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EDITORIAL PRINCIPLES

The New Mozart Edition (NMA) provides for

principal notes, dashes, dots, fermatas, ornansmds

research purposes a music text based on impeccable smaller rests (half notes, quarters, etc.) in siat;

scholarship applied to all available sources -
principally Mozart's autographs — while at the same
time serving the needs of practising musicians. The
NMA appears in 10 Series subdivided into 35 Work
Groups:

I: Sacred Vocal Works (1-4)
II:  Theatrical Works (5-7)
Ill:  Songs, Part-Songs, Canons (8-10)

IV:  Orchestral Works (11-13)

V:  Concertos (14-15)

VI:  Church Sonatas (16)

VII: Large Solo Instrument Ensembles (17-18)
VIII: Chamber Music (19-23)

IX: Keyboard Music (24-27)

X:  Supplement (28-35)

For every volume of music a Critical
Commentary (Kritischer Bericht) in German is
available, in which the source situation, variant
readings or Mozart’s corrections are presentedadind
other special problems discussed.

Within the volumes and Work Groups the
completed works appear in their order of compasitio
Sketches, draughts and fragments are placed in an
Appendix at the end of the relevant volume. Sketche
etc. which cannot be assigned to a particular wouk,
only to a genre or group of works, generally appear
chronological order at the end of the final voluofe
the relevant Work Group. Where an identification
regarding genre is not possible, the sketchesaeéc.
published in Series X, Supplement (Work Group 30:
Studies, Sketches, Draughts, Fragments, Various).
Lost compositions are mentioned in the relevant
Critical Commentary in German. Works of doubtful
authenticity appear in Series X (Work Group 29).
Works which are almost certainly spurious have not
been included.

Of the various versions of a work or part
of a work, that version has generally been chosen a
the basis for editing which is regarded as finall an
definitive. Previous or alternative forms are
reproduced in the Appendix.

The NMA uses the numbering of the
Kdchel Catalogue (KV); those numberings which
differ in the third and expanded edition (Kgr KV
are given in brackets; occasional differing numngsi
in the sixth edition (KV) are indicated.

With the exception of work titles, entries
in the score margin, dates of composition and the
footnotes, all additions and completions in the icus
volumes are indicated, for which the following sctee
applies: letters (words, dynamic markintrssigns and
numbers in italics; principal notes, accidentalfotee

slurs and crescendo marks in broken lines; grade an
ornamental notes in square brackets. An exception t
the rule for numbers is the case of those grouping
triplets, sextuplets, etc. together, which are ghwvim
italics, those added editorially in smaller pritthole
measure rests missing in the source have been
completed tacitly.

The title of each work as well as the
specification in italics of the instruments andoas at
the beginning of each piece have been normalibed, t
disposition of the score follows today’s practidée
wording of the original titles and score dispositiare
provided in the Critical Commentary in German. The
original notation for transposing instruments haserb
retained. C-clefs used in the sources have been
replaced by modern clefs. Mozart always notated
singly occurring sixteenth, thirty-second notes. etc

crossed-through, (i.ef': ?* instead ofﬁ’ ﬁ); the
notation therefore does not distinguish betweeqg lmm
short realisations. The NMA generally renders thase

the modern notatio @J ’ 'S.J etc.; if a grace note of
this kind should be interpreted &hort’ an additional

indication"[ab’]" is given over the relevant grace note.
Missing slurs at grace notes or grace note grosps a
well as articulation signs on ornamental notes have
generally been added without comment. Dynamic
markings are rendered in the modern form, feagndp
instead offor: andpia:

The texts of vocal works have been
adjusted following modern orthography. The
realisation of the bass continuo, in small prietas a
rule only provided forsecco recitatives. For any
editorial departures from these guidelines refethi
relevant Foreword and to the Critical Commentary in
German.

A comprehensive representation of the
editorial guidelines for the NMA (B version, 1962)
has been published in Editionsrichtlinien
musikalischer Denkmaéler und Gesamtausgaben
[Editorial Guidelines for Musical Heritage and
Complete  Editions]. Commissioned by the
Gesellschaft fur Forschung and edited by Georg von
Dadelsen, Kassel etc., 1963, pp. 99-129. Offprirfts
this as well as th&ericht tiber die Mitarbeitertagung
und Kassel, 29. — 30. 198)published privately in
1984, can be obtained from the Editorial Boardhaf t
NMA.

The Editorial Board
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FOREWORD

For the Great Mass in C minor KV 427 (4E/No. 17),

Mozart composed completely the movements Kyrie,
Gloria, Sanctus and Benedictus. A sketch of theesco

for the Credo up to the end oEt incarnatus estis

extant. The remaining sections of the Credo and the
Agnus are missing. The work is presented in this

edition in the transmitted form as a fragment witho
any additions.

Genesis, performance and re-working

The first sections of this Mass originated almost

certainly in the Autumn and Winter months of 17&2/8
The biographical context which a letter from Mozart

Vienna to his father in Salzburg on 4 January 1783

provides has often been quoted:

“The moral aspect is indeed part of it; — it wag no

without intention that it flowed from my pen — I\V&

genuinely made the promise in my heart, and hoae th
| can really keep it. — My wife was, as | made the

promise, still single — but as | was firmly resalv®
marry her shortly after her recovery, | could preenit

easily — but time and circumstances prevented our

journey, as you yourself know; — but as proof o th
reality of my promise the score of half of a Mass c
serve, still lying there in the best of hopes- -

No mass other than the C minor KV 427 (31dan be
meant here.

What exactly Mozart meant with his “promise” cannot
be established: the relevant letter to which Mozart

refers has not come down to u¥et a connection

obviously exists with his wife and also with the

couple’s promised and repeatedly postponed joutmey
his father in Salzburg.

Mozart's statements lend the composition a kind of

votive character, and the work certainly originafieuan

! Cf. Mozart. Briefe und Aufzeichnunge®omplete edition,
published by the International Mozart FoundatioalzBurg,
compiled (and elucidated) by Wilhelm A. Bauer arttbO
Erich Deutsch, (4 volumes of text = Bauer—DeutsdW |
Kassel etc., 1962/63), with commentary based an the
preceding work by Joseph Heinz Eibl (2 volumes of
commentary = Eibl V and VI, Kassel etc. 1971), Baue
Deutsch Ill, pp. 247f., No. 719, lines 10ff.

2 Cf. Eibl VI, p. 126, on No. 719, lines 10ff.

deep religious feelings during the early periodetbgr
with Constanze, but the work was conceived withe
any regard for ecclesiastical limitations. As agéar
scale cantata mass with alternation betwe
monumental choruses and intimately felt or brillign
bravura sections for solo or solo ensemble voities,
composition is the result of Mozart’'s concernir
himself with works in the Baroque tradition, th
oratorios of George Frederick Handel and the fu
compositions of Johann Sebastian Bielith which he
had become acquainted during the musical matimee
the circle associated with Baron Gottfried van Sene
in Vienna? The conception of the completed sectio
suggests that a complete setting of the mass rietktei
same dimensions would have rendered a performe
within a church service almost impossible. As
example, Mozart’s Gloria matches the length of that
Bach’s B minor Mass to within a few measures anc
thus more than twice as long as Joseph Haydn’s n
extensive Gloria settings in the Creation and
Harmony Mass. The first two sections of the Creeld
by Mozart show that this part of the Mass was idézh
to have similarly grand dimensions.

How far the composition of this Mass had progres:
by the time the Mozarts finally started on theurnaey

to Salzburg in July 1783 cannot be determined &xac
It is probable that Mozart brought the pages ofstt@re

up to the end of the “Et incarnatus est” to Salgbiihe

Sanctus and Benedictus, for which no compl
autograph is extant, could have been written a
reaching Salzburg or were completed there fri
sketches made in Vienna. Mozart certainly contint
working on the Mass in Salzburg and proceeded
enough with the work to make it performable (orsth
see the sectiohhe Sourcebelow).

Regarding the Mozarts’ presence in Salzburg —

couple were there from 29 July until 27 October e-
are left almost entirely without documentary evicker
apart from a few somewhat peremptory entries by
sister Maria Anna (Nannerl) in her diary. We ¢
however learn from these entries that Mozart wasy/b
preparing the performance of the mass he had wyit

® For literature on different influences from comigioss in
the Barock tradition, cf. Otto Schneider—Anton Alga
Mozart-Handbuch. Chronik—Werk—Bibliographiienna,
1962, pp. 90f.

4 Cf. Bauer—Deutsch IlI, p. 201, No. 667, lines 45f.
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for Nannerl was 6n the 23rdOctober ...]Jin the Court
music school at the rehearsal of the mass, my brgh
At which my sister-in-law is singing the sbfoThe 23

October was in 1783 a Thursday. For the following

Sunday, 26 OctobérNannerl recorded:té St. Peter’s
to the Office, my brother's Office was performetle T
entire Court music was thefé Whether the sung
“Office’ was really the Mass in C minor KV 427 (£17

cannot be said with certainty. There is no further
evidence through which the mass performed could be
unambiguously identified. There is only a vague
mention by Constanze Mozart a few years later, bn 3
May 1800, in a letter to the publisher Johann Anton

André in Offenbach: As far as the Mass for Davide

penitente is concerned, where it was written or

performed, one would have to ask in Salzbdrgut
when André followed this up by asking Mozart’s sist
she could of course not remember anything of thd,ki
because she knew nothing of the later re-workintpef
Mass into the cantata in question.

A performance of the completed sections of the C

minor Mass was at any rate planned. This is prdwed

a set of parts by a Salzburg copyist, of which dhre

trombone parts and the organ part — the latter sigpw
autograph corrections in Mozart’'s hand — are pueskr
in Augsburg (see the sectidie Sourcebelow). These

parts contain no Credo and no Agnus Dei. Whether
Mozart wished to supply the two missing movements
from earlier masses or whether he considered pgssib
leaving the Credo out altogether has to be left

unanswered (see below).

The Mozarts certainly had reasons for choosing the

church of the Benedictine Monastery of St. Petérene

Leopold Mozart kept up the most varied connections,

for the performance. The monastery was not suligect
the Archbishop of Salzburg, and it was thus poedii

Wolfgang Amadeus Mozart to be active for once

outside his employer’s sphere of control. In StePs,

the Feast of St. Amand, bishop of Maastricht and
second patron of the monastery, is celebrated on 26
October. The day is marked by particular solemnity

®> Bauer—Deutsch IlI, p. 290, No. 765, lines 181f.

® Maria Anna (Nannerl) noted erroneously in herylig@5th
[October]”.

" Bauer—Deutsch IlI, p. 290, No. 765, lines 194f.

8 Bauer—Deutsch IV, p. 356, No. 1299, lines 154f.

° Bauer—Deutsch IV, p. 377, No. 1317, lines 28ff.
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with, for example, a special rite for the Offiftand a

solemn mass, usually celebrated by the abbot him:
The feast could have been of importance for
performance of the C minor Mass on this day beca
the Credo of the Mass is usually omitteédlhis does
not as a rule apply, however, when the feast dals |
on a Sunday, as was the case in 1783. Whethertol
the Credo was omitted on this Sunday must be fefho
to conjecture. For Mozart, who would certainly ha
known the customs associated with saints’ days,

omission of the Credo would have been an elec
opportunity to conceal to some extent the unfinist
state of his composition. It is at least possibiat this

circumstance played a role in Mozart's decision

perform his Mass on precisely this day. Unfortulyate
the abbot of the monastery at this time, Beda S@es
made no entry regarding the music performed inathu
on 26 October in his diary notes for 1783The diary

of the custodian of the prioty and the incomplete
series of sacristy diarits likewise furnish no
information about the music on this day.

19 stiftsarchiv St. PeteHs. A 177 Ordo temporum ac
festorum qualiter ea in Monasterio nostro S. Reiiisque
peracta, et deinceps peragenda sint, ex scriptigtopriis
tum p[er] m[anum] R. P. Gabrielis collectus Pro onii
securitate, in Tesseram confraternae Dilectioniscoptus
ac Communi Recreationis loco destinatus a P[atfe}i&ho]
Klaserer] 1779, pp. 200f.:

“26 Octobris. In festo translationis S. Amandi. Aipatio in
die feriali est libera. Hora™? Officium 1™™ est ad Altare S.
Amandi. Officium solenne, ad Cuius Offertorium post
Incensationem Oblatorum et Crucifixi incensatur s S.
Amandi, nisi ibidem legatur [officium] Missae, Catur a
Rd™ DD. Abbate. Ad Vesperas rursus incensatur Corpus
Amandi. Vesperas immedia te sequntur Lytaniae ad S.
Vitalem.

Si hoc festum S. Amandi incidat in Dominicam meungin 7
horarum, primum officium cantatur hord®ad Altare S.
Scapularis pro® [oratione] Oratio de V[enera]b]i]li sub une
Clausula, et tam ad Officium solenne quam ad Vesp2#
omittitur Incensatio Corporis S. Amandi. Post Pestenem
et dictas consuetas Orationes in summo Altari datur
Benedictio cum Cantu, et statim portatuf"$sad Altare S.
Vitalis, dataque Benedictione sine Cantu, ac facta
postmodum incensatione inchoantur Lytaniae ut s&pra
Benedictiones post Lytanias pariter sine cantuuddnt

1 We thank Dr. Josef-Horst Lederer, Graz, who fiihted
this circumstance out to us.

12 Stiftsarchiv St. PeteHs. A 67

'3 stiftsarchiv St. PeteHs. A 124

' stiftsarchiv St. PeteHs. A 166.
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Beside the Mozart family, the church ensemble of St
Peter’s would have been involved in the performance
This consisted of around ten singers (boys and men)
again of

and approximately the same number
instrumentalists®> They were joined in addition, as
Nannerl recorded, by tHe entire Court music

effectively a number of friends of the Mozarts who

Peter's ensemble. For
trombones and bassoons, which were not in use.in St
Peter's® Mozart was dependent on the Stadtturmer

reinforced the modest St.

(city waits) and Court musicians. Perhaps the bafys
the Kapellhaus (Court music school) took part,aasab

their obligations at the same time in the cathedral
permitted. The soprano solos were sung, as Nannerl

wrote, by Mozart’'s wife Constanze. If one assunhes t
it really was the Mass KV 427 (4)7that was

performed, it was also possible that one of the two

Court castrato sopranos, Francesco Ceccdreti

Michelangelo Bologng took the second soprano part;
the tenor solo could have been sung by Giuseppe
Tomasellt®. All three were close friends of the Mozart

family, whose home they frequented almost d&lly.

Mozart re-worked parts of the Mass in 1785 to fone
cantataDavidde penitenteKV 469 (= NMA 1/4/3),

whose lItalian text was probably by Lorenzo da Ponte

To the Kyrie and Gloria, Mozart underlaid the ali
text, which had been written to fit the music, ditieéd
the work out with an aria for soprano and tenowat
as a solo cadenza at the end of the re-tex@am'

Sancto Spirittifugue (= closing chorus of the cantata).
Davidde penitentavas performed in a concert under the
auspices of the Wiener Tonkunstler-Societat (Vienna
in the

Musicians’ Society) on 13 March 1785
Burgtheater, Vienna and was repeated on 15 March.

1% Stiftsarchiv St. PeteHs. A 311 Catalogus musicorum S.
Petri.

'8 Manfred Hermann Schmi#/jozart und die Salzburger
Tradition, (= Minchner Veréffentlichungen zur
Musikgeschicht@4), Tutzing, 1976, p. 253.
171752-1824, Court soprano from 1777; quoted fronsEr
Hintermaier Die Salzburger Hofkapelle von 1700 bis 1806.
Organisation und PersongPhil. Diss., Salzburg, 1972
(type-written), pp. 59ff.

'® Dates not known, in service in Salzburg from  A82
— 31st October 1783; quoted from Hintermaier, dp,. .

43.

191758-1836, Court tenor 1781-1806; quoted from
Hintermaier, op. cit., p. 434.

0 Bauer—Deutsch llI, pp. 284-291, No. 765: Diaraifria
Anna (Nannerl) Mozart.
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In the course of the 19th and 20th centuries, wuari
attempts were undertaken to make up the fragmen
Mass to a full setting, or at least to provic
instrumentation for the unfinished or only sketch
sections so as to enable a performance. The @rsion
of a comprehensive completion, intended for
performance in St. Stephan’s Cathedral in Vienn&ton
Leopold’s day, 15 November 1847, was provided
the Vienna Music Director Joseph Drechsler. It Vedis
unpublished, the performance material is lost. Ghly
record is the announcement and the review of
performance in th&Viener allgemeine Musik-Zeituit
Another complete version was produced by Al
Schmitt in 1901 (in collaboration with Ernst Lewigk*
its first performance was on 3 April 1901 in tf
Lutherkirche in Dresden, it was printétiwas heard in
numerous subsequent performances and thus n
Mozart's work known for the first time to a broa
audience. ThéAgnus Deiwas formed by Schmitt afte
the Kyrie of the Mass, the missing parts of tGeedo
were made up with music from other works of Mozxar
for the church (from the Masses KV 139/3 KV
47 and KV 262/248 the two fragmentary Kyrie
movements KV 322/296and KV Appendix 15/323 as
well as the Mass KV 337), while th€fucifixus' made
use of music from KV Appendix 21 (93 which was
later identified as a composition by the Salzbuierst
Eberlirf* and therefore placed in Appendix A (2/3)
the Kdchel Catalogue (1964). Another completion w
attempted by H. C. Robbins Landon in 1956
Landon’s additions were essentially confined to
cautious instrumentation of the unfinished Cre
sections and to the working-out of a double-ch
version of the Sanctus and the double-fugue of
“Hosanna in excelsisas had already been suggest
by Schmitt (see the sectioGoncerning this Edition
below).

?LYear 7, No. 129 of 28 October 1847, and No. 1320f
November 1847; cf. on this: Alfred Schneridhesse und
Requiem seit Haydn und Mozavienna-Leipzig, 1909, p.
52, footnote, and Alexander Weinmanim ks Leere
gehender Fundberichin: Mozartgemeinde Wien. Wiener
Figaro 46 (December 1979), pp. 30-33.

22 Ernst Lewicki,Die Vervollstandigung von Mozarts groRe
C-Moll-Messe durch Alois Schmitt in ihrem Werdegaagh
authentischen Quellen dargestgiit: Die Musik 5
(1905/06), Issue 7, pp. 3-12; Issue 9, pp. 168-175.

%3 Leipzig, 1901.

24 Karl PfannhauseMozart hat kopiert!in: Acta
Mozartiana 1(1954), Issue 2-3.

2| ondon-Zurich etc., 1956.
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The Sources
The edition is based on the following sources:
1. The autograph: Deutsche Staatsbibliothek, B&rlin

2. Four parts (Trombone I-1ll, Organo), without Goe

but with Sanctus and Benedictus, from the original
Salzburg performance material: Dominican monastery,

formerly monastery of the Augustinian canons, Igeili

Kreuz (Holy Cross) in Augsburg (today kept in the

Staats- und Stadtbibliothek, Augsburg)

3. A score copy after Mozart's autograph (without

Sanctus and Benedictus), made in 1827 as the foasis
a printed version by the publishing house Andrédalo
in the André Archive in Offenbach.

4. A score copy (without Credo, but with Sanctud an

Benedictus) by Pater Matthdus Fischer (1763-1840),

choir director at the monastery Heilig Kreuz in

Augsburg; probably made between 1827 and 1840 for
Johann Anton André in Offenbach on the basis of the

complete original performance material from Salgbur
still available at that time in the monastery Hgili
Kreuz. Today in the music collection of the Augtria
National Library, Vienna

5. The first printed edition, published in 1840 Awydré

in Offenbach, publisher's number 6318, with an
introductory report by Johann Anton André (the copy

used is in the music collection of the Bavarianté&ta
Library in Munich).

Source 1

The manuscript is in good condition. It amounts/8
leaves and is dateti783 in Mozart's hand on the top

right of leaf 1. The completed sections extend from

leaves 1 to 47, marked by MozartNds 1-8 while the
folios are numbered—47 again in his hand. After folio
47 follows a blank leaf, marked in pencil in an
unknown hand agt7%. (The pencilled folio numbers
continue from folio 49 to folio 63.) Folio 48 isdHast
to be numbered in ink by Mozart and is heat\sd 9

%% Facsimile edition of the autograph score: Leip2@82
(Karl-Heinz Kéhler); Kassel etc., 1983 Pocumenta
Musicologica. Zweite Reihe: Handschriften-facsisyitel.
9; Karl-Heinz Kéhler and Monika Holl).
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and Creda The work on the section€fedo in unum
Deuni and “Et incarnatus estextends as far as folic
63’. In the first sections of the Credo, only as mueis

completed as was absolutely necessary for the
phase of work according to Mozart's principles

composition. Blank staves were left for lat
orchestration. The typical visual effect of thistdble”

writing-out with different ink colours is clearly
recognisable in the Kyrie and Gloria. In the Crec
however, the second phase of composition was
carried out.

For all sections of the composition, twelve-staffed
paper was used, but the twelve staves were notyalv
required (four staves were left blank in tHeatidamus
te’, three in the Quonianmi and two in the Et
incarnatus es), while in other sections the twelve wer
insufficient, making additional wind scores necegse
Four leaves with wind parts subsequently written
Mozart on ten-staff paper are inserted in the ments

(Fagotto I, Il for theGloria; Oboe I, Il, Fagotto I, I,
Corno |, Il in G and Trombone Il for thelui tollis”;
Fagotto I, Il for the Jesu Christe and “Cum Sancto
Spiritu”).

The five last leaves of the autograph were marked
Mozart with the letters A to E and contain, likegvisn

ten-staff paper, a score of all wind parts andtith@ani

for the Sanctus. The autograph scores for strir
chorus and bass instruments for the Sanctus ame e
Benedictus are missing. On the last autograph ,fa
folio E, there is a remark in the hand of Georgadiakis

Nissen on the recto pagefFragment of the end of ¢
whole, perhaps for an old opera or theatric
serenadé This remark was crossed out by Joha
Anton André, who set below it the following assenti

“Conclusion of the Sanctus of the C minor Mass
1783. From both comments and from André’s gloss
the beginning of the Sanctus on leaf rom the Missa
C minor of 1783 it can be deduced that the leav
were not kept with the rest of the manuscript af
Mozart's death and were only later identified

belonging to the Mass. They were no doubt separate
connection with Mozart’'s re-working of the Mass f
the cantataDavidde penitentefor which he did not,
obviously, use the Sanctus. Four autograph glosse
the manuscript refer to the re-working as a canfata
which Mozart apparently wrote no independent scc
these are on leaf’ “Christe eleisof): “NB this solo is
for the first female singet. on leaf 11 (“Laudamus
te"): “NB this is sung by the second female sirigen
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leaf 22 (before ‘Qui tollis”): “NB here a tenor aria can
come before this chortisand on leaf 27 (end of the
“Qui tollis”): “NB after this chorus a bravura aria for
soprano can come-for the First Lady’ On leaf 1 of
the manuscript, Franz Gleil3ner, who helped aft@018
in looking through and putting into order the meter
left by Mozart and bought by André, noted in reH:in
“was re-worked as Davide paeniténte

The transmission of the autograph following thetklea
of Johann Anton André can be outlined here: after t

settlement of André’s will in 1842, the manuscript
passed by so far unexplained channels to the Berlin

autograph collector Friedrich August Grasnick. Afte
his death, an unidentifiableFfau Professor VadKe
completed in 1879 a transaction with the Koniglithe
Bibliothek in Berlin involving, amongst other thisng
the Grasnick legacy with its 28 Mozart manuscripts.

On 7 January 1879 the autograph was registerelein t
music department of the same library and remained i

the Cimelia collection in this music archive. Dw@in
WW 1, it was transferred for safety out of Berlith

the rest of the archive and reached Ksiazy Castle
(Furstenstein) between 27 October and 5 November

1941, probably moving, as a result of developmeénts
the war, at the end of 1944 with the particuladyued

items in the former Prussian State Library to the
Benedictine abbey of Krzeszéw (Grissau) in Middle

Silesia, today in Poland. At the end of the war the

autograph passed, as part of the Polish goverment's

“Action for the protection of cultural goods”, the
Biblioteka Jagiellaska in Krakow. On 28 May 1977 it

was handed over to the government of the German

Democratic Republic along with five other original

manuscripts by Mozart, Bach and Beethoven and on 1
June 1977 once again placed in the keeping of the

Deutsche Staatsbibliothek in Berfih.

Regarding the dimensions of the autograph, various

data have appeared in the literature and givertoitiee

view that the manuscript had been more completr aft

Mozart’'s death and had contained the whole Sarmtus
even the Benedictus — after all, André had pubtishe

work complete with these movements (an attempt will

" Karl-Heinz Kéhler Die Erwerbung der Mozart-
Autographe der Berliner Staatsbibliothek — Ein Bagjtzur
Geschichte des Nachlasses Mozart-Jahrbuch 1962/63
Salzburg, 1964, p. 64.

28 Festschrift. 300 Jahre Deutsche StaatsbibliothakirBe
1961, p. 266.

29 Cf. daily press in the GDR, 28 May — 1 June 1977.
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be made below to explain how this could be posgible
a view that can be refuted by a close examinatfaall o
the transmitted autographs:

In the first edition of his catalogue in 1862, Kéth
specified the size of the manuscript &9 ‘leaves with
147 written page€'s Kochel was probably referring to :
commentated copy of the printed catalogue of
Mozart manuscripts in the possession of AN
published in 184%° This special copy was later
provided with hand-written comments by Heinric
Henkel®* the young assistant to the already alm
blind Johann Anton André. These included Henke
figures on the dimensions of the manuscripts. RrerG

minor Mass he wrote 39% sheets with 147 writtel
page$ (= 79 leaves). For his edition in th
supplementary volumes of the first Mozart Comple
Edition (AMA),* Philipp Spitta found the manuscrip
now in the Konigliche Bibliothek in Berlin, to hav
only “71 written folios in oblong format* In a

concluding remark to this statement, however, &p
already provides half an explanation for the diffgr
figures in his statement that the whole bou
manuscript consists, if* one chooses to include
cadenza additionally composed for the oratot
'‘Davidde penitente’, of 73eaves. That means that th
solo cadenza written later for the cantddavidde

penitenté® on two bifolios (4 written, 4 unwritter
pages) was kept with the manuscript and had b
counted by both Henkel and Kéchel. The cadenza
therefore not mentioned in its own right in anytioé

catalogues. The second edition of the Kéchel Cgtedo
in 1905 gives the total size of the manuscript 8s
written pages (or 77 with the caden?aYhere are still

% Thematisches Verzeichnis derjenigen
Originalhandschriften von W. A. Mozart, welche rifr
André in Offenbach a. M. besit@ffenbach, 1841, pp. 8f.
%1 In the possession of the Stadt- und UniversitBtisithek,
Frankfurt on Main.

¥ \Wolfgang PlathMozartiana in Fulda und Frankfurt
(Neues zu Heinrich Henkel und seinem NachlaR)
Mozart-Jahrbuch 1968/7®alzburg, 1970, p. 335.

¥ Series XXIV, Supplement No. 29, Leipzig, 1882.

% Revisionsbericht_eipzig, 1886, p. 57.

% The manuscript belongs to those possessions ébtimer
Prussian State Library in Berlin which are todaptkie the
Biblioteka Jagielldaska in Krakéw.

% “In the possession of the Kénigl. Bibliothek in Berl
consisting of 73 written leaves in oblong formatibone
wishes to count the additionally composed cadeorcthé
oratorio 'Davidde penitente', of 77 leaveSlhe unwritten
pages are included in this count.)
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two leaves to account for which had disappearedesin
Henkel's count. K¥Y mentions for the first time,
however, a further autograph for the Mad3art of the

Laudamus in the Veste Coburg from the possessions o

Duke Ernst.*’ This manuscript in the art collection of
the Veste (fortress) consists of a double leaf (dten

pages) on which Mozart notated a first sketch of

measures 71 to 87 and 123 to 138 of theutiamus té

(see also below and Appendix /1, pp. 166ff.). This

manuscript was previously part of the André coitatt
as the visible number210'*® and the remark in

André’s hand, For the Laudamus of the great C minor

Mass of 1783 clearly prove. The double leaf could

only have been acquired from André’s estate and was

included with the other parts of the autographhat t
time of Henkel’s count.

All leaves counted together give precisely the size
noted by Henkel. Here is the information again in

summary:

Autograph: 139 writter® 7 blank pages
(Deutsche Staatsbibliothek Berlin)

Cadenza: 4 written,
(Biblioteka Jagiellaska Krakow)

4 blank pages

“Laudamus tesketch: 4 written,
(Veste Coburg)

0 blank pages

Sub-totals: 147 written, 11 blank pages

The total is therefore 158 pages = 79 leaves = 39%

sheets.

Mozart notated the Mass on twelve- and ten-stgfiepa
(see above). The last nine leaves of ten-staff pafh
the wind parts for the Gloria and the extant phstiare
for the Sanctus point to an origin of these sestion

3" Ernst II., Duke of Saxony-Coburg and Gotha, 188891
ruled from 1844, a great friend of the arts andrsoes and
owner of an extensive collection of autographsalse
attempted poetry and composition.

% André drew up in his own hand in 1833 a catalogfua|
Mozart manuscripts in his possession. The cataldgel is
no longer extant, but a copy in the British Librargndon
lists the Mass under the numb@19' (emended from
“110).

% For the purposes of this count, le&fsith a crossed out
single measure of a sketch for ti@ratias’ has been
included.
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Salzburg, since twelve-staff paper was not obtdéne
there® forcing Mozart to make do with what he cou
get. The twelve-staff paper Mozart used in the cés
the manuscript is of three sorts. Examination o f
paper and comparison with the paper of manuscoipt
the same period, as carried out by Alan Tyson, cta
perhaps reveal further information for a precisenda

It is at any rate clear that the first movementtloé

Gloria is notated on the same paper as the begjrofin
the Horn Concerto KV 417, which Mozart dated 28 “
May 1783.** The identification of the paper sorts als
explains why the sketch for th&é&dudamus tereferred

to above contains two such widely separated pass:
from this composition. The double leaf had origiyal
provided leaves 1 and 4 in a gathering of two m&bf

the same paper sort as that on which Mozart |
notated the first sketch for this composition. Wlien
later felt dissatisfied with the vocal lines in thketch

and wanted to change measures 130 to 136, he hieo
whole double leave out of the score in order toicv
cutting and having to glue in a single leaf, altjiou
there were no changes to the composition on leaif :
the gathering. The new double leaf on which he &r
and which is included in the gathering belongs

another paper sort, one which Mozart first usedttier
following Gloria movement&?

It is also important to mention two further sketghe
amounting to a few measures, for ®cha nobis
pacemniin C major (see Appendix I/3, p. 171) at the el
of Mozart's extensive sketch for KV 422/oca del
Cairo (NMA 11/5/13).** Mozart started setting thi
opera on a text by the Salzburger abbé Giambat
Varesco during his stay in Salzburg. The sketch
without doubt connected with the composition of K
427 (417) and proves once more that Mozart w
thinking of and working on a completion of the Mass

“9Mozart had for example to send to Salzburg, where
wanted to have his opefde Abduction from the Seraglio
copied, 5 books of 12 lined papemBauer—Deutsch I, p.
237, No. 700, lines 50f.

“! Information communicated by Dr. Alan Tyson, London
“2 Information communicated by Dr. Alan Tyson, London
3 Autograph in the Staatsbibliothek zu Berlin Stifgu
PreuRischer Kulturbesitz; cf. also Ernst Fritz SchiNeue
Quellen zu Werken Mozaris: Mozart-Jahrbuch 1956
Salzburg, 1957, p. 44, and tketischer Bericht[Critical
Report available in German only] (Hellmut Federhofen) fo
NMA VI1I/22/Section 1, pp. 52f.
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Closely associated with the Mass is also $indfeggio Of the set of parts, almost certainly originallgeg/ed

No. 2 from KV 393 (38% see Appendix II, p. 172¥. complete, in Augsburg (seSource 4below), today
The melody of this vocal exercise, supposedly amitt only the organ parts and the parts for the th
for Constanze in August 1782, recurs, slightly trombones have been preserved. This is probsg

transformed, in the soprano solo in th€htiste because these four parts were not used in the neopa
eleisori — a further indication of the participation of  Holy Cross and were therefore separated. Theyrar
Constanze Mozart in the performance of the work. fact not notated in C minor but in®Bninor, the parts

being intended for instruments constructed for 1
Of the ‘sketches and fragmehtsisted in KV® (pp. higher "choir" pitch. These parts were transposad

449f.) as probably belonging to the C minor Mass the Salzburg performance, no doubt at Mozal
417 (427 as 417 B, only the first number (see request, because it took place at the lower "chami
Appendix 1/2a, p. 169% in which the fugue subject of pitch. There has been much speculation about Mez:
the “Cum Sancto Spiritu briefly appears, can be reasons for doing this. One reason may have b
associated with the Mass. The other numbers can be Mozart's being considerate to the other wil
ruled out either because they are either of a instruments involved, which were tuned to "chamb
substantially earlier date (Nos. 2—4) or in somsesa pitch. The most plausible explanation is howe\
because they are without text and cannot securely b probably the conjecture voiced by Wolfgang Platt
shown to belong to the C minor Mass. (KV 417 B / that the soprano Constanze Mozart had techn
Nos. 2—6 have been included in NMA X/30/2-€ther problems with the exposed top notes in her solb par
Studies, Sketches, Fragments, Varim a sense as

substitutes for KV 417 B / Nos. 2-6, two further The organ part, in the hand of the Salzburg cop
sketches sheets of Mozart's have come to light Joseph Richard Estlingéfwas transposead hocfrom

(privately owned and State Central Archive in Peagu  Mozart’s C minor autograph to’Bninor. In the course
respectively). Amongst the numerous separate gstin ~ of the work, the copyist erred repeatedly in t
in these sketches there are some counterpoinestodi numerous accidentals which had to be changed in

the “Cum Sancto Spiritusubject; from the voluminous thorough-bass figures# to B to b) errors which
contents, only those passages have been taken whichWere corrected by Moz\art with his own hand (see

are immediately connected with this subject (see ¢, gimile on
: _ p. XXII). From measure 33 of the Sasct
Appendix 1/2b and 2c, p. 170). The studies on & | no more figures are present in the part. As the eogs

in private owner_ship _date from an earlier period in made from Mozart's autograph, one could assume
Mozart’s occupation with the subject. The sketcbes Mozart completed his composition in haste — perh.

the leaf in Prague show a later phase in this ;g pefore the performance — and therefore had
development in which the counterpoint is broken up written the figures out,

syllabically.
The parts for the three trombones are in the hénc

Source 2 Felix Hofstatte”® Both copyists were Court musiciar
46 Cf. Arthur Mendel Pitch in Western Music since 1500. A
Re-examinationin: Acta Musicologica 5@¢1978), Fasc. /I,

“*4 The autograph (1 leaf with one written page) was p. 34, footnote 21.

auctioned in 1972; cKatalog 599 J. A. Stargardt. *" Hintermaier, op. cit., pp. 91ff.; according to \iéalSenn,

Autographen aus allen Gebietdviarburg, 1972, pp. 178f., Die Mozart-Uberlieferung in Stift Heilig Kreuz zwésburg

No. 711 (with facsimile). in: Neues Augsburger MozartbuéhZeitschrift des

> Autograph (1 leaf with one written page): Deutsche Historischen Vereins fur Schwaben 63/68ugsburg, 1962,

Staatsbibliothek Berlin. The leaf is bound togetivih p. 368: copyist B.

further single autograph leaves on which sketches a “8 Hintermaier, op. cit., pp. 182ff.: in Senn, of.,q. 368,

studies, in each case from different periods, atatad. On erroneously described as Copyist H. Comparisorts tivé

one of these leaves, the same subject appearsasgtiia index of scribes in: Manfred Hermann Schniide

cantus firmus in two further, short counterpoin¢exses. Musikaliensammlung der Erzabtei St. Peter in Satzbu

The corresponding leaf can however at the eabhiestated Katalog. Erster Teil. Leopold und Wolfgang Amadeus

to 1786/87 and therefore does not concern us ¥ralso Mozart, Joseph und Michael HaydBalzburg, 1970 (copy in

theKritischer Berichtand NMA X/30/2-4.) the Musicological Institute of Salzburg Universitgvealed
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in Salzburg and often made copies privately for the

Mozarts.

The entire material for the Salzburg performance wa

left with his father after Mozart's departure from
Salzburg and, together with other copies, reached t
Augustinian monastery Holy Cross in Augsblirijom

Leopold Mozart's estate via Mozart's sister Maria

Anna. Here most of the parts must have been lost.

Source 3

The score copy from the publishing house André
follows the Mozart autograph very exactly. Even the
re-working for

marginal glosses referring to the
Davidde penitentewere taken over faithfully. This

copy, which contains neither Sanctus nor Benedictus

ends after theEt incarnatus es$tof the Credo with the
final date 23 Febr: 1827 This is again proof that

Johann Anton André possessed nothing more of this
Mass in Mozart’s hand than what is extant today, fo

any further complete sections would have had tovol
at this point, and the date could have been writtkan
they were finished. This copy served as the bawsis f
engraving the first edition and was therefore redis
later, displaying cuts and changes in the phraanthin
the text of the vocal parts, directions for therengr in
black and red ink, a provisional division into page
pencil and also the engraver’s final division ip@ges
in red crayon.

Source 4

The score copy made by Pater Matthdus Fischer was
probably a commission for Johann Anton André. On
one of his journeys, André, who made systematic

efforts to complete his Mozart collectidhobviously
discovered the set of parts in the Augustinian retargt
Holy Cross in Augsburj and asked their choir
director, Fischer, for a copy. The manuscript waasng
rate in André’s possession, passed after his dath
André’s collaborator mentioned above,

however the identity of Senn’s Copyists C and Hhvitribe
31 from St. Peter’s, whom Hintermaier (see abokieped
to be Felix Hofstatter (cf. also the facsimile arklll).

9 Senn, op. cit., p. 354.

* pPlath, op. cit., p. 334.

*L André writes in his introductory report for thesti edition
of the Mass that Mozart[...] also left a copy of it to a
monastery in Bavaria, where | discovered the santkhave
compared it with the original manuscript in my pesson’
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Henkel®? and came from his estate along back-path:
the Austrian National Library in Vienma.

The existence of Fischer’s score proves that attitme

all parts for Mozart’'s Mass were present in Holp$§x.

It is also clear from Fischer's copy that he had the

score together from the individual parts, for |
repeatedly omits measures in part or another aiesvr
them twice, correcting himself afterwards. Althoubk

visual impression of Fischer’s writing is one ofsteg

the copy is however very precise. The organ :
trombone parts are notated with the same facisityha

other sections and the thorough-bass figures aog-e
free, so that one has to conclude that Fischer
copied these parts directly from originals in C amin
This in turn would mean that the parts material
Augsburg must have included organ and trombone p
in C minor. These could possibly have been alre:
included with the Salzburg parts (implying th
Mozart's decision to perform the work at the low
pitch must have been made at the last minute, athw|
point he would have commissioned additior
transposed parts for these instruments), or elsesoe

in Augsburg had wanted a uniform set of parts &
wrote out new parts in C minor for organ ar
trombones.

Fischer’s score copy of the Mass was without daurbt
important source for André’s planned edition, arasw
probably even the only basis available for the tpdn
versions of the parts missing from Sanctus &
Benedictus in the autograph. Here an error in st 1
printed edition should be mentioned, a direct rtestl
Fischer’s notation: in the bassoon parts of thent8zs”
setting, measures 13 to 15, Fischer indicated dnallp!
motion of the bassoons in octaves in measure 13
measure 15 using the abbreviat&rbelow the melodic
line of the first bassoon. A very fine vertical Has
measure 14 of Fischer's score, showing
continuation of the parallel octaves, was not dBethe
publishers André or was interpreted wrongly (altjiou
they had the autographs, including the separatees
containing the bassoon, at their disposal!), witle
consequence that in the first printed edition tbeosad
bassoon was indeed notated at the octave in mea3u
and measure 15, but had rests in measure 14 (se
facsimiles on pp. XXV=XXVII).

*2 On the manuscript, besides Fischer’s originad,til
remark in Henkel's hand and his signature are Msib
*3 Plath, op. cit., p. 344.
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In Matth&us Fischer’s score it is also noticeahbt ho
trombones or timpani are notated in thdoSanna in
excelsis fugue, and that the horns and trumpets are
missing from measure 35 of the Sanctus onwards.
Fischer must apparently have been informed precisel
by André about the autograph parts for the Mass
already in Offenbach and have known of Mozart’sdvin
score for the Sanctus.

The Edition

1. Use of trombones, in particular of a descant
trombone in the Kyrie: In his autograph, Mozart dat
notate the trombones for the Kyrie on their owrvesa
indicating instead their entries or rests by cqoesling
directions in the vocal parts. There are in fact such
directions in the choral soprano part, once in me=s6,
where this part has its first entryro: and then in
measure 27Senz: trom:(see the facsimiles on pp.
XXf.). All of Mozart’'s remarks regarding the use of
trombones in the Kyrie were entered at a later tpais
can be seen in several places from the positiooiinige
remark in question or from its being written on tip
already existing remarks. It is possible that Mobzar
carried out this part of the work more or less
mechanically and paid little attention to how oftamd

in which parts he wrote the directions. The two
directions in the choral soprano part could theefze
an error, for he gave no more directions of thrsdkin
the choral soprano part in the remaining coursthef
composition. The use of a descant trombone, seldom
called for and known in only a few locations, is
therefore very unlikely.

It is well-known that three trombones were normally
used in church music in Salzburg, playing as a rule
colla partewith choral alto, tenor and bass. The three
extant trombone parts for Salzburg are marked, in
keeping with this traditionTrombone 1%° for the alto
part, Trombone Z° for the tenor part and@rombone
3:"° for the bass. — It was also standard practicéatt t
time for trombones to join in dbrte passages. It is
therefore not necessary for Mozart to indicate ierp

the inclusion of trombones in thatti movements
“Gloria in excelsis Dep “ Gratias’ and “Jesu Christé

In the “Jesu Christé immediately after the Cum
Sancto Spiritli fugue, however, the final note for the
three trombones is clearly marked in the first tpranf
measure 53 (cf. p. 80) in the choral parts altootend
bass, followed by the directiosenza trom:(in the
further course of the movement Mozart then marks th

MassesVolume 5

alternation ton Tromborii — “senza Trombohiquite

precisely), so that for theJésu Christé and the
beginning of the Cum Sancto Spirituthe use of
trombones is also unambiguously shown in t
autograph. In theélTromboni parts from Salzburg, al
movements are of course presgnt.

2. For the formal principle of theSanctus movement
realised in this edition, the double choir setti
discernible in the music has been chosen. The do
choir concept was recognised for the first timeAbgyis
Schmitt and reflected in his, as in H. C. R. Landpr
realisation. In Pater Matthdus Fischer's score,ctvh
until now has represented the only authentic soface
this part of the composition, Mozart’s intentionusing
two choirs is clearly shown by the directioGioro II.
in Soprano Il in measure 8 a@oro . in Soprano | in
measure 9 (see the facsimile on p. XXIV). Fisct
notated the Sanctus as a five-part choir with divided
soprano, a model adopted by André, although with
the directionsChoro 1. and Choro IlI. It is not to be
supposed that in Fischer’s transcription the fjwout
voices necessary for the complete double choircef
were accidentally forgotten. For even his confusi
visual representation of theQui tollis”, in which
Fischer notated both choirs interwoven on four esa\
contains all notes which can be shown from Mozal
autograph to belong to the vocal parts. One m
therefore assume — since Fischer’s reliability basn
sufficiently demonstrated — that Mozart had inde
intended a double choir setting of thé&ahctus
movement, but by the time of the Salzburg perforreal
had not completed the work.

Special mention should be made of measure 7 of
“Sanctus Here Fischer’'s score definitely shows th
both choirs have rests and that these blank mesas
must have been intended by Mozart in order to m
the step-by-step intensification to thatti forte in
measure 10 particularly effective.

At “Hosanna in excelsisthe blank staves for Choir I
running for the whole length of the piece show tha
double fugue for the choirs was planned by Mozast,

** On the use of trombones, cf. Walter Senn in theWword
to NMA I/1/Section 1Masses ¢ Volume, . XVIII,

footnote 48.

*> The arrangers Schmitt and Landon suggest for these
measures that the first entries in Choir | for resnod bass or,
in Landon’s case, alto, tenor and bass should@jrtke
place at this point.
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the musical material in the trombone parts shows It
quite possible that Mozart also completed this ¢mub

fugue. There is certainly weight in H. C. Robbins

Landon’s conjecture when he opines, on the badiseof
extant autograph score for the entire wind and dinnp

that Mozart had to write such an extensive score

because he already needed all the twelve stavésson
paper to notate both choirs, the strings and ingnial

bass® Pater Matthaus Fischer's manuscript, however,

provides only for a single fugue in the vocal paiftshe
“Hosanna in excelsislt is therefore quite conceivable

that for the St. Peter's performance Mozart decided

from the beginning, faced with an indeed well-tesin
but rather thin choir available for only one relsadyrto
dispense with the full vocal counterpoint and thieee
the double choir effect with trombones.

3. Matthaus Fischer’'s score contains no viola ia th

“Hosanna in excelsis It must be assumed that the
viola part engraved in the first printed editionsaan
addition by André. This has therefore been rendared
this edition in small print.

4. In the Benedictus, Fischer did not write out téygeat
of the concluding section of thédbdsanna in excelsis

(more precisely put: from measure 110), but pointed

after measure 109 vial Segnoto measure 50 of the

Sanctus. In the autograph wind score of the Sanctus

however, the corresponding sign is encounteredeearl

at measure 48. Since the two bassoon parts in mesasu
107-109 and measures 47-49 of Matthaus Fischer’'s

score differ, two different versions result for $bahree

measures. The present edition adopts the version

resulting from the repeat sign in Mozart’'s wind r&co
The first printed edition followed Fischer's scaaad

also adopted from its measures 108/109 the unison

entry notated in the viola staff with the chorabalOn
the abbreviated notation in the sources cf. inid#ta

Kritischer Bericht) — This example shows yet again
that Pater Matthaus Fischer's copy must have bleen t
immediate source for those parts of Sanctus and

Benedictus missing in the autograph.

5. The instrumental bass line was played in church

music not only by the organ but also by the doualss
and bassoon. Mozart wanted a violoncello included,
can be seen from the relevant remarks inBassistaff
in the autograph in the movement@uoniani and
“Credo in unum Deuin The bassoon parts were

*® Foreword to the edition London—Ziirich etc., 1956V!.
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notated by Mozart in his own hand and are in unis
with the Bassionly in the movementsLaudamus té
and ‘Dominé€, where this is additionally confirmed b
Mozart with the directiorfragotto col Basso:TheBassi
have notutti function and therefore do not rest durir
instrumental introductions and interludes or dursotp
passages. They have rests only together with tbeakk
bass, at which points the entries of the highece®iare
indicated in the organ part.

6. Solo andtutti indications in the organ staff — to b
understood primarily as a guide for registratiocen in

Mozart also refer to use of two spatially separai
organs for solo and tutti ensembles respectivedy,
practised in large churches including Salzbt
Cathedraf’ In the monastery church of St. Peter

Salzburg, however, all the musicians were togetimer
the rear balcony directly in front of the org&rthe use
of aripieno organ was therefore not necessary and n
be ruled out for the performance of 1783.

7. The thorough-bass figures in the autograph

usually placed below, but in a few cases above,

Bassi ed Organataff. In the present musical text, the
have been placed uniformly below this staff. Vasio
conventions regarding the indication of accidentals
the autograph have also been standardised. Edlior
added thorough-bass figures and prolongation sérc
have been set in square brackets. The figuresan
Sanctus were adopted from the Holy Cross organ
and from Matth&us Fischer’s score.

8. In Mozart’s autograph, staccato marks appeatlync
as dashes. The dash can however also indic
particularly in the instrumental bass line, an atcé
the organ part, dashes can also stand for theubbro
bass figure “1° In the present musical text, dashes
such places in th®assi ed Organcstaff have been
retained as accent marks for Bassiand thetasto solo
realisation in the organ part has been indicatedeur
the staff by the figure “1” in square brackets.

>" Cf. Hellmut Federhofer in theorewordto NMA Series
I/2/1: Litanies p. XVI, and Walter Senn in tieorewordto
NMA Series I/1/Section IMasses * Volume, p. XVIII.

*8 Schmid,Mozart und die Salzburger Traditidop. cit.), p.
252.

%9 Cf. Hellmut FederhofeiStriche in der Bedeutung von
“tasto solo” oder der Ziffer “1" bei Unisonostellem
Continuostimmenin: Neues Augsburger Mozartbu(bp.
cit.), pp. 497ff.

International Mozart Foundation, Online Publicaton

XVIII



New Mozart Edition

1/1/1/5

MassesVolume 5

9. Missing phrasing marks have only been made up For advice, information and co-operation in usihg t

when they appear in analogously led voices in #mes

measure or in parallel passages. This processeappli
parts can be
transferred to corresponding figures in instrumienta

where phrasing marks from vocal

parts, but not vice-versa. Throughout the inconabyet
transmitted sections of the Sanctus and Benediots,

attempt at a consistent making-up or harmonising of

phrase marks has been made.

10. The text of the Mass had been harmonised in

spelling, syllable separation and punctuation with
most recent edition of th&raduale RomanumThe

word “eleisori however appears only once (end of the

Kyrie), for musical reasons, in the correct foulladyle

separation. At word repetitions or in homophonic

passages in the vocal parts, Mozart dispensesvenase
occasions with a complete text underlay. This waden
up tacitly in the present edition.

*

sources, the editors thank Dr. Wolfgang Goldh
(Deutsche Staatsbibliothek, Berlin), Dr. Adolf Hah
(Stiftsarchiv St. Peter, Salzburg), Dr. Ernst Hintaier
(Salzburg), Prof. Dr. Klaus Hortschansky (Frankiumt
Main), Privatdozent Dr. Manfred Hermann Schm
(Munich) and Dr. Alan Tyson (London). Th
undersigned also owe thanks to Prof. Dr. Mari
Flothuis (Amsterdam) and Prof. Karl Heinz Fis
(Vienna) for proof-reading. The members of il
Editorial Board of the New Mozart Edition hav
supported and guided the editor's efforts with 1th
knowledge and experience. They have earned eslyec
heart-felt thanks.

Monika Holl
Karl-Heinz Kohler

Munich, March 1983
Weimar, December, 1981

Translation: William Buchanan
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Facs. 1:Folio 1of the autograph (Deutsche Staatsbibliothek, BerGf. pages 3—4, measures 1-6, and Forewordyp. X
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Facs. 2: Folio 20f the autograph. Cf. pages 7-9, measures 22a8Fareword, p. XVII.
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Facs. 3: Page 4 of tl@rganopart from the original Salzburg performance matdtaats- und Stadtbibliothek, Augsburg: on lvam the
Dominican Monastery Heilig Kreuz). Cf. pages 21-43@asures 1 to 43 (1st half), and Foreword, p. XV.
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Facs. 4: First page of ti@ombone 1° part from the original Salzburg performance mate€f. pages 3-16, mm. 1-74, and Foreword, p. XV.
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Facs. 5: Page 55 of Pater Matthaus Fischer’'s sogrg (music collection of the Austrian National taby, Vienna). Cf. pages 132-134, measures
6-12, and Foreword, p. XVII.
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Facs. 6: Folio Bof the autograph. Cf. pages 135-137, measure914ntl Foreword, p. XVI.
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Facs. 7: Page 56 of Pater Matthaus Fischer’'s some Cf. pages 135-136, measures 13-17, and FatgpoXVI.
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1840 (copy in the Bayerische Staatsbildigthlunich). Cf. pages 135-136, measures 14—
17, and Foreword, p. XVI.

Facs. 8: Page 131 of the first printed edition g@lffach
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Facs. 9: Autograph of tHgolfeggio in FKV 393 (383), No. 2 (privately owned. Reproduced from Starg@atalogue 599/No. 711, Marburg
1972). Cf. page 172 and Foreword, p. XIV.
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