Malé duchovné koncerty
v zbierke Opus musicum (1655)
Samuela Capricorna

Uvod

V roku 1975 zacalo hudobné vydavatel'stvo
OPUS v ramci edicie Stard hudba na Slovensku vy-
davat’ pramenno-kriticka ediciu zbierky Samuela
Capricorna Opus musicum. Jej iniciatorom a reali-
zatorom bol vyznamny slovensky hudobny histo-
rik Richard Rybari¢. V prvom zvizku z roku 1975
vydal omsu, uvedenu ako prvu skladbu v tejto
zbierke. Druhy zvizok, ktory vysiel v roku 1979,
obsahoval $est” malych duchovnych koncertov,
uvedenych v originalnej tlaci pod ¢islami 16, 21,
20, 17, 19, 22. Pokrac¢ovaniu vo vydavani edicie
celého obsahu zbierky Opus musicum zabranili dve
udalosti: necakana smrt” Richarda Rybarica a po
zmene rezimu roku 1989 aj postupné obmedzo-
vanie ¢innosti, predaj a nakoniec zrusenie Statneho
hudobného vydavatel'stva OPUS. Capricornova
zbierka Opus musicum, ktora vznikla pocas sklada-
tefovho pobytu v Bratislave (1649 — 1657, vtedy
Posonium, Pressburg, Pozsony, Presporok), teda
nebola doteraz kompletne vydana, i ked” o pra-
menno-kritické vydanie niektorych neskorsich
zbierok z ¢ias posobenia Capricorna v Stuttgarte
sa najma v priebehu poslednych 20 rokov posta-

ralo viacero zahrani¢nych editorov.! Vzhfadom

! Samuel Capricornus: Geistliche Harmonien 111. Ed.
Paul Walker (= Collegium musicum: Yale University,
second series, Volume 13), Madison: A-R Editions
Inc., 1997; Samuel Capricornus: Jubilus Bernbardi. Ed.
Paul L. Ranzini (= Denkmiler der Musik in Baden-
Wiirttemberg, Band 14), Miinchen: Strube Verlag,
2003. Okrem tychto pramenno-kritickych edicif vysiel
samostatne pomerne velky pocet skladieb v ediciach
sluziacich najmi praktickym potrebam hudobnikov,
a to hlavne vo vydavatel'stve Cornetto Verlag, Takmer
vsetky diela z Capricornovej post hume vydanej zbierky
Scelta musicale (1669) publikoval v samostatnych zviz-
koch Jean-Luc GESTER. Ich prehlad uvadza Patrik
SABO: Scelta musicale Samuela Capricorna — k me-
todologickym a edi¢nym problémom pripravy pra-
menno-kritickej edicie. In: Musicologica.eu, 2017/2,
[online] <http:/ /www.musicologica.cu> [cit. 15.3. 2018].
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Small-Scale Sacred Concertos
in the Opus Musicum Collection
(1655) of Samuel Capricornus

Introduction

In 1975, the OPUS publishing house began to
publish the source-critical edition of the collec-
tion of Samuel Capricornus entitled Opus Mu-
sicumr under the Stara hudba na Slovenskn [Early
Music in Slovakia] edition. It was initiated and im-
plemented by important Slovak music historian,
Richard Rybari¢. The first volume, published in
1975, featured the mass as the first composition
in this collection. The second volume, published
in 1979, featured six small-scale sacred concertos
with numbers 16, 21, 20, 17, 19, and 22 in original
print. The publishing of the entire collection was
prevented by two events: the unexpected death
of Richard Rybari¢ and the gradual reduction of
activities, sales and the eventually closing of the
state-owned OPUS music publishing house after
the change of regime in 1989. Capricornus’s Opus
musicum collection was composed during his stay
in Bratislava (1649-1657, in Posonium, Pressburg,
Pozsony, Presporok at the time), hence it hasn’t
ever been published comprehensively, although
several foreign editors took care of the source
critical edition of some of his later collections
from the time of his work in Stuttgart, especially
in the past twenty years.! Because of the direct

! Samuel Capticornus: Geistliche Harmonien 111. Ed. Paul
Walker (= Collegium musicum: Yale University, second
seties, Volume 13), Madison: A-R Editions Inc., 1997;
Samuel Capricornus: Jubilus Bernhardi. EA. Paul L. Ranzini
(= Denkmaler der Musik in Baden-Wiirttemberg, Band
14), Miinchen: Strube Verlag, 2003. In addition to these
source-critical editions,a relatively large number of com-
positions were published separately in editions serving
the practical needs of musicians, namely by the Cornetto
Verlag publishing house. Almost all of the works from
the Scelta musicale collection (1669) published after Capri-
cornus’s death were published by Jean-Luc GESTER in
separate volumes. Their overview is presented by Patrik
SABO: Scelta musicale Samuela Capricorna — k meto-
dologickym a edi¢nym problémom pripravy pramenno-
kritickej edicie. In: Musicologica.en, 2017/ 2, [online] <http:



na priame vizby Samuela Capricorna a jeho tla-
cou vydanej skladatel'skej prvotiny s hudobnou
kultarou Bratislavy a Slovenska a beric ohlad aj
na zacatd, no nedokoncenu pracu Richarda Ry-
barica povazujeme za dolezité, aby sa v tomto
projekte pokracovalo a zbierka Samuela Capri-
corna bola publikovana v podobe pramenno-kri-
tickej edicie v plnom rozsahu. Tento zvizok novej
série (9) v ramci edi¢ného radu Musicalia Istropoli-
tana teda nadvizuje na povodné dva zvizky edicie
skladieb zo zbierky Opus musicum, ktoré vysli pred
viac ako 40 rokmi vo vydavatel'stve OPUS.
Edi¢né zasady, podla ktorych tato edicia vycha-
dza, sa zasadne nelisia od edi¢nych zasad prvych
dvoch zvizkov, ale v detailoch sa uplatiiuju mo-
dernejsie principy kritickej edicie hudby 17. sto-
rocia, ktoré reSpektuje aj pramenna edicia
Musicalia Istropolitana. Predkladany zvizok obsa-
huje zvy$né dva malé duchovné koncerty zo
zbierky Opus musicum, ktoré Richard Rybari¢ ne-
zaradil do vydania z roku 1979. Vsetky ostatné
doteraz nevydané skladby zo zbierky Opus musicum
su rozsiahlejsie diela s velkym obsadenim pre
sola, zbor (ripieni) a instrumentalny sprievod, kto-
rych publikovanie si vyzaduje vd¢si, samostatny

priestor.

K bratislavskému posobeniu

Samuela Capricorna

Samuel Friedrich Capricornus (Bockshorn) po-
chadzal zo Zeréic (Schertschitz) v strednych Ce-
chach, kde 21. decembra 1628 prisiel na svet do
rodiny evanjelického pastora Georga z Caslavi
(Tschaslau). V nepokojnych c¢asoch po bitke na
Bielej hore nasla rodina utociste v Kralovskom
Uhorsku. Studentské roky Capricornus stravil na
viacerych miestach a skolach, ale nie vsetky po-
byty, uvadzané v doterajsej literature, si dosta-
toc¢ne vierohodne dolozené pramenmi. Isté je, ze
od roku 1640 $tudoval na gymnaziu v Soprone?
a roku 1644 sa stal Studentom gymnazia Marie
Magdalény v sliezskej Vroclavi (v tom case Bre-

slau). V knihe prijatych studentov sa jeho meno

2 Kornel BARDOS: Sopron zendje a 16-18. szizadban.
Budapest: Akadémiai kiado, 1984, s. 70.

links of Samuel Capricornus and his first publi-
cation in print to the musical culture of Bratislava
and Slovakia and taking into consideration the
commenced but not completed work of Richard
Rybari¢, I consider it important to continue in
this project to ensure that Capricornus’s entire
collection is published in the form of a source
critical edition. This volume of a new series (9)
under the series entitled Musicalia Istropolitana thus
continues in the original two volumes from the
edition of compositions from the Opus musicum
collection that were published more then 40 years
ago by the OPUS music publishing house. The
principles according to which this edition is pub-
lished do not differ in essence from those applied
to the first two volumes, but regarding certain de-
tails, more modern principles of the critical edi-
tion of music of the 17th century, which are also
respected by the Musicalia Istropolitana source edi-
tion, are applied. This volume features the re-
maining two small-scale sacred concertos from
the Opus musicum collection which Richard
Rybari¢ did not include in the 1979 edition. All
of the remaining unpublished compositions from
this collection are more extensive large-scale
works with solo vocal and instrumental parts, rip-
ieno and instrumental accompaniment whose

publishing requires larger and separate spaces.

On the Samuel Capricornus’s stay

in Bratislava

Samuel Friedrich Capricornus (Bockshorn) came
from Zercice (Schertschitz), Central Bohemia,
where he was born on December 21, 1628 into
the family of Lutheran pastor Georg of Caslav
(Tschaslau). In the turbulent times following the
Battle of Bila Hora, the family found refuge in
Royal Hungary. During his student years, Capri-
cornus lived in several places and attended vari-
ous schools, but not all his stays mentioned in
existing literature are sufficiently documented by
sources. It is sure that in 1640 he began to study

at the gymnasium in Sopron®and in 1644 he be-

/ /www.musicologica. eu> [cit. March 15, 2018].
2 Kornel BARDOS: Sopron zenéje a 16-18. szdazadban.



uvadza s datumom 26. april 1644, kedy bol prijaty
do primy ako syn pastora Georga z Caslavi.® Dal-
Sie Capricornove pobyty v Strasburgu a vo Viedni
v prostredi cisarskej dvornej kapely sa zatial’ ne-
dostato¢ne podlozené pramenmi a ak s pravdivé,
museli byt’ len kratkodobé.*

Predtym, nez Capricornus prisiel roku 1649
do hlavného mesta Kral'ovského Uhorska, poso-
bil necelé tri roky na poste ucitela v Reutlingene
v kniezactve Wiirttemberg, v meste, leziacom ne-
daleko Stuttgartu. Osobitne zaujimavym je nové
zistenie, ktoré uvadza Doris Blaichova v svojej di-
zertaénej praci,’ ze do Reutlingenu prisiel Capri-
cornus spolu s Johannom Kusserom, spolu v mes-
te posobili v skolskych sluzbach ako ,,Collabora-
tores und Musicanten® a spolu z Reutlingenu od-
chadzali s dobrymi vysved¢eniami. V Bratislave

v tom ¢ase byvala Capricornova matka,’ o bol

> Akta Miasta Wroctawia, signatara 5175 / olim P
141,1: Aufnabmebiicher (Matricularie) des Mariae Magdale-
nae Gymmasium 1617 — 1666, p. 281): ,,Samuel Capri-
cornus Rev. Dn. Georgii Pastoris Czaslavae Bohe-
morum Filius, sistit se ipsum veniens ¢ Schola Sem-
proniensi Bohemorum, et fit Primanus.

4 Pobyt v Strasburgu spomina Capricornus vo svo-
jom Memoriali, ktorym odpoveda na utoky mest-
ského organistu v Stuttgarte Philippa Friedricha
Boddeckera, pozti blizsie Josef SITTARD: Samuel
Capricornus contra Philipp Friedrich Béddecker. In:
Sammelbinde der Internationalen Musikgesellschaft 3
(1901/02), s. 87 — 128; s. 94 — 95; pobyt vo Viedni
v prostredi cisarskej dvorskej kapely sa spomina
v pohrebnej re¢i nad hrobom Capricorna, ktord
predniesol Johann Jacob Muller (1629 — 1699), farar
v Stuttgarte. Vyber z rukopisného zaznamu tejto
reci, ktory sa zachoval v Universititsbibliothek v Jene
publikoval Josef BACHMAIR: Leichenpredigten auf
Gastorius, Capricornus und Joh. Beer. In: Zeitschrift
Siir Musifewissenschaft, 13 (1930 — 1931), Heft 1, s. 44
— 46. Pozti aj Doris BLAICH: Samuel Friedrich Capri-
cornus: Untersuchungen u seinem vokal-instrumentalen gei-
stlichen Konzerten und VVerzeichnis seiner Werke, Band 1.
Dizerta¢na praca, Ruprecht-Karls-Universitdt Hei-
delberg, 2010, s. 14 — 15.

> BLAICH 2010, s. 15.

¢ Georg REICHERT: Capricornus, Samuel. In:
Nene Deutsche Biographie 3 (1957), s. 133, |online]
<https://www.deutsche-biographie.de/pnd12139-
7963.html#tadbeontent> [cit. 12.12.2017].
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came a student of the Maria Magdalene Gymna-
sium in Silesian Wroctaw (Breslau at that time).
His name is listed in the enrollment book with
the date April 26, 1644, when he was enrolled in
the first year as the son of pastor Georg of
Caslav.’ Capricornus’s further stays in Strasburg
and Vienna in the environment of the imperial
court chapel have yet to be sufficiently docu-
mented by sources; and if these stays actually
happened, they had to be very short.*

Before Capricornus arrived in the capital of
Royal Hungary in 1649, he worked for less than
three years as a teacher in Reutlingen, Duchy of
Wiirttemberg, a town situated near Stuttgart. Par-
ticularly interesting is Doris Blaich’s claim in her
doctoral thesis’ that Capricornus artived in Reut-
lingen with Johann Kusser and that they worked
together in school services as “Collaboratores
und Musicanten” and left Reutlingen together

with excellent certificates. Capricornus’s mother

Budapest: Akadémiai kiad6, 1984, p. 70.

3 Afkta Miasta Wroclawia, signatara 5175 / olim P 141,1:
Aufnabmebiicher (Matricularie) des Mariae Magdalenae Gym-
nasium 1617—1666, p. 281): “Samuel Capricornus Rev.
Dn. Georgii Pastoris Czaslavae Bohemorum Filius,
sistit se ipsum veniens ¢ Schola Semproniensi Bohe-
morum, et fit Primanus.”

* Capricornus mentions his stay in Strasburg in his
Memorial, in which he responds to the attacks of Phi-
lipp Friedrich Béddecker, the municipal organ player
in Stuttgart; for more details see Josef SITTARD: Sa-
muel Capricornus contra Philipp Friedrich Boddecker.
In: Sammelbande der Internationalen Musikgesellschaft 3
(1901/02), pp. 87-128; pp. 94-95; his stay in Vienna
in the environment of the imperial court chapel is
mentioned in the eulogy over the grave of Capricor-
nus given by Johann Jacob Miiller (1629-1699),
a priest from Stuttgart. Excerpts of the manuscript
records of this speech are preserved at Universitits-
bibliothek in Jena and were published by Joset BA-
CHMAIR: Leichenpredigten auf Gastorius, Capricor-
nus und Joh. Beer. In: Zeitschrift fiir Musikwissenschaft,
13 (1930-1931), Heft 1, pp. 44—46. Also see Doris
BLAICH: Samuel Friedrich Capricornus: Untersuchungen
gu seinent voRal-instrumentalen geistlichen Konzgerten und 1/ er-
zeichnis seiner Werke, Band 1. Doctoral thesis, Ruprecht-
Karls-Universitit Heidelberg, 2010, pp. 14-15.

5 BLAICH 2010, p. 15.



asi jeden z dovodov, preco si Capricornus hl'adal
d’alsie uplatnenie prave v tomto meste. Aj tu zacal
svoju kariéru najskor na poste ucitel'a — sikromne
vzdelaval deti lekara Wilhelma Raygera. Prostred-
nictvom tejto rodiny sa zoznamil aj so svojou ne-
skorsou manzelkou Elisabethou Knoglerovou,
dcérou evanjelického superintendenta z Kosic
a jeho zeny Anny Marie, rodenej Bocklerovej,
s ktorou sa ozenil 10. oktébra 1651 v Bratislave.’
S nou mal mat’ §tyri deti, ale archivne pramene
viac informuju iba o troch z nich. V knihach
krstov bratislavskej evanjelickej cirkevnej obce sa
nachadzaja zaznamy krstu dvoch Capricornovych
detf: syna Samuela, pokrsteného 30. jula 1654
a dcéry Marie Elisabethy, pokrstenej 1. decembra
1655.% Jediny syn’ Samuel pokracoval v §Papajich
otca v profesionalnej hudobnej kariére."
Capricornus mal uz v Bratislave vyssie ambi-
cie ako byt’ iba uc¢itefom hudby. Roku 1650 ziskal
post kantora na evanjelickom gymnaziu a o rok
neskor sa stal riaditefom choéru (director musicae)
evanjelického kostola Svitej Trojice (dnesného je-
zuitského kostola na Hlavnom ndmesti)."" Nastu-
pil tak na uvolnené miesto po kantorovi Jacobovi
Sebaldovi Ludwigovi, ktory z mesta odisiel do
Notimbergu.'” Spojenie kapelnickych povinnosti
s kantorskymi vSak Capricornus citil ako zat’az
a coskoro ziadal nadriadenych, aby ho vyucovania
na gymnaziu zbavili a aby sa mohol plne venovat’
iba hudobnym produkciam v kostole, v com mu

bolo vyhovené, lebo v uctovnych knihach pri

7 Richard RYBARIC: Z dejin viachlasnej hudby v Bra-
tislave. In: Bratislava. Z~. 8 — 9. Bratislava: Obzor, 1970,
s. 143.

¥ Porovnaj tamze.

9 Dalsie dve deti mali byt dcéry. Jedna, Anna Sofia, sa
narodila 19. septembra 1657, teda az v ¢ase Capricor-
novho presidlenia do Stuttgartu, ale o d’alsej sa zatial

nenasli matriéné zaznamy. Porovnaj tamze a BLAICH
2010, s. 20.

10" Samuel Capricornus junior bol roku 1662 imatriku-

lovany na univerzite v Tiibingene, ale neskor si vybral
hudobnu kariéru a posobil v dvorskych kapelach
v Gothe a v Ansbachu. BLAICH 2010, s. 35.

' RYBARIC 1976, s. 142.

12 Tamze, s. 141.
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lived in Bratislava at that time,° which was perhaps
one of the reasons that he looked for another job
in this particular town. This is also where he
began his career as a teacher — he was a private
tutor for the children of Wilhelm Rayger, a physi-
cian. Through this family he also met his future
wife Elisabeth Knogler, the daughter of the
Evangelical superintendent of Kosice and his
wife Anna Maria, nee Bockler. They married on
October 10, 1651 in Bratislava’ and had four chil-
dren, but from the sources we learn more only
about three of them. The baptism books of the
Bratislava Lutheran community include records
of the baptism of Capricornus’ son Samuel,
baptized on July 30, 1654 and his daughter Maria
Elisabeth, baptized on December 1, 1655.* Samuel
was the only son’ and pursued a professional mu-
sical career just like his father."

Capricornus had higher ambitions than to be
just a teacher of music. In 1650, he became can-
tor at the Evangelical gymnasium and a year later
the choir director (director musicae) of the Lutheran
Church of the Holy Trinity (today the Jesuit
church on the Main Square).' Thus he succeeded
cantor Jacob Sebald Ludwig, who moved to
Nuremberg.'> Capricornus felt that the combina-
tion of duties of regenschori and cantor to be
a burden and soon requested that his superiors

relieve him of his teaching obligations at the

¢ Georg REICHERT: Capricornus, Samuel. In: Neze
Dentsche Biographie 3 (1957), p. 133, [online] <https:
/ /www.deutsche-biographie.de/pnd121397963. html
#ndbcontent> [cit. December 12, 2017].

7 Richard RYBARIC: Z dejin viachlasnej hudby v Bratislave.
In: Bratislava. Vol. 8-9. Bratislava: Obzor, 1976, p. 143.

# Compare ibidem.

? The other two children were probably daughters.
Anna Sofia was born on September 19, 1657, i.e.,
when Capricornus had already moved to Stuttgart, but
no vital records about the other daughter have been
found. Compare ibidem and BLAICH 2010, p. 20.

10 Samuel Capricornus Jt. enrolled at the university in

Tubingen in 1662, but later decided to pursue his
music career and worked in the court chapels in
Gotha and Ansbach. BLAICH 2010, p. 35.

" RYBARIC 1976, p. 142.

12 Ibidem, p. 141.



polozkach s jeho vyplatou sa uz od roku 1652
jeho meno funkéne nespaja so skolou (,,Cantor et
Collegae Scholae®), iba s kostolom (,,Cantor bey
der Ewangelischen Kirchen®)."

Predstavu o tom, aka hudba mohla tvorit’
umelecky obsah hudobnych produkcif v kostole,
pomahaju vytvarat’ dobové inventare zbierky hu-
dobnin z rokov 1651 (obr. 1a), 1652 a 1657 (obr.
1b — d), ktora sa nachddzala na chére kostola."
Capricornus sice zdedil zna¢nu cast’ zbierky po
svojom predchodcovi Jacobovi Sebaldovi Ludwi-
govi, ta ale vyrazne rozsiril o d’al$ie nové tlace
s prevazne talianskou tvorbou v stle moderno.
K tvorbe nemeckych evanjelickych skladatelov,
vseobecne rozsirenej na evanjelickych chéroch
(Michael Praetorius, Hieronymus Praetorius, Hans
Leo Hassler, Heinrich Schutz), ich velkych talian-
skych vzorov (Claudio Monteverdi, Lodovico Via-
dana, Ignazio Donati), pribudli tlacené zbierky
severotalianskych modernistov 30-40-tych rokov
17. storocia, akymi boli napriklad Tarquinio Me-
rula, Orazio Tarditi, Alessandro Grandi, Giovanni
Antonio Rigatti ¢i Chiara Margarita Cozzolaniova,
ale aj skladby prominentnych autorov rimskeho
skladatel'ského okruhu. Capricornovo 7-rocné
posobenie v Bratislave vyrazne prispelo k tomu,
ze evanjelicky chram Svitej Trojice patril k najpro-
gresfvnejsim cirkevnym hudobnym institdciam
v strednej Eurépe.'® Jeho ambicie viak viac napliiala
ponuka posobit’ na poste kapelnika wiirttemberskej
dvornej kapely v Stuttgarte, kde nastapil na jar

Y Kirchen Rechnungen 1651 — 1657, Archiv evanjelickej
a. v. cirkvi v Bratislave.

' Inventare v transkripcii publikovala Ivana KOR-
BACKOVA v rimci edicie Jana Kalinayové a kolektiv
autorov: Hudobné inventdre a repertodr viachlasnej budby na
Stovenskn v 16. — 17. storodi. Bratislava: Slovenské na-
rodné muzeum — Hudobné muizeum, 1994, s. 33 — 65.
15 Jana KALINAYOVA-BARTOVA: Ttalian music in
the repertoire of Bratislavian musical institutions in
the seventeenth century. In: lfalian music in Central-East-
ern Burope: around Mikolaj Zieleriski’s Offertoria and
Communiones (7677). Ed. Tomasz Jez — Barbara
Przybyszewska-Jarmifiska — Marina Toffetti, (= TRA.
D.I.MUS, Studi e monografie, 2), Venezia: Edizioni
Fondazione Levi, 2015, s. 349 — 3064.

Gymnasium in order to fully devote himself to
music productions in church. His request was
met with understanding, as after 1651 the ac-
counting books containing salary entries did not
join his name and fuction with the school (“Can-
tor et Collegae Scholae”), only with the church
(“Cantor bey der Ewangelischen Kirchen”)."?
The music inventories of the church music
collection from 1651 (fig. 1a), 1652 and 1657 (fig.
1b—d) help to identify the kind of music that was
incorporated in church music productions.' Al-
though Capricornus inherited a significant part
of the collection from his predecessor Jacob Se-
bald Ludwig, he added other new prints predom-
inantly featuring Italian music in szl moderno. The
music of German Lutheran composers, generally
disseminated among Lutheran church choirs
(Michael Praetorius, Hieronymus Praetorius,
Hans Leo Hassler, Heinrich Schitz), and their
great Italian paragons (Claudio Monteverdi,
Lodovico Viadana, Ignazio Donati) were comple-
mented by prin-ted collections of Modernists of
the 1630s and 1640s from northern Italy such as
Tarquinio Merula, Orazio Tarditi, Alessandro
Grandi, Giovanni Antonio Rigatti and Chiara
Margarita Cozzolani, as well as compositions of
prominent composers from Rome. Capricornus’s
7-year stay in Bratislava markedly contributed to
the fact that the Lutheran Church of Holy Trinity
was one of the most progressive church musical

institutions in Central Europe.”” Howevert, his am-

'3 Kirchen Rechnungen 1651-1657, Archive of the Evan-
gelical church in Bratislava.

* Inventories in transcription were published by Iva-
na KORBACKOVA under the edition by Jana Kali-
nayova und Autorenkollektiv: Musikinventare und das
Repertoire der mebrstimmigen Musik in der Slowakei im 16. und
17. Jabrbundert. Bratislava: Slowakisches Nationalmuseum —
Musikmuseum, 1995. pp. 39-71.

15 Jana KALINAYOVA-BARTOVA: Ttalian music in
the repertoire of Bratislavian musical institutions in
the seventeenth century. In: Ifalian music in Central-East-
ern Burope: around Mikolaj Zielesiski’s Oftertoria and
Communiones (7677). Ed. Tomasz Jez — Barbara
Przybyszewska-Jarmifiska — Marina Toffetti, (= TRA.
D.I.MUS, Studi e monografie, 2), Venezia: Edizioni
Fondazione Levi, 2015, pp. 349-364.
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Obrazok 1a —d / Figure 1la—d:

Zaznamy hudobnin v inventaroch z rokov 1651 (1a) a 1657 (1b — d), ktoré pre potreby Evanjelického
kostola v Bratislave zaobstaral Samuel Capricornus. / The records of the music prints in inventories
from 1651 (1a) and 1657 (1b—d), which were obtained for the music productions
in the Lutheran church in Bratislava by Samuel Capricornus.



roku 1657 a toto vyznamné miesto zastaval az do

svojej smrti roku 1665.

Malé duchovné koncerty v zbierke

Opus musicum Samuela Capricorna
Capricornus bol uz pocas bratislavského pobytu
mimoriadne aktivny nielen ako kapelnik, ale aj ako
skladatel. V archive evanjelickej a.v. kniznice sa
zachoval nim spisany nedatovany zoznam vlast-
nych kompozicil Index operum musicorum Samuelis
Capricornz, podla ktorého jeho omvre tvorilo vtedy
uz, ako sam spocital a v dokumente uviedol,
112 skladieb.'® Reprezentativay vyber z tejto tvorby
Capricornus vydal pod nazvom Opus musicum."’
V meste v tom case eSte neposobila tlaciaren,
ktora by bola schopna tlacit’ party s naroc¢nou
umeleckou hudbou, preto poziadal o sluzby
Christopha Gerlacha v Norimbergu, v meste,
ktoré patrilo k najvyznamnejsim hudobnovydava-
telskym a nototlaciarskym centram Eurdpy. Ca-
pricornus venoval zbierku Andreasovi Segnerovi,
v tom ¢ase mest’anostovi a in§pektorovi evanje-
lickej cirkvi v Bratislave (obr. 2).

I ked’ medzi 22 skladbami prevazuju koncer-
tantné diela pre velké vokalno-instrumentalne ob-
sadenie so solami, zborom a sprievodom obli-
gatnych hudobnych nastrojov, posledna tretina
zbierky patri do zanru malého duchovného kon-
certu, resp. koncertantného moteta pre maly
pocet hlasov. Vznik tejto inovovanej podoby ra-
nobarokového moteta motivovali praktické po-
treby suborov s obmedzenymi interpretacnymi
moznost’ami, ako sa mozno docitat’ u Lodovica
Viadanu, priekopnika nového typu ranobaroko-
vého moteta, v predhovore k prvému zvizku jeho

3-zvizkovej edicie Cento concerti ecclesiastici (1602),'

1 Tvana KORBACKOVA: Inventirny zoznam hu-
dobnin Samuela Capricorna z Bratislavy. In: Kali-
nayova a kolektiv autorov 1994, s. 66 — 67.

7 Tematicky katalog zbierky je sicast’'ou prvej detail-
nejsej studie o jej hudobnom obsahu; $tadiu publiko-
val Richard RYBARIC: Opus Musicum Samuela
Capricorna. In: Musicologica Slovaca V (1974), s. 7 — 49.
8 Lodovico VIADANA: Lodovico Viadana laskavym
citatelom. In: Shovenskd hudba. Antoldgia — renesancia

a barok, 20/3 — 4 (1994), s. 463 — 456.
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bitions were better met in the offer to work as
Kapellmeister of the Wirttemberg court chapel
in Stuttgart. He started working there in the
spring of 1657 and remained at this significant
position until his death in 1665.

Small-scale Sacred Concertos in Opus Mu-
sicum Collection by Samuel Capricornus
During his stay in Bratislava, Capricornus was ex-
tremely active both as Kapellmeister and com-
poser. His own undated list of his compositions
has been preserved in the archives of the library
of the Lutheran Church entitled Index operum mu-
sicorum Samuelis Capricornt, and was comprised of
112 compositions.'® He published a representa-
tive selection of his work and its title is Opus mu-
sieum."” Since thete was no printing house in town
that would be able to print parts with difficult
artistic music, he turned to Christoph Gerlach in
Nuremberg, one of the most important centers
in Europe for publishing and printing music and
scores. Capricornus dedicated this collection to
Andreas Segner, the alderman and inspector of
the Lutheran church in Bratislava in that time
(fig. 2).

Although concertato opuses for large-scale
forces with solos, choir and the accompaniment
of obligatory musical instruments prevail among
the 22 compositions, the last third of the collec-
tion is dedicated to small-scale sacred concertos,
or concertato motets for a small number of voice
parts. The origin of this innovative form of early-
Baroque motet was motivated by the practical
needs of ensembles with limited interpretation
possibilities. Lodovico Viadana, the pioneer of
the new type of early-Baroque motet, mentions
this in the preface to the first volume of his edition

10 Tvana KORBACKOVA: Inventarverzeichnis der
Musikalien des Samuel Capricornus aus Bratislava. In:
Kalinayova und Autorenkollektiv 1995, pp. 72-73.

'7 The subject catalogue is part of the first more detai-
led study concerning its musical content; it was publi-
shed by Richard RYBARIC: Opus Musicum Samuela
Capricorna. In: Musicologica Slovaca NV (1974), pp. 7—49.
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ab 1 2. 3. 4. 5. 6. 7. 8. Vocibus concertantibus, & variis Inftru-
mentis, adjunéto Choro pleniori, five, ut vocant,
in Ripicno concinnatum.

Er

VIRQ N OBILISSIMO AMPLISSIMO
AC PRUDENTISSIMO

D~x. ANDREZE SEGNERO,

Lib. Regizque Reipubl. Pofonienfis Confulari
gravifimo , &c.
DEDICATU M

\

a
SAMUELE gAPRICORNO,
Mufice ibid, ad SS. Trinit. Direltore,,

NORIMBERGE,

TYPIS CHRISTOPHORI GERHARDI,
SuMPTIBUS AUuTHORIS

Amno M.DC. LV.

Obrazok 2 / Figure 2:
Titulny list hlasového zosita Al primo in Concerto v zbietke Opus musicum. |
The title page of the Alto Primo in Concerto part-book of the Opus nusicum collection.
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ktora bola obl'ibena aj na evanjelickych chéroch
a jej obsah v rozhodujucej miere prispel k sireniu
talianskeho s$tylovo inovovaného moteta v zaalp-
skych regidonoch. Odpisy skladieb z edicie sa za-
chovali aj v Bardejovskej zbierke hudobnin® a jej
vsetky tri zvazky nechybali v hudobnej kniznici
bratislavského evanjelického kostola, do ktorej sa
museli dostat’ este pred nastupom Capricorna do
funkcie hudobného riaditel’a.’

Capricornus sa s repertoarom malych du-
chovnych koncertov v jeho ranej faze vyvoja
mohol zoznamit’ uz skor, ako prisiel do Bratis-
lavy. Mohlo sa tak stat’ uz v ¢asoch jeho stadia na
latinskom gymnaziu v Soprone, kde $tudoval
v rokoch 1640 — 1644. V pomerne rozsiahlej
zbierke hudobnin, ktora vlastnil tamojsi kantor
Valentin Wigeleb uz v 20-tych rokoch 17. storocia,
sa medzi hudobnymi tlacami, zvicsa sice s dielami
v $tyle neskororenesanc¢nej polyfonie a polychorie,
nachadzali aj Viadanove Cento concerti ecclesiastici,
ako aj diela d’alsich autorov, ktorf patrili k prvym,
¢o zacali komponovat’ pre redukovany pocet hlasov
sprevadzanych bassom continuom (napr. Gio-
vanni Boschetto, Antonio il Verso, Georg Aichin-
ger).”! V zbierke sa dokonca nachddzali aj v tom

case stylove moderné moteta Alessandra Grandiho.

19" Z tohto hladiska je najvyznamnejsi rukopis — kon-
volut zachovany v Bardejovskej gbierke hudobnin pod sig-
natdrou Ms. Mus. Bartfa 18, Koll. 2, v ktorom je
zapisanych az 14 Viadanovych koncertov rukou bar-
dejovského organistu Zachariada Zarewutia. Robert
Arpad MURANYT: Thematisches Verzeichnis der Musika-
liensammilung von Bartfeld (Bartfa). (= Deutsche Musik im
Osten 2), Bonn: Gudrun Schréder Verlag, 1991, s. 92
— 93; Jana KALINANYOVA-BARTOVA: The Be-
ginnings of the Small-Scale Concertato Motet on the
Territory of Slovakia. In: The Reception of the Italian
Small-Scale Motet in Central Enrope. Musicologica Istropoli-
tana X111 (2017). Ed. Jana Kalinayova-Bartova. Brati-
slava: Stimul, 2017, s. 175.

*V inventari hudobnej zbierky, spisanom v roku
1651, su odlisené hudobniny, ktoré zadovazil Capri-
cornus od tych, ktoré zdedil po svojom predchodcovi.
KORBACKOVA 1994, s. 47.

*I Do sucasnosti sa zachoval iba inventirny zoznam
tejto zbierky. Pozri blizsie BARDOS 1984, s. 45 — 48.

of Cento concerti ecclesiastici (1602)'® in three volumes,
which was also a popular repertoire of Lutheran
churches and whose content crucially contributed
to the dissemination of Italian motets in new style
in the transalpine regions. Transcriptions of the
compositions from this edition were also pre-
served in the Bardejov music collection'” and all three
volumes were part of the music library of the
Bratislava Lutheran church even before Capricor-
nus became its music director.”

Capricornus could have become acquainted
with the small-scale sacred concerto repertoire in
the early phase of its development even before
he arrived in Bratislava. This could have hap-
pened during his studies at the Latin gymnasium
in Sopron, where he studied from 1640 to 1644.
The relatively extensive collection of music
owned by local cantor Valentin Wigeleb in the
1620s mostly featured works in the style of late
Renaissance polyphony and polychoir, but in-
cluded Viadana’s Cento concerti ecclesiastici, and the
music of other composers, some of whom were
among the first to began to compose for a re-
duced number of voice parts accompanied by
basso continuo (such as Giovanni Boschetto,
Antonio il Verso, Georg Aichinger).” The collection

% Lodovico VIADANA: A benigni Lettoti. In: Cento
concerti ecclesiastici... Venezia: Giacomo Vincenti, 1602.
Slovak translation in: Slvenskd hudba. Antoldgia — rene-
sancia a barok, 20/3—4 (1994), pp. 463—456.

1 From this aspect, the most significant is the manusctipt-
convolute preserved in the Bardejov mmsic collection with the
signature Ms. Mus. Bartfa 18, Koll. 2, which features up
to 14 of Viadana’s concertos recorded in hand by Zacha-
1id§ Zarewutius, the organ player of Bardejov. Robert
Arpad MURANYT: Thematisches Verzeichnis der Musikalsen-
sammilung von Bartfeld (Bartfa). (= Deutsche Musik im Osten
2), Bonn: Gudrun Schréder Verlag, 1991, pp. 92-93; Jana
KALINANYOVA-BARTOVA: The Beginnings of the
Small-Scale Concertato Motet on the Territory of Slova-
kia. In: The Reception of the ltalian Small-Scale Motet in Central
Eurgpe. Musicologica Istropolitana X111 (2017). Ed. Jana Kali-
nayova-Bartova. Bratislava: Stimul, 2017, p. 175.

? The music inventory of 1651 distinguishes music
obtained by Capricornus and those inherited from his
predecessor. KORBACKOVA 1995, p. 53.

1 Only the inventory list of this collection was pre-
served. For more details, see BARDOS 1984, pp. 45-48.
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Dalsie hudobné impulzy a zorientovanost’ v re-
pertoari talianskeho moteta pre maly pocet hla-
sov mohol Capricornus ziskat’ aj pocas uz vyssie
spominan¢ho studijného pobytu vo Vroclavi,
1 ked ten netrval dlho, podla zachovanych pra-
menov najviac dva roky (1644 — 1646). Vroclav
bola v tom ¢ase vyznamnym hudobnym cen-
trom, kde v rokoch 1639 — 1649 posobil na
poste organistu kostola Svitej Alzbety Ambro-
sius Profius (Profe), zanieteny propagator talian-
skej hudby komponovanej v $tyle seconda pratica
a editor piatich zvizkov antolégii s hudbou
talianskych skladatelov. Pre asimilaciu moteta
s malym poctom hlasov v severonemeckych pro-
testantskych regiénoch mali velky vyznam
najmi jeho prvé 3 zvizky antologie Geistliche
Concerten (1641 — 1642) a antolégia Corollarium
geistlicher Collectaneornm (1649).” Podobne ako
Viadanove Cento concerti ecclesiastici, aj prvé 3 zvazky
Profiovej antolégie boli k dispozicii na chore
bratislavského evanjelického kostola este za kan-
torovania Capricornovho predchodcu Jacoba
Sebalda Ludwiga.”

Podl'a vyssie spominaného Indexu operums mn-
sicornm sa zda, ze Capricornus sa v Case bratislav-
ského posobenia viacej sustredoval na kompo-
novanie omsi a vel'kych duchovnych koncertov
a jeho skladatel'sky prispevok do repertoara ma-
lého duchovného koncertu bol podstatne mensi
v porovnani s neskorsim obdobim jeho pdsobe-
nia v Stuttgarte. Malé duchovné koncerty z Opus
musicnm poskytuja ale dobry material k $tudiu Ca-
pricornovej ranej tvorby v tomto zanre a davaju
moznost’ uvazovat’ nad tendenciami jej d’alsicho
vyvoja. Spadaji do doby, kedy tento zaner precha-
dzal vnutornym vyvojom od prekonavania prvkov
motetového stylu neskoro-renesancnej polyfonie
a multisekcionalnej otvorenej stavby diela, pozo-
stavajucej z vacsieho poctu kratkych kontrastuju-

cich sekcif k aplikovaniu technik koncertantného

22 Tomasz JEZ: Danielis Sartorii musicalia Wratislaviensia.
(= Fontes Musicae in Polonia A/I), Warszawa: Wy-
dawnictwo naukowe Sub lupa, 2017.

2 KORBACKOVA 1994, s. 38 — 39.

even included the motets of Alessandro Grandi,
in modern style at that time. Capricornus could
also have acquired other music impulses and ori-
entation in the repertoire of Italian motets for a
small number of voice parts during his previously
mentioned internship in Wroctaw, although ac-
cording to preserved sources it only lasted for
two years (1644-1640). At that time Wroclaw was
an important music center where Ambrosius
Profius (Profe), an ardent promoter of Italian
music composed in seconda pratica style and the ed-
itor of five volumes of anthologies of the music
of Italian composers, was the organist at Saint
Elizabeth’s Church from 1639 to 1649. His first
3 volumes of the anthology Geistliche Concerten
(1641-1642) and Corollarinm geistlicher Collectaneo-
rum (1649)** were of great importance for the as-
similation of motets with a small number of
voices in the Protestant regions of northern Ger-
many. Similar to Viadana’s Cento concerti ecclesiastici,
the first 3 volumes of Profius’s anthology were
available in the choir of the Bratislava Lutheran
church even when Capricornus’s predecessor
Jacob Sebald Ludwig was still cantor there.”
According to the aforementioned Index gpe-
rum musicorun, it seems that during his stay in
Bratislava Capricornus focused more on compos-
ing masses and large-scale works and that his
contribution to the repertoire of small-scale sa-
cred concertos was substantially smaller in com-
parison with his later period of work in Stuttgart.
However, small-scale concertato motets from
Opus musicum provide good material for studying
his early compositions in this genre and an op-
portunity to deliberate on the tendencies of their
further development. They fell within the period
when this genre underwent internal development
from the motet style elements of late-Renais-
sance polyphony and multisectional, open con-
structions consisting of more short contrasting

units to the application of concertato style tech-

2 Tomasz JEZ: Danielis Sartorii musicalia Wratislaviensia.
(= Fontes Musicae in Polonia A/T), Warszawa: Wy-
dawnictwo naukowe Sub lupa, 2017.

2 KORBACKOVA 1995, p. 46.
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$tylu a smerovaniu k homogénnejsej vystavbe
s mensim poctom dlhsich kontrastujucich pasazi
tendencif uzatvarat’ formu vnasanim opakujicich
sa struktar. Do zbierky boli zaradené nasledujuce
moteta pre maly pocet hlasov:

15. Benignissime Jesn. a 2 Cant.

16. Domine Jesu Christe. Canto & Primo 1 iolino.

17. Amor tuns in nos Canto. Alto & 2. Violino.

18. O venerabile. 2 Alt. & 2 Cornett 6 Violin.

19. Venite ad me. Cant. Alt. Te. Cum 2. 1 iolin.

20. Judica Donine. 2 Cant. Primo Violin & primo Cornett.
21. Exandi me Domine. Cant. Bass. & primo Violin.
22. Tustorum animae. 3 Cant. & primo Alt.

Obsadenie tychto 6smich motet je rozne, i ked
prevazuju dueta, ktoré sa zastapené piatimi sklad-
bami. V prvej polovici 17. storocia to bola vseo-
becne najcastejsia volba obsadenia.®* Po jednom
motete su zastupené skladby s jednym, troma
a Styrmi solovymi hlasmi. Obl'uba vokalneho ter-
ceta, rovnako ako monddie s jedinym sélovym
hlasom, v tom case este len narastala. Tento trend
reflektuje aj tvorba Capricorna, ktory v neskorsich
zbierkach vyrazne preferoval prave vokalny ter-
cent (Geistliche Concerten 1, 1658, 11, 1665, Gezstliche
Harmonien 1 — 111, 1659 — 1660, 1664, Theatrun: mmn-
sicnm, 1669) a CastejSie pracoval aj so sélovym hla-
som (Scelta musicale, 1669).

Vyber malych duchovnych koncertov a na-
koniec cely obsah Opus musicum bol tematicky
podriadeny istej predstave o vnutornej logike ob-
sahu zbierky. Capricornus nou totiz nielenze chcel
predstavit’ seba ako vSestranného skladatel'a, ale
zarovenn chcel publikovat’ hudbu univerzalne
liturgicky funkcnu, preto zbierku zostavil tak,
aby vytvoril uceleny cyklus hudby pre prilezitosti
cirkevného roka od Vianoc (prva omsa, ¢. 1)
po sviatok Vsetkych svitych (posledné moteto
Tustorum animae, ¢. 22), spolocné pre obe kres-
t'anské denominacie, luteransku aj katolicku. Za-
tial' co vyznamné sviatky (Vianoce, Velka noc,

Zoslanie Ducha Svitého) reprezentuju rozsiahle

2 Anne KIRWAN-MOTT: The Small-Scale Sacred Con-
certato in the Early Seventeenth Century. Ann Arbor — Mi-
chigan: UMI Research Press, 1981, s. 18.

niques and moving towards a more homogenous
construction with a smaller number of longer
contrasting passages and tendencies to close up
the form by introducing repetitive structures. The
following motets for a small number of voice
parts were included in the collection:

15. Benignissime Jesu. a 2 Cant.

16. Domine Jesu Christe. Canto & Primo 1V iolino.

17. Amor tuns in nos Canto. Alto & 2. Violino.

18. O venerabile. 2 Alt. & 2 Cornett 6 Violin.

19. Venite ad me. Cant. Alt. Te. Cum 2. Violin.

20. Judica Domine. 2 Cant. Prino 1 iolin & primwo Cornett.
21. Exaudi me Domine. Cant. Bass. & primo 1 iolin.
22. Tustorum animae. 3 Cant. & primo Alt.

The instrumentation of these eight motets varies;
although duets prevail, they are represented by
five compositions. Duets were generally the most
common setting in the first half of the 17th cen-
tury.** Compositions with one, three and four
solo voice parts are represented by one motet
each, while the popularity of vocal trios as well
as solo voice monodies was gradually growing at
the time. This trend also reflects the view of
Capricornus’s work, whose later collections indi-
cated his preference for vocal trios (Geistliche Con-
certen 1, 1658, 11, 1665, Geistliche Harnonien 1 — 111,
16591660, 1664, Theatrum musicum, 1669) and for
his increased use of the solo human voice setting
(Scelta musicale, 1669).

The selection of small-scale sacred concertos
and eventually the entire content of Opus nusicum
was thematically subordinated to a certain idea of
the inner logic of the collection’s content. Capri-
cornus strove to present himself as a universal
composer through this collection, but he also
wanted to publicize universally liturgical, func-
tional music. This is why he compiled this collec-
tion in order to create a complex cycle of music
based on the religious year starting with Christ-
mas (the first mass, No. 1) up to All Saints’ Day

(the final motet Iustorum animae, No. 22), common

2 Anne KIRWAN-MOTT: The Small-Scale Sacred Con-
certato in the Early Seventeenth Century. Ann Arbor — Mi-
chigan: UMI Research Press, 1981, p. 18.
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koncertantné omse a moteta pre vel’ké obsadenie,
diela pre solistické obsadenie sa viazu na univer-
zalnejsie liturgické prilezitosti obdobia cez rok
(najmi oslava Eucharistie a mena Jezis). To, ze do
zbierky nezaradil ani jedno dielo na nemecky text,
moze suvisiet’ jednak so snahou dosiahnut’ kon-
fesionalnu univerzalnost’, ale pravdepodobne ref-
lektuje aj fakt, ze v evanjelickych cirkevnych
spolocenstvach na uzemi Slovenska si latinéina
udrzala svoje pevné postavenie ako liturgicky
jazyk a az prostredie Stuttgartu priviedlo Capri-
corna k vicsiemu zaujmu komponovat’ malé du-
chovné koncerty na nemecké texty.”® Dalsou
¢rtou Capricornovej tvorby vo vzt’ahu k textu,
ktora sa prejavuje uz v Opus musicum, je ista inkli-
nacia a zaujem Capricorna popti zhudobnovani
versov z biblickych zdrojov (najmi zalmov) sia-
hat’ aj po neliturgickych textoch meditativneho,
subjektivneho obsahu, ktoré Capricornus nacha-
dzal v dobovej literarnej nabozenskej tvorbe, ale
aj v dielach stredovekych mystikov. Tu treba pri-
pomenut’ Capricornov v Bratislave skompono-
vany, rozsiahly, 24-cast’ovy cyklus motet Jubilus
Bernhardi na text stredovekého hymnu Jesu# duleis
memoria, ktrého autorstvo sa v 17. storoci bez po-
chybnosti pripisovalo cistercianskemu mnichovi
Bernardovi z Clairvaux. V' Opus musicum sa tento
zaujem o stredoveku nabozensku spisbu prejavil
v motete Domine Jesu Christe, v ktorom text paraf-
razuje cast’ meditacie neskorostredovekého

26

mystika Tomasa Kempenského.” K Zalmovym

motetam patria Judica Domine (35:1-3) a Exaundi me

> PodFa Index operum musicornm medzi 112 dielami roz-
clenenymi do 6 ,,opusov® a d’alsich rukopisov sa na-
chadzalo 14 ,,cantiones Germanicas pro omnibus
Festis solemnibus totius Anni* skomponovanych pre
vel'ké vokalno-instrumentalne obsadenie, ktoré pripra-
voval pravdepodobne do tlace, lebo cely stubor nazval
ako ,,opus 4tum® a d’al$ich 13 skladieb s nemeckymi
textami sa uvadza bez zadelenia do opusu. Vo vset-
kych pripadoch vsak ide o koncertantnd hudbu s mi-
nimalne $tyrmi s6lovymi hlasmi, ¢asto aj so zborovym
ripieni a sprievodom hudobnych nastrojov.

% Tomas Kempensky (1380 — 1471): De imitatione
Christi liber guartus. Cap. 11. Quod magna charitas et bonitas
Dei in Sacramento exchibetur homini. [online] <thelatinli-
brary.com/kempis/kempis4.shtml> [cit. 15.3.2018].

for Lutheran and Catholic denominations. While
significant holidays (Christmas, Easter, Pentecost)
represent extensive concert masses and motets
for large-scale forces, opuses for solo parts are
more related to universal liturgical occasions
throughout the year (particularly the celebration
of the Eucharist and the name of Jesus). The fact
that he did not include a single work with a Ger-
man text can be related to his effort to achieve
universality in regard to denomination, while also
reflecting the fact that Latin retained its firm posi-
tion as the liturgical language in Lutheran reli-
gious communities in the territory of Slovakia.
Only the environment of Stuttgart inspired
Capricornus to compose intensively small-scale
sacred concertos with German texts.” Another
feature of his work in relation to the text, which
become obvious in Opus nusicum, is Capricornus’s
inclination toward and interest in setting Biblical
texts (psalms in particular) to music, but espe-
cially in reaching for non-liturgical texts of med-
itative and subjective content which he found in
period literary religious works and the works of
medieval mystics. It’s important to mention the
extensive cycle of 24 motets entitled [ubilus Bern-
hardi composed by Capricornus in Bratislava with
the text of the 17th century medieval hymn Jesu
duleis memoria attributed at that time without any
doubts to Cistercian monk, Bernard of Clairvaux.
This interest in medieval religious literature was
manifested in Opus nusicum in the motet Domine
Jesu Christe, the text of which paraphrases part of
the meditation of the late-medieval mystic Thomas
26

a Kempis.* The psalm-based motets include Judica

» According to Index gperum niusicorun, among 112 works
segmented into 6 “opuses” and other manuscripts, there
were “14 cantiones Germanicas pro omnibus Festis so-
lemnibus totius Anni” composed for multiple voice parts
and large instrumentation which he most probably pre-
pared for printing, because he entitled the entire set
“opus 4tum” while 13 other compositions with German
texts are presented without assigning in opus. However,
in all cases it is concertant music with at least four solo
voices, frequently with choir as 7jpreni and the accompa-
niment of musical instruments.

0 Thomas a Kempis (1380—1471): De imitatione Christi
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Domine, (68 (69): 17-18). K prijimaniu a k oslave
Eucharistie sa viazu moteta Benignissime Jesu, Venite
ad me (Matas, 11: 28-29), O venerabile Sacramentum
a Amor tuus in nos. Niektoré z nich vyuzivaja frazy
liturgickych textov, ale ¢iasto¢ne ich aj parafrazuja
(Benignissime Jesu). O venerabile Sacramentum je pri-
kladom tvorby textu centonizaciou z réznych
zdrojov a je mozné, ze jeho autorom bol sam Ca-
pricornus. Zatial’ z nezistenych zdrojov pochadza
text moteta Amor tuns in nos. Ide o malo zhudob-
fovany text, doteraz nie je znamy iny skladatel,
ktory by ho spracoval a autorstvo Capricorna ne-
mozno z uvazovania o povode vylucit’. Zbierku
uzatvara moteto lustorum animae s textom prvych
dvoch versov ofertéria na sviatok Vsetkych svi-
tych. Celkove sa vo vybere a charaktere textov
prejavuje Capricornovo iniciativne narabanie
s textovymi zdrojmi a zhudobnovanie aj malo
znamych nabozenskych textov, ktoré mohlo su-
visiet’ s jeho osobnym ziujmom o teolégiu.*” Ne-
bolo by sa ani ¢comu ¢udovat’, ked’ si uvedomime,
ze pochadzal z rodiny v teoldgii a filozofii zorien-
tované¢ho pastora.

Vyber a charakter textov ma v studovani Ca-
pricornovej tvorby nezanedbatelné miesto,
okrem iného aj preto, ze Capricornus patril k pre-
sved¢enym zastancom Monteverdiho estetiky
seconda pratica, ako to deklaroval v svojom Menzo-
riali, argumentujic voci utokom svojho rivala,
démskeho organistu Philippa Friedricha Boddec-
kera tym, ze skladatel’ ma mat’ slobodu v techni-

kach komponovania v zaujme zdoraznenia ucinku

T Textovymi zdrojmi vacsiny duchovnych koncertov,
publikovanych v zbierke Theatrum nusicum (1669) st
meditacie sv. Augustina (Aurelius Augustinus Hippo-
nensis), alebo Pseudo-Augustina, ktoré boli vybrané
do zbierok nabozenskych textov publikovanych
v priebehu 16. — 17. storocia. Timothy NEWTON:
A Study and Critical Edition of Sammel Capricornus’s Thea-
trum Musicum (1669, 1700), and Continnatio Theatri Musici
(1669). Dizertacna praca, University of Illinois at Ur-
bana-Champaign Graduate College, 2004, s. 36 — 40.
V duchovnom koncerte Wo willtu hin weil’s Abend ist
Capricornus zhudobnil text Angela Silesia (1624 —
1677), sliezskeho nabozenského filozofa, basnika
a mystika, ktory takisto nachadzal inspiracie v stredo-
vekej nabozenskej spisbe.

Domine (35:1-3) and Exandi me Domine (68 (69):
17-18). Benzgnissime Jesu, Venite ad me (Matthew, 11:
28-29), O venerabile Sacramentum and Amor tuus in
nos are related to Communion and the celebration
of the Eucharist. Some use phrases taken directly
from liturgical texts, others paraphrase them (Be-
nignissime Jestt). O venerabile Sacramentum is an ex-
ample of how a text is created by its
centonization from various sources, and it is quite
possible that Capricornus created it. The text of
Amor tuns in nos is from yet to be identified
sources. It was rarely set to music, as to date I am
not aware of any other composer who would
have worked with it, and it cannot be ruled out
that Capricornus is the author. The final motet
of the collection is lustorum animae whose text is
comprised of the first two verses of the offertory
for All Saints’ Day. The selection and nature of
texts in general shows Capricornus’s initiative in
handling text sources and setting little known re-
ligious texts to music which could be related to
his personal intetest in theology.*’ This is not sut-
prising when we realize that he came from the
family of a pastor who was well oriented in the-
ology and philosophy.

The selection and nature of his texts play
a significant role in studying his compositions,
because Capricornus was an ardent defender of

Monteverdi’s aesthetics seconda pratica, as he de-

liber quartus. Cap. 11. Quod magna charitas et bonitas Dei in
Sacramento exhibetur homini. [online] <thelatinlibrary.
com/kempis/kempis4.shtml> [cit. March 15, 2018].

*" The text sources of the majority of sacred concet-
tos published in the collection Theatrunm: musicun (1669)
are meditations of St. Augustine (Aurelius Augustinus
Hipponensis) or Pseudo-Augustine, which were se-
lected from the collections of religious texts published
in the 16th and 17th centuries. Timothy NEWTON:
A Study and Critical Edition of Samuel Capricornus’s The-
atrum Musicum (1669, 1700), and Continunatio Theatri Mu-
sici (1669). Doctoral thesis, University of Illinois at
Urbana-Champaign Graduate College, 2004, pp. 36—
40. In sacred concerto Wo willtu hin weils Abend ist
Capricornus set to music the text of Angelus Silesius
(1624-1677), a Silesian philosopher, poet and mystic
who also found inspiration in medieval religious liter-
ature.
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textu.” Uz v hudobnom spracovani motet z Opus
musicnm vidno jeho snahu o podriadenie technic-
kych a vyrazovych prostriedkov ,,.emphasis ver-
borum,* aj ked” predsa len v menej expresivhom
podani v porovnani s neskor$ou tvorbou z ¢ias
posobenia v Stuttgarte. Ako uviedol Richard Ry-
bari¢, autor prvého hodnotenia zbierky Opus -
sicum, melodika Capricornovych ranych motet je
v zasade diatonicka,” pohybuje sa v raimci diato-
nickej harmonickej skaly, bez chromatickych vy-
kyvov a extrémnych disonancii, ale napriek tomu
ucinne posobi svojou kantabilitou v jemnom ly-
rickom vyraze (Domine Jesu Christe, Benignissime Jesu,
Venite ad me, Amor tuns in nos, Tustorum animae)
alebo s dramatickejsim akcentom (Judica Domine).
Capricornovo odvolavanie sa na uznanie, ktoré
ziskala jeho tvorba od Giacoma Carissimiho a ob-
javenie sa Carissimiho oratoria Judicinm Salomonis
v posmrtne vydanej zbierke Continnatio Theatrum
musicurr (1669) uz davnejsie vyvolali zdujem
porovnat’ $tyly oboch skladatel'ov.*” V malych du-
chovnych koncertoch z Opus musicun: je podob-
nost’ zjavna, prejavuje sa nielen v starostlive;
deklamacii latinského textu, ale najma v ariéznom
style recitativych pasazi, ktoré st pomerne casto
tvorené rozlozenymi akordami a velkymi interva-
lovymi skokmi (ako napriklad v motetach Domine
Jesu Christe, takty 25 — 30, 65 — 80, Exaudi me Do-
mine, takty 45 — 65, Judica Domine, 34 — 47), 1 ked
Capricornov recitativ nema taky vel'ky rozsah
a vautorné napitie ako recitativ Carissimiho. Ca-
pricornus poznal Carissimiho motetovu tvorbu,
ktord mohol §tudovat’ prostrednictvom vyznam-
nych viaczvizkovych antolégif editora a skladatela
Florida de Sylvestris a rimskych vydavatel'ov
Antonia a Giovanniho Poggioliovcov, obsahuji-

cich diela v Rime posobiacich skladatelov, vratane

* SITTARD 1901 — 1902, s. 87 — 128; Jana KALI-
NAYOVA-BARTOVA: Spor Samuela Capricorna —
spor tradicie s modernou? In: Skovenskd hudba 31/3-4
(2005), s. 264 — 269.

 RYBARIC 1974, s. 23.

% Richard RYBARIC: Judicium Salomonis — Samuel

Capricornus a Giacomo Carissimi. In: Musicologica Slo-
vaca 111 (1971), 5. 161 — 179.

clared in his Memorial when arguing against the
attacks of his rival, Philipp Friedrich Béddecker,
a local organist, by declaring that a composer has
freedom in composing techniques in the interest
of emphasizing the effect of the text.”® We can
already see his effort to subjugate technical and
expression means “emphasis verborum” in the
musical adaptation of motets from Opus musicum,
although still less expressively in comparison with
his later works from when he lived and worked
in Stuttgart. As Richard Rybaric, the author of
the first assessment of the collection Opus mu-
sicum stated, the melodics of Capricornus’s early
motets are in essence diatonic,” and vary within
a diatonic harmonic range, without chromatic
steps or extreme dissonances; yet in spite of this,
its impact is effective due to its singability in
a fine lyrical expression (Domine Jesu Christe, Benig-
nissime Jesu, VVenite ad me, Amor tuus in nos, Lustorum
animae) or with a more dramatic accent (Judica
Domine). Capricornus’s reference to the acknowl-
edgment of his work from Giacomo Carissimi
and the appearance of Carissimi’s oratory entitled
Judicium Salomonis in his posthumously published
collection Continnatio Theatrum musicum (1669)
spurred interest in comparing the styles of both
composers some time ago.”’ The similarities are
quite obvious in the small-scale sacred concertos
trom Opus musicum, not only in the careful decla-
mation of the Latin text, but especially in the ar-
ioso style of the recitative passages consisting of
decomposed of broken chords and great interval
leaps (such as in Domine Jesu Christe, bars 25-30,
65-80, Exandi me Domine, 45—65, Judica Domine,
34-47), although the range and internal tension
of Capricornus’s recitative is not as great as those

of Carissimi. Capricornus was familiar with

*# SITTARD 1901-1902, pp. 87-128; Jana KALI-
NAYOVA-BARTOVA: Spor Samuela Capricorna —
spot tradicie s modernou? In: Shvenskd hudba 31/3-4
(2005), pp. 264—2069.

2 RYBARIC 1974, p. 23.

% Richard RYBARIC: Judicium Salomonis — Samuel

Capricornus a Giacomo Carissimi. In: Musicologica Sio-
vaca 111 (1971), pp. 161-179.
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motet Carissimiho. Capricornus mal o rimsku
tvorbu evidentny zaujem, pretoze roku 1652 za-
dovazil pre potreby choéru evanjelického kostola
v Bratislave az sedem zvizkov tychto antoldgii.”!

Sposob prace s vybranym textom prezradza
Capricornove vsestranné ovladanie technik kon-
certantného stylu, ktoré aplikoval tak, aby dosia-
hol varietu hudobnej naracie riadenej emocio-
nalnym obsahom textu. Aj on podla dobovej
konvencie vyuzival kontrast polyfonicko-imitac-
nej sadzby s homofénno-akordickou, rytmické
kontrasty dvojdobého a trojdobého metra, ari-
Ozne pasaze striedal s recitativnymi a vyuzival
rozne zmeny v konstelacii obsadenia. Uz v mote-
tach v zbierke Opus musicum sa ale prejavila Capri-
cornova vseobecne vyraznejsia senzitivnost’ pre
farbu a zvukovy efekt a silny vzt'ah k instrumen-
talnemu elementu. Spoluucinok instrumentacie na
afektivnost’ slov si Capricornus dobre uvedomo-
val, ako sa vyjadril v uz spominanom Memoridli.*
Mozno aj preto sa vSeobecne vyhybal ¢istym mo-
nédiam a ak volil sadzbu s jednym sélovym hla-
som, vzdy k nemu pridaval minimalne jeden
obligatny melodicky hudobny nastroj. Celkove
vs$ak obsadenie volil vel'mi citlivo a s ohfadom na
obsah textu. Text ofertéria na sviatok Vsetkych
svitych v Lustorum animae je predpisany pre kvar-
teto hlasov v najvyssich registroch (tri soprany
a alt), akoby sa tym chcel evokovat’ nebesky spev
blazenych. Azda aj preto k tejto zostave Capri-
cornus vynimocne nepridal sprievod obligatnych
melodickych nastrojov. Intimna eucharisticka

meditacia v Domine Jesu Christe je zase spracovana

U R. Floridus canonicus de Sylvestris a Barbarano Sacrarum
Cantionum pars prima (Roma, 1645, RISM 1645%), |...]
pars secunda (Roma, 1652, RISM 1645"), Cantiones alias
sacras (Roma / Venezia 1649, RISM 1649%), Floridus
modulorum hortns (Roma, 1647, RISM 1647%), Florida
verba (Roma, 1648, RISM 1648"Y); Scelta di motetti de di-
versi antori... Antonia Poggioliho (Roma, 1647, RISM
neuvadza) a Giovanniho Poggioliho (Roma, 1647,
RISM 1647"). Porovnaj Ivana KORBACKOVA: In-
ventarny zoznam hudobnin evanjelického kostola
v Bratislave z roku 1652. In: Kalinayova a autorsky ko-
lektiv 1994, s. 49 — 50.

32 KALINAYOVA-BARTOVA 2005.

Carissimi’s motets, which he may have studied in
the important multiple-volume anthologies of
editor and composer Florido de Sylvestris and
Roman publishers Antonio and Giovanni Poggi-
olis, containing the works of composers living
and working in Rome, including Carissimi’s
motets. Capricornus was keenly interested in Roman
music, and in 1652 he obtained up to seven vol-
umes of these anthologies for the needs of the
choir of the Lutheran church in Bratislava.’

His work with texts reveals his universal mas-
tery of concertanto style techniques which he
applied to achieve a varied musical narration
guided by the emotional content of the text. In
keeping with period convention, he also con-
trasted the use of a polyphonic-imitation setting
with a homophonic-chordal setting, and rhythmic
double meter and triple meter contrasts; he alter-
nated arioso passages and recitatives and used
various changes in the constellation of cast and
instrumentation. Capricornus’s more distinctive
sensitivity to color and sound effect and his
strong relationship with instrumental elements
was already reflected in his concertato motets in
Opus musicum collection. He was very well aware
of the co-effect of instrumentation on the affec-
tiveness of words, as he stated in the aforemen-
tioned Memorial* Perhaps that is also why he
generally avoided pure monodies, and if he chose
the setting with one solo voice part, he always
added at least an obligatory melodic musical in-
strument. But in general, he selected his cast and

instrumentation very sensitively and with regard

U R. Floridus canonicus de Sylvestris a Barbarano Sacrarum
Cantionum pars prima (Roma, 1645, RISM 1645%), |...]
pars secunda (Roma, 1652, RISM 1645"), Cantiones alias
sacras (Roma / Venezia 1649, RISM 1649%?), Floridus
modulorum hortns (Roma, 1647, RISM 16472), Florida
verba (Roma, 1648, RISM 1648"); Scelta di motetti de di-
versi antori. .. edited by Antonio Poggioli (Roma, 1647,
in RISM not listed) and by Giovanni Poggioli (Roma,
1647, RISM 1647"). Compare with Ivana KORBAC-
KOVA: Inventarverzeichnis der Musikalien der Evan-
gelischen Kirche in Bratislava aus dem Jahre 1652. In:
Kalinayova und Autorenkollektiv 1995, pp. 55-56.

32 KALINAYOVA-BARTOVA 2005.
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v lyrickom, striedavo ariézne a recitativne vede-
nom dialébgu medzi sélovym sopranom a hu-
sPami. Dramaticky text zalmu 35 v Judica Domine,
v ktorom sa Boh vzjva o pomoc v suboji s ne-
priatefom, sa preniesol aj do hudobného ,,siboja“
dvoch sopranov s huslami a cinkom. Vidno
z neho, ze Capricornus v tom case este nerobil
stylistické rozdiely medzi vokalnym a instrumen-
talnym médiom. Instrumentalny sprievod prebera
motivy vokalnych partov, alebo ich anticipuje,
nickedy len harmonicky dopiﬁa, ale aj naopak,
instrumentalny element prenika do vokalneho
média, ovplyviuje stavbu melodiky, tvorend mo-
tivmi instrumentalneho charakteru. V Judica Do-
mine je tento vzt'ah vokalneho a instrumentalneho
vyuzity v prospech ,,emphasis verborum® $peci-
ficky: vnatorny nepokoj a vyzva na boj s nepria-
tefom su vyjadrené nielen tradicnym sukcesivnym
kontrastom ale aj simultannym protipostavenim
statického recitativu vokalnych hlasov a descen-
dencnych figuracii husli a cinku a naslednej vy-
mene tychto roli.”” Nielen Judica Domine ukazuje,
ze Capricornus uprednostnoval polyfonicko-imi-
tacné postupy pred homofénno-akordickymi.
Dlhsie homorytmické akordické pasaze a dueta
v terciach, 1 ked sa aj pre Capricorna stali pro-
striedkom dosahovania kontrastu medzi jednotli-
vymi hudobnymi tsekmi, predsa len st vyuzivané
relativne zriedkavo. Vynimkou je iba moteto -
nite ad me, ktorého cely prvy vers je zhudobneny
v dlhej, homofonicky a akordicky koncipovane;j
pasazi (takty 1 — 65). V priklone k polyfonickému
mysleniu, ktorého sa Capricornus nevzdal ani
v neskorsej tvorbe, sa prejavuje asi najzjavnejsia
naviaznost’ na nemeckd hudobnt tradiciu u skla-
datel’a, ktory za svoje umelecké vzory oznacil
reprezentantov dobovej talianskej hudby (G. Va-
lentini, A. Bertali, G. Carissimi).

Po formovej stranke vic¢sina motet z bratislav-
ského obdobia je prechodnym typom, vychadza-
jacim este z raného multisekcionalneho modelu,
ale inklinujicim uz k vicsej uzavretosti jednotlivych

sekcil. Pozostava sice z prirad'ovania viacerych

3 CAPRICORNUS 1979, takty 81 — 91, s. 43 — 45.

to the content of the text. The text of the offer-
tory for All Saints’ Day in Iustorum animae was
written for a quartet of human voices in the high-
est registers (3 sopranos and alt), as if he wanted
to evoke the heavenly singing of the blissful. Per-
haps this is also why Capricornus did not add the
usual accompaniment of obligatory melodic in-
struments to this set. The intimate Eucharist
meditation in Dozmine Jesu Christe is adapted in lyri-
cal, alternatively arioso and recitative dialogue be-
tween solo soprano and violin. The dramatic text
of psalm 35 in Judica Domine, in which God calls
for help in his battle with the enemy was also
transferred to the musical “battle” of two sopra-
nos with violin and cornett. We can see that Capri-
cornus still refrained from making any stylistic
distinctions between the voice and instrumental
mediums. The instrumental accompaniment bor-
rows the motifs of voice parts or anticipates
them and sometimes only complements them in
harmony. On the contrary, the instrumental ele-
ment penetrates in the voice medium and affects
the structure of the melodics comprised of mo-
tifs of an instrumental nature. In Judica Domine
this relationship between voice and instrument is
used in favor of “emphasis verborum” specifi-
cally: inner anxiety and the call to fight the enemy
are expressed not only by traditional successive
contrasts, but also by the simultaneous counter-
position of the static recitative of voice parts and
the descendent figuration of violins and cornett
and the subsequent exchange of these roles.”
Judica Domine does not only show that Capricor-
nus preferred polyphonic-imitation techniques to
homophone-chordal ones, but longer homo-
rhythmic chordal passages and duets in thirds.
Although for Capricornus they also became a
means for achieving contrast between individual
music units, they are used relatively rarely. Only
Venite ad me, the entire first verse of which is set
to music in a long, homophonic and chordal pas-
sage (bars 1-65), is the exception. His inclination
toward polyphonic thinking which Capricornus

33 CAPRICORNUS 1979, bars 81-91, pp. 43-45.
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kontrastne koncipovanych usekov v zavislosti od
dizky textu, ale vidno tu uz snahu o obmedzenie
jeho prili§ castej segmentacie, pocet sekcif sa
zmensuje, hranice medzi nimi su uzavreté,
k comu dopomaha aj vsuvanie instrumental-
nych medzihier (sonat) a ich vnitorna dizka na-
rasta. I ked’ v ziadnom z motet Capricornus
nevyuzil pravidelné repetujice pasize na spo-
sob ritornelov, v niektorych sa ale objavuji na-
vraty vacsich celkov (v Dowmine Jesu Christe na slova
,»a nasyt’ moju dusu, aby nikdy netrpela smidom
a hladom,* takty 123 — 155), pravdepodobne kvoli
zdoOrazneniu textu s vyznamovou pointou.

Obe skladby, ktoré su uvedené v tomto
zvizku, patria obsahom textu k eucharistickym
motetam a aj po stranke prace s textom a hudobne;j
stavbe vykazuju isté podobné Crty. Benignissime Jesu
pre dva soprany a basso continuo je najuspornej-
sie koncipovanou skladbou zbierky a spolu s Ius-
torum animae je jedinou, kde su Tudské hlasy
sprevadzané iba bassom continuom. Zhudobnuje
kratky, parafrazovany text modlitby pred prijima-
nim (Matds, 8: 8, resp. Lukas, 7: 6-7) v lyrickej kan-
tabilnej melodike piesniového typu, ozvlastnenej
harmoniou s asymetricky umiestnenymi priet’ahmi
(takty 5 — 10). Organizacia motivov s ich selektiv-
nou repeticiou v schéme A (takty 1 —5) B (5 -10)
C (10-16) B (16 - 20) C (21 —26) II D (27 - 29)
E (30 - 50) D (51 - 53) E (54 — 80) vytvara dva
vacsie diely, ktoré zodpovedaju dvom vyznamo-
vym rovinam a emoéciam textu (pokora — viera).
Jednoduchost'ou melodiky v sylabickom style,
dvojdielnou formou, pravidelnost'ou a symetriou
predstavuje pre Opus musicum netypicky pripad
stavby a celkovej koncepcie diela, inspirovany prav-
depodobne nemeckou generalnobasovou piesnou.

O venerabile Sacramentum je prikladom zhudob-
nenia textu, ktory vznikol centonizaciou z viace-
rych textovych zdrojov. Capricornus sa mozno
nechal inspirovat’ motetom rimskeho skladatel’a
Stefana Fabriho (okolo 1606 — 1658),* ktoré pu-

#* Argia BERTINI — Noel O’REGAN: Fabri, Stefano.
In: The New Grove Dictionary of Music and Musicians. Vol.
8. Second Edition. Oxford University Press, 2001,
493.

did not abandon even later, shows perhaps the
most obvious connection to German musical tra-
dition with a composer who stated that represen-
tatives of period Italian music (G. Valentini,
A. Bertali, G. Carissimi) were his artistic paragons.
In terms of form, the majority of motets
from his Bratislava period are of a transitional type
based on the early multisectional model, but inclin-
ing toward greater independance of the sections.
Although it consists of a sequel of several units
outlined in contrast depending on the length of
text, we can already see the striving for the limita-
tion of his too frequent segmentation; the number
of units is smaller and smaller and the limits be-
tween them are closed up; this is also supported
by the insertion of instrumental interludes
(sonatas) and the growth of their internal length.
Although Capricornus did not regularly use repet-
itive passages in the manner of ritornellos in any
of his motets, in some of them we can see the re-
turn of larger wholes (in Dowmine Jesu Christe using
the words “and feed my soul so it will never be
thirsty or hungry,” bars 123—155), most probably
for emphasizing a text with a meaningful point.
Both compositions presented in this collec-
tion which can be classified in terms of the con-
tent of texts as Eucharist motets and from the
aspect of work with a text and music structure,
show certain similar features. Benignissime Jesu for
two sopranos and basso continuo is the most
economically designed composition and along
with Tustorum animae, it is the only one where
human voices are only accompanied by basso
continuo. It sets to music the short paraphrased
text of the prayer before Communion (Matthew,
8: 8 or Lucas, 7: 6-7) in a lyrical, singable melodics
of song type, which is made special by the har-
mony with asymmetrically placed suspensions
(bars 5-10). The organization of motifs along
with their selective repetition in the scheme A(1-
5) B (5-10) C (10-16) B (16-20) C (21-26) 11 D
(27-29) E (30-50) D (51-53) E (54-80) constitutes
two larger parts corresponding with the two se-
mantic levels and emotions of the text (humility —

faith). In its simplicity in syllabic style, two-part
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blikovali Antonio a Giovanni Poggioli roku 1647
vo vyssie spominanych antolégiach a o ktoré Ca-
pricornus prejavil taky eminentny zaujem. Text
Capricornovej a Fabriho verzie je sice velmi po-
dobny, ale nie totozny. V oboch pripadoch je
hlavnym zdrojom centonizacie text stredoveke;j
antifony O sacrum Convivinm,” ktora sa pripisovala
filozofovi Tomasovi Akvinskému, ale autoti
oboch verzif parafrazovali aj vers sekvencie Lauda
Sion (,,Angelorum panis vivus®), spajanej s tym
istym stredovekym filozofom a pravdepodobne
pouzili aj d’alSie dobové nabozenské textové
zdroje. Pre porovnanie tu uvadzame vsetky tri
texty:

O sacrum Convivium antiféna / antiphon

O sacrum Convivium!

in quo Christus sumitur:

recolitur memoria passionis eius:

mens impletur gratia:

et futurae gloriae nobis pignus datur
Alleluia.

O venerabile Sacramentum, Capricornova
textova verzia / Capricornus’s text version
O venerabile Sacramentum,

Angelorum panis vivus,

O venerabile Sacramentum,

vera salus errantinm

& amantis animae refectio Sancta.

O admirabile commercium,
0 species sacratissimae.
Convivium beatissimun!

In quo mens impletur gratia

& future gloriae, nobis pignus datur.

Convivium beatissimum!

» Antifona sa spievala pocas ve$perov na sviatok Bo-
zieho tela.

form, regularity and symmetry, it represents a non-
typical case of structure and overall concept which
was probably inspired by a German continuo song;

O venerabile Sacramentum is an example of set-
ting a text to music which was created by centoniza-
tion from several text sources. Capricornus per-
haps was inspired by the motet of Stefano Fabri, a
Roman composer (ca. 1606-1658),** which was
published by Antonio and Giovanni Poggiolis in
1647 in the aforementioned anthologies and which
Capricornus was keenly interest in. However, the
texts in Capricornus’s and Fabri’s versions are
similar, but not identical. In both cases the main
source for centonization was the text of the me-
dieval antiphon O sacrum Convivium,™ attributed
to philosopher Thomas Aquinas, but in which
both authors paraphrased the verse of the se-
quence Lauda Sion (“Angelorum panis vivus”), at-
tributed to the same medieval philosopher; they
probably also used other period religious text sout-

ces. We present here all three texts for comparison:

O venerabile Sacramentum, Fabriho textova
verzia / Fabri’s text version
O venerabile Sacramentum,

Angelorum panis vivus,

vera salus errantium

et amantis animae refectio sancta.

O admirabile comercium,

O sacrum Convivium

o species sacratissimae.

in quo Christus sumitur:

Convivium Beatissimum,

recolitur memoria passionis eius:

in quo mens impletur gratia,

mens impletur gratia:

in quo nobis gloriae verum pignus datur.

et futurae gloriae nobis pignus datur.

Alleluia.

4 Argia BERTINI — Noel O’REGAN: Fabri, Ste-
tano. In: The New Grove Dictionary of Music and Musi-

cians. Vol. 8. Second Edition. Oxford University Press,
2001, 493.

* Antiphon was sung during vespers on Corpus
Christi Feast.
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Zatial’ ¢o Fabri zvolil pre hudobné spracova-
nie tohto textu vokalny pit’hlas v rozsahu miesa-
ného zboru s posilnenou sopranovou polohou,
Capricornus pracoval s duetom dvoch hlasov
v pomerne zriedkavej altovej polohe. K nim pri-
dal obligatnu dvojicu cinkov v moznej alteracii
husli. Oproti Fabriho zhudobneniu s reminiscen-
ciami na stars§i motetovy $tyl je Capricornovo rie-
senie modernejsie, s vyraznejsim vyuzitim technik
koncertantné¢ho s$tylu. Koncepcia moteta vycha-
dza z dialégu medzi altovym duetom a hudob-
nymi nastrojmi, ktorych party nie sa Stylisticky
odliSené od T'udskych hlasov a vyuzivaji rovnaky
motivicky material. Striedavé uvadzanie motivov
v hlasoch a nastrojoch v protipostaveni, imitacii
alebo v paralelnych terciach vedie k splynutiu
vsetkych hlasov do komplementarnej polyfonic-
kej sadzby. Na rozdiel od Fabriho, ktory miestami
ozdobil hlasy o koloraturne passaggi, Capricornova
melodicka linia je $tylove cista, v sylabickom $tyle
bez virtuéznych koloratur, dramatickych zlomov
a napadnych rytmickych vyboceni. Je prikladom
aridézneho typu recitativu uplatnovaného v cirkev-
nej hudbe, pre ktory Marco Scacchi zaviedol ter-
min recitativo imbastardito, odlisujuc ho tym od
operného, dramatického recitativu.’”® Podobne
ako Fabri aj Capricornus zaverecné dva verse
s vyznamovou pointou zhudobnil v trojdobom
metre v sulade s dobovou konvenciou pozitivau
emociu (mysel naplnena milost’ou a prisl'ub bu-
ducej slavy) vyjdarit’ tanecnym rytmom. V zavere
sa v§ak vyhol konvencnejsiemu rieseniu, v ktorom
skladatelia kon¢ili kompoziciu vo vol'nom kon-
trapunkte spracovanou kédou na slovo Alleluja,
ako to vidno aj u Fabriho. Namiesto toho pouzil
repeticiu motivu zvolania ,,convivium beatis-
sium,” ¢im jednak zdoraznil ideovy zmysel a li-

turgické zameranie celej skladby a zaroven jej dal

36 Aleksandra PATALAS: Italian Models and Local
Inflections in Sacred Music in the Polish-Lithuanian
Commonwealth: the Case of Marco Scacchi’s “mo-
tetta juxta usum modernum.” In: The Reception of the
Italian Small-Scale Motet in Central Europe. Musicologica Is-
tropolitana X111 (2017). Ed. Jana Kalinayova-Bartova.

Bratislava: Stimul, 2017, s. 127.

While Fabri used 5 human voices in a range
of mixed choir with a reinforced soprano for set-
ting this text to music, Capricornus worked with
a two-voice duet in the relatively rarely used range
of alto. He added the obligatory duo of cornetts
in a possible alteration of violins. Capricornus
employed a more modern setting to music with
the distinct use of concertato style techniques in
comparison twith Fabri’s setting to music with
traces of older motet style. The motet concept is
based on a dialogue between the alto duet and
musical instruments, parts of which are not sty-
listically distinguished from human voices and
use the same motif material. The alternative pres-
entation of motifs in voice parts and instruments
in a counter-position, in imitation or in parallel
thirds leads to the merging of all of the voices in
a complementary polyphonic setting, As opposed
to Fabri, who in certain places decorated the
voice parts with coloratura passaggs, Capricornus’s
melodic line is stylisticaly pure, in a syllabic style
free of virtuoso coloraturas, without dramatic
breaks and distinctive rhythmic excesses. It is an
example of the arioso recitative applied to sacred
music, for which Marco Scacchi introduced the
term recitativo imbastardito, to distinguish it from
opera, dramatic recitative.”® Fabti and Capricornus
set the final two verses with a semantic point to
music in triple meter in compliance with the pe-
riod convention to express the positive emotion
(a mind filled with mercy and the promise of fu-
ture glory) with a dance rhythm. However, Capri-
cornus avoided the more conventional solution
in which composers usually ended their compo-
sitions in a free counterpoint elaborated coda on
the word Alleluja, as we can also see with Fabri.
Instead, he used a repetition of the motif of the

exclamation “convivium beatissium,” by which

%6 Aleksandra PATALAS: Italian Models and Local
Inflections in Sacred Music in the Polish-Lithuanian
Commonwealth: the Case of Marco Scacchi’s “mo-
tetta juxta usum modernum.” In: The Reception of the
Italian Small-Scale Motet in Central Eunrope. Musicologica Is-
tropolitana X111 (2017). Ed. Jana Kalinayova-Bartova.

Bratislava: Stimul, 2017, p. 127.
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z hudobného hl'adiska pevnejsi formalny ramec.
Déstojnost’ a iluziu vel'koleposti Fabriho spraco-
vania nahradil lyricky, intimny a viac osobny
vyraz, ktory prevlada vo vsetkych Capricornovych
malych duchovnych koncertoch zo zbierky Opus

TRUSICUIL.

Dobové rozsirenie malych duchovnych kon-
certov zo zbierky Opus musicum podla su-
¢asného stavu zachovanych pramenov

Capricornova rozsiahla hudobna tvorba sa uz
pocas jeho kratkeho Zivota rozsirila na chory
evanjelickych ale aj katolickych kostolov, no
ani po smrti skladatel'a zaujem o jeho dielo ne-
utichal, o com svedd¢i aj viacero post hume vyda-
nych zbierok, ktorych publikovanie inicioval
zatial presne nezisteny iniciator(i).”” Mnoho
exemplarov tlacou vydanych zbierok Samuela Ca-
pricorna a odpisov jeho skladieb, ktoré uvadzaja
dobové inventarne zoznamy hudobnin, sa vsak
dodnes nezachovalo. Komplexny tematicky kata-
16g Capricornovho diela stile chyba,* ale z dote-
raz zistenych informacii vidno, Ze dobova
distribucia zbierky Opus musicum bola pomerne $i-
roka, jej exemplare sa nachadzaji vo viacerych do
sucasnosti zachovanych velkych kolekciach hu-

dobnin, aj ako samostatné exemplire.” Dalsie

7 Zatial’ mozno len $pekulovat’ o viacerych posta-
vach. Najcastejsie sa spomina Capricornov syn, ale ten
bol prilis mlady na to, aby bol ekonomicky schopny
realizovat’ takuto iniciativu. Skor to mohol byt’ Capri-
cornov $vagor Paul Kellner, neskorsi hudobnik a ka-
pelnik v Ansbachu, pripadne Carl Rayger (1641 —
1707), syn bratislavského lekara a Capricornov ziak,
ktory sa stal dvornym lekdrom cisara Leopolda I.
(BLAICH 2010, s. 15), alebo aj pravnik Nikolaus Miil-
ler, dvorny radca a neskor riaditel cirkevnej rady
v Stuttgarte (BLAICH 2010, s. 21), ktory angazoval
Capricorna pre posobenie na dvore v Stuttgarte a pri
icho pohrebe predniesol svoju smutoénd kazeit. Dal-
sie hypotézy predlozil NEWTON 2004, s. 26 — 27.

* Druhy zvizok dizertaénej prace Doris Blaich obsahuje
nekompletny tematicky katalog Capricornovho diela.
¥ Kroméfizska zbierka hudobnin (pozti Jifi SEH-
NAL — Jittenka PESKOV A: Caroli de Liechtenstein-Cas-
telcorno episcopi Olomucensis operum artis musicae collectio
Cremsirii reservata. Pars prima et seconda. (= Catalogus
artis musicae in Bohemia et Moravia cultae — Artis

he emphasized the ideological meaning and litur-
gical orientation of the entire composition while
setting it in a firmer formal music framework.
The dignity and illusion of magnificence in Fabri’s
version was replaced with a lyrical, intimate and
more personal expression which prevailed in all
of Capricornus’ small-scale sacred concertos

trom the Opus nrusicum collection.

Period Dissemination of Small-scale Sacred
Concertos from the Opus Musicum Collec-
tion according to Existing Preserved Sources
Capricornus’s extensive body of music was dis-
seminated to choirs of Lutheran as well as
Catholic churches in the course of his short life,
and the interest in his work did not fade after his
death; the several posthumously published col-
lections are proof of that. These publications
were initiated by yet to be identified initiator(s).”’
Many copies of Capricornus’s printed collections
and transcriptions of his compositions, presented
by period music inventories, were not preserved.
A comprehensive catalogue of his work is still
missing,” but from the existing information we
can see that the period distribution of the Opus
musicum collection was relatively broad, as copies
can be found in several great collections of music

as well as separately.”” Other not preserved copies

7 'To date, we can only speculate about several figures.
Capricornus’s son is mentioned most frequently, but
he was too young to be economically able to carry out
such initiative. Greater probability points to Capricot-
nus’s brother-in-law Paul Kellner, a musician and ka-
pellmeister in Ansbach, or Carl Rayger (1641-1707),
the son of a Bratislava physician and Capricornus’s
student who became the court physician of emperor
Leopold I (BLAICH 2010, p. 15), or lawyer Nikolaus
Miiller, a court counselor and later director of the
church council in Stuttgart (BLAICH 2010, p. 21),
who gave Capricornus the idea to work at the court
in Stuttgart and who gave the eulogy at his funeral.
Other hypotheses were submitted by NEWTON
2004, pp. 26-27.

* The second volume of Doris Blaich’s doctoral thesis
included an incomplete catalogue of Capricornus’s work.
¥ Krométiz music collection (see Jiff SEHNAL — Ji-
ttenka PESKOVA: Caroli de Liechtenstein-Castelcorno
episcopi Olommcensis operum artis musicae collectio Cremsirii
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nezachované exemplare st dokumentované v do-
bovych inventaroch hudobnin, ako napriklad v in-
ventaroch z evanjelickych farskych kostolov
v Bratislave a v Presove."! Do Presova sa exem-
plar zbierky dostal darom od Matthiasa Zimmer-
manna, ktory v meste posobil ako diakon
v rokoch 1653 — 1656.* Je mozné, ze prave tento
exemplar slazil ako zdroj pre odpisy, ktoré sa za-
chovali v ramci Bardejovskes a Levolske 3bierky hu-
dobnin. N Bardejovskej zbierke hudobnin sa popri
niekolkych d'alsich skladbach Capricorna pre
maly pocet hlasov nachadzaju odpisy dvoch
motet zo zbierky Opus musicunz: O venerabile Sacra-
mentum (Ms. Mus. Bartfa 4/[33]) a Venite ad me
(Ms. Mus. Bartfa 19/ [175]).* Neznameho notitora
levo¢ského rukopisu 51 A zaujali v zbierke Opus
musicum 1ba skladby pre vicsie obsadenie — zapi-
sané su takmer vsetky, s vynimkou prvej omse
(& 2 = 14).% Dalsi rukopis zachovany v Levocske]
zbierke (13.982, 52 — 53 A, stara sign. ) vSak ob-

sahuje, podobne ako vyssie uvedené rukopisy

musicae antiquioris catalogorum series 5), Praha:
Narodni knihovna — Editio Supraphon, 1998, ¢. 1161;
Dubenova zbierka hudobnin (Maria SCHILDT:
Printed  music  in  the Diiben  Collection. |online]
<http://www2.musik. uu.se/duben/Printed_Music.
pdf> [cit. 21.12.2017]. Do zbierky hudobnin vro-
clavského zberatel'a Daniela Sartoria sa ale nedostala,
pravdepodobne preto, ze Sartorius sa sustred’ oval na
talianske hudobné tla¢e (pozri JEZ 2017). Dalsie
exemplare zbierky Opus musicum uvadzaja RISM kata-
légy (RISM A/1/2 C 928, RISM A/1/11 CC 928).

“ Tvana KORBACKOVA: Inventirny zoznam hu-
dobnin a hudobnych nastrojov evanjelického kostola
v Bratislave z roku 1657 a Jana KALINAYOVA:
Inventarny zoznam hudobnin a hudobnych nédstrojov
z nového evanjelického kostola v Bratislave z roku
1718. In: Kalinayova a kolektiv autorov 1994, s. 52,
¢. 16 as. 161, ¢. 23.

4 Pozri Jana PETOCZOV A: Katal6g hudobnin evan-
jelického farského kostola v Presove z roku 1661. In:
Jana Kalinayova a kolektiv autorov 1994, s. 68, ¢. 3.
# Tamze.

 MURANYT 1991, s. 28 — 29, 102.

“ Marta HULKOVA: Rukopisné hlasové zosity Levoc-
skej zbierky hudobnin (17. storocie). In: Skwvenskd budba
21/2 (1995), s. 209. Druhd omsa je nekompletna.

are documented in period inventories of music,
including the inventories of the Evangelical
churches in Bratislava*’ and Presov*! The copy of
this collection in PreSov was a gift from Matthias
Zimmermann, who worked in this town as dea-
con from 1653 to 1656.* It is possible that this
copy also served as a source for transcriptions
preserved in the Bardejov and Levola music collections.
The Bardejov music collection along with several
other small-scale motets by Capricornus also in-
cludes the transcriptions of two motets from the
Opus musicum collection: O venerabile Sacramentum
(Ms. Mus. Bértfa 4/[33]) and Venite ad me (Ms.
Mus. Bartfa 19/[175]).* The notator of Levoca
manuscript 51 A was only interested in the Opus
musicun collection for its compositions for larger
instrumentation — almost all of them were
recorded, except for the first mass (No. 2-14).*
Another manuscript was preserved in this collec-
tion (13.982, 52-53 A), however, similar to the

reservata. Pars prima et seconda. (= Catalogus artis mu-
sicae in Bohemia et Moravia cultae — Artis musicae
antiquioris catalogorum series 5), Praha: Narodnf kni-
hovna — Editio Supraphon, 1998, no. 1161; Diben
music collection (Maria SCHILDT: Printed music in the
Diiben Collection. [online] <http://www2.musik. uu.se
/duben/Printed_Music. pdf> [cit. December 21,
2017]. However, the print misses in the collection of
collector Daniel Sartorius in Wroctaw, probably be-
cause of his special interess in Italian music (see JEZ
2017). Another preserved copies of Opus musicum are
listed in RISM catalogues (RISM A/1/2 C 928, RISM
A/1/11 CC 928).

“ Tvana KORBACKOVA: Inventarverzeichnis der
Musikalien und Musikinstrumente der Evangelischen
Kirche in Bratislava aus dem Jahre 1657 and Jana KA-
LINAYOVA: Inventarverzeichnis der Musikalien und
Musikinstrumente der neuen Evangelischen Kirche in
Bratislava aus dem Jahre 1718. In: Kalinayova und Au-
torenkollektiv 1995, p. 58, no. 16 and p. 169, no. 23.

4 See Jana PETOCZOVA: Katalog der Musikalien
der Pfarkirche in Presov aus dem Jahre 1661. In: Ka-
linayova und Autorenkollektiv 1995, p. 75, no. 3.

2 Tbidem.
 MURANYT 1991, pp. 28-29, p. 102.

“ Marta HULKOVA: Rukopisné hlasové zosity Le-
vocskej zbierky hudobnin (17. storocie). In: Slvenskd
hudba 21/2 (1995), p. 209. The second mass is incom-
plete.
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z Bardejova, aj zapisy inych Capricornovych ma-
Iych duchovnych koncertov, ktoré boli publiko-
vané bud’ neskor, alebo neboli vobec publikované.
V takom pripade moze ist’ o unikatne diela, ktoré
mohli vzniknat’ este pocas Capricornovho bra-
tislavského posobenia a vdaka kontaktom evan-
jelickych cirkevnych obci sa dostali zo zapadného
na vychodné tuzemia dne$ného Slovenska.®
V neskorsom obdobi, vi¢sinou az po smrti skla-
datela, vznikli d’alsie odpisy. V zbierke hudobnin
kniezat’a arcibiskupa Karla Lichtensteina-Castel-
corna v Kroméfizi sa zachoval zapis moteta O ve-
nerabile Sacramentum (vznikol okolo roku 1665),
ktory je zaujimavy tym, Zze okrem odpisu partov
z tlaceného originalu je k nim pridany aj part pre

4 Notatorom bol

basovu violu alebo pozaunu.
Pavel Jozef Vejvanovsky. Priebeh tohto partu
nielen zdvojuje part generalneho basu, ale mies-
tami nadobuda od neho aj vicsiu nezavislost’.
V hudobnej zbierke Georga Osterreicha a Hein-
richa Bokemeyera sa zachoval d’al§i pramen so
zapisom dvadsiatich piatich duchovnych koncer-
tov Samuela Capricorna, zapisanych roznymi pi-
sateI'mi v rokoch 1692 — 1702. Medzi zapisanymi
skladbami sa nachadzaju aj tri duchovné koncerty
z Opus musicunr: O venerabile S acramentum, Venite ad
me, Exandi me Domine)."” Najviac zapisov skladieb
z Opus musicum vak obsahuje Dibenova zbierka
hudobnin. Jej tvorca, organista a kapelnik §véd-
skej kralovskej kapely Gustav Diiben (1628 —
1690) prejavil o Capricornovo dielo koncentro-
vany zaujem.*® Z Opus musicum on sam alebo
s pomocnikmi prepisal do podoby pattov a/alebo
tabulatirnej partitary vsetky malé duchovné kon-

certy, s vynimkou O venerabile Sacramentum.

4% KALINANYOVA-BARTOVA 2017, s. 179.
4 SEHNAL — PESKOVA 1998, ¢. 1052.

#7 Staatsbibliothek zu Berlin — PreuBischer Kulturbe-
sitz, Musikabteilung, Mus.ms. 2980, RISM 1D no.:
452004004.
* The Diiben Collection Database Catalogue, [online]
<http:/ /www2.musik.uu.se/duben/Duben.php>[cit.
15.1.2018].

aforementioned manuscripts of Bardejov, it also
contains the transcripts of other small-scale sa-
cred concertos by Capricornus, which were pub-
lished either later or not at all. They could be
unique works which were composed when Capri-
cornus was still in Bratislava, and thanks to the
contacts between Lutheran communities they
traveled from the west to the east regions of Slo-
vakia.* Other transcriptions originated later,
mostly after the composer’s death. The music col-
lection of Prince Archbishop Catl of Lichtenstein-
Castelcorno in Kroméfiz contains a transcription
of the motet O venerabile Sacramentum (created ca.
1665), which is interesting due to the fact that in
addition to the transcription of parts from the
printed original, the part of bass viola or trom-
bone is added.*® Pavel Josef Vejvanovsky was the
writer of this transcription. The bass viola part
not only doubles the part od basso continuo, but
sometimes it acquires more independent course.
Another source with 25 sacred concertos of
Samuel Capricornus entered by various writers
from 1692 to 1702 was preserved in the music
collection of Georg Osterreich and Heinrich
Bokemeyer."” Among other music, there are three
compositions from Opus musicunr: O venerabile
Sacramentum, Venite ad me, Exaudi me Domine), but
the greatest number of recordings was preserved
within Diiben’s music collection. Gustav Ditben
(1628-1690), its founder, the organ player and
Kapellmeister of the Swedish royal chapel,
showed intense interest in Capricornus’s work.*
He and others transcribed all of the small-scale
sacred concertos in parts and/or tablature in-

tavolations except for O wvenerabile Sacramentum.

“ KALINANYOVA-BARTOVA 2017, p. 179.

“ SEHNAL — PESKOVA 1998, no. 1052.

47 Staatsbibliothek zu Betlin — PreuBischer Kulturbe-
sitz, Musikabteilung, Mus.ms. 2980, RISM ID no.:
452004004.

* The Diben Collection Database Catalogue, [online]
<http://www2.musik.uu.se/duben/Duben.php>|cit.
January 15, 2018].
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V sacasnosti zaujem o hudobné dielo Sa-
muela Capricorna preziva renesanciu a v posled-
nych dvoch desat’rociach neustale vzrasta tak
medzi hudobnymi historikmi, ako aj medzi inter-
pretmi starej hudby. Napriek tomu je v jeho
tvorbe este stale ¢o objavovat’ a Studovat’. K tomu

ma posluzit’ aj tato edicia.

Interest in the musical oeuvre of Samuel
Capricornus is experiencing a revival and has
been continually growing among music historians
as well as interpreters of early music in the past
two decades. In spite of this, there is still much
to be discovered and studied in his work. This
edition is an attempt to contribute to this re-

search.
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Opis pramenov

Zbierka Opus musicum vysla roku 1655 v tlaciarni
Christopha Gerharda v Norimbergu. Celé znenie

titulného listu je nasledovné:

[part] / OPUS / MUSICUM, /ab 1. 2. 3. 4. 5. 6.
7. 8. Vocibus concertantibus, & variis Instru- | mentis,
adjuncto Choro pleniori, sive, ut vocant, | in Ripieno, con-
cinnatum | ET / TVIRO NOBILISSIMO AMPLIS-
SIMO |/ AC PRUDENTISSIMO / DN.
ANDREAE SEGNERO, / Lib. Regiaeque Reipubl.
Posoniensis Consulari | gravissimo, &¢. | DEDICA-
TUM / a | SAMUELE CAPRICORNO, / Mu-
sicae  ibid.  Ad SS.  Trinit  Directore. /
NORIMBERGAE, / TYPIS CHRISTOPHORI
GERHARDI, / SUMPTIBUS AUTHORIS. /
Anno M. DC. LI/,

Tlac pozostava z dvadsiatich hlasovych zositov

kvartového formatu:

CANTO PRIMO IN CONCERTO
CANTO SECUNDO IN CONCERTO
ALTO PRIMO IN CONCERTO

ALTO SECUNDO IN CONCERTO
TENORE PRIMO IN CONCERTO
TENORE SECUNDO IN CONCERTO
BASSO PRIMO IN CONCERTO
BASSO SECUNDO IN CONCERTO

CANTO PRIMO IN RIPIENO
CANTO SECUNDO IN RIPIENO
ALTO PRIMO IN RIPIENO
TENORE PRIMO IN RIPIENO
TENORE SECUNDO IN RIPIENO
ALTO & BASSO Secundo, IN RIPIENO
BASSO PRIMO IN RIPIENO

VIOLLINO PRIMO

VIOLINO SECUNDO

CORNETTO ET CILARINO PRIMO
CORNETTO ET CILARINO SECUNDO
Organo

Description of Sources

The Opus musicum collection was published in
1655 in the printing house of Christoph Gerhard
in Nuremberg, The full text on the title page reads:

[part] / OPUS / MUSICUM, /ab 1. 2. 3. 4. 5. 6.
7. 8. Vocibus concertantibus, & variis Instru- | mentss,
adjuncto Choro pleniori, sive, ut vocant, | in Ripieno, con-
cnnatum | ET / 77IRO NOBILISSIMO AMPILIS-
SIMO |/ AC PRUDENTISSIMO / DN.
ANDREAE SEGNERO, / Lib. Regiaeque Reipubl.
Posoniensis Consulari | gravissimo, &. | DEDICA-
TUM / a | SAMUELE CAPRICORNO, / Mu-
sicae  ibid.  Ad SS. Trinit.  Directore. /]
NORIMBERGAE, / TYPLS CHRISTOPHORI
GERHARDI, / SUMPTIBUS AUTHORIS. /
Amno M. DC. LV,

The print comprises twenty part-books in quarto

format:

CANTO PRIMO IN CONCERTO
CANTO SECUNDO IN CONCERTO
ALTO PRIMO IN CONCERTO

ALTO SECUNDO IN CONCERTO
TENORE PRIMO IN CONCERTO
TENORE SECUNDO IN CONCERTO
BASSO PRIMO IN CONCERTO
BASSO SECUNDO IN CONCERTO

CANTO PRIMO IN RIPIENO
CANTO SECUNDO IN RIPIENO
ALTO PRIMO IN RIPIENO

TENORE PRIMO IN RIPIENO
TENORE SECUNDO IN RIPIENO
ALTO & BASSO Secundo, IN RIPIENO
BASSO PRIMO IN RIPIENO

VIOLINO PRIMO

VIOLINO SECUNDO

CORNETTO ET CILARINO PRIMO
CORNETTO ET CILARINO SECUNDO
Organo
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Obrazok 3a — d / Figure 3a—d:
Ukazky tlace zbierky Samuela Capricorna Opus nusicun, 1655. /
Examples of the sheet music print from Samuel Capricornus’s Opus nusicum collection, 1655.



Hlasy st uvedené na titulnom liste kazdého
hlasového zosita v talianskom jazyku a takéto oz-
nacenie hlasov sa dodrziava aj vo vnutri hlasovych
zositov. Niektoré hlasové zoSity obsahuju okrem
partov uvedenych na titulnych listoch aj party pre
iné interpreta¢né médium v rovnakej aj odlisnej
hlasovej polohe, aby sa tym obmedzil celkovy
pocet hlasovych zositov, preto sa v niektorych zo-
sitoch pouzivaju rozne kl'ice. V hlasovom zoSite
pre Canto Primo in Concerto sa nachadza aj part pre
Viola Prima, v hlasovom zosite pre Canto Secundo
in Concerto party pre Trombon Primo a Viola Secunda,
v Alto Secundo in Concerto st party pre Trombon
Primo, Trombon Secundo a Canto Terzo, v hlasovom
zosite Tenore Secundo in Concerto je part pre Trombon
Secundo, v hlasovom zosite Basso Secundo in Concerto
je part pre Trombon Terzo, v hlasovom zosite |7olino
Primo sa nachadzaja aj party pre 17ola Prima, Fagot
Prinzo a Cornetto Primo, v hlasovom zosite pre |7olino
Secundo sa nachadzaja aj party pre 17ola Secunda, Fagot
Secundo a Cornetto Secundo, v hlasovom zosite pre Cor-
netto et Clarino primo 0 party pre Viola Terza a Alto
Secundo in Ripieno, v hlasovom zosite pre Cornetto et
Clarino secundo 4 party pre Vol Terza a 1iola Quarta.

V tlaci sa miestami nachadzaja aj dynamické
(piano, forte alebo skratene p., f)) a tempové ozna-
cenia (adagio, allegro, presto). Instrumentalne Gvody
a medzihry st oznacené ako Sonata.

Nototla¢ je realizovana pohyblivymi typmi
s neskorou bielou menzuralnou notaciou (obr. 3a —
d). Ide o monotypicku tla¢ bez tramcov. Miestami
sa objavuje kolorovanie n6t bez dopadu na zmenu
ich rytmickej hodnoty. Deliace ¢iary su zyvcajne za-
vedené, a to podla prislusnej proporcie. Vokalne
party v sopranovej, altovej a tenorovej polohe st
notované v c-kI'd¢och, v basovej sa pouziva f-kI'ac,
party pre husle, cinky a klariny st notované v g-
kl'aci, party pre violy v c-kl'dcoch, party pre po-
zauny v c-kI'dc¢och a v f-kI'aci.

Posuvky st vyznacené starou formou leza-
tého krizika a bé. Oba znaky sluzia nickedy aj ako
odrazky. V cislovanom base je indikovana velka
tercia (pripadne sexta) krizikom a mala tercia (pri-
padne sexta) bé bez ohl'adu na to, ¢i ide o vybo-

cenie zo zakladnej toniny alebo nie.

The parts are listed in Italian on the the title
page of each part-book, and the same language
is used inside the individual part-books. Some
part-books contain the parts listed on title pages
as well as the parts for other performance me-
dium in same or different voice range, because
of the limitation of the entire number of the
part-books. For this reason different clefs are
used in some part-books. The Canto Primo in Con-
certo part-book also contains the part for the [7o/a
Prima, the Canto Secundo in Concerto part-book also
contains the part for the Trombon Primo and the
Viola Secunda, in the Alto Secundo in Concerto part-
books are also the parts for the Trombon Primo,
Trombon Secundo and Canto Terzo, the Tenore Secundo
in Concerto part-book also contains the part for
theTrombon Secundo, in the Basso Secundo in Concerto
part-books is also the part for the Trombon Terzo,
in the Violino Primo part-book are also the parts
tor the iola Prima, Fagot Primo and Cornetto Primo,
v hlasovom zosite pre 17olino Secundo sa nacha-
dzaja aj party pre Viola Secunda, Fagot Secundo
a Cornetto Secundo, the Cornetto et Clarino Primo parts
tor the 170la Terza and Alto Secundo in Ripieno, and
the Cornetto et Clarino Secundo parts contains also
the parts for the [7ola Terza and Viola Quarta.

Occasionally, the print also contains dynamic
signs (piano, forte or in abbreviation as p,, f.) as well
as tempo commands (adagio, allegro, presto). The in-
terludes are marked as Sonata.

The Opus musicum collection was printed in late
white mensural notation with the moveable bea-
mless monotypes (fig. 3a—d). Occasionally the co-
louring of notes is employed without having an
effect on their rhythmic values. Batlines are usually
used according to a particular proportion. Vocal
parts in soprano, alto and tenor range are notated
in the C clefs; vocal parts in bass range use the bass
clef; the parts for violines, cornetts and clarinis are
notated in treble clefs; the parts for violas use
C clefs; and the parts for trombones use C clefs or
bass clef.

Alterations are marked by an old form of ho-
rizontally positioned sharps and flats, that in

some places, function as naturals. In the figured
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V notach sa miestami nachadzaju artikulacné
znaky (obluky pre legato alebo ligataru).

Text je vo vokalnych partoch uvedeny zvy-
cajne v ortograficky dobovej podobe latinciny
a pri opakovan{ jednotlivych slov alebo slovnych
spojeni sa znaéi opakovacou znackou :/: .

Zbierka Opus musicum sa dodnes zachovala
v relativne velkom pocte kompletnych a nekom-
pletnych exemplarov. RISM katal6gy samostat-
nych tlaci* ich uvadzaju spolu devit, d’alsie dva
kompletné exemplare, ktoré v RISM katal6goch
nie su evidované, sa nachadzaju medzi hudob-
nymi tla¢ami zbierky hudobnin olomouckého ar-
cibiskupa Katla Lichtensteina-Castelcorna® a me-
dzi hudobnymi tlacami zbierky byvalej Pruske;j
statnej kniznice v Berline, ktord sa v sucasnosti
nachadza v Jagellonskej kniznici v Krakove.”!

Dve skladby, publikované v tejto edicii — Be-
nignissime Jesu a O venerabile Sacramentum — sa okrem
tlacenej verzie zachovali aj vo viacerych rukopis-
nych zapisoch.

Benignissime Jesu sa v tlacenej verzii nachadza
v zbierke Opus musicum pod cislom 15 a party
tohto moteta su uvedené v hlasovych zositoch
Canto Primo in Concerto, Canto Secundo in Concerto
a Organo. Zaroven sa skladba zachovala v ruko-
pisnom tabulatirnom zborniku v ramci Diibeno-
vej zbietky hudobnin v Uppsale.”® Zapisal ju
Gustav Diiben okolo roku 1665 na prazdne

miesta pod skor vyhotoveny zapis duchovného

Y RISM — Répertoire International des Sources Musicales.
Einzeldrucke vor 1800. Band 2 Cabezdn — Eyre. Kassel:
Barenreiter, 1972, s. 51 — 52; RISM — Répertoire Inter-
national des Sources Musicales. Einzeldrucke vor 1800. Band
11 Addenda et corrigenda A — F. Kassel — Bassel — Lon-
don — New York — Prag: Birenreiter, 1986, s. 230.

0 Signatira A 4203. SEHNAL — PESKOVA 1998,
s. 902, ¢. kat. 1161.

>! Signatira Mus. ant. pract. C 200. Aleksandra PATA-
LAS: Catalogue of Early Music Prints from the Collections
of the Former Preufiische Staatsbibliothek in Berlin, Kept at
the Jagiellonian Library in Cracow. Krakow: Musica lagel-
lonica, 1999, s. 53, ¢. kat. 312.

> Uppsala, Universitetsbiblioteket, signatira Vok. mus.
1hs. 81:90. RISM ID no.: 190007913. Opis celého zbor-
nika je dostupny online <http://www 2.musik.uu.se/
duben/presentationVoll.php?vnr=18> [cit. 15.1.2018].

bass, regardless of any deviations from the main
key, the Major third (or sixth) is indicated with #
and the minor third (or sixth) with b.

In some places, the notation contains slurs
indicating legato or tie.

The texts for the vocal parts are in the con-
temporaneous Latin orthographic form, and repe-
titions of words or phrases are marked with :/: .

Comparatively many copies (complete or in-
complete) of the Opus musicum collection have
been preserved. A total of nine copies are listed in
the RISM catalogues.”’ The next two complete co-
pies, which RISM does not list, are preserved in
the music collection of Archbishop Catrl Lichten-
stein-Castelcorno in Kroméfiz*’ and within the
music prints of the music collection of the former
Prussian State Library in Berlin, kept at the Jagiel-
lonian Library in Cracow at the present time.”'

Apart from the printed version, two compo-
sitions presented in this edition — Benignissime Jesn
and O venerabile Sacramentum — have also been pre-
served in several manuscript copies.

Benignissime Jesu is in the printed version of
the Opus musicum collection published under the
number 15 and the parts of this motet are publis-
hed in the part-books Canto Primo in Concerto,
Canto Secundo in Concerto and Organo. The motet
has been partialy preserved also in the manuscript
tablature book within the Ditben music collection
in Uppsala.”* Gustav Diiben wrote this transctip-
tion around 1665; he used the empty space under

¥ RISM — Répertoire International des Sources Musicales.
Einzeldrucke vor 1800. Band 2 Cabezon — Eyre. Kassel:
Barenreiter, 1972, s. 51 — 52; RISM — Répertoire Inter-
national des Sources Musicales. Einzeldrucke vor 1500. Band
11 Addenda et corrigenda A — F. Kassel — Bassel — Lon-
don — New York — Prag: Birenreiter, 1986, s. 230.

5 Shelf mark A 4203. SEHNAL — PESKOVA 1998,
p- 902, cat. no. 1161.

> Shelf mark Mus. ant. pract. C 200. Aleksandra PA-
TALAS: Catalogue of Early Music Prints from the Collecti-
ons of the Former PreufSische Staatsbibliothek in Berlin, Kept
at the Jagiellonian Library in Cracow. Krakéw: Musica la-
gellonica, 1999, p. 53, cat. no. 312.

32 Uppsala, Universitetsbiblioteket, shelf mark Vok.
mus. i hs. 81:90. RISM ID no.: 190007913. Decsrip-
tion of entire book is accessable online <http://www
2.musik.uu.se/duben/presentationVoll.php?vnr
=18> [cit. January 15, 2018].
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koncertu Pax aeterna ab aeterno patre Daniela Jaco-
biho.”® Zapis Capricornovho moteta je nekom-
pletny, iba po takt 43 (obr. 4). Zapisovatel sa
vzdal dalsieho pokracovania zapisu napriek vol-
nému miestu na opacnej strane félie pravdepo-
dobne aj preto, ze nasledujici priebeh skladby
repetuje predchadzajice pasaze.

Skladba O wvenerabile Sacramentum je v tlacenej
verzii publikovana pod ¢islom 18 a nachadza sa
v hlasovych zositoch A/to Primo in Concerto, Alto
Secundo in Concerto, Violino Primo, 1V iolino Secundo
a Organo. Okrem toho pozname tri d’alSie ruko-
pisné zdroje:

1. fragment od neznameho notatora, ktory sa
zachoval v Bardejovske 2bierke hudobnin; pochadza
pravdepodobne z obdobia rokov 1655 — 1660 a po-
zostava z dvoch partov: jeden pre druhy cink
alebo husle (,,Cornet 6 vero Violiono [sic!] Se-
cundo®) a druhy pre basso continuo (obr. 5),>*

2. kompletne zachované party, ku ktorym no-
tator pridal part pre basovi violu v alteracii s po-
zaunou (,,Basso Viola 6 Trombone®); zapis sa
nachadza v Kroméfizskej zbierke hudobnin, po-
chadza od Pavla Josefa Vejvanovského a vznikol
okolo roku 1665 (obt. 6),

3. zapis v podobe partitury v zborniku 25 ma-
lych duchovnych koncertov Samuela Capricorna,
ktory sa zachoval v Osterreich-Bokemeyerovej
zbierke hudobnin v Berline a pochadza z obdobia
rokov 1692 — 1702 (obt. 7).%

»Tamze, f. 90v — 91r.

5 Signatira Ms. Mus. Bartfa 4/[33], MURANYT 1991,
s. 28, zaznam 398. Pozri aj KALINAYOVA-BAR-
TOVA 2017, s. 179. Za poskytnutie kopie prameria
d’akujem Balazsovi Mikusimu, veducemu Hudobného
oddelenia Széchényiho narodnej kniznice v Budapesti.
> Hudobnd zbierka Arcibiskupstva olomouckého —
Arcidiecézne muizeum Kroméiiz, signatura A 348.
SEHNAL — PESKOVA 1998, ziznam 1052, s. 839 —
840. Za poskytnutie kdpie pramena dakujem Pavle
% Staatsbibliothek zu Betlin — Preuflischer Kulturbe-
sitz, Musikabteilung, signatira Mus. ms. 2980 (18),
RISM ID no.: 452004022, [online] <http://imslp.otg/
wiki/O_venerabile_sacramentum_%28Capricornus
%2C_Samuel%29> [cit. 15.1.2018]

the formerly written intavolation of the sacred
concerto Pax aeterna ab aeterno patre by Daniel Ja-
cobi.”® The intavolation of Capricornus’s motet
is incomplete, the bars from 43 are missing (fig.
4). The intavolator gave up the idea of following
in the transcription despite the empty space avai-
lable on the verso page of the folio, probably be-
cause of the fact that the following course of the
work repeats previous passages.

O venerabile S acramentum is in the printed ver-
sion published under the number 18 in the part-
books Alto Primo in Concerto, Alto Secundo in
Concerto, Violino Primo, Violino Secundo a Organo.
Except for the printed version we know of three
other sources preserved in manuscript:

1. the fragment of an unknown writer, which
has been preserved in the Bardejov niusic collection,
it comes probably from the years 1655 — 1660 and
contains two parts: one for second cornett or violine
(“Cornet 6 vero Violiono [sicl] Secundo”) and the
second for basso continuo (fig. 5),

2. completely preserved parts in the music
collection of Archbishop Catl Lichtenstein-Cas-
telcorno in Kroméfiz; the manuscript was created
around 1665 by Pavel Josef Vejvanovsky, who
added the new part for bass viol in alternationwith
trombone (“Basso Viola 6 Trombone”)(fig. 6),>

3. inscription in the form of a score in the
collection of 25 small-scale sacred concertos by
Samuel Capricornus, which has been preserved
in Osterreich-Bokemeyer music collection in Ber-
lin and was created in 1692-1702 (fig. 7).

% Ibidem, f. 90v—91r.

54 Shelf mark Ms. Mus. Bartfa 4/[33], MURANYI
1991, p. 28, cat. no. 398. See also KALINAYOVA-
BARTOVA 2017, p. 179. T express my gratitude to
Balazs Mikusi, the head of the Music department of
Széchényi national library in Budapest for providing
and granting the copy of this document.

* Music collection of Olomouc Archbishopric — Ar-
chdiocese museum Kroméfiz, shelf mark A 348.
SEHNAL — PESKOVA 1998, cat. no. 1052, p. 839—
840. I express my gratitude to Pavla Rysava from Ar-
chdiocese museum Kroméfiz for providing and
granting the copy of this document.

°0 Staatsbibliothek zu Berlin — PreuBischer Kulturbe-
sitz, Musikabteilung, shelf mark Mus. ms. 2980 (18),
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Vychodiskom pre tato ediciu boli tla¢ené ver- The printed versions of both compositions
zie skladieb, ale zohladnované boli aj ich zacho- were the base for this critical edition, but their
vané rukopisné podoby. preserved manuscript versions have also been

taken into the consideration.

RISM ID no.: 452004022, [online] <http://imslp.org
/wiki/O_venerabile_sacramentum_%28Capricot-
nus%2C_Samuel%29> [cit. January 15, 2018].
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Obrazok 4 / Figure 4:
Benignissime Jesn, Dibenov zapis ¢asti skladby v tabulatirnom zborniku z Ditbenovej zbierky hudobnin, okolo
roku 1665. / Benignissime Jesn, Duben’s intavolation of the part of the composition
in the tablature book from Diiben music collection, ca. 1665.
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Obrazok 5 / Figure 5:
O venerabile Sacramentum, part pre druhy cink (husle), zapis z Bardejovskej 2bierky hudobnin, 1655 — 1660. /
O venerabile Sacramentum, the part of the second cornett (violine), the transcription

from the Bardejov music collection, 1655-1660.
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Obrazok 6 / Figure 6:

O venerabile Sacramentum, pridany part pre basovu violu (pozaunu), transkripcia Pavla Jozefa

Vejvanovského okolo roku 1665, Krométizska zbierka hudobnin. /

O venerabile Sacramentum, added part for bass viola (trombone), transcription by

Pavel Jozef Vejvanovsky around 1665, in the Kroméffz music collection.
xl
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Obrazok 7 / Figure 7:
O venerabile Sacramentum, partitara skladby v zbornfku 25 malych duchovnych koncertov Samuela Capricorna,
Osterreich-Bokemeyerova zbierka hudobnin, 1692 — 1702. /
O venerabile Sacramentum, the score of the composition in the book of 25 small-scale sacred
concertos by Samuel Capricornus, Osterreich-Bokemeyer music collection, 1692—-1702.
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Texty / Text

Na tomto mieste uvadzame texty vsetkych
6smich malych duchovnych koncertov publiko-
vanych v zierke Opus musicum, pretoze v edicii Ri-
charda Rybarica z roku 1979 sa texty k publiko-

vanym skladbam nenachadzaja. /

We introduce here the texts of all small-scale sa-
cred concertos from the Opus musicum collection,
as the edition of Richard Rybari¢ omitted their
publication.

¢. / no. 15

Benignissime Jesu (parafraza Matus, 8: 8, pri-
padne Lukas, 7: 6) / Benignissime Jesu (parap-
hrase Matthew, 8: 8 or Lucas, 7: 0)

Benignissime Jesu,
non sum dignus, ut sub intres tectum meun.

Sed tantum dic verbum: et sanabitur anima mea.

Najmilosrdnejsi Jezis,
nie som hoden, aby si vosiel pod moju strechu.

Ale povedz iba slovo a moja dusa uzdravie.

The most merciful Jesus,
I am not worthy that Thou shouldst enter under
my roof;

say but the word, and my soul shall be healed.

¢. / no. 16

Domine Jesu Christe (parafraza textu Tomasa
Kempenského, De zmitation Christz, liber quartus, cap.
1) / Domine Jesu Christe (paraphrase of the
text by Thomas a Kempis, De imitation Christi, liber
quartus, cap. I1.)

Domine Jesu Christe,

magna bonitate tua confisus accedo aeger,
ad te alvatorem meum,

esuriens et sitiens ad fontem vivum,
egenuts ad Regem caeli,

accedo servus ad Donzinum

Creatura ad Creatorem,

desolatus ad te pium consolatorems.

Veenio Jesu, duleis confiteor

admitvilitatem meam agnosco bonitatem tuan.
Obliviscere iniguitatis meae,

recordare benignitati tuae.

Et satia anima meam,

ne unquam esuritat et sitiat.

Pane Jezisu Kriste,

v dovere v Tvoju dobrotivost’ pristupujem
k Tebe, svojmu Spasitel'ovi,

smadny a hladny k zivému pramenu

ja, biedny, ku Kral'ovi nebies,
prichadzam k Tebe ako otrok k Panovi,
stvorenie k Stvoritelovi,

ja zafaly, k Tebe, zboznému Utesitelovi.
Prichadzam, Jezi$u, Tahko priznavam
svoju bezcennost’ a Tvoju §lachetnost’.
Zabudni na moju nespravodlivost’,
spomen si na Tvoju dobrotivost’

a nasyt’ moju dusu,

aby nikdy netrpela smddom a hladom.

Lord Jesus Christ,

in my trust in your good

I come to you,

thirsty and hungry, my Savior,

a living spring,

Miserable man that I am, to the Lord of the Heavens
I come to you as a slave to his Master,

a creature to his Creator,

Desperate man that I am, to you, divine Comforter.
I come, Jesus, and freely

my worthlessness and your generosity.

Forget about my injustice,

just remember your good

and feed my soul,

that I may never again suffer thirst and hunger.

¢. /no. 17
Amor tuus in nos (text neznaimeho pévodu) /

Amor tuus in nos (text of an unknown origin)

Amor tuus in nos dulcissime Jesu flagrans est.

Bonitas tua in nos suavissime Jesu immensa est.
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Misericordia tua, mitissime Jesu, ineffabilis est.

Tu enim ex: nintia charitate sanctissimum corpus et san-
guinem tuunm,

In hoc salutari convivio, nobis manducandum praebes.
Tibi laus, tibi gloria, tibi gratiarum actio in sempiterna

saecila.

Tvoja laska k nam, najsladsi Jezisu, je vricna.
Tvoja dobrotivost’ voci nam, najjemnejsi Jezisu,
je nesmierna.

Tvoje milosrdenstvo, najvIadnejst Jezisu, je nevy-
slovné.

Ved z prilisnej laskavosti najsvitejsie telo a svoju
krv,
na tejto spasonosnej hostine nam na jedenie davas.
Tebe chvala, Tebe slava, Tebe na veéné veky

vd'acnost’.

Your love for us, sweetest Jesus, is ardent.
Your kindness toward us, most soothing Jesus,
is immeasurable.

Your mercy, kindest Jesus, is ineffable.

Because of your abundant love, your holiest
body

and your blood you offer to us at this saving
feast.

Praise to you, glory to you, thanksgiving to you
for all eternity.

¢. / no. 18

O venerabile Sacramentum (originalny text ne-
znameho autora, parafrazujuci text hymnu O sa-
crum Conviviumt) /| O venerabile Sacramentum
(original text of unknown author paraphrasing

the text of the hymn O sacrum Convivium)

O venerabile Sacramentum,
Angelorum panis vivus,

O venerabile Sacramentum,

vera salus errantium

et amantis animae refectio Sancta.
O admirabile commercium,

0 species sacratissimiae.

Convivium beatissimum!

In quo mens impletur gratia & future gloriae,

nobis pignus datur.

Convivium beatissimum!

O, velebn4 Sviatost’,

zivy chlieb anjelov,

O, velebn4 sviatost,

skuto¢na zachrana bladiacich

a svité potesenie duse milujuceho.
O, obdivuhodny vzt’ah,
najsvatejsia forma.

Najbohatsia hostina,

na ktorej sa mysel’ naplfia milost’ou
a nam je davana zaruka buducej slavy.
Najbohatsia hostinal

Oh, venerable Sacrament,

living angels’ bread,

Oh, venerable Sacrament,

a true salvation for the wayward
and holy delight to the loving soul.
Oh, admirable relationship,

the holiest form.

The wealthiest feast where

the mind is filled with grace,

and a pledge of future glory to us is given.
The wealthiest feast!

¢/ no. 19
Venite ad me (Matus, 11: 28 — 29) / Venite ad
me (Matthew, 11: 28-29)

Venite ad me ommes qui laboratis, et onerati estis, et ego
reficiam vos.

“Tollite jugum meum super vos, et discite a me,

quia mitis sum, et humilis corde: et invenietis requiem ani-

mabus vestris.

BPod’te ku mne vsetci, ktori sa namahate a ste
pretazeni, a ja vas posilnim.

#Vezmite na seba moje jarmo a ucte sa odo mna,
lebo som tichy a pokorny srdcom; a najdete od-

pocinok pre svoju dusu.

»Come to me all you that labor and are burdened,

and I will refresh you.
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#Take up my yoke upon you, and learn of me,
because I am meek, and humble of heart: And

you shall find rest to your souls.

¢. / no. 20
Judica Domine (Zalm 35: 1 — 3) / Judica Do-
mine (Psalm 35: 1-3)

"Tudica Domine, judica nocentes me.

Expugna, inpugnantes me.

“Apprebende arma et scutum et exurge in adjutorinm
mihi.

'Effunde frameam et conclude adversus eos qui persequun-
tur me.

Dic anima mea salus tua ego sum.

"Pane, odsud’ tych, ¢o mna odsudzujy,

napadni tych, ¢o mna napadaja.

*Vezmi zbroj a $tit a vstarl mi na pomoc.

Zazen sa kopijou a sekerou proti tym, ¢o ma pre-
nasleduju.

Povedz mojej dusi: ,,Ja som tvoja spasa.*

'Plead my cause, O Lord, with them that strive
with me:

fight against them that fight against me.

*Take hold of shield and buckler, and stand up
for mine help.

‘Draw out also the speat, and stop the way against
them

that persecute me: say unto my soul, I am thy sal-

vation.

¢. / no. 21
Exaudi me Domine (Zalm 68 (69): 17 — 18) /
Exaudi me Domine (Psalm 68 (69): 17-18)

"7 Escaudi me, Domine, quoniam benigna est misericordia tna;
secundum multitudinen miserationum tuarum respice in me.
"SEit ne avertas faciem tuam a puero tuoy

quoniam tribulor, velociter exaudi me. Amen.

"Vysly§ ma, Pane, ved’ si dobrotivy a liskavy;

pre svoje vel'ké milosrdenstvo pohliadni na mna.

"¥Neodvracaj tvar od svojho sluzobnika,

ved, hl'a, trpim; ¢im skor ma vyslys. Amen.

"Hide not your face from your servant,
for I am in distress; make haste to answer me.
"¥Draw near to my soul, redeem me;

ransom me because of my enemies! Amen

¢. / no. 22

Tustorum animae (Cast’ textu ofertoria na sviatok
Vsetkych svitych) / Tustorum animae (a patt
of the Offertory for the Feast of All Saints)

Tustorum animae in manu Dei sunt,

et non tanget illos tormentum mortis.

Duse spravodlivych su v rukach Boha

A utrpenie smrti sa ich nedotkne.

The souls of the just are in the hand of God,
and the torment of death shall not touch them.
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