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vols. 1-3, Warszawa 2021 Wydawnictwo Naukowe Sub Lupa (= Fontes Musicae in Polonia,
C/XXV.1-3), pp. 440 + 641 + 764. ISBN 978-83-66456-46-2

he three-volume critical edition of

Tabulaturae  Braunsbergenses-Olivenses
prepared by Marcin Szelest is one of the
numerous critical editions of music sources
published in the series Fontes Musicae in
Polonia (available online at <http://fon-
tesmusicae.pl/notes-editions-c-series/>), as
part of the project ‘Repertuar muzyczny
Towarzystwa Jezusowego w Rzeczpospolitej
Obojga Narodéw (1565-1773)" [The Music
Repertoire of the Society of Jesus in the
Polish-Lithuanian Commonwealth (1565—
1773)]. This edition comprises two manu-
scripts, in the newer-type German (letter)
notation, written between 1610 and ¢.1630
at the Jesuit college in Braunsberg (now
Braniewo, Warmia-Masuria Voivodeship,
northern Poland) and at the Cistercian
Monastery in Oliva (Oliwa, Pomerania
Voivodeship, also northern Poland). These
tablatures (held in the Lithuanian Academy
of Sciences under shelf-marks F15-284 and
F15-286), along with the Pelplin Organ Tab-
lature, are among the main sources of organ
practice in Royal and Ducal Prussia during
the early seventeenth century. Like other
handwritten tablatures from c.1600 — not
only organ tablatures, but also lute man-
uscripts, such as the Emanuel Waurstisen
Tablature CH-Bu F IX 70, and the codices
of Jan Arpinus and Bohuslav Strialius, D-Z
Mus. 115.3 and CZ-Pu 223-20 [olim CZ-Pu
sor 469] — the Braunsberg-Oliva manu-
scripts represent a summa of practice, a col-
lection of considerable size (184 folios in all)
written over several decades and by several
scribes. A specific feature of such collections
is that they were continuously supplement-
ed and edited even at their time of origin
and therefore directly reflect practice in all
its aspects. That makes it all the more essen-
tial to conduct comprehensive research into
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these codices as a whole — combined with
studies of scribal features and palacography,
the genesis of the fragmentary surviving
folios and parts, the repertoire, and the in-
strumental techniques and practices of the
period — and also into all the textual entries
they contain.

This edition addresses these issues in de-
tail and offers a profound new exploration of
the material from historiographical, palaco-
graphical and performance-related per-
spectives. It is the first complete, compre-
hensively researched edition of the Brauns-
berg-Oliva tablatures, since the detailed
research into this corpus that began in 1990
was limited to the initial description, lo-
calisation and editing of individual pieces
(I, 6—=7Y). The three volumes of the edition
have a clear structure that enhances their
functionality. The first volume is devoted to
expert analysis of the manuscripts (after a
description of both parts of the tablature,
it then refers to their provenance, structure
and scribes, as well as issues relating to rep-
ertoire and performance practice), compris-
ing ‘Editorial principles’, a detailed ‘Critical
commentary and bibliographic informa-
tion. The second volume contains transcrip-
tions of the complete corpus (for organ) in
modern notation. The third volume com-
prises transcriptions of the vocal originals
of the intabulations. The entire edition is
bilingual (Polish and English). Orientation
in the corpus and in the edition is facilitated
by a new editorial indexing of the codex,
tables that contain all existing foliations
(I, 10), and the entire index (‘Inventory’, I,
66-118). In the ‘Critical commentary’, all

1 Roman numerals indicate the volume of the edi-
tion and Arabic numerals — the page numbers of
the relevant volume.
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text entries are transcribed and, if necessary,
supplemented, which is indispensable and
enriching in view of the codex’s specificity
(see below). The third volume, with the
vocal originals, makes it possible to closely
follow the intabulation procedure. Readers
also have the opportunity to view the origi-
nal facsimile on the Internet, thanks to links
given in the edition (I, 5).

Looking more closely at the first vol-
ume, we see detailed palacographic research
that provides an overview of the complex
structure of the two complementary parts
of the codex (Tt and T2). In the chapter
“The provenance of the two manuscripts,
the history of the codex is reconstructed on
the basis of earlier research and new docu-
ments. Two essential aspects of the corpus
stand out. First, it is of a functional char-
acter. The collection accompanied its main
scribe (scribe A), Jacobus Apfell, from his
years of study at the Jesuit college in Brauns-
berg and the time of his membership of the
Marian sodality to his activity at the Cister-
cian Monastery in Oliva. It is assumed that
Apfell himself played the organ in Oliva,
and possibly taught organ there (I, 15-16). It
has been established that Apfell was in con-
tact with at least two other scribes (B and
C), with whom he supplemented the tabla-
tures, possibly also in the role of a teacher.
The second characteristic feature of the col-
lection is that ‘collective production’, which
opens up several perspectives for research
into these manuscripts. Already on the ti-
tle page, the editor indicates that the entries
were made at different times and that the
barely visible date 1619 is only when the
manuscript was completed and adapted for
another user (I, 14). Thus work on the text
and notation also took place retrospectively
and referred to earlier practices. This inter-
active cooperation of several hands is won-
derfully shown in the edition (see the chap-
ter mentioned above and “The structure of
the manuscripts. The scribes’). In addition,
the editor hypothesises the relationship be-

tween Jacobus Apfell and his network in a
broad historical context, not excluding the
possibility that the calligraphic titles and
the verbal texts in the Pelplin Tablature
(from the neighbouring Cistercian monas-
tery of Pelplin) were made by Apfell in the
1620s (I, 28).

The edition might even inspire another
research perspective to be developed in the
future: a comparison of the Braunsberg-Oli-
va tablatures, especially their earliest, stu-
dent-period ‘Braunsberg section’, bearing
Apflel’s inscription ‘Studiosus Vormditen-
sis’, with other student collections in the
form of handwritten lute tablatures from the
extensive German and Polish-Lithuanian
area of the second half of the sixteenth and
early seventeenth centuries (such as the
Krakéw Tablature UKR-IVu 1400/ and
the Emanuel Wurstisen Tablature CH-
Bu F IX 70). Only at first glance do they
seem unconnected to T1. What they have
in common is their adherence to the educa-
tional tradition of that time: several hands
inscribed here maxims from classical litera-
ture, which may be interpreted as mottos of
the entire collections and may even reveal
relations between different scribes (see, for
instance, the maxim by Michele Verino on
the title page of T1, transcribed in vol. 1,
p- 11). These maxims were widespread in the
German-speaking area and used extensively
as loci communes (see, for instance, Heinrich
Bebel Proverbia Germanica, first printed in
1508). As in the aforementioned lute tabla-
tures, quotations from Ovid’s Ars amatoria
are interposed, which reflects the ‘non-litur-
gical’ side of T1. In this context, the ques-
tion of the coexistence of two repertoire
areas is of interest. The editor encourages
that discussion by analysing the repertoire
in detail and by setting out and substanti-
ating a number of theses (“The repertoire’).

Despite the monastic localisation of
both manuscripts, the Braunsberg-Oliva
tablatures contain both sacred and secular
repertoire (totalling 328 musical items; I, 31).
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The editor has identified 84 pieces and 30
composers from a total of 175 attributed
pieces and 6o composers, building on his
own earlier research and supplementing it
with attributions of works to the composers
Diomedes Cato, Andreas Hakenberger,
Antonio Marissal, Nikolaus Zangius and
Giovanni Battista Cocciola.?

The sacred repertoire is represented by
pieces that were used at the monasteries, the
Jesuit college or the Marian sodality in litur-
gical and paraliturgical services, processions,
theatrical plays, etc. (I, 46—47). An essential
part of this repertoire consists of motets in
different variants, such as double-choir or
solo (I, 33). The secular repertoire consists
of Italian canzoni, canzonette and madrigals,
French chansons, German Lieder, English
ballets, secular motets by Orlando di Lasso
and 68 dances. Overall, a picture emerges of
the dense interconnection of this repertoire,
only to be found in the (student) ‘Braunsberg
section’ of T1, with sources from Gdansk,
Pelplin, Elbing (Elblag) and Kénigsberg. Fur-
thermore, it is only in this section that the
repertoire goes back to the sixteenth century
and shows particularly close links to southern
Germany (Augsburg, Nuremberg) and north-
ern Iraly (Venice) (I, 33, 41). Several dances
refer to Nuremberg prints by Valentin Hauss-
mann (including Venusgarten. .. 1602 and Rest
von polnischen und andern Tintzen... 1603),
who had just travelled to the northern part
of the Polish-Lithuanian Commonwealth in
1598-1600 (I, 42—44). The connection of T1
to the German-speaking area, centred on Mu-
nich and Augsburg, is also confirmed by anal-
ysis of the watermarks (I, 17).

This analysis fuels considerations of the
exchange of secular repertoire between the

2 Marcin Szelest, “The Repertoire of the Brauns-
berg/Oliva Organ Tablatures and its Sources’, in:
Universalia et particularia. Ars et praxis Societatis
Jesu in Polonia, eds. Bogna Bohdanowicz and To-
masz Jez, Warsaw 2018, pp. 149-197 (= Fontes
Musicz in Polonia, B/III); in the edition I, 32.
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‘Braunsberg section’ and tablatures from
southern German-speaking areas, includ-
ing lute tablature CH-Bu F IX 70, which
itself has several connections to Poland.?
The issues related to the investigation of the
secular repertoire in the Braunsberg-Oliva
tablatures also open up new avenues for re-
search. The editor introduces this topic with
the remark that, in view of the monastic lo-
calisation, ‘the repertoire performed at the
collegium was censored’ (I, 47). This, how-
ever, should concern the texts rather than
the music (I, 48). The transcriptions of all
the textual entries in the Braunsberg-Oliva
tablatures as provided in the ‘Critical com-
mentary pave the way for future interdis-
ciplinary research into possible connections
between the musical and textual entries (i.e.
maxims on music). At which point it should
be noted that the textual entries also indi-
cate just how closely these collections were
modelled on the traditions of lute tablatures
around 1600, even to the point of the literal
adoption of such literary genres specific to
the German-speaking world as the German
priamel: ‘Hiipsch were ich gern, das bin ich
nicht...” in CH-Bu F IX 70 (1591-¢.1619,
p- 260), and ‘Hibsch wer ich geren d(as) bin
ich nicht...” (Tt fol. 64r; I, 249, no. 137).
The same quotation from German-language
fool literature (Das Lalen-Buch 1597) occurs
in CH-Bu F IX 70 (p. 61) and T1 (fol. 97v;
I, 307308, no. 201), in T1 connoted with
the German Lied Feines Lieb. More sources
for these textual entries (possibly the origi-
nals they were copied from) can be found
than are mentioned in the edition.

The edition explains aspects of compo-
sitional and performance practice (on the
organ). One of the main topics concerns the
techniques and practices of intabulation. By
reference to two of its main types — free intab-

3 Agnieszka Leszczyniska, Emanuel Wurstisen, His
Tablature and Links to Poland. Lute Music with
Medicine in the Background’, Muzyka 65 (2020)
no. 2, pp. 3-24.
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ulation or improvisation (I, 35) and “‘score”
intabulation’ (I, 38) — the editor shows the
dynamics that emerge in the corpus: from
student intabulations displaying limit-
ed embellishment to highly ornamented,
‘idiomatically keyboard-oriented’ later ar-
rangements. Especially interesting topics
are the otherwise little explored techniques
of the intabulation of double-choir originals
(I, 36), consideration of earlier intabulation
techniques in relation to the practices of
the Braunsberg college (I, 34), and also the
new intabulation techniques that appeared
¢.1600, in which the copying of a piece started
with the bass or was confined to it alone
(I, 30). The editor also offers deeper insight
into the practice of intabulation through the
analysis of ‘mistakes made by the scribes,
which allows him to attribute the originals
and the scribes’ working procedures more
precisely (I, 37). The specification of the
instruments for which the Braunsberg-Oli-
va tablatures could have been written is not
known (I, 49—50), so the edition leaves the
performer some freedom as to the use of the
pedal or one or more manuals.

In the editorial methods, the editor
follows the principles of diplomatic tran-
scription. The rhythmic values are not re-
duced when the pieces are transferred to
1—4 staves. To enable the reader to follow
the scribe’s working procedure, all variants
are presented and described in detail in the
‘Critical report’. One special attribute of
this edition consists in the reconstruction
of fragmentary entries from the Brauns-
berg-Oliva tablatures and the contextual-
isation of those pieces which have survived
in their entirety and whose originals have
only been preserved in incomplete copies
(such as compositions by Petrus Drusina,
some Lieder by Jacob Regnart (no. 24) or mo-
tets by Gregorio Zucchini (nos. 306, 307)).

Overall, the critical edition of Tabulatu-
rae Braunsbergenses-Olivenses provides a fun-
damental insight into the manuscript and
can be used as the basis for further research
and for historically informed performance
of the music from this corpus.

Kateryna Schoning
Universitit Wien

PAWEL GANCARCZYK, PETRUS WILHELMI DE GRUDENCZ I MUZYKA
EUROPY SRODKOWE] XV WIEKU
Warszawa 2021 Instytut Sztuki PAN, ss. 327. ISBN 978-83-66519-23-7

Niniejszq recenzj¢ pozwolg sobie rozpo-
czaé od osobistej refleksji na temat Pe-
trusa Wilhelmiego de Grudencz (1392—po
1452), $rodkowoeuropejskiego kompozyto-
ra, odkrytego réwne pi¢édziesiat lat temu
przez Jaromira Cernego‘. Z jednej strony

1 Wyniki swoich badari Cerny opublikowat jednak
dopiero w 1975 r. na famach czasopisma Hudeb-
ni véda, zob. Jaromir Cern)'f, ,Petrus Wilhelmi de
Grudencz — nezndmy skladatel doby Dufayovy
v Ceskych pramenech”, Hudebni véda 12 (1975)
nr 3, s. 195-235.

to postaé fascynujaca: tajemniczy twdrca
podpisujacy si¢ akrostychem (PETRVS),
ktérego dzieta byly zaskakujaco popularne
nie tylko w jego czasach, ale w niektérych
kregach réwniez dziesiatki lat péiniej.
Z drugiej strony postrzegatem t¢ twérczo$é
zawsze jako mato porywajaca, nie do korica
szezgliwie ,,stojacqg w p6t drogi” pomigdzy
ambitng polifonia poczatku XV w. a bar-
dziej ,ludycznymi” srodkowoeuropejskimi
cantiones i rotulami (kanonami kotowymi).
Dlatego tez, gdy poszukujac nowego re-
pertuaru we fragmentarycznych Zrédtach
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