecclesiastica
neboli dvanact arif]

vénovanych

ku cti a oslavé

preslavného a urozeného pana
Matyase Gildey,

rytife z Altbachu.

Preslavny a urozeny
pane rytifi,
ochrance a mecendsi
nejlaskavéjsi,

kladu pted tebe, preslavny pane rytivi, ochrance nejctihod-
néjst, téchto dvanact dlouho piipravovanych chramovych
arii, které nyni konec¢né pod tvou zastitou vychazeji na
verejnost. Rozhodl jsem se je dedikovat predevsim tobé
jako vyraz lcty, protoze jsem vicekrat poznal, Ze tva mysl
se Casto tési z harmonie.

Proto, i kdyz jsem tyto arie oznacil nazvem Harmoni-
ca duodecatomeria ecclesiastica, pfesto jsem nikdy nechapal
jako nezasvéceného Matyase, jemuz tento osud dilem na-
hody pfipadl [odkaz na apostola Matéje, jenz byl vybran
losem jako nahrada za Jidase, viz Sk 1, 15-26, pozn. ed.],
nebot jsem se tak jiz davno rozhodl pro dobrodini, kte-
rych se mi od tebe dostalo.

Prijmi tedy tento dar jako vyraz vdécnosti, nepatrny
sice, le¢ jestli mu laskavé vénujes svoji prizen, bude to ale-
spon pro mne velice milé, nebot mé netrapi, nebude-li vi-
tany jinym. Protoze mé usvéd¢i hudebni souzvuk, nikoli
zlucovita nenavist kousavych slov, zvlasté kdyz se z Pis-
ma svatého dozvidam, Ze jeden ze dvanacti [apostol Jidas,
pozn. ed.], ktery se pokousel nicotné rozvracet harmonii
cirkve, byl ze spolecenstvi ostatnich vyhnan.

Ptijmi tedy mou zadost, preslavny rytiri, a tento darek,
ktery jsem ti jiz davno zasvétil, laskavé jej posud, aby ma
mysl dosla klidu, po némz jediné touzi; s touto nadéji za-
stavam
preslavného a urozeného pana rytire,
nejmilostivéjsiho ochrdnce,
nejponizenéjsi ze sluZebnikil

Josephus Brentner

Jednotlivé drie jsou oznaceny rimskymi ¢islicemi vzdy vle-
vo pfed prvni osnovou, pod kterou je v nékterych ptipa-
dech uveden textovy incipit. V prvni arii je navic prvni
osnova ozdobena inicialou P (viz faksimile na s. XXIII).
Tisk byl vytvoren technologii sazby z pohyblivych typt
(Typendruck), jez byla obvykld ve stfedoevropském no-
totisku té doby. Tiskar Laboun disponoval sadou typt

s modernimi kulatymi tvary not a (na rozdil od italskych
tiskaiGl té doby) s tramci u not drobnéjsich hodnot. Co
do elegance a konzistence sazby vsak jeho tisky nejsou
srovnatelné napftiklad s augsburskym Lotterem (konkrét-
né s vydanim Planického sbirky Opella ecclesiastica): nedo-
konalosti a technologické limity postihuji pfedev§im arti-

kulaci a tramcovani.

C

opis sbirky, torzo

Benediktinerkloster Engelberg, Musikbibliothek
(CH-EN), sign. Ms A 743 (Ms. 5140),

RISM ID: 400004513, 400004511

Z anonymné¢ dochovaného opisu sbirky se dochoval pou-
ze part Organo, ostatni hlasy jsou ztraceny. Jde o druhou
¢ast konvolutu obsahujiciho téz opis basového partu sbir-
ky Opella ecclesiasica Josefa Antonina Planického. Konvo-
lut nese titulni text: Duorum operum a Voce | Sola con Vio-
lini: Auth: | Planizckio & Anonymo: | Opellae Duodecim sic
dictae | a suo Authore Josepho Anto: | Planizcki: Descriptae pro
Choro | Angelo=Montano A:0 1734. Opis Brentnerovy sbir-
ky ma vlastni titulni stranu s textem: Opus 2% Constans
itidem | 12 Ariis, a Voce Sola, con 2 VV: | Compositis ab Autho-
re Anonymo, | & | Descriptis pro Choro Angelo= | Montano
A 1734: | Organo. Opis je v zavéru datovan: Finis: 18: Sept:
1734.

Opis obsahuje vSech dvanact arii, jsou vsak razeny po-
né¢kud odlisnym zpiisobem nez v tisku (P): obé altové arie
(IV. a VIL.) se nachazeji az na konci pod ¢isly 11 (Oderit me
totus mundus) a 12 (Vos, caelitum favores), pti¢emz viak po-
sloupnost ostatnich 4rif zménéna nebyla. Udaje uvedené
v seznamu arii na pag. 2 naznacuji rovnéz drobné zmény
v instrumentaci (absence dechovych nastrojt, arie se so-
lovymi houslemi oznaceny con 2 VVni). Shody v ¢islovani
basu a nékteré neopravené chyby naznacuji zavislost opi-
su na P, zaroven vsak opis obsahuje jak fadu pisaiskych
chyb a zkomoleni ptivodniho textu, tak sporadické opra-
vy korigujici — nékdy pon¢kud neuméle — nékteré chyby
P (viz Individual Remarks, arie VIII, t. 50?). Nezavisle
na P je také reSena graficka tprava opisu, zejména tram-
covani a opakovaci znaménka (Da capo). Opis tedy ziej-
mé vychazi z P, avSak pravdépodobné zprostredkované
pres jeden ¢i vice dnes nedochovanych a piimo z P pofi-
zenych opist.

C1

opis arie Plaude, exulta, cor meum, op. 1/1 (Brk 68)
Benediktinerstift Gottweig, Musiksammlung (A-GO),
sign. 1024

Opis poridil gottweigsky regenschori P. Maurus Brunn-
mayr (viz Pfredmluva, s. XI) roku 1725. Na titulni strané
obdlky uvedeno: Plaude, exulta etc: de omni Sancto. | a |
Canto Solo. | Violin: IIbus. | Viola. I | Con | Organo. | O: A:
M: D: GI: B: V: M: | Authore Domino | Josepho | Prentner. |
Descripsit R: P: Maurus | P: Gott: 1725 | [dole vlevo:] 4. Par-
ty oznaceny Canto Solo (1 fol.), Violino I (1 fol.), Violino IT



(1 fol.), Viola (1 fol.) a Organo (1 fol.). Na posledni strané
obalky data provozovani: 26. Maji 784 | 23 Febr. 785 | 26.
9bris 785.

Jde o thledny a konzistentni opis, jehoz zavislost na
P naznacuje chybné ¢islovani basu nachazejici se v obou
pramenech (t. 18). Jiné drobné chyby této predpoklada-
né predlohy jsou vsak korigovany, stejné jako tramco-
vani a artikulace, jez je peclivé vyznacena. Kredibilitu
pramene posiluje skute¢nost, ze P. Brunnmayr mohl byt
v pfimém kontaktu se skladatelem, coz naznacuji ostat-
ni gottweigské prameny (viz Pfedmluva, s. XI-XII). Viz
téz C3.

C2

opis arii Plaude, exulta, cor meum, op. 1/1 (Brk 68)
a Mariae, dum spiro, op. 1/3 (Brk 61)

Biblioteka Diecezjalna w Sandomierzu (PL-SA),
sign. A VII 45

Opis neznamé provenience, jenz potidil blize neidentifi-
kovany Joannes Orodecki (téz Horodecki?). Tituln{ stra-
na: Concerti D[uae? — necitelna ptedloha] | A 4 | Violino
Primo | Violino Secundo | Canto Solo | Basso Pro | Organo. |
Authore Dno Dno | Brentner. | Descriptis | foannis Orodecki |
mmpp. | 3. Ctyti party oznaéeny Canto Solo (2 fol.), Violi-
no Primo (2 fol.), Violino Secundo (2 fol.), Organo (2 fol.).
Popsano podle mikrofilmu ulozeného v polské Narodni
knihovné (PL-Wn).

Zacatek partu prvnich housli prebird nezvyklé tram-
covani P (viz nize). To sice opisovac vzapéti opousti ve
prospéch tramcovani konvenc¢niho, mtizeme vsak usuzo-
vat, ze pfedlohou pro opis byl tistény part. Oproti P arie
neobsahuji part violy. Hudebni text obsahuje celou fadu
chyb, které vsak mohly byt zplisobeny opisovacovou ne-
pozornosti ¢i nekompetenci.

C3
opis arie Mariae, dum spiro, op. 1/3 (Brk 61)
Benediktinerstift Gottweig (A-GO), sign. 1031

Opis poridil gottweigsky regenschori P. Maurus Brunn-
mayr patrné kolem roku 1725. Nov¢jsi obalka obsahuje
na prvni strané¢ pravdépodobné opis ptivodniho titulniho
textu: Mariae dum Spiro. | d | Canto Solo. | Violinis 2b[u]s |
Viola | Con Organo. | O: A: M: D: GI: B: M: V: §§: A: 8S: O: |
Auth: Prentner | Descripsit P: Maurus. Party oznaceny Canto
Solo (1 fol.), Violino Imo (1 fol.), Violino 2do (1 fol.), Viola
(1fol.) a Organo (1 fol.). Na posledni stran¢ obéalky datum
provedeni: 10 Xbris 784. Viz téz C1.

C4

opis arie Hoste devicto, op. 1/6 (Brk 56)
Biblioteka Uniwersytecka w Warszawie (PL-Wu),
sign. RM 6087, olim Mq 27

Nedatovany opis z 1. poloviny 18. stoleti, nezndmé prove-
nience. Majitel Franciscus Leopoldus Kobielsky neidenti-
fikovan. Stejny ptivod maji téz opisy C5-C7; vybér z op. 1
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byl proveden dle obsazeni, jedna se o arie se dvéma hou-
slemi bez violy (viz zménu instrumentace v C7). Titul-
ni text na obalce z modrého papiru: Cantus Affectuosus de
Martyre | Hoste devicto mundo relicto. | a 4. Voc. | Canto Solo |
Violinis duobus | Con | Organo. [nize vpravo:| Authore | Fose-
pho Brentner. [jesté nize:| Ex partib[us] | Francisci Leopoldi |
Kobielsky. [vpravo nahote:| Ex A # h. Party oznaceny Canto
Solo (1 fol.), Violino Imo (1 fol.), Violino 2do (1 fol.) a Orga-
no (1 fol.). Format 21,5x17 cm, bez vodoznaku. Chybna,
prevzata a vzapéti korigovana ¢tvrtova pomlka v tvodu
taktu 82 jasné odkazuje k predloze P.

C5

opis arie Oderit me totus mundus, op. 1/7 (Brk 65)
Biblioteka Uniwersytecka w Warszawie (PL-Wu),
sign. RM 6088, olim Mq 28

Viz C4. Titulni text na obdlce z modrého papiru: Can-
tus Pro omni Tempore. | Oderit me totus mundus | a 4. Voc. |
Alto Solo. | Violinis duob[us] | Con | Organo. [vpravo nize:]
Authore | Sig. Fosepho Brentner. [dole vpravo:| Ex partibus |
Francisci Leopoldi | Kobielsky. [nahote vpravo:] Ex C. Party
oznaceny Alto Solo (1 fol.), Violino Primo (1 fol.), Violino 2do
(1 fol.) a Organo (1 fol.). Forméat 21x17 cm, bez vodozna-
ku. Chybna, pfevzata a vzapéti korigovana osminova po-
mlka v iivodu taktu 44 jasné odkazuje k piedloze P.

C6

opis arie Si quid est in corde meo, op. 1/11 (Brk 71)
Biblioteka Uniwersytecka w Warszawie (PL-Wu),
sign. RM 6089, olim Mq 29

Viz C4. Titulni text na obalce z modrého papiru: Cantus
Pro omni Tempore. | Si quid est in Corde meo etc. | a 4. Voc: |
Canto Solo. | Violinis duobus | Con | Organo. [vpravo nize:]
Authore | Sig. Fosepho Brentner. [dole vpravo:| Ex partib[us]
| Francisci Leopoldi | Kobielsky. [nahoie vpravo:]| Ex D: b.
Party oznaceny Canto Solo (1 fol.), Violino Primo (1 fol.),
Violino 2do (1 fol.) a Organo (1 fol.). Format 21,5x17 cm,
bez vodoznaku. Chybna nota v taktu 11 odkazuje k pted-
loze P, jiné chyby tisku vsak byly opraveny.

C7

torzo opisu arie O, Deus, ego amo te, op. 1/12 (Brk 63)
Biblioteka Uniwersytecka w Warszawie (PL-Wu),

bez signatury

Viz C4. Titulni text na obalce z modrého papiru: Cantus
Pro omni Tempore | O Deus Ego amo te etc. a 4 Voc. | Canto
Solo | Violinis duob[us] | Con | Organo et Fagotto obligatto.
[vpravo dole:| Authore | Sig. Josepho Brentner. [nize:] Ex
partib[us] | Francisci Leopoldi | Kobielsky [vpravo nahofe:]
Ex F. Dochovana pouze obalka, party ztraceny. Format
21,5x17 cm, modry papir bez vodoznaku. Vzhledem k opi-
sim C4-C6 stejného ptivodu je vysoce pravdépodobné,
ze C7 obsahoval opis arie op. 1/12, prestoze na obdlce je
uvedeno mirné odli$né obsazeni.
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Arrl

uprava arie Ubi, Jesu, quiescis, op. 1/2 (Brk 76)
Kloster Einsiedeln, Musikbibliothek (CH-E),
sign. 212,38 (Ms. 2990), RISM ID: 400014031

Rukopis bez obalky a titulniho textu. Party oznaceny
Canto Solo (1 fol.), Violino (1 fol.) a Organo (1 fol.). Arie je
dochovana anonymné a opatfena textem marianské anti-
fony Alma redemptoris mater. Text je prubézné podlozen
pod celou arif, v sopranovém partu tedy neni vyznaceno
Da capo. Pivodni text v rukopisu neni uveden, tramco-
vani a frazovani zpévniho partu odpovida novému textu.
Autor Gpravy ani opisovac¢ nejsou znami.

Arr2

uprava arie Ubi, Jesu, quiescis, op. 1/2 (Brk 76)
Orszagos Széchényi Konyvtar (H-Bn),

sign. Ms. Mus IV.784, fol. 54

Dochovéana anonymné ve sborniku zpévii z frantiSkanské-
ho kléstera Siimeg. Arie progla radikalni ipravou: urde-
na pouze pro zp¢v a basso continuo, sélové housle bez
nahrady vypustény, vypustény téz instrumentalni ritorne-
ly, basovy part nové zkomponovan se zaclenénim moti-
vl z houslového partu, skladba transponovana do a moll,
puvodni zpévni text upraven a piidana dalsi strofa (Di-
lecte Fesu veni). Uprava obsahuje znaéné mnozstvi chyb
a neobratnosti.

Ubi, Jesu, quiescis (Brk 77)

opis, jediny znamy pramen (viz faksimile na s. XXIV)
Biblioteka Uniwersytecka w Warszawie (PL-Wu),
sign. RM 6090, olim Mq 30

Skladba se dochovala v jedné sad¢ partt spolecné s arii
Hoc mundi mare (Brk 55), opisovac ani provenience ruko-
pisu z 1. poloviny 18. stoleti nejsou zndmi. Na titulni stra-
né uvedeno: Cantilena duplex | 1 Ubi Jesu quiescis | a | Canto
Solo | Violinis 2 | Viola — 1| Con | Organo | Auth: D[omi]no
Brentner | 2. Hoc mundi mare etc: | a | Canto Solo | Violinis 2
| Viola — 1| Con | Organo | Auth: D[omi]|no Brentner. Par-
ty oznaceny Canto Solo (1 fol.), Violino I° (1 fol.), Violino 2
(1 fol.), Viola (1 fol.) a Organo (2 fol.). Format 21x17,5 cm,
bez vodoznaku.

Opis je velice nespolehlivy, obsahuje mnoho chyb
a nejednoznacnosti. Jejich mnozstvi vzbuzuje otazku po
divéryhodnosti autorstvi jinak nedolozené skladby, neni
vSak vylouceno, ze vznikly spéchem ¢i indispozici opiso-

Vyhodnoceni prament

Vice pramenti se dochovalo pouze v ptipadé sbirky Har-
monica duodecatomeria ecclesiastica, op. 1 (hypotetické pra-
meny zde ani v popisu prament nebereme v ivahu, nedo-

vace. Valna vétsina chyb a nekonzistentnich pasazi je totiz
obsazena pouze v partech V1 2 a Vla.

Desidero te (Brk 48)

opis, jediny znamy pramen (viz faksimile na s. XXV)
Zisterzienserstift Wilhering (A-WIL), sign. 772,
RISM ID: 600077448

Opis neznamého kopisty z druhé ctvrtiny 18. stoleti.
Obdlku tvoii part Org, na titulni strané uvedeno: Cantus
Ecclesiasticus | De | Venerabili Sacramento | vel | De omni tem-
pore | a | Soprano Solo | Violin — 2 | Viola — 1 | Organo | Autho-
re Prentner | Pro Choro | Hilariensi. Nahofe prilepeny dva
Stitky se signaturou. Party oznaceny Soprano Solo (1 fol.),
Violino Primo (1 fol.), Violino 2do (1 fol.), Alto Viola (1 fol.),
Violon (part dopsan pozdéji jinou rukou, 1 fol.), Organo
(2 fol.). Format 33,5x21,5 cm, jen ¢aste¢né Citelny vodo-
znak se nepodafrilo identifikovat. Stejny opisovac se po-
dilel i na opisech dvou Brentnerovych Loretdnskych litanii
dochovanych v A-WIL (sign. 769 a 770).

O, Deus, ego amo te (Brk 64)

mozny autograf, jediny znamy pramen (viz faksimile na
s. XXVT)
Benediktinerstift Gottweig (A-GO), sign. 1028

Titulni text se nachazi na obalce, kterou tvoii part Org:
3tio | Concerto 6 Aria: | a | Alto Solo. — Conc: | Violino Solo. —
Conc: | Alto Viola Sola. — Conc. | Con | Organo. | Authore Fo-
sepho Brentner.

Dole na titulni strané kulaté razitko Musikarchiv
Géttweig a tuzkou cislo 9, vlevo nahote tuzkou signatu-
ra 1028. Party (kazdy na jednom dvojlistu) nesou oznace-
ni Organo, Alto Solo, Violino vel Hauthba, Alto Viola. Format
26,5x21,4 cm, bez ¢itelného vodoznaku.

Podoba titulni strany i notového textu se v mnoha
ohledech (rozvrzeni prostoru, hojné pouzivani verza-
lek, duktus notového zapisu) blizi Brentnerovym auto-
grafim (viz Pfedmluva, s. XI), zaroven se véak od nich
v nékterych jednotlivostech vyrazné odliSuje (tvary kli-
¢, nékterych majuskuli atd.). Totozné znaky vykazuje
dal$i Brentnerova arie dochovana v A-GO (Venite ad me,
Brk 80, sign. 1029). Je mozné, ze se v obou ptipadech jed-
na o skladatelovy autografy napsané s vétsim ¢asovym od-
stupem od dosud znamych autografti, ptipadné o opisy
blizké autografu a napodobujici jeho zakladni rysy. Po
obsahové strance je rukopis velmi konzistentni a spolehli-
vy, coz rovnéz nasvédcuje jeho blizkosti autorovi.

chované prameny jsou zminény v Pfredmluvé, pozn. 47-52
na s. XIT-XIII). Jeji prvni tisk (P) je jedinym pramenem,
v némz je sbirka dochovana v tplnosti. Opisy celé sbirky



(C) ijednotlivych arii (C1-C7) pochazeji z doby po vyda-
ni P, neptinaseji zasadnéji odlisny text a fada indicii na-
svédCuje tomu, ze z P pfimo ¢i zprostiedkované vychaze-
ji. Dvé tpravy arie op. 1/2 (Arrl, 2) reprezentuji pozdéjsi
verze vzniklé bez ucasti skladatele. Hlavnim pramenem
pro tuto edici tak je prvni tisk (P), zatimco opisy pro ni
nemaji pramenny vyznam a dokladaji pfedevsim rozsifeni
a pasobeni prvniho tisku sbirky. Presto vsak také posky-
tuji voditko pro feseni otazek vyplyvajicich z nedokona-

Obecné edi¢ni poznamky

Editorské doplnky a zmény jsou vysvétleny nize, vyznace-
ny hranatymi zavorkami v notovém textu ¢i komentovany
v jednotlivych poznamkach (Individual Remarks). Edi-
torska rozhodnuti v problematickych mistech zapisu jsou
v notovém textu opatiena poznamkou (*) s odkazem na
Individual Remarks, kde je stejnym zptisobem oznacen
prislusny komentar.

Arie jsou vzdy nazvany tvodnimi slovy textu, jez pti-
padné predchazi rimska cislice oznacujici poradi drie
v ramci sbirky; riizné tituly nachazejici se v opisech jsou
uvedeny v popisu pramentl.

Nazvy partti jsou uvadény dle predlohy v prvni akola-
dé¢ skladby. V nékolika ariich ze sbirky op. 1 jsou nékteré
hlasy oznaceny dle seznamu (Index ariarum) uvedeného
na konci Org (viz popis pramene P). Francouzské ozna-
¢eni hoboje je normalizovano, ptvodni tvary jsou uvede-
ny v popisu pramentl.

Zpévni part je v edici notovan v houslovém klici opro-
ti sopranovém ¢i altovém C kli¢i v pramenech: ptvodni
kli¢ stejné jako rozsah zpévniho partu jsou uvedeny vzdy
v uvodu odpovidajiciho oddilu Individual Remarks.

Pfedznamenani i oznaceni taktd jsou uvadéna dle

predlohy.

Artikulace a tramcovani

Tramcovani a artikulace pfedstavuji vzajemné souvisejici
edi¢ni problém predevsim ve sbirce Harmonica duodeca-
tomeria ecclesiastica: na jedné stran¢ se zda, ze tramcovani
prinejmensim v nékterych mistech usiluje o naznaceni ar-
tikulace (tak je tramcovani vyuzito i v mozném autogra-
fu arie O, Deus, ego amo te, Brk 64), na druhé strané¢ vsak
technologicka omezeni a nedokonalosti nototisku pomo-
ci pohyblivych typt (Typendruck) ptsobily fadu potizi jak
pti sazbé not o drobnéjsich hodnotach, tak pii hojnéjsim
uziti legatovych oblouckd, takze ani tramcovani, ani arti-
kulace nejsou v partech vyznaceny konsekventné. Opisy
jednotlivych arii sbirky navic zvlastnosti tramcovani ne-
prebiraji, ¢i je piipadné v pribéhu partu brzy opoustéji
(pramen C2).

V ptipadé tisténé predlohy (P) tak bylo tramcovani li-
Sici se v jednotlivych partech vesmés mlcky sjednoceno
a v nejasnych mistech se edice pfiklani k dne$nimu tzu;
nejvyraznéjsi zvlastnosti jsou komentovany v Individual
Remarks. U arif z rukopisnych predloh edice zachovava
pavodni tramcovani.
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losti nototisku P, tykajicich se zejména tramcovani a ar-
tikulace (zvlastni postaveni maji v tomto ohledu zejména
prameny C1 a C3). V Individual Remarks jsou uvadéna
odlisna ¢teni rukopisnych pramenti pouze vyjimecné, ze-
jména v souvislosti s chybami v P.

V pripadé rukopisné dochovanych arii Ubi, Jesu, quies-
cis (Brk 77), Desidero te (Brk 48) a O, Deus, ego amo te (Brk
64) je pfedlohou této edice vzdy jediny znamy pramen
skladby.

Zjevné chybné posuny ¢i nepfesnd umisténi legato-
vych obloucki v P jsou v edici ml¢ky opraveny. Oblouc-
ky doplnéné per analogiam jsou vyznaceny hranatymi za-
vorkami, jina rozhodnuti tykajici se platnosti legata jsou
komentovana v Individual Remarks.

Cetné a ¢asto nekonzistentné uvadéné obloudky ve
zpévnim hlasu edice pfejima podle pfedlohy, avsak nijak
je nedoplnuje. Tramcovani naznacuje podlozeni textu,
v pfipadé potieby je mlcky upraveno, stejné jako posuny
podlozeného textu zptisobené nedokonalosti tisku, zmé-
ny v podlozeni textu jsou v§ak komentovany v Individual
Remarks. Edice zachovava nadechové znacky, kterymi je
ve zpévnim partu v P naznaceno drobné odsazeni pred
bezprosttedné nasledujici novou frazi.

Dynamika

Dynamicka znaménka edice prevadi do dnesni podoby
a doplnuje je per analogiam pouze v mistech, kde chybé-
ji v nékterém z hlasti; doplnéna znaménka jsou uvedena
v hranatych zavorkach. Zménéna ¢i vypusténa dynamicka
znaménka jsou uvedena v Individual Remarks.

Generilbas

Edice v partitufe uvadi ¢islovany bas dle ptedlohy. Zjev-
né chyby jsou opraveny a uvedeny v Individual Remarks,
chybéjici ¢isla nejsou dopliovana. Mlcky je zpfesnéna
distribuce ¢isel na odpovidajici mista taktu, posuvky jsou
modernizovany (naptiklad bé pouzita ve funkci odrazky)
a uvadény vzdy pred cislici. Soucasti edice je generalba-
sovy part s revidovanym a doplnénym c¢islovanim, které
provedl Pablo Kornfeld (k dispozici online na www stran-
kach Academus Edition).

Posuvky

V predlohach jsou mistni posuvky dosti disledné uzivany
zptisobem obvyklym pro rané osmnacté stoleti (tj. posuv-
ka plati pouze pro notu, u které je uvedena, a pro bezpro-
stfedné nasledujici noty stejné vysky bez ohledu na takto-
vé Cary), naproti tomu edice uziva soucasny tizus (posuvka
plati po cely takt). Z této zmény systému vyplyva potfeba
nékteré posuvky jako redundantni vypustit (posuvky opa-
kujici se na stejné vysce v ramci jednoho taktu) a jiné pfi-
dat (posuvka u bezprosttedné nasledujici noty téze vysky
po taktové care Ci v ptipadé, kdy diive uvedend posuvka
v daném taktu ztratila platnost): tyto zmény jsou provede-
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ny bez vyznaceni a bez komentare v Individual Remarks.
Vyjimecné je redundantni posuvka v edici zachovana ve
funkci posuvky varovné, dalsi ojedinélé varovné posuvky
jsou editorem doplnéné bez vyznaceni.

Pokud posuvka v prameni omylem neni uvedena,
i kdyz z dne$niho hlediska ztstava drive v taktu uvedena
posuvka v platnosti, je tato chyba uvedena v Individual
Remarks. Ostatni editorem doplnéné posuvky jsou uve-
deny v hranatych zavorkach.

Pouze ojedinéle se v pramenech vyskytuje krizek ¢i bé
ve funkci odrazky, coz je mlcky korigovano. Také posuv-
ky umisténé vinou chyby tisku na chybné lince, v mezefe
¢i mimo osnovu jsou opraveny mlcky.

Rytmické hodnoty

Ctvrtova nota s te¢kou nasledovana tfemi Sestnactinami je
v edici ml¢ky zaménéna na ¢tvrtovou spojenou ligaturou
s prvni z nasledujicich ¢tyr Sestnactin. Pilové noty ¢i tec-
ky pres taktovou ¢aru jsou mlcky rozepsany a taktové cary
doplnény dle dnesniho tizu. Jiné zasahy do zapisu rytmic-
kych hodnot ¢i vyjime¢né ponechani nestandardniho za-
pisu (op. 1/10) jsou komentovany v Individual Remarks.

Prepis a edice latinskych textu

Latinské texty jsou v edici vesmés transkribovany. Zaklad-
nim principem transkripce je respektovani vSech charak-
teristickych rystt dobové praxe novoveké latiny i zretelné
vyjadfenych autorovych zaméri.

Dobové jazykové povédomi se projevovalo v morfolo-
gii, v syntaxi i ve specifickém pravopisu. Editovany text
se snazi co nejvice zachovavat charakteristické rysy dobové
praxe. K edi¢nim zasahtim ¢i k sjednoceni nékterych gra-
fickych jevt editori pfistoupili pouze tam, kde je v materi-
alu z edi¢niho hlediska zasah zdtivodnitelny. Zachovany
zustaly ty jevy, které vypovidaji o specifickych rysech dobo-
vého pravopisu a dobové tiskové praxe. Ve vydavanych tex-
tech jsou vSak obsazeny v minimalni mife. Transkribovany
a sjednoceny byly naptiklad znaky & = et. Ligatury a, ce
jsou rozvedeny na ae, oe. Souhlaska v je ponechana vsude
tam, kde se skutecné vyslovuje. Vyjimku tvori obcas nejed-
notné tisténé ¢i psané skupiny typu -sv-, -qv-, -ngv- s nasle-
dujici samohlaskou, kde je -v- transkribovano na -u- (napf.:
suavis, quiescis, requies, eques, languesco). Edice z prak-
tickych dtivodti nezachovava akcenty nad samohlaskami.

Edice se snazi v textu dedikace zachovat autorem c¢i
tiskafem v prameni jasné akcentované kurzivy. Rovnéz
respektuje kolisani aspirat cxch (napf. charus, charitas),
v rané novovekych textech obvyklé.

MIcky je sjednocena notace pomlk ve slozenych tak-
tech: ptilové pomlky v 6/4 taktu (op. 1/3) s platnosti pro
polovinu taktu jsou mlcky prevedeny na ptilovou s tec-
kou, napfic¢ hlasy je sjednocena notace pomlk v 6/8 tak-
tu (op. 1/11). V jinych pfipadech jsou doplnéné pomlky
vyznaceny hranatymi zavorkami, vypusténé komentovany
v Individual Remarks.

Chybné vicetaktové pauzy v nékterém z partl jsou
mlcky dopocitany.

Taktové cary, da capo

Taktové cary chybéjici po celotaktové ¢i vicetaktové pau-
ze, dal$i ojedinéle chybéjici taktové ¢ary a dvojcary na
konci vét jsou mlcky doplnény.

Prameny uvadéji na konci vzdy ,Da capo®, ¢asto se
vSak jedna o ,Dal segno® a notace v raznych partech téze
skladby byva rozdilna. Opakovaci pokyny jsou sjednoce-
ny dle soucasného Gzu, pridand znaménka a takty jsou
komentovany v Individual Remarks.

Vaclav Kapsa

Psani velkych pismen je pfizptisobeno soucasné praxi
s vyjimkou substantiv, u nichz autofi velkym pocatecnim
pismenem vyjadiovali specificky akcent, napfiklad nabo-
zenskou nebo profesni tctu. Ve zpévnich textech jsou vel-
ka pismena zachovana v oslovenich bozské osoby (Deus,
Creator, Salvator). V dedikaci je ponechano s velkym po-
cateCnim pismenem substantivum Musica tak, jak je to
obvyklé v dobovych pramenech. Tamtéz rovnéz autor ak-
centoval substantivum Harmonia, proto bylo i v tomto
pripadé ponechano velké pocateéni pismeno.

V podstaté rétorickd interpunkce originalu (zejména
v dedikaci) je nahrazena interpunkci logicko-syntaktic-
kou, jez vychazi ze systému soucasné cestiny. Podobné
i v prepisu textu podlozZeného pod notami. Rovnéz oslo-
veni ¢i zvolani jsou oddélena ¢arkou. Latina neoddéluje
¢arkami participidlni nebo infinitivni vazby ¢i vazby abla-
tivu absolutniho, proto ani v této edici oddéleny nejsou.

Preklady zpévnich textti preferuji informativni hle-
disko, snazi se proto o maximalni filologickou presnost,
nepftihlizeji k formalni a basnické strance textu a nejsou
ani uréeny pro provozovani darii v jiném nez puvodnim
jazyce.

Jiti Matl
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Abbreviations
A alto part
Brk catalogue of Brentner’s works (Brentner — katalog),

which will be published within the upcoming monograph

on the composer

Ed the present edition
Fag bassoon part

fol. folio

Ob oboe part

op. opus

S soprano part

p- page

Vi1 violin part

Vla viola part

Org thoroughbass part

Description of Sources

Harmonica duodecatomeria ecclesiastica seu
Ariae duodecim, op. 1

P

First printed edition, RISM A/I: B 4339, ID: 990006958
Preserved in two specimens:

P (CZ-Bm) — Moravian Museum in Brno, Kvasice col-
lection, shelf mark A 24.298

P (PL-Wu) - Biblioteka Uniwersytecka w Warszawie,
shelf mark St. Dr. Mus. 1053 (see the facsimile,

pp. XXII-XXTIT)

The printer Jifi Ondfej Laboun published the collection
in Prague in 1716; there is no other known published edi-
tion. Neither of the preserved specimens is complete, but
their combination gives a clear idea of the complete form
of the printed edition.

The specimen P (CZ-Bm) lacks the title page, the re-
verse of which is addressed to the dedicatee (this is the only
place where the name of the dedicatee is found in the print-
ed edition). The parts in 29x19.5 cm format are bound in
hard leather covers, and the cover of the thoroughbass part
reads: Nro 3. | Organo | Hymnodia divina XII. | Authore Brent-
ner | Pro Choro Quassicensi. The title Hymnodia divina actual-
ly belongs to Brentner’s second collection of arias (op. 3),
and this later caused confusion with the identification of
the two collections. The inventory of the Kvasice collection,
however, also shows that this title was used there in a broad-
er sense as a designation for collections of sacred arias (see
Foreword, p. XVII). Using this specimen, Emilidn Trolda
wrote out a manuscript score in 1929, and it has been pre-

served at the National Museum — Czech Museum of Music
(CZ-Pnm) under the shelf mark XXVIII F 223.

In the specimen P (PL-Wu), the vocal part is missing,
and the first violin part is incomplete (missing fol. D-F
[7-11]), but the set does contain a portion of the second
violin part (fol. C-D [5-7]) and the entire viola part twice.
This specimen is in ca. 34x21.5 cm format, and it consists
of bifolios and unifolios that are not bound, but that have
only been provisionally sewn together with thread; they
are not cropped, and they bear no traces of use. It there-
fore represents the form of the printed edition in which it
was distributed, while in this specific case, the set of parts
was compiled incorrectly. On the title page, besides a la-
bel with the present shelf mark, there are old shelf marks:
Inv. 744 (in pencil) and Ad. 257 (in ink on a round label).

In its complete form, the printed edition consists of
five separate parts, respectively designated in the head-
er under a decorative strip: Soprano (contains 9 fol. A-E;
arias IV and VII are intended for alto, although this is
stated explicitly only in the Index ariarum in the Org part;
see below), Violino primo (11 fol. A-F), Violino II. (7 fol.
A-Dj aria XII: Hauthbois), Viola Alto (4 fol. A-B2; aria
XII: Fagotto Concerto), and Partitura (11 fol. A-E2). At the
end of the last part mentioned, there is an Index ariarum
that contains the sequential number and instrumentation
of the aria; it is only there that one finds the alternative in-
strumentation of the solo instrumental part from the sec-
ond aria (Ob/VI), the identification of the voice type for
arias IV and VII (Aito), and the designation of the basso
continuo part (Organo).

In P (PL-Wu), the title page and the foreword are
found on separate sheets, and in P (CZ-Bm), the fore-
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word is bound to the Org part. The title page bears the
text: Harmonica | duodecatomeria | ecclesiastica. | seu | Ariae
| duodecim: | anno | millesimo septigentesi- | mo decimo sexto |
in lucem editae | a | Josepho jJoanne Ignatio | Brentner. | Opus
primum. | Vetero-Pragae | in Magno Collegio Carolino, typis
Georgii Labaun.

The dedicatee (for information about him, see the
Foreword, p. XVII) is addressed and identified on p. [2],
and on pp. [3—4] there follows the actual text of the dedi-
cation. Below is a translation of its contents (the edition
of the Latin text made by Jifi Matl is found on p. 2):

[Harmonica duodecatomeria ecclesiastica
or Twelve Arias|

dedicated

to the honor and glory

of the most glorious and noble lord
Matthias Gildea,

Knight of Altbach.

Glorious and noble
sir knight,

kindest of protectors
and patrons,

I present to you, glorious sir knight, most honorable protec-
tor; these twelve, long-prepared church arias, which are
now being published under your patronage. I have de-
cided to dedicate them to you above all as an expression
of respect, because I have more than once seen how your
thoughts are uplifted by harmony.

Therefore, although I have given these arias the title
Harmonica duodecatomeria ecclesiastica, nonetheless I have
never understood them to be like the uninitiated Matthi-
as, whose fate fell to him in part by chance [a reference
to Matthias, the apostle chosen by the casting of lots to
replace Judas; see Acts 1:15-26], because I made this de-
cision long ago because of the generosity I have received
from you.

Receive, then, this gift as an expression of gratitude;
the gift may be insignificant, yet were you to look upon it
kindly, it would at least mean a great deal to me, because
I would suffer, were it not to be welcomed by others. In
truth, harmonious music convicts me more than the bili-
ous hatred of caustic words, especially when I learn from
the Holy Scriptures about one of the twelve, who foolish-
ly attempted to disrupt the harmony of the church and
was driven out from the company of the others [a refer-
ence to the apostle Judas].

So accept my request, O glorious sir knight, and judge
this gift kindly, which I have dedicated to you long ago,
that my mind might find the ease, which is the only thing
for which it yearns; with this hope, I remain

to the glorious and noble sir knight,
and the most merciful protector,
the lowliest of servants.

Josephus Brentner

The individual arias are always designated by Roman
numerals to the left of the first staff, under which there
is a text incipit in some cases. In the first aria, the first
staff is also decorated with the initial P (see the facsimi-
le, p. XXIII). The printed edition was created using the
technology of moveable type (Typendruck), which was
usual for central European music printing at the time.
The printer Laboun had a set of type at his disposal with
modern, round noteheads and (unlike the Italian print-
ers at that time) beams for smaller note values. With re-
spect to elegance and consistency of typesetting, however,
his printings are not comparable, for example, to those of
Lotter in Augsburg (when compared specifically to the
edition of Planicky’s collection Opella ecclesiastica). The
imperfections and technological limitations are a problem
primarily for articulation and beaming.

C

Copy of the collection, torso
Benediktinerkloster Engelberg, Musikbibliothek
(CH-EN), shelf mark Ms A 743 (Ms. 5140),
RISM ID: 400004513, 400004511

Only the Organo part has been preserved from the anony-
mously kept copy of the collection; the other parts have
been lost. This involves the second part of a bundled col-
lection also containing a copy of the bass part from the
collection Opella ecclesiasica by Josef Antonin Planicky.
The bundled collection bears the title text: Duorum ope-
rum a Voce | Sola con Violini: Auth: | Planizckio & Anonymo:
| Opellae Duodecim sic dictae | a suo Authore Josepho Anto: |
Planizcki: Descriptae pro Choro | Angelo=Montano A:0 1734.
The copy of Brentner’s collection has its own title page
with the text: Opus 2% Constans itidem | 12 Ariis, a Voce Sola,
con 2 VV: | Compositis ab Authore Anonjmo, | & | Descriptis
pro Choro Angelo= | Montano A:° 1734: | Organo. The copy is
dated at the end: Finis: 18: Sept: 1734.

The copy contains all twelve arias, but their ordering
is somewhat different from that found in the printed edi-
tion (P): both alto arias (IV and VII) are placed at the
end as numbers 11 (Oderit me totus mundus) and 12 (Vos,
caelitum favores), but the sequence of the other arias was
not changed. The information stated in the list of arias
on p. 2 also indicates a slight change to the instrumen-
tation (wind instruments are absent; the aria with solo
violin is designated as con 2 VVni). The coinciding figura-
tion of the bass line and some uncorrected errors show
that the copy is dependent on P, but the copy also con-
tains a number of copying mistakes and garbling of the
original text as well as sporadic alterations correcting —
sometimes rather clumsily — some of the errors in P (see
the Individual Remarks, aria VIII, bar 50'2). The graphic
design of the copy is also carried out independently of
P, especially with regard to the beaming and the repeat
signs (Da capo). Therefore, while the copy is obviously
based on P, it was probably made indirectly through one
or more copies made directly from P that have not been
preserved.



C1

Copy of the aria Plaude, exulta, cor meum, op. 1/1
(Brk 68)

Benediktinerstift Gottweig, Musiksammlung (A-GO),
shelf mark 1024

The copy was made by the Gottweig choirmaster
P. Maurus Brunnmayr (see the Foreword, p. XIX) in
1725. The following appears on the title page of the cover:
Plaude, exulta etc: de omni Sancto. | a | Canto Solo. | Violin:
IIbus. | Viola. I | Con | Organo. | O: A: M: D: GI: B: V: M: | Au-
thore Domino | Josepho | Prentner. | Descripsit R: P: Maurus
| P: Gott: 1725 | [bottom left:] 4. The parts are marked
Canto Solo (1 fol.), Violino I (1 fol.), Violino II (1 fol.), Vio-
la (1 fol.), and Organo (1 fol.). On the back of the cover,
there are performance dates: 26. Maji 784 | 23 Febr. 785 |
26. 9bris 785.

This is a neat, consistent copy, the dependence of
which on P is suggested by the incorrect figured bass no-
tation found in both sources (bar 18), but other minor er-
rors from the assumed source for the copy have been cor-
rected, as well as the beaming and the carefully indicated
articulation. The credibility of the source is strengthened
by the fact that P. Brunnmayr may have been in direct
contact with the composer (as is suggested by the other
Gottweig sources; see the Foreword, p. XIX). Also see C3.

C2

Copy of the arias Plaude, exulta, cor meum, op. 1/1
(Brk 68) and Mariae, dum spiro, op. 1/3 (Brk 61)
Biblioteka Diecezjalna w Sandomierzu (PL-SA),
shelf mark A VII 45

This copy of unknown provenience was made by Joannes
Orodecki (= Horodecki?), about whom nothing more
is known. Title page: Concerti D[uae? — illegible in the
source] | A 4 | Violino Primo | Violino Secundo | Canto Solo |
Basso Pro | Organo. | Authore Dno Dno | Brentner. | Descriptis
| foannis Orodecki | mmpp. | 3. The four parts are marked
Canto Solo (2 fol.), Violino Primo (2 fol.), Violino Secundo
(2 fol.), and Organo (2 fol.). It has been described on the
basis of a microfilm reproduction kept at the National Li-
brary in Warsaw (PL-Wn).

The beginning of the first violin part carries over the
unusual beaming from P (see below), and although the
copyist later abandons it in favor of conventional beam-
ing, we may assume that the source used for the copy was
the printed part. Unlike in P, here the arias do not con-
tain a viola part. The musical text contains a large number
of errors that may have been caused by the copyist’s care-
lessness or incompetence.

C3
Copy of the aria Mariae, dum spiro, op. 1/3 (Brk 61)
Benediktinerstift Gottweig (A-GO), shelf mark 1031

The copy was made by the Gottweig choirmaster
P. Maurus Brunnmayr apparently around the year 1725.
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The first page of the newer cover contains what is proba-
bly a copy of the original title text: Mariae dum Spiro. | a |
Canto Solo. | Violinis 2b[u]s | Viola | Con Organo. | O: A: M:
D: Gl: B: M: V: §S: A: S8S: O: | Auth: Prentner | Descripsit P:
Maurus. The parts are marked Canto Solo (1 fol.), Violino
Imo (1 fol.), Violino 2do (1 fol.), Viola (1 fol.), and Organo
(1 fol.). On the last page of the cover, there is a perfor-
mance date: 10 Xbris 784. Also see C1.

C4

Copy of the aria Hoste devicto, op. 1/6 (Brk 56)
Biblioteka Uniwersytecka w Warszawie (PL-Wu),
shelf mark RM 6087, formerly Mq 27

This undated copy from the first half of the eighteenth
century is of unknown provenience. Its owner Franciscus
Leopoldus Kobielsky has not been identified. The copies
C5-C7 are of the same origin; the selection from op. 1 was
made on the basis of the instrumentation: the arias call for
two violins without viola (see the change of instrumen-
tation in C7). The title text appears on the cover made
of blue paper: Cantus Affectuosus de Martyre | Hoste devicto
mundo relicto. | a 4. Voc. | Canto Solo | Violinis duobus | Con |
Organo. [bottom right:| Authore | Josepho Brentner. [farther
down:| Ex partib[us] | Francisci Leopoldi | Kobielsky. [top
right:] Ex A # h. The parts are marked Canto Solo (1 fol.),
Violino Imo (1 fol.), Violino 2do (1 fol.), and Organo (1 fol.).
The format is 21.5x17 cm, and the paper does not bear
a watermark. The incorrect quarter rest at the beginning
of bar 82 was copied and then corrected, and it clearly
identifies P as the source.

C5

Copy of the aria Oderit me totus mundus, op. 1/7 (Brk 65)
Biblioteka Uniwersytecka w Warszawie (PL-Wu),

shelf mark RM 6088, formerly Mq 28

See C4. The title text appears on the cover made of blue
paper: Cantus Pro omni Tempore. | Oderit me totus mundus | a
4. Voc. | Alto Solo. | Violinis duob[us] | Con | Organo. [farther
down on the right:]| Authore | Sig. Josepho Brentner. [bot-
tom right:| Ex partibus | Francisci Leopoldi | Kobielsky. [top
right:] Ex C. The parts are marked Alto Solo (1 fol.), Violino
Primo (1 fol.), Violino 2do (1 fol.), and Organo (1 fol.). The
format is 21x17 cm, and the paper does not bear a water-
mark. The incorrect eighth rest at the beginning of bar 44
was copied and then corrected, and it clearly identifies P
as the source.

C6

Copy of the aria Si quid est in corde meo, op. 1/11 (Brk 71)
Biblioteka Uniwersytecka w Warszawie (PL-Wu),

shelf mark RM 6089, formerly Mq 29

See C4. The title text appears on the cover made of blue
paper: Cantus Pro omni Tempore. | Si quid est in Corde meo
etc. | a 4. Voc: | Canto Solo. | Violinis duobus | Con | Organo.
[farther down on the right:] Authore | Sig. Josepho Brentner.
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[bottom right:| Ex partib[us] | Francisci Leopoldi | Kobiel-
sky. [top right:] Ex D: b. The parts are marked Canto Solo
(1 fol.), Violino Primo (1 fol.), Violino 2do (1 fol.), and Orga-
no (1 fol.). The format is 21.5x17 cm, and the paper bears
no watermark. The wrong note in bar 11 indicates that the
source for the copy was P, but other errors in the printed
edition were corrected.

Cc7

Torso of a copy of the aria O, Deus, ego amo te, op. 1/12
(Brk 63)

Biblioteka Uniwersytecka w Warszawie (PL-Wu),

no shelf mark

See C4. The title text appears on the cover made of blue
paper: Cantus Pro omni Tempore | O Deus Ego amo te etc. a 4
Voc. | Canto Solo | Violinis duob[us] | Con | Organo et Fagotto
obligatto. [bottom right:| Authore | Sig. Josepho Brentner. [be-
low:]| Ex partib[us] | Francisci Leopoldi | Kobielsky [top right:]
Ex F. Only the cover has been preserved; the parts are lost.
The format is 21.5x17 cm, and blue paper bears no water-
mark. In view of the copies C4-C6 of the same origin,
it is highly probable that C7 contained a copy of the aria
op. 1/12, although the instrumentation stated on the cover
is slightly different.

Arrl

Arrangement of the aria Ubi, Jesu, quiescis, op. 1/2
(Brk 76)

Kloster Einsiedeln, Musikbibliothek (CH-E),
shelf mark 212,38 (Ms. 2990), RISM ID: 400014031

The manuscript lacks a cover and title text. The parts
are marked Canto Solo (1 fol.), Violino (1 fol.), and Organo
(1 fol.). The aria has been preserved anonymously, and it
has been given the text of the Marian antiphon Alma re-
demptoris mater. The text is continuously placed below the
entire aria, and the Da capo is not indicated in the sopra-
no part. The original text does not appear in the manu-
script, and the beaming and phrasing in the vocal part
correspond to the new text. The author of the arrange-
ment and the copyist are unknown.

Arr2

Arrangement of the aria Ubi, Fesu, quiescis, op.1/2
(Brk 76)

Orszagos Széchényi Konyvtar (H-Bn),

shelf mark Ms. Mus IV.784, fol. 54

The arrangement is preserved anonymously in a compi-
lation of songs from the Franciscan monastery in Siimeg.
The aria was radically altered: the arrangement is only for
voice and basso continuo. The solo violin is deleted with-
out any replacement, and the instrumental ritornellos are
also deleted. The newly composed bass part incorporates
motifs from the violin part. The piece was transposed into
a minor, and the original vocal text was adapted with the
addition of another strophe (Dilecte Jesu veni). The ar-

rangement contains a considerable number of errors and
awkward passages.

Ubi, Jesu, quiescis (Brk 77)

Copy, only known source (see the facsimile on p. XXIV)
Biblioteka Uniwersytecka w Warszawie (PL-Wu),
shelf mark RM 6090, formerly Mq 30

The composition has been preserved in one set of parts
together with the aria Hoc mundi mare (Brk 55). Both the
copyist and the provenience of the manuscript from the
first half of the eighteenth century are unknown. The title
page reads: Cantilena duplex | 1 Ubi Fesu quiescis | a | Canto
Solo | Violinis 2 | Viola — 1 | Con | Organo | Auth: D[omi]no
Brentner | 2. Hoc mundi mare etc: | a | Canto Solo | Violinis 2 |
Viola - 1| Con | Organo | Auth: D[ omi]no Brentner. The parts
are marked Canto Solo (1 fol.), Violino I° (1 fol.), Violino 2
(1 fol.), Viola (1 fol.), and Organo (2 fol.). The format is
21x17.5 cm, and the paper lacks a watermark.

The copy is very unreliable, containing many errors
and ambiguities. Their quantity raises the question of the
certainty of authorship of the otherwise undocumented
composition, but it cannot be ruled out that the errors re-
sulted from haste or the indisposition of the copyist. The
vast majority of the errors and inconsistent passages are
contained only in the VI 2 and Vla parts.

Desidero te (Brk 48)

Copy, only known source (see the facsimile on p. XXV)
Zisterzienserstift Wilhering (A-WIL), shelf mark 772,
RISM ID: 600077448

This copy was made by an unknown copyist in the second
quarter of the eighteenth century. The cover consists of the
Org part, and the title page reads: Cantus Ecclesiasticus | De
| Venerabili Sacramento | vel | De omni tempore | a | Soprano
Solo | Violin — 2 | Viola — 1 | Organo | Authore Prentner | Pro
Choro | Hilariensi. Two labels with shelf marks are glued
on at the top. The parts are marked Soprano Solo (1 fol.),
Violino Primo (1 fol.), Violino 2do (1 fol.), Alto Viola (1 fol.),
Violon (this part was added later in a different hand; 1 fol.),
and Organo (2 fol.). The format is 33.5x21.5 cm, and the
only partially legible watermark has not been successful-
ly identified. The same copyist also took part in copying
two of Brentner’s Loreto Litanies preserved in A-WIL (shelf
marks 769 and 770).

O, Deus, ego amo te (Brk 64)
Possible autograph manuscript, only known source

(see the facsimile on p. XXVT)
Benediktinerstift Gottweig (A-GO), shelf mark 1028



The title text appearing on the cover constituted by the
Org part reads: 3tio | Concerto 6 Aria: | a | Alto Solo. — Conc:
| Violino Solo. — Conc: | Alto Viola Sola. — Conc. | Con | Orga-
no. | Authore Josepho Brentner.

Lower on the title page is the round rubberstamp of
the Musikarchiv Go6ttweig and the numeral 9 in pencil.
On the top left in pencil is the shelf mark 7028. The parts
(each on one bifolio) are marked Organo, Alto Solo, Violino
vel Hauthba, and Alto Viola. The format is 26.5x21.4 cm,
and there is no legible watermark.

In many respects, the appearance of the title page and
of the musical text (spacing, plentiful use of capital let-
ters, characteristic style of musical notation) is similar

Evaluation of Sources

Multiple sources have been preserved only in the case of
the collection Harmonica duodecatomeria ecclesiastica, op. 1
(we do not take hypothetical sources into consideration
either here or in the Description of Sources. Sources that
have not been preserved are mentioned in the Foreword,
footnotes 47-52 on p. XX). The first printed edition (P) is
the only source in which the collection has been preserved
in its entirety. Copies of the whole collection (C) and of
individual arias (C1-C7) date from the period after the
publication of P, and the text that they present is not fun-
damentally different. There are a number of indications
that they are based directly or indirectly on P. The two
arrangements of the aria op. 1/2 (Arrl, 2) represent lat-
er versions created without the composer’s participation.
The main source for this edition is therefore the first print-

General Comments on the Edition

Editorial additions and changes are explained below and
are indicated by square brackets in the musical text or are
discussed in the Individual Remarks. Editorial decisions
in problematic passages of the notation are indicated
with an asterisk (*) that refers to the Individual Remarks,
where the relevant commentary is indicated in the same
manner.

The first words of the text are always used as the names
of the arias, and the Roman numerals indicate the se-
quence of the arias that are a part of the collection; the
Description of Sources gives the various titles found in
the copies.

The names of the parts are given with the first staff of
music in accordance with the source. In some of the arias
from the op. 1 collection, some of the parts are designated
on the basis of a list (Index ariarum) that is printed at the
end of the Org part (see the description of the source P).
The French word for the oboe has been standardized, and
the Description of Sources gives the original designation.

The vocal part in the edition is notated in treble clef
instead of the soprano or alto C clef used in the sources.
The original clefs and the ranges of the vocal part are al-
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to the autograph manuscripts by Brentner (see the Fore-
word, p. XIX), but at the same time, they differ from them
strikingly in certain individual details (shapes of clefs,
some majuscules etc.). Identical symbols are seen in an-
other Brentner aria preserved at the A-GO (Venite ad me,
Brk 80, shelf mark 1029). It is possible that in both cas-
es, these are the composer’s autograph manuscripts writ-
ten at a time far removed from when the already known
manuscripts were written, or else they are copies that are
closely tied to the autograph manuscript and that imitate
its basic features. With regard to its content, the manu-
script is very consistent and reliable, and that likewise
points towards its closeness to the composer.

ed edition (P), while the copies are not of significance as
sources for the new edition, and they primarily document
the distribution and use of the first printing of the collec-
tion. Nonetheless, they also serve as a guide for finding
answers to questions raised by the imperfections of the
music printing of P, concerning in particular the beaming
and articulation (the sources C1 and C3 are of particu-
lar importance in this respect). Variant readings from the
manuscript sources are listed in the Individual Remarks
only in exceptional cases, mostly in connection with er-
rors in P.

In the case of the arias that have been preserved in
manuscript, namely Ubi, Fesu, quiescis (Brk 77), Desidero te
(Brk 48), and O, Deus, ego amo te (Brk 64), the edition is al-
ways based on the only known source for the composition.

ways shown at the beginning of the relevant section of the
Individual Remarks.

Key signatures and time signatures are printed in ac-
cordance with the source.

Articulation and beaming

Beaming and articulation represent an interrelated edito-
rial problem primarily in the collection Harmonica duode-
catomeria ecclesiastica: on the one hand, it seems that the
beaming, at least in certain places, is an attempt to indi-
cate articulation (beaming is also used this way in what is
a possible autograph manuscript of the aria O, Deus, ego
amo te, Brk 64), but technical limitations and imperfec-
tions of music printing using movable type (Typendruck)
caused a number of problems both with the typesetting of
smaller rhythmic values and in places where legato slurs
are more plentiful, so neither the beaming nor the articu-
lation are indicated consistently in the parts. In addition,
the copies of individual arias of the collection do not car-
ry over the peculiarities of the beaming, or they quickly
abandon the original beaming as the part continues (in
the source C2).
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In the case of the printed source (P), beaming that
varies between individual parts has generally been uni-
fied tacitly, and in doubtful cases, the edition has given
preference to present-day practice; the most striking pe-
culiarities are discussed in the Individual Remarks. For
the arias from manuscript sources, the edition preserves
the original beaming.

Cases of obviously incorrect or inaccurate placement
of legato slurs in P are corrected tacitly in the edition.
Slurs added by analogy are indicated by square brack-
ets, and other decisions concerning the validity of legato
markings are discussed in the Individual Remarks.

The frequent and often inconsistently used slurs in the
vocal part have been retained in the edition according
to the source, but no more slurs have been added. The
beaming indicates the placement of the text, and it has
been tacitly corrected where necessary, as has the shifting
of the text caused by imperfections of the printing pro-
cess. Changes to the placement of the text, however, are
discussed in the Individual Remarks. The edition retains
breath marks that are generally given in the vocal part
in P, indicating a caesura before the new phrase that im-
mediately follows.

Dynamics

In the edition, the dynamic markings have been modern-
ized, and they have been supplemented by analogy only
in places where they are missing in some of the parts; add-
ed dynamic markings are placed inside square brackets.
Changed or deleted dynamic markings are mentioned in
the Individual Remarks.

Thoroughbass

In the score, the edition shows the figured bass notation
based on the source. Obvious errors have been corrected
and are mentioned in the Individual Remarks. Missing
numbers have not been added. The distribution of numer-
als to the appropriate place within the bar has been clari-
fied tacitly, and accidentals have been modernized (for
example, where a flat had been used to serve as a natu-
ral sign) and are always placed in front of the numeral.
The edition includes a thoroughbass part with revised and
supplemented figured bass notation elaborated by Pablo
Kornfeld (it is available online at the Academus Edition
website).

Accidentals

In the sources, local accidentals are used quite consist-
ently in the manner that is usual for the early eighteenth
century (i.e. an accidental applies only to the note with
which it appears and for immediately following notes of
the same pitch regardless of bar lines), but the edition
follows contemporary practice (an accidental applies
throughout the bar). Because of this change of system,
it was necessary to remove some accidentals as being re-
dundant (accidentals appearing repeatedly on the same
pitch within a single bar) and to add others (an accidental

on a note of the same pitch immediately following a bar
line or in cases where an accidental used earlier in a given
bar has lost its validity). These changes are not indicat-
ed, and they are not discussed in the Individual Remarks.
In exceptional cases, redundant accidentals have been re-
tained in the edition for cautionary purposes, and the edi-
tor has added other isolated cautionary accidentals with-
out indication.

If an accidental has been omitted in the source text ac-
cidentally, but from today’s perspective an accidental that
has appeared earlier in the bar remains in effect, such an
error is listed in the Individual Remarks. Other acciden-
tals added by the editor are enclosed in square brackets.

Sharp or flat signs appear in the sources in the func-
tion of a natural sign only in isolated cases, and this has
been corrected tacitly. Accidentals that have been mis-
printed on the wrong line or space or outside of the staff
have also been corrected tacitly.

Rhythmic values
In the edition, dotted quarter notes followed by three six-
teenth notes have been changed tacitly to a quarter tied to
the first of the four following sixteenth notes. Half notes
or dotted notes across the bar line are written out tacitly,
and bar lines are added in accordance with present-day
practice. Other changes to the notation of rhythmic
values or the exceptional retaining of non-standard nota-
tion (op. 1/10) are discussed in the Individual Remarks.

The notation of rests in compound meters has been
unified tacitly: half rests in 6/4 meter (op. 1/3) that ap-
ply to half a bar have been changed tacitly to a dotted
half rest, and the notation of rests in 6/8 meter has been
unified in all of the parts (op. 1/11). In other cases, added
rests are indicated by square brackets, and deleted rests
are mentioned in the Individual Remarks.

The incorrect indications of multiple bars of rests in
some of the parts have been corrected tacitly.

Bar lines, da capo

Bar lines missing after a rest for a full measure or multiple
measures and other isolated missing bar lines and dou-
ble bar lines at the ends of movements have been added
tacitly.

The words “Da capo” always appear in the sources at
the ends of movements, but these are often actually in-
stances of “Dal segno”, and the notation in various parts
of the same composition tends to differ. The indications
for repeats have been unified in accordance with modern
practice, and added markings and bars are discussed in
the Individual Remarks.

Vaclav Kapsa
Translated by Mark Newkirk



Transliteration and Editing of the Latin Texts

In the edition, the Latin texts have been transliterated.
The basic principles for the transliteration are the respect-
ing of all characteristic features of period practice for Lat-
in of the early modern period and the clear expression of
the author’s intentions.

Period consciousness of linguistic manifests itself in
the morphology, syntax, and peculiarities of spelling.
The edited text attempts to preserve the characteristic fea-
tures of period practice as much as possible. The editors
resorted to making editorial changes or to the unifying
of certain graphic features only in places in the material
where a change was justifiable from an editorial perspec-
tive. Those features that attest to specific aspects of peri-
od spelling and period printing practice have been pre-
served. These, however, appear only to a minimal extent
in the published texts. Symbols have been transliterated
and unified (e.g. & = et). The ligatures a and ce have been
split into ae and oe. The consonant “v” has been retained
wherever it is actually pronounced. There is an exception
in the case of the occasional inconsistent printing or writ-
ing of consonant clusters such as “sv”, “qv”, or “ngv” fol-
lowed by a vowel, where “v” has been transliterated as
“u” (e.g. suavis, quiescis, requies, eques, languesco). For
practical reasons, the edition does not preserve accents
above vowels.

In the text of the dedication, the edition has attempt-
ed to preserve the clearly emphasized italics used by
the author or the printer in the source. The edition like-
wise respects the ambivalence of the aspirates “c” vs “ch”
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(e.g. charus, charitas), which is usual in texts of the early
modern period.

Capitalization has basically been adapted to modern
practice with the exception of nouns, for which authors
used capitalization of the first letter to express a specific
emphasis, such as religious or professional respect. In the
sung texts, capital letters are maintained when addressing
the deity (Deus, Creator, Salvator). In the dedication, the
noun “Musica” is left with the first letter capitalized, as
was usual in period sources. In the same place, the author
also emphasized the noun “Harmonia”, so the initial capi-
tal letter was kept in that case as well.

The basically rhetorical punctuation of the original
(especially in the dedication) has been replaced with
punctuation based on logic and syntax following the sys-
tem of contemporary Czech. This is also the case with the
transliteration of the text placed under the vocal line in
the music. Likewise, direct address and exclamations are
offset using a comma. Latin does not use commas to offset
participial, infinitive, or ablative absolute phrases, so the
edition does not use commas in those places, either.

The translations of the sung texts give preference to in-
formational considerations, so there has been a maximum
attempt towards philological precision, while not taking
into consideration the formal or poetic aspects of the text.
The translations are not intended for the singing of the
arias in any language other than the original.

Jiti Matl
Translated by Mark Newkirk
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Individual Remarks

Harmonica duodecatomeria ecclesiastica seu Ariae duodecim, op. 1

Unless stated otherwise, the remarks refer to the reading in source P.

I. Plaude, exulta, cor meum, op. 1/1 (Brk 68)

Barnote

610—12

182

23!
457°

501—2

Part

S

V12
V11,2

V12

Remark

soprano clef, ambitus: d'-g”;

no tempo indication

tempo direction: Adagio

sixteenths beamed in groups of two in VI 1:
2_4(always 1—8)’ 51—64, 91—4, 121—8,13_138 etc.;
V12: 7578, 8178 16578 17'78, 42578 etc.

three notes slurred; same in bars

432—4—, 443—5

numbering: 65, same in C1; Ed corrects
analogously to 9%, same in C and C2

J
¢’ g’ inC2:¢”, a”;
Ed corrects to b, f”, same in C1

' f;inCland C2: [ [}

Ed corrects analogously to 51'~*

II. Ubi, Jesu, quiescis, op. 1/2 (Brk 76)

Barnate

48
53,8
712 ’
83-—4
132
201—5

23°

Part

S

Ob/V1

Ob/V1
Ob/V1

Ob/V1
Ob/V1
Ob/V1

Ob/V1

Remark

soprano clef, ambitus: e)—ab”;
no tempo indication

instruments indicated in the Index
Ariarum only: Hauth: 6 Violino solo

g's Ed corrects to b, same in Arrl

no b

Sd

p placed on the second beat

JSplaced on the fourth beat

Ill. Mariae, dum spiro, op. 1/3 (Brk 61)

Barnate

20, 33
392, 40"
41

46!

51

Part

S

Remark

soprano clef, ambitus: d'-g”;
no tempo indications

V12,Vla fplaced on the second (V12)

Org
Vla
V12

and third (Vla) beat
numbering: ?
p placed on the second beat in bar 42

¢”, same in C1 and C2;
Ed changes to a’ analogously to 467

bo a- - - mabo

text placement corrected based on bar 50

IV. Vos, caelitum favores, op. 1/4 (Brk 81)

Barmte Part Remark

A the whole part mistakenly uses soprano
instead of alto clef, ambitus: g-c”;
the voice type is specified only in the

Index Ariarum
Org no tempo indication
2 Org % after rests in bar 1;
at the end of the part: da c.[apo]
2 Vi1, 2, no %
Vla, S
12° V12 f’» Ed corrects to g’ analogously to 20°
17,28, Vla dynamic mark on the third beat
59
19,43 V11 dynamic mark on the third beat
55 V12 dynamic mark placed between bars
55 and 56
57 Vi1 JSfplaced between notes 8 and 9
60 V12 dynamic mark placed on the first beat
797 Vla three notes slurred
83 Vi, 2, repeat notated as Da capo; Ed adds bar 83
Vla, S

V. Cor meum tibi dedo, op. 1/5 (Brk 47)

Barnote Part Remark

S soprano clef, ambitus: d'—a”;
no tempo indication

V11,2 the scope of slurs on rhythmic figures
JJJ or ] J7 often unclear, Ed always binds
two sixteenths

17 Vi1 d’; changed to ¢” analogously to 37’
10%* Org figure §4 placed under fourth note
32375 V11 Ja4 united with S analogously to 36!
59 Vla p on the third beat

62" Vla at

VI. Hoste devicto, op. 1/6 (Brk 56)

Bar™  Part Remark
S soprano clef, ambitus: c#'-a”
1512 V12 7]
61* V11 gt
6412 S slur placed as a tie between notes 2 and 3
75! Org J
79* Org numbering ¢ placed under note 3
81 Org numbering: 76
82 Org bar line placed before & belonging to the

previous bar; wrong rest on the first beat
in bar 82 was copied (but immediately
corrected) in C4



VII. Oderit me totus mundus, op. 1/7 (Brk 65)

Barn°t Part

A

V11,2,

Org
5% Vi1
93513 V12
44 Org
46° Vi1

Remark

whole part mistakenly uses tenor instead
of alto clef, ambitus: g—¢”; the voice type
is specified only in the Index Ariarum

Ed retains the original beaming of six-
teenths; in V11: 39716 5,16%71°; V1 2: 39,
41, 56; Org: 1, 2, 30, 56 sixteenths beamed
in groups of four

)

no #, same in C5

superfluous 7 on the first beat; same
(but quickly corrected) in C5

4

VIII. Te, sub farre latens nummen, op. 1/8 (Brk 75)

Barnote Part

S
2 V1
51-2,9-10  y7]
5412 11* V1
126 Org
915710 S
231 S
263 Org
27* V1
3837° V1
50172 Org
552 S
57 V1

Remark

soprano clef, ambitus: d'- a5’
no %

ﬂ same in bars 11172, 38172
no 4, added analogously to 38
F;DinC

et
N8 :
la - tens

text placement unclear

R

figure 33,

&

only notes 4-5 slurred

missing in P; gcin C

no 4, added later in P (CZ-Bm)

repeat notated as Da capo,
Ed adds a whole bar

IX. Quam suavis amor, op. 1/9 (Brk 70)

Barn°t Part

S
* 516 \]I
117 Org
218 \%!
* 26 \%!

S
3837 Org

403 Org

Remark

soprano clef, ambitus: bb—g”

Ed suggests b as an option based

on bar 26" (see below) and likewise in
parallel (S: 21'°, VI: 32'%) and consequent
(2158, S: 26'%) passages; a’ is also accept-
able. An argument for this alternative
reading would be the composer’s possible
effort to avoid an augmented second in

Te, sub farre, op. 1/8, bar 38 and elsewhere.

By; changed in Ed to ¢, same in C

no b

note 11 in VI (upper staff) is to be read
as bb’; last accidental in V1 misplaced
(intended at the previous note) or mis-
printed (for ¥)

no b
no b

Barnote

496
491—8

493

Part

Org

93

Remark

no b

[ &
i ¢ i 4

guftate a = moris

text placement corrected

dclosetocin P;cin C

X. Desidero te, op. 1/10 (Brk 48)

Barnote

115—12

181

38
42

50
75
893

91°
101!
103°
110

Part

S
V1

V1

Org
all parts

Remark

soprano clef, ambitus: d¥'-a”

Ed retains the irregular rhythm notation
and unifies the articulation, same in bars
13-16, 65, 66, 75, 81-83

wave above the note probably means
vibrato or a trill; same in bars 19, 22,

68, 69

notes 2 and 3 slurred, Ed slurs notes
land 2

tie between note 3 and 4, Ed slurs notes
2 and 3

Jplaced on the first beat
3 on the first beat

numbering: 43 ; Ed shifts 3 under next
note

J without dot

b

number ¢ incorrectly placed below note 4
repeat notated as Da capo

Xl. Si quid est in corde meo, op. 1/11 (Brk 71)

Barnote

11

13—5

45—6
325:6

71
11°

126—7

1211
13

Part

S
S, V11,2

Vi1

Vi1

Vi1

Vi1
V12

V11

Vi1
V11,2

Remark

soprano clef, ambitus: a—g”

no tempo indication;
in its place in V1 1: Stoccato

EEFi

Ed corrects note 1 analogously to S
(bars 7,13) and V11 (bar 29), same in C6
three notes slurred; Ed unifies the articula-

tion with V1 2 and with the parallel place
in$S (73"5); same in the bar 29*°

—
b e

B

.

Ed reads as a tie, analogously to bar 10°7°
/s

¢’, same in C6; changed in Ed to ¢, same
handwritten correction in P (CZ-Bm)

¢t d’, same in C6; corrected in Ed to avoid
parallels with Org

Jf’; changed in Ed to ¢’, same in C6
4
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Bar™*  Part Remark Bar™*  Part Remark
14 Vi1 p placed on the fourth beat 1 Vi1 no #
20° Org J+; same in 35", 38°%; 192,20 V12 ¢” ¢”; corrected analogously to 12 and 2!
Ed unifies with V11, 2 21* V12 g'; corrected analogously to bars 3 and 51
29% 54% V11 dotted J; Ed unifies with V1 2 994 Vla b; corrected analogously to 4*
27 Org $; same in C; J in C6 232 V12 ¢’; corrected analogously to 5
37* Org numbering: 7b; same in C6 26! V12 ¢”; same correction as in 8!
40" V12 dotted J 353 V12 Jde”; corrected analogously to bar 11
42 Org no b 3¢ V1 no #
549 Vi1 dotted J 3754 § Jo
55 V11,2 Da capo; Ed adds whole bar and % 38 V12 four notes slurred
382 Vi1 ¢” corrected by the copyist to [~
Xll. O, Deus, ego amo te, op. 1/12 (Brk 63) 49° V12 ¢"; corrected analogously to 1*
2 ”, 2 2
Sonata: Adagio - Allegro 50 V12 ¢’ corr.ected analogo.usly to 2% and 20
. 51 Vla d’ rewritten to €’ or vice versa
Barnote Part Remark
*52-55 Vla whole passage corrupted: the copyist
Org tempo indication in C: Grave probably left out bar 52 (in Ed) mistakenly
gt Fag Jwithout dot and insefted it later (as bar 54 in the
122 Ob f7; Ed corrects to a” to avoid parallels with manuscript); bar 55 was reconstructed
Fag and Org analogously to bar 7, Org
5 55%5 V12 ¢’ ¢’; corrected analogously to bars 7 and 31
13 Fag D ) , ) ” .
14 Ob Allegro placed on the second beat 57 V12 d” corrected by the copyist to ¢” or vice
5 versa; Ed follows parallel passages 9° and
26 Ob, Org Jy corrected analogously to Fag 332
Ze0b e 59 VI1 nod
corrected analogously to Fag and Org 62172 V12 g¢ a’ a’; corrected analogously to bars 14,
28! Ob D 38, 44
713 Vla a; corrected analogously to bars 3 and 21
Versus: Adagio 722,731 V12 ad
Bar™  Part Remark 732 Vla f
4
S soprano clef, ambitus: ¢'-a” 73 V11, 8 no #
2 S, Fag, without %
Org
7 Org number 6 placed on note 3 Desidero te (Brk 49)
9* Fag, Org nob
97 Org number ¢ placed on note 8 Bar™*  Part Remark
241 Fag J . o
06? Vi by S soprano clef, ambitus: d'-g
s 13 V11, Vla dynamic marks on the first beat
28 Ob dotted J of the bar 14
3Vl one slur for four notes only; 22 Vi1 p on the first beat of the bar 23
superfluous J g” after note 8 991 V192 o
47 V1 i ;  foll i h
7 » Ob dotted Jin Ob; ; follows in bot parts 45 Vi1 p on the second beat of the bar 46
49 S, Fag, Da capo; Ed adds whole bar
Org 79 Vla P
49 VI,Ob  Da capo 912 S vocal text “te” corrected to “de”
491 vl h) 123 V11,Vla Da Capo, Org: Da Capo al Segno;
Ed adds whole bar and %
O, Deus, ego amo te (Brk 64)
Ubi, Jesu, quiescis (Brk 77) Sonata
1st movement: Largo
Bar™*  Part Remark Bar™  Part Remark
S soprano clef, ambitus: e—a” 27-28, VI/Ob e
6' Vla Dy 31-32 slurs sketched only, corrected according to
8! V12 ¢”; corrected to g’ to avoid consecutive Vla (bars 27-28)
fifths with Vla and Org 37° Org numbering: 74 on first beat

10* Vla #



2nd movement: Allegro
Barn°t Part

Remark

26*  VI/Ob  Ed suggests adding &, but it is also possible
without them
53%7  Vla tr placed on notes 3 and 6
Aria
Bar™*  Part Remark
A alto clef, ambitus: bb—db”;

no tempo direction

Zpevni texty / Vocal texts

Barnote

145
15

251—3
25'7°

38°

95

Remark

A

numbering: 74

—

Edice latinského originalu a cesky preklad / Edition and Czech translation of Latin texts by: Jifi Matl
Pteklad do angli¢tiny / English translation by: Mark Newkirk

Harmonica duodecatomeria ecclesiastica seu Ariae duodecim, op. 1

I

Plaude, exulta, cor meum,
adsunt grata gaudia.

Hic latentem habes Deum,
hic solare maesta suspiria.

Il
Ubi, Jesu, quiescis,
diu optata mea spes?

Languesco prae dolore,
suspiro prae amore,

an forsan pectus nescis,

0, chara requies, an nescis?

1.

Mariae, dum spiro,
favorem requiro,
amorem Suspiro,
appello ad te.

Hanc maestus imploro,
hanc laetus honoro,
hanc semper amabo,
ach, ora pro me!

Iv.

Vos, caelitum favores,
amores, cor affectat.
Non ultra me delectat
caduca terrae sors.

In Jesu delectabor,
sic ad te,

o, beate, o, amate,
trahet me

optata mors.

.

Raduyj se, jasej, srdce mé,
ptichazi radost zadana.
Tady skrytého Boha mas,
zde utés vzdechy smutné.

.

Kde, Jezisi, spocivas,
nadéje dlouho zadana?
Chradnu bolesti,
vzdycham laskou,

ty snad srdce nemads,
milované spoc¢inuti, nemas?

.

Dokud dycham,

po ptizni Marie touzim,
laskou vzdycham

a k tobé volam.

Smutné ji prosim,
vesele slavim,

milovat budu na véky,
ach, za mne pros!

Iv.
Po pfizni vas, nebestant,

po vasi lasce mé srdce touzi.

v/

Vic mne uz netési
nicotny pozemsky los.

V Jezisi ttéchu mam,
tak k tobé,

ach, svaty, ach milovany,
m¢ dovede

vysnéna smrt.

Be glad and rejoice, O my heart,

the longed-for joy is come.

Thou hast God hidden here,

here givest Thou comfort to sighs of sadness.

Where, O Jesus, dost Thou repose,
Thou long wished-for hope?

I wither in pain,

I sigh with love;

knowest Thou not then the heart,
knowest Thou not beloved rest?

As long as I shall breathe

I shall desire the favor of Mary;
I sigh with love,

and I call out to Thee.

I implore Her sadly,

I glorify Her gladly,

I shall love Her forever,
Ah, pray for me!

Iv.

It is for Your favor, O heavenly beings,
for Your love that my heart longs.

I am no longer pleased

by trivial earthly things.

In Jesus shall I take delight;
unto Thee,

Thou holy, beloved one,
may I be led,

by longed-for death.
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V.

Cor meum tibi dedo,
Jesu dulcissime,

en, cor pro corde reddo,
Jesu suavissime.

Quid reddam charitati,
quid dabo pietati,
qua adamasti me?

VI.

Hoste devicto,

mundo relicto

spera post pugnam victoriam.

Esto fidelis
Duci supremo,
qui te conducet ad gloriam.

VII.

Oderit me totus mundus,
arma proferat immundus,
dolos ejus concutio.

Deo duce et sub cruce,
ad obediendum pronus
€jus onus excutio.

VIIIL.

Te, sub farre latens numen,
voluptatis largum flumen,
concupisco millies.

Veni lapsus caelo,
tecte Deus panis velo,
veni, Creator,

veni, Salvator,
famentem refice,

vota clamantis excipe!

IX.
Quam suavis amor, properate,
amantes animae, festinate!

Huc festinate et gustate
novum amoris edulium!

X.

Desidero te, mi Jesu,
quando venies,

me de te saties?

Jam, quod quaesivi, video,
quod concupivi, teneo,
amore Jesu langueo

et corde totus ardeo.

XI.

Si quid est in corde meo
praeter te, mi Jesu,

nihil praeter te est.

Tu cordis mei es medulla,
tu oculi pupilla,
te amo.

XII.

O, Deus, ego amo te,

nam prior tu amasti me.
En, libertate privo me,

ut sponte vinctus sequar te.

Nil suggerat memoria,
nisi de tua gloria.

Nil intellectus sapiat,
praeterquam ut te capiat.

V.

Davam ti srdce své,
nejsladsi Jezisi,

za srdce srdce vyménim,
libezny Jezisi.

Cim vérnost oplatim,

co ti dam za lasku,

jiz jsi mne miloval?

VL.

Nepritel porazen,

tento svét opustén,

po boji doufej ve vitézstvi.
A vérny zlstan

Panu nejvyssimu,

ktery té dovede az ke slave.

VIL.

Cely svét at mé nenavidi,

at zbrané necisty pozvedne,
ja jeho Isti odrazim.

Bohem veden i pod kiizem
ochoten a poslusen
jeho tihu setfesu.

VIIL

Ty jsi Bith v chlebé ukryty,
siroky proud radosti,

po tobé¢ tisickrat touzim.

Prijd, sestup z nebes,
chlebe, ptikryty rouskou,
ptijd, Stvoriteli,

ptijd, Spasiteli,
hladového nasyt,

prosby volajictho vyslys!

IX.
Jak mila laska, spéchejte,
duse milujici, pospéste!

Sem pospéste a okuste

novy pokrm lasky!

X.

Touzim po tob¢, mij Jezisi,
kdy piijdes,

mé sebou nasytis?

Co jsem hledal, jiz vidim,
po ¢em jsem touzil, drzim,

laskou k Jezisi omdlévam
a celym srdcem hotim.

XI.

V mém srdci, mily Jezisi,
kromé tebe

nic jiného neni.

Ty jsi dfen srdce mého,
zritelnice oka mého,
tebe miluji.

XIl.

Boze, tebe miluji,

vzdyt difv tys miloval mne.
Hle, svobody se zbavuiji,

abych té nasledoval, spoutan rad.

Nic neni v mé paméti,
V1t 2 A4
nezli tva slava.
Mij rozum nic jiného nechce,
nezli to, aby té pfijal.

V.

I give Thee my heart,

sweetest Jesus,

I give Thee my heart for Thine,
dearest Jesus.

With what shall I repay Thy faithfulness;
what shall I give Thee for that love,
with which Thou has loved me?

VI.

The enemy defeated,

this world abandoned;

hope in victory after the struggle.

And remain faithful
to the Lord most high,
who shall lead thee on to glory.

VII.

Let all the world despise me,

let the unclean one take up arms against me,
I shall repel his stratagems.

Led by God even unto the cross,
willing and obedient
I will shake off its burden.

VIl

Thou art God hidden in bread,

a broad stream of joy;

a thousand times I yearn for Thee.

Come down from heaven,

O bread, covered with a veil,
come, Creator,

come, Savior,

fill the hungry,

hear the pleas of him who calls!

IX.
O sweet love, hurry,
loving soul, make haste!

Come hither quickly and taste
the new food of love!

X.

I desire Thee, my dear Jesus;
when shalt Thou come

and fill me with Thyself?

That which I have sought I now see,
that which I have desired I now hold;
I faint with love for Jesus,

and I burn with all my heart.

XI.

In my heart, dearest Jesus,
there is nothing

besides Thee.

Thou art the core of my heart,
the apple of my eye,
I adore Thee.

XIl.

O God, I love Thee,

for Thou hast first loved me.

Behold, I surrender my freedom,

that I might follow Thee in happy bondage.

In my memory, there is nothing,
but Thy glory.

My reason desires nothing else
but to receive Thee.



Ubi, Jesu, quiescis

Ubi, Jesu, quiescis,
diu optata spes?
Ubi, Jesu, quiescis,
ah, chara requies?
Ubi, o Jesu, quiescis,
o chara mea spes?

Languesco prae dolore,
suspiro prae amore.

Desidero te

Desidero te, mi Jesu,
desidero te millies
quando venies,

me de te saties?

Me laetum quando facies?
Me de te quando saties?

O, Deus, ego amo te

O, Deus, ego amo te,

nam prior tu amasti me.
En, libertate privo me,

ut sponte vinctus sequar te.

Amore solo dona me,
ut ego quoque amem te,
et vigil et per somnia
haec dando dabis omnia.

Kde, Jezisi, spocivas,
nadéje dlouho zadana?
Kde, Jezisi, spocivas
ach, milované spocinuti?
Kde, Jezisi, spocivas
nadéje ma draha?
Chtadnu bolesti,
vzdycham laskou.

Touzim po tobé¢, maj Jezisi,
touzim po tobé tisickrat,
kdy prijdes,

mé sebou nasytis?

Kdy mé potésis?

Kdy mé sebou nasytis?

Boze, tebe ja miluji,

vzdyt diiv tys miloval mne.

Hle, svobody se zbavuji,

abych t¢€ nasledoval, spoutdn rad.

Jen svou laskou mé obdaruj,
abych i ja mohl tebe milovat

v bdéni i ve snech,

daruje$ mi vSe, kdyz mi tohle das.

Where, O Jesus, dost Thou repose,
Thou hope long wished for?
Where, O Jesus, dost Thou repose,
ah, beloved rest?

Where, O Jesus, dost Thou repose,
my dearest hope?

I wither in pain,
I sigh with love.

I desire Thee, O my Jesus,

a thousand times I desire Thee;
when shalt Thou come

and fill me with Thyself?

When shalt Thou delight me?

When shalt Thou fill me with Thyself?

O God, I love Thee,
for Thou hast first loved me.
Behold, I give up my freedom
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that I might follow Thee in happy bondage.

Grant me only love

that I might love Thee

in vigil and in dreams;

in giving this, Thou givest all.
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