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General Performance Notes

This composition uses the ‘Estampie Retrové’—the earliest surviving fragment of keyboard music (ca. 1360)—as source material for its
algorithmic manipulations. The music sheet of this estampie is part of the so-called Robertsbridge Codex, found among the manuscripts
of the Robertsbridge Abbey, now in ruins. The manuscript of this codex (actually composed of two leaves of music notation bound among
other papers and, thus, not strictly a codex per se) was discovered in the mid-19*" century and is now held at the British Library (catalogue
number Add MS 28550). The transcription used to compose this work can be found at the end of this document.

o This composition was written specifically for the clavisimbalum, but may be performed on other keyboard instruments.
o Pythagorean tuning is recommended if using a clavisimbalum.

o Likewise, amplification may be necessary depending on the room size, and is left at the discretion of the performer.

o Articulations, dynamics, and phrasing should reflect how the original manuscript would be performed.

o Although note sustain is not affected by the release of a key in the clavisimbalum, the performer may still choose to release the notes
as per the durations notated in the score, producing an audible click of the key at those points. This will emphasise the algorithmic
nature of the processes, e.g. at the end of the Primus punctus when notes get consistently shortened at every loop.

o The performer may choose to add ornamentation to the music, but if that’s the case then all initial attacks (i.e. if the note’s attack
point has not yet been sliced by the looping process) of all repetitions of the same note in consecutive loops should also receive the
same ornamentation.

o The composition is structured in five puncti with no breaks in between (i.e. attacca at the end of all puncti).

This score was automatically generated by a computer program.



to Ryszard Lubieniecki

things forgotten and things remembered
I. Primus punctus

Gilberto Agostinho
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Il. Secundus punctus
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Ill. Tercius punctus
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IV. Quartus punctus
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V. Quintus punctus
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Estampie Retrové
from Robertsbridge Codex

Anon (ca. 1360)
ed. by Gilberto Agostinho
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Tercius punctus
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Notes on Transcription

The following notes explain some of the decisions taken during the transcription of the manuscript of this estampie, and how other editions
dealt with some of the more problematic passages. The editions referenced are by Arlt, Thomas, and Von Kurt et al (see sources below).

e Measure 11: Thomas argues that the antepenultimate note in the lower voice is notated ambiguously in the manuscript, being
difficult to tell whether the note should be an ‘e’ or a ‘c’. Although I find that the letter in the original resembles slightly more of
an ‘e’ (an approach adopted by some editions, see the use of an E4 in: Arlt and Von Kurt et al), using C4 is my preferred solution
as it preserves the motion in parallel fifths.

e Measure 13: the position of the second B3 in the lower voice is somewhat ambiguous. In the manuscript, it seems to be positioned
under the second G4 in the upper voice (as notated in Van Kurt et al), but this is a densely notated passage and there is not a lot of
space for the letters notating the lower voice. However, both Arlt and Thomas transcribe it under the second F#4, which preserves
the movement in fifths. This is also my preferred solution.

o Measure 22: Von Kurt et al notate the first note of the upper voice as a G3, as observed in the manuscript. Arlt omits it altogether,
while Thomas argues that a B3 might be more appropriate, as it preserves the parallel fifths of the ‘clos’ part and reflects the first
measure of both ‘clos‘ and ‘overt’. I used the same approach as Von Kurt et al and keep the G3 similar to the manuscript. Part of
the reasoning is a relation to the opening measures of the Tercius punctus, in particular measures 50-51, which contain fragments
very similar to those found in the clos, as well as a G3 supported by an E3 in the lower voice, exactly as in measure 22.

o Measures 25—27: Thomas’s argument for shifting the upper voice by a third upwards is very convincing, even though this is a large
departure from the original notes seen in the manuscript. However, this solution vastly improves some awkward moments found in
some editions. For instance, in measure 27, the manuscript does not seem to support the use of B3 in the lower voice found in Von
Kurt et al; but it also does not contain a rest in the form of an ‘s’ (sine, or ‘without’), which required editorial modifications by
Arlt to avoid the clash between the held F3 with the upper voice’s Fg4.

e Measure 55: the notes in the lower voice are difficult to read; Von Kurt et al include a G3 replacing the rest preceding the note E3,
as it is difficult to differentiate whether the manuscript has an ‘s’ or a ‘g’ However, both Arlt and Thomas omit it and the result
is more convincing as: 1) it keeps both voices alternating in a constant downward motion; and 2) preserves the interval of a fifth
between alternating voices.
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Measure 59: both Arlt and Thomas argue that the sequence A4 E4 A4 E4 in the manuscript are notated in reverse and should be
E4 A4 E4 A4, as observed in measure 12, which I agree with. Von Kurt et al does not make this alteration and keeps the reversed
pitched as notated.

Measure 72: both Arlt and Von Kurt et al start the lower voice with a D3, however the lower voice in the manuscript starts with
an unambiguous ‘s’, which Thomas also notates with a rest.

Measure 74: the last group of four notes is somewhat ambiguous, with a faint sign preceding it. Thomas transcribes this as A3
B3 Ci4 B3 but acknowledge the ambiguity of this passage in his editor’s notes. However, I favoured the solution found in both Arlt
and Von Kurt et al, which transcribe this sequence as A3 Bb3 C4 Bb3.

Measure 87: Von Kurt et al does not include last A3 in the lower voice, but the letter is clearly observed in the manuscript and is
included by both Arlt and Thomas.

Measure 92: the last note in the lower voice is somewhat unclear in the manuscript; both Arlt and Von Kurt et al interpret it as
a G3, however Thomas chooses an A3. I decided to use a G3 because: 1) the letter in the manuscript seems to resemble more of a
‘e’ than an ‘a’; and 2) the previous E4 in the same measure has a clear ‘g’ accompanying it in the lower voice.

Measure 103: the position of the last Bb3 in the lower voice is notated by Von Kurt et al just below the last note of the upper
voice. However, in the manuscript, the ‘b’ seems to be below both last notes of the upper voice. This is also the notation used by
Arlt and Thomas.

For simplicity when performing from this score, all musica fictia has been notated as regular accidentals and the transcription does
not use segno signs, avoiding constant jumps between pages.
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