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ABSTRACT

A CONDUCTOR'’S GUIDE TO THREE SACRED CHORALY
ORCHESTRAL WORKS BY ANTONIO CALDARA:
Magnificat in C, (1724) Te Deum and Dies irae

By: Linda Beth Jones

MAJOR PROFESSOR: DR. DENNIS SHROCK

Very little is known about Antonio Caldara’s life and choral works. Also, little
has been done regarding performance practice recommendations for works such as those
by Caldara in the Baroque era. This document provides choral conductors with know-
ledge of three little known but artistically high quality works and with performance
practice guidelines for their performance. This document also provides conductors with
my editions of Caldara’s Magnificat in C, (1724) Te Deum and Dies irae based on the
original manuscripts and performance practices of the late Baroque in Vienna.

The first chapter provides background information on Caldara’s life and important
appointments based on the translation of the only known authoritative biography written
by Dr. Ursula Kirkendale entitled: Antonio Caldara: sein Leben und seine venezianisch-

romischen Oratorien (Antonio Caldara: His Life and His Venetian-Roman Oratorios). In
addition, the three types of sacred works under consideration are identified and discussed.
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The second chapter presents a comparison of Caldara’s Magnificat to Magnificats of his
contemporaries. The greater part of this chapter is devoted to a compositional analysis of
the three selected works as well as of score discrepancies found between available
published editions and Caldara’s original manuscripts. The third chapter consists of the
following Baroque performance practices, based on primary and secondary sources and
related to the three works: sonority, composition and size of performing forces;
ornamentation and rhythmic alteration; tempo and meter; variations of amplitude and
articulation and phrasing. The fourth chapter is a compilation of conducting details
including preparation gestures, subdivided cadences and messa di voce.

Contained in Appendix A are the aforementioned Jones editions of the three
Caldara works. Appendix B contains word for word translations of the three Caldara

works under consideration.



NEED FOR THE STUDY

Throughout history, scholars have endeavored to discover new and/or more
accurate information regarding the life and works of early music composers held in high
esteem by their contemporaries. A number of these composers and their works are all but
lost to our history books. Such is the case with the Austrian Baroque composer Antonio
Caldara. Cecil Gray, in 1929, stated that Caldara was “one of the most important figures
of the period immediately preceding Bach and Handel and one of the greatest, if not the
very greatest of the [talian Masters at the end of the seventeenth and beginning of the
eighteenth centuries.” Today, however, “Caldara is relatively little known among
musicians at large—much less than he was during his lifetime and for almost a century
after his death.™> Much of this lack of recognition has occurred because little biograph-
ical information and few published editions of his music are available. Scholarly
research into Caldara’s unpublished output began in 1894 with a biography and a
thematic catalogue of his church music by Felix von Kraus.*> In 1920, Laura Posthorn
wrote a dissertation on Caldara’s instrumental music,* and in 1927, Alice Gmeyner

provided a study of overtures to a number of Caldara’s operas and oratorios.’



The 1960s seemed to spark an interest in Caldara, especially in the United States,
as a number of dissertations were produced: Marysue Bames, The Trio-sonatas of
Antonio Caldara (Ph.D. in music, Florida State University, Tallahassee, Florida, 1960);
James Erwin Fritschel, The Study and Performance of Three Extended Choral works:
Mass in G by Fancis Poulenc, Missa brevis by Dietrich Buxtehude, and Stabat Mater by
Antonio Caldara (Ph.D. in music, Iowa State University, lowa, 1960); Edwin Russell
Fissinger, Selected Sacred Works of Antonio Caldara (D.M.A., University of Hllinois,
Urban, Illinois, 1965); Jacob David Wagner, The Keyboard Works of Antonio Caldara
(Ph.D. in music, Washington University, St. Louis, Missouri, 1966); Robert Schofield
Freeman, Opera Without Drama: Currents of Change in Italian Opera, 1675-1725, and
the Roles Played Therein by Zeno, Caldara, and Others (Ph.D. in music, Princeton
University, Princeton, New Jersey, 1967); Elaine Raftery Walter, The Masses of Antonio

Caldara (Ph.D. in musicology, Catholic University of America, Washington, D.C.,

1972); Robert Norman Freeman, Antonio Caldara’s Missa Dolorosa and Georg Reutter

Jr.'s Missa S. Caroli (M.A. thesis, University of California at Los Angeles, California,

1976); and Ursula Kirkendale, Antonio Caldara: sein Leben und sein venezianisch-

romischen Oratorien (Wiener Musikwissenschafliche Beitrage, unter Leitung von Erich
Schenk, vol. 6, Hermann Bohlaus Nachf. G.m.b.H., Graz-Kéln, 1966). An Italian
transiation of the biographical section of Kirkendale’s book was made in 1971: Anronio
Caldara: La vita, translated by Matilde de Pasquale, Chigiana, Vol. XXVI-XXVII,
Nuova serie 6-7, Leo S. Olschki, Editore (Firenze, 1971), 223-346.°

All of these studies, even considering their diversity of scope, show that the
greatest percentage of Caldara’s output is still in manuscripts scattered throughout the
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United States and Europe. Many of the studies, such as Kraus’s thematic catalogue
previously mentioned include catalogues of various descriptions. Some of the studies
include performance editions. This is the case with Fissinger and Fritschel. Fissinger
transcribed ten sacred choral works: Ego Sum Panis Vivus, Ad Dominum Cum

Tnbularer, Laboravi In Gemitu Meo, O Sacrum Convivum, Respice In Me Domine,

Exspectans Exspectavi Dominum, Jubilate Deo, Lauda Jerusalem, Magnificat in F and
Stabat Mater.

Several studies address the topic of Baroque performance practice. Walter and
Thalhammer’ discuss the use of stile antico and stile moderno in relation to text and
music, melodic structure, bass types, the importance of the cadence, formal patterns,
types of affect, structure of movements and orchestration in Caldara’s masses. Fritschel
addresses subjective and objective interpretation through the elements of performing
forces, dynamics, tempos, tone quality and pronunciation of text in Caldara’s Stabat
Mater. Riedel® discusses the various genres and styles of church music at the court of
Karl VI (1711-1740), while Kirkendale addresses the stylistic elements of form,
orchestration, rhythms, accompaniment and expressive characteristics of Caldara’s early
Venetion Oratorios no longer representative of the late Roman works. None address or
apply all the Baroque performance practice topics discussed in Chapter III of this docu-
ment either to their editions or the three sacred choral works analyzed in this study.

The most important study of Caldara is by Kirkendale. A translation of a portion
of her information regarding the educational and professional life of Caldara is included
in Chapter I. With this information, we can gain further insight into the Italian influence
on the Austrian Baroque composer.
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By applying biographical performance practice information, comparing the
acquired manuscript facsimiles from the Osterreichische Nationalbibliothek to secondary
editions by Pritchard,’ Kammerlin,'® Manyczewski, !’ Homolya'? and Wolff** and
utilizing prior research by Kirkendale and Pritchard, a practical performance edition of
each work as well as a preparation guide is the end result. This study is also necessaryv in
order to bring some of the fine choral works by Caldara to the ears of the musical world.
It is my hope that the study will arouse the cunosity of musicologists enough to include
more information about Caldara and his music in future music history texts. [ would also
hope that further practical editions of his choral works would be forthcoming in order to

expand the choral conductor’s late Baroque repertoire.
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NEED FOR STUDY
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CHAPTER ]

HISTORICAL BACKGROUND

Antonio Caldara

Little information regarding the personal and professional life of Antonio Caldara
exists beyond the authoritative biography written by Dr. Ursula Kirkendale in 1966. This
biography is part I of a book entitled, Antonio Caldara: sein Leben und seine
venezianisch-romischen Oratorien (Antonio Caldara: His Life and His Venetian-Roman
Oratorios). The book discusses the main periods of Caldara’s development, beginning
with the composer’s adolescence, his first appointment as maestro di cappella to the last
of the reigning Gonzagas at Mantua (1700-1707), a year’s wanderings in Italy and Spain,
his appointment to the court of Prince Ruspoli in Rome (1709-1716) and his years in
Vienna (1716-1736). The most substantial section of the biography is devoted to
Caldara’s seven-year appointment at the Ruspoli Court in Rome, which was interrupted
by an extended period of absence in 1711-1712. At this time, Caldara journeyed north-
wards in search of the Imperial Hofkapellmeister appointment in Vienna at the court of
the new Emperor, under whom Caldara had already served for a short period in
Barcelona in 1708. Kirkendale includes information on Caldara’s associations with
Salzburg and on performances of his works in Bohemia and Moravia. Kirkendale puts

less emphasis on the two Viennese decades.



Kirkendale cites, along with most music history texts and publications of his
music, that Antonio Caldara was bomn in Venice around 1670. Bukofzer, Kochel,
Kirkendale and others remark that Caldara’s name is listed among the young singers of
the Cappella Ducale of San Marco. Many historians, including Kirkendale, have also
come to the conclusion that Caldara was a student of Giovanni Legrenzi because of the
latter’s appointment as assistant conductor at San Marco around 1681. Kirkendale states:

Caldara, who was to perform his first opera at the age of eighteen, had acquired a

first-rate teacher for himself. This teacher, above all, was his conductor as well as

the most respected “music director” in the city, and it was considered an honor to
receive instruction from him.'
Caldara probably would not have been able to write the opera without the aid and
encouragement of a very fine composition instructor. However, it has never been verified
that Legrenzi was Caldara’s instructor.

Legrenzi was well known for his contrapuntal writing style of church and
chamber works. This style can also be found in similar works by Caldara, including
some later works written for the Empress Maria Theresa and the festive (1724) Te Deum
written for the christening of Emperor Joseph II. According to Kirkendale, Caldara’s
Venetian training took place “in the ten years from 1684-1694.”> Caldara’s Venetian
heritage and training is further evidenced by the printing and dedication of his first three
operas and oratorios in Venice,’ as well as the inscription on the 1693 title page of Opus I
in which the librettist “introduces the composer as ‘Musico di violoncello Veneto,’ thus
indicating that Caldara was a virtuoso on this instrument.”™

Kirkendale’s research indicates the possibility that Caldara “may have completed

his training as a cellist before 1689.° If this is the case, the only significant virtuoso
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cellist “whose life course coincides with Caldara’s Venetian apprenticeship,™ is
Domenico Gabrielli (1659-1690). According to Bukofzer and Kirkendale, “the
Bolognian cellist (Gabrielli) was a student of Legrenzi and Franceschini; he became a
member of the philharmonic academy, and in 1683 he became its director.”” We do not
know where Caldara was emploved as a cellist, only that this instrument significantly
inspired his compositions. It is important to note that the violoncello “develops the
important bass part of the late-Venetian school with masterly skill.”®

Apparently Caldara did not hold a key position until the beginning of the

eighteenth century. From the years 1690 to 1692, no works or biographical facts are

known. It is possible that Caldara was in Rome “if the opera La liberta nell catene, which
was performed in the Roman palace of Duchess di Zagarolo in 1690, is one of Caldara’s
works, as Manferrari claims.” Archangelo Corelli, the unsurpassed instructor of
instrumental music, was in Rome. Therefore, Caldara could “experience Corelli’s
performance style, the formal and mature tonal pathos of the honorable violinist.”'°
In 1693, Giuseppe Sala published Caldara’s Suonate a tre due violini con

violoncello. e parte per I’organo . . . Opera prima (Opus 1). From the year 1696, we have
autographic sections of a Mass written in Venice. In 1697, Caldara performed the

oratorio [l trionfon della continenza and in 1699 two more of Caldara’s opuses were

published: Suonate da camera a due violini, con il basso continuo . . .Opera seconda

(Opus 2) and Dodeci cantate da camera a voce solo. . . Opera terza (Opus 3).

Kirkendale reports that in 1700 Caldara became the conductor for Ferdinando
Carlo, the last Gonzaga Duke of Mantua. The conductorship occurred as a result of the

collaboration by Caldara with composers Quintavalle and Pollaroli on a three act musical
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drama entitled, L oracolo in sogno. The vear 1707 marks the final year of this
appointment, since the title Signor Antonio Caldara maestro di Cappella del Ser. Di
Mantova appears for the last time. Kirkendale’s research further indicates the
preservation of only one staged musical score from this time period.
The Opera pastorale, composed “nell’anno 1701 in Mantova,” is the only one of
Caldara’s Mantua stage works preserved in a musical score, as well as in
autograph. We do not know if a performance took place. At the beginning of
August 1701 the French-Spaniards abandoned Solferino. The imperialists moved
into Mantua territory and blocked the duke and the French, who had retreated to
the city, until the summer of 1702.

After the battle of Luzzara on 15 August 1702, Ferdinando Carlo moved with his
Royal household to the fortified Casale, the capital of his duchy Monferrato."'

It is possible that Caldara may have belonged to the duke’s traveling party. The
duke did not return to Casale from Paris until 28 October 1703. However, Caldara may
have been ordered back from Casale to Mantua in March 1704. As Caldara’s
predecessor, Marc-Antonio Ziani had done, Kirkendale assumes that:

Caldara had to provide music for the Santa Barbara court church and the San

Pietro Cathedral, as well as the ducal theater, because the number of personnel

was probably not increased for these purposes, in consideration of the poor

economic situation. Also preserved are the Mantua church compositions by

Caldara 2
Kirkendale mentions reports on 5 November 1704 of public celebrations with a Te Deum
in the Cathedral di San Pietro. It is possible that Caldara wrote this Te Deum. On 8
November 1704, the Duke married Susanna Enrichetta di Lorena-Elbeuf, whom he had
met in Paris. The wedding music, also presumably written by Caldara, consisted of a
festive mass with a Te Deum, a wedding opera and several smaller works.

Ferdinando Carlo continued living in Casale and Kirkendale indicates “one must
first look again for Caldara at his court.”"® Kirkendale assumes this because of the
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performance of Caldara’s L’ Arminio, Drama per musica . . . nel Teatro nuovo presso S.
Agostino in Genoa at the 1705 camival. Kirkendale describes the direction Caldara took,

after Casale, which eventually led him to Mantua:

From Casale, the path to Rome leads through Tortona-Genoa. There one sees
Caldara “a di Marzo 1705” conclude an eight-voiced Gloria (B Major). Here we
would have the first evidence of Caldara’s connection to his later patron, Prince
Ruspoli, and to Cardinal Ottoboni, who is known as a librettist. The mass
composition, aimed at great spatial effects with its eight-voicedness, is credited to
this church prince. Referring to his own works in 1715, Caldara speaks of
Ottoboni’s great liberality in again permitting the performance of serious and
religious, as well as grand music in the solemn churches. An eight-voiced Kyrie
(A minor) in Mantua is signed 14 December 1705."

The last two works, indicating Caldara’s Mantuan employment, were the two

operas, Il selvaggio eroe and Tragiacomedia eroico-pastorale, performed during the
carnival of 1706. Kirkendale states: “At the latest, Caldara terminated his employment

at the beginning of December 1707 as the members of the roval household began to

»nl5

retreat in response to the public warning of the emperor in November.
Pietro Ottoboni (1667-1740) was Caldara’s patron emplover in Rome. Caldara
praised Ottoboni’s patronage of music in his Dedicatoria to Opus 4. The common
Venetian origin shared by both Ottoboni and Caldara greatly influenced their
relationship. Therefore, “Caldara payed homage to the employer with a specific Venetian
style.”!®
Several other well-known composers were also employed in Rome at this time.
Kirkendale states:
During Lent of 1708, Corelli, Pasquini, and Cesarini and Dominico Scarlatti
(employed as conductors in Rome) had associated themselves with Caldara . . .
because Caldara visited Ruspoli, and Handel was like- wise at home in Ottoboni’s

academy—Corelli also conducted his oratorio—, it is fairly certain that both met
here and that one attended the other’s concert.'”
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Kirkendale’s research indicates that these prominently active composers disappeared
from Rome in the summer of 1708. A coup of Imperial troops stood before the city gates
in order to end the long-standing seesaw policy of Pope Clement XI, which had now
turned into open hostility.'® While Caldara turned toward Spain on the Hapsburg side,
Handel, the Scarlattis, and probably also Corelli turned toward Naples."’

Further research produces documents which show Caldara in the service of
Archduke Charles, the brother of Emperor Joseph I, who for five vears in Catalonia
attempted to prevail over Philipp von Anjou in his claim to the Hapsburg inheritance.
The wedding of Charles and Elisabeth Christine of Braunschweig-Liineberg took place at

Barcelona on 1 August 1708.%° At this wedding, not only a Te Deum by Fux was heard,

but Caldara’s Componimento da camera per musica: il piu bel nome nel festeggiarsi il

nome felicissimo di sua maestra cattolica Elisabetha Cristina Regina delle Spagne. This

was the first performance of an Italian opera in Barcelona. The music is preserved in a
musical score from Brussels. Kirkendale states:
. . . that Caldara was summoned from afar for this distinguished occasion
indicates his high position among the composers of the time. This wedding music
may have laid the foundation for the extraordinary patronage of the future
imperial couple, who supported Caldara until his death. Also, this explains the
fact that he had to write the wedding operas for the children at the Viennese court.

According to current sources, Caldara’s stay in Barcelona can be confined to a
period between April and October, probably between July and August.?!

A copyist in Prince Ruspoli’s Roman house records expenses for Caldara’s
closets and chimney equipment on 6 March 1709. These records indicate that Caldara
moved in with Ruspoli and began his important seven-year term of office as an in-house
composer and conductor. Kirkendale’s research points out that Caldara had not yet

achieved permanent employment status because of trips the composer took in the late
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spring.” However, Caldara received a fixed salary not only from July until his Viennese
vacation, but upon his return as well. This fixed salary lasted until his final departure on
24 May, 1716.”

Because of the date when she is first mentioned, it is possible that Caldara
met his future wife during the previously mentioned trips in April and May.
Kirkendale indicates that Caterina Petrolli became Caldara’s future wife.

[She] is first mentioned in September 1709. She was born in Damaso in the

Roman parish San Lorenzo on 12 April 1682. She was the daughter of Valeriano

Petrolli from Anagni and Catharina Livia Adami. Since 1 October 1709, she was

regularly employed at Ruspoli’s court with a monthly salary of 10 scudi. . . .

Caterina appears as an alto-singer in several sources from 1711.%

Music was held in high esteem in the Ruspoli household. Ruspoli employed
musicians of high caliber in order to maintain first-rate performances. “A minimum of
fifty-two cantatas were needed during the year . . . [as well as] performances of greater
works during carnival and Lent.”* Still, the main artistic events during the course of the
year were the oratorios.”

In some years Ruspoli filled all six Sundays of Quadragesima and Easter with

performances, in other years, only individual days. These concerts, in which
attention was concentrated on the music for four or more hours, presented him as

an art patron of great style. 2’
Kirkendale reveals a series of major changes in the life of Antonio Caldara which

began in April of 1711. Emperor Joseph I died of the plague in Vienna and Charles III of
Barcelona (Joseph’s brother) ascended the throne. Because Caldara had been the new
emperor’s favorite in Barcelona, he decided to offer his services to Charles III once
again. Caldara had to arrange a leave of absence with Prince Ruspoli in order to return
home to Vienna. Ruspoli would agree to this leave only on the condition that Caldara

would contribute additional compositions.”® According to Kirkendale:
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[Caldara] instructed Giuseppe Fiorese “Cartolaio” to bind “66 Libri di Musica”
for Ruspoli’s account—probably the sum of his two-year work, cantatas, oratorios
and operas. On May 7 he married Caterina Petrolli in the parish-church de ‘Santi
Apostoli,” because he intended to bring Caterina with him to Vienna. Caldara
departed on May 15.%

A great festival took place in the city of Novara, west of Milan, during the middle
of June 1711. Many virtuosos and distinguished guests were present. Local composers
wrote composttions for the first and last days. However:

. . . the masses, motets, and symphonies for the remaining days (no specification)
were written by individuals from the main cities; their names appeared on the list
(see Example 1). One may conclude that Caldara was in the general vicinity of
Novara and Milan.

EXAMPLE 1, An account of musicians,
left behind by a citizen of Novara

Signori Ariosti. Vienna SM.C.
Bemanrdo Sabadini. Sereniss. Parma.
Antonio Caldara. Rome.

Gasparini. Venezia.

Antonio Lotti. Venezia.
Orlandini. Sereniss. Toscana.
Balarotti. Bergamo.

D. Francesco Pistochi. Bologna.

Giambattista Polvara Mro di cap. Del duomo di Nov.

Giacomo Battistini Maestro di capella della chiesa, che ha
Composto per tre giornate con I primi Vespri, e processione.[who
has composed in three days time with the first Vespers, (and) a
Procession]

Un Oratorio de fratelli Perroni di S.A_S. Parma, diviso in due parti.
[An oratorio of the Brothers Perroni—divided in two parts.]

Giambattista Roberti. Sereniss. Modena.
Antonio Bernachi. Bologna

D. Filippo Sandri. Brescia.

Gaetano Berenstat. Firenze

Antonio Luchesini. Milano *

Kirkendale cites autographs that indicate Caldara was in Milan at the

administrative center of the present-day Hapsburg upper-Italian territories from



2 August until 17 November 1711 awaiting the arrival of Charles [II. During this time,
Caldara continued to compose for Ruspoli:
From 28 June to 1 September, the copyist Francesco Lanciani sent bills for twelve
new cantatas. . . . On 7 September, he received ten of the twelve “Irene-Daliso”
cantatas which were to be copied; two already had been copied on 28 June. Six of
the cantatas are preserved in an autograph next to the original copies in Santini-
Fonds, and they are dated from 2 August to 19 August 1711 in Milan. Caldara’s
autographs from Milan were received by the copyist in Rome in less than three
weeks.
Twenty-three new cantatas were sufficient to meet Ruspoli’s needs until the
year’s end. Caldara now made himself available to the King Charles III, who was
awaiting his election to emperor.

After 17 November, Caldara is no longer traceable; he probably left Milan. So
far, we know of no works until his appearance in Vienna in 1712.%

Kirkendale reports that Caldara arrived in Vienna “with the hope of establishing
himself in the service of Charles V1.”*? (Charles IIl and VI are the same person. The
roman numerals refer to different honors that were bestowed upon him.) Caldara’s
expectations for an appointment at the Viennese Court became discernible since he had
been Charles’s favorite composer in Spain. The first conductor’s position had been
vacant since 1709 (with Pancotti’s death) and with the change of sovereign, the assistant
conducting position also became open. Unfortunatelv, because Caldara arrived in Vienna
sometime after | January 1712, Charles VI instated the current assistant conductor
(Ziani) into the first position. With this occurrence, Caldara attempted to fill the
assistant’s position. Yet, this position was also not to be gained because Caldara’s one-
vear license expired by June 1712. Johann Joseph Fux acquired the assistant’s position

on 26 January 1713. This was probably difficult for Caldara to understand since “he had



already satisfied the musical demands of the royal family numerous times.™" Kirkendale
states:

He had sent the magnificent manuscript of Giunio Bruto to the late emperor and

had delivered the wedding opera and other significant festival works to the king

of Spain. And now, in Vienna, he brought with him the outstanding oratorio I1

Tnionfo della castitd ovvero Santa Francesca Romana which was “praised by

everyone” at the performance on 18 February. He also composed sacred music in

Vienna. Autobiographical cantatas from March to May are preserved.*

Caldara’s position at Ruspoli’s court was quite lucrative; for him to abandon this
position is indeed noteworthy. Kirkendale’s research indicates that Caldara’s wedding
day of 7 May 1711 was the final day of commitment to Ruspoli’s court “because of
Caldara’s request for a vacation from the court due to his wife’s health.”>> Kirkendale
discusses the possibility that the emperor’s perception of Caldara’s premature departure
to Italy reflected an unstable life style.

Up until the time Caldara went to Vienna, he had led the life of a theater
composer, always on the run for the next destination. Fux, on the other hand, was much
more reliable for a lasting arrangement. Yet, from 1712 onward, it appears that the
conductors’ roles were practically interchangeable.

On 9 May 1712, Caldara baptized his daughter Sophia Jacobina Maria at Saint
Stephen’s. “In the register, Caldara entered his title as “Magister Capellae Augustissimi
Imperatoris’ (Your conductor for the Imperial and Royal Majesty)” even though he had
not yet acquired this title.

In the middle of June 1712, Caldara set out to return home. He did so by way of

Salzburg and Albano where, until the end of October, he was always found in connection
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with Ruspoli. In November 1712, Caldara did return to Rome. His last significant work
of the year was a Christmas cantata, Vaticini di @g.”

According to Kirkendale, works outside the realm of the palace were demanded
more of Caldara in 1713. “Sacred music was heard at a church celebration at Ruspoli’s
Feudo Riano. Trumpeters were present at these festivities for several days.™® It is
possible, considering the similarities of the instrumental scoring, that Caldara’s
Magnificat in C could have been written at this time.

On 24 May 1716, Caldara left Rome in order to serve Emperor Charles V1.
Caldara was 46 years of age when he finally achieved and established this financially
secure position. Since Caldara’s work for Ruspoli has been handed down almost in its
entirety, we can now see that a significant productive period lay behind him. Kirkendale
cites the total output as follows:

.. . more than 150 solo cantatas; over SO cantatas a 2; seven cantatas a 3, parts of

which are extensive, among them two Serenate; three operas for the in-house

theater and one for Teatro Capranica; twelve intermezzos; four cantatas per il SS.

Natale (a 2, 3, 4 and 5 voci); seven religious solo cantatas and an a 2; and nine

oratorios. In a period of seven years there were 35 performances of Caldara’s

oratorios at Ruspoli’s court. Numerous compositions of sacred music were

probab;l; negotiated by the prince, but were not entered among the expenses of the
house.

Caldara produced a very rich and different repertoire of works over the next
twenty vears. This repertoire included operas for various occasions, small cantatas,
serenatas, oratorios, numerous wedding celebrations, along with hundreds of choral
church works. Since Caldara and the other court composers (Conti, Badia and Porsile)
were entrusted with the composition assignments, it was Fux who frequented the

conducting podium for the large court orchestra. This suited the “Vice maestro di
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cappella” and he completely dedicated himself to composing, for which he was well
compensated. Caldara’s salary far surpassed that of Fux; therefore “he produced work,
the scale of which enabled it to be compared to the achievements of composers such as
Handel, Vivaldi, and A. Scarlatti. ™

The following is an account of Caldara’s compositional output while employed at
the Viennese Court:

1. One grand festival opera for the emperor’s name-day (4 November) everv

year.

One opera or serenata for the empress’ birthday (28 August) every other year

and each year from 1732 onward.

One yearly camival opera from 1726 onward.

Many small cantatas or serenatas for family celebrations at the emperor’s

home, royal receptions etc., on a yearly basis.

5. Three large wedding celebrations of the archduchesses.

6. One or two great oratorios each year, which were regularly performed during
Holy Week or for the preceding Lent prayers.

7. Works for foreign princes, especially for the archbishop of Salzburg and

Count Questenberg.

Three additional operas in some years (five in 1724 and four in 1727).

Hundreds of church works including Masses, Vespers, Te Deums and

Magnifi cats.*!

It is interesting to note the contrast in compositional output between Fux and

o

&

O %o

Caldara during the twenty years the composers worked together. In the area of major
secular, opera-like vocal works, Caldara wrote fifty, while Fux wrote only nine. The
numbers are similar for sacred music and oratorios. It is evident that Caldara was the
actual court composer, whereas Fux acted as the administrator.

Many sources, including Kirkendale, confirm that Emperor Charles VI favored
Caldara over all other composers:

Caldara’s exclusive privilege of writing festival compositions does not by itself

make this favorable relation clear; likewise, an unofficial yet important part of his
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work—short musical pieces dealing with one of Charles VI’s hobbies: canons—
also supported this relation. Several hundred are preserved. . . . *

The “significant favors™ of the emperor were evidenced by Caldara’s very
generous salary and by the economic relations on the whole. In February 1717,
an imperial Resolutio granted Caldara a yearly salary of 1600 fl., which was paid
retroactively for the entire year of 1716, excluding the first quarter. Referringtoa
promise by the emperor, Caldara requested already in June 1717 that his salary be
raised by 900 fl. To 2500 fl., retro- actively from 1716 on; the emperor granted
the request in endorsement on 21 June 1717 from “Junio prioris anni,”which was

“not transferable to other successors.”**

It was well known that “Caldara enjoved a yearly salary of 800 fl. more than Fux,
which was a much greater amount than any of his predecessors, or even a conductor, had
ever received.” Yet, Caldara evidently squandered a great deal of his earnings and had
accumulated a number of debts by the time of his death. Therefore, the one-time
settlement of 12,000 fl. Caldara requested for his wife was denied.

Kirkendale discusses two other appointments of Caldara’s during the Viennese
period, 1) his position as dean of the Cecilian Society and 2) his lengthy employment for
Count Franz Anton von Harrach, prince archbishop of Salzburg. The Cecilian Society
was founded in 1725 with a mission to support sacred music. The emperor was very fond
of the Society, thus the Society enjoyed the emperor’s protection.

Because of a stay in Salzburg in 1712, it is likely that Caldara’s emplovment for
Count Franz Anton began before he permanently settled in Vienna. The regularity of
Caldara’s performances in Salzburg indicates a contractual relationship in addition to his
Viennese appointment. Because all of the documents from this period have been lost,
nothing is known about the nature of the relationships between Caldara, the Count and

the Viennese Emperor. Since it was Count Franz Anton who solely supported Caldara’s
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employment in Salzburg, the Count’s death in 1727 brought an almost immediate end to
that appointment. *

Kirkendale also discusses Caldara’s connections to Bohemians and Moravians
during the Viennese period. Since Fux’s great opera Costanza e Fortezza was conducted
by Caldara outdoors in the pleasure garden of King Charles VI at his coronation in
Prague in 1723, it is assumed that Caldara’s employment at the king’s court began in
1723.* In addition, Kirkendale mentions another prominent Caldara supporter, namely
Count Johann Adam of Questenberg, the Moravian governor. Kirkendale states:

Questenberg supported a large orchestra in Jaromerice, and in his effort to bring

to Jaromerice some of the splendor of the Viennese music culture, he preferred—

and this 1s characteristic—works with large choirs. He had the proverbial talent
and the passion of his fellow countrymen for music and played the bass lute in his

own orchestra. . . .

Caldara’s music had a strong influence on the local composers in Bohemia; even

the Bohemian folksong is said to have incorporated the melody of the Italian

folksong from Caldara’s music [V. Helfert, Hudba Jaromerickem Zamku,

p. 260]. 8

Kirkendale confirms the date of Caldara’s death by the coroner’s record, the
church records of the burial (which took place on 29 December), the Viennese Diary
from 2 January 1737 based on the coroner’s record, and Fux’s testimony that “Antonio
Caldara, who had been the imperial assistant conductor for 22 years, died on 27
December 1736 . . . from jaundice and ‘internal fire’.”* This date is five years before the
death of Fux (13 February 1741), the same year as Prince Eugen, and four years before
Charles VI, “at the end of a magnificent musical, as well as political, era.”*

Since no descriptions of Caldara’s character by his contemporaries have been

preserved, part VI (Personality and Appearance) of Kirkendale’s biography helps to
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summarize those unique qualities which can be inferred from his career and works.
Caldara’s vigorous trips in his later years indicate he was exceptionally active and
enterprising. The variety of musical genres he composed, along with adaptations of the
stylistic traditions of the various cities, has proven his exceptional creative ability.
Caldara was able to create an individual style through each composition, from the large
works for festival use to lighter, smaller duets and canons.”"

Caldara was not a thrifty person. An active lifestyle induced him to spend
extravagantly the exorbitant sums of money paid to him by the Emperor. This ability to
be easy-going, whether with money or music, can be found in Caldara’s playful canon
librettos on such themes as “hunting, drinking and domestic scenes,™ possibly
indicating a cheerful disposition. This humor is exemplified in several of his great works
through the character of Lucifero in the oratorios. Besides humor, Caldara’s great
compositional output implies a tireless creative drive, which Kirkendale states, “is one of
Caldara’s most obvious character traits.™

Caldara’s oratorios, while opera-like in the Roman period, were filled with
religious spirit in Vienna. These differences could possibly indicate holiness alongside
great joyfulness. Yet, it is probable that his style, as a whole, was less meditative and
reflective than spontaneous, extemporaneous and clever. Caldara, foreshadowing the
galant period, deals with tragic situations in a pulchritudinous style, not unlike Mozart.™

Caldara relished his European fame, which is evidenced through his relationship
with noteworthy colleagues such as Heinichen, Zelenka, and Agricola as well as J. S.
Bach (who wrote a transcription of Caldara’s Magnificat in C). This fame continued
after Caldara’s death, through performances of many extended works. But after the
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deaths of Fux and Charles VI, as well as the accession of Maria Theresa to the throne,
this late-Baroque Viennese style soon faded.”
Kirkendale quotes Burney, who studied a number of Caldara’s works and found
them:
. . . so excellent that there is great reason to presume them worthy of the rank he
[Caldara] bears among the professors of his time. . . . [Caldara was] one of the
greatest professors both for the church and the stage that Italy can boast. . . . [Of
Caldara’s oratorios] There is no composer of oratorios, anterior to Handel, of
whose choruses I have any great expectations except Caldara; who, from his other
productions, which have come to my knowledge, seems to have been admirably
qualified for enriching choral compositions with harmony, contrivance, great
effect, and every species of lwm'ng which renders this elaborate style of
composmon grand and majestic in its public performance and curious and
improving to the student, in his private studies. >
Kirkendale includes an 1817 anonymous review of “Concerts for old and new
sacred music” from Vienna in which Caldara is praised for his church works alongside
those of Palestrina. In 1820, a biography published by Franz Kandler included an
enthusiastic proclamation, “Caldara, one of the greatest composers that ever lived!™’
Kandler believed Caldara was viewed as the originator of a development which led to
Haydn and Mozart. In addition, Kandler states: “So Caldara still remains a chief credit to

sacred music. All his compositions have the character of an extraordinary genius.™*

Magnificat
Apart from the Ordinary of the Mass, the Magnificat was the liturgical text most
often set polyphonically from the mid-fifteenth century to the beginning of the seven-
teenth. It is linked with liturgical practice, established as the textual climax of daily

Vespers.”® The Magnificar anima mea Dominum [My soul doth magnify the Lord] text is
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from Luke 1:46-55. The text is the canticle or song of the Virgin Mary, and according to
Ron Jeffers:

L ]

. . . is one of the three evangelical canticles found in the first two chapters
of the Gospel of Luke. . . . It is to be interpreted as a personal expression of joy
and thanksgiving and, symbolically, as the thanksgiving praver and praise of all
Israel for the Incarnation’s fulfillment of God’s promise of redemption.*

After 1600, settings of the Magnificat began to show the new Baroque style with
its increased resources of color and potentialities of word-painting. The Magnificat text
provides ample opportunity for the depiction of words, both emotional (exultavit [has
rejoiced), dispersit [has dispersed), humilitatem [lowliness] etc. and purely illustrative.®’
An example of illustrative writing may be observed in Caldara’s Magnificat (measures
75-83). The full ensemble enters on the text fecit potentiam in bracchio suo [He has
shown strength with his arm] in a fugal pattern which builds strength as it proceeds.

The two Magnificat settings which conclude Monteverdi’s Vespers of 1610 are
representative of the fine early Baroque style. Monteverdi combined the plainsong and
vocal polyphony of the old style with instrumental ritornellos and echo effects of the new
style. He retained the concertato sectional construction of the early Baroque but com-
bined it with the later Baroque technique of returning to the opening material of the work
in the Sicut erat in principio [As it was in the beginning] section. This forms a type of
recapitulation.®

As the Baroque period progressed, such sectional construction gradually
evolved into a sequence of self-contained numbers as in Caldara’s Magnificat in C
(discussed in Chapter IT). This was also the practice of Bach and Handel. The

evolution can be seen by comparing the compositional styles of three of Caldara’s
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contemporaries— 1 omaso Giovanni Albinoni, Antonio Vivaldi, and Giovanni
Battista Sammartini—in which a transformation of the Magnificat form becomes

apparent:

Albinoni - through composed, sectional, no separation of movements, no distinct
arias, virtuosic solo vocal lines, fairly short in length.

Vivaldi - nine distinct movements, more choral in nature, opening material returns
in the last movement, ending fugue.

Caldara - self~contained numbers, solo quartet, arias, shared melodic material in
the first and last movements.

Sammartini - beginning and ending fugues, large-scale arias, sonata form used for
solo and choral movements, continuity of structure.

As the Classical period approached, the tendency (as in the Mass) was toward a
more concise setting but with a vital difference of approach. In Baroque settings, each
set of words was allocated its own music, often with definite word-painting (as can be
seen in works of the first three composers above). On the other hand, Classical
composers tended to design a complete movement with a definite form (as seen in
Sammartini’s Magnificat), fitting the words to this any way they could. Therefore, the
same music might be set to several sets of words. The Classical symphonic form was

under construction.®

Te Deum

Since the fourth century, the Te Deum laudamus [We praise thee , O God], an
integral part of Christian worship, has played a large and continuing role in the
mainstream of the history of church music. Not only has it been a part of the Roman

Catholic liturgy, but since the Reformation it has been a part of the Anglican service and
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of the Lutheran liturgy and it has served as a hymn of praise in many other Protestant
forms of worship. Aside from its major role in worship, the Te Deumn has emerged as a
text for many extended compositions of particularly jubilant character during festive
occasions. As early as 1687, Giovanni Legrenzi inscnibed the title page of his Te Deum
manuscript, “On the occasion of the conquest of the Turks by the Venetians.™

The spread of such use for non-liturgical purposes to all countries of Western
Europe has continued for the last three hundred years, and a separate genre of Te Deum
has been established ®° Several settings came from the Viennese court at the turn of the
eighteenth century. Marc-Antonio Ziani (ca. 1653-1715), Kapellmeister of the
Emperor’s court, left one setting, and his successor, Johann Joseph Fux (1660-1741),
with whom Caldara worked, composed six. Fux’s Te Deum in C for double choir and
orchestra exists in an autograph manuscript dated 1706, which also bears a notation in
Haydn’s hand that it had been in his possession.®® Whether any of these were composed
for a military victory is not stated.

Unlike the sixteenth century Te Deums frequently performed in alternation
fashion—plainchant or organ versets alternating with choral polyphony in primarily
liturgical settings, a new tradition of festive settings was inaugurated in the Baroque era
with the large-scale works of Benevoli (40 parts), Lully and Graun. The tradition
continued in the latter eighteenth century with settings by Sarti, Mozart, and Michael and
Joseph Haydn. As with Benevoli, the Venetians seemed to favor the multi-voiced or
multi-choir settings of the Te Deum. Caldara’s 1724 double-choir setting is no exception

(see Chapter II for discussion and analysis).
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Dies irae
The Dies irae is a powerful portrayal of the day of wrath. It is one of the five
sequences still surviving in the Roman liturgy, being sung in the Requiem Mass.*’
According to Jeffers:

It brings out “some of the violent powers of the Latin language—the solemn
effect of the triple rhyme which has been likened to blow following blow of the
hammer on the anvil—the confidence of the poet in the universal interest of his
theme, a confidence which has made him set out his matter with so majestic and
unadorned a plainness as at once to be intelligible to all—these merits, with many
more have given the Dies irae a foremost place among the masterpieces of sacred
song™(T rench).68

Like other sequences, the text is set syllabically and its inherent power and drama
have mspired a wide-ranging melodic setting. But the structure of the plainsong
is not like other sequences: the form of its first seventeen stanzas, aa bb cc [sung
three times] followed by d e f differs greatly from the “progressive” form of other
sequences: aa bb cc dd ee ffetc. This unusual degree of internal repetition in the
Dies irae has contributed greatly to its power and popularity.

Liturgically, this sequence was early employed in private prayers and as an
Advent hymn heralding the One who is coming to judge the world. It is found in
13" century Franciscan Missals, and Julian notes its appearance in a 14® century
Dominican Missal. . . . It was included in the Requiem Mass in Italy from the 14%®
century and in French Missals of the 15 century. It survived the reforms of the
Council of Trent (1545-1563) and finally became a part of the Roman Missal in
1570 under Pope Pius V.

Composers since the sixteenth century—Mozart, Cherubini and Verdi—have
usually retained only the text and have written for it free music of highly dramatic
character, usually within 2 Requiem Mass.” Quoting Jeffers:

The form of the present text suggests that the original was probably seventeen
three-line stanzas in length and that the last six lines were later additions, the first
four of those lines (beginning with Lacrimosa dies illa) having been taken
verbatim from a 12% century frope on the responsory Libera me, and the last two
lines (Pie Jesu, Domine . . .) being an added concluding prayer. Thus the
structure of the poem consists of 17 three-line stanzas in accentual, trochaic meter
with two-syllable rhymes:
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1. Di-es i-rae, di-es il-la,
Solvet saeclum in favilla:
Teste David cum Sibylla.

followed by 3 couplets: the first two having two-syllable rhymes, and the last

being assonant’' [a partial rhyme—like vowels—unlike consonants] and
catalectic’*[prosody or stanzas lacking a syllable, especially the last one]:

18. Lacrimosa dies illa,
Qua resurget ex favilla.
Judicandus homo reus.

19. Huic ergo parce Deus.

Pie Jesu Domine,
dona eis requiem.

The structural and expressive closure of the first seventeen stanzas gives further
credence to this theory. The ending two-syllable rhymes are never the same in
consecutive stanzas (illa, futurus, sonum, natura, etc.) until the strong assonance
found in the final two of these first seventeen stanzas (maledictis, acclinis). The
dramatic denouement is expressed in the final words of these last six lines, the
penitent’s final plea: Maledictis Addictis; benedictis. Acclinis: cinis . . . finis.
(IWhen] Accursed are consigned; [voca] Blessed. Suppliant: ashes . . . finis
[end).”) P
Even though most settings of the Dies irae after 1700 are a significant part
of the Requiem Mass, this does not appear to be the case with Caldara’s setting,
as will be seen in Chapter II. It is assumed that Caldara composed this work while at the
Imperial Court in Vienna (1716-1736), since the signature “vice maestro di capella” is
written on the title page. Yet, with the history of the Dies irae text and Caldara’s desire
for this position long before it was bestowed upon him, it may be possible that Caldara

had written his Dies irae at an earlier time.
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CHAPTERII
COMPOSITIONAL ANALYSIS

Magnificat in C

Caldara’s Magnificat in C was published for the first time in 1977 by Barenreiter
and edited by Christoph Wolff. Wolff based his edition on a manuscript score preserved
in the Deutshe Staatsbibliothek in Berlin (shelf-mark Mus. Ms. 2755). The manuscript is
comprised of a single gathering of three sheets, upon which folios 1° to 6 are written, 6*
being blank. Above the upper brace on the first page is the following heading:
Magnificat. A 4 Voci. 4 Trombe e Tamburi, 2 Violini, Alto Trombon ¢ verso Viola e Cont.
di A. Caldara.' This source is in J. S. Bach’s hand throughout. Wolff, in his preface,
states that this work “seems to have survived only in Bach’s copy;™ however, this is not
the case. Caldara’s manuscript exists and is presently located in the Osterreichische
Nationalbibliothek in Vienna (shelf-mark HK 145).

The Bach and Caldara manuscripts are not identical; consequently, it is important
to note the differences between the two (see p. 54 of this chapter). Furthermore, it is
important, in terms of historical perspective, to see how Caldara’s Magnificat compares
to Magnificats of his contemporaries: Tomaso Giovanni Albinoni 1671-1751, Magnificat
in G Minor; Antonio Vivaldi 1678-1741, Magnificat in G Minor RV 610; and Giovanni
Battista Sammartini 1700-1775, ificat in B-Flat Major. Caldara, Albinoni, Vivaldi
and Sammartini were all born towards the end of the seventeenth century, with just thirty
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vears between the births of the eldest, Caldara, and the youngest, Sammartini. All four
were better known as composers of instrumental music and operas, with a small but
significant output of sacred choral music. The operatic and instrumental characteristics

appear in the solo and instrumental melodic material of the sacred choral works.

Comparisen of Works

Caldara’s Magnificat in C is constructed in the later Baroque style consisting of a
sequence of self-contained numbers: aria, chorus with solo quartet and the use of
ritornelli at the beginning and end of the solo and fast choral movements. Wolff’s
edition indicates four movements: the opening Grave (seven measures) and Allegro
(eighty-seven measures) as the first; the Andante solo for alto (twenty-six measures) as
the second; the motet-like choral 4/la breve (fiftv-nine measures) as the third and the
closing Allegro for full forces (thirty measures) as the last. This division of movements
makes sense structurally. The two A/legro movements share melodic material and use
the full compliment of forces (see Chart I). However, Caldara’s markings between the
opening Grave and ensuing Allegro are similar to those markings between the other
movements (all movements are separated by a double bar-line, new meter signature, text
incipit in the instrumental parts and Italian tempo term). Perhaps Caldara meant for a
five-movement work.

Albinoni’s Magnificat differs significantly from Caldara’s work. Albinoni’s work
resembles the music of Corelli’s in many respects. “Corelli apparently wrote no vocal
music; he transferred the national genius for song to the violin, the instrument that most

nearly approached the expressive lyric quality of the human voice.™ Albinoni was also
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CHARTI

By Antonio Caldara
Edited By Linda Jones

Abbreviation Key

Clarino Trumpet - Clno Organ -Org
Trumpet - Tpt Harpsichord - Hps
Cornett -Cm Concertist - Con
Trombone - Tbn Soprano - Sop
Alto Trombone - A Tbn Canto -Can
Violoncello - Vic Tenor - Ten
Violone - Vine Bass - Bs
Fagotto - Fag Choirs -CATB (or
Basso Contino - BC approprate combination)
Oboe -0Ob Choirs - SATB (or
Theorbo - Theor appropriate combination)
Tympani - Tmp Conductor - Cond
Movement/Section _Measures Tempo _Key(s) Orchestration Voicing
1 1-7 Grave C 2Clno, 2 Tpt, 2 SATB Choir
Magnificat, Verse 1. Tobn, Cm, Tmp, Vin
Homophonic fanfare open- 1& II & BC (Org,
ing with full orchestration. Vinc, Vine, Theor
& Fag)

11 8-75 Allegro a-G-a VInI&IIL,ATbn SATB Choir
Et exulravit, Verses 2-5. & BC SATB Soli
Opening six measure
ritornello, then ten mea-
sures of choral homophony
followed by a variety of
soli and duets.

75-93 F-C VInI&I,ATbn, SATB Choir
Fecit Potentiam, Verse 6. Cm, Tbn Il 2
Fugal choral entries and Clno, 2 Tpt, Tmp
ending similar to this & BC

movement’s opening
ritornello motives.




I 1-26 Andante G A Tbn & BC Alto Solo
Deposuit, Verses 7-8. (Org & Vncl)

Opening ritornello that is

echoed by the alto solo.

Contains melismas and

dotted patterns.

I 1-59  Alla breve e-G-e- BC (Caldara) SATB Choir
Suscepit Israel, Verses 9- (slow D-G-E [VInI & I & BC]

11. Fugal entries (SATB). Andante) (Wolff)

Contains a (TB) canon and

an (SA) canon.

v 1-30 Allegro C-a- 2Clno,2Tpt,2 SATB Chorir
Sicut erat, Verse 12. C Tbn, Crn, Tmp, Vin

Similar opening melodic 1& & BC(Org,

ritornello as in Mvt. /I Vinc, Vine, Theor

Homophonic, full textured & Fag)

beginning above the duet-

ting Vins and BC. Amen

section is a double canon

(S/A, T/B).

known for his melodic treatment which kept him in demand as a composer of operas long
after the popularity of his contemporaries had faded. Perhaps these melodious phrases
stem from his knowledge of the violin and the voice, as he was proficient in the perform-
ance of both. This proficiency is especially noticeable in the many virtuosic solo vocal
lines (see Examples 1 and 2 of his Magnificat).

Albinoni wrote only a few pieces of church music. Apart from two pieces
written in his youth, only a mass and this Magnificat have survived. The Magnificat
dates from the end of the seventeenth century, a decade or two before Vivaldi’s
Magnificat, and is composed in a stylized early Baroque manner containing only four

distinguishable movements (see Chart II after Examples 1 and 2). The choir and so/i are
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EXAMPLE 1, Tommaso Albinoni, Magnificat,
Measures 106-110 (Alto Solo)

106

qui- 2 fe-cit mi-hi ma -
(1 Ve, Violone)

10 W T v

Bassi

Org. |

joined by two violin parts and basso continuo, the bass being unfigured. Although the

work is through-composed, the Biblical verses can be clearly distinguished by the

alternation of the performing apparatus and tempos as seen in Chart II. No distinct anas

are present (only movements that contain lengthy ariosos), although, the violins provide

ritornelli and often precede or echo the ideas that are sung. Vivaldi’s Magnificat, on the

other hand, contains nine movements and is somewhat longer than Albinoni’s (which is

almost twice as long as Caldara’s). The principle key is G minor, the key of the opening

and closing movements. The other movements, most of them in the minor, never depart

from the keys in flats. Only three of the nine movements (£t exsultavit, Esurientes and

Sicut locutus) employ soli (soprano/alto/tenor, soprano I/Il, and soprano/alto/bass).
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EXAMPLE 2, Tommaso Albinoni, Magnificat, Movement II,
Measures 124-135 (Ten solo)
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CHART I
MAGNIFICAT
By Tommaso Albinoni
Edited By Felix Schroder
and Newly Revised By Willy Hess
Published By Albert J. Kunzelmann, 1982

Sections Measures  Tempo Kev(s) Orchestration Voicing
I 1-13 Adagio g VinI & I, Instru. CATB Choir
Magnificat, Verse 1. colla parte (Crn or
Homophonic choir and Ob with Canto, A Tbn
strings. Brass and winds & Vla I with Alto,
play colla parte. Ten Tbn & Via Il with
with Ten, Bs Tbn with
Bs & BC (Org, Vncl,
Vine & Fag)
14-30 Presto/ a-C  Vins & BC senza Bs Solo
Et exultavit, Verse 2. Adagiof Fag
Text painting. Presto/
Adagio
31-100 (Allegro g Vins & BC Can Solo
Quia respexit, Verse 3. Moderato) CATB Choir
The text “All genera-
tions” is emphasized by
a homophonic choral
entrance in measure 76.
101-117 (Allegro) g-G  Vins & BC senza Alto Solo
Quia fecit, Verse 4. Fag
Florid solo.
119-135 Bb-F- Ten Solo
Et misericordia, Verse 5. D-g
136-153 PrestolAdagio g Vlns, Strings colla  CATB Choir

Fecit potentiam, Verse 6.
Text painting. Homo-
phony except on disper-
Sit.

Parte. On the Adagio,
editor suggests adding
Cm, Ob & Thbn.
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I 154-172 (Allegro) Bb  Vins & BC senza Bs Solo
Deposuit, Verse 7. Fag

6/8 meter, preceded by a

double bar-line and a

fermata. Change of tex-

ture. Disjunct melody.

173-196 g Ten Solo
Esurientes, Verse 8.
Text painting.

196-206 BC Alto Solo
Suscepit Israel, Verse 9.
Text painting.

207-211
Four measure ritornello
preceding Can solo.

212-229 D-g  BC senza Fag Can Solo
Sicut locutus est, Verse 10.

I 230-239 (Adagio) g Vins & Instru. colla CATB Choir
Gloria Patri, Verse 11. parte as in measures

Homophonic 1-13

v 240-260 Allegro/ g Same as above CATB Choir
Sicut erat, Verse 12. (Adagio)

Fugal

The remaining movements (Magnificat, Et misericordia eius, Fecit potentiam, Deposuit,
Suscepit Israel and Gloria patri) are choral. Hymn-like chords characterize the text
portions of the Magnificar verse (No. 1) and Suscepit Israel (No. 7). According to long
tradition, the verses Fecit potentiam (No. 4) and Deposuit (No. 5) required especially

dramatic treatment. These verses are depicted through powerfully striking instrumen-



tation and bold unison writing. The concluding Gloria patri (No. 9) utilizes the opening

material of the work and, predictably, ends with the closing fugue* (see Chart III).

CHART I
MAGNIFICATIN C
By Antonio Vivaldi
Edited By Paul Horn
Published By Carus-Verlag, Stuttgart, 1973

Movement Measures Tempo Key(s) Orchestration  Voicing

I 1-14 Adagio g Vins I & II, Vla SATB Choir
Magnificat, Verse 1. & BC

Homophonic

o 1-56 Allegro Bb Vins[ & II, Vla Sop Solo

Et exuitavit, Verse 2. (8-17) & BC

Quia respexit, (21-33) Alto Solo

Verse 3. Full choir responds
on Omnes generationes.

Quia fecit mihi, (39-51) Ten Solo
Verse 4. Similar opening

and closing ritornello state-

ments. Soli contain similar

matenal.

m 1-37 Andante c-C  VinsI&IL Vla SATB Choir
Et misericordia eius, Verse 5. & BC

Fugue. Opening ritornello

with fugue theme followed

by continuous walking eighth-

note pattern in string parts.

Ending eight and a half

measures over a G pedal

point.

v 1-23 Presto g Vins[& I, Vla SATB Choir



v 1-23
Fecit potentiam, Verse 6.
Choral homophony, con-
tinuous eighth- and sixteenth-

note patterns in strings, ending

ritornello.

Presto g

VinsI & II, Vla
& BC

SATB Choir

\" 1-39
Deposuit, Verse 7.

Ending ritornello using
previous material.

Allegro g

Unison strings
& BC

Unison Choir

VI 1-29
Esurientes, Verse 8.

Duet in thirds with
ornamented melismas

and echo passages.

Allegro Bb

BC

Sopl&ll
Duet

A1 1-12
Suscepit Israel, Verse 9.
Choral and instrumental
homophony changing to

the major key for “merci-

ful kindness.”

Largo: d-D
Allegro
Adagio

Vins I & II, Via
& BC

SATB Choir

VIl 141
Sicut locutus est, Verse 10.
Opening and closing ritor-
nelli containing the primary
melodic theme. Primary and
secondary melodic themes

in vocal parts. Text painting
on “saecula” (“evermore”™).

Allegro F
ma poco

Obs [ & 11, Vins
I1& I, Vla& BC

SAB Choir

X 1-35
Gloria patri, Verse 11.
Choral and instrumental
declamation in homophony.

Sicut erat in principio, Verse 12.
Double fugue on “et in saecula

saeculorum” and “Amen.”

Largo

g
Andante g

Trans- VinsI & II, Vlia
itorv/

& BC

SATB Choir



Sammartini’s Magnificat, written during his late style period (1759-1774), points
to later Classical developments. The Magnificat “was brought to Einsiedeln by Padre
Marianus Miller who had studied music in Milan at the time of Sammartini™ according
to Newel Jenkins’ preface to his edition of this work. Despite the changes from the

Baroque-Classical style mixture of Sammartini’s earlier periods:

[Sammartini] retains certain characteristics such as an intense rhythmic drive and
continunity of structure and an unusual sensitivity to textural arrangements and
contrasts, favouring non-imitative counterpoint with contrasting motives in the
two violin parts. . . . The few extant sacred works, such as the Magnificat,
synthesize the galant and learned styles with large-scale arias, movements in
sonata form for solo and choral groups, and concluding fugues.®
The first and last movements are both fugues (the first is one fourth as long as the last and
is a double fugue, see Example 3). The last fugue has a countersubject on the second part
of the text (£t in saecula saeculorum) as seen in the tenor and bass entrances of Example
4. The somber mood of this work is reflected in the use of flat keys and minor-key
movements: B-flat major, £-flat major, C minor, £-flat major, B-flat major. Sammartini
scored his Magnificat for the following performing forces: four solo singers, a mixed
choir and a string orchestra supplemented by oboes and trumpets (see Chart IV following
Examples 3 and 4).

Caldara’s keys are not quite so distinguishable as Sammartini’s. Caldara’s first
(part I), second and fourth movements are clearly in C major, G major and C major
respectively. However, the harmony of Movement [ (part IT) begins in 4 melodic minor,
goes to G major, back to 4 minor and through F before ending in C major. The harmony

of Movement [V begins in £ minor and goes through G major (its relative major) before

ending in £ major.
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EXAMPLE 3, Giovanni Battista Sammartini, Magnificat,
Edited by Newell Jenkins, Movement I, Measures 1-6

1
Joprane -

Alte

Teeore

Baizre

Sammarcinl MAGMIPICAT

Copyright 1957 by Zrmet Bulenderg Ltd.
Copyright censwed

All Rights Ressrved

::n by pernission of Europess Americas Nusic

100, sole U.S. and Cansdian agent
tor Rrmet Buleabery Lid.
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EXAMPLE 4, Sammartini, Magnificat, Jenkins Edition,
Movement V, Measures 8-15

Sammariini MAGNISICAT

Copyright 1957 by B2rnst Eulenberg Ltd.

Copyright renswed

All Rights Reserved

Used by permission of Buropean American Music
Distributors Corporation, sole U.S. and Canadian agent
for EBrnst Eulenberg Ltd.



CHART IV
MAGNIFICAT
By Giovanni Battista Sammartini
Edited By Newell Jenkins
Published By Erust Eulenburg, Ltd., 1957

Movment  Measures Tempo Kev(s) Orchestration __Voicing

I 1-20 Andante B-flat 20b, 2 Tpt, Vin SATB Choir
Magnificar, Verse 1. [& II Vla & BC

Double fugue.

I 1-230 Spiritoso E-flat 20b, 2 Tpt, VIn Sop, Alto and
Et exultavit, Verses 2-6. [& I, Vla & BC Ten Soli

Themes initially stated
instrumentally. Charac-
teristic of Sonata form.
Text alternates between
soli and choir. Fugal
entries, canons, block
chords and echo devices

are used.
111 1-118 Risoluto c 20b,2 Tpt, VIn SATB Chotr
Deposuit potentes, Verses [& I, Vla & BC

7-10. Opening ritornello.
Sonata-like form. Fugal
entrances and block chords
are used for choir. Long
V-i ending cadence.

v 1-60 Largo E-flat Tacet Tpt Alto Solo
Gloria Patri, Verse 11.
Sonata-hike form.




\' 1-80 Spiritoso B-flat 20b, 2 Tpt, Vin SATB Choir
Sicut erat, Verse 12. [&II, Vla& BC

Matenal similar to

Movement II. Fugal

statements and homo-

phonic Amen.

The above comparison shows a diversity of structural styles. Caldara’s

Magnificat in C demonstrates a Baroque style of self-contained numbers, solo quartet,

aria writing and shared melodic material in the first and last movements. Albinoni’s
Magnificat represents early Baroque writing, with virtuosic solo vocal lines and no
distinct arias. Vivaldi’s Magnificat consists of a Baroque/Classical mixture, with a
preponderance of unison and hymn-like choral writing. Sammartini’s Magnificat shows
a later Classical style, with symmetrical movements, large scale arias, sonata form and
concluding fugues.

A variety of instrumental scoring was common in the Baroque period (see Chap-
ter I1I, Baroque Performance Practices), even in works of the same genre such as the
aforementioned Magnficats. In Caldara’s score, each vocal part is doubled by its own
npieno instrument (cornetto, trombone I, II and fagotto as shown in the individually
printed parts). The continuo line (also shown by the individually printed the parts) is
played by violoncello, violone, organ and theorbo. Albinoni wrote parts only for the
string configuration but added two oboes in the eighth movement. Sammartini’s work
included two oboes and two trumpets throughout, except in the fourth movement.

The Albinon: Magnificat, located in the German State Library in Berlin
(Signature 30088), has been handed down to us in manuscript as part of an anthology of

works by various authors. The title on the flyleaf of Albinoni’s Magnificat reads as
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follows: By T. Albinoni/Kapelmeister in Venedig/anno D. 1720 Magnificata 4 V. c.
Strom. (for four voices with instruments). In 1965, Felix Schroeder published the score
in the series of Eulengurg study scores; in 1968, the performance material followed as
No. 99 in the Praeclassica Collection. Schroeder remarks in his foreword to the score:

The instrumental indications are missing in front of the first brace; the upper

instrumental voices can only be intended for the violins, considering the general

appearance and range. A complimentary orchestra of colla parte instruments
possibly consisting of winds (cometto or oboe and trombones) or strings (violas
and gambas) or of both groups corresponds to the contemporary performance
pra.::ticrcs7 [see Chapter III, Baroque Performance Practices].
The basso continuo possibly contains the same makeup as Caldara’s work (see Chapter
).

By comparing the verse settings of the Magnificat text within each movement or
section, it is interesting to note compositional similarities and differences used by the
aforementioned composers. Vivaldi, Albinoni and Caldara all begin Movement [ with a
homophonic statement of the Magnificiat (verse 1) in a slow tempo, although, Caldara’s
work is more fanfare in nature. On the other hand, Sammartini’s opening statement, in an
Andante tempo, begins with a fugue (SATB) and a basso continuo line in continuous
eighth-note patterns which ends homophonically (see Chart IV, Movement I). Movement
II of the Vivaldi work and Movement U1 of the Caldara work are similar in nature. Both
are set in an Allegro tempo and have alternating rirornello passages with mostly homo-
phonic choral sections and florid solo passages. Caldara uses four soloists: SATB verses
2-5, whereas Vivaldi uses only three: SAT verses 2-4 (see Charts I and ITI, Movement
/I and Movement IT). The work of Albinoni, like Vivaldi, begins with a solo after the

opening ritornello (bass instead of soprano, verse 2), whereas Caldara begins with the
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full choir (end of verse 1, see Charts [ - [TI, Movements /Il and II). Sammartini also
uses the alternation of ritornello and choral passages; however, instead of a bass or
soprano solo, he writes a duet for the soprano and alto so/i. The choir often echoes a
musical statement previously made by the so/i. Not only does the choir sing in block
chordal statements, but in fugal statements as well (see Chart IV, Movement II, verses 2-
6). Caldara and Sammartini incorporate the Fecit potentiam text (verse 6) in this same
movement (see Charts [ and IV, Movements I/II and II). Vivaldi, on the other hand, uses
a separate movement for this text, incorporating homophony and echo effects. Vivaldi
precedes verse 6 with an SATB fugue on the £7 misericordia text (see Chart I,
Movements III and IV, verses 5 and 6). Even though Albinoni extends his first section
through the use of more florid so/i interspersed with homophonic choral writing, he ends
this long section in chorale form (see Chart II, Section I, verses 2-6).

The movements of the four Magnificats, which contain the Desposuit text (verse
7) are quite different. Caldara writes an alto solo accompanied by an obbligato altc
trombone I and basso continuo (see Chart [, Movement II). Vivaldi goes to another
extreme by using SATB unison voices with unison strings for the entire movement,
incorporating only halif the text used by Caldara; furthermore, the second half is a
soprano/alto duet alternating with ritornello sections (see Chart III, Movements V and
VI). Albinoni uses soli alternating with ritornello passages as well (see Chart II, Section
II). Sammartini begins chorally, using a question/answer technique between the tenor/
bass sections and the full choir. For variety, he includes choral fugal statements and

ritornello passages (see Chart [V, Movement III).
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The Suscepit Israel (verse 9) sections/movements all seem to be contrapuntal in
nature. Vivaldi begins with a homophonic statement at a very slow tempo, followed by
faster contrapuntal statements with strings colla parte and ends with a slower homo-
phonic statement (see Example 5). Caldara’s movement is about three times longer than
Vivaldi’s. Caldara uses choir and basso continuo in opening fugal statements that begin
with the soprano. Halfway through the movement, (Sicuz locutus est, verse 10), Caldara
employs a canon at the fifth in the bass and tenor parts followed by the same canonic
treatment in the soprano and alto parts (Gloria patri, verse 11). Caldara ends the
movement with fugal statements on the text £¢ spiritui sancto (see Caldara score,
Movement III in Appendix A). Possibly one of the reasons for the length of Caldara’s
movement, as compared to Vivaldi's, is Vivaldi’s use of the Siciz locutus est text (verse
10) as a separate movement incorporating dance-like florid SATB echo passages
alternating with ritornelli (see Chart [II, Movement VIII).

The Gloria patri text (verse 11) 1s set in various ways and in different move-
ments by the four composers. Caldara begins this text with fugal entries (alto/soprano)
which lead to the conclusion of Movement III; conversely, Vivaldi begins his final move-
ment with the Gloria patri set homophonically in a similar fashion to his opening
Magnificat statement (see Example 6); furthermore, Sammartini uses the Gloria patri as
a separate movement (IV), an alto solo alternating with rirornello passages (see Chart IV,
Movement V). Albinoni, on the other hand, uses a separate section (similar to
Sammartini) in his Gloria patri text setting; however, he also incorporates the use of full
choir and orchestra in a short. slow statement of this text, not unlike Vivaldi (see
Example 7).
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EXAMPLE 5, Vivaldi, Magnificat, Hora Edition, Movement VII

7. Suscepit Israel Allegro
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EXAMPLE 6, Magnificat, Horn Edition,
Movement IX, Measures 1-7
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All the Sicut erat texts (verse 12) are set at fast tempos incorporating a fugue with
the exception of Vivaldi’s. His text, set short and homophically, uses only the Amen as a
double fugue with the et in saecula saeculorum text (see Vivaldi Magnificat score,
Movement IX, Measures 8-35). Sammartini, leaning towards the Classical period, sets
the Amen homophonically, with aiternating ritornello passages and an extended V-I
ending cadence (see Example 8).

It seems that the earlier Baroque style, with its preference of solo vocal writing,
greatly influenced Albinoni. Albinoni uses eight soloists in his Magnificat, whereas
Caldara (eldest) and Sammartini (youngest) both use so/i groups and one alto solo
movement. With the use of three soloists and one duet, Vivaldi’s compositional style
seems to fall between Albinoni’s and the other two composers. Caldara and Albinoni use
the first six verses of text in the first movement. Verses two-six become separate
movements by the time Vivaldi and Sammartini composed their Magnificats. All four
composers use full choir on verse six, “He has shown strength with his arm, he has
scattered the proud, even the arrogant of heart.” Text painting is demonstrated in this
verse by all four composers (i.e. tusti forces for “strength™ and varied entrances for
“scattered”). Verses seven and eight are, for the most part, in solo or duet form in three
of the four works, the exception being the work of Sammartini, who moved toward the
Classical style in his use of more choral verses. Caldara, Albinoni and Vivaldi use full
choir. Sammartini uses alto solo (the only aria in his Magnificat). Caldara’s instrumen-
tation of verse 11 consists solely of basso continuo, while Albinoni’s and Vivaldi’s
instrumentation consists of full compliments colla parte. The only composer who uses
the instrumentation in a sonata-like fashion is Sammartini. His opening ritornello states
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EXAMPLE 7, Albinoni, Magnificat, Hess Edition,

Section III, Measures 230-239
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EXAMPLE 8, Sammartini, Magnificat, Jenkins Edition,
Movement V, Measures 69-80
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the beginning melodic matenal (violin I) prior to the solo voice entrance. In the final
verse (12), Caldara is the only composer of the four who did not utilize fugal techniques.
A gradual progression is made from early Baroque techniques (more use of solo voices
and less instrumental importance) towards early Classical techniques (more choral
writing, soli groups and more important instrumental writing), with the exception of
Albinoni’s Magnificat.

Caldara, the eldest of the four composers, divides his Magnificat into four
distinctly different movements (see Chart I): a fanfare first part opening with a long
second part that employs SATB choir for Movement I, SATB solos, opening ritornelio
and ritornello passages; an alto solo with obbligato trombone at an Andante tempo for
Movement II; a fairly slow SATB choral fugue and canon, choir and basso continuo for
Movement III; and a two-part canon at a fast tempo, full orchestra and SATB choir for
Movement [V. Albinoni, born one year later but living fifteen years longer, has less
separation of movements in his work (see Chart IT), which contains two violin parts and
continuo, no aras per se, but a variety of textures through solo and choir altemations with
ritornello passages. With Vivaldi, we see more movements in a work that is almost twice
as long as Caldara’s (see Chart IIT). Vivaldi's work incorporates less solo work (only
three movements) and the emphasis is placed more on the choir, using a variety of
writing techniques and even more ritornello passages to frame and enhance the move-
ments. Finally, with Sammartini’s work, we see a move towards a more tonal order of
movements, a definite architectural frame with similar first and last movements and more
symphonic demands with an orchestra supplemented by oboes and trumpets. This pro-
gression shows a logical mave towards the Classical period.
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Score Discrepancies in the Editions of
Caldara’s Magnificat in C

Several rhythmic, pitch, text, articulation and expression discrepancies have come
to light through the comparison of Wolff’s edition (which uses Bach’s manuscript as its
source) and the signed Caldara manuscript. The rhythmic discrepancies often involve
eighth- and sixteenth-note patterns. In Movement I, (measures 3-5) Wolff and Bach both
notate the following pattern D } J to the word anima (see Examples 9 and 10).

Caldara’s manuscipt shows equal eighth notes (see Example 11).

EXAMPLE 9, Caldara, Magnificat in C, Wolff edition,
Movement I, Measures 3-6

53



EXAMPLE 10, Caldara, Magnificat in C, Bach transcription,
Movement L, Voice parts & BC Measures 3-6
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EXAMPLE 11, Caldara, Magnificat in C, Jones edition, Movement |,
Voice parts, Crn, Tbn I & BC, Measures 3-6
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It is possible that Bach heard this work performed under a maestro who was influenced
by the rhythmic alteration practice at the time and applied to Caldara’s work. In measure
six however, the rhythmic characteristics are reversed. Wolff writes the tenors’ second
beat as equal eighth notes, whereas Caldara wrote the equal eighth notes as a dotted
eighth-sixteenth-note pattern. Bach’s transcription is blurred on the last three beats of
this measure, although, the second beat appears to be two equal eighth notes. Caldara’s
transcription is very clear. Since this measure is the penultimate measure of the opening
section of the work, it makes sense the Caldara would be preparing for a cadence by
using the dotted rhythm for emphasis.

The next rhythmic discrepancy appears in this same movement (measure 15, tenor
part). Wolff again writes a dotted eighth-sixteenth-note pattern on the second half of
beat two and the first half of beat three in all voice parts (see Example 12); Caldara
wrote equal eighth notes (see Example 13). Bach’s transcription is not only blurred at
this point, but measure 15 is split between two pages (beats one and two are on page one
and beat three is at the top of page two). This transcription appears to have been written
as follows: beat one = quarter note, beats two and three = two eighth notes, with the
second one tied to a sixteenth note on the top of page two and concludes with one
sixteenth note and one eighth note (see Example 14).

EXAMPLE 12, Wolff edition, Movement I
Ten, Measure 15
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EXAMPLE 13, Caldara, Movement I,
Ten, Measure 15

{am/ (/,azré[a‘f

EXAMPLE 14, Bach transcription, Movement I,
Ten, Measure 15

15
G
@] ~ D

3;; = =
a - vit spi-f- tos

On beat three of measure 44 (bass part), Wolff writes equal eighth notes followed

by a dotted eighth-sixteenth-note pattern on beat one of measure 45. Not only has the
rhythm been changed, but the text as well (qui potens est). Caldara wrote a dotted
eighth-sixteenth-note pattern on beat three of measure 44 with the text mi-hi and a
quarter note on beat one of measure 45 with the first syllable of the word ma-gna (see
Examples 15-17).

EXAMPLE 15, Bach transcription, Movement I,
Bs, Measures 44-45
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EXAMPLE 16, Wolff edition, Movement I,

Bs, Measures 44-45
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EXAMPLE 17, Caldara, Movement I,
Bs, Measures 44-45
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In measures 68 and 69 (beat one of the tenor line), Wolff notates an eighth-two
sixteenth-notes pattern. Caldara wrote this pattern as follows: two sixteenth notes
followed by an eighth note. This pattern makes sense because the same pattern occurs in
the violin I and basso continuo parts (see Examples 18-20).

EXAMPLE 18, Bach transcription, Movement I,
Ten, Measures 68-69
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EXAMPLE 19, Wolff edition, Movement I,

Ten, Measures 68-69
68
\r . == ]W
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EXAMPLE 20, Caldara, Movement I,
Ten, Measures 68-69

In measure 87 of the timpani part, Wolff notates two quarter rests followed by
two eighth-note Gs. Caldara wrote the second quarter rest as follows: an eighth rest and
an eighth-note G. Wolff notates a quarter note G on the third beat of the violin I part;
Caldara wrote two eighth-note Gs. This same type of discrepancy occurs in measure 88
of the violin II part. Wolff notates each beat as a quarter note (£, D, D), whereas
Caldara wrote six eighth notes (£, £, D, D, D, D) (see Examples 21-23).

EXAMPLE 21, Bach transcription, Movement I,
Measures 87-88
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EXAMPLE 22, Wolff edition, Movement I,
Measures 87-88
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EXAMPLE 23, Caldara, Movement I,
Measures 87-88
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Movement II does not contain rhythmic discrepancies. In Movement III, measure

13, the alto part contains a half note and a half rest in the Wolff edition; conversely,

Caldara wrote a whole note as in the tenor and bass parts. The soprano part is the only

voice part containing a half note, while the other lines rest for a half measure following

their whole notes (see Examples 24-26 on the next page).

Movement IV contains rhythmic discrepancies as well. On beat one of measure

three, Wolff notates equal eighth notes in the trumpet and timpani parts; Caldara wrote a

dotted eighth-sixteenth-note pattern which matches the clarino, alto trombone and voice

59



EXAMPLE 24, Bach transcription, Movement III

Measures 9-14
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EXAMPLE 25, Wolff edition, Movement III,
Measures 9-14




EXAMPLE 26, Caldara, Movement I,

Measures 9-14
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parts. In measure four (beat two, timpani part), Caldara wrote two eighth-note Gs; Wolff

notates one quarter note (see Examples 27-29).

EXAMPLE 27, Bach transcription, Movement IV,
Tpts I & II & Tmp, Measures 3-4
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EXAMPLE 28, Wolff edition, Movement I'V,
Tpts I & II & Tmp, Measures 3-4
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EXAMPLE 29, Caldara, Movement I'V, Tpts I
& I & Tmp, Measures 3-4
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Caldara appears to have made an error (measure 25, beat three) in the clarino I part
(Wolff/Bach, trumpet I). Wolff stays with the two sixteenth- one eighth-note pattern that
has been characteristic of this movement as well as movement I. However, Caldara
wrote one eighth note followed by two sixteenth notes. In short, it is possible that Wolff
is thythmically correct because the same pattern is written in the clarino II (rumpet I
part) and this pattern has been consistent throughout these two movements (see Examples
30-32).

Measure 28 of the timpani part shows six equal eighth notes (notated by Caldara)
rather than the eighth-rest-double sixteenth-eighth-note pattern notated by Wolff and

Bach. Perhaps in using this rhythmic pattern, Bach was trying to create a more dramatic
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EXAMPLE 30, Bach transcription, Movement [V,
Clni I & II, Measures 25-26

25

N‘*r

EXAMPLE 31, Wolff edition, Movement IV,
Tpt I & II, Measures 25-26

EXAMPLE 32, Caldara, Movement IV,
Clni I & II, Measures 25-26

25

ending. In any case, Caldara’s eighth-note pattern is consistent with the trumpet and
violin parts in this measure (see Examples 33-35).

The first pitch discrepancy occurs in Movement IV (measures 16-20, violmn II).
Caldara notated an 4 on the downbeat of measure 16, whereas Bach and Wolff notated a
C. For measures 17-18, Caldara notated the pitches D, B, D, G, B, C followed by B, G,

B, E, G, A in measures 19-20. Bach notated B, G, B, E, G. 4 in measures 17-18 and D, B,
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EXAMPLE 33, Bach transcription, Movement I'V, Clni I & II.
Tpts I & II & Tmp, Measures 28-30
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EXAMPLE 34, Wolff edition, Movement IV, Tpts I -

IV & Tmp, Measures 28-30
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D. G. B. C in measures 19-20. Measures 21 and 22 are notated the same by all three
composers. However, measure 23 is notated as C, 4, C, F, C byCaldaraand 4, F 4, C,

F by Bach and Wolff (see Examples 36-38).



EXAMPLE 35, Caldara, Movemeat IV, Chni I & II,
Tpts I & II & Tmp, Measures 28-30
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EXAMPLE 36, Bach transcription, Movement [V,
Vin II, Measures 16-23
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EXAMPLE 37, Wolff edition, Movement [V,
Vin II, Measures 16-23
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EXAMPLE 38, Caldara, Movement IV,

Vin II, Measures 16-23
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The second pitch discrepancy occurs in the violin II part of measure 23. This
entire measure is deleted from Caldara’s manuscript. Both Bach’s and Wolff’s insertion
of this measure is consistent and accurate when compared to the pattern of rhythms and
pitches previously established in this movement.

The last pitch discrepancy (also a rhythmic one) occurs in Caldara’s manuscrpt:
measure 29 (clarino I part) contains only two beats instead of three. Both Bach and
Wolff use Caldara’s last sixteenth-note pattern (G, 4, G, F) as the second and third beats.
Another possible interpretation that could be used to complete the measure would be
Caldara’s first sixteenth-note pattern (G, F, G, 4) for the first two beats and the last
pattern (mentioned above) for beat three, thus avoiding the anticipation of the final
cadence prior to the penuitimate beat. Since both sets of pitches fit harmonically,
insertion of the last beat must be an editorial decision (see Examples 33-35 on pages 37
and 38).

Most of the rhythmic discrepancies appear to be one of the following two

examples: 1)a dotted eighth-sixteenth-note pattern instead of equal eighth notes or 2) a



quarter note in place of two eighth notes. Rhythmic changes of this type, as mentioned
earlier, have been notated this way because Bach was probably influenced by the prac-
tice of rhythmic alteration. As for the rhythmic discrepancy cited in examples 30-32,
after writing so many double sixteenth-one eighth-note patterns, it could be possible for a
composer to accidentally reverse this rhythm. Here again, we have no proof. However,
Caldara was very consistent with the double sixteenth-one eighth-note pattern, which
matches the clarino II part in the examples mentioned on the previous page. The two
pitch discrepancies in the violin II part (Examples 36-38) are two measures apart. The
pitches in measure 21 of Movement IV are one whole step lower than the soprano line.
An oversight on Caldara’s part could be a logical explanation for this discrepancy. The
Bach and Wolff manuscripts appear to be accurate corrections.

Text discrepancies occur in several places other than the one cited in Examples
15-17. In Movement I, measures 80-81, in brachio is written in the tenor and bass
concertists’ parts and potentiam in the ripieno tenor and bass parts. Both Wolff’s and
Bach’s transcriptions unify potentiam for the concertists and ripieno who are together at
this point. However, if Bach’s and Wolff’s soprano rhythmic notation is used in
measures 80-81, the text underlay is changed. Caldara wrote a dotted eighth-sixteenth-
note pattern followed by two quarter notes in both measures, putting the ¢ of potentiam
on the sixteenth note. Both Wolff and Bach transcribe a dotted quarter note followed by
three eighth notes, putting the # on the first of the three eighth notes. This rhythmic
change cannot be musically justified. Greater justification is shown for Caldara’s nota-
tion because the same rhythm is notated in measure 80 of the alto and bass lines and
measure 81 of the tenor line (see Examples 39-41).
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EXAMPLE 39, Bach transcription, Movement I,
Voice parts, Measures 80-81
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EXAMPLE 40, Wolff edition, Movement [,
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Voice parts, Measures 80-81
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EXAMPLE 41, Caldara, Movement I,

Voice parts, Measures 80-81
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In measures 85 and 86, Wolff underlays the text dispersit in the soprano, tenor
and bass lines; Caldara writes superbos. Bach, however, omits the text completely. This
is the only example, by Bach, that differs from Wolff (see Examples 42-44).

EXAMPLE 42, Bach transcription, Movement I,
Voice parts, measures 85-86

85
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EXAMPLE 43, Wolff edition, Movement |,
Voice parts, Measures 85-86
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EXAMPLE 44, Caldara, Movement I,

Voice parts, Measures 85-86
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The only discrepancy in Movement 111 is the text underlay of the soprano part in
measures 9-11. Caldara writes puerum suum; both Wolff’s and Bach’s text underlay is as
follows: suum, followed by a comma, occurs under the two half notes (measure 9); pu
occurs under the first half note and e under the two quarter notes of measure 10; rum
occurs under the first half note and s« under the second half note of measure 11 (see

Examples 45 and 46).
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EXAMPLE 45, Bach transcription, Movemeat 111,
Sop, Measures 9-11
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EXAMPLE 46, Wolff edition, Movement III,

Sop, Measures 9-11
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On the other hand, Caldara’s measure 9 text underlay matches the beginning of the tenor
line as follows: pu occurs under the half note and continues for the rest of the measure;
the svllable e occurs under the first half note in measure 10; rum occurs under the slurred
quarter notes; and sz begins on the first half note of measure 11 rather than on the second
half note of that measure (see Example 47).

EXAMPLE 47, Caldara, Movement I,
Sop, Measures 9-11

The last text discrepancy appears to be different in each of the composers’ manuscripts.
This discrepancy occurs in measures 25 and 26 of the bass and tenor lines (Movement

IV). Under beat three of measure 25 and beat one of measure 26, Wolff writes

71



saeculorum, Bach wrote saeculorum in the tenor line and Amen, Amen in the bass line,
and finally Caldara wrote Amen, Amen in both lines. Only the text Amen has occurred
from beat two of measure 20 to this point and only five measures remain; therefore,
Caldara’s text seems to be the most logical of the three (see Examples 48-50).

EXAMPLE 48, Bach transcription, Movement IV,

Ten & Bs, Measures 25-26
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EXAMPLE 49, Wolff edition, Movement IV,
Ten & Bs, Measures 25-26
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EXAMPLE 50, Caldara, Movement IV,

Ten & Bs, Measures 25-26
25
{oppir)
k - —c ﬁ. —— 0 > =
§ ¥ r—
3 e, 3o D0 3 DO R




The slur is the only mark of articulation discrepancy that appears in the
Magnificat scores. Caldara notated slur marks in the violin parts throughout the work.
Slur marks (in dash form added to the basso continuo part) are my editorial marks for the
purpose of maintaining consistent rhythmic patterns throughout the work. Bach does not
include slur marks; therefore, neither does Wolff (see Examples 51-53).

EXAMPLE 51, Bach transcription, Movement I,
Vins I & I & BC, Measures 813
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EXAMPLE S§2, Wolff edition, Movement I,

Vins I & IT & BC, Measures 8-13
8
Allegro
) al Violins ¢ Viale
v.1 X = e K x ¢
—S=s==sSse=——==—===
V.ﬂ? —_— e — X —
=== =====
—
11
1 = — E=== — (&)
e lﬁg =T
3 = == T——— =
| IO = - i =z
E—Ir‘——v—m—a_ + s
(E = —x——x——x g_ =




EXAMPLE 53, Caldara, Movement I,
Vins I & II & BC, Measures 8-13

Dynamics are the only expression mark discrepancies found in the Magnificat
scores. Dynamic markings in Movement I (measures 55, 59 and 60) indicating piano and

forte are transcribed in Caldara’s manuscript but are not found in Bach’s and Wolff’s

scores (see Examples 54-56).

EXAMPLE 54, Bach transcription, Movement I,
Vlins I & II, Measures 55, 59-60
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EXAMPLE 55, Wolff edition, Movement I,
Vins I & I, Measures 55, 59-60
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In measure 80, Caldara notated a forte marking in the violin I part. This possibly

indicated that the brass instruments joined the performing ensemble in this measure for a

EXAMPLE 56, Caldara, Movement I, Vins I

& II, Measures 55, 59-60
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full npieno sound (see Examples 57-59).

EXAMPLE 57, Bach transcription, Movement I,
Instrumental parts, Measure 80
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EXAMPLE 58, WolfT edition, Movement I,
Instrumental parts, Measure 80

EXAMPLE 59, Caldara, Movement |,
Instrumental parts, Measure 80
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The next score discrepancy does not fall into one of the five aforementioned
categories (thythm, pitch, text, articulation or expression). The discrepancy is one of
voicing. Caldara notated specific places for concertists; these places differ from Wolff's
edition. In measure three (Movement I), Caldara transcribed the word anima in the alto
and soprano lines for concertists; the ripieno enters on beat three of measure four in the
alto line and beat one of measure five in the soprano line (see Examples 9-11 pages 27
and 28). Caldara notated all solo lines in the concertists’ parts, while Bach does not
distinguish between concertist and ripieno parts in his full score transcription.

The only other score discrepancy occurs in the orchestration of Movement III.
Caldara transcribed Movement III for choir and basso continuo; Wolff transcribes
Movement III for choir, two obbligato upper parts and basso continuo. According to
Wolff’s preface:

There was a single leaf belonging to the Magnificar copy which has so far escaped

the attention of Bach scholarship, due to its having been bound out of

sequence. . . . This leaf, written on one side only and which since early 1965 has

been placed in its proper position, is without any doubt a Bach autograph and

represents an arrangement of the “Suscepit Israel” of the Caldara Magnificar.

This leaf appears to be a working manuscript because of the many corrections,

and one in which Bach adds two obbligato upper parts to the original five part

texture.®
If indeed Bach did write the two upper obbligato instrument parts, it is not evident in the
Bach manuscript I have received. As examples 60-62 indicate, Bach’s manuscript con-
tains music for a five-part texture without the added obbligato parts Wolff describes (see
Examples 60-62 on the next two pages).

In conclusion, the total number of measures containing discrepancies (pitch, text,

articulation, expression and orchestration) are not numerous:



EXAMPLE 60, Bach transcription,
Movement III, Measures 1-13
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EXAMPLE 61, WolfT edition,
Movement III, Measures 1-13
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EXAMPLE 62, Caldara, Movement I,
Measures 1-8
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Discrepancy Number Location
Pitch 2 VinlI
Text 6
Articulation Mark 1
(Slur)
Expression Mark 4 Above Strs &
(Dynamics) Clno

Orchestration 1

Movement III

Comments

1) a syllable of a word on a
different beat, or

2) different words for concer-
tists’ and ripieno parts

Fairly consistent throughout
the work

Forte and piano marks

Added obbligato parts

However, the number of measures containing rhythmic discrepancies is quite numerous

(fifteen to be exact); many involve the dotted eighth-sixteenth-note pattern.

Summary

After 1600, settings of the Magnificat began to show the new Baroque style,

which reflects an increased use of resources in terms of color and potentialities of word-

painting. Caldara’s Magnificat in C is no exception. The use of many brass instruments

and timpani in Movements [ and IV (as opposed to the motet-like setting of Movement

III and the solo setting of Movement IT) shows great variety in color resources. The

Magnificat text provides ample opportunity for the depiction of words, a favorite

Baroque characteristic. Caldara depicted emotional words such as the following:

Depiction

Word Translation
Exultavit Has rejoiced
Dispersit He has dispersed

Lively melodic motives tossed
between the two violin sections

Three melodic motives in the four
voices occurring at different times



Humilitatem Lowliness Descending melodic skips by a solo
voice

He also depicted purely illustrative phrases such as the following:

Phrase Translation Depiction

Fecit potentiam in brac- He has shown strength Full ensemble in a fugal pat-

chio suo with his arm tern

Magnificat Magnifies Full ensemble in a chordal
fanfare

Omnes generationes All generations A long, solo melisma

A progenie in progenies From generation to The melodic matenial is

generation tossed from one voice to

another

These techniques, along with the use of a so/i group (instead of a string of solo arias) and
the use of instrumental ritornelli (leading to more instrumental importance), show how
Caldara’s Magnificat in C fits into the historical transition from early Baroque composi-

tional style to the late Baroque/early Classical style.

(1724) Te Deum

Caldara’s (1724) Te Deum exists in the following three known editions:

1. V. Frazz, first published by Canisch of Milan, date unknown

[

Ekusebius Mandyczewski in the Denkmiler der Tonkunst in Osterreich
(DTO), Vol. 26, Graz/Austria, 1959

Kimmerlin (Willy Milller, proprieter of the Suddeutscher Musikverlag, is the
name that appears on the score), Heidelberg, 1975, numbered Wm 2601 SM

'DJ

According to Dr. Brian Pritchard (musicologist and founder of the Caldara Institute at the
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University of Canterbury in Christchurch, New Zealand), “the Frazz edition is so
distorted that it is useless as a source.™ [ have not been able to acquire a copy of this
source, therefore it will not be used in the score discrepancy process. The DTO
(published by Mandyczewski) on the other hand. is fairly reliable. At the top of
Kimmerlin’s edition (in parenthesis) is written “Prager” Te Deum. Dr. Pritchard has
looked at Kiimmerlin’s preface and feels that he is trying to distort facts to fit his
hypothesis:
No doubt a Te Deum was performed during Charles’s coronation in Prague, but it
was not this work. This reference first appears in the sleeve notes to the 1968
Schwann Musica Sacra recording; yet, on the manuscript is quite clearly dated
1724 (it is an autograph date and not one added by someone else), with no
evidence of Caldara altering the autograph inscription. Furthermore, there is no
logical reason why Caldara should date a work written in 1723 as 1724. If there
had been any connection of this Te Deum with Prague, we might suppose that
Mandyczewski, an early archivist at the Gesellschaft, would have known of it and
mentioned it in his explanatory notes. '°
The Caldara manuscript is located at the Nationalbibliothek, Mus. Hs. under the call
number 16105 in the Tabulae. The title page reads as follows: Te Deum Laudamus a 2.
Chori; e con 2. Clarini, 2. Trombe, e Timp. e 2 Violini, e 2. Trombone Conc: Partes. 40,
pridem 56. The score is signed: Del Sig: Caldara, Vic-Maestro di Cappella: di S: M:
C: e C: Carlo VI. The discrepancies between Caldara’s manuscript and the two
previously mentioned scores will be discussed later in this chapter (see page 72).

Caldara’s (1724) Te Deum is constructed in the later Baroque style. This style is

seen through Caldara’s use of: 1) antiphonal choirs in chiefly simultaneous choral
declamation, 2) greater contrapuntal treatment for solo voices and finally 3) a typical later

Baroque orchestra (see Chapter III, Baroque Performance Practices). Caldara, like many
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Austrian composers, did not adopt the few-voice approach of the Italians in their sacred
music but continued to compose in the concertato style, with emphasis on contrapuntal
texture. The penchant for thicker sonorities was cultivated by Austrian composers
(throughout the seventeenth century) such as Christoph Staus, Heinrich Schmeltzer and
Johann Kasper Kerll. Similarly, many of Caldara’s later works were composed in a
fuller-textured concertato style, which indicate a definite departure from his creative
approach pnor to his appointment to the Viennese court. These later Baroque works
contain a melodic strength coupled with less consistent chromaticism. The themes tend
to be more trniadically conceived and the essentially colla parte instrumental treatment
with more emphasis on wind instruments reflects quite strongly the Venetian-Austrian
concepts of the past. Caldara’s 1724 setting of the Te Deum:
is no exception, with its use of double choir, short violin motives, brass figures,
and straight forward diatonic harmonies. . . . [Still] its varied and sonorous choral
textures, diverse violin accompaniments, carefully-crafted concertante passages
for the vocal and instrumental soloists, and brilliant scoring of the trumpet choir
all reflect the splendour of late Baroque Vienna.''
Caldara’s (1724) Te Deum is constructed in two parts. “In the first through-composed
section, repetitions of a strong rhythmic figure in the continuo hold the everchanging

vocal and instrumental textures together”'? (see Example 63).

EXAMPLE 63, Antonio Caldara, (1724) Te Deum,
Section I, Org, Measures 1-2
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Unlike the through-composed first part, the second part is clearly sectional:

Stvle Text Example
1. Solemn moment for the genuflection Te ergo Quaesumus 64

2. Bnsk triple meter Aeterna fac 65

3. Subdued Dignare Domine 66

4. Homophonic invocation Fiat misericordia 67

5. Concluding fugue In te Domine speravi 68"

EXAMPLE 64, Caldara, (1724) Te Deum,
Edited by Linda Jones, Measures 93-96
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EXAMPLE 65, Caldara, Jones edition,

Measures 101-109
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EXAMPLE 66, Caldara, Jones edition,
Measures 142-145
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EXAMPLE 67, Caldara, Jones edition,
Measures 163-downbeat of 167

163
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EXAMPLE 68, Caldara, Jones edition,
Measures 171-177
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The key relationships within and between sections are logically structured. The
first section is basically in the key of C until measure 28 (with the insertion of a B-flat).
The B-flat causes the C chord to become a V/IV which leads to the key of F (see
Example 69). Measures 36-41 are transitory in nature, proceeding through relative minor

keys (Dm and Am) and ending section I in the key of G (see Example 70).

EXAMPLE 69, Caldara, Jones edition,
Measures 28-29

EXAMPLE 70, Caldara, Jones edition,
Measures 36-44
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The insertion of B-flats in measure 47 leads the tonality back to the key of /. The bass
line becomes somewhat chromatic in measures 55-61, leading to the key of C in measure

63 (see Example 71).

EXAMPLE 71, Caldara, Jones edition,
Measures 55-63
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Chart V shows the close key relationships until the beginning of section II (the next
chromatic transitory section, measures 93-100), which finally ends on an £ major chord
(see Example 64 on page 56). The final 34 measures of part II, section II (with a new
meter in an Allegro tempo) begin in the original key of C and end in the relative minor.
This relative 4 minor key begins part III of section II (see Chart V, secuon IT). Section II
stays close to the home key of C, alternating with 4 minor and F major (see Chart V,
section [I on the next three pages).

The text of the Te Deum is in a tripartite structure, even though Caldara sets the
text in a two-part compositional structure. Jeffers explains this tripartite structure:

The first section is comprised of the first 10 verses (a hymn of praise to God the

Father which contains, in verses 5 and 6, the Tersanctus of the Mass), and the

concluding Trinitarian doxology in verses 11 to 13 (thought to be a later addition).

The close parallels of verses 7-9 and portions of the following passage from St.

Cyprin’s de Mortalite (c. 252) seem to indicate that it was most likely the source

of the wonderful progression of praise for the Patrem immensae majestatis (from
the 12 Apostles, to the company of the Saints, and then to the army of

Martyrs). . . .

The second portion (verses 14-21 [or 23]), which was added in the 4®
century, 1s Christological, a hymn in praise of Christ the Redeemer, the eternal
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Son, the coming Judge, which ends with the petition of the faithful: that they be
numbered cum sanctis tuis [Caldara omits verse 23]. . . .

The third and concluding portion [verses 22-29] is derived almost exclusively
from the psalms. . . . (Psalms 27:9, 114:2, 122:3, 33:22, and 30:2 [Vulgate]). And
verse 24, Per singulos dies, benedicimus re, relates the hymn directly to its liturgi-
cal context: the close of the night office of Matins, just before Lauds, at the
beginning of the day [see Appendix B for text translation]. '

Caldara uses a somewhat programmatic nature through his instrumental scoring in

this setting of the Te Deum text. For the first double choir section (which is praising

God), a full compliment of instruments is used (see Chart V). During the so/i groups,

Caldara uses a variety of instrumental scoring. The basso continuo accompanies the

soprano/alto duet (“the admirable company of the Prophets, the white-robed ammy of

Martyrs praises thee™) in measures 28-35 (see Chart V above). Two violins are added

(giving a “heaven-like™ quality) for the bass solo in measures 36-40; this helps to paint

the text: “the whole world and holy church” (see Example 70, pages 63-64). With the

tenor solo (measures 40 through the downbeat of 44), Caldara deletes the violins but adds

a solo trombone to clanfy the praising of God’s “true and only Son” (see Example 72

after Chart V).
CHART V
(1724) Te Deum
By Antonio Caldara
Edited By Linda Jones
Section Measures Tempo Key(s) Orchestration Voicing
L1 1-14 Allegro C-a-C ClnoI&II, TptI Double SATB
Te Deum, Verses 14. &I, Tonl&Il, Choir
Simultaneous choral Tmp, VIn1 & I,
declamation within each Vlal& 1 & BC
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choir. Choir alternation.

(Org, Vncl, Vine,
Theor & Fag [ & II)

m 15-26
Sanctus, Verses 5 and 6.
Fugal-like Sop & Alto
entries followed by
simultaneous choral
declamtion similar to
section [.

Allegro

C

Full compliment  Full comp.

/I 27-35

Te gloriosus te Prophe-
tarum, Verses 7-9. Echo
at the fifth.

35-40
Te per urbem, Verse 10.
Hemiolas in Vins. Flond
solo.

Allegro

39-downbeat of 44

Patrem immensae majestatis,
Verses 11-12. Dotted eighth-

sixteenth-note rhythmic
characteristic.

F

Transitory
(d-a

(@)

BC Sop I/Alto I
Duet

VInI&II& BC BslI Solo

TbhnI & BC Ten I Solo

v 44-48
Sanctum quoque, Verses
13-15. Simultaneous
choral declamation.

Allegro

Begins in
G. Leads
to F.

Full compliment  Full comp.

v 49-57
Tu ad liberandum, Verse

16. Fugal-like entrances.

Some duetting between
voices.

56-68

Tu devicto, Verse 17. Both

Vlns and the Bs echo a

Allegro

Transitory

Arrives in
Conm. 63.

BC Sop I, Alto |
& Ten I Soli

Vins[ & II Bs I Solo



sixteenth-note pattern.

68-74 Clno I solo & BC
74-89 C ClnolL VinI& I Alto [ Solo
Tu ad dexteram, Verse 18. & BC
Clno and Alto echo each
other. Vins enter for only
one measure (m. 76).
89-92 C-a BC SopI, Tenl
Judex crederis, Verse 19. & Bs I Soli
1 93-100 Adagio Transitory TbnI& II, Strs Full comp.
Te ergo quaesumus, Verse Chromatic & BC
20. Simultaneous choral bass line
declamation, alternating ending on
choirs. an E-flat
Major chord.
417311 101-120 Allegro C-a Full compliment  Full comp.
Aeterna fac, Verse 21. in 3/2
Simultaneous choral
declamation, alterna-
ing choirs.
121-135 BC Sopl, Alto I,
Salvum fac, Verses 22 & 24 TenI & Bs 1
Sop and Bs duet, Alto and Soli
Ten duet.
/I 134-142 Allegro a-C Full compliment  Full comp.
£t laudamus nomen,
Verse 25. Simultaneous
choral declamation, alter-
nating choirs.
142-162 a-C-F BC Sop 11, Alto II,

Dignare Domine, Verses
26 and 27. Ten/Bs duet
followed by Sop/alto duet.
Ends with three measures
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of BC and a fermata over
the last chord.

v 163-down- Addagio a Tbn I & 1, Strs Full comp.
Beatof 167 in4/4 & BC

Fiat misericordia, Verse 28,

line one. Homophonic

statement.

167-199 Allegro  a-C Full compliment
Quemadmodum speravimus,
Verse 28, line two and verse
29. Simultaneous choral
declamation, alternating
choirs. Fugal-like entries
occur from 171-193.

EXAMPLE 72, Caldara, Jones edition,

Measures 40-43
40
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Section II begins with the full compliment of instruments and double choir for the
declamation of “the King of glory.” Again, Caldara accompanies a soli group (group II)
with only the basso continuo, as the text discusses God becoming human (“earthly man™)

in measure 50. The two violins are cleverly added to initiate the opening of heaven after
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the bass [I entry (“Having blunted the sting of death™) in measure 38 (see Example 71,
pages 67 and 68). Instead of using the solo trombone, Caldara uses a clarino [ solo
(without a vocal solo) in measures 68-74, perhaps announcing the admittance of all
believers into heaven (see Example 73). The clarino solo continues and alternates with
the alto I solo (using an echo effect) possibly painting a picture of the "one who sits at the
right hand of God" (measures 78-89). The soprano I, tenor I and bass I so/i (accom-
panied by the basso conrinuo) end this part of section I with the statement of belief (see

Chart V, section I).

EXAMPLE 73, Caldara, Jones edition,
Measures 68-74

As this belief turns to a plea for aid, Caldara changes to an Adagio tempo with the
full compliment of instruments and voices. To “number the people with God’s saints,”
Caldara writes Allegro in triple meter (maintaining the full compliment of forces).
Caldara ends part II (of section IT) with another plea for aid (“Save your people”) by
utilizing a soprano L'bass I duet accompanied by basso continuo (see Chart V, section II).
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Section II, part III begins with a praise to God by the full compliment of performing
forces. This praise quickly changes to a prayer asking for mercy, which is performed by
soli group II and continuo. The text “Have Mercy upon us, O Lord,” is painted by a
change in tempo (4dagio), which is perfumed by both choirs and strings homophonically.
The work ends with full forces in an Allegro double fugue (see end of Chart V).
Caldara’s use of key changes, tempo changes and vocal/instrumental scoring all contri-
bute to his splendid ability of text painting in grand Baroque style.

Score Discrepancies in the Editions

of Caldara’s (1724) Te Deum

Seven types of discrepancies have come to light through a comparison of the
signed Caldara manuscript with the two published sources (Mandyczewski and
Kammerlin). These discrepancies can be categorized as follows: 1) clef signs, 2)
instrumentation, 3) rhythm, 4) pitch, 5) text, 6) articulation and 7) ornamentation.
Mandyczewski retains the original clefs used by Caldara (see Example 74 on the next
page). whereas Kimmerlin uses modem clef signs (see Example 75 following Example
74).

The instrumental scoring of Kimmerlin’s and Mandyczewski’s editions reveals
an interesting deviation from Caldara’s original manuscript. These two editions combine
the viola and trombone parts as well as exclude the cometto part. Caldara used the

following instrumental scoring in his manuscript:

Instrument Dgubling Comments
Cmi&ll Sopl& Il Colia parte
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EXAMPLE 74, Caldara, (1724) Te Deum,
Mandyczewski edition

Clasini.
Trombe.
‘thopani.

Violino L.

Violino Il

Yiole
e
“Tromboni.

Canto.
Alto.

Tenore.

Basso.

Canto.

Alto.
Tenore.

Basso.

Organo
e
Continuo.

CORO 1.

CORO 11I.

B TR OO

iR

AT
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EXAMPLE 75, Caldara, (1724) Te Deum,
Kiimmerlin edition

Claria l/lI

Teombe /11

(inC

-- .
timpant

Violino |

Violino 1!

Viole [l
(Tromboni [/I1)%)

Soprano

Alto
Tenore

Basso

Soprano

Alto

Tenore

Basso

Basso coatinuo
(Organo,Violoncello,
Violone)

e

102



Tonl & I Alto I & 11 Except for measures 3-5

Vias [ & I TenI&II Except for measure 3 and beat | of
measure 4 (see Jones’s transcription
of Caldara’s manuscript in Appen-
dix A)

The ratonal for the combination of the trombone and viola parts as well as the exclusion

of the cornetto part is unknown, yet, it is this combination and exclusion that creates most

of the rhythmic and pitch discrepancies.

Like the Magnificat in C, the rhythmic discrepancies often involve eighth-note
and sixteenth-note patterns. In the trombone II part (measures 11 and 13, beat four),
Mandyczewski and Kiimmerlin both write two equal eighth notes (see Example 76 and
77). Caldara’s manuscript shows one eighth note followed by two sixteenth notes (see

Example 78).

EXAMPLE 76, Mandyczewski edition,
Tbn I, Measures 11 & 13

11

-
H ]

EXAMPLE 77, Kiimmerlin edition,
Tbn II, Measures 11 & 13

11
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e
19
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EXAMPLE 78, Caldara Manuscript, Tbn 11,
Measures 11 & 13

The next rhythmic discrepancy appears in the trombone I part of measure 19, beat
four. Mandyczewski and Kiimmerlin both write a quarter note (see Example 79 and 80),
whereas Caldara wrote a dotted eighth note followed by a sixteenth note. This rhythmic
pattern makes sense because the trombones are colla parte with the alto voice parts (see

Example 81).

EXAMPLE 79, Mandyczewski edition,
Tbn I, Measure 19

19

EXAMPLE 80, Kiimmerlin edition,

Tbn I, Measure 19
19
J 4 4 4 g ———
*}f% — =
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EXAMPLE 81, Caldara manuscript, Tbn I

& Alto I, Measure 19
Tbn 1 Alto I
19 19

In measure 24 of the trombone I part, Mandyczewski and Kiimmerlin both write a

quarter note on beat three (see Examples 82 and 83), whereas Caldara wrote a dotted

eighth note followed by a sixteenth note (see Example 84). This rhythmic pattern follows
the alto I rhythm in that same measure.

EXAMPLE 82, Mandyczewski, edition,

Tbn I, Measure 24
24
Rl e P MR
ﬂ-I ) I 1 T —
L) A =

EXAMPLE 83, Kimmerlin edition,
Tbn I, Measure 24

24
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EXAMPLE 84, Caldara manuscript, Tbn I
& Alto I, Measure 24

Tbol
24

H NN G ez
H BNt UR 420 RS e LS8 ST
I N SO B NS SRS SEESTE SETROC
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1y el T GO " Y ST
8y & . .- -]

Measure 44 of the trombone II part shows a rhythmic discrepancy as well as one
of pitch. Mandyczewski writes a quarter note 4 on beat one, two eight note £5 on beat

two, two eighth note Fs on beat three and one quarter note £ on beat four (see Example

85).
EXAMPLE 85, Mandyczewski edition,
Tbn II, Measure 44
44
1*1‘:‘ - d E
1 — —T——f 7
'z .s- 1 _J i ’[ -

Kummerlin writes a quarter rest on beat one followed by the same second, third

and fourth beats of Mandyczeski’s edition (see Example 86).

EXAMPLE 86, Kimmerlin edition,

Thn IL, Measure 44
44 —
A W 1'\ ‘L { ——— :LA ’.
lH 8 = ﬁ'c:? =t -~ S —
|y - A
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Caldara, on the other hand, followed the alto II part: two eighth note Fs for beat one, one

eighth note F followed by two sixteenth note Fs for beat two, same beat two rhythmic

pattern on Gs for beat three and a dotted eighth-sixteenth-note pattern on F for beat four

(see Example 87).
EXAMPLE 87, Caldara manuscript, Tbn II
& Alto II, Measure 44
Ton OO Alto II
44 44

i—-———-

3%

—
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In measure 45 of the trombone I part (second half of beat three and the first half
of beat four), Mandyczewski and Kiimmerlin both write a quaner note G (see Examples
88 and 89), whereas Caldara wrote two eighth note Gs which match the alto I part (see

Example 90).

EXAMPLE 88, Mandyczewski edition,
Tbn I, Measure 45

- ) e—
“.

45

“"1»7

g
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EXAMPLE 89, Kiimmerlin edition,
Tba I, Measure 45

45

e

|

EXAMPLE 90, Caldara manuscript,
Tba I, Measure 45

4
ﬂmmtmu..
TP APy Pty
3 W0 UH 55" Bl B S5 B € 55

A similar discrepancy occurs in both trombone parts, beat two of measure 48.
Mandyczewski and Kiimmerlin both write a quarter note; Caldara wrote a dotted eighth-

sixteenth-note pattern (see Examples 91-93).

EXAMPLE 91, Mandyczewski edition,
Tbn I & II, Measure 48

48

";'}T—{ ~

» LJF__

EXAMPLE 92, Kiimmerlin edition,
Tbn I & II, Measure 48

48

)
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EXAMPLE 93, Caldara manuscript,

Tbn I & II, Measure 48
Tba 1 Ton O
48 48

The next discrepancy is one of the few vocal rhythmic discrepancies. This discre-
pancy occurs in measure 83 (on the second half of beat two) of the alto I solo.
Mandvczewski, like Caldara, wrote a dotted sixteenth note followed by a thirty-second
note (see Examples 94 and 95). Kimmerlin, on the other hand, writes two equal six-
teenth notes (see Example 96).

EXAMPLE 94, Mandyczewski edition,
Alto I Solo, Measure 83

83

EXAMPLE 95, Caldara manuscript,
Alto I Solo, Measure 83

?:——-—J g ¥ o o U P N
‘. WS RS 2ag R "Wl AR N AN WE W .t K
Flon AR N8 MEMARNSE P2 = DAY Y .48 A0 NS 00 35T O3 N1
ce ek - — T a—

Y 2 -
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EXAMPLE 96, Kiimmerlin edition
Alto I Solo, Measure 83

83

_ N~
in glo - - - -

In measure 95, tenor part of choir I, Mandyczewski and Kiimmerlin both write
equal eighth notes on beat three (see Examples 97 and 98), whereas Caldara wrote a
dotted eighth-sixteenth-note pattern (see Example 99). Caldara’s rhythmic pattern occurs
in the tenor I, bass I, and all choir I parts, making Caldara’s thythm pattem more logical

than the pattern suggested by Mandyczewski and Kimmerlin.

EXAMPLE 97, Mandyczewski edition,
Choir I, Ten, Measure 95

EXAMPLE 98, Kiimmerlin edition, Choir I,
Ten, Measure 95

95

]

fa - mu-lis sub -
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EXAMPLE 99, Caldara manuscript, Choir I,
Ten part, Measure 95

95

: =—————
NV B AR

(e FRA D o2 cvE

Mandyczewski and Kimmerlin both write a single eighth note on the last half of
beat three in measure 99 of the trombone I part (see Examples 100 and 101), whereas
Caldara wrote two sixteenth notes, which match the alto I part (see Example 102).

EXAMPLE 100, Maodyczewski edition,

Tbn L, Measure 99
99
. | J
$ 1, »
. _.._J-——-

EXAMPLE 101, Kiimmerlin edition,
Tbn I, Measure 99

o ) 4 S ——
m— -y

EXAMPLE 102, Caldara manuscript,

Tba I, Measure 99
99
H——P i R At I:--. -

e ————— e
N BE— --"_E
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Three rhythmic discrepancies occur in the soprano II part. In the first discre-
pancy, Mandyczewski (like Caldara) ties the half note (beat three, measure 99) to the
first half note in measure 100 (see Examples 103 and 104). However, Kimmerlin omits
the tie even though neither a pitch or syllable change appears on beat one of measure 100

(see Example 105).

EXAMPLE 103, Mandyczewski edition,

Sop II, Measures 99 and 100
* - o
ral - e-mi - - - - é!

EXAMPLE 104, Caldara maspuscript,
Sop II, Measure 99 and 100

EXAMPLE 105, Kimmerlin edition,
Sop II, Measures 99 and 100

99 100
E% ) N
How = . ]
— ' s y
—r g - !AU — 45’5 p -4
J ! T 4
re - - dc-ml . - - - - sti!

The second soprano II rhythmic discrepancy occurs in the solo part of measure
153. Kummerlin, like Caldara, writes a whole note on beat two and three (see Examples
106 and 107). Mandyczewski, on the other hand, writes a half note and half rest (see
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Example 108), which is musically justifiable; as a result, this rthythm matches the

following alto rhythm in measure 154. This alto rhythm, up to this point, has been an

exact rhythmic echo except for beat two in measures 144 and 145.

EXAMPLE 106, Kiimmerlin edition,
Sop II Solo, Measure 153

153
1]

mee—

1
et Do - mi-ne

EXAMPLE 107, Caldara manuscript,
Sop I Solo, Measure 153

153

o S
SRS ARESRE . St §
[ ——

2 1]
/
\il

EXAMPLE 108, Mandyczewski edition,
Sop I Solo, Measure 153

,

153
V

;”

—td
4

Do.mi-ne,

The last soprano II rhythmic discrepancy occurs in measure 185 on beats three
and four. Caldara wrote a dotted quarter-eighth-note pattern in this soprano II part and

the cometto II part (see Example 109). Mandyczewski and Kiimmerlin both write equal

quarter notes (see Examples 110 and 111).
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EXAMPLE 109, Caldara manuscript, Sop II

& Crn II, Measure 185
Sop I CrnlI
185 185

St AT WPy U NS e WXl
T =T s - Y =R
——t

R
e —

WY Lproay 27 LICr =

EXAMPLE 110, Mandyczewski edition,
Sop II, Measure 185

185

d —d
D —

AL A
fundarin ae. ter. -

EXAMPLE 111, Kiimmerlin edition,
Sop II, Measure 185

185
.

-t >
b 4

J 7 )
fun-dar in =z - ter - - -

The next eight rhythmic discrepancies occur in either the trombone I or I part.
Mandyczewski and Kimmerlin both write one quarter note on beat three of measure 167
in the trombone I part (see Examples 112 and 113). On the other hand, Caldara wrote a

dotted eighth-sixteenth-note pattern to match the alto I part (see Example 114).
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EXAMPLE 112, Mandyczewski edition,
Tbn L, Measure 167

7 7 B
I, A S w

16

EXAMPLE 113, Kiimmerlin edition,

Tbn I, Measure 167
167 -~
.l ¢ !
. v D 4 P S
~.§ : ;' - -
[ o -

EXAMPLE 114, Caldara manuscript,
Tbn I, Measure 167

G

In measure 174 and 181 of the trombone I part, Mandyczewski and Kimmerlin
both write three quarter notes on the last three beats (see Examples 115 and 116); Caldara
wrote six eighth notes to match the alto I part (see Example 117).

EXAMPLE 115, Mandyczewski edition,
Tbn I, Measure 174 and 181

174 181

.

e
A~
4
\
NS
b

(2 W .
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EXAMPLE 116, Kimmerlin edition,
Tbn I, Measures 174 and 181

174 181

pe

EXAMPLE 117, Caldara manuscript, Tba I,
Measures 174 and 181

174 181

On beat two of the trombone II part in measure 176, Mandyczewski and Kimmerlin both
write a half note (see Examples 118 and 119); Caldara wrote a dotted quarter-eighth-
note pattern in order to match the alto II part (see Example 120).

EXAMPLEA 118, Mandyczewski edition,
Tbn I, Measure 176

176 1
Tt E—

vz o

EXAMPLE 119, Kimmerlin edition,
Tbn II, Measure 176

176 4

1%
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EXAMPLE 120, Caldara manuscript,
Tbn II, Measure 176

176

In measure 186 of the trombone I and II parts, beat one is a quarter note in both
Mandyczewski’s and Kiimmerlin’s scores (see Exampies 121 and 122). Caldara wrote
this rhythm as a tied eighth note (represented by the dot in Example 123) followed by
another eighth note.

EXAMPLE 121, Mandyczewski edition,
Tbn I, Measure 186

EXAMPLE 122, Kiimmerlin edition,

Tbn II, Measure 186
186

> .

A

2%

AN
Iy eb
:

EXAMPLE 123, Caldara manuscript,
Tbn II, Measure 186

186




Caldara wrote two eighth notes on beat four of measure 188 in this same trom-
bone II part, whereas Mandyczewski and Kiimmerlin both write a single quarter note

(see Examples 124-126).

EXAMPLE 124, Caldara manuscript,
Tbn II, Measure 188

EXAMPLE 125, Mandyczewski edition,

Tba II, Measure 188
188
S P
= =

EXAMPLE 126, Kiimmerlin edition,
Tba II, Measure 188

188

T s B B S
X E

W

Mandyczewski and Kiimmerlin both write quarter notes in the following

measures:
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Measure Beat _Part

193 4 Tobn IT
194 1and2 Tbn I (see Examples
127 and 128)

Caldara wrote each of these beats as two eighth notes (see Example 129).

EXAMPLE 127, Mandyczewski edition, Tba II,

Measures 191, 193 & 194
191 193
—— " 1 - hced 2
= T x —— =

EXAMPLE 128, Kiimmerlin edition, Tba II,
Measures 191, 193 & 194

191 193

{

EXAMPLE 129, Caldara manuscript, Tbn II,

Measures 191, 193 & 194
191 193 194
e ———— B
o —— ===
E“m i et
| - T e [

In the trombone I part of measure 192, Caldara wrote beats three and four as a

dotted eighth-sixteenth-note pattern followed by two eighth notes, whereas

Mandyczewski and Kiimmerlin both write two quarter notes (see Examples 130-132 on

the next page).
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EXAMPLE 130, Caldara manuscript,
Tbn I, Measure 192

EXAMPLE 131, Mandyczewski edition,
Tbn I, Measure 192

192

9 -
l L —
) 4 =

EXAMPLE 132, Kiimmerlin edition,
Tba I, Measure 192

L

192
1 |

— ) o 4

1}4__

b 4 -

As previously mentioned, Caldara wrote the two trombone parts colla parte with
the two alto parts. It seems that both Mandyczewski and Kimmerlin created new parts
for these instruments (as well as the violas) by combining four voice parts (two alto and
two tenor) into only two parts, written on the same staff. Most likely, this was not
Caldara’s intention, especially with colla parte instrumentation being an important per-
formance practice of the late Baroque era in Vienna (see Chapter III, Baroque Perform-

ance Practices).
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Unlike the rhythmic discrepancies, the pitch discrepancies are not as numerous.
In the violin I part (measure 15), Mandyczewski and Kiimmerlin both write beat one as a

C (see Examples 133 and 134), whereas Caldara wrote an £ (see Example 135).

EXAMPLE 133, Mandyczewski edition,

Vin I, Measure 15
n 15
T
¥

EXAMPLE 134, Kiimmerlin edition,
Vin I, Measure 15

15
2

E—
-

|
J L1

J
EXAMPLE 135, Caldara Manuscript,
Vin I, Measure 15

15
QSR
~ st

- Y y—u
%E.‘E =

In measure 20, the BC part exhibits an interesting situation. Kimmerlin writes a
sharp next to the G (as if it were the leading tone). If this section were actually in 4
minor, this would definitely be a possibility. In reality, this section is still in C major and
Caldara did not indicate a sharp sign above or next to this G in any of the continuo parts

(see Examples 136-138).
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EXAMPLE 136, Kiimmerlin edition,
BC, Measure 20

20

EXAMPLE 137, Mandyczewski edition,
BC, Measure 20

20

> 4 ¢ +

N

EXAMPLE 138, Caldara manuscript, Org
(Theor and Vlnc), Measure 20

20

dB W el
E‘r=--- Wik M 48 WS A 41

o o e L T3 4
—— S 1
ERE Y

In measure 45 (second half of beat two), the clarino I pitch is the same as the

clarino II pitch (D) in Mandyczewski’s and Kammerlin’s scores (see Examples 139 and

140), whereas Caldara wrote a G in the clarino [ part (see Example 141).

EXAMPLE 139, Mandyczewski edition,

Clni I & II, Measure 45
%ﬁﬁ#’——-’ﬁ
T;—Ju! i 4 | SRS § 1
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EXAMPLE 140, Kiimmerlin edition,
Clni I & II, Measure 45

45
%L b 4 D
o) T T »

EXAMPLE 141, Caldara manuscript,

18
1]

Clni I & I, Measure 45
Clno I Clno I
45
.L._-.“-‘..;._ —1 § S—————ar e
-—-n-=—lu— -_ = e
T —-_'?_-

In measure 76 (violin II), Caldara wrote a G-sharp on the second half of beat one
(see Example 142). Neither Mandyczewski or Kimmerlin add the sharp next to the G
(see Examples 143 and 144). In this particular instance, it is possible Caldara could have
made an error. The figured bass is clearly in the key of C and there is nothing else, in any
part that indicates the harmony would include a G-sharp on this note.

EXAMPLE 142, Caldara manuscript, Vin I & I,
Clno I, Measure 76 & BC, Measures 74-77

Vinl
76
B DR e,
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EXAMPLE 143, Mandyczewski edition,
Measures 74-77

|
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l? E = ¥ ¥ — .2 — —
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Y 1€
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—— Tt — X ——
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e % —— — > v
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EXAMPLE 144, Kiimmerlin edition,
Measures 74-77

The alto II and tenor II pitches, (G and £ respectively) in measure 97 on the last
half of beat four, are slashed and written in reverse by Kimmerlin (see Example 145).

Mandyczewski’s score is the same as Caldara’s (see Examples 146 and 147).

EXAMPLE 145, Kimmerlin edition, Alto 1l
& Ten I, Measure 97

97
——=

rr" quus
ry
=
iy quos
EXAMPLE 146, Mandyczewski edition,
Alto I1 & Ten II, Measure 97
97
qoos
= : ==
quas
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EXAMPLE 147, Caldara manuscript,
Alto IT & Ten II, Measure 97

A similar pitch discrepancy occurs with the tenor II part, beats one and two of measure
99 (see Examples 148-150).

EXAMPLE 148, Kiimmerlin edition,
Ten II, Measure 99

:
SEE > o 5% L p— |

V. .
te - - de-mi sti, rte-de -

EXAMPLE 149, Mandyczewski edition,
Ten O, Measure 99

99

red - e.mdestf, redes -

EXAMPLE 150, Caldara manuscript,
Ten IT, Measure 99
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Another curious pitch discrepancy in the violin II part occurs on beat three of measure
168. Mandyczewski and Kimmerlin both write 4 4 G 4, whereas Caldara wrote 4 4 G-
sharp 4 (see Examples 151-153. On beat two of this measure, a sharp sign (indicating a
raised third of the £ major chord) is written in the figured bass followed by another sharp
sign on beat three (indicating an 4 major chord). With the 4 major chord on beat three, a

G-sharp would seem logical.

EXAMPLE 151, Mandyczewski edition,
Vin II & BC, Measure 168

Vin I BC
168 168

(A
( L
e ——
- ——————
[ )
1 4

(]

afjr—

EXAMPLE 152, Kiimmerlin edition,

Vin I & BC, Measure 168
Vin I BC
168 168
= — o
L%J S———x et H = —

"e
-

EXAMPLE 153, Caldara manuscript,

Vin I & Org, Measure 168
Vin I o
168 16lt8g




The last pitch discrepancy is in the bass part. In measure 173, second half of beat
two, bass I, Caldara wrote an £ (see Example 154). It is possible Mandyczewski and
Kammerlin write a G (see Examples 155 and 156) because both editors write two eighth-

note Gs on that same beat in the basso continuo, whereas Caldara wrote a quarter-note G.

EXAMPLE 154, Caldara manuscript,
Bs I & Org, Measure 173

EXAMPLE 155, Mandyczewski edition,

Bs I & BC, Measure 173
Bsl BC
173 173

I —
vi: Bon con-ham - dar, con - 3 I —
EXAMPLE 156, Kiimmerlin edition,

Bs I & BC, Measure 173
Bsl BC
173 173

J

} vi: non con-fu—anJZt. con s %_
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Several text discrepancies should be considered, the first occurring in measures 24
and 25 of the alto II part. Caldara wrote the first syllable of gloriae under the first three
beats of measure 24 and the last two syllables under the two eighth notes on beat four.
Caldara began the word (gloriae) again on beat one of measure 25 (see Example 157).
Mandyczewski and Kiimmerlin both write the syllable glo under beat one, 7 under beat
two and ae under beat three of measure 24. Both editors begin the word (glorige) again
on beat four of that same measure (see Examples 158 and 159). Caldara barred the first
four eighth notes (measure 24) together but separated the last two eighth notes, indicaung

where the text actually occurs.

EXAMPLE 157, Caldara manuscript,
Alto IT, Measures 24 & 25

EXAMPLE 158, Mandyczewski edition,

Alto IT, Measures 24 & 25
24 25
;04  — 2 %
= o ———rr
Yo - f - u go - - H-mw -

EXAMPLE 159, Kimmerlin edition,
Alto II, Measures 24 & 25




In measure 25, tenor I, the text discrepancy occurs on beats two, three and four.
Caldara wrote the syllable ae as a quarter note on beat two followed by two more quarter
notes on the syllable ¢u (see Example 160). Mandyczewski and Kiammerlin both write ue
as a half note, followed by a quarter note on (u (see Examples 161 and 162). Not only
does Caldara’s tenor I notation match that of the viola [, but it also aligns with the tenor

IL.

EXAMPLE 160, Caldara manuscript, Ten I
& I & Via I, Measure 25

EXAMPLE 161, Mandyczewski edition,

Ten I & II, Measure 25
Ten I Ten O
25 25

EXAMPLE 162, Kiimmerlin edition,
Ten I & II. Measure 25
TenI Ten O
25 25
) . _ . . -
3’ ' ri t {u ? z tu ;
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The tenor II part (beat four in measure 47 and the first half of beat one in measure
48) contains the next text discrepancy. Caldara wrote the syllable ser with a slur mark on
the last two eighth notes of measure 47 and the syllable nus on the first eighth note of
measure 48 (see Example 163). Not only does this rhythm match the viola II part, but it
aligns the choir II text in these two measures. Mandyczewski and Kiimmerlin both write
ter on the first eighth note of beat four (measure 47) and nus on the second eighth note of
beat four tied to the first eighth note of beat one in measure 48 (see Examples 164 and
165). There is no musical justification for both Mandyczewski’s and Kammerlin’s

notation or text underlay.

EXAMPLE 163, Caldara manuscript, Ten II
& Vla IT, Measures 47 & 48

Ten I
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EXAMPLE 164, Mandyczewski edition,
Choir II, Measures 47 & 48

EXAMPLE 165, Kiimmerlin edition,
Choir II, Measures 47 & 48

47

In measure 95 (tenor I), Caldara wrote beats three and four as a dotted eighth-
sixteenth-note pattern, followed by a quarter note. The word sub-ve-ni appears under this
rhythm. He begins the word (subveni) again on the first dotted quarter note of measure

96. Both Mandyczewski and Kimmerlin write two eighth notes followed by a quarter
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note in measure 96. Only the syllable sub appears under this rhythm and is continued
through the dotted quarter note, which begins the next measure (see Examples 166-168).

EXAMPLE 166, Caldara manuscript,
Ten I, Measures 95 & 96

S ———e—

0 horizy - B IETIE e e

EXAMPLE 167, Mandyczewski edition,
Ten I, Measures 95 & 96

95

e

I fomolis mb. - ve-ul,

EXAMPLE 168, Kiimmerlin edition,

Ten I, Measures 95 & 96
95
®)
e x—3 T ———%—a—
o > y —L I I 1 X — A — 3
4 fa. mu-lis sub - . . - ve - :u qus

A different situation occurs in this next text discrepancy. Caldara wrote the word
supernos in the alto II and tenor II concertists’ parts on beats three and four of measure
165 and beats one and two of measure 166 (see Example 169). In every other voice part,
be it ripieno or concertist, Caldara wrote the word Domine (see Example 170). Both
Mandyczewski and Kiimmerlin use the word Domine for all voice parts in measures 165
and 166 (see Examples 171 and 172). It is a logical assumption that this text discrepancy
could be an error on Caldara’s part.

133



EXAMPLE 169, Caldara manuscript, Alto I &

Ten II Con, Measures 165 & 166
Alto [1
165 166

5. VNS WS S SN SRS SRS SR

[y ] -——=—‘
_——~

B 3 A a/J:r,Jza:/ -Jaﬂ:r

EXAMPLE 170, Jones transcription,
Choir I, Measures 165 & 166

165

sO

Al
&Thall b o

T
&V LI v
W - a Do - mi-nc su-per-

BU {;

x > e cmm o >4

s

W - 8 Do al-as wu-pers

EXAMPLE 171, Mandyczewski edition,
Choir II, Measures 165 & 166

 J
v o —z‘L ) . &
% > —t— T
+  — e ¥
= + ¥
W.as Do . w2 - par
. v = —— ¢ e
3t , de o 2 ——— — |
M wm.a Do - mi. me . par
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EXAMPLE 172, Kiimmerlin edition,
Choir I, Measures 165 & 166

w -3 Do - mi - ne 5y - per

The last text discrepancy occurs in the soprano I part of measure 179, beats two
through four. Both Mandyczewski and Kimmerlin write the words, in aeternum (see
Examples 173 and 174), whereas Caldara wrote the words non confundar (see Example
175). All the other voice parts have the following text: con or non confundar.
Measure 180 begins another fugal section for choir I, therefore the end of measure 179
acts as a pause. It is possible that both Mandyczewski’s and Kiimmerlin’s text could
have resulted from a copying error. In any case, there is no musical justification for
either Mandyczewski’s or Kiimmerlin’s text underlay.

Like the Magnificat in C, the slur is the only mark of articulation used by Caldara.
For the most part, he used the slur for text syllabification. In the score comparisons,
many of the slurs are found only in Caldara’s manuscript. Because these slur markings
are so numerous, only the following example will be given; the remainder will be listed.
This example is found in the soprano II and tenor II parts of measure five, beat four.
While Like the Magnificat in C, thé stur is the only mark of articulation used by Caldara.
For the most part, he used the slur for text syllabification. In the score comparisons,
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EXAMPLE 173, Mandyczewski edition, Choirs I
& II, Measures 179 & 180

am, s esafundarls M . tor . e,

EXAMPLE 174, Kiimmerlin edition, Choirs I
& II, Measures 179 & 180

B e e e e ——

fun.das, ia & * et

fua - dar, conefua

S e ————
Rt g — e ———

; aum, aon conefuacdu in
’.::‘_——__.—=:——-— —_——
jig aum, aon con o fune das
i
——
vis aon cose fuse
':.‘:—"—‘=—~-—-=.____
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EXAMPLE 175, Caldara manuscript,
Sop I, Measure 179

many of the slurs are found only in Caldara’s manuscript. Because these slur markings
are so numerous, only the following example will be given; the remainder will be listed.
This example is found in the soprano II and tenor II parts of measure five, beat four.
While Caldara’s manuscript contains the slur, both Mandyczewski’s and Kiimmerlin’s
editions do not (see Examples 176-178).

EXAMPLE 176, Caldara manuscript,
Sop II & Ten II, Measure 5

Ten I1

EXAMPLE 177, Mandyczewski edition,
Sop II & Ten II, Measure §
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EXAMPLE 178, Kiimmerlin edition,

Sop II & Ten II, Measure 5
Sop I Ten II
5 S

N,

% te Do-minumconfi-te -

p —
te Do-minumconfi-te -

Similar examples are as follows:

Part Measure _Beat
Sop 11 14 4
BslI 23 1&2
SopIl, Alto Il & Ten II 23 2

Ten & Bs 1 23 2
Sopl & Alto I 23 3
Alto ] 24 1
AltoI Con 32 2, second half
TenICon 4042 3
TernICon 43 1
SopII 46 4
Alto IT Con 52 4

Bs II Con 57 1
Ten1Con 133 1&2
Sop O 165 3

W

BsII 173
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Sopl 175 3

Bs I 177 3
The other syllabification slur discrepancies occur in two of the three scores under
consideration. These discrepancies will be identified in the following list, by the scores
in which they appear:
Mandyczewski and Kiimmerlin

Sopl 95-96 4 to beat 1

Caldara and Kimmerlin

Alto I Con 133 2 to beat 3

Sop I 135 1 to beat 2

TenII Con 149 1

Sop II Con 152 3

Alto [T Con 153 3

Sop II Con 155 3
Kimmerlin

Sopl & Bs I 110-111

SoplI& Bs 1l 112-113

BsII 114

Alto I 137 1 to beat 2

(These slur marks are consistent with the marks Caldara wrote in the tenor [ and
bass I parts, Measures 137 and 138.)

Sop 1 176 3 to beat 4

SopI 193 1 to beat 2
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The slur marks contained in my edition are only those contained in Caldara’s score. The
dashed slur marks are editorial and are consistent with rhythmic or syllabic patterns
established by the composer.

The last discrepancy category is ornamentation. The only ornament Caldara
wrote in his score is the trill. Caldara wrote the first trill in measure 77, beat one of the
clarino I solo (see Example 179). In the alto/clarino duet (measures 78-89),
Mandyczewski writes an alto trill on the tied half note, beats three and four. This trill is
echoed by the clarino in measure 79 (see Example 181). Neither Caldara nor Kimmerlin
include the trill in the alto part (see Examples 180 and 182), although, it would be a
logical place for a trill because of the rhythmic pattern (one eighth-note, four sixteenth-

notes, one half-note) echoed by the clarino in measures 78 and 79.

EXAMPLE 179, Caldara manuscript,
Clno I, Measure 77

EXAMPLE 180, Caldara manuscript, Clno I &
Alto I Concertist, Measures 78 & 79

Clno I
78 79
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EXAMPLE 181, Mandyczewski edition, Clno I &
Alto I concertist, Measures 77-79

Ecunnol.ldo : f
Ig L~ —

Alto Lsolo.

EXAMPLE 182, Kiimmerlin edition, Clno I &
Alto I Concertist, Measures 77-79

77
Clee. |
- a2a®
> 3 ir < ?Jﬁh ——

J H—————x. =
| Alto | — g-;gq-: ; '_J-!-!-q IE!! Sp—r
ho W '

in glo - . . . - . .

At the end of this duet (measure 89, beat two, clarino I), Caldara wrote another
trill; both Mandyczewski and Kimmerlin do not (see Examples 183-185 on the next
page). As Chapter III (Baroque Performance Practices) will point out, a cadence point
is a typical place for a trill. Since measure 89 is a cadence point, Caldara’s ornament is
strategically placed.

The last trill, written by Caldara, occurs in measure 116 on beat two of the clarino

I part (see Example 186). This is, once again, a cadence point which sets up the forth-
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EXAMPLE 183, Caldara manuscript,
Clno I, Measure 89

EXAMPLE 184, Mandyczewski edition,
Clno I, Measure 89

fﬁ

EXAMPLE 185, Kiimmerlin editiion,
Clno I, Measure 89

’g\

coming soli section. Both Mandyczewski and Kimmerlin do not write the mil (see
Examples 187 and 188).

EXAMPLE 186, Caldara manuscript,
Clno I, Measure 116

116
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EXAMPLE 187, Mandyczewski edition,
Clno I, Measure 116

116

e

EXAMPLE 188, Kiimmerlin edition,
Clno I, Measure 116

The only other score discrepancy occurs in Kiimmerlin’s edition, measure 40. He
indicates the top staff to be a trumpet I part, whereas both Mandyczewski and Caldara
indicated this part to be for trombone I (see Examples 189-191). Frequently composers
wrote for the instruments that were available at the court where they were employed (see
Chapter II). It might be possible that Kimmerlin had a solo trumpet available (instead

of a solo trombone when writing his edition.

EXAMPLE 189, Kiimmerlin edition,
Tpt I, Measures 40-42

40
Trombs | *)

pa— et sleamap————— > . » - —~—
e Y p————— v 2 e

—

—r w

EXAMPLE 190, Mandyczewski edition,
Tbn I, Measures 40-42

]
|




EXAMPLE 191, Caldara manuscript,
Tbn I, Measures 40-42

40 41 42

As shown, the instrumentation used by both Mandyczewski and Kiimmerlin
results in most of the discrepancies. If the original trombone, viola and cometto parts had
been used, many pitch and rhythmic discrepancies could have been avoided. None of the
scores (Kammerlin, Mandyczewski or Caldara) are consistent with the text syllabification
slurs. The assumption (by the editors and the composer) appears to be as follows:
musicians would understand this type of slur mark and apply it to similar places, there-
fore they felt it was unnecessary to include every slur mark. This could possibly be the
same reasoning for both Kimmerlin’s and Mandyczewski’s exclusion of the omamental
trills. It is also possible that the editors decided to leave the ornamentation decisions up
to the conductor of each performance since Baroque ornamentation was usually impro-
vised (see Chapter III, Baroque Performance Practices: Omamentation). In any case, a
great effort has been made here to show what music and text Caldara actually wrote, as
well as what voicing and instrumentation Caldara used to create the sounds he heard in

the Viennese Court during the early eighteenth century.
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Dies irae
Caldara’s Dies irae manuscript is located at the Gesellschaft der Musikfreunde in
Vienna under the shelf-mark 1.1708. The manuscript consists of 52 unnumbered leaves.
The title, in the copyist’s handwriting, appears on the first page: Dies irae a due cori con
stromenti di Antonio Caldara vice Maestro di capella di S. M. Ces. E Cath. The only
published edition of this work, edited by Istvan Homolya, was published by Barenreiter
in 1978. In Homolya’s preface he states:

Nothing is known of the occasion for which it was composed or of the origin of

its source. It 1s assumed that Caldara composed the work during his tenure at the

Impenial Court. The copy of the score may have been made after the composer’s

death. If this is the case, the designation vice Maestro di capella on the title page

must be a pure formality, which gives no indication of the time of composition.

The indication duo cori is ambiguous, seeing as the work is written for a five-part

mixed choir and soloists. However, it may be taken to mean the alternation of

soli and rurti. There is no attempt to use genuine multi-choral techniques, such as
echo effects or antiphony, between two separated choirs.

Caldara’s Dies irae is constructed in the later Baroque style: 1) more separated
movements (although, these movements are not titled or numbered in the manuscript), 2)
chiefly simultaneous choral declamation, 3) more contrapuntal treatment for solo voices
and 4) a typical five-part string Baroque orchestra (occasionally embellished with clarini)
stating melodic material in opening instrumental ritornelli. Like the (1724) Te Deum,
there is a melodic strength coupled with less consistent chromaticism. The themes are
more triadically conceived, but unlike the {(1724) Te Deum, the instrumental treatrnent
places more emphasis on the violas rather than on wind instruments. Each number of the

Dies irae (Homolya divides the work into 19 numbers) is separated by a short pause

unless the number is followed by the word atracca.

145



The key relationships (within and between numbers) are logically structured. The

following numbers have a V-I relationship:

No. 2-C Major
No. 3 - F Major
No. 9-C Major
No. 10 - F Major
No. 14 - F Major

No. 16 — G Major

to

to

to

to

to

to

No. 3 - F Major
No. 4 - B-flat Major
No. 10 - F Major
No. 11 - B-flat Major
No. 15 — B-flat Major

No. 17 — C_minor

The following numbers have third relationships:

No. 4 - B-flat Major
No. 6 - D minor

No. 8- G minor
ending

No. 11 — B-flat Major

No. 12 - G Major
ending

No. 13 - E£-flat Major

No. 17 — C minor

to

to

to

to

to

to

No. 5- G minor
No. 7 - B-flat Major

No. 9 - E-flat major

No. 12 — G minor/G Major

No. 13 — E-flat major

No. 14 — C minor opening

No. 18 — E-flat Major

Numbers 1 -2, 7 - 8 and 18 - 19 end and begin, respectively, in the same or parallel key

(see Chart VI). Numbers 5 and 6 have a fourth relationship (G minor — D minor).

The Dies irae text is a rhymed sequence “which is among the most impressive

products of late medieval poetry and music.

~!$ The present Dies irae text:

Sugg'eétsfhat the original was probably seventeen ihree-line stanzas in length and
that the last six lines were later additions, the first four of those lines (beginning at
line 52: Lacrimosa dies illa) having been taken verbatim from a 12% century
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trope on the responsory Libera me, and the last two lines (Pie Jesu, Domine . . . )
being an added concluding prayer.'’

Caldara’s setting of this text appears to adhere to the three-line stanza theory. For
example: No. 1 contains lines 1-3, followed by three measures of ritornello and lines 4-
6; No. 2 contains lines 7-9; No. 3 contains lines 10-12 and No. 4 contains lines 13-15.
The other numbers follow this same pattern (see text in Appendix B).

Like the (1724) Te Deum, Caldara is consistent with his compositional process in
the setting of the Dies irae text. However, Homolya’s edition and Caldara’s manuscript
are not identical in this regard; consequently, it is important to note the differences
between the two.

Score Discrepancies in the Editions
of Caldara’s Dies irae

Several rhythmic, pitch, voicing, text, orchestration, articulation and expression
discrepancies have come to light through the comparison of Homolya'’s edition and the
Caldara manuscript. Unlike the Magnificat in C and the (1724) Te Deum, it is possible
that a few of these discrepancies could simply be misprints; beats are left out of several
measures and obvious ties are omitted. The first thythmic discrepancy (an editorial
suggestion) begins in measure two of No. 2, trumpets I and II (clarini I and I) parts.
Homolya suggests the following: a dotted eighth-note pattern matching the rhythmic
pattern Caldara wrote in measure one. Caldara’s manuscript contains equal eighth notes
in measures two and three. Not only is the rhythmic alteration practice (applied by
Homolya to these two measures) a possibility, but is indeed a probability (see Chapter III,
Baroque Performance Practices: Rhythmic Alteration). Therefore, I have applied the
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rhythmic alteration practice to all of the eighth-note patterns that follow, including the
vocal entrance in measure nine (see Examples 192 and 193).

EXAMPLE 192, Caldara, Dies irae, Jones edition,
No. 2, Clni I & II, Measures 1-3

1 -

. . y 2 2 [Jl M. [h M
Quarial I || = :'4‘ ==
Quarigi I 3 - v - e —— 1

'?;!_;J_L =t - —

EXAMPLE 193, Caldara, Dies irae, Homolya edition,
No. 2, Tpts I & II, Measures 1-3

I i
e

— —l X

The next two rhythmic discrepancies appear in No. 3 of the violin I part. Once
again, Homolya suggests the rhythmic alteration practice as follows: g performed as
gin measures two and three (see Example 194). This practice is musically justifi-
able (as will be seen and addressed in Chapter IIT). In measure three, beats two and three
of the violin I part contain a tie in Homolya'’s edition while Caldara’s manuscript does
not. It is possible that Caldara accidently omitted the tie since he established the pattern
in the previous two measures and continues this pattern in the violin II part (see
Examples 194-196).

In No. 4, Homolya’s edition omits the following ties: alto part (tenor I — Caldara),
measures 24-25 and 33-34. The ties appear in the measures containing the double whole
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EXAMPLE 194, Homolya edition, No. 3,
Vias I & II, Measures 1-3

EXAMPLE 195, Caldara, No. 3, Vins |
& I, Measures 1-3

l.;ﬁ&). Tl - - —_

Vrkm - PPy Sy 4
T T Y A0 S s - W -JE ‘;?"‘ >
4 ~— &'_* )
LE ye= %m' %
[ e -~ L’.

EXAMPLE 196, Jones edition, No. 3,
Vins I & I, Measures 1-3

notes prior to the previously noted measures; therefore, it is most likely a publication

oversight (see Examples 197 and 198).

EXAMPLE 197, Caldara, No. 4, Ten I,

Measures 23-25 & 31-34
23
o - < e
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EXAMPLE 198, Homolya edition, No. 4,

Alto part, Measures 23-25 & 31-34
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The next discrepancy occurs in No. 5, measure 37 of the bass II part. Homolya notates
r r r r , whereas Caldara notated r ﬁ r r It appears as if Caldara was temporarily
remiss in following his meter signature. In any case, Homolya’s notation is consistent
with the previous measure of the bass I part (see Examples 199 and 200).

No. 11 poses another rhythmic alteration possibility. Caldara wrote a sixteenth
rest followed by three even sixteenth notes in the two violin parts, while in the basso
continuo part he wrote an eighth note followed by a dotted sixteenth-thirty-second-note

EXAMPLE 199, Homolya edition, No. 5,

Bs I & II, Measures 35-37
35 "
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EXAMPLE 200, Caldara, No. 5, Bs [

& II, Measures 35-37
35 ' )
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pattern (Homolya writes the identical patterns). It is possible that the violins may have

conformed their rhythm to the continuo part by playing the following thythm: ¢ = & ¢

(see Examples 201-203 and Chapter III, Baroque Performance Practices: Rhythmic

Alteration).

EXAMPLE 201, Caldara, No. 11,
Vins I & II & BC, Measures 1-3
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EXAMPLE 202, Homolya edition, No. 11,
Vins I & I & BC, Measures 1-3
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EXAMPLE 203, Jones edition, No. 11,
Vins I & I & BC, Measures 1-3

The next rhythmic discrepancy occurs in No. 13, measures 62-64 of the violin II part. It
appears as if Caldara failed to complete these measures, for they are blank. Based on the
prior measures of the violin I and II parts, Homolya writes the following: 1) a whole rest
in measures 62 and 64) and 2 quarter notes £-flat, G, E-flat, G, E-flat, G (as in measure

58) in measure 63 (see Examples 204 and 205).

EXAMPLE 204, Caldara No. 13, Vin I
& II, Measures 58-64
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EXAMPLE 205, Homolya edition, No. 13,
Vin I & II, Measures 58-64

In No. 14, measure 31 of the violin II part, Homolya writes per. whereas
Caldara wrote r r r In the four previous measures (measures 27-30), Caldara
consistently wrote a dotted half-note, three quarter-note pattern (violin II part). It seems
logical for Caldara to have written a half-note, dotted half-note, quarter-note pattern in
measure 31. However, there is no musical justification for Homolya’s rhythm (see

Exampies 206 and 207).

EXAMPLE 206, Caldara, No. 14,
Vin II, Measures 27-31

EXAMPLE 207, Homolya, No. 14,
Vin I, Measures 27-31

27
e i _— .
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The next rhythmic discrepancy occurs in No. 17, measure two of the bass con-
tinuo part. This discrepancy is another possible misprint. Caldara notated a half-note,
eighth-rest, eighth-note pattern in measures 1-6. Homolya’s edition contains this same
pattern in measures 1-6 except in measure 2, where it is notated as a half-note, eighth-
rest, quarter-note pattern. Since this measure contains three and one-half beats, instead of
four, it is an obvious misprint (see Examples 208 and-209).

EXAMPLE 208, Caldara, No. 17,

BC, Measures 1-6
1
Hed. s lﬁyf a g Al 7,8 4
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EXAMPLE 209, Homolya edition, No. 17,
BC, Measures 1-6

A similar occurrence appears in the tenor solo, measure 10 of No. 18. Homolya's
edition contains a quarter note on the last half of beat four, whereas Caldara’s manuscript
contains an eighth note. Once again, Homolya’s edition contains yet another obvious
misprint (see Examples 210 and 211).

EXAMPLE 210, Caldars, No. 18,
Ten solo, Measure 10
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EXAMPLE 211, Homolya edition, No. 18,
Ten solo, Measure 10

The last rhythmic discrepancy occurs in No. 19, measure 6, beats three and four
of the basso continuo part. Homolya chooses to notate the F as a whole note tied to the
next measure in his keyboard realization, whereas Caldara notated a half note F followed
by a half note D in his figured bass part. Since the realization process can vary from

editor to editor, both notations can be justified (see Examples 212 and 213).

EXAMPLE 212, Caldara, No. 19,
BC, Measures 6-7
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EXAMPLE 213, Homolya edition, No. 19,
Keyboard realization, Measures 6-7
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In short, most of the rhythmic discrepancies appear to be one of the following: 1)

a misprint, 2) an editorial decision based on the practice of rhythmic alteration and 3) a
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possible error on the part of the composer. In any case, the Dies irae contains the least
rhythmic discrepancies of the three Caldara works under discussion.

As with the rhythmic discrepancies, the pitch discrepancies in Caldara’s Dies irac
are not numerous. The first pitch discrepancy occurs in No. 3, measure 11 (beat four)
and measure 12 (beat one) of the violin IT part. Caldara wrote a sixteenth rest and three
F's in measure 11, followed by a quarter note £ in measure 12. Homolya changes the
three Fs to 4s, followed by a G. Homolya’s change appears to be harmonically correct
for two reasons: 1) figured bass indicates a G major chord and 2) it would be unlikely for

Caldara to write an £ against the outline of a G major chord (see Examples 214 and 215).

EXAMPLE 214, Caldara, No.3 Vin I

& II & BC, Measures 11-12
11
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EXAMPLE 215, Homolya edition, No. 3,

Vin I & II & BC, Measures 11-12
11
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The next pitch discrepancy occurs in No. 4, measure 14, beat one of the alto
(tenor [) part. Caldara did not notate a flat next to the £ in measure 14, whereas he did
notate a flat on the last note of the previous measure. In addition, Caldara notated an £-
flat in the basso continuo part in measure 15 and in the figured bass of measure 16.
Homolya adds the flat (in brackets) in measure 14. This same pitch discrepancy situation
appears several times in Caldara’s manuscripts. It seems as though the bar-line does not
always return the-note to its unaltered pitch, or, the composer does not bother to renotate
the accidental after the bar-line occurs. In any case, Homolya’s edition fits the harmonic

structure (by using the E-flat), better than the E-natural notated by Caldara (see Examples

216 and 217).
EXAMPLE 216, Caldars, No. 4,
Full score, Measures 13-16
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EXAMPLE 217, Homolya edition, No. 4,
Full score. Measures 13-16
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15

=
3 A S
B 6 S 6 & s 6
Similar pitch discrepancies in brackets are as follows:
Number __Part Measure  Beat
5 Vin I 67 1
7 TenII 8 3
7 Vinc I 8 3
7 Vin I 23 1
7 Sop II (Alto) 28 1 second half
10 VinI 45 1
12 Alto IT (TenI) 24 1
15 Sop Con | 11 1
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At the end of No. 8, (measure 109 of the alto part), Homolya adds a bracketed £
natural on the second half of beat three. In the key of G, E would not be flatted. How-

ever, Caldara retained the £-flat. Homolya’s edition is musically justified because the F-
sharp acts as a leading tone to G. Even though Caldara led to G minor and not G major,
the £ natural sounds harmonically correct (see Examples 218 and 219).

The pitch discrepancy in No. 9 appears to have been an oversight on the part of
Caldara. In measure three, beat two of the violin I part, Caldara wrote a G>. Homolya
writes an /2, which matches the soprano line; therefore, his edition is musically justified

(see Examples 220 and 221).

EXAMPLE 218, Caldara, No. 8,
Full score, Measures 109-111

109 110
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EXAMPLE 219, Homolys edition, No. 8,

Full score, Measure 109-111
109
A.
c35 - . . . - - sus!
- T. 1 = =
§ i Is *  borama sit cas sus!
T. U
Ia « baraas sit cas - - sust
8.
cas - . - . . . . - sus!
{
vi. g S¥YI vV
u
N
Org. P — o
vie. d
¢ Ch. °: ==
z ¢
EXAMPLE 220, Caldara, No. 9,

Full score, Measures 1-3




EXAMPLE 221, Homolya edition, No. 9,
Full score, Measures 1-3

e e T e T

The next pitch discrepancy occurs in the figured bass of No. 14. In measure 21,
Caldara notated 6, 8, flat on beat two while Homolya omits the flat. It is possible
Homolya failed to see the necessity of notating the flat because of the A-flat in the tenor
IT line on beat one of measure 21 (see Examples 222 and 223).

The last two pitch discrepancies occur in No. 18. In measure 16, beats one and

two of the violoncello part, Caldara notated Cs an octave below Homolya’s notation.
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EXAMPLE 222, Caldara, Ne. 14,

Full score, Measures 21
21
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EXAMPLE 223, Homolya edition, No. 14,
Full score, Measure 21




This pitch discrepancy exists possibly because Homolya orchestrates this part for a viola
instead of a violoncello (see Examples 224 and 225).

EXAMPLE 224, Caldara, No. 18,
Vinc I, Measure 16

16
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EXAMPLE 225, Homolya edition, No. 18,
Vla, Measure 16

16

In measure 20 (second half of beat two, tenor I part), Caldara notated two

sixteenth notes as F and £ while Homolya adds a bracketed flat to the £ Homolya’s
notation can be musically justified for the following reason: the prior three measures
either contain an E-flat or and 4-flat indicating the key of G minor. The B and E are
made natural until the final measure which indicates a picardy third (G major) on the last
chord of the number (see Examples 226 and 227 on the next page).

As shown, most of the pitch discrepancies occur because either Caldara did not
renotate an accidental after a bar-line, or he notated a pitch that did not fit harmonically.
However, it appears that Homolya’s editing is musically justified.

Besides pitch discrepancies, both Caldara’s and Homolya’s scores contain voicing

discrepancies. Caldara’s manuscript is not always clear on the distribution of soloists and
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EXAMPLE 226, Caldara, No. 18,
Full score, Measures 17-21

EXAMPLE 227, Homolya edition, No. 18,
Full score, Measures 17-21




choir (solo/tutti), therefore Homolya seems to have taken several liberties with the
voicing. According to Homolya’s preface:

[n general the movements for five voices seem better suited to choral performance
while those with fewer voices and the arias and ariettas would be better sung by
soloists. The performance of numbers 8 and 12 requires further discussion. No. 8
starts with a soprano solo which is followed at bar 85 by a vocal quartet (A., T. I,
T. I, B.). The word soli appears at the start of the piece but nothing further is
added at bar 85. The music is best suited to solo performance, and this is
probably the composer’s intention, but it would also be possible to perform this
section chorally. If this were done it would not be necessary to engage a second
tenor soloist. '

It is probable that Caldara would have written the word solo rather than soli if only a sop-
rano soloist were to be used. It is, therefore more probable that Caldara meant for all
voice parts to be sung by soloists. The number is accompanied by two violins and basso
continuo, yet, when the quartet enters at measure 85, the violins double the continuo line.
The pulsating, continuous octave eighth-note accompanimental pattern enhances the use
of soli rather than a full choir. Another justification for the use of so/i is the text. For
example, every time the text is in first person, Caldara used a solo, as shown in the text of

No. 8:

Remember, merciful Jesus, that I am the cause of your sojourn; do not cast me out
on that day (Sop). Seeking me, you sat down weary; having suffered the Cross,
you redeemed me. May such great labor not be in vain (Quartet, see Example 230
and 231 on the next two pages).

Homolya’s preface goes on to say:

In the manuscript No. 12 is marked only a 5. It is possible that this should be
sung by a solo quintet. This may be inferred from the fact that the distribution of
the voices in this movement is different from that in the rest of the work: instead
of two sopranos there are two tenors. To use soloists in this movement would
make a performance of the work more difficult under present-day conditions, and
the musical structure would probably seem more convincing for modern taste if
the movement were sung by a choir. For these reasons No. 12 has been indicated
as for chorus and the very high first tenor part has been given to a second alto.!’
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EXAMPLE 230, Homolya edition, No. 8,
Measures 1-2 & 85-86
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EXAMPLE 231, Joues edition, No. 8

Measures 1-2 & 85-86
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As Homolya’s preface indicates, it would be difficult for the modern-day choir to have an
entire tenor section capable of maintaining the tessitura of the tenor I line; however, if
soloists were used, this would not be the case. Many countertenors with the ability to
sing this tenor I part are available for performances. The countertenor sound quality
would be similar to the sound quality of the castrati which Caldara might have employed
for just such a performance (see Chapter III, Baroque Performance Practices).

No text discrepancies exist per se, in these editions, only differences in the
transcription process. One example can be seen in No. 3, measures 13-16 of the bass and
soprano I part. Caldara, like many other composers of the time, indicated the repetition
of 2 word by drawing a line from the first statement of the word to the next new word.
Caldara wrote the word judicanti from beat four (measure 13) through beat three (mea-
sure 14). In order to repeat this word on the following four eighth notes (beat four of
measure 14 and beat one of measure 15), he drew a straight line from beat four (measure
13) to beat two (measure 14, see Examples 232-233). This type of text discrepancy can

be found throughout the work.

EXAMPLE 232, Caldara, No. 3,
Bs & Sop II, Measures 13-16
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EXAMPLE 233, Homolya edition, No. 3,
Bs & Sop II, Measures 13-16

S s

The Dies irae, as in the Magnificat in C and the (1724) Te Deum, contains several instru-

mental discrepancies which become readily apparent as one compares the Caldara manu-
script to the Homolya edition. In his preface, Homolya states:
There are no specifications for the instrumentation, except in those movements
where solo concertanze instruments join the voice (or voices). However, it seems
obvious from the style of writing and the clefs used that a five-part string orches-
tra forms the basis of the instrumental ensemble. This had originally two violas
but since the second viola is written throughout in the tenor clef we suggest that a
cello should be used instead, as this would make for greater ease in performance.
Accordingly, the cellos are divided in the whole work: the second cello belongs
to the continuo group. The original instrumentation (with two violas) has been
retained only in numbers 5 and 17 since they will certainly gain in homogeneity if
played by solo instruments. '®
It is possible that homogeneity of sound quality could be gained throughout the work by
the use of two violas (as originally written) rather than only using them in numbers 5 and
17 (as solo instruments). Therefore as in Caldara’s manuscript, I have retained the
original orchestration throughout the work (see Jones edition in Appendix A).
In the twentieth century, the term a cappella indicates the use of voices alone
without instrumental accompaniment. However, to the Baroque musician this term has a
different connotation (see Chapter IIT, Performance Practices). Homolya addresses this

situation in his preface:
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In numbers 4, 12 and 19 besides the five vocal parts there is only a figured bass.

The direction 4 Capella is given for numbers 4 and 19. These movements may be

performed, according to contemporary practice, in more than one way: 1) by

chorus and organ continuo, in which case the bass need not be supported by

another instrument; 2) by chorus with strings colla parte and continuo (organ,

violoncello II, double bass)."”
As will be discussed in Chapter IIT (orchestration), contrary to what Homolya’s preface
indicates, if the full choir is used (numbers 4 and 19) then the five-part strings would play
colla parte along with the full basso continuo (mentioned above). If solo voices are
being used (as in number 12 by the idication & 5 at the top of the page), it is most likely
that solo five-part strings would play colla parte along with the basso continuo made up
of an organ and violoncello (figured bass).

In the Caldara manuscript, No. 6 contains the heading /n hoc solo possunt Violae
ex Basso seu Organo describi (the bass should be doubled by the violas). Homolya
suggests using a solo cello for a more “satisfactory result " While Homolya’s
suggestion is a typical modern-day interpretation indicating which continuo instrument

should accompany a solo, I suggest retaining the use of the viola in addition to the

violoncello, double basses and organ on the continuo part (see Examples 234-236).

EXAMPLE 234, Caldara, No. 6,
Measures 1-3




EXAMPLE 23§, Homolya edition,
No. 6. Measures 1-3

No. 6 Solo
Tempe ginsw

EXAMPLE 236, Jones edition,
No. 6, Measures 1-3

Na. 6 la hoc solo possunt Viola ex 81550 sea organo describi,
(Viata anabls s Sest)
ey g (b T

As in the Magnificat in C and the (1724) Te Deum, the only mark of articulation
indicated is the slur. The first slur mark discrepancy occurs in No. 5, measure 18 (beat
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four of the viola duet). Homolya adds a slur mark in order to match measure six which

contains identical material; therefore, this justifies Homolya’s addition of this articulation

mark (see Examples 237 and 238).
EXAMPLE 237, Caldara, No. S, Via I
& II, Measures 6 & 18
(3 18

N
ﬂ‘

EXAMPLE 238, Homolya edition, No. 5,
Vlia I & II, Measures 6 & 18

6 18

In measure 21 of this same number, Homolya adds a slur over beats one and two
in the bass II part, therefore matching the slur (notated by Caldara) in the bass I part over

the same two beats (see Examples 239 and 240).

EXAMPLE 239, Caldara, No. 5,
‘Bs I & II, Measure 21




EXAMPLE 240, Homolya edition, No. S,

Bs I & II, Measure 21
21 __
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The articulation discrepancy in No. 7 (measure 22, alto part) is an example of
Caldara’s omission of the slur marks over beats one and two. Caldara was consistent
with this slur mark articulation in this number, therefore musically justifying Homolya’s
addition of these marks in the alto part of measure 22 (see Examples 241 and 242 on the
next two pages).

The slur mark discrepancies in No. 8 show a different editorial situation.
Homolya adds dashed slurs (indicating editorial marks) over the following eighth notes in
the viola part: C, B-flat, B-flat, 4 (or a similar pattern, see Example 243). This two-note
slur is a typical Baroque bowing pattern (discussed in Chapter III, Baroque Performance
Practices: Articulation) as opposed to a four note slur in which all four notes would be
played on one bow. As seen in previous examples, it appears that Caldara omitted a slur
on beat three of measure 13 in the viola I part. Caldara notated the slur in a similar
situation (viola II, measure 26, beat three), therefore justifying Homolya’s suggestion of
the slur in measure 13 (see Example 243 following Examples 241 and 242).

No. 13 contains the only inconsistency (concerning the slur) in Homolya’s
edition. In measure 54 of the aito solo, Homolya writes a dashed slur from beat one to
beat two. It is consistent with Caldara’s slur mark in measure 50 of the alto solo; thus,
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EXAMPLE 241, Caldars, No. 7,
Full score, Measures 21-23
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EXAMPLE 242, Homolya edition, No. 7,

Full score, Measures 21-23
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EXAMPLE 243, Homolya edition, No. 8, Vla I
& II, Measures 12-14 & 25-27
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Homolya should have added the dashed slur in the two similar places: 1) measure 13,
beats 1-2 and 2) measure 26, beat 1-2 (see Example 244).
EXAMPLE 244, Homolya edition, No. 13, Alto solo,

Measures 13, 26, 50 & 54
13 26
= .
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The last slur discrepancy occurs in No. 17, measure 61 of the viola I and II parts.

Caldara notated a slur on beat two of the viola II part but left it out on beat three, as well
as beats two and three of the viola I part (see Examples 245 and 246). Homolya’s addi-
tion of the dashed slurs keeps the two parts consistent. As shown, most of the articulation
discrepancies occur in order to maintain musical consistency between parts or from mea-
sure to measure in the same part. It is probable that Caldara intended for these slurs to be

included in the following examples.

EXAMPLE 245, Caldara, No. 17,
Via I & II, Measure 61

61




EXAMPLE 246, Homolya edition, No. 17,
Vla I & II, Measure 61

The last score discrepancies to be addressed are expression marks, more speci-
fically, dynamics. Once again, Caldara was not always consistent with his markings. In
No. 8, it is obvious (by Caldara’s transcription) where he wanted piano and forte marks
in the instrumental parts: piano when the solo voice enters and forte when the instru-
ments play alone. Occasionally, however, Caldara omitted one of these dynamic marks
(see Examples 247 and 248).

Caldara did not indicate dynamic markings in No. 9. However, Homolya
indicates a piano (soft) dynamic for all performing forces. This dynamic mark could
definitely be an editorial decision for two reasons: 1) word painting of the text (see

EXAMPLE 247, Caldars, No. 8, Full score,
Measures 29-31, 41-42, 46-47 & 54-55
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EXAMPLE 248, Homolya edition, No. 8, Full score,
Measures 29-31, 41-42, 46-47 & 54-55
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translation in Appendix B) and 2) Caldara’s omission of dynamic marks in his manu-
script (see Examples 249 and 250 on the next two pages).

In addition to piano and forte dynamic discrepancies, dynamic discrepancies also
occur through the use of the terms soli and rurti. Homolya makes the following dynamic
mark suggestions (for Nos. 1 and 11) in his preface:

In the manuscript the word soli appears in the instrumental parts in No. 1, bars 1

and 17, and in No. 11, bar 1. The word rusti appears in the same numbers in bars

8 and 20, and in bar 8, respectively. These are certainly intended as dynamic

indications and have nothing to do with the instrumentation. They have therefore

been omitted from the present edition.?!
Homolya’s conclusion seems invalid based on the forte marking Caldara notated in the
opening measure of Nos. 1 and 11. If Caldara had not wanted to indicate some difference
in the level of dynamics between the opening instrumental ritornello and the entrance of
the choir, he would not have written the abbreviations for the words so/i and tutti (see
Examples 251 and 252 following Examples 249 and 250).

The last dynamic mark discrepancy occurs in the string parts of No. 14, measure
one. Caldara wrote forze in the figured bass but not in the upper string parts, while

Homolya adds this forte (in brackets) to the upper string parts. Since the entire choir
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EXAMPLE 249, Caldara, No. 9,
Full score, Measure 1
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EXAMPLE 250, Homolya edition, No. 9,

Full score, Measure 1
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enters on the text “When the accursed are confounded, consigned to the fierce flames,”

Homolya’s addition of the forte is musically justified (see Example 253 after Examples

251 and 252).
EXAMPLE 251, Caldara, Nos. 1 & 11,
Full score, Measure 1
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EXAMPLE 252, Homolya edition, Nos. 1 & 11,
Full score, Measure 1
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EXAMPLE 253, Homolya edition, No. 14,

Full score, Measure 1
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Omnament (trill) discrepancies have not been addressed as in the Magnificat in C
and the (1724) Te Deum. Caldara notated an occasional trill, therefore I have indicated

cadential appoggiatura trills in the appropriate places as follows:

Number Measure(s) Part(s)
1 16 Sop II
2 48 Alto solo
5 7.19& 71 Vlai
5 34&78 Vlal &I
6 22 Keyboard realization
7 20 Alto
8 40,64 & 70 Sop solo
9 7 Sop I
10 32 Alto solo
10 47 Sop & Alto soli
11 28 Sopl
12 14 & 17 Sop I solo
12 27 Sop II solo
13 45,69 & 74 Alto solo
14 24 SopII
14 55 VinI & Alto
15 7,11 & 15 Sop solo
16 11 Sop I
17 12,20 & 55 Ten solo
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17 63 Vla I solo

19 20& 51 SopII
While keeping in mind the Baroque practices of the time (see the following chapter:
Baroque Performance Practices), an attempt has been made to add appropriate

ormamentation to individual solo lines as seen in the following examples:

Number Measure(s) Solo part Tvpe of Ornament
5 63-68 Bs I Trills and mordents

13 29 Alto Tnll

13 34-36 Alto Grace note, anticipation
(Nachschlag), and mordent

13 4144 Alto Trill, anticipation and
mordent

13 55 Alto Tum

13 57 Alto Mordent

15 14 Sop Mordent

17 42-44 Bs Grace note, double trill and
mordent

17 46-48 Ten Grace note, double trill and
mordent

In conclusion (regarding the score discrepancies of rhythm, pitch, voicing, text,
orchestration, articulation and expression), Homolya’s edition is fairly reliable, unlike the
editions of the Magnificat in C and the (1724) Te Deum under consideration. All three
works were composed in the later Baroque style, therefore they were most likely written
during Caldara’s Viennese period. The Dies irae does not contain the grandiose nature of
the Magnificat and Te Deum, in regards to orchestration and use of double choir, which
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is characteristic of the music and events which took place in the Viennese Court during
the reign of Karl V1. Yet, its theoretical construction, along with a typical five-part string

Baroque orchestra, logically places the Dies irae during this same time frame.

187



CHAPTER II

ENDNOTES

'Caldara, Antonio, Magnificat in C, ed. By Christoph Wolff, (Germany:
Barenreiter, 1969), IV.

’Ibid.

i Grout. Donald and Palisca, Claude, A Historv of Western Music 4%ed,, (New
York: W. W. Norton, 1988), 461-462.

*Vivaldi, Antonio, Magnificat RV 610, ed. By Paul Hom, (Germany: Carus-
Verlag Stuttgart, 1973), IIL.

Sammartini, Giovanni Battista, Magnificat, ed. By Newell Jenkins, (New York:
Emst Eulenburg, Ltd., 1957), 1ii.

*The New Grove Dictionarv of Music and Musicians, 6% ed., Vol XVL, (1980),
s. v. “Sammartini.”

" Albinoni, Tommaso, Magnificat, ed. By Felix Schroder, newly re. By Willy
Hess, (Kzelmann GMbH., 1982),

SWolff, p. IV-V.
*Pritchard, Brian, Personal letter, July 12, 1993.
"*Ibid.

''Program notes from the Bach-Tage 1992 Berlin performance by the Amsterdam
Baroque Orchestra and Niederlandischer Kammerchor directed by Ton Koopman.

2bid.
Bbid.

"“Translations and Annotations of Choral repertoire. Vol. I: Sacred Latin Texts.
Compiled and Annotated by Ron Jeffers, (Corvallis, Oregon: earthsongs, 1988), 218.

'5Caldara, Antonio, Dies irae, ed., by Istvan Homolya, (Germany: Barenreiter,
1978), unnumbered preface pages.

'*Harvard Dictionary of Music, 2™ edition, (1973), s. v. “Dies irae.”
188




Yeffers, 71.

l”Homolya, preface.

PIbid.
Ibid.

'bid.

189



CHAPTER III
BAROQUE PERFORMANCE PRACTICE GUIDE

Introduction
During the last 20 years there has been a substantial increase in the number of
performers who have been trained in the area of Baroque performance practice. These
musicians are intensely interested in historically informed performances (HIP) supported
by historical documentation. What factors and musical elements constitute a HIP,
however, are varied and complex. According to Victor Rangel-Ribeiro:

Research into Baroque performance practice is a relatively new phenomenon. In
the early decades of the twentieth century, very few traditionally trained musi-
cians concerned themselves with the Baroque period, and of those who did, only a
very small percentage specialized to the point where they could perform early
works with knowledge, sensitivity, and authority. Because knowledge by itself is
not enough: in large doses it can degenerate into pedantry. And the air of
authority by itself is not enough. . . . Sensitivity is the important ingredient that
brings a performance to life, because it involves sympathy for the music, for the
composer, and for the period in which he lived; sensitivity involves perceptive-
ness in choosing an appropriate style of Baroque ornamentation for a particular
piece; and above all it combines with inspiration to allow the artist to adapt
Baroque style with subtlety to the conditions of our own environment. . . . '

A performer today has the advantage of hindsight, and with it the obligation to be
historically and stylistically accurate—within reason. . . .

The most important elements are substance, style and spirit. Does the music
belong? Is it well-edited? Has the continuo part been realized with a lively
imagination? Are the string players using short, crisp bow strokes wherever these
are called for? Is their vibrato firmly under control? Are they (and the wind
players and singers if any) using crescendos and diminuendos on long notes—the
famed Baroque practice of messa di voce? Is the ornamentation in keeping with
the composer and the period in which the music was written? As for the spirit, is
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the music being performed with enthusiasm, élan, even a certain defiance and
braggadocio? These should be at the very heart of Baroque music-making.

The purpose of the following discussion is to define the boundaries of
“sensitivity” and to discuss appropriate characteristics of musical elements. Using
primary sources, the conductor’s and performer’s artistic conscience will be guided
towards the “substance, style and spirit™ relating to a historically informed performance
of Caldara’s Magnificat in C, (1724) Te Deum and Dies irae.

Primary sources present an eye into the era, a look at the circumstances sur-
rounding Caldara, and a reflection of performances the way they might have been done
during the time. In order to understand Caldara’s work as much as possible and manifest
it in performance, the use of primary sources is necessary.

To discuss appropriate characteristics, the musical elements are divided into five
groups:

A. Sonority, composition and size

1) somnority = timbre and scoring

2) composition = the instruments and voices that constitute the performing
forces

3) size = the number of instrumentalists and singers that constitute the
performing forces

B. Ornamentation and rhythmic alteration

1) omamentation = appoggiatura and trill as a luxury or an obligation to
improve the sensitivity of the music

2) rhythmic alteration = rhythmic flexibility and rhythmic conventions used
to improve the sensitivity of the music
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C. Tempo = determined by Italian time words, meter signatures, key, text,
denomination of the shortest note value, harmonic motion, scoring and
conductor’s interpretation

D. Variation of amplitude = use of dynamic marks, rutti vs. soli and messa di
voce

E. Articulation and phrasing
1) articulation = bowing techniques, slurs and tonguing
2) phrasing = large vs. small units of music
In conclusion, a better understanding of the composer’s perceptions and intentions for the

three works under consideration will result.

Sonority, Composition and Size of Performance Forces

The two prime determinants of sonority are timbre and scoring, which (in recon-
structing a HIP) can be affected by the particular manuscript source one uses. Dennis
Shrock addresses these two determinants in his unpublished manuscript, “Performance
Practices in the Baroque Era:”

They basically provide information as to the who, what, and how many that are in

force before any performance is begun; and they give descriptive definition to the
aural characteristics of sound.’

The writings of the Baroque era give considerable attention not only to the types
of voices or instruments used, but also to the descriptive qualities of their sound. Words
such as sweetness, agility, pure, soft and clarity of expression were used to characterize a
specific Baroque sound quality. Le Cerf de La Viéville, in Histoire de 1a Musique
(1725), states: “A perfect voice should be sonorous, extensive, sweet, neat, lively,

flexible ™
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In addition, Roger North, in An Essay of Musicall Avyre states:

I have allowed soft musick to be usefull in many respects, and now [ must
conclude it absolutely necessary even in the most pompous enterteinements.’

Published present-day editions, autograph manuscripts and manuscript perform-
ance material of contemporary origin may tell different stories about the sonority, com-
position and size of the performing forces. For instance, comparison of the three Caldara
works under consideration reveal several score discrepancies. To realize manuscript
performance material into present-day editions of the three Caldara works, all of the
above mentioned materials were used as sources. The autograph serves as a reliable
guide to scoring/sonority, since it is the preferred source and contains the composer's
actual notation. However, in order to use autograph manuscripts effectively, one must
understand the context in which the performance material was written or used.

Present-day editions often ignore the context in which the performance material
was written or used, either because of the source or the editor’s lack of awareness. For
example, if one used Wolff’s edition of the Magnificat in C for performance with period
instruments, the result might reflect a sound quality that Bach might have heard, but not
one that Caldara would have expected when he wrote the music. The HK 145 perform-
ance material shows that each vocal part was to be doubled by its own ripieno instru-
ment(s) (cometto and violino II with soprano; alto trombono with alto; violino I and
trombono II with tenor; and continuo, trombe I and IT with bass) in contrast to the
“trombone or viola” Wolff gives for the alto line. In addition, the continuo line was to be
played by violoncello, violone, organo and theorba, not just the first three of these

instruments as Wolff cites. The doubling instruments have no solo passages, but their
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inclusion creates thicker sonorities and alters the sound quality of the performance,
making it historically appropriate in Viennese terms.

The sound quality scored by Caldara while in Vienna occurred because of the
number, type and nationality of musicians employed at the Viennese court. According to
Fissinger’s unpublished dissertation, “The Viennese court of this period [1711-1740]
boasted of many of Europe’s outstanding musicians in its employ. A substantial number
of Italians are among those listed by Kéchel.”® Fissinger elaborates:

From the beginning, Vienna had very strong ties with Venice and other northern
Italian centers of music. Many eminent Italian musicians occupied posts of
importance there as well as in Southern Germany; German composers went to
Italy for study and returned showing some influences of the Italian style. The
popularity of opera at the Viennese court accounted to a great extent for the
prominence of Italian musicians active there.’

The Viennese court, as well as the courts at Munich and Salzburg, were also the chief
centers of Catholic church music where:

Jesuits have to be given a large share of the credit for the dissemination of Italian
art and music in southern Germany and elsewhere, even though it was done in the
name of the Church. '

Yet, the state and sonority of sacred music in Italy differed from that in Austria at the
time of Caldara. Fissinger points out this fact:

This state of sacred music in Italy at the time of Antonio Caldara was allied to the
few-voice texture in contrast to the larger concertato concept of the composers in
the area of Austria. . . . After his appointment to the Viennese court in 1716,
Caldara’s sacred works are predominantly of a four-part texture in the majority of
instances in a concertato style. The Austrian composers did not adopt the few-
voice approach of the Italians in their sacred music, but continued to compose in
the concertato style with emphasis on contrapuntal texture. The penchant for
thicker sonorities was cultivated by Austrian composers throughout the
seventeenth and the beginning of the eighteenth century.'!
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Although Caldara and many other Italian musicians were active in the Viennese court, he
composed in the style, form, sonority and grandeur of his Austrian colleagues.

The most prominent characteristic in the scoring of Baroque music is the basso
continuo or thorough bass. The terms indicate a harmonic bass part with figures
designating the chief intervals and chords to be played above it in combination with
melodic bass instruments played without the figures. Sébastien de Brossard, in
Dictionaire (1703), defines basso continuo:

BASSO CONTINUO (Lat., BASSES CONTINUUS or GENERALIS). One of
the most essential parts of modern music, invented or put to use around the year
1600 by an Italian named Ludovico Viadana who first gave it a treatise. Itis
played on the organ, harpsichord, spinet, theorbo, or harp and has numerals
written above the notes; the Italians also call it PARTITURA, ORGANA,
TIORBA, SPINETTO, CLAVECEMBALQ in such cases. It is often played
simply and without numerals on the bass viol, double bass, bassoon, serpent, etc.,
in which case the Italians call it BASSO VIOLA, VIOLONE, FAGOTTO, etc."

James Grassineau defines thorough bass in A Musical Dictionary (1740):

Thorough Bass, is the harmony made by the Bass Viols or Theorbos continuing to
play both while the voices sing, and the other instruments perform their parts, and
also filling up the intervals when any of the other parts stop. . . . The Theorbo is
an instrument which for this last seventy or eighty years has succeeded the Lute in
playing thorough bass. It is said to have been invented in France by the Sieur
Hooteman, and thence introduced into Italy."

Friderich Erhard Niedt, in Musicalische handleitung (1700), describes the use of basso

continuo:

Itis ... called Bassus Continuus, or, with the Italian termination, Basso Continuo,
because it plays on continuously, whereas the other parts occasionally pause the
while. But nowadays this Bass, too, frequently pauses, especially in Operas and
ingeniously composed secular pieces; moreover, any Violone-Bass might be
styled a Bassus Continuus; therefore the name Bassus Generalis seems more
convenient here.

The Thorough-Bass is the completest foundation of the music, and is played on a
keyboard with both hands, in such a way that the left hand plays the prescribed
notes, while the right hand strikes the appropriate consonances and dissonances,
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so that an agreeable harmony may be produced, to the glory of God and for the
permissible gladdening of the heart."*

According to Donington, a variety of instruments were used for continuo
accompaniment:

The instruments and combinations used for continuo accompaniment during the
Baroque era were various, ranging from a single lute (taken over from one
Renaissance practice) to a small chamber group of perhaps strings, flutes, lutes
and keyboards (as in French opera). But by the eighteenth century the standard
continuo accompaniment was harpsichord or organ supported by a melodic bass
instrument, itself opuanallg doubled where appropriate by a contra-bass instru-
ment at the octave below.'

In a large orchestra (as retained in the Venetian courts) generally two groups of continuo
instruments were used as follows:
1) concertino group: one harpsichord, one cello, and one double-bass.
2) ripieno group: one harpsichord, two or more cellos, bassoons, and double-
basses.'
One or more theorboes (though not standard) were very common in addition. Donington
continues:
There was a natural disposition to employ an organ in music for church or other
sacred performance; but very numerous payments and other records prove the
regular presence of a harpsichord in addition.!’
Johann Mattheson, another writer of the late Baroque period, also supports the use of the
harpsichord. In Das neu-eréffnete Orchestra (1713), Mattheson writes:
(The harpsichord is} an accompanying, almost indispensable foundation to
church-, theatre-, and chamber music and it is really surprising that in the
churches of this town people still use the snarling, loathsome regal for the
rustling lisping harmony of the harpsichord—one can use a pair of them in special
circumstances—has a far finer effect with the choir.'®

Not only did continuo instrumentation vary throughout the Baroque era, but

“there was a basic practice of flexibility governing the choice of [all] instruments, even
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though many compositions gave clear indications for specific instrumentation.”"? Peter
Prelleur, of London in 1730 states:

Organo, signifies properly an Organ, but when it is written over any Piece of
Musick, then it signifies the Thorough Bass {leaving undetermined the actual
choice of instruments].

Emst Gottlieb Baron (lute treatise, 1727), states:

(Johann Mattheson says that | Formerly the Italians liked to accompany and play
thoroughbass on the lute, but since the theorbo has come into use, they gladly bid
farewell to the lute. In churches and operas, the feigned accompaniment of the
lute 1s lousy and serves more to give airs to the instrument than aid to the singer,
for which the accompaniment of the colascione is more suitable. What can be
accomplished with thoroughbass in chamber music on the lute may well be fine, if
it could only be heard.”!

According to James Grassineau:

The only difference between the Theorbo and Lute is, that the former has eight
bass or thick strings, twice as long as those of the Lute, which excess of length,
renders their sound exceeding soft, and keeps it up so long at a time, that ‘tis no
wonder many prefer it to the Harpsichord itself; at least it has this advantage over
it, that ‘tis easily removed from place to place.?

According to Michael Praetorius (Wolfenbiittel, 1619):
When 2 or 3 voices sing accompanied by the general bass which the organist or
lutenist has in front of him and from which he plays, it is very good, and indeed
almost essential, to have this same general bass played in addition by some bass

instrument, such as a bassoon, a dolcian, or a trombone, or best of all, on a
violone.

Francois Couperin (Paris, 1714) states:

If we can join a gamba or a cello to the accompaniment of the organ or the
harpsichord, that will be good.?*

Based on the many seventeenth and eighteenth century instrumental treatises, the
grandeur of the Austrian style and the large number of musicians available to Caldara at

the Viennese court, it comes as no surprise that he would have scored his basso continuo
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parts for not only organo, harpsichord and theorbo but for several melodic bass instru-
ments as well. The keyboardists must provide harmonic support for the entire ensemble
without interfering with the soloists while the violoncelli, violone and fagotti “reinforce
the bass through subtle melodic, rhythmic, and dynamic shaping of the line.”?

The realization of the basso continuo part occurs by reading the figures placed
above the bass notes. These figures indicate the intervals above the bass notes that
should be played. The lack of figures indicates a root position chord. Notes should be
realized diatonically unless a flat or sharp sign is indicated. A slash through a figure also
indicates a sharp. According to Andreas Werckmeister, a well-known organist of the
time “. . . with each bass note, the eighth, fifth, and third are taken” (in other words, one
normally plays root position chords on each bass note).?® In addition, Werckmeister
discusses how the figures were used to alter the harmonies:

When a 6 or 7 is written, one ordinarily leaves out the fifth, and whena 2 or 4 is

written, one leaves out the third. Whenever 2eossﬂ:lc, contrary motion should be
introduced between the bass and right hand.

Werckmeister also recommends avoiding the doubling of dissonances.”

Francesco Gasparini, in L’ Armonico Practico (1708), writes a statement
concerning how to read the thoroughbass figures, “One must never accompany note for
note as in the voice part or any other top part.™? Yet, Georg Philipp Telemann, in
Generalbass-Ubungen (1733-35), states “If the player were only guided by the figures,
not having the score, he would play [occasional forbidden consecutives with the solo
part], without being blameworthy.”™° One concludes that the figures show only the main
intervals required to fill in the chords. What is not shown is the distribution of these
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intervals, neither the conduct of the parts nor the melodic figuration. It is up to the
performer to determine how to produce the necessary harmonies.

Baroque composers valued the spontaneity of the improvised performance and
believed that it was better to be accompanied with buoyancy than with polished work-
manship. Yet, it is difficult to say how much improvised musical material is appropniate.
The aforementioned organist, Werckmeister, offers his preference of outlining the con-
tours rather than elaborating figures:

Furthermore it is not desirable just to play blindly with the singers and instru-

mentalists the discords shown in the continuo, or to double them: for when the

singer is conveying an agreeable feeling by the written discord, an unthinking
accompanist, if he does not go carefully, may ruin all the beauty because the same

discords are not always written in with a view to being blindly reproduced; but a

performer skilled in composition can see from them what is the composer’s

intention, and how to avoid conflicting with them with any matter which would be
injurious to the harmony.*!
Friedrich Erhard Niedt, another organist of the time, states:

If the singer or instrumentalist sings or plays the figures which are set above the

continuo, it is not necessary for the organist to play them; he can ,}ust play Thirds

instead if he chooses to put in something more highly elaborated.”
According to the Italian Francesco Gasparini, L’armonico practico al cembalo, 1708, he
warns “that a player should avoid too much arpeggiation in continuo playing by reserving
it mainly for consonant chords.™ He also discusses the use of a dissonant tone for
filling in the notes between the tonic and minor third.

A knowledgeable accompanist will improvise imitative musical material from
vocal or instrumental solo passages. Also, one may employ contrapuntal contrast,

keeping in mind the expressive character of the music and never distracting from or

covering the melodic line.
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The Viennese court of this period was comprised of numerous musicians.
Fissinger states:

The complete musical structure at the court was a large and costly undertaking.
When Joseph I died unexpectedly in 1711, Charles, his legitimate successor, was
engaged in a war against France in Spain. His mother, Eleonora, was made
Empress Regent in critical state, so in order to regain a semblance of fiscal order
she immediately decreed reductions in the expenditures of the court. As a result
of this, the court orchestra under Ziani was reduced to sixty-five members
including the following: One conductor, one vice-conductor, one composer, one
concert master, two altos, two sopranos, four tenors, three basses, one female
singer, sixteen violinists, six oboists, three organists, two gambists, three cellists,
two violonists, one cornettist, one lutenist, and eight trumpeters. This reform was
short-lived, because by 1715 the orchestra numbered 100 members, and by 1723
numbered 134, a figure which remained fairly constant until 1740. The demands
of opera at the court were largely responsible for the increase in personnel.*

According to L. Kéochel in Die Kaiserliche Hof-Musikkapelle in Wien von 1543-

1867, the Viennese court in 1721 employed the following number of instrumentalists:

twenty-three first and second violinists, four violoncellists, three violone players, five
oboe players, four fagottists, one horn player, sixteen trombe players, two tympanists,
gambists and lutenists, two cornettists, and four trombonists. In 1730, a slight change in
this employment occurred, according to Kuchelbecker’s Allemeuste Nachricht vom
kaiserliche Hofe: thirty-two string players, five oboe players, five fagottists, one horn
piayer, thirteen trombe players, one tympanist, gambist, lutenist, and four trombonists. In
addition, primary and secondary sources provide detailed information regarding the
makeup of the vocal ensemble.

From 1720 to 1740 the number of choir members increased from about thirty to

forty-four. This did not include bays, as their numbers fluctuated considerably

and records concerning them are sparse. In addition to basses and tenors, male

altos and sopranos were used. Women were employed as court smgers from
about 1718 on, and numbered between seven and nine by 1740.%°
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Not only were numerous musicians employed at the Viennese court, but the
splendid musical atmosphere at the court attracted musicians of excellent ability:
Leopold Christian Jr. (trombone), Johann Hainisch (trumpet), Andreas Wittman (oboe),
Gaetano Orsini (alto), and Theresa Holtzhauser (soprano), to mention only a few.

With the knowledge of the amount and quality of musicians employed at the
Viennese court during Caldara’s Viennese employment, the conductor is better prepared
to create a HIP of the three Caldara works under consideration. The crucial decision of
sonority and placement of the singers and instrumentalists may be based on what
instrument is being played, whether or not the instrument is scored independently or
involved in the basso continuo. Other considerations are the resonance of the hall, the
balance of the ensemble as a whole and the circumstances of the moment. Guided by the
above information, a suggested plan of the presumed performing forces for Caldara’s
Magnificat in C, {1724) Te Deum and Dies irae will be presented in the following pages:

Magnificat in C

Voices Number

Ripieno six to eight singers on each part
(24-32 total, including five con-
certists)

Instruments

Clarnini two

Cometto one

Trombe two

Tromboni two (one aito trombone)

Tympano one

Violini I six

Violini II six

Violoncelli three

Theorbo one

Violone one
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Organ
Harpsichord

Voices
Choir I Ripieno

Instruments
Clarino I
Comnetto I
Trombe
Tympano
Violini I
Violal
Trombono
Violoncello
Violone
Fagotto
Theorbo

Organ

Voices
Choir II Ripieno

Instruments
Clarino II
Cornetto I
Trombe I
Violini I
Trombono
Violoncello
Violone
Fagotto ,
Harpsichord

Voices
Ripieno

one
one

(1724) Te Deum

four to five singers on each part
(16-20 total, including four con-
certists)

four to five singers on each part
(16-20 total, including four con-
certists)

one
one
one
three
one
one
one
one
one

Dies irae

six to eight singers on each part
(24-31 total, including seven
concertists)



Instruments

Violini I six
Violini I six
Viola three
Violoncelli two
Violone one
Organ one
Harpsichord one

Caldara’s approach in matters of instrumental accompaniment ranges from
conservative to moderately progressive. In all three of the considered works, the basso
continuo operates as somewhat of a basso seguente (following the lowest sounding vocal
line), which was in fashion at the time. It is most prevalent when all singers are partici-
pating. The style varies somewhat in the solo sections and ritornelli, using material other
than that from the choral bass line. Often there are octave displacements and slight
differences in the rhythm, as seen in the following examples:

1) Magnificat in C — Measures 77 and 79-83

2) (1724) Te Deum - Measures 18-19 and 21-22

3) Dies irae — Measures 14-29 of Number 1

Only two movements from all three works are scored for continuo alone with chorus:
1) Number 4 in the Dies irae and 2) the Suscepit Israel in the Magnificat. Caldara wrote
A Capella at the beginning of Number 4 which, in the Baroque era, indicated voices
accompanied by bdasso continuo alone—no instruments colla parte. A decade after this
work was composed, on the original manuscript above the Suscepit Israel movement in
Bach’s handwriting, is written tacet Trombe e Violini. From the motet-like texture of this

stile antico composition, Bach composed obbligato parts that brought about a contra-
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puntal expansion of the music’s sonority that Caldara did not hear during his time in the

Viennese Court.

Ornamentation and Rhythmic Alteration

Ornamentation
Many secondary sources state that ornamentation is “not a luxury in Baroque music,

but a necessity.™ By the time of Caldara, the practice of enriching the printed score of
the Baroque period with added melodic ornamentation was well established. According
to Dennis Shrock’s research:

From simple ornaments, such as trills that decorated single notes, to very complex

ornaments, such as long passages that added to or altered printed melodies . . .

ornamentation was considered an inherent creative duty of the performer and an

enrichment to the printed score.”’

Ornmamentation varied significantly from performance to performance. Shrock continues:
The type of omamentation expected in performance and its degree of application
depended upon a variety of factors: the nationality of the performance, performer,
or composer; the date (early or late within the era) of the performance; the genre
or style of the composition; and the type (amateur or professional, female, boy, or
castrato, etc.) of the performer.

Nationality seemed to be the most significant factor in the determination of the

kinds and amounts of ornaments added in performance. The correlation between

the nationality of the performer and the compositional style (both either native or

foreign) was important.

Since nationality significantly influenced omamentation, it is important to recall
the eight years this transplanted Italian (Caldara) spent composing in Rome before his
official appointment at the Viennese court. Caldara’s sacred works unite the contrapuntal

techniques of the Venetian-Roman school with the melodic-harmonic characteristics of
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the Neapolitan school, thereby resulting in a fusion of the old with the new. The final
development of his style was accomplished by the consolidation of these Italian
characteristics with certain indigenous Austrian traits described as follows:
. . . predominantly of a four-part texture, in the majority of instances in a concer-
tato style . . . with emphasis on contrapuntal texture. . . . The penchant for thicker
sonorities was cultivated by Austrian composers. . . .
There is a melodic strength coupled with less consistent chromaticism. The
themes now tend to be more triadically conceived, and the essentially colla parte
instrumental treatment with more emphasis on wind instruments reflects quite
strongly the Venetian-Austrian concepts of the past.>’
Caldara’s use of ornamentation in the three considered works depended upon the
stage of development in which his compositions were written. The Magnificat in C,
(1724) Te Deum and the Dies irae were written during the final stage of Caldara’s style
development (late Baroque), as evidenced by the following information:
Magnificat in C
1) MS. located in Vienna (see Ch. IT)
2) composed in a later Baroque style (see Ch. II)
3) availability of instrumentalists (for this score) at the Viennese court
(1724) Te Deum

1) MS. located in the Nationalbibliothek, Mus. Hs., call number 16105 in the
Tabulae.

2) dated 1724 on original MS.

3) utle page is signed Del Sig: Caldara, Vice-Maestro di Capella: di S: M:
C: e C: Carlo VI (see Ch. I)

Dies irae
1) MS. Is located in Vienna, shelf-mark I.1708 (see Ch. II)
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2) title page (in copyist’s handwriting) designates Caldara as vice Maestro di
capella di S.M. Ces. E Cath. (see Ch. I)

3) composed in a later Baroque style (see Ch. IT)
At the time of Caldara’s impenal court appointment, German-speaking Austria

emerged as a strong Catholic musical force. Alwyn A. Winandt, in Choral Music of the

Church, states:

[This Catholic musical force] was influenced by the Italian style of opera,
but added the dignity of polyphonic treatment to the instrumental style borrowed
from those Italian masters who were receiving a warm reception in the impenal
and princely courts. . . . That a distinctive German Catholic musical style failed
to develop is due in part to the continuing emphasis on the materials borrowed
from opera; orchestral accompaniment, preludes and interludes, solo arias and
ensembles, and displays of vocal virtuosity that hardly seem to be divorced from
their theatrical surroundmgs

We know that some kind of ornamentation was essential. But what types of
omaments were appropriate and to what degree they were used poses a dilemma.
According to Frederick Neumann:

Regrettably, we have for the greater part of the 17® century and for the beginning

of the 18" century practically no Italian theoretical sources that discuss ornamen-

tation. . .. Some preferred practices did develop, though with considerable
regional diﬁ'erences, and we know something about them from several sources.

One is represented by the many instances in which composers wrote some graces

in regular notation. A second important source is provided by a number of

German theorists who studied and described Italian manners of vocal perform-

ance. Finally, after 1710 when the Italians adopted the French use of little notes,

we have reason to assume that the new notation did not mirror a new fashion but
represented only the clarification of something that had existed before.*!

Though there are a number of ornamental possibilities, this discussion will be limited to
the most commonly used omaments—the (long) appoggiatura and the cadential trill
(accented upper-note stért). To address the specific omaments mentioned above, we -
must first look to the one-note graces of the seventeenth and early eighteenth century
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Italian composers. According to Frederick Neumann in Performance Practices of the

Seventeenth and Eighteenth Centuries:

Fortunately, symbols were not yet in use in Italy . . . [therefore] Italian vocal
composers wrote out the Vorschlag [one-note graces] innumerable times. . . . It
was only after 1710 that Italian composers began to adopt the French unmetrical
little notes to indicate one-note graces, slides, and turns. Their denominations
varied from composer to composer but were not meant to be taken literally, as
was to be the case later with some composers of northern Germany. The little
notes were ambiguous in that, as in France, they could stand either for prebeat
Vorschlage (grace notes) or for onbeat Vorschlage (appoggiaturas) of various
lengths. In Italian vocal music of the 18" century, the onbeat meaning predomi-
nated, whereas in instrumental works a prebeat execution seems often to have

been intended.

The appoggiatura is an ornamental note, which is emphasized before resolving to
its ensuing main note. It is usually dissonant to the harmony of the beat on which it
occurs. A number of sources affirm that the long appoggiatura became the standard
during the last years of the seventeenth century. Francois Couperin, in L’Art de toucher
le Clavecin (Paris, 1716) observes: “Strike [appoggiaturas] with the harmony, that is to
say in the time which would [otherwise] be given to the ensuing [main] note.* Francesco
Geminiani, in A Treatise of Good Taste in the Art of Musick (1742), describes the long,
descending appoggiatura thus:

[it] is supposed to express Love, Affection, Pleasure, etc. It should be made

pretty long, giving it more than half the Length of Time of the note it belongs to,

ﬁltaj:.rzing to swell the Sound by Degrees, and toward the End to force the Bow a
In Pierfrancesco Tosi’s famous tract of 1723 (Opinioni . . . sopra il canto fi
makes it clear that:

. . . trills must often be prepared with a presumably lengthy appoggiatura. Such

preparation is needed in most final cadences and analogous locations; it is not
alza}'s required, however “because every so often time or taste would not permit
it.
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The following late seventeenth and early eighteenth-century guidelines govern the

use of the appoggiatura:

1)
2)

4)

The appoggiatura occurs on the beat and takes its rhythmic value from the
main note that follows.

The length of the appoggiatura is variable according to the context in which it
occurs. It can take . . . as much as one-half of the value of the main note. If
the main note is dotted, the appoggiatura can take up to two-thirds of the
value. If the main note is a tied note, the appoggiatura can take the whole
value of the first note. If the main note is followed by a rest, the appoggia-
tura can take the whole value of the note, and the note can take the value of
the rest.

In order to heighten the expressive value of the dissonance, every appoggia-
tura should exert a certain amount of stress, i.e., it should be louder than its
note of resolution. Leaning into the dissonance produces a certain degree of
tension that is commonly considered good musical expression, while
resolving to the consonance produces the necessary release of that tension.
The appoggiatura is often slightly detached from the note that precedes it
(especially if that note is at the same pitch level), and it is always legato with
the ensuing main note.

Musical comprehension and appropriateness must be considered when making a

decision as to the length of an appoggiatura. Following a discussion of the trill and the

amount of appropriate ornamentation, the appoggiatura will be shown in conjunction with

the trill for each of the three Caldara works under consideration.

Both Apel and Donington define the trill as a rapid alternation of a given note

with the diatonic second above it. Many sources reveal that Baroque cadences are

incomplete without the conventional trill in at least one of the parts. According to Apel:

In music of the 17" and 18" centuries the trill, instead of being written out in
notes or left to the improvisation of the performer (as had hitherto been the case),
was often indicated in the score by one of the following signs:

r ot v AW A+

These signs are exactly synonymous; the use of one instead of another has no
meaning in the performance of the ornament and reveals nothing but the com-
poser’s personal preference. Since the sign is always placed over the harmony
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note, the accent must always fall on the upper auxxha:y [appoggiatura], which, as
the dissonance, required the greater emphasis.*’

It is possible that Caldara, like so many other composers of the late Baroque, was most
likely influenced by the French use of the cadential appoggiatura trill. J. M. Hotteterre,
in Principes de la flite traversiére (Paris, 1707), states: “It is necessary to point out that
the trills (Cadences ou tremblements) are not always marked in musical pieces.”™
Caldara used #r to denote a few cadential trills in his musical scores under consideration.
However, most cadential trills are my editorial markings. Tosi, in Opinioni (Bologna,
1723), states:

Whoever has a fine shake, tho’ wanting in every other Grace, always enjoys the

advantage of conducting himself without g1vmg Distaste to the End or Cadence,
where for the most part it is very essential.*’

Neumann, in discussing the Italian Trill from 1590-1710, refers to the reports of
Praetorius which label the cadential trill as the groppi. The groppi is a six- to eight-note
figure consisting of two upper-note alternations plus a turn, giving the appearance of a
brief appoggiatura trill with suffix ® Neumann states:

[the groppi] started on the upper note {which] may have been the forerunners of
the cadential appoggiatura trill. In late baroque music this tnll also had an indi-
viduality of its own regarding both function and rendition. !

The very absence of regulative [Italian] treatises for the guidance of students,
combined with the permissive Italian attitude toward ornamentation, strengthens
the assumption that the Italian performer felt free to explore all rhythmic-melodic
possibilities of the various trill designs.

The upper-note trill made occasional appearances, partly perhaps in
response to French models, partly—especially in cadences—as an offshoot of the
stereotyped eight-note formula derives from the furn family of graces. However,
among the regular trills, the main-note pattern retained throughout the period
under consideration its decisive predominance. This fact will find further
confirmation from contemporary German sources that reflected Italian practices.*
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It is this cadential appoggiatura trill that is found most often in the sacred choral
works of Antonio Caldara. However, even if these trills are not notated in the score, they
are expected to be included in the performance. Examples of the cadential appoggiatura
trill will be shown after the following discussion on the proper amount of ornamentaion.

Because the three Caldara works under consideration are sacred pieces, the
compositional style, old or new, of each must be taken into consideration when adding
omamentation. “Mixture of old and new styles was common . . . in the Catholic centers
in southern Germany—Munich, Salzburg, and especially Vienna.™® Where a contra-
puntal or imitative style is found (old style sung by unaccompanied voices or instru-
mental doubling), less omamentation is applied. In the concertato style (multiple choirs,
groups of solo voices and/or instruments and solos accompanied by basso continuo and
possibly obbligato instruments), more ornamentation is applied.

The amount of ornamentation also reflects whether the work was performed
liturgically (where less ornamentation was considered more appropriate) or for a non-
liturgical occasion (more theatrical in nature, therefore more ornamentation). A detailed
discussion was presented in Chapter I - History of the Te Deum. Georg Muffat, in
Florilegium Secundum (1698), discusses the use of or lack of, agréments and ornaments:

Those who without discretion denounce the agréments and ornaments of the

French method on the grounds that they obscure the melody or the harmony and

consist only of trills, have certainly not examined this matter thoroughly at all or

never heard the true Lullists play, but only false imitators. On the other hand,
those who have penetrated the nature and diversity, the beauty and nobility, the
true place and the legitimate use of these ornaments, drawn from the present
manner of singing, to this day have noticed nothing that in the least obstructs the

distinctness of the melody or the clarity of the harmony. In these two principal
aspects of music, they have found nothing unnecessary, but on the contrary have
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often found that by means of an admirable activity in all the parts, simple parts are
enriched, harsh parts are sweetened, and sluggish parts are awakened. . . .

However, one can err easily, and in four ways, in connection with this principal
element of melody, that certain vain people mistakenly believe to be of little
importance: by omission, by impropriety, by excess, and by inability. By
omission, the melody and harmony become bare and without adornment; by
impropriety, the playing is rendered harsh and crude; by excess, confused and
ridiculous; and by inability, ponderous and stiff.>*

The following two examples show the exact rhythmic realization to be used with the
marks ¢r and app r throughout the three works under consideration.

EXAMPLE 1, Single trill (zr)

()

2

()

EXAMPLE 2, Appoggiatura Trill (app tr)

(app tr)
—t)

LANLY

The following nine examples from the three considered works will show the use of the
cadential appoggiatura trill.

The first, Example 3, shows a cadential appoggiatura trill in the soprano I and
cornetto parts as well as the violino I part. The use of the appoggiatura trill in thirds (as
seen in this example) was a common practice, especially when the tonic note was the

resolution.

211



EXAMPLE 3, Caldara, Magnificat in C, Jones edition,
Vin L, Sop I, & Crn, Movement I, Measures 6-7

Vinl
6

@pey ()

Vnﬁnls —— = XX
SopI & Crn

6 (app it} N\

- P F e
&nm’ do- <« <« o o - -m sum.

In Example 4, the trill is approached from the seventh of the tonal structure,
indicating another approach to the cadential trill. The trombono II part doubles the tenor
part in addition to a similar violino II part. All three parts approach a cadence from G-
sharp, the leading tone in 4 minor. An appoggiatura trill has been added to the trombono
IT and tenor parts which will allow the violino II G-sharp to align itself with the other two
parts.

EXAMPLE 4, Caldara, Magnificat in C, Jones edition,
Tbn II, Ten O & Vin II, Movement I, Measures 19-20

Thn II
19
tap w)
I—L—= s }
Toa il Ei!ﬁ:‘ > — s
? Seoar
Ten O
19
(pp w)
b * ey Xk‘ ll\ % D & ) 4 : ) |
v oy — » §
ta - me - o,
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The final cadence of this movement is shown in Example 5. As previously noted
in the primary source material, the final cadence would be incomplete without an appog-
giatura trill. The movement ends with a ritornello containing both clarini parts as the
uppermost voices. The clarino II part approaches the final tonic note (C) from a half note
written on the second degree of the scale. An appoggiatura trill has been added to this
half note. The clarino I part ends on the third of the C chord (£) and is approached as an
eighth note from the pitch above, leaving no time for an appoggiatura. It is suggested to
add a single trill to the clarino I part on the eighth note (F) to enhance the cadence (see
Example 5).

EXAMPLE §, Caldara, Magnificat in C, Jones edition,
Chni I & II, Movement I, Measures 92-93

92 )
arac s
il AR = 7
3 1
QU [ ==F = 1
F v 1

Similar cadential appoggiatura trills have been added throughout the other movements of

the Magnificat.
The first section of Caldara’s (1724) Te Deum moves in quick eighth-note and
sixteenth-note patterns. As a result, the first three cadential appoggiatura trills occur

sparsely (measure two ~ soprano II and measure ten — alto II and basso continuo) at
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secondary cadences (see full score in appendix A). Measure twenty-five contains the first
major cadential appoggiatura trills occurring in the clarino I, violino I and soprano II
parts. All three parts approach the tonic resolution from the second scale degree in a
half-note rhythm (see Example 6).

EXAMPLE 6, Caldara, (1724) Te Deum, Jones edition,
Clni I & II, Vin L, & Sop II, Measures 25-26

ChnilI&Il
25
(wy.
) B B
Call — o, > X —tr—
' ~J LJ ' T ~ -
Vin I
25
(app ur}
Vhl, - Ee—=—c P —
J — o
Sop II
25
(app u1)
Sﬂl%_,.:' X Tt —
- -0 - a8 ta a*

Example 7 occurs in measure 35. Both the soprano and alto concertists cadence
on the tonic note. The soprano approaches the cadence from above the second scale
degree and the alto approaches the same from below, thus creating the relationship of a

third. An appoggiatura trill has been added to both parts.
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EXAMPLE 7, Caldara, (1724) Te Deum, Jones edition,
Sop & Alto Con, Measure 35

Y
gx e
) o= Y X ” 4 —
S —
s a3 —
-

Example 7 occurs in measure 35. Both the soprano and alto concertists cadence
on the tonic note. The soprano approaches the cadence from above the second scale
degree and the alto approaches the same from below, thus creating the relationship of a

third. An appoggiatura trill has been added to both parts.

Vinl Measures 61, 68 & 198
Choir I Alto Con Measures 75, 80, 87 & 134
Choir I Sop Con Measure 91

Choir IT Ten Con Measure 150

Choir I Alto & Tbn I Measure 183

ChoirI Ten & Vla II Measure 187

Choir I Sop & BC Measure 198

The final cadence in each of the first three movements of Caldara’s Dies irae

cannot accommodate an appoggiatura trill because of the melodic and rhythmic approach

from previous measures. Number 1, scored for strings, choir and basso continuo’

(Example 8), ends with the two violini parts alone in a sixteenth-note pattern which leads
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to the tonic and third of the final C major chord. Caldara writes a single trill on the final
note of the two violini parts which, helps delineate this final cadence.

EXAMPLE 8, Caldara, Dies irae, Jones edition,

Number 1, Measures 30-31
30

ro
\ [

WEes===—— —=——————=.
ﬂ‘;:;J'ﬁL"J;"
)
1 [74

Viall = ===

Number 2, scored for clarini, alto solo and basso continuo, ends with the C major
triad which is outlined in the violin I part (measure 66) and is imitated by the violino II
part (measure 67), ending in measure 68 on a single note (C). Therefore, a trill is not
necessary (see Example 9).

EXAMPLE 9, Caldara, Dies irae, Jones edition,
Number 2, Vin I & II & BC, Measures 66-68

. | I
ar X 3 £ £ —
1 ~ —
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1
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As in the previous movement, Number 3, scored for violino [ and II, soprano, alto
and bass solos and basso continuo, ends with both violini and basso continuo. The

violino IT part ends on the tonic () which is approached from the seventh scale degree
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below. Because the sixteenth-note movement in the violino I part (approaching the
cadence by descending step-wise motion) creates rhythmic motion, it is not advisable to
add an appoggiatura trill to the violino II part (see Example 10). In the violino I part, a
single trill is added on the last sixteenth note prior to the final note.

Number 4, unlike Numbers 1-3, is scored only for chorus and basso continuo. As
seen in Example 11, the slow rhythmic motion (half notes) allows a cadential appoggia-

tura trill to be added to the soprano II part (measure 33).

EXAMPLE 10, Caldara, Dies irae, Jones edition,
Number 3, Vin L, I & BC, Measures 31-32

(tn)

EXAMPLE 11, Dies irae, Jones edition, Number 4,

Soprano II, Measures 33-34
33
e — o o .
‘xg 3@ Z——ee 3
Val

Based on primary source information and Examples 6-9, other appoggiatura trills

have been added to the Dies irae and are indicated in the following measures:

217



Number 5

Number 6

Number 7

Number 8

Number 9

Number 10

Number 11

Number 12

Number 13

Number 14

Number 15
Number 16

Number 17

Number 19

Even though the field of omamentation remains one of the more baffling areas of

Vinl
Vinl&ll
Bsl

Alto Solo
BC

Sop Solo

VinlI

Vinll

Sop Solo

Alto Solo

Alto (Sop IT) & BC

Alto Solo
Sop & Alto Solos

SopI

Sopl
Alto (Sop IT) & BC

Alto Solo

VinII & BC
Alto & VIn1

Sop Solo
Alto (Sop IT) & BC

Ten Solo
Vinl

Alto (Sop II)

Measures 7 & 19
Measures 34 & 78
Measures 28 & 71

Measures S, 16, 19 & 20

Measure 22
Measures 14 & 20

Measures 14, 56 & 84
Measure 27

Measures 40, 53, 64 & 70

Measure 110
Measure 7

Measure 32
Measure 47

Measures 25 & 28

Measures 14 & 17
Measure 27

Measures 45, 69 & 74

Measure 33
Measure 55

Measures 7, 11 & 15
Measure 11

Measures 12, 20 & 56
Measure 64

Measure 51

Baroque performance practice, certain applications are mandatory:

1. appoggiaturas

2. cadential trills
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3. ornamentation (imitative passages should conform)

These principles will guide the conductor towards a historically informed performance.

Rhythmic Alteration

Just as ornamentation was used by the Baroque performer to improve the

expressiveness of the music, rhythmic alteration was also used. The evaluation of

rhythmic alteration may be explained thus:

rhythmic alteration.. . . grew out of the general liberty to modify the rhythm,
having chiefly to do with pairing notes into units of a beat or less.

(i) Groups of two notes, notated equally, may be paired in a variety of
unequal rhythms. This is the problem of “inequality.”

(i1) Groups of two notes, notated unequally by dotting, may also be paired
in a variety of unequal rhythms. This is the problem of “dotting.”

(iii) Groups of two notes, notated either equally, or unequally by dotting,
may be adapted to the rhythm of triplets notated against them; or three notes
notated in triplet rhythm may be adapted to the rhythm of duplets notated against
them. This is the problem of “triplets.™*

Roger North deals with rhythmic alteration in this manner:

‘In short notes [the dot] gives a life and spirit to the stroke, and a good
hand will often for that end use it, tho’ not expres’t [in the notation].”>

Observe that this note inequality or notes inégales was a French system of rhythmic

alteration. The practice of notes inégales spread to other countries, as Neumann points

out:

Of course when Frenchmen traveled or worked abroad they carried this legacy
with them. And wherever such French musicians taught students, they imparted
these principles to some chosen individuals. . . . Of the two German masters who
endorsed the convention the first was Georg Muffat (1653-1704) [who] studied
the Lullian style ‘under the best masters’ in Paris. Then, in his maturity, he gave
a detailed account of the Lullian performance manner—including inégalité—in
the quadrilingual prefaces to his two Florilegia of 1695 and 1698. Half a century
later Quantz described the principles of inégalité in his Versuch einer Anweisung
(1752).%
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Two types of rhythmic flexibility will be addressed in the three Caldara works
under consideration: 1) the use of inequality in sequential and imitative passages and 2)
the dot of augmentation. It is desirable to maintain the inequality throughout matching
phrases or entries whether they are in the same voice (instrument) or not. This practice is
desirable in order to maintain the character of the music and like omamentation, the
composer assumed the music would be performed the same in imitative or sequential
passages even if it were not notated. Several examples of this type of rhythmic alteration
are appropriately added to Caldara’s three works under consideration. In the Te Deum
(measure 84 beat two of the clarino part) the following rhythmic pattern appears: one
eighth-note and two-sixteenth notes. On beat two of the previous measure, the alto solo
part contains one eighth note followed by a dotted sixteenth-thirty-second-note pattern. It
is suggested to change the clarino pattern to match the alto solo (see Example 12).

EXAMPLE 12, Caldara, (1724) Te Deum, Jones edition,
Alto solo & Clno, Measures 83-85

Alto Solo

gz
A .
1 ) P B g8 S

The second number of Caldara’s Dies irae is an especially good example of
rhythmic inequality. The movement opens with a dotted-eighth-sixteenth-note pattern in
the clarini parts. In the following two measures even eighth notes are notated (see
Example 13).
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EXAMPLE 13, Caldara, Dies irae, Jones edition,
Number 2, Clni I & II, Measures 1-3

Andanis (L. 108)
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The pattern occurs throughout Number 2, though the eighth notes are not
consistently dotted. It is suggested to apply the dotted rhythm to all similar measures as

shown in Examples 14 and 15.

EXAMPLE 14, Caldara, Dies irae, Jones edition,
Number 2, Chni I & I, Measures 13-15

13
L D
: ==
| oA

EXAMPLE 185, Caldara, Dies irae, Jones edition,
Number 2, Clui I & II, Measures 57-59

57
(P )
at ettt —to ¢
E' e

@ 9 ;“’

For continuity, inequality has been applied to all of the alto solo measures containing

even eighth notes on beat one (see Example 16).
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EXAMPLE 16, Caldara, Dies irae, Jones edition
Number 2, Alto solo, Measures 9-11 and 43-45

In order to maintain the character throughout Number 2, the inequality is also
applied to the measures of even eighth notes in the two clarini parts and the alto solo (see
Examples 17 and 18).

EXAMPLE 17, Caldara, Dies irae, Jones edition, Number 2,
Clni I & II, Measures 5-7 & 17-19
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EXAMPLE 18, Caldara, Dies irae, Jones edition,
Number 2, Alto solo, Measures 52-54

A similar occurrence takes place in the two violini parts of Number 3, the
difference being that the pattern is a dotted sixteenth-thirty-second-note rather than a
dotted eighth-sixteenth-note (see Example 19). Further rhythmic inequality patterns

occur in the Dies irae as follows:

Number 5 Bs I Measure 62

Number 6 Alto Measures 4, 6-9, 11-12, 14-16

EXAMPLE 19, Caldara, Dies irae, Jones edition Number 3,
Vin I & II, Measures 1-3 & 28-30

Number 11 Vinl&II Measures 1-31



The second aspect of rhythmic inequality is the dot of augmentation; in other
words, the note preceding the dot is lengthened by a variable amount.® According to
Etienne Loulié’s Elements ou principes de musique (1696):

When the dot is within the same beat as the eighth-note which precedes it, the

eighth-note should be held a bit longer, while singing, and the sixteenth-note

which follows should be passed through quickly—all within the same beat
without moving the hand.*
Jacques Martin Hotteterre’s flute treatise of 1707 states:

We sometimes put dots after the notes, which augments them by half of their

value [but] in movements where the eighth notes are {performed as] unequal, the

dot which is after the quarter note acts as an equivalent to the dotted eighth note

[i.e. the dot becomes equivalent to a double dot}; in such manner that the eighth

note which follows a dotted quarter note is always short [i.e. approximately a

sixteenth note].%

The opening fanfare quality of Caldara’s Magnificat in C may be enhanced by
overdotting beat three of measure one followed by a shorter note in all parts. The same
may be applied to beat three of measure two (see Example 20 on the next page). Another
example of overdotting may be seen in Caldara’s (1724) Te Deum. Originally measure
158 in the soprano part consists of a dotted whole note. Because the alto part is a
hemiola (half notes tied across the barline followed by a whole note), there is opportunity
to employ overdotting in the soprano by writing a double-dotted half note G and a final
half note G, preceeded by an eighth note 4 (see Example 21 after Example 20).

In number 6 of Caldara’s Dies irae, another example of overdotting may be seen.
In measure four of the alto solo, beat one is written as a dotted eighth-sixteenth-note
pattern. Caldara wrote dotted sixteenth-thirty-second-note pattemns in the violoncello and
basso continuo throughout the entire number. To conform to the violoncello and basso

continuo parts, the alto eighth note on beat one should be overdotted, followed by a
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EXAMPLE 20, Magnificat in C, Jones edition,

All parts, Measures 1-2
L. Grave (b3
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EXAMPLE 21, (1724) Te Deum, Jones edition,
Sop, Alto & BC, Measures 158-159

158
L.
D]
------- suil
Al |
e ' & T
BCL - = =« = o - - sui.

shorter note. This same type of rhythmic pattern occurs on beats two and three of
measure sixteen (see Example 22 on next page.)
In conclusion, even though the field of rhythmic alteration remains one of the
most elusive areas of Baroque performance practice, certain applications are mandatory:
1. rhythmic inequality
a. applied to sequential and imitative passages
b. must be characteristic of the music in order to be applied
2. dotted rhythms
a. dot of augmentation
b. must conform to overdotting or triplets
c. must be characteristic of the music in order to be applied

These principles will guide the conductor towards a historically informed performance.



EXAMPLE 22, Dies irae, Jones edition, Number 6

Full score, Measures 4 & 16
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Tempo and Meter

To determine the tempo of a work which includes movements, sections or
numbers is one of the most difficult decisions a conductor encounters. Several factors
contributing to the process of determining an appropriate tempo and allowing for the
possibility of fluctuation are as follows:

1) Italian tempo terms

2) Meter signatures

3) Key as it relates to the mood and character of the music

4) Traditional liturgical settings of the texts

5) Denomination of the shortest note values

6) Harmonic motion

7) Scoring

Writers of the Baroque period often describe tempo, meter and conducting
gestures together, thus showing the interrelationship of these elements.

Meter signatures carried with them implications of tempo and conducting,
while conversely, tempo and conducting guidelines were implied from the relative
value of the musical notation—indicated by the meter."'

According to Brossard in his article on tempo [femps] from Dictionaire de musique
(Paris, 1703):

The stroked C is found also either turned from left to right or from right to
left thus: ¢ orp. When it is aright the Italians call it again TEMPO ALLA
BREVE because formerly all the note-values were diminished under this sign by
half their value, but today it indicates that one must take the measure in two slow
beats or in four very fast beats unless there is a LARGO, ADAGIO, LENTO or
some other term warning that the measure is to be taken very slowly. If this sign

is seen with the words DA CAPELLA or ALLA BREVE it indicates two very fast
beats just as it does when reversed, but this is rarely found. . . . &
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Largo

Larghetto

Grave

Adagio

Affettuoso

Andantino

Andante

Allegretto

Allegro

Vivace

Presto

Prestissimo

In addition, tempo terms came to be a reliable indication of the spirit of the music as well

as the tempo. Brossard gives the following definitions for his list of tempo terms:

means extremely slowly, as if broadening the metre and
emphasizing main beats that are often unequal

means that one must beat time and sing and play gravely,
sedately, with majesty, and consequently almost invariably
slowly

means smoothly, comfortably, in a leisurely way, without
hurrying, consequently almost invariably slowly and draw-
ing out the metre a little

lovingly, tenderly etc. and consequently almost invariably
(or affetto) slowly

from the verb ‘andare’: to go, to walk with even paces;
means, especially for the continuo bass, that all the notes
must be made equal and the sounds well separated

diminutive of Allegro, means a little spirited, but in a
graceful, pretty, playful, etc. way

always means lively and really animated; very often quick
and nimble but also sometimes at a moderate speed, bor-
dering on the lively and animated

Italian adjective often taken (. . .) as an adverb to show
that one must sing or play with fire, vivacity, spirit, etc.
Often it also means to sing or play quickly, or at a bold,

brisk, animated, etc. pace. It is roughly the same as
Allegro

means fast, that is to say the metre must be hurried along
or its beats made extremely short. This normally indicates
liveliness, rapture, frenzy or swiftness, etc.
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Arioso means in the same tempo as if one were singing an Air

Dolce means that the voice must be made tender and the melody
rendered in the softest, most graceful manner possible

Maestoso means in a majestic, pompous, emphatic manner, etc., and
consequently gravely and slowly, though with vivid and
well-marked expression

Soave agreeable, sweet, graceful etc.

Légérement blithely, spiritedly

(lightly)®

Mary Cyr discusses three types of adagio frequently encountered in the eighteenth

century:
1) a middle movement marked adagio, often short, consisting usually of an
imperfect half-cadence with some elaboration
2) adagio marked at the end of 2 movement to mean retardando, or “slower than
the prevailing tempo,” and
3) acomplete movement whose spirit must be determined from the meter, key,
dissonance, and harmonic rhythm *
Based upon the preceding primary and secondary sources, along with Caldara’s Italian
term, meter, the key, text, denomination of the shortest note values, harmonic motion and
scoring, suggested tempos for each movement, section or number in the three Caldara
works under consideration are presented in the ensuing pages. Though the full scores in
Appendix A also contain the author’s final decisions concerning tempos, including any
additional Italian terms in parenthesis, this section will show the necessary considerations
employed to reach those decisions. Complete translations of the texts can be found in
Appendix B.
Determining Tempos for Caldara’s Magnficat in C

Movement I (measures 1-7) Grave (majestic fanfare), J =mm. 54
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1) C meter sign — subdivided 2

2) C major, “songs of mirth and rejoicing”“

3) Fanfare text — “My soul magnifies the Lord”

4) Slow rhythmic patterns (quarter and eighth notes)
5) Slow harmonic motion — half note

6) Full performing forces

Movement [ (measures 8-79 and 80-93), Allegro J =m.m. 104-108
1) 3/4 meter which implies a moderate to quick tempo
2) A minor, implying a “somewhat plaintive, honorable, and calm” beginning,
ending in C major, implying a “rude and impudent character; suited to
rejoicing”*
3) text — expresses rejoicing, mercy and strength
4) smallest note value - eighth and sixteenth notes
5) slow harmonic motion — one to two chords per measure
6) measures 8-79 scored for violini I and II, two tromboni, cornetto, basso
continuo, SATB voices and concertists; measures 80-93 scored for full
performing forces
Movement II, Andante .J =m.m. 92-96
1) Cmetersign -4/4

2) G major, “possesses much that is insinuating and persuasive; quite brilliant,
suited to serious and to cheerful things™’

3) text—serious yet gladdening and deals with the might, the humble, the poor
and the rich

4) smallest note value - sixteenth notes
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5) harmonic motion - two chords per measure

6) scored for alto solo, alto trombono, organo and violoncello

Movement I11, 4 cappella, Alla breve d = m.m. 76

1) cut meter, Alla breve — According to the previous quote by Brossard, this term
and meter signature combination denotes conducting in two at a very fast
tempo. Yet, the text does not suggest a very fast tempo, except possibly in the
Gloria patri section.

2) E minor beginning, “hardly joyful because it is normal”g very pensive,
profound, grieved, and sad, still hope for consolation.™ It passes through G
major (see movement II) and finally ends in £ major which, according to
Mattheson, “expresses a desperate or wholly fatal sadness incomparably well;
most suited for the extremes of helpless and hopeless love.™’

3) text — Servitude of Israel

4) smallest note value — quarter notes and half notes

5) slow harmonic motion — one to two chords per measure

6) scored for SATB voices and basso continuo

Movement [V, No tempo term. J =m.m. 108

1) 3/4 meter, implying moderate to quick tempo

»10 « »w7l

2) C major, “songs of mirth and rejoicing, gay and warlike
3) text - Benediction
4) smallest note value - eighth notes, dotted eighth notes, sixteenth notes

5) slow harmonic motion

6) full performing forces
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Determining Tempos for Caldara’s (1724) Te Deum

Caldara’s (1724) Te Deum is through-composed and contains several meter and

tempo changes as discussed in Chapter II. The complete score and translation of the text

may be seen in Appendices A and B.

Opening Section (measures 1-92), Allegro & =m.m. 88-92

1)
2)
3)

4)

5)

6)

C meter sign — 4/4

72 “gay and warlike””

C major, “songs of mirth and rejoicing,
text — mood denotes a hymn praising God

smallest note value — dotted sixteenth-note-thirty-second-note-eighth-note
pattern and running sixteenth notes

slow harmonic motion — generally two chords per measures, occasionally
three

full performing forces alternate with concertists

Second section (measures 93-100), Adagio — In the Baroque period, adagio following
allegro often meant slower than before. d =mm 76-92

1)
2)
3)

4)

5)
6)

7)

no change in meter sign but conducted in subdivided 2
key feel is transitory enhanced by the chromatic basso continuo line
text — a plea for the redeemed

slower rhythmic patterns — steady eighth notes and dotted-eighth-note-
sixteenth-note pattern (basso continuo — half-notes)

fast harmonic motion — dasso continuo moving in half note chromatic line
scored for full performing forces

ends on an £ major chord with a fermata, followed by a double bar-line and a
change to 3/2 meter
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Third Section (measures 101-162), No tempo term. J =m.m. 96-100
1) 3/2 meter
2) C major - blessing, praising, and asking for mercy; 4 minor — “somewhat
plaintive, melancholy, honorable, and calm,”™ “tender and plaintive,”” and
ending in F major — “capable of expressing the most beautiful sentiments in
the world in 2 natural way and with mcompa:able facility, politeness, and
cleeverness,””® “tempests, furies, and the like. =7
3) text-— A plea for sainthood, blessing and mercy
4) smallest note value — quarter and half notes
5) slow harmonic motion ~ one chord per measure
6) full performing forces alternating with concertists
7) ends on an F major chord with a fermata, followed by a double bar-line and
marked Adagio.
Fourth Section (measures 163-166), Adagio d = m.m. 63-66
1) C meter sign — subdivided 2

2) A minor— somewhat plaintive, melancholy, honorable, and calm, 78 “tender
and plamtwe

3) text— “Let thy mercy be upon us, O Lord,”
4) smallest note value - eighth notes

5) harmonic motion — two chords per measure

6) tacet clarini, trombe, and tympani, homophonic setting

Fifth Section (measures 167-199), Allegro o =m.m. 96-100

1) no meter change but conducted in 4/4

2) A minor, qmckly changing to C major ~ “songs of mirth and rejoicing,”® “gay

and war-like™®
3) text— “In thee, O Lord, I have trusted: let me never be confounded.”
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4) smallest note value — eighth and sixteenth notes
5) harmonic motion — one to two chords per measure

6) full complement of forces, including double choir echo

Determining Tempos for Caldara’s Dies irae

Caldara’s Dies irae is composed in nineteen numbers with a varnety of meters and

tempos, as discussed in Chapter II. The complete score and translation of the text may be

seen in Appendices A and B.

No. 1, (dndante) & =m.m. 80-84
1) C meter sign - 4/4
2) G minor, “serious and magnificent,”® “melancholy . . . mournful™®
3) text— seriously gloomy (Day of wrath)

4) smallest note value — steady eighth-note chords on every beat, (along with the
descending harmonic feel, also suggest 2 melancholy or mourning character)

5) fast harmonic motion — four chords per measure

6) full performing forces — homophonic

No. 2, Andante J =m.m. 108
1) 3/4 meter
2) C major, “songs of mirth and rejoicing,”* “gay and war-like™®
3) text - suggests a summoning by the clarini (trumpets)
4) smallest note value — sixteenth notes and dotted rhythms
5) slow harmonic motion — one chord per measure
6) scored for two violini, basso continuo and alto solo
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No. 3, (Andante Soli) & =m.m. 88
1) C meter sign - 4/4
2) F mfg_?r, “furious and quick-tempered subjects,”* “tempests, furies, and the
3) ::ek:; — suggests the stunning of death by the final judgment

4) smallest note value — repeated sixteenth-note and eight-note patterns, dotted
rhythms

5) slow harmonic motion — one to two chords per measure

6) scored for two violini, continuo and three solo voices

The only Italian term Caldara wrote for Number four is 4 Capella. In the
Baroque era, this term simply indicates the choir is not to be accompanied by any
instruments except the basso continuo which is indicated by the figured bass.

No. 4, A Capelia, (Coro) c‘ =m.m. 88
1) cut time -4/2
2) B-flat major, “very diverting and sumptuous, also somewhat modest,
can pass as both magnificent and dainty,”® “tempests, furies, and like
subjects™
3) text— contains all sins to be judged
4) smallest note value — quarters and halves

S) harmonic motion — two chords per measure

6) scored for choir and basso continuo, motet style

No. 5, Soli, No tempo term. CJ =m.m. 120
1) 3/2 meter

2) G minor, “serious and magnificent,™ “melancholy . . . mournful™
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3) text— judgment of all sins
4) smallest note value — eighth notes
5) slow harmonic motion
6) scored for two violas, two bass soloists and continuo
No. 6, In hoc solo possunt Viola ex Basso sen organo discribi (Violas double the bass),
Tempo giusto o =m.m. 72
1) C meter sign — 4/4
2) D minor, “serious and pious™?
3) questioning text
4) smallest note value — dotted sixteenth-thirty-second-note pattern

5) harmonic motion — two chords per measure

6) scored for alto solo, basso continuo doubled by violas

No. 7, Adagio J =m.m. 66-69
1) C meter sign - subdivided 2

2) B-flat major — “very diverting and sumsptuous, also somewhat modest, can
pass as both magnificent and dainty,”* “tempest, furies, and like subjects™*

3) text addresses the “King of terrifying majesty”
4) smallest note value — eighth notes
5) harmonic motion — two chords per measure

6) scored homophonically for full performing forces, fugal soli passages

No. 8, Soli, (Moderato) & =m.m. 112

1) 3/4 meter
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2) B-flat major — “very diverting and mgliptuous, also somewhat n.:xodmst,.can “
pass as both magnificent and dainty,™" “tempests, furies, and like subjects”™

3) text — pleading for rememberance
4) smallest note value — eighth notes
5) slow harmonic motion — one chord per measure

6) scored for two violini, soprano solo, soli group and basso continuo

No. 9, Adagio J =mm. 56
1) C meter sign — subdivided 2

2) tmnsgory ending in C major - “songs of mirth and rejok:ing,”97 “gay and war-
like™

3) text — pleading for the remission of sins
4) smallest note value — eighth notes
5) harmonic motion — two chords per measure, unusually short (eight measures)

6) scored for full performing forces

No. 10, Largo assai cl =m.m. 56
1) 3/2 meter

2) descending chromatic bass line ending in F major — “furious and quick-
tempered subjects,””® “tempest, furies, and the like™'®

3) text - groaning, acknowledging sin
4) smallest note value — dotted quarter-eighth-note pattern
5) slow harmonic motion — one chord per measure

6) scored for soli strings, soprano/alto duet and dasso continuo
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No. 11, Andante J =m.m. 80
1) C meter sign-4/4
2) B-flat major ~ “very diverting and sumogtuous, also somewhat modest, can
pass as both magnificent and dainty,”'®" “tempests, furies, and like
subjects™ %
3) text—hopeful
4) smallest note value — dotted sixteenth-thirty-second-note pattern

5) slow harmonic motion — one to two chords per measure

6) scored for full performing forces

No. 12, a 5, (Andante) o =m.m. 88-92
1) C meter sign — 4/4

2) B-flat/G major, “quietly joyful,”'® possesses much that is insinuating and
persuasive; quite brilliant, suited to serious and to cheerful things™'

3) text— feeling of unworthiness
4) smallest note value — sixteenth and thirty-second notes
5) harmonic motion — two to three chords per measure
6) scored for five-part vocal so/i and basso continuo
No. 13, Alto solo con violini, No tempo term. J =mm. 120
1) 372 meter

2) E-flat major, “cruel and hard,”'® “Pathetic; concerned with serious and
plaintive things; bitterly hostile to all lasciviousness™'®

3) text— asking for a preferred place in relation to God

4) smallest note value — primarily quarter notes
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5) slow harmonic motion — one chord per measure

6) scored for alto solo, two violini and dasso continuo

No. 14, (Andante) J =m.m. 96

1) C meter sign — 4/4, (measures 1-10), 3/2 (measures 11-56), quarter note in 4/4
meter equals dotted half in 3/2 meter

2) C minor — (measures 1-10) — transitory, F major (measures 11-56) — “furious
and quick-tempered subjects,”’”” “tempests, furies, and the like™

3) text- asking to be blessed amidst the flames
4) smallest note value — C meter — sixteenth notes, 3/2 meter — quarter notes

5) harmonic motion — C meter — two chords per measure, 3/2 meter — one to two
chords per measure

6) scored for full performing forces, C meter — homophonic, 3/2 meter— motet

style
No. 15, Canto Solo, (Andante)  =m.m. 84

1) Cmetersign - 4/4

2) B-flat major - “very diverting and sumptuous, also somewhat modest, can
pass as both magnificent and dainty,”'® “tempests, furies, and like
subj ccts“ 110

3) text— prayerful

4) smallest note value — sixteenth note

5) harmonic motion —two chords per measure

6) scored for soprano solo and basso continuo

No. 16, Adagio & =m.m. 69

1) C meter sign — subdivided 2
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2) transitory, G major ending — “quietly joyful,”'!! “possesses much that is
insinuating and persuasive; quite brilliant, suited to serious and to cheerful

: »112
3) text —tearful judgement day
4) smallest note value — primarily eighth notes
S) harmonic motion — two chords per measure

6) scored for full performing forces, homophonic, 12 measures in length

No. 17, Andante & =mm. 104

1) 3/4 meter

»nlld «

2) C minor, “obscure and sad,”'"* “tenderness and plaints, melancholy . . .

mournful™'*®
3) text - sparing the guilty from the embers of judgement
4) smallest note value — primarily eighth notes
5) slow harmonic motion ~ one to two chords per measure

6) scored for tenor/bass soli in canon, two violas and basso continuo

No. 18, Adagio & =m.m. 76
1) C meter sign — subdivided 2
2) transitory,begins in £-flat major, ends in G major — “quietly joyful,”''¢
possesses much that is insinuating and persuasive; quite brilliant, suited to
serious and to cheerful things™"’
3) text —asking God for rest

4) smallest note value — (measures 1-7) primarily half notes, (measures 8-21)
eighth notes in instrumental parts

5) harmonic motion —~ (measures 1-7) one chord per measure, (measures 8-21)
two chords per measure
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6) scoring — (measures 1-7) homophonic and (measures 8-16) so/i quintet in
imitation, strings in steady eighth-note pattern and (measures 17-21) added
basso ontinuo to the full performing forces

No. 19, Alla breve, (4 capella) J = m.m. 120-126

1) 4/2 meter, Alla breve

2) G minor implying “serious and magnificent,”''® “almost the most beautiful
key; combines a serious quality with spirited loveliness, also brings an
uncommon grace and kindness,''? and G major — “possesses much that is
insinuating and persuasive; quite brilliant, suited to serious and to cheerful
thl'ngsuo

3) text- Amen

4) smallest note value — quarter and half notes

5) harmonic motion — one to two chords per measure

6) scored for full performing forces and strings colla parte in imitative style

In conclusion, many ideas and theories concerning tempo have been formulated
by musicologists, conductors, and theorists, both past and present. Because a certain
freedom of choice is always present, completely objective conclusions are an impos-
sibility. The use of objective factors (Italian tempo term, meter, key, text, smallest note
value, harmonic motion, scoring and form) limit the choices. These factors provide a
base from which to work, giving the conductor a frame of reference to supplement her/his
own musical insights. In the final analysis, the conductor’s own musicianship and taste,
based on a knowledge of the style and the circumstances under which the music will be

performed, will decide the tempo to be used.
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Variation of Amplitude

Words, abbreviations or signs for the variation of amplitude occurred throughout
the Baroque period, increasingly so during the late Baroque. However, the practice of
varying amplitude went further than that indicated by terminology. A pattern of elements
of dynamic variation will be addressed as follows:

1) use of dynamic marks and terms

2) the importance of dynamic variation

3) imitative dynamic emphasis

4) basso continuo emphasis

5) messa di voce

It is uncertain when the terms piano and forte were first used. According to
Neumann:

Sweelinck [toward the end of the 16™ century] wrote fand p for echo effects on

the organ. The aging Schitz, in the famous “Saul, Saul, was verfolgst du much”

from the Symphoniae Sacrae No. 3 1650, makes remarkably frequent use of /, mp,

and pp. His student Bemhard explains the letter symbols and the gradual transi-

tions between loud and soft. Johann Paul von Westhoff, famous 17 century

violinist, used p, pp, and ppp in his violin sonatas of 1694.

Vivaldi considerably enriched the repertory of dynamic indication. . . . Besides

the frequent p, pp, /. and ff, he uses piano molto, piano assai, mezzo p, quasi

piano, mezzo forte, un poco forte, f molto, and piu.*
In addition to Neumann’s information, there are several primary sources that also
describe the use of dynamic marks and terms. Scipione Maffei (Venice, 1711) states:
“{Good performers give] particular delight to their listeners [by] piano and forte.”'? In
1686, Wolfgang Mylius gave us the valuable warning that dynamic markings for succes-

sive levels may be indications not for sudden, but for gradual changes:
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Yet it is to be observed that with both [forte and piano] one should not fall sud-
denly from piano into forte but gradually strengthen the voice, and then again let
it drop, so that consequently, on those notes where such [effects] are needed
[N.B., not always] the piano before the forte [which comes] in the middle, and
[the passage] must again be ended with piano.'?
Thus, p followed by f followed by ff quite probably (though not, of course, necessarily)
implied a degree of crescendo poco a poco.'** Likewise, ff followed by f followed by p
quite probably implied a degree of diminuendo poco a poco. 12 Donington also quotes
Roger North from around 1695: “leam to fill, and soften a sound, as shades in needle-
WOl’k. 126
The dynamic level of each work, including movements, sections or numbers
within a work, was generally determined by the number and types of voices and
instruments used. Recalling Chapter I, “Caldara’s sacred works are predominantly in a
concertato style.”'>’ Bukofzer confirms the composition’s style and its effects upon
dynamics:
The development of the concerto shows the interactions between style and form
with particular clarity since it took place within a short time at the beginning of
the late baroque period. In order to understand the development we must
discriminate between three factors. The first is the device of opposed bodies of
sound which first appeared in the concertato style and then, as tutti-solo contrast,
became an important [dynamic] element of the late baroque concerto.'?
A significant clue to intended dynamic levels is given with the simple addition or
subtraction of voices and instruments which automatically produces changes in the
volume level. An obvious example would be the use of ripienists (the full ensemble,
turti) and concertists (usually one per part, sol/i). Sometimes the composer actually
indicates ripieno and concertist. Other times the markings piano (p) and forte(f) are used.

Piano is often written where the solo voice(s) enters, while forze is marked over all
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instrumental ritornelli and tutti sections. These marks were intended merely as a guide to
instrumentalists in their role as accompanists and should not be taken literally as terraced
levels of sound. Probably the findicated tutti while p indicated soli. It is this dynamic
instrumental guideline which is seen most often in the three Caldara works under
consideration, as shown in the following examples.

The beginning of the Magnificat uses full performing forces and should be
rendered with a comparably full sound. When the concertists enter, they are accom-
panied solely by the basso continuo, which automatically creates a softer volume
(see full score in Appendix A). In measure 14, the voices are accompanied by the alto
trombono, trombono II, cornetto and basso continuo (colla parte), in addition to the
violini duet. When the concertists enter (measure 27), the colla parte instruments drop
out. The violini play primarily during the vocalists’ rests until measure 55. At this point,
the concertists have a hemiola duet in long notes while the violini continue their dialogue
in eighth-note and sixteenth-note patterns. Therefore, it is possible that Caldara wrote
piano marks in the violini parts so the voices could be heard (see Example 23).

In measure 59, Caldara wrote forte marks in the violini duet even though
concertists are still being used. This most likely occurred for the following reasons:

1) second statement of the melodic material, 2) a third concertist was added, and 3) to
prepare for the ripieno entrance (see full score in Appendix A, measures 59-78). In
measure 80, Caldara wrote a forte where the word tutti appears. Since a forte mark
previously had been used, one presumes that Caldara thought the word tutti was
necessary to alert the instrumentalists and vocalists of the thicker sonority (see Example
24 after Example 23).
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EXAMPLE 23, Caldara, Magnificat in C, Jones edition,
Movement I, Measures 54-56

Similar dynamic occurrences are found in the (1724) Te Deum. In the opening
Allegro, Caldara scored only the basso continuo to accompany the two soprano lines.
The full instrumental forces begin in measure 3, which is not only a measure of rests for
the vocalists and continuo, but one measure prior to the choir’s tutti entrance (see full
score in Appendix A). The same dynamic contrast occurs in measures 15-26 (see full
score in Appendix A). Therefore, the dynamics are written in by virtue of the scoring.

In measures 28 and 29 Caldara wrote concertist over the solo entrances. The soli
are accompanied by the basso continuo alone, except for the addition of duetung violini
(measures 36-40) and solo trombono (measures 40-44). Once again, Caldara employs the
full instrumental forces as the ripieno choirs re-enter (measures 27-45). Caldara was
consistent in his use of soli instruments during concertists passages throughout the Te
Deum, the scoring indicating the intended dynamic levels.
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EXAMPLE 24, Caldara, Magnificat in C, Jones edition

Movement I, Measure 80
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The opening ritornello of the Dies irae presents a slightly different use of the forte

sign than in the Magnificat Caldara writes soli and also f'in the instrumental parts. The

soli instruments would naturally sound at a lower dynamic level than the tutti written in

measure 8. One assumes that Caldara wanted the soli instruments to produce a louder

sound quality for two reasons: 1) it was the opening of a long work and 2) by adding

the choir and the remaining instrumentalists, which automatically changes the dynamic

level, the tutti entrance might be less overwhelming (Number 1, measures 1-8).

Caldara designated soli/tutti and dynamic marks p/f in other measures of the Dies irae as

follows:

Number

10

11

14

17

Measure(s)
17 & 20

4,6,9,20 & 28

1,9, 13, 21, 29, 35, 45, 49
& 72

21

30, 41-42,4647,54-55 &
65-66

85

13,33 & 48
35

1
8

1

13,21,41 & 56
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Part(s)
Tutti Instruments

Twutti Instruments

Turti Instruments

Turti

Soli Vlns

Vins col basso, non forte

VinI& Vlal
VinI

Vinl & Vlal
Tueti

BC

Vial



Occasionally, Caldara wrote only the terms rurti and soli without any dynamic
marks indicated. Once again, the dynamics would most certainly contrast because of the
number and kind of performing forces. This type of example occurs in the following

measures of the Dies irae:

Number _Measure(s)
1 8
2 1
7 1,10,14& 15
10 1
16 1
17 1
18 1,8, 11,14 & 17

In addition to the use of Caldara’s dynamic marks and terms, proper balance of
the component parts (choir, soli, instruments) is an important element of dynamic
interpretation. Any polyphonic composition of an imitative texture is constructed of
thematic materials which need to be distinguished within the overall polyphonic texture.
For the structure to become comprehensible to the listener, dynamic emphasis on
imitative motives is necessary. Donington addresses the question of balance as follows:

In fugues and other more or less imitative music for example, there is a method of

bringing out an entry by performing it with somewhat more emphasis, signifi-

ficance and intensity, and only a little more actual volume; and this is usually
better than forcing the entry through with much more volume.
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But then the other performers should be withdrawing a little into relative insig-
nificance, in order to let the entry through. The more closely the entries follow
upon one another, the more necessary it is for each performer to get out of the
way of the next entry, so soon as he has made his own.'?

Several movements, sections and numbers within the three Caldara works contain

imitative writing and the need to achieve that dynamic balance. They are:

Work Movement (Section, Number) Measure(s)
Magnificatin C I 75-78

11 Throughout
(1724) Te Deum I 1&15-17

v 171-178 & 180-187
Dies irae 4 Throughout

7 10-30

12 Throughout

14 11-25 & 34-end

19 Throughout

Another aspect of balance in Baroque music is the relationship of the bass line to
the other parts. Based on writings concerning organ registratiorn in figured bass, it has
been determined that the bass line should hold a prominent position in the overall texture.
According to secondary sources such as Bukofzer and Donington, prominence of the bass
line 1s one of the most conspicuous characteristics of middle-to-late Baroque music.
Bukofzer states:

Melodies were increasingly conditioned by and dependent on the harmonic

accompaniment—a process that led finally to the homophony of the Mannheim

school. However, in late baroque music the homophony was held in check by the
continuo which preserved the dualistic conception of musical structure. The
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harmonic orientation was thus counter-balanced by the melodic orientation of the
bass. This most characteristic idiom may be designated as continuo-homophony
after its two constituent elements. . . . Continno-homophony originated in the
concerto style which must be regarded as the most significant stylistic innovation
of the late baroque period because it pervaded not only the concerto but also all
other forms of music, both instrumental and vocal. . . . In the allegro movements
the instrumental nature of the concerto style became particularly obvious in such
features as rapid tone repetitions, fast scale passages, and the wide range of the
themes. The rhytbmxc energy [and balance] manifested by the mechanical and
ceaselessly progr&ssmg beats was aptly described by North as the “fire and fury of
the Italian style.”*

Donington also states the importance of the bass or continuo line:
It is especially important to bring out the bass with a strength at least equal to the
upper parts, and to make a real melodic line of it. The entire texture and polarity
of mgft baroque music depends on this strength and melodiousness of the bottom
line.
Examples of a strong basso continuo can be seen in the three Caldara works listed (see
full scores in Appendix A):
Magnificat in C Allegro of Movement I, Movements I and IV
(1724) Te Deum All Allegro sections throughout
Dies irae Numbers 1, 3,6,8,11,12 & 1S5
The last area of this element of amplitude variation is that of the messa di voce.
According to Neumann:
Johann Andreas Herbst, in 1642 (Practica musica, 2) echoes Praetorius [in his
Syntagma musicum of 1619] in pointing to the orator, who has to move the
emotions (“Affecte moviren™) by (gradually) raising or lowering the voice and by
speaking lhere: softly, there loudly, and in demanding that a singer follow this
example.

Even though Caccini in Nuove musiche (1602) described a number of ways in

which the voice can and should be dynamically shaded, it was Domenico Mazzocchi who
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may have been the first to introduce symbols for dynamic shadings of a tone. Neumann
continues:

[Mazzocchi] used the letter “v” to signify a swelling on a tone (“sollevazione, ¢

.. . messa di voce™) and the letter “c™for (what is the more common meaning of

messa di voce) the gradual swelling then the very gradual diminishing “until the

sound is reduced to nil” (Madrigali, Preface). Girolamo Fantini, in his trumpet
school of 1638, also describes the swelling and tapering of the messa di voce that
he says is necessary for lengthy note—those that last for from one to four beats

(Modo per imparare, Preface).™>

Wolfgang Michael Mylius lists symbols p, pp, and ppp for different shades of
softness. He uses only ffor forte, yet cautions “that the transitions from soft to loud and
back to soft must be gradual, not sudden.”** Neumann writes about Mylius, “His tract
was widely used as a text (Rudimenta musices, chap. 5, n. p.).”'*’

In 1711, the great French gambist Marin Marais introduced the letter e for
signifying a crescendo (enfler le coup d’archet, swell the bowstroke). This is followed,
in 1712, by the Italian violinist Giovanni Antonio Piani’s published Vio/in Sonatas Op. 1.
Neumann observes:

In the preface to this work he explains his use throughout the volume of the three

modern (but blackened) wedge symbols for crescendo (-] ), decrescendo

(=), and messa di voce (eeusliiiiJs—). The idea apparently

originated the Michel P. Montéclair, who reports that M. des Planes approached

him for advice on how to mark these dynamic nuances and he, Montéclair,

suggested the wedges.'*
After studying the information concerning amplitude variation, I applied the use of open
(not blackened) wedges in the three Caldara works under consideration. Where and how
the wedges were used can be found in the preface of each full score in Appendix A.

In conclusion, many of the indications for Baroque dynamic contrast derive from

the music construction. Although directions are sometimes provided by the composer,
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the majority of compositions contain relatively few markings, or none at all. In the case
of the three Caldara works under consideration, various written dynamic indications are
given, providing a reliable starting point for the planning of an appropriate dynamic
scheme. The dynamic contrasts that are not marked should be decided after examining

the composer’s musical material.

Articulation and Phrasing

Articulation marks, like tempo and variation of amplitude, often are not indicated
in the skeletal Baroque score. Yet, the decision of which bow stroke or tonguing to use
to achieve the desired articulation is a vitally important one. This decision is an essential
part of playing expressively in the Baroque style. In addition, messa di voce (mentioned
in the previous section) was, perhaps, “the most distinguishing charcteristic of articula-
tion throughout the eighteenth century.”"’

So pervasive was this property of messa di voce to general articulation, it was
characteristic of all notes considered long in duration. Keyboard instruments involved in
basso continuo accompaniment accommodated the soloists’ messa di voce by a delay of
attack and early release of notes (organo) to avoid interrupting or interfering with the soft
beginning and ending of the crescendos and decrescendos.”® According to Donington:

[the messa di voce] was a familiar recourse of the virtuoso bel canto singers

already in the sixteenth century (since Caccini noted it in 1602 and probably

learned it from his revered teacher delle Palle); it was widely imitated by solo
instrumentalists like the trumpeter Fantini in 1638 (beginning long notes piano,
and then increasing up to half the length of the note, and with the other half

falling); and it was still in full fashion at the end of the baroque period and
beyond."**

Jean Rousseau, in Traité de la Viole (1687), states:
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The Playing of accompaniment must be linked with long strokes of the Bow
which follow one another without interruption of Sound, like an Organ Pipe, as
far as is possible, swellmg the Sound, and softening it acco as the Voices or
the Instruments require, particularly in grave or tender Pieces.'
Francesco Geminiani, in A Treatise of Good Taste . . . (1749), states:
Of Swelling and Falling the Sound. These two Elements may be used after each
other; they produce great Beauty and Variety in the Melody and employ’d
alternately, they are proper for any Expression or Measure. ™
Last, but not least, Roger North addresses the importance of messa di voce and its use by
singers and various instrumentalists:
THIS CONDUCETH much to the delight of musick; because it is a renewall, like
life after a swoning, or as in a dance, [when] the image goeth into the lontaine,
and then comes up againe and fills the eye; which is a most agreeable variety, and
that which makes the pipe or voice of a nightingale so much admired; will grow
lowder and lowder, and be draume out to amazement, but would be much more so
if it did not expire at the ackme, but sank againe gradually. The voice performes
the best; next wind musick, as trumpetts and hautboys; after them lutes and
viuolls, and particularly the violin, which is the nightengale of instruments. '
Articulation and Bowing Techniques
Bowing during the Baroque period, according to Elizabeth Green, was “on-the-
string,” in which the bow changes direction but keeps its contact with the string during
the change of stroke. The three most commonly used bowings of the period were the
long sustained stroke, the slur, and the detaché.'*® However, this has to be considered in
light of the pre-Tourte bow which could produce little pressure at its ends—thus causing
an aspect of separation between changes of bow strokes. A variety of articulation was
enabled through the changing of bow strokes which were decided by the metrical
grouping of notes.
According to Georg Muffat (1653-1704), downstrokes were used on strong or
“good” (n for nobilis) notes while upstrokes were used on metrically weak or “poor” (v
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for vilis) notes. His marks are similar to those still used today for downbow and upbow
strokes ( ™ and V ). Although some historians believe these symbols originated with
Muffat, others believe these principles of Baroque bowing were established by Jean-
Baptiste Lully (1632-1687).

Orchestral playing, in general, relied upon crisp, clean articulation. Basically, two
styles were present: 1) French style (Muffat) of the downbow on the downbeat rule and
2) Italian style (Michel Corette) which makes use of alternate strokes generally without
retaking the bow.'** Since Caldara was a transplanted Italian, it serves to reason that he
would have been more influenced by the Italian style. As long as a clean, clear and crisp
articulation is used without destroying the legato (cantabile) ideal quality, it would be
possible to apply either style. In modern performances, a simple alternation of
downbows and upbows (unless this practice results in incorrect accentuation) should be

maintained wherever possible (see Examples 25-27).

EXAMPLE 25, Caldara, Magnificat in C, Jones edition,
Vlns I & II, Movement I, Measures 9-14

EXAMPLE 26, Caldara, (1724) Te Deum, Jones edition,
Vios I & IT, Measures 58-61
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EXAMPLE 27, Caldars, Dies irae, Jones edition,

Number 3, Vias I & II, Measures 1-2
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Another articulation factor to consider is the slur. Donington refers to the slur as
“srouping by ligatures.”'*> He continues:

. . . the slur occurs in baroque music with increasing frequency. It may be used to

tie notes; to show extreme legato (especially one bow or breath, or one word in

singing); to show separate notes grouped in one phrase; and in conjunction with
dots or dashes, to show separate notes taken in one bow.'*

According to Donington’s quote of John Playford (1674):

A Tye is of two uses; first, when the Time is broken or struck in the middle of the

Note, it is usual to Tye [notes across a bar-line, where earlier baroque notation

would have divided the note-form with the bar-line, or put a dot after the bar-

line]. The second sort of Tye is, when two or more Notes are to be Sung to one

Syllable, or two Notes or more to be plaid with once drawing the Bow on the Viol

or Violin.'¥’

Caldara’s notation still included the earlier Baroque practice of putting a dot after
the bar-line, although he did include the second sort of tie mentioned above in vocal and
instrumental parts (see Examples 28 and 29).

Woodwind and brass instruments follow the same basic articulation as the string
instruments. Every note should be tongued separately, except where notes are marked

with a slur, (usually no more than two notes are slurred), in which case only the first note



EXAMPLE 28, Caldara MS, Magnificatin C, Sop Con,
Movement I, Measures 55-57

EXAMPLE 29, Caldara MS, Magnificatin C,
Vin I, Movement I, Measures 4-5

is tongued. Tonguing, like bowing, should be legato, not staccato. By unifying the arti-

culation, a cleaner and more precise performance will be produced.

Phrasing
The twentieth century understanding of phrasing is “A term used for short musical
units of various lengths, generally regarded as longer than a motif but shorter than a
period . . . ‘phrasing’ is applied to the subdivision of a melodic line.”'*® In the Baroque,
rather than large units of music, attention was given to smaller units. Yet, according to

Donington, “phrasing must be audible™:'*’
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Good musicians have generally an excellent “sense” of where one phrase ends

and another begins. But it is of the utmost importance in baroque music to make

the separation between phrases plainly audible to the listener, either: (1) by a

very appreciable silence taken out of the note before; or (2) by a more conspic-

uous silence not taken out of the note before, but inserted as stolen time.'
But, how much separation there should be between phrases is debatable. Generally, the
rise and fall in the dynamic contour of a2 musical line is one of the most effective means
of phrasing. Through the use of messa di voce, a slight increase in sound moving toward
the peak of a phrase, and a slight decrease moving away from the peak toward the phrase
end 1s desirable. Excessive dynamic contrasts should be avoided. A subtle tempo varia-
tion also may help to define phrase structure. A slight stretching of the tempo at phrase
endings provides a relief from the steady driving quality of most Baroque rhythms. Yet,
it 1s this steady drive to cadences that characterizes Baroque music. Of utmost impor-
tance is “subtlety’ so that the listeners will not be consciously aware of these tempo and
dynamic changes.

Conclusion

In conclusion: sonority, size and composition of performing forces; ornamenta-
tion and rhythmic alteration; tempo and meter; dynamics; and articulation and phrasing
all contribute to a historically informed performance of any early music work. Ulti-
mately, a historically informed performance will be the product of the conductor’s study
of all aspects discussed in this chapter, enhanced by one’s subjective responses to the
information.

In agreement with Frederick Neumann’s preface to Performance Practices of the
Seventeenth and Eighteenth Centuries:
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A “historically informed” performance is by necessity a mixture of factual
knowledge and educated guesses. While we must never cease to search for all
available historical information, this information remains fragmentary and often
ambiguous. The performer’s artistry, taste, and musical intelligence must always
supplement the scaffolding of historical information in order to bring an “early”
work to life."*!

Johann Mattheson provides credence to Neumann’s statements in his 1739 tract entitled

Der vollkommene Capellmeister:

Rules are relative, not absolute. . . . Interpretation is a matter of taste and thus
subject to change. . . . The rule of nature, in music, is nothing but the ear. 152
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CHAPTERIV
CONDUCTING ANALYSIS

The final aspect in the development of a conductor’s guide to the performance of
Antonio Caldara’s Magnificat in C, (1724) Te Deum and Dies irae is a discussion of
general and specific elements that relate to the aural presentation of the music. The
information presented in the previous chapters has established the stylistic boundaries of
the three works under consideration. Certain performance guidelines and conclusions
may be derived from these chapters to aid the conductor in making musical judgments.
These judgments are the essence that breathes expressive life into the notation Caldara
has provided. This is not to say that the elements considered here constitute the only
stylistically acceptable performance method. Each performance will be unique because
of different performing forces, performance halls and conductors. Yet, it is important for

each performance to strive to maintain certain boundaries of style.

Arrangement of Chorus and Orchestra
As specified in Chapter III, Caldara’s Magnificat in C consists of a choir of 24-32
voices (including five concertists) and 28 instrumentalists (see Chapter III for specific
instrumentation). The total forces are divided in a number of ways throughout the work,
with varying combinations of voices and instruments producing broad contrasts between
the different movements. Because the instruments play colla parte with the voices in
three of the four movements, it is advisable to place the voices either in sections behind
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or surrounding the instruments that double their parts. If acoustically possible, the
concertist singers should be arranged either in a group towards the middle front of the
chorus (see Diagram 1) or slightly in front of and between the string sections (see
Diagram 2) to avoid being completely separated from the main choral body.

DIAGRAM 1, Arrangement of Chorus and Orchestra
for Caldara’s Magnificat in C

Abbreviation Kev
Clarino Trumpet - Clno Tympani -Tmp
Trumpet - Tpt Organ - Org
Comett - Cm Harpsichord - Hps
Trombone - Tbn Concertist - Con
Alto Trombone - A Soprano - Sop
Violoncello - Vic Tenor - Ten
Double Bass - DBs Bass - Bs
Bassoon - Bsn Conductor - Cond
Theorbo - Theor
Tpt
I O
Chno I A Tbn
I I
1]
Tmp Org
Hps Sop1
Sop II Ten
Con
Alto Con Con Bs
Vin 1
Con Vic Con
Vin I Bsn Theor DBs
Cond
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DIAGRAM 2, Arrangement of Chorus and Orchestra

for Caldara’s Magnificat in C
Tpt
I 1
Clno I A Tbn
I I
1§
Tmp Org
Hps
Sop I
Sop II Ten
Con
Alto Con Vinl Con Bs
Vine
Con Theor
Con
Vin I Bsn DBs
Cond

Of special interest in the preceding examples is the placement of the first and second
violin sections. To achieve an optimum performance balance of the Magnificat and the

Dies irae, it may become necessary to place the lower voices (altos and basses) closer

than the higher voices (sopranos and tenors) to the audience. To keep a similar orchestral
voice placement, the two violin sections would exchange places. However, this decision
should be based on the acoustics of the performing space, the personnel involved, voice
quality and the overall balance between the choir and orchestra.

The arrangement of the chorus and orchestra for Caldara’s (1724) Te Deum

would be quite different from the Magnificat because it is scored for double choir, eight

concertists and two orchestras (as noted in Chapter III). Two cometts and two violas are
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used solely for colla parte, while the clarino trumpets and violins are used as obbligato
instruments. Because there are few fully orchestrated measures where no instrument
plays colla parte, the logical solution would be to place orchestras I and IT on opposite
sides of center, the singers interspersed around their colla parte instruments and the
concertist ensemble in one of two possible arrangements (see Diagrams 3 and 4).

DIAGRAM 3, Arrangement of Chorus and Orchestra
for Caldara’s (1724) Te Deum

Tbn Thbn
Tpt Tpt
Cmn Crm
Clno Clno
Org
Tmp
Hps
Bs O Bs 1
Ten O Ten I
DBs II DBs I
Con Con Con Con
Vinc I Vinc I
Alto II Con Viall Vial Con Alto I
Vin I Vin 1
Sop I Con Con Sop I
Cond
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Alto I

Sop II

DIAGRAM 4, Arrangement of Chorus and Orchestra
for Caldara’s (1724) Te Deum

Tbn Tbm
Tpt Tpt
Cm Cm
Cino Clno
Org
Tmp
Bs I Bs I
Hps
Ten O Ten I
Con Con
Con VincHl Dbs I DbsI VincICon
Via 1 Vial
Con Vinll Vinl Con
Con Con
Cond

Alto 1

SoplI

Because the Dies irae is not scored for winds or percussion (except for the two

clarno parts in Number two), the choral/orchestral arrangement would be quite different

from the two previously mentioned works (see Chapter III for specific scoring). It is

recommended to position the singers and concertists with their colla parte instrument

sections, as seen in Diagram 5 (see next page).

Conducting Details

In performing, the conducting gesture should express the composer’s notated

musical ideas, sentiments and attitudes and, also the conductor’s interpretation based on

her/his knowledge of performance practices. Specific conducting gestures will be
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DIAGRAM 5, Arrangement of Chorus and Orchestra
For Caldara’s Dies irae

Cino 11 Cino I
Org
Sop I
Hps Sop I Ten
Con Con
Con Con
Alto VinI Via
Con Bs
Con Vinc I Con
Vin IO Vinc I DBs
Cond

addressed for the following areas: 1) Preparations, 2) Subdivided Cadences, and 3) Messa
di voce. Two details will be used to promote the three areas mentioned above: 1) the
most efficient use of the conductor’s arms, hands and body within the musical time and
space allotted and 2) achieving from the performing forces a response that stays true to

the performance practices discussed in Chapter III.

Preparation Gestures
Everything about conducting is preparatory in nature. Therefore, the conducting
gesture must reflect, in advance, ensuing functions and attributes. For example, if a large
choral/orchestral entrance is to be loud, strong and slow (as in Caldara’s Magnificat), the

breath preparation gesture must be large, strong and slow in order to achieve the desired
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result. On the other hand, if the conductor’s gesture is small, light and quick, the
ensemble would not produce the desired result for the above-mentioned entrance. The
dynamic level, character of the sound and size of the performing forces that initiate the
sound should all be indicated by the size, strength and tempo of the gesture for breath
preparation. The tempo and length of the rebound indicate the tempo of the music. The
strength indicates the necessary dynamic level and the size of the performing forces. The
nine breath preparation gestures to be discussed are not all inclusive. They do, however,

give an accurate overview for the three Caldara works under consideration.

Breath Preparation
In the opening Grave (measures 1-7) of the Magnificat, a sharp downbeat

followed by a strong, long, fairly slow rebound is needed. The gesture (Gesture #1) will
ensure enough breath to provide a powerful opening proclamation, which is sounded by
the total performing forces. The opening measure of both Numbers seven and sixteen in
the Dies irae requires a similar breath preparation gesture (see full score in Appendix A).

Two additional breath preparation gestures are suggested for the Allegro of the
Magnificat (measures 8-93). To establish the “dance-like” character, to accommodate the
playful sixteenth-note patterns in the obbligato violin parts and to reflect the meaming of
the text (My spirit has rejoiced in God my Savior), the gesture (Gesture #2) should be
light, fairly quick, medium in size and not too far away from the body. The quick, light
motion indicates a quick abdominal breath for the singers in measure 14, while the
necessary dynamic level for all performers is established in the size and placement of the
gesture. Similar breath preparations are needed for the following places (not all-

inclusive):
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Te Deum, Gesture #2

Measure Beat Part(s)
31 1 Sop1Con
31 3 Alto I Con
36 3 Bs Con
35 4 Vinl & II
40 2 Tbn I
58 1 Vinl
Dies irae, Gesture #2
Number Measure Beat Part(s)
2 1 prep. for 1 Clnol & II & BC
8 3 Alto Con
8 15,28 & 44 I Sop Con
15 1 prep. for 1 BC
12 3 Sop Con
17 1 prep. for 1 BC & Vlall
1 1 Vlial
7 3 Bs Con
14 1 Bs Con

The next gesture (Gesture #3) needs more strength throughout the entire right arm to

prepare performers for a long melismatic passage such as the one occurring in measures

38-42. Similar breath preparations are needed for the following place (not all-inclusive):
Dies irae, Gesture #3

Number Measure Beat Part

15 12 3 Sop Con

The breath preparations needed in Movement II of the Magnificat require a more
gentle approach. The continuo instrumemtalists need a small but clear beat four for the
initial entrance, as does the alto concertist in measure six (Gesture #4). The alto
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trombone’s entrance requires a similar gesture on beat two of measure one. The long
melismatic passage, however, which begins in measure three requires a different
preparation. This gesture (Gesture #5) is not as “dance-like” as the one mentioned in the
examples above. In this case, a gentle approach is still needed. The ictus of beat two
must show a more expanded breath by using an expanded hand lifting directly in front of
the diaphragm area of the body. This gesture enables the instrumentalist to take the
proper amount of breath needed to articulate the long passage. Similar breath preparation
gestures are needed for the following places (not all-inclusive):

Magnificat, Gesture #4

Movement _ Measure Beat Part
II 1 2 Alto Tbn
6 4 Alto Con

Te Deum, Gesture #4

Measure Beat Part

122 1 Bs I Con

129 2 Ten I Con

142 1 TenII Con& Vlall

Dies irae, Gesture #4

Number Measure Beat Part
7 10 2 Sop II Con
8 15 1 Sop I Con
85 1 Ten I Con
13 12 3 Alto Con
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Magnificat, Gesture #5

Movement  Measure Beat Part
I 9 1 Alto Con
12 2 Alto Tbn

Te Deum, Gesture #5

Measure Beat(s) Part
33 1and 3 Alto I Con
36 3 BsICon
64 1 Clnol
78 1 Alto [ Con
Dies irae, Gesture #5

Number Measure _ Beat Part

8 98 1 Alto Con
10 40 1 Sop I Con
12 12 3 Sop
13 33 1 Alto Con

Because Movement 11 of the Magnificat is in motet style with a long half-note rhythmic

pattern leading to the end of each imitative point, the breath preparation gesture must

incorporate a fairly long rebound. Unlike the first preparation gesture discussed in this

chapter, this one (Gesture #6) must immediately show forward motion in each voice part

before preparing the next voice entrance. To accomplish this task, the gesture should be

smooth and connected in a more horizontal fashion, allowing the wrist to lead the

forearm and hand from side to side as if slowly polishing a table top. Similar breath

preparations are needed in the following places (not all-inclusive):

Te Deum, Gesture #6

Measure Beat Part
1 prep. for 1 BC & Sop1
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I 1 SopII
14 4 SoplI
15 1 Sop I
16 2 Alto1
Dies irae, Gesture #6
Number Measure Beat Part
4 1 prep for 1 Bs
3 SopI
4 Alto
8 1 Bs
2 Alto
3 Sop II
5 35 I BsI
36 1 BsI
57 1 Bs1
12 1 1 Sop
2 1 Alto
3 1 Tenl
4 1 Ten I
7 3 Bs
14 10 prep for 1 Bs
13 3 Sop I
33 3 SoplI
36 1 Bs
3 Ten I

Similarities between Movement [V of the and the A/legro of Movement I in the
Magnificat are the tempo marking and the “dance-like” motive in the violin parts.
Therefore, the preparation gesture needed to begin Movement [V is similar to the one
used for the Allegro of Movement I. Considering the differences: that Movement IV is
the final movement of the entire work, that it is scored for full orchestra throughout, and
that the text means “As it was in the beginning, is now, and ever shall be. Amen,” it is
clear that the dynamic level must be increased. The breath preparations for the down-
beats of measures 1-3 must build through more gestural strength and an increase in pat-
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tern size. Because the Magnificat is the only one of the three considered works that ends
in the manner mentioned above, this type of preparation gesture is not applicable for the
Te Deum or the Dies irae.

The breath preparation gesture is often shown in combination with a release ges-
ture in order to communicate both in the most efficient manner. This can be more

readily comprehended in the following discussion of the stopped beat.

Stopped Beat
The purpose of the stopped beat is to clear the air of any motion in order to

prepare the performing forces for one of the following: 1) a release followed by a breath
or 2) an exact release of a dotted rhythm (Gestures #7 and #8). The opening two mea-
sures of the Magnificat contain both examples (see full score in Appendix A). A separa-
tion is needed between the two Magnificat statements; thus, a clean release of the ¢ and a
breath must be communicated. The conductor must stop on the ictus of beat one in mea-
sure two, raising the wrist for the release preparation, following directly in front of the
diaphragm with a sharp, yet powerful rebound that accommodates the breath. The result
will be a clean ¢ release and enough breath to begin the second Magnificat on beat two.

Similar stopped release-breath preparations are needed for the following places (not all-

inclusive):
Magnificat, Gesture #7
Movement _ Measure Beat _ Part(s)
I 3 2 Tutti release, Alto Con entrance
v 7 2 Tutti Voices
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Dies irae, Gesture #7

Number Measure Beat _Part(s)
1 26 2 Turti Voices
7 9 4 Tutti release, Sop I Con entrance
9 2 4 Tutti
4 4
11 9 4 Sop II, Alto, Ten, Bs, Vla & VicI
14 3 Tutti Voices, Vlia & Vic 1
16 9 4 Turti Voices, VIn [, I & Vla

The second example of the stopped beat (exact release of dotted rhythms) also occurs in

measures one and two of the Magnificat On beats three and four of both measures, an

over-dotted quarter note is followed by a shortened eighth note (see full score in

Appendix A). The gesture for the release of the dotted notes will be clear if the con-

ductor stops on the ictus of beat four followed by a sharp, quick, controlled rebound (see

Diagram 6).

DIAGRAM 6, Caldara’s Magnificat in C, Movement I, Measure 1
Conducting Pattern, Stopped beat release of dotted rhythm

“I* Quick, sharp, weighted beat
= and rebound
Stop .~
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Similar places occur in the opening two measures of Numbers seven and sixteen of the
Dies irae. Note that the stopped beat occurs on beat four in measure two and the rebound
occurs precisely on the second half of the beat, since the third beat is not over-dotted (see

full score in Appendix A). Further examples are as follows:

Magnificat, Gestare #3
Movement  Measure Beat Parts
v 3 1 Voices, Winds, Brass & Tmp

Dies irae, Gesture #8

Number Measure Beat(s) Parts
3 4 4 Voices
6 3 4 Alto Con & Vic
9 5 2 Tutti

10 1 3 Strings

The stopped beat is only one type of release preparation gesture. One of the most
commonly used gestures is the preparation for release on a rest, as discussed in the

following section.

Preparation For A Release On A Rest

As discussed in Chapter I, text pronunciation in a clear and oratorical fashion
was considered an important ethic of Baroque performance practice. The text will be
greatly enhanced if final consonants are accurately released. This becomes readily
apparent when the release falis on a rest. An example of this occurs in the Movement I
Allegro of the Magnificat, measure 15. If the conductor shows, on beat two, the
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preparation for release of the s sibilant for the voices, the release will occur precisely on

the eighth rest which begins beat three. The preparation gesture (Gesture #9) should

simply be a slightly weighted lift of the back of the hand, wrist and forearm in the

direction of beat two. As soon as beat three is “touched,” the release will occur

simultaneously. The quality of the release (tempo, dvnamic level and character) will all

be determined by the quality of the preparation gesture. Similar release preparations are

needed for the following places (not all-inclusive):

Movement

Magnificat, Gesture #9

Measure Beat Parts

59 2 Sop & Ten Con

11 1 Voices, Vin I & Alto Tbn

Te Deum, Gesture #9

Measure Beat Part(s)

10
14
20
106

Number

Sopl& II

Choir I

Choirs [ & I1

Tutti except BC

Choir I, using the hand
nearest Choir |

BN ==t L) L)

Dies irae, Gesture #9

Measure Beat Part(s)

ESowauio—

23 Voices

68 Cino I

12 BsI&II

3 Tutti

Voices

Voices

Tutti except VIn I & 11

111

2

L.
= NN AEWN S

[3S 2 V%
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Though the preparation gestures thus far discussed are not all-inclusive, they
provide the conductor a solid beginning with which to study the gestural communication

process for the three Caldara works under consideration.

Subdivided Cadences

Subdivision of the beat at sectional or final cadences is not always a necessity,
though there is justification for doing so when slowing the tempo in preparation for a new
section or when conducting final appoggiatura trills. Either of these situations may also
contain a fermata over the final chord of the cadence.

The first example occurs in Movement I, measures six and seven of the
Magnificar. Both of the situations mentioned above and a fermata are contained therein
(see full score in Appendix A). By subdividing measure six with precise angular
medium-size beats, the conductor can clearly indicate a slowing of the tempo and the
exact placement of the appoggiatura trills. Both measures are preparatory for the 3/4

Allegro section to follow. Similar subdivided sectional cadences occur as follows:

Te Deum
Measure Part(s)
91 Choirl & BC
100 Choirs [ & II, VIn I & I & BC, no mill
161 BC, no trill
166 Choirs [ & II, VIn I & II & BC, no tnill

The second example occurs at the penultimate measures of Movements [ and IV
in the Magnificat Both contain the same two types of subdividing situations mentioned

above, except that the quality of the subdivision (size and strength) must also depend on
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the character of the entire movement or number and where the movement or number
occurs in the work as a whole. Because Movement IV is the final movement in the
Magnificat, the subdivision for its penultimate measure should be larger and stronger
than the gesture in the corresponding measure of Movement I. As long as the quality of
the subdivision reflects the aspects mentioned above, the following penultimate measures
could be subdivided:

Magnificat - Movement [II

Te Deum - the last section, measure 198

Dies irae - Numbers 3, 4,6, 7,9, 12, 14, 16, 17, 18 and 19

The third example occurs in the last measure of Movement II in the Magnificat
The subdivision of the beat is most helpful for the appoggiatura trill and a slight slowing
of the tempo going into the fermata. However, if the subdivision and slowing were to
occur in the penultimate measure, the melodic material would become uncharacteristic
because the alto trombone is finishing a running sixteenth-note pattern which drives to
the cadence (see full score in Appendix A).

Messa di voce

As discussed in Chapter III, messa di voce is used as a variation of amplitude,
necessitating incorporating it into the conducting gesture. Messa di voce may also be
used in guiding correct syllabic stress which moves toward the end of the text phrase and,
In turn, moves toward the end of each movement or number.

An example of the latter may be seen in the first Movement (measures 3-4) of the
Magnificat The text for the alto and soprano concertists consists of a partial phrase (4-
ni-ma me-a) and a complete phrase (4-ni-ma me-a do-mi-num). The conductor must
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show a small messa di voce with the left hand and arm on the syllable me in the partial
phrase (measure 4 alto, beat 1 and soprano, beat 3) and a stronger one on the syllable do
in the complete phrase (measure 5 altos, beat 3 and measure 6 sopranos, beats 2-3). The
messa di voce gesture is indicated by shaping =<<<_ with the index and middle finger
moving slightly forward, indicating a “blossom”™ of sound. It is immediately followed by
bringing the < towards the conductor, indicating a “decay” of sound. Since the
baton is in the right hand, it is not possible to show a decrescendo sign with the fingers of
the left hand. The syllabic stresses in 3/4 meter will occur most often on the down-beats.
Exceptions may be within cadential measures or measures with text repetition. Further
examples of text stress occurring on beat two, leading through beat three to beat one of
the next measure may be seen in measures 19-20 and 23-24. The use of the messa di
voce will sound appropriately if gesturally guided with the left hand and arm in the
following situations (see full scores in Appendix A):

1. on the dotted notes (crescendo to the dot, then quickly decay the sound),

Magnificat
(Not all inclusive)
Movement __ Part(s) Measure(s)  Beat
[ Tutti 1&23
Sop Con 28,32&38 1
Bs Con 43 & 46 1
44 3
Ten Con 55,56 &£58 1
Alto Tbn, Cm, Sop, Alto 79 |
Turti except for Vins, Tpts & Tmp 81 1
I Alto Tbn 1 3
Alto Con 7 1
BC 15& 16 1
I Sop & BC 2
Alto & BC 4 1



Ten 6 1
Bs & BC 8 1
v Turti except Vins 3 1
SATB & Alto Tbn 4 1
Te Deum
(Not all-inclusive)
Section Part(s) Measure(s)  Beat
V1 Sopl& Cm 2 1
Choir II 8 3
Chorr I 10 3
7111 Sop, Con & BC 28 3
v Sopl& Tenl 48 1
Alto I, Bs I & Choir II 48 2
v BC 54 & 55 1
Clnol &I 68 3
Clnol &I 69 1
11 Bs I 104 1
SopIl & Bs II 107 ]
SopICon & BsICon 121 & 122 1
v Choirs[& II, VInI & I 166 3
Dies irae
(Not all-inclusive)
Number Part(s) Measure(s)  Beat(s)
1 Ten 14 1
Sopl 15 1
Twtti Voices 26 3
2 Clnol& Il 1,2&3 2
3 Sop[ & II Con & Bs Con 4&5 3&1
5 BsI& II Con 36 & 37 1

Bs II Con 38
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6 Alto Con 3&4 3&1

7 Turti Voices 2 3
8 Sop Con 16 1
9 Sop 11, Alto, Bs, VInII, Vla, VicI
& BC 3 1
10 ViInl&II Vial, VicI & BC 1 3
Sop Con 14 1
11 Tutti Voices 8 1
13 Alto Con 31 1
14 Bs 11,12&13 1
15 Sop Con 3&9 1
17 Ten Con 13 2
18 Tutti except BC 3 1

2. when several notes occur on the stressed syllable, crescendo to the last
possible beat of the syllable, then decay the sound;

Magnificat
(Not all-inclusive)

Movement _ Part(s) Measure(s) Beat Word
I Sop Con 3942 1 generationes

Bs Con 51-55 1 nomen

Bs 76-77 1 potentiam
I Alto Con 9-11 4 exultavit
v Sop 15 1 amen
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Te Deum
(Not all-inclusive)

Section Part(s) Measure(s) Beat Word
701 Bs1I 24-25 1 gloriae
74811 SopICon 32-33 1 candidatus
33-34 3 laudat
Bs I Con 37-39 1 confitetur
v Alto I Con 78-80, 83-84 1
& 85-87 gloriae
anv SopII 175-176 1& 3 aeternum
Dies irae
(Not all-inclusive)
Number Part(s) Measure(s) Beat Word
1 Ten 16 1 Sibylla
Sop, Alto &
Ten 29 3 discussurus
2 Alto Con 29 1 omnes
3 Bs Con 27 3 Judicanti
4 Ten 19 1 Judicetur
5 Bs I Con 44 3 remanebit
6 Alto Con 7 3 patronum
7 Sop I Con 14 1 pietatis
12 Sop 17 4 igne
Ten 24 3 perenni
15 Sop Con 15 1 mei
18 Sop I 20 3 requiem
19 Sop I 3 3 amen
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3. over tied notes (crescendo the sound to the second note tied across the bar-
line, then decay),

Magnificat
(Not all-inclusive)

Movement __ Part(s) Measure(s) _ Word(s)

[ Sop Con 54-57 Et mi-sericordia
88 Sop 34 puerum
Bs 19-20 suae
Te Deum

(Not all-inclusive)

Section Part(s) Measure(s)  Word(s)
I1 Alto 11 9-10 potestates
1 Sop II 15-16 Sanctus
v Vin I 63-64 &
64-65

/1 Clnol&Il 110-113
v TenI& Vlal 175-176 aeternum

Dies irae

(Not all-inclusive)

Number Part(s) Measure(s) Word(s)_
1 Sop II 11-12 Javilla
Ten 15
2 Alto Con 12-19 sonum

Vinl & II 1-4

(")

4 SopI 1-2 & 34 Liber, scriptus
Bs 29-33 Judicetur
5 Bs1Con 59-62 remanebit



6 Alto Con 6-7 patronum

7 Vinl &I 24-29
8 Vin I 2-3
Ten I Con 86-87 sedisti
10 Alto Con 22-25 sup-plicanti
1 Vinl 1-7
SopI 89 absolvisti
12 BC 4-5 & 5-6
Bs 4-5&5-6 perenni, ne
13 Alto Con 33-37 statuens
14 Ten 14-15 Voca
Bs 52-55 benedictis
17 Vial 1-5
Bs Con 4144 parce

4. while sustaining a fermata, crescendo slowly to the penultimate beat, then
gradually decay.

Magnificat
(Not all-inclusive)
Movement Part(s) Measure
I ClnoI &I, Tpt 1 & II, Tmp
& BC 94
III Voices & BC 59
Te Deum

(Not all-inclusive)

Section Part(s) Measure(s)
v . Sop, Ten,Bs I & BC 92
17 Turti 100
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v Tutti 167 & 199

Dies irae
(Not all-inclusive)

Number Part(s) Measure
1 Vinl & II 31
3 VinL, 1 & BC 32
4 Tutti 34
5 Vilal, I & BC 80
6 ViaII & BC 23
7 Tutti 31
8 VinI& I & BC 116
9 Tutti 8

11 Strings & BC 31

12 Tutti Voices & BC 27

14 Vinl & I 10

Tutti 56

15 Vic & Org 17

16 Tutti 12

17 Vlal & II, Vic & Org 65

18 Tutti 21

19 Tutti 12

Within each section of each movement, the messa di voce should be applied and

shown in the conducting gesture as follows:
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1. Using the left hand and arm to indicate the blossom and decay.

[

Stretching between the hands, enabling the blossom to occur.

3. Gradually making the beat pattern smaller and closer to the body,
enabling the decay to occur.

4. A hierarchy of messa di voce growing to the most important word in
each text phrase and then lessening to the end of each text phrase.

5. A hierarchy of the above mentioned text phrases growing towards the
end of each section.

After the decay, the quality of the conducting gesture should be different in order to
change the dynamic level from the previous section(s).

The ideas about specific conducting details which have been discussed serve only
as suggestions for a conductor’s preparation and performance of the three Caldara works
under consideration. A conductor with flexibility will be able to communicate the
demands of the music when applying the suggested procedures, thereby yielding a

performance stylistically appropriate and musically motivating.
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SUMMARY AND CONCLUSION

The purpose of this study has been to provide information on the life and works of
the late Baroque Viennese composer, Antonio Caldara; introduce three of his little known
but artistically high choral/orchestral works; address and apply appropriate Baroque
performance practice and produce a guide, which will enable the conductor to prepare

successful rehearsals and performances of the Magnificat in C, (1724) Te Deum and Dies

irae.

The first chapter focused on the historical background of Caldara as well as the
following three sacred choral genre: Magnificat, Te Deum and Dies irae. The second
chapter provided a comparison of Caldara’s Magnificat to other Magnificats of the time,
a complete compositional analysis of the three works under consideration and addressed
discrepancies between the available published editions and Caldara’s original manu-
-scripts. The third chapter discussed Baroque performance practice information based on
primary and secondary sources and applied this information to the three Caldara works
under consideration through the musical elements of sonority, composition, size,
ornamentation, rhythmic alteration, tempo, meter, variation of amplitude, articulation and
phrasing. The fourth and final chapter presented general and specific elements within the
art of conducting that will guide the conductor towards a historically informed perform-

ance of the three Caldara works under consideration. A conductor should remain flexible
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when applying these elements, and should be prepared to make adjustments if the
resulting musical sound warrants it.

Finally, it is my hope that this study will provide encouragement to conductors to
seek out unfamiliar choral works not only by Caldara, but also perhaps by other little- or
well-known Baroque composers. Only through in-depth score study and analysis as well
as historical research can conductors continue to grow and present historically informed

performances that are musically satisfving and styhstically approprniate.

294



SELECTED BIBLIOGRAPHY

Apel, Willi, ed. Harvard Dictionary of Music, Second edition. Cambridge,
Massachusetts: harvard University Press, 1969.

Amold, F. T. The Art of Accompaniment from a Thorough-Bass. London: Oxford
University Press, 1931.

Blume, Friedrich, ed. Die Musik in Geschichte und Gegenwart, Band X. Kassel:
Barenreiter, 1962, 645.

Boyden David. Dynamics in Seventeenth and Eighteenth Century Music. Essays on

Music in Honor of Archibald Thompson Davison. Cambridge, Massachusetts:
Harvard Univeresity, 1957.

Bukofzer, Manfred. Music in the Baroque Era. New York: W. W. Norton and Co.,
1947.

Caccim, Giulio. Le Nuove Musiche. Florence: I Marescotti, 1602. Translated and
edited by H. Wiley Hitchcock. Recent Researches in the Music of the Baroque
Era, Vol. 9, Madison, Wisconsin: A-R Editions, Inc., 1970. Facsimile edited.
Francesco Vatielli. Rome, 1934.

Carse, Adam. The History of Orchestration. New York: Dover Publications, 1964.

Cyr, Mary. Performing Baroque Music. Oregon: Amadeus Press, 1992.

Dawvis, Oma Gner. A Selected Annotated Bibliography of Te Deums in The Library of
Congress, And a History of This Hymn in ceremonial Music Since 1600. Ph.D.
dissertation, University of Iowa, February, 1967.

Donnington, Robert. Baroque Music: Style and Performance. New York: W. W.
Norton and Co., 1982.

. The Interpretation of Earlv Music. London: Faber and Faber, 1963.

. A Performer’s Guide to Baroque Music. New York: W. W. Norton and
Co., 1973.

295



Eder, Terry Edward. 4 Conductor’s Guide to the Performance of Cantata No. 21, Ich
hatte viel Bekiimmernis, by Johann Sebastian Bach. Unpublished C.M.A.
dissertation. University of Oklahoma, 1979.

Eitner, Robert. Caldara. Quellen-Lexicon der Musiker und Musikgelehrten. Vol I1,
1947, 272-279.

Fellerer, Karl Gustav. The Historv of Catholic Church Music. Translated by Francis H.
Brunner. Baltimore, Maryland: Helicon Press, 1961.

Fissinger, Edwin Russell. Selected Sacred Works of Antonio Caldara. Unpublished
D.M.A. dissertation. University of Illinois, 1965.

Freeman, Robert. Review of Antonio Caldara: sein Leben und seine venezianisch-
romischen Oratorien by Ursula Kirkendale. Notes, June, 1969 720-722.

Frotschel, James Erwin. Part I: Doctoral Essay. The Study and Performance of Three
Extended Choral Works: Mass in G by Francis Poulence, Missa Brevis by
Dietrich Buxtehude, Stabat Mater by Antonio Caldara. Unpublished Ph.D.
dissertation. University of Iowa, 1960.

Fuller-Maitland, John Alexander. The Age of Bach and Handel. Vol. IV: Oxford
Historv of Music. Second edition. London: Oxford University Press, 1929-1938.

Gleason, Harold. and Becher, Warren. Music Literature Qutlines Series II Music In The
Baroque. Third Edition. Van Nuys, California: Alfred Publishing Co., Inc.,
1980.

Gray, Cecil. Antonio Caldara (1670-1736). Musical Times. LXX, 1929, 212-218.

Green, Elizabeth. Orchestral Bowings. Ann Arbor: Campus Publishers, 1973.

Greenwood, Barrie L. Antonio Caldara: A Checklist of his Manuscripts in Europe,
Great Britain and the United States of America, Studies in Music, No. 7, 1973,
2842

Grout, Donald J., and Palisca, Claude. A Historv of Western Music. Fourth Edition.
New York: W. W. Norton and Co., Inc., 1988.

Harnoncourt, Nikolaus. Baroque Music Today: Music as Speech/ Trams;ated bu Mary
O’Neill and edited by Reinhard Pauly. Portland, Oregon: Amadeus Press, 1982.

Jeffers, Ron, editor and annotator. Translations and Annotations of Choral Repertoire.
Vol. I: Sacred Latin texts. Corvallis, Oregon: earthsongs, 1988.



Kann, Robert A. A Study in Austrian Inteliectual History: From Late Barogue to
Romanticism. New york: Frederick A. Praeger, 1960.

Keller, Hermann. Phrasing and Articulation. Translated by Leigh Gerdine. New York:
W. W. Norton, 1973.

Kirkendale, Ursula. Antonio Caldara: sein Leben und seine venezianisch-romischen
Oratorien. Wiener musikwissenschaftliche Beitrage, unter Leitung von Erich
Schenk, Vol. 6. Herman Bohlaus Nachf. G.m.b.H.: Graz-Kéln, 1966. An Italian
translation of the biographical section of Kirkendale’s book was made in 1971:
Antonio Caldara: La vita, translated by Matilde de Pasquale, Chigiana, Vol.
XXVI-XXVII—Nuova serie 6-7. Leo S. Olschki, Editore. Firenze, 1971, 223-
346.

Kdochel, Ludwig Ritter von. Johann Josef Fux: Hofcompositor und Hofkapellmeister der
Kaiser Leopold I.. Josef I. und Karl V1. von 1698 bis 1740. Hildesheim, Wien:

Georg Olms Verlag, 1974.

Kraus, Felix von. Biographie des K. K. Vice-HofKapellmeisters Antonio Caldara. Ph.D.
dissertation, Wien: Bibliothek des Musikwissenschaftlichen Institutes der
Universitit, 1984.

Lang, Paul Henry. Music in Western Civilization. New York: W. W. Norton and Co.,
1941.

. Review of Antonio Caldara: sein Leben und seine venezianisch-romischen
Oratorien, by Ursula Kirkendale. The Musical Quarterly, LIV, No. 1, January,
1968, 118-127.

McArtney, C. A, ed. The Hapsburg and Hohenzollern Dyvnasties in the 17® and 18*
Centuries. New york: Walker and Co., 1970.

MacClintock, Carol., translator and ed. Readings in the Historv of Music in
Performance. Bloomington, Indiana, and London: Indiana University Press,
1978.

Memam Webster’s New American Dictiopary. 1995.

Neumann, Fredenick. New Essays on Performance Practice. Rochester, New York:
University of Rochester Press, 1989.

. Ornamentation in Baroque and Post-Baroque Music: With Special
Emphasis on J. S. Bach. Princeton, New Jersey: Princeton University Press,
1978.

297



. Performance Practices of the Seventeenth and Eighteenth Centuries. New
York: Schirmer books, 1993.

North, Roger. Roger North on Music. Being a Selection from his Essays written during
the years c. 1695-1728. Transcribed from manuscripts and edited by John
Wilson. London: Novello and Co. Ltd., 1959.

Palisca, Claude V. Baroque Music. Englewood Cilffs, New Jersey: Prentice Hall, Inc.,
1968.

Paul, James Hector. Vitalizing Elements in the Performance of Baroque Choral and
Instrumental Music as Revealed in the Study of Baroque Performance Practice.
Unpublished D.M.A. dissertation. University of Washington, 1966.

Praetorius, Michael. The Syntagma Musica. Vol. I[I. Translated by Harold Blumenfeld.
New vork: Barenreiter, 1962.

. A Translation of Syntagma Musica. Vol. lII. Translated by Hans Laupl.
Ph.D. dissertation. Univeresity of Southern California, 1971.

Pritchard, Brian W, ed. Antonio Caldara: Essays on his Life and Times. Brookfield,
Vermont: Gower Publishing Co., 1987.

Quantz, Johann Hoachim. On Playing the Flute. Translated by Edward R. Reilly.
London: Faber and Faber, 1966.

Rameau, Jean-Philippe. Traite de I’harmonie Reduite a les Principes naturels. (Treatise
on Harmony.) Paris, 1722. Translated by Philip Gossett. New York: Dover
Publications, 1971.

Rangel-Ribeiro, Victor. Baroque Music. New york: Schirmer Books, 1981.

Raynor, Henry. Baroque Church Music and Occasional Music. A History of Music:
Renaissance and Baroque. Ed. Alec Robertson and Denis Stevens. New york:
Bames and Noble, Inc., 1965.

Riedel, Friedrich W. Kirchenmusik am Hofe Karls VI. (1711-1740). Miinchen-
Salzburg: Musikverlag Emil Katzbichler, 1977.

Robinson, John. The ‘Messa di voce’ as an Instrumental Ornament in the Seventeenth
and Eighteenth Centuries. The Music Review 43, 1982, 1-14.

Sachs, Curt. Rhythm and Tempo. New york: W. W. Norton, 1953.

298



Sadie, Stanley, ed. The New Grove Dictionary of Music and Musicians. Sixth ed., Vol.
II, 1980.

The Norton/Grove Concise Encyclopedia of Music. New York: W. W. Norton and Co.,
1994,

Selfridge-field, Elanor. Addenda to some Baroque Biographies. Joumnal of the American
Musicological Society. 25, 1972, 236-240.

Sharp, G. B. Antonio Caldara (1670-1736). Church Music, ITI, No. 8, 1971, 10-13.

Shrock, Dennis. Performance Practices in the Baroque Era as related by Primary
Sources. Unpublished, 1988.

Strunk, Oliver. Source Readings in Music History. New York: W. W. Norton and Co.,
1950.

Tartini, Gruseppi. Treatise on the Omaments of Music. Translated and ed. Sol Babitz.
Practical Edition (1970 Version), bulletin 6. Los Angeles, California: Early
Music Laboratory.

Terry, Charles Sanford. Bach’s Orchestra. Second edition. New York: Oxford
University Press, 1933.

. The Music of Bach. New york: Dover Publications, Inc., 1963.

Thalhammer, Manfred. Studies on the Mass Compositions of Antonio Caldara (ca. 1670-
1736). Ph.D. dissertation, Musicology. University of Wiirzgurg, 1971.

Vinquist, Mary. Performance Practice: A Bibliography. New york: W. W. Norton and
Co., 1971.

Walter, Elaine Raftery. Selected Masses of Antonio Caldara (1670-1736). Unpublished
dissertation. The Catholic University of America, Studies in Music, Number 51,
1972.

Wienandt, Elwyn A. Choral Music of the Church. New york: The Free Press, 1965.
Williams, Hermine Weigel. Review of Antonio Caldara: sein Leben und seine

venezianisch-rémischen Oratorien, by Ursula Kirkendale. Current Musicology
No. 6, 1968, 130-132.

299



MUSICAL SCORES

Albinoni, Tomaso Giovanni. ificat in G Minor. Ed. Willy Hess. Ziirich, Germany:
Albert J. Kunzelmann GmbH, D7891 Lottstetten/Waldshut, 10184, 1982.

Caldara, Antonio. Confitebor tibi domine. Ed. Brian W. Pritchard. Hamibuauitgave,
Hilversum, 1975.

. Dies irae. Ed. Istvan Homolya. Edito Musica, Budapest, Hungary:
Barenreiter, BA 3517, 1978.

. Magnificat in C. Ed. Christoph Wolff. Germany: Barenreiter, BA3518,
1977.

. (1724) Te Deum. Kirchenwerke. Ed. Eusebius Mandyczewski. Located in
Denkmaler der Tonkunst in Osterreich, Vol. 26, Graz, Austria, 1959.

. Te Deum. Ed. Ludwig Kimmerlin. Heidelberg, Germany: Willy Miiller,
Suddeutscher Musikverlag, WM2601 SM, 1975.

Sammartini, Giovanni Battista. Magnificat in B-Flat Major. Ed. Newell Jenkins.
Zurich, Germany: Emst Eulenburg, Ltd., G.m.b. H., E.E. 6090, 1957.

Vivaldi, Antonio. Magnificat in G Minor, RV 610. Ed. Paul Horn. Germany: Carus-
Verlag Stuttgart, CV 40.002/01, 1973.

300



APPENDIX A

Magnificat in C

(1724) Te Deum

Dies irae

By Antonio Caldara
Edited by Linda Jones



(~)
(n)
()
{n)

Edited by Linda Jones

{opyr 41}

fopp 40)

(5 o e

=g -H-fl-: “—pr—=p

Yan)

Ripiena

—_—

~

4

~~

Magnificat in C

P

Cuncenin

8
1
” &

M
»

v 4

J

]
FEARENE
{opp 1)

J

J

s

=3
A @ o ¢

»
CAS C

X
.J'-
s
J
=2
o

e —,

=1

I. Grave
o sl /)

Antonio Caldara (1670-1736)

Quisal

Vidina 1| ‘ é—(l

e &

5

=

““g::'

'{:::.:.h.]!n

_
===+

Jooo==

v
P |

B e

-

==

=
Meomame -
R R —s I
——=f

=t

Ry

e euptetelior Rttt et koot g smme (o gt

(W]

(2]

Concentin

ot
4
o,
P
T
o,
1
({18

v

0.

A

=,

v

n-
N

Ma==r=rpr——

n-

T
o —yr
- . gl .
J
v
ma g -
)
N—}
m g .
1

@,
4.
L

LN

.,

[
=
11t
4
N
A8 &
h

L
'R
Ms . gnl .

Ma . gl
Ma .

9EEE=S

|

T

and

Teombone 1)

Bawa

Temne

Oy, Vickon
Tiorba, Fegonto)

Basso Continvo



Allegro ¢ b 108)
.

vinl Wh‘"‘g’ﬁfﬁ!ﬁ_“ u;:ﬁ_;@e&f—-itﬂf., ST S ";:H;@ ﬁr?:i—-.ﬁl.gﬁ T rr{rrr fr"' I"'—‘!!:'I_ |?| 'l_

PE— . S NP B I S .
v (|3 S R R R e P m e T DI
AT [z:.——W“- = e e e e e e e e o .t

cm §;~- e e e e e s SR ey
%

e e el et iehatey § Slkeet, £ 1 W 5 £

ISR B Srermmampap- L2° 04" 5. A

LIRCTO T BT I

= T —a:a—lzfz“ ===y

TR BN TR T I " BN B ) w in

el - o vl W "~ o in
PRI Pty . | + N—r——t 4 4 | .

o -,':F.?=“:.';‘_ ';'_drd;— = —o0

PR N - = It repe & mﬁ
ST e T S S A P PR S AT
4 C
] 6

.




M S SR A (AR A § AR A G § D ST ST A SAS—  SS——
— - — we
— T ) ol o { ' 4 T 1 y
T

W S ¥ A § A § SN 5 §
i [ — 1
1 1 ¥ v —%

Eatd
1) ]

Y

1YIA



3 n ]
) ] B
Rand g
]
~e ~4
Ll 1N
K T N
Pl <
<« 5
g.wf ! i
€«
|
o .
o
oLl —
ol ~t
o |
[ mll— 1
¢
# i
_ 41 4

=epfeetiit

2)

Vinl

Concertist

"

mi

hu

Qi -

Soli(+ Norba)

()

=
L

fapp 11)
r_
a1
3 ]




» u;\
bo-p. ap _apf
Vins @ = = — —_— pLonp aff

A Y T ¥
(= = - Tt :

n)
b
Vinl 4‘;r b 4 = = = ——
Vinll = = S
) . | N
Sop Rt =]
| S . - v
B -0 . nes.
e X N T/, L Ny W
Bu e e === fp=p-0

Qui - 8 fe-cit mi-hi

“=5‘='5’E%== 5= :“‘-_—_—5___‘ jl_il;q;‘.—ﬂ _-éf——:_:!_di

BC




|
;

05
f—t etk g e
v v ] ¥ v L4 1 v L) v 1 v LA
sof . . . LD MR . e e e e e e e e s wnyy ey »
== ==t = = o Nsfees= ==
......... (L] %] r‘ r
N0
I T T S S S RS |m G
t }—1 } b { e T I
= —F e e e 3 }
o, ‘ [y~ 1
s s =
-_—yT ¢‘ <r
55@5 - Ry
g f == ==t =
<

7 Ry N o D
====CciSsssTn = ]
et
T T L T i ¥ 4 t t ——
‘v ou wny - ves » sy . -+ od nb
— = T e
. ; == = H:%_’_‘ b

o s e

— 5

Eaed

A4

e

i
A

J8

1)

YA



[[L 1}

Ivedipg O

| e o ot s ¢
sV T oV

<«
L*
o
i ,ﬁ
.I}
Iy
= ]
T W
.-@
&

T

w e () . 09 DA

J .s..(. o A e 4§



IO
Wz {44
| P41 M‘ Mll e m
L 1"
Lyt u_x 4 148 ﬂ
%u"_ It
S H .ﬁ_‘y ?...ﬂ t..v s W
I il
<
M 104 ool ™
.mﬁ L
iy S 1
L m
h
N L
B
N U p W
| p
et v [ 38 [
%x
L1l Y v g
4l
el
el
AN
al
\N..
e
" !
il
o
..<_
1
[Yd Faee
<
L .
-y ﬁ_ .
R
i
- 1
¢
- aNER B A.ﬁd. <
N ey —
- 2 M

Ripirne

Rigiena and Trombone I}

P

| o

w1

= a=Y—p—P=p=

F 3

gL}
o C o o

I

»

)
SE=
4

Tk

AL

B B 3 e ot Sy S e ot

£

-

RI-J-1

' & a




Wﬂ“ f Pana . o o e e Y
N T e e S e e e en L R A s e e e == P T
vy LW 8 B 4 = A== Y& 9 ¢ ¢ ¢ .r_w &.
J8
[ 3 s a e g — o a a » a r) s t—L0—-C L
= & B ¥ p—% g=—"p B=—=¢ k 2 3 2= m & @ '
T £ = t - = 3 F— {of = | 2 = : t = $—&
$ t f F ¢ F i f t t i v ¥ v —v
.. wy - 0§ oM m o mhep v - m o . "w " wy [ o wq [ o W 3
Lt A t 4
Eﬂmmlb e — =31 £} b= 14 x =4 21 e
— A b bt} 34U 1 N A . ﬂ
. | 4 vy L ' g T t 1A | X
] g - m oom ‘w - mh-w o o.M o w ] A(-a..:. lv ‘e n oo
A n o |- v 4 1 | 1A A 3 " 3 I
Bt — ¢ —ds 3B ———}F & =3 2IE= - [
| = 1 =, ¥ 1= 5 Tra f ¥ s

wq-nd - o

menkep
A

(T
‘.&

oo

3 T
3 ===
= 3 T
peee ol LEEEEEl o pop oo lreepeel, ...
_ == o et g et e ¢ $: | —
e e —_————— S b e et Sremriaemak k }
ppe Ao — s — = — @
e o o ] S e s e e ]t e’ S el ] i v oy b e el ey ] e e
= — YR vt ot e e e e e e e ot oK et =t o
...... =ttt =3 ¥ 7
S W o e =TT ¥ el [T T T7T ] @
=11t 3 et 4 ¥ X
= t % S e § S SR N e S SO I3 33— 1—34—F1 k
1 o ~ =X = e ———F ) .
v
—
— —
— =
JI*I ’ Imr—m > 3







11. Andante ¢ J- 92-96)

{app ir) ]

Allo Trombone [ . - ﬁa@iﬂl' 5'_ -L :‘”FEF:}']
Alto Concertist _: }r = i = —f - E
- ) ¢ L= —— J
Nl :i : ! i | 4 { t
== [k sﬁ?:@'—z‘#d__'ﬁ !-——-"_:'1’.: —
Basso Continuo r
Violoncello )\ U :‘.:JF. —2 i == _:}_ 7 “11""‘ e L "_'.‘?
71 s b ] 6
A.Thn [’ 4
e |

A.Con. |

Be

e po -

su-it po - ten- |c:

—1—

3

F_

= ‘:?!:-‘tqd.if ?:-:qdi:_i‘"“a & ..r:_'

A==

=SS ==




w o [

A. Con.

Fﬂi*—- =t

Yol =

== —-—tﬂqﬁij’iﬁiﬂ

lni nple- vit o -

Mieg=—==1

et di-ovi-tes di - omi - sl

ESE s |

el




et diovi- tes d-omi -
REZ e
LEEE —f——'

BC
=

e afr:-s:a-:ih— e




- . .
-
. .
. H §
1
) e . “ lli
M g4 1

l 2 T R
_ -+ a0 HEH
quil ¢ 44 .
2 2 198
i R
L« M ° - 2 K.
b4 - . - o
. . IME &
Tl - T 2 M ¢ (R4

}
-
um,
1
[0

—
s v
"'
¢
. D
T
¢ vm
.
1
1
’ o

+H

[
i
I

w

T
T
L]

-5 T 2 - < |[RY
€ oL =
4 T
R .H. -
yee BRI 114 SN (-« Sl (1]
ki - .ﬁ 2 il e
i 2 MR s JER
x:k
T € _ 4
[y

s —pe—ts—3
I—t ¥ H
v T T T
. [ ] [ I
——w F—+ T
i
Sus . ce-pit b
} :
} t

a1
L]
]
+
)
7
i

Sus + ce . pit

voonel . ¢ um L]

. )

3¢

..__'..._,

iy

o

|
-«
violoncello

Soprasa
Alio
Tenore
Basso

=
Q0 s
g2 m = \
==T & |4 i H
2 .
um | 3 in
- -y ’ - -
e 3 _ Ie
—_——— U U

=4

()

S ) ke |

== .
2 —
%

y -
T
 §
]

N ocor

W mi-se -

<ot da

um,

—11

>0

==

v 4
14
> 9

i &

=p
1
1

” - o
4
&
4

<»-

s et o) pe-wes

o - v

cor- da

=

T 1L
.l
i ,Ju
4 H
L_ I
ﬂmu -
"
m ol
‘.m" B =
-.4_n_, [l .
J.j S 41
T _ L 1SRV
Jlihng
T m,s
n il ©
-de= Bl



1aan

seng

L 338

ol-d

(-]
-

i

74

Hi v

R

R a3

(1R

i

e

gty

Sel

-1

Lgunged

1
et

pl:}




.4
A(H t:!:‘
LT N

.c.!uiﬂl.Hml.-me, ey e U] = )

prRSwEn spupeg L St
[ t

91




fa ]
M b
[99¢4 x.J | dptd Aok
Lo e 4_4 ored
(11 b 0 o
L 15 St TN n
L 22 [dtd :.ﬁ .ﬁ-_-l
L 45 M [TTe! ?
| I
< 11 T 112
]
“
< al e e
Uy Nl ...q ...“‘
L R ....q ﬁ
L3t a3 ....4 1
|
< R4 e t
B N e hrre
el R} s e
L H g vt
b 1ovd < o
L 415 Sogs g 21222 3

V. Allegro
™ e
.

.1

1

Clariso 1l

Tnwmbe

+
' &
n

Bt

b

"

{ !
{ .
A L3
: mn”L
L o

M

X

AJ L ?

\ i
a if
.J N

by

i it
J.
N
4 1984
R
N
R
| 1H
.—.ﬂ
4 N
Q i
<« al

I = qY]

_.. 1l

..%
M

(AL

4 _ i
@ "
’h &

by

0 R

: %

h
.
{ L

] v;—:p.—.ﬁ:a:w:vzﬁ—_—pzﬁ_—.ﬁzi:;:—ztzp:p:;;gzﬁ

—

41

- L ) [ Moo

L
L]

n 2
N1
X 2
N 2
X 3
™
s T

- |
]

"o

[

EES e
com s prie .

i

16

(L]

w
<
J
h.._
TP
A
Bl 1nk] L.. -~
L
o
o
TTom m
|3
;t
T Al
L
K|
I
Twe b
e
L13%.
o4
o..g
+tre o
.
Rt f...
Au‘: N
H
KL
1.‘4 i
_ i
L1
: _ 1
Au

Tympaso

G

e

Soprano

A Cornetia

Ahe
Tencs

&Toall

Baio ﬁ‘i_-.

‘

Nasa Continva



nvy

o o 5
EErcr—iEE 3
{7 B == 4
t $ , =
5
3 o
x = ¥ =1
¢ =3
ppee elEE :
S=S=: %
. k ¥
.
555 5 ¥
e ——ptp o1 3
== =
=t
Y =
Ik ¥
a3 Lax. Ry
v
—
) :
=1 & 3 =
=3 . 5=
S v
[



A

. ‘v

B L = RY K PYRY

Ao W .
A A 3 3

X s o ;o ¥
t

0 o

==t —= ..OOII.m eyt

=LY
EEEE =R E = S et S e E S e e e e e e S e e =
= v ﬂ.. ﬁHu‘!u 3 EE LB LA | SRS G ~ L
= mlT.Tw.r" = = s = 3 2 =
| o o wt— o |
= e : .w. e —} = T} P mmﬁm—z:
s == S S B A ] R S S HI—= FHEtl I —F]
el EEEEE 3
y & = ¥ %k —Fk -@ [LJY
v
——F—% e = A =" = = = 1 .m@
} EEEEER qaﬂ__
etk = = —t S 2
et t = = _%__ -
=== . t =5




.8 8 4 3 e
| e i@ -
= h”m“m == - P—F £ = = #
j=—f——p # e 1 S —F o
¥ r L] g v
«©
e A . TR ]
¥ 3 = ~} e 5
1 ) o —F. > = soi—1— = =703 | el
=¥ = ¥ —4
[ ] . LT "I ] ‘e 0 LT ]
e o e L ¢ — e ey e s o—
R £ B B By ) ) X § — ¥ ) § NNt F % % —F o
$=8—t F———F ¥ =
v e - R YRN T R - e s s e e e N -
2 & A
-+ 1 — —p -y T o
¥ =+ ¥ ¥ = » 3|
A A
. P R s s e e e e »
} F——r - 11— -3 = x
b ————f
—%% ¥ ¥ ¥ e — & i X
v d | S - — ) v
"}
fopf-f-f-p = e ———3 = =3 TTmE
..... x Z 3 ——% & —F > ok now
=t !, X 3 | = —% 7 = g
= v —F t= ¥

---- —1

Y SO mte v T S §

p—p——rpr-prp e =
R e P P T

. o 113
=t = —2=% F=+1=}
EEEepol ELELEEpoppp
Qe T

===
3

=it 11

(. ad

=il

o



Edited by Linda Jones

Te Deum

Antonio Caldara (1670-1736)

Uittt
RN
il
]
it

|

I

L

»

A Allcgro ().

141114

—-l 8.0 0.0

AN AT

-



()

"

Jurp.

.-

2
mm

1d

hm-]

"

h m-n:Hiw-n

so- phin

e cds-n-tm at b

B m-u-Hliw-o

- phis

W s pu-bmoa b

I om:s-birli v

1
-

o ot -l w o

[L.4d)

-

je

o ol v bt s sat  po - bes -

(L]

]

¢

I o T

[ e e |

=33
2=
G- M on
=0
4o b on
=
4.

[ 2]
# n
|

r

Top

ATwl

Tl
AVl

‘Elﬁz—.....—.}—.t.'

8C






4

1 e
m ﬁ ; ..h; _U
) i
™

W?EEE

o
Lo Cutups-

A

fig—fiy

;&

e s

Togp

e v o e

se-

Al
&Tval

g - e

ol sunt cos

L XX )

$e o

wi-om Do

T

avis)

e

‘A
iy

woom Do m

> o o

=

All
aTwit

™
AVall

. ; i S
C O R T =
..H K 3 Rl ..l
L 3 i 1
. _ . H .1..1
L | | ,
i .
b E Y 4 T 4 M
I i i ] LL. M
i . 1. . \ 1
1 i > .L""_l ..*
e e e |l 1l
b 1 h Iy 3 11N pas
¢ ¢ ¢ 1
Nu ™ ¥ | LA, T
s f T #
g 17 g B Jv m
1 1 ﬁ | i
2 a B n
Em & h e A
(- ﬁ.mu
1
f i
I
L 1 111 B 1)
2 il | l
o 1.;4’..! -
!
m |ﬁ W'.’
i :
t 3 ; 3 uil 3 ...ﬁ 3 ﬂﬁ ﬁ-
% 1 2 o -1 : s Wil m 1 il
unlq 4 lw L A,,‘ nm



Burelpsn il b

5
e [ LR & 3+ T = = > — =
ghﬁﬁ—l:f—(:f LI 1 § — —
.\ pe—
T | = 3= I X X x

tor —— = == _-—

-

|
p
m

)

v

L] (oo B Coscertint
- — - = - o . 4
| <= 52 2 25 | x L, i ——1 == o

¥ v
v « o gloos m o . To gorico - snsA-po- sole:- vm cho - e, - Ma - ty-rom L3 I

>

A B ¥ :
aATm)

T
AVial

.
..@E:p = ¥ = e ; = : == ¥ =

L

i

il

(|7 == == = = S =% % x |
AVal v > i} )
-~ - -~
. . R
ou [ ;L..ﬁ‘ E ¥ ¥ ¥ == ¥ — 3 = =3

oo A-0 o
‘ ot 4 B H D —— ;EJ_ 4 f 4 ] o Y At ™
g — T x g e — o S & ':: £ —Ip i — ) &  § ~p X
. Al r 4 LANEL™ B LB 4 J3 ' r " ~—7 F
]

—t ‘Af AL P'ap Lol " N F s |
— x —f o fnf =t x=ti-i—p xr- x e t—r—y-1—f =
- ——t—et g ettt I~ zt-d-rr 1 ix—% et —r—f 1 7% L > S o o e o 0 e ™
— e = s o e & +—t ¥ el —9d ] & 1
—J | B v Hﬂj:t: v Ll v



Vil

Vel

£}

Al

| 1

ﬂhlnly)ld:

o

Vinl

; :
1"1 P
11 i
L \
n )
I |
ul 1
M “
.!:7
o 1
M4
'Tﬂ
PA-
ir.
RH i3
a
NIVJ

Vial




tm

oWl

Trondont VY

= e

Tup

(L]

Toni

skated

Vel

Tomi

o Nhewl oom-opl-m

L 1] -~

w Mo omoploww . - . .

s AauQel -

'
To na ,,.‘,-ﬂll-n- Novlomoplo=

Sen.om go-qguirn.-d-amig - d -

c'\
I==E

Al - e, w Powiomeopow

To ma

Sen.om @o-gubm-dumif - 4 - wm

LA 4
L O IO I

s et Ol - e, Nw ommep

14
m.m @o-qelonm. loommpl-Ad .

To ma

o -quelan-ci-mmbpl - . tam
i N

$an « oo
LT




Concestint

29

- als

sl nls, wvir -

Vit -

mon ho-nv

Ty ad-U-be « ma-dun W -

4
'
v

vis . gi-als, vir - gi-ais
—

i-

uegos-pu-rie ho -

Tu od - li-be- an - dum

Fr—

b,
=]

=

=

o
=

p ol Ao

==

Lo




tapp1r)

4

2

Vial

Visfl

2
i A
i
[da_
h— 1a
u
"
T !
H
2 fHe- I
3
|
8 4 1
* ety 0
3
= [ o
Il 4
4.
P 2

BC




10

N

tav?) A

=

New
] -

F

:r

Tl

Youd on
T

i

H

Viall

|

3T
- S

x'l i} i=1-'-'::"‘=

I—t

o3
~JCK
o

S

 §
T

T -1

T ) gt oot Wt &

. V| i n.




2%

)

d
f—c T
| 5= B = W R 0 R = R i |

s e——
y 4
y &
=1t

I

J

=

"y

T

2=

1"t

. —

st

Y vy
A

1v

ta dt)

g e-p

mew

: § o

3t

U SVgV

9

n{ddv) o




12

y

r =4

£

£

a_P e r a4
i o

a

v S . |
PP

N

E Adagio (J. 26 -80)

mae——

2y

vinl

-
4

quos

quos

_ H .t L4
d X K k - T 2 $| wm
. _ 1| i
R e s U
B I
3.y e W
. . “le. _= 2 1 3 f a
o |11 1 e i i i
% % _ i % il s s s s 1" .._;ﬁ °n
s a _. s = P = s f =
' 2 HA B |f 2 . . .
__.- h __ h —_ h ¥- 2 1 2 I e Cwe~
- ~ T < omsir T ! 1 -
2 E-} wm 2 -mm E- | #
3 7 3 T =2
IRERBED
2 2 2 Ml a - s | = fieee ..HJ on
L O
2 F _.Vw i 2 .
R gy Y E ol « 8- e AL
1n
i el il 2 g M g
I o (ks (s
< S e &hy 4 [
,m u .W ' m m. A m ,V Ml.a_ﬂnv I
2 =2 =2 “” » ﬁv ”
) H B -G
W m .W e h.@ nLuvh li
o1 I 411 N N ol i - i
s 2
¢ G ql
it B S Rl {1 S B
B4 ] r...m.. _ -
_ } _,ﬂm b .L + ) oY
B g all ] o
11 i ° . l
i 1 1 -
T i gl i i
oo R 11 1 O S
gl 3 s g
Al e q & Al ! o
= ® il I | | /=
TINRS  Th° T A bl 112 S 11 s AN 2 a 1 2
- - - - - = == =3 = ‘\ﬂw\(
”» < Tm = ™ A.Am Tm @ L]



Allsgro

13

L)

TH [
=N
18 TS~
1 r L.
N ([
uj. WL
sl e
= R Mo
8 M
FR!
2 -im -
- ool

g9

il

N

Tkl

—

Trp

Vial

Vil

oo et 0-00 magei-as mede = -

v
pre-tic 000 sn. guk-me

il
[

Al
&Tw)

o ge-d-0-00 negekee e w -

po-N-0-00 son- gui-m

[
e X o =

L
mn

qu pro-N-0-0 smgu-ne recde W -

pre-tlco-m em- gub-m

£

T
&Vl

il
Al
P L

v

ues pre-ti-o-m macgul-m

L4

o Mot 00 om. gui-oe

1 " » It
1

4 .1l
3 n
3 :

t .

1 [T
t 3
°

i [l e s
' - HH

P
l,l;.

Al
& Tl

Quos  pre-tic .90 san-gul- e

 m——

L4

T

aviil

quos et 0-00 sanegelc ne

1 L -
944
Bid =~
ol
il ..
ity T
T F..
~ e ~
ﬂ
oo
161 Qe -
- 'l - LS &L- -2
b 3
- ; T B+ v;:
3
T
i+ Y o
by
E 1 . ML o;_:
‘ m hﬂ
| .
' é;‘ R ~==
L




} J ]
L] Fo—F —Jeur e o2 = S r— ]

3
s
-mE
—~lL
it
H

!

!

!

ik

q
S

i
Il
|
|

. e ps , £ af 0 . -
Vial = gt =R XSS p=tf=p =i iTIoEisEE
} 1 =7 E==SS==: 3 = === =2

g
P
.Fr'
N
rl
n
|
T
i
iy
ik
J
l.
i}
i}
3

4
U

L1}

j

$
3
»
| 2
) J
S
r
¥
a
]

All
&Thal

™
AT

H 1. n/ 2. 'L

w.
1
3

acC

He

.
<]




E

L
<+
-

“ﬁ
fﬁ‘
|

= T Y t T
: 3 = = : } = =x t : ne
¥
» - .o
= T T - . . . a— Al
E t $ i i = f ] i ] ] "

Iy
ny

J
F
i
i
l

— [ 3 |F..p. 4 | T i
= = — = e Hr e g et LY
3 =S5 S3: == ===
— et b o 0 1 4 T .
= — — = gt R F S S R e e e 1o
gy t

e ‘%
T
It
M.
I
(1 .
1&

e THH
-
sl TH

!
o

3
4
— =3 $—+t $ —r |
= XL S S SIS S =SS ER N S S S o
) lrru' rrrrrr i Tre rrl'f r- » "



16

b4

Vianll

fopp )

sla

L S

d -

N

1]

F

Colla. parl,

2]

N

. da -

Bt

(T 11 Colla purt) Rigiowo

(Via [1Colla paria) Ripieno

.4

r

8

¢




f 1 5 ’
S fmnt Ay | S U | by
34— y o $ g s ey
- — T ¢ =ttt 3 & o o | o
o 2 - § r—% ——- P o . . > .
g v uJ

29

ﬂ

g
&b

-+

1 et
S D
-

M- f
M- l hd

i
i
3.

:

.;'
1

E |
H
.

P

H
=5
-

ity
¥ uy

444
4

f
e
!
3

[P+
be-bd
e

= == :: ——} =E===ESFE } 2

s
|
|
¢
1
r
|
:
i

’
|
;;1
.

'
L]
1
3
3
-
{
]
i
1

wﬂ‘
j}
i
.;H
|

— 4 bl [
— = e ¥ It o o 2 e 2 = —
¥ =
(s}
T e o e i v = r—r
= —_— - ¥ R e e s e - £ 3 :
' q"-Y =z = > gm— o
== } = = 3 x 3 ==t 3 = 3
+

g4
e e = = = 2 = f — — & iy
v
_— N 4 —
= = =  — - 3 = ﬁ_& mw
4 v




18

Conceniyg

y o X

X

« sile——— Do - mi-nc

M-

Concertist

V
# e ¢

i

Mi

nos cu-slo- di -

e,

L}

J

(4.

T IXt

1T XX
|

s,

no -

1 XYY

i,

i

I +
1 > m——
]
—~—

) A
1
+

v

+

=r=




19

! J.9e. 100
Q Allegre { )

11 Adagiog). 63.66)

E

: ] %
|
bl 1

n

34

an i

.\

wmht

vial |

re—

I

o ol mo-dum spe-nm - viewms ja 0w
N "

Al

ATl

a Do mi-a0 ou:poreame

qumd-nodemopt-n - views la  wl

~

v
oho-rl cow-di-a

n

AViaj

+ L
s Do - mi-ne om-pot-ome

euns-nebugp-n - vianis ®

mn

e (ML .
3 i
- 4
2 ]
1 1
L
él ¢
=]

v A
a Do+ mi-ne on:powecone

Qumsd-me-dumope-m - vi-aw la  wl

n

v

[
O

s Do-mi - 0 m-pu-
b

whoneol cor-8en v -

ANl

ATl

@um-od - modem spo - uo-vi-me s W

-
0

s Do mi-m o pa-

kool cor-dics o
: oo

™m

AVhit

queem:-od © mobom sps - neviipm b m!

n

quum-od - oodom ope - -vieme I Wl
"

1l l -
i
e qt—-
Tr ey
g
<.r‘ ..E

L o

Clige
o
Nnines
-+
3
1%
-




20

ll
' Wil
..;i.ﬁ I
_" ' ,."
Gl
c !

~=
:--

o in m-w -

¥
v

L)
o .

acn confun - dos, oun- fonder  ln 0e-tew

Al

ATtal

L
AVl

o v pem, 0ncon-fua-desin oo -teg. ¢+ o o0 . .

seconfnduinesctorc - - -

———

n

v o
("] Do-mi- 00 opore - viinonosm -fom- das,con- va - dar

aonconfon-dut In 00 - M0 - - - - o .

Al
ATtall

:
s
i
ik <1
z
§ 1
i
¢
3
:
3
1
101 4
t
mR
N
> 2
|11
!
] H
:
M M

TN
AViell

:

L

TR

I )

H L

boagl ™
1,

il
i
i L
-
Y - il -~
| 2
,
I -
i |
-i..li
) (gt
ool C;“
([ .
- :IL i




21

ﬁ p
4"»1
+
-
N
EF
-+
o
-N
Bl
b ¢
(
N
heed L foe]
R HY

LTT) 4

1d

¥
> &
-

Qait

™ol l@

Sane
aed
( d
4
1|
.t 1
il
2er. [T
4l l
[
[944d
(944 Ihe
|l
Ve

000008 - fan des, 000 con fon - dus,

macon-foodet o mots o - o

208000+ fon das, non con fon - day,

n |
Avll

saccefesder in s - Wy - sem,

w:

soacon: fon - dus, confen - dae,
L 4

moncon-foode n mo b« - - . e o
:

sacon. fes - dar,confen - der,

s,

un;

coom swcowfmder bn oo-w -

P

e o cnum asencoofeder s 20-iroem

T |k

aviant|Hs

T
008 o0 fom dar ln o0 ¢ tow

woacon - fonvdas lo so 8+ -+ o o o e e e e

[ 1)

. aum

e~

e i
1l o
" 1
o § 1
. *
--i 3

c mm oescenfendy la -

-4

F

T+

-'4

- [ 3
a llll

-~ 24




22

i_d

-~

Tyt
L
L]

b §
2
4 3
3 1 | |
. !
¥ | 2 4 N 1
|
- ‘ hmty -
2 {4 3 ll 10, SR |1 I

[ X K
——

Tt _?
Tep

R R
b4 118 . . e - b
(i Hi i :* i 7
li'l £ 0 S 3 2. 8 J .’
i i i e t
“}% il 3 g l' it Ul
11| : i1} I
i $ L
iR A ol
i i s (A1 A 1 1
s fN s 1Y = hy
| 1M ¥ i
y L R L i
¢ g 1l 8
Il § a1 i .s_--J.gﬁa’
it i i 2om 4 bl 2
- S i 4
g i’ i g
il o2 im o2 e
g ;
I SIS
oL [""F 'Hp-! I 3 i i L ::l i
I-J. .uJ J.r. 2 1 2 3 I r 4
iy § § $
M i Il 4
i iR &
o IS L m
e J.— JJ " ; in. + ”I ‘
i i I : 1123 Eﬂ!
il Il 111
i i
UL - 44 .
i
gE 5 sdbh 4L JdE.
o h.. 1y | 199 [ {9

Vial
Vie
Al
AToal
T
avist
| 1]
s
Al
ATl
™
avian



Cavil

sl

Twe

Vial

Al
AThel

1§
AVl

- O Mo, by o~
= £ f =—F L =
A s |
= = ¥ St 3 3 3 =g
tr ¢ f r f rrf o
bg— = ¥ = : =t : } = r 3
'y _ — ‘?lwﬂ Inl
— = e e e ey = ===
4 __ | —|la
= iﬂ_-——-_——t—;—_____i =___E='ﬁ==!'=— — =] —_—
ry - Py T
== ===i====c===r——=——~ = ===
e c Pm-dar ia o0 Wwrowem bn a0 - e ¢ o o . . . e e s e ..
] ey Hw é
e con - fmc-der n es wecmem o e o e . . -
§ =317 7 7 & — =

|

— m— —_

%on com - feacde o - twoeem @ s - - - - o . .. [
— —— ¥ ¥ r
[
4+
- L] L)
* . n
= ¥ =
sem, e con - fes das [ L ot asm,
[
$ < ¥ ~ : x4 1€ t 1 ]
sem, son con o fua b [ - ot . oom,
a " 3 0
= : 3 = } E } I o A
¥ = 3 3t 3T > ¥ ]
- sm, s con - fes oy s L] L J :  em,
" N + —_— 3 i . _ N hé'“? [
) | 5 v L 4 hd ) v F' r
+ —e m
1 : } 5 S ——— ¥ —
3 = » % > ]
’ : ¢ ¢ 3




1€S 1rae

D

11708

Edited by Linda Jones

;;mm@g}m{{

Antonio Caldara (1670-1736)

No. 1

o e e e e B

EEES S ESED

'y
p 4

1
T

1 g

N
v

=iT s S rES

i

—

ry
K
v

N3 KNI W—K
L L4 re

e
e

ey

VRN

P ERE)

)

v i
L4

¥
.
N IR I M- I-N_T

=i
DNy —NHw
I AN - Ba & JITI
[ Sasins

P
N

> 3

1 . 44 4 9 )
r L4 v L4

Y

= N—NA—h—N

. ° o
. 4

, Soli (Astanic =9084)
¥

Violina |

1—J2 1331
Jv.
w

Violino 1t gfkﬂd'g__:}@ TS
S

9 4
1.4

4\

w

-
-3
<
[

T T
“ _“
§ /.
-m ' LW
, ~ 4 “ o
i Il
TTvm 13
| o
-‘l [ To- S0
IuJ _ ‘.L.ﬁ.
...’i A-“._- own _a
A+
4y e ow
T
i xuu_’ ™y S
: b _
| 45 N A
_ %W R 2.
A
|
il
ot xqql‘l g} ©
_ }
8
1 TIe o
) 1 K -
> _ Pa
-
|
en Y -~
s
T T
‘ Py
e .
1= -
ki
1 440 h
= ]
_ I —o
| uq_
o el T v~
1 T :
o \m _ J.
: » O
L
. £
H 1 S »n -
i Ay
| ” it
i T e
m -
* jj = el
-» = 3 S~
i |
WL.? i <
| : _
e —= 9
H i 3
= ] < ¢ &
cE £z
$S



i ;a 3
Vil HEEEL EE e —WWW
) 4 . . v . 11X LX LA ) D 4 LA Lr 11X M.
v L 4 L4 v L 4 LA v L4 L4 L4 v L4
'y A 'Y
vel B o ey oy A e e e
(viall) | 4 | 4 v | 4 |4 M v | 4 L4 | 4 | 4 L4 | 4
'} A A i %
Sop! =05 F e e : T 1 HE |
{orA) v v 1 + ' M
Voo e, Dices @1 . - b sol - vet saoclum in h - vl . -
$ +— 1 = T o il
Sop1l EE e e e e R e e e e e e e
{0 CT) | 1 T 1 + v ¥ +
b e, Di - e L} I, sol - vet e clum L R | I A '
Tt { £ 1 £ i— t Pt f——a—
1 " g ;| L - . o b o q. ; § T
Al f— i} l F— At ]
v e, Di - e W . la, sol - vet (') clum n fa. vil . Lo '}
4 N 30 1
Ten 11 b —p =t ’z —|
L Y T 1 T { M v
i e, Di - e n - la, sol - vel sae - clum in 0.l h

Bas (1222 ——_*E?:‘_":r_{ —1

sac - clum in fa -

o = ;..._-F_..-._ _.,.:i?’::z_g.-:;::itd.":‘-:d:::.-F ..___.._':ﬁtl ———f

Di s [} e, V] e i fa, sob - vet
b A A A " N " - ' N N
@"k‘——- ‘ll 1) o A 3 X N l} Nr — Ra— a3
L é}ﬂ—:;é.l_ TS
= v
Cominuo Tuni
wh ”Qit———' e EnElEEnEL e Es e T
eCb . A - 54 ) & Y ¥ -I ° 4 U U. _ﬂw
¢ y ¥ ¥y % ¥
S ob ' 8 L




Vial

Continuo
Org.
Vet
[Je ]

u Soli
=130 s § Bt § R
P
IS N so‘o '\ &
o ) T e A T T e A
Y 14 | 4 v v
b 4
Solo N
1:ﬂT‘ll ‘l]x
L g L4 L4 L4 | 4 L4
P
Solo
f) A N 'Y N
{HE e el
L4 | 4 4 P
; S =
[ B 1}
1 ‘q?", ) | T » |
—Ji—¢ ¥ i
e =« o la

bt

s -
- zl'Fr
1

BT S A S0 st

3= T i
la.
N 11 f’hL lkl l“
P4 o o EE
: P:'t:g TEE
” Soli
e {‘ ___:‘ re b ' re re lkl e IL\
14 14 J ’ Y
s b 6 wob s 6 6 7 6 s ob
’ s | . . b



Tuti

-;J-J—J-Jﬂ-d~ﬂ~d—ﬂ <4-

T ERTESS. . =Tk

bt

Tl

=

EE

T

>
Tunl

T
1

o o oy e e o i

» o

7 At ¥ huad §

' 4

18

1

Quantus we -

Quas tus

» >y
- 4

7 — S |

'
1
1
 §

quan-tus

Quantus we -

i

91 311

o—@

LA 4
Quantus e -

e

quan-tus

4

U1

- 4

e -

Quan-tus

mor

Quanius e -

N
p 4

'S
e
" 4

=T
—&

LT AT

i
1-4
e 1S S

«mor

quan-lus

Quantus we -

;

j

i—— B

o9 -¢—¢]

- {

o4

b




]
L + I
i
e I \
3
ﬁfv _.mw L.._.J ._l
Ilig
~ 1% ;
Ho o o
I i
U S
Iy |
1 ]
mﬁ Tre u”k w
i mo
)
I 184 A.L e
S
%, m
n _
i
S 4._
|
L

) Ama g §  Gupavagm §
M Al 1

'S
b
A g
L%

b
=

f
 §
+

b
1
9

o=t

" o 4
y P -y i

S v

=%

1

Sop)
(v A)

cte, cun . cta

s

fus, cun - ¢cia

[}

ven

dea

quando ju

; 4
T
der

l:_l—l — » o ¢ T po ey 1w
1 | 4

ca

- ca HA - cte, cun

. s,

ven - U

(21}

quando ju

—hal

K
0 et &

—K

ry t . o X  wn |
'8 1 = 1 1ow|
e 4

cla

cun .

cun - cta sl

[} us,

vea -

el

dea

quando ju

=

(LN

Ten

¥

quando ju

. tla

cun

el -

wn - ¢l

fus,

ven

(1}

dea

Adw M W ...iub-vl"
. lm. m [ - . ar. -
adery
ro _
s miske |11
I
i
il _
Isth = e H
=11
oy §
Hre .
..Ff 3 1. .L. ~_a
—lh
- pas. -
r.,.w S TR~ BH e
T
!
r. 1
ll-w 2 QUi Owr
-t
Amr 3 IJ
! e bbe o Hﬂ
.ﬂz w .j.ﬂu L
s...xw ot .ix.
it
H
z [Hte | o
2
3 ﬁm ] ..% <a
=t -U
bis i\
—— e nsss”

Bas



,_'_.——_'_-
e S e el e B T EM S S 2 o

e

o

T e

t o

4y

L

fopp ir)

Vinl

Vin il
(viall)

1L
L 4

s,

(30

[ Y

dis

cte

i

Al

21t d

1P 8

L 0g

L 4

Tea

(27 BECI ) .

dis

cle

s

1

==

1T

ns.

B a e e
W f— [P

[ {7}

cle dis

st

O
Y-y
.'@k

frﬂz?'sg

-

Continuo

vell

Org.

cCo

=
b
s

10}



No. 2 Solo

(Andante J = 108) o N )

(e ¢} )it M D) (simik)

: a gacp i ot -
oy A Y, () "
Cl.m" 1 F—1 y r; = }’ 71 ll: — 101 ) 4 b g l! ! 3.1 ' 4 ) (NN D el A 1 : :" =

@GN

Alto Solo = 1 = ¥ 1 . = { = 1 e g ———}
4. L ) § 1 3. 4. 11 g oA 3 - » |
1 X 1 ) ¢ |~ iy 3!2:::;’i5,:j
Tu. [} m - um
3
Ovgano

Violoncello

geid

FET-
Een
PN
[ 1.9%
P
[ (1. 1y
My
QN
[\ T 1Ry
f

ham 1[ V-3
1l
sl
il
—
=]

o ~
| S|
o THH
geis
£}
San
| SSN
v
o 11
DN
o —HH
ali
(<

J app) ir
Aol b et fap e oae—g ,'?

f
f
n
N
i
e
Hh

Clnall xﬁEﬁ:;ﬁ:ﬁ:ﬂ:Qm

|
?

re ) me vt § T § . | 08 | y o | —I1 ) g ¢ J } ]
Al Sola Wiéi?—:i!?—dﬂy"——t.t et e 0 e gt . gresrees
spas gens  so e e e - um

—d
Il
{
'ﬁ
l
[ken
!
il
il
1
I
il
n’nln_ .
|
]
1
(A
118
“hl
i
i
Ay
—oiekl
-l
fl
watll

Ong r t;J.

|
=
- } I -
v (PR === ] ) ) it =He—t= =t
6

S
o d
[ NS
b
B
e

Lyed

o
4
-
h
1

-
Lt



] B
] }
) H
“.
!
!
ML
‘lnx— S aed
o
Rili
Zoag! Ml
|13
" f,u
=i
~ E Il
A g
| S18 T4
i
.._...ﬁ kot
= ﬁ
E U re
S
e ]
_ 3
e < ..u
H =
S sk
!
=
o
=
N
S
=~ <
r =
c 8

e o

€O -

num,

- cm

pul o -

Al Solo

>
| - . —
T 71
tind et
i TT%
‘.* Coog
l.ﬂu‘ Sl
Ay Loy
T9— IR
-, 1mJd
” +
TeR— 11
...ﬁv_r | 12 a
..Hr e
.PI
Hele_ Ly
HSa -y
..ﬁ_r L 111
7,1 - TN
Tofe %.l
———

) ]
| e
e 21T
Jv 15
.? T
1\ T
T e
i 1)
- e
..‘4 teed
e ]
HT +4Te
| q.:...
h
H 1
1.1
1] L
u b
e
Boad
Hy

Clno i

cra re- gl -

? i
2
b :
w_l-‘m
I,
T
1
I}
a4t
L €
_._uu.iow
e E
=4
e 2
ﬁ..- =]
ol
]
)
i
b
0%

THf- (8
[ . 1.
A L
M. THK
g N e
Tio— TR
A TS|
- TTH
4 N4
gt
R T
- TR
.'é e !
H oo 1A
PR oA
T T
ll." ~
I....HW Wi 0o
4 e
1 1
< =
&)




) O M h,

ol [ = = = = E:::‘_—ﬁ.g""g"'pin ¥
’ »» G MM,

onott | — = s =1 = = P

= =4 } F=t% ESSSSSIE=

Al Solo |

Og

Ve g;gn il-F—

P
~y

- B_(4" » @ » "
= — = = = e'gi.#g:. e e—

&
) S S § y  § ul
— + Yy

Cino )

—

ey 90 |

Cino It |}

T—I1 - |
) w—— ) it S | Y. A ¢ 1

AlSole fgt

Org

Vc>




G ) (similc)
a_o l. L. af . P a
IESSSSE

Cinod |t

(h M M

(simlle)

Cino il

| ) - T
Ali Solo —@:T 1 w =
G P — ) ¢

ve (2=

iy
S
|9




"
No.3

(Andante Sol| J = 88)
° s

Violino | {F

e .T%F——--—F%er?——: T
s 3 & —’%J: R { i ¢

=

-
| de——dmdd—dd——J dd

Violino I}

S —— = e e T — = — o=
' e LT T =

—
Sopmno 81 |} =
(or Aho) ] e

L (B e =l s e e e

&ﬁ-ﬁl— Fé_ _-:?;”:—_:_; —d] == __.:ia:;____z_-‘i
Basso Contlnuo f—

(Organo o
Violoncello Qlt—g e e e | B

¢ Contrabasso)

:—_:';‘" T._:'_.r B e e e

¢ is dotted th 10 6

gt b ] ]
4 9 4 9
ex. iﬁﬁ s



12

Vial |}

vin it |Fés

Sopl

sopnt || &5 b=

s = e e S

" C.
Omg

Vee --@- 3
O] Pt




Vinl

vinll ||

Sop! II-

13

o e gl e—— -

e

et T———]

e e T

ﬁ;—:—, " —

. pe- - - - - bit na

B¢ Al o
Sop it ||

Qii==fa s J‘%rF*_:— T =)

8.C
Mg

Vee
Ch




14

f o ot - 4

=T s S

Vinl

Vinll

4 = ==
:i:':.::#::i:iz:ijf::;ﬁ;ﬁr:_ﬂ_r

D for Y I U S i, F— -
soot [[ o g — e e e _I',:_:ﬂ—m-f-—v-——w—-—v——ﬁ:-_ﬂi—ﬁ-:g—--g

., cum e - sur - get cre . v - I, e - & - lw-m,

" E — .}'—‘—i': :—f_i‘b“’ﬁ =4 & 1—9—-@_%!6:3—5:;:1

-------- 19, cum Ie . wr - get, cum e - sur - gel cie - & - eI,

N —
= e =

Soplt {1 @Ay

e e e e

cum e - sur - gel  cie « A+ -, o o -

C.
O

vee ({22 - ——F=
cp M2




Vinl

Bas :

. f§~-— = T'—:“_‘l -:.'EJ‘ 15”...5:{:_:&*1@}5‘_1{“‘53

== =

- —JLJ =

ﬁ”:ﬁ ﬁwﬁ-ﬁﬁﬁ

=i

6
s




vin il

Sopl

Sopll

~ == . = = e
Vee ,?TI! - I i (el , I ¢ & - r_.L ¥ 4 — fﬁ
: 7 6




17

Vinl

==
e S g

[oiiiapaypEp—— Sug SOO Sum——

Vin it

N
Sopl ||

Sopll P

Bas

8.C
Urg

Vee
Cb




Vinl

vinll

Sop |

sur - gel, cum € - sur - get e - a . LT T T T a, Ju

- - T
Sopll

ncC

(g )
e e s e e l'L F I%r“:‘:-—d:‘——:: e e =




Vinl

vinll ¢

Sop !

Sopll {I-

B.C
O

Vee {|=

b

19

-

pindi ) - } . ’+
g T ——




20

Vini

viall |} ¢

Sopl

Sonll T = s { - - I = = 1 = B
o — —
U (£ () B - ——- k= ——— = = e —— sl - ~——t————=

Nie———— .

hC
Ong

vee (i




21

No. 4 Coro A Capella
(Allabieve J = 88)

Soprano ) =

Rl (£ 22 s S i —v—-.~:~:—‘::"_3_ SEE _1_}_—,12_55 tﬂ*.:_—;-t—f::gjéi’gﬁgéﬁ

e - - be s . - -plus po - « fe-re - e, in quo 0. tumcon-ti - no -

T iy t : e |
Soprano 11 - eyt~ Yommalu Q"".’—*". ‘m-——.{—ﬂﬂ
P(Mco) 1 = "::j_ - — = B } |

(Violino Il in quo  to-tncon-ti- ne - tor, e o - - bu scri pius
1- —1 1 11—} »]

Ao n ,i TS i | ——h J_"__ g -~
(Tenore 1) e e - | T o R J“'i“‘i'—'t#’ g
(Viola) ber serl - plus pio fe e - i, in quo lo-umeon-ti-ne . - -
- o ! s |
Tenote — 11— al— J, E—f—p F= inn - T Fa = }
(Viohhllo RS S = T ! - y T !
Violoncelto 1) n quo o lmcon- 6 - ne - tur, W ber sl ptus pio
. O = g S o -
- LITITs j-K& © — == 1 | 1
o k{%{“‘ o e
. - b scei plus pro {c © - - - tw, inoquo to-mmcon- il ne - s,
==
o- ’f__——F-'—r‘—*'* PO -~
o a

Organo — d'-' —-_-:‘132——‘ — =3
(Violoncello Il = e s
e Contiabasso) 7 6 L 6 7 3 bh

T~

b



22

{appir) L
PDr--@ -~ @ e gy @ - - s 1 © =7
sop! [l E==p f—] === = = ! |
(Vinl) t X ! — 1
LI 11 3 in quo to-tum con-ti - ne - lur in Yuo -
Sontl 3 gt Bt e ———— = 1 { ==} il bl B -r'l'-"—'"——’-“"—"_"—}
op i Foomigt i PPy 1 © I = I3 3——F dl - I
o r —Ff=a=—l F==IF =l ==
(Vin li) po - CEEERY [T [ s - - cpus pro- - - fe-ge - e in
Al - -k__.._ e L I T Iy T I I "‘; T T _! ___._';:_7 '—y-l ol —— ~l -_, J—-_V_‘___“_ ; ot g i 3 ¥ } 1.-' =
(Tcnl)' b Py T e R b LT o - Tt
(Via) L R I 113 [ 7] schi - - . pus pro . cfe-ge - -~ -+ g, In quo 10-wm con- Il -
fr———m
by @3:“—*—»-»»—«-0—--« -—1 d——j’“ -r_#f—"&j_i:—i:__——-%ﬁ:dj—'ﬁ%'—tﬂi———-@g‘
vhalt T Tt e - T T
ofVcllI fe - - « - 1€ - - - w, in quo to-tumcon-{l - ne in quo to-lumcon-ti-ne - L 1A con -
riibdied fonsiis dhminemt T O T } y § {"""‘ - - oy i
me N e g et e g F—p ‘:l"“‘g £ —‘é]
P A P SIS AEET e e | 1 i { i T £ 4} > 4 } i
to-wmecon-tl-nec - - - M, W - - - bep— scii - - -puspo- - - - - fe- - g6 + - - < lu, In quo to-tum con- b -
H { } 4 | N l N |
W, o 1 é yes E 3 } '! } 1 —3 -
—H: o—d H — $ [ e eme—— Am— a——0——}J——
D i et I L S F ¥e b 8 R ——
1
ry 1 j 1
on (=== ; ===
(Ve ll v~ U p” e t = =
6 10 b

eCb) 4 ]




2
L -, . - 4 4t N . f— - g3
sopt [F k:;f:gt:g:f:‘—‘?r:pr E.ER ———1-—-—;!"*’“"** =l Fr——d—1—
vinl) = =k S = S ek S ==
sl0- - - Wwmcon - - . li-nc- fur, un - de mun - dus Ju - di - e o e e o e e e e e e e e e e e e e

Sopll m— *__*___

{::2___—:5?-———!‘4‘2’ fp- T;._j;iai‘—?- -

an I -
(Vin 1) Yuo . - -fum con-ti-nc- tur, un . de

M= et i 3 i = ]
(Tea [~ ;3;:1 sl el ] A _—l(h“ - = e fo———x = =
(VIL\)I T T -, wn- - - de men - dus oo di - e - - e e ..

Te et | & V-“T___‘_‘ :-" "4 I — ’.—.—-«l = -__J—— pole = -t -
Vialt é}:f--*r st CEER S ﬁ == f 1e r- Hﬂ =k lﬂr__._g_—jc:d:gjf————#rp—:——ﬁ
or Ve l) P T T T S T A . de mun- dus o - T

- EEEEmA s R e S S

ne - tur, con - hi - ne - - . un- - -de mun - dus, mun - - - dus - - -drece - -

= = ey

b g —- _j,‘g: g ——fde— o= [ = P _"r—,—:.:p.,_ P =
w

on (19U s a e = = =

vell e — == ===
eCh) 4 1 10 6 « b b S 6 5 6 S 6 5 6 s 6 s & 9 8



24

Sop i

5
;-4
 §
¥

(Vinl)

ce -

de mun - - dus - di

un -

- b,

1\ L

di

< dus ju -

f-—--4
d—d—

i .

. €€ -

d

w o

- dus

oo di - oce e,

dus

mun

) 4

=

'— _t—r::.—-‘“

1
) ¢
1
1

ju - di ce - fur, ju - & - oce .

- dus

i
_
!
|
"
wr il
He . C -2
D
il
o .H <
e 4“,._1!
u_«
Ra_ ;__ <
; Mmm ”
.llLv ‘_ ,,Iv
: H
s s
i m M
w.nl e
{1 |
T ol
] _“ _
H !
|
il
e ]
.noll -
]
§ e«
!
I

o e (L

i

S ===

?

oh'

Ong
velt
cCb)



25

é‘ T } 1 T—T 1 l._p_ el ‘3__._'
Sopt |tk P rgs,___d:m____ - e ——— 1 H—— = 1 1 =
[ == e ===
L T T R 111 4 un - de  mun - dus Moo - ce - o, un - de¢ mun - dus
D 1 1 s I}
oI ) rey B § - ) | ;| ) § ) | 1 ) | 1 - ) |
Sop#t 1 tFﬂ__ 1 =P O } T g d——p—p—
wn Iy e e e T o Yo -—- 1o ! A | T
(Vin Iy [ L L T TR |1 8 un- o .+ de mun - dus ju o - 4l - oce e -l ju -
7= g S = e e e =
1 ) 1 I ) 4 | 1 ) 4 . ) -t g
(Ten D) % 1xn e i F=ha==3 f—ﬂ_.d__.'__ba_JH.jﬁ_j
(Via) L (112 un - dc mun - dus Ju - di - ce- .ot ju - di - oce -
H s 3 i —_ e me—— 4 $ —_—
¥ T | | ) 1 I ) . 1 1 ) | 1 0. b o ) W 4 1 1 ——P
Ten 1 = —‘J = -—l o 3 £ 1 1—1 ﬂ 4 © ?:W'"_——' ﬁ
M [EEESE==rics Ee=—c=rc=0—r= =
orVel) P P T mun - - - dus mun -+ - - dus u -
1 =y ! I s o 1 ]
Bas _tl:r——'j__—_‘%_;f T__—__—_-tLi' 44— © fo——1 ¥ —} . |
L T T T ST T S NP 111 A wn - - - de mun + - - dus, mun + - - dus
-0 | I 1 ! } f—.—} i __L t . } 1 I 1
A — A ——=—Fd———% ‘,_k._n&::g—-o-—-———"'—.- s
© bt + © 0 O O __—FO o
n
(vell M M T T 0 ) R - T
€ Ch) 45 10 s 4 s 6 3 6 s 6 s 6 s 6 s 6}



26

Ten
(Via )
o1 Vel

Orng ‘
vell
cCh)




27
~

fd

tJ=120)

No. 5 Soli

) by

==

;l,l

) J 4
T

e S e = e o o Sy B

T
=1
'

‘—‘Ff:—F:-'

=3
e e [===s

2§
X
—

Viols )

3

-—-.——d—l —da

-

Viola ll

Bassa |

I=%

Violoncelio

|
S MRS
321 Il
g
i
ol

i 3
t ~ gl
1 g
iy i1 1
il I
moomo
m |
all ol
i
R
il
| ; )
i Lo

Lz
|
3
2
r
v__
i E
HE
&
H

- dea
=f:

N o .

—afop-p

=

O——-=

=p=a
[RPSINS S  §

Ff:f_." _F—":_Zf;n

L{ B

11
11
I

« b,

- go

+ dea

| "

=

.@r m
|
. :
e S e
T
= .ﬁl
L
Teie [gf e
TR [
i
_ |
i
* 4e
._T 1lig
I
T ;_wlal
. _
rTen el e
H !
T m e
1 |
i
!
1bdlad 1M
!
_
[ [
g ‘
|
ele— I
I
.-Lol Pl e
.
f—w ol ~
i
1 _ 3

Basll %}T

Ong

Vi



y
9 | $ | s b
S e s P £ } p e } oS £ o
e e o e e ==t ———e——FNic|)
} } ot o = =

|
ot
=) 5o

N N s

- ud - de - e pinbpnd ‘g - p - 0 uny o8 . . - » wp - - nt

= :Ill.l.l__ “ma.aﬁll.olwullli,».,,.q.wh...hu -.1...».. e b e =S : - ]l nea

....... - -

ih*a

I%A

3

11MA

1UA




29

t
- )
< * !
(111 .~. [
L1l
ol
il
1 b
alld
olli
i
‘t.._..
| S88
[TR41 R

b fomfony

X

1—1
L Aot §
1

T

(app ir) ~

”

Visl

) 4

1
) 3

vall

- biy,

1

 {
- &
.4

=

b

=

T

- bit,

e -

T I
) Sm——— 3
# v?z

—-—.;%

———

4

=i

D~

2]

="

4

g

=i

g

X
)
4

O

1

i
e
et =
|
N t
Tl J
Ji L
]
FH 18
188 -t
ol 1R
g1 18
st
[ 152 J-
1 t
bl Rl
Litl -1
-
1
H..._. 1

TN TN (appi)

Vial

v

P e Lo AL

viall

azx
i
T

Bast

bis,

ul - mae-ma - ne -

ail

ln‘a’

.

LA

==
i

ay ! St

=k

|

315

-
T~
b e

SRR

4
.
==
=

10
9

1=

|
1

4
1

=
r

g

_.
i »
i
Ll 2
.I.ﬂ,. e 7 p— ‘L_._lll
] m !
+t1‘ .
i
s TR YRie-
. : ;
& £ T TP
...r E 4
0 _
L 1178
= ] :
M TR & |
{ (i
! !
b s T
ol |
| H Ar_
! I
| I
b1 !
! .? -
| —-—
! 1S
_“ I~
““ H 201 ()
L L §
s H 27 VRN
AN 3 BN
: & ¢
=



v
| n. 9 ¢
P X nllllu ——p-- v P } —¢
et E—d ;'.*Il.ll; .I”w.h»i|ml|..T.ll|ﬂ.HladtlH F P — A
=== - == - t t

mnv

- m_l,l,hm« Wmﬁmlﬂmwmmwumﬁwmllhmﬂwﬂ =f g s=fli=r¢ M=) 10

i

‘nNQ - A -ed-de ‘W - ey pnb-pinb e - o - N —wn
] e P
Eha e =EEEE SiS "
U e M- - - - oW . ode - pinb - pind .3 S - —-umd
._ [
i of 1 & 1 ] l 1 1 1 -~
S e e e e e e S e e e e R oA
Ee—cres e e = o
¢ {
o 1y s 14 R T
et —p———p g =] )
@ 1 | SW ' v
— — B 89 J_ P A B -
e T e T e N I O
T v

r— — - = LR
p -0y
=  — — = 199
g
O | | |
Pt ..W “uﬂ ——a——J \erllnl A

fT

%ﬁ%?m%v& bk e - fl— e . .




a ; P | ¥ £ £ £ £ a P ~
vinl S e e e e e e e e e e e e
1 1 T A\l T T 1 1 T T T H L T
Vish — —— = = 3 1 T 1
——H =i = =3 ’
/_m% v ) u(;__m_w_o_ggk
q o &t o o [ ]
4

Oy

Vial

3 -
) ol 1 ) ) I 4 ) | ) .4 ) A
e e ]

v

P 1 a £ y.d
o} S==—
(i (i) " ~ i
Bu i ~.i:' Fd- - ﬂﬂmw £] f—-Jm— It —s——]
- - -‘ "‘{— 1 | =l
) ) § 1 ) ) ’ | 1 ; 1 1 1 J J ) -
Ong > e g =4 2 Pt e ] et T i
cwg ‘g\_!g \_ﬂ r r ‘F = _,r r = '
Vie - ':__.__..___f,_.:__ iv'p_.__——:::p_,f__ i—-__i—_.""'-*__r — 3 —Etp—t—=— ;'_-_! -
I B o T h = ' I L1 ' ' T
6

s ! s o | 6 4

~ ougiaty. (X F Y PR T I Pt



32

n

app i
_lapp )

~
Llapap i —

) W G GARY SR R §

o

=

st

§ 0 ) AN o G SOGN e S |

he o

(app ir)

=

1—1
f o o §
—+

. 14

| O St Gt ) S ] § G 0 G S S 08 bu i 0 ¢

T
T

) - T

E R A i Sty

il
EEES=E

bep

§ -
T

=
>

Via il

) ]
|
|

_
ﬁ ]

T
¥
1
1
I
 §
 §
) 4

———— -

bit.

— o
O

';......

bit,

N
: —
ht

oL

R P

}
"

T
) |

£
i

.-F.‘hr_

'S wm

— "

o
;

ﬂg—“"'t—

ow

e

i

=

)

.. Ji‘
g.ﬁ

z

==

==

===

=

‘Il.—

e

),

On

Vie




33
No. 6 In hoc solo possunt Viola ex Basso sen organo describi,
(Viola double the bass)

(Tempo giusto Jan)
Alio Solo
(or Countertenor)

bt

Viols I}

(ot Violoncello) |~

A Solo

O ‘;




KL

(tr) (J' 3) (-‘ !) (J !) (J, ]) {1r)

- A I —
ASol *:dﬁ == } = : 4= = 3= —]
. Eﬁé_‘; = —pc ¥4 =T, 3 =

(or CT) &

visll ht 1 T —T  § T-1 "

{or Vk) '%

A 138

Hy
h;'
T‘
11,
12
14

TS,

g
I
|

A Solo

vall

Oig




Kh]

e

on e e e

lnppm ’
1 ; }] ) N 1 - |
ASolo @E%h H== "

cum vin  ju-stus  sh te W -
M

Viall v o '}

1 .. ) 4 1 !
- —— .

h J I Il ] l 4
——!ﬁl———ﬂp—'—r—t"‘"::_ =

—J | I )
1" 1

g M 4 L
l 'gl l| | r

1 o f




36

ASolo
(ot CT)

Viall
(ot Vic)

Org




No. 7 37

(Adaglo J = 66.69)

Tut . b
p £ e } -
| e=le e ey —¢
= == } t e B R e e —
v ¥ b b A b | A . - — ;4 L 4

I

I
T
%.

.4 » - > et ar il
Violal == E 5.' - %—i'———{'"-F:.F::;F T i: ‘—HS = f + i: i'
M L}
e__£ I i I L a. a
1 1 7 3 1 ¥ i 1 ;JF—F-—F ; 1
Viola 2 — = p—a e e R e e = — —
l L} 1
(o1 Violoncello,
2 ) Adagio . a a . | —p T P )
Soprano | A IR Y=
i b—1;
Rex Uec-men - dac ma - e
r\
Soprano Ul { ey p—{3-§—
{01 Alio) A 4
Rex we- men
—{)
Alio ',"'F=L==
A\  bou—— Sty
{or Countertenor)
Rex we-men-dac ma - jo - sta - U, Rea uc-men - dac ma - j¢ - sta - s, Qui sal. van - dos sol - vas g - Us,
Y I
Tenore ’(“-= ==i-i=—. == F—F —F—1 ¥ D—1 &3 1+ 1§ - } !: - ! - !
—— ¥ ¥ ¥ 1 P ¥ 1 } t ¥ | ¥ ¥
Rex tre-men- dae ma - je - sia - iy, Rex ue-men - doe ma -« je - sta - s, qui sal. van . dos sal- vas gra - s,
mg&ﬂ—ﬁaﬁ%‘:ﬁ%ﬁd—— =1 :l’iljﬁ::g E| 4==*‘—“'1,_~_,,m,
Rex tic-men - doe ma - Rex we-men - dac ma - je tis, qui sal. van - dos .
u T T ; } { re 1 T 1 ¥ Yy | 1 r
(R 8 : 'HJ === ==
. - o F = §_%g g P T~ r br ¢ T
Organo Adagio Tuui
Violoneelioll fl -y ==y 4y S T e
¢ Comtrab 03— > i -3 } 1 } -1 Y hd—3——¢gd——d-—i=t 3 1 1
! 4 *— -4 - Ay | ”: 3 o ¢ . { | - . -4 = bn & o
of h o6 6 ) b 6 ¢ T b
s 4l s 4
? b



38

(2.2

. 4

s
Y

T
8 4

Vin

Vial

(or Vic)

Y / EEME— A T A RS ) - S———

P
=3
av~

(app tr)
t

va— sal- va——_me, fons pl-¢ ta -
Solo ™ I e o

N\J‘\J\J

o s

sl - ve—. me, fons

A L B

Solo

. Y

(1

Al

(ot CT)

Ten

=) I3

va., s -

i
e __-..u <
K i
ﬁ!.l .m.*.;“_ -

i ’
..,w._.-l ..:....
|
el
bl ]
»”
AL |
“m
ﬁm..wr g.ﬁ -
il A
e Ry o=
i
n_ -
-_ru o (el v
|
g
- e
I
T e
]
“
TR .ij 3
|
e T -
m |
lll..r Iﬁ ©
A.Jw...r :Te.ﬂ.
_;l .j_lrlp
e Ll
-
.l
Bl
Au.@d e E
—— e ?
gs¢



39

~———gt'
ba |
A
al - w

It
VM l.ﬁl&u el e-n
) 11 o M ] m.h. .‘V .m | | jl L-j_._ I.W
G ﬁ { e
[ 13 ~ i b H g lnn!.
ot HS XS 3 H ™S

—
T

—

1

1
y—1

I

 §

3

'

va.

3
y 4
e
v i
P 3
<

- )
1
|

==
r
—3
-4
[

1
T
3
I

r
e e | T e e
)

§

(Tutii)
(app tr}
- R
——a
Us

it

— §
'l
1

I
| ;ﬁJ v + -
i W umﬂvr ' ..ms
mr 1 s L = 0 2
T it [y i
g 1 v .: h

_= h = ASAYY . in “
§ ) b .1 ) ] ~_"_ > . .
! m <

heEh
6

la

4
pe

3
d

Y COTIT ! ~
) ) ) ) b 4 il | ” E tmfe- el
I i W
| _,_ s v TTM s ™ o
e _.n._ i | |
ﬁ ﬁ HEAwN
o ﬂ # ¥ .¢ W . ﬁ vu_ .v,.w _pl 3
~ i vl __ MTRis— |9
| 11+ A 7 -
i (i N -

(ot Vic)
Sopl
Sop il
(or Ah)
Al
(e CH |}
Ten
Bas
Ong
Vic it
eCh

s 2 3
> > >



40

ba

r—r——— .

£

ha

D.J
[ .u.% _
] |
(ul | I
(0 1 S 1
Gl
4 red Rl 28
af AW
-
{
i _F i
11 | |
]
A A
il
i m,__ il il
il "“_ i
R A
s > $3

'l
)y
L 4

L4 4
fons pl - ¢

'
"

(Tuni)

=,
——

BRI —— R ey R S 4
. sal .

fons

va—, va——— me,

{or Al)

T

N
[

fons

=

- 1

(Tuiti)

a-.

VB i, fons pi -

sal - va—, sl
TN

va—,

sl

i -

—
1 | gy i
15—
[P AP TT G5t PO
0 . . . . . . .
+ 4 4
1 i 1
| ©

b=

=

4 A

———

VA~ e, fomy pho-

va.—, sl -
! -4 Il
t

— bo—x
{ pusRa | il
sl -
} I
| T

e

<
J
¢
f i
5
Ll

LRI ==
{
g; 1

be

6b

O

Vicli

cCb



41

(ir}

4
=5

{GE=

- 4 by

4
>

i

Vil

| |
us 1 u
3
o
A
” Hl ol
L s.
m I
| T
|
2
n

{or Vic)

"

Ve
1
T

v~ aamw

)

us.

uvi) .

[a)

T
1

[ e —

)
. v
)

¢

Sopll

(o1 Alt)

L[4

H
'/
() 8

1
1

3

-4

111

o p— ¢
T
|

b oy §

Alt
(ot CT)

\is.
"
@

ir(h)

1[4
P
T
1

|
|
. 4
1

Im

|

TS s
_ ‘
Hieo  felll

b

t
r

_G_I—I.——"
2=
r
n
=F

Ten

Org
Vic i)
eCd



42

re

(opp ir)

idd

I—1 -1

. T
b o -
iy 4
3 H
| 208
Q -
N
t
.
| ;!
i 4 ml

> ——
19§

Fl

(Solo)
(Solo)

(Modenate J= 112)

No. 8 Soli

1 ) | . 1 1 1
et S S —

. i

T
1

g 't oo oo lf fePapolo o

_

Violino 11

Violino 1

Violoncello

Vin it

. cot -

Re

| I .

{1

10

£

»
10

. At

Org
Vic

Sop Solo



43

£
T

g

!I‘

a4
=11

e P.a s a p o

Y
1
oL
o i
4] ....m
oLl
ot
oLl
ey
ol
] 114
R
11
m. ]
",
al

Vinl

Vinll

mam

=

?.

&

e, Je-su pi - e

d

|\

— 1111

| S G ) |

(p)
FYV

N

) ol
T

| a4
It

¥
(p)

e

A

(app ir)

=R

CPPLrpe o0 eop—p

o ———

p ¢, Quodsum cau -

re, Je-su

cor - da

-! ! ! li .E_

1
)
2111

y 4

T o wn
-
J”L
_ 14
Lom
n
TRR— T
Anul_
Y
-
= E g O n
]
>
i
>
3

O



44

[ 4

fppp

I £ 2 o o

Q= f_ o

Vinl

—)

'
—

» §
4

p#‘E}::&:l ——

=t

4l

4l

Vint

=

'.-_—.. ——" |

| O D

- das— il -

||

(p)

Vinll

64



45

ol

1—1
) Sy Qunn gags

?‘m."n:m:’

‘\?V’

——r

4

Vinl

i
n

Ne

teae vl - s

¢ Quod sum cau -

po-

nN—

-, Jo -

da

=

ob

7=

4

'}

22

Vin il

o wn

Popp—p—-p

»

{app) 1

) ol
T

l,r
L]

q -5
aill
< )
wll
[ R334
<
L1
&
) 3 §
| ! L.Aﬁ
T e
il ol
-t

5.
4

Vinl

3
4

[
me— pet -

2
1
i
k
,V
- _
1
o __
4 ‘_
i
;
l
..!0 c
e
E
.M. -
D =
N =
N 3

1
i Y
-
RS- o
—l‘. 1
W. |
L) .
]
b= NI
__ 1l
: : s
L
_ 13
ol
13 11
il !
ni !
.._
LI{ L J,M
res_— THTS
n_ Ty

Viall

Sop Solo

of



46

I e i !
Tl I&-
.._ ] m JJ.._J
4 m - _ I_J °
il e D
19 W
< il ol I’
< ! -]
i g
i it A
3 m n
b i
i
Wk
i )
Wil HH.
ﬂ } ﬁuﬂ, m i~ »m °
| mH.:l_ £ TToR i
LB
Lt Py i g Jm 7
H ™
i . il 2 - i
u% ;H Baadl 1.} hrl\w ﬁﬁ o
w 1k _tv __
i b U‘:_ %&
LT -ﬁw E:
5
iR i
& fe e



47

* e ————
o,

£

1

1
) M e gy §
1

&

R N e
g fppppep £

N.J

T
L

e P a s a s a
 sem—
) d
it

'l‘ F

N

EZisicoosiss
8

y—
1§
—a §

1
T

e

]
r

¥

4

e .
..'.'...'_..*.______' —_

1111 —-

= ry

[—p—p
r - & hant

;i

b §

i

4 e
T

Vinl
vinll

rE

il

» »
e T
L] Hind
-J' »
b4 -
1) .ﬁ._d
([
Hite T
11y i
ey 1
™ i
e i\
sy —+....
- 1
1 i
H b
e e
1
15
»
H w i
3 1
Zi{ &
3
Siel i
[ e ¥
® )
g ol
M
!
i
L
158 [ 455
L el
ol
<l
1 ol
(i
o]
-4
oy
! oL
43 (38
<
{ -
8 <
] 3
> >

1T

e
’ )
&
€

(non foite)

Alt Sobo

las .

L ]

fens

Quae -

pc—""g9
 {
1
ppenas |

T

) §
+

|
2 10>
) ~pemut
4

Ten § Solo

H-1
Ten I Solo ﬁ

sus,

me, s - dl . O U] las -

Quac - rens

.|
—1
é .

o4
1
—i=

1
) §
—1

me,

Quac + sens

!

——X.

Quac - rens

ld==4=
R i

(- . .ﬂ e
H
H
k-

*. _. —
L i
Ay e

- ...1
.-...P ™|} e

| &
e TNl
1 !
1
i
o 3
(I
TR 2 J.
ﬁ_...
" Blh
TR bl

1 Y
™
] Ry I{]

-y
B’ -
T .
I_ -p' .I.IL awn
3

Py it Ay

S|

4

Bas Solo

]

Vic



48

==

EESE

11
. |

J 11

¥

F
__..!...J

bt

i

Al Solo

f

- ol crucem  pas sus,

de- - -mi- -

M

f

1 9 4
) 4 1 7 4 m {

}

Ten | Solo

v

o 8li cru-cem pu -

e - de

Ten 1l Solo

s,

las -

- ol cru-cem pas - sus,

las - sus, [ m .

T

ol

r

)
T
|

sh

y
T
1




49

PSS SSEEEEESiSS

S —
——1
v

J e v 'Y

Vinl

[

Ten Il Solo

sl cas

non

Bas Solo

Il
e e e e e e e
1 i ——1 11
v L= T
tus b - bor non— st cas

111 1L1] 1J

R
-+
TR N
6 &
T LM

| S N

T s
r

-

o~

ww

o4



50

g v v

e—r—r
-9

e
—t—i—3—31—
Vg v v g

- 3 1 ;) , b &
) — 3 > | 7. ) 0
v g v v

LA i
T e
T ™
He 18
™ ™

g g

T ™
TT™ ™
e e
1 e
il ﬁ.d
L T
!
1 1
[
IH r@
i
i

(app 11}

> .
.
.
.
.
.
.
.
~
.
T, 3
3
2
£ -
-
P M

. bor non sit

ws -

n

tus

==

Tea (1 Solo

cas

bor non it

fus

tan

tan

o ——d

l_j._

I3 1Y-1

F

==

1
1
=3

cas

non st

tus

an

bor,

EEEEE

T
Jl ur ll‘v
—
+H s
Trejea_ r._

S

A= —d—]

1 |
-

y
L §
3




51

Qi Gl
T

L S
e 1T
11 ™
T T
o iy
hd m

—3
—at

| I - |
e ]

L 117
S

|

T

=T

1
T
&
L -

o |
2§ I
=

=

Tt
=SS e e

Vial

===

Vin il

(")

(")

Ten 1 Solo

()

Ten 1l Solo

()

B

iﬂ::i—?‘—p: =

a_pP

o

P

F ! 4

P

> [

X

Vi



Violiso |

Violino 1}

Vil |

Viola ll
or Violoncello |

52

No. 9 Coro
(Adagio J = 36)
PP paasapae | 3 PR T P -
g —— 1 ¥ ===t =g
l L 1
=== SEEm— e e e e p e a5
- | L " | 1—1 = l'l 1\; 1 o Sovmamg § 1 T i V: ¥ b S~ A0 fes et pomas ¢ 1 : i
- Ii-; - gl e P ot | —@ec——o
Igﬁ—f-—-f =F: pp S e e
+ === == i f B RS e R e
| P A | SN
b=y e
I i i =P e e

Ju - ste Ju-dex ul- U - 0-nis Do - num fac c-mis - . sl o-nls, an-t¢ dicem, an-tc dicem a-4 - 0 - . . nls,
H a——a 1 fopp tr) 1N
Sopnno Il {FRFT—5—5—] B : ! ‘ﬁ‘ = = ]l
of Ako ! ! e Ty r—t V——y ==t i
Ju - ste Ju-dex ol-ti- 0-nis. Do num fac e - mis - sl o-nis, an-tc di-em, sncte di-cem na-t - 0 - .. nis.
A ’. h A { A +- % . }! N ) .. T m
Atio ”“-‘—_—-l—-— k; =+ = Pt =i Ivl E = "
of Tesore |
o se e dex ul il - 00 nis. Do « num fac 3 mis sl-o0-nis, an:-tc dicem, en-tc dicemea-ti o 0 - .- s,
H _ —p
Tenore Ul | A PAT—p—— -Dh 3= I =
I | Ty } i
Ju . ste Ju-dex ul- 1l - 0 nis, Do - num fac [ mis si-o-nls, an-te di-em, -l dicem ot - o . ais.
a3 —H1B- Sumyted m Nh-hi
Basso LR Lo Hid—a-| -i:i }
SiEEE= N = E=3 123 ﬁ}jygy:—————*-n———lo____,*_____l
u . ste Ju-des ul- 4 - 0 nis. v+ num fac [ mis si-o0-nls, an-c dicom, an-te dicem ot - o nls.
(twm
0 - y o y —4 A
Orteo HH gg_ : 1 bt —[5'—- = —n:
.@___ Sy _._;r.._f.._.r_yrc_,r_r.._b = ;:L -—r~—__-r 18 _____
t = bo- . - { py £
Y |35 T o s o = e e =
¢ contrabasso = i 1 ' { t . T
6 5 6 Y’ 7 6. b TR § 3 §

¢ originally; g2

-

pr_ gy



A

A1 4.1
1

R =

e b ke b i e ok bi)
=0 = = e e e E "ﬁ%@]
= e e ;M-,._a:@f&

=1 :é:&?}i%{' '_- e

E S SEESES

gt a3y

T
‘ 1 ‘

139

Spoat e e

[
(g8 = r (osse odiwr))

01 'ON

osseqenuo)) 2
1 0f32u0j0Ip

oushi

oy

ounidog

_ Lopavooms o0

o

(RN



‘tn -3y wenb . wey o -

e .—l‘l*‘l—!u-l b

===

bgeae-d

‘sn - 0) wenh - wm

e gl B4 —

e =

AR T )

12

99

1] 119A

%10

ny

dog

A0

nua

1%A

11YIA

1WA



) t 9
4 t L L v he
L ! ’ ! Ao : ’ A 11 o_ ’ Q)2
R, - 0—9 ° gy g e - e — -} A—1 N
B EE SE==cns =B E = ESn TS 3= T  oa
Jﬂ?.ﬂn HEELSS= S= SN s EE .T.!cn.ﬁ.‘—n;wﬂ”wﬁlmhn 3 e b d i
[}
. @4 _ 4 ~
T=a8-3-PY - o fr——} et * & b l'nm! P B MJHW.lﬂmVI.. naH\ Hum
- .wi“im[ | I —% .“ﬂ .ﬂw- 4 : B !.Mu.... =l——=p-% o
R e T ) 4 - | | n | - 9 ) N A Rty ) | b A L meee s N . ) § 1 A | ) | i h] ) o
I T t 1 ¥ t t +——1
o ond ‘3 oomd 0 s - wed . . - . qd - - - dns s np-(na g - ed - (0>

B S itf s == st~ -

‘3 . ..a .. coum - - . . - - - . o dns ‘sn .o TR 13q - m ed - |n

nw

SEEREE = e e e s S PR B e (RN SRk ™

sS



56

Vinl

PR R b e |0 P T T e

Vinll

G P b e popilpe g e

e
T
I}

o [ BREEE Y b it b e ppmp e

viail _mnr =S HEE FEECEp A== | SRR

SEC==FE=EE

an %m,.m....a.,....w.i

wnm:l.z w‘v!..a =1 ru

on ({Grtb it e b=l

veu (R P M T

eCb




g %A

LS

370
YA

HUA

TN



I s __ B , : o

e e ﬁ%.ﬂﬂ%ﬂw%ﬁ”&ﬁﬁﬂﬁunwﬂ rﬁﬂvwvt-nmmm.._twm@% nan

== e u,.w,,?w.uumw.ﬁu RS

an - o: Y

= e illa : LRy

"o - - ag) '93-ed deed oo . e e e

=g mudlra&HnT m% dos

me A | 04

{11 ddn)

SlEETo s

8¢



No. 11

(Andante Ja 80)

59

T (Simie) . .
' 4 f ) ¢ 1 y 4 ) o4 ;4 ' 4
Violino | H-fe P {3 —1—1— | 2 T—p—— 1 f f ¥
{ v & % %
ST (Simile)
Violino l1 ____,','_rg'g' r D—F—p——»' I %;
d T

e n r—f f = f 13

Viol & } i ! & ! —F

. 8 - £ fi

Violoncelio ! : & 3 —F ¥ 5  § : ———F
<, p 1 - g —_— fi
Soprano il > ; = ﬁ}
Ao = § = _JE
Tenore = = § - — P—— ::J=
asso = e =
Pt < -1 s .—:f:r.:,, —— ]

Oigano . u“d_.mu’suu (ﬁﬂ:ﬂ) (Simile)
Wo|om:flloll ;o _lp_—_lp;-.l,_lp.___t!u__l,- t—-p-—n—lp ..__.,:...._;._‘__l' ."_F—-.'——-—p —p—p -
¢c Xy 3 | SSmEREI S TR S = 3—= e e =& —]
6 1 6




60




6l

(simile)

(simllic)

)

)
o

Tutl
(72

- s
. am
. am

0 -

Ma -
Ma -
Ma .
Ma -

Qui
Qui

) 8 §

=

: Y

3

T

— 1

' g

Vini
Viall
Vis

4

et e’ fot S -t Lo

Vicl

Y1

FoEs

Sop!
Ten
Bas

Sopll

own



62

Eef

i 38 [ 258 f...
o
N
o
rﬁ..'
Ril| o]
ol ol
7+ o o
i
e
1 o o
_ )
ol ol

Sop!

- b

(2]

nem

tio -

e - au L1}

nem

o -

- s,

o - nem (I3 ']

N
3

=

=

T

- s,

asm

}!

11
Y.

a8
‘v 9 4 8 ¥
Y ) 4 ) 4

3
—

&
M .,_r W
L
{1
] Wm



63

| e
4
—F

—-y

P
=g

v )
-1

JdT

nas 4
—K
3
178

14

di

spem

—T
—

spem  de di -

. que

quo

hi quo que spem  de di s, mi

mi

hi  quo que spem de d

m -

que,

T
"
L4

N >
1X '
P 0.4 44

. Sogumqp Shguaniag

9 5
&

' 4
T
4

AT . __._...V.,,,.

1

e ——— __V._,-.

di

spem  de

yue

que -

+ W

i

. que,

quo

tu

7

Og

Vicll




1) 0?2
1A

0

n . - 3p wads b . -

[ ——— iil'tl.lﬂlnlll...lllhlxum.—nnh‘.ﬁ L e - e .Nu. — \—. == wg
= = L2 —&1 R — e B!




65

| 853 188 s
|1
h
A\l L 134 | 338
o
L o« | aal
13
.
(13
)
14
ol L... o
A o \
-
.lll (=t Jl
L
| &
<
B lﬁ I3 .l
| is
|
| 158 e el

=
>

Via

Vicl

Py
[ 4
T

) 8

Ma

Qui

Sop Il

Ma

Qui

X
N
1)
> 84
am

Al

L. 5
el =
~
-J. =
wl 3
LT
-
v 2
P
]
S
-

e
i
X
= <
il 3 1 < <
. 1k
_ <
!
-
Qi = ! <l
. 1
I | o
i} i
< m <l
L
ol
I
! Al
il 3 IR o
&
. H ol
: i
| el u
...i -% e
3
_ %
I N
]
L -%1
Bl A {
< -
—— s




66

Vinl

4
H ,ﬂ. 1 ol
al

Lo W
i
M
hd

| 15N 8 x

138 %.{ [ 831

T i a1

by

i % U

V84

uo

stl,

vi

2

9y
4
1
1
(-}

Sopll

3

1

o

. M,

[4]

nem

uo

o
o

.

=
™ 2

1Y)
o

Ten

.ol . s, ]

- sol -

e
B o

(1}

wo

14

v

< sol

ab .

iy

g-— -—-l ) 8 : ) | ) 4 -4 = 3 4 A 8 "

e e —

Bas

Vicih

eCb



67

Vial
Viall
Via
Viel
Sop!
Sopll
Al
Ten
Bas
O
VieHl
eCd



o8

11
< <
<
[ 158
“W !
H ol < ol
<
<
"
X1 o4l il
d
4
i
il ol "
b
i
4
i J il
o
\
o
H ol R
i
118 H ol i
Jl
|
<
L1 L VRS | 18
4
i
Y
e e 11 1
il
.%
1
' ol i K
ol
‘ w_
iR 1 pil i
d i I
- E 1 -
i = = -
5 £ > -

(app 1r)

- 4

Sop!

di .

spem

- que

quo -

hi

mo.

Sop Nl

- que

quo

i,

di -

spem  de

1Y

Alt

hi quo que. m ] quo que

di i,

spem  de

X
' b mowm—§ §
- 84

- 5

Ten

=t

hi Yuo que, mi - hi quo que

di s,

spem  de

1..... .
_JT ﬁ w_:
11 I i
_ﬂp. & __
ol 2 |RR~
Nz
L
AL R TROL
R 11T
w32 z H
! '
. !
: s 1R
W _
| ‘
L o
U 3 1|
i P
I "
JTu! = :
i !
r iy
L R
! i !
it LR
IRl |
x-..x_.. Bl .
283! |24
vt ﬁ
Hy
110 s
1l 5
Kt o ﬁ
1 E
. g -
g T et
& -
- =
2 ] mm



Vini

vin il 1 Achb—

vh

vigt |}

Sop !

Sop it |I-fay:

Al F

Ten |4

tas

O

Vie

(b

”n
b
@1n
b
14

spem  de -

l'g;_j—

P —

e

e ——

Apem

® unig.: W




70
No. 12

(Andante J = 88-92)
as

S L I 1 N - 3 . —13 ———
1 —ﬁﬁﬂlﬂg@ﬁ ul 2. =3 e R ==

Pre-ces inc - ac non sunt di - gnac, sed

v

Sopiano

Allo S | e | e—— F{—’ﬁ —)= 1 = |
- T - _.:JL.-;Q-- - S -
e - ces me - ac non  sunt di - gnae, sed tw bo. - . pu
Tenore e TR ST e e o
enore — - e :‘.t‘i;__.“_a‘p -
fric - ces mc- o non  sunt  di - gnee,  sed w bo. - -
T - ==
Tenote Il P l:’ I ‘—ﬁ—'

oo || 7 22

- i o- gee, ne per-en - - -

— ‘J:"——

e e e e e e e e e

Violoncello




T
e e ————— ==

= (uum? a =l mil.lua.u_u.ﬂmmﬁhﬂﬂ

Soe—pas w8 . g-oq ae) snu -0 M P ‘au8 . ' nu -0 - <o cwa -0l u woo.o - -

I}
K

==c=iEis m,smml.ﬁ.h_.é R S FE=IF |

N pd I R | P wo-ua - gad o wd - - o ey sw-og m par ol - ap
— (=4 3 e e s Sy ooy St dﬂ%u.ﬁ-
=2 i = s e e (S o
Ny oq n pas ud . - . . W o wewd cod du ouloqu - 0q ow snu-o¢ M pas ‘sny

..... N I N N N } = . R g e _

‘wl - qu - g ) I -0q n o pas ‘u8 - - JE] B TH]

s g ey e | e e e w_‘%

s - o 1L I CE | pu - e om . w3 - ad u ‘wud -

e T 1 ,ﬂ,m ,-i-w.,_ﬁmw.nﬁ-?a H.m_lm = 4] s




72

Sop |+

bo-nus fac be -

me-ae non  suntdi - gne, sed— . sed ni - gne nc pes -

éliL-m -__.__.,a_N mﬁ—‘j’bﬁ;}kﬂ;a’ff:ﬁﬁﬁ;&mwiﬁ——u—o—ﬂ

pie - ces me - ac  non suni i . gre, el - - nus foc be - ni - .

1 I 1 =
e e e — _t‘: }— B':ﬁ——?@—#@r——:‘ :—]

pre - m me - ae  aon sunt di - gne, sed - - nus,

EEEEEmE =

bo-nus fac be - ni - gone

Al

Tenl

Teall

Bas

Ong

w(BEe e e e B il fo e

P o e Peied sty (rSE
2 L 6




.

T BT I 1" ‘ouf . ) -3 - w3 -1d oy

................. uy - d )

-ﬁ@l%i.nmfﬁ =i

mue -3 ‘pw -3 (L] u

=8 l“mnlum!ﬁ E=s Ww“xﬁu-m — H:Mu% e

...... ] fro O TE ]
4 TIini

ul PO
(= e o SRR - =d—d4-—
—e:i == h&’ 'Wrﬁ a:* ﬁﬁtpﬂml‘% 1u3y

seg

d

......... w - nd oy ‘onf . . c 1w -3 ]

tL




74

Sop
'Y [
Tenl |}
ne pet en - ni uc mes,  cie - mer b - - goe,
M
Tenl === e = 9
o semummpipet - axpeihetd b ol g3 et |
ple-ces me - 8 non  sumt  di - gnae
- ¥ i} ;L. N 3 } = 3
Bas Rt -:'—mq ﬁ- = "f-‘—-'—l-é e s
ne pet cle - mer cie - mes boo- - poe,

<4
-
|

1,
g

[

!
&
.8

R4
!

TR
[

[ T
R
—

!

!

v' ——— — _———’- J:' - —_0—‘ }_ _i’ - 1 — -z
‘ S e a e =
6 6 1
i 5 '



75

Sop-~}‘
1

Al

Tend R e et S

Ten ll |- (A P—

@ﬁs:_dzﬁﬁba”p—_é];g—?ﬁﬂi:{;ﬁ" = ——a

| 4
pre - ces me - A non sumt di - gne, sed w bo . . « « .+ nus foc be - ni - - . gne
|

O

o (|92




‘w.m.w‘ M, S Alvl _t H' . U—>

“5:39) o

L Ihiﬁf.)_zﬁ [.:z —
k o aEn ! ﬁm‘,,t " RIS - .
_M‘MWWWW _E....ﬁ_mmmmqlh = m m m.,..,umﬁ : 1w
_Tw..il_ m e - I

9L




7

ini

Alto solo con Viol

+

' 4 f*?#
e S [ St B o

£
) 4
+

it 4
A 10

L )

| 1138

tHll
i

" | I &

o
| IR a8
il Atk ,
L 138 el
| 4
=2 = 1114
I
ol it
ol | A3
Avuxﬁ .Ur-. -
Y| I i

Violino

=0
-l
. k
& 9
[
g H
AJ.A.
(|

Organo
Violoncello

r m _
e
’ } | ol ” >
-{ il
= TR
1 2O
]
ﬂ: _ ’ 1
.iv = AP o=
e s q .
] ﬁ ..Mw”“ )
= P
..ﬁ. i
1 _ ! 1
_1 I
= s k s (B
it
i 1Te | ;
|
.; iy i -
1 L illes=
233
i s “
i +1 it 1
1 ul ¥ 1
1 m w
1 ol
| L i Hees a
‘rﬁl { 1N 4
M I q L
pide L ¥
Aﬁ.l 3
i A
ol H -] 8w~
L
d
§~ &l © -
M Bl i
el uMa 2
P S
- = L [ =2
S a ¢ 7
<



Vin

H--1

forp!rfop

78

‘ -] LfE—F:J:ft

Alt Solo [«:?itd'wiﬁ —
. sta,

=T E e

Org

Vic

cf 0 - ves o - - . cu

& I LT ;!—:.'—L::"," et

l‘ [3)

T

b

e

:‘-ﬁu T ) Er‘“ —=E==



79

- ens

T

sta -

. S

hac - dis me s0 - quac -

Og
Vie

Vin

Lol

n

N

Vin

=

o

e

(1)

re

T

=g

{ir)

RI

ry

T

{tr)

.

1

X

N

dex
:‘-

A

o______lé¢

in  par -

PiE

Ong
Vic

Al Solo



80

- ves
a_pf

be

o e e e e e e |
-t

1
1

T T
e

be B o L o P

f

1

s

r

et

{

>

— —
S e

) ot

—t—r

{epp tr)

T

A

Vin

D e

Vi

af af £

- M,

(U _?1))

. Quae

$

i
me.—.

1]

-4

« dis

hae -
=i

©-

et P

(o)

T

-ab

ry
el -

—g ¢

2.

.« Ma,

ar f

prac -

« cum

lo .

Vin
n
Alt Solo
Org
Vic



81

mr___:s y 1 A , A o
l -'q = — g } : . E : — ) § ) ! 1 | 1 -IF- -
s o o o ¥ ¥ —
Vin
} I ) /. - l‘ N\
| ot g ey e ] 20n javw et pave manns = - ‘
" Fi- :.J.Tﬁ'r_f‘ anipty ettt | el s R '—-'_‘.) === ) o— e
' \ ] =t
R u . L
Al Sulo E 1——t ¥ - T ;' —t hi..‘: :: ~4—1—11
L4 @
= d = —— A0 —
H © <
o o 4 g
Oig
_1 LN
Vic !ﬂ -__.o_l‘_-_.‘—'._.u______-__a.l__.__- = — >
. <)
s
X’J Al af afpf r) A P 9 o o
|5 == t Y ——— T e e = —
8 1 ) o 1 . 1 _! by 1
Vin
a -’ +
Y (7 =3 } == = > = } : —=— e - ——
= 1 h
A \ N (‘W"fl___l__~ __ i L, R N {app i)
— = = p = — | - — 1—13 13—t 1
Sl [ S TS ST P R =S B ; =T a0
1% 1 ) b pa—
LI «lu-cns in  par- cte . —— dex - . us in  par - te dex. - e e s e e B
O-.1 d | |
M I : X — © — XX & — AL é
:E—:.ﬁ B — l? P = e n s-———um =
O
i)
w3 Y —— J—
Vic o - « - —J—jn - — = X = L1 = 1 T'::'."—.__,::
) 4 1 o < — —
¥ p § pmalbe
7 6




82

b 1

0 d.

) s
-2

) A 4
1+—+

T
-]
— ]

B S
‘b pama—
©
O r—
b

=111
1 ' 4
?j:tpl 1
111
1 T T
1
- i
r=y
o
—
1 11—
1 ' 8 4
N " "
- 1 1
m T——
) At i ey~ it Aot~ il &
4 )
) ! var
3
1
wr

) 4 1 i ’ | ) | ) &
| 1
1. b 1 1 T ) 4
) | 1 1
I - }
T
- 1
Pa—— ¢ Py
8
1 4 =
1 A ) 1 } |
) T - |
T t 1
i e ¢ p—
- & ) ol > | ) ol - 4
1 1
1 1
1 §
1 ol
| ¢
1
{ o
8
XY -

——
4
1
3
4
8
1
—+
) o
1
4

1
1
-

-
r—

- |
m |

4
. 4

4
fafalfaf be.e e afofop
N
=

Vin
Al Sol

=
>



No. 14 83

{Andante J = 96)

]
Violino
] ll
Viols
Violatior |[R]
Violoncello
Sopranoll {-
- di-clis, con-fu-ta-tis ma-le - di-cils, Masmis ac. cri-bus od - di-ciis,
Sopiano Il w’aﬁ!ﬁg&m—“——# ﬁ%pjaw
Con-fu - ta- ma - ke - di-clis, con-fu-ta-ts ma-lo - di-ctis, fla-mis sc-cri-bus ad - di-ctis,
Alloof
Tenor
- . - s ma-. le - di-ais, con-fu-ia-ts ma-Jo - di-clis,
e | P el Sl
Con-(u- - tis ma-le - di-cis, con. ln ta-lis ma-le - di-clis, fMa-mis ac- cri-bus ad - di-clis,
) G — - —— X " & & & & &
suuo || ITIE SEEaNiE=a = EEiriE
9 e P UE = EE B ie—
Con-fu - ta-1tis ma-le - di-cis, con-fu-ta-tis ma-le . di-clis, fla-mis ac- cri-bus od - di-clis,
I~ oy .. ll { ! ! | } Y l { l l Ky ! e
&i’_:_ﬂ_”:fé: b ﬂ’ﬁ'?%&‘?“__—;*ﬁ_wl__._A == ':_r“'—.__:-.‘%};—_“;:
Organo f r r F ’
T — Y ) puaene S PR § it re e ' go— |
viotoncello ) ([ 2 Al ——d—a——f—f = 4] EEe=fIe e e E e
¢ Conttabasso - 6 — T 2 6 R

al
A1
-
“w



Via

Viallos
Vi

Sopll

Alor
Ten

Tea ()

Org

Vic ()
ceCh

J.J (nstonat feeling)

84

e e— = = E
gt
} w - — .|

= = ==
[
fla-mis ac-cri-bus ad - di-cils, Vo cu cum  be - . oclis,
N 1 1 ——— -
= “E?%fg"l{ —— — ﬂi_n'v — ",_.‘0 0= t'::(b‘r; r.'__.r..r.-._
P e P s = = = =]




85

Vin

Via

Viallor
Vic

Sopl

Altor
Ten

Tea (1)

Bas

Org

Vie (1)
cCh




86

—
) 4 ) 4 ) .4
) ) | b §
1
i
'y —4
4 4
Hd—— [ —p—a]
L
XY
or—
)
- |
) J
- —
—— |
i
1
-3
. . |
i
J
s =

0
©
i
114
b

b

2|l kil 2l 2 Il g s glll & sl & ke ||H]—

()

©-
di

cum be- ne- di

L A
T
1
T o
6
H

) ¢
——E et
= = 5 - = 5 e = 2 - s
S 2 = & 2 3¢ 3 = § £¢
> = >



gy e - emem —aee = ima ~¥ —— o
! - L—bf:r‘ :f:g L =0 i ar = T" = 4;5_! ¢ = Zf:‘—“" m o
Supu [l it bt A ! —
Vin tapp te) s
n IR DI Pt e
n b — > 2 11" ~= - dmaats . - - ¥ o
. ¥ 4 — —— —— - —mrm————
== = e |
b T bo—ux n pmtrmbt—— .l'_".:‘,_:‘::"— © AR A % stmestaieetent
Vi It = = = = e T
‘—-—L“'—"*'——':‘&o hux ———— - — o ot
Vialloe F t - (4 Koms o—

Vk

4 - C e i —m—— -

) ¥ T ¥ - " F-———F -

. ) o —oX T 10 4 .4 { 4 M T L __.l
1 1 ——t - 1 =

1 1 T

Sopl

VO - - - & me cumbe-ne - di- - - ctis,

o [ e e e s =

1 i
I { 1 1
vo . 4 vo - ca me, VD + - . (A
. e e s c———= )
| ¢ ——— v b - -t ) & _— —.
Ten b w;gvd’ = S S 1
vo « Cleey VO 0 B MO .
iy i hatibintaony o= Sesutd T — _-— ) p— 1 T e §
Ten it = foimm== — ! e o 3
L — = SRS SO 1 ) & —1—
vo- - - . -ca
- ) M ¢ 5 : A g
Das | }!'%f—f——f-{
1 —— - -
L £ ne cum be- ne -

o | J I . — ——
do)ae T T = = = =
&= +3: ; |F F I e— “T!o__,_-u___.g;j

Ocg

T e e g e =SEs— s ne S EadRS
o SR AV ‘ b T



PRSI - e R *‘-'l,__;' ~ P =z z hal -
== Tt s

Vin

.‘ FR Pt Pty Aot bt >
o e e
—1 L4 - ool ¥ ¥ I—1 3
I LI §

I

vie RS T ‘iF:pz:f:n__'i'T‘_‘:“J_“—:-_-"” oo = Sa=ras 7 m =

Viallor
Vie

1—1:—'?-—;'—(‘——*‘!:‘;:_-:9—.;{,,_;_—.,::_;:_;:; ﬁ:—_’_&‘ﬁﬂx} o i —

Sopl

. ’ d
.J’
iy
?-
TH
ll
Fy|
1
gi
-
F
EEi
i _Fﬁ

[ Y vo caa me cum e L LN R - (| § vo -

anydl Euliisiejtvmmidnlbdnna T b ;. 4 $
hod P S § ) S ——— —
Sopl M@&—m e | P peplii—i
cum - he ne - dc R - 1 ) VO- -+ < (B me cumbo-ne - di . - . clis,

Avor
Ten

Ten (1)

- O

comne - di- - -octis, cun——-— — beeng -t - - - - . clis, vo - ca me, vo o
s — 2::———.»3- - r ]lfrm—-l e R —3':‘_::? I:J:TF..'-_-‘_'E?.‘-'?
di - cis, cum be-nc-di « - - ocln, vo - e combe-ne - di - - - - . octis, ve- - -ca e,
I — 1 ,l'_‘ e | (| _-_,__l__- —
f@&L‘Hﬁ& e e e e e T e R i B T—
i U7 ol T " Te - Ty v :ﬁ 4 Io\__q o'
g r
o Q.
Vic (i) Qﬁg—}t p——|-p——f——F = =t
eCh f t =7 — J—" -
6 6 b ] b
S
b



J . . J; . {upp 1) -,
b -0 e ] e tfﬂ&f_ e i 4 Sh, Lo B

Vin

e e st

wift=ree et 2 o S o =

e [ RS

Vie T e e

sop! [ f&ﬁf—ﬂ‘&:—“r Si=gampae——

—Y¥0 - A M —— . — b . e . . ne - FE T | T~ I TR

Sopll -—htprﬂﬁ- J:M-J ,:.ti','—km—-——-!—m——————}:;n-—e—-b““ = m-——hr__"

I § - —— = —— —— ]

Vo . - -ca me cumbe-ac - di - - - - - qls, cm be P é - - . .. .. ais.

N e opp {app ir) —I—Q_"'_"
Anor Far= == B PENE=C iﬁ H——Il; ===l
Ten

bene - di - - - clis, cum be - ne - i - - o - o .. ctis.

Tea ()

o.__...~_,

S S

Omng

Y (B et et e e B L e 8 P I o e e T
i == [z =2 Ere=ce ok




No. 15 Canto Solo

Solo

(Organo

Violoncelio

Sop Solo

Ong

Vie

Sop Solo

Ong

Vie

(Andants Jm 84)
0|
ey =g
o ~10— su-plea et ac - cli - nis,

e e e
o rrprar Jr e e

(app tr}

e rE £ l"?_'_p " & f
I A e e e ey

b §
S ——=

- nis, cor com- tri- lum qua- sl

)
3
!
E
¥
»
2
]
2

| M-F: P — Nt J
A AR L) A

|

o nis, ge-te

CUMM ML « « ¢ « = + o o« = « o o o e + e W woa 4 . ]

R | W

3

)b N
=it

r Urw

u U-?_—Q. I"“"ﬁ':r;“ :;--L_I

=t




No. 16 91

(Adagio J = 69)

.
~
3t
L
:
H

Violiro

e g—p—leo—lp g jle . pi—p-
Viols i =¥ —— Y )
. i:;ﬁ:p:n:
Vlatoe ey = e
b § ) § ) § v ) 4 » - b § b o
Vicloncello |
Sopano | 3 } 1
r-r— |
cri - mo [y di-a U h, Qua 1o sus LTI TE
Y 1 AN 3 "
Soprana = e —
or Alio = LA A
l-ci-mo - . di - e /I 'S qua fc- sur . gt fe-sur - -
—d
Alto of —_—i—=r—r] . ==|=...
Tenose
ccriemo qua e sur .
WEB‘ﬁEI-E:#—— :ﬁﬁiﬂ?‘—fzﬁt@z@ﬁﬁw
la-cii-mo - o cab-mo - qua re- sur Rel.  fe-pur
Busto W‘ﬁé':—i*jiﬁ;ﬂl’ :ﬂa‘?— 3

Laccri-mo - sa di - fa -

————————r{ u_._

e

Organo

s I SRR S e T

b b6 7

6 - P t———-
'7 L] ; b



Viallor
Viel

Sop !

Sopll
or Al

Allor
Ten

Ten ll

O

Vielt
¢Cb

4 [
e 2 a—]
=
()
— |
m
N D
Fp—p—t—u
L

gt ex fa-vil-la, qua feosur-get ex - - . fa . vl .

N N lw") [
X 3 T 1
} ¥ J—"—F
get  ex favilela,  qua te-sur-get ex-fa - vl - e ol

WW—‘“

gt ex fa-vil - qua fe-sur-get ex-fa - vil .

N
ﬁcﬂzﬁm!#ﬂzi@ﬂzlﬁﬂ

LA 44
er fa-vil-la, qua sc-sur-get ex-fa - vil - R ¥
b " AN )

T 1= ]
%TJEEEH{:&E@E-{O_ mothes = "
gt ex fa-vil- 3,  qua reosur-get ex-fa - wvib . - e s la.

} | 4 i $ i forp 1) )
= _ﬁ_ l_ =1 I: -é::——ilr":"':—,.
r\_,‘?——F !L___! Bl
4 . /)
= I S=) ©
v = T v S
1L b 6 6 s - b Avacen)
y s b ] U |

92



No. 17

{Andante 4= 104)
Soli @ ba

93

mity
)
nl
n
i
4

Viota

i
b~
E
~
-
<

|
il
I
ﬂ
s
i
|

-%
|
f

| AL
Ju-di-coan-dus ho-mo 16 - us: hu-kc

i

N 1

A== %F.- e T e Fé.ﬁ‘ij
Organo D

Violoneslio = = Bl EE e e e 5 ]
b1 6 7 6 1 6 |1, 6 ] 4 6 s
w0
' = - -—— - T'F—-x'-; J =% = o tl.:*—b -y - -
VT P ———————— = G pos n:}- 11—t = A=t 12e1—
y ot o i i 1
"
" = — e = — ;'}:-. f:‘—"-F‘n-" -"—“’:1'—1) ‘f':::i:ﬂ dn"ﬂ = _}__.._l i: !3',__;‘:_-1. ‘!‘3_
» '
ﬁ@q.ﬁglmtagﬁ@g;@:ﬂwm
Ju-di-can-cus bo-mo (o - us: . e go par-ce De - wg, . €, par-. ce, . ce pa e
b 2
o , =herEer —J‘Ef--_.ﬁ%’?f: =7
er-go par-ce e - s, Py - .« ce... De o s, P - cc, pa - ce, ce, pu

i '!r..';ld'__—._T_'ﬂl:: = E e T .?*.::if‘bi':d.—_—d'z-_-zh; ) —— 3= }  —
_@_-r,__ﬁ____,____ s b SR [ e T’F,:i::!?r'm?_-r_—:it?:___ ——

o |

w (B e e e e e e e e e SEse
B : | ——1 " > | py § Diviemmpubin g ' el e "
" z

Og

b b 1 6 - ¥ & - 1 &



Via

Ten (s 2—

Vis

Ten I

bmited
|

¥
Ju- di-can- dus ho- mo

pog Apetinibeyu

w |t e e e ey

== ]

V¥ 3
us. hu-ic  ¢r-go par-ce De -

Org

Li===EE ; rjff?::?gf—:—%:——u

.{.A-.‘._ = SR

Vi Q’-}Lﬁ:}q?zﬁ-:—:w I

Ju-di-can-dus ho-mo e - us: hu- ik er-ga par-ce De - us, pu - ce, par - cc, PN - €6
-0 -h— 1 4 i 1 i J § 1 4
=} '] & —— 1 & J dr
e ) . 25!
== =t r




-
-
-
1, —=
Y o
-

A

]
l
-
|
1
A
B

ot |
?
1

\ Jl 4l NNy J ) J «.g

1

|

i

|

j

HH
2

o

g

i
|
f
i
(&
g

......................... wd 3 - ™
B e R e e ._m% o

A

Ll ]

.
| 1818
b

S6



N j;;,é ‘L@%‘:ﬁ;;_:;;;;‘g ey = l," =)

b o e e e -

1 E%“ﬂkj::lrz;f::—f__ ?t‘*_—_:_'z—::—;- "TTL‘,":;-T;?‘Z:T::?.:_: ;,__.___:;':_..._ — ,.i._-,__.._ _.__: ._._f‘.i._f;yn._
(W2

(app 11)

hg;ﬁr— a—r~—~H~rr—e~n@m@a~r§ S EE

L]
© oece—, pu- - cce Do - cw

- ki ¢ - go par -

)P S e e £ e

©oc, pat - ce

Ten (b= = i = } = t = ] = t = e e e "
" 8 1 | ) 1 N iunptip iSRS R SRt

s -l B | —- et e e e e e - o e f e ey e e et DL e 2 e e f e (‘h) -
m [F R s et e ] e e St e ==} = S |

deaas T e e s e e e T e e e T

@_&"J =M
F p P

w5 DI

1 6

ro —t—*——‘r !J:-_._ .ﬂ‘\— oy

- h——E =)

Org




No. 18

(Adaglo J = 76)

Violoncello |

L Soll
' be tu 4:“ y o - =
A=A 4= e l—_..aff 8 B s i 5 ) B
Yolee (Solo)
" e e e e e B ]
' i 4 ¥ 1 Vi 1
e A a . (Solo) H%
Vieh | it 5;: ¥ 3= =
(Solo)
b 1
Viola I or = - — fsifﬁ F e
1

s 1 i‘f——?——i—o——g———}-ﬂ—-& > ¥ - 3
v —4-1- t 14 =% 11 ¥ -1 >
pl - e Je [ Do . ml.nel
Soprasa It =P e ——jp——pp— = 3
of Alio v ¥ ' 1 1 V1
pi [ - w Do - mi-nel
= | —t 1 ¢ 1 Soko 'y
Mool -——J—I—J——J————{-—J—-—JLJ—-—!——————-}J——J _.i:ﬂ_d_.ijm:lp_—ﬁ
Tenote o 3 Ie W Do « mi-ne! Do - L | P—
Solo
Tenore I} . vou i Y I = £ ! —-— I'-F j:
H JI 1T j o " . ) * A ) b § b § J
pi c Jo - 9w Do - mi-as! Do -
-& 1 —r . ]
Buso 2 :'&EE‘.'F T H—=p=—A =
L] ] Je u o - mi-ne, P e Je su o . mi-ne!
0 )
Ongano | | ¢ B —— P ] Pttt ittt [ H —
@U’:F === e e
Tuui
I Rt St o | s —— |
Violoncello §1 Qhr.q!d? 3 fd——3 T v A ’f f’ b =
¢ Contrahasso * — I t e g

97



Q2

—- — y
=T = = r— = — - WAHA
[}
- — — — —_— m@ L4
- v
4
= ¢ wy
. . .2 "
4
lwag
L 4
5 - 9
" tvag
e St -] tony
v
LAl
=l s
\4

= 4 ) dog

A
EXTLTN

p-p-p-p4 _ 4 | = = I X S
F £ £ ¢ FlioaEdd——F = ™

=l

, e e e o 5 o e o B o i o i e S S T oy 3 o o e e 10}
Bt e e e et J=1—} e %WW 1
i-—\u\.,\. - o lll:\l@lﬂt(!ﬂl*lllllllj N




v
S 9 ot o9 Lt 9 ot 9y 9 s

b |y
S = = SO - - W .
S e P PP [ BT e == =) von
d ) I
wy - b . . . . » W Y o . .
== e pae o .
(V]
‘wr oMb . . . . Loy LI e - op ‘0w -
sy
fus
SO 0wy
v o

1 dog

1 1dog

A
LInA
1A
]
YA
™
(l?“ﬁnﬂuﬁﬂA--Jﬂ“u‘"u --lﬁ
ll'.!. tl&ll‘:‘l\fﬁlil—.-ﬂ-v\-vh-hy = t

o



100

No. 19 A Capella

(Al Breve 4 = mmc;

Sopiano |
(Violino 1)

Tl [ i B e = o 0 g d*"lﬁ—‘;*—or—f.t“'.i;; e e

(Viohino II)E

< men B e e e e e e mn e o- - .. o e . mnen A - - omen 8- - o
e — e
Tenote ) §| Y — -
(lea) | A+ + -men [ ST
Tenare it |} = | == """‘"*::{’- D ]

(Viola ll or

vivloncello )| A men Ao o e e e
= = o T ! o TS = = - =3
Basso ] I I Lo T s l e »,_}-ﬁ_—‘ et |

(1gane
(Violoncello It o . e
¢ Conirabasso) Q_l_f T e e T T e T -




101

st I8 e e e e e

B -+ . omen [ T T T T PP MEA D » = o « » o e+ e e e

i

............ men men e v - e e e e e e e e e e e e e e e e

L L T T T L LT o
o}

| vy e A_...,r,._:i o e — D M et

i
I
i8]
1
T
I
!
.l
T*e
-ﬁﬁ
i!
i
0
. '
0
T
I
Bk
!
i
-
l
l
{
il

Org

(Vicit JI.__.
eChy [F2AY]




102

O

Vic il
eCh)

—— gy - fe

B R el sivng vt | 1—3
T cgehe M ——9d—{




Sopl Jéas

(Vin )

Sop il
{01 Al)
(Vin by

Altor
Tenl
{Via)

Tenfl |}

(Viall or
Vic))

-
Bas

O

vicit
eCh)

103

WF—-——w——-d === -1—-~];1:—d~1} ~I j——a—i_a—_u ES—c=———r—————

............ nen
men LA v men

- 1 — _-.-______-'-L-———- el




104

Sop! l.
(Vin )| o

Sopll }I.

{or Alt)

(Vinl) .
Alor &1 =
Tent |}
(Vla)

(V::;‘l 'I:l ?Lf :

Vici)

. P—yp— o P Y ﬁﬁa._ﬁ_ |
fias .21 T © {— r— _i {‘Jp et - Ao~ buding ‘_’—i'*’" - ___,_‘__'_'____‘,__.___l_- lL =t —1 rq'_#!
“Poa- oot J L — e oo it ) et 1 —t———
. men a men @8- « N A -
%L ! } I } Il ] » ;L L 4 4 1 4—
[ 4 § - ~ —— ¥ i.._, - —— —-- —_— ) | 4.
) sty [t Pou Paan Prmng ey - 1} Sy | ¢ pubumben el ¢ Fetae e 4T fartad - g L =]
i W= ; ~f’s-—<? (= Pt
Org
20 Conen
Vit R o a e _f o o
Hr—— = o ———— - = { I— ! ‘
et :2_130’.:::_.-_.0_ —— T viown el = e — e
s | } 6 4 6 6 4 y 2 6 6 6 6
2 L]



105

Sop! . == '%:J-T f"-:'-ff--]gf*: e R e e

(Vinl) ‘ -
MER B e e e e e e e e e e e men
~ ptvipsay e e— =L — =5
g ﬁf? e =]
wintoll e L men a e e e e e e e s s nen a e .
dd—y {-——F =t 1 T
enl =B e e R S R EE —r=
i nken T T S men a

Vialiw 1 1 T I 1
Viel) men P T T T S S R PO men 'y - e
ins B F—*’EHF'"——"!— ] = 4——{’“1——*—‘ P“F*lbp:m__l___tﬁz:p.—-—_"_—“

men B *  c s e a2 e s e e e s e e e s 4 s % s e e a e men ' men
“ﬂ T—1 1 - - = ) ! ! + 1 ; 7 F 4 } J___
: = B =he=n=——1} —E——e=—td—x =t
= Pl
O f’
(Vi #§ - 1 i g ry & y 1 ou = 1 -
e e e e e e e e S e
= 3  — o ¥
2 6 4 6 7 6 & b 6 b 6 6 6
2 s ] 5 s s



16

Sop il
{or Al)
(vin )

Ao (e _?_l‘r;:iﬂf‘:l—‘*—??é'—}l—"—?—l B S e

Tenl
(Vi) e e e ..
i ;‘:_;_—_‘*—“:bp_;# f -b S SR e

(v"r. "2' @‘F_‘ZT‘. ——————1—1!= r rr H — 1=
Vich Be = o « + s e e s e s men o

— e r“rj—iﬂ——-——r-——p-—ll— IJ_ :r"—-_—a—“—'::!

Das

N T T T = = :’-AT",
2 | D ST T ﬂ.’.’;:“"-ﬁ"_’ ¥ B

———f {
F e pcinbns
[¢]]
Vil JL - e
e(.'h) Pt l‘ e —
a1




107

e e T

( - - - - Pl o — e e
Vichi b - - — - }
- N . - - 1 1




APPENDIX B

TEXT TRANSLATIONS

MAGNIFICAT ANIMA MEA

Movement I

Coro e Soli, Measures 1-7
Magnificat anima méa Dominum.
Magnifies soul my Lord.

Coro, Measures 14-24
Et exultavit spiritus méus
And has rejoiced spirit my

in Déo salutin  méo.
in God saviour my.

Soli, Measures 27-43
Quia respexit bumilitatem
Because he has considered lowliness

ancillae suae:
of servant his:
écce émm ex hoc
behold in fact from now

beatam me dicent omnes generationes.

blessed me shall call all generation.

My soul magnifies the Lord.

And my spirit has rejoiced
in god my saviour.

For he has regarded to low estate
of his handmaiden:

for behold, henceforth all
generations shall call me blessed.



Soli, Measures 43-54
Quia fécit mihi magna For he who is mighty
Because he has done to me great things has done great things to me;
and holy is his name.
qui  pitens est:
who mighty is;

et santum némen éjus.
and bholy name his.

Soli, Measures 54-75
Et misericordia éjus a progenie And his mercy is on them
And mercy his from generation who fear him from generation to
generation.
in progénies timéntibus éum.
to generation for those fearing him.
Coro, Measures 75-89
Fécit poténtiam in bracchio sto: He has shown strength with his
He bas shown strength in arm  his; arm;
he has scattered the proud,
dispérsit supérbos even the arrogant of heart.
he has dispersed proud
ménte cordis sul.
in spirit of hearts [their].
Movement II
Solo, Measures 7-26
Deposuit poténtes de séde, He has deposed the mighty from
He has deposed mighty from seats, their seats, and exalted the
humble.
et exaltavit humiles
and exalted humble.
Esuriéntes implévit bonis: The hungry he has filled with geod
Hungry he bhas filled with good; things, and the rich he has sent
away.

Et  divites dimisit indnes.
and rich he hassentaway empty.



Movement ITI

Coro, Measures 1-59

Stscepit fsrael pierum stum, He has helped his servant Israel,
He has helped Israel servamt his, in remembrance of his mercy.
recordatus misericordiae suae.

having remembered of mercy his.

Sicut loctitus est ad patres nostros, As it was spoken to our fathers,
As spoken was to fathers our, to Abraham and his seed for ever.
Abraham et sémini éjus in  sdecula.

Abraham and seed his for gemerations.

Glona Patri, et Filio, et Spiritui Sancto.  Glory be to the Father, and to the
Glory to Father, and Son, and Spirit Holy. Son, and to the Holy Spirit.

Movement IV
Coro, Measures 3-30
Sicut érat in principio, et nunc, et sémper. As it was in the beginning, is now,
As it was in beginning, and now, and always, and ever shall be, world without
end, Amen.
et in saecula saecculorum, Amen.
and for generations of generations, Amen.'
TE DEUM
Section I/I
Coro, Measures 1-14
Te Déum laudamus: We praise thee, O God;
Thee God we praise: we acknowledge thee to be the
Lord.
te Déminum confitémur.
thee Lord we acknowledge.
Te aetémum Patrem All the earth doth worship thee,

Thee etermal Father the Father everlasting.

)



omnis térra veneratur.

all earth venmerates.

Tibi omnes Angeli,

To thee all Angels,

tibi Chérubim et Séraphim
to thee Cherubim and Seraphim

incessabili voce proclamant:
never ceasing with voice proclaim:

Section I'TI
Coro, Measures 15-26
Sanctus: Sanctus: Sanctus:
Holy, Holy, Holy,

Dominus Deéus Sabaoth.
Lord God of Hosts.

Plémi sunt coéli et témma
Full are heavens and earth

majestitis glonae tiae.
Majesty ofglory thy.

Section I'TII

Soli, Measures 27-44

Te gloriésus Apostulorum chorus,
Thee splendid of Apostles chorus,

te  Prophetarum laud’abilis numerus,
Thee of Prophets venerable members,

te Martyrum  candididtus laudat exércitus.
Thee of Martyrs shining-robed praises army.

Te per orbem terrarum

Thee throughout whole of world

sancta confitétur Ecclésia:

To thee all Angels,
the Heavens, and all the Powers,

the Cherubim and Seraphim
proclaim without ceasing:

Holy, Holy, Holy,

Lord God of Hosts!

The heavens and the earth are fall
Of the majesty of thy glory.

The glorious chorus of the
Apostles,

the admirable company of the
Prophets,

the white-robed army of Martyrs
praises thee.

Throughout the whole world
the holy Church gives praise to
thee,

the Father of infinite majesty;



holy confesses church,
Patrem immménsae majestatis:
Father of infinite majesty;

Venerandum tium vérum, et tnivum Filium:
Admirable your true, and only Son;

Section TV

Coro, Measures 44-48
Sanctum quoque Pariclitum Spiritum.
Holy also Paraclete  Spirit.

Tu Rex  gloriae, Christe.
You King of glory, Christ.

Tu Patris sempitérnus es Filius.
You of Father etermal are Son.

Section 'V

Soli, Measures 49-92
Tu ad liberandum susceptirnus hominem,
You for delivering became man,

non horruist Virginis uterum.
not disdain of Virgin womb.

Tu devicto mortis aculeo,
You having blunted of death sting,

aperuisti credéntibus régna coeldorum.

Yon opened to believing kingdom of heavens.

Tu ad déxteram Déi sédes,
You at right of God you sit,
in gloria Patris.

in glory of Father.

Jidex  drédens ésse venturus.
Judge you are believed to be to come.

they praise your admirable, true,
and only Son;

and also the Holy Spirit, our
Advocate.

You are the King of glory, O
Christ.

You are the eternal Son of the
Father.

To deliver us, you became human,
and did not discain the Virgin’s
womb.

Having blunted the sting of death,
You opened the kingdom of
heaven to all believers.

You sit at the right hand of God,
in the glory of the Father.

You are believed to be the Judge
who will come.



Section IIV/I

Coro, Measures 93-100
Te ergo quaésumus, Therefore, we beseech you,
You therefore we beseech, come to the aid of your servants,
whom you have redeemed by your
tuis faulis subveni, precious blood.

of Thy servants come to aid,

quos pretioso sanquine redemist.
whom precious by blood you hve redeemed.

Section II/TI
Coro, Measures 101-120
Aetéma fac cum sanctis tiis Make them to be numbered with
Everlasting make with saints thy thy saints in glory everlasting.

in gléria  numeran.
in glory to be numbered.

Soli, Measures 121-135
Silvum fac populum tium, Démine, Save your people, O Lord,
Safe make people your, Lord, and bless yoar inheritance.

et  bénedic haereditati tuae.
and bless inheritance your.
Per singulos dies, benedicimus té; Day by day, we bless thee;

Through every day, we bless thee; and we praise your name for ever,
yea, for ever and ever.

Section II/TII

Coro, Measures 134-142
et laudimus némen tGum in saéculum,
and we praise pame Yyour into eternity,

et in  saéculum saéculi
and into ages of ages.



Soli, Measures 142-162
Dignare, Domine, die isto
Vouchsafe, Lord, day this

sine peccato nos custodire.
without sin us to keep.

Miserére nostri, Domine,
Have mercy on us, Lord,

miserére nostri.
have mercy on us.
Section IVIV

Coro, Measures 163-199

Fiat  misericordia tia, Domine, super nos,

Let be mercy thy, Lord, upon us,
quemadmodum speravimus  in

just as we have trusted in thee.

In t¢ Domine, speravi:

In thee Lord, I have trusted:

non confundar in aetérmum.
Not may I be confounded through eternity.’

DIES IRAE

Number 1
Coro, Measures 8-30
Dies irae, dies illa,
Day of wrath, day that,

Sdlvet sdeclum in favilla:
shall dissolve world into embers,

Téste David cum Sibylla
witness David with SibyL

Vouchsafe, O Lord, to keep us this
day without sin.

Have mercy upon us, O Lord,
have mercy upon us.

Let thy mercy be upon us, O Lord,
as we have trusted in thee.

In thee, O Lord, I have trusted:
let me never be confounded.

Day of wrath, that day shall
dissolve the world into embers,
as David prophesied with the
SibyL



Quantus trémor est futiirus

How great trmbling thereis going to be,

Quindo judex est venturus,

when judge is going to come,
Cuncta stricte discussurus!

all things strictly about to investigate!

Number 2
Solo, Measures 9-57
Tuaba mirum  spargens sonum

Trumpet wondrous sending out sound

Per sepulchra regionum,
through  tombs of regions,
Caget omnes ante  thronum.

will sammon all before throne.

Number 3
Soli, Measures 4-28
Mors stupébit, et natira,
Death shall be stunned, and nature,
Cum resurget creafura

when will rise again creation,

Judicanti respons’ura.
(the one) judging to answer.

Number 4
Coro, Measures 1-34
Liber scriptus proferétur,
Book written will be made known,

In quo tétum continétur,

in which all shall be contained,
Unde mundus judicétur.
from which world shall be judged.

How great the trmbling will be,
when the Judge shall come, the
rigorous investigator of all things!

The trumpet, spreading its won-
drous sound through the tombs of
every land,

will summon all before the throne.

Eath will be stunned, likewise
nature, when all creation shall
rise again to answer the One

judging.

A written book will be brought
forth, in which all shall be con-
tained, and from which the world
shall be judged.



Number 5

Soli, Measures 9-72
Judex érgo cum sedébit,
Judge therefore when willsit,

Quid-quid latet apparebit:
Whatever lies concealed will be revealed,
Nil inultum remanébit.
nothing (wrong) unavenged shall remain.

Number 6
Solo, Measures 3-20

Quid sum miser tine dictirus?
What amI wretch then tosay?

Quem  patronum rogatuirus?
Which protector going to ask for,
Justus sit securus.
secure?

Cum ViX
when scarcely just man is

Number 7
Coro e Soli, Measures 1-31
Rex treméndae majestatis,

King of fearful  majesty,
Qui  salvandos sdlvas gratis,
who thesaved save freely,

Salva me fons pietatis.
save me fount of pity.

Number 8
Solo, Measures 15-71

Recordare  Jésu  pie,
Remember Jesus merciful,

When therefore the judge is
seated, whatever lies hidden
shall be revealed, no wrong
shall remain unpunished.

What then am L, a poor wretch,
going to say?

Which protector shall I ask for,
when even the just are scarcely
secure?

King of terrifying majesty,
who freely saves the saved:
Save me, fount of pity.

Remember, merciful Jesus,
that I am the cause of your
sojourn;



Quod sum cdusa tuae viae,
that I am cause of your sojourn,

Ne me pérdas illa die
not me castout that day.

Solo Quartet, Measures 85-111
Quaerens me, sedissti lassus:
Seeking me, yvousat weary;

Redemisti crucem passus:

you redeemed Cross having suffered.

Tantus labor non sit cassus.
Such great labor not be futile.

Number 9
Coro, Measures 1-8

Jaste jadex ultionis,
Just judge of vengeance,
Dénum fac remissionis,
grant gift of remission,
Ante diem ratidnis.
before day of reckoning.

Number 10

Soli, Measures 13-48
Ingemisco, tamquam  réus:
I groan, like guilty one;

culpa ribet  wviltus méus:
guilt reddens face my.
Supplicanti parce Deéus.
Supplicant spare God.

do not cast me out on that day.

Seeking me, you sat down weary;
having saffered the Cross, you
redeemed me. May such great
labor not be in vain.

Just Judge of vengeance,
grant the gift of remission
before the day of reckoning.

I groan, like one whe is guilty;
my face blushes with guilt.
Spare thy supplicant, O God.

10



Number 11
Coro, Measures 8-28
Qui Mariam absolvisti,
Who Mary absolved,
Et latténum exaudisti,
and thief heeded,
Mihi quéque spem dedisti.
to me also hope have given.

Number 12

Coro, Measures 1-27
Préces méae non sunt dignae:
Prayers my not are worthy;

Sed tu bonus fac benigne,
but you good grant kindly,

Ne perénni crémer igne.

not everlasting Iburn infire.
Number 13

_ Solo, Measares 13-75

Inter oves locum  praesta

among sheep place of eminence,

Et ab  haédis me sequéstra,
and from goats me separate,

Stituens in parte déstra.
stationing on hand right.
Number 14
Coro, Measures 1-56

Confutitis maledictis,
confounded accursed,

i1

You who abselved Mary
[Magdalene], and heeded the
thief, have also given hope to
me.

My prayers are not worthy,

but Thou, good one, kindly grant
that I not burn in the everlasting
fires.

Grant me a favored place among
thy sheep, and separate me from
the goats, placing me at thy right
hand.

When the accursed are con-
founded, consigned to the fierce
flames:



Flamis acnbus  addictis,
to flames harsh consigned,

Voca me cum benedictis.
call me with blessed.

Number 15
_ Solo, Measures 3-15
Oro supplex et acclinis,
I pray kneeling and suppliant,

Cor contritum quasi cinis:
heart contrite asif ashes:
Gére curam méi finis.
bear care ofmy end.

Number 16
Coro, Measures 1-12

Lacnimosa dies  illa,
Tearfal day that,

Qua resurget ex favilla,
On which shall rise from embers,

Number 17

Soli, Measures 8-57
Judicandus homo réus.
to be judged man guilty.

Huic érgo  parce Déus.

Him therefore spare God.
Number 18

Coro e Soli, Measures 1-21

Pie Jésu Domine,
Merciful Jesus Lord,

12

call me to be with the blessed.

I pray, sappliant and kneeling,
my heart contrite as if it were
ashes: protect me in my final
hour.

O how tearfal that day,

on which the guilty shall rise
from the embers to be judged.
Spare them then, O God.

Merciful Lord Jesus,
grant them rest.



déna éis réquiem.
grant to them rest.

Number 19
Coro, Measures 1-52
Amen Amen’®

APPENDIX B

ENDNOTES

'Translations and Annotations of Choral repertoire, Vol. I: Sacred Latin Texts.
Compiled and Annotated by Ron Jeffers, (Corvallis, Oregon: earthsongs, 1988), 154-
155.

’Ibid., 215-217.
3Ibid., 67-70.
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