Rhianydd Hallas: Two rhymed offices composed for the feast of the
Visitation of the Blessed Virgin Mary: comparative study and critical
edition

Liturgical feasts sometimes have strange histories. In some cases, we are able to discover the
complicated processes that led to their emergence and the role of specific persons who
participated in their development. We often encounter a mix of sincere piety and individual
ambition, but sometimes the musical repertoire itself plays a significant role. Some especially
remarkable stories are those of Adémar de Chabanes and his project of the apostolic liturgy of
St. Martial’ or that of the Dionysian forgeries in Regensburg that arc connected with the monk

Otloh of St Emmeram.?

A similarly complex story unfolds before us in this work on the feast of the Visitation of
Mary. Here, naturally, the tale is not one of intentional manipulation as in the examples
mentioned above, although political circumstances and personal rclationships are equally
important. The twists involved in the emergence of the feast of the Visitation lead us to the
stories of its main protagonists, Jan of Jen¥tejn and Adam Easton, Rhianydd Hallas, a
doctoral student, has made use of the possibilities arising from her dual study (in Prague and
Bangor) and chosen to research the origin of this feast (and the musical repertoirc connected
with it) “along both tracks” — Czech and English.

Although literature concerning the feast of the Visitation of Mary already cxists, a critical
edition of both offices so far has been missing. A range of questions about its creators and
their motivations also has yet to be addressed, and even a thorough musicological evaluation
of the liturgical repertoire has not been carried out. Rhianydd Hallas’ dissertation work sets

out to fill in these gaps.

In the opening chapters the author considers the historical and cultural context of the feast of
the Visitation, examining the biblical sources and apocryphal traditions from which the
substance of the liturgical feast is drawn. The chapter on the representation of the Visitation in
visual art, especially in the illuminations in the Jenstejn Codex (Vat. lat. 1 122), provides an
interesting viewpoint. The author then summarizes the lifc and work of the two main
characters in the feast’s development, Jan of Jenstejn and Adam Easton; the biographies
particularly concentrate on thosc elements that prove essential for the two men’s eventual
interest in introducing the new Marian feast. The third chapter takes up the development itself
of the feast of the Visitation of Mary. Here a new range of (acts is placed into context: for
example, Mikula§ of Rakovnik’s part in the composition of JenStejn’s office, which has not
yet been reflected in musicological literature. The author has also managed to determine the
date of both compositions: Against the older opinion expressed in the literature, she
convineingly shows that Easton’s office must have originated after the first version of
Jenstejn’s office was presented to Pope Urban VI. The summary of critical objections to
Jenstejn’s office resulting from the proceedings of the papal committee also provide an
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important starting point for future considerations. This whole section of the dissertation is
thoroughly elaborated, presented logically and formulated comprehensibly.

The next two chapters concern the sources for both offices and the editorial principles that
guide the critical edition. The author clearly took care to describe her sources in detail,
showing a good level of orientation to their content.

The musicological core of the work are the sixth and seventh chapters with their analysis of
both the offices under discussion. In Chapter 6 the author provides evidence of the manner in
which the “libretti” for the chants in Jen$tejn’s office were created; these “strategies” are very
interesting especially where combination of biblical texts and newly composed ones are
concerned. In the musical analysis, the author takes note of the sequence of modes in the
office and attempts to capture the general character of the musical material being examined.
Logically, she attempts to determine more precisely Mikulas of Rakovnik’s part in the
composition of the office, but without providing an unequivocal answer as yet. A further
subject for discussion could be the extent of the repertoire containcd in the first version of
Jengtejn’s office with three lessons (the suggested format with nine antiphons and three
responsories, however, appears in the sources only very rarely).

In the next chapter, the author considers the office Accedunt laudes and analyzes its
relationship to the office it was modeled on — the office of St Francis, Franciscus vir
catholicus. Based on detailed comparison, she has been able (o characterize Easton’s office as
“a modified contrafact”. In concluding, the author sets forth a hypothesis about why Jenstejn’s
office might have been rejected and how this circumstance most likely influenced Easton’s
concept in favor of regular versified structures. Here we come also to the cdition of both
offices and the extensive critical apparatus, a significant component of the work.

We may add a few notes (or corrections) 1o the themes discussed in chapters 6 and 7. The
subchapter on contrafacta in Jenstejn’s office (pp.148-154) requires deeper consideration. In
the case of hymns, we may perhaps speak of contrafacta, but the verse Audi filia in the
responsorium Surge propera must be evaluated differently. In the oldest layers of the
repertory, responsory verses have standardized tunes, one for each mode. In the case of Surge
propera, it is preciscly this standard melody for the mode I responsory that is being used.
Thus, what we have here is not a contrafactum, for the tune of the verse is not fixed to a
certain chant or text but is rather to be found regularly in a large number of mode 1
responsories within the ancient corpus of Gregorian chants. In later layers of composition,
such as late medieval offices, these standardized verses disappear, and newly composed
verses take their place. The presence of the original verse tune in such a late office may be
understood as a certain conservatism, but it must be added that this is also the only case of a

standard verse tune in the whole office.

In this connection we may also point out one detail that is certainly not a coincidence: this
verse, Audi filia, does not end on F as is usual in this tune, but altogether surprisingly on G.
The reason for this adjustment is apparently an attempt to achieve a fluid entry to the reprise
(repetenda) on the words Ef veni, which textually follows the end of the verse and likewise
starts on G. The textual connection between verse and repetenda is thus mirrored in a musical
one — after the open-ended conclusion of the verse (... inclina aurem tuam), it is the reprise



beginning with the words E7 veni that leads to the cadence on the finalis.> We have here an
interesting example of how the composer of the office managed to give artful expression to
the text of the office also on the musical level.

In chapter 7 (p.178) correction to a slight confusion in terminology is in order. In connection
with the office of St Francis, the author writes of a “monastic version” of the office, with six
responsories in the third nocturn, which we may find in Franciscan sources. It must be
remembered that the Franciscans are not a monastic order and use a secular form of the office,
as do diocesan institutions. Moreover, no form of the office has six responsories in one
nocturn (in the monastic (Benedictine) tradition, there are four). Franciscans have extra
responsories in the final nocturn which may be used during the octave of a feast or on similar

occasions.

Apart from these comments, this dissertation is unquestionably a worthy contribution; it has a
wide scope, takes stock of the established facts on the subject, and introduces several new
ones. In addition, it offers a correction to notions about the distribution and chronology of
both offices, showing that Jenitejn’s office was rather widespread even without papal
approval and was sung in some regions until the beginning of the sixteenth century. In my
opinion, the author has demonstrated the skills necessary for receiving doctoral title and |
gladly give her my recommendation to proceed to defence of her dissertation.

R /7

Prof. David Eben, Ph.D.

3 The author interprets this place somewhat differently and sees the passage with the text £t veni as the
beginning of a new phrase (pp.161-2). | believe the goal was rather to connect £t veni with the preceding
phrase, not only during the responsory itself but also st the repetenda after the verse. The change of ending
the verse on G would correspond to this aim.



Rhianydd Hallas: Two rhymed offices composed for the feast of the
Visitation of the Blessed Virgin Mary: comparative study and critical
edition
Oponentsky posudek

Liturgické svatky maji obCas zvlastni historii. V nékterych ptipadech jsme schopni odhalit
sloZity proces, ktery vedl k jejich zavedeni, a také roli konkrétnich osob, jeZ se na jejich
vzniku podilely. Casto se p¥itom misi zbozné city s individudlnimi ambicemi, ale n&kdy hraje
vyznamnou roli 1 hudebni repertoar. Mezi zv1at’ pozoruhodné piipady patii ptibéh Adémara
de Chabanes a jeho projektu apostolské liturgie sv. Martiala' nebo historie dionyziovskych
padélki v Regensburgu, jeZ jsou spojené se St. Emmeramskym mnichem Otlohem.2

Podobné slozity ptibéh se pfed nami odviji i v predlozené préci o svatku Navitiveni Panny
Marie. Zde se piirozené nejedna o zdmémou manipulaci, jako ve vyie zminénych pfipadech,
avak i v tomto piipadé hraji dileZitou roli politické okolnosti a osobni vztahy. Peripetie
spojené se vznikem svéitku Navstiveni nds pfivadi k osudtim jeho hlavnich protagonistd, Jana
z Jenstejna a Adama Eastona. Doktorandka Rhianydd Hallas vyuzila moZnosti dvojiho
vedeni své prace (v Praze a v Bangoru), a rozhodla se zkoumat vznik onoho svatku (asnim
spojeného hudebniho repertodru) po ,,obou kolejich®, tedy jak Geské, tak anglické.

PfestoZe k problematice svitku Navstiveni Panny Marie jiZ existuje literatura, kriticka edice
obou officii zatim chybéla. Také fada otazek kolem autord a jejich motivaci nebyla dosud
zodpovézena, a ani dikkladné muzikologické zhodnoceni liturgického repertoaru rovngs
nebylo provedeno. Zaplnéni té€chto mezer si vzala za cil disertadni prace Rhianydd Hallas.

V tvodnich kapitolach se autorka vé&nuje historickému a kulturnimu kontextu svatku
Navstiveni, zkoumd biblické zdroje i dalsi apokryfni tradice, z nich¥ latka liturgického svatku
vyrusta. Zajimavy Ghel pohledu pfinasi kapitola o zobrazeni tématu Navitiveni ve vytvarném
uméni, zejména v piipad€ iluminaci Jen3tejnova kodexu (Vat. lat. 1122). Autorka dale shrnuje
Zivotni osudy a plisobeni obou hlavnich postav p¥ibghu, Jana z Jenstejna a Adama Eastona;
biografie se soustiedi zejména na ty prvky, které jsou podstatné pro budouci zéjem obou
protagonisti o zavedeni nového maridnského svatku. 3. kapitola se jiz zabyva samotnym
vznikem svétku Navstiveni Panny Marie. Zde je kontextualizovana fada novych poznatki:
napf. podil Mikulase z Rakovnika na kompozici Jenst&jnova officia, ktery dosud nebyl

v muzikologické literatute reflektovan. Podafilo se také upfesnit dataci obou kompozic.
Oproti star§imu nazoru v literatufe ukazuje autorka presvédéive, Ze Eastonovo officium
mohlo vzniknout aZ po ptedloZeni prvni verze Jenstejnova officia papezi Urbanovi VI,
DiileZitym vychodiskem pro dalii iivahy je pak shruti kritickych namitek proti Jen$tejnovu
officiu, které vyplynulo z jednéni papezské komise. Cel4 tato sekce prace se jevi jako
dukladné zpracovand, sd€lovany obsah je logicky utfidén a srozumitelng formulovan.

! James Grier, The Musical World of a Medieval Monk. Adémar de Chabannes in Eleventh-Century Aquitaine

(Cambridge 2006)
? Roman Hankeln, "Historiae Sancti Dionysii Areopagitae, St. Emmeram, Regensburg, ca. 1050/ 16. Jh.,

Musicological Studies, 65:3 (Ottawa, 1998)



Dalsi dv¢ kapitoly se vénuji pramenné zakladng obou officii a ediénim zisadam, JeZ tvofi
vychodisko ke kritické edici. Popisu prament byla zjevné& vénovéana péce, jsou popsény
podrobné a svédei o dobré orientaci doktorandky v jejich obsahu.

6. a 7. kapitola tvofi jadro muzikologické &asti prace, kde jsou analyzovana obé studovana
officia. V 6. kapitole autorka doklada zpiisob, jakym byla vytvatena , libreta“ pro zp&vy
Jenstejnova officia; velmi zajimavé jsou tyto ,,strategie zejména v piipadé¢ kombinace
biblickych a nové vytvofenych textd. V hudebni analyze si doktorandka v§ima posloupnosti
modi v officiu a snazi se vystihnout celkovy charakter vyuZitého hudebniho materialu.
Logicky je také pokus o pfesné&jsi vymezeni podilu Mikulase z Rakovnika na kompozici
officia. Tato otdzka vSak zatim nemohla byt jednozna&né zodpovézena. Pfedmétem diskuse
by dale mohla byt pfedstava o repertodru, jeZ obsahovala prvni verze Jen$tejnova officia se
tfemi lekcemi (navrZeny format s deviti antifonami a tfemi responsorii se viak v pramenech
vyskytuje jen velmi vzacng).

V dalsi kapitole se autorka zabyva officiem Accedunt laudes, analyzuje jeho vztah k jeho
predloze — officiu sv. Frantiska Franciscus vir catholicus. Na zaklad§ podrobného srovnani
bylo mozno Eastonovo officium charakterizovat jako ,,a modified contrafact”. V zavéru pak
autorka vyslovuje hypotézu, pro& mohlo byt Jenstejnovo officium odmitnuto a jak tato
okolnost patrné ovlivnila i Eastonovu koncepci ve prospéch pravidelnych ver§ovanych
struktur. Vyznamnou souéésti prace je edice obou officii s obséhlym kritickym aparatem.

K tématim zpracovdvanym v kapitolach 6 a 7 miizeme pfipojit i n&kolik dalsich poznamek ¢&i
korektur. Hlubsi zamysleni je tfeba vénovat subkapitole o kontrafaktech v Jen3tejnové officiu
(str. 148-154). V pfipadé hymnil se snad d4 hovotit o kontrafaktech; ver$ Audi filia
responsoria Surge propera je v§ak nutno hodnotit jinak. Ve star§ich vrstvach repertodru maji
responsoria standardni ndp&vy verse, vzdy jeden pro kazdy modus. V ptipad¢ Surge propera
je prave pouzita tato standardni melodie pro responsoria I. modu. Zde tedy jisté nejde o
kontrafaktum, nebot’ ndp&v verse neni fixovan na uréity zp&v & text, ale najdeme ho béZné u
velkého poctu responsorii I. modu v ramei starého fondu gregoridnského choralu.

V pozdgjSich vrstvach tvorby, jako jsou pravé pozdné sttedoveka officia, tyto standardni verse
mizi, a jejich misto zaujimaji nové komponované verse. P¥itomnost pitvodniho ndpévu verse
v takto pozdnim officiu by mohl byt chépan jako urgity konzervatismus, nutno ale dodat, ze je
to také jediny pfipad standardniho ndpévu verse v celém officiu.

V této souvislosti jeSt€ mizeme poukézat na jeden detail, ktery jist& neni nahodny: zminény
ver§ Audi filia nekon¢i na F, jak je u tohoto ndpévu obvyklé, ale veelku pfekvapivé na G.
Diivodem této manipulace je zfejmé snaha dosahnout plynulého nastupu reprizy (repetendy)
na slovech Et veni, ktera textové navazuje na konec verse a za¢ina rovné? na G. Textovému
propojeni mezi ver§em a repetendou tak odpovida i spojeni hudebni — po otevieném zavéru
verSe (...inclina aurem tuam) pfivede ke kadenci na finle a repriza na slovech Ef veni.?
Mame zde zajimavy piiklad toho, jak autor officia dokézal textovou kompilaci umng podpoiit

1 v hudebni roviné.

* Autorka toto misto interpretuje ponékud jinak a vidi pasai s textem Et veni jako zalatek nové fraze (str. 161-
2). Domnivam se, Ze cilem bylo naopak spojit £t veni s frazi, kter4 predchazi, a to jak v pFipadé responsa
samotného, tak i pfi repetendé po ver$i. Zména ve zakonéeni verie na G by tomuto zaméru odpovidala,



V kapitole 7 (str. 178) je tieba opravit jistou konfuzi v terminologii. V souvislosti s officiem
sv. Frantiska autorka hovofi o ,,monastické verzi* officia se esti responsorii ve 3. nokturnu,
kterou najdeme ve frantiskanskych pramenech. Zde je nutno pfipomenout, Ze frantiskani
nejsou monasticky fad a v officiu pouZivaji sekularni formu officia, stejné jako diecézni
instituce. Navic Sest responsorii v jednom nokturnu neodpovida Z4dné formé officia

(v monasticke (benediktinské) tradici jsou 4). Frantiskani tedy maji v poslednim nokturnu
nékolik responsorii navic, kterd mohla byt vyuZita b&hem oktévu &i podobné.

Pfes tyto dil¢i pfipominky je disertaéni prace nesporné piinosem; mé Siroky zabér, uttid'uje
dosavadni poznatky o tématu a p¥inasi fadu novych. Kroms Jiz zminénych fakth také koriguje
predstavu o rozifeni a dob& uZivani obou officii: ukazuje se, ze J enStejnovo officium bylo i
bez papeZského razitka dosti rozsifené a zpivalo se v nékterych regionech az do pocétku 16.
stoleti. Doktorandka dle mého nazoru prokézala schopnosti potiebné k ziskani doktorského
titulu, proto ji rad doporuéuji k obhajobg.

Prof. David Eben, Ph.D.



