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Wenceslai Philomathis Musicorum libri quattuor ix

Uvodem

“Musica est scientia bene modulandi.”'
Aurelius Augustinus

V déjinach ceského ndroda patfi vyznamné misto jednomu typu intelektudlné za-
méfené osobnosti, ktery by se dal nejlépe oznacit jako “vzdélavatel”. Spi§ vSestranny
popularizator, eklekticky a primérny literdt pracujici nendpadné a bez velkého naroku
na odménu pro $kolu a obecny uzitek nez specidlné zaméfeny védec s origindln{ in-
venci, ktery by otviral nové obzory, natoZ se doZil uzndni. Takovych osobnosti bylo
jisté dost v kazdé dobg, ale v pripad€ naSich déjin si nelze kulturni dédictvi nékterych
epoch bez nich vibec predstavit.

Tak jako byla a je jednim z rystt domédciho kulturniho a uméleckého Zivota vzdy
znovu prerusovand kontinuita zplisobovana politickymi a spoleCenskymi zvraty, tak
také oblast vzdélavatelstvi zstdvd jednou z mala, kde 1ze dolozit i opak, pokracovani
vyvoje, vzdjemné navazovdni — at uz v kladném, nebo kritickém smyslu — na vysled-
ky, ke kterym dospéla pfedchozi generace a které tak ¢asto odsoudila spolecenskd
zména k zapomenuti. Alespoil mezi jednou osobnosti relativné zndmou a jednou téméf
neznamou se takova souvislost nabizi — mezi Janem Blahoslavem (1523-1571) a Vic-
lavem Philomathem. Pfim4d linie je tu na mist&, dvé z Blahoslavovych vyznamnych
praci si nelze bez Philomatha predstavit. Oba se totiZ setkali na poli ¢eské gramatiky
a na poli hudebni pedagogiky. Zatimco Philomathovu Etymologii podrobil Blahoslav
ostré a mdlo spravedlivé kritice ve své Gramatice, v Muzice mlcky Cerpal z jiného Phi-
lomathova dila, latinské hudebni uéebnice nazvané Musicorum libri quattuor.

Tato kniha, kterd vySla poprvé v roce 1512 a pak jesté Ctyfikrat v letech 1518, 1523,
1534 a 1543, se stala jednou z nejoblibenéj$ich hudebnich ucebnic prvni poloviny
16. stoleti. Vyplyvd to nejen z poctu vyddni, ale i z prokazatelného vlivu na fadu dal-
sich autord. VZdyt Philomathovy verSe — kniha je totiZ napsdna v hexametrech — s ob-
libou citovalo nékolik dalich vlivnych hudebnich pedagogi 16. stoletf, jako byli Mar-
tin Agricola (1486-1556), Georg Rhau (1488-1548) a Johannes Galliculus. Byli spjati
s Wittenbergem, univerzitnim méstem, v némz studoval také Blahoslav, a prostifednic-
tvim pocetnych edic jejich knih se Philomathovy verse tiskly po celou prvni polovinu
16. stoleti. Rhanovo Enchiridion vyslo do roku 1553 ¢&trndctkrat a v ném i Rhauova
chvidla Philomatha, o némz pi3e, “ponévadz je clovék jak v poetickém, tak v hudebnim
uméni nejpoucenéjsi, neostychal jsem se ddt prednost jeho ver$im pied jinymi”.? Jeho
ver$e najdeme vSak i v hudebnim slovniku Tomdse Baltazara Janovky vydaném v Pra-
ze v roce 1701 a ve spisu Johanna Gottfrieda Walthera Praecepta der musicalischen
Composition z roku 1708.

! “Hudba je znalost spravného zpévu.”
2 HELFERT, s. 126.
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X Martin Horyna

JiZ Philomathovi soucasnici a nasledovnici rozpoznali hodnoty uloZené v jeho dile.
Nyni, téméf po péti stech letech od jeho vzniku, v dobé vyrazné renesance zdjmu
o starou hudbu a o jeji interpretaci co moznd nejbliZsi origindlu, vynikaji o to vice ty
stranky jeho knihy, které si v§imaji dobového zplsobu provddéni hudby. Mohou ndm
prozradit mnoho o Zivé hudbé doby kolem roku 1500, navic o hudbg, kterou zpivali
nasi predkové v dobé rozkvétu doméci hudebni kultury na pfelomu 15. a 16. stoleti
a jejimuz pozndni a docenénf jesté tolik dluzime. Kéz toto vyddni Philomathovych Ctyr
knih o hudbé, jez vznikalo v n€kolika etapdch v letech 1988-1997 a obsahuje origindl-
ni latinsky text, zrcadlovy Cesky preklad a komentdf, pomiZe ony dluhy splatit.

Na tomto misté bych rad podékoval piniim Michaelu Bernhardovi za cenné rady
a materidlni pomoc, Jifimu Matlovi za p¥fnosné pfipominky k edici latinského textu
a k jeho pfekladu a za upozornéni na prameny a citace v Janovkovi a Waltherovi, Jaro-
mirovi Cernému za laskavé pfehlédnuti textu.

Martin Horyna
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Wenceslai Philomathis Musicorum libri quattuor xi

Vaclav Philomathes:
osudy autora a jeho dila

O autorovi samotném toho neni mnoho zndémo. Podle vieho se narodil kolem roku
1490 v Jindfichové Hradci. V rodném mésté asi vychodil mistni farni $kolu a pravdé-
podobné prosel praxi détského zpévacka, mendika, choralisty. Kazdodenni zpév pfi
bohosluzbdch, ddél chudého Zacka, byl nejlepsi $kolou dobové chramové hudby (ji-
nou se ve své knize nezabyvd), a navic mu mohl oteviit dalsi cestu ke vzdéldni, nebot
pro chudého ¢lovéka to byla v tomto sméru cesta jedind. Ze byl Philomathes nemajet-
ny, lze &ist mezi fadky dedikace CtyF# knih o hudbé jindfichohradeckému fardfi Janu
Kaplickému,' v niZ ho Philomathes nazyvd “svym pdnem”, jemuZ musi byt véCné za-
vazan kviili dobrodinim, kterd mu prokézal, a s jinym ddrkem neZ s vénovanim kniZky
pied n&j pfedstoupit nemiZe. Kromé sboru choralistd existovalo v Jindfichové Hradci
také literdtské bratrstvo, cechovné organizované sdruZeni vzdélanéj$ich méstand, jez
mélo na starosti zpév o nedélnich a svate¢nich msich a v adventu o rordtech. Jindficho-
hradecké literdtské bratrstvo bylo zaloZeno 6. biezna 1489 a jeho zaklddaci listina je
nejstar$im dochovanym dokumentem toho druhu vibec. V roce 1491 dostalo bratrstvo
darem pergamenovy gradudl, ktery se také dochoval do dnesnich dnli.? Teply predpo-

' O ném viz TepLy, 1172, 5. 40-48.

2V Cechiach byl od doby husitské reformace na za¢dtku 15. stoleti aZ do rekatolizace na konci
dvacdtych let 17. stoleti hudebn{ Zivot mé&stskych kosteld pfizpisoben podminkdm “chudé cirk-
ve”. Profesiondlni sily byly velmi omezené (varhanici, $kolni kantofi a rektofi), nezbytnd byla
spoluti¢ast laikd, sil amatérskych a poloprofesiondlnich. Situace byla obdobna (pfi tolerovaném
dvojvéii) jak v utrakvistickych (sub utraque, podoboji), tak v katolickych méstech, jez byla v men-
siné. Ke katolickym méstim kromé Plzné, Ceskych Budéjovic a Ceského Krumlova patfil, ales-
poii podle katolické farni spravy a konfesijni p¥islu§nosti vrchnosti — panii z Hradce — soudg, i Jin-
dfichiiv Hradec. Hlavnimi institucemi zaji§(ujicimi kostelni zpév byly 8kola a literdtské bratrstvo.

Skoly mély kazdodenni zpév rannich mi{ a nedpor na starosti po celé toto obdobi, vice infor-
maci o skupindch chudych zdkit vydrzovanych pii Skoldch pravé kvili zpivdni se v pramenech
objevuje od prelomu 15. a 16. stoleti. Za idedlni byly povaZovény skupiny 8, 12 nebo 14 studentt
nazyvanych choralisté (chorales, cantores, pueri, mendici, kampani, dy$kanti, zp&vécci), jeZ vedl
$koln{ kantor nebo rektor. Krom& zpévu chordlu a polyfonie v kostele méli na starosti i plnén{
reprezentaénich funkei v Zivot® mésta, zpivali pfi zaseddnich méstské rady, pfi volbé purkmistra
apod. (cf. TepLY, 172, 5. 290-302).

Od konce 15. stoleti vznikala takzvana literdtskd bratrstva, cechovné organizované spolky
mé§tant, kteff méli na starosti nedélni a svdte¢ni zpév. Reprezentativn{ literdtské zpévniky z doby
kolem roku 1500 obsahuji vétSinou latinsky chordl pro nejvétsi svétky cirkevniho roku, soubor
jednohlasych latinskych pisni (tzv. cantiones) a soubor archaickych polyfonnich skladeb vznik-
lych vétinou v pritbéhu 14. a prvni poloviny 15. stoleti. Vedle tohoto pomérné ustdleného vybéru
starobylych vicehlasych pisni, vicetextovych motet (cf. CErNY) a Gdstek meSniho ordinaria vsak
literdti zpivali i soudobou polyfonii nizozemského stylu. Jejim nejvyznamnéj$im pramenem z li-
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Xii Martin Horyna

kladal, Ze Philomathes byl za Kaplického fardfovdni kaplanem,® nic viak nenasvédcu-
je tomu, Ze by uZz byl v dobé vydani svych Cty7 knih 0 hudbé knézem.

Kolem roku 1510 vstoupil Philomathes na videriskou univerzitu, kde v roce 1511
napsai (podie chronogramu v poslednim versi dila) a v roce 1512 tiskem vydal svou
knihu o hudbé.* Tato dvé data jsou jediné spolehlivé informace o jeho Zivot&. Nardzku
na zdkovskou cvitebnu (tironica palestra) v dedikaci, praktické zaméfen{ spisu a mi-
nimum odkazli na spekulativni hudebni teorii 1ze interpretovat tak, Ze prace vznikla na
zdklad¢ absolvovdn{ univerzitni bursy, kde mohl autor rozvijet zkusenosti, které zis-
kal uz jako choralista. Z ldtky pfedndSené o hudbé na artistické fakulté se do knihy
dostalo pomérné malo, nebo Philomathes nepovazoval za nutné z hlediska svého z4-
méru zat€Zovat text spekulacemi.

Dalsi stopou, kterou po sob& Philomathes, ted uZ knéz, zanechal, je Cesky psand
Etymologia, vydand v roce 1533 v Ndmésti nad Oslavou spolu s Gramatikou ceskou
BeneSe Optdta z Telce a Petra Gzela z Prahy, jim? radil pfi prekladu Nového zdkona
vydaného v témZe roce.” Nic vic o jeho osudech neni zndmo, ddle uZ miuvi pouze dilo.
Etymologia vy3Sla naposledy v roce 1643 a Philomathovo jméno se objevilo jesté v roce
1708 u citdtu ve spisu Praecepta der musicalischen Composition® Johanna Gottfrieda
Walthera a v roce 1732 v hudebnim slovniku Musicalisches Lexicon” téhoz autora, kde
je mu vénovdno celé slovnikové heslo.

Pfijmeni Philomathes, které ziejmé dobie vyjadiovalo zaméfeni jeho osobnosti
(Phopads = discendi cupidus, “milujici pouceni, touzici po pouéeni™), pouzival
nejpozdéji od doby vydani CtyF knih o hudbé. Forma psani kolisa mezi Venceslaus Phi-
lomathes, Philomates, v pfedmluveé k prvnimu vydédni Etymologie je tvar “knéz Wic-
law Philomates”,® Blahoslav pouZivd tvary “knéz Wiclaw, jemuz pijmi Filomates”
nebo “Wicslaw Philomathes”.? Vechny tfi tvary tohoto pfijmeni jsou doloZitelné
i u dalSich domdcich humanistickych bdsnika 16. stoleti, ktefi ho pouzivali.'” S ohle-
dem na latinskou podobu se pfidrZuji tvaru Philomathes.

Prvni zminka o Philomathovych CryFech knihdch o hudbé jako o literarnim dile do-
mdctho humanismu v nové dobé je z roku 1894,'' o muzikologicky pohled na dilo se

terdtskeho prostfedi je tzv. Specidlnik (cf. Vanisova). Po roce 1530 se chordl a archaickd polyfo-
nie pfeklddaly do CeStiny pro Cesky zpivajic bratrstva, do nichZ vstupovali méné vzdélani mésta-
né, nelatinici. Po pfechodném utlumu literatské ¢innosti v poloviné 16. stoleti zaznamenala literdt-
skd bratrstva druhou éru rozkvétu v dobé mezi léty 1570-1620, doprovdzenou znaénou produkci
domadci polyfonn{ tvorby.

3 TepLy, 11/2, s. 48.

¢ Impressum nese datum 26. ervence 1512, dedikace 1. srpna 1512.

S Rukovef, 4, s. 165-166.

¢ WALTHER, Praecepta, 1, 352, s. 184.

7 WALTHER. Musicalisches Lexicon, s. 478a: “Philomates ( Wenceslaus) von Neuhaus (de Nova
Domo) gebiirtig. hat eine Musicam planam in lateinischen Versen geschrieben, so an 1512 zu
Wien, auch an 1543 zu Strassburg gedruckt worden. Martinus Agricola hat dergleichen An-
merckungen in prosa dariiber verfertigt.” Cf. DLABAC, 11, sl. 456-457; tam i dal3{ star3f literatura.

% Podle Knihopisu, IU/S, ¢. 6637.

? Podle JireCkovy edice obou gramatik.

' Rukover, 4, s. 164-171.

' Joser TRUHLAR, Humanismus a humanisté v Cechdch za krdle Viadislava I1., Praha 1894,
s. 191. — Prvni bibliograficky popis podal ANTONIN TRUHLAR, PFispévky k déjindm studii humanis-
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Vdclav Philomathes: osudy autora a jeho dila xiii

prvai pokusil Viadimir Helfert ve studii Muzika Blahoslavova a Philomatova z roku
1923. Je vénovéna hlavné Philomathovu vliva na Muziku Blahoslavovu, ale v&ima si
i zdvislosti Agricoly a Rhaua na Philomathovi. Helfert mél v imyslu Philomathovy
CryFi knihy o hudbé vydat,? ale slibend edice nikdy nevysla. Nezdvisle na Helfertovi
vyuZil tfeti knihu Philomathova dila, vénovanou fizen{ sboru a spravnému zpisobu
zpévu, Robert Haas v knize Auffiihrungspraxis der Musik z roku 1931 v kapitole
o dirigovdni v 16. stoleti.”* V mezivéle¢ném obdobi se o ni zminil je§té G. Schiinemann
v Geschichte der deutschen Schulmusik jako o jedné z ranych humanistickych uceb-
nic"* a F. Teply ve svych Déjindch mésta Jindfichova Hradce. Z povile¢ného obdobi
jsou dileZzité prdace J. Trojana, Muzika Vdclava Philomatha z JindFichova Hradce"*
a E. Apfela, Geschichte der Kompositionslehre (1981), v nichZ je poddn stru¢né obsah
¢tvrté knihy Philomathova dila v rdmci kapitoly vénované némecké nauce o kontra-
punktu a kompozici mezi Adamem z Fuldy a Glareanem.!®

Kromé slovnikovych hesel,'” faksimilovych ukdzek' a zminek v souhrnnych do-
mdcich pracech z déjin hudby'? 1ze obecné zminky o Philomathovi svédéici o jeho roz-
Sifeni najit jesté v pracich Witkowské, Niemollera?® a Kabelkové,?' specidln&jsi pak
u Muzikové,? ktera srovnava Zidkiv piistup k otdzkdm hudebni reprodukce s Philo-
mathovym a Blahoslavovym.

Charakteristika knihy, Philomathovy zdroje

V dobé kolem roku 1500 vznikl a pomoci knihtisku se rozsitil novy typ prakticky
zaméfené hudebni ucebnice,™ urcené hlavné pro potieby latinskych humanistickych
Skol, jak partikuldrnich, tak zfejmé univerzitnich pfipravek a burs. Tuto tradici zahdji-
ly Wollickovy a Cochlaeovy tisky a postupné se béhem prvni poloviny 16. stoleti vy-
tvorilo nékolik center, vétsinou ve stfedoevropskych univerzitnich méstech, s bohatou
produkci téchto u¢ebnic. Kromé Kolina nad Rynem, Lipska, Norimberka a Krakova to
byla také Viden a Wittenberg. Viechny ucebnice maji celkem jednotnou strukturu
a podobny obsah. K humanistickym ndleZitostem patii doporucujici basné a vénovani
ve formé dopisu. Uvodni ¢4st vlastniho textu je (ne vzdy) vénovana definicim a klasi-
fikacim hudby, jejichz tradice sahd aZ k Boéthiovi a Augustinovi, legenddm o pivodu
hudby apod. Dal$i obsah je jiz zcela prakticky a standardné je jeho prvni ¢dsti musica

tickych v Cechdch, in: Ceské museum filologické 5. 1899, s. 81sqq.. stru¢ny popis knihy m4 také
WINTER, S. 575-576.

2 HELFERT, 8. 125.

* Haas, s. 105, 124, 125.

4 SCHUNEMANN, 8. 61, 114,

' Disertace na brnénské univerzité, 1950.

' ApreL, Geschichre, s. 250-254.

7 LCL, 11172, 5. 9012-902a; CSHS, 11, s. 299 (Cernusdk); MGG, 10, s. 1209-1210 (Buzga); Ru-
kovetr, 4, s. 165-166, zde téz evidence dochovanych exemplait Musicorum libri quattuor).

® Déjiny ceské hudby v obrazech, obr. 63,

¥ CErRNUSAK, 5. 106; Ceskoslovenskd viastivéda, 1X/3, s. 86; Hudba v ceskych déjindch, s. 140.

0 WITKOWSKA, s. 15, NIEMOLLER, Untersuchungen, s. 566.

3 KABELKOVA, s. 48-50.

= MuzikovA, Musicus — cantor, s. 25.

' SCHUNEMANN, s. 59-69; NIEMOLLER, Die Musica Gregoriana, s. 248-264.
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plana, ktera pojedndva o chordln{ notaci, solmizaci, intervalech, psalmodii, cirkevnich
modech atd. podobnym zplisobem jako chordlni traktdty predchozi epochy. Druhou
¢asti je pak musica mensuralis, nauka o menzurdlni notaci, tieti ¢dsti nauka o kontra-
punktu.

Stejnym typem uéebnice je i Philomathiv spis Musicorum libri quattuor. Prvni vy-
dan{ knihy vlastn€ nemd samostatny titulnf{ list, hned za jménem autora a ndzvem spisu
nasleduji doporucdujici bdsné pratel a dedikace Janu Kaplickému. Obsah knihy je na-
znaéen v Prohemiu, vyloZen je pak ve ¢tyfech knihdch zabyvajicich se postupné cho-
rdlem, menzurdlni notaci, fizenim a sprdvnym zplsobem zpévu a naukou o kontra-
punktu. Od ostatnich se li$i pouze jednim obsahovym rysem - tfeti knihou o hudebni
reprodukci — a jednim vnéj$im rysem: celd ldtka je poddna v hexametrech. Ackoli se
u Philomathovych sou¢asnikli verSe objevuji — v ivodech, ve shrnutich ldtky na konci
kapitol (u Agricoly, Rhaua a Gallicula jsou to pravé Philomathovy verSe) —, Zddn4 jind
z uCebnic té doby uZ neni celd ve verSich. Philomathes je v tomto sméru zdvére¢nym
¢lankem stfedovéké tradice, kterd sahala k verSovanému traktovéni u¢ebni latky vzhle-
dem k moZnosti memorovani a snadnéj$iho zapamatovan{ velmi ¢asto.** Jako by vedla
piima4 linie od Guidonovych Regulae rhiythmicae (kolem 1025) pfes spis Summa musi-
ce (kolem 1200), kdysi pfipisovany Johannovi de Muris, a Flores musice omnis cantus
Gregoriani od Hugona Spechtsharta von Reutlingen k Philomathovi.

Spechtshart své dilko pro adepty knéZstvi napsal v roce 1332 a doplnil v roce 1342.
Latku rozélenil na Prohemium, v némz seznamuje Ctendie s d¢elem knihy, s definici
a klasifikaci hudby, s jejimi pivodci a G¢inky. a Ctyfi principalia vénovand solmizaci,
nauce o monochordu, intervalim a osmi cirkevnim modim. V3e podal na plose
635 leoninskych hexametrd.>* Ve §trasburském vyddni z roku 1488 jsou verse doplnény
komentdfem v proze. Flores musice mély velky vliv na vét§inu stfedoevropskych
traktdtd a ucebnic 15. a zacitku 16. stoleti. Clenéni na Prohemium a &tyfi knihy (byt
¢dsteéné s jinym obsahem) zachovdvd Anonymus Bartha, obé Wollickovy prdace (Opus
aureum je interpolovdno Spechtshartovymi ver$i, Enchiridion obsahuje elegickd di-
sticha), Cochlaeovo Tetrachordum, Ornitoparchtv Micrologus, Gaffuriova Practica
musice i Philomathovy Musicorum libri quattuor (rozsah této skladby je 658 hexa-
metrd).

Philomathova inspirace Spechtshartem je zfejmd i z nékterych formulaci, pfimym
citdtim se viak vyhyba. Dal$im jistym vzorem mu byla anonymné vydand, Cochlaeo-
vi pfipisovand Musica (téZ Introductorium musice, mezi 1496-1506) a zd4 se, Ze ze
vzorovych $kolskych ucebnic kolem roku 1500 jesté stacil poznat Tetrachordum mu-
sices téhoZ autora (1511) a Opus aureum (1501) i Enchiridion (1509) Nicolause Wol-
licka, Wollickiiv vliv v8ak byl slabsi.

Dalsi Philomathovy zdroje by bylo mozné rozdélit podle pivodu do téchto skupin:
stftedoevropskd a v jejim rdmci i domadci tradice hudebnf teorie, univerzitni litka ¢tend
na artistické fakulté, specidlni prace (Tinctoris, Gaffurius, Conrad von Zabern), prak-
tické zkuSenosti pfeddvané ustni tradici a ziskané dc¢inkovdnim doma nebo ve Vidni,
humanistické spekulace a basnéni o hudbé, humanistick4 a anticka literatura viibec, pfi-
slovi a sentence.

* BERNHARD, s. 79, 87.
X MGG, 6, s. 868.
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Z lokdlni tradice hudebni teorie ve stiedni Evropé, jeZ se ve své dobé nedockala
tisténého vyddni a kterd je dosud zndma jen fragmentdrné, se Philomathes jednoznac-
né inspiroval chordlnim traktatem Johanna Hollandrina, ktery vznikl snad jiz pred ro-
kem 1400% a ve stiedni Evropé patiil po celé 15. stoleti k nejautoritativnéjsim. Ze se
s podobnymi formulacemi, s podobnou metodikou a s podobnym postupem vykladu
jako u Philomatha setkdvdme i v dal$ich chordlnich traktdtech 15. stoleti z této oblas-
ti,” by nemélo piekvapit. Podle stejnych ddvno ustdlenych schémat je choral vykladan
i v jiz zminénych tiSt€nych ucebnicich, jen mira simplifikace a systemati¢nosti vykla-
du je v nich veétsi. Velké rozdily nejsou patrné ani u traktati o nejméné sto let star$ich,
napf. u spisu Ad noticiam iam musice artis, zndmém z rukopisu vySebrodského kidste-
ra sign. | VB XXXIV z roku 1395, z nejméné péti dalSich prament z Rakouska a Ba-
vorska a ve zkrdacené verzi z rukopisu Mikuld$e z Kozli (mezi 1416-1421).

. Prekvapivéjsi jsou Philomathovy (byf drobné) shody s lokdlnimi menzurdlnimi
traktdty, zejména s Zidkem (kolem 1460) v ndzvoslovi punkti a v popisu symbolu pro
prolaci. Tyto spolecné zvldStnosti vynikaji ve srovndni s téméf neménnou strukturcu
a terminologii menzurdlnich traktdtt, kterd se pfes promény nota¢nich znakd udrzela
od doby vzniku vlivného spisu Libellus cantus mensurabilis Johanna de Muris aZ do
epochy ranych ti$ténych ucebnic kolem roku 1500.% Zajimavé je i dobové pouzivani
terminu seminima pro semiminimu.*’

Zidek si ve shodé s Philomathem v§ima také nékterych otdzek reprodukéni praxe,
podobné jako pozdéji Blahoslav. Tento ndpadny rys ¢eské hudebni teorie 15. a 16. sto-
letf, pro ktery bychom hledali jen obtizné¢ zahrani¢n{ obdobu, nelze vysvétiovat jako
ndhodu, pravdépodobné je nutné predpoklddat existenci (v univerzitnim, $kolském &i
od konce 15. stoleti i v literdtském prostiedi)™ n&jakych obecné zndmych praktickych
zdsad interpretace. RovnéZ charakter Philomathovy nauky o kontrapunktu ve &tvrté
knize nevylucuje obezndmenost s lokdln{ tradic( diskantovych traktéti.

Z latky pfedndsené na univerzité znal Philomathes spis Johanna de Muris Musica
speculativa, do jaké miry se sezndmil s ndzory Boéthia,* Cassiodora nebo Isidora ze
Sevilly, nelze z jeho CtyF knih 0 hudbé vydist.

% FELDMANN, $. 99-104; MGG, 13.s. 1112,

7 Anonymus Feldmann se dochoval ve Vratislavi, Anonymus Michaelbeuern v Rakousku, jeho
druhou Cdsti je ver§Sovany menzurdlni traktdt napsany snad pro studenty prazské univerzity v roce
1369!

*® Libellus vznikl mezi léty 1340-1350 a podle po¢tu dochovanych exemplafi to byl nejrozsi-
fenéjSi menzuralni traktdt stfedovéku. Studovali ho je§té Tinctoris a Gaffurius (MicHELs, s. 27-32),
ze stfedoevropskych menzurdlnich traktdtd ho explicitné cituje traktdt Quoniam circa artem nu-
sice figurative (Schmip, s. 86sqq.).

* Zda se, ze ve sttedoevropské menzurdln{ teorii byl pted rokem 1500 tento termin pouZivan
vieobecné. Alespon tam, kde bylo moZné nahlédnout do prameni. je to evidentni. Semiminima
v mnoha novodobych edicich je zfejmé bezdécnou emendaci §patné Citelnych zkratek rukopisé
15. stoleti.

M Z prostiedi literdtskych bratrstev, byt az z druhé poloviny 16. stolet, lze existenci takovych
zdsad potvrdit. Philomathovu textu je napf. pffbuznd marginélie v tdborském kanciondle (cf. pozn.
*102) a podobnymi otdzkami se zabyvd také v Jaroméfi dochované verSované Napomenuti literdt-
ské tém, kteri dobFe zpivati neuméji, vvdané z hlavniho mésta Prahy z kiru Tejnského (DANEK,
S. 237-239; EXNER).

' Boéthius je jediny autor, na kterého se jmenovité odvoldvi, cf. [, 64.
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Za pozoruhodnou je tfeba povaZzovat $ifi Philomathovych znalosti Tinctorisovych
a Gaffuriovych spist, které patfily ve své dobé k vrcholu soudobé hudebni teorie a pro
autory humanistickych ucebnic pfedstavovaly nejvy$si autoritu. Z Tinctorise znal
Philomathes nejen tiskem vydané Terminorum musicae diffinitorium (1495), ale jisté
i tiskem nevydané spisy Liber de arte contrapuncti (1477),** Proportionale musices
(1473),” moznd té2 Liber de natura et proprietate tonorum (1476)* a Complexus ef-
Sectuum musices (1472-1475).> Z Gaffuriovy Practica musice (1496) &erpal na riiz-
nych mistech tfeti a ¢tvrté knihy. Mistem, kde se s touto literaturou mohl nejspise se-
tkat, byla rovnéZ univerzita.

V piiru¢ce Conrada von Zabern De modo bene cantandi choralem cantum (tiskem
poprvé 1474) nasel Philomathes mnoho podnétii pro svou tieti knihu, pfetvarel si je
viak po svém. Zatimco Conrad se zabyva spi§ filozofii, estetikou a etikou spravného
zpiisobu zpivani, Philomathes zlstdvd v roviné poetiky, praktického ndavodu, jak se za-
chovat v urcité situaci.

Za praktické zkuSenosti Ize povazovat mnohé z rad uvedenych ve tfeti knize, po-
uzivanf “Ceské” rhombické chordlni notace v pfikladech z prvni knihy* a ptiklady
menzurdlnich kompozic z druh€ a &tvrté knihy. V3echny jsou napsany zruénym kontra-
punkiem ve stylu tfeti generace nizozemskych autori, v rozporu s Philomathovym nd-
vodem k postupné komponované vété pisiiového stylu? jsou slozeny moderné;jsi tech-
nikou soucasné komponovanych hlasd.* Zavér kapitoly o “fugdch” (IV, 78) je, jak se
zdd, vzpominkou na spole¢né skldddni kdnonu ve $kole.¥

Bylo by moZné rozsahie spekulovat o mife vlivu videsiského prostiedi na Philo-
matha. Rakouska metropole byla v dobé cisafe Maximilidna I. (1493-1519) jednim
z hlavnich center stfedoevropského hudebniho Zivota. K okruhu dobfe fungujici dvor-
ni kapely patiila celd fada vyraznych skladateld.* Univerzitou, na které svou knihu vy-
dal a kde zfejmé také byla “posvécena naddnim nejvzdélanéjsich muzd”, proslo na po-
¢dtku 16. stoleti nékolik vyznamnych osobnosti, které mohl Philomathes poznat. Za-

¥ Cf. pozn. 143, 144, 146, 156, 164, *99 a *137.

** Viz nardzku na “u¢eného doktora”, jez se tykd pravdépodobné Tinctorise (I1. 173), cf.
pozn. 109 a *86.

* Cf. definici modu (1, 62).

% Viz Prohemium, cf. pozn. 2 a 6.

* Otdzkou ziistdvd, kde vznikly §togky pro tisk téchto chordlnich piikladd. Cista rhombika se
mimo dzemi Cech nepouzivala, miseni s notadnim systémem béZnym v némecky mluvicich ze-
mich se v pifkladech nevyskytuje.

7 Cf. ApeeL, Diskant, s. 164, jenz ji definuje jako “CtyFhlasou roziifenou vétu” typickou pro
kontinentdlni chanson 15. stoleti.

*¥ Cf. ApreL, Diskant, s. 181, jenz ji definuje jako “vicendsobné dvojhlasou vétu™ odpovidajici
anglické polyfonii 15. stoleti, pozdé&ji nizozemskému motetovému stylu.

* Site Philomathovych praktickych zkusenosti nepodminénych studiem na artistické fakule,
relativni zastaralost jeho nauky o kontrapunktu a zbéhlost v dobové odborné literatufe vnucuji
otdzky, zda se nenarodil dfive neZ “kolem roku 1490”, zda nezacal ve Vidni studovat diive nez
“kolem roku 1510, nebo zda nesbiral univerzitni zkuSenosti jiz pfed videiiskym studiem na jiném
misté, ¢i zda praktické zkuSenosti takového rozsahu nemél mit kazdy dobry kostelni zpévak.

* Maximilidn 1. by! prosluly svym nadSenim pro hudbu. K jemu blizkym autordm patfili napf-.
Paul Hothaimer, Heinrich Isaac, Ludwig Senfl, Heinrich Finck (New Grove, 8. s. 11-13), v pro-
stfedi kapely se dostalo hudebni vychovy mj. i skladateli Baltasaru Resinariovi (asi 1485-1544,
pochdzel z Déina, pozdéji pisobil v Ceské Lipé, viz MGG, 11, s. 308-309).
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tim se zdd, ze urcity vliv na ného mohl mit Othmar Luscinius (1478/80-1537), ktery
byl od roku 1505 ve Vidni Greffingerovym Zdkem ve hie na varhany a asi do roku 1509
na univerzité pfedndel hudebni teorii.*! PredndSenou ldtku pozdéji publikoval ve dvou
knihdch. Téméf vsechna shodna nebo podobnd mista s Philomathem v8ak 1ze interpre-
tovat jako dobové loci communes. Skladatel Wolfgang Greffinger (1470/80-1515) byl
varhanikem u sv. Stépéna, na univerzité se imatrikuloval v roce 1509.# Na videnské
univerzité se péstovala také spekulativni hudebni teorie, vénovali se ji matematici
Heinrich Grammateus*® a Erasmus Heritius z jiho¢eskych Hofic.* Minimalni vliv na
Philomatha lze konstatovat u spisu Simona de Quercu Opusculum musices (tiskem
Videni 1509), ktery svou neobvyklou hudebni terminologii ponékud vybocuje z fady
tehdejsich praktickych ucebnic.

Ucel, rozsah

Philomathovy Musicorum libri quattuor byly podle jeho vlastnich slov ureny za-
cdtecnikim (tiro, tirunculus). Autor zdlraziuje, Ze chce byt struény, Ze odkryvd jen
zacdtky, a proto je tfeba latku doplnit odjinud. Pfesto nelze fici, Ze by toho mnoho chy-
bélo a Ze by kniha obsahovala vyhradné zacate¢nickou latku. Lze za ni povaZzovat cho-
rélni navku a zdklady menzurdlni notace,* ale nikoli nauku o fizeni* a kontrapunktu.
Rozsah i zdbér se nelisi od stfedné velkych ucebnic (Cochlaeus, Wollick, Ornitopar-
chus), vyjadfovani je vSak zhu§ténéjsi.

Oproti nékterym svym koleglim, kteti se rddi blyskli u¢enosti a zb&hlost{ v antic-
kych autorech, Philomathes vynechdvd v3e nepodstatné a pro praxi doby zbyte¢né,
napf. uceni o tetrachordech a jejich diatonickém, chromatickém a enharmonickém
rodu, zavadéni mensich intervall nez piltdn (diesis, comma), feckou §kdlu, ué¢eni 0 mo-
nochordu a kosteln{ accentus.*’ V ramci dispornosti Setii i definicemi, typické jsou za-
¢atky kapitol mific{ pfimo in medias res. V nauce o kontrapunktu vynechdva oblibené
tabulky souzvukd moZnych ve tithlasé a étyrhlasé véte, vétSinu “nepovinnych” pravi-

4 PieTZSCH 1936, 5. 289; New Grove, 11, s. 340.

42 PiETZSCH 1936, 5. 285.

# Ve Vidni studoval asi v 1étech 1507-1514 (PieTzscu 1936, s. 444; New Grove, 7, s. 620).

* Ve Vidni se imatrikuloval 1501, odesel mezilety 1510-1514 (Pietzsch 1936, s. 433; KROYER;
PaLisca, s. 633). — Jest€ podle novych statut artistické fakulty videnské univerzity z roku 1537
mél pfedndSet primus mathematicus “muziku Ptolemaiovu, Boéthiovu nebo Johanna de Muris”
(PiETZSCH 1936, 5. 282).

4 Jak vypadaly uCebnice pro skute¢né zaddteéniky, ukazuji dsp&$né prace o generaci mladiiho
Heinricha Fabera Compendiolum musicae pro incipientibus (1548) a anonymné vyddvand a na
pouhych péti strandch vyti§ténd Brevissima rudimenta musicae pro incipientibus. Vysvétluji se
v nich voces, claves, hexachordy, solmizace, jednoduché znaky menzurdlni notace a ligatury.
V Rudimentech piiklady nejsou, v Compendiolu Faber demonstruje celou latku na jednoduchych
dvojhlasych kdnonech, chordini piiklady nezafazuje, protoZe “chlapci se dostate¢né cvici v kanti-
Iéndch, které se pouZivaji v kostele”.

4 Nauka o fizeni je urfena “rektorovi” sboru nebo adeptovi tohoto rektorstvi. Pokud byl Phi-
lomathiiv rektor shodny se $kolnim rektorem (cf. 111, 3-4, pozn. *89), adept by mél byt studentem
univerzity.

4 Zplsob zpé&vniho prednesu liturgickych textl celebrantem, celou tfeti knihu mu vénuje Or-
nitoparchus ve svém Micrologu.
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del kontrapunktu a téméf vSechna béznd doporuceni hlasovych postupl. Ponechdvi jen
volnd pravidla sukcesivné komponované rozsitené ¢tyihlasé véty.
Co oproti jinym pfiddvd, je unikdtni tfeti kniha vénovand reprodukéni praxi.

Jazyk, terminologie

Na jazykovou podobu a odbornou terminologii Philomathovych CtyF knih o hudbé
mély vliv dva okruhy zdrojii. K prvnimu okruhu pattily jiZ vyjmenované hudebné teo-
retick€ spisy, jejichZ terminologie byla v podstaté dédictvim stfedovéku, at Slo o ter-
miny pdvodu skutecné stiedovékého nebo antického, latinského nebo feckého, nebo
o terminologii pfevzatou z gramatiky &i rétoriky.*® VEtsin€ t&chto termint byla vlastni
mnohozna¢nost.* Napt. pojem vox mohl znamenat v riznych souvislostech hlas, nebo
solmizacni slabiku, cantus zpév, nebo hexachord. Philomathes je pouzivd shodné
s ostatnimi. Pro elementdrni hudebni nauku jsou to napf. sonus, vox, clavis, cantus,
tonus, modus, nota, pro vyjadreni melodické linie neuma, melos, melodia, modulatio,
pro melodicky vzestupny a sestupny pohyb parové dvojice termini jako arsis — thesis,
ascensio (ascendere) — descensio (descendere), intensio (intendere) — remissio (remit-
tere), pro souzvukovou stranku harmonia, symphonia, concordantia, discordantia,
congruere, convenire apod. Mezi terminy z oblasti reprodukéni praxe najdeme vedle
obvyklych termini pro zpivani jako canere, modulari, psallere a jejich béznych odvo-
zenin (cantor, concentor, concentus, succentor) i jinde nedoloZené tvary (excentor, oc-
centor). Pro tizeni pouZziva Philomathes terminy regere, regimen, moderari, guberna-
re, pro predstaveného sboru rector, pro taktovku stilus nebo virga. Vlastni okruh poj-
mi pouZzivala terminologie vyjadiujici estetické a etické soudy,” specidlni terminolo-
gii mé&la menzuralni teorie a nauka o kontrapunktu, z oblasti liturgiky pochdzelo ndzvo-
slovi zanr duchovniho zpévu.’' Zanry soudobé vicehlasé hudby (pisefi, moteto) Philo-
mathes explicitné nerozlisuje.

Druhym okruhem byla prozatim stranou ponechand humanistickd a antickd lite-
ratura. Philomathes byl také filolog a sviij pfiklon k humanistické lating vyjadiil
velmi jednozna¢né v pfedmluvé své Etymologie, v niz chvil{ Laurentia Vallu za jeho
snahu o ndpravu pokazené latiny slovy: “JakoZ pak o tom znamenité knihy (jenz

sy

maji titul Liber elegantiarum) sepsal: aby z nich se uéili vSickni, ktef{Z pravé a ¢isté

* BERNHARD, s. 80-84.

* BERNHARD, s. 84.

% Jde zejména o adjektiva amenus, decorus, dulcis, hilaris, horribilis, modestus, subtilis, tri-
stis, aptus, rectus, ritus a adverbia apte, bene, recte, rite. Prolinani hodnoticich soudi do hudebné
technické problematiky je patrné i z pouzivéani dvojice adjektiv perfectus — imperfectus a odvoze-
nych substantiv, adverbif i sloves. Jejich pomocf je ldtka rozélenéna do dvou rovin, z nichZ jedna
je nadfazena druhé. Vedle perfektnich konsonanci (oktdva, kvinta), perfektni menzury a noty dé-
litelné na t¥i ¢asti, perfektniho, uspokojivého zavéru skladby jsou imperfektni konsonance (tercie,
sexta), imperfektni menzura nebo nota o dvou &astech, perfektni menzuru, notu i konsonanci je
mozné imperfektovat apod. Jen nékdy je moZné jejich pravy smysl chdpat jako “dokonaly” — “ne-
dokonaly”, “perfektni” — “neperfektni” jako v ptipadé klasifikace souzvuki na perfektni konso-
nance, jeZ je mozné vyjadrit dokonalymi ¢iselnymi proporcemi 2 : 1, 3 : 2, a imperfektni konso-
nance, které jiZ tak jednoznac¢né a prosté vyjadrit nelze. V ostatnich piipadech je nutné tyto termi-
ny chdpat spi§ jako “lplny” — “nedplny”, “cely” — “necely”.

St Canticum, hymnus, introitus, psalmus, responsorium, versiculus, versus.
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chti latiné mluviti a uvarovati se vielijakych barbarismi a solecismd, t.j. nepravého
pievriceného a zle zvucictho mluveni. Cehoz néktefi stafi latinti ucitelé (jako Jero-
nym, Ambro? i jini jim podobni) pilné $etfili. Po nich pfisli jinf s kuchyiiskou latinou
(jako Scotus, Thomas, Albertus a jin{ jim podobni), ktefiZ aby jejich marné mudrovéni
priichod mélo, potvorné terminy (jako volitio, filiatio, ecceitas, et sic de aliis) k vili
sobé tvorili [...]."?

Valliv jazykovy brus je ve Ctyfech knihdch o hudbé patrny. V antické litaratufe
naSel Philomathes inspiraci ptinejmensim v Ovidiové Ars amatoria, coz je patrné
carmen, musa, oda, poema, nenia, hilarodicus, labdacismus. VSechny stoji svym smy-
slem na rozhrani mezi poezii a hudbou. Jsou to klicova slova dvodnich bdsni téméf
viech “muzik” ze zacdtku 16. stoleti a oslavnych bdsnf na podivuhodnou moc hudby
z titulnich listd tisténych i rukopisnych sbirek polyfonie ve stfedni Evropé od zacdtku
do konce 16. stoleti. Vyjimkou nejsou ani zpévniky nasich literdtskych bratrstev. Pra-
plivodnim zdrojem téchto pojmi byl pozdné anticky spis De nuptiis Philologiae et
Mercurii od Martiana Capelly (kolem 400), Philomathovi je vSak mohl zprostiedkovat
také videfisky krouZek humanistii zabyvajici se vztahem poezie a hudby. JiZ mezi léty
1502-1508 piisobila ve Vidni vlivnd Litteraria sodalitas Danubiana, v niZ pisobili
také basnik Conrad Celtis (1459-1508) a skladatel Petrus Tritonius (asi 1465 — asi
1525), tviirci Zdnru humanistické 6dy.>® V Philomathové dobé byl diileZitou postavou
videniského hudebniho humanismu Joachim Vadianus, jeden z autorti dvodnich bdsni
CtyF knih o hudbé. Prestoze Philomathes musel zdnr 6dy znét a termin oda je jednim
z nejcast&ji se vyskytujicich pojmé ve CtyFech knihdch o hudbé, v jejim textu neni
patrny ani ndznak toho, Ze by o ni takto uvazoval. VZdy u ného oznacuje jednohlasy
nebo vicehlasy zpév. Polyfonie pro ného znamend linedrni sloh fizeny podle vlastnich
hudebnich zdkonitosti, vztah k textu zajistuje jen vybér vhodné téniny, nikoli dekla-
mace nebo hudebni rétorika.

V Philomathove slovniku se misi tradi¢ni hudebné teoretickd terminologie s pojmy
humanistické poezie, jeZ si ziejmé osvojil v prostied{ videriského humanistického
krouzku. I jimi viak popisuje hudebni jevy spjaté s béznou praxi kostelniho zpévu,
které s aktivitami humanisti nesouvisi a jejichZ znalost si mohl Philomathes pfinést
z domova.

K jeho zpiisobu vyjadiovéni patif také prokladdni textu pfislovimi, sentencemi
a vtipnymi pfirovndnimi. Velmi rad pfirovndva zvukové projevy™ nebo zplisoby cho-
vani®® zpévdki k jejich prot&jskiim v Zivocisné fisi.

32 PHILOMATHES, Etymologia, s. 53.

53 Strohd poetika 6dy usilovala o naprosté podiizeni hudby slovu. Slo totiz o homorytmické
¢tyihlasé kompozice v rytmu, ktery otrocky sledoval krdtké a dlouh¢ slabiky stop Casomérné poe-
zie. Oda dosdhla ve stiedni Evropé znaéné obliby ve Skolském prostfedi, zpivala se na ni nejen
Horatiova poezie, ale i jeji humanistické napodobeniny a Zalmové parafrdze (MGG, 2, s. 590-594;
MGG, 9, s. 1841-1846; MGG, 13, s. 698-699). Péstovala se i na nasich $koldch (KABELKOVA), znd-
m4 je napf. sbirka 6d Jana Campana Vodnanského z roku 1618 (PoSTOLKA).

% Achantis — stehlik, alauda — sk¥ivan, bos — byk, bubo — vyr, ciconia — &ép, luscinia — slavik.

5 Caballus - ki, holor — labut.
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Edi¢ni poznamka

Za zaklad edice je vzata editio princeps z roku 1512, Jeji graficka podoba na pome-
zi sttedovéké a humanistické latiny je zachovidna, upraveno je pouze kviili snaz§i re-
cepci latinského textu psani variabilnich grafém@ v - u aj — i na zacdtcich slov (vt > wt,
Jdem - Idem), pred ndsledujicim vokalem (diuisiuus > divisivus) a ve skupiné -ij-
(varijs > variis).”® Obvyklym zptisobem jsou emendovény a v kritickém aparétu oko-
mentovdny nemnohé zjevné tiskové chyby, vyznadeny jsou tiskaiské reprezentanty,
viechny zkratky jsou rozepsdny, pficemZ doplnénd pismena jsou vytisténa zfetelné
men$im fontem (viz Zkratky a sigla, s. xliii). Sjednoceno bylo psani velkych pismen
na zacdtcich vlastnich jmen. Pavodni rétorickd interpunkce je nahrazena interpunkc{
logickou, odstranény byly tecky za nadpisy apod., zachovidno zistalo origindlni ¢lené-
ni do odstavci, vyznacené v tisku znakem @. Radky jsou &islovdny priibézné vlevo od
edice, plvodnf foliace je oznacena zcela nalevo, ¢isla verst, odpovidajici plivodnimu
rozvrzeni Philomathova dila na Prohemium a Ctyfi knihy, jsou umisténa napravo od
editovaného textu.

Latinsky text je opatfen komentdfem pod Carou, ktery obsahuje zdroje Philomatho-
vych formulaci, paralely a loci communes vybrané z dél pro Philomatha duleZitych
autord a odkazy na citace Philomathovych ver$t u Rhaua, Agricoly, Gallicula, Janovky
a Walthera. Pti vybéru paralel byl brdn urcity zfetel i na Philomathlv pozadavek vici
¢tendii, aby si sdm doplnil, co chybi. Graficka podoba paralel citovanych podle ptivod-
nich prameni je zpracovdna podle obdobnych zdsad jako edice Philomathova textu,
pokud jde o citace z novodobych edic, které vétdinou nerespektuji grafiku origindlu, je
v nich sjednocena interpunkce a psanf{ velkych pismen.

K latinskému textu je zrcadlové pfipojen Cesky pfeklad. Na formu hexametri bylo
rezignovdno. Snahou pfekladatele bylo prevést text do ¢estiny co moznd nejvérnéji;
zda se mu to podafilo, nechf laskavé posoudi ¢tendf. Af ma pfitom na zfeteli, Ze mnohé
latinské terminy se pro svou mnohoznac¢nost vzpirajf jednozna¢nému piekladu a zdro-
veil implikuj{ Cetné slovni hiicky, které preklad smaZe. V textu byla fada latinskych
termint ponechdna, vétSinou §lo o téZko prelozitelné odborné vyrazy z nauk o grego-
ridnském chordlu, menzurdlni notaci a kontrapunktu, které by mély byt srozumitelné
i Ceskému Ctendfi s urCitou zkuSenosti v oboru, nebo o internacionalismy. Jejich smys!
v dobové hudebni teorii je viak ¢asto ponékud odliSny od vyznamu, ktery nesou v sou-
¢asné lexikdln{ zdsob&.”” Dopliiky, rozsifujici preklad jen v pfipadé malé srozumitel-
nosti Philomathova zhusténého vyjadfovdni, jsou vytiStény zfetelné mensim pismem.

Pozndmky k ¢eskému prekladu obsahuji dopliujic{ informace a komentdi k Philo-
mathovu textu, pfeklady vybranych Philomathovych zdrojG, paralel a spole¢nych mist
z dél dalsich autorti a paralely z Ceské hudebni teorie 16. stoleti. Komentai smétuje ve
shodé s Philomathem k interpretaéni praxi, odkazuje na piiklady konkrétnich skladeb.
méné se zabyva problémy ryze notalnimi.

Do textu jsou viozena faksimile notovanych pfikladii v chordin{ a bilé menzurdini
notaci a nékolik reprodukci vybranych stranek origindlniho tisku (ff. al’, al¥, c4', d17,

% Grafika dal8ich vyddni (1523, 1534) byla pfizplisobena humanistické normé, kromé jinych
dvodnich ver§ili ve vydani z roku 1523 a nové Rhauovy predmluvy ve vydani z roku 1534 v nich
nebyly provedeny Zdadné obsahové zmeény (cf. Rukover, 4. s.166).

7 Cf. zmin€nou dvojici “perfektni” — “imperfektni™, pojem symphonia apod.
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d4, e5' a e6"). Pro tyto ucely byl pouZit s laskavym svolenim majitele exemplaf Musi-
corum libri quattuor chovany v Lobkowiczké roudnické knihovné (sign. I Bc 21,
piiv. 4).°® Transkripce piikladd z chordlni a bilé menzurélni notace do dnes uzivaného
systému a obvyklych kli¢l je provedena podle béznych zdsad.”

¥ Toto vydani md 22 listi formdtu 20 x 14 cm, rozmér zrcadla je 16,4 (maximainé 18,2) x
12,5 cm.

* Ligatury pitkladd v chordlni notaci jsou oznaceny kulatymi oblou¢ky nad notami, Philoma-
thiv znak pro recitantu — ¢ernd nota obdélnikového tvaru — je nahrazen prézdnou notou obdobného
tvaru. Ligatury piiklad( v bilé menzurilni notaci jsou oznadeny hranatymi svorkami, kolor ¢drko-
vanou svorkou.
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Introduction

“Musica est scientia bene modulandi.”’
St. Augustine of Hippo

In the history of the Czech nation, an important role was played by those intellec-
tuals who could perhaps be best described as “educators™; and specialising scientists
endowed with original inventiveness, better described as multi-faceted propagators,
eclectics, writers of average quality, working inconspicuously to the benefit of the
school and community, without expecting any reward, who would open new horizons.
There were certainly many such people living in every period of time — but in the case
of Bohemian history, the cultural heritage of certain epochs is not conceivable without
them.

Political and social changes influenced the typically interrupted continuity of the
local cultural and art life. The same interruptions occurred in education: further
development (positive or negative) was linked to the work of past generations, which
social changes so often relegated to oblivion. Such relationships could be found be-
tween two personalities, one of them relatively famous, the other almost unknown —
Jan Blahoslav (1523-1571) and Viclav Philomathes. Their direct linking must be
stressed ~ two of Blahoslav’s important works are unthinkable without Philomathes.
They met in the fields of Czech grammar and music education. While Philomathes’
Etymologia [Etymology] was heavily, but unjustly, criticised by Blahoslav in his
Gramatika ceskd [Czech Grammar], in his Musica he silently used Philomathes’ other
work, a Latin music tutor Musicorum libri quattuor.

This book was first published in 1512, and reprinted in 1518, 1523, 1534 and 1543;
it became one of the most popular |6th-century music tutors. This can be shown not
only by the number of reprints, but also by its influence on other authors. Philomathes’
poem (he used the hexameter metre) was quoted with delight by several influential
music specialists, such as Martin Agricola (1486-1556), Georg Rhau (1488-1548) and
Johannes Galliculus. All of them were linked in various ways with the university town
of Wittenberg, where Blahoslav also studied, and through numerous editions of their
own works, Philomathes’ verses were printed continually during the first half of the
16th century. Rhau’s Enchiridion was published fourteen times up to 1553, including
his praise of Philomathes, about whom he says: “as he is the most skilled man in the
arts of poetry and music, I did not hesitate to prefer his verses to others”.? His verses
are to be found aiso in Thomas Balthasar Janovka’s music dictionary Clavis ad

' “Music is the understanding of the correct way of singing.”
° HELFERT, p. 126.
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thesaurum magnae artis musicae (Prague 1701) and in Johann Gottfried Walther’s
Praecepta der musicalischen Composition (ms., 1708).

Philomathes’ contemporaries recognised the value of his work. Now, almost five
hundred years after its origin, at the time of a strong interest in early music and its his-
torically informed interpretation, the pages of his book dealing with music perform-
ance are of special importance. They offer us considerable knowledge about music
making in the period around 1500, especially interesting because it is the music sung
by our ancestors at the time of a flourishing Bohemian music life at the break of the
15th and 16th centuries, about which we still know too little. It would be wonderful if
this edition of Philomathes’ Musicorum libri quattuor, which grew during 1988-1997
and comprises an original Latin text, a parallel Czech translation and commentary,
could help to accomplish this debt.

I would like to acknowledge my thanks here to Michael Bernhard for valuable ad-
vice and for gifts of printed materials, Jit{ Matl for helpful comments on the edition of
the Latin text and its translation and information on relevant sources and quotations in
Janovka and Walther, and Jaromir Cerny for kindly reading the text.

Martin Horyna
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Vaclav Philomathes:
his life and work

Very little is known about Philomathes himself. It seems that he was born around
1490 in JindfichGv Hradec [Neuhaus], South Bohemia. In his native town he might
have attended the parish school, and probably became a choirboy. Daily singing dur-
ing the services — the fate of a poor student — was the best way to master the church
music of the period (he does not deal with anything else in his book), and also at that
time the only way for the common people to gain an education. That Philomathes had
no means of his own, could be deduced from his dedication of the book to Jan Kaplicky,
the vicar in JindfichQv Hradec.' Philomathes calls him here “his lord”, to whom he is
for ever grateful for his generosity, and there is no other present he could give to him,
than the book. Apart from the choirboys, there were in Jindfichiv Hradec also the
literati - a guild-like brotherhood, gathering the better educated citizens, who sang
during the Sunday services and holidays, and for Rorate Mass in Advent. The literati
brotherhood in Jindfichuv Hradec was founded on March 6th, 1489, and its foundation
papers are the oldest document of its kind existing. In 1491 the literati were presented
with a Gradual written on parchment, which survives up to the present.” F. Teply be-

' See TepLY, 1172, pp. 40-48.

2 Since the early 15th century Hussite reformation, up to the beginning of the re-Catholiciza-
tion in the late 1620s, town music life related to the requirements of the “poor church”. There were
very few professionals (organists, teachers, headmasters), it was necessary to employ laymen,
amateurs and semi-professionals. At this time of the tolerant co-existence of the Catholic and Prot-
estant churches, this was characteristic for all towns, whether Utraquist or Catholic (which were in
the minority). In addition to the Catholic towns, such as Plzen [Pilsen, West Bohemia], Ceské
Budéjovice [Budweis, South Bohemia], Cesky Krumlov [Bohmisch Krumau, South Bohemia],
should be added also Jindfichtiv Hradec [Neuhaus] — its parish was Catholic, as well as its owners,
the Squires of Hradec. The main institutions caring for church singing there were the schools and
the literati brotherhoods.

During the whole period, it was the schools who cared for everyday morning Mass and Vesper
singing. More sources concerning the groups of poor pupils, supported financially to be schools
choirboys, survive from the break of the 15th-16th centuries onwards. Groups of 8, 12 or 14 stu-
dents were considered an ideal number, called choirboys (chorales, cantores, pueri, mendici, as-
sociates, descants, singers), lead by the school teacher or headmaster. Apart from performing
plainchant and polyphonic works in the church, they took part in the town festive functions — they
sang during the sittings of the town council, when the mayors were elected, etc. (see TeprY, 1/2,
pp. 290-302).

The end of the 15th century saw the founding of the so called literati brotherhoods, church
choral societies, organised as guilds, where the local citizens gathered, to care for Sunday and fes-
tive singing. The representative hymn books of the literati, from the time around 1500, contain in
general, Latin plainchant repertoire for the most important church year festivities, monophonic
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lieved that Philomathes was Kaplicky’s chaplain,® there is however, no proof of him
being a priest at the time Musicorum libri quattuor were published.

Around 1510, Philomathes entered Vienna University, where in 1511 (according
to the chronogram in the last verse of the work) he wrote, and in 1512 published, his
book on music.* These are the only sure facts about his life. His mention of the class-
room (tironica palestra) in the dedication, the practical aim of the treatise, and a mini-
mal number of references to speculative music theory suggest that the work was writ-
ten after Philomathes completed his studies at the university bursa (a part of the school,
assigned as living and learning quarters for the poor students preparing for studies),
where he was able to develop his experience gained while a choirboy. From his art
faculty music teaching he included little in the book, as he did not see fit to make his
text heavy with speculation.

Another of Philomathes’ works, written whilst already a priest, is his Erymologia
[Erymologyl, written in Czech and published in 1533 in Namést nad Oslavou [Na-
miest], South Moravia, together with the Gramatika ceskd [Czech Grammar] by Benes
Optat from Tel¢ and Petr Gzel from Prague, both of whom he was advising whilst trans-
lating the New Testament, published in the same year.’ Nothing more is known about
his life; the rest is just his work. Etymologia was last published in 1643. The Philo-
mathes’ name is then adduced by Johann Gottfried Walther in his Praecepta der
musicalischen Composition (1708);® the same author dedicated him a separate entry in
his Musicalisches Lexicon (1732).

His surname Philomathes, well describing his orientation ($uhopadnis = discendi
cupidus, “loving wisdom, longing for wisdom™), he used at the iatest from the time of
the publication of his Musicorum libri quattuor. The spelling varied between Vences-
laus Philomathes, Philomates, whilst in the preface to the first edition of Etymologia
[Erymology]? he talks about himself as “knéz [priest] Waclaw Philomates™. Blahoslav
calls him® “knéz Wiclaw, jemuZ piijm{ Filomdtes” [priest Wenceslas, whose surname

Latin songs (so called cantiones) and archaic polyphonic compositions, written mainly in the 14th
and early 15th centuries. Apart from this relatively common choice of ancient polyphonic song,
motets, where each line has a different text (see CErRNY) and the Mass Ordinary the literati also
used to sing contemporary Netherlands style polyphony. One of its most important sources, stem-
ming from the literati environment, is the so called Specidinik (see Vanisova). After 1530,
plainchant and archaic polyphony used to be transiated into Czech for the brotherhoods which sang
in Czech, and which were joined by the less educated burghers, who did not learn Latin. After a
transitory period of the lirerati movement’s stagnation in the mid- 16th century, the brotherhoods
again flourished between 1570-1620, when a number of polyphonic works of local origin were
also written.

S Tepry, 1172, p. 48

* The imprimatur is dated July 26th, 1512, the dedication August Ist, 1512.

5 Rukoveét, 4, pp. 165-166.

¢ WALTHER, Praecepta, 1, 352, p. 184.

TWALTHER, Musicalisches Lexicon, p. 478a: “Philomates (Wenceslaus) von Neuhaus (de Nova
Domo) gebiirtig, hat eine Musicam planam in lateinischen Versen geschrieben, so an 1512 zu
Wien, auch an 1543 zu Strassburg gedruckt worden. Martinus Agricola hat dergleichen An-
merckungen in prosa dariiber verfertigt.” Cf. DLaBAc, 11, col. 456-457 (including bibliography).

* See Knihopis, 11/5, no. 6637.

? See Jiretek’s edition of both Grammars.
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is Filomadtes], or “Wdcslaw Philomathes”. All three variants of the surname are trace-
able in the works of other Bohemian 16th-century poets who used it."” Along with the
Latin form, the variant Philomathes is used here.

Philomathes’ Musicorum libri quattuor is first mentioned in modern literature as a
Czech humanistic treatise, by Josef Truhlaf in 1894;'"" from the point of view of musi-
cology it was first described by Vladimir Helfert in his essay Muzika Blahoslavova a
Philomatova, 1923. Helfert dealt mainly with Philomathes’ influence on Blahoslav’s
Musica, but he also researched Philomathes’ impact on Agricola and Rhau. Helfert
wanted to publish Philomathes’ Musicorum libri quattuor,'* but the promised edition
was never printed. Independently of Helfert, the third part of Philomathes’ Musicorum
libri quattuor, dedicated to conducting a choir and the correct ways of singing, was
used by Robert Haas in a chapter dealing with 16th-century conducting in his Auffiih-
rungspraxis der Musik (1931).1* Between the wars it was also mentioned as one of the
early humanistic tutors by G. Schiinemann, in his Geschichte der deutschen Schul-
musik,' and by F. Teply, in Déjiny mésta Jindfichova Hradce [The History of the Town
of Jindrichiv Hradec]. From the works which appeared after World War 11, the fol-
lowing are important: J. Trojan, Muzika Vdclava Philomatha z JindFichova Hradce
[Musicorum libri quattuor of Vdclav Philomathes from Neuhaus]" and E. Apfel,
Geschichte der Kompositionslehre (1981), where the contents of the fourth part of
Philomathes” Musicorum libri quattuor are briefly described in a chapter dedicated to
German counterpoint and composition theories between Adam of Fulda and Gla-
reanus.'®

Apart from dictionary articles,'” facsimile samples'® and references in Czech works
on music history,'” general allusions to Philomathes, testifying to the range of the dis-
semination of his work, are to be found in works by Witkowska, Niemolier® and
Kabelkovd,”' and more specifically by Muzikovd,*? who compared Zidek’s (Paule-
rinus’) ideas on music interpretation with those of Philomathes and Blahoslav.

' Rukovet, 4. pp. 164-171.

" JoskF TRUHLAR, Humanismus a humanisté v Cechdch za krdle Viadislava 11, [Humanism and
Humanists in Bohemia at the Time of King Viadislav II], Prague 1894, p. 191. — The first biblio-
graphical account of the work was given by ANTONIN TRUHLAR, PFispévky k déjindm studii huma-
nistickych v Cechdch [Essays in the History of Studies of Humanism in Bohemia), in: Ceské mu-
seum filologické 5, 1899, p. 81sqq., a brief description is also in Zikmund Winter’s Zivot a uceni
na partikuldrnich skoldch v Cechdch v XV. a XVL. stoleti [Life and Teaching at the Particular
Schools in Bohemia in the 15th and 16th Centuries). Prague 1901, pp. 575-576.

> HELFERT, pp. 125.

" Haas, pp. 105, 124, 125.

'* SCHUNEMANN, pp. 61, 114,

'3 Brno University thesis, 1950.

' ApreL, Geschichte, pp. 250-254.

7 LCL,1I/2, pp. 901a-902a; CSHS. 1, pp. 299 (Cernusak); MGG, 10, pp. 1209-1210 (Buiga);
Rukovét, 4, pp. 165-166 (listing the Musicorum libri quattuor surviving in libraries).

'8 Déjiny ceske hudby v obrazech {Bohemian Music History in Pictures), no. 63.

¥ CERNUSAK, p. 106; Ceskoslovenskd viastivéda, IX/3, p. 86; Hudba v ceskych déjindch, p. 140.

2 WITKOWSKA, p. 15; NIEMOLLER, Untersuchungen, p. 566.

2t KABELKOVA, pp. 48-50.

2 MuzikovA, Musicus ~ cantor, p. 25.
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The character of the book, Philomathes’ sources

Around 1500, a new type of a practical music tutor originated and was spreading
through book printing,™ to be used especially by the Latin humanistic schools, in towns
and at the university preparatories or bursas. This tradition was started by Wollick and
Cochlaeus, and during the early 16th century several centres, mainly Central European
university towns, generated a rich production of these tutors. Apart from Kéln, Leip-
zig, Niirnberg and Krakow, also Vienna and Wittenberg. From their structure, all these
tutors are generally unified and their contents are similar. For their humanistic back-
ground, the recommendation poems and dedications in the form of a letter are charac-
teristic. The opening of the text itself is sometimes dedicated to the definitions and
classifications of music (where the tradition goes back to Boethius and Augustine of
Hippo), to the legends on the origin of music, etc. Further contents are purely practical
and as a rule the first part deals with musica plana — the notation of the plainchant,
solmization, intervals, psalmody. modal theory and others, in the same way as the
plainchant treatises of the previous period. The second part is dedicated to musica
mensuralis, mensural notation theory, the third part to counterpoint theory.

This type of tutor also represents Philomathes’ Musicorum libri quattuor. The first
edition of the book has no real title page. Immediately following the author’s name and
the title of the book are the recommendation poems by his friends and a dedication to
Jan Kaplicky. The contents of the book are suggested in Prohemium. and divided into
four sections, dealing with plainchant, mensural notation, conducting and the correct
way of singing, and counterpoint theory. Compared to the others, there are two differ-
ences — the third book is dedicated to music performance, and the whole work is writ-
ten in hexameters. In the works of Philomathes’ contemporaries, verses also appear —
in the prefaces, in summaries of previously discussed topics at the end of chapters
(Philomathes’ verses are quoted here by Agricola, Rhau and Galliculus) —, no other
period tutor is completely written in verse. In this way. Philomathes represents a final
link to the medieval tradition, where verses were often used in tutors to help to memo-
rise the matters discussed.”* Here one could imagine a line leading from Guido d’ Arez-
z0’s Regulae rhythmicae (ca 1025), Summa musicae (ca 1200), which used to be as-
cribed to Jehan des Murs and Flores musice omnis cantus Gregoriani by Hugo Spechts-
hart von Reutlingen, to Philomathes.

Spechtshart wrote his treatise aiming at future priests in 1332, and extended it in
1342. He divided the work into Prohemium, where he describes to the reader the object
of the book, the definition and classification of music, its sources and effects, and four
principalia, dedicated to solmization, monochord, intervals and modal theory — all of
it in 635 leonine hexameters.” In the Strasbourg edition, from 1488, the verses are
extended by commentaries written in prose. Flores musice was an important influence
on most Central European 15th and early 16th-century treatises and tutors. Prohemium
and four books (where the contents are partly different) are to be found in Anonymus
Bartha, both of Wollick’s works (Opus aureum is interspersed with Spechtshart’s
verses, Enchiridion contains elegiac distichs), Cochlaeus’ Tetrachordum, Ornito-

¥ SCHUNEMANN, pp. 59-69: NIEMOLLER, Die Musica Gregoriana, pp. 248-264.
~ BERNHARD, pp. 79, 87.
MGG, 6, p. 868.

Skenovano pro studijni ucely



Viclav Philomathes: his life and work XXix

parchus’ Micrologus, Gaffurius’ Practica musice and Philomathes” Musicorum libri
quattuor. Philomathes™ Musicorum libri quattuor contains 658 hexameters.

Philomathes’ inspiration from Spechtshart is obvious in some formulations, avoid-
ing any direct quotations. Another work that influenced him was certainly the anony-
mous Musica (or: Introductorium musice, between 1496-1506), ascribed to Cochlaeus;
it seems that from the model tutors of the time around the year 1500, he knew Tetra-
chordum musices by the same author (1511), Opus aureum (1501) and Enchiridion
(1509) by Nicolaus Wollick, whose influence on him was, however, weaker.

Philomathes’ other sources could be divided according to their origin as follows:
Central European, including the local music theory, university topics taught at the fac-
ulties of arts, specialised works (Tinctoris, Gaffurius and Conrad von Zabern), practi-
cal experience by word of mouth, gathered whilst performing at home or in Vienna,
humanistic speculations and poems on music, humanistic and classical literature in
general, proverbs and aphorisms.

From the local Central European music theory tradition, he was without doubt in-
spired by a plainchant treatise by Johannes Hollandrinus, written seemingly before
1400,% which during the whole of the 15th century enjoyed the utmost authority, but
was never published and today is known only as a fragment. It should not be surprising
that the same formulations, as well as similar methods and similar ways of interpreta-
tion of the items discussed to be found in Philomathes, were used similarly in other
15th-century plainchant treatises.”” The same ways of dealing with plainchant are typi-
cal for the printed tutors mentioned above, except that they simplified the contents to
a greater extent and were more systematic. There are no big differences even in the
treatises one hundred years and more older, such as Ad noticiam iam musice artis, trea-
tise known from the manuscript from 1395 (today in Vy$si{ Brod [Hohenfurth] monas-
tery, shelfmark 1 VB XXXIV), no less than five other Austrian and Bavarian sources
and the abridged manuscript version written by Mikulds of Kozli between 1416-1421.

More surprising are Philomathes’ (even if small) concordances with local treatises
on mensural music, especially with Zidek’s (Paulerinus, Paulirinus, ca 1460), concern-
ing the names of puncta and description of the prolatio symbol. These common speci-
alities are conspicuous, especially when compared with the almost unchanging struc-
ture and terminology of the mensural treatises (except for changes of shape of the
notes), starting by the influential Libellus cantus mensurabilis by Jehan des Murs, up
to the early printed tutors, published round 1500.% The period usage of the term
seminima for semiminima is also interesting.”

** FELDMANN, pp. 99-104; MGG, 13, p. 112.

27 Anonymus Feldmann, today in Wroctaw [Breslau|, Poland, Anonymus Michaelbeuern, in
Michaelbeuern, Austria (including a treatise on mensural music, written in verse perhaps for
Prague University students, in 1369!)

2 Libellus was written between 1340-1350; from the number of surviving copies, it was appar-
ently the most widespread medieval mensural treatise. It was still used by Tinctoris and Gaffurius
(MicHELs, pp. 27-32), it is explicitly quoted in Quoniam circa artem musice figurative (SCHMID,
pp. 86sqq.) among the Central European works.

¥ It would seem that in Central European mensural theory this term was generally used before
1500. Where it was possible to check on it, there is evidence of it. In many modern editions,
semiminima is obviously an emendation of badly readable abbreviations from the 15th-century
manuscripts.
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As Philomathes, so also Zidek (Paulerinus) discussed some problems of music per-
formance practice, and also later, Blahoslav. This distinctive feature of 15th and 16th-
century Bohemian music theory, for which it is hardly possible find any foreign paral-
lel, does not appear here by chance; one should probably expect that the universities,
schools, or, from the end of the 15th century also the literari brotherhoods,™ would keep
to some generally known practical rules of music interpretation. The character of
Philomathes’ counterpoint theory in the fourth book of his tutor does suggest possible
knowledge of the local treatises on discant polyphony.

Concerning the subjects taught at the university, it is clear that Philomathes knew
Jehan des Murs’ Musica speculativa. To what extent he was familiar with Boethius,?'
Cassiodorus or Isidore of Seville, his Musicorum libri quattuor does not reveal.

The broadness of Philomathes’ knowledge of Tinctoris and Gaffurius, who in their
time represented the top of music theory and the highest authority for authors of hu-
manistic tutors, was exceptional. From Tinctoris, Philomathes knew not only the
printed Terminorum musicae diffinitorium (1495), but certainly also the unpublished
Liber de arte contrapuncti (1477),* Proportionale musices (1473), and perhaps also
Liber de natura et proprietate tonorum (1476)* and Complexus effectuum musices
(1472-1475).% Gaffurius’ Practica musice (1496) was a source for various parts of
Philomathes’ third and fourth book. The place, where he could have come across these
treatises, was most probably at the university.

Conrad von Zabern’s De modo bene cantandi choralem cantum (first edition 1474)
gave Philomathes many ideas for his third book, which he used in his own way. Conrad
dealt more with philosophy, aesthetics and the ethics of the correct ways of singing,
Philomathes stayed on the level of poetics — a practical instruction concerning what to
do in different situations.

Practical experience reflects in many suggestions included in the third book, using
the “Bohemian” rhombic plainchant notation in the music examples in the first book,*
and the examples of mensural compositions in the second and fourth book. All exam-
ples are written in skilled counterpoint in the style of the third generation of Nether-
landers. In contrast with Philomathes” instructions which suggest the writing of com-
positions in song form, part after part,”’ they use the more modern compositional tech-

* In the milieu of the literati brotherhoods, such tules are known, even if only from the late
16th century. The margins of the Tdbor hymn book (cf. note *102), and also Napomenuti literdtské
tém, ktefi dobre zpivati neuméji, vydané z hlavniho mésta Prahy z kiiru Tejnského [Admonition for
those literati, who are not able to sing well, promulgated from the capital Prague by the Tyn Church
choir] (found in Jaroméf in East Bohemia, cf. DANEK, pp. 237-239; EXNER) are very close to
Philomathes’ text.

! Boethius is the only authority to which he relates (cf. I, 64).

32 Cf. note 143, 144, 146, 156, 164, *99 and *137.

*¥ See the chapter on proportions in the second book (II, 173); the “learned doctor” mentioned
there was probably Tinctoris. Cf. note 109 and *86.

3 Cf. the definition of mode (I, 62).

¥ See Prohemium; cf. note 2 and 6.

* It remains a question where the plates for these examples were made. Rhombic notes only
were used in Bohemia, the mixture of notations, common in Germany, did not exist there.

7 Cf. ApreL, Diskant, p. 164, where it is defined as a “ein vierstimmiger erweiterter Satz”, typi-
cal for the continental 15th-century chanson.
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nique, where all parts are written together.* The end of the chapter dedicated to
“fugues” (IV, 78) seemingly commemorates the common composing of canons at
school.”

It would be possible to discuss the Viennese influence on Philomathes at length.
The Austrian capital belonged to the main centres of Central European music life dur-
ing the time of Emperor Maximilian I (1493-1519). The prosperous court chapel had
its own circle of outstanding composers.* At the university, where he published his
book and where it was completely approved of by “the wise senses of the most edu-
cated men”, several important personalities studied at the beginning of the 16th cen-
tury, who Philomathes might have met. Today it seems that he might have been under
the influence of Othmar Luscinius (1478/80-1537), who from 1505 learnt organ play-
ing with Wolfgang Greffinger in Vienna, and perhaps up to 1509 taught music theory
at the university.*' He later published his lectures in two books. However, almost all of
Luscinius’ passages which are similar or concordant with Philomathes could be ex-
plained as typical loci communes. The composer Wolfgang Greffinger (1470/80-1515)
was the St. Stephen’s Church organist; he registered as a university student in 1509.%
At the university, speculative music theory was also cultivated, to which the mathema-
ticians Heinrich Grammateus* and Erasmus Heritius from the South-Bohemian town
Hotice [Horitz] dedicated their time.* The influence of Simon de Quercu’s Opusculum
musices (Vienna 1509) (whose unusual music terminology does not match the frame
of the period practical tutors) on Philomathes was minimal.

The purpose and span of the work

Philomathes™ Musicorum libri quattuor was, according to his own words, aimed at
beginners (tiro, tirunculus). He stressed that he wanted it to be concise, that he offered
only a starting point which must be extended by knowledge gained from other sources.

* Cf. AprEr, Diskant, p. 181, where it is defined as a “mehrfach-zweistimmiger Satz”, typical
for 15th-century English polyphony. later also for the Netherlandish motet style.

* The broadness of Philomathes” practical experience, not necessarily gained during his stud-
ies at the artistic faculty, his relatively outdated counterpoint theory and his knowledge of contem-
porary treatises suggest that he might have been born earlier than “around 1490", or that he might
have begun his studies in Vienna earlier than “around 15107, or that he might have studied at an-
other university before he went to Vienna, or that such an extensive practical experience was ex-
pected of every good church singer.

® Maximilian [ was famous for his love for music. He liked music by Paul Hothaimer. Heinrich
Isaac, Ludwig Senfl, Heinrich Finck (cf. New Grove, 8, pp. 11-13); the composer Balthasar Re-
sinarius also gained his music education in the court chapel (ca 1485-1544: he was born in Dééin
[Tetschen], North Bohemia, later working in Ceskd Lipa {BShmisch Leippa] — cf. MGG. 11.
pp. 308-309).

4 PiETZSCH 1936, p. 289; New Grove. 11, p. 340.

4 PreTZSCH 1936, p. 285.

* He studied in Vienna ca 1507-1514 (PigtzscH 1936, p. 444; New Grove, 7, p. 620).

* He matriculated at Vienna university in 1501 and left between 1510-1514 (PieTzscH 1936,
p. 433: KrROYER; PaLisca, p. 633). According to the new laws of the art faculty of Vienna univer-
sity, the primus mathematicus was to teach “music after Ptolemy, Boethius or Jehan des Murs”
(PieTZSCH 1936, p. 282) from [537.
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Still, it is not possible to say that there are many things missing, and that the book re-
ally contains only beginner’s material. One could consider as such, perhaps, the
plainchant theory and the basic information on mensural notation,* but not the con-
ducting* and counterpoint theories. The span and broadness of the work does not dif-
fer from other intermediate tutors (such as Cochlaeus, Wollick, Ornitoparchus), but its
wording is more condensed.

Contrary to some of his colleagues, who indulged in showing off their erudition and
knowledge of classical authors, Philomathes left aside everything insubstantial and
useless for the practice, such as teaching about tetrachords, their diatonic, chromatic
and enharmonic genus, using smaller than half-tone intervals (diesis, comma), the
Greek scale, monochord theory, and the accentus used in the church.*’ To be brief, he
is sparing also on definitions, typical for him are the beginnings of the chapters which
immediately get in medias res. In the counterpoint theory he leaves out the popular
tables of possible chords in three and four part settings, most of the “non-compulsory™
counterpoint rules, and almost all of the usual suggestions for the shaping of the parts.
He keeps only the free rules of successively composed, extended four-part settings.

What is added here in contrast to other treatises, is the unique third book, dedicated
to performance practice.

Language and terminology of the work

The language and terminology of Philomathes’ Musicorum libri quattuor were un-
der the influence of two groups of sources. The first of them consisted of the treatises
mentioned above, in general based on medieval theory, whether the origin of the terms
was really medieval or classical, Latin or Greek, grammatical or rhetorical.** Most of
these terms were ambiguous.* So for example, the term vox could have been in a dif-
ferent context understood as a voice or a solmization syllable, cantus as singing or
hexachord. In this, Philomathes does not differ from other authors. For example, in the
elementary music teaching there are the terms sonus, vox. clavis, cantus, tonus, modus,
nota. for the melodic line neuma, melos, melodia, modulatio, for the ascending and
descending melody the opposites arsis — thesis, ascensio (ascendere) — descensio
{(descendere), intensio {(intendere) — remissio (remittere), for harmony harmonia, sym-
phonia, concordantia, discordantia, congruere, convenire, and others. In performance

* What the tutors first real beginners were alike, is shown by the successful works of Heinrich
Faber, a generation younger: Compendiolum musicae pro incipientibus (1548) and the anonymous
Brevissima rudimenta musicae pro incipientibus (only 5 pp.). There are explained voces, claves,
hexachords, solmization, simple mensural notation and ligatures. In Rudimenta. there are no ex-
amples, in Compendiolum, Faber demonstrates the whole subject on simple two-part canons. There
are no plainchant examples, as “the boys learn enough from the cantilenae which are used in the
church™.

* The conducting theory aims at the “rector” of the choir or the novice of such a position. If
Philomathes’ meant under rector a school director (cf. III, 3-4, note *89), than the novice should
have been an university student.

7 Ornitoparchus dedicated the whole of the third book of his Micrologus to the way in which
the liturgic texts were performed by the celebrant.

% BERNHARD, pp. 80-84.

* BERNHARD, p. 84.
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practice, apart from the common terms for singing (such as canere, modulari, psallere)
and their usual derivations (cantor, concentor, concentus, succentor), he uses some
which are not to be found anywhere else (excentor, occentor). For conducting Philo-
mathes used the terms regere, regimen, moderari, gubernare, for the head of the choir
rector, for the baton stilus or virga. He applied special terminology to aesthetic and
ethic judgements,*™ mensural and counterpoint theories. The names of the sacred chant
genres he derived from the liturgy.’' He did not explicitly differentiate between the
genres of contemporary polyphonic music (song, motet).

The second group of influence was humanistic and classical literature, not men-
tioned up to now. Philomathes was also a philologist, and his positive feeling about the
humanistic Latin he expressed definitely in the preface to his Etymologia [Etymology},
where he praised Laurentius Valla for his exertion to reform the corrupt Latin: “He also
wrote excellent books about it (whose title is Liber elegantiarum): so that everybody
would learn from them, who wished to speak proper and pure Latin, and avoid various
barbarisms and solecisms, that is, wrong, improper and badly sounding speech. For
which some of the old Latin teachers (such as Jerome, Ambrose, and others alike them)
cared tirelessly. After them followed different people, with their kitchen Latin (such as
Scotus, Thomas, Albertus, and others alike them), who, to give way to their vain phi-
losophising, invented for themselves monstrous terms (such as volitio, filiatio, ecceitas,
et sic de aliis) [...].7*

The influence of Valla’s language primer on Philomathes’ Musicorum libri quat-
tuor is strong. That Philomathes’ inspiration from classical literature included Ovid’s
Ars amatoria at least, is visible in the opening verses of Prohemium. More conspicu-
ous is his usage of the terms camena, carmen, musa, oda, poema, nenia, hilarodicus,
labdacismus. From their meaning, all of them are on the border between poetry and
music. These are the key words of the opening poems of almost all musicae from the
early 16th century, and the festive poems praising the wonderful power of music from
the title pages of published and hand-written Central European miscellanies of poly-
phonic compositions throughout the whole of the 16th century. The hymn books of
Bohemian literati brotherhoods are no exception. The original source of these terms
probably was the late classical work De nuptiis Philologiae et Mercurii by Martianus
Capella (ca 400). Philomathes however, could have known them also from the Vien-

% This concerns especially the adjectives amenus, decorus, dulcis, hilaris, horribilis, modestus,
subtilis, tristis, aptus, rectus, ritus and the adverbs apte, bene, recte, rite. The involvement of evalu-
ation judgements in music terminology is apparent in the usage of the opposite adjectives perfectus
— imperfectus and derived substantives, adverbs and verbs. With their help, the matter is dealt with
on two levels, where one is superior to the other. Perfect consonants (octave, fifth), perfect mensure
and notes, which could be divided in three parts, perfect, satisfactory ending of the composition,
contrast with imperfect consonants (third, sixth), imperfect mensure or note, divisible into two
parts. Perfect mensure, note and consonant could be changed into imperfect ones, etc. Only in some
cases could they be understood as “perfect” — “imperfect”, such as in the case of the classification
of harmonies as a group of perfect consonants, which could be explained by the perfect numeric
proportions 2 : 1, 3 : 2, and imperfect consonants, which can’t be classified so simply and posi-
tively. In other cases it is necessary to understand these terms rather as “complete” — “incomplete”,
“finished” — “unfinished”.

U Canticum, hymnus, introitus, psalmus, responsorium, versiculus, versus.

2 Cf. PHILOMATHES, Etymologia, p. 53.
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nese humanistic circle, researching the relations between music and poetry. Between
1502-1508 the influential Litteraria sodalitas Danubiana worked in Vienna, the mem-
bers of which also included the poet Conrad Celtis (1459-1508) and the composer
Petrus Tritonius (ca 1465 — ca 1525), creators of the genre of the humanistic ode.> In
Philomathes’ time an important representative of Viennese music humanism was
Joachim Vadianus, one of the authors of the opening poems in Musicorum libri quat-
tuor. Though Philomathes must have been familiar with the genre of the ode and the
term oda is one of the most frequent ones in his Musicorum libri quattuor, there is no
suggestion of him understanding it in this sense in his text. For him, it always means a
one — or more part song composition. Polyphony he sees as a linear style directed by
laws of its own, the relation to the text is done by the choice of the appropriate key, not
by declamation or musical rhetoric.

In Philomathes’ dictionary, traditional music theoretical terminology mixes with
the terms of humanistic poetry, which he obviously knew from the Viennese humanis-
tic circle. Even these however, he uses for the description of standard performance
practice of church singing, the knowledge of which Philomathes might have acquired
at home, and which have nothing in common with the activities of the humanists.

The interlarding of the text by proverbs, aphorisms and witty comparisons was also
characteristic for his way of expression. He delighted in inventing animal parallels for
the voices of singers® and their behaviour.

Editorial note

This edition is based on the first issue (editio princeps) from 1512. Its orthography
between medieval and humanistic Latin remains untouched, except some words with
graphemes v — u and j — i: v, j at the beginnings of words (vt > ut, Jdem > Idem),
u foregoing a vowel (diuisiuus > divisivus), cluster -ij- (varijs > variis).’® The obvi-
ous printing mistakes are emended in the usual way and commented on in the appara-
tus criticus, the abbreviations are written out by the smaller letters (see Sigla and ab-
breviations, p. xliii). The use of capital letters conforms to today’s practice; they are
left unchanged in the case of words expressing a special meaning, for example reli-
gious respect (Deus, Virgin, etc.). Rhetoric punctuation was replaced by the logical
one, Philomathes’ division of the text (marked by the sign €) is retained. Lines are
numbered on the left, verses on the right, the original numbering of the folios is given.

33 The strict poetics of the ode composition aimed for the music to be subordinated to the words.
The scansion of these homorythmic four-part compositions slavishly imitated the “quantity” of the
syllables in the Latin poetry. The odes were quite popular in Central European schools — in this
way Horace’s works were set, and their humanistic imitations, and psalm paraphrases (MGG, 2,
pp. 590-594; MGG, 9, pp. 1841-1846; MGG, 13, pp. 698-699). They made their way also to Bo-
hemian schools (KABELKOVA), for example a collection of odes by Jan Campanus Vodnansky from
1618 is famous (POSTOLKA).

% Achantis — goldfinch, alauda — lark, bos — bull, bubo — eagle-owl, ciconia — stork, luscinia
— nightingale.

» Caballus - horse, holor — swan.

% The writing of the following editions (1523, 1534) was adjusted to the humanistic norms,
except the different opening verses in the 1523 edition and new preface by Rhau in the 1534 edi-
tion, which remained unchanged (cf. Rukovér, 4, p. 166).
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Divided by a line from the text, there are commentaries, the sources of Philomathes’
formulations, parallels and loci communes taken from works that were important for
Philomathes, and references to quotations of Philomathes’ verses by Rhau, Agricola,
Galliculus, Janovka and Walther. The choice of parallels partly followed Philomathes’
own requirement that the reader adds himself what is missing. The graphics of the
parallels quoted from the original sources is dealt with in the same way as Philomathes’
text; if the quotations come from modern editions, which mostly do not follow the
graphics of the original, the punctuation and capital letters are unified.

The Latin text has a parallel Czech translation, not in hexameters. The translator’s
aim was to give as full a picture of the text as possible; whether successfully or not has
to be decided by the reader. It should be noted, that many Latin terms are too ambiva-
lent to be translated only in one way, and that they imply much playing with words,
which disappears in translation. Many Latin terms were left in the translation, which
was mainly the case of special terms from the treatises on plainchant, mensural nota-
tion and counterpoint, which are difficult to translate, and which should be understand-
able also to the reader who has a certain experience in this matter, or which are of in-
ternational character. However, their meaning in the 16th-century music theory often
differ to a certain degree from what they represent today.”” The additional words, used
only in the case when Philomathes’ condensed expressions were not sufficiently un-
derstandable, are printed by the smaller font.

The notes to the Czech translation contain additional information and commentar-
ies on Philomathes’ text, translations of Philomathes’ selected sources, parallels, com-
mon places from the works by other authors, and parallels from Bohemian 16th-cen-
tury music theory. The commentaries, as Philomathes himself, concentrate on the per-
formance practice, examples from relevant compositions, they deal less with notation
problems.

Music examples in plainchant and white mensural notation included in the Latin
text are given in their original form, the edition is also illustrated by some black-and-
white photos (ff. al’, al¥, c4', d1*, d4', e5" and e6"). For that purpose, the copy of
Musicorum libri quattuor from the Lobkowicz family library in Roudnice nad Labem
[Raudnitz, Central Bohemia], shelf mark 1 Bc 21, adl. 4, was used, with the kind per-
mission of its owner.*® Transcription of the plainchant and white mensural notation into
today’s notation and key signatures follows the common practice.>

(Translated by Michaela & David Freeman)

T Cf. the above mentioned opposites “perfect” — “imperfect”, the term symphonia, etc.

5% This edition has 22 folios (20 x 14 cm), the type area is 16.4 (maximally 18.2) x 12.5 cm.

% The ligatures in the plainchant examples are marked by rounded arches above the notes,
Philomathes’ recitanta — black oblong note - is changed by a white note of similar shape. The liga-
tures of the white mensural notation examples are marked by square brackets, colour by dashed
brackets.
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ter’s representative for an initial X to be y lines high, e. g. .[P]
rozvedeni zkratky men$im typem pisma / abbreviation completed by the
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Horyna

Philomathes, prvni vydani 1512 / Philomathes, 1st edition, 1512
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P-, PP-
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SV.

V., VV.
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pozndmka / note

Répertoire international des sources musicales
strana / page

sine loco / bez mista / without place

sequentes / ndsledujici / following

svaty / saint

tenor

vers, versus / ver§, verSe / verse, verses
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Wenceslai Philomathis Musicorum libri quattuor

i Venceslai Philomathis de Nova Domo
Musicorum libri quattuor,
compendioso carmine' elucubrati

Christophorus Crassus Helvetius lectori
s Noscere Phebeas cupiens modulaminis artes 1
vel brevibus gaudens consuluisse modis,
huc veniat tandem, maturo carminis orsu
optima (ni fallor) edidicisse potest. 4

Venceslaus Pictorius ad lectorem
10 Si quis Calliopes melos sonorum 1
paucis noscere poscit arte vera,
scriptum pellegat hoc retentiorum,
quod fert Philomatis Thalia versu. 4

H Venceslaus Philomathes reverendo viro ac Deo devoto domino
15 loanni Caplicensi, ecclesiastico moderatori in Nova Domo dignissimo,
domino ac Patri suo usque observando, salutem plurimam dicit
«Mloris erat non modo apud priscos, vir prestantissime, verum etiam neo-
tericos apud quosque artium scriptores magnatibus aut his, e quibus quampiam un-
quam concepere benevolentiam, suas lucubratiunculas dedicare. Tum ut eos ipsos
20 in maiorem sibi alliciant, tum ut graviore auctoritate vigeat materia, tum denique
ut veluti quodam argumento brevio(re) res ipsa in lucem emergat. Hoc ego itidem
opusculum, quod in florentissima Viennensi achademia nuper edideram, virorum
ingenio doctissimorum approbatum, tue ex{c)ellentie dedicare dignum duxi, ma-
xime propter preteritorum in me beneficiorum collationem, unde perpetuo me tibi
devinctum iri necesse est, tum etiam propter futuram erga me tui amoris habitudi-
nem. Has igitur primitias e tironica palestra recenter diductas (quando te alio mu-
nere accedere nequeam) vice munusculi gratissimi equo animo suscipere digneris
velim: utinam plus honoris atque ego laudis hinc adipiscare. Vale. Et me rursus
amare incipe, si qua hactenus te mei oblivio ceperit. Kalendis Augusti anno 1512.

(3]
(¥

30 Idem ad eundem
Non minus ipse tibi sancte dicor atque libellus. l
Munera ni spernis, me quoque sperne nihil.

Ioachimus Vadianus lectori

Musica si quisquam terso precepta nitore 1
35 harmonicumque velit noscere rite melos,
Philomathe tersa facilem brevitate libellum

pellegat et dulces discet ab arte sonos. 4

! SPECHTSHART. Prohemium: “Insubscripto tamen libro, qui Flores musice artis intitulatur, pro no-

vellis clericis, quo ad ista. que ipsis maxime sunt necessaria, compendiose et faciliter est metrificata.”
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Titulus — Dedicatio 5

Viclav Philomathes z Jindfichova Hradce:
Ctyri knihy o hudbé,
zpracované ve strucné basni"'

Christophorus Crassus ze Svycar ¢tenari
Kdo touzi poznat apollénské uméni zpévu nebo by se rdd strué¢nym zplisobem po-
ucil, af sem jen pfijde, ze zralé fe¢i bdsné se mdze naudit (nemylim-li se) to nejlepsi.

Viclav Pictorius ke ¢tenari
Chce-li nékdo ve stru€nosti a spravné poznat zvuény zpév Kalliopé, af si pfecte tuto
knihu z novych pokusd, kterou predklddd verSem Philomathova Thalie.

Viaclav Philomathes vzkazuje srde¢né pozdraveni ctihodnému muzi a Bohu
oddanému panovi Janu Kaplickému," nejdistojnéjiimu cirkevnimu spravei
v JindfFichové Hradci, svému panu a Otci vidy cténému

NejvzneSenéjsi pane, byvalo zvykem nejen u ddvnych, ale i u viech novodobych
spisovatelli o uménich vénovat plody svych probdélych noci velmozim nebo tém, od
nichZ nékdy pocitili néjakou laskavost. Jednak proto, aby je pFivabili k jesté vetsi laska-
vosti, jednak aby se latka zaskvéla vdzeng&jsi autoritou, a kone¢ng, aby se pomoci jaké-
hosi struénéjsiho diivodu véc sama dostala na svétlo. Pravé tak jd jsem poklddal toto
dilko, které jsem neddvno vydal na slavng vzkvétajici videniské akademii a jeZ posvéti-
lo naddnf nejvzdélanéjsich muzi, za hodné, aby bylo vénovédno Tvé Excelenci, prede-
vécné zavdzdn, a pak i kvili tomu, abys mi do budoucna zachoval svou pfizen. Chtél
bych, abys s laskavou mysli rd¢il ptijmout tuto prvotinu, vypusténou neddvno ze 7d-
stoupit): kéZ tfm ty dojde§ vétsi cti a j4 chvély. Bud zdrdv. A pokud jsem u tebe zacal
upadat v zapomnéni, za¢ni m¢ mit opét rad. O srpnovych kalendach [= 1. 8.] roku 1512.

Tyz k témuz
Ja sdm se ti odevzddavdm neméné posvatné neZ tato knizka, nepohrdnes-li darem,
nepohrdni ani mnou.

Joachimus Vadianus® ¢tenaii
Kdyby chtél nékdo porozumét ve vytiibené podobé hudebnim pravidlim a ¥ddné
harmonickému zpévu, af si pfecte Philomathovu knihu, snadnou pro vytfibenou struc-
nost, a nauci se z ni sladkym zvukim.

“! Struénost, snadnost a verSované zpracovani ldtky nabizi také ivod Spechtshartovych Flores
musice (napsdny mezi 1332-1342, tiskem 1488). Podobné zddraziuje struénost a do textu zafazuje
hexametry i Hollandrinus (FELDMANN, s. 102).

2 Jan Kaplicky byl fardfem v Jindfichové Hradci asi od roku 1494, zemiel poroce 1512. O jeho
osobnosti blize TepLY, 1/2, s. 152, 229; 1172, s. 40-48.

" Joachimus Vadianus (1484-1551) byl vyraznou osobnosti hudebniho humanismu pocstku
16. stoleti. Ve Vidni studoval od roku 1501/2, roku 1508 se stal magistrem, od roku 1518 piisobil
v St. Gallen (Rukovét, 5, s. 433). Stykal se s Heinrichem Isaacem (MGG, 6, s. 1425), Benediktem
Ducisem (MGG, 6, s. 898). Dopisy hudebniki Hanse Buchnera, Heinricha Fincka, Glareana a Hof-
haimera Vadianovi vydal EITNER, Musiker-Briefe.
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6 Wenceslai Philomathis Musicorum libri quattuor

f. a2r || Prohemium

,[S]i cantu manes lucosque et saxa movebat, 1
40 quin magis omne genus, quod vita fungitur, Orpheus?
Nonne soporifero fallax modulamine Syren?
in rate naucleros mulcens dormire coegit?
Lesbius exemplo est, quid musica possit, Arion.* 5
Omnia nimirum gaudent animantia cantu.
45 Musica (que numeris perpendit sola sonorum
harmoniam)® nunquid prestantior immo puellis,®
dignior est cunctis, nam et Iupiter, ille deorum
maximus, harmonicis placatur sepe camenis.’ 10

2 Oviplius, Ars amatoria, 3, 321-322: “Saxa ferasque lyra movit Rhodopeius Orpheus, / Tarta-
reosque lacus tergeminumque canem.” — TINCToRIs, Complexus, p. 194: “Et Orpheum eo, quod mu-
sica modulatione duritiam rudium et agrestium animorum resolveret, non feras modo, saxa etiam
silvasque duxisse posteritatis memoriae traditum est: haec Quintilianus in libro primo Institutio-
num oratoriarum {...]. Immo poetae ad ostendendum majorem efficatiam musicae circa duritiam
cordis resolvendam fingunt ipsum Orpheum et manes et Judices et monstra inferorum suo cantu
movisse, de quo Vergilius in quarto Georgicorum haec dicit: ‘Taenarias etiam fauces, alta ostia
Ditis / et caligantem nigra formidine lucum / ingressus manisque adiit regemque tremendum /
nesciaque humanis precibus mansuescere corda. / At cantu commotae Erebi de sedibus imis /
umbrae ibant tenues simulacraque luce carentum.’” Cf. VErGiLIUS, Georgica, 4, 467-472; 4, 519.
— GaFFURIUS, Theorica, 1, 1: “Orpheum enim et Amphionem animalia ratione carentia saxaque et
silvas cantibus traxisse confictum est.”

3 Qvipius, Ars amatoria, 3, 311-312: “Monstra maris Sirenes erant, quae voce canora / quam-
libet admissas detinuere rates.”

* Ovipius, Ars amatoria, 3, 325-326: “Quamvis mutus erat, voci favisse putatur / piscis, Ario-
niae fabula nota lyrae.” — Garrurius, Theorica, I, 1: “Cytharizantem quoque Arionem unda imer-
sum Delphinus fidibus hominis amiciciam sibi ipsi persuasus sospitem ad littus evexit, ut Herodo-
tos in primo historiae suae [...].” — WoLLICK, Enchiridion, Prohemium: “Orpheus in sylvis, inter
delphinas Arion.”

5 CassIoDORUS, definitio musicae (MGG, 9, p. 976): “Musica est disciplina, quae de numeris
loquitur.” — JOHANNES DE MURIS, Musica speculativa, p. 256: “Quoniam musica est de sono relato
ad numeros, et contra, ideo necessarium est musico duo, scilicet numerum et sonum, considerare.”
Ibid., p. 249: “Pythagoram artem nobis tradidisse sonorum. Hic Pythagoras antiquus princeps nu-
merorum et proportionum magister, cui a toto tempore vitae numerus obedivit sic, ut vi numero-
rum scientiae singula intueretur; in anxietate diu manens, quomodo ad artem de melodiis rationem
inveniret, quadam vice divino nutu fabrorum officinas praeteriens hanc cogitationem mentaliter
circumvolvens quosdam malleos super incudem cedentem mirabilem harmoniam emittentes audi-
vit [...]. Unde conclusit, non in lacertis virorum, sed in natura malleorum tales concordantias con-
tineri, tam numeri, quam mensurae, quam ponderis ratione.” — Heriius, p. 72: “Libellus theore-
matum musicae dividitur primum in mundanam, vocalem et instrumentalem [...]. Vocalis vero
armonia, quae et sonorosa dici potest.” Ibid., p. 73: “Nam eius [scilicet musicae] subiectum est
numerus ad sonum contractus.” — COCHLAEUS, Musica, f. 2" “Musica est recte modulandi scientia.
Et deducitur a musa vocabulo [...]. — CocHLAEUS, Tetrachordum, 1, 3: “Quod est subiectum musi-
ce? Numerus sonorus [...]. Quid est numerus sonorus? Est numerus ad sonum contractus seu sonus
numerali proportione digestus.”

S QviIDIUS, Ars amatoria, 3, 315-316: “Res est blanda canor: discant cantare puellae: / (pro facie
multis vox sua lena fuit).” — Cf. TincToris, Complexus, p. 199: “Musica amorem allicit. Unde Ovi-
dius puellis amorem virorum allicere cupientibus precipit, ut cantare discant. Enimvero in tertio
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Prohemium, 1-10 7

Piredmluva

(1-6) Jestlize Orfeus dojimal svym zpévem podsvéti, lesy a skdly, pro¢ ne o to vice
vSe, co je Zivotného rodu? CoZ nedonutila zradnd Siréna, konejsic omamnou pisni, na-
moiniky na kordbu k spanku? Arién z Lesbu je piikladem, co hudba dokaze. Vskutku,
kazdy zivy tvor se raduje ze zpévu.

(7-10) Hudba (jeZ jedind odvaZzuje pomoci ¢isel harmonii zvuki) pfece neni hodnot-
nd jen pro divky, je vhodnd pro vSechny, nebot i Jupiter, ten nejvySsi z bohd, je casto
uctivdn harmonickymi skladbami.™

“ Pravidelnou soucdsti ivodil dobovych hudebnich uéebnic byly nékdy delsi, nékdy stru¢n&jsi
tivahy o tuc¢incich hudby (effectus musicae), o ptivodcich hudebniho uméni (inventores musicae:
Orfeus, Arion, Jubal), o plivodcich teoretického uvazovéani o hudbé (Pythagords, Boéthius), etymo-
logie pojmu musica (od slova Miiza) a definice hudby. Nardzky na antiku (Jupiter, Apollén, Miizy,
Orfeus, Arién, Siréna) a zfejme i zminka o divkach vedou pfes Tinctoristiv spis o ii¢incich hudby
(1472-1475) a pozdné antické dilo De nuptiis Philologiae et Mercurii od Martiana Capelly (kolem
400 n. L) zpét k Vergiliovi a zejména k Ovidiovu Uméni milovat (Ars amatoria). Ke kuriéznimu
spojent Ciselné hudebni teorie a ¢inkl divétho zpévu snad Philomatha inspiroval Hollandrinus.
Zatimco u Ovidia pisobi divei zpév jako “kuplitka”, u Hollandrina uspdva plagici déti (cf. pozn. 6
k lat. textu).

Philomathes parafrdzuje Cassiodorovu definici hudby (“Hudba je disciplina, kterd se zabyvd
Cisly™) nebo text z u¢ebnice Johanna de Muris Musica speculativa z roku 1323, povinné Cetby na
artistickych fakultdch univerzit od 14. do 16. stoleti. Nardzka na vdZeni se pravdépodobné tykd
Pythagora, ktery mél podle legendy vdZenim rizné té¢zkych kladiv vyddvajicich rizné tény pii
tderech na kovadlinu objevit ¢iselné proporce, jimiz lze vyjadrit zakladni hudebni intervaly (ok-
tdva 2 : 1, kvinta 3 : 2, kvarta 4 : 3), a stdt se tak zakladatelem akustiky a spekulativni hudebni
teorie. Pythagorejsko-platénska tradice vysvétlujici kosmos jako fdd zaloZeny na ¢&islech a propor-
cich, nové systematizovand na pfelomu antiky a stfedovéku Boéthiem (kolem 480-524 n. 1.), Cas-
siodorem (kolem 485-550/562 n. 1.) a Isidorem ze Sevilly (f 636 n. 1.), dala vzniknout quadriviu,
souboru matematickych disciplin v rdmci sedmera svobodnych uméni predndseného na artistic-
kych fakultdch sttedovékych univerzit. Diky moZnostem operaci s &isly se stala soucdsti quadrivia
spolu s aritmetikou, geometrif a astronomif i musica (STRUNK, s. 88). Autorem tii traktat z oboru
spekulativni hudebn{ teorie byl téZ roddk z jihoéeskych Hofic, matematik Erasmus Heritius. Od
roku 1484 se postupné imatrikuloval na univerzitich v Ingolstadtu, Erfurtu, Koling, Krakové
avroce 1501 ve Vidni, odkud odesel pfed rokem 1514 (cf. KROYER, PaLisca). Philomathes ho tedy
mohl poznat osobné. Pojem musica v sob¢ zahrnoval jak praktickou znéjici hudbu, tak hudebn{
teorii a nauku.

Je nutné poznamenat, Ze Philomathlv zcela nespekulativni piistup k hudbé se nese spise v du-
chu Augustinovy definice hudby “Musica est scientia bene modulandi”, v ramci Philomathovy ter-
minologie pieloZitelné jako “Musica je znalost spravného zpévu” (PErL, s. 6, 285-286).

CocHLakus, Tetrachordum (< pozn. 5): “Co je podstatou hudby? Zvuk vyjddieny ¢islem, Cislo
vztaZzené na zvuk nebo zvuk vyjddieny ¢iselnym pomérem. Musica se zabyva ¢isly vztaZzenymi na
zvukové jevy a jejich vztahy k jinym zvukdm. Aritmetika se jimi zabyvd absolutné. Musicus roz-
jimd o pomérech 3 : 2,4 : 3,2 : | apod., aritmetik vSak pocitd 2, 3, 4 apod. Celé quadrivium se
zabyvd poc¢tem: aritmetika absolutng, musica ¢iselnymi vztahy, geometrie rozmeéry a bez pohybu,
astronomie velikosti pohyblivou. Co je &islo vztazené k jinému? Ciselny podil, jenz aplikovan na
zvuk ¢ini souzvuk. Jako jedno ¢islo necini podil, tak ani jeden zvuk souzvuk. A tak dva tény vy-
tvdfeji souzvuk, jehoZ interval je vyjddiitelny podilem, nebot kvinta povstdva z podilu 3 : 2, oktd-
va2: 1l kvartad:3.”
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8 Wenceslai Philomathis Musicorum libri quattuor

Est autem duplex,? vetus et nova, sive choralis
50 et mensuralis.’ Vetus est, qua condidit odas'
Ambrosius cum Gregorio planasque rudesque, "
cuius nec minui notule'? neque crescere possunt.
Est nova, quam gradibus trinis metimur, et inde 15
mensuralis habet nomen, poteritque vocari
55 rite figuralis, notularum namque figuris
constituitur variis, que quandoquidem paciuntur
augmentum et decrementum, hinc nova musica fertur."

Imprimis veterem, tandem tractabo novellam. 20
Tum dabo de cantu regimenque modumque canendi.
60 Postremum harmoniam vocum fabricare docebo.
Et brevis esse volo, compendia forte iuvabunt. 23

libro de arte amandi sic inquit: ‘Res est blanda canor: discant cantare puellae: / Pro facie multis
vox sua lena fuit.”” — HoLLANDRINUS, p. 157: “Narrat etenim Boetius loco ubi supra totam compa-
ginam animae et corporis musica coaptatione coniunctam esse, etiam statum animae et corporis
proportionibus eisdem componi, quibus modi harmoniaci copulantur. Unde et magister Thomas
Branbordinus hinc consonans naturam nostram in quadam musicali proportione dicit consistere.
Quare infantes, dum in cunis iacent, vagientes cantu puellarum obdormiunt.”

7 Cf. Martianus CaPELLA, De nuptiis, pp. 482-489 et alibi.

8 CocHLAEUS, Musica, f. 2 “Est autem, quantum ad presens sufficit, duplex musica, choralis
videlicet vel plana, que uno accentu prolationeque existit, mensuralis vero, que vario modo varia-
que vocum harmonia modulatur [...].”

° KeINSPECK, p. 113: “Dividitur in choralem et mensuralem.”

"' WoLLick, Opus aureum, 11, 4: “Cantus est modulaminis secundum arsim et thesim congrua
coaptatio, vel cantus est melodia ex sono, tono et modo per vocem vivam formata. Quem odam nos
nonnumgquam laudem vocamus.” — AbaM vON FuLDA, p. 343: “Cantus autem, quem Graeci odam,
nos aliquando laudem vocamus {...].”

" SPECHTSHART, Prohemium, f. A2 [...] et specialiter beatus Ambrosius et sanctus Gregorius
papa cantum musicalem ad laudem Dei et sanctorum multiformem dictaverunt [...]. — COCHLAEUS,
Tetrachordum, 1, 2: “Plana: cuius note equalem habent mensuram, omnes uno quoque accentu
eademque prolatione consistunt.”

12 CocHLAEUS, Tetrachordum, 11, 2: “Quid est nota? Est character linee vel spacio additus, quo
cantus intensio remissioque designatur.”

13 CocHLAEUS, Tetrachordum, 1, 2: “Figuralis: cuius figure inequales sunt, augmentum et de-
crementum sustinentes secundum variorum signorum indicia.”
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Prohemium. 1 1-23 9

(11-19) Dile je dvoji: stard a novd, neboli choralni a menzurdlni. Stard je ta, v jejimz
slohu slozil Ambroz s Rehofem rovné a prosté zpévy,” jejichZ noty*® se nemohou ani
zkritit, ani prodlouzit. Nov4 je ta, kterou méfime troji menzurou, a proto se jmenuje
menzurélni; a mohla by se fddné nazyvat figurdlni, je totiZ uspofdddna z riznych figur
not,” jeZ pravé dovoluji prodluZovdni a zkracovéni, proto se mluvi o nové hudbé.”

(20-23) Nejprve proberu starou, pak novéjsi. Potom promluvim o fizeni zpévu a zpi-
sobu zpivani. Nakonec vylozim, jak se tvoii harmonie hlast. A chci byt stru¢ny, dspor-
nost bude snad ku prospéchu véci.

*S Apam voN Furpa (< pozn. 10): “Zpév, ktery nazyvali Rekové 6dou, my nékdy nazyvime
chvilou {...].”

*6 CocHLaEUs (< pozn. 12): “Co je nota? Je to znacka pfifazend lince nebo mezefe, kterou se
oznacuje vzestup nebo sestup zpévu.”

7 Ve smyslu “z not riiznych tvard”.

" Klasifikace hudby (divisio musicae) byla jednou ze soucdsti spekulativn{ hudebni teorie. Od
dob Boéthiovych se hudba ¢lenila na tfi soucdsti: Musica mundana se zabyvala harmonif vesmiru
(prvky, planety, ¢as), musica humana zkoumala poméry a vztahy téla a duse, musica instrumenta-
lis se zabyvala riznymi zplsoby tvofeni hudebniho ténu, tj. iderem (buben, struna), dechem (pi3-
tala), hlasem (zpév). Hudba a ¢islo se tak mohly stat kli¢em k pochopeni fddu svéta: diky shodnym
¢iselnym proporcim, na jejichz zdkladé je vybudovdna harmonie naseho téla a duse, hudby
i vesmiru, na nds miZe hudba plisobit a my miizeme sluchem vnimat zné&jici hudbu a rozumem
odhalovat F4d ve svété kolem nds. Zaroveii v§ak miiZzeme tento fad pocitovat jako krdsny a hodno-
tit jako spravny. Cislo, ¥ad, harmonie se tedy staly také estetickymi a etickymi kategoriemi
(RyscuHawy — Stott, s. 40-42, diisledky v oblasti interpretacni praxe cf. v pozn. *96). Tomu odpo-
vidalo i vysoké spoleCenské ocenénf hudby oproti jinym uménim. Teprve pak by pfiSlo na fadu
déleni vokdlni hudby na chordlni a menzurdlni a s nim i prakticka hudebni nauka, tak jak je tomu
u Philomatha a Cochlaea (Musica, < pozn. 8).
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f. a2¥

10 Wenceslai Philomathis Musicorum libri quattuor

(LIBER PRIMUS)

I Caput primum de vocibus
Vocis diffinitio ,[QJuo melos effertur, signum modulaminis est vox.! 1
65 Vocis divisio Et sunt sex voces, quibus omne melos modulamur, '
at repeti toties debent, quoties opus urget.
Ordo vocum Infima vox est ut, re sequens, mi tertia, quarta
extat in ordine fa, est sol quinta, suprema la fertur.'® S
Vocum proprietates Ut cum fa mollis vox est, quia cantica mollit,"’
70 mi cum la dura est, nam duras efficit odas,
sol naturalis (quoniam neutras facit) et re.'®
Vocum mutua mutatio In duram mollis vocem nunquam neque contra,
vox vero naturalis mutatur utrinque. 10

Caput secundum de clavibus
75 Descriptio clavis ,[[Judicium vocum prestans est littera clavis.'
Eiusdem divisio Viginti porro claves manus® in digitorum
articulis claudit, capitales octo, minutas

4 CocHLAEUS, Tetrachordum, 11, 6: “Quid est vox? Est aer spiritu verberatus. Quid est vox mu-
sicalis? Est syllaba, qua clavium tenor exprimitur. Quot sunt voces? Sex.”

> TiNcToRIS, Expositio, p. 6: “Sex autem sunt voces universales, scilicet ut, re [...], quas quidem
per ordinem diffinire possumus.” — Cf. GaFFuRrIUS, Practica, 1, 2, ubi “syllaba” saepius reperitur
quam “vox”. — COCHLAEUS, Musica, f. 2" “Voces autem sive syllabas, quas ad musice opus assu-
mimus, sex constat esse [...]. His itaque syllabis pleraque cantica cuiuscunque generis depromun-
tur per crebram continuamque harum variationem.”

' 1, 1-5: Ruau, Enchiridion, 1, 1, De vocibus.

71, 6: AcricoLa, Quaestiones, De vocum proprietatibus.

'8 CocHratus, Tetrachordum, 11, 6: “Quomodo differunt inter se? Sic: due sunt voces molles,
ut et fa, due naturales, re et sol, et due dure, mi et la. Hec differentia bene observata dulcisonum
reddit omnem cantum.”

Y1, 11: AGricOLA, Quaestiones, Scala musicalis. — HoLLANDRINUS, p. 169: “Claves enim litte-
rae vocum dicuntur, quia per eas cantus et proprietates vocum, quae trina vocum determinatione
dicuntur, asperarum videlicet, mollium et mediocrum, velut quadam clave ferrea reserantur.” —
TINcTORIS, Terminorum, p. 180, Expositio, p. 4: “Clavis est signum loci, lineae vel spatii.” — Gar-
FURIUS, Practica, 1, 3: “Omnis namque littera sive sedes lineali vel spaciali loco in introductorio
disposita clavis vocitatur.” — HeriTius, p. 83: “Constat enim totam musicam apud Latinos esse
fundatam in sex vocibus, quibus perfecte duplex dyapason constituere non possumus, nisi quadam
reiteratione vocum in certis locis, et hec loca sapienter ab antiquis Latinis in certis clavibus vel
litteris Latinis fundata sunt [...].” — ApaM voN FuLpa, p. 344: “Clavis vero est littera localis per
voces rectificata.” — Reiscu, Margarita, V, 11, 2: “Quare he littere claves nominantur? Quare oc-
culta et incognita monochordi nobis reserant et manifestant, videlicet voces, cantus et sonos, quo-
rum claves sunt.” — CocHLAEUS, Musica, f. 2": “Clavis est reseratio cantus. Tot autem constat esse
claves, quot in manu dictiones, que omnes comprehenduntur sub septem litteris bis terve in scala
reperitis.” — CocHLAEUS, Tetrachordum, 11, 3: “Quid est clavis? Est reseratio cantus. Dicitur autem
clavis, vel quia linea vel spacio clauditur, vel quia occulta et incognita monochordi nobis reserat,
vocem quidem et tonum. Quot sunt claves? Viginti in scala musicali.” — LusciNiws, Musicae insti-
tutiones, f. 57 “Clavis est vocis formandae index lineae adhaerens aut linearum intervallo.”

20 SPECHTSHART, I, sub imagine manus: “Disce manum tantum, si vis bene discere cantum. /
Absque manu frustra disces per plurima lustra.” — HoLLANDRINUS, p. 169: “Manus enim musica est
vocum musicalium clavigera proprietatumque earum demonstratrix ad cantum regulariter ad-
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De vocibus (I, 1-10) — De clavibus (I, 11-13) 11

KNIHA PRVNI

Kapitola prvni o solmizacnich slabikach

(1) Solmizacni slabika je znak zpé&vu, jimZ se vyjadiuje melodie.” Definice slabiky

(2-3) Je Sest solmizacnich slabik, jimiz zazpivame kazdy ndp&v, Rozdéleni slabik
oviem mus{ se opakovat tolikrdt, kolikrat to skladba vyzaduje.

(4-5) Nejniz3i slabika je ut, nasledujici re, tfeti mi, Ctvrta v po- Poiadi slabik
fad{ je fa, patd je sol, nejvyssi se nazyva la.

(6-8) Ut a fa jsou mékké slabiky, protoze pisné zmé&kcuji, mi a la  Vlastnosti slabik
jsou tvrdé, nebot zplisobuji tvrdé zpévy, sol a re jsou piirozené (je-
likoz je ¢ini neutrdlnimi).”!’

(9-10) M¢kka slabika se nemtize nikdy zménit v tvrdou ani na- Vzijemna zaména
opak, pfirozend slabika viak mutuje v oboje.™" (mutace) slabik

Kapitola druha o klicich
(11) Vyborny soudce solmizac¢nich slabik je pismeno klice.”"?  Popis Klice
(12-22) Ruka pak uzavird v ¢ldncich prstd™? dvacet kli€G: osm Jeho déleni

* Termin vox znamenal jak obecné “hlas”, tak specidlné “solmiza¢ni slabiku”. Slabiky slouZzi-
ly ve spojeni s uréitymi ténovymi stupni jako mnemotechnickd pomticka pro pamétovou fixaci me-
lodickych intervald. Systém byl spjat s oficidlni hudebn{ kulturou evropského stfedovéku, tj. s gre-
goridnskym chordlem, a tradi¢n€ byl pfipisovdn teoretikovi Guidonovi z Arezza (po roce 1000).
Zikladem systému bylo Sest slabik, které tvoif hexachord (cantus), diatonickou fadu Sesti t6nQ
s plilténem mezi mi a fa. Spojeni s konkrétnimi ténovymi stupni se realizovalo prostiednictvim ti{
hexachordii: pfirozeného (cantus naturalis, odpovidd téniim ¢, d, e, f, g, a), tvrdého (cantus durus:
2, a, h, ¢, d, e) a mékkého (cantus mollis: £, g, a, b, ¢, d). Jejich transpozicemi do riznych oktdv
a tzv. mutacemi, tj. pfechody z hexachordu do hexachordu na ténech, kterym je moZné ptifadit
vice slabik, bylo mozné vyjadfit cely ve stiedovéku pouzivany diatonicky ténovy systém v rozsahu
G-e" veéetné chromatickych téntl b-h. Philomathovi je blizkd Cochlacova definice (< pozn. 15):
“Je zndmo, Ze je Sest voces Cili slabik, jeZ si osvojujeme k provadén{ hudby [...]. Témito slabikami
se tedy vybird vétSina zpévl jakéhokoli rodu skrze jejich Castou a ustavi¢nou proménlivost.”

"WK mi a la se postupuje zdola “tvrd€” dvéma ténovymi kroky, k ur a fa “mékce” tonem a piiil-
ténem.

"I Mutacim je vénovdna pétd kapitola prvni knihy.

"2 Pojmy littera a clavis znamenaly totéZ — tonovy stupeii. Litterae byly pfevzaty z nauky o mo-
nochordu, na némz oznacovaly tseky, na které bylo moZno délit jedinou strunu této pomicky, a tak
ndzorné predvadét ¢iselné proporce intervalii. Oktdvé odpovidala polovina struny, kvinté dvé tie-
tiny, kvartg tfi ¢tvrtiny atd. S timto plivodem je spjato i oznacovani riznych oktdv velkymi, maly-
mi a zdvojenymi pismeny. Claves odpovidaji praktickému roz¢lenén{ diatonické §kdly na ténové
a pilténové stupné a hlubokou a vysokou polohu. V souc¢asné hudebni terminologii nezapiou sviij
pivod od claves “kldvesy” a “klie” (claves signatae), z nichZ zlstaly béZnymi F a g, a od litterae
oznaceni ténovych stupiiti velkymi a malymi pismeny abecedy. Obvykld slovni hii¢ka “KIi¢ je
otevieni zpévu” je u Philomatha obrdacena v I, 12-13 na “Ruka pak uzavird [...].” — Cf. CoCHLAEUS,
Tetrachordum (< pozn. 19): “Jmenuje se tedy kli¢, bud Ze je uzavien linkou nebo mezerou, nebo
Ze ndm otvird tajnosti a nepoznanosti monochordu, totiZ solmizaéni slabiku a tén.” Cf. NIEMOLLER,
Die Musica Gregoriana, s. 203.

" Pro vyuku systému se jako pomiicka pouZivala levd ruka. Kazdému “Clanku” (vlastné ohbim
mezi ¢lanky a §pi¢kdm prstii) byl pfifazen ténovy stupeil, clavis, a jemu odpovidajici solmizaén{
slabiky. — BLaHOSLAVY, 5. 9: “KIi¢ jest ndstroj neb znameni otvirajic{ zp€v nanotovany [...]. VSickni
kli¢ové od starych muzikiiv byvaji v zplisob febiiku anebo ruky pfedkldddni.” Cf. vyobrazeni ruky
tamtéZ, s. 10; reprodukovano in: Déjiny ceské hudby v obrazech, obr. 61.
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12 Wenceslai Philomathis Musicorum libri quattuor

septenas, quinas geminatas, quinque vocantur

signate,”' signatur enim Famma et geminum dd 15
80 rariter, F capitale tamen solito et ¢ minutum,

sepius in cantu quoque signatur® g minutum,

linea signatas sustentat scilicet omnes

et distant inter se mutuo per diapenten,*

F tamen ab "'amma distinguat septima quamvis. 20
85 Quattuor ex octo capitalibus inferiores

esse gravis, religuas finalis dicito claves.

Ordine quo sistant omnes, quot queque seorsum
possideat voces, quam linea, quam spaciumve
sustentet clavem, si scire voles, lege scalam. 25

= ool
90 LD raro
geminate ¢ | € roL [dd]
quinque _“4 M__””,
g Adlla wm re
ks La—Hol e sepe
= % fa 1«&" Quarum | [g]
95 ; Lg_ l“ " quinque 5
Z minute dicuntur P
8 { septem £—1-f l—-ﬁ\v—% signate. 'E‘;-so]it 5
g b [l [c] =
5 a—-A—me—e- ]
= (|B[Fl v ue g
v inales t‘:_ B-,Lsolit =
= Quat- e - F
100 © capi- } tuor Lm [F]
tales !@“fo ¥e-
octo )gravef |SC| M ué
quat-) - mw \
tuor | | | P2
105 ,_V_ P ..y_raro /

(]
A signatur] H : siggatur Ph

discendum flexuris articulorum tamquam lineis et spatiis adornata.” — TiNCTORIS, Expositio, p. 2:
“Viginti autem in manu nostra sunt loca [...]1.” J

3 HOLLANDRINUS, p. 169: “Signatae sunt, quae ad notificandum cantum in libris scribuntur et
harum, quae communiter signantur, ut F grave et ¢ acutum, quaedam vero, ut I" graecum fundamen-
tale, rarius et g superacutum. Quaedam vero rarissime, ut d excellens, signatur etc.” — CocHLAEUS,
Musica, . 2% “Clavium autem quedam signantur [...].” — CocHLAEUS, Tetrachordum, 11, 4: “Quid
est clavis signata? Que expresse ponitur in cantus exordio. Quot sunt claves signate? Quinque.
Que? G ut, F fa ut, ¢ sol fa ut, g sol re ut et dd la sol. Rarissime tamen sunt due extreme G et dd,
g quoque raro ponitur [...]. Claves autem signate ponuntur in liniali situ omnes distantque abinvi-
cem singule a singulis quidem proximis per quintam, preter G et F, quibus septima interiacet.”

1, 18-19: Janovka, Clavis. p. 60, 11. 730-731; WALTHER, Praecepia, 1, 169 (p. 59).
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De clavibus (I, 14-25) 13

velkych, sedm malych, pét zdvojenych. Pét se nazyvd znaCené kli-
¢e: Gamma a dd se oznaluji ziidka, velké F a c jsou obvyklé a Cas-
t&ji se pti zpévu oznaduje kli¢ g. VSechny znacené kliCe leZi na lin-
ce a jsou od sebe vzdaleny o kvintu, jen F a Gamma rozdéluje jed-
na septima. Ctyfi spodni z osmi oznagenych velkymi pismeny jsou
hluboké, zbylé stupné pojmenu;j findlni.

(23-25) Chces-li védét, jak za sebou véechny ndsleduji a kolik ma
ktery kli¢ zvl4sf solmiza¢nich slabik, ktery kli¢ drzi linka a ktery
mezera, precti si kdlu."™*

Hudebni klice jsou troji:

Osm velkych: Sedm malych: Pét zdvojenych:

Ctyrl hluboke Ctyrl fmalm
. o’?m
; o e o °
' ABCDETFUGahb e f g aabb cc dd ee
ut re mi fa sol la fa sol la fa sol la la fa sol la fa sol la la
ut re mi ut re mi mi fa sol mi ut re mi mi fa sol
ut re ut re ut re

Péti z nich se fika kli¢e znacené.
Ve zpévu se oznaduje dd zfidka, g ¢asto, c béZné, F bézné, T zfidka.

*14 BLAHOSLAY, s. 10: “Rebiik se déli na litery dvojité neb vysoké, mensi a ostré, v&3{ a hrubé,
tlusté jako bardouny.”
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14 Wenceslai Philomathis Musicorum libri quattuor

Quas modo legisti claves, pro simplice quovis
sufficiunt cantu nec pluribus est opus uti.
Plures esse claves At mensuralis cantus (quoniam geminatas
in cantu me“ls‘“m:f transgreditur clavis et sepe subit capitalis)
Auam choratt usurpat plures, quarum signacula produnt 30
octave (facile hoc scitu est), si linea clavem
sustinet, octava in spacio iacet et viceversa.™?
Regula de clav{ium Transpositas unam per normam discute claves.
transpositione Quantum conscendit clavis, tantum nota rursus
. [a3] 115 || descendit, verso quoque sic intellige sensu.™ 35

Exemplum:

L 4 () L 3L/ _
3 y &l Awalvalern

Arsis. Thesis.”

Caput tertium de natura trium cantuum
L[E]st naturalis vocis modulatio cantus®
120 instrumentalisve camene subdita legi.
Quandoquidem triplices voces, cantus quoque triplex.
Cantus ab extrema sortitur voce decenter
nomen, ob hoc mollis vox molles duraque duras 40
et naturalis naturales facit odas.

1L 26-32: Ruauv, Enchiridion, 1, 1, De clavibus.

*1., 33-35: Ruau, Enchiridion, 1, 5. - CocHLAEUS. Tetrachordum, 11. 5: *Quid est transpositio?
Est clavis signate ob cantus ascensum vel descensum de linea ad lineam translatio [...]. Quantum
clavis transposita ascendit, tantum subsequens nota descendit et contra {...]1.”

= Isiborus HispaLeNsis, Etymologiae, 111, 20; Hieronymus, p. 17: “Arsis est vocis elevatio, hoc
est initium, thesis vocis positio, hoc est finis.” — Similiter etiam TiNncToRIS, Terminorum, pp.179,
189. — Summa musice, v. 1102: “Ex predictis patet, quod intervalla, que habentur in cantu secun-
dum arsin et thesin, procedunt [...].” Ibid., v. 1171: “Est thesis, est arsis, est unisonus: videantur /
signa prius, per que species tot certificantur.” — Cf. BieLitz, Musik und Grammatik, pp. 157-159.

* HoLLANDRINUS, p. 170: “Cantus autem est modulatio vocis naturalis vel instrumentalis regu-
Iis artis musicae coartata. Et juxta triplicem soni proprietatem in triplici differentia reperitur, vi-
delicet durus sive asper, naturalis sive planus et mollis sive dulcis cantus [...]. Et quia ter reperitur,
in tres merito sortes dividitur.” — GAFFURIUS. Practica, 1, 2: “Exachordum nam est compraehensio
sex chordarum diatonica dimensione dispositarum [...].” Terminus “cantus™ non reperitur. — KgIn-
SPECK, p. 115: “Cantus est modulaminis secundum arsim et thesim congrua coaptatio. Tres sunt
cantus secundum Guidonem: durus, mollis, naturalis.” — WoLLICK, Opus aureum, 11, 4, Enchiri-
dion, I, 4: “Cantus est modulaminis secundum arsim et thesim congrua coaptatio, vel cantus est
melodia ex sono, tono et modo per vocem vivam formata. Quem odam nos nonnumquam laudem
vocamus.” — CocHLAEUS, Tetrachordum, 11, 6: “Quid est proprietas vocum? Est ipsarum sex sylla-
barum diatonica ac naturalis deductio seu progressio. sive ascendendo, sive descendendo. Quot
sunt proprietates vocum? Tres in genere et septem in specie [...]. Dicuntur autem vulgo cantus,
possunt et hexachorda nominari: a sex chordis seu vocibus.”
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De clavibus (I, 26-35) — De natura trium cantuum (I, 36-41) 15

(26-27) Pro jakykoli jednoduchy zpév'™'® stali kli¢e, o kterych jsi
pravé cetl, a nenf potieba pouzivat dalsi.

(28-32) Naproti tomu menzurdlni zpév jich pouzivd vice (nebof Poéetngjsi klite jsou
piekraduje klite zdvojené a ¢asto jde pod velké); jejich znacky uka- Ve zpévu menzural-
zuji oktavy (je snadné to védét): nese-li kIi¢ linka, oktava lezi ™" ne v chordlnim
v mezefe a naopak.

(33-35) Prober transponované klice podle jedné normy. O kolik Pravidle
vystoupi kli¢, o tolik nota sestoupi zpét, a tak tomu také rozuméj © transpozici klici
obricené.”"

Priklad:

: M :
;%g‘M' .t,u.‘: E,l‘_’:

Vzestupné. Sestupné.

Kapitola tieti o charakteru tii hexachorda
(36-45) Hexachord je melodicka fada ptirozeného hlasu nebo in-
strumentdln{ hry podfizend pravidlu.”"” Stejné jako jsou troji solmi-
zaéni slabiky, je troji i hexachord. Hexachord dostdvd jméno pfi-
meéfené podle krajniho stupné, proto mekky stupen ¢inf zpévy mek-
kymi, tvrdy tvrdymi a pfirozeny pfirozenymi. Proto se fikd patému

1% = chordl.

1% Cocrakus (X pozn. 24): “Co je transpozice? Je to pfeneseni znaceného kii¢e z linky na
linku kvili vystoupeni nebo sestoupeni zpévu [...]. O kolik vystoupi transponovany kli¢, o tolik
sestoupi nisledujici nota a naopak.” Uspornd chorélni notace umoziovala pomoci nékolika znace-
nych kli¢i a jejich transpozic zachytit na mdlo linkdch velky rozsah. Pozdéjsi praxe sméfovala
k redukci poctu bézné pouzivanych znaCenych kli¢d a k zavedeni pétilinkové osnovy (cf. ndsledu-
jici piiklad).

“'7 Philomathes cituje Hollandrinovu definici (< pozn. 26): “Hexachord je melodickd fada pii-
rozeného nebo instrumentalniho hlasu seviend pravidly hudebniho uméni.” Pouze Gaffurius pou-
Ziva disledné termin exachordum. B&inéjsi je termin proprietas a nejobvyklejsi viceznaény po-
jem cantus, ktery miize znamenat jak hexachord, tak zpév obecné, jako napf. ve Wollickové defi-
nici.
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Wenceslai Philomathis Musicorum libri quattuor

f. [ad"]

130

135

140

145

Dicitur hinc mollis quinti sextique tonorum,
hinc durus thriti et thetrardi, quattuor illinc
vult naturalis cantus dici reliquorum.
Clarius in capite hec duxi reserare futuro.

Insuper est scitu dignum, quia quisque tonorum
in b tonare fa mique* potest, sed non simul ambo.
Si quinti sextique toni cantus situatur
in regione sui, tum rite fa postulat in b,
at cum per quintam transponitur, efflagitat mi.
Iudicium sit idem reliquo de quoque tonorum.
Non variat cantum translatio, sed melodia,
seu transponatur, seu non, semper tonus idem est.

Molliter incedit mollis durusque vagatur
duriter, at neutram naturalis melodiam
cantus habet, quando medium tenet inter utrumque.
Si b regit clavis variatque toni melodiam,
cantus ab illius dici modulamine vocis
nempe potest, cantum fa b mollem mique § durum
hinc facit, at molles, duras neutrasque camenas
sola toni finalis vox denominat apte.

Exemplum de cantu: Molli quinti toni in propria sede positi:

[=11 WY, é-,&—«

v

Fn confpectu angelozus plallinbi oc us meus. €uouse.

- Molli quinti toni transpositi per quartam:

[ X e

B conlpeau ange o i pfalld abi vc us meus. €Euovac.

Molli quinti toni transpositi per quintam:

mwm‘

confpectu ange lo ri plalliadi de ws meve. Evouic.

Duro quarti toni in propria sede positi:

45

50

55

60

—

—y

2

~
&

-.’

@8ntc troni bu? wingie fredntace nob dulaa citica dagmat] .€vouac.

A mique] H : mi que Ph
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De natura trium cantuoum (I, 42-61)

17

a Sestému modu mékky, tietimu a ¢tvrtému tvrdy, odtud chce byt
nazvan ptirozenym hexachord ¢tyt zbyvajicich. Rozhodl jsem se,
Ze jasnégji to vylozim v pfisti kapitole.

(46-53) Kromé toho je zdhodno v&dét, Ze v kazdém z modl mizZe
na stupni b zaznit fa i mi, ale ne obé zdroven. Umisti-1i se hexachord
pétého nebo $estého modu ve svém rozsahu, fddné€ 24dd na stupni b
slabiku fa. Je-li ov§em transponovan o kvintu, vyZaduje mi. Tentyz
zavér plati o kazdém ze zbyvajicich modt. Hexachord se neméni
pfenesenim, ale melodii, modus je vZdy tyZz, af je transponovdn,
nebo ne.

(54-56) MEkky kraéi mékce a tvrdy putuje tvrde, avSak pfirozeny
hexachord md neutrdlni ndpév, kdyZ se drz{ stfedu mezi obéma.

(57-61) Jestlize stupefi b Fidi a méni melodii modu, hexachord
miiZe byt jisté nazvdn podle zpévu onoho stupné, proto fa (b) &ini
hexachord mékkym, mi (h) tvrdym. AvSak jedin€ findla modu po-
jmenovdvd mékké, tvrdé nebo pfirozené ndpévy piesné.

Priklad na hexachord:
mékky v pdtém modu v obvyklé poloze:

{ G 1 I
W
¢

In conspec-tu an-ge - lo-rum psatlam ti-bi, De - us me-us.

mékKky v patém modu transponovany o kvartu:

e e e Eree—Liia e

I

In con-spec-tu an-ge - lo- rum psal-lam ti-bi, De - us me-us.

mékky v patém modu transponovany o kvintu:

KD

Euouae

\
)
]

tvrdy ve étvrtém modu v obvykié poloze:

> o
In con-spec-tu  an-ge - lo-rum psal-lam ti-bi, De- us me-us.

oo, 0

D>

- e o

L d

Ante tronum huius Vir - gi-nis frequentate nobis dulcia can- ti-ca dragma-tis.
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18 Wenceslai Philomathis Musicorum libri quattuor

Duro quarti toni transpositi per quartam:

s L T e A Yy

@nee crond bui? virginis fredneate nob oula'a citica d:agmael.€uouac.

150 Duro quarti toni transpositi per quintam:

——
0 43 5 %3

K]
*
Bnte trond bui? wirgis fregneace nob oulaa citica v:agmael. €uonac.

Naturali primi toni in propria sede positi:

€ .- o
-‘-.‘,_; : - d TP

Defvs aiie trifi enopermevivm i1 Jowm bat.  €uwoude.

Naturali primi toni transpositi per quartam:
fudl [ 3K [
=0 “'I‘A L. iOTQdJ-—-
) tl [J

Vefus autd erificus permevium 3 lozum idag.  €uonze.

Naturali primi toni transpositi per quintam:

T Amnand e e

TFefuo sutem ¢rifi ene per medium 1 lo:um ibas. €uouse.

f. [a4*] || Caput quartum de tonis
155 Toni diffinitio ,[R]egula principii tonus est, finis mediique.”’
Tonorum divisio Ponimus octo tonos, quamvis veneranda vetustas
(teste Severino) fuerit contenta quaternis.™

77 HOLLANDRINUS, p. 176: “Est enim tonus certa lex et regula cantuum principiandi et finiandi,
arsis et thesis, per quam de quolibet cantu in fine iudicamus.” — TincTors, Liber de natura, p. 18:
“Tonus itaque nihil aliud est quam modus, per quem principium, medium et finis cuiuslibet cantus
ordinatur.” — KEINSPECK, p. 121: “Tonus est regula ascensum descensumgque cuiusvis cantus evi-
dentius demonstrans.” — WouLick, Enchiridion, 111, 1: “Tonus apud Guidonem est regula per ascen-
sum et descensum omnes descriptas ac etiam pernotabiles modulationes in fine diiudicans, vel sic:
Tonus est certa lex vel regula arsim thesimque cuiusvis cantus penes principium et finem eviden-
tius demonstrans.” — CocHLagus, Terrachordum, 11, 1: “Quid est tonus? Est regula per ascensum
et descensum quemvis cantum in fine diiudicans.” — Similiter etiam CocHLAEUS, Musica. f. 6. -
Luscinius, Musicae institutiones, f. 6°: “Est autem tonus natura quaedam harmonica concentus,

.

cuius ratio ex eius fine et motu hincinde colligitur. Toni priscis erant quatuor [...]

= BokTtHIus, De institutione musica, IV, 15: “Has igitur constitutiones, si quis totas faciat acu-
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De tonis (I, 62-64) 19

tvrdy ve ¢tvrtém modu transponovany o kvartu:
o)

& o=@
& @@

Ante tronum huius Vir - gi-nis frequentate nobis dulcia can- tica dragma-tis. Euouae.

tvrdy ve ¢tvrtém modu transponovany o kvintu:

. [

[EA\SY = 1

Ante tro-num huius Vir - gi- nis frequentate nobis dulci-a can- tica dragma-tis. Euouae.

piirozeny v prvnim modu v obvyklé poloze:

D>

[ I
1

Wﬁ?{%

le-sus au-tem trans- i - ens per me-di-um il - lo-rum i-batt. Euoua e

:

piirozeny v prvnim modu transponovany o kvartu:

KD

%) le-sus autem trans-i - ens per me-di-um il - lo-rum i-batt Euowua e

piirozeny v prvnim modu transponovany o kvintu:
Fa) ~

—

& I
Bl [

%) le-sus autem trans-i - ens per me-di-um il - lo-rum i-bat. Euowua e

Kapitola ¢tvrta o modech
(62) Modus je pravidlo zacdtku, konce a stiedu.™® Definice modu
(63-64) Predkladdme osm modq, tfebaZe ctihodnd minulost (dle Rozdéleni modi
Boéthiova svédectvi) se spokojila se Ctyfmi.™"

*1¥ V Philomathové dobé se pro tonové fady, stupnice pouZzival ¢astéji termin fonus nez modus.
Jeho obsah se viak nevycerpdval pouhym oznacenim osmi diatonickych fad, v dne$ni terminologii
“cirkevnich stupnic”, ale zahrnoval i urdité charakteristické melodické obraty, dileZité tény a roz-
sah. Philomathova definice je podobnd Hollandrinové (< pozn. 27: “Tonus je totiZ ur¢ité pravidlo
a pofddek za¢indni a konéeni zp&vil, vzestupu a sestupu, skrze které na konci rozhodujeme
o kterémkoli zpévu”) a Tinctorisové (< pozn. 27), podle niZ “ronus tedy neni nic jiného nez zpi-
sob, kterym se Fidi zacdtek, stfed a konec jakéhokoli zpévu”.

“1» Podobny text, ktery si bere za svédka Boéthia, m4 také Anonymus Michaelbeuern. Tykd se
véak ¢tyf findlnich t6nf, na nichZ by mély ndp&vy koncit. Boéthius (kolem 480-524 n. 1.) piSe
o sedmi modech, ze méli “stafi” &tyfi mody, zprostiedkoval Philomathovym pfedchidciim a sou-

Easnikiim nejspiSe velmi rozsifeny traktdt Johanna z Afflighemu (kolem 1100).
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20 Wencestai Philomathis Musicorum libri quattuor

De tono autento Impare de numero tonus est autentus,” in altum 65
cuius neuma salit sede a propria diapason
160 pertingens, a qua descendere vix datur illi.*

Exemplum:

E A
T e A A T ¥ e Y A

Sancri tu somine ficut palma floze bune allc lu s al e luiz. uouze.

De tono plagali Vult pare de numero tonus esse plagalis in ima
ab regione sua descendens ad diapenten,
cui datur ad quintam raroque ascendere sextam.”' 70
165 Exemplum:

~
M_O.!W!__u'l ivl" 7.4' (X2

¥Dcc fic fonipea fiie ve aredatis quiaicfus et cbud?filinve e ¢ e veerer

—HWWW‘——WT
v * A!_‘_‘V

4 v

ten tes vitcam babe 8 o8 in nomneipRus alle lws. €vouac.

tiores vel graves totas remittat, secundum supradictas diapason consonantiae species efficiet mo-
dos VII[...].” — JOHANNES AFFLIGHEMENSIS, De musica, p. 240: “Sciendum quoque, quod modi, quos,
uti Guido asserit, abusive tonos appellamus, octo sunt [...]1.” Ibid., p. 242: “Sane, quod nunc octo
sunt modi, cum quondam non essent nisi quatuor [...].” — Similiter etiam HieroNnymus, p. 152:
“Apud antiquos autem solum IV tonos sive modos vel etiam tropos fuisse narrat Johannes.” — Ano-
NYMUS MICHAELBEUERN, p. 49: “Sed totaliter est contra musicos attestante Boethio in sua Musica,
qui dicit tetra sonis omnem nervus symphoniam terminari, ubi prius.” — HoLLa~DRINUS, p. 177:
“Quatuor esse tonos dixerunt namque vetusti, / hinc omnis talis autentus fitque plagalis.” - Wor-
LIcK, Enchiridion, 111, 1: Constat itaque quattuor dumtaxat tonis contentos fuisse Grecos [...].
‘Quattuor esse tonos voluit discreta vetustas, / testor finales, quas retinemus adhuc.”” — COCHLAEUS,
Tetrachordum, I11, 1 “Quot sunt toni? Quattuor apud Grecos {...]. At Latini octo assumpsere [...1.”

** SPECHTSHART, IV, f. F6*: “Impar dat numerus autentum parque plagalem.”

1, 65-67: RuAL, Enchiridion, 1, 8, De tono autento. — Cf. ANonyMus FELDMANN, p. 193:
“Omnes autem autenti a finali sua ad octavam ascendunt regulariter, licenter vero ad nonam vel
decimam. Descendunt autem a finali ad proximam, infra quam nulla eis licentia conceditur [...].”
— Similiter etiam HoLLANDRINUS, p. 178.

3U1, 68-70: Ruau, Enchiridion, 1, 8, De toni plagalis ambitu. — Cf. etiam ANonyMus FELD-
MANN, p. 193: “Plagales omnes a finali usque ad quintam ascendunt — regulariter - et licenter sex-
tam assumunt. Quintam tamen et sextam raro attingere debent. Descendunt autem omnes subiuga-
les a finali usque ad quartam vel etiam quintam — regulariter [...].” — Similiter etiam HoLLANDRI-
Nus, p. 178.
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(65-67) Autenticky je modus lichého &isla, jehoz ndpév skdce do O modu
vysky, kde dosahuje k oktavé od vlastniho sidla,”™ pod néz je mu autentickém
sotva ddno sestoupit.

Priklad:
fa)
—Y T
t@:m_,——_._fi&r"ﬂﬁ L e ﬂ' T -
Y - "
* Sancti tu-i, Domi- ne, sicut pal-ma flo-rebunt, al-le-lu - ia, al-le - lu-ia. Euouae.

(68-70) Plagdln{ chce byt modus sudého &isla sestupujici ze své- O modu plagalnim
ho prostoru do hloubky ke kvinté, jemuZ je ddno vystoupit ke kvin-
t¢ a zfidka k sexté.

Piiklad:

D

. ; - e
Hec autem scrip-ta sunt, utcre-da - tis, qui-a le-sus est Chri - stus, fi-liFus De - |,
G — S
p— mm%
B e —— - :
et ut cre-den - tes vi - tamha - be - a - tis
- & i —————

in no - mi-ne ip-si-us, al-le - lu-ia E u o u a e

o® |

D>

a@f

L}
L]

@Iﬁ)

€

* = od findly, zdkladniho ténu.
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22 Wenceslai Philomathis Musicorum libri quattuor

De tono mixto Qui velut autentus conscenderit utque plagalis
depressus fuerit tonus, ipsum dicito mixtum.*

Exemplum:

¥
eXlozianoi uob eit olcaifi mi in cruce vomini noftn ie fu chufli cuine venerdy

E—*t3 — X A PV
—*—l—fu—;—‘—v,¢ | ‘i A <

L4

—@

vicele  bantes memoifuppliccoer 0 ramugye (€ iufbom (ancs

tor |2 VYRS

. rasvver i — B add

cruas virtute fuper ard cotoie (acnficins laums offerre que a8 mus allcluia. Euocuae.

De tono neutrali Qui non autenti ascendit neque lege plagalis
170 deprimitur tonus, is neutralis rite vocetur.*

Exemplum:

m

M P AL

€ v R cauic moyfcs alea redomi o dco. Emonac.

Tonus cognoscitur Initio, medio tonus est et fine notandus. 75
tripliciter Fine per extremas voces, nam desinit in re
cum deutro primus,® cum quarto tertius in mi,
quintus cum sexto in fa, octavo septimus in sol.
Exitus est idem, variatur origo tonorum.*

175

21, 71-72: RuAU, Enchiridion, 1, 8, De tono mixto. — TINCTORIS, Terminorum, p. 190: “Tonus
mixtus est, qui si autenticus fuerit, descensum sui plagalis, si vero plagalis, cum alio quam suo
autentico miscetur.”

31, 73-74: Ruauv, Enchiridion, 1, 8, De neutrali tono. — AGRICOLA, Quaestiones: “De tonorum
cognitione Wences. Philo.”

3 SPECHTSHART, IV, f. G1%: “In D sol re tonus primus finitque secundus.”

31, 75-79: RHAuU, Enchiridion, 1, 8, Tonus cognoscitur tripliciter. Fine [...]. - 1, 76-79: AGRI-
coLa, Rudimenta, De finali irregularium tonorum cognicione. Wences. Philomathes: {...].
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(71-72) Modus, ktery by vystupoval jako autenticky a klesal jako O modu smigeném
plagalni, takovy nazvi smiSenym.

Priklad:

Glo-ri - andum nobis est, di - lectis - si - mi, in cruce Do-mi- ni no-stri Ie- su Chri-sti,

—~

& ~
| 5
cuius veneranda ce - le-bran - tes, me- mo-ri-am sup-plices ex - o - ra-mus,
—
o e m e 4 &
e *
[
ut in e-ius - dem  san-cte Cru - cis vir-tu - te su-per a-ram cor-dis
T e e Py ° P —
: —eo o o—o
= - !
sa-cri-fi- ci-um laudis of-fe-rre que - a- mus, al-le - lu-ia. Euo u a e.

(73-74) Modus, ktery nevystupuje jako autenticky a ani nesestu- O modu neutralnim
puje jako plagdlni, ten se fddné nazyvd neutrdlnim.

Priklad:

NO

E-di-fi-ca - vit Moy - ses al-ta-re Do-mi-no De-o. Euou a e.

(75-79) Modus ma byt rozpoznatelny ze zacétku, stfedu a konce. Modus se pozna
Z konce skrze zdvére¢né noty, nebot na re konéi prvni s druhym, trojim zpiisobem
na mi treti se Ctvrtym, na fa paty se Sestym, na sol sedmy a osmy.
Konec je tentyZ, méni se zacatek modg.
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Wenceslai

Philomathis Musicorum libri quattuor

De propriis sedibus

tonorum
De tonorum
180 transpositione
De tonorum
185 repercussionibus
190 De capitalibus to-
H norum tenoribus

195

AF|H:{fPh

In D prothus deuterque sedet, cum quarto in E thritus,
quintus in FA cum sexto, octavo septimus in G.*
Per quartam tamen aut quintam transponimus illos,
sedibus in propriis si non possunt modulari.*”’

Noscitur ex medio, dum cantus vocibus ullus
sepe repercutitur propriis versandus in illis,*®
nam tonus omnis habet proprias, quas sepe relidit.
Per re la nosce tonum primum, sape re fa deutrum,
tritum per mi fa et quartum per mi la notato.

EX fa sol quintum, cognoscito per fa la sextum,
septimus ex sol sol, per sol fa tonus patet exter.”

Noscitur initio, dum mox ab origine cantus
euouae suum petit, ut versetur in illo.

In quinta primus quintusque et septimus, ast in
tertia habet deuter proprium sextusque tenorem,
tertius in sexta, sed postremusque tetrardusque
in quarta extremam supra notulam residentem.
Sed quod in introitu sexti modulamur ab ima
euouae nota, qua clauditur, iniciatur.

80

85

90

95

% ANONYMUS MICHAELBEUERN, p. 44: “Versus: Primus et alter D tenet, E tertius quoque quartus,
/ F quintus, sextus, G septimus atque supremus.” — 1, 80, 81, 79: AcricoLa, Rudimenta, f. BS*. -
I, 80-81: Ruau, Enchiridion, 1, 8, De tonorum finibus.

371, 82-83: Ruau, Enchiridion, 1, 8, De tonorum transpositione.

¥ CocuLakus, Musica, f. 7' “Cantus igitur, qui versatur in re, pluries repetens in acutum la
repercuciendo sursum ad fa, est primi toni.”

1, 84-90: Ruau, Enchiridion, 1, 8, Tonus cognoscitur tripliciter. Medio |...].
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25

(80-81) Prvni a druhy sedi na D, tieti se ¢tvrtym na E, pdty se Ses-
tym na F, sedmy s osmym na G."**

(82-83) Jestlize nemohou byt zpivdny ve vlastni poloze, pak je
transponujeme o kvartu nebo kvintu.

(84-86) Pozna se z prostiedka, pokud je néktery zpév Casto odra-
Zen™ ur¢itymi tény, na nichZ m4 prodlévat, nebot kazdy modus ma
vlastni, které Casto vraci.

(87-90) Skrze re-la poznej prvni modus, pomoci re-fa porozuméj
druhému, skrze mi-fa oznac tfeti a podle mi-la Ctvrty. Podle fa-sol
rozpoznej paty, podle fa-la Sesty, ze sol-sol sedmy, skrze sol-fa se
projevuje posledni.”*

(91-92) Poznd se podle zacdtku, kdyZ hned zkraje zpév sméfuje
ke svému seculorum amen, aby na ném prodléval.

(93-98) Na kvinté md vlastni tenor*® prvni, paty a sedmy modus,
avSak na tercii druhy a Sesty, na sexté tfeti, ale posledni a ¢tvrty na
kvarté nad posledni zbylou notou. Ale protoZe v introitu $estého
modu zpivame seculorum amen od nejnizZsi noty, zacind se tou, kte-
rou se konci.

! Jinak: O zdkladnich ténech moda, findldch.

*23

pévu, podruhé v terminologii claves a jedna se o zdkladni tény modd.

O vlastnich sidlech
modi?!

O transpozici modi

O reperkusich moda

O hlavnich tenorech
modi

= Dvakrdt fec¢eno totéZ, poprvé v terminologii solmizac¢nich slabik, jde o zdvéretné tény nd-

"3 Vyraz repercutitur se tykd reperkuse, intervalu mezi zdkladnim ténem (findlou) modu a jeho
tenorem (recitantou, dominantou), na kterém se v psalmodii recituje Zalmovy vers. Cf. dal3f text.
"2 Slabiky vymezujici reperkuse jsou nékdy vzaty z riiznych hexachordl. Ve skute¢nosti jde
o tyto vzestupné melodické kroky: 1. modus: d-a, 2. modus: d-f, 3. modus: e-c, 4. modus: e-a,

5. modus: f-¢, 6. modus: f-a, 7. modus: g-d, 8. modus: g-c.

25 Tenor md v dobové hudebni teorii mnoho vyznami, z toho dva v psalmodii — zde je pouZit

ve smyslu recitanty, dominanty.
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26 Wenceslai Philomathis Musicorum libri quattuor

Exemplum:

, ¥ ambitus® et repercussio toni
=S
L
L &
-

Hec est melodia
-
|

% —

~—
y

<

|| De differentialibus Primus habet citra capitalem quinque tenores,*
tonorum” tenoribus majores quibus atque minores psallimus* odas. 100

A tonorum] H : tenorum Ph

3% CocHLAEUS, Tetrachordum, 111, 4: “De melodia tonorum. Quid est melodia toni? Est solita
notarum deductio secundum certa intervalla uni tonorum magis quam alteri familiaris.”

@ TiNcroris, Terminorum, p. 179: “Ambitus est toni debitus ascensus et descensus.” — Co-
CHLAEUS, Tetrachordum, 111, 3: “Quid est ambitus? Est spacium, quod regula unicuique tonorum in
scala musicali indulget, quantum scilicet quisque a sua finali ascendere aut descendere debeat [...].”
— Similiter et CocHLAEUS, Musica, f. 7".

* HOLLANDRINUS, p. 182: “Primus igitur tonus habet quinque differentias [...].” — Reiscn, Mar-
garita, V, II, 12: “Fines autem principales dixi, nam tenores alios fines habent minus principales,
quos differentias nominamus. Discipulus: Quot differentias habet quilibet tonorum? Magister: Pri-
mus habet quinque. Secundus nullam [...].” — CocHLAEUS, Tetrachordum, 111, 5: “Quid est tenor? Est
breviuscula melodia, que in ecclesiasticis canticis fini subiungitur, hac dictione euouae subscripta.
Si quidem euouae designat seculorum amen omissis consonantibus, quod ultimum est in versu fi-
nali Gloria Patri, quem Damasus papa monitu divi Hieronymi in Romana ecclesia post psalmorum
fines decantari instituit [...]. Quotuplex est tenor? Duplex. Antiphonarum et introituum [...]. Varia-
ntur tamen aliqui tenores quibusdam variatis notarum differentiis ob faciliorem cantus inchoationem.”

2 CocHLAEUS, Tetrachordum, 111, 6: “Quid est psalmodia? Est psalmorum secundum tonorum
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Ptiklad:
Toto je melodie, ™ ambitus™’ a reperkuse modu 1-8:
o]
! - = v ot e
&
. » ® > oo ——
2 - N LA S——
O
y 7 .
3 > E&_,—_
—— . .
L~ g -
. O : e
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7 et - ﬁ_ﬁ
A\SY hd b
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(99-103) Prvni modus ma kromé hlavniho pét tenorli,”® jimiZ zpi- O rozdilnych
vame mensi i vE3i Zalmy.”” Osmy ma4 &tyfi, stejné tolik &tvrty temorech modit

"2 CocHLAEUS, Tetrachordum (< pozn. 39a): “Co je melodie modu? Je to obvykly sled not po-
die urcitych intervald vice ptibuzny jednomu z modii nez jinému.”

21 CocHLAEUS, Tetrachordum (< pozn. 40): “Co je ambitus? Je to prostor, jejZ pravidlo dovo-
luje jednomu kazdému z modi, nakolik mize vystupovat nebo sestupovat od své findly.”

3 Tenor znamend v této souvislosti terminaci. — CocHLAEUS (X pozn. 41): “Co je tenor? Je to
kratickd melodie, jeZ se pfipojuje na konci liturgickych zpévil podlozend textem euouae. Euouae
totiz oznaluje seculorum amen s vynechanymi souhldskami, coz je zdvér findlniho ver$e Glo-
ria Patri, jejZ ustanovil z podnétu svatého Jeronyma papez Damasus, aby byl zpivén v fimské cirk-
vi na koncich zalmi [...]. Kolikery je tenor? Dvoji, antifondlni a introitovy [...].” — REISCH
(< pozn. 41): “Rekl jsem viak hlavni zdvéry, nebot tenory maji také konce méné diilezité, jimz
tikdme diference.”

*2 CocHLAEUS (< pozn. 42): “Co je psalmodie? Je to zpév Zalmi podle tenord modi. Kolikerd
je? Dvoji. Vétsi a mensi. Co je v&tsi psalmodie? Ta, jeZ slavnostnéjsim zpévem not méni zaCdtek
a stied a kon¢{ podle tenoru modu. Které jsou vétsi psalmodie? Magnificat a Benedictus, totiZ zpév
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28 Wenceslai Philomathis Musicorum libri quattuor

200 Quattuor octavus, totidem quartus totidemgque

septimus, adde duos?® quinto, sexto datur unus,

sed nullum tristis reperitur habere secundus.
Euouae duplex etiam citra capitale

primus habere solet, quod in introitu* reperitur,

tertius et quintus tantumque novissimus unum,

septimus et quartus, sextus nullumque secundus.

205

| 445
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Tenor capitalis et habet differentias:

A duos] H : quos Ph

tenores modulatio. Quotuplex est? Duplex. Maior et minor. Quid est psalmodia maior? Que solen-
niori notarum modulatu principium variat et medium clauditque finem tenore toni. Que sunt psal-
modie maiores? Magnificat et Benedictus, cantus inquam Marie et Zacharie. Quid est psalmodia
minor? Que planiori modo incedens medium diversificat finemque toni tenore concludit. Que sunt
minores? Omnes psalmi preter Magnificat et Benedictus.”

4 CocHLAEUS, Tetrachordum, 111, 7: “Qui dicuntur tenores introituum? Qui finem versuum
complent, quibus subscribitur euouae. Semper designantur integri, nunquam (ut quibusdam in locis
tenores psalmorum) abbreviati. Admittunt tamen quandoque differentiarum quoque varietatem pro
suaviori ac commodiori introitus repetitione. Non tamen accipitur tonus ipsius ex fine versus, sed
ex finali propria, que stat ante versum, sequitur itaque versus tonum ipsius introitus potius quam
econtra. Cognoscitur igitur tonus introitus proprie et precipue ex finali. Consequitur vero et tan-
quam per signum, dinoscitur ex melodia versuum.”
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a sedmy, patému pfipoj dva, Sestému je ddn jeden, ale smutny dru-
hy se neshledd s zidnym.

(104-107) Prvni ma téZ obvykle kromé hlavniho dvoji seculorum
amen, jeZ se objevuje v introitu.” Tieti a pdty jedno a tolikéZ po-
sledni, sedmy, &tvrty, Sesty a druhy Zadné.

Cim se intonuji viechny Zalmy modu 1-8:

Hlavni terminace a ma diference:

1 4 I [ I I I

§d>
|
1

ﬁg
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Mariin a Zacharidsiiv. Co je mens§i psalmodie? Ta, jeZ zaCind rovnéj§im zpiisobem, md rizny stfed
a kon¢i tenorem modu. Které jsou mensi? Viechny Zalmy kromé Magnificat a Benedictus.”

1 CocHLAEUS (< pozn. 43): “Které se nazyvaji tenory introiti? Ty, jeZ dopliuji konec versd,
jimZ je podloZeno euouae. Vidy se vypisuji celé, nikdy zkrdcené [...].”
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(Tenor capitalis et habet differentias:)*

f ol
210 yiywe | POVAL | a la

"" y—3 2 4 ‘v—ﬁ;’
1 i —
v

4

Quo introitales versiculi clauduntur toni
}

f. b3" || De intonat(i)one
psalmorum et introi-

talium versiculorum

inceptione

215

220

Psalmus in euouae toni minor iniciandus,

maiorum vero varia est inceptio. Primus

namque sui supra clausuram neumatis atque 110
tertius (ut solitum est) in tertia, at ipse secundus

in forti semper sub sede suapte secunda,

quartus et octavus, quintus sextusque nota, in qua
clauditur. In quinta supra sedem residenti

septimus iniciat maiores psallere psalmos.* 115
Preterea introitum [!] versus oriuntur ibidem,

septimum et ad quartum tamen ex quarta gradiuntur.

A H: Verba Philomathis e linea 208. partem sequentem exempli illustrantia iterum in lineam 209. im-

posita sunt.

“ HOLLANDRINUS, p. 186: “Septimus tonus melodiam psalmorum in quinta supra finalem inci-

pit [...1.”
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De tonis (I, 108-117) 31

Cim kon¢i introitové verSe modu 1-8:

Hlavni terminace a md diference:
h
17§ I 1
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(108-117) Men§i Zalm md zacinat na seculorum amen modu,™ O intonaci zalma
zad4tky vétsich jsou viak riizné, prvni totiZ za¢ind nad zdvérem své- a zaditcich introito-
ho ndpévu a tfeti (jak je obvyklé) na tercii, avSak druhy vzdy na vych versd
velké sekund€ pod svym sidlem, ¢tvrty, osmy, paty a Sesty notou,
na které kon¢i. Sedmy zacind intonovat vetsi Zalmy na kvinté po-
sazené nad zdkladem. Kromé toho verSe introitd zacinaji tamtéz,

k sedmému a ¢tvrtému vSak kraceji z kvarty.

31V pozdnim stfedovéku a v Philomathové dobé se mensi Zalmy intonovaly rovné, prvni no-
tou tenoru bez initia. SPECHTSHART (IV, f. H3") rozliSuje zacdtky zalmb secundum antiquos (“podie
starych”, s initiem) a secundum modernos (“podle modernich”, rovng).
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f. b3 II Psalmi minores sic intonantur ad tonum:;

OIS OJOA SAIOIBIN

*y

SOIS WNNIIOIUL SNSIDA 1

| PN
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Mensi zalmy modu 1-8 se intonuji takto: VEtsi pak takto:

) B T T I T 1

*32

Recitanty jsou pfepsdny prdzdnou notou. V piikladu introitového verse v Sestém modu ma
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f. [b47] || Cognitio tonorum Pandere difficile est, quo responsoria® pacto
IN responsortis jncipiant claudantque suos versus, quia formis
per versiculos . . . . .
diversis variisque fit ortus et exitus horum. 120
Noscere quippe sat est formas tantum generales,
que solito fiunt, per responsoria namque
'singula nemo potest formas dare versiculorum.

225

Hec est forma tritissima in versu responsorii toni:

~— X N
$

@ J‘FP i 4% @‘Jﬁ‘) 'B* fD’r
% E
3 i

* CocHLakus, Tetrachordum, 111, 8: “Quid est responsorium? Canticum ex principio, repetiti-
one et versu conflatum capitulo in vesperis aut lectioni in matutinis respondens, responsorium ad
versum usque varium servat in ascensu et descensu progressum. Versus autem secundum quem-
libet tonum certam servat melodiam [...]. Formule itaque versuum secundum octo tonos ex octo
melodiis haberi possunt semper quidem idem Gloria Patri. Versus autem non sic omnino iidem
propter inequalem textus longioris breviorisve applicationem.”

o4

&,
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De tonis (I, 118-123)

35

(118-123) Je obtizné vyloZit, jakym zplisobem responsoria zaci-
naji a kon¢i své verSe," nebot jejich zadatky a konce se dgji riizny-
mi a rozli¢nymi formami. Sta¢i ov§em poznat pouze vieobecné
rysy, které se obvykle vyskytuji, pro jednotliva responsoria totiZ ni-
kdo nemtiZze ddt podobu versa.

Toto je nejbéznéjsi podoba responsoridlniho verSe v modu 1-8:

Seznameni se s mo-
ddlnimi formulemi
v responsoridlnich
vers$ich

"~

druhd polovéta zacit bezpochyby o pét not dfive, nez jak notuje origindl, a recitovat se md pouze
na ténu a, podobné v piikladech sedmého modu je jedinou recitantou tén d, nikoli tén e.

3 CocHLAEUS (K pozn. 45): “Co je responsorium? Zpév sestaveny ze zaCdtku, repetendy a ver-
%e odpovidajici kapitulu v nesporsch nebo lekci v matutinu. Responsorium az k versi zachovdvd ve
vzestupu a sestupu rizny pribéh [...]. Formule ver$ii totiz mohou mit podle osmi mod@ z osmi
melodii vZdy totéz Gloria Patri. VerSe vSak nejsou tak docela tytéZ kvili nestejné aplikaci delStho

nebo kratsiho textu.”
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£. [ba] 230 || De tonorum Insuper auditu cognosce tonos, quia quivis

proprietatibus proprietate sua specialem fert melodiam. 125
Primus enim est hilaris, merore secundus habundat,
tertius austerus, quartus blandiminis auctor,
quintus delectans, sextus plenus lachrimarum,
235 septimus indignans, tonus est placabilis exter.*®

Caput quintum de solfa
Solfe descriptio ,[S]cribere de solfa superest modulamine vocum, 130
in qua mutari voces opus est, quia cantus
aut nimis ascendit, descendit, vel variatur.*’

* JOHANNES AFFLIGHEMENSIS, pp. 231-232 (simili modo ReiscH, Margarita, V, 1, 19; COCHLAEUS,
Tetrachordum, 111, 1, OrNITOPARCHUS, I, 13): “Alios namque morosa et curialis vagatio primi de-
lectat. Alios rauca secundi gravitas capit. Alios severa et quasi indignans persultatio tertii iuvat.
Alios adulatorius quarti sonus attrahit. Alii modesta quinti petulantia ac subitaneo ad finalem casu
moventur. Alii lacrymosa sexti voce mulcentur. Alii mimicos [REiscH, COCHLAEUS, ORNITOPARCHUS:
“inimicos”] septimi saltus libenter audiunt. Alii decentem et quasi intonalem [REIScH, COCHLAEUS,
ORNITOPARCHUS: “matronalem”] octavi canorem diligunt.” — ANONYMUS MICHAELBEUERN, p. 49:
“Nota, quare troporum primus est nobilis et habilis [in manuscripto: “obibilis”], o, quod ad omnes
affectiones seu complectiones est aptus. Secundus tropus est gravis et flebilis et maxime convenit
tristis et miseris. Tertius tropus est severus et incitabilis, in curso suo fortes habens saltus, quo-
modo bellatores saepissime utuntur. Quartus tropus est blandus seu garrulus, qui est modus iocu-
latorum et adulatorum. Quintus tropus est suavis et modestus, qui tristes sunt et senes et anxios,
laetificat, lassos et desperantes revocat. Sextus tropus est pius et lacrimabilis, per quem homines
ad lacrimas provocantur. Septimus modus est iocundus et lascivus et est modus adolescentium.
Octavus modus est discretus sive morosus et modus senium discretorum.” — FINCK, Practica, 1V,
Proprietas primi toni: “Dorius authenticorum primus, alacriorem ex omnibus melodiam habet,
somnolentos excitat, tristesque et perturbatos recreat {...]. Ita hic tonus animos excitat, curas arcet,
moerorem, acediam et somnolentiam ex copia phlegmatis existentem actutum removet. Unde non
immerito insigniores textus huic melodiae accommodantur, sicut et musicorum praestantissimi
hodie hoc tono plurimum utuntur.”

7 TINCTORIS, Expositio, p. 10: “Mutatio est unius vocis in aliam variatio [...].” — WoLLICK,
Enchiridion, 11, 5: “Mutatio est unius vocis pro altera vicaria prestatio vel sic: Mutatio est unius
vocis propter aliam in eadem clave unisona variatio. Quam duabus ex causis inventam fuisse di-
ceremus, ob vocum paucitatem videlicet et cantuum pluralitatem.” — CocHiaEus, Tetrachordum,
1L, 8: “*Quid est mutatio? Est unius vocis in aliam eadem clave unisona variatio [...]. Mutatur itague
syllaba in syllabam et proprietas in proprietatem.”
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De tonis (I, 124-129) — De solfa (I, 130-132) 37

(124-129) Kromé toho pozna$ mody sluchem, nebof kaZzdy md di- O viastnostech odt
ky svym vlastnostem zvlastn{ melodii. Prvni je totiz vesely, druhy
piekypuje smutkem, tieti je pfisny, ¢tvrty pivodce lichotek, paty
pozitkatsky, Sesty piny slz, sedmy mrzuty, posledni modus je smif-
livy.™™

Kapitola pdta o solmizaci
(130-132) Zbyvd napsat o solmizaci™ slabik u ndpévu. ve kierém Popis solmizace
je tieba provést mutaci slabik,™® nebot hexachord bud pfili§ vystu-
puje, nebo sestupuje, nebo se méni.

* Myslenka étosu v hudbé, schopnost tonin vyhovovat uréitym skupindm nebo typtim lidi a pt-
sobit ur¢itym zplsobem na jejich chovéni nebo emoce, se poprvé objevuje u Platéna (Ustava, 398e,
399, 425a; Timaios, 47d; Protagords, 326b) a ve zlidovélé podobé (durova ténina je veseld, mollo-
vd smutnd) Zije dodnes. Philomathovi soucasnici ¢erpaji z textu Johanna z Afflighemu. Philoma-
thes a po ném i Finck, Blahoslav a Jan Josquin se od této linie ponékud lisi, zvI4st v nazoru na
prvni modus, ktery je u nich *“vesely”. Z traktétd, které mohly byt ve Philomathové dobé ve stfedni
Evropé zndmé, ma nékteré spoleéné rysy s touto linii také Anonymus Michaelbeuern. — JOHANNES
AFFLIGHEMENSIS (< pozn. 46): “Jiné t€8i pomalé a dvorské putovdni prvniho modu. Jiné uchvacuje
drsnd t€Zkost druhého. Jiné tési piisny a jakoby pohorslivy hlahol tfetiho. Jiné pfitahuje lichotny
zvuk ¢tvrtého. Na jiné piisobi mirnd nevazanost a ndhly péd k findle patého. Jinf se konejsi slza-
vym hlasem Sestého. Jini radéji poslouchaji mimické [REiscH, ORNITOPARCHUS, COCHLAEUS: ‘nepfa-
telské’] skoky sedmého. Jini maji rddi zplisobny a jakoby himotny [‘matefsky’] zpév osmého.”
Rozdily mimicos — inimicos, intonalem — matronalem 1ze vysvétlit nejspise chybnym Gerberto-
vym Ctenim. ~ FINCK (< pozn. 46): “Doérsky, prvni z autentickych, mé ze vech nejradostnéjsi me-
lodii, probouzi ospalé a zotavuje smutné a vydésené [...]. Tak tento modus probouzi mysl, oddalu-
je starosti, v mZiku odstrafiuje smutek, ndladovost a ospalost vychdzejici z mnozstvi phlegmatu.
Proto, nikoli bez diivodu, se k této melodii piipojuji vybrané texty, stejné jako nejpfednéjii mezi
soucasnymi hudebniky pouZivaji vétSinou tohoto modu.” — BLaHosLAv, s. 25-28: “Prvni ton hodné
a nalezité nejpiednéjsi ¢ini zpévy veselé, zvucné a krdsné se rozbihajici a plynouci, jeZ mirnou
hifmotnosti mysl ¢lovéka ospalou a jako ustalou téZ k radosti probuzuji [...]. [Druhy ton] jest sklad
smutnych neb truchlych a plactivych zpévitv, k zdmutku a mysli ponizené vedoucich a uvodicich
spilsob jakés smutné ustalosti a jako opadeni rukou {...]. Tfeti ton jest studnice neb $piZirna zpévi
piisnych, tvrdych, ostrych, trpkych, bojovnych, muzskych [...]. Ctvrty ton zdruje v sobé a plodi
zpévy povolné, pochlebné, tiché a dosti libé [...]. Paty ton zp€vy mé libé, bystré, lahodici, rozkosné,
bez hurtu a himotu, ponoukajici k veselosti [...]. Sesty ton jest drobet naiikavych, lisavych a jako
neupiimnych a Istivych neb licomérnych zpév [...]. Sedmého tonu zpévové drobet kiiklavi jsou,
ptisnost, hnévivost a zufivost mysli ukazujici, jako byvd pfi zpévich o vécech néjakych hroznych,
bojovnych a hurtovnych [...]. Osmy ton s svymi viastnostmi jest poctivych a lechetnych jen zpi-
sobiiv, t€Z velmi milostny atd., k némuz piilezici zpévové jsou velmi piijemni a utéSent, poslucha-
¢e své k néjakému spokojeni se, dobrotivosti a krotkosti i litostivosti pivozujici.” — JosQuin, s. 102:
“1. ¢ini zpévy veselosti mimé, zvucné a libé plynouci. 2. ¢ini zpévy smutné, truchlé, k zdmutku
zbuzujici. 3. ¢ini zpévy pfisné, tvrdé. ostré a mysi muZskou prokazujici. 4. ¢ini zpévy mékké, ti-
ché, povlovné, posluchace uspici. 5. ¢ini zpévy lahodné, veselé, k radosti ponoukajici. 6. ¢ini zpé-
vy plactivé, nafikavé, k litovani pohybujici. 7. ¢ini zpévy ukrutné, hnévivé, k boji popouzejici.
8. ¢ini zpévy milostné, utéiené, k dobrotivosti a k milosrdenstvi napominajici.” Cf. IV, 99-103.

" Termin solfa se vyskytuje také u CocHLaEA (Musica, f. 5). OrNiToparcHus (1, 5) a TincTo-
Ris (Terminorum, s. 188) pouzivaji solfizatio, HEYDEN (5. 36) solmifatio.

"% CocHLAEUs (< pozn. 47): “Co je mutace? Je to zména jedné slabiky v jinou na tomtéZ klici
[...]. Mutujf totiZ slabika v slabiku a hexachord v hexachord.”
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240 Notabile 1. Vocibus utaris solum mutando duabus,
per re quidem sursum, mutatur per la deorsum.*
Notabile 2. Quam profers vocem modulando in clave minuta, 135
sumere non spernas (quamvis ibi non sit) eandem
in simili capitali clave vel in geminata.*
245 Notabile 3. Per quartam, quintam, simul octavam fuge saltum
ad mi manantem de fa nec non viceversa.
Si talis quando saltus tibi venerit, ipsum 140
de mi duc ad mi, de faque® salubrius ad fa.
Notabile 4. A, d, e, g habet claves, in quis mutatio vocum
250 rite solet fieri, quod sic intellige, lector.
Regula 1. Quando b signatur tanquam senaria cifra,
in g cani re iubet vocemque la postulat in d. 145
Regula 2. Mandat in a re cani (cum non signatur in odis)
et la decenter e. Sed clavis prefata frequenter
255 tum docti causa, partim scriptoris inertis
non signanda patet signandaque sepe latescit.
f.cl* || Arbiter huius eris, cum concipies melodiam. 150
Regula 3. In d re preterea sumas, cum pergis in altum
et cum descendis, modulabere semper in a la.
la o (P
w % n
14
v
ST :
260 Exem- M Exem- Exem- 1"
plum / RPI plumﬁ [l plum }[&
prime < 6 secund tertie{ / A
regule:\ n regule: ¥e regule: -
~ { 2
WP [P
Ly [ yl o
7

A faque] H : fa que Ph

%1, 133-134: AcGricoLa, Rudimenta, f. B3".
91, 135-137: AcricoLa, Rudimenta, f. BSY; AcricoLa, Quaestiones, De clavibus: “Wences.

Philo.”

Skenovano pro studijni ucely



De solfa (1, 133-152)

39

(133-134) Pfi mutaci pouZzivej pouze dvé slabiky, vzestupné se to-
tiz mutuje pies re, sestupné pies la.

(135-137) Slabiku, kterou prondsi$ pti zpévu na malych klicich,
tutéZ (jakkoli tam nebyvd) nepohrdni brdt na podobném klici vel-
kém nebo zdvojeném.

(138-141) Varuj se skoku plynouctho od fa k mi pies kvartu, kvin-
tu, zdroveri oktdvu a stejné tak i opa¢né. Pokud se nékdy takovy
skok vyskytne, ved ho rad&ji od mi k mi**" a od fa k fa."*

(142-143) A, d, e, g jsou klice, na kterych se mutace obvykle fad-
né provddi, ¢emuz, ¢tendfi, rozuméj takto:

(144-145) Pokud je oznaceno b jakoby ¢&islice 6, na g pfikazuje
zpivat re a na d vyzaduje slabiku la.

(146-150) Pokud nenf ve zpévech vyznaceno, uklddd na a zpivat
re a la pfiméfené e. Zminény stupeii b nemusi byt Casto oznacen,
jak kvili u¢enému, tak z¢dsti kvili linému pisafi, ale je zfejmy,
a kde md byt oznacen, je ¢asto skryt. Rozhodnes se, az za¢ne§ me-
lodii.

(151-152) Ddle zvol re na d, kdyZ postupujes vzhiiru, a pokud se-
stupujes, zpivej vzdy la na a.

Priklad prvniho pravidla:

Poznamka 1.

Poznimka 2.

Poznimka 3.

Pozndmka 4.

Pravidlo 1.

Pravidlo 2.

Pravidlo 3.

T

re re e

Pifklad druhého pravidla:

) "ef."g*,_._J—oj_'_'i
ﬁ \.ﬁ"

re re re

la la

Priklad tfetiho pravidla:

ﬁ?&
1

o @
re re

*37 e_h

W fe.
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40 Wenceslai Philomathis Musicorum libri quattuor

Regula 4. At coniuncta® solet dici vel musica ficta,”’
265 dum peregrina cui vox clavi iungitur, in qua
non habet hospicium, verum tamen optat habere. 155
Hec per mi vel per fa patet, cum venerit, illam
exprime more suo veramdue subinde redito
ad scale solfam,> coniunctis organa multis

270 indigeant, opus est propter variamina cantus.>
f.cl” || »
Wi X
9~ i
) Reperiuntur
Scala I3 u quoque plures *‘
musice 56 coniuncte in
ficte: instrumentis
275 _; ) ©w M musicalibus: X-
(A -
FAL X
(]
Ly lyelal

Caput ultimum de modis
Unius ad reliquam modus est progressio vocis 160
et sunt quinque decemque modi, quos ordine dicam.>*

3 HOLLANDRINUS, p. 172: “A modernis tamen, per quos musica multum est subtilior, praeter
haec adhuc huiusmodi loca inveniuntur. Et coniunctae unanimiter appellantur. Est autemn coniuncta
secundum vocem hominis de tono in semitonium sive de fa in mi, quod idem est, vel e converso
transmutatio.” — TINCTORIS, Terminorum, p. 180: “Coniuncta est, dum fit de tono regulari semito-
nium irregulare, aut de semitonio regulari tonus irregularis, vel sic: Coniuncta est appositio b ro-
tundi aut h quadri in loco irregulari.”

U CocHLAEus, Tetrachordum, 11, 10: “Quid est musica ficta? Que per voces fictas modulatur.
Que dicuntur voces ficte? Que canunt in aliqua clave, in qua essentialiter non continentur nec etiam
in eius octava, ut si fa canatur in alamire vel elami.” Simili modo CocHLAEUS, Musica, f. 5°.

52 CoCHLAEUS, Musica, f. 5%: ““[...] mox tamen ad priorem revertendo solfam.”

531, 153-159: Ruau, Enchiridion, 1, 7.

3 BokTHIUS, De institutione musica, 1, 8: “Intervallum vero est soni acuti gravisque distantia.”
~Eodem modo etiam TiNcTORIS, Terminorum, p. 184; CocHLAgus, Tertrachordum, 1, 7; COCHLAEUS,
Musica, f. 3" “[...] Sunt autem 15 vocum intervalla {...].” — SpeEcHTSHART, 111, f. E1": “Hic notare
debes, quod quando una vox distat ab alia gravitate vel acumine seu intensione aut remissione,
talis distantia intervallum vocatur. Huiusmodi intervalla a musicis modi vocantur. Verum etiam
sic describitur ab egregio doctore Boetio intervallum: Intervallum est soni acuti gravisque distan-
tia.” — ADpaM vON FuLDa, p. 349: “Modus est modulata intensio vel remissio vocum aut notarum,
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De solfa (I, 153-159) — De modis (I, 160-161) 41

(153-159) AvSak coniuncta nebo musica ficta™ se b&iné ¥ikd, Pravidlo 4.
kdyz je cizi slabika pfipojena ke kli¢i, na kterém nem4 své obvyklé
misto, ale pfesto si ho Zad4d mit. Pokud by se tato vyskytla, je zfej-
md skrze mi nebo fa, vyjadii ji po jejim zpiisobu a hned se vraf
k pravé solmizaci $kdly,™® varhany™' potfebuji mnoho chromatic-
kych tont, je to nutné kvili riznym druhtiim hexachordd.

Musica ficta, jeji skala:

. P )
S b 1 E—— —
T y s ®
o & P
P ¢ o o ®
re re re re re re
la la la la la la

Mnoho chromatickych téni se vyskytuje téZ u hudebnich ndstroji:"
|
{} ! Y
p 4 I |
F /Y | i+
S &
Q) pe ¥

Kapitola posledni o intervalech
(160-161) Interval je postup jedné slabiky k dal${ a je patndct
intervald, které po pordidku proberu.™

"'V dnesni terminologii se jednd o chromatickeé tony, které se s rozvojem polyfonie pouzivaly
stdle Cast€ji. V ramci diatonického systému vychdzejiciho z chordlntho mysleni pro né viak dlou-
ho nebylo misto.

0 HoLLanpriNus (< pozn. 50): “AvSak od modernich [autor(], skrze néZ je hudba mnohem
Jjemnégj{, byla krom¢ toho jesté vynalezena mista tohoto druhu. A jednomyslné se nazyvaiji coniun-
ctae. Coniuncta je totiZ proména podle lidského hlasu z ténu do pdltonu nebo z fa do mi, coz je
totéZ, nebo naopak.” U Hollandrina jde pravdépodobné o nejstarsi doloZeny vyskyt pojmu coniun-
cta (FELDMANN, s. 104).— CocHLAEUS, Tetrachordum (< pozn. 51): “Co je musica ficta? Jez se zpiva
smySlenymi slabikami. Kterym se fikd smy§lené slabiky? JeZ se zpivaji na néjakém kli¢i, na némz
svou podstatou nejsou obsaZeny [...], jako kdyzZ se fa zpivd na alamire nebo elami.”

“ Nebo obecné hudebni ndstroje.

2 Prvni tabulka zobrazuje stupné b a es a zpiisob, jak je v solmizaci vyjadfit prostiednictvim
slabiky fa. Druhd tabulka pfiddva stupné as, des, ges, cis a fis. Zatimco es se b&Zné vyskytuje
v dobové vokdlni polyfonii, druhd tabulka odpovidd praxi, jakd existovala v pouzivani chromatic-
kych ténii v dobové instrumentdlni notaci, tj. zejména ve staré némecké varhanni tabulatufe (cf.
HELFERT, 5. 135-136; APEL, 5. 24-34), ve které se poprvé zac¢alo pouzivat pojmi cis, dis, fis, gis pro
“Cerné kldvesy” a h pro b durum (b mi, b quadratum). Za zminku stoji, Ze téméf viechny zpravy
o péstovdni s6lové varhanni hry a varhanafstvi u nds kolem roku 1500 sméfuji do jiznich Cech.
Kromé dochovanych zlomkii notovanych starou némeckou varhanni tabulaturou z Ceskych Budé-
jovic (Ticnota) a z Vyssiho Brodu je k roku 1524 doloZena “truhla s kniehami, které na varhany
slus” v poziistalosti Ceskokrumlovského varhanika Johanna (HoryNa, s. 285) a az do neddvné doby
existoval rukopis varhannich tabulatur Wolfganga z Jindfichova Hradce, dfive uloZeny v Méstské
a univerzitni knihovné v Hamburku, ktery je vSak od druhé svétové valky pohfeSovian (ApEL, s. 44;
Quoika, s. 77). Varhandti Michael Khall z Ceskych Budéjovic (Quoika, s. 26, 60) a Wolfgang
z Jindfichova Hradce (DoLisTa) stavéli kolem roku 1500 varhany opatiené relativni technickou
novinkou — zdsuvkovou vzdusnict o vice rejstticich (cf. pozn. *134).

"4 Philomathes pouZivd pro oznaceni intervalu v jeho dobé& bézny termin modus. Jako jeden
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Unisonus  Unisonus fertur, cum vox eadem duplicatur.>

280 Exemplum:

X 06.
—ip2 V40

Ascendendo. Descendendo.

Semitenus Semitonus progressio debilis immediatam
ad vocem gradiens, exemplo sit tibi mi fa.>

E(x)emplum:

v

285 Ascendendo. Descendendo.

Tonus Fortiter ad vocem graditur tonus immediatam®’ 165
et (nisi mi cum fa demptis) fit ubique locorum.

f. c2r || Exemplum:

Ascendendo. Descendendo.

290 Semiditonus Semique ditonus est, ubi mollis tertia visa est,*®
quam cum semitono tonus integrat, et bis in odis
esse potest, cum sint eius species re fa, mi sol.

vel sic: Modus est toni acuti gravisque distantia vel intervallum.” — Garrurius, Theorica, V, 3:
“De intervallis quindecim cordarum.” — HerImius, p. 74: “Novem modos musicos esse, primum
oportet ostendere. Modus in propositio nihil aliud est nisi mensura, per quam cognoscuntur distan-
tiae vocum [...], et sunt hi modi: Semitonium, tonus, semiditonus, ditonus, dyathesseron, dya-
penthe, semitonium cum dyapenthe, tonus cum dyapenthe et dyapason et omnium horum modo-
rum est unum principium scilicet unisonus, qui modus non est eo, quod nihil mensurat, sed est prin-
cipium modorum, sicut unitas principium numeri est [...].” — Reiscy, Margarita, V, 11, 7: “Disci-
pulus: Est igitur modus soni acuti gravisque distantia? Magister: Optime. Nam ita intervallum de-
finitum est.” — LusciNius, Musicae institutiones, f. 6", Ruauv, Enchiridion, 1, 6: “Modus est vocum
inter se ab utroque earum termino sumptum intervallum sive distantia.”

3 SpecHTSHART, ITI, f. E5Y: “Unisonus est primus modorum et habet fieri, scilicet quando ea-
dem vox sepius repetitur [...].”

% SPECHTSHART, 111, f. F5", Figura intervallaris: “Secunda debiliter intensa et remissa et sic est
semitonium.” — TINCTORIS, Liber de natura, s. 40: “Semitonium, id est secunda imperfecta.”

5T SpECHTSHART, 111, f. F5Y, Figura intervallaris: “Secunda potenter intensa et remissa et sic est
tonus.” — TINCTORIS, Liber de natura, p. 40: “Tonus, id est secunda perfecta.” — CocHLAEUS, Musi-
ca, f. 3": “Tonus secunda perfecta.”

3 CocHLAEUS, Musica, f. 4": “Semiditonus tertia mollis.”
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(162) O unisonu se mluvi, je-li zdvojen tyZ tén. Unisono
Ptiklad:
5 | |
|
Vzestupné. Sestupné.

N

(163-164) Pilton je slaby krok postupujici k nejbliz§imu stupni, Paltén
ptikladem ti budiz mi-fa.

Priklad:
[ O o

I v 4 [ )

$

R, T

Vzestupné. Sestupné.

| -]

(165-166) Tén postupuje silné k sousednimu stupni a (odmy- Tén
slime-li mi-fa) je na vSech mistech.

Priklad:

[ I ]

Vzestupné. Sestupné.

(167-169) Semiditonus je tam, kde se jevi mé&kka tercie, kterou Semiditonus
zceluje tén s palténem, a miiZe byt ve zp€vech dvakrdt, kdyz jeho
podobou jsou re-fa, mi-sol.

z méla necituje Boéthiovu definici: “Interval je vzdélenost vysokého a hlubokého zvuku.” Proti
vzddlenosti méfitelné na monochordu stavi melodicky postup pfi zpévu, podobné jako Abam von
FuLpa (< pozn. 54): “Interval je zpivany vzestup nebo sestup slabik nebo not.” V popisu jednot-
livych intervald vychazi Philomathes z ndzvoslovi pouZivaného Spechtshartem a Cochlaeem.
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Exemplum:
Ascendendo. Descendendo.
295 Ditonus Ditonus est saltus, quem fortis tertia format,* 170

namque tonis binis recte componitur, ut mi
et fa la sunt species nec plures inveniuntur.

e

Ascendendo. Descendendo.

Exemplum:

300 Diatesseron Debilis in quartam saltus diatesseron® uno
semitono geminisque tonis constans perhibetur.
Illius ut fa, re sol species et mi la vocantur. 175

P

Ascendendo. Descendendo.

Exemplum:

305 Tritonus Duriter in quartam tritonus meat,®' unde tonos tres
continet, a fa ad mi gradiens, sed abutimur illo.*

SE

Ascendendo. Descendendo.

Exemplum:

Semidiapente In quintam saltum (quem semi facit diapente)
310 cantores vitant, nam de mi tenditur ad fa
semitonos geminos totidemque tonos reserando.® 180

% SpecHTSHART, 111, f, F5Y, Figura intervallaris: “Tertia potenter intensa et remissa et sic est
dytonus.” — CocHLAEUS, Musica, f. 47: “Ditonus tertia dura.”

% SpecHTSHART, 111, f. F5Y, Figura intervallaris: “Quarta debiliter intensa et remissa et sic est
diatesseron.” — CocHLAEUS, Musica, f. 4" “Diatessaron quarta naturalis.”

o SpecuTsHarT, 111, f. F5Y, Figura intervallaris: “Quarta potenter [...] et sic est tritonus.” —
CocHLAEus, Musica, f. 47 “Tritonus quarta durior.”

21, 176-177: Ruau, Enchiridion, 1, 6.

© 1, 178-180: Ruauv, Enchiridion, 1, 6.
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45

Priklad:
0 o & I & & }
=== . SR o
Vzestupné. Sestupné.

(170-172) Ditonus je skok, ktery tvof{ silnd tercie,"** nebot se Ditonus
spravné skldda ze dvou tént, jeho podoby jsou ut-mi a fa-la a ne-
vyskytuji se jiné.

Priklad:

Ty P ™~

tg)iﬁﬁgi:;__! ! [
0
I [ ]

aEEE

Vzestupné. Sestupné.
(173-175) Slaby skok ke kvarté diatesseron je poskytovédn jed- Diatesseron
nim pilténem a dvéma tény. Jeho podoby se jmenuji uz-fa, re-sol

a mi-la.

Priklad:

L
tg)i S 4 y i [ ]
e

. >

Vzestupné. Sestupné.

(176-177) Tritonus jde ke kvarté tvrdé, proto obsahuje tfi tony, Tritonus
kriceje od fa k mi, ale pouZivime jej.”™

Piiklad:

NO

[
[

[ }
[

HO— o

&

o® ]

Vzestupné. Sestupné.

(178-180) Skoku do kvinty (ktery tvoii semidiapente), se Zzpévaci Semidiapente
vyhybaji, nebof od mi smétuje k fa, pficemZ zjevuje dva piltony
a stejné tolik t6nG.*

" = velkd tercie
5 = vzestupné f-h.
6 = zmen$ena kvinta, vzestupné h-f, e-b.
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f. c2v || Exemplum:

Ascendendo. Descendendo.
Diapente Unum semitonum effert trisque tonos diapente®*

315 dulciter in quintam saliens ut sol, re la, mi mi
et fa fa, testis erit species, quamcunque resolves.

BEEE:

Ascendendo. Descendendo.

Exemplum:

Semitonus Sextam semitonus dat euntem cum diapente
320 cum diapente molliter, ex geminis quia semitonis tribus atque 185
vult constare tonis, cuius species re fa prima est,
altera mi fa subest, mi sol postrema vocatur.

— TFl:E

Ascendendo. Descendendo.

Exemplum:

325 Tonus cum diapente At fortem sextam tonus edit cum diapente,®
quattuor ergo tonos et semitonum facit unum
atque duas tantum species habet ut la re mique. 190
Exemplum:

A

Ascendendo. Descendendo.

6 SeecutsHArT, 11, f. F5Y, Figura intervallaris: “Quinta dulciter [...] et sic est diapente.” —
ANONYMUS MICHAELBEUERN, p. 48: “Et est dulcissima concordantia.” — CocHLAEUS, Musica, f. 4%
“Diapente quinta integra.”

% CocHLAEUS, Musica, f. 4': “Semitonium cum diapente sexta minor.”

% CocHLAEUS, Musica, f. 4": “Tonus cum diapente sexta maior.” — CocHLAEUS, Tetrachordum,
I, 7: “[...] dicitur autem vulgo sexta dura seu maior.”
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Piiklad:

BT

2 N>
.
.

&
*

Vzestupné. Sestupné.

(181-183) Diapente vyjadiuje jeden pliltén a tii tony, sladce skd- Diapente
¢ic ke kvinté ut-sol, re-la, mi-mi a fa-fa; svédkem bude podoba,
kteroukoli dovolis.""

Ptiklad:

CHDZ s e ° b ] ° P e b d T ]
a=s = [ . —
[ ‘ i I

Vzestupné. Sestupné.

(184-187) Semitonus cum diapente ddvd mékce nastupujici sextu, Semitonus
nebot chee sestdvat ze dvou pélténi a tif ténd, jeho prvni podobou ¢cum diapente
je re-fa, druhou mi-fa, posledni mi-sol.™®

Priklad:

N
L)
[N
LIN
N
N

Vzestupné. Sestupné.
(188-190) Tonus cum diapente viak vydéavi silnou sextu,™ ¢i- Tonus
ni tedy étyfi tony a jeden paltén a m4 toliko dvé podoby: ut-la cum diapente

a re-mi.

Ptiklad:

D

/

Vzestupné. Sestupné.

"7 Shodné estetické hodnoceni (perfektni konsonance) kvinty md Spechtshart a Anonymus
Michaelbeuern. Podobné ocenuje Philomathes i oktdvu (cf. I, 201; IV, 14).

*# Tj. malou sextu, a-f, e-c, h-g.

9 Tj. velkou sextu.
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330 Semiditonus
cum diapente

f. 3" ”

335
Ditonus cum diapente

340
Semidiapason

345

A laque] H : la que Ph

Semique ditonus est progressio cum diapente
debilis®’ et nihil est aliud nisi septima mollis
semitonis geminis composta tonisque quaternis,

Ut fa, re sol, re fa. mi la quadruplex septima monstrat,

Exemplum:

N

Ascendendo. Descendendo.
Septima fortis erit, quam profert cum diapente
ditonus,®® unde tonos quinos et semitonum unum

continet, exemplis ut mi, fa laque® probanda est.

Exemplum:

——_l
E=ES

Ascendendo. Descendendo.

Est octava quidem, quam semi tonat dyapason,
at sonitu turpis, nam de mi tenditur ad fa®
semitonos ternos claudendo tonosque quaternos.”™

=2

Ascendendo. Descendendo.

Exemplum:

200

7 SPECHTSHART, 111, f. F5Y, Figura intervallaris: “Septima debiliter [...] et sic est semitonium
cum diapente.” ~ CoCHLAEUS, Musica, f. 4*: “Septima imperfecta.” — CocHLAEUS, Tetrachordum,

1, 7: “Septima mollis.”

% SpeCHTSHART, 1L, f. F5, Figura intervallaris: “Septima potenter [...].”" — CoCHLAEUS, Musi-
ca, f. 4: “Septima perfecta.” — CocHLAEUS, Tetrachordum, 1, 7: “|...] dicitur vulgo septima dura.”
 CocHLAEUS, Musica, f. 47 “Semidiapason octava non integra [...]. Fitque quemadmodum dia-
pason de littera ad proximam sibi parem, ponendo mi contra fa {...], que etiam non nisi in mensu-
ratis cantilenis et plerumque in figuris diminucioribus invenitur, quemadmodum semidiapente.”
1, 198-200: RHAU, Enchiridion, 1, 6.
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(191-194) Semiditonus cum diapente je slaby krok a neni nic jiné- Semiditonus
ho ne7 mékkd septima sloZend ze dvou palténii a ¢tyf tonh. Ut-fa, cum diapente
re-sol, re-fa, mi-la ukazuji ¢tyfi formy septimy.

Ptiklad:
L - &
e v ¢ 7T P e
e 4 * = . ]
Vzestupné. Sestupné.

(195-197) Silna septima to bude, kterou tvoii ditonus cum diapen- Ditonus
te, proto obsahuje pét téni a jeden pilton, je tieba ji potvrdit pif- cum diapente
klady ut-mi, fa-la."™

Priklad:

f

_— = = . |

[V [ ] I [ ] |

g - -
Vzestupné. Sestupné.

(198-200) Je pak oktdva, kterou hiima semidiapason, oviem ne- Semidiapason
hezkd zvukem, nebot od mi smétuje k fa, zahrnujic tii piltény
a Ctyfi tény.™!

Priklad:
e be
[ . T ~ ]
== e i te ]

Vzestupné. Sestupné.

30 = velkd septima.

! = zmen8ena oktdva. Cf. CocHLAEUS (K pozn. 69): “Semidiapason je netiplnd oktdva [...], jeZ
se objevuje pouze v menzurdlnich kantiléndch a vétSinou v diminuovanych figurich jako semi-
diapente.”
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Diapason Dulcis in octavam saltus fertur diapason,
quem duo semitoni quinique toni statuunt, et
quandoquidem voces sunt sex, species tot habeto.

Arsis et ipsa thesis pare iudicio trutinanda. 204
350 Exemplum:
Jh! ~
~ N 777
o
Ascendendo. Descendendo.

Liber primus explicit.

Skenovano pro studijni ucely



De modis (I, 201-204) 51

(201-203) Diapason se nazyva sladky skok k oktdvé, jejZz uruji Diapason
dva piltdny a pét tén(, a ponévadZ je pravé Sest slabik, méj stejné
tolik podob.

(204y Vzestupné i sestupné je tfeba posuzovat stejnym zpiisobem.

Piiklad:

3

o 2 /T N\ 2\ e, ,

27 { s » N N N—
L o 6 hd i *® & o
Vzestupné. Sestupné.

Konec prvni knihy.

Skenovano pro studijni ucely



f. ¢c3

52 Wenceslai Philomathis Musicorum libri quattuor

| LIBER SECUNDUS

Caput primum de figuris notarum simplicibus
355 ,[M]ateria harmonie diversa figura notarum,” 1
forma modus, tempus, prolatio, namque figuris
cantum signamus, gradibus componimus illum.
Octo note variis signantur quippe figuris.
Maxima ﬁ Maxima formatur tethragonica imagine, cuius 5
360 crassa superficies latam ter continet, et fert
in dextro caudam latere,’ at si quando notarum
congerium [!] ingreditur, poterit cauda sine scribi.
Maxima particulas in tris divisa figuram
constituit longe, cauda ablata breviatur. 10

Longa
Brevis

o~

365 Semibrevis &  Semibrevis vero formam sortitur obesam,”
Minima A hinc minimam facies, si caudam iunxeris illi.
Seminima } Ex qua seminimam,” si totam tinxeris, unde
Fusa x fusa solet dici, cum in cauda unum gerit uncum.”
Semifusa f Semi tamen fusa est, si duplex iungitur uncus. 15
370 Seminimam, fusam si tingere semique fusam
displiceat, fiant vacue, verumtamen hec vult
R in cauda cifram ternariam habere proinde,
E [ ista duos uncos, illa unum desuper orta.
Cauda potest sursum vergi, aut pendere deorsum, 20
375 dextera pars caude ciframque uncosque retentat.

Caput secundum de ligaturis notarum
,[I]sta super simplis perstrinximus octo figuris
iamque, ligature que sunto, subinde necesse est
Ligature descriptio scire. Ligatura est connexio facta notarum
380 ex quadris aut obliquis vel utrisque figuris.” 25

U GaFrURIUS, Practica, 11, 3; CocHLAEUS, Musica, f. 10": “Figura est representatio vocis recte
atque omisse.”

2 CoCHLAEUS, Musica, f. 10*: *Maxima est figura quadrangulo corpore descripta habens virgu-
lam in latere dextro ascendentem vel descendentem, cuius longitudo triplicat latitudinem [...].

73 REISCH, Margarita, Musica figurata, 1: “Semibrevis figura [...] est nota ad modum ovi
formata. — CocHLAEUS, Tetrachordum, IV, 2: “Quid semibrevis? Figura, que triangulo aut rombo
describitur.”

¥ “Seminima”: PAULIRINUS, Musica mensuralis. f. 161, WoLLick, Opus aureum, 111, 1; Coch-
LAEUS, Musica, f. 10%; SiMox DE Quercu, f. ¢4*. — “Semiminima”: ReiscH, Margarita, Musica figu-
rata, 1, WoLLIcK, Enchiridion, Musica figurativa, 1, sed “pausa seminima, que et semisuspirium
nuncupatur”; CocHLAEUS, Tetrachordum, 1V, 3; Luscinws, Musurgia, 11, 1, 2. — Garrurius, Practi-
ca, 11, 4, distinguet semiminimam a seminima!

7 CocHLAEUS, Musica, f. 10*: “Rursus seminimam duas in partes equas distinguunt, quas fusas
nominant pleno corpore scriptas ut seminimas, sed uncata dextrorsum virgula, vel vacuo cum
duobus uncis [...}.”

" CocHLAEUS, Musica, f. 10*: “Ligatura est simplicium figurarum per tractus debitos ordinata
coniunctio. Ligabiles notule sunt quatuor, scilicet maxima, longa, brevis et semibrevis.”
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KNIHA DRUHA

Kapitola prvni o jednoduchych figurich not

(1-4) Latkou harmonie jsou rizné figury not,"? formou modus,
tempus, prolace. Figurami not totiZ zpév zaznamendvime, menzu-
rélnimi stupni jej skldddme. Riiznymi figurami se totiZ oznacuje osm
not.

(5-8) Maxima je tvofena ¢tyfdhelnikovym obrazcem, jehoZ po- Maxima
vrch je tiikrdt vét$1 na Sitku neZ na vysku, a nese kaudu na pravém
boku. Pokud v8ak né¢kdy za¢ind sndsku not,">* mohla by se psit

bez kaudy.
(9-10) Rozdélenim maximy na tfi ¢dsti vznikne longa, odnétfim Longa
kaudy se krati na brevis. Brevis
(11-12) Semibrevis pak dostdva tvar s biiSkem,"* z té u¢inf§ mi-
nimu, pfipojis-li k ni kaudu. Semibrevis
(13-14) Z ni seminimu," jestliZe ji celou vybarvis, proto se b&Z- Minima
né fikd fusa, kdyZ na kaudé nese jeden hacek. Seminima
(15) Semifusa je, pfipoji-li se dvojity hacek. Fusa

(16-21) Pokud nenf libo, aby seminima, fusa a semifusa byly vy- Semifusa
barvené, at zlistanou prdzdné, tato vSak chce potom mit na kaudg
Cislici tfi, tahle dva hacky, ona vy$e uvedend jeden. Kauda mize
byt tazena vzhiiru, nebo viset dold, pravd strana kaudy nese &islici
a hacky.

Kapitola druhi o ligaturach not
(22-27) Jen jsme se dotkli osmi figur jednoduchych not a hned na-  Popis ligatury
to je jiz tieba védét, co jsou to ligatury.™® Ligatura je spojeni not
¢tythrannych, Sikmych ¢i obojich tvard. Spojuji se maxima, longa,

2 Cf. Prohemium, v. 17. Pojmy musica figuralis, figurata, figurativa znamenaly toté? jako
menzurdlni hudba, polyfonie v menzurdlnim rytmu, jejiZ notace umozZfiovala diky notdm riznych
tvarll (“figur”) pfesné zachytit jejich relativni asové trvéni.

"3 = ligaturu.

"4 Semibrevis méla v praxi mnoho podob od kosottverct, kosodélniki a trojihelnikd aZ po
kapkovity, ovdlny nebo kulaty tvar. Cf. Reisct (< pozn. 73): “Semibrevis je nota tvarovand na zpi-
sob vejce.” — CocHLAEUS (<X pozn. 73): “Co je semibrevis? Figura, kterd se pf3e trojihelnikem nebo
kosoctvercem.”

"5 Termin seminima se ve stejném smyslu objevuje u Pavla Zidka, u Wollicka (Opus aureum),
u Cochlaea (Musica) a u Simona de Quercu, v posunutém smyslu u Gaffuria, ktery ji rozlisuje od
semiminimy. Ve vSech mlad3ich traktdtech a uéebnicich se vyskytuje uz jen semiminima.

"% Velmi podobny stru¢ny popis ligatur uvadi jak CocHLAEUS (Musica i Tetrachordum), WoL-
LICK (Opus aureum), ReiscH, SIMON DE QUERCU (ff. d3'-d47), OrnrToparchus (11, 3) a Koswick, tak
Tincroris (Tractatus de notis et pausis, kap. 8-14, s. 42-45, z let 1474-1475). Ndzvoslovi cum (sine)
proprietate, cum (sine) perfectione, cum opposita proprietate (cf. AvEL, s. 95-97) se v t&chto spi-
sech nevyskytuje (u TINCTORISE je jen zminéno v kap. 14). Objevuje se u JoHANNA D Muris (Libel-
lus, s. 55-56), GAFFURIA (Practica, 11, 5), WoLLICKA (Enchiridion), a co se tyce starSich stiedo-
evropskych menzurdlnich traktdth zminénych v této praci, pouze ve vratislavském traktdtu (Ano-
NYMUs WOLF, 5. 337-338) a v traktdtu Quoniam circa artem musice (s. 91-92, cf. Scamp, s. 79).
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54 Wenceslai Philomathis Musicorum libri quattuor

Maxima, longa, brevis nisi semibrevisque ligantur,

f. [c47] || h quarum sic poteris, lector, cognosse valores.
Regula de h Si quadra fert caudam ascendentem in parte sinistra,
quadratis semibrevis notula et sibi proxima dicitur esse,”

385 F si descendentem, brevis est,”® longam valet autem 30
% prima carens cauda, si pendet, et ultima semper.”
§ Caudam obliqua gerens deversam in parte sinistra,
semibrevis fertur cantando metaltera, verum
f pendula cauda brevem facit, ast ubi stat sine cauda,

390 F % prima valet longam, brevis altera quelibet esto. 35

Regula de
obliquis

ﬁ‘ Prima ligature nota et ultima discutiende
maxima nexa notis neque longa potest variari.

Exemplum:
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" CocHLAEUS, Tetrachordum, IV, 3: “Ligatura habens virgulam in latere sinistro ascendentem
in prima atque sequenti notula semibrevis est.”

" CocHLAEUS, Tetrachordum, IV, 3: “Ligatura habens in sinistra parte virgulam descendentem
brevis est.”

™ WOLLICK, Opus aureum, I11, 7; WoLLICK, Enchiridion, Musica figurativa, 2; ReiscH: Marga-
rita, Musica figurata, 7: “Prima carens cauda longa cadente secunda, / ultima quadrata dependens
sit tibi longa.” Similiter etiam Koswick, Musica figuralis, 2. — CocHLAEUS, Tetrachordum, IV, 3:
“Prima carens cauda fit longa cadente secunda [...]. Ultima quadrata dependens sit tibi longa.”
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De ligaturis notarum (II, 26-37)

55

brevis a semibrevis, jejichz hodnoty bude§ moci, ¢tendfi, takto
poznat.

(28-31) JestliZze nese quadrata kaudu obracenou vzhtiru po levé
stran€, fikd se, Ze je semibrevis stejné jako ji nejbliZsi nota. Je-1i kau-
da obrécena dolil, prvni nota je brevis, jako longa oviem plati, je-li
bez kaudy, a posledn{ nota vZdy, kdyZ kauda visi dolt."™’

(32-35) Obliqua, ktera nese kaudu sméfujici vzhiiru po levé stra-
né, se musi spolu s druhou notou zpivat jako semibrevis, oviem
visi-li kauda, ¢inf brevis, ale kde se vyskytuje bez kaudy, prvni pla-
ti jako longa, kterdkoli druhd budiz brevis.

(36-37) Prvni a posledni nota ligatury k probrani, je-li to maxima
nebo longa pfipojend k notdm, se nemliZze ménit.
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57 Shodné obraty ve verSich se vyskytuji u Wollicka, Reische a Cochlaea (< pozn. 79).
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Ouarum ficpotcrisloctoz cognofic valozce. : h‘Ld
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De ligaturis notarum
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58 Wenceslai Philomathis Musicorum libri quattuor

f. [c4']

f. d1-

|| Caput tertium de pausis
395 Pause fiunt propter tria ,[Plausa silere iubet,* tractu signata, canentem,
quam tribus et merito causis reor esse repertam,
nam turpem vitat sonitum cantumgque decorat 40

Generalis g et modulatorem recreat.®! Pausa est generalis
prima, chorum totum transcendens lineolarum,
400 _ et solet in vocum signari fine®? noteque
Modalis equivalet compte diademate. Deutra modalis
perfecte similis longe et spacio insita trino est. 45
Longa Tertia longa duo spacia occupat atque note par
est imperfecte longe, fertur brevis autem
405 Brevis quarta brevi similis notule et spacium tenet unum.

jun - 5
Semibrevis —py-  Quintam semibrevem dicunt, nam signat id ipsum?,
quod nota semibrevis, tractus demergitur eius 50
:b_'_ ad spacii medium,®* sexta est suspirium et illa
ascendit spacii centrum minimeque vicem fert.
410 Semi- :# Septima semi solet suspirium in ordine dici,
suspirium seminimam valet et tractu signatur adunco.
#_'_ Ultima pausarum vocitatur fusilis, unco 55

scribitur hec gemino fuseque vicaria fertur.

Fusilis

—:. Pausa tacet, nota profertur ferme, valor idem.
-—a
-
Xx
>
415 > Caput quartum de punctis
T— L= ;[Plunctus in harmonia triplex habet officium. Nam
< L_,', pf:r"flc'lt et mediam pgrtf:m (9u1 1ung1tur) addit
i “— - dividit atque gradus, illinc tria nomina gestat.3 60
n——:: xx Perficiens addensque note dextro lateri herent
420 . directe, divisivus paulo altius illis.
[[— In gradibus punctum perfectis perficientem

“ ac divisivum offendes, addens fit ubique.
Sed canitur solus sicut nota, quam valet, addens. 65

Aid ipsum] H : idipsum Ph

8 LusciNnius, Musurgia, 11, 1, 3: “Pausa dicitur vocis intermissio [...], cantum permixtum si-
lentium [...].”

81 CocHLAEUS, Tetrachordum, IV, 4: “Est enim instituta propter tria. Primo propter vocis atque
anhelitus refectionem. Secundo propter difficultatem toni aut melodie aut consonantie ad locan-
dam ipsam notulam. Tertio propter cantus suavitatem [...]. — Cf. diversa nomina pausarum: GAF-
FURIUS, Practica, 11, 6: “Longa perfecta, longa imperfecta, brevis, semibrevis, minima, seminima,
semiminima.” CocHLAEUS, Musica, f. 117, Tetrachordum, IV, 4; ReiscH, Margarita, Musica figu-
rata, 6: “Generalis, modi, longa, pausa, semipausa, suspirium, semisuspirium.”

8 CoCHLAEUS, Musica, f. 11 “Pausa generalis est virgula simplex vel duplex per omnes lineas
chori ducta finemque vocis declarat.”

8 CocHLAEUS, Musica, f. 11%: “Semipausa est virgula, que alicui linee adherens ad medium ta-
men spacii descendit.”

8 TiNcToris, Terminorum, p. 187: “Punctus est signum augmentationis aut divisionis aut per-
fectionis {...].” — GAFFURIUS, Practica, 11, 12: “Est enim duplex punctus, scilicet divisionis et per-
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De pausis (II, 38-57) — De punctis (II, 58-65) 59

Kapitola tieti o pauzach

(38-41) Pauza, oznaCovand Carou, veli zpévakovi ml¢et. Soudim, Pauzy maji troji
e je prdvem vynalezena ze tfi dliivodi, nebot chran{ pfed hloupym uéel
zvukem, zdobi zpév a ddvd odpodinout zpévdkovi."?

(41-44) Prvni pauza je generdlni, pfetind celou notovou osnovu, Generalis
obvykle se zna¢i na konci hlast a plati stejné jako znacka ozdobné
koruny.™”

(44-45) Druhd je modalni, vypadd jako perfektni longa a je usa- Modalis
zena pfes tfi mezery.

(46-47) Tieti longa zabird dvé mezery a je stejnd jako imperfekt- Longa
ni nota longa.

(47-48) Ctvrté se pak Fikd brevis, je podobnd noté brevis a zauji- Brevis
m4d jednu mezeru.

(49-51) Pété se fikd semibrevis, nebotf znamena totéZ jako nota se- Semibrevis
mibrevis, je taZena doli ke stfedu mezery.

(51-52) Sestd je suspirium a ta stoupd ke stfedu mezery a plati Suspirium
jako minima.

(53-54) Sedmd v pofadi byva obvykle nazyvina semisuspirium, Semisuspirium
plati jako seminima a zna¢i se ¢arou s hackem.

(55-56) Posledni z pauz se jmenuje fusilis, piSe se se zdvojenym Fusilis
hickem a zastupuje to co fusa.

(57) Pauza ml¢i, nota je zpravidla prondSena, hodnota je t4z.

Kapitola ¢tvrta o punktech

(58-62) Punktus md v harmonii troj{ dlohu, nebot ¢ini perfekt-
nim,"® p¥iddvé polovinu hodnoty not, ke které je pfipojen,™' a od-
déluje menzuru, ™ odtud nese tfi ndzvy.”? Perficiens a addens se
drzi pfimo po pravém boku noty, divisivus trochu vys.

(63-65) Punctus perficiens a divisivus se vyskytuje v perfektnich
menzurdch, addens je viude, ale jediné addens se zpivd jako nota,
ke které se vztahuje.

% CocHragus (< pozn. 81): “Je totiZ ustanovena pro tii [déely]. Za prvé, kviili osvéZen{ hlasu
a dechu. Za druhé, kvili obtiZnosti modu nebo melodie nebo souzvuku, pokud se tykd umistén{
samotné noty. Za tfeti, kvili pfijemnosti zpévu.”

"% Podobné ji charakterizuje CocHLAEUS (X pozn. 82): “Generdln{ pauza je jednoduchd nebo
dvojita ¢4ra vedend ptes viechny linky osnovy a oznamuje konec hlasd.” Popis koruny viz téZ
11, 109.

0 Punctus perficiens = punctus perfectionis.

" Punctus addens = punctus additionis = punctus augmentationis.

62 Punctus divisivus = punctus divisionis.

"3 Philomathes své nazvoslovi punktt odvodil z Wollicka, Cochlaea nebo Reische. Znal viak
pravdépodobng i terminologii, kterou pouziva Zidek, ktery ma mezi sedmi riznymi punkty také
punctus addicionis, punctus dividens a punctus perficiens.
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60 Wenceslai Philomathis Musicorum libri quattuor

Caput quintum de tribus musice gradibus®
425 ,[A]d formam cantus (cuius memini) redeamus.
Tres sunt nempe gradus, quibus omne melos trutinatur

mensurale: modus, tempus, prolatio tantum.
Est autem duplex modus: est maiorque minorque.*
Perfectus maior modus est, ubi maxima longas 70

tris totidemque breves nota longa valet.’” Minor autem

LG
430 -1
perfectus modus esto, duas ubi maxima longas
ﬂ trisque breves metitur jonga,® perinde vocatur
@ perfectum tempus, cum semibreves brevis una

postquam semibrevis minimis constat nota ternis.
Maximam enim longamque modus, tempus brevem, obesam
vero semibrevem tantum prolatio taxat.
Perfectus gradus est, numerus ternarius in quo
fundatur, binarius autem imperficit illum.* 80
440 In proprio si quando gradu nota non reperitur
perficienda, vicem suplebunt equivalentes.
Quomodo gradus Signa per hec tempus perfectum noscitur intus:*
cognoscitur in medijo brevium numero ternario oberrant
intrinsecus .
semibreves notule punctoque due resecantur 85
445 postque brevem pausam fit semibrevis dupla pausa
atque coloratur triplex brevis hemiole instar.
ludicio simili modus et prolatio scitur
perfecta esse, notis saltem et pausis variatis.

tris valet. Et perfecta itidem prolatio fertur, 75
435 A

fectionis [...]. Consyderatur plerumque unus atque idem et divisionis et augmentationis punctus
[...].” — CocHLAEUS, Musica, f. 13™: “Est enim triplex punctus, scilicet divisionis, perfectionis et
additionis [...]. Punctus vero additionis, quum postponitur alicui note imperfecte, ipsi notule me-
diam partem addit.” — Simili modo etiam CocHLAES, Tetrachordum, IV, 4; WoLLick. Opus au-
reum, 111, 5; ReiscH, Musica figurata, 5.

8 Worrick, Opus aureum, U1, 2, ReiscH, Margarita, Musica figurata, 2: *De tribus musice
gradibus tamquam principiis materialibus.”

% TINCTORIS, Terminorum, p. 185: “Modus est quantitas cantus ex certis longis maximam aut
brevibus longam respicientibus constituta. Est igitur duplex, scilicet maior et minor.”

87 JOHANNES DE MURIS, Libellus, p. 46: “Longain modo perfecto valet tres breves, in modo im-
perfecto duas [...].”

® TiNcToris, Terminorum, p. 185: “Modus maior est quantitas cantus ex certis longis maxi-
mam respicientibus constituta, qui subdividitur, nam alius est modus maior perfectus, alius est
modus maijor imperfectus. Modus maior perfectus est, dum tres longae pro una maxima numeran-
tur. Modus maior imperfectus est, dum duae longae pro una maxima numerantur. Modus minor est
quantitas cantus ex certis brevibus longam respicientibus constituta, qui etiam subdividitar, nam
alius est modus minor perfectus, alius est modus minor imperfectus. Modus minor perfectus est,
dum tres breves pro una longa numerantur. Modus minor imperfectus est, dum duae tantummodo
breves pro una longa numerantur.”

% JOHANNES DE MURIS, Libellus, p. 47: “Nam perfectio consistit in numero ternario, imperfectio
in binario.” — ANONYMUS, Quoniam circa artem musice figurative, p. 86: “Consequenter notan-
dum, quod sicut magister Johannes de Muris in tractatu suo de musica dicit, quod omnis perfectio
in musica mensurali consistit in numero ternario. Et omnis inperfectio in numero binario.”

% CocHLAEUS. Musica, f. 12 “Signa intrinseca.”
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De tribus musice gradibus (I, 66-89) 61

Kapitola pata o tfech stupnich hudby

(66-68) Vratme se (jak jsem se zminil) k formé& zpévu. Jsou totiz
tfi stupng,™ jimiz vazime viechnu menzurélni hudbu, totiZz modus,
tempus a prolace.

(69-80) Modus je dvoji, maior a minor. Perfectus maior modus je
tam, kde maxima plat{ tfi longy a pravé tak longa tti breves. Per-
fectus minor modus budiz pak tam, kde maxima méii dvé longy
a longa tii breves. Pravé tak se nazyva tempus perfectum, kdyz jed-
na brevis plati tfi semibreves, a stejné tak se ¥ikd prolatio perfecta,
kdyZ nota semibrevis sestdva ze tif minim. Maximy a longy se tedy
tyka modus, brevis tempus, semibrevis s biiSkem pouze prolace.

Perfektni menzura je ta, v niZ je zdkladem ¢islo tfi, éislo dveé ji v8ak
imperfektuje.™®

(81-82) Pokud se nékdy v urcité menzufe nevyskytuje nota, jez
md byt perfektni, nahradi ji noty stejné hodnoty.

(83-89) Podle téchto znamenf se tempus perfectum poznd zevniti: Jak se menzura
mezi tfemi breves bloudi semibreves a dvé jsou oddéleny punktem, Pozna zevnitk
po pauze brevis je dvoji pauza semibrevis a troji brevis je koloro-
véna tak jako hemiola. Podobné se poznd, Ze modus a prolace jsou
perfektni, alespoi podle riznych not a pauz.

" Termin gradus pouZivaji Johannes de Muris (cf. MicHELS, s. 109), Adam von Fulda, Wol-
lick a Reisch. Tinctoris, Gaffurius a Cochlaeus pouZivaji termin mensura. Menzura vyjadiuje me-
tricky vztah mezi notou vy$siho fddu a notou nejblizstho nizsitho stupné (cf. ApeL, s. 102sqq.). Ma-
xima, longa, brevis a semibrevis mohly byt déleny na tfi (perfektni ¢lenéni) nebo dvé noty niZsiho
fadu (imperfektn{ ¢lenéni), niZ§{ hodnoty byly imperfektni. Viechny druhy menzury viak nebyly
stejné béZné. Trojdobé déleni dlouhych hodnot jako maxima a longa v praxi znamenalo neoby<ej-
né komplikované a té¢zko proveditelné metrum, perfektni minor modus a obzvlast maior modus
jsou v ucebnicich uvddény spife pro tplnost systému. Rovnéz perfektni prolace charakteristickd
pro hudbu 14. stoleti uz byla ve Philomathové dobé vzicnd a tempus perfectum cum prolatione
imperfecta typicky pro nizozemskou polyfonii 15. stolet{ byl béhem 16. stolet{ pouZivén také stdle
méné. Trojdobd menzura byla pak vyjadfovana spiSe prostfednictvim proporéniho vztahu (viz ddle
proportio tripla, proportio sesquialtera) vici zcela pfevazujicimu imperfektnimu dvojdobému
metru.

*%5 JoHANNES DE Muris (< pozn. 89): “Perfekce se zaklddd na ¢&isle tfi, imperfekce na &isle dvé.”
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De tribus musice gradibus
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De tribus musice gradibus
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66 Wenceslai Philomathis Musicorum libri quattuor

| Caput sextum de signis
,[Elxtera signa® quidem graduum tria sunt, puta cifra, 90
455 circulus®? et punctus, quorum sit regula talis.
Signa modi O3 Si pleno numerus circo ternarius heret,
o: maiorem modum, item binarius esse minorem
C monstrat perfectum. Sed cetera cuncta minorem
Signa Cz dant imperfectum. Circo* ternaria cifra 95

460 temporis addita perfectum signat, binaria tempus
Q  esse imperfectum. Integer et cifra sine circus
C perfectum tempus, medius notat imperfectum.
Signa In quacunque rota est punctus, prolatio ibidem
profationis O perfecta est. Sed privatim imperfecta notatur.®* 100
465 9 Cifra gradum signat circo lateraliter herens,
cui dum subiicitur, mensure® est significatrix.
De signis Linea diminuit mensuram aut semiditatem
_ minus ¢¢ significat, postquam per circum ducitur ullum.”
principalibus . . .
. Insuper occurrit tractus perpendicularis 105
470 :l° '"‘ simplex vel duplex, punctis circundatus [!], hortans
o D cCantorem harmonicas modulando redincipere odas.
t *® Punctus ubi triplex, ibi sit conventio vocum.

/Ny Quam diadema notam cingit, mora fiat in illa.*

A imperfectum. Circo] H : imperfectum. @ Circo Ph

1 CocHLAEUS, Musica, f. 11¥: “Signa extrinseca [...]. Circulus [...]. Punctus [...}. Numerus [...].”

%2 TincToRIS, Terminorum, p. 180: “Circulus perfectus est signum temporis perfecti. Circulus
imperfectus est signum temporis imperfecti, qui ab aliis semicirculus idem dicitur.”

% PAULIRINUS, Musica mensuralis, p. 67: “Punctus est minima pars [...}, quae si visa fuerit in
circulo aut semicirculo vel inter notas super, significat maiorem prolacionem, id est ternarium nu-
merorum ad semibrevem, per cuius privacionem in omni mensura in cantu semper significat mi-
norem prolacionem, id est binarium [...].” — VaLLa, VI, 20: “Privatim nihil differt a private [...].”

% TiNcTORIS, Terminorum, p. 185: “Mensura est notarum adaequatio quantum ad pronuntiationem.”

% GAFFURIUS, Pracrica, 11, 14: “Diminutio in mensurabili cantilena est abstractio certi valoris
quantitativi ab ipsis figuris. Tribus enim modis solet a musicis demonstrari. Primo modo canonice,
secundo proportionabiliter, tertio virgulariter [...]. Virgulariter disposita diminutio est, quae in hac
mensurabili figurarum descriptione per virgulam signorum temporis scindentem declaratur.” —
CocHLAEUS, Tetrachordum, 1V, 7: “Quid est diminutio? Est abstractio quantitatis ab ipsa mensura.
Fit enim in tempore perfecto per virgulam circulum integrum scindentem hoc modo @. In diminu-
tione nanque non notularum numerus minuitur (manet enim signum perfectum), sed tertia mensu-
re pars adimitur. Velocior nanque sic est tactus. quam si virgula circulum non intersecet, quamvis
utrobique idem sit notarum valor et ternaria perfectio. At quare dupla proportio est facilior, ideo
persepe in duplo fit mensure diminutio. Ceterum in huiusmodi signis (O3, C3) est diminutio tem-
poris perfecti, si equaliter per omnes cantilene partes ponantur. Nam sic brevis perfecta aut tres
semibreves uno tactu mensurantur. Hinc vulgo tripla vocatur proportio, quia tres note uno tactu
decurrunt. Quid est semiditas? Est alterius partis temporalis mensure imminutio, fit solum in tem-
pore imperfecto [...]. Due namque semibreves sic unicum complent tactum in una cantus parte,
quando unica tactum perficit in altera parte signo non diminuto per virgulam scindentem aut nu-
merum appositum.”

* TincToris, Terminorum, p. 187: “[...] et si [punctus] in semicirculo ab inferiori parte aperto
ponatur, moram generaliter fiendam in illa nota, supra quam constituitur, designat [...].”
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Kapitola Sesta o symbolech

(90-91) Vné&jsi symboly menzury jsou také tfi, totizZ ¢islice, kruh
a punktus, jejichz pravidlo je takovéto:

(92-95) JestliZe je uplnému kruhu pfipojena ¢islice 3, ukazuje, Ze Symboly pro modus
jde o perfectus maior modus, pakli 2, o perfectus minor modus. Vse
ostatn{ déva imperfectus minor modus.

95-98) Cislice 3 ptidand ke kruhu znadi tempus perfectum, &isli- - Symboly
ce 2 tempus imperfectum. Uplny kruh a bez &islice znamend tem- Pro tempus
pus perfectum, ptlkruh tempus imperfectum.

(99-102) V kterémkoli kruhu je punktus, tamtéZ je perfektni pro- Symboly prolace
lace. Ale jeho odstranénim se oznac¢uje imperfektni.”® Cislice umis-
ténd po boku kruhu oznac¢uje menzurdlni stupef, je-li mu podloZena,
je ukazatelem menzury.

(103-109) Pokud je pres néjaky kruh vedena ¢dra, menzuru dimi- O méné dilezitych
nuuje nebo oznacuje polovinu.*” Také se vyskytuje svisld jedno- symbolech
duchd nebo dvojitd ¢dra opatifend z obou stran teckami, kterd upo-
zoriuje zpévdka, aby znovu zacal zpivat harmonické skladby. Kde
je trojitd tecka, tam af je shoda hlast. Na noté, kterou zdobi koruna,
budiz zdrzeni.

66V souvislosti s podobnou formulaci pro odstranéni punktu jako symbolu perfektni prolace
u Zidka (privacio) je zfejmé, co myslel Philomathes pojmem privatim. Méné pravdépodobnd moz-
nost ptekladu “ale d o m a se oznacuje imperfektni” jako by souvisela s nékdy zmatenym ozna-
¢ovdnim prolace v domdcich pramenech té€ doby. Symbol pro rempus imperfectum cum prolatione
perfecta u skladeb v imperfektni prolaci lze totiZz doloZit ve Specidiniku u pisni Ave yerarchia (cf.
VANISOVA, s. 6.) a Festo isti (cf. PETRUSOVA, 8. 92). O néfem podobném pise nelichotivé OrNITO-
parcHUs (II, 8): “Poznal jsem jednoho takového niamezdného varhanika PraZzského hradu, jenZ —
ackoli (abych o horsich poml&el) nerozli§uje tempus perfectum od imperfektniho — vefejné tvrdi,
7e pise nejlep$i hudbu, a nestydi se ani Franchina [Gaffuria}, slavného hudebniho spisovatele, je-
hoZ ze zdsady ani nepozdravil, napadat, znevaZovat a povaZovat za nehodného Cteni.” (“Qualem
quendam arcis Pragensis organistam conducticium novi. Qui cum, ut de altioribus sileam, nec per-
fectum tempus ab imperfecto discernat, se et musicam scribere reconditissimam vulgo coram di-
cit, et Franchinum celeberrimum musice scriptorem, quem nec a limine salutavit, mordere, vili-
pendere nec lectu quidem dignum iudicare non erubescit.”)

*7 Pojmy diminuce a semiditas, nazyvané n€kdy téZ souhrnné synkopace, souvisi s naukou
o taktu, které je vénovdna dalii kapitola (viz téz II, 120, 131). Philomathes smysl obou pojmii roz-
lisuje stejné jako Simon pe QUERcU (f. d3Y) a Cochlaeus, ktery v8ak pripousti pfi diminuci zkraco-
vat hodnotu nikoli o tfetinu, ale o polovinu. Nerozli§ovat oba pojmy doporucuje ORNITOPARCHUS
(11, 8): “Diminuce, jak minili staif, je odnéti tfetiny od samotné menzury. Ale ndzor souc¢asnikd,
ktefi diminuci a semiditas nerozliduji, je chvalitebnéjsi a spravnéj§i.” Oporu nachazi u Tinctorise
a Gaffuria. — Cf. Garrurius (X pozn. 95): “Diminuce v menzuralni kantilén€ je odnéti urcité kvan-
titativni hodnoty od jejich not. Obvykle byva hudebniky sdélovédna tfemi zplsoby: za prvé kdno-
nem, za druhé proporci, za tfeti Carou [...].” — Cf. CocHLAEUS (< pozn. 95): “Co je diminuce? Je to
odnéti hodnoty od samotné menzury. Vyskytuje se totiz v tempus perfectum, oznacend ¢arou roz-
délujici plny kruh @. V diminuci se totiZ nezmens$uje pocet not (trvé piece perfektni symbol), ale
odnima se tfetina menzury. Tactus je pak rychlejsi, neZ kdyZ ¢dra kruh nepfetind, byt v obou pii-
padech je tdz hodnota not a trojdobd perfekce. Avsak protoze proportio dupla je snadnéjsi, dimi-
nuce se proto pfe¢asto stdvd polovinou menzury. Déle u t8chto symboli (O3, C3) se d&je diminuce
Vv tempus perfectum, jestliZze jsou pouzity shodné pro viechny hlasy kantilény. Nebot tak se m&ii
perfektni brevis nebo tfi semibreves v jednom taktu. Proto se obecné nazyvd proportio tripla, nebot
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X k Aut ubi cancellus vel signatur § quadratum, 110
exprime mi dure. Verum scripto b rotundo,
6 et molli et blando fa tenore canatur ibidem.”

Caput septimum de tactu
.[O]mnibus in signis non profertur nota tactu
queque, sed in signis certis nota certa,” proinde:
f. d2¥ 480 H Cifra rote dextro lateri binaria iuncta 115
innuit, ut tactu nota prendatur brevis uno.
Si quoque semi rotam cifra quacunque vacantem
linea pertransit, mensuram signat eandem.
Quod vulgo signum vocitatur semiditatis,
485 in duplo crescit numero veniente duali.” 120
Semibrevis vero tactu perpenditur uno,
quando rote dextro lateri ternaria cifra
additur, aut cum sola patet. Minimam cane tactu,
in quacunque rota est punctus centri vice factus.
490 Perfectis tamen in gradibus plerumque notarum 125

7 CocHLAEUS, Tetrachordum, IV, 6: “Quot sunt signa extrinseca minus principalia seu adven-
ticia? Septem. Que? Signum reinceptionis, convenientie, pausandi, b mollis, h duri, F fa ut, ¢ sol
fa ut, ut hoc videtur exemplo.”

% ApAM VON FuLDA, p. 362; WoLLICK, Opus aureum, 111, 4; REIscH, Margarita, Musica figura-
ta, 4; CocHLAEUS, Musica, f. 12¥: “Tactus est continua motio in debita mensura contenta. Tactus
autem per figuras et signa in singulis musice gradibus fieri habet. Nihil enim aliud est nisi debita
et conveniens mensura modi, temporis et prolationis, secundum enim horum diminutionem et
augmentationem figure notarum tanguntur.” — CocHLAEUS, Tetrachordum, 1V, 6: “Quid est tactus
mensuralis? Est continua motio in debita mensura contenta, motu enim agnoscitur tempus, tempo-
re quantitas vocis prolate, potest autem in quolibet signo semibrevis mensurari tactu, proportioni-
bus et augmentationibus demptis [...]. Potest etiam resolutione cognosci, quod contineantur in qua-
libet nota tactus secundum quodlibet quoque signum [...).” — OrNITOPARCHUS, II, 6: “Tactus tri-
partitus est: maior scilicet, minor et proportionatus. Maior est mensura tardo ac motu quasi reci-
proco facta. Hunc tactum et integrum et totalem nominant auctores. Et quoniam verus est omnium
cantilenarum tactus, semibrevem non diminutam suo motu comprehendit vel brevem in duplo di-
minutam. Minor est maioris medium, quem semitactum dicunt. Quoniam semibrevem in duplo di-
minutam suo motu mensurat, indoctis tantum probatus. Proportionatus est, quo tres semibreves
contra unam ut in tripla aut contra duas ut in sesquialtera proferuntur [...].” — Ruau, Enchiridion,
11, 7: “Tactus est continua motio praecentoris manu signorum inditio facta, cantum dirigens mensu-
raliter. Fit autem in singulis musicae gradibus per figuras et signa variaturque secundum signorum
diversitatem, qua re nihil aliud est quam debita et conveniens mensura modi, temporis et pro-
lationis.”

% 11, 115-120: RHAu, Enchiridion, 11, 4.
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(110-112) Nebo kde je vyznacena mfizka i § quadratum, vyjadii
tvrdé mi. Je-li v8ak napsano b rotundum, tamtéz at se zpivd mékce
a néiné fa."®

Kapitela sedma o taktu

(113-120) Ve vech symbolech se nevyslovuje v taktu kazd4 nota,
ale v uréitych symbolech ur¢itd nota,™ proto &islice 2 pfipojend po
pravé strané kruhu vyznacuje, aby jako jeden takt byla chdpdna
nota brevis. Jestlize téZ plilkruhem bez jakékoli ¢islice prochdzi
¢dra, znamend tutéZ menzuru. Co se obecné nazyva symbolem po-
loviéni hodnoty, roste na dvojndsobek pfiddnim Cislice 2.

(121-128) Semibrevis viak ma hodnotu jednoho taktu, kdykoli je
ptiddna po pravém boku kruhu ¢islice 3 nebo kdyz se tato &islice ob-
jevi sama. Minimu zpivej v hodnoté taktu, pokud je uprostied kru-
hu umfisténa te¢ka.”™ V perfektnich menzurdch se viak vét§inou

v jednom taktu probéhnou tii noty [...]. Co je semiditas? Je to zmenSeni druhé &asti menzury, vy-
skytuje se pouze v tempus imperfectum [...]. Totiz dvé semibreves tak naplni jediny ractus v jed-
nom hlasu zpévu, zatimco jedind dokond factus v jiném hlasu se symbolem, ktery nenf diminuo-
van rozdélujici ¢arou nebo pfidruZenou &islici.” — Timto zpiisobem je notovdna napf. pisen Nd§
mily svaty Vdclave ve Specidlniku. tenor je zapsan v fempus imperfectum, diskant a bas v rempus
imperfectum diminutum (cf. VANISOVA, s. 39).

"8 Znacky pro repetici, signum congruentiae, korunu, kfiZzek a b nemaji s pravé probiranou
ldtkou Zddnou souvislost, ale pravidelné jsou na toto misto zafazovany ve viech prakticky zameé-
fenych dobovych hudebnich ué¢ebnicich.

"% Termin tactus byl v 15. a 16. stoleti pouZivin pro jednotku asu méfenou pohybem ruky.
Pies snahu fady teoretiki nebyl v nauce o taktu nikdy vytvofen obecné platny, zdvazny a hlavné
bezrozporny systém. Tempo taktu, méfeno v semibreves, se podle Gaffuria mélo rovnat pulsu nor-
madlné dychajiciho muze (cf. pozn. *126 a *139). Ze viak nebylo neménné, dosvédéuje Philoma-
thiiv a Cochlaetv text o diminucich. V diminuovaném tempus perfectum se mél tactus zrychlit
0 jednu tfetinu hodnoty (cf. I1, 118-120). I podle Rhaua se tactus “méni podle riznych symboll™.
— OrnNITOPARCHUS (< pozn. 98) rozliSuje troji tactus: “Maior je menzura tvofend pomalym a jako-
by sttidavym pohybem. Tento takt skladatelé nazyvaji celym a tplnym, a protoZe je to sprdvny
tactus viech kantilén, obsahuje ve svém pohybu nediminuovanou semibrevis nebo brevis diminuo-
vanou na polovinu. Minor je proti piedchozimu polovi¢ni. nazyva se semitactus; protoze svym po-
hybem odméfuje semibrevis diminuovanou na polovinu, je vhodny pouze pro nevzdélance. Pro-
poréni je ten, v némz se provadéji thi semibreves proti jedné jako v [proportio] tripla nebo proti
dvéma jako v [proportio] sesquialtera [...].”" — AbrIaN PETIT CocLico (Compendium musices, ff.
H2v-H3") psal roku 1552, Ze “stafi méli tii takty”: 1) takt prolace nebo triply se tfemi semibreves
nebo minimami v taktu (tempus imperfectum cum prolatione perfecta); 2) bindmi per brevem (tem-
pus imperfectum diminutumy. 3} semibrevis (tempus imperfectum), “ktery je nyni vSeobecny takt
ve vech symbolech” (*‘qui nunc est communis tactus in omnibus signis™). — CocHLAEUS (X pozn.
98): “Co je menzuralni takt? Je to neustdly pohyb vymezeny v pfislu$né menzuie, z pohybu se totiz
poznd ¢as, z ¢asu hodnota vyjadiené noty, v kterémkoli symbolu tedy mizZe byt taktem méfena
semibrevis, kromé proporci a augmentace [...].” — RHaU (< pozn. 98): “Tactus je neustdly pohyb
ruky praecentora dany predpisem symbold a fidici menzurdlné zpév.” — Tinctoris pojem tactus
nepouZivd, pouze v nauce o disonancich (podobné jako Gaffurius) pouzivd ekvivalentni termin
mensurae directio, v perfekin{ prolaci se mu rovnd jedna minima, v imperfektni prolaci jedna se-
mibrevis (Sachs. s. 157). Cf. I11, 106-110, podrobnéji o taktu DanLHAUS, s. 345-349.

0 Jak dosvédcuje TinctorisGv pohled na mensurae directio. perfektni prolace mohla hodnoty
not augmentovat, tj. rozsifit na dvojndsobek (DaHLHAUS, s. 342). Podle CocHLAEa (Tetrachordum,
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profertur tactu numerus ternarius uno.
Cifra sub orbe iacens, quotacunque est, tot iubet uno
comprendi notulas tactu eiusdem speciei.
Linea perfectum per signum ducitur unquam,
495 ocius harmonie causa ut tactus moveatur, 130
diminuensque huiuscemodi signum vocitatur.
Quolibet in signo si scire libet, nota tactus
singula quot valeat, gradibus perpende valorem
ipsius, emerget subito numerus tibi certus.

500 Caput octavum de notarum imperfectione
,[D]um nota tris alias valet, est perfecta. Necesse est, 135
namque ubi ternio, ibi perfectio. Tertia vero
pars ab ea si tollitur, imperfecta vocatur.'”
Maxima, longa, brevis tantummodo semibrevisque
505 perfecte fiunt, relique non perficiuntur,'"'
unde minor species maiorem imperficit apte. 140
Pausa imperficitur nunquam, ast imperficit illa.'”
f. d3r H Perficienda imperficitur nota tincta colore,
tertiam enim tunc illius partem color aufert.'"
510 Quamvis et minima in gradibus nota tingitur unquam
perfectis, tamen hinc nullam partem color aufert. 145
Ex una aut utraque fit imperfectio parte.
Si vero certam cordi est cognoscere partem,
incipe ab inicio seriem numerare notarum,
515 ostendet numerus partem ternarius illam.

Caput nonum de duplicatione
Secundum alios ,[A]rs perhibet quandoque note duplicare valorem, 150
alterare' god non cuiuscungue note, nisi que sit alius

1% JoHANNES DE MURIS, Libellus, p. 47: “Quot modis imperficietur perfectum? Quot modis con-
tingit ipsum mediate vel immediate divisione ternaria separari [...]. Quidquid est divisibile in tres
partes equales, potest imperfici ab illa tertia parte, et quotiens dividi potest in tres partes equales,
totiens potest imperfici ab illa tertia parte.” — ANONYMUS, Quoniam circa artem musice figurative,
p. 88: “Item nota, quod omne tempus divisibile in tres partes equales potest inperfici in tercia eius
parte.” — TINCTORIS, Terminorum, p. 184: “Imperfectio est tertiae partis valoris totius notae aut par-
tim ipsius abstractio.” — CocHLAEUS, Musica, f. 137 “Imperfectio est alicuius figure in numero
ternario depredacio.”

0V T1, 138-139: RHAU, Enchiridion, 11, 6.

192 CocHLAEUS, Tetrachordum, 1V, 8: “Pausa nec imperficitur, nec alteratur [...]

193 CocHLaEus, Musica, f. 13" “Adde, quod color plerumque notulam imperficit auferendo ab
ea terciam partem, nisi in imperfectis notularum quantitatibus, quod ternariam sorciatur divisio-
nem repletio.” — CocHLAEUS, Tetrachordum, IV, 8: “Color seu repletio perfectis notulis accidens
imperfectionem quoque efficit auferendo tertiam partem.”

1% TincToris, Tractatus alterationum, p. 67; TINcTORIS, Terminorum, p. 179: “Alteratio est pro-
prii valoris alicuius notae duplicatio.” — Simili modo etiam WoLLick, Opus aureum, 111, 9; Reisch,
Margarita, Musica figurata, 9; WoLLICK, Enchiridion, Musica figurativa, 9; Koswick, Musica fi-
guralis, 7. — GAFFURIUS, Practica, I1, 13: “Alteratio in figuris mensurabilibus dicitur apud loannem

»
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provdd{ v jednom taktu tfi noty.”' Jakd ¢islice lez{ pod kruhem, to-
lik not téhoz druhu kdZe obsdhnout v jednom taktu.

(129-131) Nekdy je vedena pies perfektni symbol ¢dra, aby se
tactus kvili harmonii rychleji pohyboval,” a nazyva se tak dimi-
nuujicim symbolem.

(132-134) Je-li libo védét, kolik taktl plati jednotlivd nota v kte-
rémkoli symbolu, poméf jeji hodnotu menzurami, ihned ti vyplyne
urdity pocet.””?

Kapitola osmé o imperfekci not

(135-145) KdyZ md nota hodnotu tif jinych, je perfektni. Mus{ to
tak byt, nebot kde je trojéetnost, tam je dokonalost. JestliZze se od ni
odebere tietina, nazyva se imperfektni.”* Perfektnimi se stdvaji
pouze maxima, longa, brevis a semibrevis, ostatn{ ne, proto nizs{
hodnota imperfektuje pfimétené vyssi. Pauza neni nikdy imperfek-
tovdna, ovSem sama imperfektuje. Nota vybarvend kolorem, kterd
md byt perfektni, je imperfektovdna, tehdy totiz kolor odnimad jeji
ttetinu. Ac¢koli je nékdy v perfektnich menzurdch vybarvovédna
i nota minima, ptece ji kolor Zddnou ¢4st neodnimd.™”

(146-149) K imperfekci mize dojit z jedné nebo i z obou stran.
Jestlize v8ak rozum musi pfislu§nou stranu poznat, zaéni pocitat od
zaCdtku fadu not, C&islo tfi ukdze onu stranu.

Kapitola devita o duplikaci
(150-155) Teorie tvrdi, Ze hodnota noty se nékdy zdvojuje, nikoli Podle jinych
oviem jakékoli noty, nybrz té, kterd je tfetinou jiné, zdvojuje se Jde o alteraci™

IV, 7) pfipadala augmentace v tvahu, pokud nebyla perfektni prolace ve viech hlasech (cf.
pozn. ¥73), byla-li ve vSech, tactus obsahoval tfi minimy jako v proportio tripla (viz ddle).

7'V tomto pifpadé je perfekini prolace chdpdna jako totéz co proportio tripla nebo sesqui-
altera. Stejné se o nf vyjadiuje i Cochlaeus a Coclico (1552) a jak Tinctoris (1475), tak Gaffurius
(1496) si stézuji, Ze jsou takovi, ktefi nerozlisuji perfektni prolaci od proportio sesquialtera
(DAHLHAUS, s. 342).

72 Zrychlil by se o jednu tietinu, cf. IT, 103-104.

3 Vzdjemny vztah menzurdlnich stupiif a taktu objasiiuje Philomathes na pfikladu trojhlasé
menzurdlni skladby pfipojené k paté kapitole prvni knihy. Nejvy$si hlas notuje brevis, stfedni semi-
brevis a spodni augmentovanou minimu v hodnoté jednoho taktu.

"7* JOHANNES DE MURis (< pozn. 100): “Kolika zpisoby se imperfektuje to, co je perfekini? Ko-
lika zpisoby se daif to samé zprostiedkované nebo piimo trojitym &lenénim oddélovat. Co je dé-
litelné na tfi stejné Cdsti, miZe byt imperfektovano onou tfeti ¢4sti, a kolikrdt miZe byt déleno na
i stejné ¢dsti, tolikrdt miiZe byt onou tieti &4sti imperfektovano.” — TiNcToris (< pozn. 100): “Im-
perfekce je odnéti tietiny hodnoty z celé noty nebo z jeji ¢dsti.”

75 CocHLABUS, Musica (< pozn. 103): “[...] kolor vétSinou notu imperfektuje tim, Ze od ni ubird
tietinu, aZ na imperfektni menzury, protoZe vyplnéni uréuje trojdobé déleni.”

76 Termin alteratio pouZivaji vSichni zmifiovani Philomathovi soucasnici. Podle TINCTORISE
(< pozn. 104) je alterace “zdvojeni vlastni hodnoty jakékoli noty”.
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tertia pars, duplicatur enim species minor ante
520 maiorem. Pausam nunquam varia, nota, queris,
cur duplicatur. Ut efficiat ternarium arithmum
cum preeunte nota, sine quo perfectio nulla est. 155
Quandocunque ultra numerum ternarium habundat
in gradibus nota perfectis, imperficit illa
525 aut precedentem notulam, aut omnino sequentem.
Hoc divisivo poteris cognoscere puncto:
in partem imperfecto quam cadit, hec duplicetur. 160
Sique due superant, duplicanda est ultima tantum.'™

Caput ultimum de proportionibus
530  Tantum proportiones [D]iversi numeri, eiusdem vero speciei
inequalitatis musicus 3,10 si coeunt notule, proportio fertur.'"?
considerat ' . L. . . .
Ipsa quidem duplici cifra signatur in odis.
Sub maiore minor (cum construitur), minor autem 165
supra maiorem (dum destruitur) situatur.'®®
535 Cum numerus maior numerum bis rite minorem
f. d3 “ continet, est dupla, si ter, tripla, quaterque, quadrupla.
Si semel et mediam partem, sesquialtera fertur,
- tertia, tertiam, item si quartam, quarta vocatur. 170
Sic ad crementum numeri proportio crescit,
540 infinitus enim est numerus proportio tanta.'"”
Hic illam doctor declarabit studiosus,
que supplenda meum proportio carmen abhorret.

de Muris proprii valoris secundum notulae formam duplicatio, dicta enim est alteratio quasi alte-
rius actio. Evenit quidem notulis in sua perfecta quantitate dispositis [...].” — CocHLAEUS, Musica,
f. 3: “Alteratio est proprii valoris secundum notule formam duplatio.”

195 11, 150-161: Ruau, Enchiridion, 11, 8.

1% JOHANNES DE MURIS, Musica speculativa, p. 250: “Patet ex hoc, quod musica non considerat
proportiones irrationales ideo, quia subalternatur arti metricae, quae est de numeris, inter quos non
reperitur irrationalis proportio [...].” — GaFrURIUS, Practica, 1V, 1: “Musica proportio [...] mutua
consyderatione procedit {...]. Inaequalitatis autem proportio est duarum inaequalium quantitatum
ad invicem relatio, ut quattuor ad tria [...).” Similiter etiam WoLLICK, Enchiridion, Musica figura-
tiva, 12.

7 CocHLAEUS, Musica, f. 13": “Proportio est duarum, quantecunque sint, eiusdem generis
quantitatum certa alterius ad alteram habitudo. Verum proportionum alia equalitatis, alia inequa-
litatis [...].”

108 11, 162-164: Ruau, Enchiridion, 11, 9.

1% JOHANNES DE MURIS, Musica speculativa, p. 257: “Multiplex numerus est, quando maior in
se habet minorem bis vel ter vel quater: secundum hoc species eius sunt dupla, tripla, quadrupla
proportio in infinitum. Superparticularis numerus est, quando maior numerus continet totum mi-
norem et aliquot eius partes, vel duas, vel tres, aut quatuor: cuius species sunt sesquialtera, ses-
quitertia, sesquiquarta in infinitum.” — Similiter etiam ANoNyYMuUs, Tractatus de proportionibus,
pp. 286-287. — TINCTORIS, Proportionale, p. 156: “Multiplex inaequalitatis genus est, quo maior
numerus ad minorem relatus illum multipliciter in se continet precisse: puta bis et erit dupla, ter et
erit tripla, quater et erit quadrupla [...] et sic de aliis [...]. Superparticulare genus est, quo maior
numerus ad minorem relatus illum in se totum continet et insuper eius aliquotam partem. Puta
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tedy druh men&{ pfed vétSim. Pauzu nikdy nemén. Ptas se, proc je
nota zdvojena? Aby byl dosaZen pocet tfi s pfedchdzejici notou, bez
¢ehoz neni Zadna perfekce.

(156-161) Kdykoli pfebyvd v perfektnich menzurdch nota nad po-
et tFi, imperfektuje bud notu pfedchozi, nebo oviem ndsledujici.
To bys mohl poznat podle délivého punktu, do které ¢dsti imper-
fektniho poctu piipadne, ta af je zdvojena. A pokud piebyvaji dvé,
je tfeba zdvojit pouze posledni.

Kapitola posledni o proporcich

(162-174) Proporce vznikd, sejdou-li se vzdjemné€ noty rizného Musicus uvazuje
poctu, oviem stejného druhu;™ ve skladbdch se znaéi dvojitou &is- POuze 0 Pr,gl}""c"d‘
lici. Umistuje se mensi pod vétsi, kdyZ se zvétsuje,”” ale mens{ nad mestenosti
vetsi, kdyz se zmen3uje. Kdyz &islo vétsi obsahuje fadné dvakrat
mensi, je 1o proportic dupla,™ jestlize tfikrdt, tripla,” pokud Ctyfi-
krét, quadrupla.™ Jestlize je obsahuje jednou a jeho jednu polovi-
nu, nazyva se sesquialtera,’ jednou a jeho téetinu, sesquitertia,™
jednou a jeho ¢tvrtinu, jmenuje se sesquiquarta.™ Tak proporce
roste podle ristu ¢isla. Takova proporce je totiz nekonetné Cislo.
Tu zde objasni u¢eny doktor; pted takovym doplitovdnim proporce
ma basen varuje.”®

)

77 Jouannes pE Muris (X pozn. 106): “Musica neuvaZzuje o iraciondinich proporcich [...]
Garrurits (X pozn. 106): “Hudebni proporce vychdzi ze vzdjemného pozorovani {...]. Proporce
nestejnosti je totiz vzdjemny vztah dvou nestejnych ¢isel, jako 4 : 3 [...].”

7% Proporce, pomér dvou &isel, byla dileZitym prostiedkem k vyjadfovani intervali a kliCem
k vysokému ocenéni hudby jako uméni i védy. Menzurdlni notace a kompozi¢ni technika sklada-
teld 15. stolet{ umoznily promitnout zdlibu v iselnych spekulacich i do ¢asového pribéhu skla-
deb. Na rozdil od symbolickych vyznamd, které jsou skryty v ¢asovém pldnu n€kterych Dufayo-
vych nebo Josquinovych skladeb (RyscHawy — SToLL, passim; ELpErs, s. 135-153), uZ $lo u Philo-
matha jen o “ozdobu” (cf. IV, 79-89).

7 Zvétsuje se pocet not vici pivodnimu poctu za stejnou casovou jednotku. Jejich hodnota se
ve stejném poméru zmensuje.

W2 1,4:2,6:3,8:4atd.
#3:1,6:2,9:3atd.
#24:1,8:2,12:3 atd.
#13:2,6:4,9:6ad.

4 4:3,8:6,12:9atd.
#55:4,10: 8 atd.

¥ Pro sviij zkratkovity text o proporcich nadel Philomathes predlohu nejspiSe u Johanna de
Muris a u Tinctorise. Bez jejich pomoci je téméf nesrozumitelny. Tinctorisova Proportionale se
pravdépodobné tykd nardzka na “ufeného doktora”, Tinctoris jako jediny z hudebnich teoretikd,
ktefi pfichdzeji v ivahu, doktorského titulu dosdhl a varovdni pfed prakticky neproveditelnymi
proporcemitypu 7 : 4, 11:5,17:8, 13: 5 je v piipadé jeho spisu namisté. S podobnou diikladnost{
probira proporce i Gaffurius ve &tvrté knize Practica musice, dospél napf. k proporcim 13 : 3 nebo
21 : 4. PraktikGim zaCdtku 16. stoleti uz ptipadala takovito pedanterie smésnd, nebo odpudivd. —
Jonannes pE Muriss (< pozn. 109): O mnohonasobné ¢islo jde, kdyZ vetsi ¢islo ma v sobé mensi
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Que numerum ternarium habet, proportio cumque 175
accidit et duplicatio et imperfectio eidem

545 perfectis tanquam gradibus punctusque colorque
accidit, hemiolam vero vulgo vocitare
(quando colorantur notule) consueverat usus.'"’ 179

Sequitur exemplum de proportionibus:

Selyquarts Sefgeertis  tbemols. Quavwupls  Tripla  Dupla

X

=
~ 07U T s

.1—_'_-1..-4;:1“ l."- L =Y

Fol. [d4']

alteram et erit sesquialtera, terciam et erit sesquitertia, quartam et erit sesquiquarta, quintam et erit
sesquiquinta, et sic de aliis.” Cf. etiam Garrurius, Practica, IV, 2, 5: BogtHius, De institutione
musica, 11, 3-4; Hieronymus, pp. 76-85. — CocHLaEus, Musica, f. 14" “Sunt huius generis species
infinite, scilicet sesqualtera [!], sesquitercia, sesquiquarta et sic in infinitum procedendo.”

"0 CocHrakus, Musica, f. 147 “Solet plerumque sesqualtera [!] proportio in cantilenis absque
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(175-179) Kdykoli se objevi proporce, kterd ma ¢islo tii, a objevi
se ji i duplikace a imperfekce tak jako v perfektnich menzuréch,
i punktus a kolor, zdd se v§eobecnym zvykem (kdy?Z jsou noty kolo-
rovdany) nazyvat ji hemiolou.™

Nasleduje piiklad proporci:
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dvakridt, tfikrdt nebo Ctyfikrét, podle toho jsou toho druhu proportio dupla, tripla, quadrupla do
nekonecna [...].” — TincToris (<X pozn. 109): “Mnohondsobny rod je ten, v némz vétsi &islo vzta-
Zené k mensSimu je v sobé pfesné mnohondsobné obsahuje, napfiklad dvakrit, a bude dupla, tfi-
krdt, a bude tripla, ¢tyfikrét, a bude quadrupla atd. [...] Superpartikuldrni rod je ten, v némz véts{
Cislo vztaZené k men§imu je v sobé celé obsahuje a kromé toho jeho alikvotni ¢dst, napiiklad po-
lovinu, a bude sesquialtera, tietinu, a bude sesquitertia, ¢tvrtinu, a bude sesquiquarta, pétinu,
a bude sesquiquinta atd.”

"7 CocHLAEUs (< pozn. 109): “Je béZné, Ze se proportio sesquialtera v kantiléndch vét§inou
oznacuje bez Cislic, kdyzZ se totiz v imperfektnich menzurdch zapiSe plnymi notami, a tehdy je né-
kterymi prohld§ena hemiolou, jak bylo fec¢eno o imperfekci.”
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a4 | Sesquialtera
550  Sesquiquarta: Sesquitertia: et hemiola: Quadrupla: - Tripla: Dupla:
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numerorum characteribus denotari, quum scilicet notulis plenis sub imperfectis notularum quanti-
tatibus pernotatur, et tunc a quibusdam hemiola nuncupatur, ut dictum est de imperfectione.”
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Quadrupla:
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Correctio

Invectio

Doctrina

INCIPIT LIBER TERTIUS

Caput primum de regimine plani cantus
[Qluatinus est vulgo solitum pressisque et acutis
vocibus in phanis divinum promere cantum,
ipsam igitur vocem refert rectoris habere,
qua leviter fundum contingere possit et altum.
In concentorum cetu debet super omnes
audiri sua vox, ut delirare volentes
asperitate soni reparet sistatque regatque
et sonet imprimis plano atque novissima cantu.

Sunt, quibus est usus moderari turpibus odas
gestibus, egregios mores se scire putantes
atque exquisitam cantorum conditionem.
Mensuram quidam palmis moderantur utrisque
eminus expassis, veluti cum in lite duorum
alter in alterius nequit insultare capillos
unguibus, extensa letale minatur inermi
certamen duplici palma. Multos quoque vidi
mensuram pede signantes calcante, caballus
ut satur in viridi ludendo cespitat herba
luxuriatque salax. Plerique imitantur holorem
neuma gubernantes, velut hic cervice reflexa
drensat, ita soliti conquiniscunt modulando.
Hui pudor, in campo satius decuisset eosdem,
si stiva liras regerent patienter arantes.''?

Gregorii cantum recturo congruit una

11

10

20

"' PAULIRINUS, Libri, p. 32: “Vox cantoris est vox viriliter et potens, clara et modesta, inter
bassum et tenorem tenens mediocritatem, et non muliebris, deformis et pavonis, non rauca, dura,
aspera, ceca, acuta, trepidans seu deterrens auditu, sed suavis et molliata et moderata, perspicua et
perfecta et numquam ita alta, que emergat, silencium ruptura, bassa, confusio, error et discordia.”
SPECHTSHART, Prohemium, f. A2*: “Et rustici facto uno sulco agri subito scientiam agricul-
ture agnoscunt.” — SYCAMBER, p. 19: “Decet enim maxime, quatenus convenienter laus Dei fiat et
urbaniter, non rusticaliter vel ruraliter.” Ibid., p. 44: “Simul cum quidam cantaret: ‘Aremus’, dixit
iocando sociis suis et astantibus: Absit a nobis arare, qui sumus divinis laudis deputati! Tales iocos
et tales plures predictus magister [= Conrad von Zabern] in rusticanos cantores evomuit [...].” Cf.
etiam adnot. 136.

12
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ZACINA KNIHA TRETI

Kapitola prvni o fizeni rovného zpévu'*

(1-8) Protoze je vieobecnym zvykem prednaset duchovni zpév
v kostelich jak hlubokymi, tak vysokymi hlasy, je zdhodno, aby
mél rektor'® takovy hlas, jimz by mohl snadno dosdhnout do hloub-
ky i do vysky. Ve sboru spoluzpévaki™" md byt jeho hlas pies
v8echny slySet, aby vyraznosti zvuku opravil, zastavil a fidil ty,
ktefi by chtéli bloudit, a znél v rovném zpévu jako posledni mezi
prvnimi.™!

(9-21) Jsou takovi, kteff maji ve zvyku fidit 6dy hloupymi posun- Oprava
Ky, domnivajice se, Ze znaji vynikajicf zplsoby a vybrané kantor-
ské povoldni. Néktef{ vedou menzuru obéma rukama doSiroka roz-
tazenyma, jako kdyZ v hddce dvou nemizZe jeden popadnout do
drdpi vlasy druhého a obéma rozpfaZzenyma bezbrannyma rukama
hrozi smrticim zdpasem. Vidél jsem také mnohé naznaCovat men-
zuru dupdnim nohy, jako kdyz syty kan pfi hie klopytd v zelené
travé a bujné poskakuje.”? Mnozi pfi fizeni melodie napodobuji
labuf, tak jako ona kii¢i s ohnutym krkem, zrovna tak maji ve zvy-
Kku se kréit pfi zpévu.™?

(22-23) Tomu hanba! Takovym by spi§ sluselo, aby na poli pfi Vytka
orbé trpélivé fidili brazdy pluhem.

(24-26) S tim, kdo chce Fidit gregoridnsky zpév, se shoduje: drzet Poucka

" = o fizen{ chorélniho zpévu.

" U Philomatha je rector vedouct, dirigent souboru, kdezto cantor je zpévdk. Tato hierarchie
odpovidd postaveni rektora (3kolniho mistra) a kantora na nasich partikuldrnich $koldch té doby.
Zatim co rektor byval absolventem univerzity, kantorovym hlavnim vzdéldnim byla vétdinou dlou-
holetd praxe ve sboru choralistd, chudych Zéku starajicich se denné o bohosluZebny zpév. Ze §kol-
nf rektor Zakovsky sbor casto vedl, 1ze doloZit i pro Jindfichtiv Hradec Philomathovy doby (TepLY,
1/2, 5. 298-300) a dalsi mista (HorYNA, s. 277).

"% U Philomatha neznamend termin concentor zpévaka improvizujictho polyfonii jako u Tin-
ctorise. Podobné concentus (IV, 84) neznamend improvizovanou polyfonii, ale sbor, spole¢ny zpév
(cf. pozn. *99).

! Podle Pavla Zidka (< pozn. 111) “hlas kantora je hlas muZsky mocny, jasny a mirny, drZic{
se stfedu mezi tenorem a basem, a ne Zensky, osklivy, pavi, ne hruby, tvrdy, nejisty, pronikavy,
tfaslavy, odstrasujici na poslech, ale jemny a zme&k¢eny a mirny, zfetelny a dokonaly a nikdy tak
vysoky, aby vyénival, rusil ticho, [a tak] basovy, [aby nastal] zmatek, chyba a nejednota.” Cf. Mu-
7ZIKOVA, Musicus — cantor, s. 32.

*2 Cf. HELFERT, s. 141, pozn. 3.

93 Cf. BLAHOSLAV, 8. 47: “Neumis-li pak ty, jenZ jinym za¢ind§, mistné€ regovati a nejsi-li zmoc-
nény noty pisné, ovéem neznds-li taktiv, tedy rafije v ruku nebef, le¢ kdyby pies tebe tu umélej-
§tho nebylo, pro zpraveni pacholat a neb téch, jenZ daleko od tebe jsouce, také zpivaji. NeZ takto-
véni hlavou a neb nohou, jakoby kalkoval, pilné se varuj.” Cf. HeLFERT, s. 141.

"4 Snad je to nardzka na jednu vytku Conrada von Zabern, kterou cituje i Sycamber a jez se
tykd Spatné vyslovnosti (< pozn. 136): “Jakmile uslysim n€které zpivat Daminos vabiscom, are-
mus (1j. orejme, misto oremus — modleme se), abych fekl svym sousediim: ‘KéZ nemusime orat!””
Vtipy na tidet nevzdélanych sedldki patf oviem k dobové intelektudlské péze. Conrad von Zabern
oznacuje viechny ne§vary pfi zpévu jako rusticitates.
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ferre stilum palma, seriem saltumque notarum 25
pandere et assiduo mensuram'’ tangere motu.
f. el” 580 H Preceptum 1. Inprimis moneo, si cantus ubi variatur
immineatve modus, cuius progressio torva est,
ante locum concentores terrendo minaci
siste stilo, cantu ne latius egrediantur 30
et sileant, donec tu solus iter dabis illis.
Preceptum 2. Sive note preter morem quandoque canoris
prosiliant usuque velis cantare, tegantur
officio palme neque enim hactenus aspiciantur,
quatenus ad cantum non perveniatur amenum, 35
tu tamen interea virga solitum rege cantum.
590 Preceptum 3, Quo magis intense'"* melos it, subtilius ipsum
debiliusque iuvat depromere, quo mage contra
deprimitur cantus, graviore sono modulari.'®
Preceptum 4. Harmoniam nequicquam in plano fingere cantu 40
aude cantando, vitio quia vix caret illud.
595 At si fingere scis, hanc finge in fine tonorum.
Qui facis oppositum, rudis es preceptaque nescis,
musica que statuit cantoribus usque tenenda.

o
oo
w

113 CONRAD VON ZABERN, Ars, 2: “Mensuraliter cantare. Quod est taliter cantare, ut uni notarum
non plus vel minus temporis impendatur, sive longior sive brevior seu tardior vel velocior secun-
dum temporis exigentiam [...]. Mensura enim a mensurando dicitur. Et tunc ipse choralis cantus
debitam mensuram habet, recte que mensuratur, quando una notarum non plus vel minus altera
protrahitur vel breviatur [...]. qua mensura uniformiter continuanda est usque ad aptum verarum
pausarum locum. — OrNITOPARCHUS, 1V, 8: “Mensure pre omnibus teneatur equalitas. Nam sine lege
ac mensura canere est Deum ipsum offendere, qui omnia numero, pondere et mensura bene fecit.
Quare resipiscant orientales Franci, gentiles mei, nec ut antea in chorali cantu, notulas iam produ-
cant, iam corripiant, sed ab Herbipolensi nobili ecclesia, capite suo, in qua optime canitur, canendi
exemplum sumant. Quod et Pragensi ecclesie non minus foret utile quam decorum, quoniam et
ipsa notas iam producit, iam plus equo absumit.”

' CocHLaEvs, Tetrachordum, 1, 6: *Vocum alia intensa, que sursum erigitur, que et alta vel
acuta dicitur. Vocum alia remissa, que deorsum mittitur, que et bassa vel gravis dicitur.” - Cf. etiam
adnot. 151 (IV, v. 30 huius editionis).

153 CONRAD VON ZABERN, Ars, 6: “Satis urbaniter: Septima rusticitas huic iam dicte quasi vicina
pre ceteris autem notabilior est. In acutis seu altioribus notis ipsius cantus plena arterea seu forti et
valida voce cantare [...]. Pro hac ergo rusticitate plenius agnoscenda sciendum est, quod quilibet
discrete et bene cantare volens iuxta vocis sue possibilitatem debet sua voce uti trivarie, hoc modo
scilicet: grossius seu tubalius in gravibus, item in inferioribus notis. Et medio modo in mediis. Et
subtilius in acutis, id est in altioribus notis, et hoc tanto magis, quanto magis cantus ascendit.” —
SycaMBER, p. 25: “Urbaniter quoque cantandum est, non rusticaliter, quod vox sit accommodata
notis secundum subtilitatem et gravitatem vocis. Equidem, si cantus ascenderit, vox subtilianda
est [...]. Cum vero vox descendit ad bassitudinem, grosse cantandum est et tota voce [...].”
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taktovku™ jednou rukou, oznamovat postup a skoky not a stdlym
pohybem uddvat menzuru.™®
(27-31) Predevsim pfipomindm: Jestlize se nékde méni hexa- Pravidlo 1.
chord nebo se bliZi interval, jehoZ postup je pokfiveny, zastav pied
tim mistem zdviZenou hililkou s pohrizkou spoluzpéviky, at se ze
zpévu ddle neodchyluji a ml¢i, dokud ty sdm jim neukdZze§ cestu.
(32-36) Nebo kdyby nékdy noty vybocily mimo obvykly pofddek Pravidlo 2.
zpévu a chtél bys ze zvyku zpivat, at jsou skryty zdsluhou ruky
a nejsou pozorovany az do té doby, dokud by se nedospélo k libez-
nému zpévu.”’ Ty viak mezitim ved hilkou obvykly zpév.
(37-39) Cim vice ndpév stoupd nahoru, tim jemnéji a slab&ji je Pravidlo 3.
milé ho prednaset, naopak je dobré zpivat t€Z8§im zvukem, ¢{m vice
zpév sestupuje.””
(40-44) Neopovazuj se pfi zpévu v chordlu zbyte¢né vymyslet Pravidlo 4.
harmonii, nebot se to sotva obejde bez omylu. Ale pokud ji umis
tvofit, délej ji na konci moda. Kdo ¢ini$ opak, jsi nevzdélany
a neznd$ pravidla, jeZ hudebnf teorie ustanovuje zpévdklim, aby
byla stédle zachovédvédna.™

% O pouZivdni hilky ¢i taktovky pfi fizeni zpévu informuje dobova literatura pomérné€ vzac-
né, oviem v domdci hudebni teorii je potvrzuje vét§ina vyznamnych autorii. Stilus v ruce kantora
uvddi uz Pavel Zidek, Jan Blahoslav zmifiuje proutek nebo rafiji. Cf. HELFERT, s. 142; MUZIKOVA,
Musicus — cantor, s. 24, 31; ikonografické doklady: Déjiny ceské hudby v obrazech, obr. 56, 64,
65, 68, 72; Jares; ReiscH, dfevoryt s alegorii hudby.

% CoNrRAD VON ZABERN (< pozn. 113): “Menzurdlné zpivat, coZ jest zpivat tak, aby se jedné
z not nevénovalo ani vice ani méné Casu, [aby nebyla] delsi nebo kratsi ¢i pomalejsi nebo rychlejsi
podle potieby ¢asu [...]. Menzura se totiZ nazyva od menzurovdni (méfeni). A tehdy md sdm chordl-
ni zpév urenou menzuru, jeZ se spravné méfi, kdyz se jedna z not vice nebo méné neprotahuje
nebo nezkracuje na tkor druhé [...], kterouz menzuru je tieba dodrZovat aZ do vhodného mista
skute¢nych pauz.” Podle OrNITOPARCHA (X pozn. 113) “zpivat bez menzury urdZi samotného Boha,
jenZ v8e dobie ucinil ¢islem, vahou a mirou”. Doporucuje proto i prazskému kostelu, Ze zachova-
védni menzury “by bylo nemén€ uzitecné a ozdobné, nebof i on noty tu protahuje, tu zkracuje vic,
nez je spravné”.

7 Jednd se o prikryti not ve zpévniku rukou? Na nékterych vyobrazenich zpivajicich literdtd
(viz vy§e) md kantor v jedné ruce taktovku, druhou ruku ma poloZenou na zpévniku, na jinych jsou
obé¢ iilohy rozdéleny mezi dvé osoby.

"8 Podle Conrada von Zabern je zpivat ve vy§kdch silné také rusticitas. Naopak urbaniter can-
tare, “zpivat vybrané”, znamend zpivat hrubim, troubivym hlasem v hloubkdch, ve stfedn{ poloze
stiedné a jemnéji ve vySkdch, a to o tolik vic, o kolik vy$ zpév vystupuje. Misto 1ze interpretovat
téZ jako doporuéeni téi riznych rejstiikii muzského hiasu: prsni hlas, vox pectoris, stiednf rejstiik,
vox gurturis a pro vysky slaby falzet, vox capitis (OUVRARD, s. 119-123). Dobry zpévédk mél obsah-
nout viechny tfi rejstiiky (cf. poZadavek na rektoriv hlas: III, 3-4).

“° Tykd se vicehlasé improvizace pii zp€vu chordlu. Philomathes pfipousti pouzivani zdvérec-
nych kadenénich obrati, které vysvétluje (1V, 29-37). Zpévici si podle vieho méli vytvofit zdsobu
klauzuli pro kazdy modus, které byli pak schopni pouzit, kdykoli to vyZadovala situace. Philoma-
thes se napi. zmifiuje (I, 101) o pferuseni zpévu v piipadé, Ze se n€ktery hlas v polyfonii ztratil.
Na gesto rektorovy taktovky maji zpévéci piedstirat konec a téZ si “vymyslet harmonii”. Vicehlasé
improvizaci se vénuje i BLAHOSLAV (s. 36-37; cf. HELFERT, s. 146) v kapitole O okorovdni. Jak mohl
také takovy zdvér v chordlu opatfeném “harmonii” vypadat, se zmifiuje CocHLAEUS (X pozn. 116).
Tinctoris (X pozn. 116) polyfonni improvizaci vysoce hodnotil: “TéZ v mnoha kostelich se zpiva
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Preceptum 5. Preterea nota sit plani penultima cantus 45
nedum finalis longo prolata tenore.''®

600 Caput secundum de regimine figurativi cantus

JIDlissonat omne melos, dum rectis vocibus ipsum

non canitur, quantum sit cunque poematis alti.

Quo cecinisse modo recte potes et regere odas,

cum tibi vox recta est, concentori tamen egra?'"’ 50
605 More toni incipies, concentor voce suapte

illico te secum trahet ima petens quasi saxum.

Cum quo vix mediam partem cantus cecinisti,

f.el* || visus es ab cepto descendere sub diapente,

et mage, si tandem finem cantaveris usque. 55
610 Comparatio Officit una gregi scabiosa ovis et pecus omne

contaminat, si cum formosis pascitur agnis.'"®

Num vox bubonis voci bene quadrat alaude?

Harmonicas igitur quisquis moderare camenas,

delige dumtaxat concentores, quibus est vox 60
615 congrua, Melpomenesque accedere pulpita nemo

audeat, absurda qui voce crepare videtur.'"”

Musicus arte viget, sed cantor voce probatur,'™

si quis utrumgque sciat, genio donante beatus.'**

" CocHLaEus, Tetrachordum, 1, 6: “Est autem tenor mora vocis.” — Cochiagus, Tetrachor-
dum, IV, 10: “In tactu plano debet penultima nota quadam cum solennitate prolongari, ut plene
auribus accidat consonantia molliterque cantus in fine quiescat atque subsideat.”

"7 CocHragus, Tetrachordum, 1, 6: “Vox autem ad melicum concentum habilis secundum Isi-
dorem: Debet esse ‘alta, ut in sublimi sufficiat, / fortis, ut non trepidet vel deficiet, / suavis, ut
auditum non deterreat, / clara, ut aures mulceat ac impleat’.”

118 Cf. WALTHER, No. 27560: ““Scabida facta pecus totum corrumpit ovile.” Similiter No. 32201.

"9 Garrurius, Practica, 111, 15: “[...] reiciant insuper et voces tremebundas atque perstrepen-
tes: sunt enim sibi ipsis eadem extensione dissimiles: qua re caeteris vocibus proportionabiliter
propter continuam ipsarum instabilitatem concordes esse non possunt.” — Varra, IV, 29: “Crepi-
tus sonitus est violentus ex impulsu resultans. Unde increpare est cum eruptione vocis et immani
sonitu reprehendere. Cymbala tympanaque crepitant. Unde fit crepitaculum. Tubae quoque et cor-
nua similiaque crepant sive crepitant [...].”

20 JouANNES AFFLIGHEMENSIS, De musica, GS, 11, p. 25: “Musicus et cantor non parum a se
discrepant. Nam cum musicus semper per artem recte incedat. cantor aliquotiens rectam viam so-
lummodo per usum tenet.” — TINCTORIS, Terminorum, p. 179: “Cantor est, qui cantum voce modu-
latur.” Ibid., p. 186: “Musicus est, qui perpensa ratione beneficio speculationis, non operis servi-
tio, canendi officium assumit. Hinc differentiam inter musicum et cantorem quidam sub tali metro-
rum serie posuit: Musicorum et cantorum magna est distantia: / illi sciunt, ii dicunt, quae componit
musica. / Et qui dicit, quod non sapit, diffinitur bestia.” — Cf. Guibo ARETINUS, Regulae rhythmi-
cae, GS, 11, p. 25. — CocHragus, Tetrachordum, 1. 5: “Verumtamen inter cantorem et musicum id
interesse volunt. quod inter oratoremque atque rhetorem. Cantor namque in actu deducit musices
precepta, que musicus docet.”

120« 11, 63-64: Hradec Kralové, Muzeum vychodnich Cech, ms. Il A 17¢; cf. etiam KoxrAbp,
p. 257.
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(45-46) Kromé toho af je pfedposledni a tim spiSe findln{ nota Pravidle 5.
rovného zpévu prodlouzena dlouhym trvanim."!®

Kapitola druha o Fizeni figurdlniho zpévu

(47-55) Disonuje kazdy zpév, neni-li sdm zpivdn sprdvnymi hla-
sy, jakkoli vysokého stylu by byl. Jak mGZeS$ spravné zazpivat
a fidit skladby, kdyZ mas spravny hlas, spoluzpévdk vSak Spatny?
Zac¢ind§ podle pravidla modu, spoluzpévidk t€ svym hlasem v té
chvili tahne s sebou, padaje do hlubin jako kdmen."'"? Odzpival jsi
s nim sotva polovinu zpévu a vypadds, Zes od zacdtku sestoupil
o kvintu, a vice, jestlize pfece jen dozpivas az do konce.

(56-64) Jedna prasivd ovce $kodi houfu a nakazi celé stddo, i kdyZ Prirovnini
se pase s nadhernymi beranky. Cozpak se hlas vyra dobfe hod{
k hlasu skiivana?"'®* Kdokoli tedy tidi§ harmonické skladby, vyber
si jediné takové spoluzpévéky, jejichz hlas je souladny, a at se ne-
odvdzi pristoupit k Melpomening pultu nikdo, kdo zjevné viesti*'®
faleSnym hlasem."'" Musicus Zije teorii, cantora vSak dél4 hlas,
a kdo by znal oboji, je blaZeny darem génia.”'*

onen cantus planus bez menzury, nad nimz se provadi zkuenymi nejlahodnéjsi concentus™
(= kontrapunkt, Liber de arte contrapuncti, s. 133: “In pluribus ecclesiis cantus ipse planus absque
mensura canitur, super quem suavissimus concentus ab eruditis efficitur [...]”, cf. pozn. *90 a *91).

1% Jeden z mnoha vyznamil pojmu renor, v tomto piipadé “trvdni, zdrzeni”. Podle Cochlaea
(< pozn. 116) “tenor je tedy zdrZeni hlasu”. Dile pf$e v textu, ktery se tykd Ctyfhlasé psalmodie
v chordlnim rytmu, o prodluzovéni pfedposledni noty: “V rovném taktu m4 byt pfedposledni nota
prodlouzena s jakousi slavnostnosti, aby konsonance plné dolehla k sluchu a zpév na konci mékce
spocinul a usedl.” Cf. HELFERT, s. 146.

101 Spravné hlasy popisuje CocHLAEUS (< pozn. 117): “Hlas vhodny ke spole¢nému zpévu md
byt podle Isidora ‘vysoky, aby sta¢il ve vy3ce, silny, aby se netidsl nebo neochaboval, jemny, aby
neodstragoval sluch, jasny, aby hladil a naplnil usi’.” Zvldste esteticky poZadavek jemnosti, pii-
jemnosti, lahodnosti (suavitas, dulcedo, subtilitas) byl piimo spjat se zvukovym idedlem polyfo-
nie 15. stoleti a s hodnocenim kvalit zpévakd, ktefi byli tomuto idedlu schopni dostit (OUVRARD,
s. 118-120).

*102 T4bor, Stdtni okresni archiv, sbirka rukopisi ¢. 183 (kanciondl, kol. 1580), margindlie u vi-
cehlasé skladby na f. 119*: “Protoz tak zpivej, aby hlasem netonul jako kdmen pustény do vody.”

103 Cf, BLAHOSLAY, s. 43: “Nesnadné( se vrabec slavi¢kovi pfipodobni a neb Zluva a vlha droz-
du pfirovnd.”

104 VarLa (< pozn. 119): “Crepitus (viesk, rachot) je prudky zvuk pochdzejici z ndrazu. Od-
tud increpare znamend spilat s vybuchem hlasu a stra$nym zvukem. Zvony a bubny rachoti. Odtud
je chiestidlo (klepaCka). TéZ trubky a rohy apod. viesti {...].” Pojem sonitus, ktery se v t€to souvis-
losti vyskytuje, pouZiva pro oznageni neptijemnych zvuki i Philomathes.

105 Garrurius (< pozn. 119): “[...] kromé toho af odmitnou i hlasy tfaslavé a viestivé, jsou
totiZ samy sobé timtéZ rozsahem nepodobné, procez nemohou byt pro svou neustdlou nestabilitu
imérné souladné s ostatnimi hlasy.”

*1% Propastny rozdil mezi teoreticky vzdélanym hudebnikem a obyCejnym zp&vdkem patfil
k oblibenym tématiim stfedovéké literatury o hudbe. Az do konce 15. stoleti se citovaly Guidonovy
verse (kolem roku 1030) o nerozumnych kantorech. Teprve v hudebnich ucebnicich 16. stoleti za-
¢ala byt praxe vice ocefiovana. Podle Cochlaea (< pozn. 120) je mezi kantorem a hudebnim teo-
retikem takovy rozdil jako mezi ordtorem a rétorem: “Cantor totiZ uvdd{ v skutek hudebni pravi-
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Qualis vox rectori Vox gravis in fundo versanda regentibus odas 65
620 convenientissima harmonicas frugi est et conducit vehementer.
Comparatio Nam sicut strepitum'>! melius sentimus ab imo,
altorum quoque sic deliramenta sonorum
percipimus melius, dum in pressa voce moramur.
Cum raucam, at claram vocem succentor habere 70
625 cogatur, tum vox occentorem aspera, recta
et sincera decet, qua voces sustineantur.'*
Indiget arguta excentor voce atque serena.
Si liceat pueros vocem cecinisse supremam,
subtili tenuique sono modulentur eandem.'* 75
630 Comparatio Disparibus male tractantur carpenta caballis'*
nec bene disparibus resonabit vocibus hymnus.
Sint ergo parium concentores tibi vocum,
quotquot habere sat est, modulantes unius instar.'”
De situ modulantium Cum pueris occentores simul atque seorsum 80
635 et succentores stent cum excentoribus una,
|| hi simul hique simul, quia concordare videntur.
Sicut acuta gravi vox voci subiicienda est,'*
sic medie voci debet parere suprema
et propriis formis cantando regantur in unum. 85
640  Quomodo exordium Pars ubi queque sua voce est correcta adamussim,
fieri debeat yce Jevi fiat precentio carminis ante
initium, tonus ut proprium per neuma notetur.
Voce subinde susurranti da cuique seorsum
initium parti, quo concepto incipe tandem.'’ 90
645 Incipe sic, inquam, quod pars comprendere vocem
queque suam possit. Nam si simphonia pressis

2! Varea, IV, 29: “Strepitus fit ex corporum tactu sive collisione rerum et multarum vocum in
unum confusione {...].”

122 GAFFURIUS, Practica, 111, 15: “Tenorem vero quod cantum sustinet et a baritonante sustine-
tur, fundamentum relationis dicunt.”

123 [siporus HispaLENsis, Ervmologiae, 111, 20: “Subtiles voces sunt. quibus non est spiritus,
qualis est infantium et aegrotantium vel mulierum [...].”

12 Cf. WarTHeR, No. 5980: “Disparibus bobus numquam trahitur bene currus.”

125 CONRAD VON ZABERN, Ars, 1: “Concorditer cantare: {...] Quia eorum voces tres tam consone
erant et concorditer sonabant. quasi ex uno ore processissent.”

126 Garrurius, 111, 15: “Vox autem baritonantis et acuti contratenoris pari invicem et ad reli-
quos pronuntiatione se transferant.”

27 PAauLIRINUS, Libri, p. 32: [...] bonus cantor [...] incepcione cuiuslibet cantus, si vult, primam
diccionem decenter coloriter incipiat cum aliquarum notarum duplicatione, si non, tunc primam
notam longam faciat et ita diu teneat, donec chorus cantum accipiat [...].”
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(65-66) Hluboky hlas, ktery se md pohybovat v zdkladu, je pro Jaky hias je pro rek-
ty, kdo Fidi harmonické 6dy, vhodny a velmi uzitecny."'"? tora nejvhodnéjsi
(67-75) Nebot tak jako hluk™™® Iépe citime odspodu, tak téZ bldz- Ptirovnani
niviny vysokych zvukl vanimame lépe, kdyZ se zdrzujeme v nizkém
hlasu. Musi-li mit succentor™” drsny, ale jasny hlas, tak occento-
rovi"'"* slusi hlas ostry, rovny a ¢isty, jimz budou hlasy podpirdny.
Excentor"! potebuje pronikavy a jasny hlas. Pokud by se dovoli-
lo,”''"* aby nejvy$3i hlas zazpivali chlapci, at jej zpivaji jemnym
a lehkym zvukem."'"
(76-79) Kdra se $patné tdhne kofimi, ktefi jsou kazdy jiny,""'*aani Ptirovnani
hymnus zpivany riznymi hlasy dobfe nezni. Mé&j tedy spoluzpéva-
ky se stejnymi hlasy, at jich je, kolik chce, zpivajici jako jeden."''?
(80-85) Occentores s chlapci zdroveii a vedle sebe af stoji pohro- O postaveni
madé i succentores s excentory."'® Ti i oni spole¢né, protoZe, jak Zpivajicich
se zdd, se musi shodovat. Tak jako vysoky hlas musi byt podfizen
hlubokému, tak stfednimu hlasu md byt poddan nejvy3si a pfi zpi-
véni vlastnimi formami jsou vedeny v jednotu.
(86-99) KdyZ byl kazdy part™'” svym hlasem piesné srovndn, leh-  Jak by se mélo
kym hlasem af se piedzpivd pied zaCdtkem pisné, aby se nazna- Zacinat
¢il modus vlastnim ndpévem. Hned potom dej Septem kazdému
partu zvld&f zaddtek, kdyZ to udini§, kone¢né za¢ni.”''® Na mou
véru, za¢ni tak, aby mohl kazdy part pochytit sviij tén. Nebot hu-

dla, jeZ musicus uéi” Philomathovy verSe III, 63-64 jsou citovdny v rukopisu Muzea vychodnich
Cech v Hradci Krdlové, sign. II A 17¢ (cf. KonrAD, 8. 257).

"7 Ze rektor také zpival, bylo samoziejmosti.

1% VaLLa (< pozn. 121): “Hluk povstdvd z dotyku téles nebo z ndrazu predmétii a ze zmateni
mnoha hlasi v jedno [...].”

"9 = basista.

10 = tenoristovi; cf. Garrurius (< pozn. 122): “Tenoru viak, Ze podpira discantus a je podpi-
rdn basem, se fikd zdklad vztahid.” Cf. IV, 53.

T = altista.

"2 Jinak by jej zpivali falzetisté?

"3 Cf. Isipor ZE SEviLLy (< pozn. 123): “Jemné hlasy jsou téch, kdo nemaji dech, jako déti,
nemocnych nebo Zen [...].”

"4 BLAHOSLAV, s. 40: “[...} protoZ vSecko zpivani nemz jiti hladce, kdyZ se tak na vyssi, i na
nizsi stranu s pravé cesty na pravo i na levo zp&vdci chyli. Podobné jakoby podsobni kiiii na levo
a ndruéni na pravo tdhnouti spolu majice viiz uchylovali a nebo jako kdyby se piSfalky hlas dvojil,
nijakZby dobrého a notného (unisonum) zvuku jedné noty pravé nezplsobil.”

113 Cf. ConrRAD VON ZABERN (< pozn. 125): “Shodné zpivat: [...] Nebof jejich tii hlasy tak sou-
zvuéné a shodné znély, jako by vychdzely z jednéch dst.”

M6 Cf. Garrurius (< pozn. 126): “Hlas basisty a vysokého kontratenoristy [= altisty] af se pie-
ndsi stejnym prednesem vici sobé i k ostatnim.”

"7 Philomathes rozliSuje vox, obecné hlas (atf uz skladby, nebo zpévika), a pars, konkrétn{
obsazeni urcitého hlasu skladby zpévdky (at s6lové, nebo sborové) pii jeji interpretaci.

T8 CE. PAULIRINUS (< pozn. 127): ““[...] dobry kantor [...] af na zaddtku kazdého zp€vu, pokud chee,
vhodné ozdobné zacne prvaf frazi se zdvojenim nékterych not, pokud ne, at u¢inf prvni notu dlou-
hou a tak dlouho ji drzi, az sbor zpév pfijme [...].” Cf. Muzikova, Musicus ~ cantor, s. 32; CERNY,
s. VIIL. - Cf. Napomenuti literdiské, s. 238: “Toto pak pfedev§im pilné zachovej, / na kantora svého
nejvic pozor dej, / on necht sdm zacind. s nim nezadinej. / za nim se v téeti slabice po¢na zpivej [...].”
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increpat'?® aut resonans nimium si tinnit acutis
vocibus, absurda est,'? quare sis cautus in orsu.
De errorum cautione Et si* contingat partes titubare canendo, 95
650 ocius instaura nutantem voce tuapte
harmoniam intereaque tuam vocem canat alter.
Si vero exiluisse tua de voce nequibis,
suppetias simul erranti nescis dare parti,
illico siste melos finem simulando canoris 100
655 harmoniamque sibi fingat pars quelibet aptam,
qua modicum sustentata imbue denuo cantum.
Dedecus evades intentas decipiesque
auriculas; quo ni medio salvabis honorem?
Fronte verecunda sannam paterere pudendam. 105
660 De mensura Perpetuo motu tactum signare necesse est,'¥
moderanda 5 metri puncto concentores alioqui
mox declinarent,'! esset simphonia discors.
Absque manus motu quamvis cantare periti
|| sint soliti, tamen intentatis difficile esto. 110

665 Caput tertium de modo canendi
,[E]st modus eximius modulandi voce modesta,
neu pars offuscet partem clamore sonoro,'*
quelibet audiri debet per seque notari.
Correctio More boum'* si quis vocem de gutture per vim
670 eructet vel si trepido pede cespitet, ut vox 115
horribilem reddat sonitum pulmone repulso,
aut si discortis® labiis sannaverit ac si
oscitet is, qui perdius et pernox vigilarit,

A Etsi] H : Etsi Ph // B discortis Ph pro distortis, discordatis?

128 Cf. adnot. 119 (VaLLa, IV, 29).

122 CONRAD VON ZABERN, Ars, 3: “Mediocriter cantare. Quod est non nimis alte nec nimis basse
cantare. Quod ideo valde convenit, quare mediocris cantus minus est onerosus personarum multi-
tudine quam altior vel bassior... Ad huiusmodi autem mediocritatem in cantu laudabiliter semper
observandam hoc unum valde est necessarium, scilicet precentorum seu incipientium discreta et
provida inceptio, maxime dum cantus supra notam inceptionis sue vel multum ascendit, vel infra
eandem multum descendit in quacunque sui parte, ut cum ad eundem altitudinis vel bassitudinis
locum pervenitur, possit et ibidem a multitudine personarum chori sine gravamine cantari.” — Sy-
CAMBER, p. 44: “[...] ne nimis basse vel nimis alte cantaretur [...].”

130 GaFFURIUS, Practica, 111, 4: “Semibrevis enim recta plenam temporis mensuram consequens,
in modum scilicet pulsus aeque respirantis, in contrapuncto discordantiae subiacere non potest
[...]1.”
131 CONRAD VON ZABERN, Ars, 1: “Concorditer cantare. Quod est taliter cantare, ut omnium si-
mul cantantium voces eisdem temporum momentis pariter et simultanie [!] vadant.”

132 GAFFURIUS, Practica, 111, 15: “Decet item alterum alteri vocem accommodare, puta tenorem
cantui: ne alter alterius clamoris excessu confundatur atque succumbat.”

13 CoNRAD VON ZABERN, Ars, 6, Septima rusticitas; SYCAMBER, p. 44: “Ut boves in pratis, sic
vos in choro boatis.”
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119 zngjici symfonie®'??

*121

¢i-li v hloubkach, nebo cinka pfili§ vysoky-
mi tény,”?' je fale$nd, proto zacinej opatrné.”*

(95-105) A kdyby se stalo, Ze party pii zpévu klopytnou, ihned ob- O opatrnosti
nov kolisajici harmonii svym vlastnim hlasem, zatimco tvij hlas at Pfed chybami
zpivd jiny. Pokud bys v8ak nebyl s to vystoupit ze svého hlasu, za-
roveil neumi§ poskytnout pomoc chybujicimu partu, ihned zastav
ndpév, predstiraje konec zpévu, a kazdy part at si vytvoi{ vhodnou
harmonii,”* kterd kdyZ je trochu podepiena, zaéni znovu zpivat.

Unikne$§ ostudé a oklame§ nastrazend ouska; coZ tim nezachrdnis
Cest? Ostychavym vystupovanim bys utrzil potupny posklebek.

(106-110) Je nezbytné ukazovat neustdlym pohybem tactus, jinak O méteni menzury
by se spoluzpévdci brzy odchylili od presného metra™? a symfo-
nie”'* by se rozladila. Jakkoli jsou zku$eni zvykli zpivat bez pohy-
bu ruky, pro nezkuiené je to t&zké."%

Kapitola tfeti o zpuisobu zpévu
(111-113) Vyborny zplsob zpivini je hlasem mirnym, aby jeden
part nezatemioval jiny hlasitym kfikem. Kazdy m4 byt slySet a sdm
0 sobé vnimdn. ¥’
(114-119) Jestlize nékdo vyrdzi z hrdla hlas silou jako byk,"'® Oprava
nebo zakopdvd tfesouci se nohou, takze hlas vyda straslivy zvuk za-

Y19 Cf. pozn. *104.

120 Ve smyslu “souzvuk, harmonie, vicehlas”.

121 Nebo “pfili§ vysokymi hlasy”.

122 Cf. CoNrAD VON ZABERN (< pozn. 129): “Prostfedné zpivat, coZ jest nezpivat, ani pFili§ vy-
soko ani pfili§ hluboko, cozZ jest proto velmi vhodné, protoZe prostifedni zpév je méné obtiZzny pro
mnozstvi osob neZ vy$8i nebo hlubsi [...]. Toto jedno je velmi nezbytné, totiz opatrné a proziravé
zaCindni téch, kdo ddvaji zacdtek [...].” — BLaHOSLAV, 5. 46: “Prvé neZ za¢ne§, znamenej bud, umis-
li, po kli¢ich neb jinace, jak piseil vysoko neb nizko jde, aby potom bud’ ponizovati neb povySovati
nepfipadné nemusil.” Podobné téz na s. 39-41. — Cf. Napomenuti literdtské, s. 238: “Jak se mu [tj.
kantorovi] libi nejlip zapotfebné, / at zacne vej$ neb niz, zpivej pohodIné [...].” Cf. EXNER, s. 9.

123 Cf. pozn. *99.

"124 Cf. CONRAD VON ZABERN (< pozn. 131): “Svorné zpivat, to jest zpivat tak, aby hlasy viech
spole¢né zpivajicich krdcely v téchze Casovych momentech soucasné a zdroveil.” — Cf. Napome-
nutf literdtské, s. 238: “A nepospichej, ani se za nim vle¢, / neb to obé€ jest velmi mrzutd véc.”

125 «“Skladba, harmonie, souzvuk’.

1360 tempu pise Garrurius (< pozn. 131): “TotiZ spravnd semibrevis vyplyvajici z plné men-
zury pro tempus na zpusob pulsu pravidelné dychajiciho [...].” Cf. pozn. *69. — Cf. BLAHOSLAV,
s. 20: “Kterézto méfeni u umeélych a zvyklych déje se nezndmé, pouze mysli. Ale u pocinajicich
a nezvyklych ¢inf se rafiji nebo proutkem, jeho pokynutim, hnutim, udefenim, dot¢enim se knih,
pulpitu a ¢ehokoli. Od ¢ehoz i tak slove tactus neb takt [...}.”

"7 Cf. Garrurius (< pozn. 132): “Slusi se tedy, aby jeden druhému pfizptisobil hlas, napfi-
klad tenor diskantu, aby jeden nebyl rusen a nepodiéhal kvili piilisSnému kiiku druhého.” — Cf.
BraHosLAv, s. 46: “V zboru mirnym hlasem, jakZ kdy potieba a slu$nost kdze, zpivejte, toho kazdy
Setfe, aby pomdhal a nepfekdZel zpivati, maje hlas Cerstvy bez lenosti, tak aby jinych vSech svym
hlasem, zvldst byl-li by neforemny, nepiikryval.”

12 Cf. CONRAD VON ZABERN a SycaMBer (< pozn. 133): “Jako byci na louce, tak vy buéite
v chéru.” — Napomenuti literdtské, s. 238: “[...] zpivej rozumné, nebe¢ jako tele, / sdm tvilij viesk
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displicet; in cantu est gestus servare decentes.'*

675  Cantorum conditiones Discite, qui vultis cantores nomine reque 120
et dici et fieri, notulas modularier imo
gutture luscinie volucris vel achantidos instar.
Turpe sonat lingua vibrante nimis modulari
et labiis vocem formare ciconia tanquam,

680 que pro voce sonum rostris quacientibus effert. 125
Labda etiam cismum'* nedum fugere poete,
nedum oratores, sed et ipse hilarodicus ordo.

Unico item nota sit prolata tenoris hiatu,
harmoniam viciat divisa valore notarum.

685 De sonorum variatione Sicut in hidraula* variamina crebra sonorum 130
mirandum reddunt cantum nimiumque decorum,
humanis itidem cannis mutatio vocum
congrua si fieret, cantus iucundior esset.'®
Multa queunt precepta dari, sed cetera suple. 134

690 Finis libri tertii.

135

137

A hidraula] H : hidrauda Ph

" Garrurius, Practica, 111, 15: “Insolens quoque et indecorus capitis manuumve motus can-
torem declarat insanum. Non enim manus aut caput concordem sonitum efficiunt, sed vox bene
modulata [...]. Postremo novis cantoribus institutionis admonitionisque causa duximus proponen-
dum: ne insolito et inhonesto hiatu aut ridiculo forte cachino voces proferant modulando [...].” -
CoNRAD VON ZABERN, Ars, 6: “Decima et ultima nunc enumeranda rusticitas est in cantando ineptos
mores habere [...]. Aut os in alteram maxillam incurvare vel ipsum nimis ample aperire.” - Sycam-
BER, pp. 20-21: “Nam condecet, ut gestus corporis adaptentur ad honestatem [...]. Nam aliqui, dum
cantant, caput in manu tenent, [...] cum motu capitis vox formaretur, [...] et hi ridiculos gestus
exhibent [...]. Proinde quidam tam magnum rictum faciunt oris, quasi velint alios devorare. qui
etiam timentur a pueris, dam cantant. Quidam vero larvas faciunt et os distorquent ita turpiter, ut
iocundius sit videre demonem pictum quam huiusmodi cantantem [...]. Quinetiam nonnulli vocem
suam mutant turpiter nec naturaliter canunt, [...] sunt multi variique. cum quidam iaceant. quidam
ambulent, quidam denique pendeant cantando.”

'3 Woutick, Enchiridion, Prohemium: “Avia cuncta strepunt: resonat et Achantide dumi, /
carminibus volucres et genus omne favet.”

136 Labdacismum, cf. CONRAD VON ZABERN, Ars, 6: “Tertia rusticitas: Ita, ut audiverim aliquos
cantantes Daminos vabiscom, aremus, ut ego dicerem ad proximiores mihi, absit a nobis arare.”

13 GarrURIUS, Practica, 1, De introductorio: *Verum sonoras voces genera quattuor consequun-
tur. Primum genus est eorum, qui circa prosam versantur, suum potius verbis quam melodia expri-
mentes conceptum. ut oratores et lectores [...]. Secundum genus est eorum, qui non modo mentis
conceptum, sed et syllabas ipsas breves et longas (quod poetarum est) metrica consideratione pro-
nuntiant [...]. Tertium genus est eorum, qui alterutra invicem sonoritate certis intervallorum di-
mensionibus melodiam ac dulcem efficiunt cantilenam, quod tertio presentis operis volumine per-
notatur, hos proprie musicos et cantores vocant. Quartum genus histrionicae et mimicae arti dicari
solet et his, qui ad vocis immitationem gestibus corporis commoventur, ut saltationibus et choreis,
quibus Theophrastus probatam in voce et corporis motu musicam ascripsit. Sed cum cerimoniis
nostris haec obscenitas non conveniat, ad ea, que divinas laudes concernunt, animum convertimus.
— CocHLAEUS, Tetrachordum, 1, 5, similiter; c¢f. etiam VavLLa, IV, 31 (histrio. mimus), 32 (poeta).
81 (orator, rhetor).

138 Cf. CONRAD VON ZABERN, Ars, 6: “Septima rusticalitas: Novit enim quisque alicuius intelli-
gentie, quod organum, sive magnum, sive mediocre, sive parvum, triplices habet cannas sive fis-
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drzovanymi plicemi, nebo jestliZe se zasklebil zkfivenymi rty, ane-
bo jestlize ziva ten, kdo bdél dnem i noci, neni to pékné; zpév si
74dd sludné chovdni.™'?

(120-127) Ucte se, kdo chcete byt zvdni kantory jak podle jména, Ukoly, podminky,
tak se jimi stdt i ve skute¢nosti, tvofit noty jakoby hluboko v hrdle ~Postaveni kantori
slavika nebo jako stehlici.”* Hloupé zni, kdyZ se zpiva s pFili§ vi-
brujicim jazykem™'*' a kdyZ nékdo tvoii hlas rty jako dp, ktery mis-
to hlasem vytva#i zvuk klapanim zobaku. Spatné vyslovnosti*'*? se
§titili netkuli basnici, natoz fe¢nici, ale i sdm fad veselych mim@."'*

(128-129) A nota budiZ pronesena na jeden nddech, délenim hod-
noty not se kaz{ harmonie.

(130-134) JestliZe by se tak jako ve varhandch, kde ¢asté zmény O rozmanitosti
zvuki vyddvaji podivuhodnou a neobyd&ejné zdobnou hudbu, stal 2zvukit
stejné souladnym rejstiik hlast s lidskymi pistalami, zpév by byl
plivabnéji.”* MiZe byt ddno mnoho pravidel, ale ostatni dopli.™'

Konec tfetf knihy.

nic neprospivd v kostele.” — Rukopis Muzea vychodnich Cech v Hradci Kralové, sign. IT A 17¢:
“Bassus jako déti strasi a co vlk vyje, ba hle.” Cf. KoNRAD, s. 257.

12 Cf. Garrurius (X pozn. 134): “Neobvykly a nehezky pohyb hlavy nebo rukou usvéd&uje
bldznivého zpévdka. TotiZ nikoli ruka nebo hlava vyddvaji ladny zvuk, ale dobte zpivajici hlas
[...]1.” Mezi péveckymi nesvary ddle uvadi Gaffurius zp{vani s nezvyklym a neddstojnym otvirdnim
ust nebo s Zertovnym hlasitym chechtanim, Conrad von Zabern kfiveni éelisti a pfiliSné otvirani
ust, SycamBer (< pozn. 134) drZeni hlavy v ruce, tvofeni hlasu pohybem hlavy, smésnd gesta, dé-
ldni velké tlamy z dst, “jakoby chtéli jiné spolknout”, hloupé kfiveni ust, “Ze je veselejsi vidét na-
malovaného démona neZ takto zpivajici”, hloupé ménéni hlasu a neptirozené zpivani, polehdvani,
piechdzeni a vésen{ se [na druhé?] pti zp&vu. — Napomenuti literdiské, s. 238: “Ale zpivej pfiroze-
nym hlasem svym, / bude$ Bohu i dobrym lidem milym. / VdZné do knih hled, po strandch nehli-
dej, / ne po paméti, nez jak text jest, zpivej, / zanech smichu, Septdn{ a rozprdvek, / ukaz, 7es Boha
milujict ¢lovek.”

130U feckého oznadeni stehlika se snad Philomathes inspiroval v ivodu Wollickova Enchiri-
dion (< pozn. 135), slavik je moZnd nardZzka na Luscinia, jehoZ pfednasky o hudbé na videfiské
univerzité¢ mohl slySet. Cf. PietzscH 1936, s. 289.

13! Vibrujici, tfaslavé hlasy byly nepfijatelné v chordlu i v polyfonii. Cf. pozn. #*91 a *105.

132 Napomenuti literdtské, s. 238: “Vypovidej slova ostfe a vdzné, / srdce k Bohu obrdcené
méj snazné.”

133 Vycet povoldni, kterd se zabyvaji jazykem a projevuji hlasem, pfevzal Philomathes prav-
dépodobneé z dvodu Gaffuriovy Practica musice (< pozn. 137), kde jsou vyjmenovdni a bliZe cha-
rakterizovdni ordtofi a lektofi, basnici, oba typy hudebnikd (musici, cantores) a histrioni a mimové.

"3 Ptirovndni dobfe sezpivaného sboru k varhaniim o mnoha rejstficich ma snad pfedlohu
u Conrada von Zabern (< pozn. 138).

"5V dvahu pfipadd nejspise CONRAD VON ZABERN a jeho spis De modo bene cantandi chora-
lem cantum, ktery vysel poprvé v roce 1474, nebo (hypoteticky) dosud nezndmd (domdci?) tradice
pravidel hudebni reprodukce, jejiz ohlasy lze sledovat u Pavla Zidka, Philomatha, Blahoslava,
v Napomenuti literdtském a pozndmce z tdborského kanciondlu (viz pozn. *102; *127; *129).
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rex | INCIPIT LIBER QUARTUS

4[H]armoniam”9 vocum qui condere vis, prius esto 1
musicus argutus, postremum hanc consule Musam,
que quanquam brevis est. suplemento tum amplo
695 indiget et verbis in talibus orsa patescit.
De concordantibus'®’
[Plerficit harmoniam diapason, sic diapente, 5
tertia vel sexta adveniens imperficit illam.
Septima confundit viciatque secunda,'' proinde
700 non valet in tactu poni, sed circiter illum,'*
nec resonet valide, cursu tamen effluat acri.'

tulas. scilicet magnas, mediocres et parvas. Magne canne seu fistule inferiores notas ipsius cantus
resonant. Mediocres canne notas mediocres et parve canne superiores seu altiores ipsius cantus
notas. Quarum cannarum sive fistularum, quod trivarius sit sonus, grossus scilicet, mediocris et
gracilis sive subtilis, novit quisque intelligens. Cum autem homo non nisi unam arteriam habeat,
per quam vox emittitur, illa unica supplere habet illarum diversarum canarum organi vices, iam
videlicet magnarum, iam parvarum, iam mediocrium. Quanta erit indiscretio cantantis hoc velle
facere uniformi sue vocis usu, cum tamen ut sic nullam correspondentiam habeat vox hominis ad
tam diversum cannarum organi sonum trivarium scilicet, ut premissum est.”

¥ Tincroris, Terminorum, p. 179: “Armonia est amoenitas quaedam ex convenienti sono cau-
sata.”

140 Cf. BoktHius, De institutione musicae, 1, 8: “Consonantia est acuti soni gravisque mixtura
suaviter uniformiterque auribus accidens.” — TINCTORIS, Terminorum, p. 180: “Concordantia est
sonorum diversorum mixtura dulciter auribus conveniens et haec aut perfecta, aut imperfecta est.
Concordantia perfecta est, quae continue pluries ascendendo vel descendendo fieri non potest, ut
unisonus, diapenthe sub et supra quantumvis diapason. Concordantia imperfecta est, quae conti-
nue pluries ascendendo vel descendendo fieri potest, ut dytonus, semidytonus, diapenthe cum tono
et diapenthe cum semitonio sub et supra quantumvis diapason.” — CocHuaeus, Musica, f. 15*:
“Concordantia est dissimilium inter se vocum in unum redacta concordia.” - GarLicurus, 3: “Con-
cordantia, quam alio nomine consonantiam vel concinentiam dicimus, est acutorum graviumque
sonorum mixtura dulciter auribus conveniens.”

U TiNetoris. Terminorum, p. 182: “Discordantia est diversorum sonorum mixtura naturaliter
aures offendens.” ~ GaLLicuLus, 4: “Discordantia, quae totam enumerationem corrumpit harmoni-
cam, quam alio nomine dissonantiam appellamus, est diversorum sonorum mixtura naturaliter
aures offendens.”

42 GarrURIUS, Practica, 111, 4: “Semibrevis enim recta plenam temporis mensuram consequens,
in modum scilicet pulsus aeque respirantis, in contrapuncto discordantiae subiacere non potest
[..1.”
43 Cf. TiNcTORIS, Liber de arte contrapuncti, pp. 136-145: “De admissione discordantiarum
[...]1.” = Garrurits, Practica, 111, 4: “Quae vero per sincopam et ipso rursus celeri transitu latet,
discordantia admittitur in contrapuncto.”
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ZACINA KNIHA CTVRTA

(1-4) Kdo chces sklddat harmonii hlasd, ™ stafi se napted bystrym
muzikusem, pak se porad s touto Miizou, jeZ je oviem stru¢nd a v tak
mdlo slovech odkryvd zaddtky, proto potfebuje zna¢né doplnit.”'?’

O konkordancich™'*®
(5-9) Perfektni harmonii ¢inf oktdva i kvinta, dostavi-li se tercie
nebo sexta, imperfektuje ji. Septima uvadi ve zmatek a sekunda
rusi, proto se nehodi, aby byla kladena na ractus,”* ale okolo néj,
a af nezni silng, ale rychlym b&hem odplyne.**

*13¢ Nauku o kontrapunktu a kompozici nelze v dobové praxi ptesné rozlidit (cf. MGG, 7,
s. 1423-1437). Pro kompozici pouZivd Philomathes terminy compositura, poema, pro skldddni slo-
vesa componere, condere, misto béZzného pojmu contrapunctus se u ného vyskytuje pouze harmo-
nia. — Cf. Tinctoris (< pozn. 139): “Harmonie je jakdsi libeznost zpisobend souladnosti zvuku.”

*137 Jadrem nauky o kontrapunktu byl vybér a roz¢lenéni konsonanci a pravidla jejich postupt
(Sacus, s. 57). Philomathdv zhu§t€ny text si z nich vybird pouze to, co povaZzuje za nejpodstatnéj-
§i. Ldtku bylo mozné doplnit jak z nejobsdhlejsich praci, jako byl Tinctoristv Liber de arte con-
trapuncti nebo Gaffuriova Practica musice, tak z béZnych ucebnic (Wollick, Cochlaeus), které vét-
Sinou Cerpaji z téchto dvou autorii a nékdy pfipojuji dalsf poZadavky pochdzejici Casto ze starSich
diskantovych traktdtd. Z osmi zdkladnich pravidel kontrapunktu, jak je formuloval TiNncToris (CS,
IV, s. 147-152), si vybira Philomathes zdkaz paralelnich perfektnich konsonanci (¢. 2, jde v8ak
o vieobecnou zdsadu) a poZadavek rozmanitosti (¢. 7, 8), podle Tinctorise formuloval pravdépo-
dobné i pravidla pro pouZivani kvarty a pro rozkldddni not, podle Gaffuria snad zdvére¢né pozice
jednotlivych hlasi, doporuéeni protipohybu a respektovani charakteru modi. Kaden¢ni obraty jed-
notlivych hlasi a zdvére¢né pozice mohl pievzit i z Cochlaea, s nimz sdili podobné formulovany
zdkaz soucasného vyskytu mi a fa. V omezeni zékladnich pravidel na zdkaz paralel a mi contra fa
je Philomathovi blizky SiMon pe QUERcU (ff. e3¥-e4"), ktery se také zmifiuje o protipohybu. Zikazy
paralel a mi contra fa, doporuceni protipohybu a kadenéni obraty dvou hlasi 1ze doloZit uz v dis-
kantovych traktitech od zaCdtku 15. stoleti (APFEL, Diskant, s. 188-209).

538 Pojmy consonantia, concordantia, concinentia, convenientia apod. byly synonymni. Po-
dobny vyznam méla i harmonia a symphonia. Zatimco Boéthius rozumél svou definici (< pozn.
140: “Konsonance je sm&s vysokého a hlubokého zvuku pifjemné a jednoduse doléhajici k sluchu™)
melodicky interval, v Philomathové dobg ji chédpali po svém, jako definici harmonického souzvuku.
—Tincrorss (< pozn. 140): “Konkordance je smés riznych zvuki pfijemné vyhovujici sluchu a je
perfektni, nebo imperfektni. Perfektni konkordance je ta, jeZ nemiZe byt vickrat za sebou vzestup-
né a sestupné, jako unisono, kvinta pod a nad jakoukoli oktdvou. Imperfektni konkordance je ta,
jez mize byt vicekrdt vzestupné nebo sestupné, jako velkd a mald tercie, velkd a mald sexta pod a nad
jakoukoli oktdvou.” Sougdsti definice je zakaz paralelnich perfektnich konsonanc{ v kontrapunktu.

1% Discordantia a dissonantia byla i synonyma. Cf. TiNcToris (< pozn. 141): “Diskordance je
smés riiznych zvuki pfirozené urdzejici sluch.” — Pouzivén{ disonanc{ v kontrapunktu bylo podfi-
zeno pravidlim, jeZ souvisela s naukou o taktu. Nejpodrobnéji se jim v€noval Tinctoris, podle
néhoz byly disonance pfipustné maximalné v hodnoté jedné poloviny taktu, a to bud’ (zjednoduse-
né) na jeho druhé poloviné (prichodné a stifdavé tony, pfedjimky), nebo na jeho prvni poloviné
(synkopou pfipravené a priitahem rozvedené sekundy a septimy v kadencich), nebo v trojdobych
proporcich na druhé ¢dsti trojdobého taktu (podrobné Sachs, s. 156-167). Bez piipravy byla diso-
nance na taktu neptipustnd. — Vztah taktu a disonance popisuje téZ GAFrURIUs (< pozn. 142):
“Spravnd semibrevis vyplyvajici z plné menzury pro tempus, totiZ na zpiisob pulsu klidné dycha-
jiciho, v kontrapunktu diskordance podklddat nemiiZe.”

140 Cf. Garrurius (X pozn. 143): “V kontrapunktu se pfipousti diskordance, avSak takova, kierd
se s vlastnim rychlym pfechodem zpét skryvd v synkopé.”
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Quarta nequit poni, nisi tertia quintave secum 10
consona sit, solam nunquam posuisse licebit.'**
Quinta tamen quartam quam tertia plus iuvat, illa

705 nam sonat octavam, tonat hec tantummodo sextam.
Harmoniam dulcem cum quarta quinta tonabit,
si quartam supra quintamque locaveris infra. 15

Regule vitiorum
Reguia 1. [1]n quartis, quintis, octavis unisonisque
710 bonere mi contra fa cave, qui conficis odas."”
Salvatur vicium peregrina voce reposta.
Regula 2. Non licet ire duas voces una gradiendo
pluribus in quintis, octavis unisonisque,'*® 20
equivalens que sit, cognoscitur ex diapason.

715 Quare cantus quattuor vocum sit optimus
,[QJuattuor est vocum cantus super omne poema
clamosusque satis, dum plene cuditur, in quo
vox gravis et media est et acuta supremaque,'*’” voces
| preter eas quecunque (superflua dicitur) esto, 25
720 nam regione caret propria passimque vagatur.'®

14 TINCTORIS, Liber de arte contrapuncti, p. 85: “Porro per totum discursum cantus, quem faux
bourdon vocant, quarta sola admittitur, ei saepe quinta ac saepius tertia supposita, gravis quinta
ipsi quartae subiuncta suaviorem concentum quam tertia efficiat |...].” — Cf. Garrurius, Practica,
111, 5-6: “Diatessaron scilicet consonantiam sonans duobus locis admittitur in contrapuncto [...],
sed per quintam in acutum protractae sunt ab his tenoris notulis, quae cum cantu octavam seu diapa-
sonicam simphoniam harmonica mediocritate concludunt {...]. Et si sexta per tertiam supra teno-
rem mediata quartam inter medium terminum concorditer sustinet et acutum, quoniam inter duas
ipsas concordantias terciam scilicet et sextam (quamvis imperfectas) disposita est, ab istis tanquam
minor a minoribus obumbrata.”

45 CocHLagus, Musica, f. 17" “Caveat postremo cantilenarum compositor in speciebus perfe-
ctis et in quarta mi contra fa disponere. hec enim vocum congeries insuaviter aures offendit [...].”

148 TINCTORIS, Liber de arte contrapuncti, p. 148: “Secunda regula est, quod per concordantias
imperfectas, non autem perfectas eiusdem speciei cum tenore ascendere descendereque debemus
[...]. = GaFrURIUS, Practica, 111, 3: “Secunda regula: [...] duae perfectae species eiusdem generis
non possunt consequenter et immediate simul ascendendo vel descendendo in cantilena constitui
[...].” — Similiter etiam CocHLAEUS, Musica, f. 167, CocHLAEUS, Tetrachordum, IV, 10. - GALLICU-
Lus. 8: “Duae species perfectae eiusdem generis se mutuo sequi non permittuntur.”

17 GAFFURIUS, Practica, 11, 11: “Baritonans [...] contratenor gravis dicitur. [...] Contratenor acutus
[...].7=Luscinius, Musicae institutiones, f. 5 ““Soni sunt quatuor: gravis, medius, acutus, excellens [...}.
Gravis sonus urgente rerum natura, infimem locum occupat, sequentem medius, tertium acutus et
summum excellens.” - Luscinws, Musurgia, 11, 11, 5: “Bassus, vox gravis [...]. Ceterum, quanquam
maioribus nostris, ut dixi, tribus vocibus systematis spacia occupari recte visa sint, ut pote, si can-
tus apicem harmoniae corriperet, tenor medium et bassus, quem olim contratenorem nominabant,
sedes infimas [...]. — OrnrroparcHus. IV, 5: “Discantus est cuiuslibet cantilene pars suprema. Vel
est harmonia puellari voce modulanda [...]. Tenor est cuiuslibet cantilene vox media [...]. Bassus
seu potius Basis est cuiusvis cantilene pars infima [...}. Tenor acutus est cantilene pars antesuprema [...].”

M8 “yagans”, cf. Luscinius, Musurgia, 11, 11, 5; OrRNITOPARCHUS, 1V, 5.

Skenovano pro studijni ucely



De concordantibus (IV, 10-26) 93

(10-15) Kvartu nelze pouzit, pokud s ni nekonsonuje tercie nebo
kvinta, samotnou ji nikdy nelze polozit. Kvinta vS§ak kvartu podpi-
rd vice nez tercie, nebof ona zni oktdvou, tato zvuéi pouze sextou.
Kvinta s kvartou zazvuci lahodnou harmonii, jestlize umisti§ naho-
ru kvartu a pod ni kvintu."'#!

Pravidla chyb
(16-19) Kdo sklddas 6dy, chran se pouZit mi contra fa v kvartich, Pravidlo 1.
kvintdch, oktdvéach a unisonech. Chyba se napravi pfeloZzenim cizi-
ho stupng.”'*?
(20-21) Nenfi dovoleno, aby dva hlasy spolu kracely ve vice kvin- Pravidlo 2.
tich, oktdvdch a unisonech.”* Ktery je spravny, se poznd z oktdvy.

Pro¢ je étyrhlasy zpév nejlepsi
(22-28) Ctythlasy zpév je nad vSechnu kompozici a je dosti zvuc-
ny, pokud je plné sestaven, a je v ném hlas hluboky, stfedni, vyso-
ky a nejvy3si.”'** Byt je jakykoli dalsi mimo tyto hlasy, nazyvd se
nadbyte¢ny, nebot postrada vlastni prostor a poriiznu bloud{.”!**

"4 Ve dvojhlasé vété byla kvarta povaZovdna za disonanci, konsonanci mohla byt pouze ve
skladbé pro tfi hlasy, pokud treti hlas (kontratenor. medium) dopliioval sexty a oktdvy krajnich
hlasli (tenoru a diskantu) na sextakord nebo kvintoktadvovy souzvuk, nebo ve vété pro Ciyfi hlasy,
kde se mohla vyskytnout mezi tenorem nebo diskantem a altem (vysokym kontratenorem), posled-
nim ze sukcesivné komponovanych hlasd (viz ddle). V libém hodnoceni kvintoktdvového souzvu-
ku se Philomathes shoduje s Tinctorisem (< pozn. 144): “Dile v celém pribéhu zpévu, jenZ se
nazyvi faux bourdon, se ptipousti jediné kvarta, Casto je ji podloZena kvinta a ¢astéji tercie, spodn{
kvinta pfipojend kvarté zphsobuje lahodngjsf souzvuk nez tercie [...].” Cf. AereL, Geschichte,
s. 133: BUKOFZER, s. 80-84. Philomathes na rozdil od Tinctorise a Gaffuria zfejmé nemd na mysli
fauxbourdonovou vétu jako kompoziéni techniku, ale jen izolované souzvuky zminéného cha-
rakteru.

142 Podobné se k problému mi contra fa vyslovuje Cochlaeus v pravidlu pfipojeném az za vlast-
ni pravidla kontrapunktu (< pozn. 145): “Nakonec at se skladatel kantilén chrdni pouZit mi contra
Ja v perfektnich konsonancich a v kvarté, tato sniska téntl totiZ nepifjemné urdZi sluch [...].” -
“Cizi stupei” je chromaticky tén, musica ficta (cf. I, 153). Disonanci se mélo zabrdnit odstrané-
nim posuvky a ndvratem k doskdlnému ténu. Vyskyt zmenSenych kvint a oktdv povoluje v nékte-
rych ptipadech Cochlaeus (viz pozn. *51), Gaffurius i Ramis de Pareja (ApreL, Diskant, s. 93).

143 Zakladni pravidlo kontrapunktu, zdkaz postupu v paralelnich perfektnich konsonancich.

144 Nizvoslovi jednotlivych hlasi podle vy§kové polohy nebylo ve Philomathové dobé jesté
zcela ustdlené, odpovidalo spiie jejich funkei a pofadi, v jakém byly komponovany. Philomathovo
oznaceni basu (vox gravis), tenoru (vox media), altu (vox acuta) a diskantu (vox suprema) je blizké
terminologii Othmara Luscinia, ktery své prace publikoval pozdéji, ale latku prednasel pted ro-
kem 1510 na videfiské univerzité. Podobné oznacovéni hlasi se vyskytuje u nékterych tiski huma-
nistickych 6d (napft. u Hofhaimerovych Harmoniae poeticae, RISM 1539/26: alta vox, media vox,
infima vox) nebo bicinii (Diphona amoena, RISM 1546/16: infima vox, suprema vox). BéZné nd-
zvoslovi discantus, tenor, bassus pouzil Philomathes pouze v pitkladu proporci ndsledujicim po
II, 179.

145 Pdty hlas se oznacoval vagans bez ohledu na jeho polohu.
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Si quam in fine tenet formam, concessit eandem
altera vox illi, propriam nequit edere sola.'®’

De formis vocum sive clausulis finalibus'*
,[Florma gravis vocis diatesseron aut diapenten
725 depressam tonat aut facit intensum'' diapason, 30
at medie vocis vult forma tonum generare
semitonumve modos gradientes desuper apte.
Unisonum vulgo forma edit vocis acute.
Vox suprema tenet formam sursum gradiendo
730 semitonumque tonumve facit, prestantior est, que 35
per precedentem notam erit sustenta parumper.
Ecce liquet formam notulis constare duabus.
De formarum Vocis forma gravis cum forma vocis acute
mutua convenientia convenjunt simul in diapente extra diapason
735 disposita, vel in unisono, aut solum in diapason. 40
Cum forma medie vocis vult forma supreme
semper in octava finiri.'> Sique vicissim
mutantur forme, subtilior est melodia.

Exemplum:
N .

740 suprema 9] CH

acuta
Vox media

*

mhea —

gravis

‘=

91V, 22-28: GaLLICULUS, 12.

150 TincToRIS, Terminorum, p. 180: “Clausula est cuiuslibet partis cantus particula, in fine cuius
vel quies vel perfectio reperitur.” — GaLricuLus, 6: “Clausula est vocum diversis motibus inceden-
tium in consonantiis perfectis coniunctio et tribus conflatur notulis: ultima, penultima et ante-
penultima.”

13" Cf. JoHANNES DE MURIS, Musica speculativa, p. 252: “Diapente intensa [...].” Cf. adnot. 114.

152 GAFFURIUS, Practica, 111, 11: “Cantilenarum, quae tribus aut quattuor consonis partibus com-
ponuntur, contrapunctus hoc ordine consyderatur: Quum tenor et cantus octavam invicem serva-
verint, contratenor in quintam supra tenorem aut in octava sub tenore deductus quamoptime ac
suaviter concordabit. Quod si his tribus coniunctis partibus alium in cantilena contratenorem in
acutum coaptare tentaveris, in tertiam supra tenorem vel (quod suaviori attinet harmoniae) in quin-
tam poteris collocare.” — CocHLAEUS, Musica, f. 17 “De cantilenarum conclusionibus. Quum ex
concordantia imperfecta perfectam petimus concordantiam tanquam cantilene terminationem vel
alicuius partis eius, tunc semper penultima discantus in sexta supra tenorem quiescat et ambo con-
trariis motibus precedentibus, scilicet tenor unica voce descendens et discantus unica pariter voce
in acutum intentus, in octavam conveniant et penultima contratenoris debet in quinta sub tenore
constitui, qui tunc a discantu per decimam distabit. Verum eius ultima notula poterit unisonum
cum tenore aut quintam supra tenorem possidere [...]. Verum si tenor clauditur in mi, penultima
contratenoris debet in tercia collocari sub tenore discantu manente in sexta supra tenorem et sic
ultima contratenoris in quinta sub tenore disponetur descendendo per quartam his syllabis sol re.”
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Pokud obdrzi na konci néjakou formu, poskytl mu ji jiny hlas, vlast-
ni nemize sam vyjadfit.

O forméach hlasi aneb findlnich klauzulich™!#°

(29-37) Forma hlubokého hlasu zvuéi sestupnou kvartou™*” nebo
kvintou nebo déld vzestupnou oktdvu,”* oviem forma stiedniho
hlasu chce vytvofit intervaly ténu nebo pilténu** postupujici pfi-
méfené shora. Forma vysokého hlasu vyddvd obvykle unisono.™"

Nejvyssi hlas dostdvd formu postupujici vzhiiru a ¢ini piltén nebo
ton, lepsi je ta forma, kterd bude pfedchdzejici notou trochu pozdrze-
na.””! Hle, je jasné, Ze forma spoc¢ivd ve dvou notdch.

(38-43) Forma hlubokého hlasu s formou vysokého hlasu spolu O vzdjemném
souzni na kvinté rozloZzené pres oktdvu, nebo v unisonu, & na pou- souznéni forem
hé oktaveé.”>* § formou stfedniho hlasu si Z4d4 forma nejvy$siho
hlasu kon¢it vzdy v oktdve.”'* A jestliZe se formy vzdjemné vyme-
fiuji, melodie je jemnéjsi.

Priklad:

— 0 |
Hlas nejvy3si: | (e I ! | :
' o © “ o o J O
)
O
Hlas vysoky: (B4 f |
Py O (8] 4] o o g
n
o . ¥ T
Hlas stfedni: |Hm>—o © o P -
©
Hlas hluboky: - £ i o
Y | T O

"4 TineToris (< pozn. 150): “Clausula je Cdstka jakéhokoli hlasu zpévu, na jejimZ konci se
nachdzi bud klid, nebo dokonéni.”

"147 Sestupnd kvarta basu je obvykld ve frygickém zdvéru (viz ddle, cf. téZ kadenci ve &tvrtém
taktu pfikladu po v. 89 v knize II).

148 Cf. kadenci v zdvéru piikladu Proportio dupla po v. 179 v knize 11.

"4 Pilténovym krokem postupuje ve frygickém zdvéru (viz ddle).

1%V ndsledujicim notovaném ptikladu je uvedena t€Z sestupnd tercie altu.

151 Jde o pritah.

"1** Na oktdvé se sejdou pfi frygickém zdvéru, ktery Cochlaeus popisuje (viz ddle) jako zdvér
na mi. Paenultima altu by byla na kvint€, posledni nota na oktdvé nad basem (kontratenorem).

*13 GaFruRIUS (< pozn. 152): “[...] pokud tenor a cantus budou vzdjemné zachovavat oktdvu,
contratenor bude konkordovat co moznd nejlépe a nejpiijemnéji, bude-li sloZen na kvinté nad te-
norem nebo v oktdvé pod tenorem. ProceZ jestliZe se témto tiem spojenym hlasim pokusis pfizpi-
sobit jiny vysoky contratenor, mél bys ho umistit na tercii nebo na kvint& (pokud se tykd piijem-
néj$i harmonie) nad tenorem.” — CocHLAEUS (< pozn. 152): “O zdvérech kantilén. Pokud sméfu-
jeme z imperfektni konkordance do perfektni tak jako do ukonéeni kantilény nebo nékteré jeji ¢dsti,
tehdy at paenultima (ptedposledni nota) diskantu spo¢ivd vZdy na sexté nad tenorem a oba po pied-
chozim protipohybu, totiZ tenor o jeden stupeti sestupné a diskant stejné o jeden stupefi vzestupné,
af se sejdou na oktdvé. Paenultima kontratenoru ma byt usazena na kvinté pod tenorem, od diskan-
tu je tehdy vzddlena decimu. Jeho posledni nota by v§ak mohla mit unisono s tenorem nebo kvintu
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f. {ed'] H De vocum generatione
745 ,[S]upremam media et vocem gravis edit acutam.
Quo suprema modo medie subiecta videtur, 45
sic subiecta gravi vox voci fiat acuta.
De vocum concordia Vox gravis harmoniam cum vocibus omnibus optat,
at cum voce gravi solum concordat acuta.

750 In praxim manuductio
JIncipe sic: trahe per pluteum bis quinque lituras
in certisque locis signatas construe clavis,'? 50
demum, que primum tibi vox ponenda videtur,

De ordine vocum pone, sed in primis mediam posuisse licebit,

755 formandarum nam basis est vocum,'™ sine qua tepet omne poema.
Qua recte posita, tractu perpendiculari
(ne seducaris) distingue a tempore tempus.'* 55
Supremam cura vocem posuisse subinde, ut
cum media resonet quovis in tempore recte.

760 Tum gravis harmoniam vocis suppone decenter,
sic ut cum media sonet et cum voce suprema.
Postremum tandem vocem formabis acutam, 60
ut cum voce gravi tantummodo consona fiat
et forme coeant, ubi congruit, utque videtur.

765 De notarum resolutione
,[DJumque relaxantur notule, ut currant seriatim,
Regula 1. impar quam tangit numerus, sit consona saltem.
Regula 2. Que cadit in tactum, semper quoque sit nota concors. 65
De reliquis (quia cum primis resonant) tibi cura
770 nulla sit,"*® harmoniam si cunctis condere nolis.
Cautio Harmoniam turbat resolutio summa notarum
f. [ed'] [ nullaque fastidit, medium servare decorum est.'"’

153 GaLLicuLus, 12, Regula prima: “Principio omnium maxime decet, ne ex vulgari musicorum
fece sit. et ut scalam decemlinealem (quam vocant) in promptu habeat oportet, et claves signatas,
in suum ordinem veluti in nidum reponat.”

"** TINCTORIS, Terminorum, p. 189: “Tenor est cuiusque cantus compositi fundamentum relatio-
nis.” — GAFFURWUS, Practica, 11, 15: “fundamentum relationis”.

%% GaruicuLus, 12, Regula secunda: “Et ne forsitan agovov {1, in margine: 1d est dissonum]
quicpiam et nopoperog [!, in margine: 1d est cantilenam], ut Graeci dicunt, componat, tempus a
tempore diligenter discernat, necessum est, ut bene temporis perfecti ab imperfecti ratione cognita
omnia suum sorciantur locum.”

¢ TINcTORIS, Liber de arte contrapuncti, p. 144: “[...] discordantiae parvae a musicis sicut
figurae rationabiles a grammaticis ornatus necessitatisve causa assumi permittuntur. Ornatur enim
cantus [...].”

17 GAFFURIUS, Practica, 111, 15: “Caveat postremo cantilenae compositor tenorem aut barito-
nantem in cantilena per omnes notulas immobilem disponere.”
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O tvoreni hlasi
(44-46) Stfedn{ hlas vyddvd nejvyssi a hluboky plodi vysoky. Ja-
kym zptisobem se zdd byt podtizen nejvyssi stiednimu, tak budiz
podfizen hlas vysoky hlasu hlubokému.
(47-48) Hluboky hlas si Zddd harmonii se v§emi hlasy, ale vyso- O shodé hlasi

ky se shoduje pouze s hlasem hlubokym."!5

Uvedeni do praxe

(49-62) Zacni takto: tdhni pres tabuli dvakrat pét linek a na uréi-
tych mistech nanes znacené kliCe, pak vytvof hlas, o némz soudi§, O poradi hlas
Ze md byt nejdfive napsdn, ale obzvlasté bude dobie slozit hlas
stednf, nebof je zdkladem hlasd;*'> bez ného je kazdd skladba vlaz-
nd. Je-1i spravné napsdn, svislou Carou (af se neodchyli§) oddél jed-
nu brevis od druhé.”* Na to hled’ vytvofit nejvyssi hlas, aby znél
sprdvné se stfednim na kazdé brevis.”"*’ Pak podloZ vhodné harmo-
nii hlubokého hlasu tak, aby znél se stfednim a s nejvy$§im hlasem.
Naposled kone¢né zformujes vysoky hlas, aby byl konsonantni
pouze s hlasem hlubokym, a formy at se spoji, kdykoli s nim souzni,
jak je ztejmé.

O rozkladani not

(63-64) Pokud se noty uvolni, aby béZely v fadé, af je konsonant-
nf alespon ta, jiZ se dotykd liché &islo." 1% Pravidlo 1.

(65-67) Nota, kterd pfipadd na tactus, at je téZ vzdy souladnd. Pravidlo 2.
O ostatn{ (nebof zn{ s pfedchozimi) nemé&j Zadnou starost,” po-
kud nechces slozit harmonii viem."'%

(68-69) Prilisné rozklddani not harmonii kazi a Zadné ji pohrd4d, Vystraha
plivabné je drzet se stfedu.”'®!

nad tenorem [...]. JestliZze se viak tenor uzavird na mi, paenultima kontratenoru m4 byt umisténa na
tercii pod tenorem, pficemz diskant spo¢iva na sext€ nad tenorem, a tak posledni nota kontrateno-
ru je umisténa na kvinté pod tenorem, sestupujic o kvartu slabikami sol-re.”

"134 Sukcesivni zpisob kompozice byl charakteristicky pro pisfiovou tvorbu 135. stoleti. K so-
béstacnému dvojhlasu tenoru a diskantu se pfikomponoval nejdtive contratenor bassus (bas) a na-
posledy contratenor altus (alt), tvofici redlny, byt mdlo melodicky, dvojhlas s basem. Oba tyto
hlasy maji totiz dopliiujici charakter (ApreL, Diskant, s. 156, 164, cf. ptiklady v edicich doméctho
pisiiového repertodru kolem roku 1500: VaNISOvA, PETRUSOVA).

13 Tinctoris (< pozn. 152): “Tenor je zdklad vztahid jakéhokoli komponovaného zpévu.”

13 Tempus = menzura noty brevis.

157 Na zacdtku kazdé menzury brevis.

"1% Cf. BLAHOSLAVY, 8. 43: “O rozdrobovani not.”

"% TincToris (< pozn. 156): “[...] hudebnikiim je dovoleno pouZit drobné diskordance, tak jako
gramatikm rozumné figury, kvilli okrase ¢i z nezbytnosti. Zdobi totiz zpév [...].”

199 Jde o contrapunctus simplex, v némZ viechny hlasy maji tyZ rytmus a disonance jsou ne-
ptipustné (TincTORIS, Terminorum, s. 180).

19 Garrurius (< pozn. 157): “Nakonec af se skladatel kantilény stiezi pouzit tenor nebo bas
nepohyblivy ve vSech notich.”
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Exemplum:
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De fugarum formatione

775 L[I]nsere sepe fugas' et erit subtile poema.'” 70
Fuga potest esse Que tibi principio fuerit vox ponere visa,
quadriphariam nprecedat fugiens illamque fugando sequatur
altera, cum simili modulamine, quas diapason
unisonusve® creat, diatesseron aut diapente.
780 Indiget ingenio, qui subtilesque bonasque 75
vult fabricare fugas, nam nil nobilius illis.'"
Quattuor ex una voces emergere crebro
vidimus atque huiuscemodi compegimus olim.
Fuga quattuor vocum in diapason, diapente et diatesseron:
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Fuga trium vocum in unisono

A Unisonusve] H : Unisonus ve Ph

¥ TincToris, Terminorum, p. 184: “Fuga est identitas partium cantus quoad valorem, nomen,
formam et interdum quoad locum tonorum et pausarum suarum.”

%1V, 70: GarLicurus, 12, Regula sexta; DRESSLER, p. 242.
TV, 75-76: WALTHER, Praecepta, 1, 352 (p. 184).
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Priklad:
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O skladani fug

(70) Casto vkladej fugy*'* a skladba bude jemn.

(71-74) O kterém hlasu jsi usoudil, aby byl vytvofen na zaédtku,
at pfedchdzi jakoZto prchajici a jej af ndsleduje s podobnou melodif
honici druhy, jejZ tvof{ oktdva nebo unisono, kvarta nebo kvinta.

(75-78) Ten, kdo chce tvofit jemné a dobré fugy, musi mit nada-
ni, nebof nad n& nenf nic vzneiengjitho. Casto jsme vidéli, jak
z jednoho hlasu vznikaji ¢tyfi, a jednou jsme takovou utkali.

Fug miiZe byt étvero

Fuga pro Ctyfi hlasy v oktavé, kvinté a kvarté:
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*19? Pod pojmem fuga se skryva kdnon, kdeZto kdnon znamenal pfedpis pro realizaci nezapsa-
nych hlasi. PfestoZe popis kdnonu je jednozna¢ny, formulace o vkladéni fug do kompozice miize
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De fugarum formatione
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Philomathis Musicorum libri quattuor

790

795

Comparatio

De notarum coloribus
3[C]ontra mensure tactum notulis resecatis
est color et cantum (quasi flores prata) decorat. 80
Eximius color est proportio posta decenter.
Cum sint innumere, non omnis idonea cantu est.
Nempe voluptatem quandoque reciprocus affert
concentus modulatori, nihilominus atque
lectori carmen, quod progreditur pede varo, 85
omne quidem insolitum mirabile sensibus esto.
Multiplices autem fiunt variique colores
in cantu, sed eos (quando faveo brevitati)
transeo, noscuntur canonum'®' velamine noto.

Exemplum contra tactum resectionis:

P [ L | | Y

e ]

At /
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AL 11

Quere cancrum in diapason:

'l TINcTORIS, Terminorum, p. 179: “Canon est regula voluntatem compositoris sub obscuritate
quadam ostendens.” — RuAu, Enchiridion, 11, 9: “Canon autem est imaginaria praeceptio ex positis
non positam cantilenae partem eliciens.”
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O zdobeni not

(79-82) Posunout noty mimo tactus menzury '* je ozdoba a kra-
§li zpév (jako kvéty louku). Vynikajici ozdobou je vhodné umisté-
nd proporce. Ackoli jsou proporce nescetné, ne kazdd je pro zpév
vhodnd.™'%

(83-89) Stiidavy spole¢ny zpév jisté nékdy pfindsi zpévakovi po- Prirovnani
zitek, podobné jako ¢tendii basen, kterd vykracuje kiivou nohou;" %
v8echno neobvyklé je totiZ pro smysly podivuhodné. Ve zpévu jsou
ovéem mnohé a rozli¢né ozdoby, ale ty (protoZe stranim stru¢nos-
ti) prechdzim, poznaji se pod zndmou rouskou kénond.™'?’

Priklad posouvdn{ mimo tactus:
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= synkopy.

165 Cf. pozn. *86.

*166 Tyk4 se proporci, ale nenf zfejmé, zda jejich postupného stfiddni, nebo souc¢asného pouZiti
riiznych proporci v riznych hlasech. Takovy zpév je pfirovndn k bdsni vyboCujici z metra.

*197 TineToris (X pozn. 161): “Kénon je pravidlo ukazujicf vili skladatele pod jakymsi tajem-
stvim.” — RHAU (< pozn. 161): “Kénon je obrazny pfedpis vyvoldvajici nezapsany hlas kantilény
ze zapsanych.” ‘

*158 Jde o raci kdnon, v némzZ jeden z hlasd zpivd nebo hraje tutéZz melodii pozpdtku. Philoma-
thes neuvadi, kterou oktavu ma na mysli. Druhy hlas miiZze byt hrdn jak o oktdvu vys$, tak o oktdvu
niz nez hlas prvni. P¥iklad je totiZ napsdn v pfevratném kontrapunktu v oktdvé, mezi obéma hlasy
se aZ na jedinou vyjimku vyskytuji pouze intervaly primy, tercie, sexty, oktdvy a decimy. Interva-
ly kvinty a kvarty (viz takty 4 a 17) by se v tomto druhu kontrapunktu vyskytnout nemély.
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D¢ notarumh colozibus.

©ntramenfure tactum notulfs refecatis:
¢ £t coloz:z cantum(quafi floxcs pata) oeco2at,
Ertminelo: cft propoztio pofta decenrer,
Lum fint fmmmcre not omnis foonca cantu cft.
Wempe voluptatem quandoas reciprocus affcre
Loncentusmodulato2i:nibominus args
2 Ccto2i CArC:QUOD P2OGTCOILUr PEOe varo,
©Omne quioan infolinum mirabile fanfibus efto,
Ouleiplices antem finme vartigs coloxcs
I cantu:fcd cos(quando fauco bacuitati)
Zraufeo:nofcuntur canonum vdamine noto,
£xcaplum contra tactui refectionis.

¥ i S
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Comparatio,

Fol. [e57]
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De notarum coloribus
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106 Wenceslai Philomathis Musicorum libri quattuor

800 De vocum pluralitate
,[M]ultarum poteris vocum componere cantum, 90
si te exercebis, tiruncule, disce duarum
primitus, inde trium, tum quattuor edere recte.
f. [e5'] || Motibus alternis fiet confectio tota.'s?
805 Quattuor exacte dum voces condere noris,
tum demum plures tenta componere cautus. 95
Preceptum 1. Utere permixto varioque colore notarum.
Preceptum 2. Clausula sepe loco repeti non debet in uno,
namque frequentatum turbat, recreat variatum.'®
810 Doctrina Vis, auditores exultent compositura?
Harmoniam certis (qui proprietate suapte 100
exhilarant) fabricare tonis memor esto tonisque
(quorum natura est lugubris) reddere mestos.
Nenia merori, iubilo simphonia quadrat.'®

163

162 GAFFURIUS, Practica, 111, 9: “Alterna intentione specierum atque remissione diversa contra-
puncti disponuntur elementa. Non insuper id incongruum esse puto, quod exactius duximus expli-
candum, quemadmodum scilicet elementariae contrapuncti species sibi invicem in cantilena so-
lent commisceri. Quum enim cantus cum tenore tertiam tenuerint diversitate motuum computata,
in unisonum illico collabuntur. Atque rursus ex ipsa tertia diversis item motibus ad quintam pro-
siliunt.”

193 GALLICULUS, 12, Regula septima: “[in margine: Una clausula non debet saepius repeti.] Ca-
vendum est, ne eandem clausulam crebrius collocet, mirum enim est, quam auribus purgatis ingra-
tum sit, si subinde eaedem voces resultent.”

' TincToriS, Liber de arte contrapuncti, p. 152: “Octava [...] regula haec est, quod in omni
contrapuncto varietas accuratissime exquirenda est [...]. Hanc autem diversitatem optimi quisque
ingenii compositor aut concentor efficit, si nunc per unam quantitatem, nunc per aliam, nunc per
unam perfectionem, nunc per aliam, nunc per unam proportionem, nunc per aliam, nunc per unam
coniunctionem, nunc per aliam, nunc cum syncopis, nunc sine syncopis, nunc cum fugis, nunc sine
fugis, nunc cum pausis, nunc sine pausis, nunc diminutive, nunc plane, aut componat aut concinat.”

19 TincTORIS, Terminorum, p. 184: “Iubilus est cantus cum excellenti quadam laetitia pronun-
tiatus.” — GAFFURIUS, Practica, 111, 15: “Studeat insuper cantilenae compositor cantus suavitate can-
tilenae verbis congruere, ut quum de amore vel mortis petitione aut quavis lamentatione fuerint
verba flebiles pro posse sonos (ut Veneti solent) pronuntiet et disponat, huic enim plurimum con-
ferre existimo, cantilenam in quarto aut sexto tono seu etiam in secundo dispositam, qui quidem
toni cum remissiores sint, noscuntur huiusmodi effectum facile parturire. Quum vero verba in-
dignationem et increpationem dicunt, asperos decet sonos et duriores emittere, quod tertio ac sep-
timo tono plerumque solitum est ascribi. Verum laudis et modestiae verba medios quodammodo
sonos expetunt primo atque octavo tono quamdecenter inscripta.” — GaLLicurus, 12, Regula tertia:
“(in margine: Proprietates tonorum considerandae.) Si enim cantilena est, quae ad lachrimas ho-
mines compellat, flebiles accommodabit modos. Si vero est, quae ad iram homines accendit, aspe-
riores sonos adhibeat et duriores, qui magis in animum alicuius pervadunt.”
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De vocum pluralitate (IV, 90-103) 107

O vice hlasech
(90-95) Bude§ moci komponovat mnohohlasy zpév, pokud se bu-
des cvicit. Noviacku, u¢ se nejprve spravné vytvofit dvojhlas, po-
tom trojhlas a pak Ctyrhlas. Stfidavymi pohyby™® se stavd skladba
Uplnou. KdyZ umis spravné sestavit ¢tythlas, pak se teprve pokus
opatrné komponovat pro vice hlasa.
(96) Pouzivej smiseného a riznorodého zdobeni not. Pravidio 1.
(97-98) Klausule se nemad Casto opakovat na jednom misté, nebot Pravidlo 2.
to, co je Casto, rusi, rozmanité osvézuje."’°
(99-103) Chces, aby se posluchaci radovali z toho, co bude zkom- Pouéka
ponovéano? Bud pamétliv, abys vytvofil harmonii v uréitych mo-
dech, jeZ svou pfirozenosti rozveseluji, a prostfednictvim modd,
jejichz charakter je truchlivy, abys uéinil smutné.””" Nénie se hodi
k zdrmutku, symfonie k jasotu.™"

1% Pravdépodobné se mini protipohyb. Cf. Garrurius (< pozn. 162): “Rizné zdsady kontra-
punktu jsou uréeny stiidavym vystupovanim a sestupovanim hlas [...]. Pokud by totiZ diskant s te-
norem zaujimaly tercii a seCetla se opacnost pohybt, hned by se zhroutily do unisona. Vyskakuji
také nazpét z téZe tercie opa¢nymi pohyby do kvinty.”

10 Tinetoris (K pozn. 164): “Osmé [...] pravidlo je, Ze v kazdém kontrapunktu je vyZadovana
co nejdikladnéji rozmanitost [...]. Tuto riiznorodost zplsobuje pravé skladatel nebo zpévdk nej-
vétiiho nadadni, jestlize komponuje nebo zpiva jednou v téch hodnotich, podruhé v jinych, jednou
v jedné klauzuli, podruhé v jiné, jednou v takové proporci, podruhé v jiné, jednou s takovym po-
stupem, podruhé s jinym, jednou se synkopami, podruhé bez nich, jednou s fugami, podruhé bez
fug, jednou s pauzami, podruhé bez pauz, jednou s diminucemi, podruhé rovné.”

1T Gareurius (X pozn. 165): “Kromé toho af se skladatel kantilény snaZ{ sladit zpév kantilény
lahodnosti se slovy, aby vyjddfil a pouzil podle moZznosti zvuky truchlivé (jak maji ve zvyku Be-
nétcané), kdyby byla fec o lisce nebo o touze po smrti nebo néjakém ndrku, to totiZ nejvice oce-
fyji: sklddat kantilénu uspofadanou ve ¢tvrtém nebo Sestém nebo také ve druhém modu, kterézto
mody téz, Ze jsou mirngjsi, se poznaji, Ze se uicinek tohoto druhu rodi. Kdyz vsak slova mluv{
o pohorsenf a vycitkdch, slusi se vydat drsné&jsi a tvrdsi zvuky, coZ je vét§inou tfeba pfipsat tfetimu
a sedmému modu. Oviem slova chvidly a mirnosti vyZaduji zvuky jakoby stfedni a jsou nadepsdna
v prvnim a osmém modu.” Cf. [, 124-129.

"2 Tinctoris (X pozn. 165): “Jubilus je zpév predndseny s jakousi skvélou radosti.” O vlast-
nostech modu cf. 1, 124-129.
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815 Sex vocum harmonia:
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110 Wenceslai Philomathis Musicorum libri quattuor

De usus acquisitione

,[Plost artem praxim studio venabere tali.
Discute diversi prius exemplaria cantus, 105
in quibus egregia harmonia est variique colores

820 extiterunt,'® donec proprio fantasmate frustra

f. [e6] || cudere tentabis, successu temporis usus

queritur, instanti pereunt que tempore fiunt.
Nemo poeta fuit, qui se non novit haberi 110
ante poetastrum,'®” quare non imputo, lector,

825 primitias artis si condideris vitiose.

Doctrina Hanc artem parvo si tempore vis adipisci,

fac, quod heri patrasti, hodie vitium fuge, quodque
commisisti hodie, ne cras commiseris ipsum. 115
Alternis crescunt studiis quecunque repente.

830 Annus editionis Ne liber in magnum (satis est cecinisse) volumen
crescat et hoc versu cognosce poematis annos.'® 118

Finis.

Impressum Vienne Pannonie per Hieronymum Vietorem
et Joannem Singrenium. Anno millesimo quingentesimo
835 duodecimo. Septimo Kalendas Augusti.

1% GaLLicuLus, 12, Regula decima: “(in margine: Vide cantilenarum optimarum exempla.) Si
vero in his longe omnibus prestare vis, prestantissimorum musicorum cantilenas excucias oportet,
ex quibus harmoniarum vim illam yevowov [!, in margine: Id est germanam et veram] exprimere
potes. Et quicquid variorum colorum oyeparta [!, in margine: 1d est figurae] representant, noctur-
no versata manu, versato diurna, quoad ex propria officina meliora discas componere, oportebit
tamen interim aliis vestibus uti, ut, donec tui ipsius amictu in publicum prodire queas.”

167 Cf. WALTHER, No. 16406b: “Nemo potest dominus fieri laudabilis, ante / si fuerit servus,
teste Platone loquor.”

1% CresCat et hoC VersV CognosCe poeMatls annos [= 1511].
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De usus acquisitione (1V, 104-116) -~ Finis (IV, 117-118) 111

O ziskdvani zkuSenosti

(104-112) Po teorii nabyvej s takovou pili praxi. Prober nejprve,
dokud se bude§ marné s pomoci vlastni pfedstavivosti pokou3et
tvofit, piiklady rtizného zpévu, v nichZ je znamenitd harmonie a ve
kterych se vyskytly rozmanité ozdoby; zkuSenost se hledd postu-
pem ¢asu, co povstavd v piitomném &ase, pomiji. Neexistoval zdd-
ny bdsnik, ktery se napfed nepoklddal za verSotepce, proto, ¢tendrfi,
nepocitdm, slozis-li umélecké prvotiny chybné.

{113-116) Chces-li dosdhnout tohoto uménf{ v krdtkém cCase, ko-
nej tak, aby ses dnes vyhnul chybé, kterou jsi provedl] vCera, a zitra
se nedopustil t€hoZ, ¢eho ses dopustil dnes. Jakékoli dovednosti ros-
tou znenaddni stiidavym studiem.

(117-118) Af kniha nevyroste do velkého svazku, staci, Ze se pak
bude zpivat. A z tohoto verse urci [éta vzniku bdsné.

Konec.

Vyti§téno ve Vidni v Pannonii
Hieronymem Vietorem a Johannem Singreniem,
1éta tisictho pétistého dvandctého, 26. Cervence.
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112 Wenceslai Philomathis Musicorum libri quattuor

ZLudere rentabis:fucoeffa ranpozie vioe

ueritur:infranti percont que tempoze finnt,

Mcemo pocta fuit ; qui fc non nouit baberi

Anrc pocraftrom:quare non imputo lectoz
‘Primitiss artis fi conodiocris vitiok,

@ Pancarrem paruo fi rampo2¢ vis adfpifci? Doctrins.
Lommififti bovie:ne cras commifcris ipfom.,

Alrcrnis crcfamt fudifs quecunas repante.

@ Weliber in magmum(faris oft cocimific) volumen @nnus evitionis
Lrefcat:z boc verfi cognofce poematis aunos,

Finis,

DUODECNO, SCPLimo

Fol. [e67]
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113

A

Ad noticiam iam musice artis
XV, XXiX, XXXVi

Adam von Fulda  xiii, xxvii,
xxxvi, 8,9, 10,40, 43, 61, 68

Agricola. Martin  ix, xii, xiii,
Xiv, XX, xxiii, xxvi-xxviii.
xxxiv, xxxvi, 10, 22, 24, 38

Albertus Magnus  Xix, xxxiii

Ambrosius, S. (sv. Ambroz, St.
Ambrose)  xix, xxxiii, 8.9

Ammel, W.  xxxvii

Anonymus Bartha
XXX Vi

Anonymus Feldmann  xv, xxix,
xxxvi, 20

Anonymus Michaelbeuern  xv,
xxix, xxxvi, 19, 20, 24, 36,
37.46,47

Anonymus Wolf  xxxvi, 53

Apel. Willi  xxxviii, 41, 53, 61

Apfel, Ernst  xiii, xvi, xxvii,
XXX, XXxi, xxxviii, 91, 93, 97

Xiv, XXViii,

Apollén 7
Arion 6.7
Augustinus, Aurelius (Augus-
tine of Hippo) ix, xiii, xxiii,
xxviii, x1, 7
B
Bartha, Dénes  xxxvi, xxxviii
Bavorsko {(Bavaria) xv, xxix
Benary, P.  xxxviii
Bernhard, Michae!l x, xiv, xviii,

XXiv, XXvii, Xxx1i, xxxviii
Bielitz, Mathias  xxxix, {4
Blahoslav, Jan  ix, xii, xiii, xv,

Xxiii, XXvi, XXVii, XXX, XXXVvi,

xxxviii, 11, 13,37,79, 81, 83,

85. 87, 89,97
Boéthius  xiii, xv, xvii, xxviii,

XXX, Xxxi, xxxvi, 7-9, 18-20,

40, 43, 74, 90, 91

Jmenny rejstrik

Name index

Brevissima rudimenta musicae
proincipientibus xvil, Xxxit,
XXXVi

Buchner, Hans 5

Bukofzer, Manfred xxxix, 93

Buzga, Jaroslav  xiii, xxvii

c,

Campanus Vodnansky, Jan xix,
XXXiv

Cassiodorus  Xv, Xxxx, Xxxxvi, 6,7

Cejka. Mirek  xxxvi

Celtis, Conrad  xix, xxxiv

Cernuidk, Gracian  xiii., xxvii,
XXXiX

Cerny, Jaromir X, xi, xxiv, Xxvi,
XXxix, 85

Cesari, G.  xxxvii

Ceskd Lipa (Bshmisch Leippa)
Xvi, Xxxi

Ceské Budg&jovice (Budweis)
Xi, xxv, 41

Cesky Krumlov (Bshmisch Kru-
mau) xi, xxv, 41

Cochlaeus, Johannes  xiii. xiv,
*xvii, Xxxviii, XXix, Xxxii, XxXxvi.
xxxvii, 6-12, 14, 15, 18, 20,
24, 26-29, 34-37, 40-44, 46,
48, 49, 52-55, 58-61, 66-72,
74,75, 80-83, 88, 90-95

Coclico, Adrianus Petit  xxxvi.
69, 71
Conrad von Zabern  xiv, xvi,

XXiX, XXX, xxxvii, 78-81, 84-
89

Cotto » Johannes Afflighemen-
sis

Coussemaker, Charles-Edmond-

Henri de  xlii
Cserba, S. M. xxxvii
D

Dahlhaus, Carl xxxix, 69, 71

Damasus, papeZz 26,27
Danék, Petr  xv, XXX, XxXxvii,

XXXiX
Deécin (Tetschen)  xvi, xxxi
Dick, A.  xxxvii

Diphona amoena 93
Dlaba¢, Gottfried Johann
XX Vi, XXXix
Dolista, Karel xxxix, 41
Dressler, Gallus  xxxvii, 98
Ducis, Benedictus 5
Dufay, Guillaume de 73
Duns Scotus, Johannes
XXix

Xii,

Xix,

E
Eitner, Robert  xxxix, 5
Elders, Willem xxxix, 73
Engelke, B. xxxvii
Erfurt 7
Exner, Viclav
87

XV, XXX, XXXiX,

F
Faber, Heinrich
XXXVii
Federhofer-Kénigs, Renate
XXXVi, XXXiX
Feldmann, Fritz xv, xxix, XxXxvi,
XXXVii, Xxxxix, 5, 41
Finck, Heinrich  xvi, xxxi, 5
Finck, Hermann xxxvii, 36, 37
Friedlein, G. xxxvi

XVii, XXxii,

G
Gaffurius, Franchinus  xiv, xv,
XVi, XXiX, XXX, XXxvii, 6, 10,
14, 15,42, 52, 53, 58, 61, 66,
67, 69-74, 82-97, 106, 107
Galliculus, Johannes  ix, Xiv,
XX, XXiii, XXviii, XXxiv, Xxxvii,
90, 92, 94, 96, 98, 106, 110
Gerbert, Martin ~ xlii, 37

Skenovano pro studijni ucely



114

Jmenny rejstiik / Name index

Glareanus, Heinrich  xiii, xxvii,
5

Godwyn, Joscelyn xxxix

Grammateus, Heinrich
XXXi

Greffinger, Wolfgang xvii, xxxi

Guido Aretinus (Guido d’Arez-
zo)  xiv, xxviii, xxxvii, 11,
14, 18, 20, 82, 83

Gzel, Petr  xii, xxvi

Xvii,

H

Haas, Robert

Hamburg 41

Hejnic, Josef  xli

Helfert, Vladimir ix, xiii, xxiit,
xxvii, xxxix, 41, 79, 81, 83

Heritius, Erasmus  xvii, xxxi,
XXXvii, 6, 7, 10, 42

Heyden, Sebald  xxxvii, 37

Hieronymus, s. (sv. Jeronym, St.
Jerome) xix, xxxiii, 14, 20,
26,217,774

Hieronymus de Moravia xxxvii

Hofhaimer, Paul xvi, xxxi, 5,93

Hollandrinus, Johannes xv, xxix,
xxxvii, 5,7, 8, 10, 12, 14, 15,
18-20, 26, 30, 40, 41

Hordk, F. x1

Horatius  xix, xxxiv

Horyna, Martin  xxxix, 41, 79

Hoftice (Horitz) xvii, xxxi, 7

Hostinsky, Otakar xxxvi- Xxxix

Hradec Krilové 82, 85, 89

Hradil, 1. xxxvi, xxxviii

Hrdina, Karel xli

Hiischen, Heinrich  xI

Xiii, Xxxvii, XxXXix

I
Ingolstadt 7
Isaac, Heinrich  xvi, xxxi, 5
Isidorus Hispalensis (Isidor ze
Sevilly, Isidore of Seville)
XV, XXX, Xxxvii, 7, 14, 82-85

J
Janovka, Tomds Baltazar ix, x,
XX, XXiii, XX1v, XXXiv, XXX Vii,
12
Jare§, Stanislav
Jaroméf  xv, Xxx
Jeronym, sv. » Hieronymus, s.
Jindfichiiv Hradec (Neuhaus)
Xi, xii, xxv, 5, 41, 79
Jirecek, Josef  xii, xxvi, xxxvi,
XXX viii

xxxix, x1, 81

Johann, ¢eskokrumlovsky var-
hanik 41

Johannes Afflighemensis xxxvii,
19, 20, 36, 37, 82

Johannes de Muris (Jehan des
Murs)  xiv, xv, xvii, xxviii-
XXxxi, xxxvii, 6, 7, 53, 60, 61,
70-73, 94

Josquin, Jan  xxxvii, 37

Josquin Desprez 73

Jubal 7

Jupiter 7

K
Kabelkovd, Markéta
xxvil, Xxxxiv, xl
Kaplicky, Jan  xi, xii, xiv, xxv,
Xxvi, xxviii, 5
Keinspeck, Michael
14, 18
Khall, Michael 41
Ko6ln am Rhein (Kolin nad Ry-
nem) xiii, xxviii, 7
Konrad, Karel xI, 82, 85, 89
Kosel, Alfred xl
Koswick, Michael
54,70
Krakéw (Krakov)  xiii, xxviii, 7
Kroyer, Theodor  xvii, xxxi,
xxxvii, x1, 7

Xiii, xix,

XXXvii, 8,

XXXVvii, 53,

L
Leipzig (Lipsko)  xiii, xxviii
Listenius, Nicolaus xxxvii
Lobkovicové (Lobkowicz) xxi,
XXV
Luscinius, Othmar  xvii, xxxi,
xxxvii, 10, 18,42, 52, 58, 89,
92,93

M
Martianus Capella
XXxvii, 7, 8
Martinek, Jan xli
Matl, Jifi x, xxiv, xxxvii
Maximilidan I.  xvi, xxxi
Michels, Ulrich  xv, xxix, x1, 61
Mikuld§ z Kozli xv, xxix, Xxxvii
Miller, Clement A. xxxvii
Miza 7
Muzikovd, RiZena  xiii, xxvii,
XXXvii, xxxviii, x1, 79, 81, 85

xiX, XXxxiii,

N
Namést nad Oslavou (Namiest)
Xii, Xxxvi

Napomenuti literdtské  xv, XxX,
xxxvii, 85, 87, 89

Nechutovd, Jana  xxxvi

Niemoller, Klaus Wolfgang  xiii,
xxvii, xxxviii, xI, 11

Niirnberg (Norimberk}
XXVviii

xiii,

(0]
Optat, Bene§  xii, xxvi
Orfeus 6,7

Ornitoparchus, Andreas  xiv,
Xvii, Xxxviii, Xxxii, xxxvii, 36,
37,53, 67-69, 80, 81, 92

Ouvrard, Jean-Pierre xI1, 81, 83

Ovidius  xix, xxxiii, 6,7

P
Page, Christopher
Palisca, Claude V.
x1, 7

Paulirinus (Paulerinus) de Pra-
ga, Paulus (Zidek, Pavel) xiii,
XV, XXVii, XXix, XXX, XxXxviii,
52,53,59,66,67,78,79, 81,
84, 85, 89

Perl, Carl Johann

Petrusovd, Jitka

Pietzsch, Gerhard
xli, 89

Platén 7,37, 110

Plzen (Pilsen)  xi, xxv

Postolka, Milan  xix, xxxiv, xli

Praha (Prague)  xii, xv, xxiv,
Xxvi, xxix, 67, 81

Ptolemaios, Klaudios (Ptolemy)
xvii, xxxi

Pythagoras

Q
Quercu, Simon de  xvii, xxxi,
XXXViii, 52, 53, 67,91
Quintilianus 6
Quoika, Rudolf xIi, 41
Quoniam circa artem musice fi-
gurative XV, XXiX, Xxxvi, 53,
60, 70

XXX Viii
XVii, XXXi,

x1, 7
xli, 67, 97
xvii, Xxxi,

6,7

R
Rakousko (Austria)
XXix
Ramis de Pareja 93
Reisch, Gregor xxxviii, 10, 26,
27, 36, 37, 42, 52-55, 58-61,
68, 70, 81
Resinarius, Baltasar

XV, XVi,

XVi, Xxxi

Skenovano pro studijni ucely



Jmenny rejstiik / Name index

115

Rhau, Georg ix, xiii, xiv, Xx, Xxiii,
XXVi, Xxviii, XXxiv, xxxviii,
10, 14, 20, 22, 24, 40, 42, 44,
48, 68, 69, 70, 72, 102, 103

Riethmiiller, Albrecht xli

Roudnice nad Labem (Raudnitz)
XX, XXXV

Ryschawy, Hans  xli, 9, 73
S, 8
Sadie, S.  xl

Sachs, Klaus-Jiirgen xli, 69,91

Schmid, Bernhold  xv, xxix,
xxxvi xli, 53

Schiinemann, Georg  xiii, xxvii,
xxviii, xli

Senfl, Ludwig  xvi, xxxi
Siréna 7

Slosar, Dusan  xxxvi
Soddemann, F.  xxxviii

Specidlnik  xii, xxvi, 67, 69
Spechtshart von Reutlingen, Hu-
g0 Xiv, xxviii, xxix, xxxviii,
4,5, 8, 10, 20, 22, 31, 40, 42-
44,46, 47,48, 78
Stoll, Rolf W. xli, 9,73
Strasbourg (Strasburk)  xii, xiv,
XXVi, XXviii
Strunk, Oliver
St. Gallen 5
Sycamber de Venray, Rutgerus
Xxxviii, 78-80, 86-89

xli, 7

T
Tabor xv, xxx, 83, 89
Tel¢ xii, xxvi

Teply, Frantisek
xxvii, xli, 5, 79

Thomas Aquinas (Tomd$ Akvin-
sky)  xix, xxix

Thomas Branbordinus 8

Tichota, Jifi xli, 41

Tinctoris, Johannes  xv, xvi,
XXix, XXX, Xxxviii, 6, 7, 10,
12, 14, 18, 19, 22, 26, 36, 37,
40, 42, 53, 58, 60, 61, 66, 67,
69, 70-73, 75, 79, 81, 82, 90,
91-98, 100, 102, 103, 106, 107

Tobolka, Z. xI

Tractatus de proportionibus
Xxxvi, 72

Tritonius, Petrus  xix, xxxiv

Trojan, Jan  xiii, xxvii

Truhldf, Antonin  xii, xxvii, xli

Truhlé#, Josef  xii, xxvii, xli

Xi-xiii, Xxxv-

A\
Vadianus, Joachim xix, xxxiv, 5
Valendrinus » Hollandrinus, Jo-
hannes
Valla, Laurentius  xviii, xix,
xxxiii, xxxviii, 66, 82, 83, 84,
85, 86, 88
VaniSovd, Dagmar
xli, 67, 69, 97

Xii, xxvi,

Vergilius 6,7

Volek, Tomislav  xxxix

Vys88i Brod (Hohenfurth)
Xxix

XV,

w

Waesberghe, Joseph Smits van
xli

Walther, Hans  xli, 82, 84, 110

Walther, Johann Gottfried ix,
X, Xii, XX, Xxiv, XxXvi, Xxxiv,
Xxxviii, 12, 98

Wien (Viden, Vienna) xii-xiv,
XVi, XVvii, XixX, XXv, Xxxviii, Xxxix,
Xxxi, xxxiv, 5, 7, 89, 93

Winter, Zikmund  xiii, xxvii, xli

Witkowska-Zaremba, Elzbieta
Xiii, xxvii, xlii

Wittenberg  ix, xiii, xxiii, XX viii

Wolf, Johannes xxxvi, xlii

Wolfgang z Jindfichova Hradce
41

Wollick, Nicolaus xiii, xiv, xvii,
XXviii, xxix, xxxii, xxxviii, 6,
8, 14,15, 18,20, 36, 52, 53-55,
59-61, 68, 70, 72, 88, 89, 91

Wroclaw (Vratislav, Breslau)
XV, XxXix, 53

. Z,Z
Zidek, Pavel » Paulirinus, Pau-
lus
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Vybérovy rejstiik latinskych slov a terminu

Index verborum terminorumque Latinorum

A

a 249,253,259

absurdus 648 » vox a-a

achademia 22

achantis 677

acutus » vox a-a

addo, ere  417; » punctus ad-
dens

aduncus » tractus a-us

alauda 612

alternus  829; » motus a-us

altero, are 517

altum 158, 258, 557

altus 420, 622; » poema a-um

ambitus 197

Ambrosius 51

amenus (cantus) 588

Ante tronum huius Virginis fre-
quentate nobis dulcia canti-

ca dragmatis  148a-150a
arbiter 257
argutus  693; > vox a-a
Arion 43
arithmus 521

ars 5,11,18,37,517,617,817,
825, 826

arsis 117, 349

ascendo, ere 164, 239, 281,
285,289,294, 299, 304, 308,
313,318,324, 329, 335, 340,
345, 351, 382, 409

asperitas  560; » vox a-a

audio, ire 559, 668

auditor 810

anditus 230

augmentum (notarum)

auricula 658

57

selectorum”

austerus (tonus) 233
autentus » tonus a-us

B
b 130,132, 140, 142, 251
rotundum 475
basis 755
bassus 551
blandimen (tonus) 233
blandus (tenor) 476
Boethius 157
bonus (b-a fuga)
bos 669
brevis (nota) 364, 381, 385,
389, 390, 405, 430,432,433,
436, 443, 446, 481; » pau-
sa b-is
perfecta
bubo 612

780

504

C
¢ minutum 80
caballus 570, 630
Calliope 10
camena 48, 120, 613
dura 143
mollis 143
neutra 143
cancellus 474
cancer 799
canna 687
cano, ere 59, 252, 253, 395,
423,476,488, 602,603,607,
628, 649, 651, 665, 830
canon 797
canor 585, 654
canticum 69

canto, are 388, 586, 594, 609,
639, 663
cantor 310,471,564,597,617,
675-684
cantus 39, 44, 59, 81, 90, 181,
188, 357,397,425, 580, 583,
588, 589,592, 593, 607, 656,
674,686,688, 788, 790, 796,
80t, 818
(hexachord)
270, 580
choralis
divinus 555
durus 126, 137, 148-150
figurativus  600-664
Gregorii 577
mensuralis 108
mollis 125, 137, 145-147
naturalis 127, 138, 151-153
planus  553-599
quattuor vocum  715-722
simplex 106
transpositus 146, 147, 149,
150, 152, 133
capitalis  203; > clavis c-is,
F c-e, tenor c-is
Caplicenus, Johannes 14
carmen 3,7,542, 641,793
cauda 361, 362, 364, 366, 368,
372,374,375, 383,386, 387,
389
cautio 649,771
ceptum 608
cetus (concentorum) 558
choralis » musica ch-is
chorus lineolarum 399
ciconia 584

118-153, 238,

108

" Cisla odkazujf na priibézng ¢islované fadky latinské edice, pismeno a za ¢islem (napf. 145a) zna-
mend odkaz na piiklad (exemplum) ndsledujici za pfislusnym fddkem.
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cifra 251, 372, 375, 454, 459,
461,465,480,482,487,492
duplex 532

circulus; circus 455, 456, 459,
461, 465, 468

clamor 667

clamosus 717

clarus » vox c-a

claudo, ere 195,210,217, 224,
343

clausula (finalis) 723-743, 808

clausura (neumatis) 213

clavis  74-115, 249, 265
capitalis 77, 85, 100, 109,
244

finalis 86, 98

geminata 78, 91, 108, 244
gravis 86, 102

minuta 77, 96, 242
signata 78,97, 752
transposita 113

color (notae); coloro, are 446,
508, 509,511,545, 547, 786-

-799, 807, 819

comparatio 610,621,630, 793,

compono, ere 296, 332, 357,
801, 806

compositura 810

concentor 558, 582, 604, 605,
614, 632, 661

concentus 792

concipio, ere 257, 644

concordia (vocum) 748-749

concordo, are 636, 696-714,
749; » nota concors

condo, ere 50, 692, 770, 805,
825

conduco, ere 620

confectio 804

conficio, ere (odas) 710

congerium (notarum) 362

congruo, ere 577, 764

congruus (mutatio) 688; > vox

c-a
coniuncta 269, 273; » musica
c-a
conscendo, ere 114, 166
consonus  703; » notula c-a,
VOX c-a

construo, ere 533

convenientia (formarum); con-
venio, ire 733, 734

conventio vocum 472

correctio 563, 669,

crassus 360

Crassus, Christophorus 4

crementum 539

crepo, are (voce) 616

cresco, ere 52, 485, 539, 829,
831

cudo, ere 717, 821

curro, ere 766

cursus 701

D
d 177,249, 253, 258
dd geminum 79
debilis 282, 300, 331, 591
decoro, are 397, 788
decorus 686, 772
decrementum (notarum) 57
delectans (tonus) 234
deliramentum (sonorum) 622
deliro, are 559
deorsum 241, 374
deprimo, ere (cantus)
depromo, ere 591
descendo, ere 115, 160, 163,
239,259,281,285,289,294,
299,304, 308,313,318, 324,
329,335, 340, 345,351, 385,
608
desino, ere 173
destruo, ere 534
dexter » latus d-um, pars d-a
diadema 401, 473
diapason 159, 346-351, 697,
714,734,735,778, 784,799
intensum 725
diapente 83, 163,314-318, 608,
697, 724, 734, 779, 784
diatesseron 300-304,724,779,
784
differentia 208, 209; > tenor
differentialis
digitus 76
diminuo, ere 467; » signum di-
minuens
discantus 551
discors (simphonia) 662
dispar  630; » vox d-r
dissono, are 601
ditonus  295-299
cum diapente  336-340
divido, ere 363, 418, 684
divinus » cantus d-us
divisio (clavium) 76-107
(tonorum) 156-157
(vocum musicalium) 65-66
doctor 541
doctrina 577, 810, 826
doctus 23, 255

170, 592

dulcis; dulciter 37,315, 346, 706

dupla > pausa semibrevis d-a,
proportio d-a

duplex » cifra d-ex, tractus d-ex,
uncus d-ex

duplicatio (notarum); duplico,
are 279, 516-528, 544

durus; duriter 137, 138, 142,
305, 475; » camena d-a, can-
tus d-us, h d-um, oda d-a,
vox d-a

E

e 177,249, 254

Edificavit Moyses altare Domi-
no Deo 171a

edisco, ere 8

edo,ere 23,325,722,728,745,
803

egrus » vox e-a

equivaleo, ere 401, 441, 714

euouae 145a-153a, 161a, 165a,
168a, 171a, 189, 195, 203,
211

excentor 627, 635

exemplar 818

exemplum 43, 116, 145, 161,
165, 168, 171, 196, 280, 284,
288,293, 298, 303, 307,312,
317,323,328, 334, 338, 339,
344,350,393, 449, 548,739,
773, 798

exhilaro, are 812

exitus 176, 225

exordium (cantus) 640

exprimo, ere 268, 475

extremus (notula) 193; » vox
e-a

exulto, are 810
F

f 178

F capitale 80, 84,

fa 68,69, 130, 132, 142, 175,
267, 476; » mi contra fa,
mi-fa, re-fa, sol-fa, ut-fa

fa-fa 248, 316
fa-la 186, 297, 338
fa-mi 310
fa-sol 186
figura (notae) 55, 354-375, 380
simplex 354, 377

figuralis » musica f-is

figurativus » cantus f-us

finalis  723; » clavis f-is, nota
f-is, vox f-is
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Vybérovy rejstiik latinskych slov a termint

fingo,ere 593,595,655; » mu-
sica ficta
finio, ire 737
finis 155, 172, 173, 400, 595,
609, 654, 690, 721, 832
forma: formo, are 224, 226,
228,229,356, 359,365,425,
639, 754, 764
(vocum) 721,723-743
formatio fugarum 774-783
fortis » secunda f-is, septima
f-is, sexta f-is, tertia f-is
fortiter 286
fuga 774-785
quattuor vocum 784
trium vocum 785
fundo, are 439
fundum 557,619
fusa 368, 370,413
fusilis » pausa f-is

G

g 178,249, 253

minutum 81

Tamma 79, 84

geminus » dd g-um, uncus g-us,
semitonus g-us, tonus g-us

geminatus » clavis g-a

generalis » pausa g-is

generatio (vocum); genero, are
726, 744-764

gestus 563, 674

Gloriandum nobis est, dilectissi-
mi, in cruce Domini nostri
fesu Christi, cuius veneran-
da celebrantes, memoriam
supplices exoramus, ut in
eiusdem sancte Crucis virtu-
te super aram cordis sacri-
ficium laudis offerre quea-
mus, alleluia  168a

gradior, gradi 220, 283, 286,
306, 712,727,729

gradus 53, 357, 418, 424-448,
454, 465, 498

perfectus 421, 438,490,510,

524, 545

gravis » clavis g-is, sonus gra-
vior, vox g-is

Gregorius 51, 577

guberno, are 573

guttur 669, 677

H
h durum 142
quadratum 474

harmonia 46,60, 355,416,495,
593,651, 655,684,692, 697,
706,748,760,770,771,811,
819

sex vocum 815

harmonicus 35, 48, 471, 613,
620

Hec autem scripta sunt, ut cre-
datis, quia lesus est Chris-
tus, filius Dei, et ut creden-
tes vitam habeatis in nomine

ipsius, alleluia  165a
hemiola 446, 546, 550
hiatus 683
hidraula 685
hilaris (tonus) 232
hilarodicus (ordo) 682
holor 572
horribilis (sonitus) 671
hospicium (clavis) 266
hymnus 631

I

lesus autem transiens per ne-
dium illorum ibat  151a-
153a

imus 162, 194, 606, 621, 676

imago 359

impar » numerus i-r

imperficio, ere 439, 506-508,
524, 698

imperfectio (notarum) 500-515,
544

imperfectus  527; » longa i-a,
modus i-us, nota i-a, prola-
tio i-a, tempus i-um

In conspectu angelorum psallam
tibi, Deus meus 145a-147a

inceptio introitalinm versiculo-
rum 211-222

incipio, ere 29, 224, 514, 552,
605, 644, 645, 691

increpo, are (vocibus) 647

indignans (tonus) 235

inicio, are 195, 211, 218

initium 172, 188,514,642, 644

instrumentalis 120

instrumentum musicale 274

intensus  590; » diapason i-um

intonatio (psalmorum); intono,
are 207, 211-222

intrinsecus 442

introitus 194, 204, 210, 211-
222

intus 442

invectio 575

iubilum 814
iucundus (cantus) 688
iungo, ere 265, 366

lupiter 47

L
la 68,70, 241, 252, 254, 259:

» fa-la, mi-la, re-la, ut-la
labdacismus 681
labium 672,679
lachrima (tonus)
lateraliter 465
latus, a, um 360, 583

234

latus dextrum 361, 419, 480,
487

lector 4,9, 33, 250, 382, 793,
824

Lesbius 43

leviter 557; » vox levis

libellus 31, 36

liber 2,62,352, 353,552, 690,
691, 830

ligatura (notarum)

ligo, are 381

linea 82,88, 111,467.483,494

lineola » chorus lineolarum

376-392

lingua 678
littera 75
litura 751
longa 363-364, 381, 385, 390,
392, 403, 429-432, 436,
» pausa l-a
imperfecta 404
perfecta 402, 504
longus (tenor) 599
lugubris (tonus) 813
luscinia 677
M
manus 76, 663
materia 20, 355
maxima 359-362, 363, 381,

392,429,431, 436
perfecta 504
medius; medium 139, 155,172,
181.408,443,462,658,772,
» pars m-a, vox m-a
melodia 135, 140, 196, 231,
257,738
neutra 138
melos 10, 35, 64, 65, 590, 601,
654
mensurale 427
Melpomene 615
mensura 466, 467, 483, 565,
570, 579, 660-664. 787
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mensuralis » cantus m-is, melos
m-g, musica m-is

meror (tonus) 232, 814

mestus (tonus) 813

metior, iri 53,432

metrum 661

mi 67,70, 133, 142, 174, 267,
475; » fa-mi, re-mi, ut-mi

mi contra fa 246, 306, 310,
342,710

mi-fa 185, 283, 287, 322

mi-la 185, 302, 333

mi-mi 248,315

mi-sol 292, 322

minima 366, 409, 435, 488,

510

minuo, ere  52; » clavis minu-
ta, ¢ m-um, g m-um
mixtus » tonus m-us
modalis » pausa m-is
moderator 15
modero, ari 562, 565, 613, 660
modestus » vox m-a
modulamen 5,41,64, 141,237,
778
modulatio 119
modulor, ari 65, 180, 194, 242,
259,471,574,592, 629, 633,
634, 666, 676, 678
modulator 398, 792
modus 276-351, 581, 727
(gradus) 356, 427-432, 436,
447, 450; » signum modi
canendi 59, 665-689
maior 428
perfectus 429, 457
minor 428,457
imperfectus 458
perfectus 430, 457
mollio, ire 69
mollis » camena m-is, cantus
m-is, oda m-is, septima m-is,
tenor m-is, tertia m-is, vox
m-is
molliter 137; » sexta mollis
mora; moror, ari 473, 623
mos 268, 563, 585, 605, 669
motus 579, 660, 663
alternus 804
moveo, ere 39, 495
Musa 693
musica 2, 34,43, 45, 49 (divi-
sio) 424, 597
choralis 49
coniuncta 264
ficta 264,273

figuralis 55

mensuralis 50, 54

nova 49,53,57

vetus 49, 50, 58
musicalis » instrumentum m-e
musicus 531, 617, 693
mutatio vocum 687, 738

vocum musicalium  72-73,

238, 240, 241, 249

N
naturalis » cantus n-is, oda n-is,
VOX n-is
nenia 814
neuma 159,213, 573, 642
neuter » camena n-a, melodia
n-a, oda n-a
neutralis » tonus n-is
nota 114, 195, 216, 354, 355,
358,361,376,379, 391,392,
400,403,407,414,419,423,
430,435, 440,448,473, 478,
479,481, 490,497, 500, 508,
510,514,517,518,520, 522,
524,578,585,683,684,731,
765,771, 786, 807
concors 768
finalis 599
imperfecta 503
penultima 598
perfecta 501
notabile 240, 242, 245, 249
noto, are 172, 185, 462, 464,
642, 668
notula 52, 55, 193, 384, 405,
444,493, 525,531, 547,676,
732,787
consona 767
Nova Domus 1, 15
novus » musica n-a, vox novis-
sima
numero, are 514
numerus 45,438,443,456,485,
491,499, 515, 523,530, 535,
539, 540, 543
impar 158, 767
par 162

(0}

obesus 365, 436
obliqua (nota) 380, 387
occentor 625, 634
octava 111,112,245,341, 346,
705,709, 713, 737

199, 253, 291, 471, 532,
562, 603, 619, 710

oda

70, 123
123
124

dura
mollis
naturalis
neutra 71

plana 51

rudis 51

orator 682

orbis 492

ordo 87,278,410, 682
vocum 753-764

vocum musicalium 67-68
organa 269

origo 176, 188

orior, iri 219, 373
Orpheus 40

orsus 648

ortus 225

ovis 610

P
palestra tironica 26
palma 565, 569, 578, 587
Pannonia 833
par 349, 403; > numerus par,
VOX par
pars 511-513, 515, 527, 640,
644, 645, 649, 653, 655, 667
dextera (caudae) 375
media 417, 537, 607
quarta 538
sinistra (ligaturae) 383, 387
tertia 502, 509, 519, 538
particula 363
pausa 394-414, 448, 507, 520
brevis 404-405, 445
fusilis 412-413
generalis  398-401
longa 403-404
modalis  401-402
semibrevis  406-408
dupla 445
penultimus » nota p-a
percipio, ere 623
peregrinus » vox p-a
perfectio 502, 522
perfectus » brevis p-a, gradus
p-us, longa p-a, maxima p-a,
modus p-us, nota p-a, prola-
tio p-a, semibrevis p-a, tem-
pus p-um
perficio, ere 417, 419, 421,
441, 505, 508, 697
perpendicularis > tractus p-is
perpendo, ere 45, 486, 498
pes 570,670,793
phanum 555
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Phebeus 5
Philomathes, Venceslaus 1, 13.
14, 36
Pictorius, Venceslaus 9
placabilis (tonus) 235
plagalis » tonus p-is
planus » cantus p-us, oda p-a
pluralitas (vocum) 800-815
pluteum 751
poema 716, 755,775, 831
altum 602
poeta 681, 823
poetastrum 824
praxis 750, 817
precentio (carminis) 641
preceptum 34, 580, 585, 590,
593,596,598, 689, 807, 808
pressus » vox p-a
principium 155, 776
profero, fere 242, 336, 414,
478, 491, 599, 683
progressio 277, 282, 330, 581
prolatio 356, 427, 437, 452;
» signum prolationis
imperfecta 464
perfecta 434, 447, 464
proportio  529-551, 789
dupla 536, 550
quadrupla 536, 550
sesquialtera 537, 549
sesquiquarta 528, 550
sesquitertia 538, 550
tripla 536, 550
proprietas tonorum  230-235,
811
vocum musicalium  69-71
psallo, ere 199,218
psalmus 207, 211-222
maior 199,212, 218, 222
minor 199, 211, 221
puer 628, 634
pulpita 615
punctus 415-423, 444,455,463,
470, 472, 489, 545, 661

addens 419, 422, 423
divisivus 420, 422, 526
perficiens 419, 421
Q
quadra, quadrata (nota) 380,
383; » hq-um
quadro, are 612, 814

quadrupla » proportio q-a

quarta 146, 149, 152,179,193,
220,245,300, 305,702, 704,
706, 707, 709

quinta 133,147,150, 153, 164,
179. 190,217,245, 309. 315,
702,704,706, 707, 709, 713

R
raucus » vox r-a
re 67,71,173.241,252,253,258
re-fa 184,292,321, 333
re-la 184, 315
re-mi 327
re-sol 302, 333
recreo, are 398, 809
recte 296, 603, 756, 759, 803:
» VOX recta
rector 556, 619
redincipio, ere 471
regimen 59, 553, 600
rego, ere 140, 560, 576, 577,
589, 603, 619, 639
regula 113,251,253, 258,264,
383,387,455,708,709,712,
767, 768
reparo, are 560
repercussio tonorum
197
repercutio, ere 182
repeto, ere 66, 808
reseco, are 444, 787
resectio contra tactum 798
resolutio (notarum) 765-772
resono, are 631,647,701, 759,
769
responsorium  223-229
rota 463, 480, 487, 489
rotundus » b r-um
rudis  596; » odar-is

181-187,

S
salio, ire 159, 315
saltus 245, 247, 295, 300, 309,
346, 578
Sancti tui, Domine, sicut palma
florebunt, alleluia, alleluia
161a
scala 89,269,272
scribo, ere 12,362, 413, 475
scriptor 18, 255
seculorum amen » euouae
secunda 699
fortis 215
sedes 145, 148, 151, 159, 180,
215,217
tonorum 177-178
semibrevis 365, 381, 384, 388,
407,433, 435;437. 444, 486;
> pausa s-is

perfecta 504
semidiapason  341-345
semidiapente  309-313
semiditas 467, 484
semiditonus  290-294
cum diapente  330-335
semifusa 369, 370
seminima 367,370, 411
semirota 482
semisuspirium  410-411
semitonus  282-285, 291, 301,
314,326,337,343,347.727,
730
cum diapente
geminus 311,
sentio, ire 621
sensus 115,794
septima 84, 333, 699
fortis 336
mollis 331
Serenus » vox s-a
series; seriatim 514, 578, 766
sesquialtera » proportio s-a
sesquiquarta » proportio s-a
sesquitertia » proportio s-a
sexta 164, 192, 698, 705
fortis 325
mollis 319
signaculum 110
significatrix 466
significo, are 468
signo, are 79, 81, 251, 253,
256,357, 358, 395, 400, 406,
411, 460,465,474, 483,532,
570, 660; » clavis signata
signum 64,442, 453-476. 478,
479, 484, 497
diminuens 496
modi  456-459
perfectum 494
prolationis  463-466
temporis  459-462
sileo, ere 395, 584
simphonia 646, 662, 814
simplex » cantus s-x, figura s-x,
tractus s$-x
sincerus » vox s-a
Singrenius, Joannes
sinister » pars s-a
sisto, ere 87, 560, 583, 654
situs (modulantium) 634
sol 68,71, 175; » fa-sol, mi-
sol, re-sol. ut-sol
sol-fa 187
sol-sol 187
solfa  236-275

319-324
320, 332

834
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342, 397, 671

sono, are 561, 678, 705, 761

sonorus (clamor) 667

sonus 10,37.45,560,622, 629,
680, 685

gravior 592

spacium 88, 112,402,403, 405,
408, 409

specialis (melodia) 231

species 292,297,302,316,321,
327,348,493, 506. 519,530

stilus 578, 583

strepitus 621

subtilis  590,629,738.775,780

succentor 624, 635

superficies 360

superfluus » vox s-a

supremus » vox s-a

sursum 241,374, 729

suspirium  408-409

sustento, are 82, 88, 656

sustineo, ere 112, 626, 731

susurro, are » VOX susurrans

Syren 41

sonitus

T
tactus  477-499, 660,700, 768,
787, 798
tempus  356,427,436,451,757,
759, 821; » signum tempo-
ris
imperfectum 460, 462
perfectum 433,442,460, 462
tendo, ere 310, 342
tenor 476, 551, 599, 683
capitalis  190-197, 198, 208,
209
differentialis
mollis 476
tenuis (sonus) 629
tertia 191, 214, 698, 702, 704
fortis 295
mollis 290
tethragonicus
Thalia 13
thesis 117,349
tingo, ere 370, 508, 510
tinnio, ire 647
tirunculus  802: » palestra tiro-
nica
titubo, are
tono, are
725
tonus 129, 134, 136, 140, 144,
154-235, 595, 605, 642,812
(intervallum) 286-289, 291,

198-210

359

649
130, 341, 705, 706,

296, 305, 311, 314, 321,
326, 332, 337, 343, 347,
726, 730
autentus 158-161, 166, 169
cum diapente  325-329
geminus 301
mixtus  166-168
neutralis  169-171
octavus (exter) 175, 178,
187, 192,200, 205,216,235
plagalis  162-165, 166. 169
primus (prothus) 151-153,
174,177, 184, 190, 198, 204,
232
quartus (thetrardus) 126,
148-150, 174, 177, 185, 192,
200, 206, 216, 220, 233
quintus 125, 131, 145-147,
175.178. 186,201,205, 216,
234
secundus (deutery 174, 177,
184, 191, 202, 214, 232
septimus 175, 178, 187, 190,
201, 206, 218, 220, 235
sextus 125, 131, 175, 178,
186, 191, 194, 201, 206.
216,234
tertius (thritus, tritus) 126,
174, 177, 185, 192, 205,
214,233
torvus (progressio)
tracto, are 58, 630
tractus 395, 407, 469
aduncus 411
perpendicularis
duplex 369
simplex 369
translatio 135
transpono, ere 133, 136, 179;
» cantus transpositus, clavis
transposita
transpositio clavium
tonorum 179-180
tripla > proportio t-a
tristis (tonus) 202
tritonus  305-308
trutino, are 349, 426
turpis; turpe 342,397,562, 678

581

756

113-117

U
uncus
duplex
geminus 412
unisonus  279-281, 709, 713,
728, 735, 779. 785
usus 547, 562, 586, 816-829

368, 373, 375
369

ut 67,69
ut-fa 302, 333
ut-la 327
ut-mi 296, 338
ut-sol 315

v
Vadianus, Joachimus 33
vago,are 137,720
valeo, ere 385, 390, 411, 423,
430, 434, 498, 501, 700
valor 382,414,498, 517, 684
variamen 270, 685
variatio sonorum  685-689
vario, are 135, 140, 176, 239,
392, 448, 520, 580, 809
versiculus 210, 211, 223, 228
versus 13,219, 222,224, 229,
831
vetus » musica v-us
vibro, are 678
vicio, are 684, 699
Vienna; Viennensis
Vietor, Hieronymus
virga 589
vitium/vicium; vitiose 594, 708,
711, 825, 827
60, 141, 400, 472, 555,
556, 559, 605, 612, 617,
619, 626, 640, 645, 650-
652, 666, 669, 670, 679,
680, 687, 692, 712, 715,
716, 722, 723, 744, 748.
753-755, 776, 782, 784,
785, 800, 801, 805, 815
(musicalis) 63-73, 75, 88, 90,
121,144,173, 181,237,238,
240, 242,249,252,277,279,
283, 286, 348
absurda 616
acuta 554, 637, 647, 718,
728,733,741,745,747,749,
762
arguta
aspera 625
clara 624
congrua 615
consona 763
dispar 631
dura 70,72,123
egra 604
extrema
finalis 144
gravis 619, 637, 718, 724,
733, 743, 745, 747-749,
760, 763

22,833
833

VOX

627

122,173,193
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levis 641

media

638, 718, 726, 736,

742,745,746, 754,759,761

modesta
mollis
naturalis

666
69,72, 123, 798
71,73, 119, 124

novissima 561

par 632

peregrina 265, 711
pressa 554, 623, 646
rauca 624

recta 601, 604, 625

serena 627

sincera 626

superflua 719

suprema 628, 638,718, 729,
736,740, 745, 746,758,761

susurrans 643
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