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Predmluva

Predklddany svazek je poslednim titulem ctyfdilného
edi¢niho projektu zaméfeného na tvorbu Josefa Brentne-
ra." Tento skladatel se do dé¢jin hudby v ¢eskych zemich
zapsal zvlasté tiSténymi sbirkami skladeb, které vysly
v Praze v letech 1716-1720. V kontextu zdejsi produkce
hudebnich tiskt té doby jsou tyto sbirky ojedin¢lé svym
poctem i tim, v jak rychlém sledu byly vydany. Brentnera
tak miizeme podcitat k tém skladateltim baroknich Cech,
kteti byli ve své dobé vydavani nejhojnéji, jako Adam
Michna z Otradovic ¢i Johann Caspar Ferdinand Fischer.
Z toho vychazi i rozvrzeni edi¢niho projektu volné via-
zeného do Academus Edition. Kazdy svazek prinasi jed-
nu Brentnerovu sbirku doplnénou jeho dal§imi skladbami
stejného hudebniho druhu dochovanymi v rukopisnych
pramenech. Nejdtive tak vysla Harmonica duodecatomeria
ecclesiastica, op. 1, spolu se tfemi ariemi komponovanymi
na texty jiz jednou skladatelem v doty¢né sbirce uzitymi.?
Nasledovaly tituly zaméfené na instrumentalni hudbu®
a na ofertoria a antifony pro Ctyfi zpévni hlasy s dopro-
vodem néstroji.* Tento posledni svazek nélezi opét du-
chovnim ariim, tedy hudebnimu druhu, kterému Brentner
vénoval hned dvé ze svych sbirek.

Skladby vydané ve sbirkach vypovidaji témér o vsech
podstatnych oblastech Brentnerovy tvorby. Jeho ocividna
snaha prosadit se svymi kompozicemi, aniz by zastaval
néjakou vyznamnéjsi stalou pozici (alespon o ni nejsme
informovani), je v dané dobé dosti pozoruhodna a vybi-
zi k tvaham o ambicich skladatele i o cestach, kterymi se

1V matri¢nich zdznamech o narozeni a imrti je Brentner uvadén jako
,Joannes Josephus“, on sdm vSak upiednostiioval jméno Josef. V titulu
této edice jsou skladatelova kiestni jména uvedena némecky v plném tvaru
,Johann Joseph Ignaz®, jaky také stanovuji posledni vydéani encyklopedii
Grove Music Online, Musik in Geschichte und Gegenwart ¢i katalog hudebnich
prament RISM, v textu pouzivame skladatelem preferované jméno Josef.
Kiestni jména uvddime v obou zemskych jazycich té doby zptisobem vy-
chazejicim z dobového tzu: v ¢eském textu Cesky, v cizojazy¢ném némec-
ky. Skladatel upfednostnoval své druhé jméno patrné proto, ze jeho o dva
roky starsi bratr, jenz brzy po narozeni zemfel, byl pokitén stejnymi jmény,
SOA Plzen, matrika Dobtany 3, 29. 3. 1687, fol. 23v.

2 Johann Joseph Ignaz BRENTNER: Duchovnt drie I / Sacred Arias I (Aca-
demus Edition 2), ed. Vaclav Kapsa, Etnologicky tstav AV CR, Praha 2015.
3 Johann Joseph Ignaz BRENTNER: Instrumentdlni hudba / Instrumental
Music (Academus Edition 4), ed. Vaclav Kapsa, Etnologicky tstav AV CR,
Praha 2017.

4 Johann Joseph Ignaz BRENTNER: Offertoria solenniora (Academus Editi-
on 6), ed. Vaclav Kapsa, Etnologicky tstav AV CR, Praha 2017.
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je pokousel naplnovat. Pravé diky vyuziti média hudeb-
niho tisku doznala Brentnerova hudba ve své dobé po-
mérné zna¢ného rozsifeni, dodnes se dochovala v nema-
1ém rozsahu a sam skladatel neupadl zcela v zapomnéni.®
Zptistupnéni skladeb za tcelem studia a oziveni Brent-
nerovy tvorby vSak neni jedinym cilem tohoto edi¢niho
projektu. Jestlize byl Brentner ve srovnani s vyse jmeno-
vanymi komponisty i s nékterymi svymi dal$imi soucas-
niky nepochybné tviircem mensiho vyznamu, tim vice se
v jeho tvorbé promitaly proménujici se kompozi¢ni tren-
dy a také ocekavani mistnich recipientti jeho hudby, jimz
se jako skladatel snazil vyhovét. Navic se z druhého dese-
tileti 18. stoleti, do kterého spada vrchol jeho kompozic-
ni ¢innosti, dochovalo jen malo kompozic zdejsich skla-
datelt. Brentnerova hudba tak nabizi obecnéjsi vypoveéd
o rtiznych aspektech hudebni kultury a hudebni tvotivos-
ti v Cechéch té doby.

Jadrem predkladaného svazku je sbirka Hymnodia di-
vina, op. 3. Ve starsi literatufe o Brentnerovi byla timto
ndzvem mylné oznacovana skladatelova vySe zminéna
prvni sbirka,® zatimco pro skute¢nou sbirku tohoto jmé-
na jeji objevitel Emilian Trolda zavedl — neznaje chybé-
jici titulni list a tim padem ani na ném uvedeného auto-
ra a nazev sbirky — oznaceni Anonymus 1718. Jediny dnes
znamy exemplar tisku Trolda nalezl mezi hudebnina-
mi z minoritského klastera v Ceském Krumlové,” sbir-

5 Jasné to formuloval jiz Dlaba¢: ,,[Brentner| machte sich sowohl in Béh-
men als im Auslande durch seine gedruckten Kompositionen bekannt®,
viz Gottfried Johann DraBacZ: Allgemeines historisches Kiinstler-Lexikon fiir
Bihmen und zum Theil auch fiir Méhren und Schlesien, Stinde Bohmens, Prag
1815, sv. 1, sl. 13. Nepochybné pravé diky tiSténym sbirkdm stavi Brentne-
ra na ¢elné misto mezi skladateli cirkevni hudby ptisobicimi v Cechach
Martin GERBERT: De cantu et musica sacra a prima ecclesiae aetate usque ad
praesens tempus, Tomus 11, Typis San-Blasianis, St. Blasien 1774, s. 371: ,,In
Bohemia, quae Italiae aemula dici potest, copia est praestantissimorum
musurgorum P. Guntheri Jacobi, Brentner, Francisci Xav. Brixi, Ioannis
Novack, Loheli, Michl, Schmitt Pragensis [...]“. Podobné také pro Ger-
bera byl Brentner ,ein berithmter béhmischer Kirchenkomponist®, Ernst
Ludwig GERBER: Historisch-Biographisches Lexicon der Tonkiinstler, sv. 1,
Breitkopf, Leipzig 1790, sl. 203.

6  Kromé rtiznych slovnikovych hesel o skladateli viz zejména Helena
KONECNA: Josef Jan Brentner a jeho Hymnodia Divina, diplomova préce,
Univerzita Jana Evangelisty Purkyné, Brno 1967 a Zdenka PiLkovA: In-
strumentace kantdt autord, z Cech v proni poloviné 18. stoletf, Hudebni véda 14
(1977), ¢. 2, 5. 146-159.

7 Emilian TroLpA: Hudebni pamdtky v Ceském Krumlové, Cyril 62 (1935),
¢. 7-8, s. 86-90; ¢. 9-10, s. 109-111, zvl. s. 89. Déle viz Martin HORYNA:
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ku spartoval® a pojednal ji v kontextu obdobné tvorby
zdej$ich autori.® Jak tomu ¢asto u anonymnich skladeb
byva, pozdéjsi badatelé zabyvajici se pfibuznymi tématy
sbirce vesmés nevénovali pozornost, vyjimku predstavuje
nepublikovana diplomovand prace Simony Taborové vy-
pracovand pod vedenim Martina Horyny." Omyl v iden-
tifikaci obou sbirek, jehoz geneze bude objasnéna dale,
bylo mozno odhalit az po vyhodnoceni opisu z polského
Hnézdna obsahujiciho tdaje ptivodniho titulniho listu.™

Brentnerova sbirka Hymnodia divina je v tomto svazku
doplnéna ¢tyfmi driemi ¢i s6lovymi motety z rukopisnych
prament.”? Jednd se o kompozice reprezentujici pozdéj-
§i vrstvu Brentnerovy tvorby, pficemz tfi z nich se uni-
katn¢ dochovaly v benediktinském klastefe v Gottweigu
a patfi k pramentim vypovidajicim o tamni mimoradné
oblibé tohoto skladatele. Zatimco prvni dil edice Brent-
nerovych duchovnich arii pfinesl vyhradné skladby pro
sopran a alt, do tohoto svazku jsou ve shod¢ s §ir§im za-
stoupenim hlasovych obort ve sbirce Hymnodia divina za-
fazeny také arie pro tenor a bas.

Skladatel

Stru¢na biografie skladatele doplnéna chronologickym
prehledem jeho zivota a dila i edicemi nejvyznamnéjsich
pramennych dokumentd je zvefejnéna online jako sou-
cast katalogu Brentnerovy tvorby, je tedy snadno dostup-
na a navic je pribézné aktualizovdna o nové poznatky."
Zaméfme se proto na tomto misté predevsim na ty biogra-

Sbirka baroknich hudebnich tiski z ceskokrumlovského kldstera, in: Klaster mi-
noritt a klarisek v Ceském Krumlové. Uméni, zboZnost, architektura, Da-
niela Rywikova (ed.), Veduta, Ceské Budéjovice 2015, s. 24}—249.

8 Troldova spartace je ulozena v Narodnim muzeu — Ceském muzeu
hudby (CZ-Pnm) pod signaturou XXVIII F 141, viz téz Alexander Bucn-
NER: Hudebni sbirka Emilidna Troldy (Sbornik Nédrodniho musea v Praze,
sv. 8, fada A/1), Narodni muzeum, Praha 1954, ¢. 12, s. 17.

9  Emilidn TROLDA: Josef Antonin Pldnicky, Cyril 59 (1933), ¢. 9-10, s. 100
113.

10 Simona TABOROVA: Anonymni sbirka duchovnich drit z roku 1718, diplo-
mova prace, Jihoceska univerzita, Ceské Budé¢jovice 2005.

1 Existenci tohoto pramene zminila ve svém piehledu hudebnich bo-
hemik 18. stoleti v Polsku Danuta Ipaszak: & problematyki czeskiej emigra-
¢ji muzycznej w Polsce w XVIII wicku (Z dziejéw muzyki polskiej 6), BTN,
Bydgoszc 1963, avsak zstal ¢eskymi muzikology nepovsimnut. Teprve
z podrobného katalogiza¢niho zaznamu s hudebnimi incipity, jejz publi-
kovala Danuta Ipaszak: Zrddla muzyczne Gniezna. Katalog tematyczny. Stow-
nik muzykow (Studia et dissertationes Instituti Musicologiae Universitatis
Varsoviensis A/3), Musica Iagellonica, Krakov 2001, s. 98-99, bylo ziej-
mé, o jakou Brentnerovu sbirku se ve skute¢nosti jednd. Zdménou obou
sbirek a souvisejicimi prameny se zabyval Vaclav Kapsa ve studiich Har-
monica duodecatomeria ecclesiastica a Hymnodia divina. Dvé sbirky darit Jana
Josefa Igndce Brentnera, Acta.musicologica.cz 2006, ¢. 2, dostupné online:
<http://acta.musicologica.cz/> (8. 9. 2020) a Bassani — Brentner — Villicus:
hudebni repertodr dvou rukopisnych sbornikil z piaristického kldstera v Podolinct,
Musicologica slovaca 3(29) (2012), ¢. 2, s. 195-215.

12 K terminologickym problémtim spjatym s oznacenim arie, sélové mo-
teto a kantata srov. BRENTNER: Duchovni drie I (viz pozn. 2), s. VII, kde
je také nastinéna historie novodobého badani o sbirkach arii skladatelti
z Ceskych zemi vzniklych v prvni tfetiné 18. stoleti a vymezeno Brentne-
rovo misto v tomto repertoaru. K otazkdm terminologie je tfeba na tomto
misté doplnit, Ze pramenny material k Brentnerové sbirce Hymnodia divina
vydané v tomto svazku (pramen PC2, viz Kritickd zprava, s. 87 doklada
v souvislosti s timto repertodrem pomérné pozdni vyskyt terminu ,,concer-
to“, jenz byl pro vokalni chrimovou hudbou psanou v koncertantnim stylu
uzivan zejména béhem 17. stoleti.

13 Vaclav Kapsa: Joseph Brentner. A Catalogue of His Works, Ustav dé&jin
uméni AV CR, Praha 2019-2021, publikace online: <https://brentner.
katalog-skladeb.cz/> (8. 9. 2020).

fické predpoklady a okolnosti, které by mohly jakymkoli
zpusobem souviset s dily vydanymi v tomto svazku.

Rodina, do které se Josef Brentner v roce 1689 v zapa-
doceskych Dobranech narodil, patfila k mistni elité. Skla-
datelav otec, ,,spectabilis ac doctissimus dominus® (jak je
oznacen v matriénim zdznamu o svém snatku), jenz za
svobodna doprovazel mladého hrabéte Halleweila na
jeho kavalirské cesté, aby se po zalozZeni rodiny stal vid-
cem dobfanskych méstant domahajicich se svych prav na
premonstratské vrchnosti reprezentované chotésovskymi
prevory a tepelskymi opaty," nepochybné dbal na di-
kladné vzdélani svych déti. NejstarSim prezivSim synem
byl pozdéjsi ,,praeclarus componista® Josef, mladsi Franti-
$ek Antonin (* 1691) piisobil jako — patrné nepfili§ ispés-
ny — hospodarsky spravce riiznych statkd," dalsi syn Petr
(* 1698) se stal frantiSkdnem a roku 1749 byl zvolen kvar-
didnem klastera v Hejnicich.' Jestlize jiz dfive bylo moz-
no dle nékterych aspektti Josefovy tvorby a jejiho Sifeni
uvazovat o jeho jezuitském vzdélani,"” tuto hypotézu je
nyni mozno potvrdit. Roku 1703 se totiz ,,Josephus Brent-
ner Boemus Dobrzanensis“ stal ¢lenem latinské kongrega-
ce Zvéstovani Panny Marie v Jindfichové Hradci a o rok
pozdéji byl do téze matriky zapsan jeho mladsi bratr
Frantisek, velice pravdépodobné tedy oba studovali na
tamnim jezuitském gymndziu."® O pozdéjsi silné rezonan-
ci Brentnerovych skladeb v jezuitském prostredi snad nej-
vyraznéji vypovida hudebni inventaf, ktery si zacal vést
jezuita P. Ignatius Millner roku 1711 ve Vidni a po dlouhd
1éta jej peclivé doplnoval; je v ném zapsano bezmala Sede-
sat Brentnerovych dél, véetné vétsiny kompozic vydanych
v tomto svazku.' Obé Brentnerovy sbirky érif byly spiri-
tualitou jezuitského fadu nepochybné ovlivnény.

Kdy a za jakych okolnosti Josef Brentner piibyl do
Prahy? Jeho prvni sbirku zde vytiskl roku 1716 Jiti Ond-
fej Laboun, jenz po svém otci prevzal tiskarnu ve staro-
méstském Karolinu; pravé tento podnik stal za napros-

14 Podrobnéji ke skladatelovu otci Johannu Georgu Brentnerovi viz
BRENTNER: Offertoria solenniora (viz pozn. 4), s. VITI-IX.

15 FrantiSek Antonin Brentner zastaval od roku 1726 misto hejtmana
v Miro$ové, po nékolika letech vSak kontrola shledala zavady v hospoda-
feni a Brentner byl sesazen a uvéznén. Potize mél zfejmé i za svého pozdéj-
siho plisobeni v roli spravce statku Osek, jak je mozno usuzovat z podani
hrabénky Nostitzové na Ceskou komoru zadajici potvrzeni o Brentnerové
$patném hospodateni na MiroSové. Dokumenty k této kauze uchovava Na-
rodni archiv, fond Ceska komora, inv. & 8648, 8651 a 8658, kart. 282 a 291.
16 Viz Narodni archiv, FrantiSkani — provincialat a konvent, Praha, inv.
¢. 425, kniha 33, pamétni kniha frantiskanského konventu v Hejnicich.

17 Viz BRENTNER: Duchovni drie I (viz pozn. 2), s. IX-X.

18 Narodni archiv, NdbozZenska bratrstva, XV-18, kart. 112, Album sodali-
tatis B. M. Virginis annunciatae institutae Novae Domi in collegio Societatis Iesu
Anno MDCII, nefoliovano.

19 ELTE Egyetemi Koényvtari és Lévéltar Budapest, sign. F 31, Catalogus
Rerum Musicarum singulari studio conscriptarum a P. Ignatio Miillner, S7. Blize
k tomuto prameni viz Katalin Kim-Szacsvar: Catalogus Rerum Musicarum
des Fesuiten P. Ignatio Millner, in: Die Kirchenmusik in Stidosteuropa. His-
torische und typologische Studien zur Musikgeschichte siidosteuropai-
scher Regionen. Kongrefibericht Temeswar/Timisoara, 19.-23. Mai 1998,
Schneider, Tutzing 2003, s. 125-134; TAZ: Das Noteninventar des Jesuiten-
paters Ignatio Miillner. Ein Musikalienkatalog aus der ersten Hdlfie des 18. Jahr-
hunderts, in: Oberschwibische Klostermusik im europdischen Kontext:
Alexander Sumski zum 70. Geburtstag, Peter Lang, Frankfurt am Main
2004, s. 43-66.



tou vétdinou prazskych hudebnich tiskd té doby.?® Nenfi
ale vlibec zfejmé, zda byla tato sbirka jakousi ,,vstupen-
kou®, ktera zalozila skladatelovu popularitu a pomohla
mu uchytit se a etablovat v Praze, ¢i naopak zda bylo vy-
dani sbirky jiz jednim z vysledkt skladatelova tamniho
pasobeni. Kazdopadné ojedinélé doklady o Brentnerové
¢innosti souvisejici s Prahou pochazeji az z let 1717-1720
a jejich utrzkovity charakter dobfe vypovida o tehdej$im
postaveni skladatele v prazskych méstech. Brentner kom-
ponoval pro nabozenské bratrstvo pfi jezuitském chramu
(Brk Coll. 6), pro bosé karmelitany (Brk Coll. 7), jeho in-
strumentalni hudbu nakupoval reditel thunovské kapely
Sebastian Erhard a skladatel sam se ji snazil zhodnotit
ve své ¢tvrté sbirce vydané ve vlastni rezii (Brk Coll. 4).*'
Usiloval tedy o uplatnéni své tvorby tam, kde to jen bylo
mozné — zadné placené misto skladatele, jaka existovala
u panovnickych dvorti, v Praze pochopitelné k dispozici
nebylo. Pro hudebni milieu prazskych mést té doby pak
je zcela priznacné, zZe nemame zadné informace o tom,
kde Brentner v Praze jako hudebnik ptisobil. Jediny tdaj
ze vzdaleného pramene, spojujici jej s hudebné proslu-
lym ktrem prazskych kfizovnikt s cervenou hvézdou, se
v zadnych dalsich pramenech zejména prazské proveni-
ence zatim nepodafilo potvrdit.?? Pokud viibec, tak jsme
u prazskych kart informovani spi$e o pozicich, nez o jmé-
nech konkrétnich hudebnikd, ktefi je zastdvali.?® Obecné
je zfejmé, ze v Praze byl nadbytek zdatnych hudebniki
a ohodnocenti jejich prace bylo nizké, snazili se tak obsah-
nout co nejvice prilezitosti k vydélku.

At jiz Brentner po né¢jakou dobu ptisobil jako kapelnik
v kfizovnickém kostele sv. Frantiska u paty Karlova mos-
tu, ¢i nikoli, inventar impozantni hudebni sbirky tohoto
kostela, pofizeny v roce 1737, obsahuje pouze dvé jemu
pripsané skladby oproti desitkdm dél jeho prazskych kon-
kurent?.?* Mnoho Brentnerovych kompozic se nenachazi
ani v hudebni sbirce svatovitské katedraly®® a jeho jmé-

20 Zdejsi hudebni tisk této doby zatim nejdtkladnéji pojednal Jiif SE-
HNAL: Pobélohorskd doba (1620-1740), in: Hudba v ¢eskych déjinach. Od
sttedovéku do nové doby, 2. vyd., Supraphon, Praha 1989, s. 210-212.

21 Srov. dokumenty ke skladatelovu zivotu a dilu publikované online na
adrese <https://brentner.katalog-skladeb.cz/cs/dokumenty > a BRENTNER:
Instrumentdint hudba (viz pozn. 3), s. IX.

22 Jednd se o pozndmku na obalce opisu érie Veni, Jesu, panis vitae (Brk 79)
z Podolince, ktery uchovava Statny archiv v Bratislave, pracovisko Modra,
sign. H-733, RISM ID no. 570002605: ,Boemo Pragensi compositore et
apud RR. PP. Crucigeros ad pedem pontis cappelae magistro virtuosissimo
ibidem". Dotyény pramen vzbuzuje otazky. Part s6lové klariny uvedené ve
vyctu nastroji na titulni strané sice v materialu chybi, samotna skladba,
dochovana s jinym textem i v dal$ich opisech, se vsak i bez néj zda byt
kompletni. Je tedy mozné, zZe obalka ptivodné obsahovala jinou skladbu.
Tim se v8ak na vypovédi vyse uvedené poznamky nic neméni.

23 Vymluvna je v tomto sméru naptiklad absence jmen v pramenech sou-
visejicich s rekonstrukei hudebniho provozu v jezuitském kostele sv. Miku-
lase na Malé Strané kolem roku 1739, které publikoval Paul NETTL: Akten
zur Geschichte und Organisation der Prager Kirchenmusik im 18. Jahrhundert,
Mitteilungen des Vereines fiir Geschichte der Deutschen in Béhmen 67
(1929), ¢. 3-4, 5. 114-125.

24 Viclav Kapsa: The place of Jan Dismas Zelenka within Prague’s sacred mu-
sic scene as viewed through the inventory of the Knights of the Cross with the Red
Star, Clavibus unitis 8 (2019), s. 91-100, publikovano online: <http://www.
acecs.cz/media/cu_2019_08_01_kapsa.pdf> (8. 9. 2020).

25 Jit{ StEFAN: Ecclesia metropolitana Pragensis catalogus collectionis operum
artis musicae (Catalogus artis musicae in Bohemia et Moravia cultae. Artis
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no se vitbec nevyskytuje v rozsahlém seznamu hudebnin,
které pro hudebni kir prazské Lorety pofidil Konstan-
tin Anton Taubner v roce 1727/1728.2¢ Nékolik Brentne-
rovych skladeb se také v prazskych pramenech dochovalo
anonymné ¢i s chybnou autorskou atribuci (Brk 25, Brk
38), coz je v ptipadé mistniho tviirce nepochybné zvlast-
ni. Je zjevné, ze Brentnertiv prazsky uspéch byl omezen
na druhou dekadu 18. stoleti a ze tehdejsi popularita jeho
hudby byla nesena novosti uzitych forem a hudebnich
prostiedktl, spocivajici zejména v orientaci na arie. Tento
potencial se vSak brzy vycerpal a Brentnerova hudba ve
dvacatych letech jiz nebyla s to konkurovat tvorbé jeho
o malo mladsich kolegti ani importovanému italskému
repertodru.?’

V té dobé¢ se Brentner také patrné vratil do rodnych
Dobftan, kde o dvacet let pozdéji zemtel. Mizeme se tedy
domnivat, ze v Praze vlastné¢ nakonec neuspél, ponc¢kud
paradoxné vSak jeho hudba doznala vétsiho rozsifeni, nez
tomu bylo v pfipadé fady jeho uspésnéjsich prazskych
soucasnikti. Zdaleka se to netyka jen tiskem vydanych dél;
v raznych zejména stiedoevropskych sbirkach se relativ-
né hojné dochovaly i Brentnerovy skladby, které nikdy
vydany nebyly. Jejich cirkulaci nepochybné napomahal
sam skladatel®® a pfitom jisté vyuzival riizné osobni vaz-
by. Jedna z nich patrné vedla do benediktinského klastera
Gottweig s hudebni sbirkou obsahujici mimoradné mnoz-
stvi skladeb prazskych komponist prvni poloviny 18. sto-
leti. Tamni dlouholety regenschori P. Maurus Brunnmayr
(1689-1747) totiz rok pied svymi slavnymi sliby, vykona-
nymi v prosinci roku 1714, stravil studiem filozofie v Pra-
ze.*® Nepochybné se zde sezndmil s komponujicim be-
nediktinem Véiclavem Guntherem Jacobem (1685-1734)
a dosti pravdépodobné také s Brentnerem, jehoz sklad-
by se do Géttweigu dostavaly v nékolika vlnach v rozme-
zi vice nez dvaceti let. Nejstarsi vrstvu reprezentuji Missa
Divi Angeli Custodis (Brk 1) a Requiem solemne (Brk 4), které

musicae antiquioris catalogorum series 4/1, 2), Supraphon, Praha 1983,
1985.

26 Oldrich PuLkerT: Domus Lauretana Pragensis. Catalogus collectionis ope-
rum artis musicae. Pars prima, Catalogus (Catalogus artis musicae in Bohe-
mia et Moravia cultae. Artis musicae antiquioris catalogorum series 1/1),
Editio Supraphon, Praha 1973, s. 41-60.

27 Srov. Vaclav Kapsa: The Novena to Saint Teresa of Jesus and the Work of
Prague Composers around 1720, Hudebni véda 62 (2020), ¢. 3, s. 254-290.
28 Nebylo by vsak tplné spravedlivé pokladat jej za ptimého predchiidce
¢etnych lokalnich skladateli ,,moderni“ chramové hudby, na jejichz nad-
do Slezska si o sto let pozdéji trpce stézoval Carl Julius HoFFmMANN: Ei-
nige Worte tiber die Anwendung der Musik in der katholischen Kirchen Schlesien,
Breslauer Zeitschrift fiir katholische Theologie 1832, ¢. 6, s. 10. Na uvede-
ny vyrok upozornili a v plném znéni jej uvadéji a komentuji Irena VESE-
LA — Pavel ZOREK: Ne odi, ale mys! k Bohu. Maurus Haberhauer (1746-1799)
a hudebni kultura benediktinského kldstera v Rajhradé v 18. stoleti, Moravska
zemska knihovna v Brné, Brno 2019, s. 239.

29 Clemens Anton LASHOFER: Professbuch des Benediktinerstifies Gottweig.
Qur 900-Fahr-Feier der Grindung des Klosters (Studien und Mitteilungen
zur Geschichte des Benediktinerordens und seiner Zweige. Erganzungs-
band 26), EOS Verlag, St. Ottilien 1983, s. 210. K Brunnmayrové ¢innosti
v roli regenschoriho viz Friedrich W. RiEpEL: Musikpflege im Stifi Gottweig
unter Abt Gotifried Bessel, in: Gottfried Bessel (1672-1749), Diplomat in Kur-
mainz — Abt von Gottweig, Wissenschaftler und Kunstmiazen, Franz Ru-
dolf Reichert (ed.), Gesellschaft fiir Mittelrheinische Kirchengeschichte,
Mainz 1972, s. 141-172.
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se v Gottweigu dochovaly ve skladatelovych autografech
a na zakladé podoby s prazskymi autografy némeckych
smute¢nich motet (Brk 85, 86, 89) Ize dobu jejich vzniku
stanovit pravdépodobné kolem roku 1717. V nejpocetnéj-
§i stfedni vrstvé z poloviny dvacatych let jsou zastoupena
i tfi s6lova moteta zarazend do této edice. Avsak P. Mau-
rus i jeho nastupci se o Brentnerovu hudbu zajimali jesté
ve cCtyticatych letech 18. stoleti: o tamni oblibé Brentne-
rovych skladeb svéd¢i nejenom jejich opisy z té doby, ale
i na nich uvedené cetné poznamky o provozovani, které
sahaji az do devatenactého stoleti.

Hymnodia divina

Podobn¢ jako prvni dvé Brentnerovy sbirky vydané v le-
tech 1716 a 1717, také Hymnodia divina byla vytisténa praz-
skym tiskafem Jifim Ondiejem Labounem v tiskarné sid-
lici v Karolinu na Starém mésté prazském.?® Dle vrodeni
uvedeného na konci partu se zpévnim hlasem (Vox) se tak
stalo v roce 1718, je zde vSak nesrovnalost vyplyvajici ze
slozitéjsi pramenné situace. Jak jiz bylo zminéno, jediny
dochovany exemplar tisku (pramen P, viz Kriticka zpra-
va, s. 85) postrada titulni stranu. Text uvedeny na této
ztracené titulni strané zndme pouze diky dobovému opi-
su (pramen PC1), ktery byl evidentné z tohoto tisku pofi-
zen, avSak na jeho titulni strané¢ je uveden rok 1719. Opi-
sovac sice mohl pfi své praci zaménit rok vydani za rok
opisu, nebylo by v§ak ani ni¢im vyjime¢nym, kdyby origi-
nalni titulni strana a kolofon obsahovaly rozdilna vroce-
ni. Pro druhou z uvedenych moznosti mluvi také hudebni
inventar klastera benediktinek ve styrském Gofiu z roku
1750, ktery zaznamenava ,Josephi Prendner 12 Offertoria
de Anno 1719 in folio“.*' Jelikoz doty¢ny inventaf eviduje
i Brentnerovu sbirku Sesti ofertorii z roku 1717, nemuiZe se
jednat o zaménu s touto sbirkou a zaznam tak mtuzeme
se znacnou jistotou ztotoznit se sbirkou Hymnodia divina.
Rok 1719 uvedeny v zdznamu napovida, ze i ptivodni ti-
tulni strana tisku nesla pravé toto vroceni. Mizeme tedy
usuzovat, ze sbirka byla skladatelem dokoncena a jeji
tisk zahajen v roce 1718, samotné vydani se viak opozdilo
a doslo k nému az v roce 1719.

Skladatel svoji tfeti sbirku dedikoval hrabéti Karlu
Maximilianu Wilhelmu Steinbachovi z Kranichsteinu
(1693-1755). Jméno tohoto Slechtice je uvedeno piimo
na titulni strané, podobné, jako tomu bylo u Brentnerovy
druhé sbirky, u niz je také na rubové strané prvniho listu
obalky otisténa dedikace. Analogicky snad tedy mtizeme
predpokladat existenci dedikace i u tfeti sbirky, jeji zné-
ni vSak vinou netplné dochovaného tisku nezname. Kdo
byl hrabé Karel Maximilian Wilhelm, jemuz Brentner vé-

30 K cinnosti tiskafské rodiny Labount viz Petr Vorr: heslo firi Laboun
st., in: Encyklopedie knihy. Starsi knihtisk a ptibuzné obory mezi polovi-
nou 15. a pocatkem 19. stoleti, Libri, Praha 2006, s. 509-510; viz také TvZ:
Jiti Laboun st., in: Encyklopedie knihy, publikovano online: <http://www.
encyklopedicknihy.cz/index.php?title=Ji% C5%99%C3%AD_Laboun__
st.&oldid=17138 > (8. 9. 2020).

31 Citovano dle Hellmut FEDERHOFER: Alte Musikalien-Inventare der Kloster
St. Paul (Kdrnten) und Gof (Steiermark), Kirchenmusikalisches Jahrbuch 35
(1951), pp. 97-112, zde s. 106.

noval svoji sbirku? Jako prvni z doty¢ného rodu byl do
Slechtického stavu povysen v roce 1664 jeho déd, vojen-
sky diistojnik, jenz ziskal predeviim v zapadnich Cechach
znaény majetek, ktery si pak rozdélili jeho synové.*? Karel
Maximilian Wilhelm byl jedinym synem Franze Benedik-
ta (T 1704), hejtmana plzenského kraje, po némz se stal
panem na Listanech (Liechtenstein) a na dalsich statcich.
Roku 1714 byl povysen do panského stavu a v poloviné
dvacatych let rozprodal své statky na severnim Plzensku
a koupil Obytce, Novy Cestin a Habartice na Klatovsku,
o které prisel po krachu rodinného jméni v roce 1739. Ze-
miel v Praze roku 1755 jako cisafsky rada a pfisedici dvor-
ského a komorniho soudu.** Nic bliz§iho o jeho vztahu
k Brentnerovi ani obecnéji k hudbé¢ neni znamo. Zda se
viak byt piizna¢né, Ze byl tésné spjat se zdpadnimi Cecha-
mi, podobné jako opat tepelského klastera Raymund Wil-
fert z Adlersfeldu, jemuz Brentner dedikoval svoji pred-
chozi sbirku®* — v obou piipadech tedy skladatel zfejmé
vyuzil lokdlni vazby vyplyvajici z perspektivy jeho zapa-
doceského rodisté.

Jak bylo jiz zminéno, titulem ,,Hymnodia divina“ je ve
star$i literatufe mylné nazyvana Brentnerova sbirka Har-
monica duodecatomeria ecclesiastica, op. 1. Zdrojem tohoto
omylu byl exemplar tisku dochovany v Moravském zem-
ském muzeu v hudebni sbirce farniho kostela z Kvasic, je-
hoz prostrednictvim vesla Brentnerova prvni sbirka diky
Emilidnu Troldovi ve zndmost.?® Také tomuto exemplafi
Brentnerova prvniho opusu totiz — podobné, jako je tomu
u jediného dochovaného vytisku jeho tfetiho opusu —
chybi titulni strana, zaroven je vSak jeho varhanni part na
pozdéjsi pevné vazbé oznacen jako ,Nro. III [...] Hym-
nodia divina“. Logika tohoto oznadeni a vyplyvajiciho
omylu vychazi najevo z inventare kvasické sbirky z roku
1757, v némz se titul Hymnodia divina objevuje v oddile
~Cantata seu Ariae diversae“ hned tfikrat po sobé:*

Nro  Cantata seu Ariae diversae coll: Authore
Hymnodia divina X a Voce Sola, e

L 2 Viol: Viola et org. Willico
Hymnodia divina XII a Voce Sola,

2 2 Vio. Viola et org. Brentner

3 Hymnodia divina XII. Impressa a Voce Sola, Brentner

2 Vio: Viola et org.

32 Petr MASEK: Slechtické rody v Cechdch, na Moravé a ve Slezsku od Bilé hory
do soucasnosti. Dil IT: N-Z, Argo, Praha 2010, s. 307.

33 Vladimir CERVENKA: Rod Steinbachii von Kranigstein v zdpadnich Ce-
chdch. Genealogické a majetkové souvislosti, in: Zapadoceské archivy VII
(2016), s. 39-55.

34 K okolnostem a moznym souvislostem této dedikace viz BRENTNER:
Offertoria solenniora (viz pozn. 4), s. VITI-IX.

35 Moravské zemské muzeum v Brné, Oddéleni déjin hudby (CZ-Bm),
hudebni sbirka Kvasice, sign. A 24.298. Troldova spartace z roku 1929 je
ulozena v CZ-Pnm, sign. XXVIII F 223; viz téz BUCHNER: Hudebni sbirka...
(viz pozn. 8), ¢. 33, s. 22.

36 CZ-Bm, sign. G 172, Inventarium Seu Cathalogus Partium Musicae perti-
nentium Choro Ecclesiae Quassicensis 1757, fol. [8]r. Viz téz Theodora STra-
KovA: Kvasicky inventdr z r. 1757 (Prispévek k hudebni topografii v 18. stoleti),
Casopis Moravského musea — védy spolecenské 38 (1953), s. 105-149.



Prvni z uvedenych zaznamt nepochybné oznacuje sbir-
ku deseti arii Bathasara Villicuse, ktera vysla v roce 1723
v Hradci Kralové.*” T¥eti zdznam pati{ Brentnerové prvni
sbirce, ktera se jako jedina ze tfi ,,Hymnodii“ uvedenych
v inventari dodnes dochovala mezi hudebninami z Kva-
sic. Druhy pak velmi pravdépodobné nalezi Brentnerovu
tfetimu opusu, jenz jako jediny z uvedenych skutecné od
pocatku nesl titul Hymnodia divina — na kvasickém kdru
se tak evidentné nachézely obé Brentnerovy sbirky arii.
Mohli bychom jen spekulovat, zda by absence privlastku
»impressa“ u prvnich dvou zdznamt mohla naznacovat,
ze se jednalo o opisy a nikoli o tisky, jak tomu naopak
zjevné bylo v ptipadé Brentnerova prvniho opusu. A ne-
vime ani, kdo a z jakého dtivodu nechal v Kvasicich ozna-
¢it titulem Hymnodia divina vSechny tfi doty¢né ariové
sbirky. Uvazovat v§ak musime zejména o tom, pro¢ takto
svoji sbirku arii nazval Josef Brentner.

Z teltiny pochézejici latinsky termin ,hymnodia“ byl
od pocatku sedmnactého stoleti nepfili§ hojné uzivan
jako obecné oznadeni pro duchovni zpév;*® dodnes je
v podobném vyznamu zivy z néj vychazejici anglicky ter-
min ,hymnody“.*® Jiz v prvnich desetiletich 17. stoleti se
objevoval v titulech tisténych sbirek vicehlasych duchov-
nich skladeb italskych a némeckych skladatelt.*® Casté-
ji se vyskytl také v nazvech katolickych kancionalti pro
Cechach, které vzhledem k piivodu je-
jich autort ¢i mist vydani predstavuji pro Brentnerovu
tvorbu pfirozeny lokalni kontext: Valentin Schlindel, au-
tor nejstarstho kancionalu nazvaného Hymnodia catholica
(poprvé byl vydan v roce 1624), byl sekretafem premon-
stratského klastera v Teplé, dalsi dva podobné nazvané
kancionaly vysly pozdéji v Praze, roku 1701 vysla jiz ¢tvrta
Hymnodia catholica v Chebu a jednim z jejich zdroja byl
kancional Echo Hymnodiae Coelestis chebského kantora Jo-
hanna Georga Franze Brauna.*" AvSak drie Brentnerovy
sbirky Hymnodia divina, tedy arie italského stfihu, s latin-
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némecké vérici

37 Balthasar ViLLicus (téz WiLLicus): Lieblicher Ehrenklang. Eine auf ze-
hen musicalischen Arien vollkommne Ubereinstimmung oder: Erstlinge der zehen-
den dem grossen Blut-Zeigen Christi und Priester Heiligen Foanni von Nepomuk,
op. 3, Wentzl Johann Tibelli, Kénig-Gratz [Hradec Kralové] 1723.

38 Viz naptiklad Anacleto SEccui (Sicco): De ecclesiastica hymnodia libri
tres, in quibus de prestantia, effectibus, et modo rite in choro psallendi agitur co-
piose, Balthasar Moreti, Antverpiae 1634.

3% Paul A. RicHARDSON: heslo Hymnody, in: Grove Music Online, pub-
likovano online: <https://doi.org/10.1093/gmo/9781561592630.article.
A2249813> (7. 9. 2020).

40 Viz napiiklad Giovanni Matteo AsoLa: Hymnodia vespertina in maiori-
bus anni solemnitatibus, Ricciardo Amadino, Venezia 1602; Costanzo PORTA:
Hymnodia sacra quatuor vocum, totius per anni circulum, Antonio Gardano,
Venezia 1602; Johann STEURLEIN: Hymnodia sacra. Hoc est hymni qui fes-
tis diebus anni praecipuis decantari solent, harmonia musica exornati, Tobias
Steinmann, Jena 1602; Michael PrRaETORIUS: Hymnodia Sionia, continens
hymnos sacros XXIV. anniversarios selectos, in ecclesia usitatos, In Officina Ty-
pographica Principali Brunsvicensis, Wolfenbiittel 1611; Caspar Movius:
Hymnodia sacra, das ist Neue geistliche Concerten mit schinen biblischen Sprii-
chen unnd ausserlesenen gebriuchlichen Kirchengesingen, Johann Richel’s Er-
ben, Rostock 1634.

41 Ke zminénym kancionaltim viz zejména Jan KvarivL: Die katholische
Liedpropaganda in den Bohmischen Lindern, dizerta¢ni prace, Univerzita
Karlova, Praha 2008 a Jan Kousa: Slovnik staroceskych hymnografi (13.—
18. stolett), Etnologicky tstav AV CR, v.v.i., Kabinet hudebnf historie, Pra-
ha 2017, hesla Johann Georg Franz Braun, s. 50-55 a Valentin Schlindel,
373-3717.

Xl

skymi texty a s doprovodem nastroju, ptimou souvislost
s kancionaly nemaji. Ackoli Brentner nespecifikuje jejich
uziti, je zfejmé, ze se v prvni fad¢ jednd o skladby pro uzi-
ti pfi méi svaté, napfiklad jako ofertorium ¢i eucharistic-
ké moteto. A pravé tento aspekt je spojuje s dalsi oblasti,
jiz je tfeba vzit pfi uvazovani o nazvu Brentnerovy sbirky
v uvahu.

Jedna se o repertoar latinskych pisni vykrystalizova-
ny v prostredi jezuitskych studentskych sodalit, jenz byl
urcen k hudebnimu doprovodu ¢tenych msi. Tyto pisné
byvaji v priruckach a zpévnicich urcenych pro ¢leny stu-
dentskych kongregaci uvadény v oddilu nazyvaném ob-
vykle ,Hymnodia sacra“ (¢i pozdéji ,,Hymni et preces®).
Pravé na zaklad¢ takovych prament tento repertoar, Cer-
pajici vesmés z textd dobife znamych star§ich hymnd a se-
kvenci, popsal Vladimir Manas a poukazal pfitom i na
paralely s texty nékterych Brentnerovych 4rii.*? V Brent-
nerové prvni sbirce tyto paralely reprezentuji zavére¢na
arie O Deus, ego amo te (Brk 63), vyuzivajici ze dvou riiz-
nych textl se stejnym incipitem tzv. Affectus sancti Igna-
tii (,O Deus, ego amo te, nam prior tu amasti me“), stej-
né jako arie Desidero te, op. 1/10 (Brk 48), jejiz text ¢erpa
z hymnu fesu dulcis memoria. V pripadé tfetiho opusu je
podobnych souvislosti vice: text ctvrté arie Ecce panis an-
gelorum (Brk 52) tvofi jedna ze strof hymnu Lauda Sion
Salvatorem, text arie O beata, per quam data (Brk 62) po-
chazi z hymnu Omni die dic Mariae pripisovanému svaté-
mu Kazimirovi, v arii Desidero te millies (Brk 50) je opétov-
né — i kdyz ponékud jinym zptisobem - parafrazovana
strofa hymnu Yesu dulcis memoria. Konecné i text arie Ma-
ria, gustum sentio (Brk 60) je slokou stejnojmenné pisné
uvadéné v modlitebnich knihéach jako ,Igniculus amoris
erga Beatam Virginem Mariam® neboli Ohnicek lasky
vi¢éi blahoslavené Panné Marii.*®

Titul sbirky Hymnodia divina je tedy mozno chapat
v nejsirsim slova smyslu jako oznaceni skladeb pro sé-
lovy hlas uréenych k provozovani pfi msi svaté; tak jej
ostatné evidentné chapali i v Kvasicich. Ve volbé nazvu
sbirky a v ptivodu text nékterych arii mizeme spatfo-
vat také vlivy skladatelova vztahu k jezuitskému prostre-
di. Ze mohlo byt skladateli inspiraénim vzorem, na tom
jisté neni nic vyjimecného, zvlasté vezmeme-li v tvahu,
ze Brentner sam na jezuitském gymnaziu studoval. Zaji-
mav¢jsi se ale jevi ta moznost, ze prave jezuitska kolegia
mohla byt zamyslenymi adresaty jeho publikace, jeho ,,ci-
lovou skupinou®. O tom, zZe skladateli nebylo podobné

42 Vladimir MANAS: Feridini mSe na brnénském jezuitském gymndziu a latinsky
pistiovy repertodr v 17. a 18. stoleti, in: Jezuité a Brno. Socialni a kulturni
interakce koleje a mésta (1578-1773), Hana Jordankova, Vladimir Manas
(ed.), Statutarni mésto Brno — Archiv mésta Brna, Brno 2013, s. 199-210.
43 Ackoli hymnus ,Maria, gustum sentio“ nenf soudasti pifru¢ek a zpév-
nikd, které pojednavd Vladimir Manas ve vySe jmenované studii, objevuje
se v roz$ifenych modlitebnich knihach, jako Vade mecum piorum christiano-
rum. Sive varia pietatis exercitia, cultui divino, magnae Matris Mariae, sancto-
rumque patronorum debita. Variis officiis, litaniis, precibus, psalmis et affectibus
instructa, Lehmann, Coloniae 1709, s. 207 a dalsi vydani az do roku 1747
nebo Officium Rakoczianum, sive varia pietatis exercitia cultui Divino, magnae
Matris Mariae, sanctorumque Patronorum honori debita, Typis & sumptibus
Academicae Societatis Jesu Typographiae, Tyrnaviae 1720, s. 178 a ¢etna
dalsi vydani vychazejici po celé 18. stoleti.
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uvazovani cizi, vypovida jeho sbirka Horae pomeridianae,
op. 4, z jejihoz ndzvu lze usuzovat, ze byla primarné za-
cilena na reholniky a studenty pro muzicirovani doporu-
Cované v dobé piedepsaného odpocinku.** Obé Brent-
nerovy sbirky arii nesou fadu spole¢nych rysti a jejich
vzajemné srovnani je pfilezitosti proniknout blize k uva-
zovani skladatele.

Dvé Brentnerovy sbirky arii

Pro textovou slozku obou Brentnerovych ariovych sbi-
rek plati, Ze autor ¢i kompilator jejich textti — snad jim
byl sam skladatel — nemél basnické ambice. Tim se tyto
sbirky také odlisuji od sbirek s6lovych kantat Neu-Erjffne-
tes Blumen-Gdrtlein Johanna Christopha Kridela,*® Citha-
ra nova Josefa Leopolda Vaclava Dukata*® ¢&i Vertumnus
Vanitatis Mauritia Vogta reprezentujicich z hlediska casu
a mista vzniku jejich bezprostfedni kontext.*” Z druhé
strany casové osy zastava podobnou pozici Opella eccle-
siastica Josefa Antonina Planického, kterd svym podtitu-
lem Ariae duodecim nova idea exornatae dost mozna primo
reaguje na lakonicky podtitul Brentnerovy prvni sbirky
vydané roku 1716, jenz zni Ariae duodecim.*® Na rozdil od
Brentnerovych jsou Planického éarie uvozeny recitativy
a pokud jejich texty vychazeji z textti obecné znamych,
pak se dasledné jedna o dosti volné parafraze; prikladem
budiz Opella prima, jejiz text zacind ,Amo te, mi Deus,
plus quam me, nam prior tu amasti me“ a zjevné tak od-
kazuje na vy$e zminény affectus ,,O Deus, ego amo te“.
Rozdilnou praci s textem obnazuje i srovnani Planické-
ho druhé Opelly a Brentnerovy treti arie ze sbirky Hym-
nodia divina, které shodné zhudebnuji setnikovo zvolani
z Luké$ova evangelia ,,Domine, non sum dignus®. V obou
pripadech se jednd o parafrazi biblického verse, ktera je
zpocatku shodnad, avsak zatimco text Brentnerovy arie po-
kracuje tradi¢né (viz Vokalni texty, s. 102), text Planické-
ho skladby je na tomto misté vyrazné rozsifen (,sed tu es
tam benignus, omni majestate dignus, me in gratum per
peccatum, me indignum visitas“).*°

44 Vice k tomu viz BRENTNER: Instrumentdlni hudba (viz pozn. 3), s. IX.
45 Johann Christoph KRIDEL: Neu-Erjffnetes Blumen-Gdrtlein worinnen
sechs das gantze Jahr durch bliihende Musicalische Blumen zufinden oder Neu-
verfertigte sechs teutsche Concert-Arien, welche zu allen Zeiten des Jahrs zugebrau-
chen, Johann Peter Sperling, Bautzen 1706.

46 CZ-Pnm, sign. XL A 162, Josef Leopold Vaclav DuxArt: Cithara nova,
rukopis z roku 1707, RISM ID no.: 551000951.

47 Strahovska knihovna (CZ-Pst), sign. DA II 20, Mauritius VoGrt: Ver-
tumnus Vanitatis musice in XXXI fugis delussus, opis z roku 1740. Slovesnou
slozku sbirky pojednal Martin SvaTo8: P Mauritius Vogt OCist a jeho promé-
ny Marnosti, Listy filologické 120 (1997), ¢. 3—4, s. 300-331.

48 Josef Antonin PLANICKY: Opella ecclesiastica seu Ariae duodecim nova idea
exornatae, Johann Jakob Lotter, Augsburg 1723. Ze byla tehdy vniména
piibuznost sbirek Brentnera a Planického, i kdyz nikoli nutné v uvedené
posloupnosti, doklada opis potizeny v roce 1734 pro $vycarsky klaster En-
gelberg, jenz obsahuje nejdiive Planického Opellu a poté anonymni Opus 2,
jenz je ve skutecnosti pravé Brentnerovou prvni sbhirkou, srov. BRENTNER:
Duchovni drie I (viz pozn. 2), pramen C, s. 80. Brentnerovy arie jako mozny
inspira¢ni vzor Planického zminuje v predmluvé ke své edici Planického
Opelly Jiti Sehnal, srov. Josef Antonin PLANICKY: Opella ecclesiastica (Musica
antiqua bohemica II/2), ed. Jiif Sehnal, 2. vyd., Supraphon, Praha 1988.
49 Dalsi priklady rozdilné prace s texty viz Vaclav Kapsa: Inwieweit die
Werter von Wichtigkeit waren? Qum Wort-Ton-Verhdlinis in Arien von Joseph
Brentner und anderen mitteleuropdischen Komponisten des ersten Drittels des
18. Jahrhunderts, in: Musikalische und literarische Kontexte des Barocks

Ackoli u fady arii nezname textové konkordance, mu-
zeme pfedpokladat, Ze Brentner vétsinou piebiral jiz exis-
tujici texty, které v pripadé potfeby jednoduchym zpi-
sobem (vypousténim slov atp.) upravil. Tento piistup
naznacuje i ta skutecnost, ze skladatel dosti ¢asto zhudeb-
noval totozné ¢i jen mirné pozménéné neliturgické texty
opakované. Ve sbirce Hymnodia divina jde o arie Desidero
te millies (Brk 50), Oderit me totus mundus (Brk 66) a Glo-
ria et honore (Brk 54): prvni dva texty nachazime v prv-
nim opusu, tfeti — zde se jedna o liturgicky text ofertoria
ke svatému mucednikovi — ve sbirce Offertoria solenniora,
op. 2. Celkové vzato jsou texty Brentnerovych arii kratké,
coz zapricinuje ¢asté opakovani slov v pribéhu skladby.
Camillo Schoenbaum trefné poznamenal, Ze pravé v ba-
roknich s6lovych motetech vede rozpor mezi struc¢nosti
textu a bohatym hudebnim zpracovanim k ,nejudésnéj-
$im piikladiim opakovani slov“.*® To se vyskytuje hoj-
n¢ i u Brentnera, zdroven je vSak tfeba mit na paméti, Ze
Schoenbaumova kritika je vedena z pozice estetického
idealu odvozeného od dél némeckého protestantského
baroka s vrcholem v tvorbé Johanna Sebastiana Bacha.
Bylo-li primarnim cilem Brentnerovych arii zprostfedko-
vat poslucha¢tim vyrazny afekt, jak o to jezuité v duchov-
ni oblasti usilovali, pak stru¢nost textu nebyla tomuto za-
méru velkou ptekdzkou, ba naopak.*

Cim méné se Brentner zabyval samotnymi texty, tim
vétsi pozornost vénoval usporadani arii ve sbirkach. Je-
jich koncepce totiz zjevné sleduji ur¢itou obsahovou i hu-
debni logiku, kterou vSak skladatel nijak nedeklaruje
a u arii neuvadi ani jejich liturgické urceni, jak je tomu
naopak pravidlem u Planického i v dalsich srovnatelnych
ariovych sbirkdch té doby.*> Naproti tomu kopisté v Cet-
nych pozdéjsich opisech Brentnerovych arii jejich liturgic-
ké urceni vesmés peclivé specifikuji, jak také tehdy bylo
zvykem. Dodatec¢né byl rozpis urceni jednotlivych arii ve-
psan i do jediného dochovaného exemplare tisku sbirky
Hymnodia divina; dv¢ arie pfitom dokonce byly jesté pod-

in Mitteleuropa / in der Slowakei, Ladislav Kacic (ed.), Bratislava 2015,
s. 145-162.

50 Auf keinem Gebiete der vokalen Barockmusik finden wir so viele
abschreckende Beispiele von Wortwiederholung wie in der Solomotette.
Camillo ScnoENsauM: Die “Opella ecclesiastica” des Foseph Anton Planicky
(16912-1732), eine Studie zur Geschichte der katholischen Solomotette im Mittel-
und Hochbarock, Acta musicologica 25 (1953), ¢. 1-3, s. 39-79, zde s. 43.
Viz téz Camillo SCHOENBAUM: Beitrdige zur solistischen katholischen Instru-
mentalmusik des Hochbarocks mit besonderer Berticksichtigung J. A. Planiczky’s
(1691?-1732), dizerta¢ni prace, Universitat Wien, Wien 1951.

51 Viz KvariL: Die katholische Liedpropaganda... (viz pozn. 41), s. 113 ff.
a Kapsa: Inwieweit die Worter... (viz pozn. 49).

52 Srov. naptiklad Carl Friedrich RITTER: Ariae XVI. Prima de SS. Nomine
Jesu. Secunda de Beatissima Virgine Maria. Tertia de SS. Angelis. Caeterae de
quovis sancto, vel sancta in communi. Ultima vero de dedicatione ecclesiae, s. 1.,
s. a. [Breslau, 1729?]; Franz Ignaz BIELING: Sacra animae amantis suspiria,
seu laus Deo et sanctis: per sequentes X. arias ad modernum stylum elaboratas,
op. 1, Johann Jakob Lotter, Augsburg 1729; Eugen WiLkomm: Philomela
sacra, ter sexies ariosa, in B. V. Mariae laudem, sanctorum gloriam mundi con-
temptum, op. 1, Johann Jakob Lotter, Augsburg 1730 a Philomela sacra se-
cundo secunde quinque sexies sonans, sive Cantate XXX. pro festis mobilibus to-
tius anni, op. 2, Johann Jakob Lotter, Augsburg 1732. Gallus ZEILER svoji
sbirku Dulia harmonica resonans laudem Dei et Sanctis ejus per 12 arias, op. 2,
Philipp Veith — Martin Veith, Augsburg — Graz 1732 ¢leni do tti dilt vzdy
po Ctyfech driich vénovanych ,de SS. Apostolis et Martyribus®, ,,de Con-
fessoribus® a ,,de Virginibus et Viduis®.



loZeny alternativnim textem a jejich uzitnost se tak roz-
§ifila i na dalsi svatky (viz Kritickd zprava, s. 86). Jinak
se ale pfetextovani u Brentnerovych arii vyskytuje zrid-
ka, coz je jisté zapricinéno i tim, Ze jejich originalni texty
jsou z hlediska uziti dostate¢né univerzalni, coz dokladaji
i hojné se vyskytujici specifikace ,,de tempore® nebo ,,per
ogni tempo® v jejich opisech. Ptipustime-li, ze absence
udajt o liturgickém urceni arii v Brentnerovych sbirkach
neni pouhym opomenutim, pak se nim otevira prostor
k tivaze o autorem nevysloveném konceptu usporadani
sbirek. Zaroven vsak je tfeba mit na paméti, Ze existence
takového klice urcité nenaznacuje, ze by snad skladatel
sbirku pojimal jako hudebni cyklus a o¢ekaval jeji provo-
zovani vcelku.

Jednoticim tématem Brentnerovy prvni sbirky Harmo-
nica duodecatomeria ecclesiastica je zcela zjevné eucharis-
tie, presnéji feceno prabc¢h spojeni jedince s Kristem ve
svatém prijimani. Kazda z dvanacti arii zastihuje komu-
nikanta v urcité fazi tohoto procesu a jejich fazeni pfitom
neni nahodilé. Prvni arie znazornuje radost z nastavajici
udalosti (Plaude, exulta, cor meum — Raduj se, jasej, srd-
ce mé...), nasleduji vyjadfeni touhy po Kristu (Ubi, Fesu,
quiescis — Kde, Jezisi, spoc¢ivas...) a po ptimluvé Panny
Marie (Mariae, dum spiro) a svatych (Vos, coelitum, favores).
Pata arie piinasi odevzdani se Jezisi (Cor meum tibi dedo -
Davam ti srdce své, nejsladsi Jezisi...) spojené s otazkou:
co ti dam za lasku, kterou jsi mé miloval? Poté prichazeji
duchovni boje zndzornéné ve dvou ariich (Hoste devicto
a Oderit me totus mundus), teprve po nich nasleduje vzy-
vani Krista v podobé eucharistie (4rie Te, sub farre latens
numen a Quam suavis amor) a konecné samotné splynu-
ti s nim ve svatém pfijimani (Desidero te). Sbirku uzavira
dvoji vyznani lasky, Jezisi (Si quid est in corde meo) a Bohu
Otci (O Deus, ego amo te).*® Jako hlavni nastroj hudebni
dramaturgie sbirky skladateli slouzi obsazeni doprovod-
ného ansamblu. Nejosobnéjsi, vpravde klicové arie jsou
doprovazeny pouze sélovym nastrojem: sbirka kulminu-
je neobvykle dlouhou a ambiciézné zpracovanou desatou
arii Desidero te, v niz je sopran doprovazen sélovymi hou-
slemi a continuem, jako je tomu i u dvou predchazejicich
eucharistickych arii, a podobné obsazeni s hobojem v s6-
lové tloze ma i niterna druha arie — symbolika osobniho
setkani s Kristem promitajici se v obsazeni doprovodného
ansamblu je zfejmd. Obé¢ krajni arie, které celou sbirku
po obsahové i hudebni strance ramuji, jsou naopak ob-
sazeny nejbohatéji: ivodni arie ma plné smyccové obsa-
zeni (dvoje housle, viola), zdvére¢na kombinuje housle,
hoboj a koncertantni fagot a navic za¢ina dvoudilnou in-
strumentalni sonatou, jedinou svého druhu v celé sbirce.

Hymnodia divina zjevné neni tak obsahové seviena jako
Brentnerv prvni opus, presto je vSak uspofddana podle
dosti podobné logiky. V ivodu opét stoji energicka ,,otvi-
raci“ 4rie, tentokrat v§ak neni zaméfena na chvalu, nybrz
burcuje srdce do zbrané (Cor, aude ad arma): pouze dle je-

53 Texty zminénych arii véetné jejich prekladti viz BRENTNER: Duchovni
arie I (viz pozn. 2), s. 95-97.
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jiho textu, tedy bez kontextu sbirky, by mohlo byt tézké
rozhodnout, zda se jedna o chramovou arii, nebo zda jde
o arii z latinské $kolni hry ¢i jiného dramatického kusu.
Druha arie se — podobné jako v prvnim opusu — obraci
k Jezisi (Sine te, o Jesu). Stejné tak je v jejim doprovodu
traktovan hoboj, tentokrat vsak nikoli sam, nybrz v an-
samblu s dvojici housli, pfesto vsak zietelné v sélové tulo-
ze. To je vidét zejména v tom, Ze pravé hobojovy part
prinasi hudebni material, jenz je pozdéji exponovan ve
zpévnim hlasu. Ddle se vSak priibéh sbirky odliSuje od
usporadani prvniho opusu na prvni pohled v tom, ze jiz
nyni pfichazeji na pofad eucharistické arie v pravém slo-
va smyslu a zaroven mezi nimi neni zadna, kterd by svym
hudebnim zpracovanim zfetelné vyc¢nivala a tvorila tako-
vy vrchol sbirky, jaky v prvni sbirce pfedstavovala arie De-
sidero te (Brk 48), ackoli také zde se arie s podobnym tex-
tem vyskytuje.

Tteti (Domine, non sum dignus) a ¢tvrta arie (Ecce panis
angelorum) maji podobné obsazeni, jsou uréené pro tenor
a sélovy hoboj nebo housle; moznost alternativniho ob-
sazeni nastrojového partu je vyznacena pouze v obsahu
sbirky otisténém v zavéru partu Vox (viz reprodukce na
s. 52), zatimco samotny part pfedepisuje hoboj pro tfeti
a housle pro ¢tvrtou érii. V prvni jmenované arii je velmi
zdarile vystizen afekt litosti a pokory (,,Pane, nejsem ho-
den...“) pomoci stupnovité klesajictho opakovaného mo-
tivu v hoboji i ve zpévnim partu. Ob¢ érie se vyznacuji
také napadnou strucnosti, ktera vyplyva z jejich formal-
niho feSeni. Nejedna se zde totiz o arii da capo, z jakych
byla bez vyjimky sestavena cela prvni sbirka a k nimz na-
lezi i ostatni arie tfeti sbirky, nybrz o tzv. chramovou arii
(Kirchenaria), to jest o 4rii bez druhého dilu a po ném
prichazejicim opakovani dilu prvniho.** Novinkou opro-
ti prvni sbirce je také uziti muzského hlasu, ob¢ arie jsou
napsany pro tenor.

V nasledujici paté arii (Veni, Jesu, sponse chare), jedi-
né altové v celé sbirce, prichazi dalsi novinka, a sice vio-
lino multiplicato, neboli nastrojovy hlas uréeny pro housle
v unisonu. Tuto instrumentacni techniku pouzival napii-
klad jiz Giovanni Battista Bassani ve svych pozdé¢jsich
kantatach (zejména téch vydanych po roce 1700) a byla
oblibena téz v italské opefe té doby.*® Part urdeny pro
housle v unisonu — a¢ se nejedna pfimo o orchestralni uni-
sono propagované jako specialni a efektni instrumentac¢ni
technika napfiklad Vivaldim ¢i Handelem - byva u Brent-
nera koncipovan ponékud odlisné ve srovnani s party ur-
¢enymi pro s6lové housle nebo pro hoboj. Rozdil spociva
predevsim v délce ritornelu: jako by specificka sila uni-
sona davala skladateli jakousi jistotu k vyklenuti delsich

« v

54 K formé oznacované obvykle jako ,Kirchenarie“ ¢i ,aria di chiesa® viz
Michael TaLBoT: The Sacred Vocal Music of Antonio Vivaldi, Olschki, Firenze
1995, passim, a Claudio BacciacaLuprpi: Rom, Prag, Dresden. Pergolesi und
die neapolitanische Messe in Europa, Barenreiter, Kassel 2010, s. 60-66.

55 Richard HASELBACGH: Giovanni Battista Bassani. Werkkatalog, Biographie
und kiinstlerische Wiirdigung mit besonderer Berticksichtigung der konzertieren-
den kirchlichen Vokalmusik, Barenreiter, Kassel — Basel 1955, zejm. s. 52 ad.
Viz téz Dagmar GLUXAM: Instrumentarium und Instrumentalstil in der Wiener
Hofoper zwischen 1705 und 1740, Hans Schneider, Tutzing 2006, passim.
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frazi. Ve své prvni sbirce Brentner housle v unisonu neu-
ziva, ve tfeti sbirce je naopak pfedepisuje rovnou ve Cty-
fech ariich.

Sesté arie Desidero te millies pro sopran, doprovazeny
opét alternativné s6lovym hobojem ¢i houslemi, se od
jiz zminéné arie s podobnym textovym incipitem z prvni
sbirky odlisuje predev§im tim, ze druhy dil jejiho textu
ani jeho hudebni zpracovani nepfinaseji vyraznéjsi zménu
oproti zdkladnimu afektu touhy. Arie tak setrvava v jed-
né vyrazové poloze a projevuje se v ni i jista kratkode-
chost frazi, pro Brentnera dosti typickd.*® Naopak je tomu
v piipadé nasledujici sedmé arie In te confido, kterd uza-
vira blok eucharistickych arii. Jeji spise delsi ritornel je
totiz pfimo ukazkové sestaven z vyrazného motta, dvou
rozvijejicich segment (t. 3—4, 4-5) a zavére¢né floskule.
Svym rozmachem, s nimz koresponduje i obsazeni hous-
lemi v unisonu, zdafile vystihuje afekt divéry obsazeny
v textu. Je ovSem pozoruhodné, ze dochovany opis této
arie upravuje obsazeni predepsané v tisku ve prospéch sé-
lového hoboje (viz pramen C2), ¢imz ale zaroven narusu-
je vy$e nastinény rozdil v pojeti sélovych a vicendsobné
obsazenych instrumentalnich parti.

Na misté, které v Brentnerové prvni sbirce zaujima-
ly hudebné prominentni eucharistické arie (tedy arie
VIII-X), obsahuje Hymnodia divina arie obracejici se svy-
mi texty ke svatym a k Panné Marii. Osma arie Gloria et
honore je jako jedind z celé sbirky urcena pro bas a zaro-
ven patfi se svymi rozsdhlymi koloraturami a skoky ve
zpévnim partu k nejefektnéjsim. Stejny text jiz Brentner
drive pouzil ve své predchazejici sbirce Offertoria solenni-
ora, op. 2, a jestlize v predeslém piipadé takové dvojice
skladeb (Desidero te a Desidero te millies) neni autorova mo-
tivace pro opétovné uziti podobného textu zcela ziejma,
nyni se zda byt jasnéjsi. Oslavny text o mucednikovi koru-
novaném Hospodinem slavou poskytoval autorovi zjevné
dostatek inspirace, obé skladby se totiz vyznacuji mimo-
fadnou energicnosti a jisté pravé jejich efektni zpracovani
zapficinilo také jejich vyjimecnou oblibu. Ofertorium Glo-
ria et honore, op. 2/5 (Brk 32) pro ¢tyfi hlasy, dvoje housle
a bas se zdhy stalo jednou z nejrozsirenéjsich Brentnero-
vych skladeb a podobné postaveni zastava i dnes,*” stej-
nojmenna arie byla provozovana az do pocatku 19. stoleti
(viz pramen C3) a i v nové dobé byla ozivena jako prvni
z Brentnerovych arii (viz dale). Koloraturami v ni jsou
ozdobena nejen zjevna kli¢ova slova ,gloria“ a ,Domine®,
ale i ,omnia“ a ,opera“ ve stfedni ¢asti, na nichz se vysky-
tuji nejdelsi koloratury. Z hlediska vyznamu je to zcela
korektni znazornéni nekoneéné rozsahlosti Boziho dila,
ovSem ocima nasi doby, zcela ahistoricky a s nadsazkou si
muzeme dovolit takto zvyraznéné posledni slovo vnimat
jako ur¢ité ,,mrknuti skladatele naznacujici zasvécenym,
ze by se takova arie hodila stejné¢ dobte do chramu i do
divadla. V opétovném uziti jiz diive osvédc¢eného textu
tak mzeme tusit zamér zaradit na klicové misto sbirky

56 K tomuto srov. Kapsa: The Novena to Saint Teresa of Fesus... (viz
pozn. 27).
57 Vice ke skladbé viz BRENTNER: Qffertoria solenniora (viz pozn. 4) .

skladbu podobné¢ efektni a tspésnou, jako bylo diivejsi
zdarilé ofertorium.

Ob¢ marianské arie (Maria, gustum sentio a O beata, per
quam data) jsou urcéeny pro sopran, li§i se vSak obsazenim
doprovodného ansamblu; v druhé jsou opét predepsany
housle v unisonu a jeji ritornel svym charakterem odpo-
vida tomuto obsazeni. Na pfedposledni pozici se nachézi
arie Oderit me totus mundus, jejiz text Brentner rovnéz uzil
jiz ve své prvni sbirce a ktera pojednava o duchovnim boji.
Tento text byl zhudebniovan pouze v prvnich desetiletich
18. stoleti a v tvir¢im okruhu, ke kterému nalezel i Brent-
ner, skladatelé pfitom evidentné znali predesla zhudeb-
néni a vzdjemné na né reagovali.®® Pfitazlivost textu byla
patrné zaloZena na tom, ze umoznoval praci s afekty od-
hodlani ¢i dokonce nenavisti, jaké se v ostatnich textech
duchovnich arii nachazeji jen zfidka. Snad proto jej také
Brentner znovu uzil ve svém tfetim opusu. Nové zhudeb-
néni je podstatné kratsi, jeho sélovy part ponékud méné
narocny a v obsazeni jsou uplatnény obé zakladni novin-
ky druhé sbirky, muzsky hlas a violino multiplicato. Sbirku
uzavird smutecni drie na verse z knihy Job (Parce mihi, Do-
mine), ktera se od vétsiny ostatnich arif sbirky (s vyjimkou
Desidero te millies) odli$uje tim, ze postrada iivodni instru-
mentalni ritornel a zacina pfimo tzv. devizou zpévniho
hlasu. V mnohém se podoba druhé smutecni arii v této
edici; ob¢ arie budou podrobnéji pojednany dale. Zaraze-
ni smutecni arie na konec sbirky odkazuje k liturgickym
kniham a kancionaltim, v nichz také byvaji texty o smrti
a za zemfelé umistovany na zavér; své sbirky tak o malo
let pozdéji zakoncili také Villicus a Planicky.

Zatimco sbirka Harmonica duodecatomeria ecclesiastica
byla ambiciéznim prvnim opusem, sbirka Hymnodia di-
vina se zda byt ve svém usporadani vice determinovana
praktickymi, dnes bychom rekli nakladatelskymi ohledy,
coz naznacuje i jeji pon¢kud konvencnéjsi nazev. Patrné
se tedy nejednd ani tak o predem pldnovany druhy dil,
jako spise o pohotovou reakci na tspéch prvniho opusu.
Skladatel sbirkou Hymnodia divina rozsitil svoji nabidku
chrdmovych arif o dosud chybéjici hlasové obory (muz-
ské hlasy), instrumentacni prvky (housle v unisonu) a ne-
dostatecné pokryta obsahova zaméfeni skladeb (arie ke
svatym, Panné Marii a za zemfelé). Brentnerovy ariové
sbirky dokladaji, ze skladatelé ptisobici v Cechach si osvo-
jili arii, tento zakladni prvek barokni opery, jesté predtim,
nez se zde ustalil trvalejsi operni provoz. Neni nic neob-
vyklého na tom, ze se tak stalo na poli chramové hudby;
jak vystizné poznamenal Jifi Sehnal, ,,vyrazové prostied-
ky barokni opery pfesly témér beze zbytku do chramové
hudby a byly zde dostupné dokonce $ir§imu publiku nez
v opefe.“®® Zakladni impulsy v tomto ohledu Brentner na-
cerpal nepochybné prostrednictvim svych vazeb s jezuity,
ktefi na vyuziti dramatického uméni - a to nejen v ramci
vyuky — kladli mimofadny vyznam. Je pozoruhodné, ze
se latentni teatralita promitd i do celkového usporadani

58 K dalsim ptikladim takovych interakci viz Kapsa: Inwieweit die Wor-
ter... (viz pozn. 49), s. 153-155.
59 SEHNAL: Pobélohorskd doba... (viz pozn. 20), s. 151.



Brentnerovych sbirek. To je patrné zejména v prvni sbir-
ce, ktera — i za pomoci hudebni dramaturgie pracujici ze-
jména s nastrojovym obsazenim — vytvaii dojem celku se
zfetelnym emocionalnim vyvojem, jakoby se jednalo o ja-
kési znéjici duchovni cviceni. Tento prvek z pozdéjsich
sbirek chramovych érii jinych stredoevropskych skladate-
14 v podstaté mizi a jejich publikace byvaji usporadany
predevsim s ohledem na liturgické urceni skladeb.

Arie z rukopisnych prament

Kazda ze zbyvajicich ¢tyt arii doplnujicich v této edici
sbirku Hymnodia divina se dochovala unikatné vzdy v je-
diném rukopisném prameni. S nejvétsi pravdépodobnosti
se jedna o skladby z pozdéjsi doby zkomponované az po
vydani obou ariovych sbirek. Jejich prameny se nachézeji
v dolnorakouském Géttweigu a v zépadouherské Sopro-
ni (ném. Odenburg). Pomérné hojny vyskyt Brentnero-
vych dél v této oblasti Ize v nékterych pripadech vysvétlit
osobnimi vazbami at jiz dolozenymi (Brentnerovy sklad-
by pro novénu ke sv. Terezii z Avily ve Styrském Hrad-
ci), nebo alespon piedpokladanymi (studium pozdéjsiho
gottweigského regenta chori Maura Brunnmayra v Pra-
ze), nelze vSak ani vyloudit to, Ze se Brentner po svém
odchodu z Prahy vydal na cesty a v §ir§Sim okoli Vidné
osobné pobyval. Takovou dosud zcela hypotetickou cestu
by bylo mozno nejpravdépodobneéji situovat priblizné do
poloviny dvacatych let 18. stoleti.

Arie Juda filia formosa se dochovala v kontextu pro
Brentnera netypickém, totiz v hudebni sbirce evangelické-
ho sboru v Soproni. Opis z roku 1742 pochézi z majetku
tamniho kantora Samuela Wohlmanna a nalezi k nejstarsi
vrstvé, z niz zbylo pouze nékolik jednotlivin, nebot vét-
$ina tohoto repertodru pravdépodobné vzala za své hned
po prichodu Wohlmannova nastupce Michaela Kossecka
(1719-1767) v roce 1746.%° Stejnou arii vlastnil také jezui-
ta P. Ignatius Miillner, jak vime z inventéafe jeho rozsahlé
hudebni sbirky. Jednotlivé ¢asové vrstvy zaznamii tohoto
katalogu neni mozno zcela spolehlivé rozlisit ¢i datovat
a neni ani zfejmé, zda Miillner viibec mohl mit svoje hu-
debniny neustale pii sobé pfi Castych zménach svych pi-
sobist, pro jezuity tak typickych. Zaznam doty¢né arie se
vyskytuje az na konci katalogu v oddilu ,,Supplementum
Mottettarum Maiorum festorum®, coz naznaduje, ze §lo
o jeden z pozdg¢jsich prirastkdl; proc¢ je ¢ast katalogové-
ho zaznamu preskrtnuta, neni zfejmé, snad Miillner o hu-
debninu ptisel?® Je dosti pravdépodobné, Ze Wohlmann
arii ziskal pravé od Miillnera, jenz posledni léta svého zi-
vota mezi roky 1741 a 1750 stravil pravé v Soproni. Napo-
vida tomu i to, Ze v katalogovém zaznamu je v obsaze-
ni skladby vyslovné uvedeno violoncello, pricemz stejné

60 Agnes Sas: Das Musikleben der evangelischen Kirchen und Bethduser in
Ungarn im 18. ]ahrhundert Studia musicologica Academiae Scientiarum
Hungarlcae 44 (2003), ¢. 3—4, 5. 337-392. Dale viz Kornél BArRDOS: Sopron
zendje a 16.—-18. szdazadban. A miivek tematikus jegyzékeét osszedllit Veronika Vavri-
necz, Akadémiai Kiadé, Budapest 1984, ¢. 61, s. 403.

81 Catalogus Rerum Musicarum... (v1z pozn. 19), p- 53 (Supplementum
Mottettarum Maiorum fest.[orum]): ,,

Sote- | VV. 2. Viola 1. Org. Violoncello. Brentner.
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oznaceny part je také soucasti Wohlmannova opisu, acko-
li bézny part basu byval (i v Miillnerové inventati) ozna-
¢ovan i jinymi zptsoby (Basso, Violone atd.). Jedna se
o dovedné¢ napsanou 4arii, jejiz po zvukové strance piisobi-
vy ritornel je zalozen na figuracich prvnich housli dopro-
vazenych po vétsi dobu pouze druhymi houslemi s violou
bez generalbasové skupiny.

Ackoli P. Millner vlastnil mnoho desitek Brentnero-
vych skladeb, nenajdeme mezi nimi nekterd sélova mote-
ta, kterymi disponoval P. Maurus Brunnmayr v Goéttwei-
gu. Camillo Schoenbaum byl prvnim muzikologem, jenz
si pfi studiu tamnich prament pov$iml Brentnerovy tvor-
by. V centru jeho zajmu stal Josef Antonin Planicky a neni
tedy divu, Ze Schoenbaum vénoval zvlastni pozornost
Brentnerovu motetu Quae est ista (Brk 69), které se svou
formalni komplexnosti blizilo Planického skladbam; ve
své disertacni praci i ve studii z ni vychazejici mu véno-
val celkem rozsdhly notovy piiklad.®? Skladba totiz sesta-
va ze tfi vét, instrumentalni symphonie, recitativu a arie,
coz je u Brentnera neobvyklé. Do jisté miry srovnatelnymi
kusy z jeho tvorby jsou pouze dvé riizna zhudebnéni tex-
tu ,,O Deus, ego amo te“ (Brk 63, 64), v nichz je pokazdé
arie uvozena dvoudilnou instrumentalni sonatou (oproti
Quae est ista po ni ale nendsleduje recitativ, nybrz rovnou
arie).®® Za pozornost pfitom stoji pfimo ukazkovy rozdil
v pojeti obou sonat (jedna a 4, druha a 3), jejichz instru-
mentalni hlasy jsou vedeny vesmés rovnocenné¢, a sinfo-
nie uvozujici moteto Quae est ista, v niz jasné dominuji
prvni housle, zatimco zbylym nastrojim je svéfena role
doprovodu. Text skladby tvori vers z Pisné pisni, jenz je
rozdélen do recitativu accompagnato a nasledujici arie.
Troji opakovani tazaci formule v recitativu je ptisobivé —
je ztejmé, ze Brentner rozumél tomuto druhu skladatelské
prace, coz dokladaji i recitativy v jeho antifonach Audi,
Sfilia (Brk 25) ¢i Induit me Genitrix (Brk 35), a ze absen-
ce recitativli u jeho arii nebyla zptisobena nedostatecnou
kompetenci. Podobné, jako v gottweigském O Deus, ego
amo te (Brk 64), i zde je zavére¢na véta koncipovana jako
chramova arie (bez navratu da capo).

Stejné jako pfedchozi skladbu, také arii za zemfelé
Taedet animam meam (Brk 74) si P. Maurus Brunnmayr
vlastnoru¢né opsal roku 1725. Po obsahové strance je tato
skladba v ramci Brentnerova dila pandanem k arii Par-
ce mihi, Domine uzavirajici sbirku Hymnodia divina. Texty
obou skladeb sestavaji z verst knihy Job, jez jsou Cteny
v prvnim nokturnu matutina oficia za zemrelé. Brentne-
rova drie se stejnym textovym incipitem byla rovnéz po
roce 1723 zapsana do druhého inventafe hudebni sbir-
ky cisterciackého klastera v Oseku, jednalo se vSak o arii
pro sopran a neni tedy pravdépodobné, ze by byla to-
tozna s dochovanou basovou 4rii (alternativni obsazeni

62 Dale Schoenbaum stru¢né komentuje Brentnerovu arii Domine, non
sum dignus, pochopitelné aniz by védél, Ze pochazi ze sbirky Hymnodia
divina. Schoenbaumovy prace jsou citovany v pozn. 50.

63  Obé skladby byly vydany v BRENTNER: Duchovni drie I (viz pozn. 2).
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sopran/tenor se vyskytovalo mnohem béznéji).** Sklad-
ba sestava ze dvou casti, ariosa a bezprostiedné nasledu-
jici arie, pficemz toto ¢lenéni vyplyva z obsahu a formy
textu: uvodni Jobovo prohlaseni uvozuje pfimou rec, jiz
se Job obraci k Bohu (,,Noli me condemnare®). Podob-
n¢ jako v pripadé Parce mihi, Domine, arie zac¢ina rovnou
péveckym soélem, tedy bez ivodniho instrumentalniho ri-
tornelu, jedna se vSak o formu arie da chiesa bez opako-
véani prvnfho dilu. Rada dalsich podobnosti ve stylistice
partl naznacuje skladatelovu ustalenou predstavu o hu-
debnim ztvarnéni odpovidajiciho afektu: ke spolecnym
prvkiim patfi ténina ¢ moll s vypsanym pifedznamenanim
dvou bé, postupné klesajici skupiny osminovych not stej-
né vyse v houslich a basu ¢i velké klesajici skoky ve zpév-
nim partu. Brentnerovy smutecni arie ukazuji, ze sklada-
tel zdokonaloval své metody a ze jeho kompozicni prace
méla urcity vyvoj.

Pozoruhodnym dokladem skladatelovy snahy experi-
mentovat je i posledni kompozice zafazena v této edici,
moteto Venite ad me omnes (Brk 80). Podobné jako je tomu
u predchozich dvou dél, také pramen této skladby se uni-
katn¢ dochoval v Gottweigu, tentokrat se vSak zjevné ne-
jedna o opis lokalni provenience. Na titulni strané nahore
je moteto oznaceno jako ¢tvrté v potadi (,4°“) a pramen
svym formatem, Gpravou, pismem i pouzitym papirem
evidentné souvisi s dalsim pramenem dochovanym v téze
sbirce a obsahujicim jiz zminéné Brentnerovo ,,concerto
o aria“ O Deus, ego amo te (Brk 64), jez je na titulni strance
oznadeno jako tfeti (,,3%°“).%® Rukopis obou prament je
blizky prokazanym skladatelovym autografiim dochova-
nym v Gottweigu (Brk 1, 2, 4) a v Praze (Brk 85, 86, 89),
avSak nékteré jeho prvky jako tvar klict ¢i nékterych ma-
juskuli se dosti odlisuji. Pfesto se v§ak zda, Ze by se mohlo
jednat o autografy, zvlasté vezmeme-li v ivahu, Ze pravd¢-
podobné pochazeji z pozdéjsi doby a skladatelav rukopis
mohl mezitim prodélat urcity vyvoj. Z c¢isel na titulnich
stranach lze usuzovat, Ze se ptivodné jednalo o skupinu
nejméné Ctyt skladeb, z nichz zndme tfeti a ¢tvrtou. Ne-
mobhly byt prvni a druhou skladbou této skupiny mote-
ta Quae est ista a Taedet animam meam, které si P. Maurus
opsal v roce 1725? Predlohy pak mohl vratit skladateli,
nebo poslat dale, coz by vysvétlilo to, ze se v Gottwei-
gu nedochovaly. Nasvédcoval by tomu spole¢ny rys vsech
¢tyt uvedenych kompozic spocivajici v tom, ze se nejedna
o pouhé arie, jaké zname z Brentnerovych sbirek, nybrz
ze jde o formalné komplexn¢jsi dila, v nichz arii pfedchazi
instrumentalni véta, recitativ ¢i arioso, nebo se vyznacuji
jinymi prvky naznacujicimi skladatelovu snahu vybocit ze
svého vlastniho drivéjsitho standardu. Moteto Venite ad me
omnes tak vykazuje kombinaci prvki arie da capo a hou-

64 (CZ-Pnm, fond Osek, inventar ¢. 2, ¢. pf. 65/52, Catalogus Musicalio-
rum Anno 1720, in Ordinem digestus ab eodem, a quvo et anno 1733 est renovatus,
fol. 12r (Gradualia de Tempore. Ab Anno 1723 procurata): ,Taedet animam
meam. Canto Solo Brentner®.

65 Reprodukce doty¢né titulni strany je otisténa v BRENTNER: Duchovni
darie I (viz pozn. 2), s. XXVI.

slového koncertu v mife, ktera jde daleko za hranice béz-
n¢ arie s obligatnim sélovym nastrojem.

Vyjimecnost obsazeni skladby ohlasuje jiz titulni stra-
na rukopisu, na niz jsou ve vyctu obsazeni vyslovné uve-
deny ,Violino concertante®, ,Violinis Ripienis Necessariis
2“a ,Viola Complementum®. Také pod prvni osnovou par-
tu koncertantnich housli je vepsadna neobvykla a pozdéji
preskrtand poznamka ,,Di Virtuosi Fidicinis“ (pro virtuéz-
niho houslistu). Kompozice zac¢ina neobvykle dlouhym
a komplikovanym pétadvacetitaktovym ritornelem, jehoz
soucasti jsou i dva vstupy koncertantnich housli, z nichz
zejména ten prvni je dosti rozsahly; kazdé z téchto sél je
navic uzavieno stejnym segmentem ritornelu. Zpévni sélo
zacina jako ve vSech Brentnerovych ariich devizou, z niz
je patrné, ze v sélech budou koncertantni housle vedeny
v dialogu se zpévem. Zatimco jednotliva séla jsou jako
obvykle oddélena pouze ¢astmi ritornelu, na zavér opét
zazni ritornel cely, je vSak pfitom oproti svému prvnimu
uvedenti je$té rozsiten o dalsi, zcela novou epizodu kon-
certantnich housli. Nasleduje Adagio, v némz sélovy hou-
slovy part opét zastava prominentni pozici. S6lové housle
se podili i na zvyraznéni klicového slova, jaké je obvykle
vyhrazeno koloratufte: zatimco slovo ,,manet“ zazniva ve
zpévu v podobé dlouhé noty na prvni slabice, jsou pod
ni exponovany opakované akordické rozklady v sélovych
houslich. Po skonceni této casti je pfedepsano da capo,
na zavér se tedy znovu opakuje cela rozsahla prvni cast.
Diky vyrazné kontrastnosti a relativni samostatnosti obou
Casti stejné jako neobvykle rozsahlému prostoru vénova-
nému instrumentdlnimu ritornelu a sélovému houslové-
mu partu skladba budi dojem, ze se skladatel pokousel
propojit formalni prvky arie da capo s tfivétym ptadory-
sem sélového koncertu. Snaha experimentovat je ziejma,
i kdyz vysledek neni zcela presvédcivy: v ivodnim ritor-
nelu s dlouhymi sélovymi vstupy se mtize posluchac oce-
kéavajici s6lové moteto ponékud ztracet.

K pusobeni a recepci Brentnerovych arii

Brentnerova sbirka Hymnodia divina urcité nebyla vy-
déana ve velkém ndkladu, je vSak zfejmé, ze se ji dosta-
lo pozornosti: kromé jediného dochovaného exemplate
tisku (Cesky Krumlov — pramen P) a dvou opisit sbir-
ky (Hnézdno — PC1, Podolinec - PC2) zname z histo-
rickych hudebnich inventaiti dvé dalsi lokality, v nichz
byla zndma cela sbirka (G6R,%® Kvasice®”), a opisy jed-
notlivych arif jsou doloZeny i na fadé¢ jinych mist (Blizko-
vice,®® Gottweig — C1, C3, Herzogenburg,®® Sandoméf —

66 FEDERHOFER: Alte Musikalien-Inventare... (viz pozn. 31 a souvisejici ko-
mentar v textu).

67 Viz pozn. 36 a souvisejici komentar v textu.

68  (CZ-Bm, sign. G 28, Ariae pro Choro Lispicensi imannatae Ignatio Trnka
Ludi et Chori Rectoris 1798 (novodoby opis inventate z roku 1929, original
nezvéstny): ,89) Ecce Panis Angelorum Tenore solo Violino solo con orga-
no Authore Prentner®. Srov. téZ Michaela RATOLISTKOVA: Inventdre hudebni
sbirky v Blizkovicich na Moravé z 18. a 19. stoleti a jejich srovndni se soucasnym
stavem pramenii, Musicologica Brunensia 54 (2019), ¢. 2, s. 77-88.

69 Klaster augustiniani kanovnikt Herzogenburg (A-H), Catalogus Selec-
tiorum Musicalium Chori Ducumburgensis, 1751, fol. 122v (Offertoria de Vene-
rabili Sacramento): ,,8. 2 Motteta De | v[enera]bili. | Tenor Solo. | violini



C2, C4, Uherské Hradisté’®). Inventai P. Miillnera, ktery
jako jediny z doty¢nych prament pochazi z jezuitského
prostfedi, nam dava tusit, ze skladatel dobte vystihl vkus
a potteby predpokladanych uzivateld svych ariovych sbi-
rek. Zda se, ze Hymnodia divina doznala podobného roz-
Siteni jako Brentnertiv prvni opus. Naproti tomu jeho
arie z pozd¢jsi doby se dochovaly pouze v unikatnich
pramenech a o jejich dal$im §ifeni neni (s vyjimkou arie
Juda filia formosa) nic znamo, jejich vyraznéjsi cirkulace
tak ani neni prili§ pravdépodobna. Tento rozdil vyplyva
nejen z prirozené vétsiho dopadu tisténého vydani, ale
souvisi patrné i s dobou vzniku skladeb: zatimco v druhé
dekade 18. stoleti byly Brentnerovy arie ve stfedoevrop-
ském prostoru atraktivni novinkou, v poloviné dvacatych
let bylo k dispozici nejen vice podobnych ériovych sbi-
rek, ale na intenzité predev$im znacné nabyla vSeobecné
roz§ifena praxe kontrafaktury neboli pfetextovani ital-
skych opernich arii, které mély brzy tento repertoarovy
segment chramové hudby zcela ovladnout. Brentnerovy
pozdni arie tak jiz neobsahovaly naboj novosti, pfestoze
se skladatel sviij osobni styl pokousel uréitym zptisobem
modifikovat.

V souvislosti s Josefem Antoninem Planickym a jeho
sbirkou Opella ecclesiastica jiz bylo zminéno, Ze Brentne-
rovy sbirky arii, a to zejména ta prvni, mohly ve stfedni
Evropé putsobit jako vzorové publikace svého druhu. Sam
Brentner pochopitelné také vychazel ze vzort a predloh,
kromé vseobecné inspirujici italské hudby k nim lze kon-
krétnéji, ac s jistou davkou nejistoty, radit naptiklad né-
kolik anonymnich &rif z brnénské svatojakubské sbirky.”
Byl vSak prvnim ze zdejsich skladateli, kterému se poda-
filo své arie usporadané ve sbirkach vydat tiskem. Jestli-
ze pripustime, Ze Planicky na Brentnera reagoval kromé
vyuziti delSich a sofistikovanéjsich textii zejména doplné-
nim svych arii recitativy a instrumentalnimi sonatami, pak
bychom také mohli Brentnerovo usilovani o komplexné;si
podobu jeho skladeb z poloviny dvacatych let, smétujici
od prostych arii da capo k vicevétym c¢i vicedilnym s6-
lovym motetlim, interpretovat jako reakci na Planického
¢i alespon na novy ideal formy s6lového moteta. Brent-
nerovy pozdni arie obsazené v této edici tak davaji v po-
rovnani s Planického Opellou tusit tviircéi dialog zdejsich
skladatelt podobné, jako je tomu v pfipadé antifon ke
sv. Terezii z Avily komponovanych v kratkém &asovém
rozmez{ Brentnerem a poté Antoninem Reichenauerem.”?

unis. | con | organo. | parti 3. | Del Jos. Prentner. [hudebni incipit partu
Org]“.

70 Moravsky zemsky archiv v Brné, fond G 1, inv. ¢. 5838, Catalogus
Musicalium descriptorum Hradisstij pro Seminario S. Fr. Borgiae Anno 1730. a
P G. Ch. S. J., fol. 3r (Cantus pro quacunque Solennitate): ,4. Gloria et
honore coronasti. Auth. Brentner B. S. VV. 2.“ Viz téz Jiti SEHNAL: Hudba
v jesuitském semindri v Uherském Hradisti v roce 1730, Hudebni véda 4 (1967),
&1, s.139-147, zde s. 142 a Petr Cinavr: Hudebni inventdr jezuitth v Uherském
Hradisti z roku 1730, Slovacko. Spolec¢enskovédni sbornik pro moravsko-
-slovenské pomezi 54 (2012), ¢. 1, s. 225-242.

71 Blize k t¢émto moznym vazbdm viz Kapsa: Inwieweit die Worter... (viz
pozn. 49).

72 Viz Karsa: The Novena to Saint Teresa of Jesus... (viz pozn. 27) .
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Nadto také mtzeme sledovat i skladatelovu zpétnou reak-
ci na nové podnéty.

Jediny dochovany exemplar tisku sbirky Hymnodia di-
vina vykazuje znaky pomérné hojného uzivani, k nimz
kromé ohmatanych rohti patfi i opatfeni dvou arii novymi
texty. Dochované opisy celé sbirky i jednotlivych 4rii byly
nepochybné pofizeny za ucelem provozovani, pfimych
doklad@ o ném v$ak zname jen malo. Z poznamky pfipsa-
né na titulnim listé¢ hnézdenského opisu sbirky (pramen
PC1) Ize soudit, Ze v roce 1752 byla provedena a kapitu-
lou schvalena k dalsimu uzivani. V Géttweigu bylo v roce
1785 provedeno sélové moteto Quae est ista a tamni opis
arie Gloria et honore (Brk 54) nese na zadni strané obal-
ky pripisy dokladajici hned Sest provedeni v letech 1784,
1785,1788, 1794, 1800 a 1805 (viz pramen C4). Brentner byl
v Gottweigu oblibenym skladatelem, v kontextu jeho arii
je vSak takto pozdni a ¢etné provozovani vyjimecné a ne-
pochybné souvisi s tim, Ze se v tomto konkrétnim pfipadé
jedna o mimoradné povedenou skladbu. Ta se také méla
stat jednou z prvnich Brentnerovych kompozic ozivenych
ve dvacatém stoleti, ackoli jméno jejiho autora jesté dlou-
ho poté nebylo znamo.

Jak bylo jiz uvedeno vyse, Emilian Trolda objevil sbir-
ku Hymnodia divina jako anonymni tisk bez titulniho listu
pii zpracovani hudebnin ¢eskokrumlovského minoritské-
ho klastera. V roce 1926 vypracoval jeji partituru a sbirku
nékolikrat pojednal ve svych analytickych studiich.”® Ci-
lem jeho snah ale nebylo pouze védecké poznani, usiloval
i 0 znovuoziveni star$i hudby v jeji zvukové podobé. Osm
arii z doty¢né sbirky zaradil do svych pozoruhodnych an-
tologii, v nichz dle hlasovych poloh shromazdil vybrané
barokni arie, pficemz instrumentalni doprovod nahradil
vlastnim klavirnim vytahem.” V druhém svazku véno-
vaném basovym ariim je vlozeno svédectvi z roku 1952,
v némz barytonista Jan Flajshans poutavé objasmnuje gene-
zi téchto antologii: ,,[...] Maje na paméti, jak tézko se po
letech shledavaji zpravy o vzniku material a dokumen-
tll, poznamenavam jako svédek zrodu tohoto svazku pro
bas, jenz byl potom ptikladem pro dalsi svazky: Dr. Emi-
lian Trolda ve své obdivuhodné dikladnosti studoval jiz
jako pensista v roce 1927/28 na statni knihovnické sko-
le (tehdy v Kinského palaci na Staroméstském namésti),
kde jsme se sesli nahodou a pak cely rok sedali u jedno-
ho stolku. V hovorech se pfiznal, ze se zabyva starou Ces-
kou hudbou, pfedevsim barokni, ktera byla dostupna teh-
dy vétSinou jen v origindlnich archivnich materialech na
nejvzdalenéjsich mistech a prakticky neznama, ponévadz

73 Kromé praci uvedenych v pozn. 8 a 9 viz téZ Emilidan TROLDA:
O skladbdch §. D. Zelenkovych, jmenovité o jeho melodramatu De S. Venceslao
(Prispévek k déjindm Ceské cirkeoni hudby z pocdtku XVIII. stol.), Cyril 55
(1929), ¢. 5, 5. 49.

74 Antologie nikdy nebyly vydany a jsou uchovany v Troldové hudebni
sbirce v CZ-Pnm, sign. XXVIII D 75a~-c, Shirka arii ceskych a domdcich mi-
strit, sv. 1 se nedochoval, sv. 2: bas (z doty¢né sbirky obsahuje na s. 19-26
arii Gloria et honore), sv. 3: sopran (s. 21-42, arie Cor, aude ad arma, Desidero
te millies, O beata, Parce mihi), sv. 4: tenor (s. 13—24, arie Domine, non sum
dignus, Ecce panis angelorum, Oderit me totus mundus); sign. XXVIII D 76c,
Rada II, sv. 3: soprén (s. 1-12, 4rie Maria, gustum sentio a In te confido), srov.
téz BUCHNER: Hudebni sbirka... (viz pozn. 8), ¢. 406, 407, s. 96-100.
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nebylo obétavych a kvalifikovanych zasvécenct, kteti by
pro provadéni konstruovali a rekonstruovali z part par-
titury a dokonce z nich pak podnikali dpravy pro hlas
s doprovodem varhan. Jako zpévak projevil jsem o jeho
praci zdjem. Netrvalo dlouho a upravil mi prvni z téch-
to arif Anonyma prazského [= Hymnodia divina] Gloria et
honore. [...] byla poprvé provedena mnou za doprovodu
Karla Pelikdna u sv. Ducha as v roce 1929. [ ...].””® Dle po-
znamek na Troldové klavirnim vytahu Flajshans provedl
arii Gloria et honore mezi roky ,,ca 1930 a 1952 na riznych
mistech celkem tfinactkrat’® a provedeny byly také érie
O beata (16. 2. 1936 v Praze u sv. Tomase) a Ecce panis an-
gelorum (2. 11. 1941 v Loreté¢).””

Zatim posledni milnik v historii provadéni Brentnero-
vych arii vydanych v tomto svazku pfedstavuje CD z roku
2008, pro které natocil Sest arii sbirky Hymnodia divina
Ensemble Inégal pod vedenim Adamy Viktory.”® Podkla-
dem pro tuto i pro rizné dalsi aktivity interpretti (zminme
naptiklad interpreta¢ni kurzy vénované Brentnerovym
arifm v roce 2019)”° byla predev$im nevydana rukopisna
partitura Emilidna Troldy a ad hoc pfipravené provozova-
ci materialy. Pokud tato edice prispéje ke snazsi dostup-
nosti a snad i hojnéj$imu provozovani Brentnerovy hud-
by, bude jeden z jejich hlavnich ciléi naplnén. Dal$im

75 Sbirka arit... (viz pozn. 74), sign. XXVIII D 75a, na stroji psany a Flajs-
hansem podepsany list vlepeny do sv. 2. Bez posledniho odstavce s vétou
o provedeni arie Gloria et honore text cituje BUCHNER: Hudebni sbirka... (viz
pozn. 8), s. 96.

76 Sbirka arii... (viz pozn. 74), sv. 2, s. 26: ,,Poprvé u sv. Ducha cca 1930
Dr Flaj$hans a Dr Pelikan | 8 XI 31 u sv. Josefa Dr Flajshans a Vachulka
| 1. IIT 32 [tamtéz titiz] | 28/IX 32 [tamtéz titiz] | 28/IV 33 na université
[titiz] | 9/V 33 velka aula [titiz] | I/IX 33 u sv. Josefa Dr Fl. + Dr Vach. |
3/IX 35 u sv. Mikulase [titiz] | 19/II1 37 u sv. Josefa [titiz] | 21/XI 38 v roz-
hlase [titiz] | 8/X 44 Odolena Voda [titiz] | 28/X 52 Budyn¢ [Dr. Flajshans]
Vytvar.“

77 Shirka arii... (viz pozn. 74), sv. 3, s. 38 (O beata) a sv. 4, 5. 19 (Ecce panis
angelorum).

78 Jan Josef Ignac BRENTNER: Vesperae cum ordinariis psalmis, Hymnodia
divina op. 3 [zvukovy zdznam], Ensemble Inégal, Prazsti barokni sélisté,
Adam Viktoria, Nibiru, Praha 2008, 0148-2211. Na CD byly zafazeny arie
Domine, non sum dignus, In te confido, Oderit me totus mundus, Gloria et honore
a O beata, per quam data.

79 Jana BurDOVA: & Dobfan ai k Amazonce: Brentnerovské masterclass ve jménu
pratelstoi, Harmonie, publikovano online: <https://www.casopisharmonie.
cz/reportaze/z-dobran-az-k-amazonce-brentnerovske-masterclass-ve-
jmenu-pratelstvi.html > (8. 7. 2020).

cilem celého ctytsvazkového edi¢niho projektu kritického
vydani vybranych Brentnerovych dél bylo predlozit ma-
terial a otevfit prostor pro nové zkoumani hudebni tvo-
tivosti v baroknich Cechach. Zamér tohoto projektu je
timto svazkem naplnén a nezbyva nez poprat ¢tenarm
i hudebniktim plodné setkani s hudbou Josefa Brentnera.
Jde o kvalitni a invencni skladby, které ve své dob¢ budily
pozornost a také dnes maji potencial oslovovat hudebni-
ky a posluchace.

Tato edice by nevznikla bez laskavé podpory institu-
ci a spolupracovnikti uvedenych na stran¢ IV. Podékovani
nalezi téz knihovnam a hudebnim archiviim uchovavajicim
prameny vydavanych skladeb, z nichz Arcidiecézni archiv
v Hnézdné¢, benediktinsky klaster v Géttweigu, Jihoceska
védecké knihovna v Ceskych Budéjovicich, Luteranska far-
ni knihovna v Soproni a Statny archiv v Bratislave — praco-
visko Archiv Modra laskav¢ svolily s otisténim reprodukci
prament ze svych sbirek. Ochotnou pomoc a konzultace
pfi studiu prament mi poskytli Martin Horyna, Ladislav
Kacic, Andras Krisch, Bernhard Rameder a ks. Michat
Solomieniuk. Za prohlédnuti notového textu a revizi Cis-
lovaného basu dé¢kuji Filipu Dvorakovi. Provozovaci ma-
terialy jsou volné dostupné online na webovych strankach
<https://www.udu.cas.cz/cz/publikace/hudebniny >.



Foreword

The present volume is the final part of a four-volume pub-
lishing project focusing on the works of Joseph Brentner,'
a composer whose place in the history of music in the Bo-
hemian lands depends in particular upon collections of
compositions published in Prague between 1716 and 1720.
In the context of music being printed there during that
period, these collections are unique for their quantity and
for the way they were issued in rapid succession. We can
therefore count Brentner among the Baroque composers
in Bohemia who were the most plentifully published at the
time, along with Adam Michna z Otradovic and Johann
Caspar Ferdinand Fischer, for example. This was also the
basis for organising of the publishing project, loosely in-
corporated into the Academus Edition. Every volume pre-
sents one of Brentner’s collections supplemented by other
compositions in the same musical genre that have been
preserved in manuscript sources. The first to be published
was Harmonica duodecatomeria ecclesiastica, op. 1, togeth-
er with three arias composed to texts already used by the
composer in the collection in question.? Next were vol-
umes focusing on instrumental music® and on offertories
and antiphons for four vocal parts with instrumental ac-
companiment.* This final volume is again devoted to sa-
cred arias, the musical genre to which Brentner devoted
two of his collections.

The printed collections inform us about almost all im-
portant areas of Brentner’s oeuvre. For the period in ques-

1 In the parish records of births and deaths, Brentner is listed as “Joan-
nes Josephus”, but he himself gave preference to the name Joseph. In the
title of this edition, the composer’s given name is shown in German in
its full form: “Johann Joseph Ignaz”, as it also appears in the latest edi-
tions of the encyclopaedias Grove Music Online and Musik in Geschichte und
Gegenwart and in the RISM catalogue of musical sources. In the text we
use the composer’s preferred name Joseph. We use given names in the two
languages in use in Bohemia during this period in a manner in accordance
with period practice: in Czech in the Czech text and in German in the
foreign language text. The composer seemingly preferred his second given
name because his brother, who was born two years earlier and died soon
after birth, had been baptised with the same names; SOA Plzen [State Re-
gional Archives in Pilsen], parish register Dobtany 3, 29. 3. 1687, fol. 23v.
2 Johann Joseph Ignaz BRENTNER: Duchovni drie I /Sacred Arias I (Acade-
mus Edition 2), ed. Vaclav Kapsa, Etnologicky tstav AV CR, Praha 2015.
3 Johann Joseph Ignaz BRENTNER: Instrumentdlni hudba / Instrumental
Music (Academus Edition 4), ed. Vaclav Kapsa, Etnologicky tstav AV CR,
Praha 2017.

4 Johann Joseph Ignaz BRENTNER: Offertoria solenniora (Academus Edi-
tion 6), ed. Vaclav Kapsa, Etnologicky uistav AV CR, Praha 2017.
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tion, his obvious effort to make his mark with his compo-
sitions in spite of not holding any permanent position of
greater importance (at least we have no information that
he did so) is quite remarkable, and it invites reflection
upon the composer’s ambitions and the ways in which he
attempted to achieve them. It was thanks to the use of the
medium of music printing that Brentner’s music became
relatively widespread in its day. A sizeable quantity of his
music has been preserved down to the present, and the
composer himself has not been entirely forgotten.> How-
ever, making Brentner’s compositions available for study
or revival is not the only goal of this publishing project.
While Brentner was undoubtedly a composer of lesser
importance in comparison with his aforementioned col-
leagues and with certain other contemporaries, his works
are all the more a reflection of changing compositional
trends and also of the expectations of the local recipients
of his music, whom he as a composer was attempting to
please. In addition, only a few compositions by local com-
posers have been preserved from the second decade of the
18™ century, which was the height of his career as a com-
poser. Brentner’s music also offers more general informa-
tion about various aspects of musical culture and compos-
ing in Bohemia during that period.

The core of the present volume is the collection Hym-
nodia divina, op. 3. In older literature about Brentner,
this title was erroneously applied to the composer’s afore-
mentioned first collection,® while for the actual collection

5 This was already clearly formulated by Dlabacz: “[Brentner] machte
sich sowohl in Bohmen als im Auslande durch seine gedruckten Kompo-
sitionen bekannt”; see Gottfried Johann DLABAGCZ: Allgemeines historisches
Kiinstler-Lexikon fiir Béhmen und zum Theil auch fiir Mdhren und Schlesien,
Stande Bohmens, Prag 1815, vol. 1, col. 13. It is undoubtedly because of
the printed collections that Brentner is put at the forefront among com-
posers of sacred music active in Bohemia by Martin GERBERT: De cantu et
musica sacra a prima ecclesiae aetate usque ad praesens tempus, Tomus 11, Typis
San-Blasianis, St. Blasien 1774, p. 371: “In Bohemia, quae Italiac aemula
dici potest, copia est praestantissimorum musurgorum P. Guntheri Jaco-
bi, Brentner, Francisci Xav. Brixi, Ioannis Novack, Loheli, Michl, Schmitt
Pragensis [...]”. Likewise for Gerber, Brentner was “ein berithmter bohmi-
scher Kirchenkomponist”, Ernst Ludwig GERBER: Historisch-Biographisches
Lexicon der Tonkiinstler, vol. 1, Breitkopf, Leipzig 1790, col. 203.

6  Besides various encyclopaedia entries about the composer, see in par-
ticular Helena KONECNA: Josef Fan Brentner a jeho Hymnodia Divina | Josef
Jan Brentner and his Hymnodia Divina], typewritten thesis, Univerzita
Jana Evangelisty Purkyné, Brno 1967, and Zderika PiLkova: “Instrumen-
tace kantat autort z Cech v prvni poloving 18. stoleti” [The Instrumenta-
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with this title, its discoverer Emilian Trolda — being un-
aware of the missing title page and therefore of the com-
poser’s name and of the collection’s actual title — used the
designation Anonymous 1718. Trolda found the only now
known printed specimen among music from the Minorite
monastery in Cesky Krumlov.” Trolda reconstructed the
score of the collection® and discussed it in the context of
similar music by local composers.® As often tends to be
the case with anonymous compositions, later researchers
dealing with related topics did not devote much attention
to the collection, with the exception of an unpublished
thesis by Simona Tdborova under the supervision of Mar-
tin Horyna.' The error in identification of the two col-
lections, which will be explained below, would only be
discovered after the evaluation of a copy from the Polish
city Gniezno containing information from the original ti-
tle page.™

In this volume, four arias or solo motets from manu-
script sources supplement Brentner’s collection Hymnodia
divina." These compositions represent a later stratum of

tion of Cantatas by Composers from Bohemia in the First Half of the 18
Century|, Hudebni véda 14 (1977), no. 2, pp. 146-159.

7 Emilidn TroLpA: “Hudebni pamitky v Ceském Krumlové” [Music
Monuments in Cesky Krumlov], Cyril 62 (1935), nos. 7-8, pp. 86-90;
nos. 9-10, pp. 109-111, esp. p. 89. Also see Martin HoryNa: “Sbirka
baroknich hudebnich tiskit z ceskokrumlovského klastera” [A Collection
of Baroque Printed Music from the Cesky Krumlov Monastery]|, in: Kldster
minoritt, a karisek v Ceském Krumlové. Uméni, zbozvno:rt, architektura [The
Monasteries of the Minorites and the Poor Clares in Cesky Krumlov. Art,
Devotion, Architecture], Daniela Rywikova (ed.), Veduta, Ceské Bud¢jo-
vice 2015, pp. 241-249.

8  Trolda’s manuscript score is kept at the Narodni muzeum - Ceské
muzeum hudby (CZ-Pnm) under shelf mark XXVIII F 141; also see Ale-
xander BUGHNER: Hudebni sbirka Emilidna Troldy [Emilidn Trolda’s Music
Collection] (Sbornik Narodniho musea v Praze, vol. 8, series A/1), Narod-
ni muzeum, Praha 1954, no. 12, p. 17.

2  Emilidn TroLDA: “Josef Antonin Planicky”, Cyril 59 (1933), nos. 9-10,
pp- 100-113.

10 Simona TABOROVA: Anonymni sbirka duchovnich arii z roku 1718 [ Ano-
nymous Co}lection of Sacred Arias from the Year 1718], thesis, Jihoceska
universita, Ceské Budéjovice 2005.

1 The existence of this source was mentioned in an overview of musical
Bohemicalia of the 18" century in Poland by Danuta Ipaszax: £ problema-
tyki czeskiej emigracji muzycznej w Polsce w XVIII wicku (Z dziejéw muzyki
polskiej 6), BTN, Bydgoszc 1963, but Czech musicologists did not devote
attention to it. Only with the detailed catalogue listing of musical incipits
in a study by Danuta Ipaszax: Zrédla muzyczne Gniezna. Katalog tematyczny.
Stownik muzykéw (Studia et dissertationes Instituti Musicologiae Universi-
tatis Varsoviensis A/3), Musica Iagellonica, Krakéw 2001, pp. 98-99, did
it become clear which collection by Brentner was actually involved. Vaclav
Kapsa has dealt with the confusing of the two collections and related
sources in his studies “Harmonica duodecatomeria ecclesiastica a Hym-
nodia divina. Dvé sbirky 4rii Jana Josefa Ignice Brentnera” [Harmonica
duodecatomeria ecclesiastica and Hymnodia divina. Two Collections of
Arias by Jan Josef Ignac Brentner|, Acta.musicologica.cz 2006, no. 2, avail-
able online: <http://acta.musicologica.cz/> (8. 9. 2020) and “Bassani —
Brentner — Villicus: hudebni repertoar dvou rukopisnych sbornik z pia-
ristického klstera v Podolinci” [Bassani — Brentner — Villicus. The Music
Repertoire of Two Manuscript Collections from the Piarist Monastery in
Podolinec], Musicologica slovaca 3(29) (2012), no. 2, pp. 195-215.

12 Concerning problems of terminology associated with the designations
aria, solo motet, and cantata, cf. BRENTNER: Duchoovni drie I /Sacred Arias I
(see note 2), p. VII, where there is also an outline of the history of modern
research on collections of arias by composers from the Bohemian lands
dating from the first third of the 18" century, and where Brentner’s place in
this repertoire is defined. Concerning terminology, it should be added that
in the context of this repertoire, the source material for Brentner’s collec-
tion Hymnodia divina published in this volume (source PC2; see the Criti-
cal Report, p. 93) documents the relatively late use of the term “concerto”,

Brentner’s music. Three of them were uniquely preserved
at the Benedictine monastery in Gottweig and are among
the sources that indicate the extraordinary popularity of
the composer’s music there. While the first volume of the
edition of Brentner’s sacred arias only contained composi-
tions for soprano and alto, in conformity with the broader
range of voice types called for in the collection Hymnodia
divina, this volume also includes arias for tenor and bass.

The Composer

A brief biography of the composer with a chronological
overview of his life and works and with editions of the
most important source documents has been published as
part of an online catalogue of Brentner’s works, so it is
easily accessible and is updated continually as new facts
are discovered." For this reason, here we shall focus main-
ly on those biographical preconditions and circumstances
that may be in some way related to the works published
in this volume.

The family into which Joseph Brentner was born in
1689 in the west-Bohemian town Dobfany belonged to
the local elite. The composer’s father was a “spectabilis ac
doctissimus dominus” (as he is called in the parish record
of his marriage). Before his marriage, he was the compan-
ion and guide of the young Count Halleweil on the lat-
ter’s grand tour, and after establishing a family, he became
the leader of Dobrany’s burghers in defending their rights
vis-a-vis the Premonstratensian authorities represented by
the priors of Choté$ov and the abbots of Tepld," and he
undoubtedly saw to the thorough education of his chil-
dren. His eldest surviving son was later the “praeclarus
componista” Joseph; a younger son Franz Anton (* 1691)
worked as an apparently not very successful financial ad-
ministrator of various estates;'® another son Peter (*1698)
became a Franciscan and in 1749 was chosen as guardian
of the monastery in Hejnice."® While certain aspects of
his works and their dissemination already suggested that
Joseph had been educated by Jesuits,"” that hypothesis
can now be confirmed. In 1703 “Josephus Brentner Bo-
emus Dobrzanensis” became a member of the Latin con-
gregation of the Church of the Annunciation of the Virgin

which was employed for vocal sacred music written in the concertante style
especially during the 17" century.

13 Vaclav Kapsa: Joseph Brentner. A Catalogue of His Works, Ustav d&jin
uméni AV CR, Praha 2019-2021, published online: <https://brentner.
katalog-skladeb.cz/> (8. 9. 2020).

14 For more details about the composer’s father Johann Georg Brentner,
see BRENTNER: Offertoria solenniora (see note 4), pp. XVIII-XIX.

15 From 1726, Franz Anton Brentner held the position of steward in
Miro$ov, but a few years later an audit revealed evidence of mismanage-
ment, and Brentner was removed from the position and imprisoned. He
apparently also had difficulties in a later position as the administrator of
the estate Osek, as can be inferred from a motion filed by Countess Nostitz
to the Bohemian Chancellery requesting confirmation of Brentner’s poor
financial management in Miro$ov. Documents concerning this affair are
preserved at Narodni archiv [National Archives], archival group Ceska ko-
mora, inv. nos. 8648, 8651, and 8658, boxes 282 and 291.

16 Narodni archiv, archival group Frantiskani — provincialat a konvent,
Praha, inv. no. 425, book 33, the chronicle of the Franciscan monastery in
Hejnice.

17 See BRENTNER: Duchovni drie I /Sacred Arias I (see note 2), p. XVII.



Mary in Jindfichtiv Hradec, and a year later his young-
er brother Franz Anton was entered into the same book
records, so it is very likely that they were both studying
at the local Jesuit grammar school.” Perhaps the strong-
est evidence of the later powerful resonance of Brentner’s
compositions in the Jesuit milieu is the musical invento-
ry that the Jesuit P. Ignatius Miillner began keeping in
1711 in Vienna and carefully updated for many years; it re-
cords nearly sixty of Brentner’s works, including most of
the compositions issued in this volume." Both of Brent-
ner’s collections of arias were undoubtedly influenced by
the spirituality of the Jesuit order.

When was it and under what circumstances that Jo-
seph Brentner arrived in Prague? His first collection was
printed there in 1716 by Jifi Ondiej Laboun [Georg An-
dreas Labaun], who took over a printing press from his
father at the Karolinum in Prague’s Old Town; this print-
er was responsible for the absolute majority of Prague’s
printed music from the period.?® However, it is not at all
clear whether this collection served as a kind of “ticket”
that gained the composer access to popularity and helped
him gain a foothold and establish himself in Prague, or
whether to the contrary the publication of the collection
was one of the results of the composer’s activities there.
In any case, isolated documentation of Brentner’s activi-
ties connected with Prague do not appear until 17171720,
and the sketchiness of the material corresponds to the
composer’s standing in Prague at the time. Brentner
was composing for the religious fraternity at the Jesuit
church (Brk Coll. 6) and for the Discalced Carmelites
(Brk Coll. 7), while his instrumental music was purchased
by Sebastian Erhard, the director of the Count Thun’s
music ensemble. The composer himself attempted to ex-
ploit the music in his fourth collection printed at his own
expense (Brk Coll. 4).?' He was, in fact, trying to get his
music performed wherever possible — in Prague there
were no paid positions for composers of the kind that ex-
isted at royal courts, of course. It is entirely typical of the
musical milieu of Prague in those days that we have no
information about where Brentner was working as a musi-

18 Narodni archiv, archival group Nabozenska bratrstva, XV-18, box 112,
Album sodalitatis B. M. Virginis annunciatae institutae Novae Domi in collegio
Societatis Iesu Anno MDCII, without foliation.

19 ELTE Egyetemi Konyvtari és Lévéltar Budapest, shelf mark F 31, Cata-
logus Rerum Musicarum singulari studio conscriptarum a P. Ignatio Miillner,
S7. For more details about this source, see Katalin Kim-Szacsvar: “Cata-
logus Rerum Musicarum des Jesuiten P. Ignatio Miillner”, in: Die Kirchen-
musik in Siidosteuropa. Historische und typologische Studien zur Musikgeschichte
stidosteuropdischer Regionen. Kongrefbericht Temeswar/Timigoara, 19.-23. Mai
1998, Schneider, Tutzing 2003, pp. 125-134; Katalin KiM-Szacsvar: “Das
Noteninventar des Jesuitenpaters Ignatio Millner. Ein Musikalienkatalog
aus der ersten Hilfte des 18. Jahrhunderts”, in: Oberschwdbische Klostermusik
im europdischen Kontext: Alexander Sumski zum 70. Geburtstag, Peter Lang,
Frankfurt am Main 2004, pp. 43-66.

20 The most thorough information so far of music printing in Prague dur-
ing this period is by Jifi SEHNAL: “Pobélohorskd doba (1620-1740)” [The
Period after the Battle of White Mountain], in: Hudba v ceskjch déjindch.
0d stfedovéku do nové doby [Music in Czech History: from the Middle Ages
to the Modern Era], 2" edition, Supraphon, Praha 1989, pp. 210-212.

21 Cf. documents on the composer’s life and works published online at
<https://brentner.katalog-skladeb.cz/en/documents > and BRENTNER:
Instrumentdini hudba / Instrumental Music (see note 3), p. XV.
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cian in the city. A sole piece of information from a remote
source connecting him with the famed musical ensemble
of Prague’s Knights of the Cross with the Red Star has
not yet been confirmed from any other sources, including
Prague sources in particular.?> What information we have
about Prague’s choir lofts tends to concern positions and
not the names of the specific musicians who held them.?®
In general, in Prague there was clearly a surplus of capa-
ble musicians, and the pay they received for their work
was meagre, so they were trying to get as many opportu-
nities to earn money as they could.

Whether or not Brentner served for some amount of
time as the Kapellmeister at the Church of St Francis of
the Order of the Knights of the Cross with the Red Star
near the end of Prague’s Charles Bridge, the inventory of
that church’s imposing music collection, written down in
1737, contains only two compositions attributed to him,
as opposed to the dozens of works by his Prague com-
petitors.?* Many of Brentner’s compositions are not even
found in the collection of the Prague Cathedral,?® and his
name does not appear at all in the extensive list of music
acquired for the choir loft at Prague’s Loreta recorded by
Konstantin Anton Taubner in 1727/1728.%¢ A few of Brent-
ner’s compositions have also been preserved in Prague
sources anonymously or with erroneous attribution of au-
thorship (Brk 25, Brk 38), which is quite peculiar in the
case of a local composer. Obviously, Brentner’s success
in Prague was limited to the second decade of the 18"
century, and the popularity of his music at the time was
based on the novelty of the forms and musical resources
employed, and in particular the orientation towards arias.
That potential was soon exhausted, however, and by the
1720s his music was no longer able to compete with that

22 This involves a comment on the cover of a copy of the aria Veni, fesu,
panis vitae (Brk 79) from the town Podolinec, kept by the Statny archiv in
Bratislava, pracovisko Modra, shelf mark H-733, RISM ID no. 570002605:
“Boemo Pragensi compositore et apud RR. PP. Crucigeros ad pedem pon-
tis cappelae magistro virtuosissimo ibidem”. The source in question raises
questions. The title page lists a part for solo clarino, but the part is absent
in the material. The composition, which has been preserved with a differ-
ent text in other copies, seems to be complete without this part, so it is
possible that the cover originally contained a different composition. That,
however, does not change anything with respect to the information in the
comment mentioned above.

23 Along these lines, it is interesting, for example, that names are ab-
sent in sources related to the restoration of musical activity at the Jesuits’
Church of St Nicholas in Prague’s Lesser Town in ca. 1739, published by
Paul NETTL: “Akten zur Geschichte und Organisation der Prager Kirchen-
musik im 18. Jahrhundert”, Mitteilungen des Vereines fiir Geschichte der Deut-
schen in Bohmen 67 (1929), nos. 3—4, pp. 114-125.

24 Viclav Kapsa: “The place of Jan Dismas Zelenka within Prague’s sacred
music scene as viewed through the inventory of the Knights of the Cross
with the Red Star”, Clavibus unitis 8 (2019), pp. 91-100, published online:
<http://www.acecs.cz/media/cu_2019_08_01_kapsa.pdf> (8. 9. 2020).
25 Jiti SteraN: Ecclesia metropolitana Pragensis catalogus collectionis operum
artis musicae (Catalogus artis musicae in Bohemia et Moravia cultae. Artis
musicae antiquioris catalogorum series 4/1, 2), Supraphon, Praha 1983,
1985.

26 Oldrich PuLkERT: Domus Lauretana Pragensis. Catalogus collectionis ope-
rum artis musicae. Pars prima, Catalogus (Catalogus artis musicae in Bohe-
mia et Moravia cultae. Artis musicae antiquioris catalogorum series I/1),
Editio Supraphon, Praha 1973, pp. 41-60.
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of his slightly younger colleagues or with the repertoire
imported from Italy.?’

At this time, Brentner apparently also returned to the
town of his birth, Dobfany, where he died 20 years later.
We can therefore surmise that he was ultimately not suc-
cessful in Prague, but somewhat paradoxically his music
became more widely disseminated than was the case with
a number of his more successful Prague contemporaries.
This by no means applies only to the works issued in print;
compositions by Brentner that were never published have
been preserved relatively plentifully, especially in various
central European collections. The composer himself un-
doubtedly helped with their distribution,?® and he certain-
ly took advantage of various personal connections for this
purpose. One of these connections apparently led to the
Benedictine monastery in Gottweig with its music collec-
tion containing an exceptional quantity of compositions
by Prague composers from the first half of the 18" centu-
ry. Maurus Brunnmayr (1689-1747) was the choirmaster
there for many years, and he had spent a year studying in
Prague before making his religious vows in December of
1714.?° There he undoubtedly met the Benedictine com-
poser Wenzel Gunther Jacob (1685-1734), and probably
Brentner as well, whose compositions made their way to
Gottweig in several waves over a span of more than 20
years. Representing the oldest stratum are the Missa Divi
Angeli Custodis (Brk 1) and the Requiem solemne (Brk 4),
which have been preserved in Gottweig in the composer’s
autographs, and which can probably be dated to ca. 1717
based on their similarity to Prague autographs of Ger-
man funeral motets (Brk 85, 86, 89). The edition also in-
cludes three solo motets from his most prolific middle pe-
riod around the mid-1720s. However, P. Maurus and his
successors were still interested in Brentner’s music in the
1740s. The popularity of Brentner’s compositions can be
seen not only from their copies from the period, but also
from the numerous comments written on them for perfor-
mances dating from as late as the 19 century.

27 See Vaclav Kapsa: “The Novena to Saint Teresa of Jesus and the
Work of Prague Composers around 1720”, Hudebni véda 62 (2020), no. 3,
pp- 254-290.

28 However, it would not be entirely fair to regard him as the direct
predecessor of the numerous local composers of “modern” sacred music,
whose excessive activity in the dissemination of their “non-Christian com-
positions” from Bohemian villages to Silesia about 100 years later resulted
in a bitter complaint from Carl Julius HorrmaNnN: “Einige Worte tiber die
Anwendung der Musik in der katholischen Kirchen Schlesien”, Breslauer
Reitschrifi fiir katholische Theologie 1832, no. 6, p. 10. His comment is quoted
in full with commentary by Irena VEseLA — Pavel ZOREK: Ne oci, ale mysl
k Bohu. Maurus Haberhauer (1746-1799) a hudebni kultura benediktinského
kldstera v Rajhradé v 18. stoleti [Not the Eyes, but the Mind to God. Maurus
Haberhauer (1746-1799) and the Musical Culture of the Benedictine
Monastery in Rajhrad in the 18" Century], Moravsk4 zemské4 knihovna
v Brné, Brno 2019, p. 239.

29 Clemens Anton LASHOFER: Professbuch des Benediktinerstifies Gottweig.
Qur 900-Fahr-Feier der Griindung des Klosters (Studien und Mitteilungen zur
Geschichte des Benediktinerordens und seiner Zweige. Erganzungsband
26), EOS Verlag, St. Ottilien 1983, p. 210. For more about Brunnmayr’s
activities as choirmaster, see Friedrich W. RiepEL: “Musikpflege im Stift
Gottweig unter Abt Gottfried Bessel”, in: Gottfried Bessel (1672—1749), Diplo-
mat in Kurmainz — Abt von Gottweig, Wissenschafiler und Kunstmdzen, Franz
Rudolf Reichert (ed.), Gesellschaft fiir Mittelrheinische Kirchengeschich-
te, Mainz 1972, pp. 141-172.

Hymnodia divina

Like Brentner’s first two collections published in 1716 and
1717, the Hymnodia divina was also printed in Prague by
Jifi Ondfej Laboun on his printing press in the Karoli-
num in Prague’s Old Town.*® According to the dating at
the end of the vocal part (Vox), this took place in 1718,
but a discrepancy arises because of the complexity of the
situation with sources. As was mentioned above, the only
preserved printed specimen (source P; see the Critical Re-
port, p. 91) lacks a title page. We only know about the text
on that lost title page because of a period copy (source
PC1), which was apparently made from this printed spec-
imen, but the year 1719 appears on its title page. When
making the copy, the copyist may have replaced the year
of publication with the year when the copy was made,
but it would not be unusual for an original title page and
the colophon to contain different dates. An entry in the
musical inventory of the Benedictine abbey in G6f8 (Sty-
ria) from 1750 also tends to favour the latter possibility:
“Josephi Prendner 12 Offertoria de Anno 1719 in folio”.?'
Because the inventory in question also has an entry for
Brentner’s collection of six offertories from 1717, this can-
not be a case of confusion with that collection, so we can
identify the entry with considerable certainty as referring
to the collection Hymnodia divina. The year 1719 stated in
the inventory entry indicates that the original title page
also bore that dating. We may therefore deduce that the
composer completed the collection and began having it
printed in 1718, but actual publication was delayed and
did not occur until 1719.

The composer dedicated his third collection to Count
Karl Maximilian Wilhelm Steinbach von Kranichstein
(1693-1755). The name of that nobleman appears direct-
ly on the title page, as was the case with Brentner’s sec-
ond collection, which also has a printed dedication on
the back of the first sheet of the cover. By analogy, we
could also presume the existence of a dedication for the
third collection, but because only an incomplete printed
specimen has been preserved, we do not know what the
dedication contained. Who was Count Karl Maximilian
Wilhelm, to whom Brentner dedicated his collection? The
first member of his family raised to the nobility in 1664
was his grandfather, a military officer who acquired a con-
siderable amount of property mainly in western Bohemia,
and his sons then divided the land among themselves.*?
Karl Maximilian Wilhelm was the only son of Franz Be-

30 For information about the activities of the Laboun family of printers,
see Petr Vorrt: entry “Jiff Laboun st.”, in: Encyklopedie knihy. Starsi knihtisk
a pribuzné obory mezi polovinou 15. a pocdtkem 19. stoleti [Encyclopaedia of
the Book. Older Book Printing and Related Fields between the Mid-Fif-
teenth and Early Nineteenth Centuries], Libri, Praha 2006, pp. 509-510;
also see Petr Vort: “Jiff Laboun st.”, in: Encyklopedie knihy [Encyclopaedia
of the Book], published online: <http://www.encyklopedicknihy.cz/index.
php?title=Ji%C5%99%C3%AD_Laboun_st.&oldid=17138 > (8. 9. 2020).

31 Quoted from Hellmut FEDERHOFER: “Alte Musikalien-Inventare der
Kloster St. Paul (Karnten) und Gof (Steiermark)”, Kirchenmusikalisches
Jahrbuch 35 (1951), pp. 97-112, here p. 106.

32 Petr MASEK: Slechtické rody v Cechdch, na Moravé a ve Slezsku od Bil¢ hory
do soucasnosti [Noble Families in Bohemia, Moravia and Silesia from the
White Mountain to the Present], vol. II: N-Z, Argo, Praha 2010, p. 307.



nedikt (T 1704), head official of the Pilsen region and later
the lord of the manor of Listany (Liechtenstein) and other
estates. In 1714 he was ennobled, then in the mid-1720s he
sold his estates in the north of the Pilsen region and pur-
chased Obytce, Novy Cestin, and Habartice near Klatovy,
which he lost when the family went bankrupt in 1739. He
died in Prague in 1755 as an imperial councillor and as
a lay judge on appellate courts (Hofgericht, Kammer-
gericht).*® Nothing more is known about his relationship
with Brentner or with music in general. However, it seems
characteristic that he was closely associated with western
Bohemia, like the abbot of the monastery in Tepld, Ray-
mund Wilfert von Adlersfeld, to whom Brentner had ded-
icated his previous collection.** In both cases, the com-
poser apparently took advantage of local connections he
had because of his west-Bohemian birthplace.

As was mentioned above, Brentner’s collection Har-
monica duodecatomeria ecclesiastica, op. 1, was incorrectly
given the title “Hymnodia divina” in the older literature.
The source of this error was a printed specimen preserved
at the Moravian Museum in the music collection of the
parish church in Kvasice, through which Brentner’s first
collection became known thanks to Emilidn Trolda.?® As
with the only preserved printed specimen of Brentner’s
third opus, this specimen of Brentner’s opus one also
lacks a title page, but at the same time its organ part bears
the designation “Nro. III [...] Hymnodia divina” on its
newer hard cover. The logic of this designation and of the
resulting error can be seen from the 1757 inventory of the
Kvasice collection, in which the title Hymnodia divina
appears in the section “Cantata seu Ariae diversae” three
times in succession:>®

Nro  Cantata seu Ariae diversae coll: Authore
Hymnodia divina X™ a Voce Sola, -
L 2 Viol: Viola et org. Willico
9 Hymnodia divina XII a Voce Sola, Brentner
’ 2 Vio. Viola et org.
3 Hymnodia divina XII. Impressa a Voce Sola, Brentner

2 Vio: Viola et org.

The first of these entries undoubtedly refers to a collec-
tion of ten arias by Balthasar Villicus, published in 1723

33 Vladimir CErvENkA: “Rod Steinbach® von Kranigstein v zédpadnich
Cechéch. Genealogické a majetkové souvislosti” [The Steinbach von
Kranigstein Family in Western Bohemia. Genealogical and Property Con-
nections|, in: Zdpadoceské archivy VII (2016), pp. 39-55.

34 For the circumstances and possible context of this dedication, see
BRENTNER: Qffertoria solenniora (see note 4), pp. XVIII-XX.

35 Moravské zemské muzeum v Brné, Oddéleni déjin hudby (CZ-Bm),
music collection Kvasice, shelf mark A 24.298. Trolda’s manuscript score
compiled in 1929 is kept at CZ-Pnm, shelf mark XXVIII F 223; also see
BucHNER: Hudebni sbirka... (see note 8), no. 33, p. 22.

36 CZ-Bm, shelf mark G 172, Inventarium Seu Cathalogus Partium Musicae
pertinentium Choro Ecclesiae Quassicensis 1757, fol. [8]r. Also see Theodora
StraKOVA: “Kvasicky inventdf z r. 1757 (Ptispévek k hudebni topografii
v 18. stoletf)” [The Kvasice Inventory from 1757 (A Contribution to Mu-
sical Topography in the 18® Century)], Casopis Moravského musea — védy
spolecenské 38 (1953), pp. 105-149.
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in Hradec Kralové.*” The third entry is for Brentner’s first
collection, which is the only one of the three “Hymno-
dias” listed in the inventory that is still preserved in the
Kvasice music collection. The second entry very likely re-
fers to Brentner’s third opus, which is the only case where
the collection actually originally bore the title Hymnodia
divina — the Kvasice church music collection apparently
contained both of Brentner’s collections of arias. We can
only speculate about whether the absence of the specifi-
cation “impressa” for the first two entries might mean that
copies were involved, and not printed specimens, as was
to the contrary evidently the case with Brentner’s opus
one. We also do not know why the title Hymnodia divina
was used in Kvasice for all three of the collections of ari-
as in question. Above all, however, we must consider why
Joseph Brentner gave this title to his collection of arias.
The Latin term “hymnodia” is of Greek origin, and
from the beginning of the 17" century it was used rather
infrequently as a general designation for sacred songs;*®
the word lives on today in the form of the English term
“hymnody” derived from it.>® Already in the first dec-
ades of the 17™ century, the word appeared in the titles of
printed collections of polyphonic sacred compositions by
Italian and German composers.*® It also occurred more
frequently in the titles of Catholic cantionals for German
believers in Bohemia, which represent a natural local con-
text for Brentner’s works in view of the origins of their
authors or their places of publication: Valentin Schlindel,
author of the oldest cantional with the title Hymnodia ca-
tholica (first published in 1624), was the secretary of the
Premonstratensian monastery in Tepld; two more similar-
ly titled cantionals were published later in Prague; in 1701
a fourth Hymnodia catholica was published in Eger (Cheb),
and one of its sources was the cantional Echo Hymnodiae
Coclestis by the Cheb cantor Johann Georg Franz Braun.*'
However, the arias of Brentner’s collection Hymnodia divi-

37 Balthasar ViLLicus (also WiLLIcUS): Lieblicher Ehrenklang. Eine auf ze-
hen musicalischen Arien vollkommne Ubereinstimmung oder: Erstlinge der zehen-
den dem grossen Blut-Zeigen Christi und Priester Heiligen Foanni von Nepomuk,
op. 3, Wentzl Johann Tibelli, Kénig-Gratz [ Hradec Kralové] 1723.

38 E.g. see Anacleto SEccHI (S1cco): De ecclesiastica hymnodia libri tres,
in quibus de prestantia, effectibus, et modo rite in choro psallendi agitur copiose,
Balthasar Moreti, Antverpiae 1634.

39 Paul A. RicHARDSON: entry “Hymnody”, in: Grove Music Online,
published online: <https://doi.org/10.1093/gmo/9781561592630.article.
A2249813 > (7. 9. 2020).

40 See for instance Giovanni Matteo Asovra: Hymnodia vespertina in
maioribus anni solemnitatibus, Ricciardo Amadino, Venezia 1602; Costan-
zo PorTA: Hymnodia sacra quatuor vocum, totius per anni circulum, Anto-
nio Gardano, Venezia 1602; Johann STEURLEIN: Hymnodia sacra. Hoc est
hymni qui festis diebus anni praecipuis decantari solent, harmonia musica exor-
nati, Tobias Steinmann, Jena 1602; Michael PRaETORIUS: Hymnodia Sionia,
continens hymnos sacros XXIV. anniversarios selectos, in ecclesia usitatos, In Of-
ficina Typographica Principali Brunsvicensis, Wolfenbiittel 1611; Caspar
Movius: Hymnodia sacra, das ist Neue geistliche Concerten mit schonen bib-
lischen Spriichen unnd ausserlesenen gebrduchlichen Kirchengesingen, Johann
Richel's Erben, Rostock 1634.

41 Concerning these cantionals, see in particular Jan KvapiL: Die katholis-
che Liedpropaganda in den Bohmischen Ldindern, dissertation, Univerzita
Karlova, Praha 2008; and Jan Kousa: Slovnik staroceskych hymnografii (13.—
18. stoleti) [The Dictionary of Old Bohemian Hymnographers (13*h-18*
centuries)], Etnologicky tistav AV CR, v.v.i., Kabinet hudebni historie,
Praha 2017, entries “Johann Georg Franz Braun”, pp. 50-55 and “Valentin
Schlindel”, pp. 373-377.
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na, being arias in the Italian manner with Latin texts and
instrumental accompaniment, have no direct connection
with cantionals. Although Brentner does not specify their
purpose, it is clear that the compositions are primarily for
use in the Mass, for example as an offertory or a Eucha-
ristic motet. And that aspect connects them with another
area that one must take into consideration when examin-
ing the question of the title of Brentner’s collection.

This repertoire of Latin songs crystallised in the milieu
of Jesuit student confraternities and was intended as mu-
sical accompaniment for the spoken Mass. These songs
tend to be found in manuals and songbooks intended
for members of student congregations in a section usual-
ly titled “Hymnodia sacra” (or later “Hymni et preces”).
It was on the basis of such sources that Vladimir Maras
described this repertoire, generally drawing on texts of
well-known older hymns and sequences, and in doing so
he also showed parallels with the texts of some of Brent-
ner’s arias.*? In Brentner’s first collection, these parallels
are represented by the concluding aria O Deus, ego amo
te (Brk 63), using the “Affectus sancti Ignatii” (“O Deus,
ego amo te, nam prior tu amasti me”) from two differ-
ent texts with the same incipit, as well as the aria Desidero
te, op. 1/10 (Brk 48), the text of which is drawn from the
hymn Fesu dulcis memoria. In the case of his third opus,
there are more such connections: the text of the fourth
aria Ecce panis angelorum (Brk 52) consists of one of the
strophes of the hymn Lauda Sion Salvatorem; the text of
the aria O beata, per quam data (Brk 62) is from the hymn
Omni die dic Mariae attributed to St Casimir; in the aria
Desidero te millies (Brk 50) a strophe of the hymn Fesu dulcis
memoria is paraphrased repeatedly, even if in a rather dif-
ferent way. Finally, the text of the aria Maria, gustum sentio
(Brk 60) is a stanza of a song with the same name that ap-
pears in prayer books as “Igniculus amoris erga Beatam
Virginem Mariam” (A little flame of love for the Blessed
Virgin Mary).*

The title of the collection Hymnodia divina can there-
fore be understood in the broadest sense as a designation
of compositions for solo voice intended for performance
at Mass; in any case, this is how it was understood in Kva-
sice. In the choice of title for the collection and in the ori-
gins of the texts of some arias, we also see influences of

42 Vladimir Maxas: “Feridlni mS$e na brnénském jezuitském gymndziu
a latinsky pistiovy repertodr v 17. a 18. stoleti” [Ferial Mass at the Jesuit
Gymnasium in Brno and the Latin Song Repertoire in the 17" and 18
Centuries], in: Fezuité a Brno. Socidlni a kulturni interakce koleje a mésta
(1578-1773) [Jesuits and Brno. Social and Cultural Interaction between
the College and the City], Hana Jordankovd — Vladimir Manas (eds.),
Statutarni mésto Brno — Archiv mésta Brna, Brno 2013, pp. 199-210.

43 Although the hymn “Maria, gustum sentio” is not a part of the man-
uals and songbooks discussed by Vladimir Manas in the study mentioned
above, it does appear in such expanded prayer books as Vade mecum pio-
rum christianorum. Sive varia pietatis exercitia, cultui divino, magnae Mat-
ris Mariae, sanctorumque patronorum debita. Variis officiis, litaniis, precibus,
psalmis et affectibus instructa, Lehmann, Coloniae 1709, p. 207 and later edi-
tions until 1747, or in Officium Rakoczianum, sive varia pietatis exercitia cultui
Divino, magnae Matris Mariae, sanctorumque Patronorum honori debita, Typis
& sumptibus Academicae Societatis Jesu Typographiae, Tyrnaviae 1720,
p- 178 and numerous subsequent editions appearing throughout the 18
century.

the composer’s relationship with the Jesuit milieu. That
this milieu may have served as an inspirational model for
the composer certainly is not at all exceptional, especially
if we take into account that Brentner himself studied at a
Jesuit grammar school. Of more interest, however, is the
possibility that the Jesuit college may have been the in-
tended recipient or “target group” of his publication. That
such thinking was not alien to the composer can be seen
from his collection Horae pomeridianae, op. 4, the title of
which indicates that it was primarily aimed at monks and
students for recommended music making during a peri-
od of mandatory rest.** Brentner’s two collections of arias
share a number of features in common, and comparing
them with each other is an opportunity to penetrate more
deeply into the composer’s thinking.

Brentner’s Two Collections of Arias

As far as the texts of both of Brentner’s collections of
arias are concerned, the person who wrote or compiled
the texts — possibly the composer himself — clearly had
no poetic ambitions. In this way, these collections also
differ from the collections of solo cantatas Neu-Erdffnetes
Blumen-Gdrtlein by Johann Christoph Kridel,*® Cithara
nova by Josef Leopold Vaclav Dukat,*® or Vertumnus Va-
nitatis by Mauritius Vogt, representing their immediate
context with respect to the time and place of their cre-
ation.”” Holding a comparable position at the opposite
end of the timeline is Opella ecclesiastica by Josef Antonin
Planicky, the subtitle of which, Ariae duodecim nova idea
exornatae, just might be a direct reaction to the laconic
subtitle of Brentner’s first collection published in 1716:
Ariae duodecim.*® Unlike Brentner’s arias, Planicky’s are
introduced by recitatives, and if their texts are based upon
texts that are widely known, then what is involved is con-
sistently a quite free paraphrase; for example, Opella pri-
ma, the text of which begins “Amo te, mi Deus, plus quam
me, nam prior tu amasti me”, is obviously a reference to
the aforementioned affectus “O Deus, ego amo te”. A dif-

44 For more information, see BRENTNER: Instrumentdlni hudba / Instru-
mental Music (see note 3), p. XV.

45 Johann Christoph KRIDEL: Neu-Erjffnetes Blumen-Gdrtlein worinnen
sechs das gantze Fahr durch bliithende Musicalische Blumen zufinden oder Neu-
verfertigte sechs teutsche Concert-Arien, welche zu allen Zeiten des Jahrs zugebrau-
chen, Johann Peter Sperling, Bautzen 1706.

46 CZ-Pnm, shelf mark XL A 162, Josef Leopold Vaclav DukAT: Cithara
nova, manuscript dated 1707, RISM ID no.: 551000951.

47 Strahovskd knihovna (CZ-Pst), shelf mark DA IT 20, Mauritius VoGT:
Vertumnus Vanitatis musice in XXXI fugis delussus, copy dated 1740. Concern-
ing linguistic aspects of the collection, see Martin Svaros: “P. Mauritius
Vogt OCist a jeho promény Marnosti” [Father Mauritius Vogt and His
Vertumnus Vanitatis|, Listy filologické 120 (1997), nos. 3—4, pp. 300-331.

48 Josef Antonin PLANICKY: Opella ecclesiastica seu Ariae duodecim nova idea
exornatae, Johann Jakob Lotter, Augsburg 1723. That fact that at the time
Brentner’s and Plénicky’s collections were seen as being related, although
not necessarily in the order given, is documented by a copy made in 1734
for Engelberg Abbey in Switzerland, which contains first Planicky’s Opella
and then an anonymous Opus 2, which is in reality Brentner’s first collec-
tion; cf. BRENTNER: Duchovni drie I / Sacred Arias I (see note 2), source
C, p. 86. Jifi Sehnal mentions Brentner’s arias as the possible inspiration-
al model for Planicky’s arias in the foreword to his edition of Planicky’s
Opella; cf. Josef Antonin PLANICKY: Opella ecclesiastica (Musica antiqua bo-
hemica I1/2), ed. Jif{ Sehnal, 274 edition, Supraphon, Praha 1988.



ferent way of handling the text is also revealed by a com-
parison of Planicky’s second Opella and Brentner’s third
aria from the collection Hymnodia divina, which are both
musical settings of the words of the centurion from the
Luke’s Gospel “Domine, non sum dignus”. In both cases
there is a paraphrase of a biblical verse that begins with
an exact quote, but while Brentner’s aria continues tra-
ditionally (see Vocal Texts, p. 102), at this point the text
of Planicky’s composition is greatly expanded (“sed tu es
tam benignus, omni majestate dignus, me in gratum per
peccatum, me indignum visitas”).*°

Although we do not know of textual concordances for
some of the arias, we may assume that Brentner usual-
ly borrowed existing texts which he adapted as needed
in a simple manner (by the omission of words etc.). This
approach is also indicated by the fact that the compos-
er often made repeated musical settings for the same or
only slightly altered nonliturgical texts. In the collection
Hymnodia divina, this involves the arias Desidero te mil-
lies (Brk 50), Oderit me totus mundus (Brk 66), and Gloria
et honore (Brk 54); we find the first two texts in his opus
one, and the third — here the liturgical text of the offer-
tory to a holy Martyr — in the collection Offertoria solen-
niora, op. 2. In general, the texts of Brentner’s arias are
short, and for that reason, words are often repeated in the
course of a composition. Camillo Schoenbaum comment-
ed insightfully that in Baroque solo motets the discrep-
ancy between the brevity of the text and the richness of
the musical treatment leads to “the most frightful exam-
ples of the repetition of words”.®® This occurs plentifully
with Brentner as well, but it should also be remembered
that Schoenbaum’s criticism is from the perspective of
artistic ideals derived from the Baroque music of Protes-
tant Germany, which reached its pinnacle in the works of
Johann Sebastian Bach. If the primary goal of Brentner’s
arias was to convey a powerful affect to the listeners, as
the Jesuits were trying to do in the realm of spirituality,
the brevity of the text was not an obstacle to achieving
that purpose; quite to the contrary.®

The less Brentner dealt with the texts themselves, the
more he devoted attention to the arranging of arias in
collections. These collections are obviously conceived
to proceed in accordance with a definite logic of textu-
al and musical content, but the composer does not state

49 For more examples of different handling of texts, see Vaclav Kapsa:
“Inwieweit die Worter von Wichtigkeit waren? Zum Wort-Ton-Verhiltnis
in Arien von Joseph Brentner und anderen mitteleuropaischen Komponis-
ten des ersten Drittels des 18. Jahrhunderts”, in: Musikalische und literarische
Kontexte des Barocks in Mitteleuropa / in der Slowakei, Ladislav Kacic (ed.),
Bratislava 2015, pp. 145-162.

50 “Auf keinem Gebiete der vokalen Barockmusik finden wir so viele
abschreckende Beispiele von Wortwiederholung wie in der Solomotette.”
Camillo ScHoENBAUM: “Die ‘Opella ecclesiastica’ des Joseph Anton Pla-
nicky (1691?-1732). Eine Studie zur Geschichte der katholischen Solomo-
tette im Mittel- und Hochbarock”, Acta musicologica 25 (1953), pp. 39-79,
here p. 43. Also see Camillo SCcHOENBAUM: Beitrdige zur solistischen katho-
lischen Instrumentalmusik des Hochbarocks mit besonderer Beriicksichtigung
J. A. Planiczky’s (1691?-1732), dissertation, Universitat Wien, Wien 1951.

51 See KvaPIL: Die katholische Liedpropaganda... (see note 41), p. 113 ff. and
Kapsa: “Inwieweit die Worter...” (see note 49).
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this explicitly, and he does not give liturgical designations
for the arias, as is to the contrary the rule with Planicky
and other comparable collections of arias from the pe-
riod.®* On the other hand, in numerous later copies of
Brentner’s arias, the copyists generally give careful spec-
ification of liturgical designation, as was then customary.
Subsequently, the breakdown of usage of individual ari-
as was written also into the only preserved printed spec-
imen of the collection Hymnodia divina; alternative texts
were even added for two arias, making them suitable for
more liturgical feast days (see the Critical Report, p. 92).
Otherwise, however, alternative texts for Brentner’s arias
are rare, and the reason for this is certainly that their orig-
inal texts are sufficiently universal with respect to usage,
as is also documented by the frequent appearance of the
specifications “de tempore” or “per ogni tempo” in their
copies. If we allow that the absence of information about
the liturgical designation of the arias in Brentner’s collec-
tions is not a mere omission, we have an opportunity to
consider the composer’s unspoken conception behind the
collection’s ordering. At the same time, however, one must
remember that the existence of such a key certainly does
not indicate that the composer might have conceived the
collection as a musical cycle and expected it to be per-
formed as a whole.

The unifying theme of Brentner’s first collection Har-
monica duodecatomeria ecclesiastica is quite clearly the
Eucharist, or more precisely the union of the individu-
al with Christ in Holy Communion. Each of the 12 arias
depicts the person receiving Communion in a particular
phase of the process, and the ordering is not random. The
first aria depicts the joy of the coming event (Plaude, ex-
ulta cor meum — Be glad and rejoice, O my heart...), then
comes an expression of desire for Christ (Ubi, Fesu, qui-
escis — Where, O Jesus, dost Thou repose...) and for the
intercession of the Virgin Mary (Mariae, dum spiro) and of
the saints (Vos, coelitum, favores). The fifth aria brings sur-
render to Jesus (Cor meum tibi dedo — 1 give Thee my heart,
sweetest Jesus...) along with the question: what shall I
give Thee for the love with which Thou has loved me?
Then there are spiritual struggles depicted in two arias
(Hoste devicto and Oderit me totus mundus), and only there-
after is there an invocation of Christ in the form of the
Eucharist (the arias Te, sub farre latens numen and Quam
suavis amor). Finally, there is actual union with him in
Holy Communion (Desidero te). The collection concludes

52 E.g. cf. Carl Friedrich RiTTER: Ariae XVI. Prima de SS. Nomine Fesu.
Secunda de Beatissima Virgine Maria. Tertia de SS. Angelis. Caeterae de quovis
sancto, vel sancta in communi. Ultima vero de dedicatione ecclesiae, s. 1., s. a.
[Breslau, 1729?]; Franz Ignaz BIELING: Sacra animae amantis suspiria, seu
laus Deo et sanctis: per sequentes X. arias ad modernum stylum elaboratas, op. 1,
Johann Jakob Lotter, Augsburg 1729; Eugen WiLkomm: Philomela sacra,
ter sexies ariosa, in B. V. Mariae laudem, sanctorum gloriam mundi contemptum,
op. 1, Johann Jakob Lotter, Augsburg 1730, and Philomela sacra secundo
secunde quinque sexies sonans, sive Cantate XXX. pro festis mobilibus totius anni,
op. 2, Johann Jakob Lotter, Augsburg 1732. Gallus ZEILER divides his col-
lection Dulia harmonica resonans laudem Dei et Sanctis ejus per 12 arias, op. 2,
Philipp Veith — Martin Veith, Augsburg — Graz 1732 into three parts of
four arias each dedicated respectively “de SS. Apostolis et Martyribus”, “de
Confessoribus” and “de Virginibus et Viduis”.
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with two declarations of love, one for Jesus (Si quid est in
corde meo) and one for God the Father (O Deus, ego amo
te).*® The composer employs the instrumentation of the
accompanying ensemble as the collection’s main tool for
musical dramaturgy. The most personal arias that are tru-
ly of pivotal importance are accompanied only by a solo
instrument: the collection’s culmination is the unusually
long and ambitious tenth aria, Desidero te, in which the so-
prano is accompanied by solo violin and continuo, as is
also the case with the two previous Eucharistic arias, while
the deeply emotional second aria has similar instrumenta-
tion with oboe in the solo role — there is clearly symbol-
ism of a personal encounter with Christ reflected in the
instrumentation of the accompanying ensemble. On the
other hand, the two outer arias, which frame the entire
collection in terms of both textual and musical content,
have the most elaborate instrumentation: the opening aria
uses all of the strings (two violins, viola), and the con-
cluding aria combines violin, oboe, and concertante bas-
soon, and in addition it begins with a two-part instrumen-
tal sonata, the only one of its kind in the whole collection.

The content of the Hymnodia divina is clearly not as
self contained as that of Brentner’s opus one, but it is still
arranged according to quite similar logic. The collection
again begins with an energetic “opening” aria, but this
time instead of focusing on praise, it rouses the heart to
take up arms (Cor, aude ad arma); from the aria’s text alone
without the context of the collection, it might be difficult
to decide whether this is a sacred aria or an aria from a
Latin school play or from some other dramatic work. The
second aria - like in the opus one — turns to Jesus (Sine fe,
0 Jesu). Similarly, the accompaniment features oboe, how-
ever this time not alone, but in an ensemble with two vio-
lins although clearly in a solo role. This is apparent mainly
because the oboe plays musical material that is later given
to the vocal part. Thereafter, however, the collection pro-
ceeds differently from the arrangement of the opus one at
first glance in that what comes next are Eucharistic arias
in the true sense of the word, and there is not any single
aria with a musical setting that clearly stands out to form
the climax of the collection in the way that Desidero te (Brk
48) does in the first collection, although there is an aria
here with a similar text.

The third (Domine, non sum dignus) and fourth (Ecce
panis angelorum) arias have similar instrumentation and
are intended for tenor and solo oboe or violin; the alter-
native instrumentation is indicated only in the contents of
the collection printed at the end of the part Vox (see the
reproduction on p. 52), while the part itself calls for oboe
for the third aria and solo violin for the fourth. The first of
these arias perfectly captures the affects of sorrow and hu-
mility (“Lord, I am not worthy...”) with the use of a mo-
tif of stepwise descent in the oboe and in the vocal part.
Both arias are also strikingly brief as a result of their for-

53 For the texts of the arias in question including their translations, see
BRENTNER: Duchovni drie I / Sacred Arias I (see note 2), pp. 95-97.

mal design. Rather than da capo arias, of which the first
collection consists without exception along with the oth-
er arias of the third collection, these are examples of the
“church aria”, i.e. arias without a second section followed
by a repeat of the first.>* Another new feature that differs
from the first collection is the use of the male voice; both
arias are written for tenor.

In the following fifth aria (Veni, Jesu, sponse chare), the
only one in the collection for alto, there is another innova-
tion: violino multiplicato, i.e. an instrumental voice intend-
ed for violins in unison. This instrumental technique had
already been used by such composers as Giovanni Batti-
sta Bassani in his later sacred cantatas (especially those
published after 1700), and it was also popular in Italian
opera of the period.®® With Brentner, the part for uni-
son violins — although not exactly an orchestral unison as
used as a special, effective technique of orchestration by
Vivaldi or Handel, for example — tends to be conceived
somewhat differently from parts intended for solo violin
or solo oboe. The main difference is in the length of the
ritornello: it is as if the particular strength of the unison
gave the composer a kind of confidence to extend longer
phrases. Brentner did not use unison violins in his first
collection, while on the other hand in the third collection
he calls for them in four arias.

The sixth aria, Desidero te millies, is for soprano again
accompanied by either solo oboe or solo violin. It dif-
fers from the aforementioned aria from the first collec-
tion with a similar textual incipit primarily in that nei-
ther the second part of the text nor its musical handling
bring much of a change from the basic affect of desire.
The aria thus retains a single expressive mood, and it ex-
hibits a certain shortness of phrasing that is quite typical
of Brentner.®® The opposite is the case with the follow-
ing seventh aria, In te confido, which concludes the block
of Eucharistic arias. Its longish ritornello is put together
in exemplary fashion from a striking motto, two develop-
ing segments (bars 3—4, 4-5), and a concluding flourish.
Its expansiveness, matched by the instrumentation for vi-
olins in unison, wonderfully captures the affect of trust
found in the text. It is noteworthy, however, that one pre-
served copy of this aria departs from the printed version
by changing the instrumentation to solo oboe (see source
C2), thus disrupts the difference in conception of parts
played by a solo instrumentalist or by a multiple instru-
ments described above.

54 Concerning the form usually called the “Kirchenarie” or the “aria
di chiesa”, see Michael TaLsot: The Sacred Vocal Music of Antonio Vivaldi,
Olschki, Firenze 1995, passim, and Claudio BacciacaLuppi: Rom, Prag,
Dresden. Pergolesi und die neapolitanische Messe in Europa, Barenreiter, Kassel
2010, pp. 60-66.

55 Richard HAsELBACH: Giovanni Battista Bassani. Werkkatalog, Biographie
und kiinstlerische Wiirdigung mit besonderer Beriicksichtigung der konzertieren-
den kirchlichen Vokalmusik, Barenreiter, Kassel — Basel 1955, in particular
p- 52 ff. Also see Dagmar GLUXAM: Instrumentarium und Instrumentalstil in
der Wiener Hofoper zwischen 1705 und 1740, Hans Schneider, Tutzing 2006,
passim.

56 Cf. Kapsa: “The Novena to Saint Teresa of Jesus...” (see note 27).



At the point where musically imposing Eucharistic ari-
as (i.e. arias VITI-X) appear in Brentner’s first collection,
Hymnodia divina contains arias with texts directed towards
saints and the Virgin Mary. The eighth aria, Gloria et hono-
re, is the only one in the collection intended for bass, and
it is also one of the most brilliant with its extensive colo-
ratura passages and leaps in the vocal part. Brentner had
already used the same text in his earlier collection Offerto-
ria solenniora, op. 2, and if in the previous case of such a
pair of compositions (Desidero te and Desidero te millies) the
author’s motivation for the repeated use of a similar text
is not obvious, here it seems to be clearer. The celebratory
text about a martyr crowned in glory by the Lord appar-
ently gave the author plenty of inspiration; both compo-
sitions are extraordinary energetic, and their brilliant han-
dling certainly helped make them exceptionally popular.
The offertory Gloria et honore, op. 2/5 (Brk 32) for four
voices, two violins, and bass soon became one of Brent-
ner’s most widely disseminated compositions, and it still
remains so;°’ the aria with this title was being performed
until the early 19" century (see source C3), and it was also
the first of Brentner’s arias to be revived in recent times
(see below). The coloratura passages in it ornament not
only the key words “Gloria” and “Domine”, but also “om-
nia” and “opera” in the middle part, where the longest
coloratura passages occur. With respect to meaning, this
is an entirely proper illustration of the endless vastness
of the works of God, but looking at it ahistorically from
today’s point of view, we might go so far as to view the
emphasis on this final word as something like the com-
poser’s “winking” at us, hinting to the initiated that such
an aria would be just as at home in the theatre as in the
church. From his repeated use of an already proven text,
we sense that his intention was to place at this key point
of the collection a composition that would be similarly
brilliant and successful as the earlier successful offertory.

The two Marian arias (Maria, gustum sentio and O beata,
per quam data) are for soprano, but they call for different
accompanying ensembles; the latter again calls for unison
violins, and the character of its ritornello corresponds to
the instrumentation. The next to last aria is Oderit me to-
tus mundus, the text of which Brentner had also used in
his first collection. The words deal with spiritual struggle.
This text was set to music only during the first decades
of the 18™ century in the creative milieu to which Brent-
ner belonged, and the composers were evidently aware
of previous musical settings and reacted to each others’
versions.®® The text apparently attracted the composers
because it allowed them to work with the affects of de-
termination or even hatred, which otherwise seldom ap-
pear in other texts of sacred arias. This may also be why
Brentner used it again in his third opus. The new musi-
cal setting is much shorter, and the solo part is somewhat

57 For more about the composition, see BRENTNER: Offertoria solenniora
(see note 4) .

58 For other examples of such interactions, see Kapsa: “Inwieweit die
Worter...” (see note 49), pp. 153-155.
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less difficult. The aria employs both major innovations of
the new collection: male voice and violino multiplicato. The
collection concludes with a funeral aria to verses from the
Book of Job (Parce mihi, Domine), which differs from most
of the other arias in the collection (with the exception of
Desidero te millies) in that it lacks an introductory instru-
mental ritornello and begins immediately with the mot-
to (so-called “Devise”) of the vocal part. In many ways
it resembles the second aria of this edition, also a funeral
aria; both arias will be discussed in more detail below. The
placement of a funeral aria at the end of the collection is
a reference to liturgical books and cantionals, in which
texts about death and for the dead are placed at the con-
clusion; Villicus and Planicky also concluded their collec-
tions this way a few years later.

While the collection Harmonica duodecatomeria ecclesi-
astica was an ambitious opus one, the arrangement of the
collection Hymnodia divina seems to have been determined
more by practicalities we would now call publishers’ con-
cerns, as is also indicated by its somewhat more conven-
tional title. Rather than being a second volume planned
in advance, it seems instead to be a prompt response to
the success of the first opus. With the collection Hymnodia
divina, the composer expanded his offering of sacred arias
to include previously missing voice types (male voices),
instrumental elements (unison violins), and compositions
for subject matter that had not been covered sufficiently
(arias for saints, the Virgin Mary, and the dead). Brent-
ner’s collections of arias document that composers work-
ing in Bohemia had adopted the aria, that basic element
of Baroque opera, even before the regular performing of
opera became more permanently established there. There
is nothing unusual about this having taken place in the
field of sacred music; as Jiff Sehnal aptly remarked, “the
expressive resources of Baroque opera carried over almost
entirely to sacred music, where they were actually avail-
able to an even broader public than in opera.”®® In this
regard, Brentner undoubtedly drew upon basic impulses
though his ties to the Jesuits, who placed extraordinary
importance on the use of the dramatic arts not only with-
in the context of teaching. It is worth noting that latent
theatricality is also reflected in the overall arrangement of
Brentner’s collections. This is especially apparent in the
first collection, which — with the aid of musical drama-
turgy employing instrumentation in particular — makes
the impression of an integral whole with a clear emotion-
al development, as if it were a kind of musical spiritual
exercise. This element basically disappears from later col-
lections of sacred arias by other central European com-
posers, whose publications tend to be arranged primarily
taking the liturgical designation of the compositions into
consideration.

59 SEHNAL: “Pobélohorskd doba...” (see note 20), p. 151.
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Arias from Manuscript Sources

Each of the remaining four arias supplementing in this
edition the collection Hymnodia divina has been preserved
uniquely in a single manuscript source. In all probability,
these compositions were written later, after the publica-
tion of both collections of arias. Their sources are found
in Gottweig (Lower Austria) and Sopron (western Hun-
gary, Odenburg in German). In some cases, the relatively
plentiful incidence of Brentner’s works in those areas can
be explained by personal ties, whether already document-
ed (Brentner’s compositions for the novena for St. Teresa
of Avila in Graz) or at least presumed (the studies in
Prague of P. Maurus Brunnmayr, later the choirmaster in
Gottweig), but it also cannot be ruled out that after leav-
ing Prague, Brentner set out on journeys and made visits
in person to the broader vicinity of Vienna. Such a still
entirely hypothetical journey would most likely be dated
around the middle of the 1720s.

The aria Juda filia formosa has been preserved in a con-
text that is atypical for Brentner: the music collection of
the Protestant parish in Sopron. The copy, dated 1742, be-
longed to the local cantor Samuel Wohlmann and was part
of the oldest stratum of material, of which only a few in-
dividual items remain because most of that repertoire was
probably discarded immediately after the arrival of Wohl-
mann’s successor Michael Kosseck (1719-1767) in 1746.%°
The same aria was also owned by the Jesuit P. Ignatius
Miillner, as we know from an inventory of his extensive
music collection. The various strata of periods of entries
in that catalogue cannot be differentiated or dated entire-
ly reliably, nor is it clear whether Miillner could have tak-
en his music along with him during his frequent changes
of place of employment, as was very typical with Jesu-
its. The entry for the aria in question appears at the end
of the catalogue in the section “Supplementum Mottet-
tarum Maiorum festorum”, which indicates that this in-
volved one of the later acquisitions. It is unclear why part
of the catalogue entry is crossed out. Is it possible that
Miillner lost the music?®' It is quite likely that Wohlmann
obtained the aria from Miillner, who had spent the last
years of his life between 1741 and 1750 in Sopron. This
is also suggested by the fact that in the catalogue entry
the composition’s instrumentation explicitly lists violon-
cello, while a part with that designation is also contained
in Wohlmann’s copy, although a bass part was often des-
ignated (including in Miillner’s inventory) in other ways
(Basso, Violone etc.). This is a skilfully written aria, and
its sonically effective ritornello is based on figurations in
the first violin mostly accompanied by the second violin
and viola without basso continuo.

60 Agnes Sas: “Das Musikleben der evangelischen Kirchen und Bethaus-
er in Ungarn im 18. Jahrhundert”, Studia musicologica Academiae Scientiarum
Hungaricae 44 (2003), nos. 3—4, pp. 337-392. Also see Kornél BARDOS: So-
pron zenéje a 16.-18. szazadban. A miivek tematikus jegyzékét dsszedllit Veronika
Vavrinecz, Akadémiai Kiadé, Budapest 1984, no. 61, p. 403.

81 Catalogus Rerum Musicarum... (see note 19), p- 53 (Supplementum
Mottettarum Maiorum fest.[orum]): “52:

Soto- | VV. 2. Viola 1. Org. Violoncello. Brentner.”

Although P. Millner owned dozens of Brentner’s com-
positions, we do not find among them some of the solo
motets owned by P. Maurus Brunnmayr in Gottweig.
Camillo Schoenbaum was the first musicologist to no-
tice Brentner’s music while studying the sources there.
Josef Antonin Planicky was at the centre of his attention,
so it is no wonder that Schoenbaum devoted special at-
tention to Brentner’s motet Quae est ista (Brk 69), which
approached Planicky’s compositions in terms of formal
complexity; in his dissertation and in a study based on
it, he included a quite lengthy musical example from the
piece.®? Unusually for Brentner, the composition consists
of three movements: an instrumental symphonie, a recita-
tive, and an aria. Among his works, the only ones that
are to some extent comparable are two different settings
of the text “O Deus, ego amo te” (Brk 63, 64), in each of
which the aria is introduced by a two-part instrumental
sonata (unlike Quae est ista, it is not followed by a recita-
tive, but directly by the aria).®®* Worth noting is the abso-
lutely paradigmatic difference between the conception of
the two sonatas on the one hand (one is a 4, the other a 3),
the instrumental voices of which are treated as being alto-
gether equal, and the sinfonia introducing the motet Quae
est ista on the other hand, in which the first violin clearly
predominates while the other instruments are assigned an
accompanimental role. The text of the composition con-
sists of a verse from the Song of Songs, which is divided
into an accompagnato recitative followed by the aria. The
threefold repetition of the interrogative formula in the re-
citative is effective — it is clear that Brentner understood
this kind of composing, as is also shown in the recitatives
in his antiphons Audi, filia (Brk 25) and Induit me Genitrix
(Brk 35). The absence of recitatives with his arias was not
because of his lack of competence. Like in O Deus, ego amo
te (Brk 64) from Gottweig, here too the final movement is
conceived as an aria da chiesa (without a da capo return).

Like the previous composition, the aria for the dead
Taedet animam meam (Brk 74) was copied by Fr. Maurus
Brunnmayr in his own hand in 1725. In the context of
Brentner’s works, this piece is the counterpart to the aria
Parce mihi, Domine concluding the collection Hymnodia
divina. The texts of both compositions are compiled from
verses from the Book of Job, which are read during the
first nocturne of matins from the Office of the Dead. After
1723, Brentner’s aria with the same text incipit was also
entered into the second inventory of the music collection
of the Cistercian monastery in Osek, but that was an aria
for soprano, and it is not likely that it was identical to the
preserved bass aria (settings for a choice of either sopra-
no or tenor were much more common).®* The composi-
tion consists of two parts: an arioso and an immediately

62 Schoenbaum also comments briefly on Brentner’s aria Domine, non sum
dignus, but of course without knowing it was from the collection Hymnodia
divina. Schoenbaum’s studies are cited in note 50.

63 Both compositions were published in BRENTNER: Duchouvni drie I /Sa-
cred Arias I (see note 2).

64 (CZ-Pnm, Osek collection, inventory no. 2, acquisition no. 65/52, Cata-
logus Musicaliorum Anno 1720, in Ordinem digestus ab eodem, a qvo et anno 1733



subsequent aria. This division follows from the text’s con-
tent and form: the opening statement of Job introduces
the direct speech by which Job addresses God (“Noli me
condemnare”). Like in the case of Parce mihi, Domine, the
aria begins immediately with a vocal solo, i.e. without an
introductory instrumental ritornello, but the form of the
aria is that of an aria da chiesa without repetition of the
first part. Several other similarities in the stylisation of
the parts indicate the composer’s established idea of the
musical depiction of the corresponding affect: among the
shared elements are the key of C minor with the notat-
ed key signature of two flats, the gradually descending
groups of eighth notes with the same pitch in the violin
and bass, and the big descending leaps in the vocal part.
Brentner’s funeral arias show that the composer was per-
fecting his methods and that his work as a composer un-
derwent a certain development.

The last composition included in this edition, the mo-
tet Venite ad me omnes (Brk 80), is remarkable documen-
tation of the composer’s effort to experiment. Like with
the previous two works, the source of this composition
is again uniquely preserved in Goéttweig, but this time
it apparently is not a copy of local provenience. At the
top of the title page, the motet is labelled as the fourth
in sequence (“4*°”), and in terms of its format, arrange-
ment, writing, and paper used, the source apparently is
related to another source preserved in the same collec-
tion and containing Brentner’s aforementioned “concer-
to o aria” O Deus, ego amo te (Brk 64), which is labelled
on the title page as the third (“3°”).*® The manuscript
of the two sources is close to autographs proven to be
the composer’s, preserved in Gottweig (Brk 1, 2, 4) and in
Prague (Brk 85, 86, 89), but some of the elements such as
the shapes of the clefs or certain majuscules are quite dif-
ferent. Nonetheless, it seems that this may have involved
autographs, especially if we take into account that they
probably come from a later period, and in the interim the
composer’s writing may have undergone some changes.
From the numbers on the title pages, we can deduce that
there was a group of at least four compositions, of which
we are aware of the third and fourth. Might the first and
second compositions of the group have been the motets
Quae est ista and Taedet animam meam, which P. Maurus
copied for himself in 1725? He then could have returned
the originals to the composer, or he could have forward-
ed them to others, which would explain why they were
not preserved in Gottweig. This is suggested by features
in common to all four compositions in question consist-
ing in the fact that what we find are not mere arias, such
as those we know from Brentner’s collections, but instead
formally more complex works, in which an aria is preced-
ed by an instrumental movement, a recitative, or an ario-
so, or which exhibit other elements indicating the com-

est renovatus, fol. 12r (Gradualia de Tempore. Ab Anno 1723 procurata):
“Taedet animam meam. Canto Solo Brentner”.

65 There is a reproduction of the title page in question in BRENTNER:
Duchouvni drie I /Sacred Arias I (see note 2), p. XXVI.
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poser’s effort to depart from his own previous standard
procedures. The motet Venite ad me omnes exhibits a com-
bination of elements of the da capo aria and of a violin
concerto to an extent that goes far beyond the boundaries
of a typical aria with an obbligato solo instrument.

The unusualness of the composition’s instrumentation
is already announced by the title page of the manuscript,
on which the list of instruments explicitly states “Violino
concertante”, “Violinis Ripienis Necessariis 2” and “Viola
Complementum”. Under the first line of the concertante
violin part, there is also the unusual comment “Di Virtu-
osi Fidicinis” (for a virtuoso violinist), which was crossed
out later. The composition begins with an unusually long
and complicated 25-bar ritornello, which includes two en-
trances by concertante violin, the first of which is especial-
ly lengthy; moreover, each of these solos concludes with
the same segment of the ritornello. As with all of Brent-
ner’s arias, the vocal solo begins with a motto, from which
it is already clear that the concertante violin part will be
in dialogue with the voice in the solos. While individual
solos are separated in the usual way by only portions of
the ritornello, the entire ritornello is heard again at the
conclusion, but now even more extended than in its first
appearance by another entirely new episode for concer-
tante violin. There follows an Adagio, in which solo violin
again holds a place of prominence. The solo violin also
takes part in the highlighting of key words, a task usual-
ly reserved for the coloratura: while the word “manet” is
heard in the vocal part as a long note on the first syllable,
beneath it there are repeated arpeggios in the solo vio-
lin. When this part ends, there is a da capo, so the entire
lengthy first part is repeated. Because the two parts con-
trast sharply and are relatively independent and because
of the unusually extended instrumental ritornello and
solo violin part, the composition gives the impression that
the composer was attempting to combine formal elements
of the da capo aria with the three-movement layout of a
solo concerto. The effort towards experimentation is clear,
but the result is not entirely convincing: in the opening
ritornello with long solo entrances, a listener expecting a
solo motet may get a bit lost.

On the Influence and Reception of Brentner’s Arias

The number of printed specimens of Brentner’s collection
Hymnodia divina definitely was not large, but the collec-
tion clearly received attention: besides the sole preserved
printed specimen (Cesky Krumlov — source P) and two
manuscript copies of the collection (Gniezno — PC1, Po-
dolinec — PC2), we know from historical music invento-
ries about two other locations where the whole collection
was known (G6R,%® Kvasice®”), and copies of individual
arias are also documented in several other places (Bliz-

66 FEDERHOFER: “Alte Musikalien-Inventare...” (see note 31 and related
commentary in the text).
67 See note 36 and related commentary in the text.
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kovice,®*® Gottweig — C1, C3, Herzogenburg,*® Sando-
mierz — C2, C4, Uherské Hradi$té’®). The inventory of
Fr. Miillner, the only one of the sources in question that
comes from a Jesuit environment, hints that the composer
had done well capturing the taste and needs of the intend-
ed users of his aria collections. It seems that Hymnodia
divina was disseminated as widely as Brentner’s opus one.
On the other hand, his arias from the later period were
preserved only in unique sources, and nothing is known
about their further dissemination (with the exception of
the aria fuda filia formosa), so it is unlikely that they were
circulated to a greater extent. This difference not only
arises from the naturally greater impact of a printed edi-
tion, but also is apparently connected with the time when
the compositions were written: while in the second decade
of the 18™ century, Brentner’s arias were something new
and attractive in central Europe, by the mid-1720s several
similar collections of arias were available, and in addition,
above all the practice of creating contrafacta, i.e. the sup-
plying of Italian opera arias with new texts, was spreading
intensively. Contrafacta of opera arias would soon entire-
ly dominate this segment of the sacred music repertoire.
Brentner’s later arias thus lacked the excitement of novel-
ty, although the composer attempted to modify his own
style in a certain way.

In connection with Josef Antonin Planicky and his col-
lection Opella ecclesiastica, it has already been mentioned
that Brentner’s collections of arias, and especially the first
one, may have served in central Europe as model publi-
cations of their kind. Naturally, Brentner himself was also
working from models and templates; besides the gener-
al inspiration of Italian music, several anonymous arias
from the collection at St James’s Church in Brno, for ex-
ample, could be surmised to be more concrete models,
although with a certain amount of uncertainty.” None-
theless, Brentner was the first of the Prague composers
to succeed at having collections of his arias published in

68 CZ-Bm, shelf mark G 28, Ariae pro Choro Lispicensi imannatae Ignatio
Trnka Ludi et Chori Rectoris 1798 (modern-era transcript of the inventory
dated 1929; the original is lost): “89) Ecce Panis Angelorum Tenore solo
Violino solo con organo Authore Prentner”. Also cf. Michaela RaToLisT-
KovA: “Inventafe hudebni sbirky v Blizkovicich na Moravé z 18. a 19. sto-
leti a jejich srovndni se sou¢asnym stavem prament” [The Inventories of
the Music Collection in Moravian Blizkovice from 18" and 19** Century
and the Comparison with the Current State of the Preserved Sources],
Musicologica Brunensia 54 (2019), no. 2, pp. 77-88.

69 Augustiner-Chorherrenstift Herzogenburg (A-H), Catalogus Selectio-
rum Musicalium Chori Ducumburgensis, 1751, fol. 122v (Offertoria de Vener-
abili Sacramento): ,,8. 2 Motteta De | v[enera]bili. | Tenor Solo. | violini
unis. | con | organo. | parti 3. | Del Jos. Prentner. [music incipit of the part
Organo]”.

70 Moravsky zemsky archiv v Brné¢ [Moravian Land Archives in Brno],
archival group G 1, inv. no. 5838, Catalogus Musicalium descriptorum Hradis-
stij pro Seminario S. Fr. Borgiae Anno 1730. a P. G. Ch. S. J., fol. 3r (Cantus pro
quacunque Solennitate): “4. Gloria et honore coronasti. Auth. Brentner B.
S. VV. 2”. Also see Jifi SEHNAL: “Hudba v jesuitském semindfi v Uherském
Hradisti v roce 1730” [Music in the Jesuit Seminary in Uherské Hradisté in
1730], Hudebni véda 4 (1967), no. 1, pp. 139-147, here p. 142 and Petr CiHAL:
“Hudebni inventét jezuitt v Uherském Hradisti z roku 1730” [Jesuit Mu-
sic Inventory in Uherské Hradisté from 1730], Slovdcko. Spolecenskovédni
sbornik pro moravsko-slovenské pomezi 54 (2012), no. 1, pp. 225-242.

71 For details about these possible connections, see Kaprsa: “Inwieweit
die Worter...” (see note 49).

print. If we concede that Planicky reacted to Brentner not
only by using longer and more sophisticated texts, but
also in particular by supplementing his arias with recita-
tives and instrumental sonatas, we might also interpret
Brentner’s efforts to give his compositions a more com-
plex form from the mid-1720s, progressing from simple da
capo arias to solo motets in multiple movements or sec-
tions, as a reaction to Planicky or at least to the new ideal
of the solo motet form. A comparison of Planicky’s Opel-
la with Brentner’s late arias in this edition reveals a crea-
tive dialogue among the local composers, as is also the
case with the antiphon for St. Teresa of Avila composed
within a brief span of time by Brentner and then Antonin
Reichenauer.” Such comparisons also allow us to follow
how the composer reacted in turn to such stimuli.

The only preserved printed specimen of the collection
Hymnodia divina exhibits signs of relatively plentiful use,
including worn corners of pages and the providing of two
arias with new texts. The preserved copies of the whole
collection and of individual arias were undoubtedly made
for the purpose of their performing, but we know of little
direct documentation of performances. From comments
inscribed on the title page of the Gniezno copy of the
collection (source PC1), it may be deduced that it was
performed in 1752 and was approved by the chapter for
further use. The solo motet Quae est ista was performed
in Gottweig in 1785, and the local copy of the aria Glo-
ria et honore (Brk 54) bears inscriptions on the back of
the cover documenting six performances in 1784, 1785,
1788, 1794, 1800, and 1805 (see source C4). Brentner was
a popular composer in Gottweig, but in the context of
his arias, such late and numerous performances are excep-
tional, and they are undoubtedly a result of the fact that
this composition in particular is exceptionally fine. It also
became Brentner’s first composition to be revived in the
20" century, although the composer’s name remained un-
known long afterwards.

As was mentioned above, Emilian Trolda discovered
the collection Hymnodia divina as an anonymous print
without a title page while he was going through music
owned by the Minorite monastery in Cesky Krumlov. In
1926 he reconstructed the score, and he discussed the col-
lection several times in his analytical studies.”® However,
the goal of his efforts was not just scholarship; he also
strove for the revival of early music in actual performance.
He included eight of the arias from this collection in his
important anthologies, in which he compiled selected
Baroque arias categorised by voice type, while he replaced
the instrumental accompaniments with his own piano re-

72 See Kapsa: “The Novena to Saint Teresa of Jesus...” (see note 27).

73 Besides the studies listed in notes 8 and 9, also see Emilidn TROLDA:
“O skladbach J. D. Zelenkovych, jmenovité o jeho melodramatu De
S. Venceslao (Ptispévek k déjindm ¢eské cirkevni hudby z pocatku XVIII.
stol.)” [On the Compositions of J. D. Zelenka, Namely His Melodrama De
S. Venceslao (Contribution to the History of Czech Sacred Music from the
Early 18" Century], Cyril 55 (1929), no. 5, p. 49.



ductions.” The second volume devoted to bass arias con-
tains an account dated 1952, in which the baritone Jan
FlajShans gives an interesting explanation of the genesis
of these anthologies: “[...] Bearing in mind how difficult
it is after years go by to find reports about the origins of
material and documents, I am making these comments as
a witness to the creation of this volume for bass, which
was then a model for another volume: Dr. Emilidn Trolda,
already a pensioner, was a man of remarkable thorough-
ness and was studying in 1927/28 at the state school of
library science (in Kinsky Palace on Old Town Square in
those days), where we met by chance and then sat at the
same table for a whole year. In conversations, he admitted
that he was working on old Czech music, especially from
the Baroque, which was usually available at the time only
in original archival materials at the most remote locations
and was practically unknown because there were no de-
voted, qualified initiates who would reconstruct the scores
from the parts and then arrange them for voice with or-
gan accompaniment. As a singer, I expressed interest in
his work. Before long, he arranged the first of these arias
for me: Anonymous of Prague [= Hymnodia divina] Gloria
et honore. [...] I gave the first performance of it accom-
panied by Karel Pelikan at the Church of the Holy Spir-
it in 1929. [...].””® According to inscriptions on Trolda’s
piano reductions, Flajshans performed the aria Gloria et
honore a total of 13 times between “ca. 1930” and 1952 at
various places,’® and there were also performances of the
arias O beata (16 February 1936 at St Thomas’s in Prague)
and Ecce panis angelorum (2 November 1941 at Prague’s
Loreta).”

The latest milestone in the history of performances of
Brentner’s arias published in this volume is a CD made
2008 with six arias from the collection Hymnodia divina
recorded by Ensemble Inégal led by Adam Viktora.”® This

74 The anthologies were never published and are kept in the Trolda mu-
sic collection at CZ-Pnm, shelf mark XXVIII D 75a—c, Sbirka arii ceskych a
domdcich mistrii [ Collection of arias by Czech and domestic masters], vol. 1
was not preserved, vol. 2: bass (from the collection in question it contains
on pp. 19-26 the aria Gloria et honore), vol. 3: soprano (pp. 21-42, arias Cor
aude ad arma, Desidero te millies, O beata, Parce mihi), vol. 4: tenor (pp. 13—
24, arias Domine, non sum dignus, Ecce panis angelorum, Oderit me totus mun-
dus); shelf mark XXVIII D 76c, Series II, vol. 3: soprano (pp. 1-12, arias
Maria, gustum sentio and In te confido); also cf. BucHNER: Hudebni sbirka...
(see note 8), nos. 406, 407, pp. 96-100.

75 Sbirka arif... (see note 74), shelf mark XXVIII D 75a, typescript page
signed by Flajshans and pasted into vol. 2. Without the last paragraph
with the sentence about the performance of the aria Gloria et honore the text
quotes BUCHNER: Hudebni sbirka... (see note 8), p. 96.

76 Sbirka aril... (see note 74), vol. 1, p. 26 (quoted in translation, original
text in the Czech version of the foreword): “First performed at the Church
of the Holy Spirit in ca. 1930 by Dr Flajshans and Dr Pelikan | 8 XI 31
at St Joseph’s by Dr Flaj$hans and Vachulka | 1. III 32 [same venue and
performers] | 28/IX 32 [same venue and performers] | 28/IV 33 at the uni-
versity [same performers] | 9/V 33 Great Hall [same performers] | I/IX 33
at St Joseph’s Dr F1. + Dr Vach. | 3/IX 35 at St Nicholas’s [same performer]
| 19/111 37 at St Joseph’s [same performers] | 21/XI 38 on the radio [same
performers] | 8/X 44 Odolena Voda [same performers] | 28/X 52 Budyné
[Dr. Flaj$hans] Vytvar.”

77 Sbirka arii... (see note 74), vol. 3, p. 38 (O beata), vol. 4, p. 19 (Ecce panis
angelorum).

78 Jan Josef Ignac BRENTNER: Vesperae cum ordinariis psalmis, Hymnodia
divina op. 3 [audio recording], Ensemble Inégal, Prazsti barokni sélisté,
Adam Viktoria, Nibiru, Praha 2008, 0148—-2211. Included on the CD are the
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and various other performing activities (such as master-
classes devoted to Brentner’s arias in 2019)”° have been
based mainly upon Emilian Trolda’s unpublished manu-
script score and performance materials prepared on an ad
hoc basis. If this edition contributes to better accessibility
of Brentner’s music and perhaps even more frequent per-
formances, one of its main goals shall have been achieved.
Another goal of the whole four-volume publishing project
for a critical edition of selected works by Brentner was to
present material and make room for new research on the
composing of music in Bohemia in the Baroque era. With
this volume, the planned project is complete, and there
is nothing more to do but to wish readers and musicians
a fruitful encounter with the music of Joseph Brentner.
These are compositions of quality and invention that at-
tracted attention in their day, and even now they have the
potential to reach musicians and listeners.

This edition could not have been created without the
kind support of the institutions and co-workers men-
tioned on page IV. We also wish to thank the libraries and
musical archives that hold the sources for the composi-
tions being published, amongst which the Archdiocesan
Archive in Gniezno, the Benedictine monastery in Got-
tweig, the Research Library of South Bohemia in Ceské
Budéjovice, the Lutheran Parish Library in Sopron and
the State archive in Bratislava, workplace Archive Modra,
kindly permitted the publication of reproductions of
sources from their collections. Martin Horyna, Ladislav
Kacic, Andras Krisch, Bernhard Rameder, and P. Michat
Solomieniuk willingly assisted in studying the sources
and answering related questions. I wish to thank Filip
Dvorak for proofreading the musical text and revising the
figured bass. Performance materials are available free of
charge online on the website <https://www.udu.cas.cz/
en/publikace/hudebniny >.

arias Domine, non sum dignus, In te confido, Oderit me totus mundus, Gloria et
honore, and O beata, per quam data.

79 Jana BUrRDOVA: “Z Dobfan az k Amazonce: Brentnerovské masterclass
ve jménu piatelstvi” [From Dobfany to the Amazon: a Brentner Masterclass
in the Name of Friendship]|, Harmonie, published online: <https://www.
casopisharmonie.cz/reportaze/z-dobran-az-k-amazonce-brentnerovske-
masterclass-ve-jmenu-pratelstvi.html > (8. 7. 2020).
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Hymnodia divina, op. 3, Vetero-Pragae 1718 [1719]
prvni tisk (pramen P), prvni strana partu generalbasu / first print (source P), first page of the basso continuo part

Jihoéeska védecké knihovna v Ceskych Budéjovicich, Oddéleni rukopisti a starych tiskil, Zlatd Koruna,
sign. / shelf mark HRS 2
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Hymnodia divina, op. 3
opis tisku (pramen PC1), titulni strana / manuscript copy of the print (source PC1), title page
Archiwum Archidiecezjalne w Gnieznie, sign. / shelf mark V/108
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Hymnodia divina, op. 3

opis tisku (pramen PC1), prvni strana partu generalbasu / manuscript copy of the print (source PC1),
first page of the basso continuo part

Archiwum Archidiecezjalne w Gnieznie, sign. / shelf mark V/108
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Arie De Sanctissima Commonione

anonymni sbirka Sestnacti arif (pramen PC2), prvni strana partu Violino 1 / anonymous collection
of sixteen arias (source PC2), first page of the Violino 1 part

Statny archiv v Bratislave — pracovisko Archiv Modra, sign. / shelf mark H-669



Juda filia formosa (Brk 58)
opis, titulni strana obalky / manuscript copy, title page of the cover
Evangélikus Egyhazkozség Konyvtara, Sopron, sign. / shelf mark SEL XV.1 Kottagyijtemény, M 025
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Juda filia formosa (Brk 58)

opis, prvni strana partu Soprano / manuscript copy, first page of the Soprano part

Evangélikus Egyhazkézség Konyvtara, Sopron, sign. / shelf mark SEL XV.1 Kottagytjtemény, M 025

XXXVII



XXXVIII

Quace est ista (Brk 69)
opis, titulni strana obalky / manuscript copy, title page of the cover
Benediktinerstift Gottweig, sign. / shelf mark 1033
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Taedet animam meam (Brk 74)
opis, prvni strana partu Basso / manuscript copy, first page of the Basso part
Benediktinerstift Gottweig, sign. / shelf mark 1036



XL

Venite ad me omnes (Brk 80)
mozny autograf, titulni strana / possible autograph, title page
Benediktinerstift Géttweig (A-GO), sign. 1029
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Venite ad me omnes (Brk 80)
mozny autograf, prvni notovana strana zpévniho partu / possible autograph, first notated page of the vocal part
Benediktinerstift Gottweig (A-GO), sign. 1029



e e
(Vwﬁ/rw Careerfan/t. T_T‘

i.
i

Ikt [N 7

2

=l

n._-...-=l-a=-r BalN" Mg

Venite ad me omnes (Brk 80)
mozny autograf, prvni strana partu Violino concertante / possible autograph, first page of the Violino concertante part
Benediktinerstift Gottweig (A-GO), sign. 1029



Hymnodia divina
Duodecim illustrata ariis
duobus, tribus, quatuorque instrumentis
constructa, voce sola adjecta

Opus tertium






I. Cor, aude ad arma

op. 3/1 (Brk 46)

Allegro
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Zkratky

A part altu

B part basu

Brk katalog Brentnerovych skladeb (Brentner — katalog)®®
Ed tato edice

fol. folio

Ob part hoboje

op. opus

Org part generalbasu (Organo, Partitura)

S part sopranu (Canto, Soprano)

. strana

T part tenoru

t. takt

A% part housli

VI conc part koncertantnich housli (Violino concertato)
V1 mult part housli v unisonu (Violino multiplicato)
Vla part violy

Oznaceni hudebnich archivti, knihoven a sbirek dle Online Directory of RISM Library Sigla,

<www.rism.info/en/sigla.html > (11. 9. 2021).

Popis pramenu

Hymnodia divina. Duodecim illustrata ariis
duobus, tribus, quatuorque instrumentis
constructa, voce sola adjecta, op. 3 (Brk Coll. 3)

P

prvni tisk

Jihoéeska védecka knihovna v Ceskych Budéjovicich,
Oddéleni rukopisti a starych tiskti, Zlata Koruna
(CZ-CBk), sign. HRS 2 (viz faksimile na s. XXXII, 52)*'

Sbirku vytiskl Jifi Ondiej Laboun v Praze, praci na pub-
likaci zahajil v roce 1718 (datum uvedené na konci partu
Vox), avSak k vydani pravdépodobné doslo az roku 1719
(datum na titulni strané znamé pouze z opisu, viz pra-
men PC1). Zadné dal$i vydéni neni zndmo. Dochoval se
jediny exemplar tisku, ktery mezi hudebninami pochéze-
jicimi z minoritského klastera v Ceském Krumlové obje-
vil Emilian Trolda, dva dalsi exemplate byly pravdépo-
dobné (pokud se nejednalo o opisy tiskll) zaznamenany
v historickych hudebnich inventafich sepsanych v Gofiu
roku 1750 a v Kvasicich roku 1757 (viz Pfedmluva, s. X).
Pramen postrada titulni stranu, proto zistaly idaje o na-

80 KApsA: Joseph Brentner. A Catalogue... (viz Predmluva, pozn. 13).

81 Pramen je nové zkatalogizovan, digitalizovan a zpiistupnén online:
<https://katalog.cbvk.cz/arl-cbvk/cs/detail-cbvk_us_cat-0992223-
Hymnodia-divina-op-3/> (8. 7. 2021).

zvu shirky i o jejim autorovi dlouho neznamé. Samotnym
Troldou i v pozdéjsi literatufe byl tisk nazyvan jako Ano-
nymus 1718. Zaroven Trolda a po ném i jini autofi mylné
oznacovali titulem Hymnodia divina Brentnerovu sbirku
Harmonica duodecatomeria ecclesiastica, op. 1, vedeni napi-
sem na pevné vazbé¢ jednoho z partti tehdy jediného zna-
mého exemplare doty¢né sbirky, ktery se dochoval v hu-
debni sbirce farniho kostela v Kvasicich (viz Pfedmluva,
s. X).

Udaje na chybéjicim titulnim listu, zahrnujici kromé
nazvu sbirky téz jméno dedikanta (jako je tomu v pied-
chozi sbirce téhoz skladatele vydané pod nazvem Offerto-
ria solenniora, op. 2), jsou znamy pouze prostfednictvim
dobového opisu (PC1). Na zakladé¢ analogie s pfedcho-
zi Brentnerovou sbirkou lze predpokladat, Ze na vniti-
ni stran¢ obalky byla oti$téna dedikace, jeji text ale neni
znam. Tisk sestava z péti partd, které vzdy v zahlavi prv-
ni notované strany nesou oznaceni Vox (8 fol. znacenych
A-D2), Violino primo (4 fol. A-B2, kromé partu V11 arif
I, VIII, IX a XII obsahuje téz part Violino multiplicato pro
arie X a XI), Violino secundo (3 fol. A-B, obsahuje 4rie
I, 11, VIII, IX a XII), Viola. Hauthbois et Violinus (4 fol.
A-B2, obsahuje part Vla pro arii I, part Ob pro arii II,
part Hauthbois sola pro arii 111, part VI solo pro arii IV,
part Hauthbois sola vel Violino pro arii VI a part VI mult
pro arie V a VII) a Partitura (7 fol. A-D). Jednotlivé arie
jsou oznaceny rimskymi ¢islicemi vzdy vlevo pred prvni
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osnovou, ve vSech partech kromé partu Vox poté nasle-
duje inicidla zpévniho textu pres celou $ifku osnovy, pfi-
cemz samotny textovy incipit pokracuje pod osnovou (viz
faksimile na s. XXXII). Na konci partu Vox se nachazi
Index ariarum zahrnujici vidy potradové Cislo a obsazeni
arie (viz s. 52); pouze zde je také uvedeno alternativni
obsazeni instrumentalniho partu druhé a treti arie a ob-
sazeni partu pro basso continuo (Organo). Na téze strané
zcela dole se pod ozdobnou vinétou nachazi kolofon: Ve-
tero-Pragae in Magno Collegio Carolino, Typis Georgij | Labaun
Anno 1718. Na posledni notované strané partti Vox a Par-
titura je dole uvedena zkratka O. A. M. D. G. (Omnia ad
maiorem Dei gloriam) a pod ni ozdobna vinéta.

Dochovany exemplar sestava z péti partlh o formatu
29x19,5 cm vazanych v pevnych deskach oranzové barvy,
na nichz je vzdy nalepen ozdobny papirovy Stitek s na-
zvem hlasu; texty na Stitku vychazeji z tisténého zahlavi
partt s vyjimkou partu Org, kde je pfipsana vlastnicka
poznamka stvrzujici prislusnost tisku k hudebni sbirce
krumlovského minoritského kostela Boziho Téla a Zvés-
tovani Panny Marie: ,Organo | B.[eatae] V.[irginis| Ma-
riae Annun:[tiationis] | Crumlovii“. Party nesou znamky
uzivani. Na predsadce partu Vox je tuzkou vepsan Index,
v némz je uvedeno vzdy Cislo arie a liturgické urceni, pro
néz je dle neznamého pisatele vhodna: ,I. de tempore |
I1. de Nomine Jesu | III. post elevationem | IV. de Vene-
rabili Sacramento | V. de Nomine Jesu | VI. de Nomine
Jesu vel feria VI. post Dominica Passionis | VII. de No-
mine Jesu | VIII. de uno Martyre vel in festo Transfigura-
tionis D[omi|ni | IX. de B:[eata] V:[irgine| Maria | X. de
B:[eata] V:[irgine] Maria vel de S. Anna | XI. de Tempore
| XII. pro defunctis vel de Nomine Jesu pro qvadragesi-
ma“. Ve dvou ariich je perem vepsan alternativni zpévni
text, VI. arie je opatfena textem ,Quo abiit dilectus tuus®,
XII. érie textem ,Jesu sponse chare“; v souvislosti s tim
byl v posledni arii upraven takt 47, druha osmina na treti
dobé¢ byla prevedena na dvé Sestnactiny. Dale byl prove-
den drobné;jsi zasah v textu X. arie O beata, per quam data,
ktery ji uzptsobuje k alternativnimu uziti, jez je rovnéz
naznaceno v Indexu: tento zasah spociva v tom, ze nad
slovy ,,per quam data“ je tuzkou vepsana alternativa ,,San-
cta Anna“. Na prvni notované strané partu VI 1 dole jsou
perem vepsany tii takty z nasledujici strany, aby nebylo
nutno otacet pied koncem skladby; na nasledujici strané
jsou stejné tii takty preskrtany tuzkou. Na prvni notované
stran¢ partu Vox dole je modie uvedeno ¢islo 169.

Tisk byl vytvofen technologii sazby z pohyblivych
typt (Typendruck), jez byla obvykla ve sttedoevropském
nototisku té doby. Tiskat Laboun disponoval sadou typt
s modernimi kulatymi tvary not a (na rozdil od naptiklad
italskych tiskatti té doby) s tramci u not drobnéjsich hod-
not. Co do elegance a konzistence sazby vsak jeho tisky
nejsou srovnatelné napiiklad s augsburskym Lotterem
(konkrétné s vydanim Planického sbirky Opella ecclesiasti-
ca): nedokonalosti a technologické limity postihuji pfede-
vS$im artikulaci a trdmcovani.

Dle tohoto pramene pofidil v roce 1926 Emilian Trol-
da rukopisnou partituru, jez je dochovana v Narodnim

muzeu — Ceském muzeu hudby (CZ-Pnm) pod signatu-
rou XXVIII F 141. Osm skladeb z této sbirky Trolda také
upravil do podoby klavirniho vytahu pro své antologie
arii uchovavané tamtéz pod signaturami XXVIII D 75
a XXVIII D 76. V roce 1946 Troldovu partituru vlastno-
rucné opsal Karel Motejlek a k ariim III, V a VIII vypra-
coval téz provozovaci materialy; tyto rukopisy jsou ucho-
vany v CZ-Pnm pod signaturami L C 503-506.

pPC1

opis tisku

Archiwum Archidiecezjalne w Gnieznie,
Gniezno (PL-GNd), sign. V/108

(viz faksimile na s. XXXIII-XXXIV)?32

Zvlastni vyznam tohoto opisu Brentnerovy sbirky Hymno-
dia divina spociva v tom, ze praveé diky nému bylo mozno
identifikovat ostatni prameny, jez se dochovaly anonym-
n¢ (P, PC2). Klicové informace obsahuje zejména titulni
strana, ktera budi dojem, ze se jednd o vérny opis dnes
nedochované titulni strany prvniho tisku. Na prvni stra-
n¢ obalky je uveden nasledujici text: Hymnodia | Divina |
Duodecim illustrata Ariis | Duobus, tribus, quatuorque instru-
mentis | constructa, voce sola adjecta [ honori [ illustrissimi Do-
mini | Domini | Caroli | Maximiliani [ Steinbach | Liberi Baro-
nis de Kronigstein | Domini in Liechtenstein, Hundschiitz, Kra |
schowitz, Augezd ad Misam etc. | Humillime dicata [ a | Josepho
Joanne Ignatio Brentner. | Anno MDCCXIX. | Opus tertium.
[Pfipsano pozdéji jinou rukou:| 1752 die 27 augusti in Ca-
pitulo productum | et Decretum ut in actio Notarius mpa. Dale
se na této stran¢ vlevo dole nachazi kulaté razitko ,,Archi-
wum Archidiecezjalne Gniezno“ a rukou psana signatu-
ra Muz V/108. Na druhé strané je uveden Index Ariarum,
poradi arii i v ném obsazené informace odpovidaji tisku.
Pod nim je stejnou rukou identifikovan kopista, o némz
neni nic znamo: ,Ex Rebus Musicalibus | Wenceslai Lu-
kawsky mp.“

Pét partti o formatu 32,5x21 cm bylo zjevné opsano
z tisku, shodné je mimo jiné uziti fimskych dislic, inicial
a textovych incipitll na zacatku kazdé arie, dale tomu na-
svédcuje i shodné oznaceni partu Org (Partitura) a nékte-
ré pfevzaté chyby (XII. arie, takt 48). Naopak distribuce
arii do jednotlivych hlasovych knih se vyrazné odliSuje.
V prvnim tisku (P) jsou party roz¢lenény tak, aby hlaso-
vé knihy mély co mozna podobny rozsah: nastrojové par-
ty z arif obsahujicich sélovy hoboj nebo housle (arie III,
V, VI) a ¢ast arif uplatiujicich Violino multiplicato (arie V,
VII) jsou tak zahrnuty ve tfetim sesitu spolecné s partem
violy. Oproti tomu je obsah hlasovych knih v prameni PC1
urcen hudebni logikou: party sélového hoboje ¢i housli
a VI mult jsou zahrnuty v partu prvnich housli, ktery tak
obsahuje vSech dvanact arii, zatimco tfeti nastrojovy part
zahrnuje pouze violu z prvni arie a hoboj z arie druhé.

82 Ipaszak: £ problematyki czeskiej emigracji muzycznej... (viz Piedmlu-
va, pozn. 11), s. 27; IDASZAK: Zrédta mugzyczne Gniezna... (viz Predmluva,
pozn. 11), ¢. 20, s. 98-99, Kaprsa: Bassani — Brentner — Villicus... (viz Pted-
mluva, pozn. 11).



Party jsou v zahlavi vzdy na prvni strané nadepsany Vox (6
fol.), Violino Primo (6 fol.), Violino Secundo (3 fol.), Viola (1
fol., na druhé strané Hauthbois) a Partitura (3 fol.) a jsou
psany jednou rukou. Stejnou rukou je psana poznamka
na konci partii Vox a Violino Primo: ,Ex Partibus Music|a-
li]b[us] | Wenceslai Lukawsky“. Cely rukopis je psan na
papiru jednoho druhu bez patrného vodoznaku.

PC2

opis tisku obsazeny v anonymni sbirce Sestnacti arii
Statny archiv v Bratislave — pracovisko

Archiv Modra, Modra (SK-J), sign. H-669

(viz faksimile na s. XXXV)?3?

Z anonymni sbirky Sestnécti arii se dochovaly pouze par-
ty Voce sola, Violino Imo a Violino 2do. Chybi party Violino
3tio, jehoz existence vyplyva z titulnich textd na deskach
dochovanych partt (viz nize), a part Organo, ktery snad
také nesl jméno skladatele, resp. skladatelti. Obsah sbir-
ky tvofi kompletni Brentnerova Hymnodia divina, op. 3,
jejiz arie jsou uvedeny na zacatku sbirky v poradi odpovi-
dajicim tisténé pfedloze, nasleduji dvé dalsi Brentnerovy
arie (Eia ergo laetissima, Brk 83, a Gaudete ridete, Brk 53),
kantata Giovanni Battisty Bassaniho Stellae lucidae serenae,
op. 13/1, a autorsky dosud neidentifikovana arie O gratia-
rum_fontes.

Party o rozméru 20,5x16,5 cm jsou vazany v pevnych
papirovych deskach slepenych z makulatury nesouci
uvnitf pravdépodobné zbytky textl. Tyto desky navic evi-
dentné pochazeji z néjaké starsi hudebniny, jak naznacu-
ji napisy na zadnich stranach desek zpévniho partu (Pro
Organo) a partu druhych housli (No. 6 / Cantus Antiphona-
rum [ et | Litaniarum varia [ ut plurimuni | ALTUS | [?] Partes
| [neditelné]), stejné jako vyradyrovany stary titulni text
na pfedni strané partu prvnich housli. Na pfedni strané
desek jsou uvedeny nasledujici titulni texty vztahujici se
k aktualnimu obsahu prament: Voce Sola. Arie De Sanctissi-
ma | Commonione. [ a [ Voce Sola 3. Violinis. | et Organo (part
obsahuje vSechny arie); Violino Imo. Arie De [ Sanctissima
Commonione. | a | Voce Sola 3. Violinis. | et Org. (part obsa-
huje arie I, II, VIII, IX, X, XI, XII); Violino 2do. Arie De
Sanctissima | Commonione. | a [ Voce Sola 3. Violinis. [ et Org.
(part obsahuje arie I, IT, VIII, IX a XII).

O provenienci pramene vypovida ptipis Domus Podo-
linensis Scholarum Piarum nachazejici se vzdy na predni
strané prvniho folia hlasové knihy, ktera je jakymsi titul-
nim listem uvadéjicim rovnéz zkracené oznaceni partu
(Voce Sola, Violino Imo, Violino 2do). Jednotlivé arie jsou
v partech ocislovany a oznaceny jako concerto (Concerto
Imo, Concerto 2do atd.), v instrumentalnich partech je na-
vic na zacatku kazdé skladby pod osnovou uveden tex-
tovy incipit. Opis byl pofizen jedinym kopistou, jehoz
notopis prozrazuje zbéhlost a porozuméni hudebnimu

83 Dariusz SMOLAREK: Katalog tematyczny muzykalidw z klasztoru pijaréw
w Podoliticu / Thematischer Katalog fiir Musikalien aus dem Piaristen-Kloster in
Pudlein, Wydawnictwo KUL, Lublin 2009, ¢. 490, s. 274; Kapsa: Bassani —
Brentner — Villicus... (viz Pfedmluva, pozn. 11); RISM ID no. 570002406.
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textu. V obou instrumentalnich partech nejsou u arii sbir-
ky Hymnodia divina uvadéna dynamicka znaménka. Pres
urcité odchylky v notovém textu je ziejmé, Ze opis byl po-
fizen z tisku, coz dokladaji pievzaté chyby (XII. arie, takt
48) i obsah obou instrumentalnich part@, jenz plné odpo-
vida specifickému obsahu téchto partii v tisténé predloze.

Rukopis neni datovan, ptibliznou dobu vzniku kolem
poloviny 18. stoleti (,,18.me*) uvedenou v RISM je ale moz-
no korigovat spise na druhou ctvrtinu 18. stoleti. Vodo-
znak dobre ¢itelny na prazdném listu tvoricim predsadku
svazki ma podobu erbu knizeciho rodu Lubomirskych.
Stejny vodoznak je dolozen v produkci papirny v Porebie
Wielkiej k roku 1713, pozdéjsi dolozena produkce doty¢né
papirny vykazuje jiné rysy.®* Pod sprdavou Lubomirskych
byly do roku 1745 také papirny ve VySnych nebo Niznych
Ruzbachdch, jejich produkce je vsak zmapovana az od po-
loviny 18. stoleti. Stejny papir byl pouzit i pro dalsi sbir-
ku arii podolinské provenience, autory identifikovanych
skladeb jsou Giovanni Battista Bassani, Francesco Anto-
nio Bonporti, Balthasar Villicus a Niccolo Piccini.?®

C1
opis arie Domine, non sum dignus, op. 3/3 (Brk 51)
Benediktinerstift Gottweig (A-GO), sign. 10225

Opis sestavajici z obalky a tii part o formatu 32x21 cm
portidil gottweigsky regenschori P. Maurus Brunnmayr
roku 1726. Na titulni strané obalky je uvedeno: Domine
non sum dignus etc: | & | Tenore Solo. | Violino Solo. | Con Or-
gano. [ O: A: M: D: GI: B: V: M: | Authore D[omi|no Fosepho |
Prentner | [pozdéji ptipsano tuzkou: (Brentner) 1| [ Descri-
psit R. P. Maurus | P. Gott: 1726 [ [dole vlevo:] 2. Dale se na
titulni strané¢ nachazi kulaté razitko s napisem ,,Musik-
archiv Gottweig“. Party o rozsahu vzdy 1 folia popsané-
ho pouze z jedné strany jsou oznaceny Tenore Solo, Violino
Solo a Organo. Obalka i party jsou psany na namodralém
papiru bez patrného vodoznaku.

Cc2

opis arie In te confido, op. 3/7 (Brk 57)
Biblioteka Diecezjalna w Sandomierzu (PL-SA),
sign. 282 / A VII 42%

Opis pochazejici z kolegiatniho chramu v Sandoméii po-
ridil Jézef Jedrzejowski. Na titulni stran¢ obalky je uve-

84 Wlodzimierz Bupka: Papierna w Porgbie Wielkiej, in: Antologia prac
historyka papiernictwa Wlodzimierza Budki, Stowarzyszenie Papiernikéw
Polskich, Nowa Ruda 2009, s. 22-25.

85 SK-J, sign. H-1001, RISM ID no. 570005263, popis a obsah sbirky véet-
n¢ reprodukce filigranu uvadi Karsa: Bassani — Brentner — Villicus... (viz
Piedmluva, pozn. 11).

86  Friedrich W. RiEDEL: Der Gittweiger thematische Katalog von 1830 (Stu-
dien zur Landes- und Sozialgeschichte der Musik 2, 3), Katzbichler, Miin-
chen 1979, sv. 1, s. 167.

87 Ipaszak: & problematyki czeskiej emigracji muzycznej... (viz Predmluva,
pozn. 11), s. 41; Wendelin Swierczek: Katalog rekopismiennych zabytkéw mu-
zycznych Biblioteki Seminarium Duchownego w Sandomierzu, Archiwa, Biblio-
teki i Muzea Koécielne 10 (1965), s. 223-278, zde s. 252 a 273; RISM ID
no. 1001029967; reprodukce dostupnd online: <http://bc.bdsandomierz.
pl/publication/1765 > (8. 7. 2021).
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deno: ARIA de Deo [ vox 3 | In te Confido O Jezu Chara Spes |
Canto Solo | Hobois Solo | et | Organo | Autore Sig. Bretner [!]
| Jozep Fedrejowsky | mp. Dale se na titulni strané nachazi
hranaté razitko s napisem ,Z Biblioteki | Seminarium |
Sandomierskiego®. Party nesou nazvy Canto Solo (2 fol.),
Violino vel Hobois Solo (1 fol.) a Organo (2 fol.). Part Ob/Vl1
(v ostatnich pramenech je tento part urcen pro VI mult)
nese tempové oznaceni ,Lente piano“, zatimco part Org
oznaceni ,All[egr]o“, jaké je pro tuto arii ptredepsino
i v dalSich pramenech.

Rytmickou figuru dvou Sestndctin a osminy v partu V1/
Ob, jiz skladatel uziva v druhém taktu arie a poté mnoho-
krat na podobnych mistech v jejim prabéhu, opisovac ob-
ratil zprvu dusledné a poté nepravidelné na osminu a dvé
$estnactiny. Tramcovani osminovych not v partu Org vcet-
né vétsiny nepravidelnosti vSak odpovida prameni P, coz
doklada zavislost opisu na tomto prameni.

C3
opis arie Gloria et honore, op. 3/8 (Brk 54)
Benediktinerstift Gottweig (A-GO), sign. 10238

Opis sestavajici z obalky a ¢tyt partti o formatu 32x21 cm
portidil gottweigsky regenschori P. Maurus Brunnmayr
v roce 1726. Na titulni strané obalky uvedeno: Gloria et
honore etc: | de Martyre. | @ | Basso Solo. | Violinis II". | Con
Organo. | O: A: M: D: GI: B: V: M: | Authore D[omi|no Jose-
pho [ Prentner | Descripsit R: P: Maurus | P. Gott: 1726. Dale
se na titulni strané nachdzeji staré signatury, vpravo 17
a vlevo dole 3, a kulaté razitko s napisem ,,Musikarchiv
Gottweig®. Na tfeti strané obalky je neobratnou rukou ji-
ného neznamého pisafe uveden zacatek titulni textu zjev-
n¢ se pojictho s touz skladbou: Gloria et honore etc: | de
Martire [!] | a | Basso Solo | Violino. Party o rozsahu vzdy
1 oboustranné popsaného folia jsou oznaceny Basso Solo,
Violino Imo, Violino 2do a Organo. Na posledni stran¢ obal-
ky vlevo nahofte jsou uvedena data provozovani: ,15. Maji
784 | 23. Septembris 785. | 6. Julii 1788. | 28 Septembris
794 | 18. Maji 800 | 3 Februarii 805.“ Pred posledni stra-
nou obalky je vlozen prouzek papiru s poznamkou zazna-
menavajici vypijcku C. Schoenbaumovi: ,Jos | Brentner
| ausgeliechen | H. Sch! Diss!“. Obalka i party jsou psany
na namodralém papiru bez patrného vodoznaku. Pramen
nese shodné rysy s C1.

C4

opis arie Oderit me totus mundus, op. 3/11 (Brk 66)
Biblioteka Diecezjalna w Sandomierzu (PL-SA),
sign. 262 / A VII 22%°

Opis dochovany v diecézni knihovné v Sandoméfi sesta-
va ze tfi partl o formatu 20,5x16,5 cm, pricemz pfehnu-
ty dvojlist s tenorovym partem tvoii zaroven obalku, jez

88 RIEDEL: Der Gottweiger thematische Katalog... (viz pozn. 86), s. 167.

89 Swierczek: Katalog rekopismiennych zabytkéw muzycznych... (viz
pozn. 87),s. 251-252, 273; RISM ID no. 1001029964; reprodukce dostupnd
online: <http://bc.bdsandomierz.pl/publication/1769 > (8. 7. 2021).

nese na titulni strané text: Aria | De Tempore. [ a | Canto [!]
Solo | Violino Unisono. | Auth: Sigre Josepho Brendner. Vpravo
dole na titulni strané¢ se nachdzi hranaté razitko s napi-
sem ,,Z Biblioteki | Seminarium | Sandomierskiego®. Par-
ty jsou oznaceny Tenore Solo (1 ptehnuty dvojlist), Violino
Unisono (1 fol.) a Organo (1 fol.).

Vyhodnoceni pramenii

Klicovym pramenem sbirky Hymnodia divina, op. 3, je prv-
ni tisk sbirky (P), jenz se dochoval v jediném exemplaii
bez titulniho listu. Tento tisk vznikl pod dohledem autora
a zjevn¢ také byl at jiz pfimo ¢i zprostiedkované predlo-
hou pro dochované opisy celé sbirky (PC1, PC2) ¢i jed-
notlivych arif (C1-C4). Pramen P je tedy ptedlohou pro
text této edice, zatimco opisy tisku obsahuji kli¢ové infor-
mace, které umoznily P viibec identifikovat (opis titulni
strany v PC1) a dokladaji také $ifeni a recepci sbirky vcet-
né provozovani nékterych arii (PC1, C3). Textové odchyl-
ky téchto prament jsou evidovany v Individual remarks.

Juda filia formosa (Brk 58)

opis, jediny znamy pramen

Evangélikus Egyhazkozség Konyvtara, Sopron (H-Se),
sign. SEL XV.1 Kottagytjtemény, M 025

(viz faksimile na s. XXXVI-XXXVII)®°

Opis sestava z obalky a sedmi parttl. Na titulni strané je
uveden text: Fuda filia formosa. | Mottetta | De SS. Nomine
Jesu. | Soprano Solo [ Violino Imo. | Violino 2do [ Viola | Vio-
loncello | con | Organo. [ Auth. D. Brentner. | Possessor [ Sam.
Wohlmann [ 1742. Party, o rozsahu vzdy 1 fol., jsou nazva-
ny Soprano Solo, Violino Imo, Violino 2do, Viola, Violoncello,
Organo (2x). Druhy part Org (Org®) byl zjevné dopsan
pozdéji, avsak stejnou rukou jako ostatni party, oproti
nim? je transponovéan o tén niZe do G dur. V partu Org’
byla néktera cisla generdlbasu dopsana pozdéji tuzkou.
Bez vodoznaku.

Quae est ista (Brk 69)

opis, jediny znamy pramen
Benediktinerstift Gottweig (A-GO), sign. 1033
(viz faksimile na s. XXXVIIT)*'

Opis sestavajici z obalky a péti partdl o rozméru
33x20,5 cm potidil goéttweigsky regenschori P. Maurus
Brunnmayr roku 1725. Na titulni strané je uvedeno: Quae
est ista etc: de B: V: M: | é | Canto Solo. | Violinis I1I*“. | Vio-
la I°. | Con Organo. | O: A: M: D: Gl: B: V: M: [ Authore Dno
Josepho | Prentner. | Descripsit R: P: Maurus | P: Gott: 1725.
Dale se na titulni strané nachazeji staré signatury, vpravo 2

90 BARDOS: Sopron zenéje a 16.-18. szdzadban... (viz Ptedmluva, pozn. 60),
¢. 61, s. 403; RISM ID no. 530012728; reprodukce dostupnad online:
<https://library.hungaricana.hu/hu/view/Ny_Sopron_Evangelikus__
Leveltar_Kotta_08_doboz/?pg=736 > (8. 7. 2021).
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a vlevo dole 13, a kulaté razitko s napisem ,,Musikarchiv
Gottweig®. Party o rozsahu vzdy 1 oboustranné popsané-
ho folia jsou oznaceny Canto Solo, Violino Io, Violino Ilo, Vio-
la, Organo. Na posledni strané obalky vlevo nahore je uve-
den ddaj o provozovani: ,,Prod. | 28. Jan. 785.“ Obalka je
vytvorena z papiru s vodoznakem v podobé vojaka s hala-
partnou, ktery pravdépodobné pochazi z papirny v dolno-
rakouském Rehbergu (dnes ¢ast mésta Kfemze).? Hlasy
jsou psany na odlisném papiru bez patrného vodoznaku.

Taedet animam meam (Brk 74)

opis, jediny zndmy pramen
Benediktinerstift Gottweig (A-GO), sign. 1036
(viz faksimile na s. XXXIX)%?

Opis sestavajici z obalky a péti partd o rozméru 33 x21 cm
poridil gottweigsky regenschori P. Maurus Brunnmayr
roku 1725. Na titulni strané je uvedeno: Taedet Animam
meam etc: | pro defunctis. | 4 | Basso Solo. | Violinis II"“. | Vio-
la I°. | Con Organo. | O: A: M: D: Gl: B: V: M: [ Authore Dno
Josepho | Prentner | [pozdéji dopsano tuzkou: Brentner|
| Descripsit R: P: Maurus | P: Gott: 1725. Dale se na titul-
ni strané nachazeji staré signatury, uprostfed vpravo 3
a vlevo dole 16, a kulaté razitko s napisem ,,Musikarchiv
Gottweig®. Party o rozsahu vzdy 1 oboustranné popsané-
ho folia jsou oznaceny Basso Solo, Violino Io, Violino Ilo,
Viola, Organo. Obalka je vytvorena z papiru s vodoznakem
v podobé vojaka s halapartnou, ktery pravdépodobné po-
chazi z papirny v dolnorakouském Rehbergu (dnes ¢ast
mésta Kiemze).>* Hlasy jsou psdny na odlisném papiru
bez patrného vodoznaku.

Obecné edi¢ni poznamky

Editorské dopliikky a zmény jsou vysvétleny nize, vyzna-
¢eny hranatymi zavorkami v notovém textu a evidovany
v jednotlivych poznamkach (Individual Remarks). Arie
jsou nazvany vzdy Gvodnimi slovy textu, kterd v ptipadé
arii sbirky Hymnodia divina jesté predchazi fimska cislice
oznacujici poradi drie; rizné tituly nachazejici se v opi-
sech jsou uvedeny v popisu pramenti. Nazvy partl jsou
uvadény dle pramenné piedlohy v prvni akolad¢ skladby.
V éariich sbirky Hymnodia divina jsou nékteré hlasy ozna-
¢eny dle seznamu (Index ariarum) uvedeného na konci
partu Vox (viz popis pramene P). Francouzské oznace-
ni hoboje je normalizovano, pivodni tvary jsou uvedeny
v popisu prament. Oznaceni zpévniho hlasu Canto versus
Soprano jsou zachovana.

Zpévni part notovany v pramenech v sopranovém,
altovém ¢i tenorovému C Kklici je v edici notovan v hou-

92 Georg EINEDER: The Ancient Paper-Mills of the Former Austro-Hungarian
Empire and their Watermarks, Paper Publications Society, Hilversum 1960,
s. 53, XXVI, no. 779.

93 RiEDEL: Der Gittweiger thematische Katalog... (viz pozn. 86), s. 169.

94 EINEDER: The Ancient Paper-Mills... (viz pozn. 92).
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Venite ad me omnes (Brk 80)

mozny autograf, jediny zndmy pramen
Benediktinerstift Gottweig (A-GO), sign. 1029
(viz faksimile na s. XL-XLIT)

Pramen sestava z $esti partt o formatu 26,5x21,4 cm. Ti-
tulni text se nachdzi na obalce, kterou tvofi part C/T: Ihs
4to | Venite Ad me Omnes | G | Canto é Tenore Solo | Violino
Concertante | Violinis Ripienis Necessariis 2. [ Alto Viola Com-
plementum | Con Organo. | Authore Sig. Brentner. Dale se na
titulni stran¢ nachdzeji staré signatury, uprostied vpravo
13 a vlevo dole 9, a kulaté razitko s napisem ,Musikar-
chiv Gottweig®. Party (kazdy na jednom dvojlistu) nesou
oznaceni Canto 6 Tenore solo, Violino Concertante, Violino Pri-
mo Ripieno, Violino Secundo, Alto Viola, Organo.

Podoba titulni strany i notového textu se v mnoha
ohledech (rozvrzeni prostoru, hojné pouzivani verzalek,
duktus notového zapisu) blizi dolozenym Brentnerovym
autografim (viz Pfedmluva, s. XVI), zaroven se viak od
nich v nékterych jednotlivostech vyrazné odlisuje (tvary
kli¢t, nékterych majuskuli atd.). TotozZné znaky vykazu-
je pramen dalsiho Brentnerova s6lového moteta dochova-
ného v A-GO (O Deus, ego amo te, Brk 64, sign. 1028). Je
pravdépodobné, ze se v obou ptipadech jedna o skladate-
lovy autografy napsané o néco pozdéji nez dosud znamé
autografy, pfipadné o opisy blizké autografu a napodo-
bujici jeho zakladni rysy. Po obsahové strance je ruko-
pis velmi konzistentni a spolehlivy, coz rovnéz nasvédcu-
je jeho blizkosti autorovi. Na tenkém papiru neni patrny
vodoznak.

slovém klici ¢i houslovém kli¢i s oktavovou transpozici:
ptivodni kli¢ stejné jako rozsah zpévniho partu jsou uve-
deny vzdy v tvodu odpovidajiciho oddilu Individual Re-
marks. Pokud je predznamenani aplikovano v raznych
partech rozdilné (Venite ad me), v edici je sjednoceno, pii-
vodni pifedznamenani je evidovano v Individual remarks
a mlcky jsou provedeny zmény v mistnich posuvkach sou-
visejici s timto zdsahem. Udani taktu jsou uvadéna dle
predlohy.

Artikulace a tramcovani

Tramcovani a artikulace predstavuji vzajemné souviseji-
ci edi¢ni problém predevsim ve sbirce Hymnodia divina:
na jedné strané se zda, ze tramcovani pfinejmensim v né-
kterych mistech usiluje o naznaceni artikulace, na druhé
stran¢ vSak technologickd omezeni a nedokonalosti noto-
tisku pomoci pohyblivych typt plisobily fadu potizi jak
pti sazbé not o drobnéjsich hodnotach, tak pfi hojnéjsim
uziti legatovych obloucki, takze ani tramcovani, ani arti-

95 RIEDEL: Der Gottweiger thematische Katalog... (viz pozn. 86), s. 168.
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kulace nejsou v partech vyznaceny konsekventné. Tram-
covani lidici se v jednotlivych partech je v edici vesmés
mlcky sjednoceno a v nejasnych mistech se edice priklani
k dne$nimu tizu. Zjevné chybné posuny ¢i nepfesnd umis-
téni legatovych oblouckt v P jsou v edici mlcky oprave-
ny, obloucky sporadicky doplnéné per analogiam jsou
vyznaceny prerusovanou carou a jina rozhodnuti tykajici
se platnosti legata jsou evidovana v Individual remarks.
Cetné a ¢asto nekonzistentné uvadéné obloucky ve zpév-
nim hlasu edice nepfejimd. Podlozeni textu koresponduje
s tramcovanim, které je za timto ucelem v pripadé¢ potteby
mlcky upraveno. Opakovani bezprostiedné predchazeji-
ciho textu naznacené v prameni opakovacimi znaménky
je mlcky realizovano. Zmény v podlozeni textu jsou evi-
dovany v Individual remarks.

Dynamika

Dynamicka znaménka edice pfevadi do dnes$ni podoby
a doplnuje je per analogiam pouze v mistech, kde chy-
bi v nékterém z hlast; doplnéna znaménka jsou uvedena
v hranatych zadvorkach. Zménéna ¢i vypusténa dynamicka
znaménka jsou uvedena v Individual remarks.

Generélbas

Edice v partitufe uvadi ¢islovany bas dle predlohy. 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 (napfiklad bé pouzita ve funkci odrazky)
a uvadény vzdy pred cislici.

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 bez-
prostfedné nasledujici noty stejné vysky bez ohledu na
taktové ¢ary), naproti tomu edice uziva soucasny Gzus
(posuvka plati po cely takt). Z této zmény systému vy-
plyva potfeba nékteré posuvky jako redundantni vypus-
tit (posuvky opakujici se na stejné vysce v rdmci jednoho
taktu) a jiné pridat (posuvka u bezprosttedné nasledujici
noty téze vysky po taktové care ¢i v pripadé¢, kdy drive
uvedend posuvka v daném taktu ztratila platnost): tyto
zmény jsou provedeny mlcky. Vyjimecné je redundant-
ni posuvka v edici zachovana ve funkci varovné posuv-
ky. Pokud posuvka v prameni omylem neni uvedena,
i kdyz z dnes$niho hlediska ztstava drive v taktu uvede-
na posuvka v platnosti, je tato chyba uvedena v Indivi-
dual remarks. Editorem doplnéné posuvky jsou vyznace-

/v

ny hranatymi zavorkami. Krizek ¢i bé ve funkci odrazky

vyskytujici se ojedinéle v pramenech jsou ml¢ky korigova-
ny. Také posuvky 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 notu spojenou liga-
turou s prvni z nasledujicich ¢ty Sestndctin. Pilové noty
¢i tecky pres taktovou ¢aru jsou mlcky rozepsany a takto-
vé cary doplnény dle dnesniho Gzu. Jiné zasahy do zapi-
su rytmickych hodnot jsou komentovany v Individual re-
marks. Chybné vicetaktové pauzy v nékterém z parti jsou
mlcky dopocitany.

Taktové cary, da capo

Taktové cary chybéjici po celotaktové ¢i vicetaktové pau-
ze, dalsi ojedinéle chybéjici taktové ¢ary a dvojcary na
konci vét jsou ml¢ky doplnény. Prameny uvadéji na konci
vzdy ,Da capo®, nékdy se v§ak jedna o ,,Dal segno® a no-
tace v riznych partech téze skladby byva rozdilna. Opa-
kovaci pokyny jsou sjednoceny dle souc¢asného uzu, pfi-
dand znaménka jsou komentovana v Individual remarks.

Prepis a preklady latinskych textti

Latinské zpévni texty jsou v edici vesmés transkribovany.
Zakladnim principem transkripce je respektovani charak-
teristickych ryst dobové praxe novovéeké latiny i zretel-
né vyjadienych autorovych zdmért. Zachovany zustaly
ty jevy, které vypovidaji o specifickych rysech dobového
pravopisu a dobové tiskové praxe. Ve vydavanych tex-
tech jsou vSak obsazeny v minimalni mife. Transkribova-
ny a sjednoceny byly napf. znaky & = et. Ligatury a, ce
jsou rozvedeny na ae, oe. Souhlaska v je ponechdna vsu-
de tam, kde se skutecné vyslovuje. Vyjimku tvoii obcas
nejednotné tisténé ¢i psané skupiny typu -sv-, -qv-, -ngv-
s nasledujici samohlaskou, kde je -v- transkribovdno na
-u- (requies, languesco). Edice respektuje kolisani aspirat
c x ch (charus). Z praktickych diivodt nejsou zachovany
akcenty nad samohlaskami. Psani velkych pismen je pfi-
zpuisobeno soucasné praxi s vyjimkou substantiv vyjadru-
jicich nabozenskou tictu (osloveni bozské osoby). Zpévni
texty jsou v pramennych pfedlohdch uvadény prevazné
bez interpunkce, v edici je aplikovana logicko-syntaktic-
ka interpunkce vychazejici ze systému soucasné Cestiny.
Rovnéz osloveni jsou oddélena ¢arkou, naproti tomu zvo-
lani v ivodu verse ¢arkou neoddé¢lujeme. Preklady prefe-
ruji informativni hledisko, snazi se proto o filologickou
presnost, nepfihlizeji k formalni a basnické strance textu
a nejsou ani uréeny pro provozovani arii v jiném nez pu-
vodnim jazyce.
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Abbreviations

A alto part

B bass part

Brk catalogue of Brentner’s works (Brentner — katalog)®°
Ed this edition

fol. folio

Ob oboe part

op. opus

Org thoroughbass part (Organo, Partitura)

p- page

S soprano part (Canto, Soprano)

T tenor part

Vi1 violin part

VI conc concertante violin part (Violino concertato)
V1 mult unison violin part (Violino multiplicato)
Vla viola part

Musical archives, libraries, and collections are identified as they appear
in the Online Directory of RISM Library Sigla, < www.rism.info/en/sigla.html >

Description of Sources

Hymnodia divina. Duodecim illustrata ariis
duobus, tribus, quatuorque instrumentis
constructa, voce sola adjecta, op. 3 (Brk Coll. 3)

P

first printing

Research Library of South Bohemia in Ceské
Budé¢jovice, Department of Manuscripts and Old Prints,
Zlata Koruna (CZ-CBk), shelf mark HRS 2

(see the facsimile on pp. XXXII, 52)®

Jifi Ondfej Laboun printed the collection in Prague.
He began work on its publication in 1718 (according to
the date at the end of the Vox part), but it probably was
not issued until 1719 (the date on the title page is known
only from a copy; see source PC1). No other printing is
known. A single printed specimen has been preserved,
which Emilian Trolda discovered among music from the
Minorite monastery in Cesky Krumlov, and it is likely
that two more specimens (or possibly copies of a print-
ed specimen) were recorded in historical music invento-
ries written in G6f in 1750 and in Kvasice in 1757 (see
the Foreword, p. XXII-XXIII). The source lacks a title

80 KAPsA: Joseph Brentner. A Catalogue... (see the Foreword, note 13).

81 The source is newly catalogued, digitised, and accessible online:
<https://katalog.cbvk.cz/arl-cbvk/cs/detail-cbvk_us_cat-0992223-
Hymnodia-divina-op-3/> (8 July 2021).

page, so the collection’s title and author remained long
unknown. Trolda himself and later literature referred to
the print as Anonymus 1718. At the same time, Trolda and
other authors after him erroneously used the title Hymno-
dia divina for Brentner’s collection Harmonica duodecato-
meria ecclesiastica, op. 1, misled by an inscription on the
hard cover of one of the parts of what was at the time the
only known specimen of the collection in question, which
was preserved in the music collection of the parish church
in Kvasice (see the Foreword, p. XXIII).

The information on the missing title page including
the collection’s title and the name of the dedicatee (as is
the case with the previous collection by the same com-
poser published under title Offertoria solenniora, op. 2) is
known only from a period copy (PC1). On the basis of
analogy with the previous Brentner collection, one may
expect that there was a printed dedication on the inside
of the cover, but its text is unknown. The printed material
consists of five parts in which the heading of the first page
of notation always bears the designation Vox (8 fol. desig-
nated A-D2), Violino primo (4 fol. A-B2, besides the V11
part for arias I, VIII, IX, and XII, it also contains a Violi-
no multiplicato part for the arias X and XI), Violino secundo
(3 fol. A-B, contains arias I, IT, VIII, IX, and XII), Viola.
Hauthbois et Violinus (4 fol. A-B2, contains a Vla part for
aria I, an Ob part for aria II, an Hauthbois sola part for
aria III, a VI solo part for aria IV, an Hauthbois sola vel Vi-
olino part for aria VI, and a V]I mult part for arias V and
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VII), and Partitura (7 fol. A-D). The individual arias are
always marked with Roman numerals to the left of the
first staff, and in all of the parts except for Vox, there fol-
lows an initial of the sung text across the entire width of
the staff, while the actual incipit of the text continues be-
neath the staff (see the facsimile on p. XXXII). At the end
of the Vox part is an Index ariarum including the sequen-
tial number and instrumentation of each aria (see p. 52);
only here does one also find the alternative version of the
instrumental part of the second and third arias and the
instrumentation of the basso continuo part (Organo). On
the same page at the very bottom beneath a decorative
vignette is the colophon: Vetero-Pragae in Magno Collegio
Carolino, Typis Georgij | Labaun Anno 1718. On the last page
of notation of the Vox and Partitura parts at the bottom is
the abbreviation 0. A. M. D. G. (Omnia ad maiorem Dei
gloriam), and beneath it there is a decorative vignette.

The preserved specimen consists of five parts,
29x19.5 cm, bound in an orange hard cover, each of which
bears a glued decorative paper label identifying the part;
the texts of the labels are based on the printed headings
of the parts with the exception of the Org, where there is
an inscription identifying the owner, which confirms that
the printed specimen belonged to the music collection of
the Cesky Krumlov Minorite Church of Corpus Christi
and of the Annunciation: “Organo | B.[eatae] V.[irginis]
Mariae Annun:[tiationis] | Crumlovii”. The parts exhib-
it signs of use. On the front endsheet of the Vox part, an
Index is inscribed in pencil; the index lists each aria by
number with a liturgical designation for which the un-
known author of the index regarded the aria as appropri-
ate: “I. de tempore | II. de Nomine Jesu | III. post eleva-
tionem | IV. de Venerabili Sacramento | V. de Nomine Jesu
| VI. de Nomine Jesu vel feria VI. post Dominica Passionis
| VII. de Nomine Jesu | VIII. de uno Martyre vel in fes-
to Transfigurationis D[omi|ni | IX. de B:[eata] V:[irgine]|
Maria | X. de B:[eata] V:[irgine] Maria vel de S. Anna |
XI. de Tempore | XII. pro defunctis vel de Nomine Jesu
pro qvadragesima”. For two of the arias, an alternative vo-
cal text is inscribed in pen: aria VI is given the text “Quo
abiit dilectus tuus” and aria XII the text “Jesu sponse
chare”; in connection therewith, bar 47 of the latter aria
was altered: the second eighth note of the third beat was
changed to two sixteenth notes. A minor change was also
made to the text of aria X, O beata, per quam data, to adapt
it for the alternative use that is also indicated in the Index:
above the words “per quam data”, the alternative “Sancta
Anna” is inscribed in pencil. On the first page of notation
in the V11 part at the bottom, three bars from the follow-
ing page are inscribed in pen to avoid the need for a page
turn before the end of the composition; on the next page,
the same three bars are crossed out in pencil. On the first
page of notation of the Vox part at the bottom, the nu-
meral 169 is inscribed in blue.

The printing was done using the moveable type tech-
nology (Typendruck) that was usual in central European
music printing at the time. The printer Laboun had a set
of type with modern round note heads and (unlike Italian

printers of the period, for example) with beams for notes
with smaller note values. With respect to the elegance and
consistency of printing, however, Laboun’s prints are not
comparable, for example, to those of the Augsburg printer
Lotter (and with the edition of Planicky’s collection Opella
ecclesiastica in particular): the imperfections and techno-
logical limits primarily involve articulations and beaming.

On the basis of this source, Emilian Trolda wrote out
a manuscript score in 1926, which is preserved at the Na-
tional Museum — Czech Museum of Music (CZ-Pnm) un-
der shelf mark XXVIII F 141. Trolda also arranged piano
reductions for eight compositions from this collection for
his anthology; these are also preserved there under the
shelf marks XXVIII D 75 and XXVIII D 76. In 1946 Karel
Motejlek copied out Trolda’s score by hand and he also
prepared the performance materials for arias III, V and
VIII; these manuscripts are kept at CZ-Pnm under shelf
mark L C 503-506.

PC1

copy of the print

Archiwum Archidiecezjalne w Gnieznie,
Gniezno (PL-GNd), shelf mark V/108

(see the facsimile on pp. XXXIII-XXXIV)?®2

This copy of Brentner’s collection Hymnodia divina is of
special importance because it enabled the identification of
other sources that had been preserved anonymously (P,
PC2). In particular, the title page contains key informa-
tion that gives the impression that it is a faithful copy of the
now lost title page of the first printed edition. The follow-
ing text appears on the first page of the cover: Hymnodia |
Divina | Duodecim illustrata Ariis | Duobus, tribus, quatuorque
instrumentis | constructa, voce sola adjecta | honori | illustrissimi
Domini | Domini [ Caroli | Maximiliani | Steinbach | Liberi Baro-
nis de Kronigstein | Domini in Liechtenstein, Hundschiitz, Kra |
schowitz, Augezd ad Misam etc. | Humillime dicata | a [ Josepho
Joanne Ignatio Brentner. | Anno MDCCXIX. | Opus tertium. [ In-
scribed later in a different hand:] 1752 die 27 augusti in Ca-
pitulo productum [ et Decretum ut in actio Notarius mpa. Also
on this page at the bottom left is a round rubberstamp im-
pression that reads “Archiwum Archidiecezjalne Gniezno”
and a handwritten shelf mark Muz V/108. On the second
page is an Index Ariarum, and the order of the arias and the
information contained therein correspond to the printed
specimen. Beneath that in the same hand is identification
of the copyist, about whom nothing is known: “Ex Rebus
Musicalibus | Wenceslai Lukawsky mp.”

The five parts (32.5x21 cm) were apparently copied
from a printed specimen, which it matches in terms of,
inter alia, the use of Roman numerals, initials, and text
incipits at the beginning of each aria. Also indicative of
a printed specimen as the source are the identical desig-

82 Ipaszak: £ problematyki czeskiej emigracji muzycznej... (see the Foreword,
note 11), p. 27; IpASzAK: Zrédia muzyczne Gniezna... (see the Foreword, note
11), no. 20, pp. 98-99, Karsa: “Bassani — Brentner — Villicus...” (see the
Foreword, note 11).



nation of the Org part (Partitura) and certain errors that
were carried over (aria XII, bar 48). On the other hand,
the distribution of the arias into individual voice parts is
very different. In the first printing (P), the parts are dis-
tributed so the part books are as similar in length as pos-
sible: the instrumental parts from arias containing a solo
oboe or violin part (arias III, V, VI) and some of the ari-
as employing Violino multiplicato (arias V, VII) are there-
fore included in the third volume together with the viola
part. On the other hand, the content of the part books in
source PC1 is determined by musical logic: the parts for
solo oboe and solo violin and the VI mult parts are includ-
ed in the first violin part, which thus contains all twelve
arias, while the third instrumental part contains only the
viola from the first aria and the oboe from the second aria.
The headings on the first page of each part are inscribed as
follows: Vox (6 fol.), Violino Primo (6 fol.), Violino Secundo
(8 fol.), Viola (1 fol., on page two Hauthbois), and Partitura
(8 fol.), and they are written in a single hand. The follow-
ing comment is written in the same hand at the end of the
Vox and Violino Primo parts: “Ex Partibus Music[ali]b[us] |
Wenceslai Lukawsky”. The entire manuscript is written on
one type of paper without visible watermark.

PC2

copy of the print contained in an anonymous collection
of sixteen arias

Statny archiv v Bratislave — pracovisko

Archiv Modra, Modra (SK-J), shelf mark H-669

(see the facsimile on p. XXXV)®?

From the anonymous collection of 16 arias, only the Voce
sola, Violino Imo, and Violino 2do parts have been pre-
served. The Violino 3tio part is missing, the existence of
which is implied by the title texts on the covers of the
preserved parts (see below), as is the Organo part, which
may also have borne the name(s) of the composer(s). The
content of the collection consists of Brentner’s complete
Hymnodia divina, op. 3, the arias of which are presented at
the beginning of the collection in the order correspond-
ing to the printed original, followed by two more arias by
Brentner (Eia ergo laetissima, Brk 83, and Gaudete ridete,
Brk 53), the cantata Stellae lucidae serenae, op. 13/1 by Gio-
vanni Battista Bassani, and the aria O gratiarum fontes, the
composer of which has not yet been identified.

The parts (20.5x16.5 cm) are bound in hard paper cov-
ers pasted with maculature probably containing remnants
of text inside. In addition, these covers were apparently
taken from older music, as is indicated by headings on
the backs of the covers of the vocal part (Pro Organo) and
of the second violin part (No. 6/ Cantus Antiphonarum | et
| Litaniarum varia | ut plurimuni | ALTUS | [?] Partes [ [illeg-

83 Dariusz SMOLAREK: Katalog tematyczny muzykaliow z klasztoru pijaréw
w Podoliricu / Thematischer Katalog fiir Musikalien aus dem Piaristen-Kloster
in Pudlein, Wydawnictwo KUL, Lublin 2009, no. 490, p. 274; Kapsa:
“Bassani — Brentner — Villicus...” (see the Foreword, note 11); RISM ID:
570002406.
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ible]), as well as by an old erased title text on the front
page of the first violin part. On the front of the covers, the
following title texts appear, which apply to the current
content of the sources: Voce Sola. Arie De Sanctissima | Com-
monione. | a | Voce Sola 3. Violinis. | et Organo (the part con-
tains all of the arias); Violino Imo. Arie De | Sanctissima Com-
monione. | a | Voce Sola 3. Violinis. | et Org. (the part contains
the arias I, I1, VIII, IX, X, XI, and XII); Violino 2do. Arie
De Sanctissima | Commonione. | a | Voce Sola 3. Violinis. | et
Org. (the part contains the arias I, II, VIII, IX, and XII).

The provenience of the source is shown by the inscrip-
tion Domus Podolinensis Scholarum Piarum, which always
appears on the front page of the first folio of the part
book, which also serves as a kind of title page giving an
abbreviated designation of the part (Voce Sola, Violino Imo,
Violino 2do). In the parts, the individual arias are num-
bered and are designated as concertos (Concerto Imo, Con-
certo 2do etc.), and the text incipit appears in the instru-
mental parts at the beginning of each composition under
the staff. The copy was made by a single copyist, whose
notation reveals expertise and comprehension of the mu-
sical text. There are no dynamic markings in the instru-
mental parts for the arias of the collection Hymnodia divi-
na. Despite certain deviations in the musical notation, it
is clear that the copy was made from a printed specimen,
as is documented by errors that were carried over (e.g.
aria XII, bar 48) and by the contents of both instrumen-
tal parts, which correspond fully to the specific content of
those parts in the printed original.

The manuscript is not dated, but its approximate dat-
ing to the middle of the 18™ century (“18.me”) stated in
RISM can be narrowed down to the second quarter of the
18™ century. The watermark is clearly legible on the blank
page serving as the endsheet of the volume in the form of
the coat of arms of the Lubomirski princely family. The
same watermark is documented in the products of the pa-
per mill in Poreba Wielka from 1713; later documented
products from the paper mill in question exhibit different
characteristics.®* Until 1745, the Lubomirski family also
operated paper mills in Vy$né and Nizné Ruzbachy, but
the earliest documented products from there date from
the mid-18™ century. The same paper was also used for
another collection of arias of Podolinec provenience. The
authors of the identified compositions are Giovanni Bat-
tista Bassani, Francesco Antonio Bonporti, Balthasar Vil-
licus, and Niccold Piccini.?®

1
copy of the aria Domine, non sum dignus, op. 3/3 (Brk 51)
Benediktinerstift Gottweig (A-GO), shelf mark 10228¢

84 Wtodzimierz Bupka: “Papierna w Porebie Wielkiej”, in: Antologia prac
historyka papiernictwa Wiodzimierza Budki, Stowarzyszenie Papiernikéw Pol-
skich, Nowa Ruda 2009, pp. 22-25.

85 SK-J, shelf mark H-1001, RISM ID: 570005263, for a description and
the contents of the collection including a reproduction of the watermark,
see Kapsa: “Bassani — Brentner — Villicus...” (see the Foreword, note 11).
86  Friedrich W. RiEDEL: Der Gottweiger thematische Katalog von 1830 (Stu-
dien zur Landes- und Sozialgeschichte der Musik 2, 3), Katzbichler,
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The copy consists of a cover and three parts (32x21 cm)
procured by the Géttweig choirmaster Fr. Maurus Brunn-
mayr in 1726. The title page of the cover reads: Domine
non sum dignus etc: | & | Tenore Solo. | Violino Solo. | Con Or-
gano. [ O: A: M: D: GI: B: V: M: | Authore D[omi|no Josepho |
Prentner [ [later pencil inscription: (Brentner) 1] [ Descripsit
R. P Maurus | P. Gott: 1726 | [bottom left:] 2. The title page
also bears the impression of a round rubberstamp that
reads “Musikarchiv Gottweig”. The parts, each consisting
of 1 folio with writing on only one side, are designated as
Tenore Solo, Violino Solo, and Organo. The cover and parts
are written on bluish paper without a visible watermark.

C2

copy of the aria In te confido, op. 3/7 (Brk 57)
Biblioteka Diecezjalna w Sandomierzu (PL-SA),
shelf mark 282 / A VII 42%

This copy from the collegiate church in Sandomierz was
made by Jézef Jedrzejowski. The title page of the cover
reads: ARIA de Deo | vox 3 | In te Confido O Jezu Chara Spes
| Canto Solo | Hobois Solo | et | Organo | Autore Sig. Bretner [!]
| Jozep Fedrejowsky | mp. The title page also bears the im-
pression of a rectangular rubberstamp that reads: “Z Bib-
lioteki | Seminarium | Sandomierskiego”. The parts bear
the designations Canto Solo (2 fol.), Violino vel Hobois Solo
(1 fol.), and Organo (2 fol.). The Ob/VI part (this part is
designated for VI mult in the other sources) bears the tem-
po marking “Lente piano”, while the Org part is marked
“All[egr]o”, which is the marking given to this aria in the
other sources.

The rhythmic figure of two sixteenths and an eighth
in the V1/Ob part, which the composer uses in the sec-
ond bar of the aria and many times thereafter in similar
passages, was reversed by the copyist as an eighth and
two sixteenth notes, at first consistently and then irreg-
ularly. However, the beaming of eighth notes in the Org
part including most of the irregularities corresponds to
the source P, documenting the dependence of the copy
upon that source.

C3
copy of the aria Gloria et honore, op. 3/8 (Brk 54)
Benediktinerstift Gottweig (A-GO), shelf mark 1023%®

The copy consisting of a cover and four parts (32x21 cm)
was procured by the Goéttweig choirmaster Fr. Maurus
Brunnmayr in 1726. The title page of the cover reads: Glo-
ria et honore etc: [ de Martyre. | 4 | Basso Solo. | Violinis 1.
| Con Organo. | O: A: M: D: Gl: B: V: M: | Authore D[omi]no

Miinchen 1979, vol. 1, p. 167.

87 Ipaszak: £ problematyki czeskicj emigracji muzycznej... (see the Foreword,
note 11), p. 41; Wendelin Swierczek: “Katalog rekopi$miennych zabytkéw
muzycznych Biblioteki Seminarium Duchownego w Sandomierzu”, Archi-
wa, Biblioteki i Muzea Koscielne 10 (1965), pp. 223-278, here pp. 252 and
273; RISM ID: 1001029967; a reproduction is accessible online: <http://
bc.bdsandomierz.pl/publication/1765 > (8 July 2021).

88 RIEDEL: Der Gottweiger thematische Katalog... (see note 86), p. 167.

Josepho | Prentner | Descripsit R: P: Maurus | P. Gott: 1726.
The title page also bears the old shelf marks 17 on the
right and 3 on the bottom left and a round rubberstamp
impression that reads: “Musikarchiv Go6ttweig”. On the
third page of the cover in the clumsy writing of a differ-
ent, unknown hand is the beginning of a text that is ap-
parently also connected with this composition: Gloria et
honore etc: | de Martire [!] | a | Basso Solo | Violino. The parts,
each consisting of one folio with writing on both sides,
are designated as Basso Solo, Violino Imo, Violino 2do, and
Organo. On the last page of the cover at the top left are the
dates of performances: “15. Maji 784 | 23. Septembris 785.
| 6. Julii 1788. | 28 Septembris 794 | 18. Maji 800 | 3 Febru-
arii 805.” Before the last page of the cover, a strip of paper
is inserted with a comment recording a loan to C. Schoen-
baum: “Jos | Brentner | ausgelichen | H. Sch! Diss!”. The
cover and parts are written on bluish paper without a vis-
ible watermark. The source exhibits features identical to

C1.

C4

copy of the aria Oderit me totus mundus, op. 3/11
(Brk 66)

Biblioteka Diecezjalna w Sandomierzu (PL-SA),
shelf mark 262 / A VII 22%°

The copy preserved in the library of the diocese in San-
domierz consists of three parts (20.5x16.5 cm), and the
folded bifolio of the tenor part also serves as the cover
bearing the following text on the title page: Aria | De Tem-
pore. [a | Canto ['] Solo | Violino Unisono. | Auth: Sigre Josepho
Brendner. At the bottom right of the title page is a rectan-
gular rubberstamp impression that reads: “Z Biblioteki |
Seminarium | Sandomierskiego”. The parts are designat-
ed as Tenore Solo (1 folded bifolio), Violino Unisono (1 fol.),
and Organo (1 fol.).

Evaluation of Sources

The most important source for the collection Hymnodia
divina, op. 3, is the first printing of the collection (P), of
which only a single specimen without a title page has been
preserved. This first printing was made under the compos-
er’s supervision, and it apparently also served either di-
rectly or through an intermediary as the original for pre-
served copies of the whole collection (PC1, PC2) or of
individual arias (C1-C4). Source P is therefore the basis
for the text of this edition, while the copies of the print
contain key information that made it possible to identify
P at all (copy of the title page in PC1). The copies also
document the dissemination and reception of the collec-
tion, including performances of certain arias (PC1, C3).
Textual deviations in these sources are mentioned in the
Individual Remarks.

89 Swirrczek: “Katalog rekopi$miennych zabytkéw muzycznych...” (see
note 87), pp. 251-252, 273; RISM ID: 1001029964; a reproduction is acces-
sible online: <http://bc.bdsandomierz.pl/publication/1769 > (8 July 2021).



Juda filia formosa (Brk 58)

copy, only known source

Evangélikus Egyhazkozség Konyvtara, Sopron (H-Se),
shelf mark SEL XV.1 Kottagytijtemény, M 025

(see the facsimile on pp. XXXVI-XXXVII)*°

The copy consists of a cover and seven parts. The text
on the title page reads: Juda filia formosa. | Mottetta | De
SS. Nomine Jesu. | Soprano Solo | Violino Imo. | Violino 2do |
Viola | Violoncello | con | Organo. | Auth. D. Brentner. | Possessor
[ Sam. Wohlmann | 1742. Each part consists of 1 fol., which
are designated Soprano Solo, Violino Imo, Violino 2do, Viola,
Violoncello, Organo (2x). The second Org part (Org?) was
apparently copied later, but in the same hand as the other
parts; compared with the first part, it is transposed down
a step to G major. In the Org' part, some numerals were
added to the thoroughbass part later in pencil. There is
no watermark.

Quae est ista (Brk 69)

copy, only known source
Benediktinerstift Gottweig (A-GO), shelf mark 1033
(see the facsimile on p. XXXVIII)®

This copy consisting of a cover and five parts (33 x20.5 cm)
was made by the Gottweig choirmaster Fr. Maurus Brunn-
mayr in 1725. The title page reads: Quae est ista etc: de B: V:
M: [ a | Canto Solo. | Violinis II"“. | Viola I*. | Con Organo. | O: A:
M: D: Gi: B: V: M: | Authore Dno Josepho | Prentner. | Descripsit
R: P: Maurus | P: Gott: 1725. There are also old shelf marks
on the title page: on the right 2 and at the bottom left 13.
A round rubberstamp impression read: “Musikarchiv G6t-
tweig”. Each part consists of one folio with writing on both
sides, and they are designated as Canto Solo, Violino Io, Vio-
lino Ilo, Viola, Organo. On the last page of the cover at the
top right is information about a performance: “Prod. | 28.
Jan. 785.” The cover is made of paper with a watermark in
the form of a soldier with a halberd, which probably comes
from a paper mill in Rehberg in Lower Austria (today part
of the town of Krems an der Donau).®? The parts are writ-
ten on different paper without a visible watermark.

Taedet animam meam (Brk 74)

copy, only known source
Benediktinerstift Gottweig (A-GO), shelf mark 1036
(see the facsimile on p. XXXIX)®

90 BARDOS: Sopron zenéje a 16.-18. szdzadban... (see the Foreword, note 60),
no. 61, p. 403; RISM ID: 530012728; a reproduction is accessible online:
<https://library.hungaricana.hu/hu/view/Ny_Sopron_Evangelikus__
Leveltar_Kotta_08_doboz/?pg=736 > (8. 7. 2021).

91 RiEDEL: Der Gittweiger thematische Katalog... (see note 86), p. 168.

92 Georg EINEDER: The Ancient Paper-Mills of the Former Austro-Hungarian
Empire and their Watermarks, Paper Publications Society, Hilversum 1960,
pp- 53, XXVI, no. 779.

93 RIEDEL: Der Gottweiger thematische Katalog... (see note 86), p. 169.
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This copy consisting of a cover and five parts (33x21 cm)
was procured by the Goéttweig choirmaster Fr. Maurus
Brunnmayr in 1725. The title page reads: Taedet Animam
meam etc: | pro defunctis. | 4 | Basso Solo. | Violinis 1I"“. | Vio-
la I°. | Con Organo. | O: A: M: D: Gl: B: V: M: [ Authore Dno
Josepho | Prentner | [later pencil inscription: Brentner| |
Descripsit R: P: Maurus | P: Gott: 1725. There are also old
shelf marks on the title page: on the middle right 3 and
at the bottom left 16. A round rubberstamp impression
read: “Musikarchiv Gottweig”. The parts, each consisting
of 1 bifolio with writing on both sides, are marked Basso
Solo, Violino Io, Violino Ilo, Viola, and Organo. The cover is
made of paper with a watermark in the form of a soldier
with a halberd, which probably comes from a paper mill
in Rehberg in Lower Austria (today part of the town of
Krems an der Donau).®* The parts are written on different
paper without a visible watermark.

Venite ad me (Brk 80)

possible autograph, only known source
Benediktinerstift Gottweig (A-GO), shelf mark 1029°®
(see the facsimile on pp. XL-XLIT)

The source consists of six parts (26.5x21.4 cm). The ti-
tle text is found on the cover, which is also the G/T part:
Ihs 4to | Venite Ad me Omnes [ é | Canto 6 Tenore Solo | Violino
Concertante | Violinis Ripienis Necessariis 2. [ Alto Viola Com-
plementum | Con Organo. [ Authore Sig. Brentner. There are
also two old shelf marks on the title page: on the middle
right 13 and on the bottom left 9, and there is a round rub-
berstamp impression that reads “Musikarchiv Gottweig”.
The parts (each on a single bifolio) bear the designations
Canto 6 Tenore solo, Violino Concertante, Violino Primo Ripi-
eno, Violino Secundo, Alto Viola, and Organo.

The appearance of the title page and of the notated text
is in many respects (layout, plentiful use of capital letters,
ductus of the musical notation) similar to documented
Brentner autographs (see the Foreword, p. XXIX), but at
the same time it differs from them strikingly in certain in-
dividual details (shapes of clefs, certain majuscules etc.).
The same symbols appear in a source for another of Brent-
ner’s solo motets preserved in A-GO (O Deus, ego amo te,
Brk 64, shelf mark 1028). It is likely that in both cases
these are autographs of the composer written somewhat
later than the already known autographs, or else they are
copies close to the autograph that imitate its basic fea-
tures. In terms of content, the manuscript is very consist-
ent and reliable, and this also indicates its closeness to the
composer. No watermark is visible on the thin paper.

94 EINEDER: The Ancient Paper-Mills... (see note 92).
95 RIEDEL: Der Gottweiger thematische Katalog... (see note 86), p. 168.
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General Comments on the Edition

Editorial additions and changes are explained below, are
indicated by square brackets in the musical notation, and
are recorded in the Individual Remarks. The opening
words of arias’ texts are always used as their titles, and
the titles of arias from the collection Hymnodia divina are
also preceded by a Roman numeral indicating the order
of the aria; various titles found in the copies are given in
the description of sources. The titles of the parts are given
in accordance with the original source in the first staff of
the composition. In the arias of the collection Hymnodia
divina, some parts are given designations in accordance
with the list (Index ariarum) that appears at the end of the
Vox part (see the description of source P). The French
designation for oboe has been standardised, and the orig-
inal forms are given in the description of the sources. The
designations of the vocal part as Canto instead of Soprano
have been maintained.

Vocal parts that are notated in the sources using sopra-
no, alto, or tenor C clefs are notated in the edition using
treble clef or treble clef with an octave transposition: the
original clef and the range of the vocal part are always
given at the beginning of the corresponding section of the
Individual Remarks. Where different key signatures were
used in different parts (Venite ad me), the edition unifies
them, the original key signature is mentioned in the In-
dividual Remarks, and corresponding changes are made
tacitly to accidentals as required by that change. Time sig-
natures are given in accordance with the source.

Articulation and beaming

Beaming and articulation represent an interrelated edito-
rial problem mainly in the collection Hymnodia divina. On
the one hand, it seems that at least in certain places the
beaming attempts to indicate articulation, but on the oth-
er hand the technological limitations and imperfections
of music printing using moveable type caused a num-
ber of problems for the typesetting of notes with smaller
rhythmic values and with the plentiful use of legato slurs,
so neither the beaming nor the articulation are indicat-
ed consistently in the parts. Where beaming differs in the
individual parts, it has been tacitly unified, and in places
where it is unclear, the edition favours present-day prac-
tice. Cases of clearly incorrect shifts or inaccurate place-
ment of legato slurs in P have been corrected tacitly in
the edition, and the slurs added sporadically by analogy
are indicated by a dotted line. Other decisions concerning
the validity of legato markings are mentioned in the Indi-
vidual Remarks. The edition does not reproduce the nu-
merous and often inconsistent slurs in the vocal part. The
placement of the text corresponds to the beaming, which
has been tacitly adjusted when necessary for this purpose.
The repetitions of the immediately preceding text indicat-
ed in the source by repeat signs have been tacitly written
out. Changes to the placement of text have been men-
tioned in the Individual Remarks.

Dynamics

The edition has adopted present-day forms for dynamic
markings and has added them by analogy only at places
where they are missing from one of the voices. Added dy-
namic markings are enclosed in square brackets. Added
or deleted dynamic markings are mentioned in the Indi-
vidual Remarks.

Thoroughbass

In the score, the edition gives figured bass notation based
on the original. Obvious errors have been corrected and
are mentioned in the Individual Remarks, but missing nu-
merals are not added. Numerals have been tacitly placed
more precisely within the bar, and the former usage of
accidentals (e.g. the use of flat signs as natural signs) has
been modernised. Accidentals are always placed in front
of the relevant numerals.

Accidentals

In the originals, accidentals are consistently used in the
manner that was usual in the early 18" century (i.e. an
accidental applied only to the note with which it appears
and to immediately subsequent notes of the same pitch
regardless of bar lines); this edition employs present-day
practice (an accidental applies for a whole bar). This
change of system necessitates the deletion of some redun-
dant accidentals (accidentals applying to the same pitch
within a single bar) and the adding of others (acciden-
tals of immediately subsequent notes of the same pitch
after a bar line or in cases where an accidental earlier in
a given bar has ceased to be valid). These changes have
been made tacitly. In exceptional cases, redundant acci-
dentals have been retained in the edition as cautionary
accidentals. If the source incorrectly omits an accidental
in a place where, by modern practice, an accidental ear-
lier in the bar would remain valid, such an error is men-
tioned in the Individual Remarks. Accidentals added by
the editor are enclosed in square brackets. The isolated
instances in the sources of sharp or flat signs serving as
natural signs have been corrected tacitly. Misprints result-
ing in the placement of accidentals on the wrong line, the
wrong part of the bar, or outside of the staff have also
been corrected tacitly.

Rhythmic values

In the edition, dotted quarter notes followed by three six-
teenths are tacitly changed to quarter notes tied to the
first of four subsequent sixteenth notes. Half notes or
dotted values that extend beyond the bar line are tacit-
ly written out, and bar lines are added in accordance
with present-day practice. Other changes to the notation
of rhythmic values are mentioned in the Individual Re-
marks. Incorrect numbers of bars of rests in some of the
parts have been corrected tacitly.



Bar lines, da capo

Bar lines missing after a rest lasting one or more whole
bars and other occasional missing bar lines and double
bar lines at the ends of movements have been added tac-
itly. The sources always read “Da capo” at the end, but
sometimes what is actually involved is a “Dal segno”, and
the notation for the same composition tends to differ from
one part to another. The instructions for repeats have
been standardised in accordance with present-day prac-
tice, and added markings are mentioned in the Individual
Remarks.

Transcription and translations of Latin texts

All of the Latin vocal texts are transcribed in the edition.
The basic principle of transcription is to respect the char-
acteristic features of period practice of modern-era Latin
and the clearly expressed intent of the authors. Those phe-
nomena that exhibit specific features of period spelling
and period printing practice have been preserved. How-
ever, these appear only minimally in the published texts.
Symbols (such as & = et) have been transcribed and stan-
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dardised. The ligatures a and ce have been divided into ae
and oe. The consonant v is retained wherever it is actually
pronounced as such. An exception is the occasionally in-
consistent use of printed or written digraphs or trigraphs
like sv, qv, or ngv with a following vowel, where v is tran-
scribed as u (requies, languesco). The edition respects
the alternation between the aspirates ¢ and ch (charus).
For reasons of practicality, accents above vowels have not
been retained. Capitalisation has been adapted to pres-
ent-day practice with the exception of nouns expressing
religious respect (addressing the divinity). In the original
sources, the texts appear mostly without punctuation; in
the edition, logical and syntactical punctuation has been
applied using a modern system. Likewise, direct address
has been offset by a comma, but exclamations at the be-
ginnings of verses are not offset by commas. The transla-
tions prioritise the conveying of meaning and strive for
philological accuracy, while the formal and poetic aspects
of the text are not taken into consideration, nor are the
translations meant to be used for performing the arias in
any language other than the original.
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Individual Remarks

Hymnodia divina, op. 3
Unless stated otherwise, the remarks refer to the reading in source P.

I. Cor, aude ad arma, op. 3/1 (Brk 46) IV. Ecce panis angelorum, op. 3/4 (Brk 52)
Bar™  Part Remark Bar™  Part Remark
S soprano clef, ambitus: d'-a” T tenor clef, ambitus: d—g’
Org without tempo direction V1/Ob Violino solo mentioned
112 A\l PC2: /i’ in the Index Ariarum only
128 Vi1 a”; Ed changes to b’ analogously 3 Org figure 6 ; Ed moves it under note 3
to 5% and 421 5? Org figure 6 ; Ed moves it under note 3
13° V12 PC2:no ¢ 10° T PC2: &’
14 Vla p on the third beat 143 V1/Ob J
1613 V11 PC2: 7. 1545 T PC2: )5
21 V12 PC2: no ¢ 162 T vocal text “-eus”
27 Vla p on the first beat 187 Org figure » ; Ed moves it under note 8
36* Org E 29228 T vocal text “-te”
406 Vla J 226 T PC2: no #
4312 V11 pce: [ 245+ T PC2: ¢’ b’
438 V12 PC1: ¢ 26" T PC2: @’
477 V11 PC2: 5"
S Vil PC2: " V. Veni, Jesu, sponse chare, op. 1/5 (Brk 78)
Bar™*  Part Remark
Il. Sine te, o Jesu, op. 3/2 (Brk 72) A alto clef, ambitus: g-c"
Bar™*  Part Remark all parts  Ed changes all half rests to ¢.
S soprano clef, ambitus: eb'—g” 134 Org PC1: figure ¢
1 V11 p under note 6 236-247 A PC2: vocal text “me veni et re-”
6 Vi1 p on the fourth beat 2478 A PC2: ).}
7 Ob slur 30 Vimult p
8 Ob JSunder note 1 3312 A PC2: ).
9 Org ¢ in place of the half rest 44° Org ¢ ; Ed moves the figure under note 4
156 Vi1 PC2: b¥ 55! Org PC1: figure ?
17! V11 Dy 5913 A PC2:¢'d ¢
23 Org in place of § 602 A PC2: g
233 S PC2: J. 62 Vimult p
29 Ob pp placed at the beginning of bar 30 626 A PC2: J.
48! Org S 63 Vimult p
544 V12 PC2: f 63* A PC2: J.
551 Vi1 PC2: f¥ 69%° A PC2: no ¢
57° S PC2: f¥
VI. Desidero te millies, op. 3/6 (Brk 50)
lll. Domine, non sum dignus, op. 3/3 (Brk 51) Bar™*  Part Remark
Bar  Part Remark soprano clef, ambitus: d'-g”
T tenor clef, ambitus: e—g’ Ob/V1 no key signature; Ed adds it and modifies
Ob/V1 part designation for V1 solo local accidentals tacitly
mentioned in the Index Ariarum only; Ob/V1 tempo direction: Allegro
PC1: Ob solo, C1: Vl solo S without tempo direction
46-11 S PC2: vocal text “milli-”
98 Ob/V1 no b
151 Ob/V1 no b
186-8 S PC2: vocal text “milli-”

947-8 S PC2: ). A



Barnote

26
32

3654
388
39
392
40
40!
432-3
4389
442—3
443
4489
4934
508
51

Part

Ob/V1
Ob/V1

Remark

PC1: p on the second beat

p on the first beat; Ed moves it under last
note of bar 31

PC2: )&

figure 64

p under note 1
figure § , PC1: figure ,,g
p under note 1

PC1: figure 6

PC1: vocal text “ah”
PC2: ).}

PC1: vocal text “ah”
PC1: figure 6

PC2: ).}

PC2: ).}

PC2: g¥

S, Ob/V1 repeat notated as Da Capo; Ed adds bar 51

ViII. In te confido, op. 3/7 (Brk 57)

Barnote

21—3

28

15

166

17°

237
24°-255
304
34377
382
414—8

43!

43?

507
511-522
52°-532
552

556
5614
56°

5610
5778
583

Part

S
VI mult

Org

VI mult
S

V1 mult
S

S

V1 mult
S

Org

S

S
S
V1 mult
S
S
S
V1 mult
S

»n nn »nn »n

Remark

soprano clef, ambitus: d'—g”

PC1: only sixteenths are slurred in this
group throughout the piece; C2: £ £,
same in 246, 510, 206

¢, same in PC1 and C2; Ed changes to B
analogously to 11°

p under note 1

PC2: ¢’

&

d

C2: vocal text “requiro Jesu chara”
C2:a

C2: vocal text “requiro”

PC1: C

B i -~

-

fufpiro -

Ed moves the syllable “-ro” under note 8,
same in PC2

PC2: a’

c2: J

PC2: U

PC2: vocal text “suspiro”, same in 53°-54?
PC2: vocal text “requiro”

C2: &

S, same in PC1, in P corrected later to g’
C2:g'd g’ a¥

J

C2: d”

C2: J.J

PC1:a’
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VIIl. Gloria et honore, op. 3/8 (Brk 54)

Barnote

22

9512
9610
9710
37
5810, 11
5910, 11
67
71
87?
91°
93
971,11
1003
10412

109!
111#
112

Part

B
all parts
Vi1

Vi1
Vi1
Vi1
Org
V12
V12
Vi1
V11,2
B
V12
Org
V12
V12
V12

V12
Org
Org

Remark

bass clef, ambitus: Fi—¢’
C3: tempo direction: Vivace

half rest, same in bar 24; Ed follows other
parts

PC2: Forr

PC2: f¥

PC2: ¢’

C3: figure ¢ placed wrongly under note 2
PC2:¢'a

PC2:¢' ¢

PC2: ¢”

no /™

PC2: no ¢

no #

C3: figure ¢ placed under note 2
PCl:d’a

PC2: sixteenths a’ b in place of the eight

PC2: eights e# ¢t e#' ¢’ in place of two
quarter notes

PC2: no ¢
figure 54, same in C3; PC1: 43,,
J. Ed unifies note value with B

IX. Maria, gustum sentio, op. 3/9 (Brk 60)

Barnote

2174

29—11

58
94
118
18°
221
243
9414

29!

31
31°
354
40°
4934
43!
437
439-11
47

Part

S
Vi1

Vi1

V11

V12

V12
V11
Vi1

Remark

soprano clef, ambitus: ¢—g”

tempo direction: Allegro poco, same in PC1
and PC2

tempo direction: Allegro, same in PC1 and
PC2

PC2: slurring LLQ' in this group
throughout the piece

PC1, PC 2: only sixteenths are slurred in
this group throughout the piece, same in
V12

o
PC2: d”
PC2: ¢
PC2: a’
no A

N

PC2: &’

PC2: =5
=

PC2: f

PC1, PC2: &’

figure 4 ; Ed follows PC1
PC2: f¥

PC2: ). &5

figure #

no #, same in PC1 and PC2

PC2: Q

PC2: ¢t”
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X. O beata, per quam data, op. 3/10 (Brk 62)

Barnote

152

3523
3823

39

4123
52
708

72-75

83

9923
102!
12923

Part

S
Org

VI mult
Org

S

Org
S

Remark

soprano clef, ambitus: d'-g”

figure ¢ , same in PC1; Ed moves it
under note 1, same in PC2

PCI: g

figures ¢ & ; Ed changes their order,
same in PC1
—"

e

nova - -
Ed moves the syllable
same in PC1
PC2: ). A
P, same in PC1; Ed moves it in the bar 50
¢’ ; Ed corrects to d’, same in PC1

—
PC1, PC2: slurring LLLQ‘ ; Ed retains

the rather unusual original articulation,
which corresponds with bars 26-27 in S

«

-va” under note 4,

:!'! ]
i y
funt coe

Ed moves the syllable “coe-” under note 2,
same in PC2

PC2: ). A
figure 9 ; Ed corrects to 6 , same in PC1
PC2: ). J

Xl. Oderit me totus mundus, op. 3/11 (Brk 66)

Bar™*  Part

T

VI mult
237 V1 mult
8! V1 mult
108 T
1278 T
12° T
2056 T
2245 T
251 Org
2945 T
34136° T
364 T

Remark

tenor clef, ambitus: e-g’

tempo indication: Allegro,
same in PC1 and PC2

PC2: vocal text “ex-”

PC2: vocal text “do-los”

2 later wrongly corrected to o
PC2: ). &

PC2: ). &

C4: ¢

PC2: ). &

C4: vocal text “con-”

PC2: g

Xll. Parce mihi, Domine, op. 3/12 (Brk 67)

Barnote

61—2

20°
26+, 29¢
341
486
491

Part
S
S

V11,2

Org
Vi1

Vi1

Org
Org
Vi1
V12
Org

Remark

soprano clef, ambitus: bb—g”

one b only in key signature on the first two
lines; Ed adds it tacitly

PC1, tempo direction: Adagio piano
figure 43

p under note 6; Ed moves it under note 7
analogously to bars 19 and 21

PC2: e

figure ¢ , same in PC1; Ed corrects to b
figure ¢ ; Ed moves it under note 3

no <~

[, same in PC1 and PC2

figure 34 placed on the barline,
Ed corrects it and moves under last note
of the previous bar




Juda filia formosa (Brk 58)

Barnote

181-20°

244
47
482

Part

S
Org

S

2

Org

2

Org
Org?

Remark

soprano clef, ambitus: e'-g”

two specimens of Org, the later one (Org?)
transposed to G major

vocal text “Jesu sponso”; Ed unifies
the word order with other similar places

figure 5 ; Ed follows Org
figure § ; Ed follows Org
figure (5'5 ; Ed follows Org

Quae est ista (Brk 69)

Symphonia
Barnote Part
95 Vi1
295 Org
366 Org
38° Org
412 Vi1
Aria
Barnote Part
S
53 V12
541 Vla
702 Vla
8212 Vla
91? Org
11742 Vla

Remark
Vi
figure 76

figure 76

figure » ; Ed moves it
to the figure 7 under note 4

ab’

Remark

soprano clef, ambitus: f'—g”

p before note 1; Ed moves it under note 2
e

S

S, later corrected to g’

figure 4 ; Ed moves it under note 1

JJ
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Taedet animam meam (Brk 74)

Barnote

14

241
352
55!
95-97

11813

Part

Org

Remark

bass clef, ambitus: F~d’

tempo indication: Largo

figure Z

gb

figure 55

longa rest, later corrected by the number 3

written above with pencil

43
figure 95,

Venite ad me omnes (Brk 80)

Barnote

34-6
36
383
39

66
712, 3
83°
108!
1134

Part

C/T
C/T, V1

conc

Vla
Org
Vi1
VI conc

V12, Vla
Vi1

VI conc
C/T
C/T

Remark

soprano clef, ambitus: d'-g”

no key signature, bt notated individually;
Ed unites the key signature with other
parts and adds or deletes the respective
individual accidentals tacitly

g Ed corrects analogously to 60"-61"

fplaced on the first beat
e

notes 3 and 4 slurred;
Ed slurs notes 2 and 3

fplaced on the first beat
D
g

o later corrected to J J

b¥
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Zpévni texty / Vocal Texts

Revize latinského originalu a ¢esky pieklad / Revision and Czech translation of Latin texts by: Jifi Matl
Preklad do anglictiny / English translation by: Mark Newkirk

Hymnodia divina, op. 3

l. Cor, aude ad arma

Cor, aude ad arma,
o cor, ad arma, cor, aude,
victoriae est certa spes.

Qui cecidit e coelo,
in bello stabit,
pugnabit, trepidabit,
€ja, jam victor es.

Il. Sine te, o Jesu

Sine te, o Jesu,
non queo vivere.

Tu enim delectatio mea es,
spes mea es,
consolatio es, Jesu.

lll. Domine, non sum dignus
Mt 8,8 / Matthew 8:8

Domine, ah non sum dignus,
ut intres meum cor,

sed tantum dic verbo

et sanabitur anima mea.

IV. Ecce panis angelorum

Smeéle do zbrané, srdce,

6 srdce, do zbrané, srdce, sméle,
nadéje na vitézstvi je jista.

Ten, ktery sestoupil z nebe,

v boji vytrva,

bude bojovat, strachovat se,
slava, jiz jsi vitéz.

Bez tebe, 6 Jezisi,
nemohu zit.

Ty jsi totiz mé potésent,
jsi ma nadgéje,

M

jsi utécha, Jezisi.

Pane, ach nejsem hoden,
abys vesel do mého srdce,
ale fekni jen slovo

a ma duse bude uzdravena.

Heart, boldly take arms,
O heart, to arms, heart, boldly,
of victory there is certain hope.

He who has descended from heaven
shall withstand the battle,

shall fight, tremble,

hurrah, thou art already the victor.

Without Thee, O Jesus,
I cannot live.

For Thou art my pleasure,
Thou art my hope,
Thou art my consolation, Jesus.

Lord, alas I am unworthy

to receive Thee into my heart,
but just say the word,

and my soul shall be healed.

21. strofa ze sekvence Lauda Sion Salvatorem / 21 strophe of the sequence Lauda Sion Salvatorem

Pieklad do ¢estiny prevzat z Ceského misdlu / Czech translation taken from the Czech Missal

Ecce panis angelorum,
factus cibus viatorum,
vere panis filiorum,
non mittendus canibus.

V. Veni, Jesu, sponse chare

Veni, Jesu, sponse chare,
veni, Jesu, amor chare,
veni, amor, et refice me.

Tu delectatio, tu consolatio,
tu spes animae meae.

VI. Desidero te millies

Chléb andélsky dostavame,
pokrm na cestu v ném mame,
jidlo Bozim détem dané,
chléb, jenz nehaze se pstim.

Ptijd, Jezisi, drahy Zenichu,
ptijd, Jezisi, draha lasko,
pfijd, lasko, a obcerstvi mé.
Ty jsi potéseni, ttécha,
nadéje mé duse.

Behold the bread of angels

made the bread of travellers,
true bread of God’s children,
not to be thrown to the dogs.

Come, Jesus, dear bridegroom
come, Jesus, dear beloved,
come, love, and refresh me.

Thou art the pleasure, the consolation,
Thou art the hope of my soul.

parafraze 23. strofy hymnu Jesu dulcis memoria / paraphrase of the 23 strophe of the hymn Jesu dulcis memoria

Desidero te millies,
mi Jesu, quando venies,
ach quando venies?

Me laetum quando facies,
me de te quando saties,
me de te, ach quando saties?

Touzim po tobé¢ tisickrat,
muj Jezisi, kdy prijdes,
ach kdy prijdes?

7y

Kdy mé ucinis $tastnym,
kdy mé sebou nasytis,
ach kdy mé sebou nasytis?

I desire Thee a thousand times,
my Jesus, when shalt Thou come,
ah, when shalt Thou come?

When shalt Thou make me happy,
when shalt Thou make me satisfied,
ah, when shalt Thou satisfy me?



VII. In te confido

In te confido,
o Jesu, chara spes,
ad te requiro,
o Jesu, chara spes.

Ad te suspiro,
ad te requiro,
o Jesu, chara requies.

VIII. Gloria et honore

V tebe diavéruji,

6 Jezisi, drahd nadéje,
po tob¢ touzim,

6 Jezisi, draha nadéje.

K tobé vzdycham,

po tobé touzim,

6 Jezisi, drahé spocinuti.

Offertorium na den sv. mué¢ednika, ne biskupa, Zalm 8,6b—7, Hebr. 7 /
Offertory for the feast day of a holy martyr, not a bishop, Psalm 8:6b, 7, Hebrews 7

Gloria et honore
coronasti eum, Domine,
et constituisti eum
super omnia opera
manuum tuarum.

IX. Maria, gustum sentio

prvni strofa hymnu Maria, gustum sentio / first strophe of the hymn Maria, gustum sentio

Maria, gustum sentio,
quando tui fit mentio,
opinor hoc vocabulum
amoris esse pabulum.

X. O beata, per quam data

Slavou a distojnosti

jsi ho korunoval, Hospodine,
a ustanovil jsi jej

nad celym dilem

svych rukou.

Maria, pocituji touhu
pti zmince o tobé¢,
tusim, Ze toto slovo
je potrava lasky.

Strofa z hymnu Omni die dic Mariae / Strophe from the hymn Omni die dic Mariae

O beata,

per quam data

nova mundo gaudia
et aperta

fide certa

regna sunt coelestia.

Xl. Oderit me totus mundus

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

Deo duce et sub cruce
ad obediendum pronus
ejus onus excutio.

XIl. Parce mihi, Domine

O blahoslaveni,
skrze niz svét dostal
nové radosti,

a jistou virou

byla oteviena
nebeska kralovstvi.

Cely svét at mé nenavidi,

at zbrané necisty pozvedne,

zbrané pozdvihne, Isti bude osnovat,
jeho zbrané, jeho uskoky porazim.

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

Job 716b, z prvniho ¢teni matutina oficia za zemfrelé, Job 10,2 /
Job 7:16b, from the first reading of Matins from the Office for the Dead, Job 10:2

Parce mihi, Domine,
nihil enim sunt dies mei.
Noli me condemnare.

Uz mé usetii, Hospodine,
mé dny uz nejsou nic¢im.
Neodsuzuj mne.
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In Thee do I confide,
O Jesus, dear hope,

I desire Thee,

O Jesus, dear hope.

I sight unto Thee,
I desire Thee,
O Jesus, dear repose.

For thou hast crowned him
with glory and honour.
Thou madest him

to have dominion

over the works of Thy hands.

Mary, I feel desire

at the mention of Thee,
I feel that this word

is the food of love.

O blessed is she,
through whom the world
is given new joy,

and by certain faith

the celestial kingdom
has been opened.

Let all the world despise me,
let the unclean one take up arms,
He shall raise his weapons
and plot deceit;
I shall defeat his weapons
and subterfuge.

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

Spare me, Lord,
for my days are nothing
Do not condemn me.
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Juda filia formosa

Juda filia formosa,
nata Sion speciosa,
sponso Jesu plausum da.

Benedictum cane nomen,
mel in ore, vitae omen,
Jesum, Jesum insona.

Quae est ista
Pis 6,9 / Song of Songs 6:9

Quae est ista, quae progreditur

quasi aurora consurgens,

pulchra ut luna,

electa ut sol,

terribilis ut castrorum acies ordinata?

Taedet animam meam
Job 10,1-3.7 / Job 10:1-3.7

Taedet animam meam vitae meae,
dimittam adversum me eloquium meum,
tanquam in amaritudine animae meae.
Dicam Deo:

Noli me condemnare,

indica mihi, cur me ita judices.
Nunquid bonum tibi videtur,

si calumnieris me

et opprimas me, opus manuum tuarum,
aut consilium impiorum adjuves,

et scias, quia nihil impium fecerim,
cum sit nemo

qui de manu tua possit eruere.

Venite ad me omnes

Krasna dcero judska,
spanila dcero Sionu,
vzdej poctu zenichu Jezisovi.

Opévuyj blahoslavené jméno
s medem v Ustech, znamenim Zivota
Jezise, Jezise opévuj.

Kdo je ta, jez prichdzi

jako vychazejict jittenka,

krasna jako luna,

vyvolena jako slunce,

strasliva jako tabor sefazenych $ikii?

Mou dusi omrzel mtj zivot,

proti sobé pustim svou vymluvnost
v horkosti své duse.

Reknu Hospodinu:

Neodsuzuj mné,

ukaz mi, pro¢ mé tak soudis.

Cozpak ti pfipada dobré

mé takto falesné pomlouvat

a napadat mé¢, dilo tvych rukou,

nebo podporujes zaméry bezboznikd,

i kdyz vis, ze jsem nic bezbozného
neudinil,

protoze neni nikdo,

kdo by mohl z tvych rukou uniknout?

Mt 11,28; Jan 6,52b; Jan 6,57 / Matthew 11:28, John 6:52b, John 6:57

Venite ad me omnes,
et ego reficiam vos.

Panis, quem ego dabo vobis
pro mundi vita.

Qui manducat meam carnem
et bibit meum sanquinem,

in me manet et ego in eo.

Pojdte ke mné vSichni

a ja vam dam odpocinuti.
Chléb, ktery vam dam

za zZivot svéta.

Kdo ji mé télo

a pije mou krev,

zlistava ve mné a ja v ném.

Fair daughter of Judah,
born of lovely Zion,
pay tribute to the bridegroom Jesus.

Sing the blessed name
with the taste of honey, the sign of life
sing Jesus, Jesus.

Who is she that comes

like the rising dawn,

fair as the moon,

clear as the sun, and

terrible as an army arrayed for battle?

My life has wearied my soul, and

I shall turn my eloquence against myself
in the bitterness of my soul.

I shall say to the Lord:

Do not condemn me,

show me why Thou judgest me so.
What good is it in Thine eyes

to slander me

and oppress me, work of Thy hand,

or to give aid to the plans of the wicked,
knowing that I have done nothing evil,
for there is no one

who can escape Thy hand?

Come all of you unto me,
and I shall give you rest.

The bread I am giving you

is life for the world.

Whoever eats my body

and drinks my blood

shall remain in me, and I in him.
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