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Eloszo

Az utébbi két évtized zenetdrténeti kutatdsai jelentésen gazdagitottak ismereteinket a 18. sza-
zadi magyarorszagi zeneszerzokrol. A kor egyik legtehetségesebb magyar komponistaja, Istvanffy
Benedek képességeirdl a Musicalia Danubiana 3. és 13. kotetében kozreadott milvei s ezek hang-
lemezfelvételei tantiskodnak. Két koriilmény mégis indokoltta teszi, hogy forraskiadvany-
sorozatunk ismét Istvanffy-kotettel jelentkezik: egyfeldl a szerzo két miséje koziil az egyik eddig
még nem jelent meg, masfeldl ismert kompozicidinak csekély szama az utobbi idében két nagy-
szabasl offertoriummal gyarapodott. A miiveket Szacsvai Kim Katalin talalta meg a kismartoni
plébaniatemplom kottataranak feltérképezése soran, 1999 januarjaban. Jelen kiadvanyunk altal
tehat a — mai ismereteink szerint — teljes oeuvre hozzaférhetdvé valik, leszamitva a Gregor Joseph
Werner egyik miséjéhez komponalt Gloria-tételt. Ugyanakkor az jonnan felfedezett offerto-
riumok arra a reményre is feljogositanak, hogy tovabbi Istvanffy-opuszokat azonosithat még
a kutatas.

A kottaszéveg kdzreaddi és a tanulmanyok szerzdi itt mondanak koszonetet Mag. Christian
Dreo urnak, a kismartoni Szent Marton-dom karnagyanak, aki a helyszini kutatasokat lehetévé
tette és hozzajarult az eldkeriilt miivek kiadasahoz. Halaval tartozunk Vavrinecz Veronikanak,
a gydri székesegyhazi kottatar gyijteményét 6rz6 Richter Janos Archivum vezetdjének, amiért
engedélyezte a mise publikalasat, és az egyik offertorium gyéri forrasanak masoldjat is azonosi-
totta. K&szoénet illeti Dobszay Laszlot, akinek javaslatait a mise kozreadasa soran figyelembe
vettiik. Ferenczi Ilona és Gupcsé Agnes a teljes kottaanyag és a bevezetd tanulmanyok gondos
korrigalasaval segitette munkankat. A kismartoni kottatar feldolgozasa és a kotet elokészitése
idején Szacsvai Kim Katalin a Nemzeti Kulturalis Orokség Minisztériumanak Klebelsberg Osz-
tondijaban részesiilt, Farkas Zoltan helyszini kutatasait a bécsi Collegium Hungaricum 6szton-
dija tette lehetové.

Farkas Zoltan Sas Agnes Szacsvai Kim Katalin






Preface

Musicological research in the past two decades has considerably widened our knowledge of the
18™-century composers in Hungary. Benedek Istvanffy’s works published in Volumes 3 and 13
of Musicalia Danubiana and recorded on an LP and two CDs testify to the skill of the perhaps
most talented Hungarian composer of the time. There are, however, two reasons which justify
the publication of an additional Istvanffy volume in this series of sources: one of the composer’s
two surviving masses has not appeared in print yet, and his few known compositions have
recently been supplemented by two large-scale offertories. The works were found by Katalin
Kim-Szacsvai while taking stock of the music collection of the parish church of Eisenstadt in
January 1999. The present edition makes Istvanffy’s complete oeuvre available, with the excep-
tion of the Gloria composed to one of Gregor Joseph Werner’s masses. At the same time, the
offertories discovered recently raise the hope that further Istvanffy works may come to light.

The editors of the music and the authors of the studies owe special acknowledgements to Mag.
Christian Dreo, choirmaster of the Saint Martin cathedral of Eisenstadt, who allowed research
on the spot and assented to the publication of the works found. We are grateful to Veronika Vavri-
necz, head of the Janos Richter Archives where the music collection of the cathedral of Gyér is
preserved, for permitting the publication of the mass and identifying the copyist of the Gy6r
source of Offertorium de Beata Virgine Maria. Thanks are due to Laszlé Dobszay whose edito-
rial notes have been used in the present edition. Ilona Ferenczi and Agnes Gupcsé assisted our
work with the thorough proof-reading of the entire score and of the introductory studies. Katalin
Kim-Szacsvai received the Klebelsberg scholarship of the Ministry of National Cultural Heritage
while researching into the music collection of Eisenstadt and preparing the present volume; the
research performed by Zoltan Farkas was funded by the scholarship of the Collegium Hunga-
ricum, Vienna.

Zoltan Farkas Agnes Sas Katalin Kim-Szacsvai
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Istvanffy Benedek palyajanak dokumentumai Pannonhalma,
Sopron és Kismarton repertoarforrasaiban

Kozép-Eurdépa miivelddéstorténetének egyik meghatarozd jelensége az a szerkezetvaltozas,
amely a térség zeneéletének infrastruktirajaban 1720 és 1750 kozott végbement. A 17. szazad
masodik felétdl Kozép-Eurdpa a bécsi udvar politikai és kulturalis befolyasa alatt allt. A legfon-
tosabb zenei kézpontok a csaszari udvarban és a vele kozvetlen kapcsolatban allo fouri reziden-
ciakon, érseki €s piispoki székhelyeken, valamint nagyobb kolostorokban jottek létre. 1720-t61 a
kisebb f6uri és templomi (rendi és varosi plébaniatemplomi) egyiittesek széles korii elterjedése
a zeneélet szerkezetének fokozatos atalakulasat inditotta el, s 1740 koriil e folyamatot a bécsi
udvar kulturélis jelenlétének gyengiilése gyorsitotta. A figuralis zenélésnek az Imperialstil' vo-
kalis-hangszeres vilagi, illetve egyhazi gyakorlatanak mintajara kialakitott 0j helyszinei hamar
6nalldsultak, és a helyi zeneszerzés megerdsodésével a szazad kézepén mar maganak a reperto-
arnak a cseréje is megvalosult. Az j kézpontokban megfogalmazodé igényeknek és a zenei
nyilvanossag mar meglévd formainak kolcsonhatasaban alakult ki a 18. szdzad mésodik felének
sajatos zenei intézményrendszere, melynek az (jonnan alapitott vokalis-hangszeres egyiittesek
meghatarozé elemei lettek.

A 18. szazad elején a torténelmi Magyarorszag csupan néhany nyugati kézpontjan keresztiil
kapcsolodhatott a Kozép-Europa kultarajanak féaramat képez6 Imperialstil zenei gyakorlatdhoz.
Ilyen kdzpont volt mindenekeldtt az Esterhdzyak kismartoni udvara, tovabba a tobbé-kevésbé
folyamatos zenei hagyomannyal rendelkezd gyori székesegyhdz, a pozsonyi Szent Marton-dém
és néhany jezsuita templom. Az 1720-1740-es években azonban, foképp a bécsi udvar ellenre-
formacids tevékenységének koszonhetéen — melynek soran a templomok zenei gyakorlatanak
megalapozasara kiilonds hangsilyt fektettek — a Magyar Kiralysag és Erdély egész teriiletének
sikeriilt csatlakoznia azokhoz a torekvésekhez, amelyek K6zép-Europaban a zenei élet szerkeze-
tének atalakulasat eredményezték. Kezdetben a magyarorszagi varosok csupan befogaddként
vettek részt e folyamatban: zenészek, hangszerek, kottak, anyagi és szellemi javak importjara
volt sziikség, mig a szazad utols6 harmadéban a helyi zenei produkcié mennyisége és mindsége
révén vokalis-hangszeres egyiitteseik bizonyos fokt nallosagra tettek szert.

Istvanffy Benedek (1733 Szentmarton, ma Pannonhalma—1778 Gyoér; a gyOri székesegyhaz
orgonista-karnagya 1766—1778 kozott) tobbszérdsen a kivételek kozé sorolhatd. Magyar teriile-

Trra

ten generacidjaban még ritka a komponalassal komolyan foglalkozo muzsikus, f6képp olyan, aki
itt sziiletett és részesiilt zenei képzésben. Ugyanakkor a kivételek kozé emelik alkotasai is, me-
lyek alapjan Istvanffyt a 18. szdzadi magyarorszagi zeneszerzés egyik legtehetségesebb alakja-
ként tarthatjuk szdmon.

Jelen kotetben kozreadott két offertoriumanak felbukkanésa a kismartoni dém (korabbi plé-
baniatemplom) kottataraban® tobb szempontbél is fontos. Mindenekeldtt szerencsés médon egésziti

' Az ,Imperialstil” fogalmahoz és zenei alkalmazasihoz lasd Friedrich W. Riedel: ,,Der »Reichstil« in der deutschen
Musikgeschichte des 18. Jahrhunderts”. In Bericht iiber den Internationalen Musikwissenschafilichen Kongress
Kassel 1962, Kassel, 1963, 34-36. o., valamint u6: ,,Allgemeinhistorische Aspekte zur Epochengliederung der deut-
schen Musikgeschichte”. In Musik und Geschichte. Gesammelte Aufsdtze und Vortrdge zur musikalischen Landes-
kunde, Miinchen—Salzburg, 1989, 9-11. o.

Az offertoriumokra 1999-es kismartoni kutatdsaim soran figyeltem fel. Az ekkor elinditott projekt célja négy nyugat-
magyarorszagi 18. szazadi gyljtemény, a kismartoni dom és Esterhazy-Schlossarchiv, tovabba a gy6ri székesegyhaz
¢és a soproni Szentlélek-plébaniatemplom anyaganak iras- és vizjelvizsgalata, forraskritikai értékelése és a korabeli
repertodr rekonstrukcidja. E kutatisokat jelenleg a Zenetudoményi Intézet Magyar Zenetorténeti Osztalya altal el-
nyert Nemzeti Kutatasi és Fejlesztési Palyazat keretében folytatom, melyek eredményét Repertoire der Figuralmusik
in Ungarn des 18. Jahrhunderts (Eisenstadt/Kismarton, Gyér, Sopron) c. késziild disszertdciémban foglalom &ssze.

IX



ki toredékes formaban fennmaradt életmiivét. E két offertoriumon kiviil Istvanffynak ez idaig
mindéssze tiz kompozicidjat ismertiik:’ harom tovabbi offertoriumat (Adeste, triumphate; Veni
Sancte Spiritus; Jam virga Jesse florescit), egy Maria-antifonajat (4/ma Redemptoris Mater),
két himnuszat (Te Joseph celebrent; Decora lux aeternitatis), egy introitusat (Rorate coeli
desuper), egy 0nallé Gloria-tételét, melyet Gregor Joseph Werner Coena Domini-miséjéhez
komponalt, valamint két iinnepi miséjét (Messe de anno 1774 in pieno choro , Sanctificabis
annum quinquagesimum”, vel S. Dorotheae és a kiadvanyunkban szereplé Messa dedicata al
Patriarcha Santo Benedetto)." Ugyanakkor az a tény, hogy a feltehet6leg fiatalkori offertoriu-
mok épp egy kismartoni kottatirban maradtak fenn, (jabb adalékot jelenthet Istvanffy mindmaig
hianyos biografiajahoz is, ezen beliil a kismartoni Esterhazy-udvarhoz fiiz6d6 kapcsolatdhoz,
Gregor Joseph Wernernél folytatott feltételezett tanulmanyaihoz.’

Istvanffy életrajza ugyanis a formalddas éveit tekintve a leghianyosabb. Fiatalkoranak zenei
k6zegérdl, tanulmanyainak helyszinérdl, mestereirdl, a lehetséges hatasokrdl tudunk legkeve-
sebbet. Az alabbiakban palyajanak e korai szakaszat tekintjiik at, a fiatalkor ismert és feltétele-
zett dllomasain fennmaradt repertoarforrasok elemzésén keresztiil.

7

Istvanffy palyavalasztisiban és kés6bbi milkodésében gyermekkoranak szintere és csaladi
kornyezete minden bizonnyal meghatarozo jelentdséggel birt. Elso zenei, és — feltehetleg — zene-
szerzési ismereteit apjatol szerezte. Istvanffy Jozsef (1703-1771) a gazdag zenei hagyomannyal
rendelkez6 szentmartoni (ma: pannonhalmi) apatsag orgonistajaként és a figuralis zene tanitoja-
ként miitkodott 1726 és 1752 kozott.® A napi szolgalat és oktatas mellett zeneszerzéssel is foglal-
kozott. A komponalas ugyanis hozzatartozott az apatsagi orgonistak feladatkoréhez.”

Istvanffy Jézsef miiveinek és zenei ismereteinek szinvonalarél ma mar nem tudunk képet al-
kotni. Kompozicidi megsemmisiiltek a 18. szazadi pannonhalmi kottatar nagy részével egyiitt.
Zeneszerzbi tevékenységét csupan egy 1727—1737-es kottainventarium dokumentalja.® Képzett-

3 A miivek a gyéri székesegyhaz és a soproni plébaniatemplom kottataraban taldlhaték. Az introitus egy tovabbi maso-
latat a veszprémi székesegyhaz gyljteménye is megbrizte. V6. Bardos Komnél: Gydr zenéje a 17-18. szdzadban
(A miivek tematikus jegyzékét Osszeallitotta Vavrinecz Veronika), Budapest, Akadémiai Kiadé, 1980, Tematikus
jegyzék 744-751, 1512/b sz., tovabba ubd: Sopron zenéje a 16—18. szdzadban (A mivek tematikus jegyzékét dssze-
allitotta Vavrinecz Veronika), Budapest, Akadémiai Kiadd, 1984, Tematikus jegyzék 257-258. sz.

* V&, Benedek Istvanffy: Church Music Works. Musicalia Danubiana 3, Budapest, MTA Zenetudomanyi Intézet,

1984 (a hét kisebb egyhazi mi kiadasa, kozreadd Vavrinecz Veronika); Missa Sanctificabis Annum Quinquagesi-

mum. Musicalia Danubiana 13, Budapest, MTA Zenetudomanyi Intézet, 1995 (kozreaddo Dobszay Laszlé és Sas

Agnes).

V6. Vavrinecz Veronika: ,Istvanfly Benedek élete és miikddése”. In Musicalia Danubiana 3, Budapest, 1984, 7-10. o.;

Sas Agnes: HIstvanffy Benedek élete és milkodése”. In Musicalia Danubiana 13, Budapest, 1995, 7-10. o., és leg-

tijabban, az életmii ttekintését is felvallalé palyakép: Farkas Zoltan: Istvdnffy Benedek (= Magyar Zeneszerzdk 5),

Budapest, 1999. Elemzé tanulmanyokhoz lasd még Dobszay Lész10: ,Istvanffy Benedek kisebb egyhazi milvei”. In

Musicalia Danubiana 3, Budapest, 1984, 11-21. o.; Farkas Zoltan: ,Istvanffy Benedek: Missa »Sanctificabis An-

num Quinquagesimum, vel Sanctae Dorotheae”. In Musicalia Danubiana 13, Budapest, 1995, 11-28. o., valamint u6:

Fuaga és fugato a 18. szazadi magyarorszagi misetermésben”. In Zenetudomdnyi dolgozatok 1995-1996, 129-156. o.

Bardos: Gyér zenéje, 63. o., Szigeti Kilian forraskutatasai alapjan. Az apétsag zenei életére vonatkozo adatainkhoz

lasd Szigeti Kilian: 4 pannonhalmi székesegyhdz orgondinak torténete, kézirat, ud: A 18. szdzadi szerzetesi tobbszo-

lamisdg, kézirat, 1979/1980; ud: A zeneoktatds tananyaga Magyarorszdgon a legrégebbi idékt6l a Ratio Educa-
tionisig (1777), kézirat, 1980. Az eldbbi tanulmanyok és szamos korabeli forras felhasznalasaval késziilt eddigi leg-
teljesebb osszefoglalas Kaczmarczyk Adrien: Pannonhalma liturgikus zenéje a 17. szdzadtdl a 19. szdzad elsé feléig,

kézirat, 1987.

A korabeli rendtorténeti feljegyzések szerint mar a szdzad elején, a rendtagok koziil kinevezett karnagyok feladatai

kozott is szerepelt a choralis és figuralis zene tanitasa, valamint a liturgia megfeleld zenei kiséretének biztositasa és

az 0j figuralis kompozicidk beszerzése mellett a komponalas, tovabba a liturgikus énekeskdnyvek dsszeéllitasa.

. Inventarium Partium Musicalium Chori Figuralis Divi Martini Montis Pannoniae, comparatar{um]ab Anno 1727,

usque ad Annum 1737 eodemque Anno.” (Pannonhalma, Fbapatsagi Levéitar, Fasc. 26, Nr. 35), 3, 8, 11. o, ,.Dni

Josephi Istvanffi Actualis Org. S. Mart.” milvei: Psalmus Dixit Dominus ex C (SATB, clarino, timpani), Psalmus

Memento ex Dis (SATB), Psalmus Domine probasti me ex C (SATB), Psalmus De Profundis (SATB) & Magnificat

ex Dis (SATB, 2 violint), Lytaniae Lauretanae de S. P. N. Benedicto ex C (SATB, 2 clarini, timpani), Miserere ex




ségének szinvonalat azonban garantaljak azok az elvarasok, amelyeknek eleget kellett tennie.
Gondoljunk az apatsag jelentGségére €s a zene koztudottan kiemelt szerepére a bencések életé-
ben. Raadasul Istvanffy Jozsef 26 éves pannonhalmi miikédése az apatsag torténetének arra
a fellendiilési periddusara esett, amelyben a hazat 1722-1768 kozott vezeté Sajghd Benedek
féapatnak koszonhetben a liturgia fényét emeld figuralis zenélésre kiilondsen nagy hangsulyt
fektettek. A zenészek kotelezettségeit bovitették, €s a vokalis-hangszeres zene jelenlétét a Pro-
prium de Tempore f6bb linnepei mellett az év 58 nyilvanos iinnepnapjan, a bencések és az apat-
sag sajat {innepein, tovabba az iinnepnapok vigilidjanak vesperasan egyarant kotelezové tették.
Zenei szinvonal tekintetében valdsziniileg a bécsi bencések gyakorlata jelentette Sajghd szamara
a kovetendd példat. A bencések bécsi Schottenstiftje a Stephansdom utan a csaszarvaros legfon-
tosabb zenei kdzpontja volt. A korabeli pannonhalmi rendtagok koziil tobben szerezték itt zenei
ismereteiket. Itt tanult a pannonhalmi egyiittest Istvanffy Jozsef éveiben vezetd vilagi karnagy,
Anton Czosel is. Erdemes megjegyezni, hogy e bécsi intézetben elhangzott egyes zeneelméleti
eléadasok szovege Pannonhalmara is eljutott. Alexius Schleicher, késébbi pannonhalmi perjel
(1725-1735) ,,De septem artibus liberalibus” c. 1706—1707-es irasaban Osszegezte Ildephonus
Rucker bencés professzor Boethiusra és Guido d’Arezzora hivatkoz6, Bécsben elhangzott zene-
filozofiai eladasait.’ Gyakorlati, zeneszerzési ismeretek 6ner6bol torténd elsajatitasaban, de
ezek tanitasaban is a jezsuita Wolfgang Schonsleder 17. szazadi ellenponttana'® allt a rendtagok és
oktatoik, igy Istvanffy rendelkezésére az 1730-as években.

Nem tudjuk, hogy a figuralis gyakorlat feltételeinek javitasara tett er6feszitések végiil mi-
lyen eredménnyel jartak Pannonhalman, és milyenek lehettek Istvanffy Jézsef miikdodésének
pontos korillményei. A zenélés szinvonalardl sokat elarul, hogy Maria Terézia 1751-es gy0ri
latogatasakor a pannonhalmi muzsikusokat is felkérték a kiralyno el6tti szereplésre. Feltételez-
hetd, hogy a hét fizetett vilagi zenészbol és rendtagokbdl allo egyiittes nagysaga magyar és kozép-
eurépai viszonylatban is atlagon feliili lehetett. Ezt jelzik a korabeli hangszer-inventariumok''
(az 1727-1737-es jegyzék az Esterhazy-udvart is meghalad6 lehetéségeket sejtet!),'” valamint
a rendtorténeti feljegyzések, melyek szerint gyakorlatilag nem volt sziikség kiilsé zenészek al-
kalmazasara. Kisegitoket csupan a kiilonosen nagy pompaval megrendezett Szent Benedek-

¢ molli (SATB, sine violinis). Az inventarium szerzok szerinti feldolgozasat, valamint a kottatar tematikus jegyzékét
lasd Kaczmarczyk i. m.

V6. Szigeti: A zeneoktatds tananyaga Magyarorszdgon, idézi Kaczmarczyk: i. m., 23. o.

Lasd Volupius Decorus Musagetes [Wolfgang Schonsleder]: Architectonice musices universalis, Ingolstadt, 1631.
A 18. szazad masodik felébd! egyetlen zeneelméleti jellegll kiadvany maradt fenn Pannonhalman, a bencés herceg-
apat Martin Gerbert: Scriptores ecclesiastici de musica sacra potissimum (St Blasien, 1784), tobb mint negyven ko-
zépkori zenei traktatus kdzreadasat tartalmazo, alapvet6, kutatastorténeti jelentdségli gyljteménye.

" Inventarium 1727-1737, 12. o.: ,, Tubae Ductilis 4/ Tubae aliae cum Steclis 4/ Cornua ex C 2/ Majores Fides vulgo
Bassetl 2/ Paulo minoris seu Bratsae 3/ Fides ordinariae 6/ Huboae 3/ Fagott 1/ Tympana 2/ Baccilli pro Tympano
47. Kozli Kaczmarczyk: i. m., 16. 0. Lasd tovabba: ,, [nventur Aller in der Kirchen der den 4ten decemb. 1786. auf-
gehobenen in Raaber Komitat ligenden Benedictiner Praelatur auf den Martinberg vorgefundenen Apparamenten
und Requisiten” (Orszagos Levéltar, Helyt. It., Bencés zardak leltara, E. 15. J, Z): , Kleine verdorbene alte Orgl
unter den Chor 1/ grosse Orgl mit 16 register auf den Chor 1/ Violon 1/ Bassetl 1/ Bratschen 4/ Geigen 4/ Huboa
und Fakot unbrauchbar 1-1/ Posaunen 1/ Waldhorn 3 paar/ Trombeten 4/ deto Alte 3/ Paucken I paar/ Harfe und
Mandora zerbrochen [-1. V6. idem, 17. o.

Nem érdektelen a pannonhalmi 1727-1737-es inventarium Osszevetése a kismartoni Esterhazyak egyiittesének fel-
épitésével. Esterhazy Pal Antal (1734-1762) hivatalba 1épésckor a Gregor Joseph Werner rendelkezésére allé orgo-
na, 4-5 énekszdlam, 2-3 hegedil és egy trombitabol allo Besetzungot rovid idore 1-1 violoncello, violone, fuvola,
oboa. kiirt/harsona, trombita és dobbal ugyan kiegészitették, de az 1740-es években az énekesek és vondsok megtar-
tasa mellett mindossze 1-1 obodst. trombitast és dobost alkalmaztak. Az egyiittes ujbdli bovitésére 1749-t61 kertiilt
sor. VO. Ulrich Tank: Studien zur Esterhdzyschen Hofmusik von etwa 1620 bis 1790, Regensburg, 1981, 219-223,
334-344. 0. A pannonhalmi figuralis zenélés Kismartonhoz képest jobb lehetdségeit jelzi a colla parte-praxis hely-
zete a két kozpontban: mig Pannonhalman az 1727—1737-es hangszerjegyzék alapjan valosziniileg komoly gyakorla-
ta volt a harsondk és oboak, foképp Bécs és Salzburg vonzaskdrében elterjedt colla parte-jatékanak, addig 1721 és
1762 kozott Kismartonban ennek alig taldljuk nyomait.
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innepeken vettek igénybe, illetve a monostort alapité Szent Istvan kiraly napjan, amikor az
apatsag egyébként is zarandokhellyé valtozott. Ezeken az alkalmakon rendszerint gyori zenészek
milkodtek kozre.

Végiil, fejlett figuralis gyakorlatrdl taniskodik az 1727-1737-es kottainventarium is. Istvanffy
Jozsef szolgalati évei alatt a csaszari udvar és az Imperialstil legfontosabb osztrak-déinémet
kdzpontjainak, Passau, Miinchen, Freising, Konstanz, Michaelbeuern/Salzburg vezet6 egyhazi
komponistai szerepeltek az egyiittes repertoarjan."” Ugyanakkor nagy szamban fordulnak elé az
inventarium tételei kozott a korszak népszerii egyhazzenei kiadvanyai, a délnémet varosokba,
mindenekeldtt Augsburgba koncentralodd egyhazzenei kottakiadas legismertebb délnémet —
egyhazi, kolostori, gyakran épp bencés — zeneszerzdivel."*

A délnémet anyag talsilya, a bencés komponistak nagy szama, s ezzel egy idében az Impe-
rialstil tobb, jellegzetes bécsi és osztrak képviseljének hianya jelzésértéki. A jelenséget tobbek
kozott a bencések hangsiilyos felsbausztriai-délnémet jelenléte és kulturalis szerepe, valamint a
kottabeszerzések rendszere magyardzza. A kottakereskedelem kialakult Gtvonalai és allomasai
(vasarok, ligynokok, masolomihelyek) mellett a 18. szazad els6 felében a figuralis egyiittesek
kozotti kozvetlen vagy kozvetett kapesolatok kiemelt szerepet jatszottak a kéziratok és nyomtat-
vanyok terjedésénél. A bencéseknél ezen til specifikus rendi kapcsolatok, a kolostorok kézotti
fidkhalozat és a szerzetesek vandorlasai segitették a kottaanyagok széles kérii mozgasat, tovabba
a rend bécsi székhelye, amely — az altalanos gyakorlatnak megfeleléen — az osztrak-délnémet
térség zenei termésének gyiijt6-, illetve cserekdzpontjaként mitkodott. Kiilonsen fontosak vol-
tak e kapcsolatok a keleti peremvidéken 1év6 rendhazak zenei életének integralasa szempontja-
bol. Istvanffy Joézsef példaul ily médon ismerhette meg Valentin Rathgebert, a 18. szazad elsé
felének legnépszeriibb déInémet kolostori komponistajat, aki 1735-ben idézott Pannonhalman.'
Feltehetoleg Osszefiigg Rathgeber személyes jelenlétével, hogy az 1737-ben lezart kottajegyzék
az 6 miiveit tartalmazza legnagyobb szamban.

A fentiek alapjan Pannonhalma bencés kapcsolatainak jovobeni vizsgalata kiilondsen fontos
lenne, mind az apatsag €s a kdrnyez6 magyar varosok zenei gyakorlata, mind Istvanffy Benedek
zenei tanulmanyai eddig még ismeretlen helyszinének felkutatasa szempontjabdl. Nem zarhato
ki ugyanis, hogy apja a pannonhalmi bencések timogatasat vette igénybe tovabbtanulasa biztosi-
tasa érdekében. Nemcsak hosszi apatsagi szolgalata utal Istvanffy Jozsefnek a rendhazhoz fiizo6-
dd jo viszonyara, hanem az a tény is, hogy 1757-ben, amikor alig néhany évi szolgalat utan
veszprémi székesegyhazi allasat elveszitette,'® helyzetét a pannonhalmi bencések oldottak meg,
felajanlva 1jjaépiilé bakonybéli fidkintézetiik orgonista allasat. Mindehhez egykori orgonistajuk
régi portativjat is atadtak. Ezt kovetden Istvanffy Jozsef élete végéig szolgalatukban maradt, a
bakonybéli apatsdg zenei miikodésének utolsé allomasa lett.

' Lasd Benedikt Anton Auffschnaiter (1665-1742), Johann Kaspar Kerll (1627-1693), Rupert Ignaz Mayr (1646—
1712), Franz Xaver Anton Murschhauser (1663—1738), Joseph Anton Planitzky (1691-1732), Bernard Rauchenstein
OSB, Johann Heinrich Schmelzer (1623-1680), Edmund Sengmiliner OSB (1660-1714).

' Lasd Anton Holzman OSB (Breisgau), Alphonsus Kirchbauer OSB (Neresheim), Matthias Adam Kopp (kaplan,

Maria Dorfen). Paul Ignaz Lichtenauer (pap, Osnabriick), Joseph Joachim Benedikt Miinster (Reichenhall), Valentin

Rathgeber OSB (Banz/Oberfranken), Anton Santer (vicepraefectus, Miinchen), Marcus Teller (pap, Maastricht),

Johann Georg Tschortsch (pap, Schwaz/Tirol), Eugen Willkomm SOCist (Bildhausen/Unterfranken) és Gallus

Zeiller OSB (Fiissen/Allgéu).

Vo. Szigeti Kilian: P. Valentin Rathgebers Reise nach Ungarn im Jahre 1735, Miinsterschwarzach, 1975/76 (iskolai

évkonyv), tovabba ud: Werke P. Valentin Rathgebers OSB in Ungarn, Milnsterschwarzach, 1976/77 (iskolai év-

kényv).

A helyzet reménytelenségét latva Benedek ekkor kenyéradéjat, grof Széchényi Lasz16t is megkéri, hogy jarjon kdzbe

Bir6 Marton veszprémi piispdknél apja iigyében. Széchényi probalkozasa azonban sikertelen marad. V6. Pfeiffer

Janos — Szigeti Kilidn: A veszprémi székesegyhdz torténete, Miinchen, 1985, 60. o.
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[stvanffy Benedek tanulmanyainak lehetséges helyszineként az irodalom ez idaig két nyugat-
magyarorszagi kozpontot jeldlt meg: a soproni jezsuitak iskolajat, valamint az Esterhazyak kis-
martoni udvarat.'” Mindketté mellett szamos érv szl.

Amennyiben tanulmanyainak elvégzésében Istvanffyt valoban késobbi kenyéraddja, a Sopron-
horpacson é16 Széchényi Laszlo (1713-1760) segitette,'® kézenfekvé feltételezniink, hogy Szé-
chényi a soproni jezsuitakhoz ajanlotta be partfogoltjat.'” A jezsuitak ugyanis hagyomanyosan
fontos szerepet szantak a zenének, és ez mind névendékeik zenei képzésében, mind az altaluk
vezetett templomok zenei életében megmutatkozott. A jezsuitak soproni székhelye raadasul ko-
moly multtal rendelkezett zenei téren is. A figuralis gyakorlat feltételeit mar a 17. szazadban
megteremtették,”’ és egy varosi zenészekbdl, valamint az iskola fiatal muzsikusaibol allé egyiit-
tes folytonos mikddése a 18. szazadban is kimutathat6. A zenészek 1773-as szerzddése és a rend
ugyanez évben Gsszeallitott felszamolasi hangszer- és kottainventariuma mellett,” szinvonalas
zenei életiiket dokumentalja egy, éppen Istvanffy tanulmanyévei idején rendelkezésiikre all6
kottatar jegyzéke: Ignatio Miillner [Millner] (1678-1750) jezsuita regens chori tobb mint 1000
tételt tartalmazd, mara megsemmisiit gyiijteményének katalogusa. Buda, Gyo6r, valamint szamos
osztrak €s nyugat-magyarorszagi jezsuita kézpont utan Miillner életének utolsé allomasa volt
a soproni jezsuitak intézménye,” ahova 1741-ben valosziniileg kottataraval egyiitt érkezett. 1711
¢és 1750 kozott folyamatosan vezetett inventariumanak tanisaga szerint ugyanis a regens chori e
gylijteményt — a korabeli gyakorlatnak megfeleléen — tevékenységének fontosabb helyszineire
mindvégig magaval vitte.”

E magyar viszonylatban egyedi, mintegy 200 komponistat feloleld, a korabeli Esterhazy-
kottatarat is feliilmulo gyljtemény, a szazadfordulon, illetve a 18. szazad els6 felében forgalom-
ban 1évo figuralis anyag reprezentativ valogatasat nyujtja. Mivel Miillner a bécsi jezsuitaknal
végezte tanulmanyait €s ugyanitt részesiilt zenei képzésben is, nem meglepd, hogy kottataranak
kialakitasakor a Bécs kozpontu, és e periddusban a legmagasabb szinvonalat képviselé Impe-
rialstil figuralis anyagabol valogatott elsdsorban. Preferalt szerzokoréhez a (pannonhalmi
anyagbol szinte teljes mértékben hianyzo!) bécsi udvari szerzok és a nagy bécsi templomok,
a Stephansdom, a jezsuitak St. Salvator, a bencések Schottenkirchéjének karnagyai,” tovabb4 az

7 A régi6 masik fontos, zenei aktivitasat tekintve szintén kiemelkedé szinvonalii gy6ri iskolaja kizarhaté a lehetséges
helyszinek sorab6l, ugyanis az intézmény ndvendékeinek fennmaradt névsordban nem szerepel Istvanffy neve. V6.
Bérdos: Gydr zenéje, 64. o.

Ezt sugallja a komponista egyik késobbi levelfogalmazvéanyaban tett megjegyzése. V6. Bardos: Gydr zenéje, 64. o.
V&. idem, tovabba Vavrinecz: i. m., 7. o, Sas: i. m., 8. 0., Farkas: Istvdnffy Benedek, 6. o.

V6. Bardos: Gydr zenéje, 212, 233. o., tovabba Katalin Kim-Szacsvai: ,,Dokumente iiber das Musikleben der Jesui-
ten. Instrumente- und Musikalienverzeichnisse zur Zeit der Auflésungen”. In Studia Musicologica, Tom 39, Fasc.
24, Budapest, 1998, 306-307. o.

Az inventariumok kritikai értékelését és kozlését lasd Kim-Szacsvai: i. m., 307, 331-332. o.

P. Ignatius Miillner (austriacus) tanulmanyainak és miikodésének a jezsuita sematizmusok alapjan ujabban feltart
fontosabb helyszinei: Bécs, Besztercebanya, Esztergom, Graz, Judenburg, Klagenfurt, Krems, Laibach, Leoben,
Millstadt, Nagyszombat, Neustadt, Passau, Pozsony, Schurz, Trencsén, Varasd.

Miillner kottajegyzékét (Catalogus Rerum Musicarum, Budapesti Egyetemi Konyvtar, Sign. F 31, régi jelzete
No. 1879) az irodalom korabban kizarélag budai vonatkozast forrasként targyalta. A forras kritikai és tartalmi érté-
kelése alapjan azonban megéllapithatd, hogy az inventarium és ebbdl kovetkezoen maga a kottatar Miillner vandor-
lasainak fontosabb helyszinein jelen volt. V§. Katalin Kim-Szacsvai: ,,Die »Vergangenheit« in der ungarischen
kirchlichen Praxis der Figuralmusik im 18. Jahrhundert”. In The Past in the Present. Intercongressional Symposium
of the International Musicological Society 2000, Budapest (konferencia-kétet elGkésziiletben), tovabba ué:
,Eighteenth- and Early-Nineteenth-Century Hungarian Ecclesiastical Repertoires”. In Musical exchanges in Europe
1600-1900, Strassbourg, European Sciences Foundation (megjelenés alatt).

Lasd Antonio Bertali, Antonio Caldara, Francesco Conti, Johann Joseph Fux, Matthias Oettl, Johann Georg Rein-
hardt, Felice Sances, Johann Heinrich Schmelzer, Johann Bernhard Staud, Franz Daniel Tallmann, Johann Michael
Zacher. Tallmann miivének jelenléte egyébként ritkasgnak szamit, a komponista alkotasai ugyanis nagyrészt meg-
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tudunk. V6. Agnes Gupcsé: ,,Amor Divini — die Musik eines Piaristen Schuldramas (1694)”. In Musik der geist-
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Imperialstil legfontosabb, a csaszari udvarral kozvetlen kapcsolatban all6 kozpontjainak, a pan-
nonhalmi jegyzékb&| részben mar ismert egyhazi komponistai tartoztak.”> Az Imperialstil jegyében
sziiletett és a kottatar gerincét kitevod repertoarréteget Miillner, 1737 és 1750 kozotti, nagyrészt
tehat mar soproni éveire datdlhaté utolsd beszerzései soran a figuralis zenélés 0j kdzpontjainak,
immar egy 1j stilust képviseld termésével is kiegészitette. Katalégusanak 1737 utani bejegyzései
k6zott egyre nagyobb szamban tiinnek fel a délnémet — foképp augsburgi — népszerii kiadvanyok
legjellegzetesebb reprezentansainak kisebb figuralis egyiittesekre szant un. rural-, illetve civil-
miséi, vesperasai.’® A délnémet kozpontok mellett pedig az osztrak kolostorok és templomok,
a figuralis repertoart a szdzad masodik felében uralo szerzogardajanak elsé képviseldi is meg-
jelennek.”

Felmeriil tehat a kérdés: ismerte és hasznalta-e Istvanffy Miillner gyiijteményét?

Soproni jezsuitaknal folytatott tanulmanyai esetén minden bizonnyal. De nem kizart, hogy
erre késobb is sor keriilhetett. 24 éves koratdl ugyanis élete végéig a Sopron-Kismarton-Gyor
altal meghatarozott nyugat-magyarorszagi régioban miikodott. Tanulmanyéveit kdvetéen, 1757-
t6l — de talan mar korabban is — Széchényi Laszlé sopronhorpécsi rezidenciajan, 1758 és 1766
kozott pedig Széchényi Antal felujitott nagycenki kastélyaban volt orgonista. Innen tavozott,
Széchényi Antal ajanlasaval a gy6ri székesegyhazba. E succentori allasnak mar 1764-es sikeres
meghallgatasa 6ta varomanyosa volt.”®

Logikusnak tiinik tehat a feltevés, hogy a Sopronban vagy annak kozelében tartézkodé fiatal
zenész mindenképp élt azzal a lehet6séggel, amelyet a kozép-eurdpai zeneszerzést ily atfogo
modon reprezentald és magyar teriileten valdsziniileg egyediilallé gyiijtemény megismerése jelent-
hetett. Istvanffy soproni kapcsolataira a varos plébaniatemplomaban fennmaradt, valdszinileg
még a Széchényiek kozeli birtokain komponalt offertoriumai is utalnak.” Lehetséges tovabba,
hogy soproni proveniencia all sajat gytjteményének néhany masolata mogott is.>® Az 1740-1748
kozott a varosban miikodott Johann Patzelt harom kompozicidja ugyanis Istvanffy kottai kozott
is eléfordul. Egyiknek cimlapjat, masik kettének teljes szolamanyagat 6 maga masolta.’'

E Patzelt-masolatok ugyanakkor Istvanffy kismartoni kapcsolatainak lehetdségét is felvetik.
Patzelt ugyanis olyan, helyi jelentdségii alkoto volt, aki legfeljebb személyes kapcsolatai révén
valt ismertté. Soproni éveit megelzéen Kismartonban miiksdott,”” és az Istvanfty altal lemdsolt
miséjének egy masik korabeli képidja az ottani plébaniatemplom kottataraban is fennmaradt.”

lichen Orden in Mitteleuropa zwischen Tridentinum und Josephinismus. Konferenzbericht, Bratislava, 1997, 237-

256. 0.
¥ Lasd Benedikt Anton Auffschnaiter (Passau), Albert Baumgartner OSB (Melk), Benedikt Biechteler OSB (Wib-
lingen), Johann Kaspar Kerll (Miinchen), Daniel Merk (Augsburg), Johann Christoph Schmidt (Dresden), Meinrad
Schopf OSB (Admont), Edmund Sengmillner OSB (Michaelbeuern/Salzburg), Gotthard Wagner OSB (Tegernsee,
Freising, Salzburg), Gunther Jacob OSB és Johann Joseph Ignaz Brentner (Praga), Karl Joseph Einwalt (Olmiitz).
Lasd Franz Bieling, Marianus Konigsperger OSB, Joseph Joachim Benedikt Miinster, P. Andreas Oswald, Valentin
Rathgeber OSB, Johann Georg Tschortsch, Gallus Zeiller OSB. A ,rural”- és ,civil”-terminusokhoz lasd Wilfried
Dotzauer: Die kirchenmusikalischen Werke Johann Valentin Rathgebers. Dissertation, Niirnberg, 1976.
Ilyen a bécsi Giuseppe Bonno, Johann Georg Reutter, Franz Tuma és Georg Christoph Wagenseil, valamint a két
kolostori komponista, Georg Joseph Donberger és Johann Georg Zechner.
Bérdos: Gydr zenéje, 63. 0., Vavrinecz: i. m., 7. o.
A soproni Szentlélek-templomban fennmaradt Adeste, triumphate €s Veni Sancte Spiritus offertoriumok datalasihoz
lasd Farkas: Istvdnffy Benedek, 22. o.
Az Istvanfty altal szignalt, illetve masolt sz6lamanyagok jelenleg a gydri piispokség Richter Janos Archivumaban
talalhatok. Istvanfty kottataranak tartalmarol lasd Vavrinecz: i. m., 9. o.
V6. Bardos: Gydr zenéje, Tematikus jegyzék 1032. sz., Miserere (a boriton Istvanfty kézirasa); 1033. sz., Missa ne
corrumpas €s 1034. sz., Requiem (a teljes szlamanyag Istvanffy masolata). A Patzelt-miivek jelentoségére Istvanffy
soproni kapcsolatait illetden elséként Farkas Zoltan hivta fel a figyelmet. V6. Farkas: Istvdnffy Benedek, 6. o.
Johann Partzelt (sic) 1734—1736 kozott volt az Esterhdzyak orgonistaja. Valdsziniileg ezt kovetden is Kismartonban
maradt. A plébaniatemplom anyakényvében 1739-ben rectorként emlitik. 1740-t61 a soproni Szent Mihély-templom
basszistdja és sekrestyés-tanitdja volt. Ugyanakkor a jezsuitakkal is kapcsolatban allt. Iskolajuk didkeldadésa szama-
ra 1743-ban a ,,Castor et Pollux” iskoladramahoz komponalt kisérézenét. Vo. Tank: Studien, 227, 247, 288. o,
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Kismarton zenei életével Istvanffy tobb Gton is megismerkedhetett. Létrejohetett a kapcso-
latfelvétel példaul a soproni jezsuitakon keresztiil. Az Esterhazyak tobb generacidja tamogatta
intézetiiket és az iskola kiemelt iinnepeihez alkalmanként udvari zenészeiket is rendelkezésre
bocsatottak.> A kismartoni udvarral nyugat-magyarorszagi miikddésének elsé éveitdl valészini-
leg Ignatio Miillner is kapcsolatban allt. Kottataraban a szazadfordul6 és a szézad els6 felének
Esterhazy-komponistai®® gyakorlatilag hianytalanul megtalalhatok. A kismartoni muzsikusok
miiveit tehat Istvanffy mar Sopronban megismerhette.

Istvanffy esetleges kismartoni jelenlétének legvalosziniibb szintere Gregor Joseph Werner
(1693-1766) miihelye. Werner rendszeresen foglalkozott zene- és zeneszerzés-tanitassal,”® egy
nyugat-magyarorszagi fiatal muzsikus szamara minden bizonnyal 6 lehetett a legmegfelelobb
mester. Istvanffy esetleges Wernerhez fliz6d6 kapcsolatara személyes preferenciai is utalnak.
Zeneszerz6i stilusaban vilagosan kimutathatd a kismartoni mester hatasa,”’ érdeklddését Werner
miveibol készitett reprezentativ valogatasa is bizonyitja. Nagyrészt sajat keziileg masolt gyij-
teménye 144 tételébdl harmincharmat szignal az Esterhazy-Kapellmeister. Istvanffy egyetlen
komponista irant sem mutatott ilyen nagy érdeklddést. A hat-hét miivel képviselt Johann Georg
Reutter és Nicola Conforto kivételével a szerzok tobbségét egy-két, de legfeljebb harom-négy
miivel®® vette fel gylijteményébe — s igy talan nem tilzas a Werner-masolatok nagy szdma alap-
jan a kismartoni mesterhez fiiz6d6 személyes kapcsolatara gondolnunk. Az életmii ilyen szinti
ismerete ugyanis csak akkor lehetséges, ha Istvanffy szabadon hozzafért az autografokhoz.
Harmincharom Werner-masolatanak kismartoni provenienciaja mellett sz6l, hogy huszonhat mu
konkordanciajat az Esterhazy-kottatar jelenlegi alloménya is tartalmazza.” Val6szinii tehat, hogy
a tobbi hét kompozicié Vorlagéja is innen szarmazott. A kéziratok legalabb egy részének 1766 —
Werner haldla — el5tti datalasat pedig a mésolatok miifaji kiegyensulyozottsaga is sugallja.*
Amennyiben ugyanis e valogatast Istvanffy sajat kottataranak megalapozasara tett er6feszitései
motivaltak, valésziniibb, hogy a Werner-oeuvre mintadarabjainak kivalasztisdt nem a gazdag
gyujteménnyel rendelkezé gyori székesegyhaz — melynek Istvanffy éppen 1766-ban lett karna-
gya —, hanem egyfeldl Sopronhorpacs vagy Nagycenk szerényebb mlkodési koriilményei, mas-
felol Istvanffy sajat, talan épp Wernernél folytatott tanulmanyai tették sziikségesse.

André Csatkai: ,,Die Bezichungen Gregor Joseph Werners, Joseph Haydns und der fiirstlichen Musiker zur
Eisenstidter Pfarrkirche”. In Burgenidndische Heimatbléitter, Jg. 1, Heft 1, Eisenstadt, 1932, 15. o., valamint Bar-
dos: Sopron zenéje, 133—134. 0., tovabba Tematikus jegyzék 963. sz.

3 Eisenstadt (Kismarton), Domarchiv, Ed A 12: ,Missa 4 4 Vocibus. / Canto. / Alto. / Tenore. / Basso. / Violino Primo. /

Violino Secundo. / et / Organo. / Authore Sigre Joanne Patzelt.” A kézirat a plébania egyik zenészét6l szarmazik,

valésziniileg az 1740-¢s évekbol.

1702-ben Franz Rumpelnig Esterhazy-Kapellmeister Serena domus Estorianae fulcra c. iskoladramahoz irt kisér6-

zenéjét mutattak be. 1769-ben a Haydn vezette egyiittes néhany tagja vendégszerepelt a jezsuiték egyik iskoladrama-

eldéadasan, melyet ,hdrom gydnyori aridval ékesitettek”. V6. Bardos: Sopron zenéje, 231-232. o. (a jezsuitdk naplo-
ja alapjan). Nem véletlen, hogy az 1743-ban mar Sopronban miik6d6 Johann Patzelt a jezsuita didkok szamara készi-
tett . ,Castor et Pollux” iskoladrama-kisérozenéjét szintén az Esterhazyaknak ajanlotta.

3% Lasd Franz Schmidtbauer 1678-1701, Franz Rumpelnig 1701-1704, Wenzel Zivilhofer 17151720, Gregor Joseph
Werner 1728-1761 Esterhazy-Kapellmeisterek, tovabba az orgonisték kozil Hans Georg Horger 1686-1695, Ignaz
Prustmann 17061707, Franz Zeller 1708-1715, Johann Novotny 1736-1765.

% Vo, Sas: i. m., 8-9. 0. és 18. 1abj.

37 Farkas Zoltan elemzd tanulmanyai szamos, Wernerre visszavezethetd stilaris elem jelenlétére vilagitanak ra Istvanffy

miiveiben.

Lésd Franz Joseph Aumann, Giovanni Battista Costanzi, Benedikt Geisler, Leopold Hofmann, Johann Patzelt, Ferdi-

nand Schmidt, Georg Christoph Wagenseil, Johann Georg Zechner.

V6. Werner Gergely Jozsef miiveinek katalégusa (= Manuscripta Musicalia 11T). Osszeallitotta Harich Janos, kézirat,

1932.

A kivélasztott Werner-darabok k6zott 3 mise, 2 rekviem 4 Alma Redemptoris, 4 Ave Regina, 5 Regina coeli, 3 Salve

Regina, 6 litéania, 2 Te Deum, 1 vesperas, 1 offertorium és 2 himnuszsorozat szerepel.
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Istvanffy korai kismartoni kapcsolataira Nicola Conforto (1718-1793) ariairdl készitett ma-
solatai alapjan is kovetkeztethetiink.!' Az olasz komponista miivei ugyanis a kozép-eur6pai reper-
toarban gyakorlatilag teljesen ismeretlenek voltak.*> Kompozici6it, melyeket Esterhazy Pal An-
tal 1751-1753-as napolyi nagykovetsége idején, személyes ismeretségiik révén szerzett be,*
Istvanffy kizarélag a kismartoni udvarban ismerhette meg. Istvanffy masolatainak érdekessége
ugyanakkor, hogy ezek nem Conforto alkotasainak eredeti valtozatai, hanem vilagi kompoziciéi-
bol, operaariaibol késziilt kontrafaktirak.* Az Esterhazy-gylijteményben fennmaradt egyetlen
Conforto-miiben, az Antigono c. operdban® négy, Gy6rben talalhaté egyhazi 4ria eredetijét sikeriilt
azonositanunk,*® és joggal feltételezhetjiik, hogy a székesegyhazban fennmaradt tovabbi harom,
egyhazi szoveggel ellatott aria is a Napolyban vasarolt vilagi darabok koziil keriilhetett ki.V
Valészinii tehat, hogy az aridk gy6ri masolatban fennmaradt egyhazi verziéi mar a mivek Kis-
martonba érkezését kdvetden késziiltek és Gregor Joseph Wernert6l, Johann Novotnytdl vagy
talan épp Istvanffytol szarmaznak. Istvanffy ,szerzosége™® mellett szolhat, hogy a Pal Antal 4ltal
beszerzett vilagi anyag templomi hasznélatara nem utalnak sem az Esterhazy-udvar, sem a plé-
baniatemplom levéltari vagy kottas forrasai, és tudjuk, hogy Kismartonban, s késébb Eszterhazan
sem keriilt sor a Pal Antal beszerzései nyoman kialakult olasz operagyilijtemény darabjainak
szinpadi eldadasara.”® Az operagyiijteménybél kiemelt egyes részletek azonban az udvari
Tafelmusik alkalmaval tobbszor felhangzottak. A Conforto-miivek ilyen tipust felhasznalasa az
Antigono szdlamanyaga alapjan is elképzelhetd. A hianyzd énekszélam-fiizetek ugyanis egy eset-

1 Vo. Bardos: Gydr zenéje, Tematikus jegyzék 199, 202, 203, 204, 205. sz. A gy6ri kottatar tovabbi két Conforto-
ariajanak (Tematikus jegyzék 200, 201. sz.) masoldja ez ideig ismeretlen. A gydri Conforto-masolatok jelentdségére
Istvanfly esetleges kismartoni kapcsolatait illetéen Sas Agnes hivta fel a figyelmet. V. Sas: i. m., 9. 0.
Az Eurépa déli kozpontjaiban milkodd zenészek alkotdsai csupdn kivételesen fordultak eld az osztrak €s magyar
egytttesek 18. szdzadi anyagaban. Miutan az olasz muzsikus 1755-ben Néapolybol a madridi udvarba koltoz6tt, nem
véletlen, hogy kompoziciéi szinte teljes mértékben hianyoznak a térség korabeli kottataraibol.
A Kismarton szdmdra vasarolt Conforto-mivek teljes jegyzékét, melyek kozott a Pal Antal altal, Maria Terézia sziile-
tésnapjara rendelt 1751-es kantata (Gli orti Esperidi) is szerepel, az 1759—1762-es Champé-katal6gus tartalmazza.
Lasd Harich Janos: ,,Die Inventare der Esterhazy-Hofmusikkapelle in Eisenstadt”. In Das Haydn Jahrbuch 9, Wien,
1975, 67-88. o.
Vilagi kompozicidk atszovegezéséhez gyakran folyamodtak a periédus karnagyai egyiitteseik repertoarjanak bovité-
sekor. A figuralis repertoar egyre erdteljesebb szekularizalodasa eredményeképpen ugyanis szabadon felhasznéalha-
tokka valtak a népszerii operaariak, melyekkel — a szazad masodik felének altalanos gyakorlata szerint — az offerto-
riumokat szivesen helyettesitették.
Vo. Orszagos Széchényi Konyvtar, Zenemiitar, Ms Mus IV. 182. A kézirat feltehetdleg Napolyban késziilt. A sz6-
lamanyag boritojan és egyes sz6lamain az 1750-es bemutaté szereposztasat is feltiintetik. Pal Antal jelen volt az
Antigono 1750. december 18-i napolyi bemutatdjan. Ezt tobbek kozott a gylijteménye szamara megvasarolt szoveg-
konyv is tanisitja. V6. Harich Janos: Esterhdzy-Musikgeschichte im Spiegel der zeitgendssischen Textbiicher (= Bur-
genldndische Forschungen 19), Eisenstadt, 1959.
Bardos: Gydr zenéje, Tematikus jegyzék 119. sz. konkordanciaja Esterhazy-gyijtemény, Antigono Atto 2%, Scena
3%, No. 10., Basta cosi, szopran aria; Gy6r, Tematikus jegyzék 200. sz. konkordancidja Antigono, Atto 2% Scena
7™, No. 12., Scherzo deglastri, e gioco, tenor aria;, Gyor, Tematikus jegyzék 203. sz. konkordancidja Antigono, Atto
1™, Scena 6", No. 4., Tu m’in volasti un Regno, tenor aria; Gyér, Tematikus jegyzék 204. sz. konkordanciaja Anti-
gono, Atto 1™, Scena 5", No. 3., lo non so, se amor tu sei, szopran aria.
Eddigi ismereteink szerint Conforto egyébként sem komponalt egyhazi aridkat, €s liturgikus kompoziciokat kizarélag
1759 utan irt. A RISM-katal6gus alapjan a hdrom azonositatlan gydri aria egyetlen tovabbi kottatar tematikus jegy-
zékében sem fordul elé. A Gyér, Tematikus jegyzék 201. sz. esetleges konkordancidjaként az Antigono, Atto 2%,
No. 15. is felmeriil. E két kompozicié azonossaganak megallapitasa a kéziratok jovobeni részletes Gsszehasonlitasa
alapjan lesz lehetséges.
Az atszovegezések szamos szerzbi dontést tettek szitkségessé. Igy példaul a prozédiai problémakbél ad6dé szokésos
modositasok mellett, az 0j szdveg és 4j kdrmyezet hatdséara a liturgidba nem ill, tilsagosan karakteres motivumok is
»temperaltabb” formét kaptak (az éles ritmusok sorozatét egyenletes nyolcadokkal helyettesitették stb.).
% V4. Dénes Bartha — Laszl6 Somfai: Haydn als Opernkapellmeister. Die Haydn-Dokumente der Esterhazy-Opern-
sammlung, Budapest, 1960, 32-33. o.
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leges hangversenyszeri megszolalas alkalmaval szakadhattak el az opera torzsanyagat6l.”® Az
ariak 6nall6 eldadasa pedig a kontrafaktirak kismartoni eredetét is nagymértékben valdszindisiti.

Istvanffy Conforto-masolatainak datalasa még kérdéses. Az 6nalld viola-szélamfiizetek el6-
fordulasa Istvanffy kézirataban azonban — egyes Werner-kopiakhoz hasonléan — itt is felveti a
masolatok 1766 el6tti proveniencidjanak kérdését. A gyori székesegyhaz ugyanis hivatalosan
nem foglalkoztatott bracsast, és bracsaszélam Istvanffy Gyorben komponalt miiveiben sem for-
dul eld.”" Elképzelheté tehat, hogy e Conforto-aridkkal szerzénk mar gybri succentori éveit
megel6z6en, vagyis Gregor Joseph Werner idejében megismerkedett.

Természetesen tovabbi filoldgiai vizsgalatok hianyaban Istvanffy egyetlen masolata esetében
sem zarhato ki az 1766 utani eredet sem. Istvanffy késoi kismartoni kapcsolatainak a kottatarak
kritikai elemzése alapjan torténé feltarasa ugyan még kezdeteinél tart, de feltételezhetd, hogy
gyori karnagysaga idején is hozzafért az — ekkor mar Joseph Haydn vezetése alatt allo — Ester-
hazy-egyiittes kottaanyagahoz, ismerte ennek legujabb darabjait, és kapcsolatat a kismartoni ud-
varral élete végéig fenntartotta. Erre utalnak kottataranak olyan nyilvanvaléan 1766 utani
kismartoni vonatkozasi beszerzései, mint Joseph Haydn 1762-es Esterhazy-kantatajanak kontra-
faktiraja,’” tovabba az 1767-1769-ben komponalt ,,Grosse Orgelmesse™ Joseph ElBler senior

Esterhazy-kopistatél szarmazo, 1774 elbtti masolata.>

Végiil, Istvanffy fiatalkori kismartoni kapcsolatai mellett érvelnek kotetiinkben kozreadott, a
kismartoni plébania (jelenlegi dom) kottatarabol ujonnan eldkeriilt offertoriumai is. Istvanfty
miivei ugyanis kizarélag olyan kdzpontokban maradtak fenn, amelyekhez valamilyen személyes
szalon egyébként is kotédstt.® Offertoriumainak kismartoni fennmaradasaban pedig kiilonssen
fontos szerepet jatszhattak a személyes vonatkozasok, mivel e miiveket Istvanffy feltehetoleg
1766 eldtt komponalta, amikor fiatal szerzoként még nem lehetett ismert a térségben. E kozvet-
len kapcsolatok a kismartoni plébaniatemplom kottaanyaganak elemzésén és az offertoriumok
kéziratanak filoldgiai vizsgalatan keresztiil is kimutathatok.

A kéziratok azonositott kopistaja, Carl Kraus (1723-1802)* legkésdbb 1753-t6] 1802-ig a
plébaniatemplom iskolamestere és regens chorija volt.”” Az egyidejii masolatok legalabb egyikét

50 Analégiaval élve, Haydn idejének operai kottataraban — szemben az 4ltalaban komplett zenekari szélamokkal — az

énekes szdlistadknak, a begyakorlas és eldadasok idejére kiosztott sz6lammasolatok rendszeresen hidnyoznak. Hasz-

nalat utan e kéziratokat ugyanis legtébbszor nem osztottak vissza eredeti helyiikre. Vo. idem, 50. o.

V6. Farkas: Istvdnffy Benedek, 23. o. A fizetésjegyzékek egyébként 6nmagukban nem igazolndk a bracsa hianyat

a gy6ri gyakorlatban. Altalanos jelenség, hogy ¢ listakon a viola-jatékosokat kiilsn nem tiintették fel, hanem a hege-

diisok kozé soroltak. V§. Otto Biba: ,,Die Wiener Kirchenmusik um 1783”. In Jahrbuch fiir Osterreichische Kultur-

geschichte 1/2, Eisenstadt, 1971.

52 Lasd ,,Quis stellae radius” (Hob. XXIIla:4). V&. Irmgard Becker-Glauch: ,,Neue Forschungen zu Haydns Kirchen-
musik”. In Haydn-Studien, Band 11, Heft 3, 1970, 177-183. o. A kantata eredeti valtozata megsemmisiilt. A gy6ri
forras kritikai értékelését lasd: Joseph Haydn: Kantaten mit Orchester fiir das Fiirstenhaus Esterhdzy (= Joseph
Haydn Werke, Reihe XXVII, Band 1), Hg. von Andreas Friesenhagen und Sonja Gerlach, Miinchen, 2000, Kriti-
scher Bericht. III. Kontrafakturen moglicher weiterer Kantaten. 180-181. o. A kantata Istvanffy-kottataraban fenn-
maradt kontrafakturéja feltehetoleg egy onallo verzio, melynek esetében Istvanfly szerz6sége is felmeriil. A motetta
kozlésére a Joseph Haydn Werke, Reihe XXII (Kirchenmusik) kétetében fog sor keriilni.

3 Missa in Es In honorem Beatissimae Virginis Mariae (Hob. XXII: 4). A forras kritikai értékelését lasd: Joseph

Haydn: Messen, Nr. 3-4 und Fragment der Missa ,,Sunt bona mixta malis” (= Joseph Haydn Werke, Reihe XXIII,

Band 1b), Hg. von James Dack und Marianne Helms, Miinchen, 1999, VII-VIII. és 188—189. o.

Az Istvanfty kottatardban és tovabbi 18. szdzadi gyljteményekben Haydn neve alatt szerepld Missa triumphalis

Sancti Josephi (Bardos: Gydr zenéje, Tematikus jegyzék 604. sz., Hob. XXII: C8) szerzdje valdsziniileg Johann

Georg Albrechtsberger. V6. Dorothea Schroder: Die geistlichen Vokalkompositionen Johann Georg Albrechtsber-

gers. Textband, Hamburg, 1987, 83. o. valamint uott, Thematischer Katalog, Nr. A 1. 2.

V6. Vavrinecz: i. m., 10. o.

%6 V6. H. C. Robbins Landon: Haydn. Chronicle and Works. Haydn: Late Years 1801-1809, Vol. V, London, 1977,
Totenprotokoll 1802, 219. o. 2. labj.; Harald Dreo: ,Die Musiktradition der ehemaligen Stadtpfarrkirche zu Eisen-
stadt™. In Joseph Haydn und seiner Zeit, Eisenstadt, 1982, 134-141. o.
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Kraus bizonyithatéan az Istvanffy altal késobb is hasznalt, feltehetdleg autograf forrasbol készi-
tette.’® A két masolat a regens chori sajat kottataranak részét képezte és csupan 1802-ben, hagya-
tékaval egyiitt keriilt be a plébaniai gylijtemény tdrzsanyagaba.

Az Istvanffy és Carl Kraus koz6tti kapesolat forrdsok hidnydban nem bizonyithaté egyértel-
miien. Eletrajzuk szamos koz6s pontja mégis valdsziniisiti ennek létezését. Legkésébb 1757-t6l
mindketten a Sopron-Kismarton-Gyér régioban miikddtek. Ismeretségiik Gydérben vagy Kismar-
tonban egyarant létrejohetett. Miutan a kismartoni plébania egyhazjogilag a gyori piispokséghez
tartozott, Kraus hivatali iton is érintkezhetett a székesegyhaz zenészeivel, igy magaval Istvanffyval
is. Gy6rhoz rdadasul személyes, fiatalkori szalak is fizték. Palyafutasanak egyik elsd szintere a
gylri jezsuitak intézménye volt — a jezsuitak gyori egyiittesével a késdbbiekben Istvanffy is
egyiittmiik6dstt™ —, ahol zenei és talan zeneszerzési ismereteit is megalapozta. A jezsuitdk
gyijteményében fennmaradt masolatanak (Motetta pro Paschate) ajanlasa szerint 1748-ban
egyiittesiik hegediise volt. Latin és német nyelv(i kdszonetnyilvanitasaban nem fogalmaz egyértel-
miien, de gy tiinik, egyik fiatalkori kompozicidjat ajandékozta ekkor az intézménynek.”

Kraus és Istvanffy kapcsolatfelvételére ugyanakkor Gregor Joseph Werner és Joseph Haydn
koranak kismartoni udvara is lehet6séget adhatott. Carl Kraus regens chori teljes kismartoni
szolgalata alatt feltehet6leg élénk szakmai és jO személyes viszonyban allt az Esterhazy-rezidencia
tobb muzsikusaval. E kapcsolatokra valdsziniileg nagymértékben tamaszkodott kottatara kialaki-
tasaban is.

Kraus kismartoni miikédési helyét, a Szent Marton-plébaniatemplomot 17. szazadig vissza-
vezethetd szalak kototték az Esterhazy-udvarhoz,®' és az egyiittmiikodés, immar kolesonds se-
gitségnyujtas formajaban, a plébaniai egyiittes helyzetének 1753-as rendezését® kovetden, tehat
Kraus karnagysaga idején is fennmaradt.”

7 V5. Sepp Gmasz: ,,Die Turnerfamilie Hold. Ein Beitrag zur biirgerlichen Musikpflege im alten Eisenstadt”. In Bur-

genldndische Heimatbldtter, Jg. 48, Heft 1, Eisenstadt, 1986, 26. o. Lasd tovabba Kraus 1757-es Donberger-
masolatat, melyet rector scholaeként irt ala. Kraus folyamatos plébaniai mitkodését bizonyitja, hogy fizetési tablaza-
tat az egyhazi szamadasok 1801-es bejegyzésel is tartalmazzak. Vo. Kirchenrechnungen (1739-1880), Bd. 1802
(Eiseristadt, Landesarchiv: Stadtarchiv, Rémisch D. Ecclesiastica).

V§. Altalanos megjegyzések 265-267. 0. A masolatok datalasa problematikus. A Maria-offertorium azonos forrasbol
késziilt, javitott véltozatanak gyori kopiaja alapjan azonban a kismartoni masolatok Istvanffy haldla, vagyis 1778
elétti eredete mindenképp bizonyitottnak tekinthetd. Mivel e fiatalkori kompozicidjat Istvanffy feltételezhetéen mar
gyori succentori szolgalatanak kezdetén felvette a székesegyhaz repertoarjara, elképzelhetd, hogy a gyorinél korabbi
kismartoni kéziratok 1766 koriil vagy akar kordbban elkésziiltek.

% Vo, Bardos: Gyor zenéje, 197-198. o.

8 V6. Bardos: Gydr zenéje, Tematikus jegyzék 804. sz., tovabba Kim-Szacsvai: Dokumente iiber das Musikleben der
Jesuiten, 320. 0. Kraus zeneszerzoi tevékénységét a kismartoni kottatérban taldlhaté néhany tovabbi — szintén ano-
nim — masolata is megerdsiteni latszik.

Franz Anton Payr (+1733) példaul 1715-1733 kozott a plébanian orgonistaként, az Esterhdzyakndl basszistaként,
majd késdbb orgonistaként miikodott. Ugyanebben a periédusban a plébaniatemplom masik zenésze, Michael Hauck
iskolamester Wenzel Zivilhofertél (1714-1721), az Esterhazy-egyiittes vezet6jétdl tanult zeneszerzést. V6. André
Csatkai: ,,Beitrdge zur Geschichte der Musikkultur in Eisenstadt”. In Mitteilungen des Burgenldndischen Heimat-
und Naturschutzvereines Freunde des Landesmuseums, Eisenstadt, 1931, 10. o.

Anna Barbara Kroicher (Kroiherin, Kroyer) 6000 gulden osszegli alapitvanyanak koszonhetoen ebben az évben
hoztak létre — a szabad kiralyi varosok kozott talan utolsoként — a kismartoni toronyzenészek intézményét, egy olyan
allando egyiittest, mely elsésorban a varosi templom zenei igényeit szolgalta ki. Lasd Pfarrchronik 78-81. o. Figu-
ralis kompozicidk eléadasara azonban feltehetdleg korabban is sor keriilhetett. Erre utal Anton Hold sen. 1753-as
palyazata, amelyben a kés6bbi toronymester a plébaniatemplomban teljesitett tobb éves szolgalatara hivatkozik. V6.
Ratsprotokoll Nr. 876. (Bardos Kornél kutatasai), tovabba Gmasz: i. m., 26. o.

A 18. szdzad masodik felében a plébania hangszeres egyitteséért felelds két toronymester, Anton Hold sen. (1753—
1774) és Anton Hold jun. (1774—1799) — egy 1780-as kifizetés szerint talan maguk a toronylegények is — kisegitoi,
illetve allando tagjai voltak az Esterhazyak egyhazzenei egyiittesének. V. H. C. Robbins Landon: Haydn: Chronicle
and Works. Haydn at Eszterhdza. 17661790, Vol. 11, London, 1977, 85. o.; Gmass: i. m., 28. o., Janos Harich,
»~Haydn Documenta (1)”. In Das Haydn Jahrbuch 2, Wien, 1963/1964, 18. o.
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Az intézményes forman tal személyes kotddések is biztositottak a két egyiittes kozotti kap-
csolatot. Werner példaul tagja volt a plébaniatemplomban mikddoé, a plébania életének szerve-
zését felvallald Rosenkranzbruderschafinak (1766-ban egy adomanyarol is beszamolnak a plé-
baniai forrasok).** Joseph Haydn plébaniai kapcsolataira épp Carl Kraus regens chorihoz fiiz6d6
baratsaga enged feltételezni,® tovabba erre utal, hogy Haydn ismerte Kraus — Istvanffy offerto-
riumait ekkor mar minden bizonnyal tartalmazé — kottagyiijteményét. E kottak egy részét, Kraus
hagyatékabol meg is vasarolta 1802-ben az Esterhazyak szamara.®

E személyes kapcsolatok mellett nem meglepd, hogy mindkét Kapellmeister Carl Kraus ren-
delkezésére bocsatotta az Eéterhézyak egyhazzenei gyiijteményét, valamint sajat kottatarat, ma-
solatokat és autografokat egyarant. Krausnak e segitségre kiilonosen sziiksége lehetett, hiszen
gyakorlatilag egy személyben vallalta a plébania szamara egy szinvonalas figuralis repertoar
kialakitasat. Ujabban megtalalt hagyatéki leltara,” tovabba a plébaniatemplom 1837-es jegyzé-
ke® és fennmaradt allomanyanak irasvizsgalata alapjan ugyanis megallapithaté, hogy a 18. sza-
zad masodik felében a plébania egyiittesének rendelkezésére allé kottaanyag nagy része Carl
Kraus regens chori, tobbségében sajat kezii masolataira épiild gyiijteményébél szarmazott.”

Kraus kottataranak Esterhazy-proveniencidjara mar masolatainak szerzékore is felhivja a fi-
gyelmet. A magyar teriileten mikddo alkotokat nem szamitva, a hagyatéki leltaraba felvett mint-
egy 500 tétel mindossze 10%-at szignalja olyan komponista, aki az Esterhazy-forrasokban nem
fordul eld. A két kottatar nemzetkozi rétegének azonossaga természetesen Snmagaban nem bizo-
nyitja a két gylijtemény kozotti kézvetlen Osszefiiggéseket. E repertodr ugyanis szorosan koveti
a nyugat-magyarorszagi székesegyhazak, illetve az osztrak kolostorok és nagyobb plébaniatemp-
lomok anyaganak 3sszetételét. A régid kottataraiban felfedezhet$ erételjes hasonldsagot pedig
a kozép-europai repertoar 1740-1750-es években zajlo atalakuldsa is magyardzhatja, mely
folyamat nemcsak a hasznalatban Iévd zenei anyag kicserélddését, hanem ennek nagyfoki egy-
ségesedését is maga utan vonta.”® A két kismartoni gyiijtemény eddigi iras- és papirvizsgalatai
azonban szamos esetben igazoljak a konkordanciak mégétti kdzvetlen kapesolatokat.

E feltételezést Kraus kottatiranak magyar vonatkozasu rétege is megerdsiti, szerzokore
ugyanis harom kivételtol eltekintve (melyek egyike maga Istvanffy!)”' kizarolag az Esterhazy-

8 Vi, R. Sobotka: Die Geschichte der Stadipfarre zum Heiligen Martin in Eisenstadt. Dissertation, kézirat, Wien,
1955, 35. 0., tovabba Pfarrchronik, 99. o. 1dézi Csatkai: Beitrdge, 11. o.

E baratsag egyik bizonyitéka, hogy Kraus szerepel Haydn 1801-es végrendeletében. Haydn Kraus vak lanyéra egy
kisebb 6sszeget kivant hagyni. V6. Landon: Chronicle, Vol. V, 52. o.

V6. Joseph Haydn. Gesammelte Briefe und Aufzeichnungen. Unter Benutzung der Quellensammlung von H. C.
Landon, Hg. von Dénes Bartha, Budapest, 1965, 417. o.

WVerzeichnif aller bey der Eisenstddter Pfarrkirche vorfiindigen und vom H. Regens-Chori Karl Kraus am 15. April
Anno 1802, abgelésten Musikalien” (Eisenstadt, Landesarchiv: Stadtarchiv, Ecclesiastica, ohne Sign.). A jegyzék az
egyes szerzok adott miifajhoz tartozé kompozicidinak szamat tiinteti fel.

wInventarium Uiber alle bey der Stadipfarrkirche der koniglichen Freystadt Eisenstadt vorfindigen sowohl dlteren
als auch neueren Musikalien” (Eisenstadt, Domarchiv, ohne Sign.).

A 18. szazadi karnagyok korében ez nem ritka jelenség, noha e mennyiség igy is figyelemre méltd. A beszerzések
soran egyébként a regens chorik gyakran éltek a kozvetlen regionalis kapcsolataikbol adodé lehetoségekkel.

A jelenségre Hellmut Federhofer hivta fel els6ként a figyelmet, majd ezt késoébbi tanulményok, tobbek kozott
Mariazell, GoB, Gottweig repertoaranyagaban is kimutattak. A Magyar Kiralysag teriiletén a kismartoni forrasok
mellett lasd a gydri székesegyhaz, tovabba a gy6ri, nagyszombati €s szakolcai jezsuitatemplom repertoarforrasait.
Kraus hagyatéki jegyzékében e repertoart az osztrak kolostori komponistdk, Franz Joseph Aumann, Georg Joseph
Donberger, Franz Joseph Ehrenhardt, Tobias Gsur, P. Amandus Ivanschitz, P. Aegidius Schenk, P. Florian Wrastil,
Johann Georg Zechner, a bécsi udvari és egyhdzzenészek koziil Johann Nepomuk Boog, Anton Carl, Leopold Hof-
mann. Ferdinand Schmid, a szdzad utolsé harmadaban Johann Georg Albrechtsberger, Florian Leopold Gassmann,
Frantisek Xaver Brixi, Johann Baptist Vanhal és Karl Ditters von Dittersdorf képviselik.

Lasd Joseph Bengraf (1745-1791), a pesti belvarosi tempiom karnagyanak 1777-es motettajat (Ed B 12, az autograf
a berlini Staatsbibliothek Preussischer Kulturbesitz alloméanyaban talélhatd, a kompozicié tovabbi masolatairdl nincs
tudomasunk) és Anton Zimmermann (1741-1781), Batthyany Jézsef pozsonyi érseki egyiittese vezetdjének egy mi-
séjét, valamint két offertoriumat (Ed A 23, B 23-24). Tekintettel a kismartoni udvar pozsonyi kapcsolataira, valamint
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udvar zenészeire épiil. Az allomany tobb mint felét Gregor Joseph Werner Kapellmeister alkota-
sai teszik ki (212 db.).”” E kéziratok Esterhazy-provenienciaja pedig nem lehet kétséges. Annal
inkabb, mivel a kompozicidk legalabbis egy része valdsziniileg csupan kismartoni masolatokban
és/vagy szerzdi autografokban létezett.”” A kozvetlen kismartoni eredet a Kraus hagyatéki jegy-
zékében feltiintetett 13 Haydn-kompozicid (,, Messen 3, Offertoria 6, Salve 4°") esetében is felté-
telezhetd.”* Amint az eddigi stemma-vizsgalatokbél is kideriilt, Kraus nemcsak a masolatokhoz,
hanem a Haydn-autografokhoz is hozzafért,” s igy az is eléfordulhatott, hogy Haydn tudtaval az
— Istvanffy kottai kozott is megtalalhatd — 1762-es Esterhazy-kantatabol maga allitott dssze egy
kontrafaktirat a plébaniai egyiittes szamara.”® Ezek utdn nem meglepd, hogy a ,,Grosse Orgel-
messe” Kraus-féle, 1780 el6tti masolatat Johann ElBler, Esterhazy-kopista 1800 koriil, az Ester-
hazy-kottatar szamara készitett masolata forrasaul hasznalta fel.”’ Kraus kottataranak tovabbi
Esterhazy-komponistai az orgonista Franz Nicolaus Novotny és Johann Nepomuk Fuchs karnagy
kivételével tobbnyire olyan kismesterek,”® akik Kismartonon kiviil legfeljebb a régio kozeli koz-
pontjaiban valtak ismertté. A plébaniai regens chori gyiijteményében fennmaradt alkotésaik egy
része éppen ezért ma mar egyetlen korabeli allomanyban sem talalhaté meg. Valdszinii, tehat,
hogy e miivekhez Kraus ugyancsak az Esterhazy-udvar muzsikusaihoz fiiz6d6 ismeretsége révén
juthatott hozza.

Istvanffy offertoriumainak el6fordulasat Kraus regens chori masolatai k6z6tt tehat minden-
képp szignifikansnak kell tekinteniink szerzdjiik kismartoni jelenlétének vonatkozasaban. S6t, ha
figyelembe vessziik, hogy kottataranak kialakitasaban Kraus milyen donté mértékben tamaszko-
dott személyes Esterhazy-kapcsolataira, talan nem tulzas azt gondolnunk, hogy az offertoriumok
beszerzésében a regens chori Istvanffyhoz kot6d6 személyes ismeretsége, valamint tovabbi gyori
kapcsolatai mellett, a regionalis zenei kézpontként miikodo hercegi rezidencia kozvetitd szerepe

vz

egyenld mértékben valdsziniisithetd.

arra a tényre, hogy a Kraus altal lejegyzett egyik offertorium konkordancija az Esterhazy-gyiijteményben is megta-
lalhat6, Kraus Zimmermann-masolatainal is az Esterhazy-proveniencia tiinik valdsziniibbnek a koézvetlen pozsonyi
beszerzés helyett.

2 V6. Verzeichniff 1802: ,, Messen 14, Offertoria 14, Vespern 9, Hymnos 40, Litaneyen 6, Requiem 1, Te Deum 5, Alma
13, Ave Regina 6, Regina Coeli 6, Salve 15, Veni Scte 2, Rorate 4, Mittit I, Sub tuum 8, Advent-Lieder 40, Weich-
nachts-Lieder 28”. Ebb6I az 4llomanybél a kismartoni dém kottatdra ma minddssze 126 kompozici6t 6riz. Kraus, az
Esterhazyak szolgalataban 4116 Johann Georg Thonner (1695-1761) mellett, Werner legszorgosabb kopistaja volt.
Masolatainak feltiinden magas szama és a zeneszerzés iranti érdeklodése alapjan — Istvanffy és szamos Esterhazy-
zenész mellett — az 6 esetében is felmeriil az Esterhazy-Kapellmeisternél folytatott tanulméanyok lehetdsége.
Hubert Dopf: Die Messenkompositionen Gregor Joseph Werners. Dissertation, Innsbruck, 1956, 24-28. o. Az Ester-
hézy-kottatarban talalhaté6 Werner-miivekhez lasd Harich Janos katalégusat. V6. 39. 1ab;j.
" A plébania fennmaradt anyagaban két mise (Hob. XXII: 7, Ed A 12; Hob. XXII: 4, Ed A 130) és 6 kontrafaktira (Ed
B 91, B 101-102, B 104, E 66-67) mésolataban fordul el6 Kraus kézirasa. Erdemes megjegyezni, hogy két, egyéb-
ként szintén Esterhazy-provenienencidji kézirat kivételével (B 103, D 4, az utébbi Haydn autograf szélamfiizeteit is
tartalmazza) a plébéniai kottatarban talalhaté 6sszes tovabbi Haydn-kopia beszerzésére Kraus mitkodési éveit kove-
téen keriilt sor. E miivek az 1811-es adomanyokkal (A 132-133, B 107-108), valamint a plébania késébbi karnagya-
inak, Joseph Fasching és Johann Eisenstock 1811 eldtti (B 105), illetve 1823 és 1834-es (A 131, B 106) kopiaival
keriiltek a plébania allomanyaba. A Kraus-kottatar Haydn-kéziratainak feldolgozasanal a kolni Joseph Haydn-Institut
katalogusait €s jegyzetanyagat is felhasznaltam, melyért eziton is kszénetet mondok.

Az 1771-es Salve Reginardl példaul legkésébb 1773-ban készitett az autograf alapjan masolatot. Haydn egyébként

Kraus hagyaté¢kabdl 1802-ben visszavasirolta e kéziratot az Esterhdzy-gyilijtemény szamara. V. Becker—Glauch:

i.m, 215-217. o.

" Motteto de Sancta Theclae Protho Martyr et aliis Sanctis (Ed B 102, Hob. XXIIla: 4). Az énekszélamokat Kraus,
a hangszeres sz6lamokat korai Esterhazy-kopistak masoltak. Ez utobbi szélamfuzetek feltehetbleg az autografbol ké-
sziiltek 1765-1766/1770-ben. Datalas a violone sz6lam végén szereplé Haydn-alairas alapjan. V. Becker—Glauch:
i. m., 179-180, 182. 0., tovabba Joseph Haydn: Kantaten mit Orchester, 180. o.

n Joseph Haydn: Messen, Nr. 3-4, 189. o.

78 Vb. Johann Novotny, Aloys Novotny, Ludwig Novotny, tovébbé Simon Thadeus K6lb és Caspar Melchior Prandtner.
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Istvanffy Benedek tjonnan felfedezett offertoriumai és
Szent Benedek miséje

Minthogy jelen kotetben Istvanffy két, Gjonnan felfedezett offertoriumat és egy, korabban még
nem publikalt miséjét adjuk kozre, folmeriil a kérdés, hogy ezek a miivek hogyan modositjak,
miként gazdagitjdk a zeneszerzor6l alkotott képet. Alabbi vizsgalodasainknak tehat az a legfébb
célja, hogy a kompoziciok elemzése ¢és zenei jellemzése soran az Istvanffy-életmiben betsltott
helytikre és jelentOségiikre rakérdezziink. S mivel az offertoriumok és a Szent Benedek mise
egyarant datalatlanok — a stiluskritikai vizsgalatok korlatait szem el6tt tartva — meg kell kisérel-
niink, hogy a miivek szinvonala, stilusa és hangszerelése alapjan feltételezett keletkezési idejiik-
kel kapcsolatosan is allast foglaljunk.”

Offertorium de Santa Cruce, Offertorium de Beata Virgine Maria

A 18. szazad tobbszélamu katolikus egyhazi zenéjében a misetételek koziil az offertorium kinal-
ta a legtobb szabadsagot a zeneszerzonek. A hosszas liturgikus cselekmény béséges id6t enge-
dett a nagyformanak, s ezért a mise zenéje a liturgianak ezen a pontjan koncertszeriivé néveked-
hetett.** Nem meglepé tehat, hogy Istvanffy miivei koziil is az offertoriumok képviselik a legkor-
szerlibb zenei nyelvet hasznalo és legnagyobb formai 1éptéki kompoziciokat. Valamennyiiik egy
vokalis szolot és egy korustételt foglal magaban, s a karacsonyi offertorium (Jam virga Jesse)
kivételével egy aria vagy duett el6zi meg a kérustételt. Ugyanezt a nagyformat talaljuk a két kis-
martoni offertoriumban is. (Amint az alabbi tablazat iitemszamai mutatjak, a kismartoni darabok
[stvanfty legterjedelmesebb offertoriumai k6zé tartoznak.)

Istvanffy Benedek offertoriumai — attekintés

cimlap tételek apparadtus metrum/tempo ttem-  lel6hely
szam

Offertorium de Sancta Cruce 510 Eisenstadt,
Domarchiv

Ave, 0, crux Aria (Tenore) 2 vl, va, vine, org  3/4 Allegro moderato 462

Per signum Choro 2 vl, va, vine, org  4/4 Allegro 48

crucis

Offertorium de B[eata] V][irgine] M|[aria] 537 Eisenstadt,
Domarchiv

Maria, o, Mater Duetto 2 vl, va, vine, org  2/4 Allegro molto 362

(Canto I-1I)
Ave Maria Choro 2 clni, timp, 2 ob,  2/4 Allegro spiritoso 175

2 vl, va, vine, org

™ A datalas masik lehetdsége az Istvanffy-miiveket 6rz6 kottatarak részletes filologiai vizsgalata, amely a vizjelek, és
kopistdk azonositdsara, s a kottatarak torténeti rétegeinek megallapitasara is kiterjed. A Zenetudomanyi Intézet
Magyar Zenetorténeti Osztalyanak egyik projectje célul tizte ki e kutatomunka elvégzését. Csak e kutatas befejezé-
sekor valik majd vilagoss4, hogy a filolégia segitségével megallapithato-e az Istvanffy-miivek keletkezésének krono-
logidja. Vo. Szacsvai Kim Katalin e kotetben kozolt tanulmanyanak 2. jegyzetével, IX. oldal.

Hermann Beck: ,,.Die Musik des liturgischen Gottesdienstes”. In Karl Gustav Fellerer, Hg.: Die Geschichte der
Katholischen Kirchenmusik, Bd. 11, Kassel etc. 1976, 183. o., valamint Dobszay Lasz16: , Istvanffy Benedek kisebb
egyhazi mivei”. In Musicalia Danubiana 3, Budapest, 1984, 14. o.
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Offertorium Pro Dominica Resurrectionis D[omini] N[ostri] I[esu] C[hristi] 168 Sopron,

Szentlélek
plébania-
templom

Adeste, Aria (Basso) 2 clni, timp, 2 vl,  4/4 Allegro spiritoso 51

triumphate va, vine, org

Christus Choro 2 clni, timp, 2 ob,  2/4 Allegro moderato 117

surrexit 2 vl, va, vine, org

Offertorio per la Domenica di Pentecoste 370 Sopron,
Szentlélek
piébania-
templom

Veni Sancte Duetto 2 vl, va, vine, org  2/4 Allegro moderato 255

Spiritus (Canto I-1I)

Alleluja Choro 2 clni, timp, 2 vl,  3/8 Allegro spiritoso 115

va, vine, org

Offertorium pro solennitate (!) Nativitatis Dfomini] N[ostri] J[esu] XTI 171 Gyér,

Székes-
egyhaz
Jam virga Jesse Choro 2 ¢lni, timp, 2 vl,  4/4 Allegro maestuoso 50
vine, org
O Jesu, amor mi Duetto 2 vl, vine, org 3/4 Adagio 71
(Canto I-II)
Jam virga Jesse Choro da 2 clni, timp, 2 vl, 4/4 Allegro maestuoso 50
capo vine, org

A miifaj kinalta szabadsag a szovegvalasztasban is érvényesiilt.*’ A sziikebb értelemben vett
liturgikus szovegek alkalmazasa helyett a kor elonyben részesitette a szabadon koltétt, vagy ere-
detileg mas liturgikus funkciob6l dnkényesen kiemelt textusokat.®? A két kismartoni mii e tekin-
tetben is beleillik Istvanffy offertoriumainak soraba. Az Ave, o, crux aria a nagybdojti un. Fekete
vasarnap (Dominica passionis) vesperasahoz tartozé Vexilla Regis himnusz 6. és 7. strofajara
épiil, amelyet — csekély szovegvaltoztatassal — a Szent Kereszt megtalalasanak iinnepén is hasz-
naltak a Il. vesperas himnuszaként. A Per signum crucis fohasz ez utobbi iinnep miséjében és
zsolozsmajaban egyarant felbukkan: elébbiben mint communio, utobbiban pedig mint a vesperas
5. antifonaja. Az Offertorium de BVM ariaja szabad barokk kolteménynek tiinik (Istvanffy korab-
ban is ismert offertoriumai kéziil ilyen a Jam virga Jesse vagy az Adeste, triumphate szovege),”

8 V6. Gabriela Krombach: Die Vertonungen liturgischer Sonntagsoffertorien am Wiener Hof Ein Beitrag zur Ge-

schichte der katholischen Kirchenmusik im 18. und 19. Jahrhundert (= Studien zur Landes- und Sozialgeschichte der
Musik. Bd. 7), Miinchen—Salzburg, 1986, 18. o., valamint Beck: i. m., 186. o.

Dobszay: i. m., 14. o.

A barokk quasi-liturgikus kdltemények hatalmas, s jorészt anonim repertoart képviselnek. Déri Balazs szives felvila-
gositasa szerint ez a repertodr — épp nagysaga s helyi variansainak bdsége miatt — egyeldre feltaratlan teriilet az iro-
dalomtudomanyban. Ugyancsak Déri Balézs hivta fel a figyelmet arra, hogy a Maria, o, Mater duett szovegének
egyes fordulatai, rimei Esterhazy Pal Harmonia caelestisébdl Iehetnek ismerések. Az Istvanffy-duett és a Harmonia
caelestis 50. szamu darabja, egy strofikus éria, valéban olyan kozeli szovegvariansokat tartalmaz, amely kozos
forrasrol arulkodik:
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Esterhdzy: Harmonia caelestis 50. sz. Istvanffy: Offertorium de BVM — Aria
Maria, quid sentio / cum tui fit mentio / opinor, Maria, o, Mater / Maria gustum sentio / quando tui fit
quod amor. / Hoc vocabulo / utetur pabulo etc. mentio / opinor hoc vocabulum / amoris esse pabulum etc.
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korustétele pedig az Ave Maria, gratia plena, amelyet eredetileg is offertoriumként hasznaltak
a Maria-iinnepeken.

Az Olffertorium de Sancta Cruce cimlapjara utdlag jegyezték be rendeltetését: Tempore in-
ventionis aut Exaltationis, tehat a kompozici6é a Szent Kereszt megtalalasanak (majus 3.) vagy
felmagasztalasanak (szeptember 14.) iinnepére késziilt. A masik offertorium felhasznalhatosaga
szélesebb korli, hiszen valamennyi Maria-iinnepen elbadhattak. A Szent Kereszt iinnepének és
Istvanfty lehetséges kompozicids inditékanak kapcsolatarol az alabbiakban még szét ejtiink.

Zenei vizsgalodasainkat az Offertorium de Sancta Cruce ariadjaval kezdjiik. A darab Istvanffy
vokalis sz616i koziil az egyetlen moll hangnemii tétel. Amint azt a 24 iitemes ritornell mutatja, a
c-moll hangnem bizonyos dramai effektusok alkalmazasara inditja a zeneszerzét. Ilyen dramai
mozzanat az elsé két iitem kezdd hangsulyai utan fellépé dinamikai kontraszt (a).** A hegedii-
szolamok egyenletes tizenhatod-mozgasanak vivoerejét a harmoéniai folyamat is fokozza, mely
a kis szekundonként ereszked6 basszusmenet, és a szekundakkord tovabblenditd hatasat is kiak-
nazza (b) (v0. a 3-6. litemmel). Ugyancsak effektus értékii a hegediik s6hajmotivuma (d), amely
el6szor a leghangsulytalanabb titemhelyrdl atktve, majd elokével hangsiilyozva jelentkezik (v6.
8-10., ill. 11-12. i1.). A szinkdpas ritmusban hatasosan érvényesiil az Gn. ,,napolyi szextakkord”
patosza (v6. 13. ii.). A ritornellt pontozott ritmusu, dramai unisono folytatja (¢’), amely a tétel
folyaman tobbszor jut majd kadencialis szerephez. Végiil a peridédus 2. felének befejezését bovi-
tés, egy kétiitemes motivum (a’) ismétlése késlelteti, amely dinamikai fokozassal parosul (vé.
18-24. i.).

Feltiind az aria terjedelmes formdja, mely a szonata-elvvel 6tvozott ritornell-ariak legna-
gyobb léptékil valtozata. Ez a formamodell az 1720-as évek tajan jelent meg, s a 18. szazad
kozepére mar éltalanosan elterjedt. Sajatossaga, hogy miutan az aria férésze onmagan belil is
megvaldsitja egy Gn. ,lassu-tétel szonataforma™ harmoniai és tematikai tervét, egy ujabb kozép-
részt vonultat fol, korabban még nem hallott témaval.®® Az aria alabbi formai attekintése meg-
mutatja, hogy a ,,melléktéma-teriileten” elhangzott zenei anyag teljes egészében rekapitulalodik
az elsé részben, mely kovetkezésképp onalldan is megallna a helyét, hiszen végigjarja a szonata-
forma harméniai folyamatat. Am a kozéprész tijra felkeresi a masodik hangnemi szintet.

Istvanffy eddig ismert miiveinek vokalis sz6l6iban nem hasznalja ezt a szerkezetet, ugyanak-
kor ez a terjedelmes aria-modell nagy szamban talalhaté Gregor Joseph Werner oratdriumaiban.
Példaul az 1760-ban keletkezett Debora® egy kivétellel valamennyi aridja ezt a format mutatja
(rdadasul Wernernél metrum- és tempdvaltas is megkiilonbozteti a kozéprészt az aria forészétdl).
Akarcsak Istvanffy, Werner is a kozéprész végére helyezi az énekestdl elvart improvizalando
cadenzat.®” A formai elemzésben (e)-vel jelolt ,melléktéma” (42. iitemtd]) nem tartozik az aria
leginvencidozusabb pillanatai kozé. Raadasul az uj hangnem, a parhuzamos Esz-dur elérése is
el6készitetien, mivel meglehetdsen drasztikus hirtelenséggel kdvetkezik a c-moll V. fokan nyitva
marad6 40. litem utan. A kiillonb6z6 hangnemi szintek valodi modulacié nélkiili, varatlan elérése
is tipikus werneri vonas.®® Masfel6l viszont a darab jelentdségét noveli, hogy Istvanffy a két
mise Quoniam-tételét leszamitva soha nem irt ennyire virtu6z énekszélamot (lasd a 50-61., ill.
146-160. titemeket). A B kozéprész a korabeli da capo ariaforma tipikus modellje szerint dina-
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Az egyes motivumokat félkovér zardjeles kisbettikkel jeldljiik. Vo. az aria formai attekint tablazataval is!

A ,Jlassi-tétel szonataforma” (,,slow movement sonata form™) Charles Rosen terminusa. A 18. szazadi aridkban al-
kalmazott szonataformak részletes targyalasat 1asd Rosen: Sonata Forms, New York—London, 1980, 28-29. o.

Az Orszagos Széchényi Kényvtarban 6rzott autograf jelzete: Ms. mus. II1. 12.

A lehetséges Werner-hatas mellett természetesen nem feledkezhetiink meg arrél a trivialis tényrdl, hogy Istvanftynak
maradt még egy megzenésitendo strofaja, s ezért valasztotta a legterjedelmesebb da capo ariaformat.

Lasd Werner: Debora, Actus Primus: Aria prima (,, Es muss noch stdts ein Donnerstein”’) 31-33. ii.; Chor der Cana-
niter (,, O Schand, o Schande!”’) 34-35. ii.; Actus Secundus: Aria Prima (,, Der Adler schwiingt sich zwar’") 28-29. Q.
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Az Ave, o, crux dria formdja

A B A
formarész | Ritornell { Vok. sz616 (A') Ritornell | Vokalis sz616 (A?) Ritornell | Kdzéprész da capo
utem 1-24 25-87 87-100 ]100-192 192-208 |209-254 255-464
motivika |abcdc’a’ |abed |ek'a”k’c’a’ [bd a’ abxyd ek'ak¥c’a’ |bedba’ {1j motivika aés b {az 1-208.

emlékekkel” itemek val-
tozatlan meg-

ismétlése
tematika | FOtéma- | (Ft.-t) | Mellékté- |roviditett a Mellékté- | roviditett | 1) tematika a szo-
terdlet ma-teriilet | ritornell ma-terilet ritornell veg 2. strofajara +

reprize vokalis kadencia

~

hangnem |c¢ c Ev Ei Eb-Ab-f-g-c c——— |c Ei B g = 1-208

mikai kontrasztot hoz a robusztusabb forészhez képest, ugyanakkor atmenti az aria nyit6 effek-
tusat (lasd a 214-217. litemek hangsulyait), s a szoveget egyes szavakra térdelé megtorpanasok
(239-250. ii.) a dramaisag 0j aspektusaval gazdagitjak a zenei kifejezést.

A masik offertorium szolotétele, a két Canto szélamra irt duett méltan nevezhetd a Sopron-
ban fennmaradt piinkdsdi offertorium, a Veni Sancte Spiritus duett testvérdarabjanak.”” Nemcsak
a sz6lohangok és a metrum, hanem a tételkarakter is azonos, s mindkét hangszeres ritornell ver-
senymii vagy koncertaria jelleget hordoz. Ezenfeliil egészen konkrét mozzanatok teremtenek
szoros kapcsolatot a két tétel kozott. A két ritornell azonos dallami eszményt kévet. Az Offerto-
rium de BVM-¢é az éretlenebb, a piinkdsdi darabé a cizellaltabb valtozat. Rokonsagukat a dallam-
vonal hasonldsagan kiviil a nagy ugrassal elért, jellegzetes kadencialis trillak is jelzik. Ugyanakkor
mig a Veni Sancte duett motivumformalasat Dobszay Laszld erésen ,feltérdelt dallamossag”-ként
jellemzi, melyben a kétiitemes szeletekb6l allé fiizér minden tagja elizidval kapesolodik a kvet-
kez6h6z,” az Offertorium de BVM A-dir duettje nagyobb léptékii elemekbé] épitkezik, a zenekari
hatas olyan szimfonikus eszkdzét is bevetve, mint a ritornell utolsé eldtti elemeként kibontakozo
mannheimi crescendo (41-53. ii.). Am ezeknek az elemeknek nem mindegyike egyforman
invenciozus, a kezdeti lendiilet utan a zenei anyag hatarozottan veszit érdekességébdl. A mellék-
téma-teriilet zenei folyamataban (20-32. ii.) példaul a zeneszerzd a thlsagosan hamar elért do-
minans hangnembdl egyszerli szekvencialis ismétiéssel fordul vissza A-dir felé, és a szakasz
»egy helyben forgd” motivikaja is fékezi a zenei folyamat dinamizmusat. Az aria forméaja megfe-
lel az Ave, o, Crux tétel férészének. Akarcsak az Offertorium de Sancta Cruce éridjaban, az elsd
vokalis sz6l0 a ritornell anyagahoz képest ezittal is jelentdsen boviti a dominéns hangnemi szintet,
a melléktéma-teriiletet. Uj zenei gondolatként jelenik meg példaul a 18. szazad kézepének oszt-
rak egyhazi zenéjében divatos pasztoralis stilus(, népies motivika (124-131. i.). Istvanffy e
tételben nem alkalmazza a terjedelmes da capo aria formajat: a széveg masodik versszakat nem
egy kozéprészbe helyezi, hanem a masodik vokalis sz6l6szakasz elejére, amelynek modulalo,
fisz-mollt és h-mollt felkeresé harméniai folyamata a szonataforma kidolgozéasi szakaszanak
funkciojat latja el (196-239. ii.). A repriz a 240. iitemtdl kezdddik, amelyben az alaphangnem,
és a tételkezdet témajanak rekapitulacidjara egyarant sor keriil, s visszatér az elsd strofa szovege.

A Maria- és a Veni Sancte-duett egymashoz vald viszonya az Istvanffy-misék Quoniam-
aridinak parhuzaméhoz hasonlithatd, tudniillik ott is ugyanazon tételtipus kezdetlegesebb és

% A Veni Sancte Spiritus duett modern kiadasat lasd in: Musicalia Danubiana 3, Budapest, 1984, 199-214. o.
% Lasd Dobszay: i. m., 16. 0.
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érettebb megvaldsitasaval allunk szemben.”' Az offertoriumok esetében mintha a kismartoni mii
toltdtte volna be az ,.el6tanulmany” szerepét a Veni Sancte Spiritus elegansabb, valasztékosabb
duktusahoz képest.

Az Offertorium de BVM kérusa (Ave Maria) a trombitak, timpani és oboak tinnepi fényével
Ovezett, s a gyors, figurativ hegediiszélamok (,, rauschende Violinen ala Reutter”’) buzgalmaval
sliritett, telt hangzasi, homofon kérusdeklamacio. Akarcsak a karacsonyi és a husvéti offerto-
rium koérusaban, itt is rovid duett-szakaszok teszik valtozatossa a tételt, melyek a moduléaciok
felségteriileteként ellensulyozzak a tombszerii korusszakaszok harmoniai egyhangtsagat. Formai
elemzés helyett ezittal csupan a textura egyik érdekes mozzanatara hivjuk fel a figyelmet: a jelen-
ség egyediil e tételben fordul elé Istvanffy miiveiben. Az énekszélamok unisonojardl van szd,
melyet a 18. szazadi mesterek ritkan, s mindig egyfajta sajatos effektusként hasznaltak.”” Istvan-
ffynal is retorikus fordulatként hat az Ave Maria megszolitas kiemelésére (31-38. ii.).”

Az Ave Marianal joval jelentdsebb a Szent Keresztet iinnepld offertorium kérusa, mely az
Istvanffy-életmii legegységesebb s legeredetibb fhgatétele. A hét kisebb egyhazi miivet kdzreado
Musicalia Danubiana-kotet eldszavaban Dobszay Laszlé vilagos kiilonbséget tett az Istvanfty-
himnuszok stile antico, vokalis irasmddja és a Rorate coeli introitus instrumentalis fugatdja ko-
zott.* A Per signum crucis faga nyilvan az utébbihoz all kozel, de a két tétel kozott jelentds
kiilonbség van. A Rorate fugato-technikajaval egy kétrészes (in. Scarlatti-féle) szonata elvére
emlékeztetd forma és hangnemi terv parosul, s a zenei folyamatnak t6bbszor Gjrainduld, grego-
rian intonacidval is tagolt imitacié-sor k6lcsdnoz egyfajta versetto-jelleget. A Per signum crucis
kérus viszont folyamatosan végigirt, egységes fugatétel, amelyet a téma gyakori belépései
szonek at. (Ezt a kompoziciés mddszert a kor zeneszerzdi egyébként egyre kevésbe alkalmaz-
tak.) S nemcsak a téma intenziv jelenléte, hanem bizonyos ellenpontjainak allandésaga is biz-
tositja a forma szigorat. A figatémanak az oktavugrastdl a g-hang centruma koré gravitald sziiki-
tett tercmotivumaig iveld rajzolataban talan joggal ismerjiik fel a ,,Crux”- azaz keresztmotivum
zenei figurajat (1-3. ii.). Istvanffy korabban ismert miiveiben is foltlinhet a zeneszerzd vonzoda-
sa a skala érzékeny hangfokaibol keletkez6 sziikitett terc €s a bdvitett szekund fordulatok irant.
E jellegzetes alteraciok nem funkcionalis, csupan koloritszerl jelenlétére ismét csak Werner
miiveiben talalunk tomérdek példat, aki a modorossagig fokozta hasznalatukat.” Istvanffy eddig
ismert figainak szigorian colla parte szerepre korlatozott hangszerkezeléséhez képest viszont 1j
vonas a két hegedii részben 6nalld, figurativ alkalmazéasa. Ugyancsak novumnak szamit, hogy a
basso continuo sz6lam bizonyos szakaszokban fiiggetlenedik a vokalis basszustdl, s ez altal fel-
szabaditja azt a harmoniai alapot szolgaltatd funkcid kényszere aldl. Ez is fokozza a sz6lamveze-
tés természetességét, amely e kdrusban is nagy erénye Istvanffy zenéjének. A tétel befejezése
eldtt a szlamparok érdesen sarlodé szekvenciajat is a szolamvezetés logikaja igazolja. Istvanffy
hatasosan €l a torlasztasnak és a témafej ritmikai médositasanak eszkozével.”

L A jelen kotetben kozreadott Szent Benedek mise Quoniam-aridja képviseli a kezdetlegesebb, az 1774-ben késziilt

Missa Sanctificabis Annum Quinquagesimum Quoniamja pedig a kifinomultabb format. Ez utébbi modern kiadasat
lasd in: Musicalia Danubiana 13, Budapest, 1995, 176-184. o.

V6. Armin Raab: Funktionen des Unisono. Dargestellt an den Streichquartetten und Messen von Joseph Haydn.
Frankfurt am Main, 1990, 11-13. o.

A 18. szazadi magyarorszagi egyhazi zeneszerzk rendkiviil ritkan alkalmaztak a vokaélis unisonét. Istvanfly eljara-
sanak parhuzamara csak Zimmermann egyik C-dir Missa solemnisében ismeriink példat (a mii forrasai: H-Bn, Ms.
mus. IV. 246 — a tatai Esterhazyak kottatarabdl szarmazo kézirat; illetve CZ-Brno, A 20370), melyben az unisono
ugyancsak dramai — mar-mar szinpadias — effektusként bukkan fel a Credo ,.sub Pontio Pilato” szavainal.

Dobszay: i. m., 12-13. o.

Lasd péidaul Werner egyik Rorate coelijét (Gyor, Richter Janos Archivum, W. 96), vagy Debora c. oratériuménak
szamos részletét.

% Lasd a 17-19, illetve 14-15, 21-23, 29-32, 37-38. iitemeket.
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Zenei megfigyeléseink utan nem keriilhetjilk meg a kérdést, mikor keletkezhettek a Kismar-
tonban fennmaradt offertoriumok, s hogyan jutottak Carl Kraus, a plébaniatemplom karnagya-
nak latokorébe. Nem hallgathatjuk el, hogy rendkiviil kevés tampontra tamaszkodhat az, aki e
sajnalatosan karcst életmi kronoldgiajat szeretné rekonstrualni. Istvanffynak az 1774-es nagy-
misén kiviil nincs datalt kompozicidja, s a Rorate coeli partitira-téredékétol eltekintve nem
maradtak fenn vagy eddig nem keriiltek még el autograf partiturak. Az Istvanffy-autografok
vizjeleinek, rasztralasanak és irasmodjanak teljes korii vizsgalatat — amelynek nyilvanvaléan
nemcsak sajat milveire, hanem a kézjegyét viseld 144 kottara is ki kell terjednie — még csak
részben végezhettiik el.”’ S tudjuk, ingovanyos talajra 1ép, aki egy kismester, raadasul egy atme-
nett korszakban miik6dott kismester miivei kozott stiluskritikai alapon probal idérendet megal-
lapitani. Mindezek szem el6tt tartasaval két hipotézis kérvonalazodik.

Egyfel6l kézenfekvd, hogy a két kismartoni offertoriumot Istvanffy korai miivének tartsuk:
az els6 palyaszakasz termésének, amelyet a Széchényi-csalad tagjainal Széchényi Léaszlo sopro-
ni, sopronhorpécsi, illetve grof Széchényi Antal nagycenki birtokan toltott, tehat foldrajzilag is
egészen szoros kozelségben Kismartonhoz, az 1750-es évek masodik, és az 1760-as évek elso
felében. E feltételezés mellett szol, hogy a kompozicidk tobb tekintetben is a kismartoni Ester-
hazy-Kapellmeister, Werner hatasat tiikr6zik. Ugyancsak e mellett érvel, hogy azon jelenségek
egy része, amelyekre kritikai megjegyzéseink vonatkoztak, a zeneszerzdi tapasztalatlansag vagy
a stilaris éretlenség jeleiként is értelmezhetdk. S akad a stiluskritikanal objektivabb tény is, mely
ugyanebbe az irdnyba mutat: Istvanffy Gyo6rben fennmaradt miivei ugyanis nem tartalmaznak
bracsaszélamot. (Még az impozans méretil nagymise is a bracsa nélkiili Kirchentriot hasznalja
a zenekar magjaként.) A kismartoni offertoriumok hangszerelése viszont — éppligy, mint a sop-
roniaké — a bracsara is szamit.

Masfeldl az Offertorium de Sancta Cruce esetében komolyan megfontolandd annak esélye,
hogy a kompozicié a gy6ri évek alatt (1766—78 kozott) keletkezett, vagy legalabbis a gyori je-
zsuitak szamara irédott. Bardos Kornél ugyanis a jezsuita gimnazium napléinak feldolgozasa so-
ran feltarta, hogy a Szent Kereszt Megtalalasanak Unnepéhez gazdag zenei-liturgikus hagyo-
mény tarsult a varosban.”® A jezsuita kollégium keretében miik6dé Agoniae Christi tarsasagnak,
amely a varos német nemzetiségii didkjait és polgarait gyiijtdtte egybe, a majus 3-i Inventio
Crucis volt a foiinnepe, amelynek el6estéjén vesperast énekeltek, az iinnep napjan pedig iinne-
pi misén vettek részt, s délutan kdrmenetre is sor keriilt.” Az efféle konfraternitasok f& tevé-
kenységét bizonyos iinnepek kultusza alkotta (akik ezen iinnepek fé szponzoraiként Iéptek fel,
mert ilyenkor a zenészek kiilén honorariumat is a konfraternitas pénziigyi forrasaibol fedezték).
Szacsvai Kim Katalin jelen kotetben koz6lt tanulmanya kimutatta, hogy a Kismartonban fenn-
maradt Istvanffy-offertoriumok masoldja 1748-ban maga is a gy6ri jezsuitak muzsikusa volt.
Istvanffy szoros kapcsolatat a jezsuitakkal, s templomukban valé gyakori szolgalatat méar Bardos
Kornél kutatasai is dokumentaltak.'” Tudjuk, hogy a rend 1773-as feloszlatasa utan Istvanffy
megprébalta fenntartani a zenekart, és biztositani a zenés istentiszteletek régi gazdagsagat. Mind-
ezért sem O, sem muzsikusai nem kaptak fizetést, s épp e méltanytalan helyzet miatt a Helytartota-
nacshoz irt kérvényében emliti, hogy a jezsuitak kottatarat sajat kompoziciodival is gyarapitotta.'”’

9 Lasd az 1. jegyzetet.

% Bardos Kornél: Gyér zenéje a 17-18. szdzadban, Budapest, 1980, 161-162. o.

% A kormenet az 1714-ben felépitett gyori kalvariahoz vezetett, s 1716-t61 1753-ig nemcsak a németek, hanem a ma-
gyarok is részt vettek benne.

"% Bérdos: i. m., 197-198. o.

191 ...in corde ejusdem erga Deum pietatem pro condecoratione officii Divini antiquatis existentibus, maxima in parte
Collegii Musicalibus, nova Musicalia partim proprio aere, et indefesso labore comparare partim pro tenuitate virium
mearum privata etiam compositione et elaboratione adaugere...”

»Sziviikkben [ti. a volt jezsuita templom hiveinek] az isteni jamborsagot megtartani, st ndvelni kivantam a hajdani
istentisztelet diszét szolgald, f6leg a kollégium tulajdonét képezo kottakkal. Am tjakat is beszereztem, részben sajat
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Lehetséges, hogy a Szent Kereszt iinnepére irt offertorium is e milvek kozé tartozott? Ebben az
esetben Carl Kraus, a kismartoni plébaniatemplom karnagya egykori kenyéraddin, a gydri je-
zsuitakon keresztiil juthatott Istvanffy kompozicidjahoz. Ugyanakkor nem feledhetjiik el, hogy
Kismarton ekkor az egyhazi kézigazgatas szerint a gy6ri plispokséghez tartozott, s — noha a mo-
dern szakirodalomban nem talaltam nyomat a Szent Kereszt-iinnep specialis kismartoni jelento-
ségének — a piispSki székhely mintat adhatott bizonyos helyi hagyomanyok miivelésére. Mikdz-
ben tehat a gyori székesegyhaz az egyhazi repertoar, a zenészek toborzasa s konkrét személyes
kapcsolatok révén sokat készonhetett Kismartonnak, piispoki székhelyként vissza is hathatott ¢
fontos regionalis kdzpont életére. A két feltételezés koziil mégis az eldbbi tiinik valosziniibbnek,
tehat az offertoriumok véleményiink szerint még Istvanffy gydri succentorsaga el6tt keletkezett,
korai kompoziciok, de e kérdés nem tekintheté lezartnak.'” Annyi azonban bizonyos, hogy
a kismartoni proveniencidji Istvanffy-miivek Gjabb adalékot szolgaltatnak arrol a termékeny
kapcsolatrol, amely a 18. szazad legtehetségesebb magyarorszagi egyhazi komponistajat, s egy
fontos piispoki székhely muzsikusat az Esterhazy hercegi székhely, Kismarton fejlett zenei éle-
téhez fiizte.

Messa dedicata al Patriarcha Santo Benedetto

A két kismartoni offertoriummal ellentétben a Szent Benedek mise nem teljesen ismeretlen a
magyar zenetorténeti kutatds ujabb eredményei irant érdekl6dok szamara. Egyfeldl a kompozi-
cié tobb izben is elhangzott mar, s hangfelvételen is hozzaférhetd.'” Masfel6l a masik Istvanffy-
misét kdzreadd Musicalia Danubiana-kitet bevezetd tanulmanyaban nemcsak a kor magyaror-
szagi misetermésének kontextusaban helyeztiik el Istvanffy miveit, hanem két miséjének Ossze-
hasonlitasat is elvégeztiik.'™ Végiil az Istvanffyrél késziilt kismonografiaban ugyancsak részle-
tes elemzés és értékelés olvashaté a Szent Benedek misérél.'” Az alabbiakban tehat csupén e
mar publikalt eredmények révid 6sszefoglalasara korlatozodunk.

Istvanffy két miséje koziil a Szent Benedek mise kevésbé monumentalis, mint miifajtarsa, az
1774-ben, Zichy Ferenc piispok aranymiséjére irt kompozicié, de szerényebb méreteivel is a kor
magyarorszagi egyhazzenei termésének legjavahoz tartozik. A Szent Dorottya misével ellentét-
ben a Kyrie-tétel nélkiilozi a nagyszabasi lassi bevezetdt, s azonnal az Allegro forésszel kez-
dédik. Szekvenciazo témaja feltlind hasonlosagot arul el Johann Patzelt (1714?7—1748) miséjének
ugyancsak szekvenciazo nyité gondolataval. Ez a témarokonsag tobb, mint — a kor tématopo-
szokbol és dallami kozhelyekbdl épitkezd zenei nyelvébdl adddo, gyakran eldforduls — véletlen
egybeesés, hiszen Patzelt miséje éppen Istvanffy masolataban maradt fenn a gy0ri székesegyhaz
kottataraban.'® Patzelt miivének szélamanyagat a kismartoni plébaniatemplom kottatara is meg-
brizte,'” nem kizart tehat, hogy Istvanffy Kismartonban ismerte meg a miivet! A két Kyrie kez-
detének 6sszehasonlitasa (lasd jelen kotet Fiiggelékében, a 293. oldalon) ugyanakkor azt is meg-

" .

gybzden illusztralja, hogy a kor kismesterei kozott milyen nagysagrendi kiilonbségek allhatnak

pénzemen és sok faradsaggal, részben gyenge erémhiz mérten sajdt kompozicidimmal niveltem szdmukat...”

(Orszagos Levéltar, Helyt It C 67 Dep lit Pol Jes Nr. 65).

Az sem kizart, hogy Istvanffy még gydri 4llasanak elfoglalasa eldtt is komponalt milveket a gy6ri jezsuitdk szdmdra,

hiszen szoros barati kapcsolatokat apolt veliikk. V6. Bardos: i. m., 64. o.

19 1,4sd Hungaroton HCD 31782, 1998, Orfeo Zenekar, Purcell Kérus, vezényel Vashegyi Gyorgy.

14 Farkas Zoltan: Istvanffy Benedek: Missa »Sanctificabis Annum Quinquagesimume, vel Sanctac Dorotheae™. In
Musicalia Danubiana 13, Budapest, 1995, 11-26. o.

195 Farkas Zoltan: Istvdnffy Benedek (= Magyar Zeneszerzdk 5), Budapest, 1999, 23-25. o.

Patzelt: Missa ne corrumpas a 4 voci (Gy6r, Richter Janos Archivum, AMC, P. 15). V6. Sas Agnes: ,Istvanffy

Benedek élete és miikodése™. In Musicalia Danubiana 13, Budapest, 1993, 9. o. Patzelt életéhez és magyarorszagi

miikodéséhez lasd tovabba Bardos Kornél: Sopron zenéje a 16—18. szdzadban, Budapest, 1984, 133-134, 213, 376,

613. 0.

V6. Szacsvai Kim Katalin jelen kotetben kozolt tanulmanyanak 32. jegyzetével, XIV. oldal.
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fonn. Az 1730/40-es években miikodott Patzelthez, a késd barokk zeneszerzés iigyesen ellenpon-
tozo ,.kézmiiveséhez” képest Istvanffy a korabbi eredményeket integrald, nagyvonald, szuverén
alkotoegyéniség. Mig a Szent Benedek mise Kyriéjének szekvenciazd fotémaja a misekompona-
las hagyomanyanak — valdszinlileg Patzelttdl atvett — tématoposzat hasznalja, addig a meg-
megtorpand, dramai ,, eleison” motivum a zeneszerz6 egyéni leleménye.

A Kyrie otiitemes hangszeres el6jatéka, amelyet a korabeli templomi egyiittesek gerincét al-
kot6 Kirchentrio ad eld, a két hegedii szolamanak virtu6z kezelésérél tanuskodik. Istvanfty java-
ra irandd, hogy a ,, rauschende Violinen” alkalmazasa nem csupan az 6ncélu dekorativitas esz-
koze, hanem a nagyforma Osszetartd erejének forrasa. A Kyrie vokalis szakaszait tagold hang-
szeres kozjaték ugyanis kivaloan betolti a tétel kiilonbdz6 hangnemi szintjeit megerdsitd
ritornell formai szerepét.

A tétel formai felépitése és hangnemi terve az atmeneti kor kompoziciés gondolkodasat és
Istvanffy tomor formalasat egyarant kivaloan példazza. Az els6 korusszakasz a dominans hang-
nembe (G-durba) modulal (6-12. ii.), de annak megszilarditasa helyett a d-moll felé¢ fordul
(14-18. ii.). Ez az 0j tonalis szint valik a Christe eleison szakasz kiindulé hangnemévé, amely —
a misekomponalas hagyomanyainak megfeleloen — énekes szolistakat I1éptet fel. A Cantus-Alt,
illetve Tenor-Basszus duett (d-moll és a-moll) utan a kérustutti azonnal visszamodulal az alap-
hangnembe, és érdekes modon a szdldszakaszban bemutatott triolas, F-dur témat is rekapitulal-
ja (vo. a 25-27. iitemeket a 36-38. iitemekkel). A forma lekerekitését a szekvenciazo f6téma
imitacids feldolgozasa biztositja, melyben az egyes szolamok torlasztassal 1épnek be. A Szent
Benedek mise Kyrie-tételében tehat még aligha érvényesiil a szonataforma, mely a kovetkezd
évtizedekben az egyhazi kompoziciokban is meghatarozo szerephez jut, am a zeneszerz6 forma-
érzéke mégis tomoren fogalmazott, kiegyensulyozott s a liturgikus funkcidval teljesen harmoni-
zalo szerkezetet teremt.

Istvanffy két miséjének Gloria-tételei a nagyformat és a kisebb belsé formarészeket tekintve
is nagyon hasonléak. Ez korantsem a zeneszerz6 csekély invencidjanak a jele, hiszen a 18. sza-
zadi misekompozicioban hatarozott tradicidk, régéta kikristalyosodott toposzok iranyitjak az al-
kotas menetét. Ekként a kanonizalt miseszoveg egy-egy részletéhez azonos tételtipusok tarsul-
nak. A két Istvanffy-mise Gloridinak parhuzamai azonban meghaladjak ezt az altalanos kapcso-
latot, s szorosan egymashoz rendelik a két tételt. Mintha ugyanannak a koncepcidonak kétféle
megvaldsitasaval allndnk szemben. Mivel a Musicalia Danubiana 13. kétetében kozolt tanul-
manyban részletesen foglalkoztunk a két Gloria 6sszehasonlito elemzésével,'® s a kotet Fiigge-
Iéke kottapéldakon keresztiil is bemutatja a két tétel hasonlosagat,'” ezattal csupan néhany
olyan vonasra hivjuk fol a figyelmet, amely a Szent Benedek mise Gloridjat markansan megkii-
16nbozteti testvérdarabjatol.

A hagyomany szerint a jubilalé hangulati, gyors Gloridban a Qui tollis szakasz moll hang-
nemii, lassu kozéptételt képez. Istvanffy mindkét miséjében egyarant erre a szovegrészre helyezi
a Gloria zenei stlypontjat. Am amig a Szent Dorottya misében ez a szakasz mindenfajta hang-
szeres bevezetés nélkiil, azonnal a korusbelépéssel indul, a Szent Benedek misében fontos sze-
rep jut a ritornell érdekes kromatikus fordulatokkal fiiszerezett hegediidallaméanak. A szdveg
harmas tagozddasanak megfeleléen harom koérusbelépés hangzik el a négy ritornell kozott.
A tétel a ritornell tematikus-motivikus anyagabol épitkezik, vilagosan felismerhetd logika sze-
rint: a zeneszerz valamennyi visszatérés alkalmaval szisztematikusan ujrarendezi a ritornell
kiillonbozo elemeit. A 2. hangszeres koézjaték leroviditett: mindGssze a pontozott ritmusa elsé
motivumot és a folyamatos tizenhatodmozgasra épiilé zardgesztust idézi a ritornell anyagabdl
(vd. a 36—46., ill. a 54-59. iitemeket.) A ritornell 3. megjelenése viszont épp a nyité6 motivumot

1% Farkas Zoltan: i. m., 16, illetve 18-19. o.
199 Idem, 420-421. o.
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hagyja el, ugyanakkor a 2. k6zjaték soran mell6z6tt motivumot allitja vissza jogaiba (69-75. ii.).
A ritornell utolsé megjelenése a tizenhatod ritmust zaromotivumra korlatozodik. Ez a gondol-
kodasmdd, valamint a vokalis részek beépitése a ritornell anyagaba a barokk aridk és korusok
szerkesztésmodjat idézik.'® A tétel hangnemi terve még egyértelmiibben archaizalé vonasokat
mutat. A c-moll kiindulé hangnem utan a zenei folyamat nem a domindns mollt vagy a parhuza-
gyors harmoniavaltasai, melyeket a szolamvezetés szépsége is kiemel, a harmoéniai nyelv archaikus
gazdagsagara vallanak, kiillondsen a Szent Dorottya mise Qui rollisanak lényegesen egyszeriibb
harméniai folyamatahoz képest. Ez utobbi tétel hangnemi terve teljes mértékben a szonata-elvet
koveti. A c-moll alaphangnem utan a dominans g-mollba jut a zenei folyamat, a masodik kérus-
szakasz a parhuzamos Esz-dart exponalja, végiil mindaz, ami kordbban a dominansban hangzott
el, az alaphangnemben rekapitulalodik. Az 1774-es keltezésli mise Qui rollisa tehat kétrészes,
szimmetrikus zenei formaba illeszti a szoveg harmas tagozodasat. Ugyancsak feltlind a stilaris
kiilonbség a Benedek mise ritornelljének barokkos kromatikja és a Szent Dorottya mise zene-
kari kozjatékanak érzelmes, ,, empfindsamer” stilusa koz6tt. Mindezek alapjan az 1774-ben
bemutatott mii pedig hatarozottan modernebbnek tlinik a Szent Benedek misénél. (Az archaikus
¢és a korszerii jegyek szembeallitasat természetesen nem tekintjitk értékmérdének: a Szent Bene-
dek mise harmoéniai nyelvének gazdagsagat példaul hiaba keressiik a Szent Dorottya misében.)

A két mise Quoniam-tételei kozotti kiilonbség viszont nem az archaikus és modern ellentét-
parral jellemezhetd, hanem egyértelmilen mindségi kérdés. Mindkét tétel ugyanazt a korszeri,
galans stilust alkalmazza, a kétrészes, kidolgozas nélkiili szonataforma keretei kozott, de a Szent
aridjanak aprolékosan kidolgozott, mesterien cizellalt dallamvezetéséhez képest. Talan ez a min6-
ségi distancia a legerdsebb érv a Benedek mise korabbi keletkezése mellett.

A Gloriat zaré Cum Sancto Spiritu szovegrészt Istvanffy — a misekomponalas hagyomanyai-
nak megfeleléen — fugaként zenésiti meg, akarcsak a Szent Dorottya misében. A két tétel abban
is hasonlit, hogy a szoveg harom szakaszahoz (,,Cum Sancto Spiritu”, ,,in gloria Dei”, ,,Amen”)
harom kiilonb6z6 téma tarsul. Ugyanakkor lényeges killonbség, hogy mig az 1774-es kompozi-
ci6 e harom témat egyszerre mutatja be, sot a tétel elején a permutéacios fuga elvei szerint kezeli
8ket,'"" addig a Szent Benedek mise egyenként, egymas utan lépteti fel a témékat, és csak ezutin
kombinalja 6ket egymassal. A kvart- és terclépésekben szekvenciazé els6 fugatéma egyébként
nyilvanvaloan ugyancsak Werner hatasarél tanuskodik.''” A Szent Benedek mise fugajanak témai
kevésbé harmonikus fogantatasiak, tehat 6nallobbak, mint a Szent Dorottya mise témai, mindkét
mii kdzos vonasa viszont, hogy Istvanfty invencidzusan hasznalja ki a szélamok szinkdpas be-
Iéptetését €s szellemes jatékot folytat az iitemsulyok eltolasaval.

A bécsi klasszikus stilus zenekari miséinek talan a Credo a legproblematikusabb tétele, hi-
szen a miseszOveg terjedelmes volta jelentds nehézségek elé allitja a komponistat, s a hitvallas
szévegének tartalmi logikaja mellett nem konnyii egy ontérvényi zenei logikat is érvényre jut-
tatni. Istvanffy a Szent Benedek misében egyszeriien, egyfajta célratord eleganciaval oldja meg
a feladatot, s keriili az iiresjaratokat.'"® Mig a Szent Dorottya mise az Et incarnatus kozéprész-
ben a kor leggyakoribb toposzat hasznalja, s Krisztus kereszthalalara utald, passiés hangvételd,
patetikus dallamot 1éptet fel, addig a Szent Benedek mise a hagyomany kinalta masik lehet6ség-

10 Alfred Diirr korusbedpités™nek vagy ,,vokalis beépités™-nek nevezi ezt a technikat. V. Diirr: Bach kantdtdi, Bu-

dapest, 1982, 32-33. o.

" Farkas: i. m., 17-18. o.

N2 1 4sd Werner Missa in contrapunto cimi mivét (H-Bn, Ms. mus. II1. 20), illetve a Coena Domini, Messa in contra-
puncti a 4 voci obligati cimii Werner-misét, amely Istvanffy masolataban maradt fenn a gy6ri székesegyhaz kottata-
raban (Gy6r, Richter Janos Archivum, AMC W. 82) s amelyet Istvanffy Gloria-tétellel egészitett ki.

3 v§. Farkas: i. m., 22. 0.
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gel él: Krisztus sziiletésének karacsonyi aspektusat hangsilyozza. A Szent Benedek mise két
sz016 szopranhangra komponalt Et incarnatusa ugyanis gydngéd hangvételii pasztoral. Az Et in-
carnatus kivételes fontossagat jelzi, hogy egyediil itt sz6lal meg orgonaszo6lé a misében. A szub-
dominans hangnem és a mérsékelt tempé (F-dur Andante) éppugy félreismerhetetlen attribitu-
mai a pasztorjelenetnek, mint a két kiirt, amelyeket a mise soran ugyancsak egyediil e tételben
hasznal Istvanffy. A mii forrasa a korabeli eldadasi gyakorlathoz, az improvizalt diszitésmodhoz
is fontos adalékkal szolgal, a Canto 1 sz6lamaba ugyanis Istvanffy egy — a szélamfiizetbe illesz-
tett — kiilonalld kis betétlapon kikottazta az els6 énekszdlo diszitett valtozatat is. Kiadasunkban
természetesen ezt a varianst is kozoljiik.

A kor misekompoziciéiban a Sanctus rendkiviili révidségét altalaban a teljes zenekar telt
hangzasa és/vagy a harmoéniai folyamat meglepetései ellensulyozzak. A Sanctus varatlan har-
moéniai fordulatokkal valdo megzenésitésének tendencidja csirdjaban mar Werner miséiben is
megfigyelhetd.'"* A Szent Benedek mise Sanctusanak elsd négy iiteme szinte harmoniai labirin-
tust jar be. A masik mise szélesebb feliileten, nagyobb aranyokban érvényesiti a meglep6 har-
moniai folyamat effektusait, s a hangszerek — a Szent Benedek mise colla parte technikajaval
szemben — 6nallo, figurativ sz6lamot jatszanak. A Benedek mise Sanctusanak dramai ereje viszont
épp megdobbentd rovidségében, s a modulaciok gyorsasagaban rejlik.

A Benedictust ,az Ur nevében érkezs” diadalmas induléjaként interpretalja a zeneszerzd,
erre utal a trombitak és timpanik fanfarja, a hegediik virtuéz szaguldasa, és a basszus énckes
sz0laméanak nagy ugrasai és koloratirai. A tétel az un. ,Devisenarie” tipusaba tartozik, ugyanis
a vokalis sz6l6 els6é motivuma egy rovid ritornell-szakasszal elvalasztva, mottoként all a tulaj-
donképpeni elsé vokalis rész eldtt. Akarcsak a Quoniam-aridban, Istvanffy itt is a kétrészes,
kidolgozas nélkiili szonataformat alkalmazza: a masodik vokalis részben a motté egyetlen domi-
nans elhangzasa utan a zenei folyamat azonnal visszatér az alaphangnembe. A Benedictus két-
ségteleniil a mise legvonzobb szdlista-feladatat kinalja. Ugyanakkor az a tény, hogy Istvanffy
egyetlen szolohangra irt virtudz ariaként zenésiti meg a tételt, és nem vokalis szolokvartettre
komponalt egyiittesként, mint az 1774-es Szent Dorottya misében, ugyancsak a Szent Benedek
mise régies vonasait erdsiti miifajtarsaval szemben. A szazad utolsé negyedének misetermésében
ugyanis egyértelmiien a szélokvartett elterjedése valt tendenciava, a sz6léariak rovasara.

A c-moll Agnus Dei zenekari bevezetésében szinte beszédszerii gesztusok, effektus-értékii
dinamikai kiilonbségek és érzelmes, dolce dallamossag egyesiil a mise zard konyorgésének mél-
to zenei megfogalmazasa érdekében. A haromrészes liturgikus sz6veget — a misekomponalas
szokasos dramaturgiaja szerint — énekes szolok kezdik, a masodik €s harmadik Agnus-szakaszt
viszont a teljes korus szdlaltatja meg. A harmoniai folyamat a mise mas moll-tételeinek gazdag-
sagat idézi. A Dona nobis pacem szévegrészt 6nallé Allegro zarétételként zenésiti meg a szerzo.
[stvanffy — mint oly gyakran — ezuttal is a jubilalé korustombok kézé iktatott énekes szdloszaka-
szokat hasznalja fel egyfeldl a textura valtozatossaganak biztositasara, masfeldl a modulaciokra.
A dominans G-durt a Canto és az Alt duettje célozza meg (37-40. ii.), egy masik tonalis szint,
a d-moll felé valo kitérést a Canto sz6ldja inditja el (45-46. ii.) éppugy, mint az alaphangnembe
valé visszatérést (49-50. ii.) Roviddel a befejezés elott pedig a Canto és a Tenor szélam imitaci-
0s belépése — egy szolo epizdd erejéig — még egyszer visszaidézi az Agnus Dei c-moll hang-
nemet.

A Szent Benedek mise attekintése soran szamos jelét tapasztaltuk annak, hogy e datalatlan
mil minden valosziniiség szerint korabbi az 1774-ben komponalt Szent Dorottya misénél. Leg-
fontosabb érveink kozé tartozik a Kyrie és a Qui tollis nem szonataszerli harmoniai terve,
a Quoniam aria ,éretlensége”, a ,,barokkosan” gazdag, gyorsabb harmoniaritmus a Szent Dorottya
mise kiegyensulyozottabb, nagyobb Iéptéki és szimmetrikus szerkezeteivel szemben, a Bene-

14 Lasd a Missa contrapunctata (H-Bn, Ms. mus. 1. 36) Sanctusat.
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dictus szOléariaként valdé megzenésitése, a mintaadd elédok — Werner, Patzelt — hatasanak koz-
vetlenebb jelenléte, stb. A datalas kérdésében mégis csak a forrasok filologiai vizsgalata, esetleg
a mise el6adasardl fennmaradt irdsos levéltari dokumentum eldkeriilése adhat egyértelmii va-
laszt. Mindenesetre a két mise szamos szempontbdl kiegésziti egymast, s alkotdjuk orientacidjat
és fejlodését két oldalrol megvilagitva, egyiitt teszik teljessé a legrokonszenvesebb 18. szazadi
magyar zeneszerzd portréjat.
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The Documents of Benedek Istvanffy’s Career in the Repertoire Sources of
Pannonhalma, Sopron and Eisenstadt/Kismarton

One of the most remarkable phenomena of the cultural history of Central Europe is the change
the structure of the musical life of the region underwent between 1720 and 1750. Central Europe
had been under the political and cultural influence of the Viennese Court since the mid-17"
century. The most important musical centres were the Imperial Court, the aristocratic residences,
the archbishops’ and bishops’ sees as well as the larger monasteries maintaining direct contact
with the Court. After 1720 the number of smaller ensembles engaged by the nobility and the
churches of religious orders and town parishes increased greatly. Around 1740 this process was
accelerated by the weakening of the cultural dominance of the Viennese Court. The new seats of
figural music established on the model of the vocal-instrumental secular and sacred music prac-
tice of the Imperialstil' became increasingly independent and by the middle of the century the
change of repertoire was also accomplished, due to the gaining ground of local composition.
These recently founded vocal-instrumental ensembles were decisive constituents of the new
system of musical institutions in the second half of the 18" century.

In the early 18™ century only a few Western Hungarian centres were able to join the main-
stream of the Central European musical culture represented by the practice of the Imperialstil.
Such centres were the Esterhazy residence in Eisenstadt, the cathedral in Gy6r (Raab), the
St. Martin church in Pozsony (Pressburg, now Bratislava) which had a more or less continuous
musical tradition, and some Jesuit churches. After 1720, however, the whole territory of the
Hungarian Kingdom and Transylvania absorbed the trends that brought about the transformation
of the structure of the musical life in Central Europe. It was mainly due to the Counter-
Reformation instigated from Vienna which laid particular emphasis on introducing the new mu-
sical practice in the churches. At the beginning, the Hungarian towns participated in this process
as mere recipients: musicians, musical instruments, scores, that is all kinds of material and intel-
lectual goods had to be imported yet. By the last third of the century, however, the local music
ensembles achieved a certain measure of independence, thanks to the quantity and quality of the
local musical production.

Benedek Istvanffy (b. 1733 in Szentmarton, now Pannonhalma near Gy6r — d. 1778 in Gy®6r),
organist and Kapellmeister at the cathedral of Gyér between 1766 and 1778, represents an ex-
ception in two respects. He was one of the few musicians of his generation who, having been
born on Hungarian territory and having received their musical education there, devoted them-
selves seriously to composition. Istvanffy is also exceptional as to the quality of his composi-
tions which make him one of the most talented figures of 18"™-century composition in Hungary.

The emergence of two offertories in the music collection of the cathedral (earlier parish
church) of Eisenstadt’ and published in the present volume completes Istvanffy’s fragmentarily

' On the concept and musical use of “Imperialstil” see Friedrich W. Riedel, “Der »Reichstil« in der deutschen Musik-

geschichte des 18. Jahrhunderts”, Bericht iiber den Internationalen Musikwissenschaftlichen Kongress, Kassel 1962
(Kassel: 1963), pp. 34-36; ibidem: “Allgemeinhistorische Aspekte zur Epochengliederung der deutschen Musikge-
schichte”, Musik und Geschichte. Gesammelte Aufsdtze und Vortrige zur musikalischen Landeskunde (Munich—
Salzburg: 1989), pp. 9-11.

The offertories caught my attention during my research in Eisenstadt in 1999. The project started then aimed at the
examination of the script and the water-marks and at the source critical evaluation of four 18"-century collections in
Western Hungary, including the cathedral and Esterhdzy-Schlossarchiv of Eisenstadt, the cathedral in Gyér and the
Holy Spirit parish church in Sopron, and at the reconstruction of the contemporary repertoire. This research is pres-
ently carried out on a National Research and Development Fund given to the Department of the Hungarian History
of Music at the Institute for Musicology. Its outcome will be summed up in my dissertation in preparation Repertoire
der Figuralmusik in Ungarn des 18. Jahrhunderts (Eisenstadt, Gyér, Sopron).
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surviving oeuvre. Apart from them, only ten compositions by Istvanffy were known so far:
three other offertories (4deste, triumphate; Veni Sancte Spiritus; Jam virga Jesse florescit), an
antiphon of the Blessed Virgin Mary (4lma Redemptoris Mater), two hymns (Te Joseph cele-
brent; Decora lux aeternitatis), an introit (Rorate coeli desuper), a separate Gloria composed to
Gregor Joseph Werner’s mass Coena Domini as well as two festive masses (Messe de anno 1774
in pieno choro ,, Sanctificabis annum quinquagesimum”, vel S. Dorotheae, and the Messa dedi-
cata al Patriarcha Santo Benedetto in the present edition). The fact that these offertories origi-
nating probably in his youth survive in a music collection of Eisenstadt can contribute further
data to Istvanffy’s still insufficiently documented biography, particularly to his relationship with
the Esterhazy court in Eisenstadt and his supposed studies with Gregor Joseph Werner.’

Istvanfty’s biography shows the greatest lacunae with respect to his years of formation. The
least information is available on the musical environment of his youth, the places he studied at,
his masters and the possible influences. In the following I will examine the early life through the
analysis of the repertoire sources surviving at both the definitely known and the surmised stages
of his youth.

The surroundings of Istvanffy’s childhood and his family environment must have had a de-
cisive influence on his choice of profession and his later activities. He received his first musical
instruction and probably also his knowledge of composition from his father. Jozsef Istvanffy
(1703-1771) was an organist and teacher of figural music at the Benedictine Abbey at Szent-
marton (Pannonhalma) between 1726 and 1752.° Apart from the daily service and teaching, he
also composed music, which formed part of the organists’ duties at the abbey.’

We are not in the position to form an idea of the standard of Jozsef Istvanffy’s works and
knowledge of music. His compositions were destroyed with the greater part of the 18™-century

The works can be found in the music libraries of the cathedral of Gy6r and the parish church of Sopron. A further

copy of the introit also survives in the collection of the Veszprém cathedral. Cf. Kornél Bardos, Gyédr zenéje a 17—

18. szdzadban [The music of Gyér in the 17™-18™ centuries]. The thematic catalogue of the works was compiled by

Veronika Vavrinecz (Budapest: Akadémiai Kiad6, 1980), Them. cat., Nos 744-751, 1512/b, see also by the same

author: Sopron zenéje a 16—18. szdzadban [The music of Sopron in the 16"-18" centuries]. The thematic catalogue

of the works was equally compiled by Veronika Vavrinecz (Budapest: Akadémiai Kiad6, 1984), Them. cat., Nos

257-258.

4 Cf Benedek Istvanffy: Church Music Works, Musicalia Danubiana 3 (Budapest: MTA Zenetudomaényi Intézet,
1984), ed. Veronika Vavrinecz (an edition of the seven minor church music works); Missa Sanctificabis Annum
Quinquagesimum, Musicalia Danubiana 13 (Budapest: MTA Zenetudoményi Intézet, 1995), ed. Laszl6 Dobszay
and Agnes Sas.

5 Cf. Veronika Vavrinecz, “Benedek Istvanffy’s Life and Work”, Musicalia Danubiana 3, pp. 23-26; Agnes Sas,

“Benedek Istvanffy’s Life and Work™, Musicalia Danubiana 13, pp. 29-33, and recently the description of his career

with a survey of the complete oeuvre in Zoltan Farkas, Benedek Istvanffy (= Hungarian Composers 5) (Budapest:

1999). For further analitical studies see Laszl6 Dobszay, “Benedek Istvanffy’s Minor Church Music Works”, Musi-

calia Danubiana 3, pp. 27-39; Zoltan Farkas, “Istvanffy Benedek: »Missa Sanctificabis Annum Quinquagesinum,

vel Sancta Dorotheae”, Musicalia Danubiana 13, pp. 34-50; ibidem, “Fuga és fugato a 18. szazad masodik felének
magyarorszagi misetermésében” [Fugue and fugato in the late 18™M-century mass output in Hungary], Zenetudomdnyi

dolgozatok 1995-1996, pp. 129-156.

Bardos, Gyor zenéje, p. 63, based on Kilian Szigeti’s study of sources. For the data on the musical life at the abbey

see Kilian Szigeti, A pannonhalmi székesegyhdz orgondinak térténete [The history of organs at the Pannonhalma

cathedral], manuscript; ibidem, 4 I8. szdzadi szerzetesi tébbszélamisdg [18™"-century monastic polyphony], manu-
script, 1979/1980; ibidem, 4 zeneoktatds tananyaga Magyarorszdgon a legrégebbi idéktsl a Ratio Educationisig

(1777) [The curriculum of music education in Hungary from the earliest times to Ratio Educationis (1777)], manu-

script, 1980. The most complete summary to date made on the basis of the enumerated studies and several contem-

porary sources is Adrien Kaczmarczyk, Pannonhalma liturgikus zenéje a 17. szdzadtol a 19. szdzad elsé feléig

[Pannonhalma’s liturgical music from the 17" century to the early 19' century], manuscript, 1987.

According to contemporary records on the history of the order, the duties of the Kapellmeister appointed from

among the members of the order included teaching choralis and figuralis music, providing adequate musical accom-

paniment to the liturgy and, in addition to acquiring the latest figural compositions, composing and compiling litur-
gical songbooks as early as the beginning of the century.
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music library of Pannonhalma. His achievements as a composer are merely documented by a
music inventory of 1727-1737.® The standard of his education is, however, guaranteed by the
high demands he had to meet. It suffices to consider the importance of the abbey and the promi-
nent function music played in the life of the Benedictine communities. What is more, Jozsef
Istvanffy’s twenty-six-year-long engagement in Pannonhalma fell into a thriving period of the
abbey in which figural music contributing to the splendour of the liturgy received great empha-
sis, largely due to archabbot Benedek Sajgho who was the head of the house between 1722 and
1768. The musicians’ duties were expanded and performing vocal-instrumental music was made
obligatory not only on the principal feasts of the Proper of the Time, but on the fifty-eight public
feasts of the year, on the proper feasts of the Benedictine order and the abbey, and at the Vespers
on the vigil of feasts. As for the quality of music, the practice of the Benedictines of Vienna
must have served Sajgho as an example, the case being that the second most important musical
centre of the imperial capital after the Stephansdom was the Benedictine Schottenstift. Several
new members of the Benedictine order in Pannonhalma acquired their knowledge of music
there, among them Anton Czosel, the lay Kapellmeister leading the ensemble of Pannonhalma
during Jozsef Istvanffy’s time of service. It is worth mentioning that the text of certain lectures
delivered at this Viennese institute reached Pannonhalma as well. For instance, the Prior of Pan-
nonhalma Alexius Schleicher (1725-1735) gives a summary of the Viennese Benedictine pro-
fessor Ildephonus Rucker’s music philosophical lectures reffering to Boethius and Guido of
Arezzo in his writing of 1706-1707 entitled De septem artibus liberalibus.’ For their self-
education and the learning of the practical skills of composition the members of the order and
their instructor, thus also Istvanffy senior, had the 17"-century manual in counterpoint of Wolf-
gang Schonsleder of the Society of Jesus' at their disposal in the 1730s.

We have no knowledge of the effectiveness of the efforts made for improving the conditions
of figural music in Pannonhalma, nor of the precise circumstances of Jozsef Istvanffy’s service.
It betrays much of the standard of music making that musicians from Pannonhalma were also
requested to perform before the Empress Maria Theresa on her visit of Gyor in 1751. It is to be
assumed that the size of the group of musicians consisting of seven paid lay players and mem-
bers of the order must have been above the average in Hungary. This is borne out by contempo-
rary inventories of musical instruments'' (the 1727-1737 list suggests capacities going beyond
those of the Esterhazy court!)'” as well as by documents of the history of the order, according to

“Inventarium Partium Musicalium Chori Figuralis Divi Martini Montis Pannoniae, comparatarfum]ab Anno 1727,
usque ad Annum 1737 eodemque Anno. " (Pannonhalma: Archives of the Archabbey, Fasc. 26, No. 35), pp. 3, 8, 11,
works by “Dni Josephi Istvanffi Actualis Org. S. Mart.”: Psalmus Dixit Dominus ex C (SATB, clarino, timpani),
Psalmus Memento ex Dis (SATB), Psalmus Domine probasti me 1. ex C (SATB), Psalmus De Profundis (SATB) &
Magnificat ex Dis (SATB, 2 violini), Lytaniae Lauretanae de S. P. N. Benedicto ex C (SATB, 2 clarini, timpani),
Miserere ex ¢ molli (SATB, sine violinis). For the inventory according to authors as well as the thematic catalogue of
the music collection see Kaczmarczyk, op. cit.

Cf. Szigeti, A zeneoktatds tananyaga Magyarorszdgon, cited by Kaczmarczyk, p. 23.

See Volupius Decorus Musagetes [Wolfgang Schonsleder], Architectonice musices universalis (Ingolstadt: 1631).
From the second half of the 18" century only one music theoretical edition survived in Pannonhalma, the Scriptores
ecclesiastici de musica sacra potissimum by the Benedictine prince-abbot Martin Gerbert (St Blasien: 1784). It is
a collection of prime importance for the history of research containing more than forty medieval treatieses on music.
Inventarium 1727-1737, p. 12: “Tubae Ductilis 4/ Tubae aliae cum Steclis 4/ Cornua ex C 2/ Majores Fides vulgo
Basset! 2/ Paulo minoris seu Bratsae 3/ Fides ordinariae 6/ Huboae 3/ Fagott 1/ Tympana 2/ Baccilli pro Tympa-
no 4*. Published by Kaczmarczyk, op. cit., p. 16. See also: “Inventur Aller in der Kirchen der den 4ten decemb.
1786. aufgehobenen in Raaber Komitat ligenden Benedictiner Praelatur auf den Martinberg vorgefundenen Appa-
ramenten und Requisiten” (National Archives, Archives of the Council of Governor-General, Cartulary of the Bene-
dictine monasteries, E. 15. ], Z): “Kleine verdorbene alte Orgl unter den Chor 1/ grosse Orgl mit 16 register auf den
Chor 1/ Violon 1/ Bassetl 1/ Bratschen 4/ Geigen 4/ Huboa und Fakot unbrauchbar 1-1/ Posaunen 1/ Waldhorn
3 paar/ Trombeten 4/ deto Alte 3/ Paucken | paar/ Harfe und Mandora zerbrochen 1-1.” Cf. ibidem, p. 17.

It is of no small interest to compare the 1727-1737 inventory with the Esterhdzy ensemble in Eisenstadt. When Pél
Antal Esterhazy (1734-1762) entered office, the Besetzung at the disposal of Gregor Joseph Werner consisting of an
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which there was practically no need for engaging extra musicians. Part-time musicians were
employed exclusively on Saint Benedict’s feasts organized with particularly great pomp and on
the feast of King Saint Stephen, founder of the monastery, when the abbey became the destina-
tion of pilgrimage. On these occasions mostly musicians from Gy6r were drawn upon.

Finally, the music inventory of 1727-1737 also testifies to a developed figural practice.
During Jézsef Istvanffy’s years of service the repertoire of the Kapelle consisted of works by the
leading church music composers of the most important Austrian and South German centres of
the Imperialstil, including Passau, Munich, Freising, Konstanz, and Michaelbeuern/Salzburg."
The best-known Southern German composers of sacred music also occur in great number among
the items of the inventory, thanks to the editions printed in the Southern German towns, among
them Augsburg in the first place."

The preponderance of the Southern German material, the great number of Benedictine com-
posers and the lack of several typical Viennese and Austrian representatives of the Imperialstil
can be explained, among others, by the marked presence of the Benedictine order in the Upper
Austrian and Southern German region and by the system of music acquisitions. In addition to
the established routes of music trade (markets, agents, copying workshops), direct and indirect
contacts among the Kapellen played a great role in the dissemination of manuscripts and prints
in the early 18" century. In the case of the Benedictine order, the network of monasteries and the
monks’ wanderings contributed to the extensive dissemination of the music material. The centre
of the order in Vienna functioned — according to the general custom of the time — as a place of
collecting and exchanging the musical output of the Southern German region. These contacts
were particularly important for integrating the musical life of the monasteries on the eastern
peripheries. Jozsef Istvanffy may have thus got acquainted with Valentin Rathgeber, the most
popular Southern German monastic composer of the early 18" century who spent some time in
Szentmarton (Pannonhalma) in 1735." It is due among others to Rathgeber’s presence there that
the music catalogue closed down in 1737 contains his works in the greatest number.

In the light of the above, it would be particularly important to study the relationships between
Pannonhalma and the other Benedictine monasteries to find out more about the musical practice
of the abbey, which may have had an impact on the surrounding Hungarian towns and the so far
unknown locations of Benedek Istvanffy’s musical studies. It cannot be excluded that his father
had recourse to the support of the Benedictines of Pannonhalma to provide for his son’s further
musical education. Not only Jézsef Istvanffy’s long service at the abbey shows his good rela-

organ, four or five voice parts, two or three violins and a trumpet was supplemented by one violoncello, violone,
flute, oboe, horn/bassoon, trumpet and drum each for a short while, but in the 1740s only one oboist, one trumpeter
and drummer were engaged again, in addition to keeping the singers and the string players. The ensemble was en-
larged again from 1749 on. See Ulrich Tank, Studien zur Esterhdzyschen Hofmusik von etwa 1620 bis 1790 (Regens-
burg: 1981), pp. 219-223, 334-344. Pannonhalma had better possibilities of figural music than Eisenstadt, which is
indicated by the state of the colla parte practice in the two centres as well. While the list of instruments of 1727~
1737 shows that the colla parte playing of trombones and oboes widely used in the sphere of influence of Vienna and
Salzburg must have had a long tradition in Pannonhalma, it has hardly any traces in Eisenstadt between 1721 and
1762.

3 See Benedikt Anton Auffschnaiter (1665—1742), Johann Kaspar Kerll (1627-1693), Rupert Ignaz Mayr (1646—
1712). Franz Xaver Anton Murschhauser (1663—1738), Joseph Anton Planitzky (1691-1732), Bernard Rauchenstein
OSB, Johann Heinrich Schmelzer (1623-1680), Edmund Sengmillner OSB (1660-1714).

% See Anton Holzman OSB (Breisgau), Alphonsus Kirchbauer OSB (Neresheim), Matthias Adam Kopp (chaplain,
Maria Dorfen), Paul Ignaz Lichtenauer (priest, Osnabriick), Joseph Joachim Benedikt Miinster (Reichenhall), Valen-
tin Rathgeber OSB (Banz/Oberfranken), Anton Santer (vice prefect, Munich), Marcus Teller (priest, Maastricht),
Johann Georg Tschortsch (priest, Schwaz/Tirol), Eugen Willkomm SOCist (Bildhausen/Unterfranken) and Gallus
Zeiller OSB (Fiussen/Allgiu).

% Cf. Kilian Szigeti. P. Valentin Rathgebers Reise nach Ungarn im Jahre 1735 (Miinsterschwarzach, 1975/1976)
(yearbook of the school). See also Szigeti, Werke P. Valentin Rathgebers OSB in Ungarn (Minsterschwarzach, 1976/
1977) (yearbook of the school).
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tions with the monks, but also the fact that when in 1757 he lost his job at the Veszprém cathe-
dral after a few years of service,'® the Benedictines of Pannonhalma helped him once again by
offering him the organist’s post at the then reconstructed branch institution of Pannonhalma in
Bakonybél. They even donated him the portative organ he had earlier used as their organist.
Jozsef Istvanffy continued to serve the Benedictines to the end of his life; the abbey in Bakony-
bél became the last stage of his musical activities.

Two Western Hungarian centres have been mentioned in literature so far as Benedek Ist-
vanffy’s possible places of study: the Jesuits’ school in Sopron as well as the Esterhazy court at
Eisenstadt.'” Both have several arguments in favour.

Had Istvanffy’s later employer Count Laszlé Széchényi (1713—-1760) of Sopronhorpécs really
supported him in completing his studies,'® it seems evident that the Count recommended his
protégé to the Jesuits of Sopron.' The Society of Jesus attributed by tradition a significant role
to music which manifested itself in the musical education of their pupils and the musical life of
the churches they were in charge of. The Jesuits’ seat in Sopron looked back upon a consider-
able past in music. The conditions for cultivating figural music had already been created in the
17" century,”® and an ensemble formed by town musicians and the young musicians of the
school can be proved to have subsisted and performed in the 18" century as well. Their high-
standard musical life is documented by the musicians’ contract of 1773 and the inventory of
musical instruments and music made on the dissolution of the order.”' It is also supported by the
list of a music collection at their disposal during Istvanffy’s years of study, the catalogue of the
by now destroyed collection of the Jesuit regens chori Ignatio Miillner’s [Millner] (1678—1750),
containing more than one thousand items. After having worked at Buda, Gy6r and in several
Austrian and Western Hungarian cities, the last stage in Miillner’s life was the Jesuits’ institute
in Sopron® where he probably took along his music collection in 1741. On the evidence of his
inventory kept continuously between 1711 and 1750, this collection accompanied Miillner — in
agreement with contemporary custom — to the various scenes of his activities.”

Miillner’s collection comprising works by about two hundred composers was unique in
Hungary and even surpassed the contemporary Esterhizy music collection. It provides a repre-

In view of the hopeless situation, Benedek asked Count Laszlo Széchényi, his bread-giver at the time, to interfere
with Marton Biré, the bishop of Veszprém, on behalf of his father. Széchényi’s efforts remained, however, futile. Cf.
Janos Pfeiffer — Kilidn Szigeti, 4 veszprémi székesegyhdz torténete [The history of the Veszprém cathedral] (Munich:
1985), p. 60. .

Gy6r, another important Jesuit school with exceptional musical achievements of the region can be excluded from the
possible scenes because Istvanffy’s name is missing from the surviving list of pupils. Cf. Bardos, Gydr zenéje, p. 64.
This is suggested by a remark in one of the composer’s later letter drafts. Cf. Bardos, Gydr zenéje, p. 64.

Cf. idem, see also Vavrinecz, op. cit., p. 23, Sas, op. cit., p. 30, Farkas, Istvinffy Benedek, p. 6.

Cf. Bardos, Gydr zenéje, pp. 212, 233, as well as Katalin Kim-Szacsvai, “Dokumente iiber das Musikleben der
Jesuiten. Instrumente- und Musikalienverzeichnisse zur Zeit der Auflésungen”, Studia Musicologica, Tom 39, Fasc.
2—4 (Budapest: 1998), pp. 306-307.

For the evaluation and the publication of the inventories see Kim-Szacsvai, op. cit., pp. 307, 331-332.

P. Ignatius Miillner’s (austriacus) further scenes of studies and activities based on the recently disclosed Jesuit
schematisms include Besztercebanya (now Banska Bystrica), Esztergom, Graz, Judenburg, Klagenfurt, Krems, Lai-
bach (now Ljubljana), Leoben, Millstadt, Nagyszombat (now Trnava), Neustadt, Passau, Pozsony (now Bratislava),
Schurz, Trencsén (now Trendin), Vienna, Varasd (now VaraZzdin).

Miillner’s music catalogue (Catalogus Rerum Musicarum, Budapest University Library, Sign. F 31, earlier shelf-
mark No. 1879) was previously treated in literature exclusively as a source with relevance to Buda. Based on the
critical and content analysis of the source it can be established, however, that the inventory and, as a result, the mu-
sic collection was available at Miillner’s most important places of wanderings. Cf. Katalin Kim-Szacsvai, “Die ‘Ver-
gangenheit’ in der ungarischen kirchlichen Praxis der Figuralmusik im 18. Jahrhundert”, The Past in the Present.
Intercongressional Symposium of the International Musicological Society 2000, Budapest (proceedings of the con-
ference in preparation); ibidem, “Eighteenth- and Early-Nineteenth-Century Hungarian Ecclesiastical Repertoires”,
Musical exchanges in Europe 16001900, European Sciences Foundation, Strassbourg (in print).
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sentative selection of the figural music material in circulation in the late 17" and the first half of
the 18" century. As Miillner pursued his studies with the Jesuits in Vienna and received instruc-
tion in music in the same institution, there is nothing unusual in the fact that he selected chiefly
from the figural music material of the Vienna-centred Imperialstil representing the highest mu-
sical standard of the time. His favourite composers include the Viennese court musicians, the
Kapellmeister of the main churches of Vienna, such as the Stephansdom, the Jesuits’ St. Salvator
church and Benedictines’ Schottenkirche. (Their names are almost completely missing from the
music stock held in Pannonhalma.?*) He also preferred the church composers of the Imperialstil
employed at the centres in direct contact with the Imperial Court (partly known from the list of
Pannonhalma).” In the course of his last acquisitions to be dated mostly to the years he spent in
Sopron between 1737 and 1750, Miillner supplemented the layer of the repertoire conceived
in /mperialstil and making up the bulk of the music collection by the output of the new centres
of figural music which represented a new style. Among the entries of his catalogue after 1737 there
appears an increasing number of the so-called rural and civil Masses and Vespers intended for
smaller figural groups by the most typical representatives of the popular Southern German,
mainly Augsburg editions.” Beside the Southern German centres, we can also find representa-
tives of the Austrian monasteries and churches, the composers dominating the figural repertoire
in the second half of the century.”’

The question arises whether Istvanffy was familiar with and had recourse to Miillner’s col-
lection.

He may have had access to it during his studies with the Jesuits in Sopron. However, it is not
out of the question that it happened later. From the age of twenty-four to the end of his life, Ist-
vanffy was active in the Sopron, Eisenstadt and Gy6r triangle. Following his years of study,
since 1757 or perhaps earlier, he was organist at the residence of Laszlo Széchényi in Sopron-
horpacs between 1758 and 1766 and in Antal Széchényi’s renovated castle in Nagycenk which
he left with Count Antal Széchényi’s recommendation for the cathedral of Gyo6r. He had been
candidate for the post of succentor since his successful audition in 1764.%®

The assumption seems logical that the young musician staying in or near Sopron used the
opportunity to get acquainted with a collection representing Central European composition
comprehensively and being probably unique in its kind on Hungarian soil. Istvanffy’s contacts
with Sopron are also corroborated by the presence of his offertories in the parish church of the
town which must have been composed on the nearby Széchényi estates.”’ It is also possible that

* See Antonio Bertali, Antonio Caldara, Francesco Conti, Johann Joseph Fux, Matthias Oettl, Johann Georg Rein-

hardt, Felice Sances, Johann Heinrich Schmelzer, Johann Bernhard Staud, Franz Daniel Tallmann, Johann Michael
Zacher. The existence of Tallmann’s composition is, for that matter, not an everyday occurrence as the composer’s
works have been destroyed for the greater part. On Hungarian territory we have knowledge of the performance of an
additional composition by him, the accompanying music to the school drama entitled Amor Divini. Cf. Agnes Gup-
cso, “Amor Divini — die Musik eines Piaristen Schuldramas (1694)”, Musik der geistlichen Orden in Mitteleuropa
zwischen Tridentinum und Josephinismus. Konferenzbericht. (Bratislava: 1997), pp. 237-256.

% See Benedikt Anton Auffschnaiter (Passau), Albert Baumgartner OSB (Melk), Benedikt Biechteler OSB (Wib-

lingen), Johann Kaspar Kerll (Munich), Daniel Merk (Augsburg), Johann Christoph Schmidt (Dresden), Meinrad

Schopf OSB (Admont), Edmund Sengmillner OSB (Michaelbeuern/Salzburg), Gotthard Wagner OSB (Tegernsee,

Freising, Salzburg), Gunther Jacob OSB and Johann Joseph Ignaz Brentner (Prague), Karl Joseph Einwalt (Olmiitz).

See Franz Bieling, Marianus Kénigsperger OSB, Joseph Joachim Benedikt Miinster, P. Andreas Oswald, Valentin

Rathgeber OSB, Johann Georg Tschortsch, Gallus Zeiller OSB. On the terms rural and civil see Wilfried Dotzauer:

Die kirchenmusikalischen Werke Johann Valentin Rathgebers. Dissertation, Nirnberg, 1976.

Such the Viennese Giuseppe Bonno, Johann Georg Reutter, Franz Tuma and Georg Christoph Wagenseil as well as

the two monastic composers Georg Joseph Donberger and Georg Zechner.

Baérdos, Gydr zenéje, p. 63, Vavrinecz, op. cit., p. 23.

For establishing the date of the offertories Adeste, triumphate and Veni Sancte Spiritus surviving at the Holy Spirit

parish church of Sopron, see Farkas, Istvdnffy Benedek, p. 23.
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some items of his own collection are of Sopron provenance;” three compositions by Johann
Patzelt, a musician active in Sopron between 1740 and 1748 occur among Istvanffy’s scores.
He copied the title-page of one and the complete performing material of the other two in his
own hand.*

The existence of these copies of Patzelt’s works raise the possibility of Istvanffy’s contacts
with Eisenstadt as well. Patzelt was namely a composer only of local significance who can have
become known mostly through personal acquaintances. Prior to his years in Sopron, he had been
active in Eisenstadt,”” and another contemporary manuscript of the mass also copied by Istvanffy
survives in the music collection of the parish church of Eisenstadt as well.*

Isvanffy had various opportunities to get acquainted with the musical life at Eisenstadt. He
can have established relations through members of the Society of Jesus in Sopron. Several gen-
erations of the Eisenstadt branch of the Esterhazy family supported the Jesuits’ college in Sop-
ron and occasionally put their musicians at their disposal on prominent feasts of the school.*
Ignatio Miillner must have been in contact with the Eisenstadt court since the first years of his
employment in Western Hungary. In his music collection the Esterhazy composers™ of the late
17™ and early 18™ centuries are represented almost in their integrity. Thus, Istvanffy can have
become acquainted with the works of the musicians of Eisenstadt back in Sopron.

The most likely place of Istvanffy’s presence in Eisenstadt can be assumed in the vicinity of
Gregor Joseph Werner (1693—1766). For an ongoing young composer Werner must have been
the most adequate master in that environment. He gave instruction in music and composition on
a regular basis.* Istvanffy’s relationship with Werner is borne out by his personal interests and
preferences. The influence of the Eisenstadt master can be detected clearly in his style of com-
position®’” and his representative collection made from Werner’s works is indicative of his inter-
est. Thirty-three of the one hundred forty-four items of Istvanffy’s collection copied for the
greater part in his own hand are the works of the Esterhazy Kapellmeister. Istvanffy did not
show such a keen interest towards any other composer represented in his music collection. The

3% The parts signed or copied by Istvanffy are presently held at the Janos Richter Archives of the bishopric of Gyér. For

the contents of Istvanffy’s collection of music see Vavrinecz, op. cit., pp. 25-26.

Cf. Bardos, Gydr zenéje, Them. cat., No. 1032: Miserere (with Istvanffy’s handwriting on the cover); Them. cat., No.
1033: Missa ne corrumpas and Them. cat., No. 1034: Requiem (the entire part material was copied by Istvanffy).
Zoltan Farkas was the first to call attention to the importance of Patzelt’s works with regard to Istvanffy’s Sopron
connections. Cf. Farkas, Istvdnffy Benedek, p. 6.

Johann Partzelt (sic) was organist at the Esterhazy residence between 1734 and 1736. He probably stayed in
Eisenstadt later on as well. In the register of births, marriages and deaths kept at the parish church he is mentioned as
rector in 1739. He was bassist, sacristan and teacher at the Saint Michael church since 1740 but maintained contact
with the Jesuits, too. He composed accompanying music to their students’ performance of the school drama “Castor
et Poilux” in 1743. Cf. Tank, Studien, pp. 227, 247, 288; André Csatkai, “Die Beziehungen Gregor Joseph Werners,
Joseph Haydns und der fiirstlichen Musiker zur Eisenstddter Pfarrkirche”, Burgenldndische Heimatbldtter, Jg. 1,
Heft | (Eisenstadt: 1932), p. 15 and Bérdos, Sopron zenéje, pp. 133—134, as well as Them. cat., No. 963.

3 Eisenstadt, Domarchiv, Ed A 12: “Missa 4 4 Vocibus. / Canto. / Alto. / Tenore. / Basso. / Violino Primo. / Violino
Secundo. / et / Organo. / Authore Sigre Joanne Patzelt.* The manuscript originates with a musician of the parish,
probably from the 1740s.

In 1702 the accompanying music to the school drama entitled Serena domus Estorianae fulcra composed by the Es-
terhazy Kapellmeister Franz Rumpelnig was performed. In 1769 some members of the ensemble directed by Haydn
contributed as guests to the Jesuits’ school drama performance “decorated with three beautiful arias“. Cf. Bardos,
Sopron zenéje, pp. 231-232 (based on the Jesuits’ diary). It is not by chance that Johann Patzelt, who was already
active in Sopron in 1743, also dedicated his accompanying music written to the school drama performance “Castor
et Pollux” of the Jesuits’ pupils to the Esterhazy family.

% See the Esterhazy Kapellmeister Franz Schmidtbauer (1678-1701), Franz Rumpelnig (1701-1704), Wenzel
Zivilhofer (1715-1720), Gregor Joseph Werner (1728-1761). Of the organists Hans Georg Horger (1686-1695),
Ignaz Prustmann (1706-1707), Franz Zeller (1708—1715), and Johann Novotny (1736-1765).

Cf. Sas, op. cit., pp. 8-9 and footnote 18.

Analytical studies by Zoltan Farkas reveal the existence of several stylistic elements in Istvanffy’s works that can be
traced back to Werner.
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majority of the composers appear with three or four items® in his collection, except for Johann
Georg Reutter and Nicola Conforto who are represented by six or seven works. The large number
of copies of Werner’s compositions suggest the existence of personal contact between Istvanffy
and the master active at Eisenstadt. Istvanffy cannot have acquired such a comprehensive knowl-
edge of the oeuvre unless he had free access to the Werner’s autograph manuscripts. A further
argument in favour of the Eisenstadt provenance of Istvanffy’s thirty-three copies of Werner’s
works is that concordances of twenty-six works can also be found in the present holdings of the
Esterhazy music collection.”® It is therefore highly probable that the Vorlage of the other seven
compositions originated also there. The balanced distribution of the genres among the copies*
suggests that the date of genesis of at least a certain part of the manuscripts must have been
before 1766 (the year of Werner’s death). Such a distribution of genres makes us suppose that
[stvanffy’s selection was motivated by his intention to lay the foundations of a music collection
of his own. He probably needed it in his Sopronhorpacs or Nagycenk period before 1766 and not
during his time of service at the Gy6r cathedral where he benefited from a fairly rich source of
music materials.

From Istvanffy’s copies of the arias by Nicolo Conforto (1718-1793) conclusions can be
drawn at his early contacts with Eisenstadt.* The works of the Italian composer were practically
unknown in the Central European repertoire.*” Istvanffy may have become familiar at the
Eisenstadt court with Conforto’s compositions which Pal Antal Esterhazy acquired through per-
sonal acquaintance during his assignment as ambassador in Naples in 1751-1753.® An interest-
ing feature of Istvanffy’s copies is, however, that they are not the original versions of Conforto’s
works but contrafacta made of his secular compositions, mainly operatic arias.* In the opera
Antigono, Conforto’s only work surviving in the Esterhazy collection,” the original of four sa-
cred arias preserved in Gyér could be identified.*® It may well be assumed that the three addi-

3 See Franz Joseph Aumann, Giovanni Battista Costanzi, Benedikt Geisler, Leopold Hofmann, Johann Patzelt, Ferdi-

nand Schmidt, Georg Christoph Wagenseil, Johann Georg Zechner.

Cf. Werner Gergely Jozsef mitveinek katalogusa [The catalogue of works by Gregor Joseph Werner] (= Manuscripta
Musicalia IIT). Compiled by Janos Harich, manuscript, 1932.

Among Werner’s selected pieces three Masses, two Requiem, four Alma Redemptoris, four Ave Regina, five Regina
coeli. three Salve Regina items, six litanies, two Te Deums, one Vespers, one offertory and two sets of hymns can be
found.

1 Cf. Bardos, Gyér zenéje, Them. cat., Nos. 199, 202, 203, 204, 205. The copyist of two further Conforto arias in the
collection of Gy6r (Them. cat., Nos. 200 and 201) is so far unknown. It was Agnes Sas who called the attention to
the significance of the Conforto copies for Istvanffy’s possible contacts with Eisenstadt. Cf. Sas, op. cit., p. 31.

In the 18"-century repertoire of Austrian and Hungarian ensembles works by musicians active in the southern cen-
tres of Europe occurred only exceptionally. As the Italian musician left Naples in 1755 for the Madrid court, it is not
accidental that his compositions are almost completely missing from the contemporary music collections of the re-
gion.

The full list of Conforto’s works purchased for Eisenstadt, including the 1751 cantata (Gli orti Esperidi) commis-
sioned by Pal Antal Esterhazy for the birthday of Maria Theresa is contained in the Champé-catalogue of 1759—
1762. See Janos Harich, “Die Inventare der Esterhdzy-Hofmusikkapelle in Eisenstadt”, Das Haydn Jahrbuch 9
(Vienna: 1975), pp. 67-88.

To increase the repertoire of their ensembles, the Kapellmeister of the time had frequently recourse to the substitu-
tion of the text of secular compositions. As a result of the increasing secularisation of the figural repertoire, popular
operatic arias could be freely used to replace the offertories — in compliance with the general practice of the second
half of the century.

Cf. National Széchényi Library, Music Collection, Ms Mus. IV. 182. The manuscript was probably written in
Naples. On the cover of the part material and the individual parts the cast of the first performance in 1750 is also
indicated. P4l Antal attended the premiere of Antigono in Naples on December 18", 1750. This is borne out, among
others, by the libretto bought for his collection. Cf. Janos Harich, Esterhdzy-Musikgeschichte im Spiegel der zeit-
gendssischen Textbicher (= Burgenlandische Forschungen 19, Eisenstadt: 1959).

See Bardos, Gydr zenéje, the concordance of Them. cat., No. 119 in the Esterhdzy collection, Antigono Atto 2%,
Scena 3%, No. 10, Basta cosi, soprano aria; the concordance of Gydr, Them. cat., No. 200 is Antigono, Atto 2%,
Scena 7™, No. 12, Scherzo degl astri, e gioco, tenor aria; the concordance of Gyér, Them. cat., No. 203 is Antigono,
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tional arias to sacred texts surviving at the cathedral can once have formed part of the secular
works purchased in Naples.*” It is therefore very likely that the sacred versions of the arias sur-
viving in the Gyor copies were prepared by Gregor Joseph Werner, Johann Novotny, or perhaps
Istvanffy after the arrival of the works in Eisenstadt. It speaks in favour of Istvanfty’s
“authorship™® that neither archival evidence nor musical sources of the parish church and the
Esterhazy court corroborate the church use of the secular music material obtained by Pal Antal.
It is also well known that none of the items of Pal Antal’s Italian operatic collection was per-
formed on stage in Eisenstadt or later in Eszterhaza.” Nevertheless, certain excerpts from the
opera collection were performed as court Tafelmusik on several occasions. The performing mate-
rial of Antigono suggests this kind of use of Conforto’s works. The missing vocal parts must
have been detached from the corpus of the opera during a concert-like performance.”® The fact
that the arias were rendered separately greatly enhances the chance of the genesis of the contra-
facta in Eisenstadt.

The date when Istvanffy’s copies of Conforto’s works were made is still unknown. The exis-
tence of separate viola parts in Istvanffy’s handwriting raises the possibility that the copies were
prepared prior to 1766, similar to certain copies of Werner’s compositions. The cathedral in
Gyér did not engage officially a viola player and in Istvanffy’s works composed in Gyor no viola
parts can be found, either.’ It is thus conceivable that Istvanffy had got acquainted with these
Conforto arias prior to his years as succentor in Gydr, i.e. before 1766, during Gregor Joseph
Werner’s time.

It goes without saying that in lack of further philological examinations it cannot be excluded
that the copies were prepared by Istvanffy after 1766. Although the investigation of Istvanffy’s
late contacts with Eisenstadt based on the critical analysis of the music collections is still at an
early stage, it may be assumed that he maintained contact with the Eisenstadt court to the end of
his life and so he had access to the music material of the Esterhazy Kapelle — led then already
by Joseph Haydn — during his post of Kapellmeister in Gydr. He may also have known the latest
pieces of its repertoire. This is borne out by such evidently post-1766 acquisitions from Eisen-
stadt as the contrafactum of Joseph Haydn’s Esterhazy cantata of 1762°> and a copy made by the

Atto 1™, Scena 6%, No. 4, Largo, Tu m’in volasti un Regno, tenor aria; Gyor, Them. cat., No. 204 Antigono, Atto
1™, Scena 5%, No. 3, lo non so, se amor tu sei, soprano aria.

To our knowledge so far, Conforto did not compose sacred arias and wrote liturgical compositions exclusively after
1759. According to the RISM catalogue, the three unidentified arias preserved in Gydr occur in none of the thematic
catalogues of further music collections. Antigono, Atto 2%, No. 15 comes into consideration as a possible concor-
dance of Gyér, Them. cat., No. 201. Establishing the identity of these two compositions will be made possible by a
detailed comparative study of these manuscripts in the future.

Supplying new texts necessitated several decisions on the composer’s part. In addition to the usual modifications
deriving from problems of prosody, the too characteristic motives that emerged under the influence of the new text
and the new environment and did not fit into the liturgy received a more “tempered” form (the series of dotted
rhythms were replaced by even quavers, etc.).

“ Cf. Dénes Bartha — Laszi6 Somfai, Haydn als Opernkapellmeister. Die Haydn-Dokumente der Esterhdzy-Opern-
sammlung. (Budapest: 1960), pp. 32-33.

By analogy, the copied parts distributed among the vocal soloists for the duration of practising and performance are
normally missing from the collection of operatic scores of Haydn’s time. In most cases, these manuscripts were not
returned to their original places after use.

Cf. Farkas, Benedek Istvanffy, p. 23, footnote 37. The lists of payments in themselves do not corroborate the lack of
viola in the Gydr practice. On these lists it was namely a general custom to include the violinists among the viola
players, and not to enumerate them separately. Cf. Otto Biba, “Die Wiener Kirchenmusik um 1783”, Jahrbuch fiir
Osterreichische Kulturgeschichte 1/2 (Eisenstadt: 1971).

See “Quis stellae radius” (Hob. XXIIla:4). Cf. Irmgard Becker-Glauch, “Neue Forschungen zu Haydns Kirchenmu-
sik”, Haydn-Studien, Band 11, Heft 3, 1970, pp. 177-183. The original version of the cantata has been destroyed. For
the critical study of the Gy6r source see Joseph Haydn Kantaten mit Orchester fiir das Fiirstenhaus Esterhdzy (= Jo-
seph Haydn Werke, Reihe XXVII, Band 1), ed. Andreas Friesenhagen and Sonja Gerlach (Munich: 2000), Kritischer
Bericht. III. Kontrafakturen moglicher weiterer Kantaten, pp. 180-181. The contrafactum of the cantata surviving in
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Esterhazy copyist Joseph ElBler senior before 1774 of the Grosse Orgelmesse® composed in
1767-1769.>*

Finally, the offertories that surfaced recently in the music collection of the parish church
(presently cathedral) of Eisenstadt and are published in the present volume also argue in favour
of Istvanffy’s connections with Eisenstadt in his youth. All the more so, as Istvanffy’s works
survive exclusively at places he had some kind of personal ties with.”®> Personal aspects must
have played a particularly important role in the survival of his offertories in Eisenstadt; these
works were probably composed before 1766 when, as a young composer, Istvanffy cannot have
been well-known in the region. These direct contacts can be demonstrated by the analysis of the
music collection of the parish church of Eisenstadt and the examination of the manuscript of the
offertories as well.

The copyist of the manuscripts can be identified as Carl Kraus (1723-1802), the school-
master and regens chori of the parish church from about 1753 to 1802.>" At least one of the two
contemporaneous copies was demonstrably made by Kraus from a source — presumably an auto-
graph one — in which Istvanffy made corrections later.”® These two copies formed part of the re-
gens chori’s own music collection and were incorporated into the corpus of the parish collection
together with his estate in 1802.

Lack of sources does not permit to substantiate unambiguously the connection between
Istvanffy and Carl Kraus. There are, however, several common features in their biographies that
make such a connection probable. Both were active in the Sopron-Eisenstadt-Gy6r region from
1757 on at the latest. They may have become acquainted personally in Gy6r or Eisenstadt. As
the parish of Eisenstadt belonged to the diocese of Gy6r, Kraus may have maintained contacts
ex officio with the cathedral musicians, among others with Istvanffy. He had close personal con-
nections with Gyor dating from his youth. One of the first stages of Kraus’s career was the
Jesuits’ school in Gydr where the foundations of his knowledge of music and perhaps of com-
position were laid. (Later on Istvanffy also cooperated with the Jesuits’ ensemble in Gyér.”)

Istvanffy’s music collection is probably an independent version where Istvanffy’s authorship can also be taken into
consideration. The motet will be published in Joseph Haydn Werke, Reihe XXII (Kirchenmusik).

Missa in Es In honorem Beatissimae Virginis Mariae (Hob. XXII:4). For the critical analysis of the source sece
Joseph Haydn: Messen, Nr. 3-4 und Fragment der Missa “Sunt bona mixta malis” (= Joseph Haydn Werke, Reihe
XXIII, Band 1b), ed. James Dack and Marianne Helms (Munich: 1999), pp. VII-VIII and 188-189.

The composer of Missa triumphalis Sancti Josephi included in Istvanffy’s music collection and additional 18-
century collections under Haydn’s name (Béardos, Gydr zenéje, Them. cat., No. 604, Hob. XXII: C8) is probably
Johann Georg Albrechtsberger. Cf. Dorothea Schroder, Die geistlichen Vokalkompositionen Johann Georg Al-
brechtsbergers. Textband (Hamburg: 1987), p. 83. and Thematischer Katalog, Nr. A . 2.

Cf. Vavrinecz, op. cit., p. 10.

%6 Cf. H. C. Robbins Landon: Haydn. Chronicle and Works. Haydn: Late Years 1801-1809, Vol. V (London: 1977),
Totenprotokoll 1802, p. 219. footnote 2.; Harald Dreo: “Die Musiktradition der ehemaligen Stadtpfarrkirche zu
Eisenstadt”, Joseph Haydn und seiner Zeit (Eisenstadt: 1982), pp. 134-141.

Cf. Sepp Gmasz, “Die Turnerfamilie Hold. Ein Beitrag zur biirgerlichen Musikpflege im alten Eisenstadt”, Burgen-
ldndische Heimatbldtter, Jg. 48, Heft 1 (Eisenstadt: 1986), p. 26. See also the Donberger copy made by Kraus in
1757 which he signed as rector scholae. A proof of Kraus’s continuous work at the parish is that his list of payments
is also contained in the 1801 entries of the church statements. Cf. Kirchenrechnungen (1739-1880), Bd. 1802
(Eisenstadt, Landesarchiv: Stadtarchiv, Rémisch D. Ecclesiastica).

Cf. General Remarks. pp. 278-280. It is difficult to establish the date of the copies. Based on the copy of the
amended version of the offertory of the Blessed Virgin Mary held in Gy6r and copied from an identical source
the genesis of the copies of Eisenstadt prior to Istvanffy’s death in 1778 can be taken for granted. As we can assume
that Istvanfty included this composition of his youth in the repertoire of the cathedral at the beginning of his service
as succentor in Gydr, it is conceivable that the Eisenstadt manuscripts made earlier than the Gy6r one emerged
around 1766 or even earlier.

*  Cf. Bardos, Gydr zenéje, pp. 197-198.
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On the evidence of the dedication entered on a copy made by him and surviving in the Jesuits’
collection (Motetta pro Paschate), he was violinist at the Jesuits’ Kapelle in 1748. Although his
acknowledgements in Latin and German are worded ambiguously, he seems to have dedicated to
the institution one of his early compositions.*

The Esterhazy court in Gregor Joseph Werner’s and Joseph Haydn’s time may also have
provided opportunities for establishing contacts between Kraus and Istvanffy. The regens chori
probably kept up lively professional and personal contacts with several musicians of the Ester-
hazy residence during the whole time of his service in Eisenstadt. He must have relied on these
contacts to a great measure when he gathered the items of his collection.

The Saint Martin parish church of Eisenstadt had maintained contacts with the Esterhazy
court since the 17" century.®' This cooperation continued in the form of mutual assistance after
the state of the parish ensemble was settled in 1753,” i.e. while Kraus was regens chori there.”

The connections between the two groups of musicians were not only institutional but rein-
forced by personal ties as well. For example, Werner was a member of the so-called Rosenkranz-
bruderschaft, a society active at the parish church, organizing its life. (Parish sources even
document that he made a donation in 1766.*) Joseph Haydn is supposed to have had some kind
of connection with the parish church® which is borne out by his friendship with the regens chori
Carl Kraus and the fact that Haydn was familiar with Kraus’s music collection containing in all
probability Istvanffy’s offertories by that time. Haydn purchased some of the music from
Kraus’s estate for the Esterhazy Kapelle in 1802.%

In view of these personal connections it is not surprising that both Werner and Haydn put at
Carl Kraus’s disposal the church music collection of the Esterhazy court and their own music
collections, copies and autograph manuscripts alike. Kraus was badly in need of assistance as he
started the task of establishing a high-standard figural repertoire for the parish church practi-
cally alone. Based on the examination of the script of his recently found inventory of estate,”

© Cf. Bardos, Gydr zenéje, Them. cat., No. 804. See also Kim-Szacsvai: Dokumente iiber das Musikleben der Jesuiten,

p. 320. A few additional, equally anonymous copies in the music collection of Eisenstadt seem to underline the work
of Kraus as a composer.

Franz Anton Payr (11733) was, for example, organist at the parish between 1715 and 1733, bassist at the Esterhazy
residence, later organist. In the same period another musician of the parish church, the schoolmaster Michael Hauck
learned composition from the leader of the Esterhazy ensemble Wenzel Zivilhofer (1714—-1721). Cf. André Csatkai,
“Beitridge zur Geschichte der Musikkultur in Eisenstadt”, Misteilungen des Burgenidndischen Heimat- und Natur-
schutzvereines Freunde des Landesmuseums (Eisenstadt: 1931), p. 10.

2 Thanks to a foundation of 6000 guldens by Anna Barbara Kroicher (Kroiherin, Kroyer) the Eisenstadt tower musi-
cians’ institution was established that year, being perhaps the last among the free royal towns. It was a steady en-
semble meeting the musical demands of the town church in the first place. See Pfarrchronik, pp. 78-81. Figural
compositions must have been performed earlier as well. This is borne out by the application of Anton Hdld senior in
1753 in which the later towermaster mentions his service of many years at the parish church. Cf. Ratsprotokoll
Nr. 876. (research by Kornél Bardos), and Gmasz, op. cit., p. 26.

In the second half of the 18" century the two towermasters responsible for the instrumental ensemble of the parish
Anton Héld senior (1753—1774) and Anton Hold junior (1774-1799) were supplementary or steady members of the
Esterhazy church music ensemble; according to a 1780 list of payments perhaps even the tower lads. Cf. H. C. Rob-
bins Landon, Haydn: Chronicle and Works. Haydn at Eszterhdza. 1766—1790, Vol. 11, London, 1977, p. 85; Gmass,
op. cit., p. 28, Janos Harich, “Haydn Documenta (1)”, Das Haydn Jahrbuch 2 (Vienna: 1963/1964), p. 18.

# Cf. R. Sobotka, Die Geschichte der Stadtpfarre zum Heiligen Martin in Eisenstadt. Dissertation (Wien: 1955), p. 35,
see also Pfarrchronik, p. 99. Cited by Csatkai, Beitrdge, p. 11.

A proof of this friendship is that Kraus is mentioned in Haydn’s testimony of 1801. Haydn intended to bequeath a
smaller sum to Kraus’s blind daughter. Cf. Landon, Chronicle, Vol. V, p. 52.

Cf. Joseph Haydn. Gesammelte Briefe und Aufzeichnungen. Unter Benutzung der Quellensammiung von H. C. Lan-
don, ed. Dénes Bartha (Budapest: 1965), p. 417.

“Verzeichnif3 aller bey der Eisenstdidter Pfarrkirche vorfiindigen und vom H. Regens-Chori Karl Kraus am 15. April
Anno 1802, abgelosten Musikalien” (Eisenstadt, Landesarchiv: Stadtarchiv, Ecclesiastica, ohne Sign). The catalogue
lists the number of compositions by the various composers belonging to a given genre.
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the 1837 list and the stock of music surviving at the parish church® it can be stated that the ma-
Jjority of the performing material at the disposal of the Kapelle of the parish church in the late
18™-century came from the collection of the regens chori Carl Kraus; they were mostly copies in
his own hand.®

The range of the manuscripts calls the attention to the Esterhazy provenance of Kraus’s mu-
sic collection. In the international layer of Kraus’s collection only ten percent of the altogether
500 items are works by composers not represented in the Esterhdzy sources. Naturally, we have
to admit that the identity of the international layer of both music collections fails to prove in
itself the direct relationships between these two collections. The reason is because this reper-
toire also follows closely the composition of the music stock available in the Western Hungarian
cathedrals, the Austrian monasteries and the larger parish churches in Austria and this similarity
between the music collections in the region could also be explained by the transformation of the
Central European repertoire taking place in the 1740s—1750s. This process entailed not only the
exchange of the musical material used but its considerable unification as well,”® Nevertheless,
the examination of the writing and papers of the two Eisenstadt collections carried out so far
corroborate the assumption of direct contacts behind the concordances in several cases.

The list of composers in Kraus’s music collection who were active in Hungary also substan-
tiates this assumption. They all belonged to the musicians of the Esterhazy court, with only
three exceptions (one of which is Istvanffy himself!).”' More than half of the stock is made up of
works by the Kapellmeister Gregor Joseph Werner (212 items).”” The Esterhazy provenance of
these manuscripts cannot be doubted. All the more so, as some of Werner’s compositions Kraus
copied were only available in the Esterhazy copyists’ copies and/or in autograph manuscripts,
but in no collections outside Eisenstadt.” The direct Eisenstadt provenance can also be assumed
in the case of Haydn’s thirteen compositions (“Messen 3, Offertoria 6, Salve 4”) listed in the in-

& “Inventarium Uiber alle bey der Stadipfarrkirche der koniglichen Freystadt Eisenstadt vorfindigen sowohl dlteren

als auch neueren Musikalien” (Eisenstadt, Domarchiv, without shelf-mark).

This phenomenon is not rare among 18"-century Kapellmeister, although this quantity is even so remarkable. For

their acquisitions the regens chori frequently took advantage of the opportunities inherent in direct regional contacts.

Attention to this phenomenon was first called by Hellmut Federhofer, then corroborated by later studies about the

repertoire material of Mariazell, G568, Gottweig. In addition to the Eisenstadt sources, see on the territory of the

Hungarian Kingdom the repertoire sources of the cathedral in Gyér, the Jesuits’ churches in Gyér, Nagyszombat

(now Trnava) and Szakolca (now Skalica). In Kraus’s inventory of estate this repertoire is represented by Austrian

monastic composers, such as Franz Joseph Aumann, Georg Joseph Donberger, Franz Joseph Ehrenhardt, Tobias

Gsur, P. Amandus Ivanschitz, P. Aegidius Schenk, P. Florian Wrastil, Johann Georg Zechner by Viennese court and

church musicians like Johann Nepomuk Boog, Anton Carl, Ferdinand Schmid, Leopold Hofmann, in the last third of

the century by Johann Georg Albrechtsberger, Frantisek Xaver Brixi, Karl Ditters von Dittersdorf, Florian Leopold

Gassmann and Johann Baptist Vanhal.

"' See the motet of 1777 by Joseph Bengraf (1745-1791), Kapelimeister of the City Parish Church of Pest (Ed B 12,
the autograph manuscript is held in the Staatsbibliothek Preussischer Kulturbesitz, Berlin; no further copies of the
composition are known) and a mass as well as two offertories by Anton Zimmermann (1741-1781), the leader of
archbishop J6zsef Batthyany’s ensemble in Pozsony/Bratislava (Ed A 23, B 23-24). Considering the contacts of the
Eisenstadt court with Pozsony and the fact that a concordance of one of the offertories notated by Kraus occurs in
the Esterhazy collection as well, the Esterhazy provenance seems to more probable in the case of Kraus’s copies of
Zimmermann’s works as well than the direct acquisition from Pozsony.

2 Cf. Verzeichniff 1802: “Messen 14, Offertoria 14, Vespern 9, Hymnos 40, Litaneyen 6, Requiem 1, Te Deum 5, Alma
13, Ave Regina 6, Regina Coeli 6, Salve 15, Veni Scte 2, Rorate 4, Mittit 1, Sub tuum 8, Advent-Lieder 40, Weich-
nachts-Lieder 28”. These days the music collection of the cathedral of Eisenstadt preserves no more of this stock
than one hundred twenty-six compositions. Beside Johann Georg Thonner (1695-1761) who stood in the service of
the Esterhazys, Kraus was the most diligent copyist of Werner’s works. On the basis of his the strikingly great num-
ber of copies and his interest in composition the possibility of studies with the Esterhazy-Kapellmeister emerges in
his case, too, just like with Istvanffy and several musicians at the Esterhazy court.

Hubert Dopf: Die Messenkompositionen Gregor Joseph Werners. Dissertation (Innsbruch: 1956), pp. 24-28. For the

works by Werner in the Esterhdazy music collection see Janos Hérich’s catalogue. See footnote 39.
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ventory of Kraus’s estate.”’ The examination of their stemma carried out to date reveal that
Kraus had access not only to copies but to Haydn’s autographs as well.”” It may have happened
that he made a contrafactum for the parish Kapelle with Haydn’s knowledge, among others from
the master’s Esterhazy cantata of 1762 (also available among Istvanffy’s copies).”® In this light it
is all but surprising that Kraus’s pre-1780 copy of the Grosse Orgelmesse was used by the Es-
terhazy copyist Johann ElBler around 1800 as a source of his copy prepared for the Esterhazy
music collection.”” With the exception of the organist Franz Novotny and Kapellmeister Johann
Nepomuk Fuchs, the Esterhazy composers in Kraus’s music collection are mostly masters’® who
were known outside Eisenstadt exclusively in the nearby towns of the region. This accounts for
the fact that a certain portion of their works surviving in the regens chori’s collection is missing
from all contemporary stocks. It is therefore probable that Kraus had access to these works
through personal connections to the musicians of the Esterhazy court.

The existence of Istvanffy’s offertories in the collection of the regens chori Kraus must
definitely be regarded as indicative of the presence of their composer in Eisenstadt. Moreover,
if we take into consideration how much Kraus relied on his personal contacts with the Esterhazy
court in establishing his own collection of music, it does not seem exaggerated to suppose in the
acquisition of the offertories an equally important role to Kraus’s personal acquaintance with
Istvanfty, to his further connections in Gy6r and to the intermediary role of the ducal residence
active as a regional musical centre.

™ In the surviving music material of the parish the handwriting of Kraus can be recognized in the copy of two masses

Hob. XXII: 7, Ed A 12; Hob. XXII: 4, Ed A 130) and six contrafacta (Ed B 91, B 101-102, B 104, E 66-67). It is
worth noting that with the exception of two manuscripts equally of Esterhazy-provenance (B 103, D 4, the latter
containing Haydn’s autograph partbooks as well), all later Haydn copies available in the parish music collection
were acquired following Kraus’s years of service there. These works got into the holdings of the parish together with
the 1811 donations (A 132-133, B 107-108) and the copies of before 1811 (B 105), and of 1823 and 1834,
respectively (A 131, B 106) by the later Kapellmeister of the parish Joseph Fasching and Johann Eisenstock. For
identifying the Haydn manuscripts in Kraus’s collection of music I relied on the catalogues and the notes of the
Joseph Haydn-Institut, Cologne, for which I wish to express gratitude.
He made a copy of the 1771 composed Salve Regina in 1773 at the latest, using the autograph manuscript. As
a matter of fact, Haydn repurchased this manuscript from Kraus’s estate for the Esterhazy collection in 1802. Cf.
Becker-Glauch, op. cit., pp. 215-217.
Motteto de Sancta Theclae Protho Martyr et aliis Sanctis (Ed B 102, Hob. XXIIla: 4). The vocal parts were copied
by Kraus, the instrumental parts by early Esterhazy copyists. The latter partbooks were probably copied from the
autograph manuscript in 1765-1766/1770. The date was established on the basis of Haydn’s signature at the end of
the violone part. Cf. Becker-Glauch, op. cit., pp. 179-180, 182, furthermore Joseph Haydn: Kantaten mit Orchester,
p. 180.
" Joseph Haydn: Messen, Nr. 3-4, p. 189.
™ See Johann Novotny, Aloys Novotny, Ludwig Novotny, as well as Simon Thadeus K&lb and Caspar Melchior
Prandtner.
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Benedek Istvanffy’s Recently Discovered Offertories and his
Saint Benedict Mass

Istvanffy’s two recently discovered offertories and his previously unpublished mass raise the
question as to whether and how these works modify and enrich our image of the composer. The
main purpose of the studies presented here is to analyse these compositions and query their
position and significance in Istvanffy’s oeuvre. Since both the offertories and the Saint Benedict
Mass are undated, one should also attempt to identify the probable date of their composition by
evaluating the quality, style and scoring of the works — while keeping in mind the limitations
that the critical analysis of style entails.””

Offertorium de Santa Cruce, Offertorium de Beata Virgine Maria

In 18™-century Roman Catholic polyphonic church music it was the offertory in the mass that
allowed the greatest freedom for the composer. The lengthy liturgical action left abundant time
for a large form; the music of the mass could assume concert-like proportions at this point in the
liturgy.*® Therefore, it is not surprising that offertories present the most up-to-date musical idiom
and the largest-scale structure among Istvanffy’s compositions. Each one includes a vocal solo
as well as a chorus and, except for the one in the Christmas offertory (Jam virga Jesse), the cho-
rus is preceded by an aria or duet. The two Eisenstadt (formerly Kismarton) offertories bear the
same structure. As the number of measures in the table below reveals, the Eisenstadt pieces be-
long to Istvanffy’s most extensive offertories.

Benedek Istvanffy s Offertories — a Survey

title-page movements  performing forces  metre/tempo number of provenance
measures
Offertorium de Sancta Cruce 510 Eisenstadt,
Domarchiv
Ave, 0, crux Aria 2 vl, va, vine, org  3/4 Allegro moderato 462
(Tenore)
Per signum Choro 2 vl, va, vine, org  4/4 Allegro 48
crucis
Offertorium de Bleata] V[irgine] M[aria] 537 Eisenstadt,
Domarchiv
Maria, o, Mater Duetto 2 vl, va, vine, org  2/4 Allegro molto 362
(Canto I-1I)
Ave Maria Choro 2 clni, timp, 2 ob,  2/4 Allegro spiritoso 175

2 vl, va, vine, org

™ Another method of establishing their date is to perform a detailed study of the complete works, by identificating
watermarks and the copyists, distinguishing the historical layers of the music collections. Such a research initiative
could establish the chronology of Istvanffy’s works. Cf. Katalin Kim-Szacsvai in the present volume, p. XXXII,
footnote 2.

Hermann Beck, “Die Musik des liturgischen Gottesdienstes”, Die Geschichte der katholischen Kirchenmusik, Vol. 11,
ed. by Karl Gustav Fellerer (Kassel etc.: 1976), p. 183; see also Laszl6 Dobszay, “Benedek Istvanffy’s Minor Church
Music Works”, Musicalia Danubiana 3 (Budapest: 1984), p. 31.

80

XLV



Offertorium Pro Dominica Resurrectionis D[omini] N[ostri] 168 Sopron,
Ifesu] C[hristi] Holy Spirit
parish church

Adeste, Aria (Basso) 2 clni, timp, 2 vl,  4/4 Allegro spiritoso 51
triumphate va, vine, org
Christus Choro 2 clni, timp, 2 ob,  2/4 Allegro moderato 117
surrexit 2 vl, va, vlne, org
Offertorio per la Domenica di Pentecoste 370 Sopron,
Holy Spirit
parish church
Veni Sancte Duetto 2 vl, va, vine, org  2/4 Allegro moderato 255
Spiritus (Canto I-11)
Alleluja Choro 2 clni, timp, 2 vl,  3/8 Allegro spiritoso 115
va, vine, org
Offertorium pro solennitate () Nativitatis D{omini] Nostri] J[esu] XTI 171 Gyoér,
cathedral
Jam virga Jesse Choro 2 clni, timp, 2 vl, 4/4 50
vine, org Allegro maestuoso
O Jesu, amor mi Duetto 2 vl, vlne, org 3/4 Adagio 71
(Canto I-II)
Jam virga Jesse Choro da 2 clni, timp, 2 vl,  4/4 50
capo vine, org Allegro maestuoso

The freedom inherent in the genre manifested itself in the choice of text as well.*' Instead of
using liturgical texts in the narrower sense of the word, freely composed poems or texts detached
arbitrarily from their original liturgical function were preferred at that time.*” The two Eisen-
stadt works correspond to Istvanffy’s offertories in this respect, too. The aria Ave, o, crux is built
on the sixth and seventh stanzas of the hymn Vexilla Regis that formed part of the Vespers on
Passion Sunday in Lent (Dominica passionis) and was sung — with a slight modification of text
— as the hymn of the second Vespers on the feast of the Invention of the Cross as well. The
prayer Per signum crucis occurs both in the mass and the Vespers of the latter feast: in the for-
mer as a communion, in the latter as the fifth antiphon at Vespers. The aria of the Offertorium de
BVM seems to be a freely composed Baroque poem (similar to the text of Jam virga Jesse or
Adeste, triumphate of Istvanffy’s other known offertories),*® whereas its choral movement, the
Ave Maria, gratia plena was originally used as an offertory on feasts of the Blessed Virgin
Mary.

8! Cf. Gabriela Krombach, “Die Vertonungen liturgischer Sonntagsoffertorien am Wiener Hof. Ein Beitrag zur Ge-
schichte der katholischen Kirchenmusik im 18. und 19. Jahrhundert” (= Studien zur Landes- und Sozialgeschichte
der Musik, Band 7) (Munich—Salzburg: 1986), p. 18. See also Beck, op. cit., p. 186.

Dobszay, op. cit., p. 31.

The quasi-liturgical poems of the Baroque era represent a vast and, for the greater part, anonymous repertoire. Based
on the information supplied by Balazs Déri, this repertoire has remained largely unexplored in literary scholarship,
due to the number of its local variants. It was also Baldzs Déri who called attention to the fact that certain turns and
rhymes in the text of the duet Maria, o, Mater are reminiscent of P4l Esterhazy’s Harmonia caelestis. Istvanffy’s
duet and a strophic aria (No. 50) of Harmonia caelestis contain close text variants which suggest the existence of
a common source:
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Esterhdzy: Harmonia caelestis No. 50. Istvanffy: Offertorium de BVM — Aria
Maria, quid sentio / cum tui fit mentio / opinor, Maria, o, Mater / Maria gustum sentio / quando tui fit
quod amor. / Hoc vocabulo / utetur pabulo etc. mentio / opinor hoc vocabulum / amoris esse pabulum etc.
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The liturgical function of the Offertorium de Sancta Cruce was later entered onto its title-
page with the words Tempore inventionis aut Exaltationis meaning that the composition was
written either for the feast of the Invention (May 3") or the Elevation of the Cross (September
14™), whereas the other offertory could be performed on any Marian feast. The relationship
between the feast of the Holy Cross and Istvanffy’s assumed motive for composition will be
discussed later.

Let us start the musical analysis with the aria of the Offertorium de Sancta Cruce. It is the
only piece in a minor key among Istvanffy’s vocal solo movements. The twenty-four-bar ritor-
nello shows that the C minor key incites the composer to employ a number of dramatic devices.
The opening beats of the first two bars (a) create a dynamic contrast.*® The impetus of the
steady semiquavers in the violin parts is intensified by the harmonic process that exploits the
vigour of the bass line descending in minor seconds and of the four-two chord (b) (cf. bars 3-6).
The “Seufzer-motif” of the violins (d) that first appears tied to the least accented part of the bar,
then stressed by an appoggiatura (cf. bars 8-10 and 11-12, respectively) also serves as a dramatic
device. The emotional quality of the Neapolitan sixth is heightened by syncopated rhythm (cf.
bar 13). The ritornello continues with a dramatic unison in dotted rhythm (¢’) which assumes a
cadential role several times in the course of the movement. The ending of the period is deferred
by an extension; a two-bar motif (a’) repeated and dynamically intensified (cf. bars 18-24).

The aria is remarkably extended: it is the longest variation of a ritornello aria combined with
the sonata principle. This formal pattern emerged around 1720 and was in wide usage by the
middle of the 18" century. The main section of the aria corresponds to the harmonic and the-
matic scheme of a so-called “slow-movement sonata form”,85 but at the same time it introduces
a middle section with a new theme. The chart below shows that the entire musical material of
the second group of themes is recapitulated in the first section. In other words, the first section
could form an independent movement because it closes down a logical harmonic process. Never-
theless, the middle section returns to the relative major and the dominant minor again.

The form of the aria Ave, o, crux

A B A
form Ritornello | Vocal solo (A') Ritornelio | Vocal solo (A?) Ritornello | Middle section da capo
section
bars 1-24 25-87 87-100 100-192 192-208 |[209-254 255-464
motives |abedc’a’ abed [ek'akic’a’|bda’ abxyd ek'a’’k’c’a’ |bedba’ new motives with | the unvaried

“reminiscences” of | repeat of
aand b bars 1-208
themes | Principal (first | second shortened recapitula- | shortened |new thematic con-
theme area | group) | group of |ritornello tion of the ritornello | struction on the 2™
(first group) themes (in second stanza of the text +
the relative group in the vocal cadence
major) tonic ~
key c c E} E} Eb-Ab-f-g-¢c |c— |c E! B g =1-208

¥ The individual motives are marked by letters in bold type and parentheses. Cf. the comprehensive chart of the aria
forms.

% The concept of “slow movement sonata form™ was formulated first by Charles Rosen. For a detailed treatment of so-
nata forms employed in 18"-century arias see Rosen, Sonata Forms (New York—London: 1980), pp. 28-29.
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The solo vocal movements in Istvanffy’s works we know do not employ this structure,
whereas the oratorios of Gregor Joseph Werner abound in the lengthy model: in his oratorio
Debora (1760),% all but one of his arias have the form. Moreover, in Werner’s case the middle
section is further distinguished from the main part of the aria by the change of metre and tempo.
The cadenza to be improvised by the singer is placed at the end of the middle section by both
Istvanffy and Werner.®” The “second theme”, marked (e) in the analysis (from bar 42 onward),
does not belong to the most inventive moments of the aria. The new E flat major key follows
rather abruptly after bar 40 — having been left open on the dominant of C minor. Arriving at new
tonalities unexpectedly, without real modulation is a typical Wernerian feature.®® On the other
hand, the fact that aside from the Quoniam sections in his two masses Istvanffy never wrote
such a virtuoso vocal part elsewhere, renders this piece particularly important. (See bars 50-61
and 146-160, respectively). In conformity with contemporary da capo aria form, the middle
section (B) introduces a dynamic contrast to the more robust major section, but it also retains
the forte-piano effect at the beginning of the aria (see the accents of bars 214-217). The sudden
interruptions breaking the text into individual words (bars 239-250) enrich the musical expres-
sion with a new aspect of dramatic tension.

The solo movement of the second offertory is a duet for two Canto parts that may rightly be
regarded as a counterpart of the Veni Sancte Spiritus duet of the Pentecost offertory surviving in
Sopron.® Not only the choice of the solo voices and the metre are identical but also the charac-
ter of the movements; in addition, both instrumental ritornellos have a concerto or concert aria
character. This close relationship between the two pieces is established by a number of specific
techniques. Both ritornellos follow the same melodic idea, that of the Offertorium de BVM being
a rather coarse, and that of the Pentecost piece a more refined version. Their relatedness is also
demonstrated by typical cadential trills following a melodic leap. The motives in the Veni Sancte
duet have been described by Laszlé6 Dobszay as a completely “broken up melodic line” in which
each member of the wreath is made up of two-bar sections. Each section joins the following one
by producing an effect of elision.”® In contrast, the Offertorium de BVM is constructed of larger-
sized elements. The orchestra employs such symphonic devices as the Mannheim crescendo
(bars 41-53) which unfolds as the penultimate element of the ritornello. The inventiveness of
these devices does not maintain a uniformly high level. For instance, the composer reaches the
dominant key too rapidly in the second thematic group (bars 20-32), then returns to the tonic
with a simple, sequential repeat. Furthermore, the meandering motives of the section break the
dynamism of the musical process. The form of the aria corresponds to the main section of
O, crux. Compared to the ritornello the first vocal solo significantly extends the second group in
the dominant key by a new musical idea (bars 124-131): a melody in the popular pastoral style
which was fashionable in the Austrian church music of the mid-18" century. In this movement
Istvanffy does not use the extensive da capo aria form: the second stanza of the text does not
appear in the middle section but at the beginning of the second vocal solo section. Its modulat-
ing harmonic progression through F sharp minor and B minor functions as the development sec-
tion of the sonata form (bars 196-239). The double return begins at bar 240, after which the text
of the first stanza recurs.

% See National Széchényi Library, shelfmark Ms. mus. IiI. 12, for the autograph MS.

Werner’s influence is not the only possible reason for this anomaly: Istvanffy had an additional stanza to set to music
and might have chosen the more extensive form of the da capo aria for this reason.

See Debora, Actus Primus: Aria prima (,, Es muss noch stdts ein Donnerstein’’) bars 31-33; Chor der Cananiter (,, O
Schand, o Schande!”’) bars 34-35; Actus Secundus: Aria Prima (,, Der Adler schwiingt sich zwar ") bars 28-29.

For a modern edition of the duet Veni Sancte Spiritus see Musicalia Danubiana 3 (Budapest: 1984), pp. 199-214.
See Dobszay, op. cit, p. 32.

87

88

89

XLVIII



The relation of the duets in the two offertories is identical to that of the arias in Istvanffy’s
masses which contain a less developed and a mature realisation of the same type of concept.”
As for the offertories, the one found in Eisenstadt seems to have played the role of a “preliminary
study” to the more elegant, polished writing of Veni Sancte Spiritus.

The chorus in the Offertorium de BVM (Ave Maria) displays a full sounding, homophonic
choral declamation surrounded by the festive splendour of the sound of trumpets, timpani and
oboes, and loaded with the bustling of figurative violin parts moving fast ( “rauschende Violinen
a la Reutter”). Similarly to the choruses of the Christmas and Easter offertories the harmonic
monotony of block-like choral sections is counterbalanced by short duet passages which serve as
a domain of modulations. Let us focus on an interesting passage in the texture of the Offerto-
rium de BVM: the unison of the four vocal parts. 18™-century masters rarely used this technique,
and if they did so, they employed it as a kind of special effect.”” This is the only example of the
phenomenon within Istvanffy’s works: as a rhetorical figure it emphasizes the words “Ave
Maria” (bars 31-38).”

The chorus of the offertory celebrating the Holy Cross — which is far more significant than
the Ave Maria — is the most homogeneous and original fugue in Istvanffy’s oeuvre. In his pref-
ace to the volume of Musicalia Danubiana comprising Istvanffy’s seven minor church music
works, Laszl6 Dobszay clearly distinguished between the vocal style of Istvanffy’s hymns which
conforms to the stile antico ideal, and the instrumental fugato technique of the introit Rorate
coeli’® The fugue Per signum crucis bears more similarity to the latter, but there are consider-
able differences between them. In Rorate the fugato technique develops along the principles of
the Scarlattian binary sonata form. Fugato passages — restarted several times and interrupted by
Gregorian intonations — lend the piece a kind of versetto character. The Per signum crucis move-
ment is, however, a coherent fugue written-through continuously, interwoven by frequent entries
of the theme — a compositional method abandoned by most composers of the age. The strictness
of form is created not only by the overall presence of the fugal subject but also by the frequent
recurrence of some of the counterpoints. The elements of the melodic line — an octave leap and
a diminished third (4 flat — F sharp) gravitating towards the central note, G — form a Crux or cross
motif (bars 1-3). The frequent use of altered intervals, diminished thirds and augmented seconds,
merely decorate the melodic style of the composer. They may be observed in Istvanffy’s works and
abound in Werner’s compositions where they appear to the point of mannerism.”* In the earlier
known fugues of Istvanffy the instruments are restricted to a colla parte role whereas the partly
independent, figurative usage of the two violins in the fugue Per signum crucis is a new feature.
Another novelty is that certain sections of the basso continuo part become independent from
the vocal bass. Thus, Istvanffy liberates the vocal bass from its harmonic function and increases
the delicacy of voice-leading, a great merit of his music. The sequence before the conclusion of

' The Quoniam aria of the Saint Benedict Mass edited in the present volume represents a more primitive version while

the Quoniam of the Missa Sanctificabis Annum Quinquagesimum composed in 1774 shows a more refined one. For
the modern edition of the latter see Musicalia Danubiana 13 (Budapest: 1995), pp. 176-184. See Zoltan Farkas’s
introductory study in Musicalia Danubiana 13, p. 42 and the music examples showing parallels of the Gloria items
of the two masses, pp. 420—421.

Cf. Armin Raab, Funktionen des Unisono. Dargestellt an den Streichquartetten und Messen von Joseph Haydn
(Frankfurt am Main: 1990), pp. 11-13.

18™-century Hungarian composers of church music used vocal unison extremely rarely. A parallel of Istvanffy’s pro-
cedure can only be found in one of Zimmermann’s solemn masses in C major (sources of the work: H-Bn, Ms. mus
IV. 246 — manuscript from the music collection of the Tata branch of the Esterhazy family; and CZ-Brno, A 20370,
respectively) in which the unison appears at the words “sub Pontio Pilato” of the Credo with a dramatic — almost
operatic — effect.

Dobszay, op. cit., pp. 28-29.

See, for example, one of Werner’s Rorate coeli compositions (Gydr, Janos Richter Archives, W. 96) or several sec-
tions of his oratorio entitled Debora.
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the movement sounds harsh although individual voices are developed in a logical way. Istvanffy
makes efficient use of stretto and the rhythmic modification of the beginning of the theme.”®

After all these musical considerations the question arises as to when the Eisenstadt offertories
were composed and how Carl Kraus, the Kapellmeister of the parish church there came across
them. While reconstructing the chronology of this regrettably fragmentary oeuvre one is compelled
to rely on scarce evidence. Except for a high mass composed in 1774, Istvanffy has no dated
compositions and none of his autograph scores have survived or come to light to this day except
for the fragments of the score of Rorate coeli. The comprehensive study of the watermarks,
rastrum and writing style of Istvanffy’s autograph manuscripts — including both his own works
and the one hundred and forty-four scores with entries in his hand — has only partly been carried
out to date.”” It is difficult to establish the chronological order of the works of a minor master,
especially one living in a transitory period, on the basis of the critical analysis of style, as well.
Bearing all these points in mind, two hypotheses may be outlined.

On the one hand, it seems obvious to look upon the two Eisenstadt offertories as Istvanffy’s
early works, the products of the first half of his career that he spent with members of the Szé-
chényi family in the late 1750s and the early 1760s. He lived on the estate of Laszlé6 Széchényi
in Sopron and Sopronhorpacs as well as with the family of Count Antal Széchenyi in Nagycenk,
in the vicinity of Eisenstadt. This proposition is supported by the fact that these compositions
show the influence of Werner, the Kapellmeister of the Esterhazy residence at Eisenstadt, in
several respects. Furthermore the majority of the phenomena criticised above may be interpreted
as signs of the composer’s inexperience or stylistic immaturity, and there is a piece of evidence
substantiating this assumption more objectively than the critical analysis of style, namely, that
Istvanffy’s works surviving in Gy6r lacks viola parts. (Even the imposing high mass uses a
Kirchentrio without a viola as the core of the orchestra.) In contrast, the scoring of the Eisen-
stadt offertories — similar to those of Sopron — includes the viola as well.

On the other hand, it is also possible that the Offertorium de Sancta Cruce was composed
for the Jesuits of Gy6r and may date from Istvanffy’s stay in that town (between 1766 and
1778). Kornél Bardos’ study of the diaries of the Jesuit grammar school and reveals that the
feast of the Invention of the Cross there supported a rich musico-liturgical practice.”® The prin-
cipal feast of Agoniae Christi — a society established within the Jesuits’ college to assemble
the town’s students and citizens of German nationality — was Inventio Crucis (the Invention of
the Cross) on May 3™. On the eve of the feast Vespers was performed; on the day of the feast
a high mass was sung and the feast concluded with a procession in the afternoon.” As they were
the chief sponsors of these feasts, the confraternities financed the musicians’ extra fees. Katalin
Kim-Szacsvai’s study in the present volume points out that the copyist of Istvanffy’s Eisenstadt
offertories was a musician employed by the Jesuits in Gy6r in 1748. Istvanffy’s close ties with
the Jesuits and his frequent services at their church have already been discussed by Kornél Bar-
dos.'™ It is a well known fact that after the suppression of the Jesuitical orders in 1773, Istvanffy
tried to maintain their orchestra and the former wealth of their musical services. However, nei-
ther Istvanffy nor his musicians were paid for their services. Due to this discontenting situation
Istvanffy wrote a petition to the Council of Governor-General in which he mentioned that he

% Bars 17-19 and 14-15, 21-23, 29-32, 37-38, respectively.

1 See footnote 1.

*®  Komél Bérdos, Gydr zenéje a 17-18. szdzadban [The music of Gyér in the 17"-18" centuries] (Budapest: 1980),
pp. 161-162.

The procession led to the Calvary of Gyér erected in 1714 and was joined by both Germans and Hungarians between
1716 and 1753.

1% Bardos, op. cit. pp. 197-198.



himself had contributed several compositions to the Jesuits® collection of scores.'®' The Offerto-
rium de Sancta Cruce might have been among these works, and Carl Kraus, the Kapellmeister
of the parish church of Eisenstadt, may have come into possession of Istvanffy’s compositions
through his former employers, the Jesuits of Gydér. However, it should be remembered that
Eisenstadt belonged to the bishopric of Gyér in those days as far as church administration was
concerned. There are no references to the significance of the feast of the Holy Cross in Eisen-
stadt in the literature, the bishop’s See, however, may have served as a model for cultivating
certain local traditions and influenced the life of this important regional centre. Conversely, the
cathedral of Gy6r may have been greatly indebted to Eisenstadt in matters of church repertoire,
the recruitment of musicians and personal contacts.

Although one cannot regard the matter as closed, the author of this study believes the first of
the above assumptions to be more likely; namely, that the offertories are early compositions
written prior to Istvanffy’s post of succentor at Gyér.'” Istvanffy’s Eisenstadt offertories pro-
vide further evidence of the fruitful connection between the most talented Hungarian musician
of the 18™ century, who was at the same time the musician of an important See, and the flourish-
ing musical life of the Esterhazy princely residence in Eisenstadt.

Messa dedicata al Patriarcha Santo Benedetto

Contrary to the two Eisenstadt offertories, the Saint Benedict Mass may be familiar to those in-
terested in recent research results of the history of Hungarian music. Moreover, the composition
has already been performed several times and recorded as well.'” On the other hand, the intro-
duction in volume 13 of Musicalia Danubiana, which contains Istvanffy’s other mass, assigns
Istvanffy’s works to their proper place in the contemporary Hungarian mass repertoire and in-
cludes a comparative study of his two masses.'™ Finally, the Saint Benedict Mass was analyzed
and evaluated in detail by the author in a short monograph on Istvanffy.'” The following pages
briefly summarise the research results already published.

The Saint Benedict Mass is less monumental than its counterpart, the mass composed in
1774 for the golden jubilee to mark bishop Ferenc Zichy’s fifty years of priesthood. Neverthe-
less, it belongs to the very best of the Hungarian sacred music output of the time, in spite of its
modest size. In contrast to the Saint Dorothy Mass, the Kyrie lacks the large-scale slow intro-
duction and begins with the Allegro main section. Its sequential theme shows striking similarity
to the equally sequential opening idea of Johann Patzelt’s mass (1714?-1748). The musical idiom
of the age used thematic topoi and melodic commonplaces which frequently led to thematic
relationships between compositions. In this case, however, the thematic relationship is more
than pure coincidence since Patzelt’s mass survives in Istvanffy’s copy in the music collection of
Gyér cathedral.'® The parts of Patzelt’s work have been preserved in the music collection of the

101« _in corde ejusdem erga Deum pietatem pro condecoratione officii Divini antiquatis existentibus, maxima in parte

Collegii Musicalibus, nova Musicalia partim proprio aere, ct indefesso labore comparare partim pro fenuitate virium

mearum privata etiam compositione et elaboratione adaugere...”

“I wished to preserve, moreover, increase the divine piety in their hearts [i.e. the faithful of the Jesuits® church]

through scores contributing to the decoration of the former religious service. I acquired new ones as well, partly by

using of my own resources and with a lot of trouble, and partly increased their number by my own compositions in

proportion with my feeble strength...” (OL [National Archives], Helyt It C 67 Dep lit Pol Jes Nr. 65).

It is also possible that Istvanffy had composed works for the Jesuits of Gyor prior to accepting the post in Gydr

because he had maintained close friendly ties with them. Cf. Bardos, op. cit., p. 64.

See Hungaroton HCD 31782, 1998, the Orfeo Ochestra and the Purcell Chorus conducted by Gyérgy Vashegyi.

Zoltan Farkas: “Benedek Istvanffy: Missa »Sanctificabis Annum Quinquagesimume, vel Sanctae Dorotheae”, Musi-

calia Danubiana 13 (Budapest: 1995), pp. 34-50.

195 Zoltan Farkas, Benedek Istvdnffy (= Hungarian Composers 5) (Budapest: 1999), pp. 24-25.

19 patzelt: Missa be corrumpas a 4 voci (Gyor, Janos Richter Archives, AMC, P. 15). Cf. Agnes Sas, “Istvanffy
Benedek élete és mikodése” [Benedek Istvanffy’s life and works] Musicalia Danubiana 13, p. 17. On Patzelt’s life
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parish church of Eisenstadt as well.'”” Consequently, Istvanffy might have grown familiar with
the composition in Eisenstadt. A comparison of the opening of the two Kyries (see the Appendix
to the present volume, p. 293) clearly demonstrates the immense difference between the achieve-
ments of the minor masters of the time. Compared to Patzelt, a “craftsman” of late Baroque com-
position and skilful master of counterpoint, active in the 1730s and 40s Istvanffy is an impres-
sive, original, creative mind capable of integrating the ideas and techniques of his predecessors.

The sequential principal theme of the Kyrie of his Saint Benedict Mass employs a thematic
topos of the mass tradition — probably borrowed from Patzelt — whereas the dramatic interrup-
tions of the “eleison” motif are the composer’s own invention.

The five-bar instrumental introduction to the Kyrie performed by the Kirchentrio, which
formed the core of contemporary church ensembles, is a perfect example of the virtuoso treat-
ment of the two violin parts. The “rauschende Violinen” are not used as a simple means of
decoration for its own sake but represent a cohesive force within the large form. The instrumen-
tal interlude interrupting the vocal sections of the Kyrie functions as a ritornello meant to rein-
force the various tonalities of the movement.

The structure and tonal scheme of the movement are illustrative both of the compositional
ideals of a transitory period and Istvanffy’s succinct style. The first choral section turns towards
the dominant key (G major, bars 6-12), then modulates to D minor without establishing the for-
mer one (bars 14-18). This new tonal level becomes the opening key of the Christe eleison sec-
tion which introduces vocal soloists in conformity with the mass tradition. The choral tutti
modulates back to the tonic key immediately after the canto-alto and tenor-bass duet (D minor
and A minor) and, recapitulates the F major triplet theme stated in the solo section (cf. bars 25—
27 with bars 36-38). The imitative development of the sequential main theme in the concluding
passage, which the individual parts enter in stretto, contributes to the density of the form. The
principles of the sonata form that played a decisive role even in the sacred compositions of
the coming decades did not influence the Kyrie of the Saint Benedict Mass. Nevertheless, the
composer’s sense of form creates a succinctly worded, balanced structure which is in complete
harmony with the liturgical function of the piece.

As far as the large form and the smaller inner formal sections are concerned, the Gloria
movements of Istvanffy’s two masses are rather similar. This is by no means a sign of the com-
poser’s poor invention since in 18™-century mass compositions the creative process was governed
by clearly established traditions and long crystallized topoi. Certain sections of the canonised
text of the mass were generally set to a particular type of movement. The parallels between the
Glorias in Istvanffy’s two masses go beyond the general similarity originating from this tradi-
tion and closely connect the two movements. It is as if two different kinds of realizations of the
same concept were presented. The two Gloria movements were compared in great detail'® in
the study to volume 13 of Musicalia Danubiana and the similarities between the two are illus-
trated by musical examples in its Appendix.'” Therefore, this study will only focus on some of
the features that markedly distinguish the Gloria of the Saint Benedict Mass from its counterpart.

By tradition, the Qui tollis section of the fast, jubilating Gloria forms a slow middle move-
ment in the minor key. Istvanffy lays the musical emphasis of the Gloria on this portion of the text
in both of his masses. In the Saint Dorothy Mass the section starts with the entry of the chorus,
without any kind of instrumental introduction. In the Saint Benedict Mass, however, the violin
melody of the ritornello ornamented with impressive chromatic turns gains an important role.

and works in Hungary see also Kornél Bardos, Sopron zenéje a 16—18. szdzadban [The music of Sopron in the 16%—
18 centuries] (Budapest: 1984), pp. 133-134, 213, 376, 613.

Cf. footnote 32 of Katalin Kim-Szacsvai’s study in the present volume, p. XXXVIII.

Zoltan Farkas, op. cit., pp. 39 and 42.

19 Op. cit., pp. 420—421.
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In conformity with the tripartite structure of the text, there are three choral entries between the
four ritornellos. The movement unfolds from the thematic-motivic material of the ritornello by
following a clearly recognizable logic: the composer systematically rearranges the various ele-
ments of the ritornello whenever they recur. The second instrumental interlude is shortened:
it quotes the first motif of dotted rhythm and the closing gesture built on continuous semiqua-
vers (cf. bars 36—46 and 54-59, respectively) from the material of the instrumental introduction.
The third appearance of the ritornello omits this opening motif but the motif discarded in the
second interlude reoccurs (bars 69—75). The last appearance of the ritornello is restricted to the
closing motif with semiquaver rhythm. This way of thinking and the so-called Vokaleinbau of
the ritornello are similar in manner of construction to arias and choruses of the Baroque.""® The
archaizing character in the tonal scheme of the movement is even more evident. After the open-
ing C minor key the musical process does not lead to the dominant minor or the parallel major
but to A minor, and then to D minor. The elaborate modulation in bars 50-54 are reinforced by
the elegance and beauty of voice-leading. They are indicative of the archaic wealth of the har-
monic idiom, particularly compared to the essentially simpler harmonic process of the Qui tollis
movement of the Saint Dorothy Mass. The tonal scheme of the latter represents that of the sonata
principle. The musical process departs from the tonic key of C minor and arrives at the domi-
nant G minor, the second chorus section establishes the parallel E flat major and finally every-
thing heard previously in the dominant is recapitulated in the tonic. The Qui tollis of the mass
dated 1774 thus integrates the tripartite text into a binary, symmetrical musical form. There is
also a striking difference in style between the Baroque-like chromaticism of the ritornello in
the Saint Benedict Mass and the sentimental, “empfindsamer” style of the orchestral interlude of
the Saint Dorothy Mass. Based on all this, the mass performed in 1774 definitely appears more
up to date than the Saint Benedict Mass. (The contrast of archaic and modern features is natu-
rally not regarded as a criterion of quality; e.g. the Saint Dorothy Mass lacks the richness of the
harmonic idiom characteristic of the Saint Benedict Mass.)

The difference between the Quoniam movements of the two masses cannot be described by
the contrasting concepts of archaic and modern; it is evidently a matter of quality. Both move-
ments follow the binary sonata form without thematic development in the same up-to-date,
gallant style. The motives of the tenor aria in the Saint Benedict Mass, however, seem rather
primitive compared to the minutely elaborate, polished melodic line of the alto aria in the Saint
Dorothy Mass. This superior quality is convincing evidence in favour of the earlier genesis of
the Saint Benedict Mass.

Similarly to the Saint Dorothy Mass, Istvanffy sets the words Cum Sancto Spiritu as a fugue
closing the Gloria, in accordance with the tradition of mass composition. The two movements
are also similar in combining the three sections of the text (“Cum Sancto Spiritu”, “in gloria
Dei”, “Amen”) with three different subjects. An important difference is, however, that the Saint
Dorothy Mass introduces these three themes simultaneously and treats them according to the
permutation fugue principle,'’' whereas the themes in the Saint Benedict Mass enter in succes-
sion and are combined only thereafter. The first subject of the fugue moving in a sequence of
fourths and thirds evidently shows Werner’s influence.''> The subjects of the fugue of the Saint
Benedict Mass are conceived less harmonically, that is, more melodically than those of the Saint
Dorothy Mass. A common feature of both works is, however, that Istvanffy exploits the synco-

0 Alfred Durr calls this technique Choreinbau, i.e. “building in the chorus” or Vokaleinbau, i.c. “vocal building in”.

Cf. Alfred Diirr, Die Kantaten von Johann Sebastian Bach (Mit ihren Texten). 5" revised edition (Kassel-Munich:

1985), p. 37.

Farkas, op. cit. pp. 41-42.

12 See Werner’s work entitled Missa in Contrapunto (H-Bn, Ms. mus. III. 20) and Werner’s mass Coena Domini,
Messa in contrapuncti a 4 voci obligati surviving in Istvanffy’s copy in the music collection of Gy6r cathedral
(Gyor, Janos Richter Archives, AMC W. 82) to which a Gloria movement was added by Istvanffy.
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pated entry of the parts in an inventive manner and plays a witty game by shifting the accented
beats of the bars.

The Credo represents the most problematic movement of the orchestral masses in the Vien-
nese classical style because the composer has to face considerable difficulties in setting the
extensive text to music. This follows from the fact that reconciling an autonomous musical logic
with the logic of the words of the confession of faith poses severe problems. In the Saint Bene-
dict Mass Istvanffy solves this task simply, with a kind of purposeful elegance, avoiding garru-
lousness.'"* In the Et incarnatus middle section of the Saint Dorothy Mass he employs the most
frequent topos of the time and introduces a moving melody referring to Christ’s crucifixion. By
contrast, in the Saint Benedict Mass he relies on another possibility offered by the mass tradi-
tion: he emphasizes the mystery of Christ’s birth. The Et incarnatus of the Saint Benedict Mass
composed for two soprano solos is a pastorale of gentle tone. Being the only place in the whole
mass where an organ solo can be heard it is indicative of the extraordinary importance of Et in-
carnatus. The subdominant key and the moderate tempo (Andante in F major) are unmistakable
attributes of the pastorale scene, as are the two horns which Istvanffy uses only in this move-
ment of the mass. The movement provides valuable information on contemporary performing
practice and on improvised ornamentation in particular, since Istvanffy notated an ornamented
version of the first vocal solo of the Canto I part onto a slip of paper. Naturally, the present edition
includes this more ornamented version as well.

In contemporary mass composition the extraordinary brevity of the Sanctus is counterbal-
anced by the full sound of the orchestra and in some cases the sudden changes in the harmonic
process. The tendency to set the Sanctus to music with unexpected harmonic turns may also be
observed in some of Werner’s masses.'"* The first four bars of the Sanctus of the Saint Benedict
Mass go through a harmonic labyrinth, so to say. Unlike the colla parte technique of the Saint
Benedict Mass the surprising harmonic process in the Saint Dorothy Mass emerges on a larger
scale and the instruments play independent figurations. The dramatic power of the Sanctus in
the Saint Benedict Mass lies in the very succinctness and rapidity of modulation.

The composer interprets the Benedictus as a victorious march of “He who comes in the name
of the Lord”. The fanfare of the trumpets and timpani, the virtuosic rushing of the violins and
the large leaps and coloraturas in the bass singer’s part are attributes of this triumphant proces-
sion. This movement belongs to the so-called “Devisenarie” type; the first motif of the vocal solo
functions as a motto and is separated from the actual first vocal section by a short ritornello.
Similarly to the Quoniam aria, Istvanffy employs the binary sonata form without a development
section: the second vocal section returns to the tonic immediately after a single appearance of
the motto on the dominant. Performing the Benedictus is undoubtedly the most challenging task
in the mass for the singer. At the same time, the fact that Istvanffy set the Benedictus as a virtu-
oso aria for a solo voice, and not a vocal quartet as in the Saint Dorothy Mass of 1774, is an
archaizing feature. The dominant tendency in the mass repertoire of the last quarter of the cen-
tury was the employment of the solo quartet at the expense of the solo arias.

In the orchestral introduction of the Agnus Dei in C minor speech-like gestures, dynamic
contrasts and sentimental, dolce melodiousness blend together in order to make the musical ex-
pression worthy of the closing supplication of the mass. In accordance with the usual drama-
turgy of mass composition, the tripartite liturgical text of the Agnus Dei starts with vocal soli,
whereas the second and third “Agnus” sections are sung by the whole choir. The composer sets
the words Dona nobis pacem to music as an independent Allegro movement. Similarly to his
other works, Istvanffy inserts short vocal solo sections into the jubilant choral passages which
create a variety in the harmony and texture. Firstly, the duet of the canto and alto leads to the

'3 Cf. Farkas, op. cit., p. 45.
1% See the Sanctus of the Missa in contrapuncto (H-Bn, Ms. mus. I1I. 36).

LIV



dominant G major (bars 37-40), then the canto part digresses towards the D minor (bars 45-46)
and lastly, it returns to the tonic key (bars 49-50). Shortly before the conclusion, the imitative
solo episodes of the canto and the tenor evoke the C minor key of the Agnus Dei once again.

The analysis of the Saint Benedict Mass presented above has revealed several characteristics
which suggest that this undated mass is most probably of earlier origin than the Saint Dorothy
Mass composed in 1774. The most important arguments are as follows: the harmonic scheme of
the Kyrie and the Qui tollis movements which does not conform to the sonata principle, the “im-
maturity” of the Quoniam aria, the “Baroque-like” rich, faster harmonic rhythm as opposed to
the more balanced, larger-sized and symmetrical structures in the Saint Dorothy Mass, the com-
position of the Benedictus as a solo aria, and the direct influence of his predecessors such as
Werner and Patzelt. Nevertheless, only a philological study of the sources and archival data on
the performance could give an unambiguous clue to establishing the dating of the mass. At any
rate, the Saint Benedict Mass complements the Saint Dorothy Mass in several respects and fo-
gether they enhance our image of the most likeable Hungarian composer of the 18" century.
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1. Az Offertorium de Sancta Cruce cimlapja (Eisenstadt, Domarchiv, B 16)
The title-page of the Offertorium de Sancta Cruce (Eisenstadt, Domarchiv, B 16)
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2. A Violino Primo szdlam elsé oldala, Offertorium de Sancta Cruce
The first page of the Violino Primo part, Offertorium de Sancta Cruce
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3. Az Alto szélam mésodik oldala, Offertorium de Sancta Cruce — Chorus
Sajatos tart6iv-hasznélat a 2. sorban (a ,,nos per” szdvegrésznél)
The second page of the Alto part, Offertorium de Sancta Cruce — Chorus
A special use of ties in the 2" line (at the words “nos per”)
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4. Az Offertorium de Beata Virgine Maria cimlapja (Eisenstadt, Domarchiv, B 17)
The title-page of the Offertorium de Beata Virgine Maria (Eisenstadt, Domarchiv, B 17)
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5. Az Organo szdlam elsé oldala, Offertorium de Beata Virgine Maria
(Eisenstadt, Domarchiv, B 17)

The first page of the Organo part, Offertorium de Beata Virgine Maria
(Eisenstadt, Domarchiv, B 17)
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6. A Canto Primo szélam korabbi, és Istvanffy altal prozodiailag javitott
késobbi valtozata
Earlier and later versions of the Canto Primo part — the latter with Istvanffy’s
emendations of prosody
6.a) A Canto Primo elsé oldala, Offertorium de Beata Virgine Maria

(Eisenstadt, Domarchiv, B 17)

The first page of the Canto Primo part, Offertorium de Beata Virgine Maria
(Eisenstadt, Domarchiv, B 17)
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6.b) A Canto Primo els6 oldala, Offertorium de Beata Virgine Maria
(Gybr, Richter Janos Archivum, Ariae 52)
The first page of the Canto Primo part, Offertorium de Beata Virgine Maria
(Gybr, Janos Richter Archives, Ariae 52)
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7. A Violino Primo elsé oldala, Offertorium de Beata Virgine Maria
(Gy6r, Richter Janos Archivum, Ariae 52)
The first page of the Violino Primo part, Offertorium de Beata Virgine Maria
(Gy®r, Janos Richter Archives, Ariae 52)
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8. A Szent Benedek mise cimlapja (Gyor, Richter Janos Archivum, 1. 8)
The title-page of the Saint Benedict Mass (Gy®ér, Janos Richter Archives, 1. 8)
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9. Az autograf Oboe Primo els6 oldala, Szent Benedek mise
The first page of the autograph Oboe Primo of the Saint Benedict Mass
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11. Canto szélam, Kyrie. Sajatos tartoiv-hasznalat az elsd hat sorban
Canto part, Kyrie. A special use of ties in the first six lines
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Offertorium de Sancta Cruce
Aria — Ave, o, crux
Choro — Per signum crucis






Aria

Allegro moderato

ol T i
) I .
Ty | W ‘ o
m% | | o]
g J
3 ol k!
T - s
ol Ik 7T
Pl ~ [ Y
! ﬁﬁ M
i !
R |
! .
oﬂ: [11] .
.f% I
o < s i
_ ] Ul 1]
S i
+ [ 108 IR
.-.Vl— — e || N
& | 1HR Iv 5
.ﬁjll_l f N H f
1 _ [ YEN B
i ' H
i ||
8- ol
b ,mP R t I
, > lali] T
1rL ™ N 4 =
i S S AREN
. i 1
ar'ae G

cresc.

WO §
, ol L
— 1 — < +HH
o L
L wWig il
V
™~ . and o o« 8 N
(FHH 8-HH 5=
INEAINES g Lﬁl
i ’ et N
L Y 2
o n rg e | N
s 131 (R 1 o /] oa
H i T
S
o PR o -al
‘II -
[ YUN N [ VRN a -q
RV I
o o o tn
h& h‘ 0
o L us VA W FLL
B
d § ‘l_l P
[ 18 WL
wowmomo
121 r
i . o =1
A.r \.rl ol s
] W i
Nl & i
97 3] IIH_
L & -4
.ﬁ] ' o -o
| H o
=3 -y s .
o o o o
( ( == 1Y
44 .IA +4
ity Ha -m wmk
e NG a |
N




14

3

t

: e plielie £ N,
o ==

e b | heg T 1 o @ 1

o] |
N ||
Y
i
Loxk L]
N
4 .Tl
L | ]
i L] |
M H
HH
-
o - -
lt» E~J} M
o ( TV
h_u..n prs AR
J -
v I
H
Q oLl i
2] i
. A.iiw
P.d pra -
J J P .
T 1 THa
Iy <
wh NG @ N

ol

5 o & 5 & &
il
11
| —

juanant

24

!

P

o o o O O
FTrT

f P

Solo

ni-ca,

A - ve,

u

spes

0, Crux,

- Ve,

a

h.l. . o

»

R
NI T T
fr

A

A

A
1y

T

p



29

—
[ ot
-+
I

1 PT

B

v

!

nis

Q

pas - s

hoc

u- ni-ca,

spes

Crux,

r'}
1
!

4
1
1x

Z 5

Vv

O
(|

[

= Ex
[1a.%8 ol -
]| y i
ot [ 1 i
ol 3 1
- i .-
o i o
-3 s
o« W -
3] Ll -
iy
Ll FTN-
] mE
H o .-
A | o [} aH
N ,. | -
b < 1_ #
H ‘ B »-
il 1|
4 . |
- | ] g
4L VRl ol
Hl ] Rk Y AL
4 4 N
o e

hoc

u- ni-ca,

spes

u- ni-ca,

spes

|4
tem- po-re,

18

1
T

1|
il

.
=
-e
-q
30 188
Fe
4
4
WE.N

}u 11
- ﬁ ' 1
o T - L Y= _Hl
ell ] ! YU -
&l T - = ||ed & IH. 2

- |t . ~t

- Tl.. -

- @/ - ' N

it [ ] ™

) (T &

L
H-
e
~ ~ N

e L e &

(=]

o

o o | E
i L]

ol o ol |

=iy u % £ @

a H ] — N = {1
H— AH A e o il
% S~ Ao i T
i i ' ]

H- —
| L] | 7} L
[ i ' | |
- ] -t T (]
s g S ' g
& & & 1 =
1 Q|8 £ 2 S
S S S — 8, S
] s 1
— 4
H -y K.
oo DNEe Dree eaN
ﬁ —




s

43

ad
o

ge,

au

ad

7

e

1$

17

pi
s & & 4

e

gra -

gra-ti- am,

ad - au - ge

1T

ge

—

au
gra- ti-am,

ad

ge,
ge

au
™
au

L7 S |

1Y

T

L) W oY

| |£2 W
HeZ L V]

Hel¥
YT,

48
53




ti -

e——

}.uﬁ e
Al e
ol [ YIS !
|
humv. TR
(18
En Em (180
[ 181
~N Nt .rul
[ 18
-l -Jll (158
™ S
[ TN
KR Em o]
| 1RE
™~ \TJY [ 188
o |
-711 TTTe|- o]
N ;ﬂnul
1ol
o i o
(V5
Nt Pt d [ 108
o]
e T el
g 1K LN
— .| i\
=i . N
Au‘mmﬂ Auimmav nwmu
(3
vy

l

> 2 o o oo
o

+

> o
N

Jp

K o o o
&
¢

AW
y

Sp

> & o B

0@

T

| PP
A i

I
L

L7
L4

>
I
-

ve- ni- am,

na __

do -

- is-que do - na,

re

ve

do -

que

re - is

ul ul
 Sa [ 5a. L
[ 108 | TH. |}ﬂ
\J‘_ ~t ~Nt
o o
l
N e
] e NER.
1~ ~Y ~t
\T; ~ 11
q T T
- a5
- rf Hlel ol
Il hA [ Y
I.Ilr
<+ 45
3 g, SN[ YA
A |
1N ﬁ [
ol ;1 L
(A
4 4 -y
N - -
< e £
o
o




ul "l 1
N [ 1.\ e
h‘_
t
; [ 1
ol (YU s . o
~ ~ S : -y
re ot 2 My l‘djl e Y
Iy 1 HI | jlll
| i ' X
Um Unl [ I
Yis gl , !
%ur i N \oﬂ o . , | N
| | ¥
! &# . ]
A e T . all
ﬁ l
Ny \Lf ~t 3 N
"I U.l.
L1
N il mE el
L
=
L1 al =a
JNEN | | ENS
Ll
~e Y Illj | .2 .lﬁ.."
[ iiﬁllA
o7 T~ L
[ aa N M LIIL 3] Exll
[ 1
’ Hg
b
(1N L 158k m e
l
k=
Jv | 1REY ! H-
J L N
_ ] e H
n N N n
q NLe men g o 3
N 7 —

| <
8 =
i _
i e B
o P-4 W
a T 1 T
I i H
e _ e,
s 11m.f .Ivl _ H. ©
~ Nt t1‘ v
e aEE) Ai}.. » §
e &
H|TTTe L) %‘j e @
eI
T ™ I
il e e I
&Te ™ T &
Ex Lu: .run '
[ 8N QJUV el
L1 [} ,
9
(4 ¢
q ol « _ 1S
[ Y
q
[y
it d y [ 1HEY L | ' Y
4 mE..N 1
-f m TTH m THa
Nl e c oo o~
S s #n)

b L ol TN
) By
Jz .rj
L 101 Y. 1' e
.
S s
4 Ik
S S ]
N
Me ! Bl

e !

e | T
ol T T
™) Hy .1
i
mou

- I
B e
e i
N e
it
] ilh
- M H
4+ .AIIJv H
] 1|
1l ]|
P .
— ]
Nre e §
S

cresc.

Hi-
R
1
- (5]
H >
[}
=4
'
'
ol
Y B
H
ofll E
s
- k=
i
a [}
pud h >
xV _
[0}
L =]
AI ]
He| S
L vik SR
\ v E
i
L =
1
H [
>
1 |
[ <
[=]
1
L S
oo

cresc.




Eiaz:

[

IF F-I [

..h.

P £,
e S

»

:1! e,
—

el

I ]
1

-
»

e h

)

B

*z

- am.

ni

do-na_ve -

- que___

is

e

-
o0 o0&
@

i)

N

Z 1

vV

85

O
@

l%f
o

"

1

7.
]
17

9

Aﬂnz. Aﬁy,
0\ 8
Nml tml
¢/
| TRES [ JUEE (Y8
38 (i L1y
I
A ] (4 | |
iy
™ ™
[ N . [ AN & fl|u
tml o1 YHA Y
T T
T ﬁJ 1r|
Y (10 (Yl
o o
& .Mﬁ Bt
O o« *
Y Y ||
[ [l
o || L]
gt &
'y 'Y L1}
Q| 9
hﬁl o8 18
ol ol
q Y 1]
YAk Y
e W
- .y
[ .
< w\v < e
5y

[

Wl |
b
Y
.
I TT o
L | ]
H | ]
[ 1N |
Y ry | u
SO S -
x B VB .
o 18 L ' i
ik [ 1 ’-
2| = B I
Ly (in L -
N -
{ 1m1 [T+
oJ! . o] 1 re A
2 & ol B}
g e s oL 3
N 1] I
N N $-
.FTT -
. 9 ' Ilﬂl ‘
nf QU | ] $-
(* (M B il
_A A & KT LETT
. - 4 WE.N £.N
N aNEe AP e -
N J —



(179 - e~ I
- s - ]
- YA n
LB LEN ]
Pam =
AN Pl B
_}4. . AIJ. - %. _
[T - e - K
- 'In 1T
SN i
Q,
o
P USRS
.
- »-
~ e~ TN -
T 1T
e- e
TITe T8 - -
L .ﬁlo |
1 R i
Pd lw H 1
ol ol rl
<« o«
4 LN uE.N
N - N
=i, N 1.y 4+
< < R
LT T B

o 1D

I
p

103

\ s
i ~ il
3
v s) I n
» i il <&
197 (1]
HH Mﬂ = L]
Ia ‘M $ H .AM¢ = P
Hﬂ M nn
t » U || A % ]
1A ) & ]
e ™
:.v iv T L
» ™ |
L) i e i
e ™
) ) [ .M
l]' l‘ »
T (] m | ]
SO N
i 1§ i
I ]
142 s i
T n + 3
HH | | L pan n_»
- ( kHA L BN
L) i B ml
K K I | & il
v v L1 i
(- |
J v |
D
i Hul/ 8 |
5 i
o (- . ~
A —N 4
-y <+ ..y -y
) plst < .

B -Lv
i~ p N 4
Lo b <
> 8
&0l & ~ Ty an e m =
1] ] J|M
3 "I 4 rl 'Y ‘ m
| § .
-6y re L | T =4
[ 1 N mw.
3 11N TTTe- N8
i L
A AFJ e (Y il
Q
™1 1
e ol -} Ll
el HTe o] L
i s e ol L m il
‘FIT Zv m —H
el TTTe- &l A = ]
L L
uﬁ 1T N 2
_l— p 2
i)
al i T (L
L 4 h ) H 3
A W=
TN L < =
AAAS L
i i) ol - L
p &
M 3 o ]
H Au o] ]
M 3 o] B H
] 1 f.
r | p| - A'._lT T77e < ||
J ar.N ] ~
. HH T i
aLre CORCYC Do -
5 3
2 ! ,

10



.

L
F

be o p o 2P

be

is - que

re

—

11

%;hh! Lleg

he

gehepr

.

L]

pre—

gra - ti-am,

12

9) «
= ol
o ol
pvv, L 18
o
_ 2
[+
- s Y
7 [ L
P e 3
P ,
! I
Enad o] -
, Q
I
; o |
™ E il
;|
- 1
3
@ .
H & =
wr
.
=3
A
g, @
>
=
(9]
g S
w
S S g
© <
9 u
[72]
3
< — | |13 Mt B
g s g Hel
S
. Q < y
o 3 —
>
[ 18 N ﬂ
' .
7]
L] A.nu [ Y m.
Wl
_H i _H
if. N 0
e 70%3 e
N

(L]
THI

11 T 7T

L7
| 4

cresc.

b
-,

daml b

P’ 1l

Y
=

»

17

121

T

10

o ol o
.

»

1

C

ge

au

18 ad au ge,

pi -

THT

T7

! I




[1]

I

P ——
| A A

Py

il

—

1}

[

Sy

1

> [ ' ] 1 i
m B E. 1 B
Q u B u | Q| - ~Y 4 1
B — — ] 4 ] [
S e | r— E -sHH 3K ™~ + £ 1
REN 5 S Al & - W+ N &
- [ q 2 'y |
= - ,-WT FIN = | oyt VLVI ‘— - 1111 1§ Bl
L (SN . . ] . < 80
= 3 i & il I il
z TN | HH N T N i
2 Il _ Il i
“a -l - i ~ |
e L . | 1NN 7 L p H % A o Hie -
u i . - A . is i
o T 11 &% - = B
Y I 1!_ — ; ol g | il K il g -
_ S I u o I Hunn
v A m
= U‘vl o - i
ful B R il :

Crux,
S
-

)
i S
i
1
) I
) T
[
o ——
1 1
T i
t "
| T
o |
e
—»p
1 1
T I
1@
I
P
——
au - ge, ad -
]
| n

.

TN

Prker £,

22 Lee

e L1

126

ﬁy e T o 3 T
- H— 1
ol | E 3 18 i M ] T 7]
g i 1. At 1., . B
T = i s g s | s e e 1 1 el 2 T -
ol s U 1 R AR P % 2 ma -
e 21 © Q HE O he| BEE 8 I N e u 1
iy ! il a8 T e - b T -
. 1 o ot
L Yol oll| E T [ ] NS 1L R ,
e T e e e e &
H tml
‘l ' - 1 - _4& 2 HAH
— — ' - 1T -
Aoy LTII . . -9 . il
o ' *% " BN B Y M| & e~ ~v
=} 1 p Bl L
sl a8 i 1 E 1 H \ _
nany K 3 ; -lall] ] Ny
(18 e o N| S ba _ L5t
A 1 3 ﬂﬂll o | SRS e
o (1 - N 2 -mH 1T
[ YRER N TIN1 _ixt | bt 1— 7 H-4-H
J Lm - N
mii IE -e ~t ~t ~t
elll ol & 4 118 :
N = S - .
Y i | 5 e e el &
1 - - o
X .2 ) =
L YR ] T A.{ b L < Ly L SEE o« eMn|
IRV p | p & i 1N pu L 1N N
pu — — T, —3 40
L...wv ™ lmn.v i 7 N e 1 Pl i A e
nwmm ~ <AL DN B S A o9 ﬁwd Au@é ae'ac DNEee
2 2

[

12



1 e .
<
Ml e <
[
all i o
[ 6aN \j [ B
\TA\ End d
58 iR
A :
N N
-
ol ol T
e L]

i [
n .myxw R
e e ﬁx .

lﬂl-
e e -
e e e
AT R 1g
=i .E. -
» » e
mnu,m&‘U Au‘mmd

$
L

|l

au - ge

ad

ora - ti- am.

is ad au - ge, ad au - ge :

pi

P
A 4
i

147

e M ( L
T M il
e M il
y il il
e M N
e M L
1. L an
| | i | |
| | ] s
| g
H H ol
I H ¢
[T i [ 183
T 0 [ 18
M i ol
1] B [ 18N
I T8 ol
T T 1l
1 e ol
1 T (VIR
1 e (YR
- e o
4 { N _hﬂ...nV
u nr.N Tid
< q Jmmd nwmu

151

H H-
I
N
M e
I T
M e
B e
e TTe
e e
e e
I TTe
T TTe
Bk e
e e
T e
e e
e T
e TTe
s
- A
1.9 L.y
e

13



B g
gy THJ ol
tw En o
| 188
~t Ny | 10N
[ 1EE
H r{r [ 188
TS ™
gt o
)
En R (YiR
[ 188
~t ~t [ 108
[ YuN
L T ...1;
H j{.
4xxT
E SH ma
e
Pt 4 ~NY Bk )
e
e T
1 e 11
| | InEiy | |
| | INE | |
| | IaEy il
| | 1SS | |
il ] 1N aul
1 i
» i
| .4 _ 1™ . - ) +N
m.nv Fla, 11 gary
< Aqumd A/
/ N—

159

b
L )

P

163

1
~Y T pu L1l
| |
Q- TR, M X 154 TTe
| 4sf iy ESy
H H-+-H
N e |
3 — 111. - L VI s T
Ty - el
[ 1R e
1
1 Hi HA He o
-luc T h Hp =
L HH
Lnui | | || Pani nm | ]|
< ﬁ. I o | 1
1 +—¢
LEEl i1 ol 2 il
1) ‘
A He 1. B B
Pl bt
|| ol prinn 1]
2 o T
el L T
| | | | 'Y 4 m H
r1 1
am . . 4...1 A4 m "
e i ' h Y T
e i L i3 M | In
L.\
Rl- W o Ar I
I ”H “”11 "| ' l
e = & _ 1]
H | & ], L ],
1 Wis ] PR o
Al ﬂv rﬂm. .h“lVr nv i) - nv
T _H 1P _H 4
L 1a\ BE.N in H
Avimwa N nwma oo y
/ Nm——

14



168

T T
L1
[ 10, ?[T ET
L M M
hfl] C Iy
~t ~NY ™
Eml Nl
N n G YU N
b
i o
~ Ny [ 18
N ST
N e T
[ 18NN 7% T
A~ ~t ™~
La o
.
(=N G 1 S
s e an
ﬁ ~ ™~
5 L
Im.nv l.nyv.
e ,mwa a'sg

[ m——

t

+

1 T [ 1L L = N
n ™ mL = I\ 3
1
[ YREN N
|
[ ¥
& 41Ir
o aH
[ oAV M
[ 1
~t ~t
En En
N 11
[ THEN TTTe
~ ~
Ex s
N e
| TTTe
L Ay
4
—4 -
H$
~ NG Aurmﬂ
~
—

H Ll g
| il 2
2 I
[}
| g
|m1 [y
KT
= “
L 198 (YIR
| | '
XX = oy
FU1 (1
.I ‘] 1
Q] [ X
e £
ol ol '
[ YR [ YOE
AN
W ﬁ | -
i Jll il |
13 b i =
PR MR R M S
N 1] |— W
o . 1T .I.l.lAwuwl ﬂ t '
Lo | - i -
¢ | ¢ | '
e WHetle 4
Cl™ Clm Clm™e ~Nd
T dEooun § o
] 4 o
[ =
M TTTe L h 2 an
j 4N -y 0
- lmuv 7 1 N
oy o
T nurmwd B e \




>

Pt
P

==

P -
8 3
S 5 tled
o Emy
|1 il
B | M
Exi
[ 18
R M |
”‘ ﬁl
-
1 L]
u ™
oY T~
4 N
E.N r
»! ! N
z #Ta o

cresc.

I )

is - que

e

ve - ni - am, do -na___  ve-ni- am,

na___

am,__ do -

i

_jldl',;

1
Y
»
1

cresc.

hdv

186

h!

am,

ni

do-na_ ve

H
HH
|
AEEE
[ .
[
Py
+
[ Ta|

~

T4l
HH H
{ 4
b e
T
& 59
b Bk J

= - g
<
™=
Clm|  Cin| ¢ =\
TiT NI Lr o
1 I
L n G
[ [ q ™ hw
.
o 9 4 L
. . v
_H _H _
< < Do

190

b o
Ll

16



17

(M an ] nn 777 T M
Gl Gl ] ] | -
o &l Y - hl *
7 -
o Y
ol ol o - i )
o o o« s
cal (il [ § . J :
A A - [ ] NO.F| M
LN YN . * iy il
T 8 S
i T
e k) SNER TS L
al l i -
i | I T
&Te|l & |% Al y I— T 3
E Ll A | 1] | 1]
| 9T L il
. . hati ) .
1] o8 I 58 s |
) T hagt ! n ]
o o ( L T '
] o L] .JH L L
ol (18 N H _ ] |l
LA i1 SN N s it I I
r ¥ [ 11 o il i . 3 1l i
[ . \aa * nﬁl i u“ [H_
< . -
) . (18 1 e ] < ﬁ I ik
] il L L 108 =~ o JC 188 )y T
. . . oL q Ku N il i —
L . o “ 1 L L .r% L T
- 4
o L ham i s
AIII 4'.. — .. . .FI] -
o] | '\ M 1 h * ] ]
i -e o] il
o
L 188 - . |] - .—.IJ |4
*H -.“wl ( b || e ] |||
o B¢ U I g
by i I3 iy N N z 2
2 Ae= R 2 ) ot L
~ — L ———




] T
o 1l ne ~t ~ ~e
el _
. e - el 2
f Vs o
I »- .74 PEM = i
! T i
L .Ju Y
T i . | TN A ﬁ
[ A ;
i TN P T
! i i
QL | 3 P el
|| A |/ A
A, L L
L e ol ..r[_w 3 N
1r~ v ™ ||~ ) ~
| M | aEN 1 =2 .
> ™t <
HH L
ol o] Il g ol
‘III Nt il m xLX\
=
 11EpY & |MH e L V) H &
\JAY | -~ @l l
- “DI.[
LLAt | -@ll] ' 4
—8
] [ —
— — S
ﬁ. . G ﬁ N ﬁ.l m
. + -
- AL |
e be @ e ¢
2 T adl

| BEE | HaN
.FJT T7Te T
~t ~ ~
AT
L YOI T | I
A ] R, r
s s

213

N TTT7e N .L_I
f -lldvlf A
mev
444 e —
S8 L
NN f lIl..lf 41 ‘A\
1 T8 h !
my
17 y TTT% ?, T77e
TR [T Y

i
Cl;

1
1Y

&)

(o)

col - lau - det

+
1
17

)

219

¢ (VI el
L I | 169 1] |
L 1 [ 188 gk Y
| 18 [ 18 H-
[ 18 [ 18 -
[ 18 .-:u -
ol AL 1 [ 1REE
—— T {4 ]
- |, BE
A8 1N
-lalld t PM LIL

HH N | EEE
8
L T ol
e AN ANt
ol ~ LTQ
¢/ o iR
~Nt 1] 7
D.ID Sy N
sty Ha T
Avﬁw < aplep

7
¥

I
t

Y 7
f

b
L )

col-

manis,

[}

lau - det

col -

te

mnis__ spi- ri- tus,

(o)

det __

3

i

18



= .F;
]
[ 108 .—,l!— [ YO RN
| AN i
o e«
.
o
[ |l [ J0EE
XX
o
o - Nl
e L
I8 T o |MH
s s
L el
{ ﬁ I
Iots TE8 o M
M o M 1YY
Ny
- TI S T T
-l - ol
S A
4 .
T4 Lmv
e e R

<

2

v

ﬁh?.-

|
v _

—f

£r

) 4

|4

spi-ri- tus,_ col - lau-det spi - ri

0- mnis

0- mnis,

lau - det

| &
<

Y il [T ]
-4 -
-4 -¢ ] ]! 1~ s
- -dll
-4l -l
X7 -
- -l  YRER s m |
- '.l X YHE! . 1
~Jl -4 i
-] ~oll] ol | 2 ol
=T . . 1L InH-LlI
o AL o ] HE
~ ~e ~t g ~t
'
oLl unul ' L5 T
nisy iy
- ‘lll - |
s [ o
- -] Y ~t N
- ‘;ll - | |
“GHE = .
-l ~Qll] 1] [ 1N m [ 188
-l -l
‘-l.l 1
Baan! KO o D N
-o i - Al ¥ g L
| .
g TREA PN TRAI N 1] 2 ol
Nt Endd pooh ﬁ T At
e HT e lllﬂ | ol M.. e
L H-H
* )
e M i i
i . . ] .
nll
- "Bl .Lru
1 { -y 4 +0
s lm.nv mku T4
Py o
s £ v.mmds A/
N e

lar

qui - bus

de prae-mi-um,

ad

ris,

qui-bus lar - gi

rl knj. xRHﬁ_v
S
M e T
4 Pam iad
“ ™ TR
| Ww -
L] . han
- BL
m 1k N
|
—9| Nl
E - o
AN | BEE | 1HAS
E ==
o Awu.lw. }lﬁ
-
oLl PLHS ol
—xx1
- - ‘l | |
~-ell oy }
-4 - ol
-4 = 158
- -
-4 -o ] .1
- ‘1LI -l .ﬁ
-el -elll
&
-y - ol
. 1an [ 18ER | BEE
At s g At
“ AT it
45 4 A
lmhv lw.nv T
o q apee
o N vﬁwa

19



SNRLYEE BN s ‘g
| JIB 1
9]
. . . [
& T L &
L{i ¥ L1 3
. : . | !
Y .FAN 2
] ,
I _ 1y , ¥
ﬁ-n- / fn L ]
] = 2 23 -
L 18 PI,L
4 "Bl e/ o] pry
AL il ol
ra [ 1IN gy Y24 H &
L o o] \
ﬁ S| nuw M M ...nnnﬁ
(Y o] g
& s =R
N i N k= i
P = o T
L ‘ . o TTe
ol b« .
.—..T [ YRR m
L JEES |, . rll £ = ﬁ[
E - 1
P ani Pan Pan o] | |
i - S :
N o NS T
— LT ol i
2] -
— B ;n
. o ! K , T
i _ pmn kmm AI o | |
\ . )
b
_H u K L.y _H i
e N ] H
e e e e
& LLLL)

S p

il il
. . il g [k
L T N g L
] r ﬂ 3
. s N
N SN S © LT
I O
B [a] & \ s m L
| T | N E
&I s L m L
L!i 'y 2
(Y8 N .w - %N
,WLP H 1— g i
fan O Y _ I
mm wf xml IO N, M B N
L &l AR N & B
L . ol L
L . Yl L
L u & ' ol | L
L] '\l o = ]
d =+ | ] w
f .—.Hyf .HHvﬁ f « = WV
4 Y w
\Ii\ M~ ~t Y
A. ~t A A~ ﬁ A~ A 2 b
ol « m s
S~ | S L S L
Lum A 14T 4 1851
wnu@d Au‘mmd e Ao y

- o HUJH T
& & & a_ - 4_
ol e SR v
11 E-1 I &
Rl 1N — N
N ) [
e T . i
X XX
& » & » & ~
7% BEAJ H
& » & & 1
e e n o
ml [ el g
Al = nin
W, o—
=
¢ \i‘ ¢l Clmy nnrr_l . A~
5]
CTrTe m.
iy 3
T ) N e 2 ol
I n- (el L
Jﬁﬂ
L B o] B
- ne \ L
$|- $(- i L
e - e - L
|-, $|- il
L L
Mo - 111[ 1 L
B s- 1 N o=
Hie- Hiy- ||
e - | N r
- »- _”
TTe!- T8~ e m
B R dd KT s
BE.N ﬁkv ] BN
ANEe NEre R AL A~
S
TN T ¥

Da Capo al Fine

20



Choro

Allegro

M7
1 ]
1 ; | I
i _ | ;
| | I
q ' | |
u— ol m
iy Il | |
o T j f
“W B | .ﬁﬁ, ﬂ I !
_..I'v 1 Hl’ ﬂx_rl w l|.
[/ ﬁ ﬂ [ ! I
T i/ 8 il | I :
Vi o , | !
hd N Hl/ 0 .y;
Mu ,70 ,ﬁ [N B i l
, , [ B _ 6
u HWﬂ ¥ i3 fl; ' |
I il i
Ty ' ; .;
e _ 1
H N 6 |
Hw ] q Il |
e il | J 14
TTe | | |
He A | |
.. TTe L 18 |
TTe b |
2 » |
i f i i |
~3 li' I.I' I | | m
1, i L |
‘ ‘ || nu 1 ole
c c > w5 | L
C THa
> - B . S ub | Im.nv !
* S D | 4 v |
S b llmv AT%Q 0 IM
. Iy A m, w
—lal % ﬁ“ w 0_.
mkv 4 V\v - m m
T m 2 & &
= : M
— 2 m %u
g £ 3
s s
£

21



3

T
BEE

~;

T T 710

5]

17

wde®

J

Tatti

si

Per

®
T

4

[ 4

P R S
”»

cis

in

de

cis

cru

cis,

.

22



The 1 | I T

ML L TP EFELE AT R

AL AL E P EE RS RLE LT PP

g I T 1T

=

oF

Jw
| H
RERN % _
_, i
‘ -U W ﬁ ] ' I
[
Lz NN
HRR SO
R S
i ! i I
i AN
|
i (
=
.—.g M
o
N
M
R 8 N
] ) 5T S il
H
AJITAI .I[
[ 18
g
S
g«
—la i ™ 1
Lu:mmd s oo &

us, _ De

De

be - ra nos,

stris i -

no

'

sh 68

T }._‘
S
HTe 1]
ﬁxi ﬁ}l
Hte TTe
H H o
Bk ) 1k
IL |
M T

v

Z b

S I
Z b 1 -

[

23



(Y]

A
gnum

bla e

L

stris

3

7

.

si

no

- gnum

- cis

mi -

Per

in

Per

ster.

Tutti

de
P
no

RS

cis
us

1

1

b
-
1

wvien

”

»

P_

e £ 2

»

Z b
DZA "

24



Tutti

de in

I S N
& ~t ™
S
[ H.._v
[T
Co
— -
Qv el 2 AN
I 7]
[
K _
| _ [ | a N -
ﬂ [ ) I
a8 H
| €«
I
411 » p.a
i b IR e 2 N
H (188 ol
_ﬁ |
T g Al g 1]
L (4 0]
1 Bd Ny
L] 5
_ £ il
e | g |||
il o =
N 8 | {1
P
8 | |
! +
i rl
. 4 -
E M = el
B4 S THa
b s il

i

cis

cru

- cis,

cru

Y
»
)|
T

Py
.
]

4
4

25



1}1 %
urm 4 L11 ‘,..ll ! oo ITTH 17
4 2 © ol ik I o e H
| ] ! 2 xnul @ T b 1
i ]
L a8 w7 e
k3
| = » S L)1 |
| E N o2 e | el Mla
. 7]
! n O 1] il
g ' _
A Rl 2 e = o .TIL ol
BES &0 L T
ol 1 i |
i M I
] r‘ ] @
[ THES L{I || E ©
v
.rf _ el il
1 1
g
2 al g2 T = Lﬁ; 2 o L
o0
'
[ 1NN N .L:r L= 188 |1
._L L YA B .L 5 o Ll L]
I# ' [ 10 ' o o +
i e U g | E « ol 1_
& Ha i ™ Tl Fla
e e ke & [
N—

26



(an VLA B RS R o N A B A

* 5 * 8
_ Ll
&l 3 '
Ly _
.,r;, = tHe s Wl & olll
e _
,fzi N =
trt = A o N =
! ] for) B
i | !
Le , ]
7
Tv. e B VN 1
7.}
[ 18 L
e 2 M S
| m 4 .t 1
J _ 4 _
| | ' I m JX\ Ny
&
Q
} ' =]
I ' ok & e
— -
Lo N
NG . nﬁ,

Per

ster.

MTT]
<o o
"ales} '.hl
S+ o
wvien Q|| [ YRB
3111)4 L e
o L1
o QU
- o
ooen @ [
<+ al ﬁl
M1 M1
bl — -
-
v
[y [
- | .
00N
o IT7re
"%
o< 1T .L..v
<o
gary THz
o i

27



e 'Y _ -
q [ B ' <
9 [ Y || o
. o _
L1 oi ! _ =
L o g T ~Y i -
(Y (18 _ 80
o. o. 0 F., . A Z 1 = .L ]
- o =8 7/ R = ' 0
Y O _
, , . Y H- +H = .
= o X » g | & B ° & &
1, ! | i 1 H..ﬂ
AR ~
ol LI i e o JEIl ol
o I =
Lo T ’
|11 LS B 1 S s AR wo oy o«
, o _ _
g H [N G <+ 6 Y
6 i A7 0
« H L ' = 4
T = e &b © AT ]
T - = 'L.lA.II
! <
2 , rﬂur & rlL - rll
=
'
N = _ e | el '
m -
N
uum.lr vm. , Qi o~ .rjl [ 1%
- R E o
s <
Rk g .ﬂl g ...A} mo N Vil ol
1 a8 5]
L
[ = VI o
\ — —
a ol e N = ' e e .
Iy . ﬁ ' N A
wa
Bl ) NE el . N
7]
- ! £ L .
NI 2 Nng T m 3 | ] .
o0
r . T LT
UTU UJ dq UQ N
2 . Ll BFRS

28



> L]
He )
JFrre e
. 5]
e T
) e
ik J
b 2
" ) ]
4n 8.
6| ]

=
— — =1
o =
4 on
]
il S
Q
e !
ol )
ot 5 oot R H g
~ -
=
L] [=]
a0
[ A 8 T 5
A 4‘
[ pun 5 =
N2 M H &
o .
[1d\ N
u.ﬁmé nurwwd Cal

per

cis,

cru

T y
ol ol
« o
PO .. N
* s s
e Ln
S +
e e
4 -
ilé _.T#..
| n
11
i 1o
<o H | |
=3
|n“| i =
S i
THa N

t

29



/A mR BRBR.
ﬁ _ |
- L gl
- ‘# L 1 ! .
- =
H ® W 7 m 4 S=\el L
la I hm == o R -
“ ﬁ ]W HH '
i o
L] L ] ™~
1
I - | . .
% L [ 4
e T
; .
ol i & Hie
N )
i | _ |
=1 3 H
_ =S ! 6Lv
3 b _ _
A Lo V o ||
[ 1 L , m o
1 aut |
Rl 1 bl H |
M H o g e A & ey |
n| _ -1 -,
, .-
| =)
L L 1% A+L s m il
H | ] = i
<[ o] K1 1.l g 2
1 1
bin o
i : 3 i
! 1
P an o ' =
n )
<M1 <M1 ¥ &L E 5
=21 = .
e | L
© 258 5
pis %)
© © u M m A T
£
f mb v .. H
1
1 |
! N
" " m - 2 5 5 o=
I3 & TR 5 g 5 =M H
He Im.nv 7 A - L. I\
o
™ < ae'sc < oo \ \
=
= L L

30



}11 -j]
%
. rw =
e R - &l
4
{1 T] m [ ] ] m [l “ .IJI
2’ ' !
T -
4 - ™ 2] ] (Y
Mﬂﬂ i
] 1
Lwndu A ol § ~ e oL
L
_ aY m ol
N : g
1] «
w8 T8 = Nog el g " . .
Ll
B Q
N B ' " —h
+
M e owsl= e 2N N
J 1N - A = 7] - | _J
HTH T
.F.; PJ
Fl ) A~ ~ (Y b © | M
g | ‘ | B H M
'y
' .
. W s W« 1) &
FL = T & w2 8 N a
11l M , . [ Y S [1e iR
[l &
.JI ncuc “ m — ' — 1 o | - | H
1 o
' B m + [} o ] IAWJ4
] ]
L C OMH B Fe N :
- —4 —H p
i —~ Lo, A, N
Gﬁwa q NG A
— ——

31



—
P

ke be

e £ P

7
)4

1V

L) WY

_
M mw ' |
=
r, ) A o
I ' .
I i R i
Wl ;
BE .
N = .rJ -5
gl 1
i
| s
LA 2 Q
i1 o o !
,:_ |
A E _
N = Qi E
w2
[ Tm. VR B b | v
w)
] 1“ m
' ™2 o g
aN 3 M™E T @ 1
N m -
urm g H-H Dn;rv
ey
ms 3
n G £ el g i
7]
mhv .JW."V
e o Jﬂm? a

cis

6

64

64

wmon

v 9

o<+ o

32



, N
4T
.
‘S &L E
1]
S =
, h H = 3}
e e s Al
iy
[ i1 .g
Lot |
RN
ol
YN = n 1 ™
| T -4 a ' ] T
Fur m R= [| \ Wr
SN
=]
s N .“ 3 ~t Nl
t
e | B
' -~
Bt
N = 3 Hie.2
M = 2 e 3 Inw.rl.
.
i M . T
'
l._ A g e
] 1]
s NI g ,J
1]
L
N ; H | e & [
i lmhv iﬁhv
N S N W/

stris

no -

cis __

mi -

in

de

Ualel]

6b

I H
4T ars3
] 2
¢l 4
Q| u
£ 3 e
Al
|
-
+H +
| i L ¥
o L
5.
N

[

33



I3

1
—— 172
=1
H
. _
=
.
I o
i S S A =9
I .
i an h
' m™E D o
7]
t
- ] ]
, M
e A 8 © T
|
(] o _
v Al St
(] 2 rﬁ ]
'
L 1
| ™A o N
: L
M b %v
c
t
HH m HT: m M~ =]
.
L —_
e g a N 2 ==
' '
prin I
m Ny = el & o< [
] _ . =
pins 7 @ N © 4
g L
.
YT -
P A m m “
' ' '
o B - Z
'
He| = ) = = |8
- - — -
=i YN -y m
e e - g

34




t
pu.=
ﬁ,nmU ,
E E
. 2 s I N
4 o0 =1]

, , ™
oL E | o2 N
]!

7 [N ol
Y I - ‘ ;
! H -
i) Dn..v | JEE .4..
i
, 1.4 _ PJ
e & it L e o
o L N
ol nr.lv \lA\ Jy =} ™
L 8 E S A
e 5
AIJ\ . =
- ! [
H- ©
rl o 5 4
- 7]
[ m e e F T
1 i Y .jm.n
nuﬁwJ NCre e mﬁ/

cis, h be ra nos,

mi

in

de

|en

cotn

.

35



*

—

J—

_rer

_ 7&7;; F .

1

1
I

] ]
- i G Ml
1 ] m
g M & [ YES g
* 1
J * p
I
. - ]
Y ]
o e B L]
i . o w2
N .
IHH , 1 [T] ]
T i )
g i s |t
L] '
S w
™ 3 ™5
I
i Il 1 1
- an —
fﬁvﬁ E 1 = 1. X [
] 1
N - i —
1 1
mv. g “N = ol M ~
§e I
L
™ -8 ~t o
]
1
Pan » A ]
ik 5 1N
1
[ m ' aY
i £
B | th
B mrv Im W Iy
NG ~ e K
[® [® N

Per

ster.

us no

De -

T T
v
[ 1 e |
vy
Y Y
Lo N n
e Arll— [ 1K
o<t § [ ]
L1 L 1
LT L]
.j M
=R 150 [ YN
o 4 o
< [ 18 [ VY
3
= : il
=+ ] L]
e * L
N [
j
\—

36



R E
A E ||
-11]
. 1
E M| 3 ™ o
a3 i
AT
o YU ERR I Vi
i sl
!z [ ia ]
« .z
~f =
n\m. .
L 5a o & Wl B MY
N
; g
2 <
[ YEEE S H g L 10N g
2
14 Lnur
Y [ Sa N ol
N 2 L 10
N | = L2 el gllg
w2
A N ' |
™| E g LY E 7T
EN i A imh
& ke e

cru

cis,

cru

- gnum

si

54 6}

[—1]

44

6b

Ualal

[alsg

R N
- H4H
N
Y
o
[ Y
'l
e Y
0 1N
=+ N

BEAEN

37



mr _{ 10N +1
o] 7] 7(1 %) o
b 5 = Lw,
1 1 )
' 1]
1 1
I A ol
Ll ] 1
ol i i ] E
' 1 n
[ ) 5 P an
Ty A Ha | =
_ 1
A arll o
| - T
ﬁ | _
< 1 3 - N
L = N
A m b m g 1um \
S i
ol TN = -8 [ 1n.}
. :
pr.a -
N 8 8 g
i | E
] ]V m
o0
l
] h.v[l ] Te| = ] ™3 AL
Ll
P an 7]
™ m u 5 N
Ll
| = Ay
l
=< =
ol 2 TN 8 e 8 o
Lmhr miry ~la THa4
& 4o e

per

cis,

|_|1| 1..|J
=]
°
o
— —
[= Y- | | -
)
n _.11.# ‘i!.
4 44—
)
il 150 L 1§
=
[¥:)
ol L
.« e
(18 L 18
v ‘l:l ‘JI
4+ 44
N h
N—

38



37

.
" R
o]
T BT W
YN <
by .
o] .
1910 | [ - f
o . o
'1 i
(Y [y FE
1IN | i
&
1y AR
i i I
[ o
g Uy ...H—«
| " | " el
l% IM | H
A

[ ]

| = [ N
~e N m
3 B
| £ il
— w)
g
ol sl 2
=
il
e (VIR
_ 1 ..I.
[72]
‘5 .ill O.L§
N E sz«
B o
b W .anﬁ
~ N Y| ¥
f
iyl I
[38 5§ il B #}. 5 Nl
4505 172} 2] 7]
il i)
1 ]
[Vl _ ol
t ]
e e Rie [
h 1 lm TH
N Hete < A

stris

cis_ no

mi

cru

Ualal

o q

- ol

O

|7 1

H
Ld

39



b | IR <+ [N
» _ @» -
8 s e @ e o
,.r; bob b el D o
f iy _
s bz s Al E ml eeadl]] a
| | _
&/ g, JUL
| X _ | A_
]| pEaE har K3 N m_ i m © 4 o
]l o i/ IS 11N i
L] e Ny 1 1Y .m, ol <o & Lﬂ
TI 4
|1 | .}4 len @4 .ig
i ol R e ol e oo o] o !
| L & | o Q] [ B
HE ES fg 3 ™ P (1
o %ﬁ N R || A& o o o
]
|| 1‘4 L 185 eI 18 (18
i _ g o e o 4 o
e N « o .
I o NE o 4 o
| X Y n SO ~ W Y
B T4 lﬂ.nv A T i T
e Avnmwwv Avﬁmd oo oo o oo
N—

40



) .
i@ »
- T - N - «N
N 5 - .
1 i '
dl -
s T = M B e
| .
] [ im R N
| 1 - lu 7
7 1
|
3 e 8 nUE-R n.
| _ [ B
i 3 .ra
& ™ & €N
= = 0
_ .Fl‘?
T
Ne
7 T ke
- Wl
%,{ g ® 5 N ™
! ll
» G n G
' Ll
N =
1
! o
el S N B
(- © ™ =
1l
= QL
&
1
Q!
Ll
.S 1
m A - LN
l
, ||
g :
—gt 0 ——
2 2 2
1 v
0 — - L
e oo A~

li be

in mi - cis

de __

cis

cru

gnum

si

b

sk 6§

64

64

6b

41




L} L}
a G Hy .- '
Ll L}
= T = Nz
% § 1@ ‘FLT +
d o |y ¢ |[mlE
_ ¢ * [
L
fuy, 2 e 8 a
. ' | '
N = e - Pa =
| |
V @ Pan 17 # o
NS M| 5 S
' Ll
] = Jris - 1 .
N B % E a ]
1 [ !
L
L i N ain. BEa N8 h
1 1 1
N S e = N = (T
D _ .
.am .& [ I N Hlﬁ
L}
. Vas - ] = |
e o ] o™ E 4
Ll ' 1
N2 e 2 i R N
1 L. 1 '
| = 4 = 8. N
e
7 | 2} 1 N H=
‘5 ) 2 =
| W
Ll 1 i
- 1] —
L E M = N2 ™
N - N
u e
e =N Do &

is

C

in

de

>

ra,

be

- cis li

mi

n

i

de

ra

42



] 44.1 1 1
(-
. w z e e
Nz A L3 MY 3
[ 7 ]
, L .
K 2 A (Y
| 7 i I |
.
ERE i
.
7 L i 3
N il
k,v A 1R &
Lo !
JU.. g L]
| = ]
| 1 ©
ﬁﬁrv T ML A
¢ L%
&
N LY
]
ol s el o o 13
. ]
. ™ 8
M -pm B
1]
! .
A= e = I s 114
P 4
1
» %) A
™ B 4 M E 2 uzﬁ
w (72} 3 F
1 _k 1 1
A o #H| = {
|
1 ) i« ) m HS
™~ 5 JIs} £
1 1 1
| — |4 ) 1
N B £ g N
Ha 1 THe
e e Fow A

us no

De

nos, __

ra

—_—
. ™

P ]

T

43



==c o ===
Cl| G|y € 1 Qi Qi G|l G| !
o [,
~t ~ LA | | et Ny ~ pavs ~N ~
il I
,;,,
o o ol a2 T WL s 1| = T T
e . j L L
. haRs | .
[
'.IT '.Tl s
[
« o . a = ' ' _ - [ W | .
[
it ] , |
! [
u H [ YN e =2 .rIT = | . <
Yl o .
..lll 4 Ll ]
lA
| o] Tlu 2 {lr L ol 2 | TR o
— 4
'Yl ol
[ Y88 ' 1 ' | 88 ' FTI | |1
i 18 ST AC] ST L I
o q
XX XX
[ YA | L
o o o )
7] T 3] il @ 1] 8 o ol H
K M-8 MR Y 2 2
- — N
n n lmwn Im mk m.nv [\ mhv H
e e B je e e A ,
S ; — e




Offertorium de Beata Virgine Maria
Aria — Maria, o, Mater
Choro — Ave Maria






all N

-
FE Fw

>

H'

o o |

»
~LLl P

9.

£
T

. o 00
PP i, o

Py
~
T
-y
Y
> o

B ol o A .
Py

>y
N

Fl1 ¥

T

o

-

Aria

-

L™,

>y
o A A A
N
N1

I

7

s e,

N

o T —

o A A

N7
>
Py

B e =SS

I

|

= T

Allegro molto

Violino I %
3 1

Violino II

.

kil §

i @V &

Y AUT &)
a4 d

1

¥

o WLV
i S U

Al 1 4
T

¥ L.

Canto I
Organo
Violone
e
I :H b}
4

47



P

m——
cresc.

1 1
cresc.

£ o

>

H=t¢

|RKT]
*

—

&

1
1
&

'
#
p

7

el 8

5

cresc.

cresc.

£

AV.A
D)

i
-

A4t

.

I I T T 7177 "
1 > e—— 1 L " }

21

cresc.

p—
) o o P

o

>
~rrrF®

#

o¥

W

11

cresc.

17T

e

- tope

] H
' |

!
1
1

=
il ]

> o
P 29 oo

36

r
+

¥
V]

h 1S

ZTR

§

i

»

»

o _
e
==

?

TR
=

e

. » » »

3

T

;

i

Yy ]

cresc.

cresc.

cresc.

=

.

19}
4

I
1

o o—
e

p

n
L) W)

1
e

cresc.

41




H
Mk il M
[ ¥ | | ] e
T4 sy
Ol 11
soll Y |1} e
[ zl w‘,ﬁ M
[ Il ‘Pi, 4\
. 1| by il
T Iy o ” F
i DO R
&, Ly 1 . 44 ,
! g W. : | [LI |
B & ML 4 i
h‘ +—
[ 1 | |||
RN I i
o L] ﬁ]
(Yl o | Bl r
Y . H
ML I
Yy Iv . Iv I 1
. 1|= . Iy ]
i i I
HH
Y .
. i o
LI,
. i o
o | N
£ = E2 Bind E =S
a = By At
e d m_wﬂ A

53

e e I ]
Ha (N e 1l < '\l
|| TT® o [IT® N o |
Vis || .
-1~f i) “ r. H~ n .WHI &
Lvll ~ ~Ny = M W ~
i 1 s & ]
Jr‘/l lﬁ‘/l e = Y
* I
\
Ho Ho o1 "l |
i U Ilriv_ BRI N
TTTe2 e ~Nt ~1
iR T 1T
_qx‘um. ﬁ!.o M )‘u
I.I‘ A[.I" ALIAv ——
ary - ol Il "
t #IM e - [ 100 H
nilk o i
| j o i
\IIr il Il o1
i Iw A o A #
r o] o ]
N fie-  -|eh -
qry - ol It 1
PIM }4 - o | L
Tl o] L
| ] o i
(! il i
d ol <
I (i (s (
& mp il I
| d. T\ - .Hmvy m
E = e 3 E
2 fun 2 =
e E = o -
Do <\l numm e o~
— N——

e ol \ =
7% [ 1RE 1
e o i ﬁ
sl H o sfelll I
- [ 1
ot S i,
1 H '
1] H ol 0 g
K ] B ol o 2
| | T [ 108 [ Y )
i 1 (108 \ &
.ﬂ ﬁ I i
[ 1N & | | || '
-el 1"IR il Y =
Y ] ol T i
- ] ol s ;
+ 1 [ i
f)8i |
o - @l Y
rnﬂ i |
¢ m ol 1
T u [ VAR N El | |
I I i
Hl LH R, [ Vi hl ' L
MIES W ||MH o i
o e M 1
1 R OF YR
.ri He i d
ol e " Ne
it [
e i X
.LIP e W 5
ol pu, IO (1 NI
A S I I -
| [TTe 17 | |
| e H ] s
i e un
— ﬁllu" 11 v
= E = < E
- “n-ﬂﬂ ﬂ“.“ i
o uTo g A uU
" B R

49



_ [TTT] 1] T] 1] e T
‘rg_ y v [r“ ] e < [ I ﬁ
o] ERVIL /| Y ) a
4 - .IT . H—
> =l a ) .nn“ i e bR oos L
1 R o o mlu ~ S = He | WL
H 1 He N}‘E [ “. =3
+— 4 i 1 ! L ] 1 '
| imt i | . Fr,r | 1Ty ™ u el S i L
H , e E H 1 . u_ﬁ
| 3§ i BN | H 2 Te Y L Yl
L 1 18 17 = T il ~ i i) b
i\ ~ay i E 4 \ & ) 1) ~
i i I I
{ It i | (1] ™ L ] m t [ ¥
SRR ey meBRY R Ak L
i I T ITER Iy e S I = |18 SIS TS (L]
il I ] BN h S gH] = | He
T i e |8 T | 3
— 1 ' BR 4
] 131 bt | - T T el NJ. &) | i i
— 1 - ] o= 2 e o 1 | #1r1a RN I8
- - ] | || e
5 Y |
1 - n- &l L S % f #i
1 1 x e e e (T
o ™ |efl )\ i e I 8 e « N
.FN ™ el i | 1IN T o MH ' IR i e (T
a _ H ad ol | o e |He
h I.‘v .JII m B f I‘f m
s MEER s T o i e i
JIII IIIJ *Fll ) ~¢ ) m | YR M ,wlr.d HTe 4
F . ~N e m i~ 4 H1e L
tiﬂ 4 ol " .r-._ TTe 1
18N N BEa. | N In T © - N e i
fﬁ et -5 |) ,w i ﬁé []
T &1 ' ] 5 || M HTe
177 Y 1 i ) i -
il i ) i . T |- M |
i , T
| 8 | 1 = 'y - - H
S s T e S © ) "
# .hu.nﬁ g =+ e B ..ﬁ.u“nn =S ...ﬂww_ > Ribd B
24 unm# £ n £ £ £ u_ 3 ]| ARET] -+ £
y AR AN R 1 NCe MNEre e NCe NEe N NEre
=== % ~ ¢ ﬂx < Jm“ % |

T

H

P ™ - |

T

sen -

stum

gu -

50




 —

5> & 5 &

C

o o o o

men-ti - 0.

=
Q
ﬁ U E
LH A
_ Mﬁ
L L .
‘ O \ _
8 / \ o
Sy
» T T S
e .
1] ||| | _ |
e B I 3
T I y § 3
] ], =
E = -~ - E < =
] =] R,
-3 N T E “Jv
e <
T T

ns___

" ﬂ e i
[ ' | |
ol ( o !l g
o "l 4]
o ﬂnr .-f_ « | |
e TR N
IH m ]
S 5 - = T
[ Y0 A ..M | L
b~ B | [ Y01 A o, |
n i A il
TR (M S 1§
T [ YO - | |
2 o] 1
~ T~ 1 | il
ol i
.[[Q 1] #HI
o] L
| o] q 8
) HAH
g % uwl, | Wi
& 1Yo ol e [ 100
S 18 & o
- o« ‘ ‘v.,l.l
| il
#1 o J il
| i i
Wl i 5
] pasnai : Jusnd
Il z il
17 'l o u
i
- -4 . NN
ES .hﬁ. E 22
E - E = |THWH
N p Je
s/ aal

mo - ris

bu- lum,

D)

cs

S€, —

€s

pa

_ _€e8-8¢____

T

~”
13
Vi

S p

T

S p

cresc.

A!Ll , A.III Q, In % 7
ol o ] M
ff Fﬁg “ = e_ P
Sy o[ N A .
ﬁ 1
L Yull [ 1NEE 1 Lr S T
o Al 7 +,I [
cllenl B e
il fﬂw fSaN = il \]
~ h SN &
ol o :y
E.I o« L '
o
o« i ] = TTTe
. Iy _
q H [ ¥ W [ M
'y
S R E i)
o L ] T
T ] 3 anl
& e aelll rm ;nuj
ﬁ.ﬁ 1 | _Hr
'y ..nﬁx i ' _.
Jils & L oy
/
H, 1
ﬁ;T Y THEE ] Q|
. il 1
. < . < 1
o al\ o @a .
. 5 N ¥ 3 i ' “
AF [ & T A ]
pe pos =~ 4] -~
ﬂ : 3
E - E 3 E = E -
-
«TNO® N B Auzm <G

51



- '.I.I— - ‘-...I..I— .ﬂl 1 ] HH
i A S
I Tl L ] L
(e, QN <H|S 0 | I I
Snn (Tt N I ﬂ | | o [
- ,01 - 2 141 Y& T S 17
Gl . BN~ iy M) A
s WS NS (N 2 2 ]
Y 19.14 . i ? | LHf nhr Pa a |
Y N |P|1_ N i | A S 4 ) T
oy (IS A i
Sls Ms NSt n il
-4 il Iy :r | | n
-a N -1{1_ < I ] ,m ol .m i
o Lk ™ & JCYIIEE | B
p...nu “ f.rxur w (o [.= g A{ g .mw
'ﬁr o ' - |
L JNE L1 { VIR NoAR T & I
F 1 1
o (YHE N © .mn:. ) |
o .
i | o] S |
S RS S
U I W [ 188 U ~ \lAﬁ |
(Y88 m, m, L
ol i ol Sl He| 2 |
~al ] i o /] | 2 M 2 |
COA ( Y km# = Ain I
v oL | ] =3 8 |
[ 188% [ 1858 I T 2 e 2 T
| |
A [ BEN ( .Ll] L | .AII ) T
uuunﬂ ..ﬂwn unmu ﬁw ..Lun nr.uu
..«J. ping i E xu . .ruv
Mnunmwd NEre a aEre NE I.

S P S P S P fp

[cresc.)

3t - Ln& 2 s 3 1T
N a ~ <4 g N g e
(Y
O
ﬁfl prl
L1 Y |1|T ~t ~ ~1
e
-l -l P
o NPV [ Tl e H oz _
ﬁ Aﬁé S meé \
Nty ~Ny - e g HTe m
L
tm tw ) )
[ aaN \| [ 1RE e « e « ~t
J 5 e M
[
[
Q] \Ilf M~y ~Y | HAN
=
-l -y £ £
o - o 2 g 2 L
| Dand | IR cx A
Hul 2 2
~ ~ 47 - 4 & s
Q Q
-
u.l. u.' 1} Ll
¢! L1 Mt TNl 2 M g T
Aoi{ A.rj% r
[ 18 .Fl_l 77 ~NY N Y
At
3 -+ . . I
~ -l 7 T 2 ™ £
Ak | ﬁ;d I '
A Ny % He| & ant IR
r & &
| T - ' NERR
o~ bl ‘_A!.. B .AJ. =y
1 ! 4] !
Af! A -?4 Hs i I b o ~
o
LTT.. % ~Y ~t ~NY | NN
HA-H
-y -4l m, m,
-._{1_ --i_ L!_ﬁ ol 2 TTe B IR
- Ca 45 g N 2
) o Phy e
™ ™ -1 1 ! REB 4
o ey I 8 3 -
- - E -2 ..ﬂr E
uuﬂ - 3 = = sl =
£ E = E 3 E . 3 E
3Avjmw c L < A
S —_—

52



cresc.

L B
o |1 i
LY
L1 Al L]
«
q | il
‘I. - -
“ o« w ' w8 = Qo = T
‘._l ' ; ) L] [l
. o .~ AN 3T 3 5
ol o o :
Lulur o [} Tuu 'ah g ™ 1
4 $ I uilk |
. . o [ , B |
iz Mg |z 1A%u hilE I
o S N 5 LY By o 12 Tl B H
L [ Y T R i
[ 1 (Y [ Y ) B v ||
by by '
o 'l o e 7 m z il
Mo be ol v
™Y 'y ‘., ‘™ ; “[ 7 i
q — 5]
< uu  11E Mv% g | 3 o
. I
! ol H 7 |
. |
9 e ol M S ]
[ ]
< En ol H M i
e 'Y e m
Ha m
N I 1 4
3
b
o
o i
| & .ul:. £ iR
) ' ] A4yl 2 e 2
£ 2
B & | & i
£ ...nw E"3 E=2 £ =
= k. = == =
e -3 LH- E = 2 ﬁ. E -3 uw
—<NEre aLre e alre <
B o

yf PPee

6=

137
Fa)

1 { I 1
1 | T T
1 ] 1 i

e
fovsovoddo]

2

i

E%%gfjg;:igqqqaggp
;géﬁ%iii?:gﬁzi =
p

a,

l,

cu

pPo

ris

mo

unt

o] timl
B ) J.v
Val 8 Lw_wo
anl M H e
= =2
el & o
ARy
wy {1
{1 n
ol
J{IN g T
all p_d Pan
b .m. anz
= =44
H- &
=%
=
E - 3
e nvw@

53



~t ~4 i 9
M A A
- el N .« 1
< _
i W
e A | A@ ALA. Jv
S tant } &, ik 171_ el
~t ~Y Lll . _ =
= 2% i
w o
141;1 TTT®|- w  a “, | | i
gl an ? - & jyan -
. _l o/ ﬁ
L | | | ‘—.]l 1
Flel] T7T8]- L YON U
o e e n 1
4\ i il A | i
L Arl H1e - ol 7
[T T - [ YN b
\m L
| e Yull i
LU | g ol v
T - o
E =S =% £ 3
= = = k. 3
R - 3 E <= F
g < num... o

Pe o

i
(153 L
M~ \13\ [y Ny i~
o 'y
N H1e o] e & [T MI‘
13 || ' ! T
o M at 2 e 2 e
e
— 1 1 l[.‘v
1
b ll.Af
A | L
RQlL 1] . R[] uJ B TS e
ﬂv Sl
s L JER ol
L T [ 188 oLl
[ Y '..II 1 t L Nt
TR Y o] e & ({117 &
b1 r
Hl. ﬂ;ﬁl. .IIH ﬂﬁ 7] ﬁ~ﬁl. o
® “H = L 8- pa R= P2 =
ﬂl 1] —I. 1
i [
, —1] o - °
&) & (VIR 5] % g b g
a kﬂ‘ hl . a7 .
"l N @ »
XN e [H uN| E [WN E
| Vit
.[ l 1
= )
i, s H ol 2 2
. J
9
[
~ Ay A.
-l 2, .rLIP | o H
uﬁun_ B3 ..um.n ES |
Hnm.nL Hu.uﬂ unm i E L
» |
2 . S ;W 2 3
~ e ————————l




J]
[ TEN L
o] il
| el e u
[ ¥ [ 1 [ 1nE | 1}
L 108
B Al L 188 o
o/ H
&y« i
b (18 h | E
d 4 Wl il
138 138 LYRNRN L
y M
Fulm FILN L 188 |
L 58 L]
 YAEE \F{. L 188 &
ﬂ ol |
ol ol o |||
. . '.TL ({3
'l o
ﬁanmﬂ FILH [ 108 j s
o u o L]
LRy ..1% o ul
.« H
1
€< \.LII (180 H
ﬁ o |
| BB .lJI L 108 v
. - L1 al
l o]
G| G ol il
lllil o ~y L
\j‘_\ \TA\ | 1NNk (-
“u-ur E LS e 3 E
F4= =23 Pt <
X X E =3 E
y D R >
mnujm bre Aquw\v wm

- df YR ~NY
a0 & ™
M (18

PR 18 hur o
by by [ Y8
h.PII h.,fl (1N
(I
| BuE o PJ
ol o] o]
O il
Rl Sl il
Baal
LI (I8
.IE .[} ol
i
. . i
L HAN ol (188
O Ay ol
n@w& .DH% .ril
4] 'Y
h'm{ hw[[ il
. . &
[\ (Y8 o !
E = E = “an
= =~ EYupy
NP NG B
2

ST .
[ YN ﬁ'l_ [ 1HE
ol np.“- i
~t ~t L
a mﬂ
?rn ﬂf |
[ I
P .vl] 1 Wl.
S IS [
k-3 ‘l_l
ﬂr
«
dl o \ﬁw-
o TINY
[\ m [m \ \
it i W ia Wt
A EE ndl %
mrﬁ ( I
[ ¥

4 4

" 3%

168
&
D)

<

| —|

[

eprrffoo

pwrw N W

ol

—

]
1

s f po e 2P

176
Fa

J———
8 AN I

cresc.

Y SIN

cresc.

I

3 £ ]
3 t g
) SR S
1

cresc.

[y J

i

-AP#F e

& 1 1T 1T 7

SRS S = SsEEs=sSE===

{ I I HE | T 1 Il ]

L Y

FT

T
L I T — -
n 1 )| | )| 1

cresc.

55



L84 |
Y
'Y
)
e 4 o
o 7]
'Y | Lo ||
N ")
(18 . |
o ol ,D.Alj
o |
[ ¥ .
Y o |
xTL
il
H HH
[ ¥
L1 ol [ YRS
S |
(YR ol o
(N
L1 [ 1N AR
o I |
(1 i L
. i
. (Y8 L
« H
s Ylis M i
N . I
(Y8 'Y o L]
g o«
ke o ol Ll
[ 1N L1
L YU Y el L]
o [
o « { YEl | 1]
E = =y XN ﬁ 3
£ =
E - E - E = =i 3
N o lam o
SN S e aelsc
~ —

£

ml M L LN
=
1 T ~t ~
M ‘1 ]
Y 1 A -~
L 'R [ YERR
A Ny bl s
- ol - o o]
g
- - (108 L
-4 = L1 o
{ L
A
[n[J « L YRE
(S (e (&
) o [ THER
ijf Fe- - N e
b ~ Il ||
e - | | ||
Fe
g v
T el
e
T & i
all gzl et +
4 ]
A # ||
e
%
R
RQl] ] 1]
E = - E = E < 5
s = 2 5 R
XN E -3 E o
N i oo
mnu‘mﬂ\d <y A;
=~ Nm—

[ 1HE!
ol TIT® o
o
TTTe e .rh
k.- o E. -3
| TH
ol AFII (YR
peing
(Y
p R N [ TaE
B~
el
| YO L (Y
ﬂn (YA
L Li_- (Y
L 1]
o
AL TTT® il
(YR
~t \lr\ | 1A
o |
ol L I8
e
[\ aay el ol
(Y2l
o Hte ol
(Y
\Iﬁ_\ A~ [ YRR
~ A~ M~
e e e
\
A
N e 4 )
E< = % E
Rag ¥ u. 3
E -3 E o =
> > R
e Je B

3
T &

T

A
N INT

NT NJ
[T g

4

A“&CII

si cor me - um con-

Xe-Tris,

me cum Vi -

Vir - go,

Si,

1
1

1

56



am

Ma| - i

cam

di

e - bri-us

fa - ctus

N

mo - re

—
i

IAWNAY

Y

nad
i g KT

Xe-1is,

fi -

1
[ S . R bl

:. He
L e
T7e
1 AC31 I 11
E=% A
\ ey
o/ N e,
o
AN ~ TII
AT
i
o] [ NS |
AU g
L T
[ 10 [ 100N .
/ . e
L 1 T L,
e
ol
A M~ l.;
[ 188
L [ THEN [ 18
& |
HH
[ 18 |, I [ 108
/ L 10
: -+ r
N il
[ 108
N A [ Jun
LexT
o |{F ]
i TI7e L]
4 P i 4 | |l
ET S =¥
= 223 3
N Xt
< L c
3 e
o~ va

| nu g Cl
b

.T
'.II '
=
L.unIL - alll
' ol
o
]
S| 3 N
hif
@«

S| 8 ol
ol 8 |eld
g
RN L i
(=1
ol 8 (o
Nt Pt g
) '

«N g
N §
)
1
2]
AN 8
=% E 2
E¥ % Y
E e 3
W Her

sue tu

as

fran - gar

non

T

) —

1

A N e
Y, LII m [ SRS Lll
| ENE [ JI [ ¥
=] i

At ~t ~

p N2 ~4 ~

- |MHII .U\f. i [ 1
[ 188 ﬂ‘rlr. Bl
Q
At ~Y
1~ ~t ﬂl
-~ - ..,Tlv. m
LY
N
[ [ 18
[ L 1 10
L Y [ 18
[ Y [ 18 T
O
o N

[

. il
O OHH T
E -3 e =

<N e a
S

57




~t ~t 7%
o MﬂW L
Wl e i
~t \TI\ b d
~t )T‘ [ 1o
N rlll [ 1EES
@l | 100N ﬂ | JEEE
E Ay it
™~ PIA\ ¥IA\
A~ ~ T
y 1 ﬁ\ ”ﬂ_.
N s
[ 1EEE TN FlT
P
~t Nt \lr\
~q ~y 1
/A 1EES = k:ll. \ L
4 ry
ES
%3
-
e g

1

= |n
T~ 7umn
_
e
=
1 q]
grl K L1
|
0
. SEuiy @l
[ I
A
el = Q
' 4+
al
ALTI| .m -1
oLl B
.
11
| 5 2N
e
H ~H
e

tu

si

las

ve

la

nul

ne

di

e

Ll ! ]
o ¢ o S ' |
|H".1 <
hm Y (YRR lhin = o
K E
~Nt %il\ At h‘l.ll.L m ‘] w aid
 YRER 1. 1
N ﬁ% ~ .rxuﬁ 3 1 BS ~y
-] -|lal i ol 3 3 e
—=——
'.1
L'} ' _ _
i
&6 &[N N J‘.j.n mws.n ol
. 1 1 - ﬁ
= | w :
LYl ol A H‘s © W o M
ﬂ PR
p. 188 4 ~t ¥ A Y S \49
- -l A . [ TR | SEE
I..IA.I.J
(Y
(18 N R
[ B
[]
u”v jj ) hus = | 16s
NPl Ny if‘ [ A8l m ﬂl ' m ~N
IJ [ || 1
A~y Y ANY \%’IZ < .IN < Aty
ol o N o ¢ NI e
1] —1 L] |l 1 l ‘£I||
2 1 ey 5 T 5 e
s
ES e =~ = ES3 E=
Fy -3 2 4 e
= g E = £ A
SN e g e e e
N 4 / e—

58



9
|4

cre - bri-us.

am __

cam Ma|-n

di -

- am,__

ri

us, ~ Ma

Y
9 (1i Y
'Y
f e N H (Y1
* H
dﬂ. || ~
o ]
Aﬁl g a
A'_ Al mmL !
[N g
3 g
m N- N m "
] m
1
~t 1%
L Ji (Y8
e (18
jn[ A
< iy 1
-4 ra (Y
E = = “H.v
“ e nnﬂﬂ
T p

bri

cre

peen e
1

1

#

b~
-

am __

r

#
et

¥

~J

cre - bri-us.

am _

us,

am __  cre bri

ri

Ty
1§
P 318

B

b1}
b1

233
n#

A

240

T A "

P P G
*—@

P ™ ™
@

d

1 9|
< 1"' -
.-
7T
iy IH.

L TN TTe
Q. e
.T.l 3

| iy

] Y

H T

e

s e

Ll HTe
Y =,

{w e “

Tl ]

rY

=
= j“rﬂﬁ
e NG

oF

fit

i

tu

cum

&
<

nam

o
A .
—

Ma - ter,

<

i
T |
—

0,

{ 1 1 <
b T

rY
€

b

Ma

> o
|

> o o o
o A A o

59



]

c

cresc.

cresc.
Vo

—

hoc__|

ey

il

~

| 4

| 4
O-pi -| nor

ter,

s 1
ry

Ma -

o,

> o
&
o o

Y

I Y

I
S p

o A A

>
B o A .l
> 5 o

ti- 0.

men

Y WU
PR a
| |2 YT ]
| |Fe.dh . Al
| 10D 4

A7 BB

g U
A\NV
Aud
o WOV

247
254

ALY

1|
1

2 )

O-pi - nor_ hoc

sen-ti - o.

ti

sen

stum

Bu -

60



cresc.

o
»

N
o

N4 g
A ST

261

=y

#
v—wptt

i ~]

A4 d

JHEN @
* Y
o ’
w
s
172}
| m
2 e
'
]
m L
)
-]
P 4
) r]
™ m “
N ..W £
'
ol b
oll]
e
1
L}
Ml 8 q
@ E < o
= = =i =
P i
e 3

pa

ris es-se

mo

bu- lum,

ca

]

| —
I

>
A A A .l

> o o o o
| A i

T
1|

Y
®
1

&> & o
EIEP

T
1

> o o
o A A -

Y

i

P e

'Y ]
o
'Y | |
"l "l
) o]
E g 4
(Y
At (18
(18
o ﬁ.n e/
s ¢
o “al '\
¢/
8 ~ o/
| Sui
At ol
ol
( 4 o
ﬂ o
N 'y
|
H .Uf T ‘-.T.
H ol
i [
—I [ Y
(18
E = E
ps
= E - o
P | A
[« w“
m d o

- ™)

&-Fi1

=
1)
1”4
4

.| =
[ 18 '
cod ‘
158 —
.
AN 2
I~
nd
et mEn:
o
e
N
NIT..
e
LRl-‘v
31
Mv.lr o et 4
™
.y
1
3
(4 ! —
L‘ o
1
] ]
=
Hur m B
» ..M .

e

a4l

do

quan

bu- lum,

o O

61



P

~

e S a—

S
S p
s€,___ €8

€s

se,

Jp

)|

€S

ol
vo
VO

o G

€8

==

P

1

-
ns__|

]

,.\

.

1

mo

hoc__|
hoc

>
o G A o D o

-

e i S S

ris

mo

e

1

”

™y
&

—-—p
o- pi -| nor
o 1)
o-pi - nor

14

TS

e i —

pe
cresc.
e

cresc.
cresc.

1Y
NN

1
¢ <

sen- ti - o,
cresc.

O - pi -|nor_ hoc, |
1/

O - pi - nor_ hoc,

17

cresc.
oo
cresc.
&
[cresc.]

| G

—£

> o o
B o A

-
1

it

e
stum

n
IY

I

NN

men- ti- o,

¥

A4t
g #UM
Y SN

H#

275

1

e
1
Py

=I oo &
1/ y

pa- bu- lum.
D A A

pa-bu- lum.

[7]

hAll

gu

g~

N é

282

s€
s

> o o o
D S

BTy

&) U
FeA f Al

]

IJ#
S P

1

]
P

Irf

cresc.

62



Il 18N gk B
- .FJL— r AFIH— [ YREE
\LA A~ [ YREN
Ll L
LT+
o, 0 ) o«
N
i )
Py 2 ~t
L a7
[ 18 Nt
[ 180 TTe
o L Yani
el (18
LF-_ 3 .r[H_ ol
~t ~t .FIT
tnl Mal

J1
L2 W/ Y ]

&
»
1
)|
1

[mf|

mf

o
- .n -
| | 1
.‘f o i
A E
nanii 11#
A~ ~t
g
ol 5o
i 1
N B L in
.rnf B e
.
ol 2 T
P Fadd
. 3 'y
rﬁl J L
B O L
=}
I o
NS P4
rY End d
£
2 ]
,
™ 3 »
N % “
E o E =
-~ e
N N

mo - ris

ca- bu- lum,

VO

0-pi - nor__ hoc

ca- bu- lum,

i

T

| EAT
.
g g o
$ <
S S ol
Qll
o
ol
o
o
\fA\ ol
o ol
.nn.‘ ol
i)
L)
»
N
e e
e e
e
e
] ]
bl tnl
[ 1 .R”.‘v rey
< e
[
-~ 4 nwj
o ER
5 e o nwmn

cresc.

N| 3
e
I
? 8
N = i
iz Wl
n 1_ ﬂ
o
hz 4
e
]
ﬂ |
] ]
g
L = T
™ ,w N
n s 1
N 2 N
o P N
E =S E 2
g -
e NEre

VO- Cu -

haec

Lac — est

pa-bu- lum.

€8- S¢

cresc.

63



o oo o o oo

:
o
P

»

E > &
FF 5
| N .

| e e |

T o 2 2

|

&h........ --F#--ﬁ..

302
H 4
Yoggt—t
D)

.

P

™ 3 1y
.ﬂlw STTTe
SNIL
(18 _ [ 18
| .
b L ¥ B o
lllq‘ '
ol g
o U] «
=
N | E N
b | ﬂu .-..4
~t At
Hlﬁ .nla., uel
=]
- al
9
N »

cu

pPo

ris

mo

unt

flu

la,

f P

<

 m—
1

g

&

Co)i
Z

L
¥

307

[

M~y ~ ¢ ]
oLl
11 7, N [ S N
H q il
| {3 L1 Ly
L [ Y il
ol | &
i L B
L L B
L L B
| 1BE L a
[ 1O L U
| 188 9 O
[ 188 q L
r 1l B L N
raLy i LN
4.1 T q
r 11 €«
: Bt
-3 L=
) o

= 7

nat

15

LI 3%
b/ §
h (1

64



65

Icy 2 1 3
[ 1 , ,
r[.ﬂ
sl e S COETTe
— i i
ﬁu‘w ' *' '
BN NN : [ s
i g
(& b
il |
L) A, r,;x g 1N| g
i W _.4 | J |
. R L “ . “
4 o oate
[ ¥ 7 ,t L Jﬂ GT ' g |
o o e 18 Q
“ IR 18 11
LY | | 7 ~ a
. H o] g ™ E
X it RN
'.hl 1 ‘rTI 1 1
LY MBS .? & H 2
~t 4t i +
~all] i \ IR Hal &
)A‘ 41“ bl
SN
l'.hlll - f b - 14 m.
uﬂnnr | ES uﬂm
E -3 ™~ XN
Bhu.ﬁwé S NEre e
o~

B
'y i
T + [ 18 L]
N ) 1
[y B /]
L) % A % o L]
2
I
b H
o] H
ol ol il L
| 184 -
[ YOI [ YOI [ 108 4
] 1
o oy [ 188 H
jl.-N av j!LanSJ o] |
m\ Iw r‘ (VAN jj
| L4 | 14 L Vul \ \ .!J
[ 108 .Fli
T T Y uins
| YEE [ TRE
. . (118 L 118
' ]
¢! L1l
d 1 o/ o
B B
i
| | \le Entd
II H ) b N
~t Aré T ]
(YN
~Y ~t [ 188! ANy ~N
o IR Nl & | =
&Mnn ~ Y X X THe
“J = E = 2 Il E 3 ! - .oo.
Nre e nwm. Ere < N
m 7 | ———————— ——




o
] 1] i

i | o

\ ) il

| 10N
s
|

slalll  slalld ol
I Ha A ]
|l

- AL ol

.0y
——

o o

2 .

#

326

#
Sy U

Y 2
]P |
i

Py
T »
1

(. A

T

T

I

i

4 &
® 1

i indIl i
] EEH
Iﬂuv e T
bt |
LR TN | JEE
| 388
L m T m ol
S ' s ik
[ 18 T [ 188
L
V P
| 1
W1 iy i
ol _L] b,
, o
M N T R
At
[ 15N
i
p ul
£ B
E =
.43
E
ZA
o~y
o~ g

FY ol
N 4 S
o]
|| & - [ 108
|1 1 [a J.I..I.I
ﬁ o ol
] TR & o]
s He Jo |MH ol
Il ol o
9.11H ﬂ
il I
Qlll Tl
o (el
L.H ..H o ol
(1 s o o
g <
HE IV hAL THE IR Nl [ 108
L ]| ol o
<
s &l e
ﬂ [ YaE A ]
[ VS o [ YER
T
L Fl— o .
o
XX
~t ~t ol L
RESL 7T M~ ol
&7 &M T | ]
E = = E = o e E
= = 2 4 =
=N e o E < 3
o ole
e ae'se
~
Lagt N—

66



i m
1 i J
L o
o o ]
< I
Ny # hani H
E > F_F;J .Hlb,v
y oL o
| IR I
4 ! |
1y I | !
0 oo
F44 e
& 1 '
| 5El e
i o 1]
ol | |
ﬁ L N BR
ol a
ﬁ 4 il
~ s Ml TS
.yrr_ i
| 1 A ]
S T 8
LE IE
uﬂwun e fyp e TR
e B 3 E 3
<IN AquwJ avr -

Qy W ol
I (W
i T &
Bl 108 o, S -l
'y o
ol
'y '\l
'y o
sall] 'y o]
w .
]
.
I‘ [ 10E
.
'y
M
o L| e ]
9
'y |
'
Vi il
L 18
[ 18
. (Y
o 'Y o
E = <
[ Y | 1
'y Y (Y8
ol g
L e (188 ( YRE
[
[ [ YRR
E < E - “Mv
= et |
e @ ae'ae
a

S —

r ]
1
I

Clm™ ~t Clm™ C|m
e T e T
\ ™ 1]
(18
MR Mo )| | =
11T
(s, R i}
.i...v 411dv ~t ~t
2
N
Llr.-v Ilu‘ Nt ~Y
T e e nEn. |
SV - ol i
.rl‘ TTe|- o] ||
- 9|1 108 ]
- T o ||
| 1] jal 188
il
——t “! 11 — .I.U
V ﬁld- - e i
i - [ YA i
.Fl_ - o] B
- e [ YRR a
- p [ | 1] | {
( 1
e -
mnn e =
E - 3 -l
> N »
MA ‘mmd ® mn.

67



Allegro spiritoso

] o
I (1N [ 1N \ . .
[
| N o o s T i o]
g’ ’1 4 1 1] j‘ 1
LY (10
.
oL | ... M A o * o2 | V-G &) =2
[ N S H{
, , ¢ L
H e o ! ] e « A = N
oll L C,r: | ol i L m V= P = N =
, RN oo _ , _
h (I ey = — I
N + e ik % S M B TR MG
j * +’ .I Ll —_— [}
1 , i
~al el L 1o | ™ o ;J < NI
U B ( |t e | B
] ] ] > - 1
( E ( YOy
N BN MY B pv nv - B j & | 5
H NI
~ M~ M~ Y ~t [ 18 Qo B & [ YH RS
..I..l 1 ] 1]
QL] Avrl. AL e ol o | S B | - ol | YHRG - n = ol = |
I [} L\ < o3
DHI _-J. (1 ol N S i s e = [
1_ e .vlu oellln oiellle el N ¢ A g eN, ¢ o
‘ll. ] 1 1 .l
altl JHEN Ll TITe o o | M blfz.- = (M < LT < oM < oYY
v %.i Aty v b\ o v H £ pd E R Eme £
= F3= Saal F 3 eaa = 5
E - E - E - 3 E =59 N E - e 3 3
AquW Auﬁwd ~JEre Au%ﬂ %7 Au‘mmé e m C nulmm\v alre nuJ@\va
<
a = _
= £ 2 =
— = 2 o ‘g S o - o o g
£ g 3 £ g Q = o s 8
- 2 5 E £ E z 3 : £ g Z o3
o [®) O ) [ > > > 8} < = m S 5

68



L ~e \Jf ! | ol Ni. o | THEE ; &
[ BB ' ' ' | 18 ‘ ' | ]
alll Qlll s wellh W Jx] s TN E ol = .{.N g= o o]
. ;fw el ! o S xnﬂ S en|l S N S i
: f_ A ¥ -H_ ellln wiellle o ¢ S R ¢ eN ¥ | ¢
| b ,
! ) lll [ 1 [ '. 1 1 '.l
&l alll . TJ , _di welllh o wisllle pL Ml < 1| < ]| <« FQ < o ]
,l — ,LTL : H f f H-H
| N 1
N 1! ~]! .:.
| | ' o ] i ) ) ) ' ) )
N | i Batt T
3 11 1 n
7 I I +— —14
HHH T
! ] ] ] ] M e 1t ] ] ] ] ™
Mt M il a
il i - ey o] sx ¢ Tlem
HH H-HA
Yl
q o
] ] ] ] ] ] ] ] ] = I
il : -
M~ \rA\ ~t ~ P 4 ANt \lAf \IL\ \IL\ ||
il o
ol o . . R R
.f}. [ 1501 ] e {1 ol L a1 i | TR g el = | TR .I
nuw ol g 239 by 228 239 2%
E . 3 N E - E - e - N -3 k.- 3 -3
Avnmmd Au@d o <Gre W/ q < c u‘mmd N Au‘mm\vc W/ N
—— / \—

69



12

N
o] VAR
L 1REY el

N

Entd Ay
o N
Q! e
il He
W e
oll e
ol N
] ]
26 76

—

£

£

e

.

eapopplP® LELE == eeeebssee

e

capopelPl | EEEL | epeeisoee

5
»
)i
Il

Py

]

f

[

el i e e T s e

(]

e
]

sf sf
o4
f of

o o oy
a N uﬁ 2 ay 2 L in'8
- A - - 1
n VR ' £ N g N
1 ] I
 SHAA - i L
b \ b H ' \Ln
an ! N 1
oty ’ , el 8 ‘e
o) R BDo
- LH ~ -~
s B 8 JHERE | YHE
1
1 1
oo T ‘ Ly ol
1 1] 1
[*] Q [*]
R -2 HH| = -
N o« s n G N
1 A 1 ]
™ = = N = N
1 1 ]
< . < <
L) L) b
+ 5 5 H 5 HH
L]
™N & < N
1 k‘. 1
I I = M
1 1
Pl |
= L)
Ni JA & ]
= <2
e At
™ o << o -/

mi - nus

Do

na,

gra ti- a ple -

ti - a,

gra

| 1 ) ——

LS S S

[

I (S SR S
o

70



7] « o
[N [ B ATl] ' ] ' | | ] ' 1 | _
) 1. |. |
~t M~ [ YN [ YN | 10N o= B = Ll = 7 xJ = |
] ] ] o o .
‘l l] | | || 3 1 ] | {1 ] 1
N N M ’
i 0T TR e Wi W Jlll 2 -
«
u q [ YEN AJ. f o«
q q
L [y [ L o ol 52 TTel = ol = oll| = T o4
ﬁmll ] I ) 5 ﬂ ﬂ £
(Y L1 ol (10
L) (1
oL CIig o N o 1.-] =K 2 ol 2 e e
] (18 L 18
o ol '3 . o -u_ A ] i .
o (Y8 ;
prs .L* \ ! o o « a8 u g My 8 o4 £ .
1
¢ | . ' ' . ]
18 L ‘F[_ s TR S s T 5 = Fl
i Sl [
ol i 'Y }_ ' o . o o '
(Y| 1? ! 9 ; 2 B I Ly o ] 'y
I ) < Y . .
< q (Y 18 3 L ] 8 «n 2 q
JUI W w4 | . I !
1 -.AL L i 7 in
o .
[ 18 [ Y0 L || L [ 18
o o . w ! ! )
~t N1 ol ol | ] [ YAN m | | m m [ Y m [ Y&
] ] ] ' e 33 53 o .
'.hl '.Hl L 1 ] ] ] ] 1
M o w
oLl .rlwﬁ U o L V! 8 R ] i [ RN ] o 4
] ] ~ = ] = AT L 1
N N X X e N A e oo oo
Hnu‘m16 Au.ﬁ“d nyﬁm qum\. ﬂ./ d e o o A./ | N

71



:f

22

Inan—

|}

= SSfais

o oppffffoe Ap

]

T

1

o oppffflfos oo

e

ol 1 17

LLrAL Hovopooae

frrr e re,, .,

fru - ctus___

e
4 ne 1
N 1 1 1

th

- ctus

fru

i
| ——

)
|4

fru - ctus

ctus

di

— R
1 I 1 1
iu

- ctus

di

- ctus

di

ne

be

»e

ne

be

ne

be

L2 YWY

et

bus,

I I
&
A

i_

et

bus,

et

bus,

-e-rn

]
) P—

e -

fru - ctus____

et be ne di ctus

bus,

64

64

72



‘-I[.l 1 ] 1 Ll s
~t 14 .J? N W Jfl m 411 Wa | TS W |
|

| TR H
L \r}[ ol ] LI f e T ¢ (¢ |7 ¢ | SIS ot ut
I A H ]
| 7 | | Vi L
Eakd 7 ~y 7 r o] ! ! ! ! |
| ] ﬁ_ ol u
L A ol el 7 ol A <« M« Y <« edll)] <« - il
i M |

1y Nty ~t PN Ay ~ ~y 1 ~t A ~ {

' I

AL TR ol  YBaN K ! X el S -2 el 2 M B N3 T
H i

.r{_ .v{_ .FJ ! ! |

1 nl ol o | | ol TRl ' N ax i

PL ! ! ||

— L L i A r q [} - [} A o el [ et

RL I-_ ol [ YHA T% [ 10, ..ﬂ b || b2 ™= L 2 | = hi

i ol ol
-_{? . s | ] R o IR~ 1 H VE S 1 N o]
o] ' ' ) ' [ YERS

o i I f 2 e 2 .

il ] ol T T o o T 2 T = i = L 2 i
o . " M il
k! il o] e .IHG W nm | _ 1] 7 .14 7

Y o] ~
'y 1’ ol Ty T o.“A 'R g g Tl B g .v%— £z
I 'y 'y
Yl Yl el | ' ' ' ' Al
4 L ol TTe T 1 8 |t S L8 el 8
B Raa Raa REal
=i = = g2 =t E E" A N
Mo NG N N A d d alep Py <~ Nreo o~ A~
R P N N ) ar N e ) a
N e / — L Nl

73



33

St N

1l \r,-

N1a h\ NBIR

NERE h R

~t Ay
i 7-

N uw
G

i

Cre

[ YuR [ YRS
[ YuR [ 180
[ YERE [ YEES
N Ny
L YHuR [ Yiue
Nt Nt
[ YAES [ 18 ﬁ
™Y ~t
ol { YHES
[ 188 .714
.TII [ YR
YA el
il

T P

»

Ples

kY &l
o
i |
A
€«
. (18 .‘
o« L 78 «
'y 'Y
(Y (1 [ YRR
o o]
o .41 | 1N
=¥ E -
i <
ol [N [ YBE
. y
4 [ [ YER
..uﬂ. h umun.
< < mwhm

1 1 ]
N N ™ o
1 ] ]
s (%] L O *
M R H R HoE e
] |l ] = (YRS
] ] 1
T77e = e = e = Lﬁ.
N L L A
| R - 1l < el
}1. N N o
] ] ]
] 1 ]
Al = o= o= el
2z .ﬂnm_
e e oo A/

ti

gra

74



“.]J] . ] ] 1 [
q ol L]
.
K ! 2 11 _ I\ N 1-% ‘ = 1
(1
'y (VIR ' ' ' LY
[
o o S L sl Y ol ol 8 T g ol 5 |l & wva
L n : L
.J . ) N _ CoEN 8 o] |
Y . A
| R
(YEl M o] i T . 'y o ML g T ¥ ol g o el
o
o o (YRR
1)1 J . L
h.ﬁ ol | YHES Y Nt L & ol 4 = ”u"_ | 8§ ﬁil R=EN YREE R=] - @l
L4y L
o€ €U
€ (8 ol
Ol LB
o] b || |1 P% o oL o | ol m 2| m N m ol m w o o
. 'Y (3] (&) Q (8]
L] & 1 t 1 1 ) 1
Y 'y ‘: 1
o L] |1 e o Y Y | ol & TN 2 AR BENC I NN 2 L B8
] O.. O. w an %] 2] 7] k
(Y18 T M Y 'Y #I Jy 3 x“@ E N2 &nv, 2 (YN
(1 [ Y, ) ) ) ;
N ol e i Y '\ N B A E N E &N B o
[ [ 1 [ .—.I
"y rﬁ 'y e T S T R g L
L L R H A a | a | 188% a2 4'.41
Ol ol
g™ 2 N N4 Nt o Ny A N N Y
o o]
. ) ) ) ,
. el L Yol T LY o g oS = e =  1u
P Sa | &= 2
E - = E = 2 e e e k.3 k.=
N N oo G N N X oo oo
wn o ulmm\\v Au‘_m“d ﬁr/ < e e NLreo W/ N
N\ ———— \—

75



43

172} (7T
iv ._J N2
i A E
| ] 1 2 -4 L E ] 1 ]
2
&)
.LL.L' e
, I i ﬁn ‘Nl | LR &
. , , JAJY AL o A A=
] f il Ll " ] 1
7, i , | 1) BL ' '
K 1 i , 7 | i 7 w ° ] ®
TR X I\ e +8T = kﬂ =
P = — % T
i , v v n QT ©
_ v L -
] ¥ I ' _ _ | = ~ e 1 1
! 1 | o 1 O ;II O ' NI v
L ] | d 3
1] |1] 1] L b B 5
e 1% | < o
] | ] ] funj B ] I ] )
e | H T ﬁ% ' 1
= N g=
aEB [ Pa ] BEER
il m N =T =
1 N ¢ 0 )
K 1 I ' nad W ] v v I )
3 ] 2 N < o N <€
™o ™o & | I & | pH
i T
Ny Ead 4 At Nt Ay End d M~
1 | ] 1
alll  TTe M ol ol o ol
&l e —1 N
~t & M i Ny N 4 H p
I IN
. . . , .
HH % — E = | E - E | E | €
‘ Yoot h s|fr 2 o 3 E 2 M| 2
s == 3 Raa E 3 = = sa ==
E - HUv - E = 3 e e - E = 3 k.- -3
e Ne aEre A AL N a aLre NEre < Do A A
e T ¥ ax) q

76



50

L) 1Te ! !
_ B e - 8|~
]' |.|A|. t 1
i TTe 1 8 TY B
m - .
[0}
ﬁ ¥ 7 [ « PR
i [ L in U= =
|
iy g £
M 3 3
2 ] £ HTe
n i o A& 2 e 2
7 w 7]
! aN 2 e 2
L ~t [ §AN m | AN m
I ~ o i o
) & ] ] N A €N A
I WN E “HW| E
=] [=]
' i) e
U il B Ml B
] [ T®|
[ 1
N 8 N &
V ~t ¥ | = oM &
] % .
[ Y | ™ m
il L w E T 3
A e A 3 P
7]
i e f | 2
L Ll 14 o
L L _ g
] e e \
o ) N |4 D0
™ 1L ol e
unL =
T Y N N
@a 50 C Au‘mwd G

77



57

7 e
¥

)
C

L B

L.

HMEE%%%EE
fo o Eﬁ#e PPoolfee rrer

e, .
.

-
I'IF-‘I

e

PPN . PPN
o __ T 1 PP

e

=0,

e T#

Tutti

ae

in

ae

in

ac

in

ac

in

cum

cum

cum

cum

te

te

te

te

nus

mi

nus

mi

nus

mi

nus

mi

Do

num,

Tutti

Do

num,

Do

Do

ac

in

cum

te

nus

mi

Do

bl

78



h 18

ol

A7 J

I

T

P

1

t
Solo

t
Be

79

num.

s B - N N A~y AIA\ M~ ~t
T & ] £ £ | £ £
- N n e N3 NS T 3 2 e
..l. 1 Ll
o ol
< {
[ | ] [ ] T o | | ] L
X g M
LY
L} | 154 ] '
4
B 'y o ol 8 a5 My 8 ol 8 ‘el

ap ppp

b8l [ |
= 1 1 1
| S— 1 [ |
. fr
T 1
| T
m ae -
r —
| 1
n ac -

t }

g o

i
m ae -
= It

J

1 1”4
i ;
m ac -
g £
1 1 J——

ae

in

I = =

:

P

)
)
[ ) N ol n it i . ¢ 2P
87 N o ol
7
o
Y
&
e
 — I i
A # °
57NN ™ -
LAl ) S | vl
AV 4 T !
)
ter - num,
A ¥ o
I3y ) 2
Lilh | — |l
eyt {
o7 I
ter - num,
F. ) |
]
2
) [
ter - num,
£
hf 1 T 1
| I— Bl
9 ter - num,
R o Py
.4 T |
)y 1 T

62




VL1

68

_ I
~t ; 1 = e
] ]
+7 U |
| M = = ||
S S R i
;, | i
, ¥ Sull
~ ~ | A ] ®!
T\ y A ; -
ba bl el !
N
N Jnur 1\+ _ uMM = x | |
T I 1
| A.Iu rf ,1% ~t 4
s N ,
| | 2 | 5 | 5
s ; . ;, - M2 T
L = ]
i i I
1 I Ml . _ I
+—H —
L] |l . — M .- ~ | |
) ﬂn S| had
i 1
o L
&l |1 8] | | (4]
h ] i = = © =
LI[U* , ' [ 18
.Tl | ! | | m 4—.11
 Sn U ™ g
M~ ~t M~ At
1 1
(=1
H =L © . -
lnul B rj | WaN SMH 2 RIS .
=
1 Ll
f* !
| A [ 1HNN
] ] m# ]
O S
| ] H 5 \IAT — = | { m ”e 4
—_— I
> > Al O Ly L 2 © 2
= E 22 E S 4
™ » apilap > A
o o B L%a

~ o ~|atl]
2 3
|'.[ - L ~Y
==y
- - | | H*
-l -m (Y
E = = E = <
[ YN
[ Y0
) 1 (Y0
'l
L Yol
¢ ||
E =3
| | il
[ 1ER
oL
pe ~t [ 108
Unl L L YaN
o™ o | YEE
|| | | [ YRS
| | L [0S
S =3 -
[y (18 | TR
’.[_J
[ 188
' o
(10l
ol
ol
| | o
o |l
ol
ol
] ] M
o]
o |l
E = 2
s = 2 = 2 e 3
% “J: E <3
G G e
© .ﬁx? Imxwv ]wnn

rY o s
w1
2  1Te
Q -
,
L T
== £
.
ol = A
=il
s dl
ol 2 T
1
5]
b
o] L
E =
o ! B ol
Nt )T\
ol 2 ol
=)
..Dl, = iu
e
P
N s
el = ﬁl
. ]
o) i
1
=3
SHl BN
= = =i =
E - B
e NE

et be - ne di ctus

ri - bus,

€

li

mu

68
y ] .#. »

64

.I...
1

wnen

74

.[...
1

do o0 0 o
ep
Ll

beo o o o
L i e
S —

4
O34

80



nﬁw }11
Q| ' '
Y ol ol
'y
] 4 ol ' ' ' ol o
1 1 ] < d
o Y o _ _ o«
! o [y ;
JLIAE T ! I , o i L1 SQHE mE L E ] B -~ ol
S
(i ! 'y “ N ol
e i $ )
~t Nt ' [ 18 Q] [ YO - mn - i Q] . [ 100
ﬁ ] ; ‘ i L ¥
bl ! by N B 1P IN _ _ .7J
! 'y
ol T C il I Iy o ol 2 Tl oz M=z ol 2 o el
I bl T
| o .
&1 J it AHE JE (R E SH|E -
1 ) 1 3
. 4'. ] 1 1 ' L
o
= =] =] =]
s | K & I L - i
L nadd
(1
. *
ol Lall a ol E ik o/l
] 1 ] . 3]
4 o ol
‘ 2] 1721 ! (2] ;
ol T [ ol ol 2T 2 i | AR = o= &/
[ 188 ol
o _ ' . ool o
ol | f m l.f
- QN = = =, = .rk_ mr g Etnl 2 =AY = w»af
4T 2 | = = £ . s 2 S < Edm & &l & = Yl & 27
© 22| © 23S v © = > > P |kt O ey < by z2 Q 9|
£ 3 = = E "3 £ g n
alre NG MNEe NG A~ 0 £ e o Do " o
S N e e & R ;

81



88

T 'y [1T]
[ Y0 L 1 (17 L 18
[ 1 ; w
L TIMT o Y fu! ik an. B ol 118
p Q
e L , ol
[
il T N R 9N ! ol 2 {L R ol 3 ol
= © Q © L
..AI ' ! -
r;' ] 1 ..l.'ll | |
! 1 1]
LY (18
[ Y
R e L TTTR T Y 4 AL E M E TN E ‘MU E i
L L
§ .
q 11 L 118 L
u Y i .‘
Nt ~ [ Y | T e .= [ -t [ P
1 ] ] by
Y ' ﬁ- ' T | ' L]
L1 ﬁ
| 3 e Y AL 2 e 2 Te|| 2 Moz H
(Y “v
'y )
({1 ".. u'. .S ,I' .S .S .S
A o L A e MMME (M8 Y|
' ' ' Y 'y
‘F .P [ ] ' ¢ ‘FJT
| y y s Wls bl s |kl s .
T T a Tl > T > > By s -un.{
| L Y
. Y M ; s
i [ i
L1 | VI 9 e Qi | RN I 2 L L
| ] | - « -7 ©
b
[y _ 1]
‘-... 172 [72] wa
|| e 'y i 2 Tl 2 ' 2 n
pity L Q ..-Hv. 5 3}
| 2T AT ag| . i af
g e e e B Hee r de Jer |
— ~ N /

82



93

o L 108
i L'
N

[\8 LY
A ~

Jiowll
‘mil ]
| BEE , ,.11, 1
I
[ Y .
¥ 3 ;
ol
| N Y
M e
N e
ol 1T
& e
oL T
Q%d Luﬂma

ol ol

..I..““

I T epee

..L..-“‘

1

LLLE ppperoes

ﬁ%ﬁ

TESISieiin

"..ll. 1 .‘L ] Ll
] t 1
ol 2 YN e 2 N
ol - o e = n
1 1 *
..T 2 2 |-E M
1 .s [r .S
= L I
oI g
g o .
s § i g ol 8 N
' ) a8 )
ﬁ 2 g M 2 s
Rz Aﬁ @ | | )
g .@ E E *
1 ] 1
= =1 | ] =1 4
[ (%] [
- > >
=
= N +
are o NEo- A

tu

tris

ven

tu

tris

ven

~a

oo

83



ti-a
ti-a
ti-a
ti-a

¢
gra
gra
gra
gra

I

1)

sf
sf
ti- a,
ti- a,
ti- a,
ti- a,

[ 1

gra
gra
gra
gra

f

$

" —

- a,
&
- a,
a,
a,

o

ve, Ma |- i
ve, Ma|-ri
ve, Ma|-ri
ve, Ma -1l

A
A
A
A

ohy

sus.
sus.
sus.
sus.

3

Je

=

C

o g
pidi

3 W VI A A 1 .

Y

I

e

98

<t

<t

wen

f

oo ¢

U

i *

84



P

cum,
cum,

»

.
® e o
.
”

@

1F )

—

™
F e,

Do - mi-nus| te - cum,
Do - mi-nus| te

Do - mi-nus te - cum,
te o,

Do - mi-nus te

1

Vi

EE ! )
¥
¥

-P

==L

na,
na,

=

nnPPf‘I"FF ##
Py .PPF]"#F IE#

ple
ple

#

H 4
)

105
| (P2

| 18
wnien @]
| 168
Y
L 18
coen @]
]
T
M
o H
No) | 1]
wnen
| Jun
© |
| 181
.Lllf
L 1N
.rlt
~ W
AT

[

85



12

!1 ' 4 ) ] ]
J .H (18 I N 2 T(e 8 N 2 N g
o 1 \ | ' . \
o Y o] o 8 e 2 N 8 N 8
] I 1 < .
[N [ Y [ YSRE |14
] (1 _
QY @l o 'y LI ol 5 T B ol 5 | B © a
1 i
j [ 1 [ 1 N ! | . . -
7] v, 2} | 2] L] 7]
H (1 |1 | .nmv, 2 JMS B N 2 J-v, 2 .
Y Y . | . . .
A ~ rL Rl ~ [y [y Kt iuv. ® M & sN|| = &N © o &
; o 18
o] [ 18 L] ' 1 ' 1 4
L B8 Ly
{ Vi LI A ig. ol o« o ||} o oo M| o ol o ol N Y
_H ‘-Ml ’r 1 n l ll 1
o ' ol N = j = L Sn N o
‘l ‘J I L ) H 1 )
i | .r-! e M o« o o N2 1 E » (i .Jnv. E M
N p N
Y 'y 'y
. «
o o] ol nl ~ . ! ol A= s 4| s ke ~
HH »!
. . L
. . it ™ 2 “ 2  Sn N 2 i
oll ViR N N [ YR 5 N S 1 g  a ™~ & © §
[l ﬁ! ol e T % H s 5 ™| B L B 1 = <+~ ]
A'!l.l L] i in 1 1 "...l ' ] + o |
( | ﬁ |
H L \ \ i % H % g TN B 2 &1 R o e
{ {1 d [ | [ 1 1 1 [ ] ' II* ] el | |
L H %S Lrpv 17 2 7 8 2 I_ 2 T M
AR =g =~ nl Rg HH =4
< ) nu‘mwd Auﬁwd ﬂr < e Mo NS o0 W A

86



\'J\ fy
ol M
i
ol
| THER e
| 10k e
[ YHEE
L 11 |l
—.Tle
JRES J38)
[ IEEE ML
. -

4 o 4 4

[F N
1
1

| T

. ] » Lwﬁc iul
» » |l
» ] | ]
] . |
LY
0 [ 10
) L]
b e [ 18
L 1
(1 L VuE
q ]
q O« [ 1N
(1 [
[ Y [ [ BN
I q 4
| ] [ Y [ 181
. o
9 o o/
L s o
o .T [ 108
L 18 %
(18 e o«
(10
ho..r UH ol
q [ 1
q [y LI
[ | L 1
L [ Y L Yae
[ (Y
[ [y q
[ [ 1
. i,
L} (Y
[ ¥ [y ||
('Y [ ¥
[ Y [ 1
R
=t e 4
q ) <

a4 Eo ot g Nt
™| 2 w4 ol 2 ol
o 7] w2
t
' M ' L SH
TN & e 2 ol 8 Lelld
[ Y I TTTe| = [ YHE L
Ll 1] 1
T 2 1| 2 ol 2 o
M{l A el
{ | wr .I[L 72} 173
®| E = ol E L
1 1 1
= 1L = =]
ol 3 *S 4 g N
iy
2 1| 2 2 4
rmuTﬁ ° ﬁ 5] 1] © T
. ' .
vl B T E SR o]
ol
X
el 2 e 2 el B o
Q Q [#]
' . .
ol g Tl B [ YRR O} [ YORR
%= 3 = < = =2
E - R 3 N
fe S e R

Sus.

Je

tu

tris

ven

ctus

fru

- ctus

di

> o o
A A

87



123

[y I | |
T 'y Y |
[y |
o | | |
Jl o] ai |
o o] | L !
| ) 3 ol g sl g 6
. L
el ] |
'y [ \pr‘
[] | ~NY l
7 A 7 | I et d ot 4 ;_
i S -
AVII z : “ o [ BEE
: il , | _
b 7 7 W , \ | , .Ll | 1
,, " \ g _ N
_t\f Tl\.\ | _ I | 1
L ; q . . IUV i _
il I . X 7 L .55 .mm _ | 8
; , 7 , | [ H' +—y | _
Fp 4% d . | | Ll ‘= L
o . | i | _ .1 :
(18 N |1 | I 1 “ < | | | I .
. i o by | W _ %
| il
| uw]r P _ I Y ] i | 18 \
. | [ ‘ _ a |
] ) ‘ll.l M
| S sl S I
~ile | | N
.[.LI ]] .l ‘i,]] M ; \O <t [ ]
ry o] i | e. | 11
{ | 9 t+] ., ik Wa | j V T[
Irn‘ i “ h I W
T ; : _
o _ |
L . | _
o ! | [
ll[.. .r P < | |
| 1 1, QL
| Pl oj Sl < i
L 18 L YN | AT! A ufn |
R L TRE [y Ul unn -_M.Wf
'Y 0 I :
_ [ L nuL &uww y %\Qu ﬂ: |
. ! py D Auﬁw\v
. — = A I AT@
l|.|.l9 u il od Ll
Tir 4 <
- - e
jl;
2 Ua
njn : m Aurmma Au‘mm
. i @v\v
S

[

88




-

L7

el L

Y ~t
L T
L [T7®
LN
1l .;IT...‘

89

Ma
Ma
Ma
Ma

Ve,
vE,
ve,
Ve,

Y

na,
na,

b APNPN

ple

# il 3P
ree,
Lilh 1§
ti

0




133

ple
ple
ple

ti
ti
ti

gra
[#)

gra

gra

T

64

Y
F 1

Y
»

1

M 'y 'y _
N N ol 'y 'y ol [ S N
ol ol
m o] o] ol ‘
1 E <= E 2 o
L N o«
ol o [ 108 .
i i 'y 'y i I
1{1 \F% 18 | . . ol R |
ﬁ,
e ol
N |
Lil | | 1B0 Pl o< L
u ] I N jr
LI i _
Pl
NERE \axrn E [ IEAA .Iu TTTe = e
I 1
h | il
el _
)
&l
¥ s . o
N an all ol ol alH & md
+lA\ “~t At At ~Y [ \TX‘ xIT\
-
ol
L 1B o ‘_
4 -
Luwi- #} o ol lru_ . o 9 hmT o u#{
[ 18 [ 18 '
N N #{ ol 'y 'y L N N
o o
t , I R it o _
o« o«
o ol s ,
. . ! . .
H o (M ol ol < ! il = |
— = £ = Tv
i ping - =
o Yo q ‘mmﬂ AuﬁwJ &n/ < < e N e

17

s/ ¥

Ol .

90




[TTT] « o il
[ YER | || ll l[ [ Y2l || [ 1 [ ] ] 1 v
il a4 T [WLe e Wl
| H \ \ \ o o [ 1AE BRI [ YR | g - °
(YaR
o ol ] (il | TRNRN= ol = | RN ] " [ 1.
L L
o LaN
o« L i L1 (VI
o o _
LW [ YR A~ ~t vy o] ol L Y& [ YEAR m | YOI m | 1HES m [ 45 m v
q 'S (5] [&] (9] (3]
A A': gl.l. ' 1 1 L} F
< Y ,_
o  THAL r¥1 S  YHIN L X L1 ML 2 TN 8 | JRETRNCE e liEE: e
I ol
ol ol | 1IN M oL L] m llﬂ m 7rl m L JEEE m on 4
(1 (Yl . . ' . (1IN
QL ol ol L .FH L YR v B 1| B ol E || E 'l
L HHH
il ol
(S L 15 ol i o TR _ f.} ' ol o .
| 18 F ' 1 ' | 1N
ol o N L .FH_ LY VLS T & ol 8 || 8
iy o [ 108
~Nt ~t ~t ~t rm (Y ~t ~y fé Nt (R
. e
i s ol s T L Hog oo g ol £ Y
P =
£ = E = - E %S k-
™ N N N = n ! »! N = -
=T NP nwﬂma q ﬁwa A.. o <\ D A./
N \— | we— A —

91



143

] ]
1 1
A N
e ol
il
L ofll
il ol

t
D)

] )
] ]

p gléx

L] e

i e
[YEN T
M Fj
[ YEB e

1
i

i ]
— —
B
L ] e
At \JAx ~Y
| 1008 | 10N L
e i) 1
e 1]
| T
[ 188
SR
i ol
W
TTTe
!
=
Yo N

ol « ] o
" ] 1
..l 1 4 1
JI = W<
1 1
[} &
N = nvﬁ p=
oaN| | ¢ N ¢
T ' ]
|o.Ru¥ < lo.nlv. <
& |} & |
] I ] ] 1
Ny ~Ny N Nt N
ol E W E w5 ol § ||
= = = c
] 1 1 1]
| Ll 1 ' Illj
1 ] L} 13
ol i TR+ N o
1 ] 1 [}
1] 1 ] ] 4
ol Rl ol ]
] L} Ll 1
M B =8 TTRE & o8 e
3 8}
= = < = = 2
e =X E TN
<q Ne S ﬂmd Do N

num.

ter

92



149

P 1Y
b1y
h

I
1
1

\

o

o »
Al A
L) L |
e e
A e
e ™
I il
™ ™ ]
\ﬂ ™ A
T
.HRW g
1
9! *ué 1
maa ¥ Bl
g - unn

o g N g
i £
[ Sa N g M g
<) <) ] ] ]
| A «nN A
on| E o E
= =
" ] ]
alll 8 NH B
) —Y
«aN| 8 N | &
N =
.Ir_ ! ™ = ] ) )
.LL = N E
£ 3
N w ™ O
Knur 3
£
' N E
' ] 1 ]
o R
alll|l & T
N 3
g
A S
' | | I I
S
Y
M Lod
_ ) ] I I
[5] Q
h..r{ A T
N = N«
F1N = ™ =
[ AN = N = 1 y "
< T =
.—.Iﬁ _ol.c IN W.c
H“m q umhn Hnmn .me
e e Se Ze- B

93



=

b

Leoelle

F#..Egeeﬂ!! oo

I

——

1

ssi?Pss
peitPos|pp,

e
S
.

»

A

A

EEE

L2 {
cum
cum
cum
cum
cum

te
te
te
te
te

nus
nus
nus
nus
nus

mi
mi
mi
mi

Tutti
Tutti
Do

num,
num,
Do

- ter -
- ter -

in ae
1 ¥
in ae

13

»
cum
cum

te
te

-

ry A

&y U .
7 &
.

94




o il
J W
o [ BE8
ol ol
| JuiE el
ol NEs
- [
& Aqumd .ﬁwﬂ

M~y e g
Trl\ TTTe

| 108 _111.-

.-.Il— BEAJ

| 1NN T

T
ll[l -
- -ell] ' ' ' ) ]
-4 -l
- ﬁl —el
+ J* - o 4 ~t M~ ~t ~t
-1l - . . . .
R
- | - s ol m o m m ol m [y
= = [=} (=]
"|| t 1 1 L}
Y N s
& OIIJ 41 [ —4-1 1 [ DI[I 1 nFlL
'y
o] L
- Ll ] 1 ]
L) n s s { Y1) [ Vi
.||| ' ] 1 '
e il s |l s s Ml s ol
« <« _
o« Q ol A ] el !
¢ Y . - o Ul o
L1 . | IS8 & 81 B R EE & N
E ol
(108 [ YR, il £ £ ol E AL
o« | o
HoH ,
O o il ol E |e] E E |all E o
'Y 'y g = = g
.'. ‘-.. 1 1 1 1 T
'y 'Y
'Y 'Y L ol 3 ol & g (el &8 Y
H .1.g & B & 8 e
ol 5 el 8 8 HHE-E
a3 -9 = F%9
E 04 = X ki
Auﬁmd Ai.ﬁmd Lo A.

num.

ae ter - num, in ae ter

in

95



169

e ————re— [——— —| ouu J
A. At A ~ A y m 4 A ™~ A 4 A ~Y A ,
] ] ) ] ] L ! ! i
and a 4 4 T+
i Tz - N E A E 1 E 4 g «h E Tie
1] ] [#] () [ [#] Q9 guln
# I iy _
| —t 1 ] 1 1
) ] ) nl '
4 A | | ‘ 1 [ 1 1 1 _ 1 1 1
| | .
k ﬁL il T -] 2 e m e 2 1N 8 o lll & -l
! @ ._1 Vs 7] ] @ T
-m - N 2 «eNE  TIe 2 Mh 2 N 2
] Ll ] '
-] 1 -l o | = L n ] ! N 3 -
) ] ' | N E _ = = £
A.FI ik J IIJ d.-.]] ' ] ] 1
.-1”_ -el] o g H & [|oH & YIS A -4
% Un - i N m, L _ -l
L aa M - u | £ g A g . g -
1 1 1 1 ] N i o 1 o
gt ! S LT T o 1
ol i - o] B & s leN N « el
aAnE , auns
B 0 :
-all -l o = Nl s 1 = = S =
1 ]
_ \ _ ! -a - T - N | = N| = e -
— 1 l 1 Ll ]
"y - | 5 N 5
| - || - 1 < i ] M =1
-] -lel e | o N < 5 B 5 gL 1.
s . - U
tm 1 ) v g !4 _ ol AI L
an M| . ol i : i} L oy 154 unis
] ] ] ] ] 4 , , < \ A_\._. . A.n 7.
e - .l ™ al -
[/ S8 */
[ YHUE [ YHER oLl B | & n o
\ ,
L] L . UL
Y - N | = N| =
! ! \ ' ! -l ljrlr ~t [ Sa N 4 N 4 ! ! 0 L
. ,
-ql -lelld N | < M < o
| R/ m
-4l - H e o Al g ell
= = = = < == == 3 &z = = = = = = = < == =
E -3 e 3 - 3 E -3 E e -3 e .- 3 n
< W Au%wd q ) s < Lo £ NEre q < -~ A

96



Messa dedicata al Patriarcha Santo Benedetto






1 I 1 b ] 1 I 1 '
Nellel
O
]
L i > U
—
v
A.r A.r e
Y 'Sl H
LY (18
( ( |
1 I 1 1 ] 1 1 1 1 e
(18 L 10l ©
o] o] a
o o |
2 oy \ 2
— w
< | b b b - b .o b b
e Avlmmd we NEre o~ o N g NI o0 A~ A
2 Y N N
i S 1, i s 2o R f
—_ = m M € 'S S o o 8
o e} o ) = 5 S S < & @ S 5

99



A\YV
B

| RSP
D)

»
1
1 T T 1

| |

A\NV]
D)

q
L)
2] (-
NIl 18
o o
= Y
S
S el
e |
w
- a8
st
u.’
Bl A
<4 N
wo QHLAV
q.l
E o
=]
o~
N

100



Ng-

- 0
i

2

—, et fe

fele

P

I

hﬁ‘

r 2P

[Tutti]
Ky
[Tutti]

!

1Y

[Tutti]

ri- e,

[Tutti]

I
op?

1
ont

|

101

o @




b

|

[~ ~]

.

1)

¥

(7]

A\SV |

7

1 ) 1 ] A
N o 8 o N oo &N o Y
[ Y b o1 bml ba
nm, s o =) kﬁ”ﬁ o
- b St 2 Lnur 2 2 3]
o Y M R L i
L ™8 T 2 N O N[ B nte
1 1 1 t
-8l Nl o 19 o [¢N o €| o Fow
ﬂ i Nml & o7 tml
-
. ‘P an : T :
-6 mL E N 5 |5 «n| § T
3 3 7] @ P2 @
| 1 L1 ] ¢ 1
W N8 (o5 WS e 8
1 1 ) ) i
[ | o R o |leho Jnur "
'\
L 1 Diml o o1 Lml
r =1 o 1 =)
'Sl e & |l |1y & -
+ IN [ 16EE m ! n U et
[75]
1
1 1 1
| N 1] on
I _ ]
T 1 1
LY 1111 Al 3 =~
1]
] ' 1
b , HEL ] I )
1 1 1
X i ) 8 T N 1T =)
ole .l
NEo DNEv N \

102



Jﬂ% ty E: ar
1 1 [} t E
e i % A o T o QY ™| o 1
- - i | . - 3 ™ 5 Jur § «N| §
% M _ L an e
H , v | * ] rJ.A AN nnu.., AJ ' o
;, i
i ", [ 7 \ i 4% 8 w-L B EN
ﬂl | * ﬁ E H | o Al S M
ol i .vrﬁ FT ol " H _ o ik . S [ed
[ ¥ .—.lf.r
1 2 (11 i il B ™ TN E s m (s B s
e e ! u ! 'ow
Jnmr Iu M o R ° LHL © © pa
o aH Ny xﬁ% ~Nt d aH o E
[958 * # N -
(]
e dl 1 e i
l Gl € | 2
|| TN || l.ll ﬁ ﬁ irll _ lllr cnn .Fllf
.rx= 'y . i
L] e i e [ eli B 18| B g i
NEre Aulmm e Au‘mwﬂ @n/ Au.ﬁva AuJ@J nquwJ Auﬁwd .

103



~t Nt
[ YR TTTe
Pan
&1
Pal
I [T
™ 1
<<

1y

4o

[ q
'y Y 1 [ [ [
'y 'Y
[y Y ~ Nt ~N pav
g
Hel Ay ol § e 5 (&4 5 T
o W [}
H
Tlﬁ llﬂ . N _ 'S
'Y 'y
L T 'y
f f [ ' 1
. . - Ll = o
& ﬁﬁr T N B s ||el
|$- FI-.- ] [ [
N o e o ™ o AN
-.M.! -l o | £ 5 ™
| | [72] w1
% : e
» g ' 1
L [ 1=} L
175}
e N < & 9 3

lei

lei

Solo

104



13

A\NY 4

e e
& r&
Wil
#l 2
il
N~ Wk =
)
AN Y,
| _
=3 | | F¥F
B &
DN DN

1 1 1
U o T [} N o AN
b o b
™ & e § N 5 [1fe
7] wn (7]
] ) t
.- |4 —— | B
N o K> N @ M
1 ) 1
Pan
ﬂuur ) ) ™ © N
Y 3 -
o b tn U
A m, at m, ™ nnu, G
= ISR IS @ A
1 R-I 1 1
N B e B $¥ND N
) ) 1
N P4 N N
N og o My O o |9
o b Un o
~ ~ Nty ~t
1 1 | |
2 e B

son,

- lei -

e

lei - son,

T
e | AN
Eiml
o L
g
Fo |erh
k-3
ul
E - 3
©
~ H
|
=
°
& JNP
=
on
h| |
-}

105



II* ||| I \ L] 1 1 v
lll.l I.‘ +H ' 1l L +H ) | I ' oo
- H m T
—3
N ] ad £ 4 | lall
[} (5] [} )
H \’ 1
ol | s 4z sl = ol 5 woms
' - - 1 1 1 1
Pan L] E- R |
ol m - -ol] L © | o N o e o EdmenN
| I - RN “ fim Rt IEN
,, H
e o+ EX T T a
. . o na | ns - n..y n..s e
- - L [ 15, o oy
Hn Hn ~ | 2 2 2 N2 o
- - ' ' ] 1 —
il N o o N || B Ln“ﬂ S ¢fN B «N| B 0 o]
1T 'Y ('Y ' ' ' ' 1T
ﬁ . n Pan H M
N «N|l o o AL o &N| o 4N
o ER ™~ T O
Y . . ] .
NE | § Ny E e S -
= [75] (7] (72} (7]
A 1 ] 3 1
N 5 o3 wh B &N i) st
] ] ]
- - 1 1 1 1
=
- - N o .ﬁﬂV o MR o N o7 W
. 4 o
- - AN £ | £ e g a1 iy
AT 2 g | 2 T 3
A ﬂ ' » ' ] 1 —_
N D “ ko) n G} L 1aut k3 7Mr<LM. L
N N ol N N ol os
Au.ﬂm Avﬁ“ Aqu“ q .ﬁwd A,/ NEe DNEe DN \ N
H / \" ——————— / m—

106



] | <) =
W n
L Mo I
,_ _ ‘ ﬁ;r ﬁ;r
1 | e ) I (18 L 18 1 1 o
! o o
1 Y 'y
| o LFII
| o
! LI |
e = E =
o Q]
At At AJPI Ajfr ~ A~y A~
AN AN Y ?JI
il . | | |
ol '\ 'y ‘ § |Mm™E Tl § |jol E 2| el
R [%5] W [75] 5] wn Ll
(Y (Y '
e = = = =3
lH 1 ™ 1 .T.[.l ' a
o
S T ' M T Ml T eon=
o o _ i _ .
| 18 | 10 L N o ]\ [} T)
' —N —
R ' ' ' HHI e S N E =0 ||l
wl
L 4] n |
'.lls L (1] ! H ' End 4 T ' [ea¥'=] @vﬂ
% ]
{ ] {1 <t
lll] | | ' ' | | m’ .v.[[ ' #%
( %
u U v ole U U ole LIS
R sl . il il S

107



l._

be o

. 1

t
) Pb‘f

VL1

.
o ol
« = ox\tL,
7 =
,nﬂﬂ,ﬁ LA
L 2 S, o
Lo
O™ @ ,
L .
ﬁﬁ .
[ L
7
mﬁ ,, W [
RIS
[
P 1
I i
&} <
B »
N N

€

Chri - ste,

[Solo]

Org. e Vine

I
o

19

A%

o
1
==

!

7S
A\SY 4
)

f

I Ll 1
ol B Tre| B
1 T 1
e o Te )
u Nl
1 o=
1 8
L
~y umﬂ 5
1 l
w
A~ V‘nlwv
(4 oy
k”i 1
. =
NS =
] 2 Q
'
™ T o
:
#v, LM
.lﬂ g
1
N E
O
o 1
1
|
Aty N
- =
kmé 2
= SN R
P o
Noe NG

6 5b

65

7 64

1 1

Y

108



fa)
1’
o :
|” 4 1| 194 T
AV I v ' | 4
o -~
1 4
T 2 I
= [ &
) o
A . o o
—ﬂy\_—*—‘q?l o5 +—1
¥V Y 1] Ji Lt
A\S V. I r T L | 4 | 4
) ~
- son, ¢ - lei-son, e
hH ! . N
) 4 T
| ] [7] 17
1@ e
- - son, €
9 6 4 3
Pedal
| . ( ] N N
0 i 1 —» O] 1Y » 07 5 ]
e s e e s e e F [ E— ;i 2 |

——x

¥ =
p3
9 4 ﬁ | \ |
N Il N 1 3
1 e 2 -
® |
- - - - - son.
‘; ?59 5 2# 108 10 10 10
o — e o4+
p— — {; 4 1 — ]

109



4p

tr

)

|

]

28

Ll |

i —

Solo

!
=

Chri-ste,_e -

]

—

N

TR
EFE

5

=
[N
fa

el e

v

,
1
Y
l
™ o M
o W\
=
™ 9 oy
™ .% Ul
1
N o
1
L$ iy
ol
w2
1
N g
@)
tml N
1
M~
N
1 ha.ﬂnvy
Y
b4 - y_
=1
AN S Se)
-}
KN 5 @ P
ol

Chri-ste,_e - lei

Chri-ste,_e - lei-son,

7 6}

7 o6f

[l

f

30

110



(TT1 F 'Y
q
| [ Y TR T Lo L YR
W 'Y
§ A a Wls ez |wlls (nls
H , 'y
i ' ——1 1 1 1
] i
+% e | ] v o [MTe N © ﬂ o
i w [ ¥
h ﬁ i | {14
! ! b [ 1] -~ bt~ - -
ol ,f: o T ] ¥ 5 |[Mw 5§ A §
| i ,_ ] 2] %]
tHiTaiil
| T o _ B 1§ '  YERR 18
I I
n i 3: ~ ]88 Tl S .L 3 o«
. : ) f ’.. 1 '1 1
rl Bl £
| g o M [ ('S ) q
1 i R | NETNE M mE
' 1 ] 1 ax
il \r L A T v
| | /R
i el Js rns s 5
L} ¥ t ]
Vs Py i
L N M o |TTe o N U QY )
| £ £ g =
& =] e & =
N T E aH M =
4 o
.-
£ 5w
— = — c. = A © -
o} o} 3 3} =) © L
NEe < Au@ Auﬂmﬂ R. q zmmﬂ nvﬁwd Nreo
MM \— \—

111



o
———

35

I I

L

F

A\ g%
1?1 e
ax (I ban
il ol
Al |l
~t End 4
| RS L
Aurmw N

1 )
t 1
% | 1 |
B 5 |
Ll 1
Q N\ o f[v. [H]
Un Ml ~NY
g |+ =3 u = =]
L] e
g 2 S h 2
) — \ '.ll [l
i V
1 [ 10
1 ' 1
I D
' ?I plv ~ '
— 1
, i
1 o 1 1 )
)
3 B
Ll 1
*
o (Y Y
= U - ) -
E T § ' g
(%] N w)
NG C I

64

112



37

'
1 <
L rGM 2 ~ s
]
. LA . A
| M~y m \IAf [ P 4 m LI%
) *
. L
) il ) ATIJv
I al
\J‘AY ot 2 | | Un
I ) ,
k) o b N B
1 1
@4l = B i i
‘ L L] % J‘MV m (18 ] L'
H
1 L}
L A
. | 1~ LN
i )
m. o e m ™
] ” ”
1 1 ;RHI‘v
i~ \42\ Lm
' '
' '
o |fY 5 NN o
P &>
ol dee ag-

[senza Vlne]

113



39

F u I o N i
N M “ 1] l 1 | | )
9 L 18 ﬁ.v. ): N ¥
i ol o Ea o o ol o/ 3 @
o . | \ _ |
o d
S be I |
Y Y ' : _ :
~ ~y Yy NS i HE | "
Ly | L1 ' (1 ' )
\| ! Y o PIN ' ol o o
_ o ll_ll | 1
Y 'y
ul ~ ~t | rTTe| B FL 2 o<t
L Wi .
'\ ' _ .
ol o ol [ Y Y (Vi M il | ¢ oen
Hik (Y Ly Ll ' ! 1T
N N [l o o] _ Y .rﬁ
L1 1 .JE Cll o L L an k= L B9
o o _
o o _
M 1 L 1 [ T o el o , o<t
b [ L0 b L '
e
. W L I | g il
B H B
| ﬁ. L1 S len
v/ b 7
ol o .
o e e A A [ YR 1iS) vy e || |8l
< ﬂ VA | | o 'y
71 ’ REN e | | 1] o 1 ~Y 1 B
oo NG o < 3 g < N A <
——— ————— ——————m—— K

S

[con Vine]

114



I{ ﬁ}ﬁ
1 ¢ ] Ll
L M N ! N o Plug S o
_ _ | #
ol N o R ~ 'Y i o/ S ol
, | |
: ! H 1 1 ]
|
H | L] L 118 S o]
! W 1 ] 1
Qe | , - — .
ol ] | SEEY f& 11T 1S | ol 5 WMl 3 = L
i ! : 1 ] ] L gl
N I/ , [ 7 LE o eN|| o (&N o © L
I
b 7 Bn N 3 M |
AR - N . B
L N § 1 5 ™ 5 1t g oo
w2 [75] (5] 172}
1 — 1 ] 1
I~ r [ [ [ n RIS 8 i) N S N[ B  <oe
R 1 1 1 1 SEER
N N i L N o e o N o N o o 4Ty
b | | n_cd | | fSJ U o il T
- . . . -
L B ] | ™| 5 5 N E &nN| § ° o]
L 3 3 3 23 @ ] 7]
* _ o H o e . -
N o 1 [ 1 21 DN A Sy N 8 ] D h T ™ D ~ @/
) 1 1 [}
‘o ™ [ N o f I  im T N o L
(Y8 e
B ol T 1T 'y Y o - B |
Y1) _ilr. e Mm -m
18 i o] o/ E 1 E =
JIIN 1N (Sl e T ol 5 _ N 5 -«
[75] w2
2 N e N A W e 96 e e B
A ———— e -

115



»

+P—F

L/

'.._!.

I

1}

q
LAl

1

| .

43

€

son.
sOon.
son.
son.

F

1N [

&
&

son, e- lei
son, e- lei
son, e- lei

son, e- lei

-

lei

e - lei

17
17

1

Wi
son,
son,
son,

lei - son,

lei
’

lei

1Y

€
€

son,

AW

son,
ay

"4
son,

lei

116




Gloria

Vivace

II ~ ﬁlw
o]
CB
[T ol
e T -4 ~y Ead ~y ~Y TTTe
o
o 3
¥ | e
alll Q. . T BEL o ol & T8 & b | & L o
.. e e . pix . . .
_ o = e = N o ™ =
| . .
, T e Y
1 Ll 1 1
| _ |1 11 . =) HED = . =) o
Qi ol T Y i) i) o —= o = p || = ] =
i ﬁ| B0 50 e 50 i
.F#
L TTTe TN ™ - ~ ~t ~t ~ T
NN n e pliy > e L& T & M & el o« H
e ™ ) 4 | 1 1
™N T T. g i G = Juv. =
.ﬁf }i. TN e N
+ ] 1} 1
= - - o & o T *
- - - hd - (> ~— -
R NHE L e T — ™ __ = - S EY © SMH O 3 [ YEES 5 5
oy « & e g g 2
5 b b — > b b b
N PN oo PN NEre e Aqu DG A./
—_ = M m m .W m o) 2 2 g m
) Q . = = = e
2 2 5 5 E 3 S 2 2 z fog
o o @) @) = > > @] < = @ o >

117



-

| ¢ ||

N

(6]

i g ~
ﬁ
 YRH 1 o=
1 e B 1 T
Ml B Un 1 g o
N £ S
lﬁ] N At
L YHA Fi] e 4
N o T o [ 10, ?Ju
1
HUW ! ! [ 100
44 (]
_ k] a | {4 _
UL
el “™| 2
1
o A s 8 el
1
L
)| 2 el % | 2 N
1 )
N 3 .8 N
Fur 5 A5 N
N £ T8l & £ H
NCe d kmd oo A

n

Et

ex cel-sis De

in

(3]
=

6]

52A
[

@
= =
H H
[ 1 .—.%
B o B
[ Y (Y]
< Auﬁ\

118



m NG ?
1V..m 2
RN B
1 [}
4 e o=
ol ol 8 1 E |aH 8 N E
1 1
1 (¥ v e 8 | S
LIL[ N q | 8 He| = ] 8 N E N
] ] oy (=9
i i 5 S 3
2 IH 2
L Vi LI , ™ CE N 00
ﬁ ! 1 1
N N , NCOE T S N E el 8 e~ |l
) 1
1N ¢! < i) V= ‘ e S _
o] o » ™ F s |[enE W s L
L
T | 8 N S
o | I I i oS e s L.I
] ! —.l S ! q 1’ °
3
L] . .
ol i [ 8 MM 5 (e B [ 1a g B
) ) =¥ j=¥
J ﬂ.g I N = N w0
a L 15 H T € ] | IR o~ H-
- | ] ]a Nlu. [} ] ;nlu_ |
P .
o d o 71 h
i | e » G 8 1 5 sl 8 il
[s¥ o
NG DN nuﬁwa A./ aNEre ﬁma ore N DN ﬂ 4/
/ ——— 7 —

119



1 [ 18 [ 18
A . . wn L2} o
o L1 e o o o m L Tng m . m Al
| VIS L YIR
l.ll lll 1 ) 1
o P M se) XY ~t s W li S €N S =«
Y 'y _ _ _
. . B = B = 14 =1 *
3t ™ < Y L < |
{ YREN DIL , [ “ (Y] < A N 5 6N = L 18
o Lul A~ ~ ~t = N ™ ¢ bnl N g Lal o
o '
w w
" E 5 3
1 1
~t ~Ne ~ ~ A M M mN I ~ =) ™~ 3 ~ ~t
1 1
] = =
™~ En b T 2 2 19 3 b g b b
o s N | 4t . . N 2 e £ (M g | 2 ;ﬂm
L L
L ] I 1 |
1 ‘1 j j j _ 0. gl
i o | Bk e ) B ol e s |TTTe
|| | | _11 _IJ. | | N I ' o<
1_ a Lf H e 1_7 g R S ™S M 8 we A
'._]l '._1 ) 1 [ 1 v
bal . = T = c =
ol B (18 Y o o 'y E E 3 N 5 © |elll
{4 -~ N” 0 lT O
Ly L N AN ' 3 ' h W A
'\l '\ | 'y HEY ﬁé g _ % g
1 t
a 1 154 o 9 ™| 8 U 1§
q Au.ﬁwé o < maﬁ/ < q v e NE .. -3
~ \ 7 \ e

120



P&

17
| 4

Py
<€

A\SV}

<

A
N
Tt

—

o oo

P a

[ fanY
ANV
)

] 1 ]
L L]
N = e « = e
1 1 1
N oz e = " -Tr
o Ay 2 S oM
N5 & 5|8
N s el s a
| | [
w2 (72}
§ 3 3
g g
aaN| 8 m M~
. 4 .
| © o
1 1
el he] -
< < ]
™ g N g e
r S z
Pl S
‘5 'S AN\
] 1
g L‘ 35 S Lnur
L g ..DH.
..W [ nom .—.l L
L ¥ | ¢ o
- £
: 5
& &
1 t
S S ~t
1 [®| '
[} (5]
=] =
) Iy Em
o m
g g &N
e up/

fi

Glo - 1

- ci-mus te.

Be-ne- di

te.

~

121



H ]

17

B

11

mus
]

gi-mus
gi-mus

gi

ti-as a -

ti-as a

Gra

a

Gra
ti-as

te.

mus
mus te.

17 Lt
mus te. Gra

ca
ca
ca
ca

122



13

o

XY

4

‘o

N

—

~t Ny N ~
.| . .
+ 5 7Y § Mm § ﬁ
N hLé . Coad
1N 2 ] 2 .Jl | 2 ...1_—
Hm T m m  So
= e ¢ ‘o &I
] 1 1
L © 4 ) 1 =}
™ L] = ™ = ™
| 40 m
1 i o 1
£ y g
Pa <
g =RV - VAl
o0 &0
.nnw. m
1] p ]
< wa 4
= g
5 _ 5 i
2 N 2 "
1 ﬁvl m
Q . (=] - -
a a. a. ™
5 1| B B N
1 1 1
= 4R = = |
< e  DNbre ",

gnam

pro- pter ma -

bi

Solo

123



h“l,l ] p. ]
4 1
el Hell
T T®| |

| 10N [ YRR
Q) L 1
[ Y
e 2 e =3
N N
L [ 1
& &)
B B
©
[ 18 [ 18

q q
L1 L8
H H

Es3 =

he b
L 1R L100

. .

S s
™
R e

mi-ne

Do

(6]

mi-ne

Do

4

6

Org. e Vine

!

17

—

A\
D)

stis,

le

.
1]
1”4

A

cae

us,_ Rex

De

T L“Jg ,

e

le - stis,

cae

us,_ Rex _.

De

124



2
9
\ >
< PR "y
g ez any £
7 ; W o == o
| | S )
| | | THEN * N\ = L T
ho Aﬁv " . ' < . i 1 L1
_ | ) 4 g Pa
i > 5 e B IJ
-4 - o« Oy b
E=S . . | |
VI
'y  a 13 -, 4
7
Lo o . s
L | | ESE Y Yok e, 2
- a4 o o4 i
i : |
1 g g
[ hla \| LH
L I ¥ : |1
L o
y [
hd. H h-.r|1| <R 183 m *
nIHr 2 e 2
1_ [ 100N m [ YBN% m
] T Ry
°© o
oA | A R,
~ &
o o
d - . oo oo
. - & o)

21

A\SVJ
Y

€ns.

ter o - mni- pot

De - us__ Pa

L/
| 4

€ns.

De - us_ Pa - ter o - mni- pot

T

=

125



—t _ M1
il = H = o
] nm o @]
il P _ ©
A L Y
B E
ol ‘% N R E e 17
I 1®| L
A L {4 v A I e
(18 H h £ ™ £ < o
o ! u _ ! ]
@] 1 @]
S| A2 A /F.
. H+e 7] , w ]
| [ - .
. .
%=
<
ﬁ_l
ol
gl
4 :
o L
Y Yl
[ YEE
A -
~q L a
ﬁ o]
- O
) < |
) < _
= ihd hirhd ,

© o
= =
L) i)
[ ¥ L1
rﬂ .ﬁ
I el |
5 N
e e
..‘v f ..‘v f
4 4
TT®!-
N ®
7
~

m,N
- | LA
R -
g U
1
L 8
rY 1
- 'd
N ¢ T
1
-
=
1
[}
1)
)
=]
L}
L =

- mi-ne,

Do

ni- te,

ni- ge

u

6b 5
.

6 5
23

64
E

126



27
p Ob.1

A\NV 4
1)

p Ob. 11

A CLI

e

p CLI

Timp.

SN T

Yy 2
P9
<

o

3 [

| R

.2 N Aty
g e g Y
L - [ 18
n -
15 Ny =
T O O
L]
N S 4 =]
17/} w _n
! o
1 _ «
_ H#_ h I
2 ki
~ an
72 1N =
1 MR e
%)
2
~Y re
g [fy ¢ 2
& e &
o M o ™
Ty g j & ™
1 \ 1
™ E TN B N
2
N
1 1 IVY
i = 1 =} IMnur
B I\ 2
— — [=)
@R
1
T
o '
rg
g
1
8 1l = '
S i» e a

- su_Chri-ste.

Je -

Fi - liu-ni- ge-nite,

1
1

127



30

| |
. N <} R), wy %]
& ) al N 2 e 2 AN 2 o
I 80 50 Y
. . o
. . . | . 2
ﬁ L B I 1 [ 1 e
| | _
L - /
U e j : . ™ I% -ommm ]« e < (W< T < 1
Sy . .
i .. & #1 ] MHI
.n,l ' \ T « o ~ N pur) ~ [
N -
Aﬁl mof
g \; Syl o 8 oh S el E ﬁur ] H
1 _ _ A o - W o ®
L - (1]} | | N N A A e R A & e I
Y .L- |
Y Ll 'Yl
L] * i
[ 1S o] L} ol 2 L |el 2 Lf._ o4 i
AJ ] ™ E Lﬁ E |emE o™ E
LT o ol ] o] -] TN 8 M| 8N 8 2|jah 8 E=T
i ﬁn # &7 = = = =
sl oy il
L 1N L YN
»mw urﬁ -
[ - - [ [ [ [ ©
i i o 2 ne e A
i b I S B b o LT |

128



Lo

He

i

A\SVJ

L1

o
=

b e

ot

sip 2 2p o

L

o 2P o

L

Y

1

~t ~N A~ ~Y
I 4 7 &% P
[ 1. m m L ¥ m e
1 ] 1
o 4] ) ] N
N A, a8, [ a, AT
an .
s G g ~N Z |emN
¥ _\ﬁ 1 t
™ = = N o= (e
] 1 )
H A
S UlS plam i o i LIHAD
H o
N o e » U o
' 1 Ll
RI.. | |
[T ) ' I ) 1
PRI Wi
YA ] [ H-
b N il g g
50 %) 50
1 1 1
an |
< < < N
F - W
i B L . ™
Ll ] 1
| © a ) )
™ A o) [

Fi

De - 1,

Pedal

3

44

32

129



|
b

34

|
T

<N

A\SV ]
D)

acan acen
.P(— L1
o N
|
|
{1 L
l
.rxg (Y
.11; : o
oo N

A\NV.J
)

1Y
)

qa..r aurq
Imhv Im.nv
AW AW
™ 1)
[ B ll.l
'Y
&4 | aq I
o 'Yl
W S S
'y 'Y
o oo
Y 'Y
o€ o«
Y 'y
o oL
'Y
‘18 '
o o
L 1S o]
o LUl
el Y
Y| 'Y
(Yl (Y
e e

|
10

3 rq acey acRy acy
BIN a4 mi THd
) ! ™,

ol .IT.TV ™

114 ' II.‘vL ' T
B8 £ n N 0
2] (2] w
i 7 2
[ m, N = e = .
HE T E MH & T
] "
- 96 96~ o)

Tutti

4
|
HTT <

1

130



Adagietto

36

1/
| 4

» »
. .
IR 11
IR i
NJy Al
L) L)
> L
I
I T
NJ N

AL o ar

i i

w wﬂ w Dre

tris.

J T[J &

tris.

Z 1

tris.

tris.

Solo

+u

131



‘Iﬁ

o
&

Nph-‘

1d

— .
. '1 F%‘r’

el

cresc.

L]

[cresc.]

8

e

o J[T‘.

IS

|
L1

Org. e Vine
5
3

VI 1
\2M
D

)

o T

Q

I £anWd

L

ISV
41

_{

——

I

1

(6]
1
(6]

L ¢

+#

64

1

Z

132




pec
pec
pec

pec

ta,
ta,
ta,
ta,

ca
ca
ca
ca

bt

>

!

pec
pec
pec
pec

~

g e g8 &
(—
lis
lis
lis
lis

he

tol
tol
tol
tol

be

amei?la

It
1

Ob.1
Ob. Il
Cl. 1
Ci. 11
Timp.
VI 11
Tutti
Qui
Tutti
L ;
Qui
Tutti
Qui
Tutti
Qui
Org. e Vine
Tutti

T

A\SV 4
[ £anY
A\NV 4
A\NV ]

V1.1 ,:

46
XX

133



49

_m,_xﬁl?:g_
M | “— [

2
]
1

] 1
1 K
] ]
~t ~y
i 4 Y
L [ IR
il [

TTe

I
be

8.4
T

IV A
| 4

<

1/

|
I

P’
T |l L
4 (S« oy
F1 _ ' M '
e M i .A’ ol
AR
Pt
_ B [ 106N
. e _
k3l aaddl
‘l S o =
L =) - |
%H_ ann e i
i i
N, | ' 1 L]
ﬁl o Tl o Ul o _le
g Fel g N g N
NE TS| B M| E o
|| 7 | { |
L5 fhe| 5 | | Il
s [l s s L]
T & g 1T E
| = ol
e = E:
3 i 3 § &
— —N 1N
i, N . N
Ne S

no

e

mun - di,_ mi-se -re

ta

ca

3 6 655

4

A o
[sal'=]

e

134



[ —
<

-
»
I
|

+
)|
1
P
\

-

a
|

T 3,

I

bis.

bis.

54

Solo

135



CL1I

End 4 N~
~Y M~

jlll T1e

e

e

k]

e

L ﬁ[..v
~NY ~
~t ~t
N~ M~y

e

' 1 1
N| D 8 1 3
Mooa M A &
o (B = 2
1 | | [ B 1
: N ﬂ ] !
1l B s M S
Rd ol —
5 = -
1 & T & o4
| i ) 0
1 ] 1
— — — ]
L.\ .. W, V.h
Avnmwd NEre Aulmwﬂa %

Org. ¢ Vine 64

b

136



Ob. I

60

_ P = =2
= 3 O ¢ o>
H i S “
L |
JH .7 ! n ~ j 1—
] 7 ol N ™8 T ‘S|
Ry Mo |9 f
. e e 2 [ —
l._hul — , ,ﬂn,ﬁ ~ ..Jul Z Ity
. b N o NS e ~t ] b
Y ]
11— .. ¥ ™5 1— z
. 8 | ~ L A ~ -
e B N
.rlw o rlw 5 .l— 5
Sugg ) | —_—
) . [ ﬁ W : ’ — WU
b el Y Y s T S [TTe = A | W
E -~ 5 MRS JhARC O |
1 1 ]
E g g &
A T T
Y il & [N E &7 B oSl
Ll I L1 N REE
EAnS ‘ | xad ‘
i i s s ol s | #I‘
XX X
|| B | | [ Im.'e v o
] ] ~ ]
| | N | ] 1 ' 1 O
L T L ‘ o
" 8 [N s TH| © {1 g = el
A T T T — S EEE
j 3 9] §raa 9] =,
11 ™ i
1] 14 N g A 2 il g © §
| B A m, “N ‘nna., en | |
o ] L o,
' ) a ) ~ it N | o M
1 1 HE 2 ] J Y | o=
L BE i ! )
= —( @ = 1 3 -8 1 8 Gl 8EE
= - - ] |
3 S_H > 5 _n —n Y 1N
BE.N BE.N N N \ 1 Bl I 1N
ujmwd Auﬁwé ey NG o Do DLe %/ \

137



1

R E— AN

N

E— ——

no
no
no

nem __
nem
nem

} by o

hY
IR
N

Y E— — -

S——

1]
4

—

IR
N

ti

de-pre-{ ca-ti- o

=

-
de-pre-ca-ti - o

1]

nem,
14

1
pe

| —

de-pre - ca

1)

sus - ci

de-pre -ca-ti - o
17
ci - pe

y 2

1

<117

T

A\SV
A\NV 4

4

64

138



[ ¥2
A5
-
=
L)
i)
Al
»
4
»
L ]
e =
>
k)
3
ay
L J
X3
L J
L J
1 $
—w) e = =
e 3
N
ﬂﬂ
3|
N
N Je

stram.
Il

]
17

L

I

A\SV J

1172

stram.

A\SV,

- stram.

139




|-

A\SV
1’ 4

72

o EEbRE b

—
o
o]
&
A
o
-4
w M=
-5
e N

64

64

Solo

—t
Ty

I

A\NVJ
A\SVJ

140




e ¥

= J 5

Timp.
VI 1
]

CL1I
|

Ob.

Fa

75

141

o
ad
ad,
ad

rd
des
des

~

ﬂc

S€

[ X
~

#4

Se
sSe€

~—

Qui

5B

Qui
Qui
Org. e Vine
Tutti

VL1

H




be

77), —
<

h )
~Ne g
| 1888 L8

SEET
| 1581 |, o
L1
0141
b

78

17

—_— [ 3SE)
[ | ,l! 4
™

N
L1 |, MR
] ]
" |
G- 26

.

..
t

N
y 2
Py
<€

f_q:f

T
Qo
w
A : ] _
ol (] ‘B L~  1Ha4
' ™
]
)1\ ~NY ol 2 M
H#r 9
. . o
~t TTe p Q, Ur g ~
ANt Ay Ead 4 ~Y o o 2 M~
ol [H | 4 |He ¢ Hkl £ |+H
hW. . m e m L] m L )
] + ]
& j¥1 e e T E T £ e
] 4 g |4
M i g
.RH,.v F..w P4 ml_v
all E o
3] Pa b . R RLID
o | e & T Iuw
» e . > k\ﬂ
J{ in. Ny T 3 11 3 }J
L imk ﬁ ﬁl f L 1m, V=1
i , M T (e m 1T
i I 4h pan
I g 5
{4 .IH m
|1 ¢ v 4l !
M = L | o .pq.v _
L a e Lv} .w s .m 1}1 .m (Vi
N r (17 Iy
[ = i =
ﬁ S & H £ -
+ [ » SERA n Y N
sy g fed (e
-ﬁ ] 3
1 ' ﬁr '
al L <
] 4 @ R - @ 1L
— — ] -0 — +
H H 1 A
NEe N ey N AEe _

Pa - tris, mi- se-re

dex- te- ram

des ad

te- ram, S€

dex

Tasto

vt

—6#
i

~

v S

],

142



83

- L1.1+'.. 1 ~t ! R
-Jl »- | B
! ) - .- il 9 A4 MNe | )
(X 1 "
- [ |} —‘I. | | 1 ‘] | 1
[T - |IN m .uw.ll m, HBb; m
| 10 - .
\ ‘1 1 ‘ a W
| : 1% rY ™| a_b M~y
| > S 4
i 0 | WN ] 5 N 3 )
| | | *H H 2 _ M 8
: _ ﬁ — Jllr‘v [‘ ! 4\1] m '
a ! B 1] - 1l
P e n s L4 Loe . g el Al
.—.IL 1 k”.‘- mvw [ 1
L1 1Bl . L L B
ml Lo ) o 1T . Joxd |— u_(
IR $ B (1
N g C _
) ) . . - H
4{1 ] M| E MY sa L RER
i \ N 3
e e ~t £ INT N | 1 N B e
_ 2
L.wwN ool B
| 188 779 ol @ g A~
! _ ™ I o2 e ¢ ol ¢
1 ' a.Sv
. it = 7 A\
( . & oTIT® E (M ' B
Ha - 1 ar.N 7 - THa
Ge < med e S Jmma mﬁ/ NEreo DNEre N DNEe DN \
/ / | ——— \ ., ———

143



87

=]

)
4

N
1)

€

I

—

<Y

<

117

of

mi-se-re

Ll 1
' - TTTe
1 1
e 8
o e © A
m ™ 1 Hy m DI[L
N [ YOE
rv |t o ;‘
1l @ TTe| 1l ® ||
' RHH
fﬂu ﬁ
Nl ® T (] @ te
Nl _ e
1 )
. )| |
o T
| | A
1
4 [ | 1
BE 2 HH % ~t
' 1
s £ ¢ ' N | E
B il M S s B
o
.r[u 2 | |
1 [ [\ m.nv
NGe £ ,ww? \

no

| C—

re,

eVeX Y

7

144



91

]
g
|

Feolg

)|
—»

vt ~t
et At
| IEE |, I
ni g M~
et ~t
4’ Pm
AN h
oo g

=
L |
¥

(6]

e

Phe

Lo

A\SV

o an)
A\SVJ

bis.

bis.

6k

64

) 1

T

P | X

[ Y
Ji

i

145



Allegro

94
p Ob.1

AV J

®

Ob. II
Cl.1

{7
A\SPAE 1

ClLII

Timp.J
[> ]

P

.AHA- .RHJ-
Ll bm
[ L]
P R
19 1R
PIHQ | 1N
L 18 L 18
o o
L1 .

>
»

V1.1

ANV 4

S

7

Solo

Org. e Vine

|
1

o &3

_———

forefrs

o

:

fo oo

fo phe

¥

deth

VL1

99

V611

A\NV ]

Org. e Vine

146



.

=1 Y

L e |
L] e A _ ]
] TS oz e
n R a1 § ﬂ = L‘ﬂ:
~ Em E& L : |
N NII..' ‘Alo m 7 | |
b oY Y 1& . lr
IH% 2 .ri 2 = . ,;
- B CL r*
{ , ]
Y #P 4 L W
- S Sy ™ 2 Tﬁl—
o o 1T il
o€ o
(1 L1
Ead 2 Nt
e m
g
S¥ O 17 i
7=
"W pary [Sad m ~ ]
2
_11... - L]
\ov) [ 4}
| w _
29 e NGe Av‘mwﬂu W

110

.
{
I
nus.

=
mi -

Lnu. P d
B oM
Hel e
T ™
L1 T8
o B
...T| I
[ 188
Au..mw\v

1
1
Do

lus__

17
| 4

6
N
N1
]
1
>

T
-
™

64

Eas —llAv

P
1% TS e
ary ary
.rlﬁ .f% TTe
- - % &
oy ~rte
e - - = = <
I I
TTe ' Nelrel
e j=
C =t
N 2 & ﬁ
u 1
Ml il
7
| | =
__ E »
172
il " ¢ 15
J . [
i 1 _
Y ﬁ J_J < .
e [ 1
[72]
i E
i
1) e ' N
o, 58 , N
& il
- ¢ |4 [ 18
e - -3
] - -y 11\
S Zidiin. 2 a

147



.
¢

. &

]

AY
Py
»

S,

7

A\SV4

121

1

kil

-

fo h

4

1

A\S ¥

Py
»

so- lus,

7

Quo-ni - am tu__

I, ™

S p

pr

A\SP]
)

A\NV

Y £ P fp

Tu

AY
I L}é' !
Do - mi-nus.

L
]
|4

lus

—
-
lus,

r

1/

Y
Tu

san - ctus.

=
lus__

126

131

€

SO

SO

]

148



IPII L
JUI - QI
.
Jc YR -] . 9
o
- o] 1 L |
L
- b A L T
-9 m . _
s
ra ] $- .
3 i S iy 1y 9
o e R
72}
=
g
o $7
ol PLN &
h'
1 —t M
B an i
A Ig N 1@ 2
S I
. oy £
' l
o] || V 2
%nu‘mwd e DNEe

3

4
I

e
e, o
L J
g=
— — = ||
h m S M
.rlj NI 2 |
IV ™ | |
I N2 ]
B |
3 »n
o
, o (el
IH“‘ %
8y ol &N CN Vil
-al - , an
-q - NJ Nl
- -q A . Y
~ 9] J0 1 < “% © N
- ! i
-4 - Y _ o
-4/ -4 A o L
T [ | r .'I b 1 v
NG Auﬁwa oo ﬂn/
3

}q- T
| o
| | | | 9]
)
Ky Ky
e = < = = = N
"l N m.
.I..II.IA e
e e
tim Bim [N
)
N L J h ) ]
pu. Ph. |
1R 1 T ]
[ 1N .rnu*
lﬁ f?ﬂ - = \ [ 1N
.E I .
- - p2 =
L 18 (1N
(1 o
L3 [ ¥
o b 2
I i )
L T
1@ 1@ i
L Y8 [ 1N
- % - SN N0 ol
[Hw i N
ST NP N> )

149



Ob. I

151

B b mwﬁ b o B b b ~
P g 2 Ead
1 I 1 ) ) ] 1
Ty H B
o .
r/ on (e
m o o]
1 1 i . o« ) ] ] ]
! L 18 (10 < o Q]
X Y
H H [ #a N
L 18 L1
1 « o
] ] ] 1%11 |D%.T1 ] 1 ] ]
o g [y
Y o N
== E =
[ ¥ [ 1 v
H H+H
%l © WIN
|
L
! ! ) H ] ._f ] ) ' I ) i
' 'y
| . J
wy
© NN
L ] |
' ) ) g Ios I8 ) ' ) '
] o & <
Ly Y > 4
— — = . Iﬂu Hﬁw C
£ O.. — m — 1 — ¢ pon M
) @} = > > )
N N N o N N N o oo
ore e N < < o .ﬁm %/
i il ¥ o> &

150



Allegro moderato

156

alll Q Qll
|
T Ll Q||
|

NI Eulﬁ T
T ol {

] ] ]

] ] ]

$ mu ~
u;ﬁmwv Aunwwwv N8

e}
VZAE )

QL
H |
e
R
T
770 Ilriv
e
]
TR
TTTe
dev
et
]
1
o o
Aulmm\v Yo

TT® , A;_ N
A
s W WL A
| "
TITe m, ' ik
Hel 5 il
el § | g ||
o I y S [
Illf\ M.Ou., ' fllil
\ f QL m
L.a &na ol
™ |10 s el
.{d\ m ' ﬂ.r%.
\ At LIL m
™
M M 1 Mliv m M;?
b B u» &
q Iwwgv Aulmm‘v .Au,nw‘ue ﬂm/

cto

[Org.]

17
| 4

151



4

4

De - 1i._ Pa

Pa

_De-i

160

A\SV 4
)]

A\SV]

| inglo-ri-a___ .

inglo-ri |- a

o —0-0-0-008
LA & 48 & & & 4

s
A\NVJ

]
B —
17 1) 1]

yvry
tu in glo-ri-a,

Spi - ri - tuinglo-ri |-a,

y

Spi - i

cto

cto .

- cto Spi-ri- tu,

N

{senza Vine]

152



e
-

oo
13T
I ﬂw R
- A
N 4 :.... el
ol - rj.r
i L_ “s

Ul Tu I

. H |
B
[M M

I

M e mQAWd wemww wmu,

1
ﬁ”— | | ve
[
I_Dnm Q]
] L EnN
' q oLl
%) |l Pan
P <
A A
— | LHT. ‘o L+
ﬂ , i ' 4
M $ o i: Z
[ = =
G
TT7 « tim | | _
07 £ a2
i IECRE _ I
«h = R |
- T £ g N
1y
i
]J | !
e “
| { m { | a
ﬁ ™ m..
- @]
| B
| h N,
[ I < b Tu
-
2
g -
R=
ol g £l
KD v Nge §

tris, De - i Pa

Pa

De - i__.

in glo-ri-a___

in glo-ri-a,

e
[con Vine]

k o
=

153



168

i }
Via
Y M~
N -TI ui S amy
1
Ly 1
3 iasly P
I HTe
e
u_ o
| ] TR T L J
] g e )
e NbEe <

N

© ii
e
g b LR 8
s m BA ) Ly b
=
M QL
_ = & |l
< % =
Pan e
’ c
Pdl o
TN € ([T E TR m T
_ .RH..v
|
1 III’Dnm
te |
ny o)
] ARH‘_
TT7 ) B 1 D

tris,

-
v Qi
7]

° TN

Gl

<t R

o

- Ll
N

154



171

o

Auﬂmd nw

| | < .
el & EN
()
) N
e Wl g
1 C m
]
=
QL %
Nl E || I YRl
Q
$ < Lﬁur
~ Nt o
. [ Tn 8
l A ' .T ~_u
1
1 A A\Dun
(4 LH o
4 , a
N 3, [
, U il
B , Lnur _
' ]
' | | < . o=
£ & |
31/ 7
R e
g .
xlm COT m
D O nvﬂm\%

in glo-ri -

in glo-ri - a,

-

155



174

! N | o~ ‘ﬂm
= L1 - =37 , H
L T L T 1 & LE X L ee=
~|1 e & B ool e - o
L . | B BE-) el © 2 <+ 1
. H N _ 8 h &
L L il , ﬂl i - ({ n\mu.. | 1 _ 1/m|
N | 4 [ 18 ! a
J. ,[49 .r{N .Qmu. }11 2 _ all “ PH
) I _
L ]
f , 4 e -H | i o &l
17 : [T] © '
ol 1 T . o
| Il - /R |
N
j .vi i | )\ . % _ i il
. ﬁ[ L ﬁ _ 3
|1 L | | 11 | | nM \ | a [7e) i
j% N Ul = | - .
| HHo T m, n m Y w;
_ o _al
. 'y
n ]
QL QL ol 3 |
=}
ol o || ol oK ol S & _ ] w = Al
NP P AXWJ N oo b N N

156



177

A\NV

-

D]

1

V.

4

1 )
iR . .
End d o] L Imb
A 15
=)
B < M ) ™ T
H g
1
N T _ +N
(@) | |
™. o B
™ & _
o e Tj s |
« V.m
-3
¢ =
m i
£
' _ L\l !
T®
e 7 £
S
LC < H =
~ o EVMOD ~
o S N\ S
°© S
] ]lT‘ Rl +—
I al
T ]
] -
M‘ . T nm AHIJ.
e N o> 6N

tris.

Pa

157

[con Vine]

[senza Vine]




180

o
I
@

q

n £
ﬁ a ‘
T - - ,
o AN I
N
.Fl# I hl |
BB < Ay I’
n ~
L s T 2 M B
1
™ & 1 [ 1.
N 2 L YAl
N ' '
- . ]
b 7.[ A
! |
= (e
M~ b ]M L
o W
ol s e 8 MR R
_ = ]
™ = ! ’
c K
N 0 |
1
N S
| ..r.l -]
AL nr,mmda

men,__ a

- men,

- men,

— 1

1

.

158



183

] &# ' ¢
{ ] —
| 3 T° S
1 = C
0,V )
A o Ll 1]
W ™ .ﬂ.b .‘ m
™ & '
] i e = j.iu o
_ L
W an g '
N LII‘ e ~
t
L] P [=} 1 11
» 1... = m © i)
e | = _ :
o ta & £ & ]
] ]
! 7 ﬁ
L | e
~ _ —
y - _
1
[ I %Nm K —l._ ||
T
-
<
1
= |
]
1 [ [ - =
Sy )
] ! |
G o §=
1 -
~t ~Nr ~t |mc |
Vil %)
. = -
I.“Pv E o -~ -
T Nl |t 8 8 <+ (Rl
& g
i G i )
/ f o ——————— —

[senza Vine]

159



Ob. 1
Ob. I
ClL1

186

11J V v J}l
i C T s S
» |7 = [ Y. S O
=1 @]
! oLl &l 3 \ _ ol 8 v | &l
|
N R TR m ol m . ©
Lo
o g =
. &l - e | 5 e A - _ alll 8 wo|alll
Q \ v L
4
N e ~ e m +] g ©
C (93

—
- —

]

et

1 D —

T v
J— T t
T T 1

&

= 1i 1
T o

- - tris.

| —— n
i T T 1
! 1 I I
A >
- - s

i

P -

o T

T

Cum San

i

Il

[s]
Cum

4 3 5

|

T

1

1)

[con Vine]

~

——
|
T
=
. Pa -
I
T

T =

Timp.
T
I
~—
De
1
I
Pa
Org. e Vine

V1. 11

)’
s
A\SVJ
o

o CL 11
Hs—
A\SV.J
—o)e—
L

A A2

17
©
)

fa

1

fa
)

fa)

¥ §

fa)

17
s
\\Q\]
s O
Ll

o

160



~Y
T S ol ol
il l,ﬁ, [ | ‘
I o]
| OT,T i i i ﬁ
o TTTO - N
Ll Ly
[ ,
~t ~t N |
| HEE | ] ]
[ YR |||
N
[ Yu8 |
L & | |
. i
%' N
| | AIA\ ~y
N
N ol T}
ol
14, Gl [\EEE QL
A NG ADs NG

o O 06 0 o0&

L n Gn an an e 4

SN Ho
\jA\
L e
[ 1S ﬁl
=

~

% LHE o} ||
1
= NI
L - llr.l m |
B s) § ! e
; .
C 4 o
N = 7]
n G 2
M m - |
ot T m 1[..1
e
L]
\’\‘f B ] kL
<
LI A §
R 2 .ﬁ. 2 ] N
| | Pan !
ol % L ‘T
[’ = E= _
| | 1 ~.l ]
=B = Hy| = ||
w wn w
o 2 4” 7 | v
L e Wl e
) || (8] 1 [&]
“H &«
- o
oS _ _ i
L anY
114 = R =]
S M8
7 |
Qll m e [ Y5 | L
|
NEre Auﬂwd Auﬁw \

De

a

in.___ glo-ri

mn- tu

Spi

5
6#3

161



192

&
bt

PP
ol ol o

R Y " N S p——

—

C

.

o0&
0@

&
<

|
o0& &
& ¥

o 006020
LR 4B 4n g an 4

s
A\SVJ

nMu [} '
. ._
E SR L ie NG
S 2
on o0 .
£ E
= & | =
S Q [ YOI nw.
E &
. <
g
! 1
=}
] S Jelll
g
1 1
1
| <
q,% o0l 8
=
L L omv ,
' <
TN &
Q
' 1
=
S AL
g
- _
< , g
|| ©
g
< ffe| 2
4 - i :
|1 m 2 b m
1 =) — '
o1
83 -9
! )
HV -
N A ﬂml ‘
< w\v <

162



P

Al

*

e S

'
oo |

&
e

) st |

T

T
1

X

163

men.
men.
men.
men.

LYl

1]

men,
men,
men,  a
men,

tris. A
tris. A

17

JAY N
men, a

Pa-tris. A

1]

—&

i

—r

195

i Pa
i Pa

T

17

De

De
men, in glo-ri-a De

)




Allegro
4 1
Oboe 1 l]ﬂ'\! G 1 G A S ni— i ! — I
A\ V] I ) I T 1 1
é T [
0 1 [ —
Oboe I1 . - g —o— o — - :
\;)U } i - R ] o k J o
1 A _ . —
Clarino I y e, . = - — =1 f——
A\SV I [r _ - e '
Y]
) b t i - e ——
A\SVJ v hued _ S, o
Y]
fa I ]
Como I, Ilin F [ e = t = -
A\SVJ I ]
Y]
. i . 1 I T —
Timpani - I - - — *f o —a— .j__i
gl ]
o @ [
—= —
Violino | o S ‘fﬁﬁj—‘—j = -
o E==
S L
P g e 1
Violino I1 e - — ] —
©
a  [Tutti]
Canto ] —+— - =
A\SY 1 4
)
Cre - do,
[Tutti]
4 S K K N
Alio GC - T eri S
S S = v
Cre - do in u-num | De- um._ Pa - trem 0 - mni - pot-
[Tutti]
Q re} %. IF [V} }1 L7 1)
Tenore :@5" 1 1 1 .4 | A—"4 :
? Cre - do, fa - cto-rem cae - 1li et ter-rae,vi- si-
[Tutti]
— 2 R B ]
Basso I+ j{. - - 7 H 174 174
Cre - do, et in u - num
[Tutti]
Organo ! —— n-—ﬁ*h/ ‘),r {' Jr }
€
Violone 1
[senza Vine] [con Vine]

164




'x& tl i! ' ] ) || 1 ||
LB L 8 ]
ol ol 7 roq N
Q] B L 8 [Ta}
.L_ | , , o o o 'Y © o]
. | . ! !l ' ' 1 '
| Y o 1 I [ (YIB L YR . £ g = & o=
, . Ll L2
Ll 7 7 i . . x < ¢ x
m | ; . . S W () v Hv )
b o« | h iR sl sl o o T 5 i
It | o o ‘
a ty . .- e & o Nl . R oM | g
. . _1:. o . e E Wm g
I « O A = =
'. '1 ] ] ! ~
€l e ] | BEA o Jnu ) ™ & L B 1SN m N
e/ ﬁ (Al | _ .ﬁ _ _
=% 3 x 3 3 L ' -
n ™ = = \ % S
{ { 1 - b L 3 i lm
i ~ | = T = RN VSIS SRR 108
7 || i .l m .l.
i £ o 5 Wl
B . AT o _ o
H i NS Rk & ¢ & Ay < Y
[ % E E o £
= = =
'y i L TTe ™| E LI g= ORI
1 b _ E E
o | || e 4 ol N | = B T A O o
b _ pii |l _
i N | & | E Tl 2
o] ' o o | L) o o | o 4 5 «n| = A
Aulmwﬂ D NEe Au‘mwd ~ N NG «mw Auxmw\v NGre-

165



A..nuv ﬁ ] 1] ( & ( 1] e N2 m_ © %
§ ] il At A | L_ 2 3 m urm_ua m ~
o N a SUTA I oA m .
L ime Y ﬁr. Y .vtﬂ ..Tur g m m <+ Y
o W Ty o t _ #t 1
i O T - R RN U
3 JCAIV il IS 1 g « J . .
ﬁ T , _ 1]
E il .# o ﬁ oy e Wl Wy
.rlw ! Y T R o _ » _ BN
N/ ' e W 2 v —m ] o |el]
ol e N T ' : : ~
.HH_ ) ) ) M | q
. o _ i W _ .
I RN
%} ! 1] .“ .” H— _ _ | t I
|j o J _ ur _ _ Wf _
L 9 (1 | | L 4 ~ q
. 4 . | o el
b hann m . _ ooe
Mu§ ) ] ) A
H | ! ! | | [ Y % ' ~Q
“H ( ( _ T _ ! _ ~ 4
Aulmma o Auﬁwﬂ un_mw mﬁ/ o afre < o~ .

166



N T
)

T .RHJ-
tm tim
[ 1N [ 1R
1 1
1 1
~t M~
utiali et
N
) A

A\SV
D)

Au‘m

=
N k[..v
o1 o
[ YHEA T7e
T T
|
[ I
A~ ~Y
ol Ll
ol
@
Ilr @ |
I
o DL

o

1!&

—

—_

A\ND |
D)

1 1 I
d ~t ~t ~Nt
s T S r?I S T
1 1
) -
- e 3 3
Q ﬁh
_ T.J. . ' T
o HkJ4
] 8 8
773 A W -
= =
= I = ™
E ; =)
= ]
. g Ty
L
0 1
o o] |
® 9 N

la.

mni-a sae-cu -

o]

Solo

~J

659

65

7
.

65

65 7

[

3

<+ ¢

167



[ '1n.\§ Fur NeJ
=
R - W
.ﬁ e
hn{ TTe . viﬂ | [ \
a4 N b i .
i , i ! v
o o™ “ 7 ;TA\ “TTe ~t
1
i o
| i TR
o o ol e ~ ol g = PL
+ —r—g—t—i T
i B [ 1n.Q
.‘FHVV = ~Y bl
|
.1§ 3 ¢S -
r n |
[ [ [ [ [ [ I N | 2 N A v el
N n_u L N
ST A T N &
xrﬁ.‘ ~t ~Y ~y ~4 ~y R | N | E T
e n_“
oH o o MRy A
Vi S A
™ T1Te [ Y0 ilﬂ. B e ~y @ | o SRBL
M =1\ i "
e -3 e -
o i ~ s
= 'Y
'y o ole e
Ny 'y 1 o R
B ] ] v=) kn“l
N r Ewd
| | T ™~ \IL\ P
[
£ L)
A
— =11 — = 1T a It = e B
o M o — — E I~ i~ Al
o o @) ] B > > = m ]
N ol N oo oo
_TNEe g q NEre A, q < Aqu Do A:/ %./

168



| 4
17

(o]

De

he

rum de
rum de_ De

i

De-um| ve
Wi
| 4

| 4

14

ma

mi- ne,
e f

1]

1F

IV
lu- men de lu-mine, De-um ve

lu
®
|4

De- o,

-|men de

lu

N

2

De-um de _

e

-
»

™y
 nd

P
o5 0 &

P
.
-2

9

[ £anY
[ (2w

A\SV

S

14

169



17

<

<y

A}

"4
4

1]

1
-

Deum ve - rum de

ve-1o,

Deum ve - umde De- o ve - ro.

ve-ro,

5

65

65

6

i -
|4

6595

3
a VI N Y
Com———

<t

170



[ 1
At \JA\
Fimi +

[ in\ 1
onuT

[ 1.
L YEEE
Uim 8

20

A\SV

”

fH

o
Pl

4 m 1
ORI
1
WL
= L
< 1
™ 2 “q
»
™ 2 “
'
N m 4
(8]
)
3
£
N
Vi
A L L .
e
g ks
™ 2
Q o —°
N S 3 ‘er‘-
=] W
N 2
N m,
N
2
S aw
2 S|
] ]
@) <
Auzmwﬂ Auzwwd

Ge - ni-tum, non factum, con-substanti - a- lem

4

7 1
| 4

[

171



p Ob. 1
A Cl 1

23
A Ob. 1

| A N
M [} t 1
=
x
ol  in G & &
e T ] T
= &
g =
! ' e ~N o) o)
| | I £
i “ = s,
i ' e ’ . Sy %
. ! | | S =
7 I £ ) :
g ,m
I u__ _ )
i . T. )
, B PaL ia s ~ e
, S | m
, 7 , ] LHHV W
o N ST nm =
& = ,
g R=i
, g
IL L_\ r1 [
I & ~t n o) M =}
a3t T
] ] |
il |
] <2 2
(e el W} =2 m
' d 45 N 3
] b S ) o
L Vm S 7
) . _ |
i) ] ™M O N m
P 4 H i
- :
|| L) N S
il
.L A W R\”
[ 3 ~[ X ™ m ] L g
| | I Pan
] ] ] b ™ '
w g L
P p 1 W [l
= [ jan} [a~] [
- £ = = 1 A
o = > >
Ty oG ey q G e DNEe
7 Z N Z =%

Org. e Vine

172




26

(]

s
A\NVJ
Y

<

A\SV 4

11

.

Ls

A\ V]

\;3} ] | u

Tutti

73
(]
(L =
A e
2
Ll
™ ..m
N 8
1 =
B St
i Q]
o,
2
h Gy
N B
o

Qui propter nos ho - mi-nes,

Tutti

Qui propter nos ho - mi-nes,

Tutti

... o
-

1
Vi
| 4

I
1”4
r

e

7 1)

vy

o- mni-a facta sunt.

1”4
!

A\SV
)

I

IAYEAY
J/Ifﬂ
o @

cta sunt.

T
-

cta sunt.

=

Qui propter nos ho - mi-nes,

o<t

L]

173



29 )|
— S e B
y .o f o |t o1} — P
[ {awY 1 [ N Fi | 4 I 1 Pl
ANV I I )|
Qj t T |l [ 4
Va It —
17 | N | | 4
[#] [#] (7] 17 [ o N ) I | 7] 4
:@ T ] j E— T TN —1 K
\VJ { = | | Jyl I L' #
o ] —~—] SN~—— N ]
—op o o o ¥ - -
1 1 ] [ I &
v 4 T t‘bé I I T < —
D)
1 N .
. | p 2 - -
A\SYV ] [ | [ T ] é e
a I —d d‘ T
s D - — 2 = - — - f
[ 1 & | |
1 & Al 1 1
> » » ol
- fef F P P F £ I o B B
f : —— * !
v I 1 1 T — MaS— n
Py — —] g 1 R ¢
L [
o I i
. fFef —- —
1 o - o o 5 5 1 M [ — T
_’Tﬁ | A & | B A :(j_P' T
af ] I ] T | 1 v &
\;)Xl 1 1 L | 1 | 1 T f H e ' #
T - — \ — I 1 i
¥ » b PV
1 3
Fa) . A I\
)* 4 P R L = Py I\T] JAY
e\l 1 17 1/ 1 17 L/ IJ 1] L 14 17 "4 17 ;
) T 4 4 1 ryr—r YV Y 14 4
et pro- pter no - stram sa -| lu-tem de-scen-dit, de -|scen-dit, de-scen-dit, de -
| N A | N = N I A " A\
z ‘ ] 1 e e i L e B B
 R— » Iuj__‘_‘_l_ﬁ_ﬁ_l_‘_ Y — | 0 9 Y W S
J y r "
et pro- pter no - stram sa -| lu-tem  de-scen-dit, de - |scen-dit, de-scen-dit, de -
2 N I
R R ) & ’ R .k [7] »
{ 17 17 1 1] f 1] ] Py Fi 1”4 1] L/ Ji 1]
A\ I | 4 | 4 | "4 ¥ "4 hY L )" 4 | 4 1”4 1] 1V I haed
Y ! — r— ’ . — 7 .
et pro- pter no - stram sa -| lu-tem de- scen-dit, de-scen-dit, de-scen-dit
, iy o
B o e e e+ S S S S — <
Z 1 )”4 17 Ll | 1] ] Wi Wi & I 4 LS 1 | 4 I/ I Lr 1)
T L | 4 T l'I 5{ | 4 | 4 A 4 L4 | 4 ['l ]'I
et pro- pter no - stram sa - lu-tem de- scen-dit, de- scen-dit, de-scen-dit_
5 6 5 5 6 3 6
3 5 i 3 e 3, 5t 6 b
) ,
) m 3 i ! i 71
Z Ll 1 I T T Py 7 JE—'— 7 I T ]
- 1 I I - Al 1 é—ﬂ; L — 1
r J

174




32

H
A\SY

.Plt .FI*
Unl tml
Um L

%mur L G
T tim

~t 1~
~t ~t
T
™ e
ﬁl’.lL.VV II#

A
&

<

&

——

7
—

oLl I

JI.I. @]

%ur ™
9T 9]
et M~

ANV
D)

2

N
N
17

.

I
&
e

~ ~ Nt ~t
g T 2 T £ M| 4
1 S s MR s
< [ ..4 [
1N 5 e © 5] ||7 15
(] [*]
-5 HHd
N o = 4 Q 2
h 5 o M 3
Y =
N2 1 § NS > 3
+ o m HA- S ﬂ “
] ] k a._v
! a
N A 78 W °
M L el M ta
\ .DGv 1 m’ n @
\ 4 el £ Tre| £
= . = =
' 1 1
N g 8 V% 8
Q 31 [3) el o
g “4h 3
= o = [ Q
3 S < n G
7 7
. =] §
5 3 |m N
w i< ole
< oo N

65
T

Solo 7 65
”
ggl T

|
T

175



Y acau ArRy ey 2y 2Ry ACan acmy aCan CYey Aty
L.\ at. .. W . LN HE.N LN
~t ~ ~y ~y o ~ ~y ~t ~t ~N ~
ol o Wl e | e T 2 TTe] £ g TN £
~ . i ! hd 1 1 [ 1
™ K i Y Y e P e e _
[ YHEN e ™ ™ 1L o T © 1N 31 Ao -+
s : N8 e 3 NS N 8 .
ﬁ - r N . an -
L ™~ | W ~ -y - Y Y - e < I/ L}ﬁ oz N
e B _ _ ' _ |
N . | i) ) » 120 -
" T m ’
ol . _ e e n g 1T ol TITe < |TTTe
; D e
[ R L N / N 1 A 3 3 [ I ~114 ' | SN ' <o
.ruf ™ ..;_7 ‘. i) N ™ I 8 .F? 3 8 o L]
= a
el ‘ el N Y ] L S R S (e B (e B on 6N
[ 10 V L Ll < tml tm! Uml tml T
= Ay = N = H =
B 5 S S ™ 5
1 1 1 1
j= al =1 a = =}
ol - ol N [ N 8 g 1 g ™ 3 il
B L\ w o 372 w L
' v 1 1
e
NS E
N N LY pur 3 §4 3 ] ﬁur 3 m a g
o
E ~4 ~ ~y o] T o o tm o
o
[ Y0
(N
[ HEE L | Nl , T (VI M~ ~Y ~ ~ |l
o
4
N ™ bl b/
o
un o e
e
« .
q
ol s [ [ [ [ [ 1 i
N > > ™ = N N ™ N > - -
5Avnm“\v NEr Auzm oo Aqu ore A./ e e hu.ﬁvﬂ < nm“ﬂ q lw“\wu A,/
oy \ s \ ) —7 N /

176



Andante

J

J

J

sempre p

-4l

-
]
|4

mp

Canto [

Canto I

A\SV

[l

> o 17
ol o TR 4
I i
!
T ——
I T 1 7

v T I

¢/

Tl

M .
I

o o
1
=]
1

Vine

mp

177



42

}Ji N 1111
[ ®|+ m Ik (Y1
L1
M~ R [ 1 [ 108
L 18
- o
. . L 158
~t 1 ‘L,!LJ &l 'Y ol
i IRE B
i A ! H
I M g k ﬂ ol
(Y i L Y ol
.,
1 Wwa; M.WTT L
4. T I
A~ B v | Ay %“
e | 1) t PHI 'Y
H i L i) ]
oh| 4T L h »
ﬁ.i Un h.aliw TI—
anan iy
bl || rur ™
| i ,
| L1
o o]
T k)
b il i3
Nt ™ [ Y [
A b g 12
~t binl huﬂl 37 o
.\ | — - L.y
~ e e NEre NEre A A
e W e @

: aQa
il
—y| ol o n“m ol M
mi.
] L
~NY M“ ANt ~Y
|
|
(180
M~ J‘. A~y 7
.A -
1}
Fad 4 - - HH].I 1
Y
- ‘l.
—_ '. —14
el .- - ™
4
[y
(YN T
1 1
At Ay
ol ol
N .E.N N .
N Do MNEe A
. NG 7 NG o) N

178



48

M«
M
L 1IN ﬁ .
'y . f
B
Nf% L
o | o
LB o«
. o
sl b
o« o
Al .
N “, ™
F Es
~Y M
| ]
L. ..\
Auzmw < wﬂ

1 , \ '
il

ol

o

|

|

At Ay

Tl el
w{i —wallt

)/ Y

Fa
7 §
A\NY
o
Z

'l 'y ' 1 'y
ol o AL L
(Y \1} |1 . 'Y
[ [y H
101 ‘Lll, (18 i [y ['Y
o
\ ‘I]
—||& . Cerlll . Y
[
(Y
sl sl |
il 1 i
.l | | At
(18
o
Y Vil Y 18
o [ in o
STt STt -
[ YEN [ [y
|ﬂ.a Qf ~t ~Nr & ol (Y
K., WE..N . i, L.
1Auﬁw G NG e @n/ N
5 / — e —

179



53

T ]jll M1
o/ o Lin )
bl Lm < L JERR
L ~t 4 'Y e ' ,
L jnv. N L ' W
(1 ] | ;
bl bl ( _ L YaEE
2 ~t el L 1 Eatd a 4 .
ol L0 10,
I at- (18 E o L g s o (el
, o ! L
N N Y e T Hh :
s I ™ ™ 20
- U e R
L15a N LI\ g ) i _ 3 m | JEEY
Al Y “~ b |
I ’ L ! & = s |1 o]
, o T T o=
L 3 L
L N ?, - Q N 7
& b % Y ial (1
Y . & m L]
L 1~ N ~Y L b hO‘[III
(18 2 =
R PN 2n L ‘YR T 2 i
| | Ay Ay ~t K] End 4 ]
1 Y Aary g b
| L YaN N -l (Y ol
L L .
API L onl elml ' b | B
N N b
&4 sell N N %
.. || ol ol TN
q ~y T BERE
L 18
o | 1 HI- | |
sl &e | L]
L In L I8 =
TS TS . ]
o ERR Ll "
I o i
] s b .
S ~r ~t & .rxl.; .rJ,_ Ul 3
i ME.N ME..N K. [ Lo v th
R s s I e T 2 N R g AL
/ ‘A 4

180



~t | 1} | | ]
| 1] L]
—N| o 4 B 11 I
. - o
L L 1 = B 3 | 10— .
———— - , | b 4
| @A - =
- 3
o Z CLN=)
E 2
\ o ‘= =0
U . . [ [ )
&M = | | N
| & & |
b o lﬂl & ST N
- -4 n Y
-ell - Plu e e e
|‘l[[7 |‘1T
1 A ; 14 1
ul ul JREREPUEL T A ks
Ay ¢ “Fe L
o\ N . _
r o | & %t m.. on T TTTe
o HH L L i
-¢ - N3 e 8
- S HN o™ .-J[T [ YRR
I 7
" g 1L & wven (@] { YAAN
N 3 S 4
N N =
N e s el [ Yai
-]
H A BES HF.N
U V u m U .o ole
NG e P i TN N A..
\° Ne—

60

64

A~ A~
51
= T T
‘B0
<
ST ml
|1 P
| n
=] L [ 1]
!
< oo |l §nt
0o Ll
<
p= il Bl
i1 | ||
e
= 1 TRk
N - i
1 - - [ YRR ...ﬂ[uﬁ 5l I | ]
-
- - o Wl l L
- feo- QM = .|L‘ i il L1
|- —$ [ by ' . N L]
<
N Naﬁl nMa '.Ilv M 1 {1
_ 1 L 1
1 N- | , ] L
N- .- : L] ]
4.01 _0|P 1y 5 ol B ks 1]
J..n ) LN ) H .\ 154 — K.Y
e olo ole
uimwa DNEe DNE s DD \ \
— —

181



Cor. I, 11
a2

69

'y
+E5T L
i i i
L) g i
q e ‘BD A
J.
8 I
4 Ty :
( ﬁi.
Tw
P} =
W -z i
b || Ej
— y
TSN
B Lt ]
P o™ 1
Pim Ya = |
Jh-
$ i
. 7 <
. i) . s ]
q L
b
TTe P =
[=}
2}
5 = HH
L1ON ©
€ e O

gi - ne,

Vir

Ma

€X

L0
'L'J[

Thig

L 00
T JI

71

il

L'JI

Thig

Vine

72

(Yl

A\SV}

Fs)

est,

tus

na

ri

ex Ma

tus,

na

]

tus,

na

182



=} =}
g & E
1 | 1
|
c Qll o
h|D =
=l

[y
X
'8 e
4XxT
L 3
“ 3l L
QL o ]
il .
( i o
m s
e | I
b syl DAL
maal ..
~lel L -6
B
J-- - s 1\ I~
- - ,
i Uml %1
11
F L.uV &
N ) . IDll
1
. at. —
TR 5] ) .m1
| LN
T ul
..r#
AExT
ol e
. .._hH.'
ﬂﬁ% i) o]
e L
] T
c
} ID\
RN TR Y
I oY T
LN 1. 1.
AN DL D <
ST TN NP

;1-1 e
el | Nl |
4EXT 45T
| N
ﬁ/v N
(11 4 H
L.-_ i
lr
Nl | el
4XT LT
N
=
BN — |
n./ \

PP

q o um !
| i
- o o
i <) Ee E
(O (I
o
-el/ 'Y
'l ' .
[Y
ol
bl
..I.I. 1 1
X
. |2 oS 2
[
X9 e o
i o i
L1 o
L 18 L1 i
o« o
L 1 (10
L L B
L 18 (| 1N
o o
4 (18
&l s4
o o
ol .mﬁ Y| B Y s
- -y
KX
18 - g ~t
"
l’..vl -
Aa o 2 Wl 2
(] (5]
'Y b (18 2 e =
— .\ (5] (9]
114 L ] [ '
e
" v & &
K. 3 N
< < e

i |

-

.

l

183



I |r | | { |
§ |
Tl ' §
—Te|&_ STV B _‘o. : r -
pan ! | |
UL |
R any Ve . lw i
At Em | L] H— —
4 iy P \
am. | ™ i
1 ] 1
e by N T
Pank ||
by un TR T T
e e e T
AAE x
ST Un ~t M~ 2T T T
el s [T a8
8 s Jras
Em T ~Y ~t b 28 mn
R=s i
L L % 1 % &8 i TN
4. © lv v BIEES
m u?.m e
© e (. Y
hiel 1 _ n. N =/ ||| |
o L i r
- ' [
..ru ..ru = = o
. . K. K.
AU%J Va Ua A % -o/ oo/
N ——— A

184



Cor. I 11

85

™
u.l
[ 0.\ ,
et i
- o
Lin L ing
B T
M A
o tim
s RN -Ql]]
) el
Lml o1
| "
— | | = |
> =
[N K.\
O nu,m\

N

Org.

b

A Vv ]N
Pl N
‘s o
; B 'y
I
. N
“y
T L1yl
. i
|l -
.
. L
i v o
u el e —a
il —Te
) i) N
e
.||| U.l NI..
Bd
>
T
o ﬁ
o M  YEES
llp M [ YRE)
N i o |8
£
>
(LN . 4

0
17
7S
A\SY
)
0
Y
&

88

mi B 79 (Y
AxT
y 1 - At Lv. 177
45T
- - (v
" - B~ R Y e
il Y i
»- - .
(SR - ug
i i 1B TS ® e
Lot ..—..4
B T
™ T
1 |
[ ~t Nt
3
=
i T Nl
=
H P =
\4 —u
v 1 - ~t |I|J
y - - BT ™
$
- i, -
Tk e - T
e Ha H e
e nunmwwv Au.ﬁwd N 4/
e A

185



¥ A

A\SV

91

186

Lo i il ol
'y

o || IN ~t [ YuE
S S L ® o

o ] 1 ] ]

2 L Y H L 2 e
Y o] | in o, o
'y e L YRH | ] il

| . T R 1] - o0 e

24 'y HH A

Q | 1 )

ke o il [ R
-al L [ YEES - s uw “, NS <o

H+H | ]

| | i b |

ki L T Te ' v

.J || e ||

: Ik i !
ernnk “ i . SHT i Py

L YHE | o T T
. T

o N N Q k) ~

i 4 N i Ay T
9
No_
X7
- EL " .
LI [ Y At p e LI‘.‘ 171
(Y (Y
T T 1
e oo 1 -om i\ a [
4 HT
o
m ¥
— % jlu ?| - R A
A~ AW“
@] Y| \ el
—w @] 'Y
[yl .
1113 o ) ™ = T
BE.N HEN 1N HE.N TN
ﬂ/ . meﬂ Auzmwwv NN hv.ﬁw‘v Au:%wﬂ
\ N 2 < vg




98

>
9 99

d

179

P @

L2

A\SV ]
D)

U

sub Pon

- bis,

no

ti- am pro

4bh
6b

| ]
H——— ————
X T
| .
N N
KN Ke.
A \

Cor. I, 11

102

SE==

1
%

&
&

NS

| &

0]

a VLI

ci

o]
1
Cru

pul-tus est.

—~—
se

et

A\SV

@ E I ¥ 2 1 : 1 L
DY)
pas - sus ,

Org. e Vine
sb

.

.

I

Bl

187



106

E-EVan
M w IJ
o T
W
|
: .
Wu‘,f 2 ]
) ’/ ' 41 1
v
DAk
S SR jr
. L ol
e vy len 2
e T8 ST =
3 el £
. I hinks
! AJ)

)} Ny Rl o T
w aL Pt 4 At
. . |72} 1
e + & 1

Be L
e T (o
(. K.\ [
< mwa <Cre e <NEe

sub

- bis,

no

ti - am pro

Xus

fi

g s -9l
el Yl
o ™
(Y [ 1
(¢ Q@
—_
|-
. mxn
—y | |al 'Y 'y
'y [y
Q %
a4 L |
Arll .Lhw[
o .
Y (4
'\l (IR
W] ]
a\ -4 1 S
e -& S S
Pt 4 Ay
|
T TR
[T e
'y e
18 |%P HY |
|
N
whu.ﬁ O NEe e

4 " AN
wl
- Z
ol K
N | |
1 « 1L
158 -3 i)
(i m e
1
SRR
- & TR
~t ~t
TR 3 e
R - 1y
ﬁl. _ Y
p =
2 H
1
h
“ o
1
= 3
1
=
S
a
< ) w

sus

pas

sus,

pas

to,

-0 Pi-la

Pon- ti

AN

.

yay

nen II,J Yy

o<t 0l

rp

188



113

M, e
..
./ ,
| " i
o Al
SR =Y Y
a Sy
1 A NP
TN .
- | | N ‘ -
7 | ’ . ~ ~Y
! e
Bl _ % 1
[}
/g
] =) k E Elaint}
'y . B z s
[ ¥ [ ¥
. dle 1
My @
. .
(ol (4
o Yyl
(oL T
ww H N I %Im
in
.. 1. .y
< N DN @ w

sus,

| 188

| 188

| 188

| 188

s€

et

116

o B
| m i (10
L 10
9| ~Y A At [ Y .—.J[v
LY
] ] 118
I
] - ~t L:; KT L1 ol
! |
.- '\l
I | | ol
- HH %2 [T @ [ Y [ YEER
], oS o R SO =
ST &[TTTe via i I e l_ Ql_
Y .
—_ —_ ] i
L]l! 11&.. e 2 M 2 , 4
& || & |
i) i) 2 2
i . . %
.‘ pan S pat ﬂ o<t Ll
i e | |
e 0l |
H * [T [T
< ! |
H |
o o3
M - L= T =] BEA, n
kmd ﬁ 7} knﬁv 17}
i TR ! 1 179 il
. - [ ! T T
i) | & Bk, 1]
& 3 Y i
L g s . N-) b ®
i S la HENEE R
N oo ol
NCe DNEe NG NGe < nm“ A, A'

189



Cor. I, 11

119

Vi1

H
v )
A\SV

V9L I

'y
Nl
I
.
& nu L
.
'y
Q|
s
&
ol 'y
Iy
.
Ny
s [y
& A
e A'

Vine

(T LT 4
AII' y \’A\ BR 17
i)
L 'y [ *
oy U W
N H .
b
ol [y N
- .4[
o i
H sTTTe n
™ | |
'.I 'y ud ] H
i Y N M
& 'y x 9 I M
EE T ~ T
2 'Yl T
N " 'y iR
2 4/ T
~ ” 'y T
'
2 /] T
o
—$ Al W [ - 'Y iR
AN . ?
3
Ny
L1
'l e
L YIE
At ” 'y e
LY
4 e
s, L Y & !r. e
.
N N o o
nnu,mxd e < A./
N \— —n T ——

190



Vivace

"l]]l
o
o .
3 o
I
ol SRR g
NI
.ﬁll Ay \J)\
Q- o] ol
alll N ol TTe
oL e
Al e
R SR T
Sme S O O v
%AquwJ AquwO me e

Timp.

L) ]
kS 3

~J

»
1

[—

- —

V9. 1

f]

VLI

[f]

ol 3 g (el g <l
] ol
TN o N o ol o All.;
<
b 1 1 A
{rﬁ ] ™ 5 | YERRECEEN eV
< Wmv « 4] ~
] [~ ] ]
= | = L1 = [ YN
1L = pri| [ [ !
s P 9 @ iy O Qe
«n
H 2 e = (YRR
) 1 1
1l o el @ ol @ L
) 1 1
o]
— i - — —
LS T 2 s ||
M2 T 2 A e T
£ . £ . £ . m~1
SN R ETY @ EN @ &
o v e a
™ V N ole
Sl i

e

ter - ti-a di

Xit

3% |

<4

Org. e Vine
Tutti

o 53

191



'y 1 Ty - |1
] ) i ] 1 ' i
N . T o A
I N y I
o , [y [y
| [ ol LR
I L Y -~ L YN . o |8l
o il 10 ]
i ' (Y (1N
2 L3 o
i LY L1
Ay A~ L L . | Nt ~NY Ny g 4 ﬂ!
~Y A~ ~y s~y ~y | ~t ~Nt ~ ~t [ YauR
] | 2 ML {‘j N m TTTe m L{f m. lljﬁ m IL!
q q !
o o« ol Y ﬁ’ o 2 : CoTTe ! e |
| | A m
alll ol TTTe T 'y Y M3 2 |ad & 2 e w
('S o ' ' 1 Q
'y N 'y N ~ - 5 lelll 5 5 on
T T T 1 i ‘J 1753 1T @ T @ §
Ul s 11— MR I I e .
] S = <
1 —t 1
1 il 1 g L , o
k) o L v 3 Y B 18 g .
—.‘ 'y 'y _ |l
QL ol ly Ny M '/ '/ ol TTTe m N m i 9 o6
Au%xﬂ Aulmwwv DN NEre A~ e ﬁmé nujmw\v nuimw Auﬁw@ &n/ @ﬁ/

192



193

,
% %) %] ts ©
2 » 2 g AN 3
] 1 ! ]
E A = 2 N 2 ©
' b m 1
=
S |¢ i T
Pan |
| : : 2 B .
} . = = =
1 al 1 1 aB 1
(I Eofn idme e -
: ' ~ 1 ' 1
- an — ™ — -

o

ool ®
1)
¥
5
4
>

SeSSEgdds=Stosisdniie
| S——
- tris. Et
I [
JAY JAY > -
I I = ™=
——
dextram Pa - tris. Et
3
1/ 1] [ 1T |
| A—— ——
- tris. Et _
int fr e o
]YI — 1 } JIJ\ T
—
4
- tris. Et _
3 6 6

133

| o @
| 3

| ¥ [ <

s ! 7 | & g & ° 4
g g g
1 [a~1 <
5 E s
4 > >

0 3 3} <t o
o] e e

N2 % 2 NP oeN|| 2 .
» R d Rl [ R | R d
JA\ Ny At aY v% N |a@v e -pﬂv M ..%
] 1 1] ]
N 2 ™ 3 ™ 3 ™ 2
] ol e N E N E ™ £ N §

ol = I =2 = -
‘ 4 N 1 ' 1
11 411 (] Q [ %

b | L] L) [ m s S | || w i<t

|
Rur, g ™ & i = ™ .S
H - : = = g = N =
|| ﬁ.—- IT b VR h W T 5 b W]
|| | 1 ) ﬁ |
= o = MI =
A -+ e ™ 8 ™ 8 HE 8 8
w2 | | (7] 15} wn
] @ NIl & <
a
L e el N R % 5 enN| 3 N 5
5 ore nu«mwd A./ N e




4 T
—Pm:g—ﬁ 5 '—F:
I i i A — i P
\S 2 1 1 i !
— S i 1 —1
fa) | J— | L :
T i - p———} —— f f T T
' e e BRI  , .
» I iy I - P P
o !

]
|4

Lo -
1 - =
[YI V V {l 1 Y1/ Vi Iy 1] 1”4 I | I L 1 4 I I
e — = YV = = —_—
est cum glo-ri-a, ju-di - ca-re vi - voset |mor-tu-o0s, cu-jus. __ | re - gninon € -
4 N — N — NN P —— i T T
y .1 I W W P — N N ! D S S S T i !
est cum glo-ri-a, ju-di - ca-re vi - voset |mor-tu-os, cu-jus | re - gni non
H A—N A —+ \ | !
K N1 a) 1\‘ ! N H T ] T
\Y ] 1] 1 hd b ‘ i b
4 |4 [
est cum glo-ri-a, ju-di - ca-re_vi - vos et |mor-tu-os, cu-jus _| re - gni non _
L N P
. IAY | E—|
. 1/ 1) Vi
d 4 é | 4 ¥ 1, IV 1T 1 M t T
b H—_L_‘_‘N—V_H e

194

est cum glo-ri-a, ju-di - ca-re vi - voset_ mor-tu-0S,_. . cu-jus_ re - gninon € -
4 6
s 3 64 8 6 6 4 3 64 8 6 6 4 bHs 6 66 9
o " R . |
[ s '—W; i :L},_q:tﬁ_‘

o | 1 | | M

e Lié 1 1 | P 1 1

| f — P =



141

o

€

<

A\SVJ

ISV
D)

nis.

-| nis.

nis.

‘

‘

7 |
V]

A\SV4
A\NV.]

fi

rit

fi

rit

A\NV ]

e-rnt fi

oy

nis.

fi

rit

10 10 10 10 10

10 10

10 10 10

10

10

Solo

195



7145 Ob.1

g
2
g=
] ] ] ]
| ! - 1
Hei e R
~ ~t \H« y ~Nt =l
|
~ ~t ~ ~ A~ ~t )
| i =]
1l ;
L in T n § i) T
e e
L
W Gy
'Y 'y
QL e 4 i ? 1§ |E
~ ~
Q| T ~ 2%
)
_ Ll i ;
T = — = a — Te= e s
£ —_— — — — I~
o o T > > 8} o
< T D q < w e < e < wé

vi-fi -| can - tem,

vi

149

ISV

LY
<
L Yl
LY LYREE ]
M|
C C g
=
D
m ¢ £
q g
. . 8
g
2
(&)
_ = 5
— — w2
> >
< w q e

€Xx

qui

vi- fi - can - tem,

vi

et

10 10 10 10

10

6b

Org. e Vine

196



| YHEE V ~t
b Y ~
|
DL T L Il m [ YR
ol b | ||
' slog
|
1] 1 | |
o
e 3
AN
N 2 B
Il
- *
A b L [ |}
Pan !
TR .
= =i
AWE Ty = Lur
e N D Y
PN
{~ '~ ]
. SN % v .-.Ivy =] II‘
M. o il
“H _ 'Y
. .\
- = — (&l =@ ol g
el el —_ _— e
e} o § > | > N os
ﬁhunm q zw“ e < lw DNEe
2

ce

pro -

que

(o}

Fi-li -

- tre

Pa

Org. e Vine

Ll
]

(>

157 Ob.1

1] =)
ST
] ] 1 ]
| 1] 132 BBL ]
| & oo 1]
# ET3
- -]
[ 1B
o1 B o
] ] ] ] wlo -
]
o | £ on mlll
h‘
—— ——
~ ~t N ~1 [ JEEN m ol RS
0 .
A~ End 2 Illﬁ e OIIIr ﬁw [ 1HES Y
&£
[ T [ YR [ THEE [ 1085 \ﬁAw | S
1 1,
£ Ead
=
|
[
ML - H
|
(1
]
[ YN L] o<t @]
o Q
=
.- -
| = L] ll = C - [ L]
T s (T =—T] — po
O > > = o
NG DNGe <N N

197



bl :b
9
S]] 1N
3
IMJ. £y
et )
ta TR
u.l..
: )
N
<
/7.# b
o«

Vi1

VLI

Solo

"J

mul

s

ad

mul

si

i -

Fi

10 106 106 10 10

Org. e Vine

[

[

Il
I
&
d

161

164

T® ~t i~
1* ]
b | » T® 5 ol m .
IH BEA, ) .
N BEL e S TII s et
I Rl i
] TTe 4 m.. h S m.. o (@l
S S i
I T Te TTTe =0 N =
H e w o]
L e
y e s Wls
< (5] (3 (8]
iy
e T 15 -9 o |4
i)
LH ] m [ YR <t LY
ITI‘ !
S S I A A
B 1L
.I..lr' Bl ! 1) ©
l g
™ TN B L8 wv N
C Cre N DN n.

198



[ 18 @l 1]
LN 1.\
ol 4 ¢ Ny ~ ~y T
.
|
TTTO ”‘+1 i ‘ll! R 5 M~ M~y LII
THEITII i
B ] %
1IN TTe .. «_ N | SR g T
jL,l o ,ﬁ ,Iﬂlll 1 1 1711
,T Y
. , b | L] o |11
7 :. ﬁ ' '
] 1 2 i ) o o
| i L5, | 5 e W
! [ ¥ [ | \
o o NS =
o o o o
11 ] =
L 100 LY N g ™ 8 on el
T . .
o U L
(1 (1 - -
o [7¢]
% g i
] pUV ] a Y 3 | ]|
1 X | X 1 = e
H - = Al = .
H O H o
I ~ s
J | | 1 ol [
I At
] ] ] ] ] n
J |O.. L .|O. M~
3 2
~ ) o o= £
- . N =
5 o - = E = - 2T
o} 2 @) @) el > S ||
R il il k. ol . il
< / — /

199



172

1 ﬁﬁlw
At ™~y A~ y N M~y m R m I qma o<t '.I.I|
2 1l e =
A L e
~ ~t ~ v A~ ~y = B = - o<t@l]]
i |
Jl[ i L L Y : 47 e T L JIS ek I3 5 ain
e ] s
. K 4 || o o
ﬁ! L . f . .. e [ o |TTTe
o« o . | ] | o
ﬁ - Hy 'y Y ' .1
s | + ol ]
|| o | Yo | Y o o © el
\ o | 3 ‘
L S S
| ol ol
! T ~XXT
'y Y
(D QL
[ 108 ol .Jl! T7e [ q L
(13 (18
L 1 L1
L B o d
o] all] ol o/ 11[4 Qy ol
JC IS ol ol e |8 K18 N
[y
oy [ YUNS | YR Q| [ THI
XA
] ]
ol T o ! ol (YR
k.= -3
B R ol ol  Suil
S < AuI@J szmw An/ .ﬁw Aulmw .ﬂwdu w../

200



po -
po -

a
a

et
et

li- cam,
po - sto-li- cam, __

sto

a- po
et

et

li-cam,

I
T
”
sto

®
po

.
a

cam,
li-cam,

Il

o

.
li-cam,

tho- 1i -
tho

&
tho

C

ca
ca

ca

—
P

san - ctamn,
san - ctam,

176

o

san - ctam, __

A\SY,
Y
Org.

e Vine

4

5 6f

L

6} 5
e 1 Al —._a—

N

N

u
u

te - or

te - or
te - or

jcon Vine]

[senza Vine]
[Tutti}

Con
[Tutti]
Con

Con

am.
am,
Tutti

si -| am.

si

cle

1/

am, Ec-cle - si

Ec

5
3
o

Ob. I

A VI 1
A VL 1I

A\SV.J

181
A Ob. 1

H
A\NY
D)

si

li- cam Ec|-cle

li-cam

sto
sto
=
Ec - cle -

Y

g £
o g
=
o
L
i
>
L XX
Pl aR'al
e —
o}

201




) ]
| N e [fe ' N 5§ .
. . | i
B ] || ™ & (T & e @ ™ © ©
| L} | \ 8 #| s C 1WA
A -” ] = o ] ) 17} B @
g ol 2
1 E
, W \ , _ !
| i
&
s o 2 = |yE
_, T ' ! 1
FIA Aﬁl N & e = N
1 o]
.fr’ N N E W E H = N S
X% = ~ = 7] B
N 5 ¥ w _ | |
' ' |
B v ol
| 2 o E
- —t J_
o < ! -
N TTTY ] T 2 =
4 | aes Srs) E m \ 2
- ¢
. o]
LT 4T 1 1 [
& M [y [Y L1 ﬁ ™ 8 )
1 ‘ « o g
»i ] .7 s e Wi o= e m "
o 2 A \ «oh| & Tu| = N
= 3 N 1 A e e - 3 \
| g
T e =
i i D g
= ! —
>
. — || . — . . [}
— o] = el —_ = & — = ol m o E = = gn
Nl o —_ — = = oy = =1 X
o) o) O @] S > > o
R ki iy s S R e R
At \ 7 v

202



188

ry

-

_'_ i

o2

A\SV

.

' 1]
— 1] [} ] Ny
Z ™ 3 2 ™
Ll 1
(]
™ ) »
s = L n e
1 - Ll
e % g
I jHUV i} ™
1 L1
™ S i
;
4 ] i
N ml N g e
1 t
1’ 5 ~y 5 ~t
HL
il e E T
7 =
| JEE ) _ a
(5 m i JE m r}r
l ! +——
ﬂi ] I ' L
[
NS (Y
! 8
1 )
<
Q
_
M Q Q [&] [ 1]
L Q
iR 1
™ & H ) m | |
' Lt + n
™ % il 7] ||
_ ]
1 1
B=] | 4
— E = °©
< wa m\ | o N

Et ex-spe-cto re- sur-

to

ca

pec

<

T

203



Jllg T
| v,.: tu.v LY
1 g ) n ] ]
alll ol . _ ., ol
W N
o B |
o . ol
,,,,, L i L
N
<
[ T, L Yy At A~ 1~y M~y IIIJ
& |
Q] |, A .]4] yﬁ ~t M~ M~ ~Ny |
1
. £ £ £ £
aas et B s + 2 |MEE o 2 TN B 2l
q q
N ol e TTTe ) . TTTe ) ﬁli | J:ul
QL |w [ YENE Ll ~ o o Q! o Ly o T =} el © o (@]
[ ] ] L '
Nl i . T o Y N 2 N 2 W= N = AIL
| 1 | \[[ Ul s [l 5 [4H E ]
[ 18 | ‘rﬁl k) il ™ £ ™ g ™ _ 1 £ ™~ |1||.
| | | I W) Q
| I £ 5 S
o L m N O l & o
| | , h m M m uB !
] ] | i ) n M -
Q] L || L e ™ & N| © i 5 o
4T p oo |
(1_1 N S 2 S I
1 Il 1 l
PLN T NI 2 & & lw e ]
2Aquw NEre Aquw\v nulmwxv ﬂf zmwé DNCre v A
2 LLLLL {

204



A\SV
A\NV.J
A\SV]

oprtl oef

Py
1

b g
P |

.

pel e

A\SV 4
[ £anY
A\SVJ

205



Allegro

199

L=

A\SV ]

q

A\SV]

alll s
]
..
1
P Y
ol E N
ol = |
] 'l
.RH',_-
o m ™
QL
] ]
NEE
QL]
' )
BRI
> b b
Aulmwa Dre nu.ﬁw@ nn/

A

- cu-li._ _

tam ven-tu-ri sae

vi -

vi tam,

Et

9

[Org.]

-

206



203

207

= o
| | ) ) ] '.I
(5] L] m
AL T ~uin * B~ 3 3 1 L
' ' ' e = "= (]
1 1
e ] M 'n_u“ ™Y -
~ = e =
» LR N w .
T EREL) RL anb Tl @ e E |lem 8 1{[ g ]
| e L = £ E i
! B ] 1 1 ' ..,d.mﬂ
W I i I B S | | {1 v L
I | : e T
. ..lv‘ | | m ] ]
] ] 1 I I ] 4 ) . 5 H . H
BEN Hy| = < N « L
7l My
g el 8 N 3 71
T T N 4
! ! ' ' ! ] I s T
! 1 1 i ]
14 (1 - L L (5]
N \ B o I % |
TN
M ™ .ﬂ 78
5 4 5
> >
T T 5 g N5 ©
1 I I 1 I ) I s g
! 1
s Ll = Ll
| i
[ ( = i m i
N o . ols
Aulm“d Aulmw NEre Aunwm A, NG Aw#wd < med NG \
N—



207

3 M
N | ] LS | | ' N i ]
i — i ~sxf —
| H 03 I i H N s |nl |
LS
[:— (Y L] M ! ! . | || . H
£ ! i £ : 5
Iu . " lu I' m m 1 ' N
—— +—— —— m '
1.7 TR e I.i TR 1— < s |l oz | wo ol
I 11 T 3 7 7 ]
I o [is hi o
o W ! 1 N2 e 3 . . "
! L 9 N ! 2 SO G E |l E o | RH+
L i | ] L 1] | = 3
| T QL ol I N 1 g8 N g TRl s |l s v |aldd
K i I
* T g TN N 2 4 g2 e = ©
=1 =
b P —H e 2 1 2 .
i Nl N H i n . u. m N m L m | B w TR
1 VBRI TR
— A | - — i i =
- — 1 g
| | I | | I || ,a I
o hi. [ i [ i} [ o £ [ _ HE R [ (Y
[ ( ]
T ! [T | IM ] '._l
|| Wr i o i
NEEE N | ! \ N N I ] « | R L 158
i - ] «
F_. ;MI o N‘ = 'Yl
.M 2 N 2 8
ol T 1 e Ayllm 11 i 07 Y
N AN nquwd Auﬁwd ﬂn/ e Aqu\ Au.ﬁwd < Do @n/ ﬂn/

208



211

1

T

H
" §
A\ 4
D)

1 [
[
... v
H W’
Fmﬂ A
an |  «n
T ER
~ ~t
il N
ol
o] i
N ]
PR 3
Aty AN
afie o

S |
I
q uT q me

1 v.
= L <
3 s m ¥
H N m | |
. e N
gy L] _
] Iu i 10 DR L YEA
,, [ 10,9 ™
o
N L I\
! Il.l.l {4 L
N ™
. '
axil i
N : | i .
i g I il E W
] B . 1 |l
LIRAN 5 < ol 5 117
Il 7 I
| D L[]
Tl 3 . ™
BN m b S alllm N
1] H 1 IL
L g ]
[ YN R IH ] [ Y |
1 m.. ™
- L] 2 - |
I m ; ) [Ty
prias m y
. » >
= ] = g 4
L L [}
g £ S
9 NCe NG A

men, a

cu-li. A

ven-tu-ri sae

-
»
I

]
)|
1
|

L__x__-—ﬂll_d——

209



215

A

<

<y

¢4 o dddd ¢

™
N L
-
™ g
.J Wi
P
o
o
P 1
T
TN
Pan
»
NEe <

~—

) A 1
1l « ! <
s
i ) < m
g A g g
g ]
1 g =
V. ] !
- 1
=
an B <
=
N n m =
] ) ]
] =
h g Hﬂ ] O
= >
1 (| 1
M <€ ] < =
= N g i
2 2 2 ]
= = ||
Q Q (— =
! ~—
1
] 1 n
B
T
v o
3
L = =
| |
= r >3
T oUaT T [
= a =
«™N o M 5
> L >
L | i S
g s 1
SII 1 | | 1
At ] m [ YEA w A
Voot =
4 S 5
. an =
- o va 5 NN H
=

P,
T -
® [ ]
tam. .. __ ven-tu -

men.

a

men,

e = 2
on 4o
-3
3
w4
—a
64A
~ax Q]
G Yo
<t tml
o
S YR
= g
S e
000 Lim
H-H
AN
- ol
K
©“ | |
o o
e
o e
< 1|Ll
o
F |
O
wz= | TTTe
ﬂ/

210



! ! | 1N o ™
ol &l = > e
=
8
il [ L g s (Mls e (Al
. . ay N
1 ~y 1l - A~ Y- 3
ol T o = v = e, mlE ]
HH - = HHH
T s . e
ST 183
[ [ NS - 5 U A B ~JR S Y
At Ay |, A m |1
oL T T R Vi < folll
| ' vy
Ve W N s W sl s o el
e s [T s 7% E M ® T
L ~t - m 4 . &
s %ﬁ i B 7 Ll 3 [ ~ Q]
f I s
g
| S i NLLE T s ©
e el &8 o E o] E = epd
L M~
(WM. - > i ' !/W
[ I}J 1 B \ o s Q) s w Ay
) )
M B ia) ol E o &l
B ) -
1 ~ 1 4 AL D ' N
~Y ~ ~ 4 ~ Q| = 2 -«ll
. .5 > 9
= -
—_ Ll =T L m e m [ o [ SMERGS) Ma [l YBES
—_ —_ fot oy
> > < @ o
N N ols ols
MAu o e Do NG NCHoo ﬂ,/ ﬂ/
o~ 7 “maames’

224

! —
’ 1
'
'
=
1 1 | | § g |
m 1
| < ]
n
. =
T Q 17 1
™ . ; <
e
Ly ] B
u «N
, 1
L] |
[ [ \ !_ 8 E 3
"
NS ™| =
) '
%1;. 1| = N 2 N 2
1 1
u 1 Ll
3] Ll = Y =
_ S
ol [ Ya NG ™ Ea
@ |
i
| 0 AN E Lnur =
1 - |
E | e | 2 TN = (e B
7 D a il !
p = Q1T =1
| A L , ! e
L
lllﬁ P L | % o [
|| w2
g £ly| =
T Ll
\ B ~NY “ = ~t
Vsl gl
4
| EN | E @ i E Tl E
— N -
NG DNEe Je < ﬁw\vu A'/

211



Ob. 1

227

p Ob I

fA~—
A\NVJ

a CLI

A CL1I

Timp.

A VI 1

7 4
ANV}
B

(7]
1

A VLI

A\SV
D)

ven-tu- ri

4 = a1
1 S
el & e 2 |1 & L[ﬁ
= i
™ o e
& T =
Q! o 15} A~ tim
g | g
IR
IS <
o a1 m
-
§ 1 it 1
g
'
M «<
1 r
« Pa m
=1
™ 5 N
g ] |
[ | [ | )
< <
O
[3) 1
+ur , LN =
L ™ 3
pan
i _
g — & [ [
wl 175
no 1 o
LN H
1 1
« S | 5
> > nu
R o el
g
X o
NCe e uzm“wvu A'/

men.

=

Org. e Vine
5
»

[con Vine]

%

[senza Vine]

212



o H e =
Y N N m “ M T 3 i3 ™
4 = N
.r4 I ) .
N = £ 5
i iR R R
, L | L
ﬁ 7 L i i
7 | ! ] . 1 fl
i ! | L § |
'Y all Y W ol v L ol | = s Q] = }_ < i
o i | s ]
I f fie 1. 7 .
, , 1 i (I ) N B
i R N | N i m N m N[
P I H -
! | ]
! 1 f —— | |
- ' '
- 1 Q c— Q
q QL QL 1 DL [ -~ < Q| = g
I Il it s 3
A | - T A - =
o NeE TN TN E (e
s & 4 5
A > >
] N 1] e = Tl & = N g
] ] | o] ) ]
] W ]W. ' ] i '
] m MNe | o WY o -
1 N s N 5 g [ 1 D
i » T i
! s '
in e N2 MY E T 2 7| 3 B
_l .AI..- m 1 m
> = .
TTTe e TTTe .ﬂrm e = N m 1=
] | - LT . - 1] ! | |
_ ] 3 =g
- - -
1 AV _ 4} : |
a AT ]I 11 P |
(|| s b 5 3
N N N oo N N oo o
<9 Aqu“ Aulmmd nuﬁ“d A,/ Av‘mxé < Jm“ Auzmwd e DLl A./
o 7 va A va va

213



PP

7 | | | i
[ [ T g M g TRl s | s Qi
iy S I <
~ ~ ’ /v ] H L 2 ST @ M| @ 4w
R B 1 & = a
o . . S ST RN . .
4 . I’ Ve A 1 (=N =} = 1 = A
Th ™ Ay . . = Yo\ -NT » O 5 | @ o B
B 1 i E £ £ £ il
b ol
_. . _. L) 'Y u—— _
s . Y L ) &4 & L i ' CooWdd all
]
L}
« $
alll . . ~ L4 " s ol o< e < oo e
Y —N RN = eN| =
R n . ~4 ﬁf L m N 2 eN| 2 ol
‘ |- B 1 L}
A ﬂu - 1] [ {1y R ] il
[ 30 [ YN || L ) [ JuN i N m i Wmv. E= M= | |
3T T 1 ]
T | ﬁf 1 U = Wl N2 NN 2 I
i _ & &
|| ( 18 i) [ 188 . th o N o L
L i o ol He 1 o« T © |leth g NN £ il
L L pan =l s s a
{1 Q|| N o O
3 u £ _ 3 =
L &l alll [ | H \ﬁ < (a3 oll] = walll
B i
I f 1. |00 .
sH 1 —w s 1 ™~ 2 e 2 ) o
N QL s I . A ™ T E R E e |
il [ | | [ | ] _ [ | _ bt — 6
| | [ M~y M~ | B | | I , ,
H ol ol 1 H g h g | = (o 5z - S
<DNEe Auﬂwd AquwQ W/ e e N Auﬁwwvu &n/ ﬂn/
B ——— N— \ / K

214



238

o NG

-

T A, g0

<

&0
\ g

—
o o
oo

End 2 ~t A~ i~y ~ Nt
ol il | 5 tte 5 |Wll 5§ It
1= g =
™ ) 11l = TTTe < e « N
= L5 thel & Wl 5 el
g % B 2
l ] ] ]
o e ol < WLl
N RN EEN RN
LY R . .
=) 11 = = 1
N Wl (J | nmu :‘v m L m
. I o TTTe |
i) it
|| § BT < QL <« (Y
. ™ m  In
i e s TTe m N2 e
dn Hhi 1. 0 Ul g o
-el T - ™5 \ ™ g 1
- - = ] b N m i
i _ S al
- T : B e Y N £ an
cell i ‘| &
Rl i : _
= !— T !r < TN| <« s el
- o 4 | | 7
: Iny 1 - (0=
L 5 !
JL Wi - ™ 3 3 )
_ 1 4 A ) A T m L
,mwa AMF C e NGO  Pgw ﬂﬂ/

men.

a

men,

men,

A

tam venturi sae - cu-li.

vi

tam,

con Org.

AL

215



Sanctus

T il {1
Yl ' ]
g m %] 7] o
'yl s L L L] L
T H | . a w - “_u I% = - = e IMW F
ol ™ 2 111 E _ _
u_ﬂ LI N E _
| n o L ~N R O(fre R ol X R on ML N
< i ! _ a a A A A & :
Y 7 o 4 k il
AW N | s W s [l s Jll g ==dlll i
Y I - Q ~e O | T
™ E U=
il | . m m E |}
&l | e E_ i R _ N R N | Be=ell L
= 3 \ - = == === 3 = E
r ol | ' L]
oL YNl il fl ' ] ' o & Y
o XX I .
. il L A
QL] (YR o il ol " 1T 1 s 2 =38 || |el_] e |
_xt Em | ] ] == E i | Q
[V | ] ' BN
(72}
ol 'y o] T e 2 el T
-t —xx] \ . - g e O
'y o _ n
ol NI 'y Flu_ UL ol ol Q] perar NI T
= = 2 e == = = = e _INE T s
o ol _ rvl o !
i
o o o .L ol o #E ' ' oo o]
LY L Y . (YhE
'y ol , alll P Al ol
N N N 1 .- ) .o 3 k.=
= . il jj|
= =1 = = e
— LI s LY — Q] L T S Q] S el S ||| ||
m ..LW. Mn E f ..nﬁ. umn B uwn w) B N w2 =] g (75} e
=] — -] mm “ m
.m.b At |1 M~ Vo d 2 .m | | n\aw = |~ =~ % H At
=) m )
© &
> b b D B b D b b b B
N ALre e N ﬂn/ Aunm_wﬂ N <q wd Aun_mwé Aulmwﬂu wn/ A A~
ﬂ N m Im. .m .Mnu m ) g 2 g m
. . o = = =
£ 2 g § £ s e g 2 g g £ g
) o O o S > > ] < e @ S =

216



Allegro

1 -lm Ll ‘4
=} o =}
ol ~t ——— 177 “ ﬁ ﬁ ry ‘LII ey | IR~ o AL JvlL
) g
_ g Viss i,
N | 3 N s I M S "’ g r
ol L) e N 5 e B NS M 5«
|
% i . 1 % N 5 e B N e @ | i
. 1_ L |
L . , | T # = e = ™ = ™ =
, Ll |
] | | ? I _f o _ e R
_‘ ~ 4 . N% el & g‘ g 6 g‘ 2 . .
B N ; b : T o 13} Tl O 1 13
W ! il E e
s ' T
: | e
el i o 'y T H Jll.h, e = (el = wll] i [HRN
k §V 1 &v r _ _ . _
x_ * *
- (] 41 Q 3] 4 Q 11 41
AR - a fj Iy H 8 ® s + 8 S ™ N
% N 5 e 5 |5 AN 5
P P ) L 7 7] 7
ol . ] e e ol ] ™ E | E N = |l N
o |ldll o o 4 ©
ﬁ N SR N &
in 1 L e Hal = il = 4 o il il
s i i) B # o i A = = " £ s N i
T ll ' ' ' 1
'nw_.—_ 11 L] ..m BEL
i o HH 8 e & sy & o His
i o 1 N _ TTe
IN £l~ L] IN a e 3 < e
' ' ) o u_ 2 _ _ il
L £||H_ L 1 8 QL <o H
" l |MW_-|.
IS il Iy g 3 e o8 1
4 =
5 aGre < wad ﬁn/ Aunmwﬂ o Jre ﬂn/ A./ \

217



g Pere

H

q

=

A\SV
)

<

17

) 4

-4

2 mp I 2
- ™ e
o Pal A W
W Pan Vi@
, EH Ll .n
Al p
Ar.ll"v 1] T
an)
Fé _
\ .w
L
_ H h s
IC ! W
A
_ Eué -TE
e ) R iR
-IOA ug_ )
S ]

ri-a tu

»
i
I

I

N
1

.
1
I

1
& &
e

I
1

218



10

I
” m | I
I . I I =] i
Lo [}
] N 7 , 6 1 1
- -
I n
H A
~ T e
i 717 vy 1T T
| ﬁ © ITTe —11...
| ,” ~
a2
o
[ ) -t
| | | ) w 1T i
° | N a
r~
-
Vo] @/ [ ¥
e
o~
L v M st
o
TR .-
™~
Ul
o |5
1 1 1 ~
f v
°c N
) ) .
ot <2 Ay H r¢ ~ =~
- wn
| ¥
«N iy L 1El ) ™ e T o | <
N N N oo N N N oo oo oo
NG NG QJmu A./ Je nu,rd & A. N N
"4 N— 4 -

219



13

e — L - — =
‘.Gﬁ ¢ N 5 fie 5 ||« E mn| S
il ol o e 'l o oN E e 2 |lehE WM E N Jf[
| MH% MI ] ] t 1
W i -
Ul b Wil N I{ 2 ornl 2 L2 2 mL. i
ar | « «
m,m, 7 [y [Y
W ! &4 T d
ﬂ | o |
W |
- o N
ol o r.[. N
o o
[ [ [ [ (Yl (Y [ 1 1 [ n .FI.F
T e o] TIT] Hi
i (R W
6L|I 6L|| M (TN
(18 L 1
Y o o1
i i W
| h I | L ial 108 | | | |
| |
1 i T8
Ny q ﬁ
e
VR U e U

220



15

i)
L] ﬁ , F“yr _ L] ] 1 1 ]
i\ | A\
1 ]' A~ 1 ' ' 1 ..v.
a
i b L2 L 2 < hw
Ly ~ ™ L) on \/
Ad A
» Y Y
) )
| | N S L I M 8 s
' 1 ' 1 .
ol 1N i v N B 9| 5 N B Y 8 A
.IHD N B L JERG) #r 2 D
A
| L N ’ = e = i G =
| | ] | | | | 1 1 | | ] ] )
L— IM f,ﬁ e el 2 xg_ g ol 8 . .
e (87 Q Q [&#]
T
K L)
L |l T wﬁ o = e = M) =
‘ &‘ ‘ ] 1 ] 1
) )
i s %b NI )| 8 AN 8 Y Y
5 oo A ,mwa g med 5 Drex A~
% — —

[ —

-

P

221



18

{} A I{
{ 1 w
] O
|| T ~
( e}
L © Lwl oL
'y
| | | ~ @
| ] ) | 1 | | | “
| | O
., 1
! ! m AT = B
T
) : | | vy
! | | ] ° (el 'Sl
M || ~ 4
{1 w
| N Y
~Nt ~Y End 4 A~ A | | Pa M~ A~ ~t ~t ~
=]
i °
% (Y
aq e T | & T « ] <& TN & N N
[TTe [TT% Y e 1 ) e
HaA | _1}.. _r[é —| —1 IN E _ 1l =B e s |TTT®
i) i)
1_ | —.—ﬁ.- —.—ﬁ..v H ﬁ i ] N « o<t
] 1
17 8 e e ™S T B ™ o Jul = wen A
L i i
T HH
4 L
i!]l Ll,l \am 1] ' Ln « 1 [y \n
| | | 1 )
o /] .v11~ ~N B | L] 4 = uiv = o el
I 7 1; 1 1 ' 1 RE
i . AN i 8 A.ru e 'Y Y <ol
&
I ! Wil 1 fa n m
1 1 1 1
i -« N ©
| ey § |
1 i 1 -¢| - ( v c (el o o o] ]
Auimwd AquwJ Au@d nn/ Auxmw <N Aquw < Aulmwwvu W A A
/ A" ——" — ——

222



W] (T N : [] ]
| .r* t Q[ - .m“t g .#% A © A % ﬁ
Y r rr , ﬁle . \ . Lgl | J
! "y Mr £y o ¥ o | g
- L “UJ | - Nl - | | , , . R , <o L Y
N L Sn St : |
*, 3 Ty ol § U § w i ]
| ) ) [ Y
il , -a nuu n Hu—_ H L g
" ! (i .
o (il LuJAr ﬁju# &1 X s w5 e el § \frx N Pm I 41”
I dm o g ¥ mfri -l J .ﬂm# f _© N
| Z__ Jﬁ o -\ v Nl o el o ms . o/
. 0o \
o L N N 1 | «ll|l o M 4l © 1 ey T
4T i ﬁr ©
P 1Aul ~ ||eall ol
N
L BEA B N
(Y8 N
_ I I T . _ . . ™ [.L I.L
i :
ﬁ ° F W
e
S B ~
I ! ] ) | ] | ] ] -
i ° N N
o L
H P =~
ﬁ w Ar[; .r[g
Aulmmﬂ Auﬁwd Aquwd A, > AL o nunmw? Avfmwd Au‘mwda &p/ &n/ ﬂﬂ/

21

223



24

1 1 ']‘4]
™ * s g
e \ g
i I | o/ o ] _ 1§ TH| =
ﬁ W
W ! 7 , Ffi L iR hd E
M~ M~ g ' L\_\ p.l T © _
: o :
o7 N TI 7 7 E [ R Y i R , |1 07 R °
Jnur N .Fmr : % Tn N i N2 T M2 QTN 2 m Q1 g
! i .|‘\Am .|<||I.4 ' Ll | Ll I ' I T
QPJ | E w MJ. | i LnL
|t # - 'ly Te lu M F.FII L1l wnoen
,P,w -.ll" [T l. 1 1 1 1
Iu‘ i ._E Lw ; . 1y
i 1_ Ps #Im- | e e A o
11 1 [T r_v 1 k“j 1 1 "n.l.[ ' .'lvll 1}
i 1 H A i i .ﬁ \
|l ﬁ . . \ ' — ' — e
ol T [ 1 1 L B L Y e 8 o <+ (9]
T N NI TN o
I/ i) '\ o ,ﬁ 10\ B _ © /]
PR Mﬁy T B Y0 3 AT YAl L)
— ! .l. ]
- b/} ' e 3 NI/ 5 .pl§ b
I [ I [ L M.\FT m 7] £ T s
ﬁ b} - & 5 m, ©
ol e e o Hel [ YNES _ S, v hﬁ
N | |
o NIJ. i | I} pin- g bl
L] 1 o] N ba - el ol = _ o r R i
N N N N o N N e oo o
e NG NEeo NEe < o < < Neoo \ A./
Z Zhdhins ¥ b Al &,

224



27

A\SV4

E

sis.

sis.

sis.

“
Lol

|-
——'—F—f‘d”—“ ib‘i-

-

&
i

—

T
-
4

-| cel

[

€X

in

na__

san

ex - cel -

na__ in

cel

€X

in

O

sis.

cel

€X

) |
| |
i |

oy

225



Benedictus

Allegro spiritoso

~ ~ ~ A~ E N IN
o Nml I , ™ H..ﬂ
|
[ Sy ' 1 l.# e ;
7 | I 1 1
M :L# . i N
‘ , |
ol A i N
| - s FFI
, |
N N A M [y
%ur AJ_. i M
T ~ ~t Nt o
_ Y
5
[} 'y (Y if. e -
L ] ] 1 1 ] I i
IHUV. l‘ H -
A II' H
T »
HEL ] At At \IJ\ b4 L
» »
L) L) IH_
s L e TT 3) L
— — w
o A S ™ o> o> ©
DG AR A A Qe 9 v o A @
=L L L |
2 w m m. AW ...m. .m e 2 o g m
2 2 § § E i S g 2 g Seg
o) o &) O S b3 S O < = S S

226



3
p Ob.1

p Ob.1l

A CL1

a CLI

Timp.

,l'

ol

4

o
1

-
;

-

$-

VL1

|\SY
D)

<y

65

Org. e Vine
9

18
!

227



(TN (YN 'Y [TTT1 [TTT]
¢/ Yil
N o g
A -] A~
aiL N N N o
N A ;
T
N L . e . aL Al | ]
.. ‘. L
IN‘ 8 ol . Y
] | |
N ] .. . Y AMH AMH -
.. . 3 3
. ._’ 1 AJ AJ
] il L N TTTY o B o
T il Y —| @ I I
~Ql] ~ ﬁ.—.l ~
'Yil o AT Le o
]
'.Ll\ ~t ~t ~t % [}
| o] o -
o R+
ol AT L TTTe T EW _i
| | H H ] e
ol 'y 1 18 'Y < |||el_
o o
'y Y
(Yl ol B q q
. 'y
< o
Bl o N 9| el
{1 il 1 i
(
TN e B e e B A
! |

228



—_

. 11
L QU = AL
=
, i .L
|
] N 3
Q
| k 'y _
1 1 - i | : o 5 1
i ! - | _
, » »
At ~t g | o ~ ) * ol g ]
E N il i
o+ o e o o a i . ﬂ
] A 2 » -
. i T an 1 —
!HJV ] p Kl..' 4 ;NI.‘I .A[.'l 3T mm
e e
oA m 1 e )
HH ] i~ o el
l,l[l vy o
41 !Il. | BE. | 1 1 =)} '.JI
e T '
'Yl . o | A o
] _ _
Nallol .Jl
L L
Lo IR | RS o
|| | &
N T 1 1 [| Q! [r-1o% "N
L
Je < Auimwa Aqu\ A, ore ~ e m%/ -
—

229



ENN

A\SV4
A\SVJ

s

N
* * LYRERN I T
. B
1 L L _ Wl
e y A R,
'y - - e 8
||
e a N [l
} o
M1 = o .7
| |
] uE 1 o @]
1[|T L LI
ﬁé e
Ly 3 1Y ol
- _ - o |
- H
'Y
~ ary oy 1 N
Y 'y
' 1
f3eX |
lr\ - A~ =)
Ay ﬁ i
b “Tn =
~ _,J =
L = [} 'y
| | NHivv >
AL  NGre L'
7 7z N

230



R-
Vi
| 4

mi

T

1

.'_._._. ”

oPo, of

mi -

ne Do

- mi-ne, no

no

in

231

Do- mi-ni,

I

A\ V]

15

[ >
v
= (9]
' &
E © 0
=
¥ 1]
2
o
>
= R
.
£ ¢ = | ]
g
= 0 H
= >
i ‘5 b
. B =
- -
- -
¥ = = i
= _ m
e -
>
4 < ‘5 P4
= o
1
. 4
h‘
] = |
L In = 3;1
i
- iy n |
o« 2, L o
=
5
N = ‘
I Al [
N ¢ o
e 2
L2 E
- il | § ©
ks ; || N
g h a
o] @)
oo A e oo
N - N
| =z




J

p Ob.1I
A CL1I

A\SV

17
p Ob.1

Timp.

p CLI

&

1]

“ |

1y

in_

9

ni,
Org. e Vine

A VLI

mf

A Vl.l'

232



TT1 ‘41_14] BERE
Lnui
$- o- U
i A 8
, L) L)
» »
Y A hd
( [ 1 4 1 : 1 I o TN
i ﬂ ! { | {1
| i Ik . . é
L & SEY
7 o Y0 NN ;‘
N AN ~ ~ B B TTe
nl
b K )
o | | HI YA = TTe
- R i ! i Ml
'y o ol 1 e
o« 38 ol T Y ;-J.
w Y rr
m i}
=
e Ty o] 'yl C.». ] \
o 411. [ 1OE
rl \IL\ A~y » ji, 1s
< lil
H 1 ol ol [ |
=3
<N << Dlle NE) _ - -
. NI° N9 ) a
~ \wseem’ ——— — —

233



ur

1” |
S
ANV

21

N

p—

P

(6]

JER |

1]

ok

234




23

1~ Ay
Lim o
o e
P an
2
T
e
ol T
knu!
Nl
o
ol
[ AEE
YA
TTe f
Aul@é Aun@é

N

FEL

.

LEY

-

[

6]

o

er?,

le]

er?,

(6]

Lo

ne

Be

ot ~y
L
o~ o
o v
[ i [ I,
-] ™
; !
.. (R
«y S
[ [
At Y
el ol
Auimwa Av.ﬁwa

235



I

I

1T

T T T

25 VLI

P 20®

) |

Gjrteses]
VLIl

di - ctus, qui

ne

be

qui ve - nit,

di - ctus,

Org. e Vine

>
LN

o

no

in

ve - nit

Tp W & -
H i i <
¢! (YR 4 ‘E
o« wll &
'Y Y :
9 o «N e (Y8
'y Yy
o o
Py 'Y L3n g H
- o ] V- o
ey oY
NO — \t
o] o]
M <M} I i
Y 'Y
LYl (Y| 8=l AL
i i ‘E
o al
a f D i
Y b T
QL
n i
. % E o e
- g oy
c\] =
& B
1 b L o
= P an
o
- \
» »
5] ity
Lk =
v
> -
V .
P <y
a2 hi7h ,

236




31
A Ob. 1

A Ob. 11

o e
—

a CLI

Timp.

»
L ]
» »
A o
e e ™
] ~ | S
ll‘. II.A
- AL
AMb pe( JE8
1. Al,.
[ ™ q
=\ ol | |
A 11N !l
G G
-l h#
'Yl 'yl
5 s
< <

m ARH m hﬂur m LH
N 1 q 1 1 m
- o_|rmo _[mlo Af
2 g 2
4
.
[ [
\.FE
/Mww
| ] Pll
o
u.l
it
b
Muu
S
{1/ >
N
q Auj@ DG

na

O - san

mine Do-mi-ni.

in no

mi - ni,

mi-ne Do

no

ST

o |l l]
o |

S VI8
Nallel [ |

'
on Q]

q

(=)

ﬂw S
[

o
i<t

O

[7s) I
L

=

>

© e

2o

N

237



34

san-na,
san-na,
san-na,
san-na,

(o]
0
(o]
o

cel - sis,
cel - sis,
cel - sis,
cel - sis,

T ¢ 3
o o
o 'y
St e
b . : un
. I XS
, 4
eh [ N
.V 1 ' [ -4 -4 N
L o
: 'y
o b/} , & ?E s Nt
o FR A~ )é ~ EFS e ER
, ™ ™ [ {2 g
o L Y II V (Y iTe N
i Y Y
* ry Y
N Lnur TTe H H
e | ]
o il

N all nl N N /]
any e L] [TTe BEL n
TTe ] TTe e n
i) e
m s
ol o || 13 T
Auﬁwé Auzmwﬂ DNEo DNEe ap/ < q q

€X
€X
€X

€X

in
in
in
in

sis,
sis,
sis,
sis,

ex - cel
ex - cel
ex - cel

in__ex - cel

=

in
in
in

238




L Y8
o N
L10
9
'y o]
| 8 iadl
1.
e
N ek
o e
Uml o™
o _ﬁ%
Ml o™
] \0
(
Je NG

36

1 14
! .
V1
o e
f
.
o
LIINE
!
AR B
|
o Ty
tml Unl
1~y M~
[
< nme N

N,

ee?

o M
%'I

&

.-

A\SY ]

1] ) 1
.r%_ §
a}; § M § B 1%
] 1 b
™ =] 4 =} ™M\ © ™.
N plias 4 N 4 Pa
H 7] 17} ™ 7]
IN 1 ~I] ' ' 1114
g g (el .r{f
] Ll ]
N5 e o NN 5 e
Coldl |
i T
o 1 e BN nd
i
|
ﬁ -
. i
e = e = e = e
o o o o
N B e S I 1o
| A [l A 1
AN § ;IJ § g [ i
1 gv.-' 1 1
an 0
jﬂur ° o P 4 ° kllJ
ST b Bal
. a R . an
N g fe| ng A
| - ] ]
™ m 1 m Uym g
Imwa N PG

san

cel sis,

€X

in

san- na

san-na,

e
e

239



38

M M1
Y
1) T~
TTe-
.-
1 1 1 ] e~ 1 1 1 1 1
(Y
M~ fr ?e Y TR~ Pt ~t ~e ~t P 2
|
il Ll bm o L , Dm Om M Um o1
- L - o -~ -~ a8 -~ rT
JLr ~N | “n .- Nz 1 g » VRRC g T
| 1 ] 1 1 1
[Sa o e Y e | ~IJ_. LIJ‘
] | b IN Q }ﬁ g ol 3 .r{— 8 on
‘1 |- 1 1 1) 1
N Ny e s (M s N 5 o
al T~ B B ™ = e R A G ;nwﬁ B= L
pig Y o) HH r,
o L o e Ay ] ™ 8 ] S N 8 fo
a s
n o Ea - al “ ! $a EN .FV
T A\v [l =”] 1 [ 1 vy
2] bl | |
| {1 || o | |
™ L TTTe ll.ll T - | Q A N ' il 1 ) % [ (=)}
me o <Mlre A < lmwﬂ v afe d \
(S 4 / \ / L

240



40

A\SV 4

1

sis.

sis.

sis.

A\SV.J

ex cel

in

ex cel

in

A\NV

sis.

cel

€X

in

4

241



Agnus Dei

Andante

]]_14] # 1711 1T
< T N | &
1o | ~ ~
| .w
. ,
] n ! i : ) A M‘ " A | i o<
ﬁ | ﬁ 7 I
! ! | | | | H Q| [ YRR
P ! .nw-% -anu‘
, | f._rl L H 5|“”IJ |“WJ
s U . - 1h i
LI T BEEE L
n \ Pan v o £y .M
-5 S~ Jom )
- Ll Nl B
Y | Q, tml B
AN Hy = A paniy
)
) ) | 1 ) h/g JLf I ] ' ) xnwm )
“P 'S ﬂ. I— T 9T
o9 T =
s < Y]
AR * g
R b b b b B b B b -
N —N - o o I ™ 4 ()
LN .\ 4 k. K. K. KN < Y Y
N ~ N ~ = . o » » 0 = ol
5 Au‘mmﬂv ! NG A./ NCe e G < I A'/
PN TN BN e M M !
. = i 3i 31 1 1 . . :
2 2 E 5 3 E S £ E g Z s 3
o O O O [ > > o] < = =] o >

242



q 9
(x| (]
[ 10N (YR
] i & | |e '
. ! [ il
H ]
il | ol |
|| 43T T
1 N
|3 S M
L)
. .
& € b
RS * S [ _f
—=—— li |-
. .l
¥ L
N »
b/ | .
™
B
. ™
)
S - o
5 | ] 1 1
| . e
)
iy
9
9
i)
i
_ H = e
S g £
— — CID TI.D 0. ™ V.ID
BN BI.N Had He
Ay A A Age A R/
o~ N— — \ne—

p—

5

4B

S

[

A\

qui tol - lis pec-ca - ta

1,

De

<
S
1
<
134
)
o3
(=8
s A
1
™ ©
S
H =
N =
I U
Ll
|33
Sl

be

Solo

I

A\NV

gnus .

A

e
]'1
A

oS
|V
Y

L 1
gnus

—

T

243




i _ S
N m—l i
oT , , v B
n ot I
- ) .,,.07 \ o | R | i
I n® "
TN e Nl L | |
! - . “ [H IH
(| (B
Jlll A o Il _ I < T
. e
ot o) 2 e 2 Foldl ||
N
PN 1 ..
.
- ]
[ #a N L.Wv& Lnur 2
b Em B || | ]
fnur ! || |
2 iz (Mg e |u !
i N N
TTTe eN 5 |y
L)
éw
|| . Y o A
13 R 1o
(1 - L -
o L =2 ™ 2 o< N
= - E
1 n Ha N 1N imnv
DN NEe DANEe NG N A,
~ v p— va

dolce

Ji T
[y 1 1 1 1
[ 1
(Y
s N M~ Ny Nt
BA )
e
%
1 b
“l T el 2 HTe| 2 e T
BT S S B 5 Il
|| 1 | | 1 »
[ (1
A A N m ;IIL- m o<
s
) Ylis
L L = v 2
L )
12 “THe _ S, —
{ 1 { | s}
11~ BE 11~ T o (el o]
[ 1 E =3 T
i f[ A 8 ] —.] ] N [ YR [ 18
— 4 +N
N “fla garN m.mv Fla EN
O q < \ &./

244



TN
cresc.

cresc.

of

Vine

”
I

bo @

| Ob.1

13

A\SV}

| Ob. I

11

{anY
AV}
)

,R )
'
- &
o i
£
Pa ﬁ..v
41 rY
4 H'.-
P4 H! v ny
o s
“ 4
o ‘_
nu.
9
Ru.ﬂ&..
i)
lj
J
-4
N
[ 1
d M
(18
-]
> _H
<y )

[Tutti]

N MI pria m.. P4 W
Py
N s o
) )
I ] )
it
™ E T -
.
=3
W A T3 A
Pa 4
g
0
[72] o
H 2 e 2 .
&b N Go {9
1} 1 \F
{ 1 P 4
|| M <
1 T 1
<l < _
p= g
o m o7 ~t m
1 1
— 0
Te [Tah 1
.ﬁwd NG nuﬁw\%

qui

gnus De

v o

<o

¥ Tutti

Org. e Vine

\

245



] h 1 |1|l4 T
N I ™ B 9 el (
N‘ N g ™ © 8 E ° |
[ { LY | ] No- o {1
A A E = M E
| R .IV m.lv Av _.m = { { Q@ |
ol ol Z (S < &/
© ! e ]
—— ) +— — ——
ol | ol 8 ] e o o n
# 3 E
lw an I xN ' ' =
1
e u n U Y S e o~ &/l L
1 ' - 1] — HEEE L”m[[
N ,iml ™ 2 N2 ™ 2 o
] l ]
L - M - -
.“r% ™| E N £ ™ B o] [ 8
.Y
L1 | ¢ -~ 9
_ ] g o 2 1 < & o
| 1] |1 [ AN
1 e = Il [ T 1 6|_u-J| '.[.l 'x!l
‘ H = ~x ey
] _ -
uumq N o
L 158 [ YRN ] L el @ |l g ™~ | || | |
A ] Ll k\’ 1 111 EEEN
o« N3 s GO R 2
E‘ ] ] k\ ] -
o k= N 2 B s 1 o L
s E |ADE g ™Y s
u - 4 - B! — Pan — o
aus | | L& \ 5 B (N 5 N 5 e N
e 18 1 t 1 ]
» A Y m nas m m &« m
™ Ll g u im ™ o<t
g g g g
AN ] ] |
N i 188 L 8 H = ™| = = i u%
1 ! [ [
1 - -
i o/ L 8 5 ™| S 3
) ) » 3 S
Q 1 5] D ] 5]
e e, a. &
. 2 1 2 2 o .
] 1 1 1
|| Pan — . —_ " — —
™ . - 8 8 e g2 i\ sl H—
po £
] N _ N e o >
L NN — B N N
o g Aulmvé alds < Foro
2
—— ~ | —

246



be:

+
S

18

A\SV
Y

S

i
U»
i
A0

[ [
Ea Ay ~
= 17 AR pran
s |1ME he
1 m IHWV m AT
0y e |00 e
pria N
' &
H L ]
_ A
ﬁ 2 N
™ 8 Qlls
_ Lo
o5 T ™ E el
Nl 4 &k
T N 2 ﬁnwy
) © e N2 T
L i 2 Iu, g
1 1 1
L e 1N & Tl e
N 44
— Y N
S Cv &

re.__ no

mi-se-re

FJZW'

£

§

[

*
1
1

0
P

247



-E —w o M .
~Y B 9 Qa \LAx ] a ] I
] B Pan 4 | | 4
= =]
@ e0 @ k\ b e
] all] j alll 2 yr , ol 2 M T T B
3 E ' v =% on ‘ - b0 n L
|| ] RN [ SN BY el <« L ' T “H
'll.'l +—+ LD ﬂ 'I» I”l[lr 1 u..l 11| Ll NA-I u.l
. i L ol < <«
U N ho tvlo Unl ~ T TR < M T 7
vv”.T e HAH BEEE
) [ o [
O
Nl .
EEL 1 O <
<o -
- &l "y | L
& &
' ' L YN ! | 1 1 I
] i =) | ol
o L i
N L
] 8 e i
g = ull a
1 =3
—™ N — f ™ .. lv N 4 o
Ha Hex H e e e e BN I I
NG Au«mwa e NG Avnmw\v Auimw\vu ﬁp/ A A
.»N.. / \— \evpm——

248



23

1 1
~t ~t
| 1B [ 18
Jaf
FI_ ALl
N [
11 1
M\ h
E.N Ha
e NG

1
¢

-

N

dh—.

L
~Y ' 11~ 3
]
Q
h 9]
[ 2.
ol & T S n ALY
E )
| o |
o« v e 2 ™
* s S e S |m n
_a[T] = © f i
p m
il
4 — ' [0 —
.FIMV.G hW.l o
_ _
=1 = =
LN m T m 1Hu7 m |
P an 4 1
I S & I (PN
1 Ll 1
~N 8 s NS | |
1 u “ 1 )
9] ] 9] 5]
(9] Q (5] L
o F =5 (SRR
L Y s
1 || 1 1 ‘#
™ T e B ™ T
N| S el Z (&N B e
™ " bim ™ = Dl
' 1
™| R e A
ER T® . 3 e
Pt g
™ — 4+
E.N Hes He e
NCeo DNE N

di, pec-ca

mun

ta

qui tol - lis pec-ca -

g .
m 0114 R
< | 1 L
- —
(ol - II‘ 1
==
oo
N o
Y Y [ Y
‘Al..v 1,
tim 9]
o TTe N
Ixt
] .
1N
/ %

249



I

]2

2

}G-%
bd
e

I
JT

}
17
| 4

A\NV
DY)

—I

_
= =
=] ' 1
E
i <
.IV.I m o
T =
| E P 2 H
1y =
|1 <
T e
g
a,
s | s NI
' '
™ D B '
=
1 [+
Q
l !
L
Pa 3
(="
Lz |
{ 1 ' !
11~ ° ~
R
N S
G .
o T 2 ¢ \u
[ |
i
R\l 1
P 4 m
9 o
s .
Ul s ) £ 1| 8
.I.|‘ ] 1
| | Q
!_ 3 v 2
1 Ll
[S]
7 [
™| 2
AN T g
' | W.-I.' s AD
N 1
Ko . N P
it o il

mun

ta

[ 0]

[0 ]

[®]

h W
2
{
N b
.. 7 .
L 10 [ 18
w Il T
ank nl
«l L
o L]
N
o | ]
o o
1 |
Imhr Ha
< <
i zm\

250



28

>

ANV

di,

di,

di,

g

|
~t
o [
o<
| el
;ak \‘
v @l
N
-
= TN
37 .hlr.v
m XX
S ||
194
1N
os
N

251



| || || | i | L ||
Tl Tt gn&u.. lax Tkt Tt ..Llhu.v L..ﬁv.. Tl Leer
——— 1
I“I e | T L
pra pre
mE)
Iﬁ O <t
™
(o \\\ﬂé
- YUIWL ) rkj N
.. NE ;
. (&
|
- tpu % oM Fl_ r.
.
) ) h'n‘ el ) I ) ]
.. ., -
o | (T © | (el L 11
.. 'S
.. .
N, 'y
. o il i o
[ YU
o N “hm [
N »
Q Q
ﬁ .
N
) ' ¢ ld_o ] ' ] ) ) '
e
)
)
e
.
L)
8 i3
N . . —N —n . - . +0 N
L. BN N . Y. . L. L. LN Y.
Ao ANE y < N < ) o~ % o~
ST e 7 P R N 4 )

252



Allegro

AJ.
L.\
I g =
" il
. N
i
1
ol N~ .. | .
(2N .
| \
s P
e
J f
A IR L 11!7
1
[ 1NN A~ M~
“ [
N
L1 e ] e
e
1 s
L | || e
L)
N s
-l EFTTe — | = Te
o) Lo _— —
o o O O
q w <Dy wU NG NEe
o
o

Timp.

e e
9 - $-
1T 1T
- L
W= W=
s — -
- <y
B —
¢ e |
L Y L Y
i1 iy
— —— = | Yo
5 Rl >,
NG NG

A Ay ~t M~
E £ E
nnik o 5 M 3 ™
] ‘-lﬂ ' ll.].l.
ol B v el 8 (Y0
B f
Lok g
s : :
£ s £ Wl E h
Q Q o
L
ol 8 g ¢4 & B
,
» 7 @ Ve
g B NN B
| || 1 I
e fs| 2 anl 2 en
e
¢ 7 M
| YENR R ] .rL R
1 ' ' '.H
o U o o AL
e 8 Mpa
™ ™ -
N N N

cem,

pa

cem,

pa

pa- cem,

no - bis

Do - na

1117 _111
o Ex
S | M Nan
&
1}ﬁ iy
o~ | 1] | 10§
| | [\
, . [ .
T|||. L L
-
Btk
[ [
[ Y (Y
. m | L
o £
o & >

253



34

s de

pa

no- bis

na

do

L
bis

I]

na no- pa

do

17
|4

IVA
| 4

.
-+

pa -

- bis

na___ no

do

=

IN T

do-na no- bis pa-cem, pa

[con] Org.

.

254



- g ] T
& =2 54 h
tm tm!
o ST 1 1
Viad ) -
i
I I | ﬁ I m _ _ ] ) ]
Ul U (18
| |0 , Panigy LHI.n _ ]
, , ' 1
&
ﬁ o7 L ot
W e e- - _ [
- . L il
P ‘{ja ‘1177 enN F TN
P AT AT ] , H
, ’ i\ Al B lal E
I § (IS
hE 1Y &
| | | ] ) » » ® v . | | ]
L I ™S I B
1 1 1
T e N2 el g
™ ™ g 2
™o e ™ N
——— _ ———— e
™y ™Y Y ™ ~y ~ ~ Y L Nt Ny ~ N
] = o = =
°l il » » sl S g|ads ) )
Wur hiin M TN N E NE M E T £ T ™
orh Y e o ™ © D H 1 R
h..rl! h..r! 4 a TR h.. | 8 IR  YEA W e <
._{‘ V 1 ﬁ - 1
. — - lk S - g 1 -
i RN 1' 'y E p| E | £ £ ]
() Q ] Q
s Y ™ ! P N » oo olo ols
_Ngre nuﬂ“a NGre u,_m“J D < aNEe S
o i tm— ——— \° "4 —

255



| ' ' 1 1
o ﬁx ﬁ N A ©
el - - e ol | Q] |
E e
i 7 1 v l ]
lllﬁ i LIAJ . L =
N 1 | - - T T w TN T
| ) I ' '
| ] i i e Vs P Pt
oy TTT | ] M I e 8 e S el 8 Tl & e e
N Un ™~ 7 : ~ ™ ™- o tm tn o o o
i , A\ A
i g I
: \d hJ
o Y .o Y ® 1 1 ol E 1e| E ol E | E e T
. J o o Q o L L[]
o L i . Pan . L . a u
L Tag o« N A A i) = r1Te i)
P, RS T M ~l pu ik pa IR il g L I . ~
il H ?
HA o i o 1 w il m
\y \ oll . R . .
14 | e 11
L L ol ol A i N I NE £ el E v £ —n R
5] (o] (] Q
.HVv “AMHVV [ 18,8 b ; 1 ' A[Jv 1 B e I;‘v
P, SuE e B ~ Py ik Py N Pl aes 8 B g T S T & =~
| < ! o y
i o AR 2 N2 | 2
Q Q il - iR
1 ] [ [
i~ -+ > {4 =
L Y L 1581 L YEAA i) i ] e e ™2 AN 8
Haln 5 | ]
B
Y Y ﬁ _" g _fw e |ef 7 e 7 a
» S A (- | N
T .r{_ . 11_ At ﬁ t m;l S 2 T8 s eSS ]
'Y < (R \eS e e P i fikind
‘i_ .r# .r# g g : : =
[ [ T - q i S o 8 -] =
L IEE .Fll [ YBS .—.IA b BRI If Ty lf b mw LH w b | o A - “ f
L {1 41 =
% - - \
- - 1“”
1 [ [ [ T8~ T8~ 8 M ' [ [ [ [
ols N N o o ols
OAuzmw Aquwﬂ Aulmwd Au‘m\ A:/ Aquw hqu“d AL  ANEhe Awlm“wvu ﬂ,/ \ \
A 7 \ s r —

256



L]

4 g

_F.

1]

257

na no- bis pa -

Solo

1]

1”4

cem, do -
cem,
cem,

e
1
,
|
, g~
Ay A Ny e
P o o _|1'= ~ _1
~ o i) e i
..... [ L4
|

1
]

»
[
I

1
I

il

J

1”4

cem, pa
cem, pa
cem, pa

&

]

.
T
|4

S — i ——

cem, pa
cem, pa
cem, pa

Il

"
| ~—|

?—P—F

P2 e
Rid

Ly o
ol o T
1 1 1
Aunmwﬂ oL A huzmw

43

A\SVJ




.
o/ 'Yl
[ 1EE (10N
Q@ L 1
o o
K
JU &
B-Ssans i
'Si .
[ JER [ 158
4 Y
[ Q]
. o
= ..l e = =
o i
« o
N . N
' '\
[ 100 (1R
'y 'Yl
o o (SN
L
QO e~
- )
] -
IS |

%=
-

9=

46

cem, pa

s e S gt e e 4 g

pa-cem, pa
pa-cem, pa
pa-cem, pa

pa

' ¥
V .
do-na no-bis_.

do-na no-bis

do-na no-bis
do-na no-bis

Tutti

[Tutti]

- cem,

E

258




49

— , _ -
H i -2 2 2 2
™ | 1) . % . % -2 jm 7 N -2 \ 2
1] \T ) l 1
< . Ea ' Y N2 T e N 2 N 2 on
. e e g \ g N .J N
W i . o | N . « (MM« Elens ] S S | S .
AN - =
Do L L
| , ﬁ | T i
L ]
i 7 | | 1
, Vi v N .-
| e E r
1 i N TTe - [ [ |
- - §\TATI [ HH H-H
“ M ™ -
| | I
ﬁ
™ -
He -
) | I | A |
[T -
l'l Y
- i m
«
- e~ b/
™ = _
wl [ 1
2
fal
| [ I I N S [ [ [
d !
|
| ~t ~ i B lw s , ~ N ~t
Un o ) ) 2 S U Un o
oW R A =
: . . .
A o N || - m nd m | m [ m [0 o
y 9 mea nuﬁwa wf N N DY e W/ @n/ mﬁ/

259



52

3
y 2
P9

<

=

L7
| 4

|

11

E S
.
17T

Py
| P

4

1
<
1 p
|
o .z
o o
t
Q
N m 1 ]
o
B 1
a <
a e
.ﬁ v _
R
B
1 0 0
™ m lSm H A
«
L =
1
# L [
ST R
N Y Ay
£ = g 4
T 8 8 g [N
! |
™
1
]
e o
g ! W
N £ # E  om
51 o
1
| 1 1
N < « ]
O [=9 .
] £ g
s N 5] M O
51 o o
™ %. AM. ’ W. L
N N oo
va Ly o

cem, pa cem.

pa

¢

260



55

o <

A\S V]

[Tutti]
Lf]

t

| T

4
e

1/ 1]
| 4

Do - na
/]

cem.

na

Do -
[Tutti]
£1

7 1]

L 4

Do - na____

cem.

]

1 1
]

7

N A2 Al
£

3
Y

A\SV

pa

cem,

\\Q\]

pa

cem,

na___

Do -

[con] Org.
o

L g

Pedal

JE ]

pp

b
V=

261



L] ™ L
.Plur TN‘
| n
N .

| i 1]
S L
N
AN ,j
[ Y. v
! S
TN [ 1
Nl e
o tm | || .Ilr‘
11 s
'y
o ik M W
1
L L | 'y
15,

hd.v.lly ~ ~y
i e ] e

A N e e

[

T

+

i\ \H | I
B 3 o m u'
[~}
|+ A g 1
Vs 4 i >
B m | HEE «™N m
(&3] Q
1 AN” ] 1] 1
L ol a8
1 ma + ] 1
I Vs
L Av/ ﬁ.l 1t
1 y ] ] 1
A e
o ]
1 [} 1 1
ol H
T ol
] ) ] ]
L g T & e g A g
o7 timl tim Uml
£ g g g
711 8 M8 H 8 ™3
1 1
[ 15 '
& o &
| ! B _
L a. , .
: . .
N E y £ W E e
o 13 [5) .
. % ' L
L 8 8 |eld & «\ 8,
S_ (%] [72] k\l (7]
2 2 Nl 2 @
) ) N 5 B
m 1 m ™ m [ in m
U ele
< [® < I

o
Y Y [ Y
V=)
o~ Q! [ ¥
©°
ol 18HE J‘
o N
Lol HEE
©
aBl YRR e
4 7
~
, B |,
[ Y
~
N n
[ [y
N
'

262



LR an g

o—0—0—0o
A4

i |
Il |

263

cem.
cem.
cem.

&L
A4

4.

e e ol i

A\SV

pa
pa
pa

cem,
cem,
cem,

cem,

Pe

pa
pa
pa

e,

»

cem,
cem,

cem,

pa
1”4

cem, pa
cem, pa
cem, pa

=

cem,

> Tt
%’%

cem, pa

-
»

»

IV

61

cem, pa
cem, pa
pa

cem, pa







Altalinos megjegyzések

1. A forrasok

1.1. Offertorium de Sancta Cruce

A mii egyetlen fennmaradt forrasa a kismartoni dém (a korabbi plébaniatemplom) kottataraban
talalhat6 kéziratos sz6lamanyag, jelzete: B 16 (régi jelzet: N 40).

Az 4116 formatumu kiilsé borité mérete 32 x 20,4 cm, cimszdvege:

Offertorium / de / Sancta Cruce. Tempore / Inventionis, aut Exaltationis. / a/ Canto Alto /
Tenore conc'. Basso / Violinis 2" / Viola obliga: / con / Organo e Violone / Del Sig™ Benedetto
Istvanffy.!

Az allé formatumi sz6lamok mérete 31,8-32 x 20,4-7 cm (a szdlamfiizetek lefelé erdsen
keskenyednek). Az egyes fiizetek terjedelme a kévetkezd: Violino Primo és Violino Secundo két
Osszeflizott fél iv, azaz 4 lap; Tenore Solo, Alto Viola obliga:, Organo és Violone ragasztassal és
fliizéssel Osszeallitott 3-lapos szdlamfiizetek; Soprano, Alio és Basso egyforman 1-1 lap.

A borité és a teljes szolamanyag vizjele:

bal: FAK (Soprano, Violino Primo és Secundo: felette, illetve alatta H betii is);

jobb: cimerpajzsban harmas halmon allé kéttornyd varoskapu, felette cimer.”

A szbélamok rasztralasa egységes: két kivételtdl eltekintve a teljes offertoriumot 10-soros ol-
dalakra irtak le (rasztral: 10 mm, a szisztémakat egyenként haztak be), a Violino Primo, illetve
Tenore utolso oldala 12-, illetve 11-soros.

Az egységes kiilalakot magyarazza, hogy a boritd és a teljes sz6lamanyag egyetlen kopista
munkéja: valamennyit Carl Kraus, a kismartoni plébaniatemplom regens chorija irta le — kézira-
sat a templom kottataraban talalhaté szignalt masolatok alapjan azonositottuk. A szélamok
Kraus masolatai kozott ritkan eléforduld papir felhasznalasaval, valamikor 1753-1778 kozott
késziiltek.’

1.2. Offertorium de Beata Virgine Maria

A mi két kéziratos szolamanyagban maradt fenn, egy valdsziniileg korabbi példany a kismartoni
dém (a korabbi plébaniatemplom), egy kés6bbi a gydri székesegyhaz kottataraban. Egyik maso-
lat sem tartalmaz szerzdi javitasokat vagy kiegészitéseket, de néhany azonos elirds/hiba arra
utal, hogy forrasuk azonos lehetett,’ eltéréseik pedig azt sugalljak, hogy a gyéri méasolat készi-
tését megelézden az offertorium egyes helyeit Istvanffy revidedlta.’ Valészinii tehat, hogy a
kismartoni forrasbol hianyzo6 artikulacids és dinamikai jelek nem elsésorban az egyébként gya-
korlott masold figyelmetlenségét, hanem az alapforras akkori allapotat tiikrozik: a plusz jelek
tobbségét a feltételezett revizio soran irhattak bele. A gy6ri masolat foszovegének, tobbletjels-
1éseinek és valtozatainak autentikus jellegét datdlasa, kopistaja és proveniencidja szavatolja,
vagyis az a tény, hogy a szélamanyag Istvanffy idejében, 6ccse kézirasaban késziilt és a szerzo
vezetése alatt is hasznalatban volt a gy6ri székesegyhazban. Mindezek alapjan e gydri példanyt
valasztottuk kdzreadasunk féforrasaul.

YA Tempore / Inventionis, aut Exaltationis” meghatérozas utélagos betoldas (lasd az 1. facsimilét).

2 cses
marks Mainly of the 17" and 18" Centuries, Hilversum, 1950, 2663. sz.

} V6. IX. 0, 2. és XVIIL o, 58. labjegyzetekkel.

Lasd az Aria jegyzeteit: 22., 67. és 135. iitem, mindkét méasolatban azonos hibakkal.

Istvanffy tobbek kozott az Aria egyes, prozddiailag nem megoldott iitemeit javitotta, modositotta a Choro befejezését

a két hegedliszdlamban stb. (A revidedlt iitemek felsorolasat lasd a jegyzetekben: Ed jelentGsebb eltérései.)
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1.2.1. Féforras (Gk)

LelBhely: a gy6ri piispokség Richter Janos Archivuma (anonim kompoziciok), jelzet: AMC Ariae
52, proveniencia: a gyori székesegyhaz gylijteménye. A sz6lamanyag cimlapja, valamint az Or-
gano és a Violone szélamflizet elveszett, igy a kézirat nem tartalmaz szerzére vonatkozo6 adato-
kat. A miivet a kismartoni forras (Id. 1.2.2.) alapjan azonositottuk.

Az all6 formatumi szélamok mérete kisebb eltéréseket mutat: a Violino Primo, Violino Se-
condo, Canto Primo és Canto Secondo sz6lamfiizetei, valamint a Basso 30,4—8 x 21,7-22.2 cm;
a fennmaradt 6sszes t6bbi sz6lam 29,4-9 x 21,0-7 cm. A szdlamfiizetek terjedelme a kovetkezd:
Violino Primo, Violino Secondo és Alto Viola két dsszeflizétt fél ivbol allo, 4-lapos fiizetek;
Canto Primo és Canto Secondo ragasztassal és fiizéssel Gsszeallitott 3-lapos fiizetek; Alto, Te-
nore, Basso, Oboe Primo, Oboe Secondo, Clarino Primo in D, Clarino Secondo in D és Tympani
in D egyforman 1-1 lap.

A szélamanyagban talalhatd vizjelek:

1. Violino Primo, Secondo, Viola, Canto Primo és Secondo:

bal: Dreihalbmond / REAL; jobb: GF — felette kétagu baldachin.®

2. Oboe Secondo:

bal: [Dreihalbmond / REAL?]; jobb: AFC — és felette még egy, levagott betii (C? 07).

Tovabbi Dreihalbmond-téredékek: Basso, Tympani; levagas miatt nem lathato a vizjel: Oboe
Primo; nincs értékelhetd vizjel: Tenore, Clarino Primo és Secondo.

A teljes szolamanyagot egységesen 12-soros oldalakra irtak le (rasztral: 10 mm).

A masolat két kopistatdl szarmazik: a szélamok tobbségét Istvanffy Elek (*1741), a zene-
szerzd Sccse irta le,® a Violino Primo, Secondo és Viola szélam kopistaja ez idaig ismeretlen.
A masolat valdsziniileg Istvanffy Benedeknek a gy6ri székesegyhazban t5ltott évei alatt, tehat
1766—1778 kozott késziilt: ezekben az években a szerzd 6ccse szintén Gydrben miikodstt’ és
masoloként tobb alkalommal kisegitette succentor batyjat.'

1.2.2. Mellékforras (Ed)

LelShely: a kismartoni dom (a korabbi plébaniatemplom) kottatara, jelzet: B 17 (korabbi jelzet:
N™61).

Az allé formatum kiils6 borité mérete: 32 x 21,3 cm, cimszdvege:

Offertorium / de / Beata Virg: Maria / a/ 2 Soprani Conc" / Alto, Tenore, Basso Ripieo: /
Violinis 2™ / Alto Viola obliga: / 2 Oboe / 2 Trombe / Tympano / con / Organo é Violone / Del
Benedetto Istvanffy.

Az all6 formatumu belsé borité mérete: 32 x 20,5 cm, cimszdvege:

Offertorium / de / Bssima V: Maria / a/ 2 Soprani Conc" / Alto / Tenore / Basso Rpieno /
Violinis 2" / Oboe 2 / Trombe 2 / Tympano / Alto Viola obliga: / con / Organo é Violone / Del
Sig’® Benedetto Istvanffy.

® Vo. Alan Tyson: Mozart: Studies of the Autograph Scores, Cambridge, Mass.—London, 1987, 277-280. o., D tipus
(1782).

Csak a vizjel jobb oldala van meg, de vi. Dénes Bartha — Laszl6 Somfai: Haydn als Opernkapellmeister. Die Haydn-
Dokumente der Esterhazy-Opernsammlung, Budapest, 1960, Fiiggelék 99-100. sz.

Vavrinecz Veronika szives kézlése.

® 1771-ben a Szt. Miklés templom képlanja volt és legkésébb 1779-ig mitkodott Gyérben — ebben az évben ugyanis
mezdorsi plébanosként jegyzik a forrasok. Lasd Béardos Kornél: Gyor zenéje a 17-18. szdzadban, Budapest, 1980,
63. 0.; Vavrinecz Veronika: , Istvanffy Benedek élete és miikodése”. In Musicalia Danubiana 3, Budapest, 1984,
9.0.

Egyes kompoziciokat Benedekkel kdzosen masoltak le: Rorate coeli (jelzet: 1. 11) és Alma Redemptoris (1. 6). Teljes
egészében Istvanfty Elekt6l szarmazé masolat: Jam virga Jesse (1. 7), lasd Musicalia Danubiana 3.
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Az all6 formatumt szélamok mérete (1-2 mm eltéréssel): 31,5 x 20,4-7, az Alto 31,5 x 19,9,
az Oboe 1™, Oboe 2% és a Tenore 31,5-6 x 20,4-5 cm. A sz6lamfiizetek terjedelme: a Violino
Primo és Violino Secundo két 6sszefiizott él iv, azaz 4-4 lap; Canto Primo, Canto Secondo, Alto
Viola obliga:, Organo és Violone 3-3 lap; Alto, Tenore, Basso, Oboe 1™, Oboe 2, Trombe 1™
Ex D, Trombe 2 Ex D és Tympano Ex D egyforman 1-1 lap.

A borité és a teljes szolamanyag vizjele (v6. a masik offertoriummal):

bal: FAK (Canto Secondo, Alto, Oboe 2%, Viola, Organo és Violone: felette, illetve alatta

még egy F betit),

jobb: cimerpajzsban harmas halmon 4ll6 kéttorny varoskapu, felette cimer.''

A szdlamfiizetek vonalazasa egységes (rasztral: 10 mm), egyenként behuzott sorokkal. Az
oldalak altalaban 10-sorosak — a néhany kivételesen 11-soros oldalt (1d. Alto elsé, Viola elsé és
utolso, illetve Violone 5. oldalat) a helyhiany, illetve a jobb beosztasra, a lapozas konnyitésére
iranyul6 szandék magyarazza.

A szintén kismartoni provenienciaji Off. de S. Cruce sz6lamanyagahoz hasonldan a borito
¢és a sz6lamanyag kopistaja ezuttal is Carl Kraus, a kismartoni plébaniatemplom regens chorija.
A masolat feltehetéleg a masik offertoriummal egy id6ben késziilt: a kismartoni kottatarban csak
ritkan el6forduld papirok is azonosak és a boritdk kiilalakja is megegyezik.

1.3. Messa dedicata al Patriarcha Santo Benedetto

A mise egyetlen forrasa a gyori székesegyhaz kottataraban fennmaradt kéziratos szélamanyag,
mely ma a gy6ri Richter Janos archivumban talalhaté, jelzete AMC 1. 8.

Az all6 formatumia kemény boritdé mérete 29,5 x 25 cm, cimszdvege:

MESSA / Dedicata al Patriarcha Santo / Benedetto / a / 4" Voci / Due Violini / Due Oboi /
Due Trombe / Tympani / Violone con Organo conc” / Del Sig' Benedetto Istvanffy.

A borito jobb sarkaban levd etiketten régi nyomtatott jelzet: ,, Ex Archivo musicali / Cathedra-
lis Ecclesiae Jauriensis. / Nro. (kézirassal:) 26.” A lap aljan alul kozépen, a cimszdvegnél ké-
sObbi irassal: |, der Kirche gehdrig”.12

Az 416 formatum szélamok mérete és terjedelme eltérd: az Oboe Primo, Oboe Secondo két
fél ivbol allé négylapos fiizete 29,7 x 22,2—4 cm, a Corno Primo, Corno Secondo egy-egy ne-
gyed ive 28,8 x 20,2 cm. A tovabbi szolamok nagysdga egységesen 29,5 x 23,2-24 cm (a széles-
ség feltind eltérése a felhasznalt papir ivek szabalytalansagabdl adodik, a szélamfiizetek lefele
keskenyednek). A ragasztassal €s fiizéssel Osszeallitott flizetek terjedelme a kovetkez6: a Clari-
no Primo, Clarino Secondo és Tympano 3-3 lap; a Violino Primo és Violino Secondo 11-11 lap
(eldl cimoldallal); a Violone 10 lap; a Canto, Alto, Tenore és Basso egységesen 8-8 lap; az
Organo 13-lapos, cimoldallal ellatott fasciculusan a szélam megnevezésén kiviil a szerzd neve
szerepel: ,, Del Sig’ Benedetto Istvanffy” .

A sz6lamanyagban talalhato vizjelek a kdvetkezodk:

1. Oboe Primo, Secondo: bal: FCP; jobb: liliom (fleur-de-lys)."

2. Corno Primo, Secondo (rosszul lathato jel): kisebb ovalis keretben 3 (?) betii, fenn N (?),

alul A és (?).

3. tobbi szélam:

bal: koronaval lezart, két vizszintes savval osztott cimerpajzs, koriildtte FCP;

Jjobb: nagyméretii, koronaval fedett, viragokkal diszitett ovalis pajzs, benne oroszlan, felette

AL (?) betiik, mellette szamszerij és kigy6 (= Stahrenberg-cimer)."*

Lasd a 2. jegyzetet.

Lasd a 8. sz. facsimilét.

V6. Georg Eineder: The Ancient Paper-mills of the Former Austro-Hungarian Empire and their Watermarks, Hil-
versum, 1960, 634. sz. (1767, Obereggendorf, F. Chr. Purtscher — de itt a betiik koriil nincs ornamens).

V6. Eineder 360. sz. (1768, Obereggendorf, F. Chr. Purtscher — a Stahrenberg-cimer kiilsé ornamensében kis eltéréssel).
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A szolamok rasztralasa is kiilonb6z6: a két oboaszdélamot 7—-10-soros oldalakra irtak le (kéz-
zel huzott rasztral: 13 mm), a két kiirtét 11-soros oldalakra (rasztral: 12 mm), a tébbi szélamot
kesziilékkel vonalazott 10-soros kottapapirra (rasztral: 11 mm, TS= 273 mm).

A szélamok eltérd kiilalakja kiilonbozd eredetiik kovetkezménye: a két oboa szolamat'" és
a cimszdvegben nem szerepld, eltérd rasztralasa (késébbi?) két kiirtszolamot maga Istvantfy irta
le, a tobbit pedig egy valdsziniileg hivatasos kopista.'® Mindazonaltal Istvanffy a masolt széla-
mokat is ismerte, illetve hasznalta, az Alto, Basso és Clarino Primo sz6lam Kkivételével javita-
sokkal és kiegészitésekkel latta el azokat (elsésorban dinamikai jeleket potolt, de modositéjele-
ket és artikulaciot is). Kevesebbet javitott a Canto, Tenore, Basso, Clarino Secondo és Tympano
kottajan, tobb bejegyzése talalhatd az Organo és Violone oldalain, a legtobb pedig a két hegedii-
szélamban (f6leg az Et incarnatus és az Agnus tételekben)."” Istvanffy bejegyzéseinek négy ré-
tege kiilonboztethetd meg: a leirdssal azonos szinil tintan kiviil egyszer sargabbat, egyszer feke-
tét hasznalt, a b6g6szdlamba ceruzaval is irt be dinamikai jeleket (ezek koziil egyet késobb tin-
taval véglegesitett). Az autograf szélamok mellett tehat a tovabbi szélamok tobbsége is autori-
zalt, vagyis a teljes sz6lamanyag hiteles forrasként értékelheto.

2. A kiadas moédszerei

Az Off. de S. Cruce kismartoni szélamanyaganak, az Off. de BVM gyo6ri és kismartoni forrasa-
nak, illetve a mise szerzdi javitasokkal-kiegészitésekkel ellatott gydri masolatanak notéacidja Ié-
nyegében azonos elveket-szokasokat tiikroz. A jol olvashatd, rendezett kottaképek csak kisebb
eltéréseket mutatnak, és miutan a forrasok irasszokasanak visszaadasat is célul thztiik ki, e kii-
16nb6z06, kovetkezetes irasmodokat megoériztiik (lasd alabb).

Az Off. de BVM kézreadasaban mindkét fennmaradt forrast felhasznaltuk. A féforrasként ke-
zelt gydri masolat elveszett Violone és Organo szdlamat a kismartoni forras alapjan potoltuk,
a mellékforrasban el6fordul6 artikulacios és dinamikai jelek koziil viszont csupan azokat vettiik
at, melyekre a féforrasban is talaltunk példat. E kiegészitésekre (a fé6forrasbol hianyzé jelekre) a
jegyzetekben utaltunk, a kottaban kiilon jelslést nem alkalmaztunk. Minden mas esetben a fofor-
ras javitasait részesitettiik elényben, a mellékforras 1ényeges eltéréseit pedig jegyzeteltiik. A mi-
se szolamaiban talalhatd szerzdi pétlasokat és korrekciokat megkiilonboztetd jelolés nélkiil ko-
z6ltilk, a kdzreadoi javitasokra és kiegészitésekre valamennyi miiben a szokasos modon szogle-
tes zarojellel [ ] hivjuk fel a figyelmet.

Az eredeti szolammegnevezéseket atvettiik, de normalizaltuk; a transzponal6 hangszerek ere-
jegyzett Timpani in D szdlamat a hangolas megnevezése mellett realis hangmagassagba irtuk at.
Az éneksz6lamok C kulcsait violin-, illetve oktavval mélyitett violinkulccsal helyettesitettiik, az
orgonaszdlam szopran- és tenorkulcsban lejegyzett hangjait violinkulcsban adtuk vissza. A han-
gok jelolésében el6forduld roviditéseket minden esetben kiirtuk, az iitemvonalon atnyald pon-
tozas helyett tartdivet, iitemen beliil az atkotott nyolcadok helyett altalaban negyedet irtunk.
A kettésfogdsokat a vonosszdlamokban egybeszaraztuk, azaz a korabeli szokasos jel6léssel el-
lentétes iranyu szarazast (az orgona imitacids szakaszait kivéve) modernizaltuk. Az titemvonalon
atnyulo gerendazast megsziintettiik, a kovetkezetlen gerendazast a paros fuvos- €s vonodsszo-
lamokban, valamint az azonos szélam parhuzamos allasaiban hallgatélagosan egységesitettiik,

Lasd a 9. sz. facsimilét.

Valésziniileg még egy kéz megkiilonboztethetd, lasd a hurkos ,, f ” betiket (Organo 147, Violone 71, 74).

Lasd a 10. sz. facsimilét. A szerzdi bejegyzések a kdvetkez6 oldalakon talalhaték (az (j, konyvtari szamozas szerint):
Organo: 134, 137, 146, (1477?), 148, 150, Violone: 68, 69, 70, (71), 74, 75, Violino Primo: 32-37, (39), 4041,
4749, Violino Secondo: 50-54, 57-59, 65-66.
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az énekszolamok gerendazasat a mai gyakorlatnak megfelelen kiigazitottuk. Egységesitettiik a
triola és szextola jelolését azonos iitemekben és parhuzamos allasokban, de a hianyzé jelslést
csak hosszabb sorozatok elsé iitemében potoltuk. A redundans modositdjeleket elhagytuk, az
iitemen beliili oktavlépés, illetve az litemvonal utani hangismétlés modositdjelét hallgatolagosan
kiirtuk.

A dinamikai utasitdsokat normalizaltuk, a jelek potlasakor a forrasok jelhasznalatat kovettiik
(az Off. de BVM és a.mise Oboe, Clarino és Tympano sz6lamaiban, illetve a két offertorium
énekszdlamaiban ezért, egy kivételtol eltekintve, nincs jelolés). A kovetkezetes aszinkron di-
namikéakat meghagytuk, az eredeti jeloléshez ragaszkodtunk akkor is, ha az azonos szélam par-
huzamos helyein kovetkezetesen kiilonb6z6 dinamikai jelek szerepeltek (pl. Gloria — Quoniam).

Az elokék eredeti értékét megtartottuk (tehat nem irtuk at felezo elokére), a néhany eliras
igazitasat jegyzeteltilk. A misében a forras kot6iv nélkiili irasmodjat kovettiik, az Off. de S. Cru-
ce kismartoni forrasanak megfelel6en a negyed értékii elokék kovetkezetesen hasznalt ivét
megtartottuk (ugyanitt néhany nyolcad-, illetve tizenhatod-el0ke véletlenszeri ivét hallgatdla-
gosan elhagytuk), az Off. de BVM gyo6ri forrasanak irasmodjat a kismartoni alapjan értelmeztiik.
A hianyz6 eldkéket és trillakat hangszercsoporton beliil altalaban potoltuk (de az eldke és ,kiirt
eldke” aszinkronjat valtozatlanul hagytuk, pl. Kyrie 32-33), a kiillonb6z6 hangszercsoportok
aszinkron allasait, illetve az azonos szoélam parhuzamos helyeit nem egységesitettiik.

Az artikulaciot foleg a motivumok elsé megjelenésekor pétoltuk, mig a tovabbi eléfordula-
sokat nem egészitettiik ki. Az énekszolamokban is a forrasok irasmodjat kovettiik: a mise ének-
sz6lamait ezért nem egészitettitk ki melizmaivekkel, az offertoriumokban is csak a negyedek ko-
zotti fveket pétoltuk, abban az esetben, ha ezt parhuzamos allas indokolta. Azonos allasok arti-
helyek alapjan kiigazitottuk, négyes hangcsoportok réviditésszerti ivét két paroskstésként frtuk at.

Sajatos tartoiv-hasznalat figyelheté6 meg az énckszélamok egy specialis allasaban: két azo-
nos magassagu hangot akkor is tartéiv kapcsol Ossze, ha a masodik ala 0j szdtag keriilt. Ez a
feltehet6en figyelmezetd jellegi tartoiv akkor jelenik meg, ha a masodik hang késleltetd disszo-
nancia: ndna, szeptim vagy kvart, azaz 9 8, 7 6, 4 3. A mise gybri sz6lamanyagaban tdmegesen
jelenlevd és az offertoriumokban is eléfordulé ivet'® a kozreadasbdl tobbnyire elhagytuk, de
a jegyzetben felsoroltuk. A hangszeres szélamokban el6fordulé tartoéiveket altalaban meg6riz-
tilk, de néhany kiilénleges esetben toroltitk és a dontést jegyzetben regisztraltuk (pl. Off. de S.
Cruce, Aria V1. I: 33°=34" és Gloria V1. II: 142°-143").

Az orgonaszélam adott szamozasat minden esetben megtartottuk, ugyanigy az eredeti ma-
gassagi sorrendet is, de formailag normalizaltuk — azaz a modositdjel a szam jobboldalara ke-
riilt, alteralt tercet altalaban csak a médositdjellel jeloltiik (kivéve, ha megtartott eredeti magas-
sagi sorrend miatt egyéb szamok f6lé keriilt, illetve ha az eredetileg csak szdmmal jeldlt terc
modositdjelét potoltuk). Parhuzamos allasok eltéré szamozasat nem egységesitettiik, a hianyzo
szamozast nem potoltuk — a szamozasbol hianyzé moddositojeleket viszont beirtuk. Az orgona-
szolamban eldforduld, a szisztéma folott elhelyezett vonasok jelentése: tasto solo, azaz a conti-
nuo-akkordok sziinetelnek, a con Org. utasitas a teljes, akkordikus kiséret visszaallitasat jeloli.
A koz6s sorba irt Organo és Violone szélamba a csak az egyikben eléfordulo jeleket is beirtuk,
de ezeket tételenként sszefoglalva felsoroljuk (a listdkban normal betiitipussal a Violone szé-
lam, kurzivval az orgonaszdlam iitemszamait adjuk meg).

8 Lasd a 2. facsimilét.
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1. Offertorium de Sancta Cruce

Jegyzetek

Aria

9°, 10° VL1 nyolcad + nyolcadsziinet, ui. V1. I, I1: 92%, 93°, 94° és 198-201

12¢ VL II cresc. 13

17%7 VI 11 kotve

19! VI LI nyolcad eldke, ui. 21' V1. I

24 Osszes a, da capo” jelolése orig. nincs megoldva: a szélamokban a 24.
iitem végén egyoldalt, ,,eléremutatd” ismétlgjel van, a 208. .
végén (!) kettos litemvonal, a 254. 1. utan a hangszeres ritornel-
lo kiirva, a szélamok végén, 278. ii. utan ismétlojel (?) és utasi-
tas: ,, Da Capo al Segno” — de nincs segno!

27-29 VI.L 11 v, 103-106: ott kotbivekkel

31', 32! T nyolcad eldke, de v6. V1. I, 11

342 VI. 1 kotve

37*-40° T masodik szoveg is: ,, Paschale quae fers gaudium”, ui. 109*-t5l,
162%-t81

49’ VLI I negyed eloke, v6. 145

492 T két nyolcad g"- az elsd 16d a” elokével, de vo. VI. I, 11 és 145.

62! dsszes vo. 161 sf

72 T kétértelmis szovegelhelyezés: 72" tart6ivvel kotve, de ,,-que”
szotag 727 alatt, 72 kozos gerendan, ui. 171 (de ott az 1. és 2.
hang tartéive hianyzik)

79! Vlne B-b oktav, v8. Va

83 VL L II, Va, Org.  cresc. (sic), vo. 183

106”7 VL 1 kotoiv 10677

113° Org., Vine cresc. a roviditett irasméd miatt 113", ui. 117

114! Org. £ 114 (ua. Vlne 118": orig. 118°)

114° VI 1 f 114!

133! VL LI cresc. 133°

134! Vine 11342

153 Org. hidnyzé tGtem

159*7 T egy gerendan, szotag 159° alatt

176 Vline az iitem utélagos betoldas

180" T nyolcad el6ke

181 Org. p 1812

183 VL. 1, 11, Org. cresc. 184!

198’ VI 1, 11 kétve, ui. 199' 2 V1. I (elcsuszott tartoivek)

218', 219! T nyolcad eldke, vo. 217 és 220 (valamint 67 és 166)

249 VL1, 1 tr nélkiil (sic!)

Az egy szisztémara irt Organo és Violone sz6lam eltérései (Org. iitemszamai kurzivval jeldlve):

18-21 stacc., 41 stacc., 42 p, 46 stacc., 49 stacc., 81 p, 92-95 stacc., 122 stacc. (va. 126, 128-131,
138-140, 142, 145, 181-183, 198-200), és: 209 p, 245 ff

Elhagyott tartéivek:

VL. I: 33%-34!, 132%-133", 163*-164'
V1. II: 163%-164!
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Az els6 és az elhagyott végso ritornello eltérései (sz6lamanyag 1-24, ill. 255-278):
67, ill. 260-261, V1. I, II: paronként, ill. egybeszarazva, ui. 14—135, ill. 268-269;

8%, ill. 262°, VL. I, II: p, ill. pp;
19, ill. 273", VI I, 11 (és VL. 121', ill. 275"): nyolcad, ill. 16d elékék.

Choro

1
1743
197
242
32¢
3512
36°
3910
40"
42!

Va
Org.
Vine
T
Org.
T
Org.
Org.
Org.
T

Elhagyott tartoiv:

A: 34172

2. Offertorium de Beata Virgine Maria

Aria

11
21

22

2824
29

431*4
65°-66'
67
6724

77

100
110%-111"
135

145
149°
178%*
191

231
2512

Gk
Ed
Gk, Ed

Gk, Ed

Gk
Gk, Ed

Gk
Gk
Gk
Gk, Ed
Ed
Gk
Gk
Gk, Ed
Gk
Gk, Ed
Gk
Gk
Gk
Gk

Tutti (V1. 1, 1I: nincs Tutti)

szamozas 3 és feloldéjel (kiilon), de v6. B és Va
sic! —ui. 227, 24°, 417

.-cis” szOtag 24* alatt

6b-vel
kotve
szamozas g

szamozasban a nyujtovonal alatt értelmezhetetlen javitas, talan 7?
szamozas g —devo. 7’

hidnyz6 hang, 23" alapjan pétolva

VL. I II, Va
VLI 1T

Va

Va

V1. 11

Va

VI 11

f nélkiil

negyed elbke

iv pontatlanul kitéve, ui. Gk 169, 174, 258, 269, 334; a
kozreadott format lasd Gk 27, 101, 107, 341 és Ed 27, 259
félkotta, a rovidités jele orig. hianyzik, ui. Ed 52 Org.,
Vine, Ed 116 Vine

kotoiv orig. 28", ui. 102"

iv pontatlanul kitéve, ui. Gk 103, 109, 171, 267, 337; a
kozreadasban Gk 261, 343, Ed 29, 103, 109, 171, 261,
267, 337 kovettitk

iv nélkiil

tartoiv nélkiil

ko6tdiv orig. 67°*, vo. Ed 67°™, Ed és Gk 68

stacc. vonas

egy gerendan, ui. 105

stacc. vonas nélkiil

tartoiv néikiil

cresc. orig. V1. 1134°, VI 11 134" ui. Gk VL. 1 3007-t61
artikulacié nélkiil

nyolcad eldkével

iv nélkiil

stacc. vonas nélkiil

stacc. vonds nélkiil

iv nélkiil
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266*-267" Gk Va tartoiv nélkiil

2812 Ed Vine p nélkiil

285-288 Ed Vline stacc. vonds nélkiil
302 Gk VI 11 £ nélkil
325°-326" Gk VI 1 tartoiv nélkiil

341" Ed Vine cresc.

342! Ed Vine f

344! Ed Vine p

357! Gk Va stacc. vonas nélkiil

Elhagyott tartéivek (mindkét forrasbol torslt ivek kurzivval):
CI: 112'-113%, 216'-217', 220"-221' 224'-225'
CII: 114°-115',214%-215", 218" 219", 222'-223'

Ed jelentdsebb eltérései:

CI:100-102 ™ ,

ﬁ;t el i SR e ST
7£ B e } L ,,,,,,
* (o} pi - nor hoc vo
C I-1I: 118-127
18 % —_ - N \
gt = . S 0NN : Lo : NN N
ég#’Z .‘s'f,ﬁ.‘" e 6 4 s :)r:' 3 i e ® ! e r;"\r,'
A e : :
o -ipl nor hoc. o pro-omor L hoe o vo cit - bu Jum, o il nor hoc vo ca bu dum
5#"3?“::/.‘:,f,:“::ﬁ:::'\;t':.\ﬁi:3. \\:‘3 : I\.\il
"? e s : f4 E e e 4 G a " - ' ® @ . :#.‘.r,'
0 )
o - ptonor hoc, o pi - nor hoe  vo ca- bu- Jum. 0 pi- nor hoe Vo ca hu lum
VLI 136 ,
par g 2
e -
< - ST
for.
C [-1I: 215-227
RYAS .
5"?"}:.‘9 oo RE ;'ffh\.. .,: i SRR e _ .. ’},‘"50 7 A : 2:.%e T I
LI s e S D Lt N T R N C R
. as - we - t-dio-one nul la - ve las - s - dr one. las NI wedi ' one
- .y S . . ‘o g - : . o
‘_éit’ S P e e lfihege e e e et o e 4o e
' as osue - otnodio-one nul - la - ve las s tu di ne. s - i t G ne

C I-11: 258-260 “a

4 # .
F 3'% i  J T r ] o
by v i 1 T I 1 )
@ b8 Py T T 17
T T ) “—
o .
o pi - nor hoc
o4 &
M ST
A1 y 2 A _} y 3 ¥
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C I-II: 284-291

g.h 2% ap 2., . » LR e iae s s e 8
f(%*'ﬁ SCI T A R A
¢ O Pl nor hoe, O pi - nor " hoc VO ¢ bu lum O - pLonor
(‘;: l':." ","Plnip,,"'\,n, ;:'\-
@;g_,/. Tt St e
O - pi - nor hoc,— 0 pi - mor hoc_vo - ca-bu-lum o - pi-nor
Choro
1 Gk VL. LI f nélkiil
42-5' Gk Ob. I kotdiv, uf. 13-14
10 Gk Clno 11 10. ii. orig. hidnyzik, javitasa:
412 Ed VI I kotdiv, ui: Ed 6327
59260’ Ed Ob. 11 kotdiv
60'-61" Ed Ob. 1 tartoiv .
71-72 Ed Cl szoveg: ,,-di/ cta” % J ﬁ | J
dl\-/ cta
85 Gk Ob. 11 kotdiv nélkiil
89 Gk Ob. 1 kotdiv nélkiil
982-99' Gk Ob. I, 11 tartoiv nélkiil
99! Gk VL 1 tr nélkiil
108 Gk Va stacc. vonas nélkiil
110 Gk VLI f nélkiil
110 Ed Va f
126* Ed Org. 6# szamozas orig. 126° folott
139'-141" Ed Ob. 1 tartoiv

Organo és Violone eltérései:
101' d’; 103 paros kotések; 169174 stacc. vonasok

Elhagyott tartéivek:
C1I: 46*-47', 148%-149'
A:41242!

Ed jelentdsebb eltérései:

V1. I-1: 173-174 %

>

# - '
< FTe e,
| S — e e oo
L ——  — —
# [1] ey,
e e e e
Y _— | T & 4 D N S Stk |
T a9 g
D} [ '
174
CLA:174 54
s R v 3
—
te -
. ']
3y T T
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3. Messa dedicata al Patriarcha Santo Benedetto

Kyrie

5 VI 1 felesleges hang: 5° ¢ 32d

6* Ob. II, Clno II e”, ill. 4" (sic)

12 Org. Solo 12°7* felett

21! A nyolcad eldke

218 VI I a"” (de utdlagos #)

24! VLI g

37+ C,B kozos gerendan, ui. 38'*és A, T: 377

38 Clno 1 fél- és nyolcadsziinet, negyed, két 16d (de v6. Ob. I, A)

Organo és Violone eltérései:
12° Solo, 16° Tutti, 16> £, 21° £, 22% p, 38° negyed, 39° f

Elhagyott tart6ivek:

C: 7*-8', 8%, 13'-14" 143 14%-15", 154 15°-16", 167,205, 22%°, 23'2 24%5 4172, 41°42", 435
A: 673,10°-11"

T: 837 44%7

B: 8°-9!

VL I: 26*7 (324 feliités)

Gloria

3i-u VLI pontozott ritmus: 16d, 32d

122 A sic!

13 VL LI iv 13°7, il 13*"

18 VL. 11 /18, ui. 25° (de vo. 8'° é5 9'%)

18 Org., Vine f 18

20° T nyolcad eldke, ui. 135"

28%7 VI 1 egy gerendan, kotve

29! B ,,-su’” szotag itt, de nyolcad és két 16d kiilén gerendan
33 T hianyz6 széveg

36 Ob. L 11 uj eldjegyzés a hangok utan

36 Clno I, II, Timp.  nincs eléjegyzés, ui. 94: nincs feloldas

362 Org. Solo 38" (a tempojelzés miatt)

36%° VL 1 nyujtott ritmus: pontozott 16d és 32d

38! VI 1 sic! (de vo. 48'": g")

3977 Org. szamozasban orig. két nyijtévonal, tordlve
70° VI 1 nyolcad el6ke

728 Org. 6# (de vo. 73%)

81’ Clno 11 orig. ¢", javitva d"

82 Org. tasto pre. (vagy pie.?)

82 Vline p 8l

120" Org., Vlne 7 120% 411, 119°

129! Org., Vine p 129° ill. 129°

146' Org. f 1467

161° A .~tu” szétag 161* alatt, de gerenda igy
168°7 C kotve

176°-177' C téves sorvégi kotoiv, 177" kotve (Id. Ob. I, V1. 1)
190° Ob. I nyolcad + nyolcadsziinet
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Organo ¢s Violone eltérései:
24% p, 26° p, 27° £, 35! Tutti, 36° Solo, 46" Tutti, 54° Solo

Elhagyott tartéivek:
C: 3%, 12%5, 14°4,29°4 3334 492-50", 50*-51", 52*-53", 60*—61', 77°-74, 196*
A: 873,970 483 49! 50°-51', 513-52", 612-62', 65, 65°—66'

T: 47°-48'
B: 3%3,128 13!

VI 1, 10: 32'12 (324 feliités)
VI II: 1378, 142°-143' (sic)
Org.: 3773, 1257, 128-13!

Credo

23

9

148
18¢
26°
30-31
338

Et incarnatus
50-51

55¢
58-68
699—12
70

72
74
7913
83!
110
1112
117
118"
122"

Et resurrexit
135

139

143!

147

1562

161"

2022

Ob. I

Org.

Org.

VI 11

Org.

Ob. LI, VL L II
Vine

Org.

Org.

ClI

VI 1

VL. L, 11, Org.,
Vine
VLI

VL II

VI 11

Org.

CLIL VL. II
Vine

VL 11

Vine

Org.

Ob. 11
Ob. I
Ob. I
Org.

’

g
Solo 9% felett
p14°

c¢” ui. 26 "

7 26°
artikulacié (sic)
Solo 33°

balkéz gerendazasa: 2+2+2, ill. 6 nyolcad egybe (k6toiv nélkiil),
ui. 52-53; késébb egésziitemes gerendak és roviditésszerd
egésziitemes kotdivek: 69-72, 75-78, 105-108, 111-114 (V1. 1,
1I: 50, 52 és Vine végig igy)

diszités 55’

a kidolgozott valtozat Istvanffytol

roviditésszerii kotdivvel, ui. VI 11: 75", VI I. 111%"
dinamikai jelek nélkiil, ui. 106

£ 72*, ui. 108

nyolcad eléke

fisz"

jobbkéz: nyolcad eléke (?)
nyolcad eléke

téves b modositojel

r 117°

p118?

jobbkéz: a”

szoveg: , dexteram”, igy ,, Patris et” 135*° alatt

feloldéjel 139*

negyed, ui. 144'

negyed + két negyedsziinet

f 156"

nyolcad eléke

. cu-" szotag a kozos gerendaval kotott nyolcadpar,

202" masodik tagja alatt, ui. 204, 212, 232; réviditésszertien az
elsd nyolcad alatt: 230; és 2257 helyett 225° alatt
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2045
207?
2097

237'-240?
237°-238?2

A

C
Vine
Vine

Organo €s Violone eltérései:
9 Solo, 111 pp, 115 f

Elhagyott tartéivek:

A: 19327

., cu-"" szétag elhelyezése a B-hoz hasonldan kétértelmii, ui. 207;
els6 nyolcad alatt: 231

, cu-" szoétag elhelyezése ugyantgy kétértelmii, ua. 209; elsé
nyolcad alatt: 212, 227, 230, 238, de vo: 232, 234

. cu-"" szotag elhelyezése kétértelmii, ua. 231, 238; de vo: 234
stacc. (lasd Org.: Pedal)

félkottak helyett negyedek

T: 16°-17', 134°-135", 1632164, 164°-165"
B: 16°-17', 17°-18", 153°-154!

Ob. I1: 4*3
VL II: 318-32!
Sanctus
i osszes
4 C
5! Timp.
7' Ob. 1, A, B, Org,,
Vine
117 VI 1l
2878 VI. 1
Organo €s Violone eltérései:
10és 19: Solo, 14: Tutti
Elhagyott tartoivek:
C: 313 4%
A: 374!
Benedictus
1 CATB
6>’ A |
8 Vine
12} Org.
25 VL 1
28! B
30 VL. 1
32 Org.
33° Org.
38° C
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tempdjelzés csak az autograf Ob. I, Il sz6lamokban Adagio
molto (Org.: molto autograf kieg.)

szovegelhelyezés kétértelmii: , Sa-ba- " talan 4* és 4° alatt
orig. félértékii sziinet, elsé két hang korabeli potlas

killon nyolcad és két 16d, ui. 8'~; valamint 17'7, 18'>: Ob. I
és C; 23" B és Org.; 24" Org.; 28" A

d!

pontozott 16d és 32d

tempojelzés: Allo

triola jelolése csak ivvel, ui. 9% VI I; 317% VL. I, II;
31°°% VL. 11; 38-39: V1. Il

p8

szamozas 7

1 257777 felett

nyolcad eldke

p 30"

dinamika orig. p, utélag eléirva: mezo

/i

,,-na” szotag el6bb, a masodik, atkstott e’ nyolcad alatt



Organo és Violone eltérései:

8! stacc., 9/, 10p

Elhagyott tartoivek:

C 383—4, 5-6
Agnus
256 VI 1
5! VL. L, 11
742 C
72 Org.
78 V1. 1
30 VL LI
37° Ob. 11
52 T
52877 C
57 T

Organo és Violone eltérései:

13 Tutti, 13°-14 tartoiv

Elhagyott tartéiv:
A: 44"

kotve, utana a triola kotdiv nélkiil (elcsiaszott? Id. 67, 15)
nyolcad eldke, ui. 13", 2127, 317

negyed + negyed + nyolcadsziinet

feloldojel 7° felett

nyolcad eldke

cresc. 30°, ill. 30" (mindkettd autograf kieg.)

negyed

szovegelhelyezés vo. 48

harom nyolcad: ¢”, ¢", h'— az utolsé kettd kotve

,-na” szotag 57° alatt
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General Remarks

1. The Sources

1.1. Offertorium de Sancta Cruce

The only source of the work is the set of hand-written parts kept in the music collection of the
cathedral (the earlier parish church) of Eisenstadt. Shelf-mark: B 16 (earlier mark: N* 40).

The cover in portrait format measures 32 x 20.4 cm and bears the title:

Offertorium / de / Sancta Cruce. Tempore / Inventionis, aut Exaltationis. / a/ Canto. Alto /
Tenore conc”. Basso / Violinis 2™ / Viola obliga: / con / Organo e Violone / Del Sig” Benedetto
Istvanffy.'

The measurements of the parts in portrait format are 31.8-32 x 20.4—7 cm (the partbooks
narrow down towards the bottom). The size of the partbooks is: Violino Primo and Violino Se-
cundo consist of two stitched half sheets, 4 pages; Tenore Solo, Alto Viola obliga:, Organo and
Violone are three-page-partbooks produced with glueing and stitching; Soprano, Alto and Basso
have one page each.

The watermark of the cover and the complete part material is:

left: FAK (Soprano, Violino Primo and Secondo: above resp. below also a letter H);

right: in an escutcheon a two-towered town gate standing on three hills, above it a coat-of-

arms.’

The ruling of the parts is homogeneous: except for two, the entire offertory was written on
ten-stave pages (raster: 10 mm, with individually drawn staves). Exceptions: Violino Primo, last
page, two extra lines, Tenore, last page, one extra line.

An explanation for the homogeneous make-up is the identity of the copyist: both the cover
and the entire part material are Carl Kraus’s work, the regens chori of Eisenstadt parish church.
His handwriting was identified on the basis of signed copies in the music collection of the
church. The parts were written down between circa 1753 and 1778 on a paper rarely occured
among Kraus’s copies.’

1.2. Offertorium de Beata Virgine Maria

The work survives in two manuscript sets of parts, a probably earlier copy is kept in the music
collection of the cathedral (the earlier parish church) of Eisenstadt, a later one is available at the
cathedral of Gyér. None of the copies shows the composer’s emendations or additions. Some iden-
tical slips of the pen/errors are indicative, however, that they may have based on an identical
source.! Their differences suggest that Istvanffy revised certain places of the offertory prior to
preparing the copy of Gyér.’ It is thus probable that the signs of articulation and the dynamic
signs are less the result of the inattention of the otherwise skilled copyist in the first place than
reflect the state of the basic source in those days: the majority of the extra signs may have been
introduced during the presumed revision. The authenticity of the main text, of the additional
markings and versions of the copy in Gy6r is warranted by its date, copyist and provenance —

1
2

The definition “Tempore / Inventionis, aut Exaltationis” is a subsequent entry (see facsimile No. 1).

For a remote analogy of the watermark (1778, Vienna—Prefiburg — only the letter sign is similar) see Edward Hea-
wood, Watermarks Mainly of the 17" and 18" Centuries (Hilversum: 1950), No. 2663.

3 Cf. p. XXXII, footnote 2 and XLI, footnote 58.

See the notes to the Aria: bars 22, 67 and 135, with identical errors in both copies.

Istvanffy corrected, among other things, certain prosodically unsolved bars of the Aria and modified the conclusion
of the Choro in the two violin parts etc. (For the enumeration of the revised bars see the Notes: Important deviations
of Ed).

278



i.e. by the fact that it was prepared by Istvanffy’s brother during Istvanffy’s engagement there
and was used at the cathedral of Gyor under the composer’s direction. All this justifies why the
copy of Gybér has been chosen as the principal source of the present edition.

1.2.1. The Principal Source (Gk)

It is preserved in the Janos Richter Archives of the bishopric of Gyér (anonymous composi-
tions). Shelf-mark: AMC Ariae 52. Provenance: the collection of the Gyor cathedral. The title-
page, the Organo and Violone partbooks of the source have gone lost. As a result, the manu-
script does not contain any reference to the composer. The work could be identified on the basis
of the Eisenstadt source (see 1.2.2.).

The measurements of the parts in portrait format are with slight differences: the partbooks of
Violino Primo, Violino Secondo, Canto Primo, Canto Secondo as well as that of Basso are 30.4-8
x 21.7-22.2 cm; the rest of the surviving parts measure 29.4-9 x 21.0-7 cm. The precise size of
the partbooks is as follows: Violino Primo, Violino Secondo and Alto Viola are four-page part-
books stitched together from two half sheets; Canto Primo, Canto Secondo are three-page part-
books produced with glueing and stitching; Alto, Tenore, Basso, Oboe Primo, Oboe Secondo,
Clarino Primo in D, Clarino Secondo in D, Tympani in D contain one page each.

In the parts the following watermarks can be found:

1. Violino Primo, Secondo, Viola, Canto Primo and Secondo:

left: Dreihalbmond / REAL; right: GF — above it a crown.®

2. Oboe Secondo:

left: [Dreihalbmond / REAL?]; right: AFC — and above it an additional cut down letter

(C? 07).

Furthermore Dreihalbmond-fragments: Basso, Tympani; an invisible watermark because of
trimming: Oboe Primo; no identifiable watermark: Tenore, Clarino Primo and Secondo.

The entire part material was written on 12-stave pages (raster: 10 mm).

The set of parts is the work of two copyists. The majority of the parts were copied by the
composer’s brother Elek Istvanffy (b. 1741).® The copyist of Violino Primo, Secondo and Viola
is still unknown. The copy must have been made during Benedek Istvanffy’s years of service as
regens chori at the cathedral of Gy®ér, i.e. some time between 1766 and 1778. In these years the
composer’s brother was also active in Gy6r® and helped him with copying works on several oc-
casions."

1.2.2. Subsidiary Source (Ed)

Whereabouts: the music collection of the cathedral (earlier parish church) of Eisenstadt. Shelf-
mark: B 17 (earlier mark: N 61).

See Alan Tyson, Mozart: Studies of the Autograph Scores (Cambridge, Mass. — London: 1987), pp. 277-280, type D
(1782).

Only the right-hand side of the watermark exists but see Dénes Bartha — Laszl6 Somfai: Haydn als Opernkapelimei-
ster. Die Haydn-Dokumente der Esterhazy-Opernsammlung, Budapest, 1960, Appendix Nos. 99-100.

Veronika Vavrinecz’s kind information.

Elek Istvanffy worked as a curate at the St. Nicholas church in 1771 and was active in Gy6r until 1779 at the latest.
That year his name emerges as the parish priest of Mezd6rs in the sources. See Kornél Bardos, Gydr zenéje a 17—18.
szdzadban [The music of Gyér in the 17"-18™ centuries] (Budapest: 1980), p. 63 and Veronika Vavrinecz, “Istvan-
ffy Benedek élete és mikodése” [Benedek Istvanfiy’s life and work], Musicalia Danubiana 3 (Budapest: 1984), p. 9.
Certain compositions were copied jointly by Elek and Benedek Istvanffy: Rorate coeli (shelf-mark 1. 11) and Alma
Redemptoris (1. 6). A copy entirely in Elek Istvanffy’s hand is Jam virga Jesse (1. 7). See Musicalia Danubiana 3.
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The cover in portrait format measures 32 x 21.3 cm; its title inscription reads:

Offertorium / de / Beata Virg: Maria / a / 2 Soprani Conc” / Alto, Tenore, Basso Ripieo: /
Violinis 2" / Alto Viola obliga: / 2 Oboe / 2 Trombe / Tympano / con / Organo é Violone / Del
Benedetto Istvanffy.

The inside cover in portrait format measures 32 x 20.5 cm ; its title inscription runs as:

Offertorium / de / Bssima V: Maria / a / 2 Soprani Conc" / Alto / Tenore / Basso Rpieno /
Violinis 2™ / Oboe 2 / Trombe 2 / Tympano / Alto Viola obliga: / con / Organo é Violone / Del
Sig™ Benedetto Istvanffy.

The measurements of the parts in portrait format are with a difference of 1 or 2 mm: 31.5 x
20.4-7, Alto 31.5 x 19.9, Oboe 1™, Oboe 2 and Tenore 31.5-6 x 20.4-5 cm. The size of the
partbooks is: Violino Primo, Violino Secundo two half sheets stitched, 4 pages each; Canto
Primo, Canto Secondo, Alto Viola obliga:, Organo, Violone 3 pages each; Alto, Tenore, Basso,
Oboe 1™, Oboe 2%, Trombe 1™ Ex D, Trombe 2% Ex D, Tympano Ex D 1 page each.

The watermark of the cover and the entire part material (cf. the other offertory):

left: FAK (Canto Secondo, Alto, Oboe 2%, Viola, Organo and Violone: above or below it

another letter F);

right: in an escutcheon a two-towered town gate standing on three hills, above it a coat-of-

arms.'!

The ruling of the partbooks is homogeneous (rastral: 10 mm), with staves drawn singly. In
general, there are ten staves to the page. The few exceptions (4/to, p. 1, Viola p. 1 and the last one,
Violone, p. S have 11 staves to the page) can be explained by the lack of space and the intention
to make a better division of the music facilitating the turn of pages.

Similar to the set of parts of the Off. de S. Cruce, which are equally of Eisenstadt prove-
nance, the copyist of the cover and the part material is Carl Kraus, the regens chori of the parish
church of Eisenstadt this time as well. The copy was probably produced simultaneously with the
other offertory: the papers which occur rarely in the music collection of Eisenstadt and the get-
up of the covers also agree.

1.3. Messa dedicata al Patriarcha Santo Benedetto

The only source of the Mass is the set of hand-written parts surviving in the music collection
of the Gyor cathedral and now kept in the Janos Richter Archives, Gydr with the shelf-mark
AMCLI. 8.

The cover in portrait format measures: 29.5 x 25 cm, the title inscription reads:

MESSA / Dedicata al Patriarcha Santo / Benedetto / a / 4" Voci / Due Violini / Due Oboi /
Due Trombe / Tympani / Violone con Organo conc” / Del Sig' Benedetto Istvanffy.

On the label in the right-hand corner of the cover an old printed shelf-mark can be found:
“Ex Archivo musicali / Cathedralis Ecclesiae Jauriensis. / Nro. (in hand:) 26.” At the bottom of
the page, in the middle, the text entered in a later hand than that of the title text reads: “der Kir-
che gehirig”."?

The measurements and sizes of the parts in portrait format are different in each case: the
four-page partbooks of Oboe Primo and Oboe Secondo consisting of two half sheets measure
29.7 x 22.2-4 cm, the measurements of the quarter sheets of Corno Primo and Corno Secondo
are 28.8 x 20.2 cm. The rest of the parts are uniformly 29.5 x 23.2—4 cm. (The striking differ-
ence in width is due to the irregular size of the sheets of paper used, the partbooks narrow
downwards). The sizes of the glued and stitched partbooks are: Clarino Primo, Clarino Se-
condo, Tympano consist of 3 pages each; Violino Primo, Violino Secondo comprise 11 pages

' See note 2.
12 See facsimile No. 8.
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each (with a title-page in front); Violone has 10 pages; Canto, Alto, Tenore, and Basso have 8
pages; Organo consists of 13 pages and its fascicle with a title-page shows the composer’s name
in addition to the designation of the part: “Del Sig’ Benedetto Istvanffy”.

In the parts the following watermarks occur:

1. Oboe Primo, Secondo: left: FCP; right: fleur-de-lys."

2. Corno Primo, Secondo (hardly visible sign): 3 (?) letters in a small oval frame, N (?) on

top, A at the bottom and (?).

3. the remaining parts show:

left: a shield with two horizontal stripes, closed down by a crown and surrounded with the

letters FCP;

right: a large-sized oval shield covered with a crown and ornamented with flowers, within

the shield there is a lion, above it the letters AL (?), and beside it a cross-bow and a serpent

can be found (= the Stahrenberg coat-of-arms)."*

The ruling of the parts is different, too: the two oboe parts were written on seven/ten-stave
pages (ruled by hand, raster: 13 mm), the two horn parts on eleven-stave pages (raster: 12 mm),
the rest of the parts on machine-ruled ten-stave music paper (raster: 11 mm, TS: 273 mm).

The different get-up of the parts can be explained by the difference of origin: the two oboe
parts and the two (later?) horn parts of different ruling left unmentioned in the title description
were probably written down by Istvanffy himself,"” the rest may have been written by a pro-
fessional copyist.'® Nevertheless, Istvanffy was familiar with the copied parts which he provided
— with the exception of the Alto, Basso, and Clarino Primo parts — with emendations and additions.
He added above all dynamic signs but accidentals and signs of articulation as well. He emended
the music of Canto, Tenore, Basso, Clarino Secondo, Tympano to a lesser extent whereas on the
pages of Organo and Violone several entries by Istvanffy can be found and the greatest number
of emendations occurs in the two violin parts (mostly in the movements Et incarnatus and
Agnus)." Four layers of Istvanffy’s entries can be distinguished: in addition to the ink identical
with that of the basic notation he once used a yellower tone, once a black ink and he entered
dynamic signs into the double bass part in pencil as well (one of which he later finalised in ink).
This implies that both the autograph parts and the majority of the additional parts are author-
ised, so that the entire set of parts can be looked upon as authentic sources.

2. The Methods of Edition

The notation of the three works, including the Eisenstadt parts of the Off. de S. Cruce, the Gydr
and Eisenstadt sources of the Off. de BVM as well as the copy of the Mass surviving in Gy6r and
containing autograph emendations and additions reflects by and large identical principles and
customs. The well-arranged, easily legible layout of music shows minor differences only. These
different but consistent notational manners have been retained since the present edition aims at
reproducing the notational peculiarities of the sources (see below).

Cf. Georg Eineder, The Ancient Paper-mills of the Former Austro-Hungarian Empire and their Watermarks
(Hilversum: 1960), No. 634 (1767, Obereggendorf, F. Chr. Purtscher — but without ornaments around the letters).

Cf. Eineder No. 360 (1768, Obereggendorf, F. Chr. Purtscher — with minor differences in the exterior ornament of
the a Stahrenberg coat-of-arms).

See facsimile No. 9.

An additional hand can perhaps be distinguished, see the looped letters “f ” (Organo 147, Violone 71, 74).

See facsimile No. 10. The composer’s entries occur on the following pages (according to the library’s new number-
ing): Organo: pp. 134, 137, 146, (147?), 148, 150, Violone: pp. 68, 69, 70, (71), 74, 75, Violino Primo: pp. 32-37,
(39), 4041, 4749, Violino Secondo: pp. 50-54, 5759, 65—66.

281




For editing the Off. de BVM both surviving sources were used. The missing Violone and Or-
gano parts of the copy of Gy0r treated as principal source have been added on the basis of the
Eisenstadt source. Only those signs of articulation and dynamics of the subsidiary source have
been incorporated into the music for which examples in the principal source could also be
found. These additions (the missing signs of the principal source) are listed in the notes without
distinguishing them in the music. In all other cases, the emendations of the principal source have
been favoured and the substantial differences of the subsidiary source are enumerated in the
notes. The composer’s additions to and emendations in the parts of the Mass are included in the
music without distinction. The editor’s corrections and additions to all works are distinguished
by square brackets [ ], as usual.

The original designations of parts have been retained, though in normalised form; the origi-
nal notation of the transposing instruments has been retained (Mass: Corno in F). The Timpani
part of the Off. de BVM notated originally transposed (in D) has been transcribed into real pitch
indicating at the same time tuning. The C-clefs of the voice parts have been replaced by a simple
treble clef and a treble clef deepened by an octave, respectively; the notes of the organ part no-
tated in soprano and tenor clefs have been put in violin clef. The abbreviations in the designa-
tion of notes have been written out in each case. Ties instead of dots extending over the bar-line
have been supplied and, in general, crotchets instead of tied quavers within the bar. In the string
parts the double stops have been placed on a single stem, that is the stems of contrary direction,
customary in contemporary notation, have been modernised (except for the imitation sections of
the organ). The beaming extending over the bar-line has been cancelled, the inconsistent beam-
ing in the double wind and string parts as well as in the parallel sections of an identical part
have been tacitly unified, the beaming of voice parts has been rectified. The triplet and sextuplet
markings in identical bars and parallel sections have been unified but the missing marking has
been added in the first bar of longer series only. The superfluous accidentals have been omitted;
the accidental for the octave step within the bar and for the note repetition after the bar-line
have been tacitly written out.

The dynamic signs have been normalised; when adding signs, the usage of the sources has
been followed (this explains why the Off de BVM, the Oboe, Clarino, and Timpani parts of the
Mass, and the vocal parts of the two offertories have no signs, except for one). The consistent
asynchronous dynamics have been retained; the original signs have been adhered to even in
cases when different dynamic signs were used consistently in the parallel places of the same part
(e.g. Gloria — Quoniam).

The original value of the appoggiaturas has been retained (i.e. they have not been replaced
by halving appoggiaturas), the emendation of some slips of the pen is listed in the notes. In the
Mass the unslurred manner of notation of the source has been followed; the consistently used
stur for the crotchet appoggiaturas in the Off. de S. Cruce has been retained in agreement with
the Eisenstadt source (and the fortuitous slur of some quaver and semiquaver appoggiaturas has
been tacitly omitted), the notational manner of the Gydr source of the Off de BVM has been in-
terpreted on the basis of the Eisenstadt source. In general, the missing appoggiaturas and trills
within a group of instrument have been added. The asynchrony between the appoggiatura and
the “written out” appoggiatura has also been left unchanged (e.g. Kyrie 32-33); the asynchro-
nous sections of various groups of instruments and the parallel sections of an identical part have
not been unified.

The articulation has mostly been added to the first occurrence of motives while at successive

occurrences no additions have been made. In the vocal parts the notational peculiarities of the
sources have equally been adhered to. This explains why the melismatic slurs are missing from
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the vocal parts of the Mass and occur only between crotchets in the offertories (where slurs have
only been added between crotchets and exclusively in cases where parallel or analogous sections
justified them). The articulation of identical sections has been unified within groups of instru-
ments in the first place, the sloppily written slurs have been rectified on the basis of analogous
sections, the abbreviation-like slurs of groups of four notes have been changed in two double
slurs.

A special use of ties can be observed in a particular section of the vocal parts: two notes of
identical pitch are joined by a tie even if a new syllable was added under the second note. This
probably warning tie appears whenever the second note is a suspended dissonance: ninth, sev-
enth or fourth, that is 98, 76,43 The ties used abundantly of the Gy6r sources of the Mass but
appearing in the offertories as well'® have been omitted in the present edition but they are listed
in the commentaries. The ties of the instrumental parts have generally been retained but omitted
in some extreme cases and the explanation for this decision is included in the notes (e.g. Off de
S. Cruce, Aria Vn I: 33°-34' and Gloria Vn 1I: 142°-143").

The figuring of the organ part has been retained in each case; the same applies to the origi-
nal order of pitch, but it has been normalised with regard to form, i.e. whenever the accidental is
placed to the right-hand side of the figure, the altered third is generally marked by an accidental
only (except when it came to fall above other figures because of the retained original order of
pitch and if the accidental for the third marked originally with a figure only has been added).
The different figuring of parallel sections has not been unified, the missing figuring has not
been added, whereas the accidentals missing from the figuring have been entered. The strokes
above the staves in the organ part mean: tasto solo, i.e. the chords of the continuo pause and the
direction con Org. indicates re-establishing the full chordal accompaniment. In the Organo and
Violone parts written on a common stave the signs occurring exclusively in one of them have
also been entered but they are enumerated for each movement separately (in the lists the bar
numbers of the Violone part are written in ordinary type, those of the organ part are given in
italics).

8 See facsimile No. 2.
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1. Offertorium de Sancta Cruce

Notes

Aria

9 10° Vnl quaver + quaver rest, similarly Vn I, II: 923933 94% and 198-
201

12* Vnll cresc. 13!

17%7 vnll slurred

19! Vnl 11 quaver appoggiatura, similarly 21" Vn I

24 all the marking of “da capo” is originally not solved: at the end of
bar 24 there is a one-sided repeat-sign “pointing ahead”, at the
end of bar 208 (!) a double bar-line, after bar 254 the instrumen-
tal ritornello is written out, at the end of the parts, after bar 278,
repeat signs (?) and the direction: “Da Capo al Segno” — but
there is no segno!

27-29 Vol II see 103-106, with slurs

31, 32! T quaver appoggiatura, but see Vn I, II

3412 Vnl slurred

3740’ T also a second text: “Paschale quae fers gaudium”, similarly
from 109*, from 162*

49! Vnl, I crotchet appoggiatura, see 145

492 T 2 quavers g"” — the first 16™ with an appoggiatura a”, but see
Vn I, II and bar 145

62! all see 161': sf

72 T the text underlay is ambiguous: 72"~ tied but the syllable
“.que” is under 722, 72>° beamed together, similarly 171 (but
there the tie for the 1* and 2™ notes is missing)

79! Vine B flat — b flat octave, see Va

83 Vn L, II, Va, Org  cresc. (sic), see 183

106> Vnl slur 106>~

113° Org, Vine cresc. 113", because abbreviated, similarly 117

114! Org £ 114 (similarly Vlne 118" originally 118°)

1142 Vnl 1 114

133! Vnl, II cresc. 1332

134! Vine 11347

153 Org missing bar

159*7 T group joined by one beam, syllable under 159°

176 Vine the bar is a later addition

180" T quaver appoggiatura

181 Org p 1812

183 VnI, II, Org cresc. 184!

1982 VoL I slurred, similarly 199" Vn I (shifted ties)

218", 219" T quaver appoggiatura, see 217 and 220 (67 and 166,
respectively)

249 vnl, Il without ¢r (sic!)

Deviations of the Organo and Violone parts notated on the same staff (the bar numbers of the Org are
given in italics):

18-21 stacc., 41 stacc., 42 p, 46 stacc., 49 stacc., 81 p, 92-95 stacc., 122 stacc. (similarly 126, 128~
131, 138-140, 142, 145, 181-183, 198-200), and: 209 p, 245 ff
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Omitted ties:
Vn I: 33%-34", 132%-133!, 163*-164'
Vn II: 163%-164'

Deviations of the first and the abandoned final ritornello (parts, bars 1-24 and 255-278, respectively):
6-7 and 260-261, Vn 1, II: by twos and stemmed together, respectively, similarly 14-15 and 268-269;
8% and 262°%, Vn I, I1: p and pp, respectively;

19' and 273", Vn I, 11 (also Vn 121" and 275'): quaver and 16" appoggiaturas, respectively.

Choro
1 Va Tutti (Vn I, II: there is no Tutti)
1743 Org figuring 3 and a natural (separately), but see B and Va
197 Vine sic! — similarly 227 24% 417
247 T the syllable “-cis” under 24*
32¢ Org 6 with a flat
3512 T slurred
36° Org figuring g
39" Org in the figuring there is an undecipherable emendation under the
g
lengthening line, perhaps 7?

40! Org figuring 3 — but see 7°
42! T missing note, added on the basis of 23’

Omitted tie:

A:34'72

2. Offertorium de Beata Virgine Maria

Aria

1 Gk Vnl, II, Va without f

11 Ed Vn L II crotchet appoggiatura

21 Gk, Ed Va slur is placed imprecisely, similarly Gk 169, 174, 258,
269, 334, for the edited form see Gk 27, 101, 107, 341
and Ed 27, 259

22 Gk, Ed Va minim, the sign of abbreviation is orig. missing, similarly
Ed 52 Org, Vine, Ed 116 Vine

28% Gk Vnll shur originally 28', similarly 102"

29 Gk, Ed Va slur is placed imprecisely, similarly Gk 103, 109, 171,
267, 337; in the edition bars Gk 261, 343 and Ed 29,
103, 109, 171, 261, 267, 337 have been followed

434 Gk Vn Il without slur

65°-66' Gk Vnl without tie

67 Gk Vnl slur originally 67°7*, ¢f. Ed 67%*, Ed and Gk 68

67%* Gk, Ed Vn 11 stacc. stroke

77 Ed Org under one beam, similarly 105

100 Gk Vnll without stacc. stroke

110%-111" Gk (of i without tie

135 Gk, Ed Vnl, Il cresc. orig. Vn I: 134°, Vn II: 134", similarly Gk Vn I

from 300’
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145 Gk Va without articulation

149° Gk, Ed Vn Il with quaver appoggiatura
178%* Gk Vnll without slur

191 Gk Va without stacc. stroke
231 Gk Vnl without stacc. stroke
2512 Gk Vn I without slur
266*-267' Gk Va without tie

2812 Ed Vine without p

285-288 Ed Vine without stacc. stroke
302 Gk Vn Il without f
325°-326' Gk Vnl without tie

341! Ed Vine cresc.

342! Ed Vlne f

344! Ed Vine P

357" Gk Va without stacc. stroke

Omitted ties (ties omitted from both sources are printed in italics):
ClL: 112'-113', 216'-217', 220'-221', 224'-225'
Cll: 114°-115',214%-215", 218'-219", 222'-223'

Important deviations of Ed:

CI: 100-102 Pew e )
gty ¢ T oot
¥ (o] pi - nor hoc vo -

C I-1L: 118-127

. T o S N NG NN
L. .-:;-,,.:3..-;,‘,-,-
-1 pi - nor hoc  vo - ca- bu-lum, O - opLo-onor hoe vo ca- bu-lum
-1 F T — T &* [ e— R N T N . I \ : f
} ‘s :*;tr;f) PRI ¢ ,5' ‘o r {ﬂ'h FLEFE
- P - onor hoc vo ci- bu- fum, 0 pi-nor hou vooo - ca- bu-lum
) *
VL 136 » 4 2
bt a——
e for,
C I-1I: 215-227
A
;—éﬁg‘*"%ﬁ’f;ﬂ L O o I I SR S E R A S L
: - Tt e L D it S Col MR
3
as - sue w-di - one nol - s - Ve las -~ - - dr - one las - NI o ne
= f‘ﬁ"';" Pt E-emeii ! R . P R i T DL . :
%—" e e i A TR S A
v ~
as-sue - tu- dio-one nul la- ve las - s1 - tu - di - ne. las - st tw i e
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C I-II: 258-260

pt - nor | hoc

6% J r i

o - pi- onor hoc

C I-11: 284-291

******** : ﬂ_y_p e

pi - nor hoc,— o -ipt - nor hoc vo -I ca-bu-lum o - pr-nor

O - pi - nor hoc, o - pi - nor hoc _vo - ca- bu lum o - pi-nor
Choro
1 Gk Vnl, II without f
425! Gk Ob1 slur, similarly 13-14
10 Gk Clno I1 the whole bar is orig. missing, "

its emendations are: !7%* ¥
41" Ed Vnl slur, similarly Ed 63%
5960 Ed Ob II slur
60'-61" Ed Ob I tie
71-72 Ed CI text: ,,-di/ cta” 7
1 M
di\—/ cta

85 Gk Ob II without slur
89 Gk Ob I without slur
98%-99! Gk Ob I, II without tie
99! Gk Vnl tr is missing
108 Gk Va stacc. stroke is missing
110 Gk Vnll without f
110 Ed Va f
126* Ed Org 6# figuring originally above 126
139'-141! Ed Ob I tie

Deviations of the Organo and Violone:
101' &' ; 103 double ties; /69—174 stacc. strokes

Omitted ties:
C II: 46°-47", 148%-149'
A: 417-42!

Important deviations of Ed:

VI I-1I: 173-174 -
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CLA: 174

04 A

o QL & o r 1

0] i
te -

a4

37 AR 59 T ) e ™Y

3. Messa dedicata al Patriarcha Santo Benedetto

Kyrie

58

64

12
21!
218
24!
371+
38

Vnl

ObIl, Clno I
Org

A

Vn II

Vn Il

C,B

Clno I

superfluous note: 5° ¢ 32™

e and d", respectively (sic)

Solo above 12°™*

quaver appoggiatura

a" (but subsequent #)

g

group joined by one beam, similarly 38'*and A, T: 37%°
minim and quaver rests, crotchet, 2 semiquavers (see Ob I, A)

Deviations of the Organo and Violone:
12° Solo, 16° Tutti, 16 £, 21° £, 22* p, 38 crotchet, 39° f

Omitted ties:

C: 7-8", 83 13'-14', 143 14°%-15', 155 15%-16", 167, 20, 225, 2312 24%5 41273, 41°42",

43

A: 6273,10°-11"
T: 834 4457

B: 8%-9!

Vn I: 26*7 (32™ upbeat)

Gloria

13-14
3

121—2
13
18
18
20°
283—7
29!

33
36
36
362
368-9
38”
392-3
70°
72°
81!
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Vnl

A

Vnl I
Vnl, I
Org, Vine
T

Vnl

B

T

ObI 11

Cino [, 11, Timp
Org

Vnl

Vnl

Org

Vnl

Org

Clno II

dotted rhythm: 16™, 32™

sic!

slur 13*7 and 13*", respectively

/ 18" and similarly 25° (but see 8'° and 9'°)

f 18!

quaver appoggiatura, similarly 135"

group with one beam, slurred

the syllable “-su” here, but the quaver and 2 semiquavers sepa-
rately

missing text

new key signature after the notes

no key signature, similarly 94: no naturals

Solo 38" (because of the tempo marking)

dotted rhythm: dotted 16™ and 32™

sic! (but see 48'': g”)

in the figuring there were originally two lengthening lines, deleted
quaver appoggiatura

6# (but see 73%)

originally ¢, corrected in d”




82

82

120'

129!

146"

161°
168773
176°~177!

190°

Org

Vine

Org, Vine
Org, Vine
Org

A
C
C

Ob1l

tasto pre. (or pie.?)

p 81

f 120%and 119, respectively

p 129° and 1297, respectively

1 146°

the syllable “-fu” at 161*, but the beaming so

slurred

erroneous slur at the end of the line, 1772 slurred (see Ob I,
Vnl)

quaver + quaver rest

Deviations of the Organo and Violone:
242 p, 26% p, 27° £, 35" Tutti, 36° Solo, 46" Tutti, 54° Solo

Omitted ties:

C: 3%, 12%°, 14%%,29° 33%4 492-50", 50*-51", 52*-53", 60* 61", 77°~74!, 196*
A: 873,9%710 483_49' 50°-51', 51°-52! 61%-62', 65°, 6566

T: 47°-48"
B: 323 128 13!

Vn I, II: 32"7'2 (32" upbeat)
Vn II: 1373, 142*-143" (sic)
Org: 3773, 1257 128-13!

Credo

23

9

14¢
186
26°
30-31
338

Et incarnatus
50-51

556
58-68
699—12
70

72

74
7913
83!
110
1112
117
118!
122!

Obll

Org.

Org

Vn Il

Org
ObLILVnL I
Vine

Org

Org

ClI

Vn I

Vn I, II, Org, Vine
Vnl I

Vn Il

Vn Il

Org
CLILVnll
Vine

Vn Il

Vine

Org

’

g
Solo over 9*¢

p 14°

¢", similarly 26°: ¢
f26°

articulation (sic)
Solo 33°

left hand: beaming 2+2+2 and 6 together (without slur),
similarly 52—-53; later whole-bar beams and abbreviation-like
whole-bar slurs: 69-72, 75-78, 105-108, 111-114 (Vn I, II: 50,
52 and VlIne thus throughout)

ornament 55’

the realized version originates with Istvanfty
abbreviation-like slur, similarly Vn II: 75*"" vn I: 1118
no dynamics, similarly 106

£ 72%, similarly 108

quaver appoggiatura

fsharp”

right hand: quaver appoggiatura (?)

quaver appoggiatura

erroneous flat sign

r 117°

p 118

right hand: a”
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Et resurrexit

135 T text: “dexteram”, thus “Patris et” under 135*°

139° Ob 11 natural 139

143! Ob I1 crotchet, similarly 144"

147 Ob Il crotchet + 2 crotchet rests

156° Org 7 156

161" T quaver appoggiatura

202° B the placement of the syllable “‘cu-" under the second member of

the beamed pair of quavers 20272, similarly 204, 212, 232; in
the manner of abbreviation under the first quaver: 230, and in-

stead of 2257 under 225°

204° T just like in B, the placement of the syllable “cu-" is ambiguous,
similarly 207; under the first quaver: 231

2072 A the placement of the syllable “cu-" is equally ambiguous, simi-
larly 209; under the first quaver: 212, 227, 230, 238, but cf.
232,234

209° C the placement of the syllable “cu-" is ambiguous, similarly 231,
238; but cf. 234

237'-2407 Vlne stacc. (see Org: Pedal)

237°-238? Vine crotchets instead of minims

Deviations of the Organo and Violone:
9 Solo, 111 pp, 115 f

Omitted ties:

A: 1933

T: 16°-17", 134°-135', 1632164, 164°-165'
B: 16°-17', 17°-18', 153°~154!

Ob II: 43

Vn II: 318-32!

Sanctus

1 all tempo marking only in the autograph Ob I, II parts Adagio
molto (Org: molto autograph addition)

4 C the text underlay is ambiguous: “Sa-ba-" perhaps under 4* and 4°

5! Timp originally a minim rest, the first two notes are contemporary
additions

7' Ob1, A, B, Org, quaver and two 16ths separately, similarly 8'7; as well as 17",

Vine 18" Ob I and C; 23': B and Org; 24': Org; 28': A
1’ Vn Il d'
28" Vnl dotted 16™ and 32™

Deviations of the Organo and Violone:
10 and 19: Solo, 14: Tutti

Omitted ties:

C: 333 473
A: 374!
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Benedictus

tempo marking: Allo

triplet marking with slur, similarly 9> vnI; 317 vn I, II
31% Vn II; 38-39: Vn II

p&

figuring 7

f over 25%°%

quaver appoggiatura

p 30"

dynamics originally p, later entered in front of it: mezo

v/

>

the syllable “-na” a quaver earlier, under the slurred e” quaver

slurred, 2% triplet without slur (slipped? see 6-7, 15)
quaver appoggiatura, similarly 13", 217, 31%
crotchet + quaver + quaver rest

natural over 7°

quaver appoggiatura

cresc. 30° and 30" (both are autograph additions)
crotchet

for the text placement cf. 48

three quavers: ¢”, ¢” and b, 5278 slurred

1 CATB
6’ Vn Il
8 Vine
123 Org
25 Vnl
28! B
30 Vn I
32 Org
33° Org
38* C
Deviations of the Organo and Violone:
8! stacc.,9 £,10 p
Omitted ties:
C 383—4,5—6
Agnus
2% Vnl
st Vnl, 11
72 C
7 Org
78 Vnl
30 Vnl, II
37 Ob II
52 T
5258 C
57 T

the syllable “-na” under 57°

Deviations of the Organo and Violone:
13 Tutti, 13°-14' tie

Omitted tie:
A: 4417
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Canto

Alto

Tenore

Basso

V1.
1-1

()gg.
Vine

VI.
-1

APPENDIX

Patzelt: Missa ,,Ne corrumpas” — Kyrie

son, ¢ - lei

6
{Tutti]

e e — R 0§ et I —— — - - o '.1 T
T = e
Ky n - e, [ lei - son, e

Lo {Tutti] ‘,\‘l ) o N

- S St
Ky ri e, e | let son e
[ Tutti]

e R e e

T T Tl -

6 = == At
Ky ri-e.__ f e let son, e - |
{Tutti] ‘

] — e
&
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Nyomta az Argumentum Kiad6é Nyomdaiizeme
Felel6s vezetd Roznai Zoltan



A MUSICALIA DANUBIANA a Magyar Tudomanyos Akadémia Zene-
tudomanyi Intézetének gondozasaban megjelend forraskiadvany-sorozat. Mint a
sorozatcim is jelzi, nem szoritkozik a mai Magyarorszagon 6rzott vagy késziilt
forrasokra, hanem annak a szélesebb korzetnek orokségébol merit, melyet az
elmult szazadokban szoros kulturilis kapcsolatok fiiztek dssze. A sorozat a kozép-
kortdl a 19. szazad elejéig jelentet meg irasos forrasokat. Célja a kutatasok osz-
tonzése, s nem osszefoglalisa. igy bevezeté tanulmanyai részletes elemzésre nem
vallalkoznak, megadjak azonban a forras értékeléséhez sziikséges legfontosabb
adatokat, az eddigi irodalom informacidit, s elsésorban arra a kérdésre akarnak
valaszolni, hogy mit (milyen hagyomanyt, alkoté- és befogadd kozosséget, zenei

életet és stilusiranyt) képvisel az adott forras.

MUSICALIA DANUBIANA is a series of source-material publications
issued under the auspices of the Institute for Musicology of the Hungarian
Academy of Sciences. As the title indicates, the series is not confined to sources
preserved or originating in today’s Hungary. It draws on the inheritance of a
wider region which shared close cultural ties down the centuries. The sources
published range from the Middle Ages to the early 19th century and the series
aims to stimulate rather than summarize research. The introductory studies are
not intended to provide detailed analyses, only to present the main information
required to evaluate the source, making use of what has been written and

recorded before.



MUSICALIA DANUBIANA
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Missale Notatum Strigoniense ante 1341 in Posonio

Andreas Rauch: Musicalisches Stammbiichlein (1627)

Benedek Istvanffy (1733-1778): Church Music Works

Georg Druschetzky (1745-1819): Partitas for Winds

Tabulatura Vietoris saeculi XVII

Joseph Bengraf (1745-1791): Six Quartets

Hungarian Dances 17841810

Zacharias Zarewutius (1605?-1667): Magnificats and Motets

Graduale Ecclesiae Hungaricae Epperiensis (1635)

Pal Esterhazy: Harmonia caelestis (1711)

Valentin Deppisch (1746?-1782): Te Deum, Magnificat, Vesperae de Confessore
Graduale Strigoniense (s. XV/XVI)

Benedek Istvanffy: Missa “Sanctificabis Annum Quinquagesimum” (1774)
Codex Caioni saeculi XVII

Anton Zimmermann (1741-1781): XII Quintetti

Graduale Raday saeculi XVII

Breviarium Notatum Strigoniense saeculi XIII

The Istanbul Antiphonal

Benedek Istvanffy: Offertories, Saint Benedict Mass

MUSICALIA DANUBIANA SUBSIDIA

1

Liber Ordinarius Agriensis (1509)
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