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First copied during the second half of the suteenth century (and later 

renewed in 1650), for use by the literary brotherhood of the church of St. 

Havla in Old Town Prague, the manuscript PragU XMI B 19 belongs to an 

era of a culture of which many Western musicological scholars have Iittle 

awareness. The manuscript forrns the main subject of this thesis including 

its physical construction, provenance and musical contents, particularly the 

polyphonie Czech Credos. In addition this source is placed in the imrnediate 

social, cultwal and theological contea with special emphasis on its place 

within the Iarger contes of the city of Prague, the kingdom of Bohemia, the 

monarchical structure of the Habsburg M y  and the greater conglomerate 

of the Holy Roman Empire. 
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CHAPTER ONE 

INTRODUCTION1 

Among the holdings of the National L1bary in Prague (Praha), capital city 

of the Czech Republic, is a music manuscript belonging to the Prague 

University collection identified as Seventeen B Nimeteen (PragU XMI B 

19). It is a gradde with five polyphonie Czech-language  credo^,^ first 

copied in the second half of the sixteenth century and revised during the 

middle of the seventeenth. This manuscnpt, for use by the literati 

confiaîem*tuhun (literary brotherhood) at the Church of St. Havla (Sc. 

Gallus) in Prague, played an integral role in the rituais of a particula. 

community, first of Utraquist,' then Catholic believers, ntuals which found a 

pIace within the larger context of the city of Prague, the Kingdom of 

Bohemia, the monarchical structure of the Habsburg family, and the greater 

1 In order to provide ease in reading, the western translations of the Czech place 
names will be use& with the original Czech form presented in parenthesis on 
the initial use of a name. Out of personal preference, the Czech SI. HmIa w2l 
be used rather than English St. Gallus when r e f e r ~ g  to the church in which 
this manuscript was used. 

2 One credo is incomplete. 

3 Utrapisf was the name applied to the members of the eventual successors to 
the religious movement begun by Jan Hus. See Chapter Two for a more 
detailed explanation. 



conglomerate of the Holy Roman Empires4 

Many musicologicai studies of Bohemian history have been based on 

Latin-language manusCripts5 which often belonged to the aristocracy; but the 

manuscripts in thc vemacular seem to corne much closer to an accurate 

refiection of the changes which occmed with the religious revolution, the 

upsurge in Czech natiorialism and the new patronage and musical activities 

of the rishg class of t o m  merchants and burghers. It would be appropriate 

here to use the term middfe-class for this group of people since they are 

situated both economically and socially between the aristocracy and the 

peasants. 

The primary critenon for the selection of this particular manuscript 

was that it was written in the Czech language and first used by members of 

the amateur singers of the litetmi associated with the official Utraquist 

4 For generai background reading regarding the histary of the Habsburg family 
and its territones, see Jean Bérenger, A History of the Habsburg Empire: 
1273-1700 Wlis. C. A. Simpson (New York: Longman, 1994) and RJ-W. 
Evans The M i n g  of the Habsburg Monarchy: 1550-1700 (Mord: Clarendon 
Press, 1979) hereafk reférred to as Evans, B. A good source of 
information on the Holy Roman Empire and Bohemia's place in it is Hajo 
Holbom's three-volume work A Hiszory of M d m  Gennany (New York: 
Alfieci A. Knopf, 1969). 

5 For example, the Latin maouscripts in Prague's National Museum (Nîkodni 
Mueum) numbers XIII E and X7V C 7 (fifeenth and sixteenth centuries) and 
MI G 16 (fourteenth century). And in the National Library, Prague University 
collection 131 11 and W 31 (fourteenth century) and the Utraquist Latin 
graduale VI B 24 (sixteenth ceutq). 



Church of the late sixteenth cenniry. Initiaïiy the sixteenth century was 

chosen because it represented an era of general religious tolerance in 

Bohemia during which the Utraqyists were still strong despite the waning of 

the futor and controversy, the passing of the Hussite Wars, and the 

ascendency of the Emperor. Once the study was Uladerway, however, it 

became clear that the manuscript had been revised in 1650. This later 

period extends beyond the sixteenth cenniry, tbrough the years leading up to 

the Battle of the White Mountain in 1620, to those following the Peace of 

Westphalia and the end of the Thirty Years War in 1648. 

Some authors6 indicate that it was during the tirne fiom 1620 to after 

the end of the Thirty Years War that a mass destruction of Czech cultural 

artifacts occurred. 0thers7 either deny or make no reference to a systematic 

purge. Nevertheless, regardless of the reason, Czech cultural materials fkom 

this period are inàeed scarce. The d a t h  of such materials and an apparent 

6 Most notably J.V. PoliBensk$, Hisfory of CzechosIovukia in Oufline (Prague: 
Bohemia intemational, 199 l), J. BuZga, and A. Simpson "Prague: 1 to 1620," 
R e  New Grme 's Dictionmy of Msic and Musicians 5 (1980): pages 192- 193, 
and Rosa Newmarch, The MUsic of Cse&sIovaki~ (New York: Harper & Row, 
1969). 

1 Evans, m, page 214 and Jamslav Pmék "The Religious Question and the 
PoIitical System of Bohemia bdore and after the Battle of the White Mountain" 
Crown, Church ami Estcles: Ceniral European Poiilics in the Sirteenth and 
Seventeenth Cenruries, RJ-W. Evans and T.V. Thomas, eds. (London: 
MacMillan Academic and Professionai Ltd., 1991) pages 129 - 175. 
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lack of interest by historical musicologists in anything but the aristocracy, 

are the primary reasons for the general neglect of study regarding this time 

period and this aspect of the Bohemian Church - be it Utraquist or CathoIic. 

As a result many western musical scholars are unaware of, and therefore 

unfamiliar with, this segment of the history of East-Central Europe. 

Because of the emphasis placed on the aristocracy in modern musical 

scholarship, the impression has been given that other segments of the 

popdation were either of no importance or aspired to that model. In his 

book Music in Renaissance Magie: Toward a ~istoriogrqhy of Others Gary 

Tomlinson bas written on the subject of the tendency of modern scholars to 

ignore aspects of Renaissance music that are not welbknown, or to regard 

them as mere variants of better known styles or movementd Perhaps a 

preferable way to Say this would have been to encourage schofars to 

recognize the local, community, and regional voices as they reflect as weH 

as sometimes even represent the impact of the larger louder voices on their 

activities. 

Tomlinson M e r  States that "idhidual composers constmcted 

specific musical gestures to convey their words in panicular ways. Here 

8 ûary Tomiinson, Mhic in Renaisamce Mgic: Toward O Historiogrqhy 01 
Others (Chicago: The University of Chicago Press, 1993), page 15. 

9 Tomlinson, page 23 5.  
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he has stated the obvious, tbt the compoaers* works consist of many layers 

of influences, reflect their personal ideologies, as well as express their 

personalities. He seems to be atîempting to reconcile ethnomusicological 

methodology with traditionai historical musicology. Although 1 bave found 

it beneficiai to read ami consider recent literature on theories of social, 

cul tu~l  and religious hist~ry, '~ 1 have not deemed it necessary or desirable 

to invoke that specific terminology or scholarly apparatus. There are no 

individuals to interview, no contemporary subjects to observe. Instead we 

are dealing with a written artifact and are only able to glean from it tbe 

socid and cultural components of this source and music witbin the terms of 

'O Such as the following works by John Shepherd, "Music as Cultural Text," 
People and Music (1992:128-155); Music as Sociaf Text (Cambridge: Polity 
Press, 1991); "Value and Power in Music," Relucutïng Culturai Sludies: 
Devehpments in ZReory and R e s e d  (London and New York: Routledge 
Press, 171-206). Shepherd's work comes closest to being applicable to this 
manuscript study. In Music as Social T a  he teUs us that "music is both 
stnictured and stnicairing" and that it is important "to those processes withir~ 
any society whereby individuals are coUectively moved to thialr and organize 
themselves" @age 112). Wereas such remarks may be Micult to describe in 
concrete terms, what this seems to Say is that music, like any other cultural 
activity, plays a sisnifiant role in the development and continuation of a 
culaual group. For our purposes ia this saidy we will see in Chapter 5 how 
the production and use of this manuscript enabled and enhanced the social and 
religious situation of this litercrfi. 

Examples of other works laoked at are Stephen Davies, Ahsical 
Méming and &pression (Ithaca: Comeii University Press, 1994); Richard 
Leppert, The Sighr of Sound. WC, Representution, and the History of the 
Bu& (Berkeley: University of California Press, 1995); and Lydia Goehr, The 
Imaginary hhsum of Msicaf  W o r k  An i k a y  in the Philosophy of Music 
(Mord: Clarendon Press, 1992). 



our bistoncal discipline. Therefore an ethnomusicological treatrnent of this 

manuscript is inappropriate. 

In the study by Tomislav Volek and Stanislav Sa& which traces the 

history of Czech music though ieooographyfl the authors are faced with two 

major problems. The first is to find some sort of definition of what it means 

to be Czech. This dilemma creeps inîo much iiterature written by Czechs 

about their history.12 They are faced with the ambivalent problems of 

tryhg to illustrate on the one hand the specific Czech characteristics which 

have survived through tirne, which are free ftom contamination by foreign 

elements, and on the other hand those aspects of Czech-ness which 

welcomed and incorporatecl new ideas and progress. 

Perhaps fearing that what they regard as a flourishing, indigenous 

historid musical practice, (liturgical obsewa~1ce and vernacular-texted 

manuscripts that bear witness to it) might be seen by some as merely a locd 

variant or slight adaptation of a broader continual genre and style, or that 

l1 Tomislav Volek and Stanislav Jar& mjiny ces& Hudby [The History of 
Czech Music in Picnires] (Praha: editio supraphon, 1977). Their ernphasis is 
music and musical iconography, but they &O dude  to architecture and 
paintings as being influenced by the Hussites and therefore their non-parallel 
movement with the rest of Europe. This work is suspect in that it was written 
at the high point of Communism in Czechoslovakia and appears to follow an 
officiai party-line of history. 

l2 A good exampie of this is PoliSenskf's history. 
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the preseflce anri activity of German musical elements, including singers, in 

Prague, might be wnstrued as evidence of a lack of Czech cultural or 

artistic independence from its powerful neighbour, Volek and JareS have 

relied on a generalited anthropological justification for this phenornenon that 

might be perceived as artistic contamination. We, however, with our 

modern undersramihg of the importance of musical patronage in the 

sixteenth century13 aad the fiourishing of regional and what might be termed 

"national " liturgies, pafticularly those in the vemacular, see no contradiction 

in the presence of extrinsic elements in Czech music at this tirne. 

Volek and Jard's second problem grows out of the first. The 

centuries-long stniggle for a national identity, what they see as the long 

periods of suppression of things Czech, have made the desire for a true and 

binding definition of Czech music ahost a national pastirne. They seem to 

be trying to discover and identify the Czech "flaveur" in music by imbuing 

it with the characteristics which they believe have developed fkom a 

thouand years of geographical confinement, "cornmon language, history and 

l3 RW. Evans, RudbYIl and his World- A Stu& in Intellectual History 1576- 
1612 (London: Oxford University Press, 1973), hereafter referred to as Evans 
Rurio& Clsude PaIisca, Humanism in Ifalan Renaisance Thmghi (New 
Haven: Yale University Press, 1985); and Christopher A. Reynolds, The Music 
Chqel ai Si. Pietro in V d c ~  (Diss. Princeton, 1 982). 
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. . .joint economic, idedogical and cultural development. " l4 Their task is the 

same faced by nations ami groups tbroughout history as they attempt to 

define who they are as a people, which necessarily cornes down to 

identification not on political &rounds but on cultural ones. As we are 

painfully aware, identities are not static, especiaiîy cultural and political 

ones. Trying to trace îhe tender thread of Czech-ness througbout history 

becomes an almost futile task, and in theu search for the inexplicable and 

intangible, they are mble  to expose it clearly. Ail they seem able to do is 

make references to Czech musical "spontaneity" and the use of folk m e s ,  

characteristics which could be ascribed to almost any national music. 

So, in the case of the music of PragU XMI B 19, the Credos in 

particular, 1 do not think that it wouid be appropnate to look for such 

elusive characteristics which even native Czech scholars have not ken able 

to describe. I tbink it is better to place the Credos in their immediate 

context, a task that cm be carried out critically because of tbe information 

that bas been fouad, than to specuïate about stylistic elements that cannot 

readily be defineâ because of the social, cultural and musical diversity of the 

history. Therefore, M e r  work on the description of a vague, general 

flavour of music is not undertaken here. This is an investigation of a source 

" Volek and Jar&, page 68. 
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with muSual repertory that arose ftom a distinctive religious and cultural 

setting- We are concerneâ here with the establishment of the codicological 

layers and structure of PmgU XMI B 19 and the relatimhip of that 

structure and the scribal, musical, and artistic (demrative) activity in the 

manuscript to the rwrtoire and to its perfonners and patrons. In this study 

it is argued that Prague's burghers performed a repertoire of simple 

polyphonie settings of vemacuiar texts that emblemized their beliefs, 

practices, and social aspirations. 

Additionally, Volek and JareS's characterization in their preoccupation 

with the Latin aristocratie history is not always relevant in îhe history of the 

more vernacular elements. In a way the distinction between Latin and 

Czech sources is a social one. These patrons were of the Czech middle 

class. This, at first, is a religious distinction. Their patronage was different 

from that of the aristocracy and resulted in different outcomes. This Czech 

manuscript revds  something about that particular part of society, not the 

whole society. Additionally, the layers of revisions in this manuscript 

indicate fiirtber that changes in the political, social and economic climate in 

Prague need to be addressed. 

The manuscript therefore forms the main subject of this thesis, 

including its physical construction, provenance, and musical contents, 
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particularly the polyphonic Czech Credos and monophonie Latrdem dicite. 

In addition, the source is placed in the immediate social, culturai, and 

theological context, and the articulation of meanings fiom that context 

through the medium of the music is considered. The identification of 

secular Czech elements in this repemire is beyond the scope of this study. 

Chapter Two ccmtains an historicaî background of Prague and a 

delineation of the religious, political, cultural and music-historical context in 

which this manuscript was made and revised. In Chapter Three there is a 

physical enamination of the document and its contents, ami a generaî 

discussion of the music. The sue of the manuscript makes a complete 

examination of al1 of its music prohibitive for this study. Since simple 

polyphony of the type found here was acceptable within the framework of 

Hussitism, the music referred to in Chapter Four is limited ta the antiphon 

Lrucdern dicite and those polyphonic Credos found in the manuscript. 

Chapter Five has fhrther study of the manuscript, including a discussion of 

the environment surrounâing it, those who used it, how it was used, and its 

social significance. It includes a discussion of the infiuence of the 1s t  in 

both the definition and holding together of cultural, politicai, social, and 

economic aspects of the community. The conc1usions are in Chapter Six. 

This particular matluscript has as yet not been examineci in detail and 



contes. Because of the scarcity of similar sources it is important that it be 

brought to light, examinecl and exh'bited in order to more clearly undetstand 

its place and role in Czech society. Each a d d i t i d  work uncovered adds a 

piece to the larger puzzle and is helpfui in f i U g  in the gaps in certain 

aspects of the brader span of Czech history ami its religious musical life in 

particular. With the many layers of apparent editing in PragU M I  B 19 it 

seems to imply that throughout the years since its inception its basic value 

was recognized by those who came into contact with it making it worth 

preserving and using. Despite this, other than the references in the RISM 

lists and Herbert Kellman's Cemus ~ o l o g ' s  there is little scholarship 

surrounding it made available to westerners. 

Charles Brewer has included its fourth Credo in a List of 34 variants 

of one Zvoiced Credo (#376) from Prague found in the archives of the State 

Central Conmittee (SCatni hfedni  ~rchiv). I6 In her work on the Czech 

Ordinary of the Mass during the second half of the sixteenth century Jana 

l5 Kwt von Fischer, WandscMen mit mehrstimmiger Musik des 14., 15. und 
16. Jaahrhundertsn, MiSi4 (B IV 3/1, 1972) page 273, and Herbert Kellman, 
Census Catclogue of Mantlsmpf Sources of Poivphonic Msic 1400-1554 (Vol 
3. Compiled by the University of liiinois Musicologicai Archives. Hanssler: 
Neuhauser-Stuttgart: American Institute of Musicology, Hanssler, 1980), pages 
56 - 57. 

l6 Charles Brewer, Zhe Infrohction ofthe Ars Nova into &+Central Empe:  A 
Sm& of Late Medievai Polish Sources (Diu. Ciîy University of New York, 
1984), page 217. 



Fojtikov& acknowledged it as one of "nine prominent manuscripts from the 

State Library"" yet made no other reference to it tbroughout her study. 

Neither does Karel Konrad in his exhaustive work on the bistory of the 

Czech song, and, when he does discuss the church of St. Havla, only 

mentions its companion volume (PragU XMI A 44 which was compilai in 

1576.18 Our source is also included in the work of Volek and JareS but 

although they have a photograph of the beautifWy illuminateci first folio of 

music (Ah),  the description quoted there is from PragU XMI A 41. 

Noticeable by its absence in these studies, it wodd seem that the time bas 

corne for a start on an exploration of PragW M I  B 19. 

In this exploration there are difficulties and limits. There is the 

minimai amount of iiterature written in English and the lack of study of the 

evolution of the Utraquists, who, it seems, once they became the national 

church were not significant enough to explore. Some native Czech scholars 

see the written history of their country as being coloured first by Gerrnan 

interpretations and later by Communist ideology. It has been felt by the 

" Jana Fojtikovi, '&ski mdni ordinarhm 2. poloviny 16. stoleti [The Caçh  
ordinary of the Mass in the second haif of tfie sixteenth cenniry]," Mscelimea 
W C O I ~ C C I  2CXXI (1984), page 229. 

' Karel Kodd,  Dpiiny Posvatneho *vu Stardeského od 15. Vëku ab ZruSeni 
LiterrislRych Bratrstev wstory of early Czecb sacred song from the 15th 
cenniry to the abolition of the literary brotherhood] (Praha: Tiskem Cyrilio- 
Methodgjske KnBhtiskarny, 1893), pages 125 and 192. 
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Czechs that Ge= research on Hussitism is predomioantly anti-Hussite, 

and Marxîst sardies of it sought out aroneous socialkt implications 

including positive effects on the peasants.19 Because of the current state of 

the Csech Republic and its aiiphasis on removing mernories of the p s t  fifty 

years of communist nile and its rapid application of maiastream western 

economic systems, the country is pIacing more energy into its futwe than its 

pst. Onçe it has found its equiliibrium it will probably rectiv this focus; in 

the meantirne however, it &es a~cess to relevant seconâary and some 

primary Czech sources difficult. 

The final obstacle is with the manuscript itself. PragU WZ B 19 is a 

four-hundred-year-dd, 322-folio parchment document. The handwritten Old 

Czech is at times difficult to read. With the absence of the order of their 

liturgy and a definitive description of their theological perspectives, reading 

the written words at times seems impossible. It is in part for this reason that 

the discussion of the music bas been limiteci to the pages of polyphony, 

leaving the majority of the sources, the monophonie chants for a later study. 

l9 The revolution was mainly an urban middle-class movement which changed the 
pesant's lot in life for the wone. For a furthes elaboration on the individuai 
scholars and the &ect of these two groups fiom this Czech perspective see 
RR Betts, Essays in Czech History (Toronto: Oxford University Press, 1969), 
pages 1 1 1-1 13 (Marxist) and pages 14 1- 150 (Gennan). 



In his dissertation nie Introduction of the Ars Nova into E&t Central 

Europe: A Study of Lme Medieval PoM Sources (19&1), Charles Brewer 

included a more detailed description of the history of Poland than is typical 

in a musicological work. His first reason for its inclusion was that most 

western musical historians are usuaiiy unfamiliar with Poland's 

"complicated" history. His second was that 

without an understanding of that history and Poland's relations 
with the West, it would not be possi'ble to place the 

. . .[music]. . . in an appropriate context." 

These reasons apply as well to Bohemia, whose history is just as 

complex as that of Poland. Whereas the broad cultural history provided 

here need not be as lengthy as Brewer's, it will nevertheless provide a basic 

understanding of the particular struggles the Czechs experienced leading up 

to the eime during whkh this manuscript was compiled and later revised. 

Several forces, such as religious upheavd and major political, social and 

econornic changes, created the interminhg of many threads of events and 

Brewer, page 5. 
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ideologies out of which the production and use of PragU XW B 19 grew. 

With this in mind there foIiows an exposition of two perspectives and 

influences that affected the local area of use of the manuscript. The 

discussion begins with a description of the religious and social upheaval 

which had its zenith m the preaching of Jan Hus. The role of music in the 

Hussite movement will be intraduced here and expanded upon in later 

chapters. Next is the description of the cultuTai and political operation of 

the city of Prague; it contains a discussion of historical elements with 

particular emphasis on East-Central Europe and the place of Prague within 

it. 

In 1415 the Council of Constance declared Jan Hus a heretic and burned 

him at the stake. This action tumed h i .  into a martyr for the Bohemian 

cause resulting in the cornpiete separation and isolation of Bohemia fkom the 

Catholic Church and Rome.'' Hus cannot be considered the sole instigator 

of Czech social and religious reform however. Instead, his activities and 

For a general historicai background on the movemmt see Howard Kaminsky, A 
Hiszov of the Hussite RevoIution (Berkeley: California University Press, 1967). 
As for a look at the theological implications sa Chapter 2 "One, Holy, 
Catholic, and Apostolic?" in Jarosab Pelikan, The C M m  Tradition: A 
History of the Developinent of DocMne, Volume 4: Reformation of Church and 
D o p a  (1300-1 700) (Chicago: The University of Chicago Press, 1984), pages 
62 - 126. 
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ideas were the culmination of the years of work ami wrïtings of many 

others. For a long timt reform had been germinating in Bohemia; it was 

lead by such men as Jaii MiiZ of Kr&riZ, who believed in clerical poverty 

and estabfished a refuge for refotmed prostitutes, Matej of Janov, who in his 

Wntings in the Czech language on m d t y  and religious education 

comrnented on the outward enpression of moral degeneration, Tomas StitnI 

who, using Apocaiyptic terms, preached of the breakdom of the old 

traditions in face of a new emerging society, and SttpAn of K61h who wrote 

of the evils of induigences. Hus and his contemporary Jerome of Prague 

consolidated these ideas and found their validation in the writings of the 

Englishman John Wycliffe cm the need for a return to the primitive chuch? 

Hus and his predecessors lmked on the problems as primarily moral 

not political mes; their concerns were fiequently expressed however, in 

terms of the politicai and economic power of the church. They believed that 

the church had becorne too powerfiil, bot, materially and politically; to them 

it had left behind the people it sewd. They saw the need for a revision of 

its structures and a cleansing of its corrupted human resources (the clergy). 

Reestablishing its primitive simplicity, bth organizational and spiritual, 

* For more on the hfiuence of Ctecb domers and John Wycliffe on Hus see 
Chapter Vm in Betts, and Kaminsky pages 5 - 55, 75 - 89 and 104 - 180. 
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focusing cm the intenial pers& religion, expressing chiliastic kliefs, 

offering communion in both lrinds to the laity, centring wmship on 

preaching, aed replacing the Latin liturgy with one in Czech would be steps 

in restoring it in its pure form to the people. 

The sale of indulgences was seen as a method of extorting funds from 

the people to finance an alien Pope's foreign wars, and the allure of 

pilgrimages and the cult of the saints as continuai "exploitation of popular 

superstition to extract money in r e m  for the benefits conferred by reIics 

and tbaumaturgic statues and picmes. "a But the most pressing problem for 

the reformers was the primacy of the communion cup. It was &O be 

available to everyone, fiequently accessible and in any location. 

Hus followed the teachinps of Mat6jZ4 when he indicated that the 

sacraments retained their holiness despite king aâministered by a bad priest. 

This concept was in direct conflict with the church. Although he adhered to 

a belief in the authority of the church this did not necessariIy mean the 

church of his day, towards which his ambivaIence was evident when he 

made such statements as "ali men even clerics ought to be subject to Caesar 

" Betts, page 93. 

24 Betts, page 157. 
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and the princes of thïs ~ o r l d . ' ~  To M e r  complicate his conflicting 

regard for the church he insistai on the need for the central place of the 

individual in spiritual matters. As he beiieved that it was better to obey God 

than man he displaced the individuai's allegiances from the contempotary 

church authority to something higher. This then became the bais for 

calling the church the "invisible community of the saints. w26 

For Hus there was no distinction between the worlds of religion and 

of everyday life, between business and ministry. This was reflected in the 

sacramental elements of the social reform. The service of worship was not 

restricted to the priesthood alone; instead he encouraged the memkrship to 

take a more active part in the seNices through the prayers and singing." 

Besides providing for communion to the membership (with both bread and 

wine sub utraque specie), and using the veniacular, he discarded the musical 

emphasis of complicated lines of pdyphony in favour of the more easily 

understandable monophmy; poIyphony was permitted only on special 

occasions, such as during Advent and at Christmas, and was to consist of 

- - -  

25 HUS quoteci by Kybal, M Jan Hus, ii, 361 in Betts, page 77. 

26 Kaminsky, page 84. 

" Hus preached at Bethiehem chapel, built in 1391 by the new urban class of 
merchants aud property owners, specificaliy for the preaching of reform in the 
Czech language. 
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simple, two-, or at the most, uiree-part f m a r  melodies. The use and 

composition of Latin cham, M a t e  forms of polyphony, anci secular songs 

were discouraged and withdrawn. Western musicologists~ regard this as 

alrnost the dark ages of Bohemian music, blaming Hus for the absence of 

the Renaissance era in music. 

As the r e f m  taught by Hus began to align the old religion of the 

Catholic church with outsiders, especially the Ge-, and the newer 

church principles of Hussitism with Czechs, ecclesiastic reform became 

increasingly linked with Bohemian independence; church reformation and 

national independence became closely coaaected, aligning the popuiar with 

the dernomatic rather than the aristocratie with the autocratic. Within these 

social reforms and opposition to the church and its powers grew an apparent 

animosity for things Germanie; the Hussite revolution revealed this nationd 

sentiment and as Kemeth Dillon descriûes, 

. . .during the Hussite Wars the Czechs had hurled their defiance 
at the German armies of the Empire, and they had made that 

" Writing for the North Amencan taa by Gustave Reese, Msic in the 
RenmsMce (New York: W.W. Norton & Company, 1959) Rita Kafka in her 
article ''Music in Bohemia" indicates that "the Renaissance itself is hardly 
perceptible ... and the f l o w e ~ g  of the arts found elsewhere was here nipped in 
the bud" (page 728). She also 6ers  to Hus as a "historical catastrophe" (page 
732). Ln spite of their party Iine focus, Volek and JareS, were not quite so 
vehement on this topic. They imply that it was merely an opportunity for other 
forms to develop, especially the proliferation of vemacular religious songs. 



defiance stick in a series of bloody victories. ..the religion of the 
Hussites, heresy in the eyes of the Germans, clearly divided the 

Bohemians fiom the Catholic Empire until the beginning of the 

Rotestant Reformatioa 29 

In an attempt to create a national university a decade earlier Chartes N, 

King of Bohemia anâ Emperor of the Romans established the h r s t  university 

in Eastern Europe in 1438 sa that, he said 

the inhabitants of the Kingdom of Bohemia should not be 
forced to beg for alms in foreign iands, but should h d  in the 
realm a table set for their ne&? 

in the beginning its international facuity was top-heavy with Gennans and 

their nominalist philosophy. To offset chis imbalance Charles invited the 

Austrian realist philosopher Konracï Waldhauser to the uaiversity. Under 

bis influence and îhrough a series of voting changes, the Czech 

representation at the university evenrually increased and domtoated. Hus 

himself attended Charles University in which he was amongst this nationd 

29 Km& Dillon, King and Esrares in the Bohemian Lm& 15261564 
(Brussets: Les Editiona de la Librairie Encyclopédique, i976), page 45. Evans 
on the other hand does not sec the liaes between the two as being drawn dong 
lmguage boudaries. He secs ihe disagreement over the years more as one in 
which the Bohemians werc dissatisfied with their landlords. Evans W, page 
231. 

Charles IV quated by Marie Vitochova et ai, tram. Mark Prescott, Prague: An 
Historic Town (Praha: V Raji Publishhg House, 1994), page 75. 



realist It was here during this time that he wrote a dissertation 

which sipificantiy infiuenced the Czech language by suggesting a 

standardization of its spelling and, with the use of diacriticai signs, a 

recasting of the Old Slavonic laquage in Roman characters. Tbis change 

was an important element in establishing the new language of Bohemia 

which drew on both its eastern and western neighbours." 

Charles' son Vaclav N continueci his father's reforms. With the 

king's death in 1419, his brother Sigismund, who already was the Hungarian 

King and Roman Emperor became next in line. Because of his apparent 

lack of cornmitment to the Bohernian lands this man was suspect as a 

potential d e r  of the kingdom. The ensuing Hussite wars then (1419-1434) 

became not onIy a struggle for religious reform, but also for the 

continuation of a Czech state ruled by a native, the last of which was 

George of Podëbradf (1458 - 147 1). These wars brought sweeping 

religious, ecmomic, politid and social changes to Bohemia that lasted until 

1620. During this tirne foreigners were eliminated, and monasticism wiped 

" Kaminsky, pages 56 - 57. 

Bohemia's language rwts were with the Slavonic nations of Eastern Europe 
instead of the Latin ones of Frauce and Italy or the Germanic of Western 
Europe; its geography situates it between that East and West, enabling it to 
create a culture influmced by both but at the same time uniquely 
distinguishable from each. This manuscript is but one example of that. 



out. The lost power of the Catholic Church disrupted the old feudal mder; 

eçonomic changes occurred that shifted the perception of land use fiom a 

means of self-sufficiency to one of agricuitural production as marketable 

commodities. This caused a M e r  rise in mercantilism and brought 

economic prosperity to the t o ~ n s . ~ ~  The Hussite refonn was primarily 

urban in nature gamering support fkom townsmen and gentry. While the 

throne was empty the rising magnates were able to increase their power and 

wealth from both ecclesiasticM as well as crown lands. As the municipalities 

such as Prague and Hradec W o v é  rnanaged to tetain lands seized by the 

Hussites from the church and thus increase their acquisition of monastic 

lands, it placed the towns in direct competition with the lords "both as 

primary producers and in the diminishing labour market. "" 

The Compact of Basle in 1436, originaliy intended to recognize 

Hussitism as merely a "liturgical variant", became instead a "lasthg legacy 

33 The results of the German Refomation a centwy later had similar effects in the 
rest of Europe. In 1519, Martin Luther had displayed his "95 theses" at 
Wittenberg spawntog the Refomation in the Gemanic lands of the Empire, 
and creating tremendous upheaval in both the political and ecclesiastical 
spheres. 

" During the period 1431-1561 there was no Cathoiic in the Archbishopric of 
Prague in part because of the absence of property attached to the position 
lessened its attraction. 

35 Betts, page 273. 
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of the revoiution which the estates defendeci as a component of their politicai 

autonomy ami their acquired rights. "% But the Hussites eventuaily split into 

two camps. During the winter of 1457-8 Gregory (Rehof) of Prague 

formed the radical Unity of Bohemian Brethren in aortheastern Bohemia. 

The Brethren established its own priesthood in 1467, something looked upon 

by the Bobemian state authorities at that tirne not just as heresy but also as a 

Mme. This act completely separated them from the Catholic ch&. After 

the Reformation in Germany, the Brethren became connected with the 

Calvinist Reformed churches . 

The Utraquists on the other hand, were much more closely aligneci 

with CathoIicism, managing to rernain an independent national church 

which, although not officially recognized by Rome, still relie- on Roman 

bishops for the ordination of its priests. It was a unique situation in which 

two consistories, one Catholic and one Utraquist, co-existed in Bohemia, 

producing an uneasy harmony between them. This consemative Utraquist 

church was the officia1 heir of the originai Hussite movemnt focushg on a 

few particular aspects of change, among them the importance of the 

36 W i e d  Eberhard, "The Political System and the Intellectual Traditions of the 
khemian Standestmt h m  the Thuteenth to tbe Sixteenth Century," Crown, 
C ' c h  and Esîufes: Central Europeun Politics in the Sixteenth and 
Seventeenth Centuries, RJ-W. Evans and T.V. Thomas, eds. (London: 
MacMillan Academic and Professional Ltd., 1991), page 35. 
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scriptUres aad the pulpit, f d y  worship, the cuit of the sacrament of the 

altar and the central place of the chaiice - the primary factor distinguishing 

them frwi other Protestant groups. As Lutherism entered Bohemia in the 

early part of the sixteenth century, m a .  Utraquists (neo-Utraquists) took on 

some of their characteristics while the oid-Utraquists crept closer to 

Catholicism. 

At times it was beneficial for aii descendents of Hussitism to co- 

operate. In 1575 during Maximilian II's reign the Utraquists and Bohemian 

Brethren endorsed the Confessio bohemica, which was in essence a 

"summary of faith of all his subjects taking the communion in both lchds. "'' 
By this t h e  the See of Prague was fiUed by the Catholic Antonin Brus who 

had chaired the censorship committee of the Council of Trent. BNS had 

"refusai to attempt any severe prohibitions"" on the non-Catholics and had 

even supporteci the concession of the communion in both species to the laity. 

M e r  the 1st native Bohemian head-of-state, George of Podèbrady, 

died in 1471, the Polish Jagiellon dynasty acquired the Bohemian crown. 

Shortiy thereafter however, it too expired, opening the way for the entry of 

the Habsburg family in 1526 under Ferdinand 1, brother to Charles V, head 

" Otakar OdloZilik, "A Church in a Hostiie State: The Unity of Czech Brethren," 
Central European Hisîory 6 (19 73), page 1 19. 

38 Evans, m, page 18. 
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of the Holy Roman Empire. The Habsburg dynasty's acqyisitim of the 

Bohemian throne stamped "an indelible mark on the history of these lads in 

the succeeding centuries".M by drawing them into their world empire. A 

small nation in population, Bohemia lay at the juacture of trade and 

commerce making Prague probably one of the most cosmopolitan cities in 

Europe of the day. This position brought with it both advantages, providing 

Bohemians access to international culhual changes, as well as disadvantages, 

becoming the object of interest and source of taxes and human resources for 

its stronger neighbours -- in other words, supplying the dynasty with means 

and men to support its policies. The Bohemia. estates consistai of the 

nobles, townsmen and peasants, but unlike the rest of the Holy Roman 

Empire, there was no clergy in any position of power in the Diets from the 

Hussite times to 1620. The land-holding nobles were the strongest and 

wealthiest segment with their main counteniveight king "the estate of royal 

towns which held charters fiom pst kings guaranteeing eheir [privileges] . "'O 

From the twelfth through the sixteenth centuries Prague was the main 

population centre of what was cailed the Kingdom of Bohemia (the area of 

the current province of Bohemia in the Czech Republic), and part of the 

39 Dillon, pages vii-viu. 

40 Dillon, page 1 1. 
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larger region of Bohemian lands (Bohemia, Silesia, Moravia and Upper and 

Lower Lusatia). Its geographical location at the cross-roads of both east- 

West and north-south uade routes placed it at the centre of economic 

activity . 

Rather than one large metropolis, Prague was a gathering of several 

towns -- two royal fortresses, Prague Çastle, (PraZskf hrad), begun during 

the late ninth century and higher casîle, (VySehrad), late tenth centwy; 

cartle dis~cî, (HradCany), established after 1320; Lesser Town, (Mala 

Strana), twelfth century; Old Town, (Staro Méisto), twelveth century; and 

New Town, (Nové Mkto). In Old Town is found St. M ' s  Market, 

(Havelksé Mhto)'' established in 1230. At that tirne Wenceslas 1 had 

invited the German merchants to Prague and set aside the market 

particularly for their use, both pleasure and commerce. This enclave of 

Gennan setsiers in St. Havla's Town retained its own administrative 

independence for some time, but later Charles N imported Czech artisans 

and merchants to out-number the Gennan-speakiag townspeople. 

The political ambitions of the burghers were realized during the reign 

of Job  of Luxemburg who in 1338 allowed the Old Town Hall to be 

The market s ü l  exists today as Havelska uliCka Si. G d ' s  Ime. The Church of 
St. Havla (Saint Gall or Gallus) in which this manuscript was used, is as old as 
the Market itself. 



established as the seat of self-govemment anû gra~~tecî its own legal code in 

1341. With their responsibility for the w e  and defense of the new -les 

Bridge built in 1357 the affluence of the Old Town burghers became 

reflected in their houses and the revamping of the Churches of St. James, 

St. Havla and St. Giles. 

The rise in the Old Towns burghers' political power was 
confirmecl by the fact that in 1458 the Old Town Hall was the 
place in which a new d e r  for Bohemia, George of Podèbrady, 
was elected fiom amongst the ranks of the Uuaquist nobl es... 
nie important political rôle played by the burghers in the post 
Hussite Estates-General anâ their wealth corresponded also to 

the high cultural level of their envir~nment.~~ 

Throughout the metrapoIitan area were countless churches which had 

Iiterary brotherhoods (literatz] associateci with them. These organizations 

reflected the economic and educationai status of the members, who were the 

leading citizens of the towns. Qualification for membership hcluded high 

musical abilities and training. During the sixteenth ce- along with St. 

Havla, some of the otber prominent churches with litet& were St. HaStalov 

ais0 in Old Town, St. Henry (St. Jindficha) and St. Stephen (St. Steph)  in 

" Vitochova a al., Prague: An Histon'c Town, trans. Mark A. Prescott, (Praha: 
V Riji Publishing House, 1994), page 79. 
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New Town, and St. Michael (St. MilailaSe) of Lesser Town.43 

h fi17 the disputes of the Fedecatioa of Towns (mainly Prague) with 

the nobles and knights were settled by the Treaty of St. Wenceslas which 

"served in part to guaraatee the political and economic status that Prague 

and other royal towns had previously aqpired. "* The Prague tom 

councils were given the rïght, in the absence of the king, to appoint their 

own new members. When policies requked additionai support, the councils 

called a meeting of the commune of the town elders; these were primarily 

the economically-privileged masters of the guilds, which meant they were 

ensured a powerful politicaI voice. The commune also included al1 those 

with burgher (citizen or fiee man) status. nie growing strength of the 

Bohemian guilds provided them with a strong uaited force enabling them to 

act in opposition to any royal decrees that might be seen as "contrary to the 

economic interest of the t o m .  "" 

In 1526 Ferdinand, of the house of Habsburg, was elected the King of 

Bohemia and Hungary, making the country a part of the eastem temtories 

of the Habsburg dynasty, which also included Austia. In theory the 

. -  - -  

43 Komaci, pages 123-124. 

Vitochova et al., page 16. 

" Diiion, page 12. 
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Bohemian king possessed a position of strength, but the century-long strife 

had stripped that fiom him making this power, in effect, non-existent.* As 

perpetual conflict continued to exist between the nobles and towns, it lead to 

pitched battles between feuding knighîs while competting factions in the 

nobility rivalled for "domioance over the icings. "*' Men Ferdinand became 

king in 1526, he saw his primary functions as trying to re-establish that lost 

power of the monarchy over the nobility and the t o m  and to establish 

religious peace between îhe Utraquist and Catholic churches, al1 the while 

fending off the Turkish invasion of his lands. 

It was during a brief ceasefire with the Turks (1546- 155 l), that 

Ferdinand was first given the opportunity to confkont the Bohemian towns as 

he turned his attention &O the disruptive and rebellious nature of the 

Schmalkaldic league of Protestant German p ~ c e s .  The powerful toms of 

Prague blatantly refused to support the king against these fellow non- 

Catholics and open rebelliaa ensued, culmina- in the Uprising of July 

1547. The results were defeat of the toms and severe punishments inflicted 

on them. The privileges of the Prague toms were taken away, resulting in 

the loss of their political power which they had been slowing accumulating 

'6 John Martin Klassen, The Nobility and the M i n g  of the Hussite Revolution 
(New York: East Europem Quarterly, 1978), pages 138 - 140. 

" Dillon, page 2 1. 



over the centuries. The t o m  were once again ckfenceless against the 

aristocracy. However, realizing the need for revenue h m  hem, Ferdinand 

later restored some of the lost privileges, but he retained the right to appoint 

the town couacil. This relegated the guïids to "purely ecaaomic 

organizatiions. For their part in tbe uprising, the burghers had paid a 

much bigher pr i e  than the aristomcy which cmthued to maintain its place 

in the royal courts. 

The mwarchy ais0 began to apply controls on other areas of 

Bohemian culture. In 1547 Ferdinand m e r  penalized the small country by 

ouflawing any Bohemian independent book publishiag. This dong with 

forbidding the importation of foreign books was done in retaliation for the 

anti-monarchical pamphleteering he had encountered during the rebellion. 

Meanwhile, the persecution of the Unity of Bohemian Brethren took on new 

impetus foUowing the edicts of the Counci1 of Trent (156-1563). Many 

leaders were imprisoned ami extreme meastues appiied to compel them to 

join the Utraqpists. At one point the pressure was so intense that the 

Brethren responded by offering to agree "to do whatever the king 

requested. "'' 

Dillon, pages 137-138. 

Dillon, page 159. 
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By the 1550's the town estates had regaind their confidence in 

resisting the king, but focused their defiance on ~~~]~t i tu t iona i  grounds, 

instead. In 1556 Ferdinand brought the k t  Jesuit group to Prague setting 

hem up in the Ciemenîinum, a former Beneûicticm monastery in the centre 

of the city. Here they organized a school that rivalled tbe Uuaquist-nin 

Charles University. Despite their iack of Czech-speaking ability and the 

animosity towards them from both aative Catholics anà anti-Catholks, they 

managed to attract the offspring of the nobility and rich burghers through 

the innovative use of dramas and festivities. The arriva1 and gradua1 

infiltration of the Jesuits into Bohemian society provided the setting for these 

men to play important roles in the preservation of Czech rnanuscripts. It 

was probably their recognition of the economic and artistic values inherent 

in PragU X W  B 19 whîch ensured its preservation. 

After the abdication of his brother Charles V in 1556, Ferdinand 

became Emperor of the Holy Roman Empire. In order to carry out some 

major concessions to the Utraquists he aüempted to work out a compromise 

between them and the Caiholics. 

Specifically, the emperor wanted the councl to gmt the 

Utraquists, as well as the Protestants in his Austrian and 
Hungarian lands, the right to receive communion under both 
species, thus satisfying the old demands of the Utraquists for 
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the lay chal i~e .~  

As the role of the chalice was cenaal to their theology this reqyest was vital 

for the continuation of the Utraquist movement. Nevertheless, the final 

acceptance of this ccmcession by the pope in 1563 came with the condition 

that the emperor would have the power to appoint the head of the Utraquist 

council. In doing so he effectively diluted the force of any future religious 

opposition, and by 1621 that concession of the chalice had been 

unequivocally withdrawn. 

Ferdinand's son Maximilian was more sympathetic to the ideas of 

religious reform. His brief reign (1564-1576) is noted for the success 

against the Turks, the end of tension between the nobility and the dynasty, 

and the re-establishment of cultural relations with the rest of Europe. A 

result of this peace was even further economic growth. The Bohemia. 

Confession of 1575, an agreement upon a common faith between the 

Utraqyists and the Brethren, was & a n  up which Maximilian promisecl to 

keep. With his death the foilowing year, Ferdinand's other son Rudolf 11 

was crowned king and emperor. 

R.J.W. Evans tells us that with Bohemia geographically situated on 

the edge of both orthodox Protestantism and orthodox Catholicism, Rudolf 

sa Dillon, page 174. 



persistently found himself " trying to maintain a position which was fiee of 

both sides, but, in doing so he necessariîy offended both. "'l He had an 

uncertain attitude towards the church and frequently referred to himself as 

Chn'stian rather than Lufheran or CWwIic. Nevertheless he did not enforce 

the promulgations agaïnst Protestants ad his Letter of Majesty of 1608, in 

essence, granted religious fieedom to ail non-Catholics. 

Rudolf was a great patron of the arts, especially music. In his courts 

he employed wmposers and additional musicians such as Repart, KrySvice, 

Ham Leo Hassler, and his senior musician, Phillippe de Monte." He made 

Prague the Imperia1 residence fiom 1583 - 1612 and, for a while, had 

among his closest advisors members of prominent Czech aristocratie, but 

usually Catholic, families -- men like Vilèm Rohberk the most powerfd 

Czech magnate, Viratislav Pernstein and the Lords of Hradec @ietrichsteins 

and some Labkovices). But wealthy Utraquist nobles held no positions of 

p ~ w e r . ~ ~  

" Jarodav Phek, "The Religious Question and the Political System of Bohemia 
before and after the Battle of the White Mountain," Crown. Chutch and 
&aies: Central European Politics in the Sikieenth and Sevenreenth Centm*es, 
RJ.W. Evans and T.V.Tbomas, eds. (London: MacMillan Academic and 
Professional Ltd., 199 l), page 138. 
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The canflicts beniveen the estates in Bohemia were proclaimed to be 

on religious grounds but in efiect were cconomic and pol i t i~al .~  On May 

23, 1618 Protestant Bohemian nobles acting as defenders of the faith, 

entered the royal castle and threw two councii members (who also happened 

to be Czech CathoIic lords) fiom its windows. This was known as the 

Defenestraticm of Prague and although the men were unhurt, it marked the 

beginning of a spiit of the orders of Bohemia fiom the Habsbwgs. Unlike 

elsewhere in the Habsburg lands the estates, particularly the aristocracy, 

retained control of the country with the aristocracy making its gains through 

the gradual erosion of the power of the towns. A new constitution 

C ~ n f e d e r ~ o  Bohemia in 1619 "restricted the power of the king even further 

and perfected the corporate system. 

Friction between the sovereign and the orders ensued leading to the 

defeat at the White Mountain in November 1620, a battle which Bérenger 

calls "one of the bloodiest and most decisive.. .in modem history . "56 The 

54 This is the basis of Pinek's article. 

' Gattfiied Schnun "Armed Conflict in East-Ceatral Europe: Protestant Noble 
Opposition and Catholic Royalkt Factions, 1604-20," Crown, Church ratd 
Eaizîes: Centrai h p e a n  Politics in the Sirleenth and Seventeenth Cenhrnes 
R.J.W. Evans and T.V. Thomas, eds. (London: MacMillan Academic and 
Professionai Ltd., 1991), page 178. 

* Bérenger, page 264. 
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result was the king's (Ferdinand II's) ri@ to re-organized Bohemia as he 

saw fit, feeling "authorized to punish the rebels, banish heretics and impose 

a new constitution. "" The Renewed Constitution of 1627 (obnoved *ni 

zernskk) equated Rotestantism with treason. Executions ocmeci, 

Catholicism was restored, families sent inw exiie, the clergy re-established 

in the Diet of Bohemia, and the Bohemian crown "declareci hereditary in the 

House of Austria. In spite of this, members of the Czech aristocracy 

continued to hold a dispropartionately large number of major politicai 

positions. And, with that aristocratic management, as Evans describes, 

went aristocratic culture, full of opulance and display and 
distinctly native in hue. By 1650 . . . there was no longer 
substantially a Czech culture. The Czech lawage fell into 
decline, though it proved a casualty of a cosmopolitan 
atmosphere, not of official p~licy.'~ 

With the onset of the Thirty Years War, Bohemia was caught in the middk 

of the fiay and for almost ten years was never without the presence of 

enemy forces. 

ibid, page 265. 

ibid, page 266. Ferdinand did aiiow the Czechs one concession however, they 
were free to debate and even refuse taxes. 

59 Evans, MHM, page 2 14. 



By the second half of the sixteenth century major changes in the 

sociopolitical environment caused the establishment of cleam lines of 

demarcation between the townsmen and the aristcmacy, the townsmen and 

the monarchy, and the Utraquists and the Catholics. ControI of the native 

Bohemian religion moved into the hands of the nûers, and political power 

was stripped from the native townsmen. It was, on the other hand, an era 

of flourishing cultural activity in the t o m  which, Grst begun centuries 

earlier by Charles IV, was enhanced fkom 1526 by the continuous flowing 

of international connections brought about by the Habsburg dynasty . With 

their ongoing struggle against the aristocracy and the political power of the 

t o m  slowly eroding, the burghecs anci guildsmen became increasingly 

involved in these cultural activîties, in particular the cultivation of music 

through membership in the literary brotherhoods -- the amateur 

organizatiom of church chous. 



CHAPTER THREE 

THE MANUSCRIPT - PHYSICAL DESCRIPTION 

Today the manuscript rests in the archives of the National Library of Prague 

(Niirodni Knihovna v Raze) housed in the old Clementinum monastery. 

The library's round sramp with the words REGIÆ: BIBLIOT9H:A CAP; 

PRAGEN encircling it, can be seen on the top right corner of the third 

folio, but the oniy information about the cücumstaaces surrounding its 

placement is gleaned fiom the cali nuniber itself PmgU XW2.B. 19. From 

this the librarims deduce that the university iibrary in Prague acqued it 

during the second half of the eighteenth century. In 1784 Emperor Joseph II 

gave a generd annomcement of his intentions to dissolve the literary 

brotherhoods. The specific edict was issued 29 Apriî 1785, and the 

materials were removed into various public collecti~ns.~ 

Of the 46 gatherings there is one consisting of 10 folios (#29), two of 

six (#30 and #46) ami one of four (#38); the balance originally containeci 

eight folios each. There is a total of 28 folios which have been excised, 

including one entire gatherhg. With the uniformity in size, and the absence 

Dr. Zden& uhlir, the Library's m e n t  Director of the Department of 
Maauscripts writes that thû was done "of corne without any filing". 
Correspondence fkom Dr. W, 13 March 1995. 
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of any unusually faded folios or sections, it is reasonable to conclude that 

this manuscript was always bound and not used without its cover. 

The dimensions of the cover of the manuscript are 62 cm x 40 cm 

with each of the folios measuring 56 cm x 38 cm. The cover consists of 

brown tooled leather over wooden boards with two indentations each 5.5 

cms wide running across the width of the cover. These were probably the 

locations for two belts, now missing, which were used to secure the book. 

There are also faded sections of the leather which provide evidence of other 

ornamental layers of materiai. In addition, a set of six small capital Ietters 

of unknown meanhg [FIDEB J run in measured intervals aimg one of the 

raised tmled borders. The entire manuscript is held together by 6 rope 

bindings . 

At the top centre of the raised leather of the front cover is the date of 

1650 clearly stamped. Boch Kellman and RISM6' report the date ai the 

cover as 1750. It is possible that their error resulted from a mis-reading of 

the numerai " 1" which is written in the Eutopean style of A. Since the 

second number is clearly a "6" however, it is more likely îhat this was a 

typographical error, first by RISM then later copied by Kellman. The inside 

cover contains severai versions of the cal1 numôer beginning with a stamped 

61 Kelhan, pages 56 - 57; RISM, page 273. 
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XVII over B.19 located in the middle of the page. Written above the 

stampeü numbet appears to be Urim g 14 aad below it 17. B. 1.9. In the 

lower left hand cOrner is XMI B. 19 written in ink. 

In the upper right himd corners, at evwy tenth folio, is a modem 

pencil foliation. There are in fact two sets of these numbers. It wodd 

appear that the individual who wmte them erred in bis initial calculations. 

The e s t  set, ail of which have ken crossed out, begins the count with the 

dedication folio, the second set with the a r s t  Register folio. (Hidden in the 

top nght corner of folio Al is the nmbet "3", whicb fits with the second 

counting system.) In the bottom nght corner of the recto side of each music 

folio is a different type of foliation (Al -S7) ,  written in brown ink. 

Because this fits with the Register, it is probably fiom an earlier period 

than the pencilled system. REM and Kellman have listed the total nwnber 

of folios at 320 since that is the last nurnbered folio but with the addition of 

the first two which were not included in the pencilled foliation count it 

brings the actuai tocal to 322. These are 



Folio 
cfua 

4 
38 

5 
21 
11 
28 
23 
20 
26 
25 
24 
50 
30 

f7 
322 

Bottom corner 
-NuI&xL 
4 unnumbered folios 
Al - A33 (A12, A17 missing; 7 duplicate 

n~mberings of A18-A24) 
5 unnumbered paper folios 
BI - B21 
Cl -Cl1 
Dl - D28 
El - E28 (E12, 13, 17, 20, 21 missing) 
F1 - F27 (F8 - F14 missing) 
G1 - G28 ((33, G4 missing) 
H l  - H25 
Il - 124 
K1 - K52 (KI, K48 missing) 
LI432 (L31,L32missing) 
Ml-M30 (Ml-MlO,M28-M30 

missing) 

The manuscript contains the work of a number of obviously different 

scribes. They are the writers of the dedication page, gathering #4, gathering 

#7 and the two scribes of the bulk of the music folios -- one for the text and 

one for the music. Of these five, the latter two could also have produced 

most of the Registry with one writing the tllbrics and folio numbers in red 

and the other the song titles in black. In addition, there are two more 

distinct styles of handwriting within the Registry itself (which will be 

discussed later in this chapter). This brings the total count of apparent 



41 

scribes to seven. The buik of the music appears to have ken written by the 

two who wrote the main parts of the Registry, but at times it seems that the 

s cnh  changes. This is primarily a resuIt of the way in which commas and 

dots have been made, some having extra long curls to them. But the 

differences are so sIight that it could indicate merely a tired hand or a bad 

day. For this reason the comment of "possibly a new scn'be" occurs in the 

inventory . 

In order to decipher and translate the sixteenth-century style of the 

Czech language in wnich this has been written, it was first necessary to 

recognize the major Merences between the writing of this and modem day 

Czech. The first is the convention of letters. Phonetically, the modem 

letters IS and f are equivalent to the sounds cz and rz. in the manuscript 

they are written in at least three different forms - c'z, cz' or cz and r'z, rz' 

or ri.. The 6 is ftequently 'e, the modem Ietter 'v' is always a 'w' but on 

very rare occasions the accuai letter 'v' occurs. This is usually in the page 

headers. The Ietter 'g' always represents the modern 'j ' . 
The most problematic letter is actually a pair, 'if. This sometimes 

can be interpreted as Lj, B, y or f ,  even though the letter 'y' is in frequent 

use in this manuscript. Depending on which seems closest to current Czech, 

it has often been translated as u or u and sometimes as ij. Occasionally the 



accents in i and ji are written so fàjntiy that they are missed. 

Tbroughout the manuscript, and to a laser degree within the 

Registry itself, the scri'bes have made use of abbreviations and a shordiand 

system of writing when space is limited. They have used supersmipts of the 

letters ', O and ', plus characters such as ' - ' and ' : ' to indicate 

abbreviated words. There is also which sometimes is an abbreviated 

version of gest and at other times it is the ending of certain words. When a 

word is at the end of a line and needs hyphenation, the scribe has used the 

' = ' in place of the more familiar hyphen. The word for God is variations 

of Bùh such as Buoh, B k ,  Botrem, whereas the word for Lord is Pm, 

P m .  The latter is usuaIly used in co~ection with Cbrist or the saints. 

The following pages of the inventory includes a listing of the 

gatherings, folio numbers, inaividuaI song titles, and a general description of 

the music, text, as weU as comments on the contents and conditions of the 

folios. The term hetrder refers to that printinp process of headers and 

footers where the most recent title of song or division is indicated at the top 

of the page. 



The method of folio anangemm is wd where the description 

represents gatherhg #3 of folios A9 to Al6 in which A12 has been excised 

and the total remaining nmber of folios is 7. The folios are connecte. in 

the pattern below 



GATH # FOLIOS 

#1 l~ead)-ln- 
Pm3 - ~ m 4  pm3 Dedication Page: Tento 

( P m  - P d  Gradua1 gesî obnomen 
P ~ I  - (PW pm4 Registry Pages: Regishum 
4 folios Prou P-mu Sruictus, 

#2 A l  - A8 
A4 - A5 
A3 - A6 
A2 - A7 
A1 - A8 
8 folios 

These are possibly 2 paper and 2 p9i.chmcnt 
folios but with no numberings. The first is 
blank, the third (pm4 of tht rcgistry) has a 
section cut out. The top of the 4th folio @m5) 
ha8 the same section on each side pasted ovcr 
with paper. 

Al1 the staves are red îhroughuut the 
manuscript. There are page headers at the bp 
of each side of each folio. Thwe on the verso 
side usually indicate the largcr title, such as 
Sanctm or Patnm. Thosc on the recto side 
relate to the titîe of the latest Song. With îhe 
exception of Alr al1 notes are black. The 
lower case leüers and al1 headers are also 
black. 

Air Sonchcs Sumum Beginning wiih the C clef, there is alternation 
A2r Agnus behveen C and F clefs. 
A3v [Tab] Sanctw a Pannie Marygi Alr The first 5 staves contain gold notes and 
A4v Trof O pann'e Marygi blue letters, the last 3 have red letters and blue 
A5r Giny Troflo Tiese a Knvi notes, At the bottom of the page is a portrait 

Pana Krysta of the singers and congregation. 



A5v Agnus Dei A2r There are tempus impetfectum cum 
A6r ['l'ab) Sanctus Anglicum prolaione pevecta with a note pattern of 1 
A8r Sanctus Velikononce (Easter) semi breve followed by i minim. 

A3r contains barlines. 
Mv contains a key signature (1 b) and more 
numerous miniis. Whenever a key signature 
is used in the manuscript, it is this one. 
A5r The entire side is text which continues 
half way dom ASv. 
A5v has paper pasted over lines 3-8. Another 
key signature occurs as do more minim. 
A7r contains 7% lines of kxt with an 8-note 
chant at the bottom of the page. 

A9r Agnus Dei 
AlOr Gine Sanctus Allr contains the header K libosti even though 
A13v Gine K libosti it does not appear as a new Song before bis 
A14 [Tab] point. 
A 1 Sr Patrem Postni (Lent) A12 has been eut out. 
A 16r Gine Sanctus w Dmuczgeno A13v contains bar lines. 

Panna Krysta The word "Gine" means "anotherw. 
A14v has a new header of Sanctus w P m i  



This gathering is the work of a different 
scribe. The numbering here is doubled. The 
compiler is apparently Qing Q account for 
some missing folios and/or gaiherings. A",9 
has been cut out. There are key signatures and 
more 2 & 3 note melisma; some &note. 
A1l,s The heaàer is O Wtielerii pm-(The 
Lord's Incarnation) which indicates that it is 
connecteâ to the song begimiing on A8r. 
A12,gr contains many clef changes. 

A13mr haa a nm headm of W Advenr 

A1),r also begins a new hcader of O 
Przichodu Boziho Syna. (The Amval of the 
Son of God) 

Al5,v has the word Amen at the bottom of 
the page indicating a Song d m g ,  

Alur retums to the Incamation heading with 
O Bozin Wtelni - . A new piece also begins 
here as indicated by the enîarged coloured first 
letter. The key signature ends but at the 
beginnings of lines 2 and 4 there is a b, 
otherwise accidentals are used throughout this 
piece. 



#5 A U - A 2 5  
A21 - A22 
A20 - A23 
A19 - A24 
A18 - A25 

8 folios 

Ci a Proza O Bozim Wteleni - A18r begins with the ending of a word -né 
Gina Proza O Wt 'e:lebu pane (from gedné) and the note B indicated by the 
(8th staff) Swietlo naytayn custos tiom the previous page. The chant 

'egssi copies a pattern aireaây s m  on AIL. n~ 
header continues from the previaus gathering. 
A19r has a header of W A d w ~  as on 

A26v (Sîh staff) Proza, O bozstwi The song Przupomin begun on the sixth staff of 
Pa:Kry:y Wanot'ni y O Nowem letie A26v ends on A33v. 
mûze se zpewai 
A26v (6th staff) Przupomin 

These are paper folios with no page 
numberings in the bottom right corner. It 
appears that there were 4 fascicles al1 together 
with the one in the middle [pp4 - ppS] king 
parchment, but since cut out. 7'here is one 
folio missing (ppl). 

This gathering is the one which most 
obviously was written by a different scribe. 
The handwriting is more rounded and fluid, îhe 
spacing wider and the letters much casier to 

5 







8 folios 

#12 D4 - 08 
D4 - DS 
D3 - D6 
D2 - D7 
Dl - D8 

8 folios 

Dlr Pmqy W Shwne Z m e  
wst 'atp:K: 

D lv Alleluya 
D2r Ay chwalu wzdawayme 
D4r Alleluya (sarne as D lv) - 
4th sysîem: Suigit Christe tu 
tropheo - ; 5 th system: Nstaù ' pan 

nass Geugsb Krysîo. 
D7 Proza y& mûdtre nouario- 

( M e  wsstckni spolu wesele) 

D9 Gina Proza O S h n C  
Wzkrzisseni p: Krysta 
Dl lv Cina Mare prma Sabbati 
Kdyz Syn Bozi 
Dl 3v Gina Proza O Bozum 
Wzkrzisseni 
D 1 Sr Gina Proza O teniz 

C9r The new song uses a key signature. This 
song ends on C 1 1 r. 
Cl& takes the header O Dmucteni Panci 
Krystu - . 

A new section begins at Dlr. This page bas a 
more elaborate floral border and large pichue 
within the first letter. 
D2r has a new header of O WMsseni pa: 
Kry: Here there are fiequent barlines am 
which Perfect 4th teaps occur. 
D2r-D2v contain the same music with nnich 
imitation evident. 
D3v has minims. 
D4r has even more minims appearin~ in the 
top stave. There are dso 2-note melismas, 
unusual notes, and posaibly a different scribe. 
D6r uses melisma on O Marya neplaîi. 

D12v adds a 3-note melisma. 
D13r contains frequent use of a 4th upward 
teap (D+G) and a repeated line with same 
beginning . 
Dl6v There are many 4th & 5th upward leaps 
at the beghing of phrases. 





#16 E5 -El2 
E8 - E9 
E7 - Et0 
E 6 - E l 1  
E5 - (E12) 

7 folios 

Elr O Swatec Trogicy : I 
Pozehnana pos 'ehnaynas 

E3r Gina Proza podranz Notu O 

Trogiey swaty 

E5v 3rd staff Cino Proza Elir has a new header O Metzetzi Pani 
Profitentes Trinitaem z ce; Ellv contains blacked out words. 

4th staff wjmawagice Trajyho El2 has been cut out. 
E8v O pneblaho slawena 
ElOr fTab] 4th staff Prozy O 

T d e  a Bnut' Pana Ktysîa: 
Lauda Syon saluatorem; 

5th staff Chwalmez ' wssickni 

# 17 IE 13 - E201 
El6 - (E17) Et Sr 8th staff Gina Pvoza yako 
El5 - El8 Lauàa Syô Saluatorem 
El4 - Ef 9 9î.h staff Pochwal dusse 

(El 3) - (E20) Apasytek 
5 fdios E 19r Gina A bychom h d d e  

pamatowali Weczene 

El7 and E20, which art conjugate, and E13, 
have been cut out. 
There are blackeû wt words are on El4v, 
ElSr, and Eldv. 
E22r has a new header O 7leb a Krwi Krysta 
Pana. 
E23r also has a new header O Wezerti Pana 
K.  



#18 IE21) - E28 
E24 - E25 E23r Gina Proza O Kryste Wierzny 
E23 - E26 ziwy chylebe O panis dulcissime 
E22 - E27 E24v pab] Pomnina den ' Nedelny 

(E21) - E28 genZ gt m m  
7 folios E27v O Przikazanu Bozuck - 

#19 Fi - mQ 
F4 - F5 
F3 - F6 
M -  F7 
F1 - (FB) 

7 folios 

#20 rn) - Pl@ 
(FI2 - Ff3) 
(FI 1 - F14) 
(FlO) - F15 
(F9) - FI 6 

2 folios 

Mr [Tab] 3rd staff O Swufem Janu 
Kmmtele; 4th staff Swateho 
J m  Kntitele Krysto 

F4v 2nd system Prma O Swaqch 
Petni a Pawlu Apostotych Pane; 
3rd system Swateho Petra a 
Pawiu &es dlawne 

FSv Fab] O Nawsstuwenu p. pave 
A lzbetu 

FI Sr uab] O Swat e Pannie 
Markece (Swatau Pannu Marketu 
dnes obe) 

The entire folio E21 has been eut out. 
E22r conbins blacked out words. 
The top of E24 has been cut out. 
E25r contains a new header O Ned'ele Pan 'e 
(Easter Sunàay) The boüom right corner of 
the folio is very well-worn fiom fiequent use. 
E26v contains a handwritten word Phhie  
over the word pnedeni. This is probably a 
correction. 

There is a possibiiity of a different scribe in 
this section. 
E'4r contains a new header O S Janu Krzliteli 
FSr also has a new header tiam the tast song 
on F4v Swcrteho Petra a Pmla dnes slawne. 
F6r has a new header O Nawsstewem p. nra: 
Alz: 
F8 has been cut out. 

F9 through F14 have k e n  cut out. in 
addition, the top three staves and the header of 
FI5 have ken cul out. Probably the entire 
previous Song was to be obliterated, But if the 
top staves had also been cut, îhen the staves on 
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W 



#22 M5- GS 
G1 - G2 
F27 - (G3) 
F26 - (G4) 
F25 - G5 

6 folios 

Mlr O M e t  Marzi Magdalene 
M3v O Swatem J&u Aposstolu 

Punie 

M5v G. Ste Anne 
F27v O Promenenu Paria Krystu na 

Su ocze ntabUr 
G4v O Swatem W&incy 
G5r 5th systm Gina Nebwzefi 
Panny Mage; 9th system 
den Gest yak0 dnes 
czas skrze smn 

G6v Ale y& MM- wm~o har z byh 
zalosri 
G8v Proza o Swatem Barthofom'egi 
G9 [Tab] 
G lOv O Stefu S" Jana Kr~ritele 

the reverse side would have also been lost. It 
would appear that the "editor" wanted to keep 
the subsequent Song intact a k r  compilation. 
F16r has a new header O SwCe Markece 

F17v dso has a new header Pmm O Kozeflanrr 
A poss~olinu 
F22r takes ifs new header from the last song O 
Swaee M d  Magdalene 
F24r has a new header mate Jakubu 

F2Sv - F27v contain a key signature. 
F26r has a new header O &#e Ann'e 

Glr also has a new header Promcnenu Pana 
K. 
6 3  and G4 have been cut aut. 
G5r has a new header O.S. Wawizincy. 

G6r has a new header Nebe wzeza pu - 
G8r contains 7 slaves and 8 lines of text. 
There are words inserted above and below the 
first line - Adwent poinpe 

Pro2 oz's w e h u  rodasni slawnost tut0 
P 



G14v Slawnie tento "I,, narounu 
Mary Pa 

G 15 [Tab] 
G17r O Swae Lidmule 
G 18r rab]  O Poswiecenu Chramu 

Pan 'e Psaiiat C. ctleha ze: - 
G 1% O Si' Waczlawu: - 
G20v pab] Wo Andteluch 
Bozuch - Bozie genzracziss 

G24v Gina Prozu Kvysre Krali 
naywyzssu And'elsky y fez 
ArchandeMy 
G26v Gina oteniz: Wfecznemu a 

swatky tyto. 
There are also two rnetric signs G andq In 
addition there are more minirns here. AIso it 
almost seems as if this belongs to a different 
scribe. 
G9r starts a new heaôer O. S. Bartholome'egi 
Glûv This Song uses a key signature, 
Gllr srarts another header O Stetu P Jana 
KmiteIe 
G12r The song with ita key signature ends on 
the 8th system. 

G14v starts a new header P r o u  O Narozenu 
Pany M. 
G19r The Song begins with a key signature. 
62th starts a new heaâer O St' Waczlcrwu: - 
G21r starts a new header Wo Alodeluch. 

G25t has a new header Wo Andeluch 
G28v has al1 minhs on systems 4 to 8, There 
is also a 4 which could be a rnetric sign. 



8 folios 

b26 Ii2 - IQ 
H5 - H6 
H 4  - H7 
H3 - H8 
H 2  - H9 

8 folios 

fi27 Hl0 - Hl7 
H l 3  - H l 4  
H l 2  - H l 5  
H l 1  - H l 6  
H l 0  - H l 7  

8 folios 

#28 Hl8 - II25 
H21 - H22 
H20 - H23 
H l 9  - H24 
H l 8  - H25 

8 folios 

pne dobrotiwemu 
H I  [Tab] O Wssech Swiiych 
wssichni M u  Chenrbin 

H2v Gine Pmza o tenu wssickni 
swutu serafin Chetubin y twnowe 
H4r Gina wssickd Swatu sau Boha 
ctib 
H5v O Swatem Maninu 
H 6  vab] 
H9r O Swate Panne Kaenin'e 

H l  1 vab] 
H  M v  Gina P m  Yako Verbu 
ôonu 

et miaue 
H 16 [Tab] Poczinagu se - Prozy 
wo Aposstoluch wu obec 

H19v Cina Proza 
H20v Gina Proza 
H23 nab] Wo Ewigelistuch 
H2Sv 8th system W Munedlnucych 

9th system Pne blaho skawene 
blahosla 

H2r starts a new header O Wssech Swicych. 
HSr has text on the 6ih and 7th systems 
partially blacked out. 
H6r begins a new header O. S. Maninu. 
H9r The Song uses a kcy signature. 

Hlûr begins a new header O Swate Panne 
Menin 'e. 
H12r also begins a new header O Panne 
Marygi. 
H17r has a header of Wo Apossloluch. 

HZ4r staits a new header Wo Ewigelistuch. 



#29 I l  - I l0  
15 - 16 
14 - 17 
13 - 18 
12 - 19 
11 - 110 

20 folios 

#30 111 - Il6 
113 - Il4 
If2 - Il5 
11 1 - 116 

6 folios 

Muczedln y cy ch 
~znaiwczuch 

15 [Tab] O Pannach - 
I8v Proza k libosti 
19 rab]  

This is an unusual gathering f'rom the previaus. 
This seems to contain 5 bifolios - quintemion, 
10 leaves. 
14r has a new header W Wyznaiwczrtch, 
16r aiso has a new header W Funnach. 
I9r has a header of K libosri. 

Il 1 r [Tab] Pokoge mnie wssickni Illr has a header of Pmza za Po&oy. 

1 17 mab] Khzestiane mame se 
postiti ' 
11% 7th system H y m  wo Dmune 
nu Pana Klysta, c m u  pstnuho 
Dejcilac; 8th sysîem Pan buh otec 
z wysosti 
I22r Pusen'iw Dnuic~eny Pana 
Kryst O Dobroto welika Otce 
Nebesk 
124r Spasyteti Kryste gediny 
I24v Antyphona 

11% starts a new header P m i z  o PWU. 
11% The text on the 2nd and 3rd systems have 
been blacked out. 
1201. begins a new header Wo DmuczenU PX, 
It consists of 3 Iines of music followed by 18 
lines of text. 
I21v contains text followed by 4 lines of 
music. 
122r is al1 text. 
I22v has 4 lines of music then the balance of 
the page is text which continues through 
I23v. The page has 4 lines of music in the 
middle of the page wiîh text above and below. 

VI 
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I24r has a new header A*: w pan - . 
832 (KI1 - K8 
K4 - KS 
K3 - K6 
K2 - K7 
(KI) - K8 

7 folios 

#34 KI7 - K24 
K20 - K 2 i  
KI9 - K22 
K I 8  - K23 
KI7 - K24 

8 folios 

K3r K libosti KI has been cut out. 
K2r contains a key signature, badines, 
minims, semi-breves and breves. The 
handwriting seem ciirvier Lhan ?he previous 
section which crwld mean a different scribe 
again. n e r e  is a new header Swnum. 
K2v also bas a new header Patrem. 
K3r bas badines, diffemt looking red letters, 
the inclusion of more Bohemian chant notation. 
The majority of notes Ui this piece consists of 
minims. 

KlOv has a new header Gine Parem. 

K19r [Tab] Patrem na dnrhy smme K20v begins a new header Przi Slanavstech 
nuoz 'se zpuwati przi wssech Pdny Matye, Bar tines appear here as well. 
Slawnostech Panny marye: Jako: K24r contains 2 lines of music with the 
Laudens ebur rastitatis' balance king text through to the verso side. 
K2 1 v Gine 

V, 
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6135 K25- K32 
K28 - K29 
K . 7  - K30 
K26 - K3 1 
K25 - K32 

8 folios 

K25 [Tab] 
K30r Gine dwauhlasnij 
K3 1 r Gine Patrem naini hiasy 
K32r Gine Patrem dwauhhnij 

#36 K33 - K4û 
K36 - K37 K35 r a b ]  
K35 - K38 K37r Gine Pare Nedelnu 
K34 - K39 K39r Parrem Posw@enske 
K33 - K40 dwauhlasniJ' 

8 folios 

K43v Gine Pafrem dwauhlasriij 

K25r contains a new header Paîrem wobenu. 
MUims are again plentiful. 
K25v is completely text. 
K26r begins a new header K libosti. There 
are 6 Iines of r d  text, The text continues 
(black) through until the polyphony occurs 
(K3Ov). 
K3ûr begins 2-part polyphony. 
K30v is d l  text. 
K31r contains one piece of 3-pari pdyphony. 
K32v begins 2-part polyphony. 

K33v is dl text. 
K34r contains 4 lines of music and the 
balance in text and music. 
X3ér begins a new hcader Pusm. 
K38r begins a different header Nedelrru. 
K3% 2-part polyphony begins, This piece 
continues through to K43v. 

K43v 2-part polyphony begins. Al1 of the 
music on W2v-K33r is included here. 
K48 has been cut out. 



7 folios 

#38 K49 - K52 
MO - KSI K49 [Tab] r d  
K49 - KS2 K50r Gine Pafrem t zasu 

4 folios w m c d ,  
K51v Gine farem Wunomu, yak0 
Tni Kr& znanienali w Otce 

#39 L1 - L8 
LA - L5 
L3 - L6 
L2 - L7 
LI - La 

8 folios 

Llr Antyphoru larcdern dicite 
L2r pab] ArtrypIiow O tmguy 
M e e  Hacc est dies 
L3v Hyllutcl w Dewittwk Dies 
absollui 
L4v Arityflm Media vira O opolu 
ziwofenu 
UV Hymna w PMU Nedelt 
Posmu. 

K50v is text which continues through to K52. 
K52r begins a new header wunomu. 

Llr-L2r contains the antiphon wih 19 stanzas. 
These altemate in colours with the even 
numbered ones king in rcd and the odd in 
black. 
UV starts another header An haec es dies. 
IAr also begins another header h y m  w 
Dewitnik. 
L4v contauis text foll~wed by 4 lhet? of music. 
L5r takes media vita as its header. 
UV takes the same hcader. It consists of text 
through to L6v. 
Mv has Pusen O P a  OkreStane giz pozomg 
as its header, There are 4 lines of music al1 of 
which is minims. The balance of the page is 
text. 
L7r continues the text until 'h-way down UV, 
which ends the page with 4 lines of music. 

8 



Br- 
L20 - L21 
L19 - L22 
L18 - L23 
L17 - L24 

8 folios 

L9v nab] W Y Nedeli Postnu 
h y mna 
Ll 1 r Hymna v Cztivirau Nedich 
Postnu Krysfus postycyni se 
L12 [T'ab] 
LI 3r Gina o reniz 

L19v Gim w P o h u  
L20r O Swaten Wawmcy 
L23r W Swate Waw - 
L24r Pisen O Wyznmwczich 

L9r has a new header W P rwnu Nedefi P ostnu. 
The entire page is text, which continues $5- 
way down the verso. 
L9v contains 2% lines of mwic. 
Llûr consists of 2 lhes of music with the 
balance text . 
Lllr contains 4 lines of music. The balance 
being text which continues to the middle of 
L13r. 
L13r contains 3% lines of music, followed by 
text then 1 line of mwic at îhe bottom. 
L13v-L16v consisti of al1 text. 

L19r header of W St' Marw Magdalene There 
are 1 !4 lines of music. The balance is text. 
LI% has 3% fines of music. 
L20r has a header of Wo Pokanu. With 1 line 
of music rhe balance of tex1 continues through 
to L22v. 
L22v contains 3 lines of music and has some 
of the text blacked out. The header is hymne. 
L24r contains 6 lincs of music and has a 
header of O Wyzrtanwiczich. 





M16v is al1 text except for 1 Iine of music. 

#45 Ml7 - M24 
M20 - M21 M 17r Dnes gest slawnost 
M l 9  - M22 M 18v h y m  o Namzeni Panny 
M i 8  - M23 Marye y&: O Sancta müi domina 
Ml7 - M24 T a  na Nebe wzety a no 

8 folios o&etomr*?lu, 
O Mutyu panno przeblahosh. 
M 1% hyna wo Aposstoluch Jako: 
EKultet coelum laudibus' 
M 2 1 r P usen v Muczedl mucych 

Ay Kdo do Nebe 

#46 M25 - m 
M27 - (M28) M27 [T'ab] 
M26 - (M29) 
M25 - (M30) 

3 folios 

M17r has 5 lines of music, a key signature and 
a header of hyma O na Nebe Meta Pany M. 
M19r with M a line of music has a header of 
O Panne Matyga. 
M19v contains 4 lines of music. 
M2ûr contains 2 lines of music with a header 
of Wo Aposstoluch. 
M21r has a chant (Pusen..) and then after tcxt 
4 more lines of the Song beginning Ay Kdo,. 
with a key signature. 
M21v-M25v is al1 text. 
M24v has 4 whole lines blacked out. 

The amount of text increases near the end. 
This gathering seerns to have been only 3 
folios of the manuscript, but one c d d  have 
been removed rather than cut, or else only 3 
were needed to end the book. 
M26r has 4 lines of music and a header of 
Pusen O Chuwle Bozen, 
M27r contains music which contirnits thrmgh 
to the verso. The header is Proza a Swaten 
hawla. The balance of the folios have ken cul 
out. 
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There are at least two, probably three, and possibiy even four layers of t h e  

associated with changes and editing in this manuscript. Addressing them is 

best done by working fiom the present backwards, and from the physical 

outer layers inwards to try to establish the initial contents of the book used 

by the literary brotherhood at the church of St. Havla. 

There are no other records surrounding this manuscript. Possible 

reasons for this situation relate to the continuous foreign d e  of Bohemia 

from the most recent Communist and Fascist regimes which controlled the 

Czech Republic fiom 1939 until 199 1, extendhg back to the Habsburg 

Catholics (1620 until the end of World War 1). In their effort to eradicate 

as much reference to religion as possible, the Communists had historical 

documents belonging to the Catholic Archbishopric moved into State-nin 

archives. Even Czech-language dictionaries fiom this period lack many 

ecclesiastical words . 

Throughout PragU XM. B 19 is evidence of much editing. This is 

through the inking over of lines of text and music, the insertion of words 

into the text, the pastiag of paper over sections, and the excision of sections 

of, or entire folios. But by using the document itself the various layers 

become fairly clear . 

The first indication that changes had been made appears in the 



dedication page, the second folio in the book. It says 

Tento Gradual gest obnowen a prze- 

w&an te Lzti Blahoslawené a Nerozdiïné 

Swat6 Trogicze p z  hi Pocztiwsti Panny Mary- 

gie, JatrO y wssem Bozjim Swatym. Nacladem Dro- 

zotych a Statecmych Mladyk, Spoluradânych ic. 

Miesstianiiw a Miesstick y ginssjch Dobrodin- 

cziew; Nicanenie téhoz [L or Tlziasu h lite- 

ratskeho Lzieskeho v Swateho Hawla 

w kem; Starem Miestie Prazskem 

Literatum: A to obzwlasstnie 

Obstaranym Giniho hora- 

ka a Girzjho Pasowsky- 

ko, y ginsdich Spolu- 

Literatum. 

[D or IJwat'czateh'o T'rzetjho Dne Micsncze Unora Let'ha Panu 

Tisn'emho Ssestisteho Padesateho 

As best as can be deterrnined, the translation reads as follows - 

This Gradual is renewed and rebound for the 
honow of the blessed and inseparable Holy Trinity 
and also to the honour of the Blessed Vugin Mary, 
as well as ail  of God's Saints. It is an expensive 
gift to the brave young people of the same origin 
[or same guild-hall] etc, ftom the citizens - both 
male and female and other patrons, [those who 



perform good deeds] ; Notwi ths tanding tbis is the 
disthguished chou of the Literatum of St. Havla 
located in the Old Town region of Prague. Plus, 
this was especially commissioned [secured, bought] 
in the name of Mount George and George of 
Pasov by the artistic association of Literati. 

The [Twenty-] Third Day of the Month of February in the 
Lord's Year One Thousand Six Hundred and Fifty. 

The date of the renewed and rebound book Wfitten out on this page is 

consistent with the date of 1650 on the cover. T k e  is little information 

surrounding the George of Pasov mentioned in this dedication other than 

that he was Archbishop of Prague in 1493. Knowing bis theological stance 

would be helpfiil in gaining a clearer understandiag of the rneaning of tbis 

dedication. 

A Swedish invasion of Bohemia began in 1639 and by 1648 Old 

Town Prague was king defended against this enemy "with grim 

determination by a motley coliection of Jesuit priests, students, rnonks and 

burgers organized into Marian sodalities and guilds of Corpus It 

is likely that the "brave young people" refers to those from St. Havla who 

62 Evans, IWIM, page 77. 
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were among these defenders. 

The reference to the renewing and rebinding is further supported by 

the alterations made in the numbering of the folios and the sections which 

appear to have been edited and changed. An example of this is in the 

M e m  dicite which wiïi be discussed in more detail in Chapter Four. The 

editing there takes two forms - the addition of liturgical words and the 

covering up of sections with black ink. 

in the entire L section, and up to M16, changes to the bottom 

numbers occur. It looks as if that entire section originally belonged to the 1 

division where L1 was once Ill. This is indicated from L1 - UI (gathering 

#39) with the appearance of the labels Il1 - Il8 below the L numbers but 

with a line drawn through them, e.g. 

L- 

This occurs again on L26, aud LI4 - LIS. The latter have no lines drawn 

through the I labels. 

F r m  L9 - L25, the L labels are written on top of the 1 labels, with 

the addition of the numerals written above the larger label as follows - 



Ml1 - Ml6 are written thus 2% 

Once ni117 begins, there is no trace of any re-nwnberings and the labels 

return to the same neat handwxiting. This wuid explain the reason for tbe 

unusual IO-folio gathering (#29) containinp 11 - 110. If the entire Ll 

through Mi6 was originally 1, this section could then have been re- 

numbered and moved to a Iater part of the book. That Ml7 begins a new 

gathering (#45) as wefl as a new song, suggest this was the case. This l a d s  

one to infer that this would be one of the reasons for the re-binding of 1650. 

The renewal would be the addition of a new Il1 - 124 as Illr also begins a 

new song. Helpfûi to this procedure would be the appearance of an obvious 

change in scn'bes, but this is not so. 

REM, Fojtikova and Brewef13 place the book's initial production in 

the second haif of the sixteenth century. Theu reason is its presumed link to 

PragU XWI A 41 which was part m e  of a two-volume Easter gradual, 

containhg the date of 1576 and an inscription indicating its use at St. Havla. 

As that manuscript retains two dedicatory pages and two dates (1576 and 

RISM, page 273; Fojtikovi, page 229; Brewer, page 317. 
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1646) it makes it casier to situate. PragU XMI B 19 on the other hand is 

missing the original dedicaticm page (if inded it had one). Despite this 

Kellman is rather specific in dating it and indicates it as king copied 

between 1550 and 1575. He gives neither reason nor teference for this. 

What is interesting, however, is that XWï A 41 was aiso renewed, but four 

years earlier in 1646. 

In 1627 St. Havla Church was given to the Carmelites by Ferdinand, 

which means that the congregation officialiy became Catholic. Up until 

then, even with the changes inÉroduC6d by the Council of Trent - most 

particuiarly the Mass swg in the vemacuiar and the communion in both 

khds - the Utraquists maintained at most a sentimental difference, one that 

appears to be in name only. Nevertheless they were stiil labellecl as 

Utraquists, part of the Protestant majority. L. Nemeca indicates that the 

old-Utraquists merged with the Catholics in 1561 when Brus ôecame 

Archbishop of Prague. Mer historians do not make such a clear distinction 

regarding the date of th& conversion. Utraquists still maintaineci their 

consistory in 1575" and it was not untii &er 16îû that orthodox Utraquism 

was grouped with the other non-Catholic hiths king abolished, losing its 

a L. Nemec, "Utraquists," 7 k  New CathoZic Encyclopedia 14 (1967): page 505. 

Evans, w, page 54. 
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official status as the seeood state re l ig i~n.~  It is possible that some of the 

textuaï changes seen îhughout this manuscript could have been made at 

this time. 

At the beginniog of the volume, following the title page is part of a 

Registry of the music. Prirnarily because of the repetition of the W e m  

dicite and its corresporading page nurnber it appears to be listed in 

calendrical order. These pages are written in a combination of Czech and 

Latin. The aumbering system here is letters plus Roman numerals. In 

addition to missing one folio, this Registry has some sections cut out and 

others pasted over with paper. The different style used for numbering the 

folios, Le. letters combined with Roman numerals rather than Arabic 

nmbers, leads to confusion as to whether this was written at the same t h e  

as the book was compiled or added later. Since the handwriting is similar to 

the blocked style of letters fouad in the music it seems likely that the basic 

list was written at the sarne the. 

There are at least two scribes here, one writing the rubrics and folio 

numbers in red, and the secbnd the song titles in black. The primary 

divisions are indicated in larger-sized letters andor red ink. Next to the 1 s t  

three entries which represent the text near the end of the book, there are 
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page numbers obviously written in by a different scnk using a different 

witing utensil, but applying the same style of numberiog system as those at 

the bottom of the folios. 

On the edges of mny of the folios are also several leather tabs of 

approximately .Sn square. Many of these are located at the folios containing 

music for the feasts of severai Czech saints. As best as possible the 

following is the Czech transcription and corresponding English translation, 

with the location of the tabs indicated by and the relative folio number 

underlined if more than one number has been Iisted. 

Registnnn R d  Patryanü 
Sanctus, a dekterych pusau a 

Hymen. 

Sanctus S b ü  Al 
O PWe Marygi p"J &vi 
O Weczierzt panie s Troffem av,xii 

Angelske ITJ avi 
Welikonochu a viii,x,xi 
K Iibosti a, xi, d i ,  
W Dewitnuk a Postni, a, xvi, xvii 

Agnus Sümü a, iii 
O PWe Marygi a, vi 

Registry of Prosa, Credos, 
Sanctus as weU as several 

songs and hymns 

Sanctus Sumurn 
About the Virgin Mary 
The Lord's Supper with 

[fragments] 
Gagelic 
Easter 
About loveiiness 
In the nineth part and 

fasting 

Agaus Sumurn 
About the Virgin Mary 



Rozy O Wt'elenu Panna Krysta 
w advent 

Laudem dicite, 1, i. 
Pa Buh wssemohucy, a, x. 
ûtec wssemohucy a, xii 
Bud'mei wd'ethi a, xiiii 
Zawitay a Mesyassy a, xvi 

Witaymei w Mesyassy 
a, xvii 

Weselese oterko Syonska, a, xxiiii 
Yzayss Prorok ?usse, a, xxii 
Sw ' et10 naytayneyssu, a, xxiiii 
Przupominaynie sobé, a &  
Zwysokosti Nebeske wysslo Slunce, 

a, xxxi 
Boslal Buhz Nebe, a, xxxiii 

Rosa for the incarnateci Lord 
Christ at Advent 

Laudem dicite 
Lord God M g h t y  
Almighty Father 
Let us be thankful to God 

IAbDeat?] and 
Messiah 

Bid Welcome to 
Messiah 

Be Joyfd Children of Zion 
The Prophet Isaiah writes 
Most Secret Light 
Remind yourself 
From the highest heaven 

came the Son 
That God sent from heaven 

This is the bottom of the flrst colurnn of the first side of the 
folio. At this point the baiance of the column has been cut out. 

Top of c o k m  two, side one, folio one of registry. 

Pan Buoh otec, b, ii The Lord Father 
Narozenemu , b, iii Birth 
Gtz'wssickni chtjtlme, b, iii Living praise 
Pane Gezu Kryste, b v, Lord Jesus Christ 
Wzùaymek chwalu, b vii Gift of praise 



O Swatem Sstiepauu, 
Rosa, Tyto sauce, b ix 

O Swetem Janu KM: 

Proza, b x, 

Na Nowe Laho, 
b e c  est dies, a, xxvii 
Laudem dicite, 1 i, 
Prosa, b, xiii. 
Zawurka, m xvii 

Kraluch. 
Laudem dicite 
Prosa, 

W Wobracenu Sv Pa*. 
Laudem dicite 
Rosa, 
HF, 

O Hromnicych. 
Laudem dicite, 
Prosa, 

1 i. 
b. xv, 

1 i. 
b xvii 
m, xv 

1 i 
b xix 

About Saint Stephen 
Prosa, This 

About Saint John the 
Evangelist 

Prosa 

About Holy Innocents' Day 
Pmsa 

For the New Year 
haec est dies 
Laudem dicite 
Prosa 
conclusion 

For The Lord's baptism & 
The Three Kings 

Laudem dicite 
Prosa 

The conversion of Saint Paul 
Laudem dicite 
Prosa 
a mmn 

For Candlemass 
Laudem dicite 
Rosa 



1 i. 
1 üii. 

W Pokany. 
Froza, c iii. 
Kralowlstwu Boiu, 1 n, 
OdpoIu ziwoteni, IV, 
O Magdalen'e, I x i x  

O Boium Dmiucienu. 
Prosa, Chwalu Krystu my 

wzdawayine, (TI cv. 
Dmuczenu Geiusse cix 
O dobroto welika, g~ 

Top of srde nuo of folio one of the registry. 

Pan Buh Otec zwy: j xx. 
Buoh otecz moha dobre bez 

nasbyti, jxxiii. 
Swehka milost j xxiii. 
Oluzibwany Kriste j xxiiii. 
AntyfEona. g xxiiii. 

O Wzkrnissenu Pan'e. 
Laudem dicite 1 i 

Sbrove-tide 
Laudem dicite 
Prosa, 
A 

About penance 
Prosa 
Gocl's kingdom 
Life after life 
About Magdaiene 

About the Lord's Torment 
Prosa, We are praising 

Christ 
Jesus' torment 
About great goodness 

Column one. 

The living God the fatber 
Gad the great g d  fauier 

be not without us 
Holy grace 
Crucified Christ 
Antiphon 

About the Resurrected Lord 
Laudem dicite 



Rozy* 
Nuie Welikonochi 
Ay chwalu wzdaway: 
Nstalt'gl pâ nass. 
Nu2e wsstckni spolu 
Otce wssernohucy ,O 

Kdyz' Syn BoZu, 
Nuz' krzestâne wérnu 

Bohu Otcy Y Sysu, 

d i. 
d ii. 

d iiii* 
d vii. 
dxii 
d xii 

d X i a .  

d xvi, 

O Wstaupenu Pade 
laudem dicite 1 i 
Dnessneho dne. d M i ,  
Swrchowaneho Kra: d xix. 

O Swatem Ducbu. 
Laudem dicite 1.i. 
So Ducha nulost. d xxi. 
Slawnost pamatug: d xlriii. 
Nawsstew nas lau: d m. 
Nu2 Swatek naysw'e: d m i .  

O Swate Trogny. 
Laudem dicite 1 i. 
haec est dies, [TJ 1 ii. 
Poiehnana poitehnaynas. 1 i. 
Pan Buh nass gedin: e iiii. 
Wyznawagice Trogio, e vi. 
W przeblahoslawena e ix. 

Rosa 
Because of Easter 
We praise you 
Risen for us 
Because of al1 together 
Almighty fatber 
When the Son of God 

- loyal Christians 
To God the Father and Son 

About the ReSULTeCfed Lord 
Laudem dicite 
Today is the &y 
Highest Lord Christ 

To the Holy Ghost 
Laudem dicite 
Ask for the Spirit's mercy 
Remember the festival 
Come and visit us soon 

- witness the greatest 
holiday 

About the Holy Trinity 
Laudern dicite 
haec est dies 
Blessed on blessing us 
Our Lord God the only one 
Recognizing the Trinity 
More than celebrated 

The Lord's Supper 



Laudem dicite I i. Laudem dicite 

Rozy, tauda Syon. hasa, Zion's Praises 
ChwalmeE wssicbni me x. We shouid aU celetnate 
Pochwal dusse, e xv, Praise the souls 
AbychG ha& pamatowait That we would weU 

Werierze. e xix, remember the Supper 
Zdraw buâ' Gezu e n i i .  Hail to the Lord Jesus 

Top of c o l m  two, side  nu^ of regishy folio one. 

O Kryste wietzny Ziwychlebe 

Pysne. 
Gezu Kryste chlebe 
Nass mify Boze 
Swatost tu hodney 

Proza 
-9 

Wizyak b'uh wssemo: 

O Swatem Panu Krziteli nsrozenu 

Proza ff, iii. 

O Christ who is etemaily 
alive 

soags 
Jesus Christ the Bread 
Our dear God 
You are worthy of hoIiness 

About The Lord's Sunday 
Ptma 

About the Lord's 
Commandment 

Rosa 
P h  
Now, Gd of everytbiag 

About the Holy Lord of 
Baptism's Birth 

Prosa 



Laudem dicite 1 i. 

Pysne: Sweteho Jana Kntitele, 1 xvii, 

O Stea  Sw Jana. 

O Swatych Petna a Pawlu, 
Laudë dicite L i, 
Proza, ff v, 

Pysen, Chwalmet wssichni pana 
Boha, I xviii 

Dwobmenu So pawla, 
Laudem dicite L i, 
Prosa B nvii, 

Laudem dicite 1 i, 
Proza, p'J ffvi .  

77 

Laudem Dicite 

Song: Saint Jobn the Baptist 

About Saints feter and Paul 
Laudem dicite 
Prosa 

Songs, We al1 praise the Lord 

Hyma to Saint Paul 

The Good Saint Paul 
Laudem dicite 
Prosa 

About the Visitation to Saint 
EuZab& 

Laudem dicite 
Prosa 

Here the rest of the column h a  k e n  ctrt out. It ~ c k s  the 
missing sedon at the bottom of column one, side one offolio 
one. 
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Folio two, side one, column one. 

At r8e top of thïs colrmm paper hns been posred mer the fint five or 

O Swate Marketie 
Proza, 

About Saint Margaret 
Dl ff m, Prosa 

O Kozeslanu Aposstol: 
Here is a spelling errar. îW "KR 
shouM be a "Pa. 

Laudem dicite L 1. 
Proza [TJ ff xviii, B. mi, xx, xxi. 

Pusen kdyz' Panna Nebe wstupowal, 
L xnvi, 

H m  m =, 
O Ste. Jakubu. 

Proza, ffxxvi 

O Swate Gnn'e 
Prosa ffxxvi 

O Swate Marzi Magdalene 
Laudem dicite 1 i 
Proza, ff xxi, 

About the Blessed Apostles 

Laudem dicite 
Rosa 

Song,Then appeared the Lord 
in Heaven 

HF 

About Saint Jacob 
Rosa 

About Saint Mary Magdalene 
Laudem dicite 
Rosa 



Laudem dicite 1 i, 
Proza, G i, 
Pysn'e na 2alm 1 ni, 

O Sto. Wawnincy, 
Laudem dicite 1 i, 
Proza, G iii, 

Hymna L, XxÜ 

O na Nebe wzetu P W y  Marye, 

Laudem dicite. 1 i. 
Proza, G v, 

H-3 M xvii,xix. 
Zawurka, Protoz's wekau radostu, 

G vüi. 

The tramfiguration of 
the Lord Clirist 

Laudem dicite 
Roza 
A song and psalm 

About Ssnit Lawrence 
Laudem dicite 
Prosa 
A H P n  

The Virgh Mary appeared in 
the Heavens (Assumption) 
Laudem dicite 
Prosa 
A 
Conclusion, because of the 

great jubilation 

Top of colmut two, side one Q regi~ny folio nuo. 

O Ste. Bartholomegî. About Saint Bartholomew 
Proza, mGix Prosa 
Proz'a no EwZïgeIistich h, d i .  Prosa about the evangelists 

O Pann'e Marygi Narozenu. About the b M h  of the Virgin 
Mary 

Laudem dicite 1 i, Laudem dicite 
Proza, G. m. Prosa 

H-9 
M. ~ix. A H Y ~  

Zawzrka, G viii. conclusion 



O Wobe'towanu, P, ai. 
H m 9  m. xix 

h xii, m. 
M xix. 
g viii. 

O Poswucenu. 
Laudem dicite 1 i. 
Proza, ITJ g xviii. 
iaim, 1 xii, 

O Swate Lidmule, 
Proza, m g xvii, 

O Swatem Waciavu, 
Laude dicite 1 i. 
Prosa 
fysen, M, xxi. lrntiiii 

Wo And'eluch. 
Laudem âicite 1 i. 
Prozy. 
BoZe genz' raciiss. c r h x x i ,  

Kryste k a l i  itay: g -- 
Wtecineniu a pne: g, d i ,  

h l m ,  kdo bude w slaytosti 1 xxvii, 
Pysen, pozonig kazoy, 1. xxviii, 

About the Virgin Mary's 
Constaat Care 

Rosa 

Hymn 
Conclusion 

About the Consecration 
Laudem dicite 
Prosa 
Psalm 

About Saint Ludmilla 
Prosa 

About Saint Wencesias 
Laudem dicite 
Prosa 
Song 

Anliteh 
Lauâem dicite 
Prosa 
The Lord whom you 

believe in 
Christ King ami son 
Because of the incarnation 

and 
Psalm, who will be hidden 
Song, observe everyme 



Chwalte pana And'ele, m xxvii, Angels praise the Lord 
Pysen' O Swatë Petru 1, M. Song, about Saint Peter 

Column one of side two of second registry folio 

O Swatem Hawiu. About Saint Gallus 
Proza, m xxvw, Rosa 

O Wssech SW8fych. About GU the Saints 
Laudem dicite 1. i. Laudem dicite 

fiozy, Prosa 
Wssiclaii Swatu Cherubin, h i,iii, AU the holy cherubins 
Wssickni Swatu sau Boha ctiltb iiii, AI1 you saints whom God 

adores 
Z'alm Pane kdo wstanky 1, xii Psah  Lord who was 

resurrected 

Setme pan Buoh wsseiüce slni The tord wipes away al1 tears 

W Stem Martinu, Saint Martin 
Proza, ITJ hvii, Prosa 
Krzestkne prawdy Boiu, 1 Kxiiii, Christians of the 

Lord's tmth 

O Ste Katerzin'e About Saint Catherine 
Proza ITJ h ii h ix. Prosa 

O M u c ' ~ c y c h ,  About ali the Martyrs 
Proza, Ii. Prosa 
Laudem dicite, 1 i, Laudem dicite 



Pro~a, 1 iii. 
Krzesthe Ptawdy b'ohi 1 xxiiii. 

O Pannach. 
Proza, 
Laudem dicite, 

Chsu Postauho, 
Snowe wzpustilosti 
O Kmestianegiz' 
Od polu2iwote, 
Kralowstwu BoZu 

HWY 
Prosa, 

1 v. 
1 i. 

1 iiii. 
1 vii 
1, v, 

m Iix.x,xi. 
1, xvii 

Na Nowe Leto, 
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Song, a long Song 

About those who are 
Confesso~/f~UowerS 

Pmsa 
Christians of the 

Lord's truth 

About the Vigins 
Rosa 
Laudem dicite 

The t h e  of Lent 
Again resurrected 
About Christians 
For mf lifel 
The Kingdom of Gad 
Hyrnns 
Prosa 

For the new year 
Conclusion, Gai please 

give us 

Top of coliunn two, side two of regimy folio two. 

Here white m e r  has been pasted over the top five or six lines 
of t a .  ï M s  maîches the sanie area on the reverse of this f&. 
The first line of text is half missing becituse of the puper 



covering if. It is diflcadt tu distrngur-sh what this seaion says. 
î k  t a  on this  col^ is maaller, md more cruwded between 
the lines. It looks os rit has been W e d  utter. Lit is apparent 
thm here the scribes are d@ietent. 

P=y Mwe. Kxx, xni, xk,  
W. 

Wssickni ze wseho, K vii, 
Stworzitele Nebe, K xi 
ûtce wssemohucy, Kxüi  
ûtce Nebeske pana K x v  
Otce wssemohucy, K x v ü  
ûprosmy k d i i  
Mywssickni wiermiie IT) K xxv 
Pod rozltczne noty, 

Yako O Paumitych, 
O Muriedhiucych, 
Duarii kratky , 
Trium, 
-9 

-omy, 
Posmu, 
Poswijcenske, 
K libosti poskothy 

Otce pana, 

Wo Aposstoluch 
Slyssmez' O Warie 

Virgin Mary 

We are fkom al1 fîesh 
Creators of Heaven 
Almighty Father 
Heaveny Holy Father 
Almighty Father 
We beg you 
We al1 believe 
to be sung to different 

tues 
Just like Mernories 
About al1 the martyrs 
Two small gifts 
Triple 

Duple 
Thunder 
Lent 
Blessing 
For the benevolence of 

the humble followers 

Holy father 

To the Apostles 
Let us listen to 

(someone cornine) 



w811ot?@j. 
My wsstchi w gednoho k 50 We aii believe in one 
ûtce wssemohucyho. Almight Father 

Cornpressing tbis infofmation dom to just the rubrics and applying known 

dates to the Saints and other feasts listed, a basic outline of the religious 

year can be seen. It begins with a g e n d  section on Easter in the Sanctus 

Sümü, followed by a Rosa for Advent. Since the bottom of the first 

columa has been cut out, apparently in order to remove the duplicate 

numbered A pages, as welï as the section on the verso side, the fubric for 

B1 Prov O BoPm Naroteni- (Prosa on God's Birth etc.) has also been 

removed. Although this title for BI sounds theologically unsound as 

written, it must be remembered that the scribe's own shorthand has been 

used here. In the first folio it does refer to Christ as God's Son thus 

iadicating the season of Christmas. So, renirning to the dates in the 

Registry, it would seem that it in essence, begins with Advent and continues 

on through the Easter Season. 

ADVENT 
December 25 Christmas 
December 26 St. Stephen 
December 27 St. John the Evangelist 
December 28 Holy innocent's Day 
January 1 New Year's Day 



January 6 Christ's Baptisd Three Kings' arrival 
January 25 Conversion of St. Paul 

February2 Candlemas 

EASTER SEASON 
Shrovetide 
About Penance (tent) 

The Lord's Torment (Good Friday) 
The Resurrected Lord (Easter Sunday) 
Prosa 
The Holy Ghost 
The Holy Trinity 
The Lord's Supper 
Prosa, Zion' s Praises 
Songs 
The Lord's Swiday (possibly Easter Sunday again) 
The Lord's Commandments 

lune 24 Birth of St. John the Baptist 
June 29 Saints Peter & Paul 
June 30 Saint Paul 

July 2 (Vugin Mary's) Visitation to St. Elizabeth 
The Blessed Apostles 
St Jacob 

Juiy 26 St. Anne 
M y  22 St. Mary Magdaiene 

August 6 The Lord's Transfiguration 
August I O  St. Lawrence 
August 15 Assump tion 



September 8 
September 14 
September 15 

September 16 
September 28 
October 2 

ûctober 16 
November 1 

November 12 
November 25 

December 24 

December 25 

St. BarthoIomew 

Vigin Mary's Birîh 
Tbe Sacrificing Lord 
The Vi@s Constant Care 
The Consecration 
St. Ludmilla 
St- We~lceslas 
Angels 

St. MUS (Havla) 
Al1 Saints' Day 
The Lord Wipes Away AU Tears 
St. Martin 
St. Catherine 

AU the Martyrs 
Those Who are Confessors 
The Virgins 
The T i e  of Lent 
The New Year 

To the Apostles 
Christmas 

On the verso side of the last folio, the ordered year seems to break down 

with the inclusion of Lent, tbe New Year a d  then Christmas again. 

Within the structure of this listing are several repeated generic titles. 

The Lmdem dicite is used twenty-seven times. H y m  is listed eight times 
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but uses six different locations (Ml9 three times and once each for M15, 

LA, M20, L22, and L9-11). Psalmr are listed five times but uniy two 

locations (four times for L12 and once for L27). There are f o u  different 

Pysne or Songs listed (L19,20; L24; L17 and M2 1) with one of them (M2 1) 

referred to twice. The label ZawurRa, ending or conclusion, bas two 

locations (Ml7 and G8) and is listed five times. Hmc est dies is used twice 

and refers to two different locations (A27, L2). 

The second column of folio 2v seems to be added by a different 

scribe altogether. This appears to be so because of the smaller, closer, 

almost crarnped style of handwriting. It seems that this entire column was 

added possibiy in an attempt to copy ody the needed items fiom the third 

excised foiio onto the remaining space of this folio. It also is probable that 

the fast three lines written in black (Slyssmez' O wiz'e k49; M y  wssickni w 

gednoho HO; and Otce wssemohucyho Hl) were written by yet anotfier 

scribe. 

Another due to the editing relates to what bas been deleted fkom this 

Registry. On its first folio the inner bottom corner has been excised as well 

as the entire last folio. This first would have been the where the papa 

gatherings, ppl - pp8 (recto) and the folios F8 - FI4 (verso) would have 

been listed. Ppl, pp4, pp5 and the entire section FI? - FI4 have al1 been 
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siiced out fkom the manuscript. FiIrthet, the last folio in the Registry would 

have listed the missing folios Ml - MlO? 

From a general mideration of the provenance and codicological 

examination of fascicles, hands, foliation and layers, a clearer delineation of 

the manuscript structure has emetged. It would appear tbat PmgU XIiII B 

39 appears to have gone through a series of changes. Because the 

dedication page refers to rebinding, it is safe to assume that it was onginally 

bound and the bottom folio numbefings were the h t  countinp system. It is 

possible also that the leather cover was the original, but re-used when re- 

bound, with 1650 stamped on it at this time. 

During 1650, possibly because of the end of the long war and the 

constant state of seige, the literati saw the need to overhaui the book and 

rededicate it in such a way as to ver* the changes in their fith. At t&is 

time the gathering of paper folios (#?) was probably added as well as the 

extra A gathering (#4). It is possible also that some editoriai changes to the 

text were needed to correct words and speliings. 

The &y indication of revisions to the now Catholic nianuscripts of 

67 The editor has missed the reference ta Ml0 in the fvst folio, verso side, top of 
second column of the Registry. 



8 9 

the liremi is that mentioned by Jaroslav Mikan. According to him, during 

1727 music manwcripts fiom St. Ghast's Churcb in Hradec Kralové were 

submitted to "strict revisions in the religious respectw and that "many sheets 

in almost aU b k s ]  fell a vicb'un to this revi~ion,"~ The detaiis of this 

revision are not explaid. It is i s y  specspeculatim based on one source, but it 

is conceivable that this 1727 order for revision in Hradec Kralové also 

applied to Old Town Rague, thus explaining the excised folios and the 

relative parts of the Registry. The removal of single folios would bave been 

appropriate during the 1650 revisioas, but it wouId not satisfactorily explain 

the excision of an entire gathering (#43). Since the book was aIso rebound 

in 1650, entire gatherings could have been removed at that tirne, so tbat 

there wouid have been no need of cutting them out. It follows that the 

removal of gathering #43 was done at a later t h e ,  possibly in 1727. 

When the Emperor disbandecl the literary brotherhoods in 1785 and 

removed their properties tu various public libraries, the manuscript would 

have been placed in the hiiraries of Charles University (which had been 

entiusted to the Jesuits ia 1627). Since pieces of older manuscripts were 

" Jaroslav Mkaq "Literary Groups in Hradec ~rdové,"  P e d s  of OU 
Parchnrenh: Msicu! iiL.dimusc11pt.s of l k s t  Buhemia (Hradec Kralové: Regional 
Museum, 1967), page 21. This work, written in conjunction with Dobroslav 
Orel, was fmt introduced in the late 1930s. 
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often reused as parts of the bindings of new one, it is unlikely that by the 

late eigbteenth century there would have been much interest in further 

editing and revisions of such a manuscript. 



cHAPTER FOUR 

THE MANUSCRIPT - ICONOGRAPHY AND MUSIC 

Because the Prague scriptor Jan Kantor, Sen. (?-1582). did the work on the 

cornpanion volume PragU X W  A 41, Volek & Jarei have suggested that he 

also did this one. However there are no such indications and without access 

to the other volume we are unable to make an aâequate cornparison. It was 

during the sixteenth century that a rise in the production of illuminateci 

manuscripts copied for literary brotherhds occurred. If we assume that 

this manuscript was produced in the second half of the sixteenth century, 

and possibly even during the third quarter (1550-1575) as Keliman believes, 

then the position of the Utraquist members of this literary brotherhooâ were 

politically powerless, but economically stable, if not increasing in their 

wealth. They had the opportunity and resources to e o r d  the production of 

this manuscript which would display their faces as well as their devotion and 

dedication to the cause. 

There are three folios62 of chant containing illuminations, each 

indicating major sections in both the manuscript and the liturgical year. The 

first on Aï Sunctus Suntum is the most detailed. Since it is the füst full 

62 These appear in Appendix 1, pages ü-iv. 

9 1 
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page this would be a namal place to present the most elaborations. The 

second BI - Conceming the Lod's Birth is  the lest detailed and begins the 

section on Christmas. D l  markhg the beginning of the section on Easter 

lies between the f i s t  two in ~uantity of detail. 

It is apparent from the elaborate, coIowfd, detailed nature of the first 

page of the music Al (Sancncs Swnum) that this was for public display. It 

contains a minianire within the hrst letter at the top left corner, an elaborate 

border dong the page's fight side, a group portrait of the litermi across the 

bottom Quartec of the page, and music fiUed with a richness of colours. 

Within the enlarged first letter "Ow is a miniature of the popular 

Apocalyptic theme me Worshipping of the Twenty-Four Eldets which was 

first seen in the frescos of KarlStejn (Charles's Castle) painted during the 

reign of Charles IV. The central focus of the miniature is that of a bearded 

figure seated on a throne. He has his right arm around a small child who is 

standing at his side. The throne is under an atch dong which appear four 

winged creatures. On aie left side of the frame are I l  men with 

outstretched arms holding crowns; on the right are 7 men, one playing a 

s d l  

men, 

m. 
Across the bottom of the fiame and half-way up the left side are six 

five of which are dressed in light coloured robes and wearing crowns. 
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Four of them are clearly seated in chairs. Two of these are playing smdl 

harps. The sixth man is dark-haired, clean-shaven, and dressed in darker 

dothes; he is kneeling, hands together as in prayer but apparently in 

conversation with one of the crowned men. The three seated men to his 

right seem to be convershg with each other. Cucling this scene is the 

outiine of the letter created by an elaborate frame of flowers. 

Along the right side of the page is a wide border containing figures of 

three petsonages. The top two appear to be winged, possibly femaie, angels 

dressed in thin semi-sheer gowns. The first is playing a barp, the second a 

lute. Comecting them is a delicate vine of flowers. Below them, enclosed 

within an arch is a figure of a rather sombre looking middle-aged man, with 

short dark hair and a close-cropped beard. He is wearing dark robes in the 

contemporary style, is kneeling and praying, while the faint heavenly figure 

of man looks dom fiom above. It is possible that this represents St. Gallus 

the sixth century Irish namesake of the church. 

The music and text whicb these sections surround are able to stand 

out fiom the elaborately ornamented page as welI as fiom the subsequent 

folios because of their brightness of colour. The illumiaator has chosen 

gold, blue and red rathet than the basic black used throughout the remainder 

of the manuscript. Whereas the balance of the text and music is written in 
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black Uik, here îhe e s t  five staves ccmtain gold notes and blue letters, the 

last three blue notes and red letters. 

The theme of the miniature connects the manuscript to good King 

Charles and Bohemia's era of glory aod the initial rise of illuminated 

manuscripts. Cmbined with the angels, the saint in prayer ties the past 

through to the day and the simple instruments invoke the prominent place 

music held for the literan'. Together dl of the decorations reflect the sacred 

nature of the piece and introduces the observer to the primary intent of the 

book itself -- that is, worship-related activity. 

In spite of this detail however, the observer's eyes are drawn to the 

painting at the bottom of îhe page. It depicts a group of eighteen men 

assembled in front of an alter. They appear to be singing from the large 

opened songbook located in front of them. This painting, typical of 

smgbooks used by literary brotherhoods in Bohemia is helpful in informing 

us as to the manuscript's use and the statu, or social prestige, of its users. 

It is clear fiom the way this group has been depicted that these men are 

probably well-known in the community. From their dress they are men of 

means; nevertheless wittiia this group there seem to be a hierarchy of 

stanis. With the exception of four men panially hidden from view in the 

back row, the individuals are clearly distinguisùable from each other, each 
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apparently a representation of a particular individual. The four in the back 

row are difficult to make out except for their eyes. Io order to identifi 

them, their names have ken written in above their heads. 

One's attention is drawn to the four individuais in the front wbo seem 

to be larger in proportion to the mt. f i l i s  does not necessarily have 

anything to do with an artjst's perspective.) The three immediately to the 

left of the songbook are ahost completely detailed fiom head to toe. The 

fourth, who is to the immediate right of the book, appears to be kneeling. It 

is possible that he could be the page-tumer or instnunentalist. Other 

manuscripts from the sixteenth century depicting scenes of the lirerd place 

the book on a lectern high enough for al1 to see, but a keyboard player 

would not be inconsistent with the ~etting.~' 

The wnductor, who is the middle character of the other three main 

ones, holds onto the book with his left hand and wields a baton with bis 

right. He has a fine pale coloured mat draped over his shouiders. The man 

behind him, (the first of the three) is also wearing a light coloured overcoat, 

Since the director is standing part-way in front of the third man, the shade 

of his coat is indistinguishable, yet the high mfted collar he is wearing gives 

63 Mikan discusses the use of organs and sometimes even tnimpets as ostinato 
bass in order to make up for a shortage of singers. Pages 19-20. 
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the impression tbat his economic station is Wvalent to that of his two 

companiom. 

The hierarchy then, contains three levels. The first is the four men in 

front, the second is the group of nine men standing on the right hand side of 

the songbook plus one man on the fhr left, and the third level which is the 

group of the four poor fellows whose foreheads, eyes and noses are al1 we 

are able to distinguish. It is ironic that because of the names written above 

the heads of these four who are obviously the least important, M e r  detail 

conceming the specific particdar nature and make-up of this organization 

may be possible. 

The altar in front of which these men are assembleci appears to be 

near the intersection of the two main centre aisles. This location would 

reflect the relative economic and social importance of this group to the 

church. The audience-is entirely female. Again the hierarchy seems clear. 

In the pew closest to the singers are nvo women. Their &ess is sombre, 

theh heads are covered and their hands crossed or folded piously in their 

laps. Their faces are relaxed and the detail of their feanires inforrns us that 

they too are distinct individuals, probably well-known and influentid in the 

cornrnunity. Because of their prominent place in the fiont of the painting, 

albeit off to one side, they could be wealthy widows, possibly of former 
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members of the group of singen. lhey are definitely on par with the 

second level in the male hierarchy. Although this is doubtfbl, one could be 

the burgher of the Old Town, Lady Magdalene of the Golden Star, who 

commissioned the second rnan~script.~ Across the aisle behind them is a 

larger group of about twelve wornen. Although the relative size of the 

figures is small, each face is also clearly depictexi. Possibly they are 

spouses of some of the singers. 

The dedication page mentions that this expensive book was 

commissioned by patrons and citizens. It makes a point of using the words 

indicating female as well as male citizens - Miesstimhv a Miestick which 

would help to explain the detailed prominent position of the women in the 

painting. Of course, more questions arise from co~ecting the dedication 

page dated 1650 to this first folio. Since the foliation layers discussed in the 

previous chapter indicate that A l  was painted at the time of the original 

commission, would the dedication page written seventy-five years later be 

still relevant? Was thete an origiaal dedication page? If so, why had it 

been removed and the first folio retained? 

The enlarge. letter O (9.4 cm square) on Blr Prou O Bozim 

if this is correct however, the quality of this manuscript might have been the 
impetus for her commission of the second. 

- 
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Nmozeni (Prosa Concetning the Biah of Gd), is much less ornate than that 

just discussed. It consists of green leaves with yellow highlights and a rose 

colour cm the inside. There are magenta iines within the letter and the entire 

€rame is purp1e with blue for the dark shading, and peach for the Iight. The 

background is in gold. The mt three staves contain blue notes with red 

fetters. The remaining are al1 black with blue and red capital letters. 

Dlr Praty W S w n e  ZnsziCL Wg'alp=E represents the beginaing of 

the section on Easter. The scribe bas used considerable abbreviations in the 

title making it at first glance difficult to ciecipher, but by taking a cue from 

the f i s t  line of îhe Song Nuze Welibnoc'ni - (Because of Easter), the title 

follows the theme. It translates Prosu for the Ce6ebrmion of Christ's 

Resurrectr'on. AIthough its correspondhg place in the Registry hs been 

removed it would make sense that a special iUuminntion would exist for the 

Easter section if it is iadeed part of a larger Easter graduai. It combines 

characteristics of the previous pages in a blend of a painting within an 

enlarged letter, and a very eiaborate floral border dong the right hand side 

of the page. The enlarged letter O contains a s m e  of the resmected 

Christ, draped in a robe, reacbing down and touching, perhaps healing, a 

bearded man from within the group of five men below. Behind Christ are 

the faces of two men standing in front of a distant cross. Above them is a 



flag made up of a white cross on a magenta background, waving in the 

wind. The flag is in frwt of an image of a dragon. The symbolism here is 

connecteci to the Easter rheme of Christ conquering death (the dragon?) and 

offering the same to his followers. The two men behind him couid be 

apostles - possibly Peter and Paul who are refetred to later in the Registry. 

Of its 322 folios, only 13 contain polyphony with the balance in chant 

form. Because the majority of tbe music has been written using the F-clef 

with occasional C-cïef insertions where ledger lines would have been too 

cumbersome, it is apparent that this music was to be sung by male voices, 

which is consistent with the aU-male choir depicted on Al. The chant is 

written primarily in Bohemian notation. While the tbree main forms of 

notation - Rhombic, Gothic and Square - are recorded as it developed from 

the thirteenth through the sixteenth centuries, FrantiSek M e  inforrns us 

that work "of historically proved Czech origin are mostly recorded in 

rhombic, and oniy rarely in Gothic notation. "" This rhombic form is 

evident throughout this muscript. For the most part it resembles the 

notation traditionally used in Gregorian chant with a few unusual formations. 

The following examples, and their equivalents in square notation, are 

-- - - - - - -  

65 FrantiSek M d k ,  h o d  ab kritiky hudebniho aipisu btroduction to the 
critical study of musical notation], Acta Universitatis Caralinae: Philosophica 
et Hisiorica 3 (Praha: Universita Karlova, 1961), page 98. 



indicative of what have been found here. 

9 - always used at the end of sections 

Volek & Jan3 explain the emergence of this fom of notation 

o c c ~ g  from a blend of Byzantine and Gregorian chants. 

. . .the chant of the Great Moravian liturgy wouid represent the 
seed of a new and funrlamentally important sphere of European 
monophony. The Old Church Slavonic liturgy, which gradually 
spread from Great Moravia to the whole of South and East 
Slavonic world, created in its melodies an independent branch 
of the Byzantine hymoography, thus counterbalancing the great 
culture of the West European Gregorian Chant.. .the notation or 
the liturgic books of the PIemyslid era demonstrate a number of 
local elements gradually leading towards a speciai type of 
neumatic notation, characteristic for the majority of Bohemian 
sources since the 14th century. 66 

1 would hardly go so far as to d l  it an "independent branch of the 

Volek & Jar&, pages 74-75. 
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Byzantine hymnography" resuiting in a "special type of neumatic notationW. 

In 1347, with Rome's approval, Charles IV, King of Bohemia and Emperor 

of the Romans foded  the KWter Na Slovanech, a Benedictine monastery 

which used the old Slavonic liturgy. The r e m  of this Slavonic monastic 

order to Prague was for the purpose of bringing the Ianguage of the people 

to the church. The Eastern Church had long ago lost its battle for Bohemia, 

so it was more than iikely that the new order had to fit into the large Roman 

one, with Gregorian chant already entrenched in the country, the only 

changes would be the Latin texts translated into Czech.* This will be 

particularly evident later as we look at the polyphonie Credos #4 and 5 .  

It was during the Luxemburg dyoasty (13 10-1437) that more chants 

emerged fiom the local Czech envifonment adding to these Latin Chants in 

Czech translation. However, since this study does not contain a detailed 

examination of the chants, and therefore does not include investigation of 

their sources, we will not know at tbis time which of them are Gregorian 

and Latin-based, and which are original Czech in either music or text. Tbat 

would be another entire study." As for the neumatic notation, Bohemian 

" The Czech language frequentiy caiied for adjustments to be made to Gregorian 
melodies often causing the loss of balance between timings and numbers of 
notes. 

" At that time a closer examination of the handwriting could also be done. 
Funher to this fuhire study would be concerthg the rhythmic pattern, since 
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chant notation is very different from the Byzantine, ami more closely 

connected to the Gregorian, only aitering it to fit their own peculiarities. 

In general, the chant section contains a predominance of semi-breves 

and breves, with large portions with just a slight use of minims. There are 

occasionaiiy those chants with 2- and 3-note melismas as in folios D4r and 

D12v. The D section also has @te a bit of imitation, more so than in other 

sections. Key signatures of one-flat are scattered throughout the manuscnpt; 

metric markings and bar-lines on the other hand, are infiequent. The 

notable exception to this is the paper gathering (#7) located between the A 

and B sections. It is obvious that this entire gathering was written by 

mother individual. The style of the letters are much more rounded, aimost 

Arabic in nature. Here the notation makes much greater use of minims and 

semi-breves , regular barlines, key signatures and metric markings . (See 

Appendix 1, page 160 for a sample page fiom this section.) This gathering 

is so completely different from the r a t  of the manuscript in style one 

questions its source and reason for inclusion. Since its location in the 

Registry has been removed, it is difficult to determine what its purpose and 

those of early Czech music wcre not so strict as to demand absolute adherence. 
Muzik has indicated that the majority of music from the beginning of the 
fifieenth century onwards leaned towards the use of the first and second 
rhythmic modes. A cursory dance would indicate this to be the case bere as 
well, but more investigation would be necessary. 
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place was, even though mention of Pontius Pilate indicates that it belonged 

to the general Easter season. The writing and the appearance of unusual 

notes, not seen elsewhere in the document, merely add to the confusion. 

The Registry makes twenty-seven references to the use of the antiphon 

Laudem dicite (Dl~D2r).  Its place therefore is an important one in the 

Utraquist liturgical setting. It consists of three main lines of chant with the 

middle to be used for nineteen different lines of text. Frorn this then, the 

first and third parts would have been sung by the choir as a whole with the 

middle part split between sections of the choir. 

Figure 1 : Laudern dicite, A section 

A 



A çhwalu wssickni wzdayte paa= Give praise to our lord God dl the 
nu Bohu nassemu, wssickni Swatu Saints and those who fear his God 

a kterzijzse bogijte Boha sweho, small and large his praises to 

malij = y welcy chwake geho Neb Heaven {Christ, God and true 

(Krystus Buoh a C'lowiek prawy.) Man. ) 
[Pan Buoh gen2 gs wssemohucy.] [God who is almighty] 

At the end of this first line of chant there are additional words squeezeci 

beneath the original line. They are indicated in the text by [ 1 .  The 

original words used, framed by { } , concern the divinity of Christ and 

would have beea substituted with the newer ones God who is almighzy. 

Because of these added words (but without any evidence to substantiate it), 

either this was originally a Gregorian chant in Latin, translateci to Czecb or 

it was taken from the Czech Catholic liturgy. If this was the case and if this 

was used by Utraquists, why retain the first? Were there possibly parts of 

the liturgy which requkd one or the other as is later evident in the rniddle 

section? If so, when would each have been used? 

The second section of the chant was used for nineteen different lines 

of text. Of these the even numbered ones were written in red. Since this is 
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an antiphon, the use of the two colours would help facilitate the readings by 

the two divisions within the chou. The writing is cramped and crowded, 

and for lines # 1-10, the page must be m e d  mid-sentence. (The ' ' sign 

indicates the page tum.) 

Figure 2: Laudem dicite, B section 

1. {Wssem Swatym) [Swym 

w'ernyn] raczil slibiti Zie po tomto 
m'sernë z'iwoté rac'zij ge do 

radosti pgiti 

2. R a d g t  swau Bozskau mocy 
M od hrozne j ui hr'ichy 
pokuty y od wyer'zne smzti giz 

V ' m O c Y  

To {dl the Saints) [His loyal 
ones] he promises that afier this 
miserable life you will reach 

happiness. 

From God9s dreadful might, he 
already faithfully paid the 

penalty of death for sin. 



3. Raczil na Nebe w staupiti aby He entend into Heaven so that he 
do Ne= be kn'evm'el zfeni wéfic would have the belief for himself 
z'e tie k sob'e chce p'giti that he wants to corne Heaven. 

4. R a d  slib swug wypiniti a 
swe w'emee 1 Duchë gWty 
nawsstewiti a v wir'e posyiniti 

5 .  Da1 mwe  Tielo k gedenu ---- 
----- (blacked out words) (entire 
line is al1 blacked out) 

6. Raczil swe Bozstwu zgewiti 
aby dauffal 1 ze nasse tela 
smrtedlna r a d  take osiawiti 

7. Raczil do Ch'ramu pfigiti a 
Chramuswe= ( ho swceO skne 
swa u p'tbnost rac'ik posw'etiti 

8. R a d  gs pibu Marygi Matku 
swau k 1 b'e do Nebe wzuti a gi 
zsw'etske bidy wyniti 

9. Raczi O nas peczowati a swee 

Andie= 1 ly nii kochran'e 
wssChsSWZh w ' e P  wzdycky ,,, 

He keeps his own promises caiïs 
on the Holy Spirit to visit his 
loyal sheep and strengthens their 
M e  f . 
Further our bodies to the one 
(blacked out words) 

Trust in God revealing himself so 

that he wouid hope that our 
bodies we wii i  also ceiebrate. 

Corne into the temple and witness 
his holy temple through his - of 

he sanctified. 

He took to himself today in 
Heaven the holy Mother Mary 
ftom her üfe of poverty being 
blamed for 

He is happy to attend to us and is 
always sending his Angels to 
protect al1 his loyal sheep. 



l0.i (Roresial swe} [Wgwrrlii gt] 
Aposstoly abylaal i -  1 a 
p o u  s odpusst'en'i lu'ichiiiv 
wssern ozmmowati. 

ii Raczil to diwa'e zrzijditi (Zie 
pan Gezus 1 Kry~tus & Marye 
paay c'ziste rac'zif se naroditi) 
[z'e c m  P m  1 Marya & b e n e  
Davidowa m'ela se gest p o k t i d  

(Swatau Alzb'etu pospussila 
nawsstrrwiti) 

1 1. Rac'zil Ssawla obratiti a geg 

za Na do 1 bu swu woliti y myz 
ze Buh ne'zada twe smrti. 

12. R a d  ICni9ze Lz'eske miti 
ktereyz potupniv 1 m ' t  ssaufzü 

bohu? a od bratr cz't (gt) zabit z 

za* 

14. Rac'zii na amüost prigiti 
Magdak a 1 by se tinichuw 
ta& ze buh nezada twe 
(hmd ta read) 

15. Rac'zil Chramu posw'etit 

i. {He sent his) [He chose] 

Apostles ïhat baptrsea 
amouncing mpntence and 
forgiveae~s of ail sia. 

ii. The wondrous was created {so 

tbat Jesus Christ  wos born of the 

Wgin Mary and God the Father.) 
Mary had ken h m from the 

limage of David.] 
( Saint Elizabeth hastened to visit.) 

He excbanged the sword for his 
plate because he knew that God 
does not wish for his death. 

He said to spread love and serve 
God as you promised God and 
dodt tum and kill b u s e  of 
envy which is disgraceful. 

He cammands grace to arrive 

from MagdaIene that sbe the 

saints G d  doesa't want 

He is saying bless the Temple 



(bkrcked out word) m'el 1 sob'e have belief in your own 

wa'ziti w'enic z'e rac'zi Buh worth that the God hears you. 

slysseti 

16. Rac'zil pany swate miti 
ktere'zto pro wu- 1 ru paria 

ELrysta sm'eii sau hrdel swych 
nasaditi . 

He wanted the holy saints to 

have the belief that the lord 
CMst risked bis üfe. 

17. Przedeslal Jana Krztitele k He sent the zealous believer John 
Krystu k cest'e spa= 1 senu îid the Baptist beforehand on the way 
wedaucyho horliweho vc'z tele. to redeem and lead the people to 

18. Rac'zil slawn'e 2rtnrcwych Celebrate the resurrection It is 
wstati a z'e y nasse 1 t'eh out sure belief/hope tbat our 

zmrtwgchwstaaautyna~u bodies rose from the dead. 
nad'egidan. 

19. Kat'zil swy w'erny zgewiti My faith became manifest because 
z'ie gedinky [nass] 1 nass pan Buh our Lord God could be here 
vetrzech Osobach mc'zt od etemally in a variety of 
w'ec'mosti Byti. individuals . 

As seen in the Registry, the Laudem dicite is used many times. The 

general themes for its use are during the Chrismias Season (Advent, The 

New Yeu, the Lord's Baptism, Cademas), the Easter Season (Shrovetide 



and Easter Sunday), teferences to the Trinity, the Lord's Supper, the 

Transfiguration, for Saims (birth of John the Baptist, Peter & Paul, Paul, the 

visitation to St. Elizabeth, the Apostles, Mary Magdalene, St Wenceslas, Al1 

Saints' Day), the Martyrs and Virgiiis, and Mary's birth. 

This would explain the multiple choices on lines 1 and 10. The f i rst  

choice on line 1 is between Al1 the Saints and His loyal ones. The first 

would be used for any of the saints' days, and the second for the balance. 

Line # 10 has twa complete lines each with its own subsectim. In order to 

be able to distinguish them fkom each other they have been fiamed with 

different types of brackets, ( ) for the f i rst  level, [ ] for the second, and ( ) 

for the third. The first line has within it {He sent his) and [He chose] 

Apostles. The first of these would be used during the specific Apostle's 

feasts, e.g. Peter & Paul, and the second for al1 those uses which would not 

fit into the second line of #IO. 

The e s t  part of the second line would fa11 under any references to 

Christ, Easter, Mary and the Trinity. With M e r  divisions into {so thar 

Jesur Christ war bom of the virgin Mary Md God the Father} seems to fit 

with the Trinity. [Mary had been bornfrom the Zineage of Davùlj wodd 

work with specific days for Mary and Christmas. The last phrase (Saint 

Elizabeth hanened to visit), probably works best with the celebration 



surroundhg Mary's visitation. 

The third section re-unites the choir and acts as the closing. 

Figure 3 : hudern dicire, C section 
C 

pwtoz giz se radugme Bohu 
de'kug = 

me Cz'est a slawu Krystu 
wzdayme a rcemez' Alleluya. 

Therefore let us be happy to say 

th& to Gd and give Honour 

and praise to holy Christ. 
Alleluia. 

The note ranges for this chant are of a sixth for the first and third 

sections but extend to a ninth for the middle section. This alIows for 

greater flexibility in the meludic structure of the second part than in the 

other two. In the Liber Usualis there is a Gregorian chant, the antiphon #5 

Angelu Dominus of "St. Joseph" sung at Vespers which bears a similarity in 



the fkst 11 notes with the rniddle section of this an t iph~n .~~  

The authorship of much of Czech polyphony is anonymous. As 

polyphony fiom the Netherland school began to influence the repertoire of 

the literary brotherhoods during the Jagellon era (early sixteenth century), 

the names of wmposers such as Pave1 Spngopeus Jistebnicw, Jifi 

Rychnovslcf, Jan Trajan Turnovsi@ and others fkom among the literati were 

applied to any new compositions. These five polyphonie Credos however 

are of anonymous Czech origin. 

Credo # 1 is in two voices beginning on folio K30r (fL52r). The tide 

is Ipatrem] Giné dwdlasnf i  (Another two-voiced Credo). The notation 

consists of breves, semi-breves and minirns, and although there are no 

metrical markings the piece fi& triple tirne quite well. The range of the 

tenor part is one octave, the discant a sixth. 

69 Liber UmaIis with Introduction und Rubrics in English, ed. by the Benedictines 
of Solesmes. (ïournai: The DesclCe Company, 1963), page 1401. The third 
section also contains a sirnilar pattern of begianing notes as the German hymn 
Veni redmptor, found in St. Florian Stibbibli, M 407 Psalter und Hymnar aus 
dem regulierten Chorherrerstih himsten/Donau (Wachau) cited as #597, in 
Carolus Ott, Ofletioriale sive Versus Oferfortmt. Cantus Gregoriani, (Paris: 
Desclés, 1935) page 328, but by the tirne the middle of the second phrase is 
reached the similarity ceases. 



Figure 4: Credo #I 

ho rtwor- te- Is 

Let us bekeve in G d  the Faher creator of 
everything this good origitl~~tor, Our Redeemer. 

This Credo is also the ainth in manuscript number Seventeen A Thirty-nine, 

of the Prague University collection (PragU XVII A 39, #9) where it contains 

the same Czech tes, but is written for three voices. The tenor incipit is 
- * 

identical and the discantus the same up to the last note where it drops to a D 

rather than rising to the Fm7' As the k s t  Credo in manuscript number 

[USM, pages 266-268. 
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Seventeen B Eight, Prague University collection (PragU XVII B 8, #1), also 

in two voices, it is written here using a combination of white and black 

notation. The discantus incipit is similar but the tenor is quite different. 

Figure 5: Incipitfrorn PragU XMI B 8, #17' 

PragU M I  A 39 is dated 1574 and was used by the brotherhood of singers 

in the New Town district of Prague, and Pragll XVII B 8 from the Iate 

sixteenth or early seventeenth cenwy, usage unknown. 

The second Credo, GM Paîrem na trti hlasy (Another Credo in three 

voices), begh  on folio K3 IR (f 253r). The notation is predorninantly semi- 

breves with breves occurring only at the ends of phrases, and also fits triple 

metre. The simple note-against-note style is reminiscent of the early discant 

style of polyphony. In th& case the harmonies produced contain primarily 
C 

minor triads. The tenor and bassus both have octave ranges while the 

discant again is only a sixth. The octave and fifth leaps in the bassus would 

RlSM, page 273. 
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indicate the probability of instrumentai doubling. As portative organs were 

used occasionally by the literati the man in the group portrait on Al could 

be sitting at a keyboard with his hands in the playing position. 

Figure 6: Credo #2 

01- œ w u a - m c t  q- tm pa- na nay- 

Our almighty lord Farher most glortfied creator of 
heaven on earth. The sea and ail things. 
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Credo #2 is dso the sixth Credo of manuscript A Tbirteen-b, from 

between 1584 and 1604, f o d  in the Hradec KraIové Mueum (HK A 13b 

#6). This book is the second volume of a hvo-part grachmi, that of MatouS 

RadouC, a painter fian Chdim. Its text here is the same as our Credo #1 

(Wierime w B o h  otce wsseb). In addition, it is the sixth Latin Credo 

found in manuscript number Two A-six nom the same collection (HK II A6 

#6). The incipits which contain no breves, are identical with the exception 

of the last tenor note which descends rather than ascenâs. This particufar 

manuscript is aiso hown as the F r a w w  Rancionai commissioned by 

Johannes Franusu in 1505 for the Cathedrai of the Holy Ghost in Hradec 

Kralové and contains some ostinato instrumental accompaniment." 

As part of the two-part Credo in Pnm lV B 9 #1, the Kfolmùv  

Kmcionhl located in the NArodni Muzeum, it is written in white notation. 

The tes  is MoEd Buait otec and belongs to an Utraquist Graduale- 

Canti~nale.'~ It is also PM #5 from the Prague Muzeum HlaMiho Mésta 

Prahy, known as the M'Iostrm@ Grdudl belonging to the brotherhood of 

singers at the church of St. Nicholas from 1560-73. (Malostransw is an 

area in the city of Prague.) Its titie here is similar Giné Pmem Trzyhlasnij 

n Mikan, page 20. 

73 RISM, page 213; Kellman, pages 56-57. 
+ 



(Another Credo for Three Voices) but the text is different Shvoriitele 

nasseho M m  (Creator of all) , and its music is also written in white notation. 

This popular Credo can aiso be found in several other man~scnpts.'~ 

The music of the third piece covering folios K32v to K33r (f254v - 

f255r), Giné Patrem dwauhlasnl/ (Another Credo in two voices) is contained 

in the incomplete Credo #5 Giné Parrem dwauhlusn@ found on folios K43v - 

K47v (missing K48), which is written out in its entirety in Appendix III. 

These Credos are also found as #7 in PragU M I  A 39 in which the 

incipit's text is the same as Our #5. As the third Credo in HK II A 13a. the 

text used is Otec od wietmsti Pani (From the eternal Lady).'* 

Figure 7: Credo #3 

74 Among them for example CS34 #4, HK II A 43 #4, HK II A 8 #6 and HK 
8553 #2 & #3. 

'' MSM, page 267 



. * 

Leî us believe in the Father w b  from etemity is 

omnipotent Heaven, earth, as well as sea all jlow 

from the true creator. Who wondrously cares for 
al1 of creation, protecting and sustaining it. 



I l 8  

These Credos, numbers 3 and 5, are a change fiom the fist two in 

the more varied use of minims, the syncopatition (mm. 5 3 ,  imitation (mm. 

13- 14) and the almost canon-üke passages betwem the voices (mm. 19-2 1). 

The ranges are higher as well with the disant king that of a tenth and the 

tenor a nintb. This has been written entirely in the C-clef and fits the higher 

voice of the contratenor or possibly of female singers, although no known 

lis& have indicated women ammg the performing membership." 

On folios K39r to K44r (f262~266r) is the final two-part Credo 

Patrem Poswijcenské dwauhlasnfj, indicating that it was for a Blessing 

(Poswijcenské). This is the second Credo of manuscript number Twelve A- 

one of the N&odni Muzeum collection (Pnm XII AI, #2) which bears the 

date of 1473 but which is actually a "composite of several origiaaily 

separate manuscripts bound together in the late fitteenth or early sixteenth 

~entury",~ and copied in Pilsen. RISM places mis Latin-texted Credo from 

a Prague Franciscan monastery or the Prague Church Maria Schnee." As 

#9 from HK 136, the text b e g h  with ûfce wssemoMqVw (Aimighty Father) 

76 This might not be too far-fetched an idea as comment5 by contemporary 
outsiders indicated that they were notably impressed with the high degree of 
Scriptural knowIedge and understanding of the Czech Utraquist women. If they 
were encouraged in theology, why not also be permitted to join literati? 

Kellman, page 58. 

'' RTSM, pages 21 7-218. 
- 
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and as Rrl in Pnm V B it is Nwozeného neuCIné:n&ico (Unavailing birth). 

Brewer bas found a total of 34 locations for this particuiar Credo 

ranging in dates fiom the middle of the fifteenth century through to the late 

sineenth ~entury.'~ It is an arrangement of four different sections, with the 

pattern of the fkst seven A-B-BL-C-A-B-D the same in al1 of the sources. 

The variants occur after this point. 

The use of accidentais in Credo #4 is not aiways present where one 

would expect it, for example in measures 15 and 1 17. However , in al1 

occurrences of section B' appropriate accidentaIs are present, e.g. measures 

28 and 130. This Credo has no syncopatioa as in munbers 3 and 5, but 

remains primarily syllabic note-against-note, sometimes with the tenor 

holding longer note values. Both parts contain the range of an octave but a 

fourth apart. The following is just this first pattern; the entire Credo and 

text are in Appendix ii. 

79 Brewer, pages 3 17-322. 



Figure 8:  Credo #4, mm. 1-88 

inirsrt- ne- C 

A 
{disant) Our mosr celëbrted 

Farher, King of Heaven almghty 

cremr of Heizven and earîh. 
{tenor) Etenial omnipotent faher 
Creator of heaven and earth. 

B 
(discantltenor ) 
Al1 visible and invisible things, and 

the only lord our beloved Jesu 
Ch R S ~ .  



B1 
Son of God, the firstbom of the 
Fuîher, before all fhings that have 

been created yester- and today . 

C 
G d  from the originatl0ng G d ,  

Lighr from lighî, mie God from the 

trice God QU praise is 
praisewonhy . 



II- * (ho I 

A 

The lord bom gbrious . but C yet 
never disrespe@l, important 
together, but subordinate to the 

etemal Fmher. 

B 
Through al1 things are 
etemal which follows sin and for 
the sake of our salvation and 
redempiion f-frorn 
heaven. 



D 
And the foreseen maMer was ernbodied from the power 
of God's Ho& Spirit. 

From the antiphon and these five Credos one c m  see that the 

Utraquists retained more of the medieval aspects of chant and polyphony. 

They employai the use of imitation, rather narrow vocal ranges. some sort 

of metricd patterns and a basic simplicity of style. As the music in its 

simplicity does not distract from the text this fits well into the edicts of Jan 

Hus, who felt that the spoken word should be the primary focus of worship. 
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There is however, some variety aod rhytbmic feel to Credos three and five 

which would offer some challenge and interest for the educated perforrners. 

The Old Town Iiterary brotherhood met to perf' the weekday 

morning Vespers. As a source of spreading the repertoire evidence is 

shown in Credos four and five in particular that as they have copiied these 

popular melodies, this group was also participating in the M e r  instruction 

of believers . 

In this chapter we have looked at some physical aspects of the manuscript 

which present a clearer picture of this literafi of St. Havla church as it 

expressed itself musicdly, theologically and economically. The 

iconographic detail has revealed îheir sense of status within the community, 

their interpretation of their relaaonship to the Creator and associateci saints, 

and the importance placed on music in their worship lives. As the 

polyphony has been traced to other earlier sources their connection to the 

larger Christian community, both Caîholic and Utraquist, is reveaied. By 

including this music in their gradual they have continueci the tradition and 

role of the literati as educators and witnesses of their faith. 



CHAPTER FNE 

THE MANUSCRIPT IN CONTEXT 

Stuart Hall has stated that "there is a reciprocal effect between the thing a 

group uses and the outlook and activities which dehe their use - objects in 

which they can see their central value refiected. 'O As the focal point of our 

study, this manuscript is aii we have of the sonic Iandscape which existed 

within tbis tight little community of literd. But more than the mere 

reflection of a social group, it also represents a purpose for community- 

gathering and source of instruction. 

Literary brotherhoods in sixteenth-century Prague were organizations 

of prominent wealthy merchants, entrepreneurs, lawyers, crafts people, 

members of guilds, and burghers. They were situated at the top of the town 

hierarchy, frequently king members of town councils who retained their 

urban elite status. The management of the fiterd involveci regular 

meetings at which attendance was taken, dues collected, records of finances 

kept, minutes of meetings recorded, and new members elected. They also 

assisted in tbe musical training of the pupils and kamors in church singing. 

'O Stuart Hall, Resisîance Inrough Rituais (London: Hutchinson & Co. Ltd, 
1976), page 56. 
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primary perforniance obligations were during morning mass, divine 

services at Advent and at fherals for both members and non-members of 

th& congregaticm. The books they wd were points of common focus and 

articulation of the social, politicai, economic, religious (and concmently, 

musical) conditions of this community of singers. 

At this point we need to be remindeci that one of the ideals of the 

original Hussite movement was that beîievers should not only observe the 

faith, but also tbink for themselves about the theological p ~ c i p l e s  involved. 

In this, by irnrnersing themselves with the linirgy in their own environment, 

and by their own individual and group practice, they would create for 

themselves a new, and indigenous discovery (or understanding) of the 

scriptures. This manuscript, as an instrument of lin~gical observance, 

gathered the practitioners (the members of the order) together and provided 

a focal point for the outpouring of their reiigious (doctrinal, scriptural, 

theological, and experiential) expression. Prague's Old Town Utraquist 

community at the church of St. Havla and its literary brotherhood anempted 

to incorporate this expression through the medium of music. It is in this 

context that the church then carried out its mandate as a witmssing 
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~ommunity.~' This illriminarerl manuscript represents the eonnection 

between the brotherhood, their theology, and their culture; at the same time 

it aiso serves as a ~01111ection between modem readers and those individuals 

who handled it, who sang from it and whose life was focussed on it. 

It was important to Jan Hus that the community of the elect believers 

would have the capacity to worship in a manner unencumbered by the 

trappings of an organization that inbiiited their personal communication with 

the Divine. This was accomplished in part through reducing the number of 

feast days and the overly ceremonid nature of the liturgy, thereby 

transforming and simplimg the worship process. For Hus and his 

predecessors it was necessary that the people both experience the 

communion and understand the activities of worship. He said "every good 

Christian is a priest but not every pnest is a good Christian, which 

irnplies that salvation lay in the han& of the individual and not through the 

intercession of the clergy. This could best take place when the believer 

understood and participateci in more meaningful ways. Bérenger writes that 

"emphasis was placed upon prayers and singing in Czech in order to allow 

O' For a more detailed discussion of this concept see the work by Canadian 
theologian Douglas John Hall, minking the F&: Christian Kheology in a 
Norîh American Confexf (Minneapolis: Fortress Press, 199 1 ). 

Jan Hus Sennom on the Saints, 66.2, quoted by Pelikan, page 94. 
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the faithful much greater participation. Since the vemacuiar was later 

acceptable in worship by the Catholics, the manuscript proved to continue to 

be useful later when the church retumed to Catholicism. 

During the early Qys of Hussitism it was generafly the case that the 

Latin liturgy was merely translated into the vemacular. As Brewer States, 

however "these new liturgical texts were set not to new melodies, but to 

modified versions of the Catholic iiturgical chant. "" As we have looked at 

the Credos and the antiphon W e m  dicite, only parts of the latter can be 

traced to chant. The simple Credos were probably earfy products of 

Utraquist lay composers whose individuai anonymity was characteristic of 

their understanding of the importance of the community of believers. In 

both Hussite and Tridentine Catholic traditions music was not to be a 

distraction from the intent of worship, instead it was to be used as a means 

of uniting the congregation in it. 

But the theology of the Utraquist had more specific influence on the 

music. In his criticism of Czech musical texts, MuZik has discovered four 

major areas in existing documents which illustrate the influence this refonn 

Bérenger, page 72. 

" Brewer, page 3 8 1. 
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had on the production of the music." He sees these areas as a progression 

moving through four stages, the f h t  king the original compositions (both 

words and music), primarily of ornamented solo part and simple choral 

response. The second reveals the influence of the early stages of the Hussite 

movement as it removeü the choral part of stage one and tramferrd it over 

to the congregation. The next stage arose directly from the second and was 

"linked with the sphere of utraquism, brotherhood and protestantism 

. . .characterized by a change in rhymmical interpretationUa6 - the writing of 

new melodies for existing texts. And the fourth stage is merely everything 

else such as new text king sung to several different existing melodies, as 

weII as polyphonie adaptations "as long as they arise from the same melodic 

bais as the originai mode1 sung in one voice only. "" 

It is his third stage which is most significant to this study. In the 

Czech Credos, especially numbers four and five, the Utraquist liturgy 

retained much of the beliefs the origrnal Latin-based texts. It is clearly the 

language that takes precedence over the music. The narrow ranges, the 

simple rhythms, the irnbalanced phrases are tangible ties to the importance 

MI& pages 97 - 98. 

g6 M d k ,  page 97. 

* Muik, page 98. 

- 
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of the role of the word in Utrawst titurgy. Obviously the simplicity and 

low level of difficdty lack the artistry and complexity of a Josquin or a 

Palestriaa. causing Volek & JareS to dismiss this music as 

"~nsophisticated".~ Western musicologists have also been k s h  in their 

treaunent of Bohemian Renaissance music. They have seen Hussitism as a 

barrier to the high musical developments reached elsewhere in Europe 

during this period. They have only seen the results of isolation and 

confinement and not the perpetuation of an ideology important to the 

survival of a nation, music that was intricately tieâ to the refonns, the 

community and the language. 

As the group worked out its theological understandings in the fairly 

tolerant, broader society of the sixteenth century, it found itself faced with 

trying to stay alive in a relatively apathetic religious setting. Bohemian 

Protestantism had surviveci its bloody past. Old-Utracpism received officia1 

sanction, but it represented "the weakest and most uncertain element in this 

religious spectrum. The new-Utraquists had been won over by the 

Lutherans . The radical Brethren bubbled underground. Meanwhile the 

Iesuits had control of the schools for the elites, whiie also ushg music as a 

" Volek & Jar&, page 94. 

" Evans Ru&& page 36. 
- 
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means of establishing their own social order and in the raising of new young 

elites. Evans feels that historiaus "have tended to ignore the twilight period 

of the old-Utraquists.. .dismissing them as a benighted, declining sect riven 

by interna1 dissent and condernocd by utterest medioerity. But in spite of 

this mediocrity they maintaineci a national statu which signïficantiy 

influenced the policy-makers. They were coafronted with the combination 

of Habsburg power, Prague as the seat of the Catholic Holy Roman Empire, 

the Jesuits' encroachment into Bohemia, and the Catholic Czech nobility in 

court. Caught between the new-Utraquists, that is, the Lutherans, and the 

Catholics, Evans tells us that the 

dogrnatic divergence of the old-Utraquists fkom orthodox 
Catholicism had sbnink to very Little, yet the ideological 
significance of theu continued existence was much greater than 
bas k e n  dlowed.. .the Hussite party represented a thread in the 

domestic tradition which neither of the rival camps adequately 
embodied. '' 
in the historical background we have seen the relationship of the 

toms in Bohemia, the constant conflict between them and the nobility, and 

the prominent place Prague held over the other towns and against the 

monarchy and its afiIiated nobility. We need to remember that the 

- - 

ibid. 

'' Evans R u h K  page 3 7. 

- 
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individuais who participateci in the manuscript's commissioning, creation and 

performance, had officialiy lost their poliacai power. Their new prirnary 

power now lay in their ability to produce profits and de@ the monarchy only 

through constitutional means. It could be said that their political influence 

had been transferred to their performing guilds, acting as a means of 

disseminating the Utraqpist musical repertoire, religion ancl culture. 

As he writes about music production fkom the sixteenth to the 

eighteenth centuries, Richard Leppert admits that music 

was an acknowledged means of establisbing caste: it was a 
nonverbal, emotive vehicle for establismg and preserving a 
level of prestige sufficient to authorize and therefore help 
stabilize their position. * 

Leppert's words ring me in this case where it can been seen that this 

manuscript presents the observer with clear indications of the elevated 

economic and social status of the members of the brotherhood. Despite the 

loss of their political power, the burghers in the late sixteenth century were 

still powerful econornically, making it necessary to the Iirerati that their 

social status be made known. Musical ability had a mark of one's 

educational level, and so it was important for reasons of social stature, rbat 

some form of polyphony be interpolated into the liturgy. While other 

92 Richard Lepperî, The Sight of Sound: Music, Reptesentalion, and the Hisiory 
of the Body (Berkeley: University of California Press, 1995), page 43. 



133 

groups were creating and illuminsiting paper manuscripts, this one chose in 

its initial production, to expend theu resources on a cosüy parchment item, 

one which would reassure them in their own social situations and beliefs as 

well as instnict and inspire the youth in their midst. 

By 1576 musical printing had ken prevalent for many years. Many 

Utraquist, Bohemian Brethren and Lutheran hymnbooks are known to have 

been widely disseminated up through this time. Nevertheless, PragU XVll B 

19 is a manuscript written on parchment. It would be tempting to regard 

this phenornenon as machronistic, the continuation of a tradition that had 

long ago outlived its usefulness. But rnany illuminateci manuscripts were 

produced fiom 1550 to 1610 by literary brotherhoods. As an object 

indicating wealth it provided a public ùidicator of the status of the members, 

and the wealth of this particdar m e r .  becomes clearly exhibited on the 

first page of music, a feature shared by other contemporary manu script^.^^ 

The notes are in gold; the variety of colours is nmerous, and at the bottom 

of the page is a painting of the participants, clearly identifying each 

individual tbrougb specific portrait or written name above those whose 

image is unclear. 

93 For exarnple, CS-HK II A 13b from the t o m  of Hradec Kralové and dated 
between 1584 and 1604 contaias a similar picture of lirerufi gathered around an 
open choirbook. (See Appendix IV.) 
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In 1421 Utraquists took possession of St. Havla. In 1543 the Utraquist 

reformer Jan Mystopol, synod priest of Bohemia and Moravia, was called in 

to discuss the "muddyw distinctions between this parish and those of the 

Luthetan persuasion, especially the question of the sacrificiai nature of the 

mass and the concept of justification by faith. This would tend to Iead one 

to think St. Havla was comprised of new-Utraquists. Because he pressed the 

issue of an anti-latholic version of the Mass, Mystopol was banned from 

preaching by Ferdinand. He was later pardoned after vowing to discontinue 

his anti-Catholic stance. In 1575 there was a dispute between the parish and 

the consistory Apparently the priests wanted the church r e m e d  to them 

but the people would not permit it as they retained voice in who shouId 

preside over the congregation. 

Little information is available concerning the organization of the 

literaîi of St. Havla other than that it was one of the main groups in Old 

Town Prague during the sixteenth cenhuy which later received a portion of 

a bequest from Anna Fuglova in 161 1 .w PragU X M I  A 41, commissioned 

by Magdalene of the GoIden Star, bearing the date of 1576 on the last folio 

indicates that it was the "first of a pair of books of a gradual of songs and 

PJ Konrad, page 123 
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praises to God ... for worship and praising God. "95 Great care has k e n  taken 

by KonrSd in describing its icmography, portraits of the patroness and its 

artist. 96 It is difficult to determine if "the first of a pairw, means it was the 

fîrst to be praduced, or the fist in order of use. Kellman seems to think 

that PragU XW.1 B 19 was created first. Another point to coasider is the 

relative importance of the literah' members and the patron. PragU XWI B 

19 contains the litermi portraits whiie PragU XWl A 41 the patron. 

Whichever book containeci the most important character, the person who 

provided the funds or the ones who used the books, would probably have 

been the fîrst produced in order to be immediately displayed. Because it 

lacks the dedication page created for the original production, we are not 

certain that the Magdalene of the Golden Star was also the patron of our 

manuscript. It is more than likely, however, that the f i terd itself 

cornmissioned the initial manuscript as it te-commissioned it in 1650. It is 

also possible that a third volume existed as the second part to PragU XVll A 

41. Perhaps it was destroyed, or perhaps as volume two it lacked the 

iconography of the others, or perhaps it was never completed in the fust 

place. 

- - - - - - - 

95 quoted in Konrad, page 125. 

% ibid, pages 125, 192, 272. 
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Both manuscrip4 had been revised within four years of each other 

(1646 and 1650)." AroUttd that time al1 of Europe was embroiled in the 

Tlmty-Years War, which finaiiy ended in 1648 with the Peace of 

Westpbalia, in which the Catholic Habsburg empire was strengthened. This 

was the environment in which the manuscripts belonging to the church of St. 

Havla were "renewed and rebound". K o d d  States that the renewed PragU 

XVll A 41 was cbaaged accordhg to Catholi~isrn,'~ which would imply that 

St. Havla had not been convetted in 1561, and therefore m u t  have ken 

neo-Utraquist in nature. It is reasonable to assume that PragU XMI B 19 

changed for the same reasons as the other volume. 

in 1627 St. Havla was given to the Carmelites by Ferdinand, meanhg 

the congregation officially became Catholic. Possibly some of the textual 

editing was done at this t h e .  In l a 0  with the opporniaity of completely 

rebinding the book, the physical restructuring of the manuscript, such as the 

additions of the paper gatheing (# 7) and the duplicate A section (# 4) 

would have been completed. At this thne its rededication and renewal 

wouid provide public proof of conformity to Catholicism and erase 

- -  - -  

* On the last folio of PragUXWI A 41 are the names of four burghers (JiF. 
Horika, Jana Stmada, Jak P i l b  and Vacl. Strejce h m  both Old Town and 
New Town who appear to be involved in its renewal either as patrons or as 
scribes. Konrad, page 273. 

98 Konrad, page 273. 
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implications of treasonous heterodoxy. The excised sections of the Registry, 

the removal of a number of foiios and gathering #43 could have been done 

later in the forementioned 1727 refinement, rendering it impossible to know 

what sort of music occupied the entire M section which has been excised. 

Although its reference is Limited to only one source, it does offer another 

explanation of what appears to be a iina.i sage of revision. 



CHAPTER SIX 

CONCLUSIONS 

Through the technology of the &y, manuscript PmgU XW B 19 can be 

seen as an indicator of economic and social status. Its theological content 

expressed the ideological landscape. The manuscript can also be seen as a 

learning tool. This is m e  musically in its connectioa to religion, and 

culturally in its use of the written vernacuiar and old notation, which 

initially set the Bohemian language ami culture outside the Ianguage and 

culture of the Habsburg family and the Holy Roman Empire. Out of the 

political changes and reassertion of Catholicism in their country, the literm' 

of 1650 saw the need to edit, r e h e  and rededicate the manuscript in order 

to conform to their new situation and the new environment of peace after 

long years of bloody war. Since by tbis time the use of the vemacular was 

acceptable in Catholicism, the book retained its usefulness as a tool for 

worship and training. 

Brewer has included PmgU M I  B 19 with other graduals under the 

label of p ~ p u l a r . ~ ~  Al1 this means is that they containeci the more familiar, 

easily learned and remembered and thetefore more tkequently used songs, 

99 Brewer, page 562. 



thus malang hem ppzùàr. As al1 of the credos can be traced to other 

earlier versions, we can deduce f?om this that the music within this 

manuscript f d s  in line with that older popular category. In their continued 

use of these songs the üterati "were prominent in spreading the influence of 

this repertoire throughout the Bohemian Kingdom. "'Oo 

The majority of the written music in this document is in the form of 

Bohemian chant notation, a cornmon practice particularly for the use of the 

old familiar songs. Brewer however, provides convincing evidence fiom the 

examination of treatises nom the fourteenth and fifieenth centuries from East 

Central Europe that Western European notation was known in Bohemia. 

New concepts of musical theory connecteci with the Renaissance 
were beginning to enter East Central Europe about 1460.. . the 
howledge of the "new skill" and the music ~ 0 ~ e c t e d  with it 
were assimilated into a long-standing tradition of musical theory 
in East Central Europe.1o1 

Indeed, contemporary manuscripis, such as the fore-mentioned HK II A 136 

contains a mixture of both new songs in the white notation and the old ones 

in the black Bohemian notation. 

The Utraquists had retumed to the Latin liturgy in the middle of the 

100 Brewer, page 382. 

'O' Brewer, page 232. 
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fifieenth century, but by 1524, the Utraqyist Synod recognized the need for 

the vemacuiar which had been introduced over one hundred years earlier 

and suggested the r e m  so that "God's word might be sung as far as 

possible in the Understaidable language. " lm As the contempotary language 

differed fkom the old, new manuscripts had to be produced and the choirs of 

the literary brotherhood were often used as a meam to iniroduce the new 

liturgy. Usually there were two choirs Wst associated with a church, one 

which sang in Latin and the other in Czech. The latter wodd sing primarily 

on weekdays, particularly at Advent. 

The use of the Czech language in important cultural and religious 

areas reiterates the role of the intelligent laity whose ability to understand 

the scriptures and the text was reinforced. It enabled the education of the 

audience in a twofold manuer. The first was in making the liturgy 

accessible to a Czech-speaking audience and the second was by exposing the 

people to its theologicaî contents. This worked well in both sixteenth- 

ceatury Utraquism and seventeenth-cenw Catholicism. 

The predominantly monophoic chant style supports the tenets of Hus 

in which the equaiity of ail is primary. There nevertheless is enorigh 

lm quoted in Jaromir cmy, "Musical manuscripts of the Museum in Hradec 
Kralové and the fistory of Czech music in the 15th and 16th century," Pearls 
of OId Parchments: Musical Mànusmpts of- Bohemia (Hradec Krdové: 
Regional Museum, 1967), page 3. 
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polyphony in the book to appease both Hussite textes and performers' needs 

to excel. Hus allowed for polyphony particularly during the Easter and 

Christmas seasons. Their inclusion here meets this allowance as well as 

illustrating the existence of an educated literati. The polyphony appears 

relatively simple, in sharp contrast to the contemporary aristocratie music 

such as that produced in Rudolf s court.L03 But it seems complex enough to 

require some musical ski11 of the performers. Artistry as weîl as sirnplicity 

are thus represented. 

This polyphony also fits with that r e e e d  by the Council of Trent. 

The words were of primary importance in Hussitism; music was to be only a 

means to an end. As Hus, in essence, had bmed the intricate weavings of 

independent lines of music from worship, so too did the members of the 

Council of Trent attempt to eliminate that music which obscwed and 

distorted the words, confounding the worshipper. The homophonie style of 

polyphony found in this particuiar manuscript was acceptable simultaneously 

to the post-Council of Trent Catholics as well as the early Hussites and 

traditional and neo-UtraQWsts. 

'O3 For a detailed study o f  cowt music during the reign of Rudoif see Carmel10 
Peter Comberiati, ta le  Renaissance Music at the Habsburg Cotirf: Polyphonie 
Settings of the m a s  0rdirm-y ai the Court of RudolflI (1576-1612) (New 
York: Gordon and Breach Science Publishers, 1987). 
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The manuscript fwctioned as the cenual focus in the ritual of performance 

of a speciflc group aperating under the larger arch of the general cuiture and 

interacting with it by its very contrat, yet taking advantage of its privifeged 

economic positionhg within the Holy Roman Empire, the Habsburg 

temtories, the Bohemian kingdom, and the toms of Prague. It couId be 

argued that it was first produced as an early symbol of the defiance of one 

culture against another, but it is better to regard it as a continually changing 

and a d a p ~ g  pIatform for increased theological understanding and musical 

learning and skill. 
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A 
{disant) 
Our most cdebrated Father, King of 
Heaven almighty creator of Heaven 
and earth. 

{ tenor) 
Etenial omnipotent fatber 
Creator of heaven and earth. 

B 
(discant/tenor) 
AU visible and invisbIe things, and the 
only lord our beIoved Jesus Christ. 

B1 
Son of God, the fustborn of the 
Father, before ail things that have been 
created yesterday and today. 

C 
God from the originating God, Light 
from light, m e  God fkom the truc God 
ail praise is praiseworthy. 

AL 
The Iord born glorïous but yet never 
disrespecthi, important together, but 
subordinate to the eternal Father. 

B 
Through aii thiags are eternaI 
which foflows sin and for the sake of 
our sdvatioo and redemption WV~OW?~ 
from heaven. 

D 
And the forseen manner was embodied 
from the power of Gd's  HoIy Spirit. 

C 
He was born and came to the worId a 
m e  man etenial from the virgin Mary. 
God of humanity our 

A 
Under the rule of Pontius Pilate he was 
crucifiai for us, died and was burie.. 

B 
And risen fiom the dead on the third 
day as written by the hufy Prophets 
and entend iato Heaven to sit on the 
right band of the Father. 

B1 
And again he will corne in his majesty 
to judge the Living and the dead in 
order that his kingdom will be never 
endhg for ever and ever. 

C 
Let us al1 believe together in the Holy 
Spirit and every living thing which 
came fiom the Father and the Son. 

A 
Who is equal with the Father and his 
Son bows always worthy which was 
spoken through the Prophets. 

D 
And also the one holy congregation 
and Apostles of the me Church. 

C 
We confess one baptism, on 
forgiveness of sin and we are waiting 
for the ressurection and etemal life in 
the funire. 

A 
Amen. Let us constantly sing joyfully 
together this belief always the 
Confession [denomination; church) 
parises God for guod works. 
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ûur almighty father creator of Heaven 
and earth and sea in land and on the 
heaveniy sky. 

Those visible and invisible ail those 
believers and also al1 those honourables 
[ancients]. 

And in the one Jesus Cbrist his son our 
one lord was born before al1 time to ail 
eternity. 

God of God as weii as light fiom light 
true God of true God. 

Who is born but unbelieved. 

Father in virtue is equal to through 
which al1 believes the creator. [Le. he is 
equal to ûod because of al1 of his 
beliefs.] 

Who for the sake of our sinfiil people 
and for our salvation let us believe. 

Risen to Heaven on earth Angels fly 
over and with us people he allied 
himself with the power of the Holy 
Spirit incarnate. 

Through the virgin Mary he was born 
the true Gud eternally human. 

Under Pontius Pilate he was crucified, 
died and laid to rest in the tomb, 
entered into hell [hidiun behind?] the 
devil. 

An rose from the dead on the third day 
acwrding to al1 that written by the holy 
Pro phets. 

Thence came with great celebration the 
living and dead to be judged bestowed 
by his good everlasting kingdom. 

Let us believe J s o  in the Holy Spirit 
nurtwed by the lord of dl. 

Who is h m  the Father and the Son 
originated h m  bother father and Son 
equal in giory he is honourable fonner 
likewise and equally the one bowed 
down to. 

Who is spoken of through the Prophet 
he gave an account of his faithfül steps. 

The beliefs of the congregation of the 
Holy Chwch that she is the only true 
Church also one Baptisrn which is our 
glory and honour. 

We are anticipating the resurrection and 
we wait for eternal life of hope for us. 

and entered into Heaven and sat on the 
right hand of his Father. 



Examples of Contempormy Munuscripts with G m p  
Portraits of Literuti* 

Hg II A 13b (1584-1604) used at St. Ghost's 
Church in Hradec Krilové. Painting done by 
Matoui Radou8 from Chrudim. 

Painting of Utraquist literoti by Fabih Pulii frorn 
the Teplice Gradual OVM-T (1560). 

Volek & JareS, plates 67 and 65. 








