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EDITORIAL PRINCIPLES

The New Mozart Edition (NMA) provides for research  footnotes, all additions and completions in the imu
purposes a music text based on impeccable schigarsh volumes are indicated, for which the following sciee
applied to all available sources — principally Mdza applies: letters (words, dynamic markingssigns and
autographs — while at the same time serving thelsnee  numbers in italics; principal notes, accidental$ote
of practising musicians. The NMA appears in 10 &eri principal notes, dashes, dots, fermatas, ornamenrds

subdivided into 35 Work Groups: smaller rests (half notes, quarters, etc.) in sipatit;
slurs and crescendo marks in broken lines; grace
I: Sacred Vocal Works (1-4) ornamental notes in square brackets. An exceptol
[I:  Theatrical Works (5-7) the rule for numbers is the case of those group
lll:  Songs, Part-Songs, Canons (8-10) triplets, sextuplets, etc. together, which are gbvan
IV: Orchestral Works (11-13) italics, those added editorially in smaller prikthole
V: Concertos (14-15) measure rests missing in the source have b
VI:  Church Sonatas (16) completed tacitly.
VII: Large Solo Instrument Ensembles (17-18) The title of each work as well as th
VIII: Chamber Music (19-23) specification in italics of the instruments andoes at
IX: Keyboard Music (24-27) the beginning of each piece have been normalised,
X:  Supplement (28-35) disposition of the score follows today’s practidde

wording of the original titles and score dispogsitiare
For every volume of music a Critical provided in the Critical Commentary in German. T
Commentary (Kritischer Bericht) in German is original notation for transposing instruments hagerb

available, in which the source situation, varia#dings retained. C-clefs used in the sources have bedacexp
or Mozart’s corrections are presented and all other by modern clefs. Mozart always notated sing
special problems discussed. occurring sixteenth, thirty-second notes etc. @dss

Within the volumes and Work Groups the  through, (i.e. 3" instead ofd- R); the notation
completed works appear in their order of compositio  therefore does not distinguish between long or ts

Sketches, draughts and fragments are placed in an realisations. The NMA generally renders these i
Appendix at the end of the relevant volume. Skedche

etc. which cannot be assigned to a particular wouk modern notatior,@J , &J etc.; if a grace note of thi
onl.y to a genre or group gf works, gpenerally app'aa,lr .kin(.:i s_houIE:I ]be_ int_erpreted dshort an additional
chronological order at the end of the final voluafi¢he indication " 1" is given over the relevant grace not
relevant Work Group. Where an identification MiSSIng slurs at grace notes or grace note grosp:
regarding genre is not possible, the sketches at. well as articulation signs on ornamental notes h:
published in Series X, Supplement (Work Group 30: 9enerally been added without comment. Dynar
Studies, Sketches, Draughts, Fragments, Variowgt L~ Markings are rendered in the modern form, eandp

compositions are mentioned in the relevant Critical NStéad ofor: andpia: ,

Commentary in German. Works of doubtful . The texts of vocal works have been adjusi
authenticity appear in Series X (Work Group 29). following modern orthography. The realisation oé tl

Works which are almost certainly spurious have not Pass continuo, in small print, is as a rule onigvided
been included for seccorecitatives. For any editorial departures frc

these guidelines refer to the relevant Foreword tanc
the Critical Commentary in German.

A comprehensive representation of tl
editorial guidelines for the NMA (@version, 1962) has
been published inEditionsrichtlinien musikalischer

The NMA uses the numbering of the Denkmélgr und Ggsamtausgab[ﬁditorial Guidel'irlles
Kéchel Catalogue (KV); those numberings which diffe ~ fOf Musical Heritage and Complete Editions
in the third and expanded edition (R\r KV are Commissioned by the Gesellschaft fir Forschung

given in brackets; occasional differing numberirigs edited by Georg von Dadelsen, Kassel etc., 1963,
the sixth edition (K¥) are indicated. 99-129. Offprints of this as well as tBericht Uber die

Mitarbeitertagung und Kassel, 29. — 30. 198
published privately in 1984, can be obtained frdma |
Editorial Board of the NMA. The Editorial Board

Of the various versions of a work or part of
a work, that version has generally been chosermas t
basis for editing which is regarded as final and
definitive. Previous or alternative forms are refuced
in the Appendix.

With the exception of work titles, entries in
the score margin, dates of composition and the
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Litanies

FOREWORD

Beside Masses, Requiem and Vespers, the four Egani
published in the present volume, all of which araged

in Salzburg, are amongst Mozart's major sacred sork
After the first Italian tour (13 December 1769 t8 2
March 1771), Mozart resumed his work as

Archiepiscopal Concert Master and wrote — no doubt

still under the impression of recent experiencesis-
first work of this genre, dated May 1771, KV 1097
= No. 1), aLauretanian Litany' Between his second

stay in ltalian (13 August to 15 December 1771) and
the third (24 October 1772 to 13 March 1773), there

followed hisLitany of the SacramenKV 125, finished
in March 1772 (= No. 2). During a long stay in

Salzburg in 1774 between journeys to Vienna and

Munich, the secontlauretanaKV 195 (186 = No. 3)
was composed, while the second Litadg venerabili
altaris Sacramentdof the venerable altar Sacramégnt
KV 243 (= No. 4) was completed in March 1776. With

this work, Mozart made his last and at the same tim
most extensive contribution to the composition of

Litanies.

Litanies of this type, for which the first evidengees
back as far as the early Christian period, inclodehe
one hand — as the name sugdlestpetitionary prayer
in which utterances of praise are constantly regukat
and on the other hand a performance
corresponding to alternating prayer. Towards theeadn

the 16th century, there was a first flourishing of

polyphonal settings of these prayer formulas inirl,at
with German settings coming lateiThe quantity and
variety of prayers found in the form of litaniesnclae

explained by their purpose. Some of them have their

root in the liturgy, while others find expression
simultaneously or exclusively in popular piety. \léhi
veneration for the Mother of God is voiced eloqlent
in the Lauretana the Litany of the Sacrament

! |t also bears the name Lauretana; etymologicilig,
derived from Loreto, Latitauretum= laurel grove, an small
Italian town in the province of Ancona, not farrfraghe
Adriatic, considered one of the oldest Marian pitgrge
centres.

% Other common titles for the Litany of the Sacratae:
Litaniae Corporis ChristiLitaniae Sacrosanctae
Eucharistiae Litaniae de sanctissimo Sacramento

® It is derived from the Greekraveia with the classical root
arn, Latinlitania or populadetania On this see Bruno
Stablein, ArtikelLitanei, in: Die Musik in Geschichte und
Gegenwar, Kassel etc., 1960, cols. 989ff.

4 Joachim RothDie mehrstimmigen lateinischen
Litaneikompositionen des 16. JahrhundeRegensburg,
1959 (=Kolner Beitrage zur Musikforschurig}).

form

proclaims the praise, honor and redemptive effdct
the Eucharist. The Lauretanatext, approved in 1587
by Pope Sixtus V (1585-1590), is characterisedtdy
logical and independent structure. After the ust
introductory sections, the special place of Marytha
story of salvation, in the heavenly hierarchy ahd t
resulting distinguishing honors accorded to herthee
subject of detailed contemplation. Since this, #f
Litanies, probably best accommodates both the fagec
personal expression and general popular sentiniten
has been set most often. Thigany of the Sacrament
in contrast, has a more private character and
invocations can — depending on the diocese — t
various forms. In its overall form, it displays &ong
dependence on the Litany of All Saints. It was mc
frequently encountered during the 40 Hours Devatic
Corpus Christi, meditations on the Sacrament, dswl
in monastic communities and in fraternities |
connection with pilgrimages and processions. Moz
set only a part of the available text. All invocais
after Pignus futurae gloriaewith the exception of the
three-fold Agnus Dei are missing. In the field of
theology, two comprehensive studies have be
dedicated to theLauretana in recent year8, while
corresponding studies on tlh#&any of the Sacrament
are for the moment absent, no doubt due to thesra
secondary significance of this Litany, its moreited
liturgical value and, not least, its numerous tekit
variants in individual dioceses.

*

Musicology has so far invested little scholarsmphe
study of the Litany, which was the subject of a stil
unevaluated abundance of settings between the de
half of the 16th and the beginning of the 19th agnt
It was highly valued and constantly practised miogas
of southern Germany and Austria, with Vienna a

® Roth, op. cit., pp. 31, 50.

® Johannes Antonius Eduardus van DodewdRiel,
Lauretanische LitaneiMainz, (1959); Carl Kammebie
Lauretanische Litaneinnsbruck, (1960).

" Stablein, op. cit., col. 1003A“detailed portrayal of Litany
composition is still a desideratum of resedrdbf. Hans
Peter Schanzlirzur Geschichte der Litanei im 17.
Jahrhundertin: Bericht tGber den siebenten internationalen
musikwissenschaftlichen Kongrefl3 Cologne 18G&sel
etc., 1959, pp. 259 to 261; Karl Gustav Fellekéozarts
Litaneien in: Bericht Uber die musikwissenschaftliche
Tagung der Internationalen Stiftung Mozarteum ifzBarg
193], Leipzig, 1932, pp. 136-141.
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in the family, covering the years 1774-1778, and one

magnificent monastic and pilgrimage churches of the Mozart's sister Maria Anna (Nannef)from the years

same area. Renowned composers active in Vienna or i
environs, such as Johann Joseph Fux, Antonio Galdar

1776 to 1783. The two sources complement each.ot
In Schiedenhofen, five entries relate to Litanigs

Franz Tuma, Georg Zechner, Georg Reutter the Adlgasser® Michael Haydh® and two to Mozart,
Younger and Giuseppe Bonno have left us numerous whose greatitany of the SacramerKV 243 had its
Litanies. In the Salzburg area, Matthias Sigismund first performance after a sermon for the Princ

Biechteler, Heinrich Ignaz Franz and Karl Heinrich
Biber, Johann Ernst Eberlin, Anton Cajetan Adlggsse
Leopold and Wolfgang Amadeus Mozart as well as
Michael Haydn, the monastic composers Marianus
Konigspergef Johann Adam Scheibl, Agidius Schenk,
others

Florian  Wrastil, Franz Aumann and
distinguished themselves with works of this genre.

An important source for

musicians. In addition,

5 o'clock “‘in which the Court Music servéd”This

feast is being celebrated solemnly by the Francisca

priests as well with a Litany during the whole aaa
Likewise, in the so-called Lazaret and Workhouke, t
Feast of Saint Rochus was kept on 16 Augustd”

throughout the whole octave in the afternoons aliout

o’clock with a musical Litany during which the hegtt

of all goods was expost@nd on 29 September the
Feast of Saint Michael was celebrated in St. Mithae
Church by the Fraternity of the Archangel Michael
Litany

“complete with a well-ordered musical
throughout the whole octate

Besides this, a variety of performances are meation

in two contemporary dairy records, available innpri

but independent of each other, one by Joachim

Ferdinand von Schiedenhof&ha friend of the Mozart

® Friedhelm ZwicklerFrater Marianus Kénigsperger OSB
(1708 to 1769). — Ein Beitrag zur stddeutschen
Kirchenmusik des 18. Jahrhundenphil. Diss., Mainz,
1964.

° Cf. also the catalogue of court festivals in thkendar for
1757 rendered in:eopold Mozart, Ausgewahlte Werke
introduced and edited by Max Seiffert, Leipzig, @90p.
XVIIff. (= Denkmaéler der Tonkunst in BaydidTB] 1X/2).
19 Otto Erich DeutschAus Schiedenhofens Tagebyich
Mozart-Jahrbuch 1957Salzburg, 1958, pp. 15-24.

information concerning
polyphonal Litanies are the Salzburg church andtcou
calendar® with their summaries of the court festivals.
The calendar for 1772, for example, shows thathen t
occasion of a 40 Hours Devotion in the Cathedral
beginning on Palm Sunday, 12 April, and lasting for
four days, around half-past-six a Litany was held in
the great choir loft with a plenitude of music and
for the Feast of Saint
Nepomuk on 16 May and during its octave a Litany
was performed in the Court Chapel at Mirabell atbun

Bishop’s administrative staff in the Cathedral calrn®
Sunday 1776 (31 Marchj.It is probable that the sam:
work was heard on a similar occasion in Holy We
1778 (14 April), again in the Cathedral Chuféhn a
letter of 12 April 1778 addressed to his wife and,sn
which he mentions the same performance, Leop
Mozart'® writes that the castrato Francesco Ceccare
member of the Salzburger Court Music, saaf the
solos involved, which can only refer to the sopran

1 “That the entries concerning processions and other
ecclesiastical events are so numerous in the folig\dairy
pages is a result of Nannerl's religious attitudedaof
members of the Mozart family belonging to varioash@lic
fraternities” Cf. Walter HummelNannerl Mozarts
Tagebuchblatter mit Eintragungen ihres Bruders \gymtig
AmadeusSalzburg/Stuttgart, (1958), p. 12.

1211776:] “1 April: in the afternoon about 6 o’clock | went
to the Last HoufVespers] where there was a sermon by
Pater Primus, and a good Litany by Adlgasséf.
Deutsch, op. cit., p. 20. [1777:24 March: in the evening
about 6 o’clock in the Cathedral to the sermon byeP
Primus, then stayed for the Litany by Adlgassep. cit., p.
22.[1778:] 12 April [Palm Sunday]At 5 o’clock to the
Dicasterial Hour[prayer time for the Prince-Bishop’s
administrative staffin the Cathedral, where | then stayed
until half past 7. The Litany was by Adlgassepr’iOp.

cit., p. 24.

1311776:] “2 April: to Vespers at half past 6, where an
excellent Litany by Haydn was put.b@p. cit., p. 20.
[1778:] “13 April: At 6 o’clock to the Cathedral to Vespers.
The Litany was by our local HaydrOp. cit., p. 24.

4 “In the afternoon at 5 o’clock with the Dicasterials
[Prince-Bishop’s central administrative stéff]the
Cathedral to the sermon by Pater Simpertius
Schwarzhueber, and with the new Litany by Mozaxp.
cit., p. 20.

15«At 4 o'clock to the Dicasterial HoJsee above]Until
the Litany, which was by the young MoZa@p. cit., p. 24.
® Mozart. Briefe und Aufzeichnungen. Gesamtausgabe
published by the International Mozart FoundatioazBurg,
compiled and elucidated by Wilhelm A. Bauer antOtt
Erich Deutsch (hereafter cited as “Bauer—Deutseh”),
volumes of text, Kassel etc., 1962/63. 1, No. 446337,
lines 5ff.: “In the hope perhaps of hearing with tomorrow’s
post something of how both of you are prospering;jte to
you in advance that we are performing today tharytby
Adlgasser, r.i.p., tomorrow Haydn’'s and on Tuesday
Wolfgang'’s. Signor Ceccarelli will sing all the sslin the
last Litany, and in the golden Salve the Reginai’Ccel
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solos. Eleven entries by Maria Anna (Nannerl) reder
renditions of
mentioned’ as well as by Eberlffi and Domenico

Fischiettt®, including three by her brother. She thus

remarked on 23 May 1776Ir" Mirabell the Litany by
my brother was perform&d?® In the little Court Chapel
of Mirabell palace, the summer residence of thadex

Bishop, we know that May Devotions were held on the

15th May®! In view of the modest scoring and the
small scale of the firstauretanian LitanyKV 109

(74°), completed in May 1771, Karl Pfannhauser is no

doubt correct in assuming that the work in quesivas

this one, probably composed expressly for the May

Devotions in this small chapel with its limited @ho

space? The large forces required for the second

LauretanaKV 195 (186), on the other hand, suggest

without doubt a performance in the Cathedral. Ohe o

the twoLitanies of the SacramerkKV 125 or KV 243,

was the subject of Maria Anna’s entry on 30 March

1779: "'Then to the Litany, which was my brother’s

matter”,?® for Schiedenhofen mentions three years
earlier (1776), on 31 March, a performance of KV
243%* On the occasion of the great Office in Salzburg
Cathedral on Palm Sunday, 13 April 1783, however,

only KV 125 can be meant when Maria Anna explicitly
notes: ‘On the 13th[April 1783] the older Litany by
Wolfgang was performéd®

1711776, April] “On the 1st was the great Litany by
Adlgasset, Bauer—Deutsch I, No. 321, p. 528, line 2; [1776,
May:] “On the 17th was the Litany in Mirabell by
Adlgasser’, Bauer—Deutsch I, No. 321, p. 530, line 50;
[1783, April:] “On the 15th the Litany by Adlgasser
Bauer—Deutsch lll, No. 740, p. 265, line 5; [L72@ril:]

“On the 2nd was the great Litany by Ha}dBauer—
Deutsch I, No. 321, p. 528, line 4; [1783, Apriidn the
14th the Litany by HaydnBauer—Deutsch lll, No. 740, p.
265, line 4.

1811776, May:] ‘On the 15th the Litany by Eberlin was the
first Litany in Mirabell', Bauer—Deutsch I, No. 321, p. 529,
line 42; [1776, May:] On the 18th the Litany in Mirabell
was by Mr. Eberlity Bauer—Deutsch I, No. 321, p. 530, line
51.

1911776, May:] ‘On the 16th a Litany by Fischietti
performed in Mirabell, Bauer—Deutsch I, No. 321, p. 529,
line 44.

20 Bauer—Deutsch I, No. 321, p. 530, line 63.

L Cf. Hummel, op. cit., p. 107a.

2 Op. cit., 107bf.

3 Bauer—Deutsch I, No. 523, p. 541, line 17f.

24 Cf. footnote 14.

%> Bauer—Deutsch IlI, No. 740, p. 265, line 3. CfrKa
Pfannhauseannerl Mozarts Tagebuchblatter mit
Eintragungen ihres Bruders Wolfgang Amadeus — Eine
Forschungs-Studie zur gleichnamigen Publikation

1/2/1

litanies by the composers already

Litanies

In the correspondence of the Mozart family, onleg tl
two Litanies of the Sacrameratre mentioned. Fathe!
Leopold sent a request to his wife from Munich d@n
December 1774 to send on one by himself, in D maj
and the one by Wolfgang in°Bnajor (KV 125), to be
performed at the daily Office in the Church of Ot
Dear Lady in Munich on New Year's Day, 1775He
sent confirmation from Munich on 21 December 17
that both works had arrived saféfybut he tells us
nothing about their performance. From Mannheim, t
young Mozart informed his father on 20 Novemb
1777?® somewhat awkwardly, of an intende
performance of aLitany of the Sacramenin the
Augustinian Canons’ Foundation of the Holy Cross
Augsburg: Now all of them, and even my Lor
Prelate, have been pestering me about giving ther
Litany de venerabili. | said |1 do not have it withe.
And | was not really sure. | searched, and did fimad

it [...] I said[...] write to my Papd...] Now they are
doing whatever they want. If you do send them o
then the last in E for they can get the forces togethe
there will be a lot of people there together at Hagne
time, as you have also described it, for this isairse
their greatest celebratioh In his reply, written 1
December 1777 father Leopold suggestsi fvould
however rather send it to them in parts, asking/ahé
price of the copying, than send them the s¢ar¢ as
far as that is concerned you know that many a paint
your scores is not clearly legible if one is notealdy
used to it. | like it to be properly written and daty
patching-up and error§ Fully half a year passes
before father reports to his $0ithat “at your previous
request | sent both your Litanies de VenerabilHtay
Cross in Augsburg, and they were performed there
the 10th and 11th days of May |: when the gre
procession takes place, with full applatisall these
records and letters show that during Mozart’s ilifiet
these Litanies were already being highly appredia
outside Salzburg.

In the style of the cantata litany form createdtbg
Neapolitans and late Venetians of the 17th and 1

Mitteilungen der Internationalen Stiftung Mozarte8th
Year, Salzburg, 1959, p. 15.

% Bauer—Deutsch |, No. 301, p. 505, lines 24ff.

2" “Have received your letter complete with the 2 ligan
and today’s lettér Bauer—Deutsch I, No. 305, p. 508, line
4.

8 Bauer—Deutsch I, No. 376, p. 136, lines 36ff.

29 Bauer—Deutsch I, No. 382, pp. 157f., lines 78ff.

% Bauer—Deutsch II, No. 457, p. 381, lines 74ff.
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century and in accordance with Salzburg tradition,
Mozart distributed the text over a number of indual
musical movements. As far as form, tempo, key and
scoring are concerned, they conform to the law of
contrasts, with which a complete rounded-off sttt

is imposed on a text consisting of a prayer formira
pursuit of this, thestile anticq as it was understood and
taught at that time, was used alongside #ige
moderno This combination resulted in a mixed style
typical of the church music of the timi.has always

1/2/1

Litanies

three divine persons, consists,nmissa brevisstyle, of
a single choral movement in three-section form.

Here it is already apparent to what extent Moz
subjects the textual sub-divisions, which wouldgasgj
a two-part form, to purely musical consideratiohke
next sectionSancta Maria consists of all the Marian
invocations, i.e. Mary is invoked as saint, mothad
virgin along with all her titles and distinguishin
honors. The third sectionSalus infirmorum  which

been the case that elements of secular music have combines all four invocations of the patron sdufjls

found their way into church music. In Mozart’'s time
this is most readily visible in melodic ideas bovenl
from opera, with coloraturas and cadential trills,
determining the prevalently subjective tone of tiéve-
setting in arias and solo sections. Parts of tlke dee
usually also set in choral passages, homophonigtbr
polyphonic tendencies, in which a range of expogssi
from jubilation and confident faith to contritiors i
possible, even in the constantly recurring petition
“miserere nobis as a comparison of KV 195 (186
Kyrie, measures 78ff., with KV 109 (74 AgnusDei,
measures 38ff., shows. An objective, supra-personal
tone is retained, however, in all sections in which
choral polyphony, vocal fugues anchntus firmus

technique appear. These relate not to the praying

person, but to the person and object of worship.

In the same way as Masses are distinguishedissae
breves and missae solemneslLitanies can also be
divided, according to form, scale and scoring, into
those of simpler or of more solemn character. T® th
first belongs KV 109 (73, to the latter the other three
of Mozart's Litanies. The model for KV 109 (J4vas
clearly Leopold Mozart'sVlarian Litanyin F major!

In form, both pieces show the same division inte fi
movementsKyrie — SanctaMaria — Salusinfirmorum

— ReginaAngelorum- AgnusDei) as well as almost the
same tempo and time signature indications andrsg.ori
The instrumentation is confined to two violins, $as
and organ, the “church trio”, if one disregards the
trombones playingolla parteto reinforce at the unison
the lower vocal parts. ThKyrie, comprising the so-
called introductory formula and the invocationstioé

% Lauretanische Litandn F major, for 4 voices, Violins |
and Il, Organ; (in addition parts for Trombonel],lll, and
Bassoon; the parts Corno |, 1l originated lateglzBurg,
Cathedral Music Archive; parts. @enkmaler der
Tonkunst in BayerfDTB], op. cit., IX/2, p. XLVIII, No. 9.
— Renate Federhofer-Konigdpzarts “Lauretanische
Litaneien” KV 109 (74 und 195 (189, in: Mozart-
Jahrbuch 1967Salzburg, 1968, pp. 113f.

a retarding function. The form is two-part. Moza
follows Eberlin, Adlgasser, Leopold Mozart an
Michael Haydn in selecting for the beginning ofsth
austere text a minor key, a slow tempo and a open f
resulting from the semi-cadence with which theahi
invocation, ‘Consolatrix afflictorurty, ends, while the
fourth, “Auxilium Christianorurfy first added to the
Litany with the approval of Pope Pius V (1566-157
after the naval victory at Lepanto in 157is given a
short allegro moderato section of its own and
modulates from G to 'Bmajor. This permits this chora
section to serve as a preparation for the fourtticsg
Regina Angelorum in E° major with the eight
invocations of the so-called Circle of Saints ahé t
four invocations emphasising the commendations
Mary. This is the only movement reserved exclugive
for the four solo voices, whose melodic ideas &
strongly reminiscent obpera buffa The concluding
Agnus Dei combining soloists antiitti, is remarkable
for its treatment of theriserere nobi§ which alone
occupies 25 of the total of 55 measures. Mozat
personal expression in this work is most apparethe
plaintive touches of minor harmonic color an
deceptive cadences which serve to underline pamt:
the text and to delay the final close.

A much higher artistic level is achieved in a seto
Marian Litany, which, despite agreement in numkfer
movements, sub-division of the text and, in mosesa
in tempo, extends to approximately three times 1
dimensions of the first. The faint suggestion oé tl
symphonic principle in the first comes to full fiioh in

the second. Even the Kyrie is based on a full-sc
sonata form with second group, development &
reprise; the idea of a slow introduction is alrea
familiar from Eberlifi® and father Leopofd. The other

%2 Cf. Kammer, op. cit., p. 166.

% Lauretanische Litanein B® major for 4 voices, Violins |
and I, Corno I, Il, Organ; Bavarian State Librakjtinich,
signatureMus. Mss. 3232n, Nr.; 3core.lst Kyrie=
andante2nd Kyrie — Sancta Trinitas allegro.
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movements also bear more or less the stamp ofaonat
form. In comparison with the firstauretana the
orchestra is augmented by oboes, horns and violkhs a
has an independent role in ritornellos. The secomd
fourth movements display corelations once agaieiy th
solo texture with tutti interjections conjuring upe
spirit of opera. The particularly valuable partge &ne
Salus infirmorumleft open looking towards the fourth
movement, and theAgnus Dei whose inimitable
melodic lines, expressive harmonies and delicate
instrumentation make it one of the pearls amongst
Mozart's music for the church.

Of the two Litanies of the Sacramentwhich are
dedicated to the veneration of the Eucharistic eryst
the first, in B major, KV 125, surpasses its model, a
Litany of the Sacramenin C major by Leopold
Mozart® in expression and formative energy totally.
But it seems, according to the evidence of the
autograph, that in no other Litany was Leopold’'s
corrective hand more actively involved than in this
Without denying Mozart’s originality, KV 125 and 24
are living testimony for the fixation of Salzburgurch
music at that time on models and traditfSrContrary

to Alfred Einstein’s observatiof, the text is identical
in both works. There is a slight difference onlytie
sub-division of the text in the two nine-movement
compositions Kyrie — Panis vivus — Verbum caro
factum — Hostia sancta — Tremendum — Panis
omnipotentiaor Dulcissimumconvivium— Viaticum —
Pignus — Agnus De), as KV 243 includes the
invocations Panis omnipotentia “incruentum
sacrificiuni and “cibus et convivain the section
Tremendum so that the next section begins with
Dulcissimum  convivium and not with Panis
omnipotentiaas in KV 125. Mozart’s intention in this

% Lauretanische Litanen E” major for 4 voices, Violins |
and Il, Viola | and Il, Oboe | and Il, Trombonesl|, I,
Corno |, Il, Bassoon, Organ, Violone (the Bassoart s
missing); Salzburg, Cathedral Music Archive, patfs;
Denkmaler der Tonkunst in BaydiDTB] IX/2, loc. cit., p.
XLVII, No. 7; further the score copy in the possesf
Hellmut Federhofer, Mainz. Measures 1-1ddagig from
measure 15ff. allegro. — The Litanies by Leopold Mozart
listed by Seiffert as Nos. 7 and 8 are identical.

% Cf. DTB IX/2, loc. cit., pp. 188ff.

% Karl August Rosenthalozart's Sacramental Litanies
and Their Forerunnerdn: The Musical QuarterlyVol. 27,
New York, 1941, pp. 433-455. Rosenthal erroneously
decribes movement 6 of KV 243 Ranis omnipotentia
instead oDulcissimunconvivium repeating this in his table
on p. 440; cf. also pp. 441 and 445.

3" Mozart. Sein Charakter—Sein WeHBarich/Stuttgart,
(/1953), p. 382.
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was to lend greater expressive power to t
Tremendumwhich from earliest times had beerudti

movement representing musically the textual conten
and which in KV 125 had run to only 19 measures,
KV 243 however to 32. Departing from earlier custor
Mozart repeats th€&remendunat the end, thus placing
a frame around the three invocations mentioned gbc
besides introducing oboes and horns, he give

bassoons a role independent of the instrumenta
and releases the trombones from thealla parte

function. Clarino trumpets appear in KV 125, whil
flute, oboe and violoncello haveoncertanteparts in

the Agnus Dei of KV 243. The contribution of the
orchestra is absolutely central. Tone color a
dynamics, particularly in KV 243, are very finel
graded; here one should note, for example, thettbre

pizzicatoin the Viaticum (measure 1) for violins and
basses in combination with theon sordinofor the

violas, or again, in thAgnus Dei the measures 32—3;
and 60—63, in which the solo instruments are mafke
while the accompanying instruments are always h:
mf. The influence of the symphony makes itself felt n
only in the Kyrie of KV 125, which in Hermann
Abert's words formally resembles a logically
developed contemporary symphonic movement \
added choit,*® but also in further choral and sol
movements in both works, in the thematic contras
modulation and instrumentation. In the same wais i
unmistakable that an example was taken from -
concerto and the operatic aria. In contrast, thd
tradition inspires the vocal fugue for the sectRignus

futurae gloriaein bothLitanies of the Sacramenthe

application with which Mozart worked on this seatic
is clear from the two study copies he made of t\
similarly conceivedPignussections by Michael Haydn
(KV® Appendix A 11 and Appendix A 12). In ¢
number of cases, Mozart links two movements toget
by giving a slow movement a preparatory functic
before the following fast movement. This is alwaye

in the movementd/erbum caro factum Tremendum
and Viaticum the latter entrusting in KV 243 the
Corpus Christi hymnPange lingua to the tutti

sopranos. The character of theésti passages is in all
cases marked by strong modulations and serious
sombre expression, giving way to joyful confidemce
the following fast movements. Self-containe
movements, such asostia sanctglaced at the central
point in the cycle of movements in bdthanies of the
Sacramentnd similarly theDulcissimum conviviunm

KV 243, are sometimes provided with a shc
appendage functioning as a connection to the fatigw

% Rosenthal, op. cit., p. 444.
¥W. A. MozartPart |, Leipzig¥/1923, p. 314.
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movement. This helps to hold the overall form
together, although it is only in KV 243 that opemin
and closing movements display thematic correlations
Leopold Mozart remarked in the autograph of KV 125
regarding the soprano solo in tAgnus Dei The solo

in the Agnus Dei is being written into the basst fjar

Mr. Meisner It cannot now be ascertained whether this
happened. In the authentic parts material forwhask,

the original part for theBasso conc.has not been
preserved. Apparently this solo was to be rendfned
particular performance as a tenor solo by Joseph
Nicolaus Meisner, a bass in the Salzburg Court Musi
who received several laudatory mentions in Mozart's
correspondence, where his voice is described amsybei
able to reachthe high register of a good tenor and the
low range of a chamber music bass without any fgyci
and with beautiful evennés® Leopold Mozart's
remark can hardly be explained in any other wayarit
early date, Otto Jafth was struck by Mozart's
otherwise uncustomary closing remark in KV 125:
Finis I. O: G: D: E In Omnibus Glorificetur Deys an
indication that the composeattached importance to
the completion of this waotk?

Both Litanies of the Sacrameate as demonstrative of
Mozart's mastery of composition for the church &s h
secondMarian Litany. One piece of evidence that the
master was quite aware of this skill and remained s
until the end of his life is shown by the draft s
petition to Archduke Franz of Austria in May 1790,
which he requests the post of second Music Direator
Court becauseSalieri has never dedicated himself to

the church style, whereas | have made this style my

own from my youth &ri"®

The source situation can be described as partigular
felicitous. For all four works, the autograph sapref
which those for KV 109 (7% and KV 195 (189 are in
the Deutsche Staatsbibliothek, Berlin and for K\512
and KV 243 are now in Berlin-Dahlem (SPK), were

“ODTB IX/2, op. cit., p. XXVIII. Cf. also Herbert Kiin,
Unbekannte Mozartiana von 1766/6@: Mozart-Jahrbuch
1957 Salzburg, 1958, p. 179.

“LW. A. MozartPart |, Leipzig?/1867, p. 277.

“2 Ludwig Ritter von KéchelChronologisch-thematisches
Verzeichnis samtlicher Tonwerke W. A. Mozdath edition,
revised by Franz Giegling, Alexander Weinmann, Gerd
Sievers, Wiesbaden, 1964 (= Ryp. 144.

3 Bauer-Deutsch IV, No. 1124, p. 107, lines 6ff.
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available as photocopié$.in all four autographs, of
which that of KV 243, as the Kochel Catalogue h;
already noted, has the appearance of a fair cowy,
hand of Leopold Mozart, sometimes with certaint
sometimes with very strong probability, can also
recognised. These traces are most widespread in
autograph of KV 125. Here not only the headin
authorship and tempo indications, but also dynami
articulation, thorough-bass figures and other @ikt
are in many cases by the father, who further ieteed
in the musical text with erasures and correctidiss
is examined more closely in thiéritischer Bericht
[Critical Report available in German only], where th
original notation, as far as it is still deciphdmbis
clarified in detail. In KV 125 Rignus measure 167),
Leopold crossed out Wolfgang'sasto solo and
replaced it bysenza Organo the concomitantcol
Organo at theforte entry in measure 173 following
similarly in his hand® While Leopold’s corrections
and additions have always been taken ir
consideration in the present edition, they havebeean
distinguished in the type setting.

The next rank after the autograph scores is helthéy
parts copies made in Salzburg and revised by faiher
son and — even though not always complete — avail
for all four works. Of these, K¥had already listed the
parts for KV 195 (189. They are to be found in
different locations: KV 109 (7 in the Benedictine
Abbey of St. Peter in Salzburg, KV 125 in th

** The autograph scores of KV 125 and KV 243 had been
lost since the end of World War Il and first re-aepped after
the International Mozart Foundation, Salzburg dred t
Editorial Board of the NMA had published a listadif
Mozartiana missing from Berlin since 1945. €érzeichnis
der verschollenen Mozart-Autographe der ehemaligen
PreuRRischen Staatsbibliothek Berlin (BBdmpiled by the
Editorial Board of the NMA, inMozart-Jahrbuch 1962/63
Salzburg, 1964, pp. 306ff. The same text in otpecslist
periodicals. Zur Wiederauffindung verschollener Mozart-
Autographenin: Mozart-Jahrbuch 1964Salzburg, 1965, p.
198. Along with the other autographs re-discovexieithe
same time, i.e. the compositions KV 63, 99, 100, BZ5,
388, 522 and a Trio sketch (footnote to KV 266/pthe
autographs of KV 125 and KV 243 were initially takato
the Tubingen depot of the former Prussian Stateakyh
from where they passed to Berlin-Dahlem (SPK) i6719

*5 Leopold allowed the thorough-bass figure 7 in raeas
172 of the same passage, also notated iB#t@taand
Organoof the authentic parts copies, to stand. It was
accepted because there are other cases of figutenw
despite the directiogenza Organand it gave the music
director, who worked only from thattutapart with its
figures, a means of following the harmonic develepmCf.
H. Federhofer, Foreword to NMA I/&leinere
Kirchenwerke p. XVI.
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Cathedral Music Archive in Salzburg, KV 195 (186
in the custody of the Dominican Monastery of thdyHo

Cross in Augsburg and KV 243 in the library of St.
Stephan’s church in Augsburg. The parts material fo
KV 195 (186) came — as Walter Senn was able to

prove — from Leopold Mozart's legacy and passeeraft
his death, along with other compositions for tharch

as a present from his daughter Maria Anna to the
former Augustine Canons’ Foundation of the Holy
Cross?® The same will certainly apply to the recently

found parts material for KV 243, which was origigal

likewise kept in the Foundation Holy Cross before

being transferred in the course of the 19th centimi$t.

Stephan’s$’ Although father Leopold sent parts copies

of bothLitanies of the Sacrameid Holy Cross, as one

gathers from his letter of 29 June 1778 mentioned
above® the large forces needed for KV 243 — three

copied parts each &asso ripienandViolino | and II,

for example, are extant — as well as autograph

corrections suggest that the material originallwee
for performances in Salzburg Cathefftahind again

only came to Augsburg from Leopold’'s legacy via

Maria Anna.

Apart from some parts written at a later date,ekant
parts material for all four sources was producedhay
Salzburg Mozart copyists designated by Walter Senn
A, B, C, G: KV 109 (78 and KV 125 by A, B; KV

6 Walter SennDie Mozart-Uberlieferung im Stift Heilig
Kreuz zu Augsburgn: Neues Augsburger MozartbuGh
Zeitschrift des historischen Vereins fur Schwalveh
62/63), Augsburg, 1962, pp. 333ff.

" Ernst Fritz Schmid, to whom we owe the preservetid
the sheet music in the Founmdation Holy Cross,tpdiout
that part of the musical material in the Foundatighich
was secularised in 1803, was brought to the Betirdic
Abbey of St. Stephan in Augsburg in the second didlfie
19th century, but, with the exception of a scongycof KV
243 made around 1800 by the choir director at Kilyss,
Pater Matth&us Fischer, was lost. Cf. Schiwidzart und
das geistliche Schwaben, insonderheit das Chorkéftn
Heilig Kreuz in: Zeitschrift des historischen Vereins fir
Schwabenvol. 55/56, Augsburg, 1942/43, pp. 168f., and
Senn, op. cit., p. 334, footnote 2.

“8 Cf. footnote 30.

“ These copies, made by copyist B (cf. above), afedb
and Il are not however transposed up a whole-tasmé)ose
in the copied parts of KV 125 in the Cathedral Musi
Archive and in the copies which made their way flom
Mozart's estate to Augsburg are. Cf. Senn, op.it345. —
Unfortunately, for KV 243 the original parts f@anto
conc, Canto rip, Battuta Organg Organo ripiencare
missing.
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195 (186) by A, B, G; KV 243 by A, B, & The
revisions by both Mozarts, whose hands cannot aw
be securely distinguished from each other, extert o
all four copied sets of parts and consist of addgj
above all of dynamics, but also of staccato mar
thorough-bass figures, tempo indicationsplo/tutti
directions, numbers summing together seve
measures of whole bar rests as well as emphashs
as underlining of dynamic marks or making-ugd ahd
p to for andpia. The corrections are most numerous
the partsviolino | andll of theLitany of the Sacrament
KV 125 (cf. facsimile, p. XXIl). Dynamic marks addle
here and elsewhere by Mozart but missing in t
autograph score were adopted and noted in
Lesartverzeichnis[list of variant readings] in the
Kritischer Bericht

The source situation just described permits us
dispense with the consultation of secondary sourc
The popularity of the works is indicated by latepes

and printed versions which began to appear as teant
from about 1800 on with German versions of these
of KV 109 and parts of KV 125. Complete edited
scores of KV 243 with the original text were firs
published by André (with a foreword by Otto Jah
Offenbach, 1856) and Novello & Comp. (London
with all four Litanies appearing in the old Mozal
Complete Edition (AMA).

The hand-written catalogue of Mozart’'s manuscrif
completed by A. André on 6 August 1833 includes
thematic quotation from &yrie KV 340 (Appendix
186; KV® Appendix C 3.06), probably the beginnin
of a Lauretanian Litany for four voices without
instrumental accompaniment and also the hy®alsis
infirmorum KV 324 (Appendix 188 KV® Appendix C
3.02) andSancta MariaKV 325 (Appendix 186 KV®;
Appendix C 3.03) for four voices and organ, botnge
movements of alauretanian Litany As the three
pieces do not re-appear in the printed André Cgtedo
(1841), their authenticity is extremely dubious.idt

* Facsimiles of copies by the Mozart copyists ACHn
Senn’s nomenclature, op. cit., pp. 355ff. — TheyisiB is,
by the way, also to be encoutered in the musicgqaties
of the pilgrimage church Mariazell in Styria, cf. H
FederhoferKritischer Bericht[Critical Repor] to NMA 1/3,
Minor Sacred Worksp. 16, 23.

*L KV Appendix 125 (KV: p. 771, Appendix B) and
Appendix 124 (K\: p. 772, Appendix B). Th¥iaticumand
Pignusfrom KV 125 also appeared as an Offertory with thi
text “Adoratio tibi’, Vienna, A. Diabelli (1835), cf. KV
Appendix 116. — Somewhat later, disfigured editiohthe
TremendunandPignusfrom KV 243 were issued by the
same publisher; cf. KV Appendix 117.
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possible that they were Mozart’s study copies ofkso
in the Baroquestile antico

Apart from minor corrections and a discarded oagin
version in KV 243 Agnus Dei from measure 13),
noted in theKritischer Bericht major changes and cuts

were made only in KV 125. The crossed-out sections

are printed in Appendices 1-4 of the present vol(me
375-381). Mozart replaces the sectiiaticum by a
new version which, because of its half-close, taies
the character of an introduction to tiegnus This
change is based on the original version and istemrit
immediately following the crossed-out brown ink
notation of the same on folio 2@f the autograph. In
the new version on folios 2and 28 Mozart extends

the melodic curves and intensifies the expression
significantly by harmonic and dynamic means. This

resulted simultaneously in a lengthening, from 9440
measures, of the original version, which ended \aith
full close. — One further change relates to threts c
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Trombones were only notated by Mozart where th
had patrtially independent voice-leading, namelyhia
bass trombone with its minor rhythmic modificatior
compared to theutti bass in KV 109 (73, Salus
infirmorum (cf. facsimile, p. XX) and in all three
trombones in KV 243 Tremendum(cf. facsimile, p.
XXV), where they perform gently articulated eightt
notes inpiano setting the atmosphere (measures 1-
in the middle (measures 8-9, 14-15, 20-21) anHeat
end (measures 29-32) and display corresponder
with the first violin and the instrumental bass;tire
other sections of this movement they run parallgh w
the three lower vocal parts, which Mozart indicat
with colle parti at the beginnning of thAlto, Tenore
andBassoparts. The copied parts which he revised f
all four Litanies reveal that the trombones playioa
parte with the vocal parts mentioned doubled the cho
parts in not only in theforte but also all piano
passage¥’ This can be regarded as authentic on |
basis of the relevant trombone parts, which havenb
preserved in their entirety for all four Litaniesda as
occasional additions of dynamic markings show, we

between the measures 94-95, 118-119 and 132-133 ofchecked through by Mozart. The trombone pa

the following sectionPignus The three passages in

question were perhaps only crossed out, partly with

pencil, partly with light brown ink, in response tioe

advice of father Leopold, or perhaps even by him

personally. A portion of the following correctionat
least, are in his hand. The cuts amount to a titdb

measures and serve to make the form, which even in

the final version still extends to 18@lla breve

measures, more taut. The authentic Salzburg parts

copies likewise contain these three passages,hleyt t
have been crossed out in brown ink in all parts, the
following measures changed in line with the autppra
It is thus clear that the copies were made befoie t
correction. The original version of th€iaticum is,
understandably, not contained in the copied parts.

would not be wrong to assume that Mozart made the

cuts on the occasion of a later performance forckvhi
he revised the autograph and set
directions, as the Kochel
ascertained in the case of KV 125. It was on thgest
of a “cut in the fugue_Pignus Futurae glorideom
Wolfgang’s Litany, which Leopold Mozart suspected
he had left at home on #ttle leaf of small manuscript
papef’ on which “only a few notes in alla breve time,
and here and there pag: etc. are writtethat he wrote

from Munich to his wife in Salzburg on 21 December
1774 This missing leaf obviously related to the cuts

mentioned above.

*2 Bauer—Deutsch I, No. 305, p. 509, lines 39f. afid. 3
respectively.

performance
Catalogue has already

therefore appear in large print throughout. Thelece

faithfully the lines of the three lower choral part
Minor divergences — mostly of a rhythmic nature
such as the amalgamating of successive notes at
pitch to form one longer note occur only seldom a
were adopted for the edition, e.g. KV 195 (986
AgnusDei, measure 40 (p. 249). In KV 12Bjgnus

measure 118 (p. 113), theTrombone basso

exceptionally, doubles the continuo bass, whicla is
consequence of the change made at this pc
Dynamics and articulation have been made up
wherever they are missing in the trombone partom f
the vocal parts in italics or dotted lines. The wde
three trombones ircolla parte function, taken from
Baroque tradition, seems to have been customary
Salzburg Cathedral until into the second half of t
19th century. It is significant that the Trombonpalrt

for KV 125 shows a pencilled remark at the bottdm
folio 1" Werden nicht geblasen. / Auf Befehl des [

%3 In contrast, the likewise authentic parts for tespers

KV 339 (source from Leopold’s estate in Augsbura$ the
trombones resting in, if not all, than at least ynahthe
pianopassages fdutti, which is obviously traceable back t
corresponding directions in the autograph, lostesito45.
Cf. Karl Gustav Fellerer and Felix Schroeder, iMA

I/2/2, Vespers and Vesper Psalrps XIl. — In the
autographs of the four Litanies, no such directiansto be
found. The question raised by Ernst Hess (1) coigithe
performance o€olla partetrombone parts ipiano passages
(cf. Mozart-Jahrbuch 1967oc. cit., p. 236) therefore does
not permit a general answer.
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Otto Bach 1873Are not to be played. / By order of Dr.
Otto Bachj. Bach, a pupil of Simon Sechter, Adolph
Bernhard Marx and Moritz Hauptmann,
Director of the Mozarteum in Salzburg in 1868, las t

successor to Hans Schlager, and went to Vienna in

1880 to become music director at the Votivkirchét
seems he was the first to do away with the usdef t
three trombones, which had been explicitly refeted
as late as 1829 by Vincent und Mary Novéfo.

Mozart marked the continuo part — if at all — as

Organg Bassq Bassj BassiOrgano or OrgandBassi
The authentic material for this part has been pvese
in its entirety only for KV 109 (73 and consists of the
parts for Organg Violone Fagotto and Organo
ripieno; there is in addition th@&attuta (conductor’'s
part in the form of a thorough-bass part with feg)s
which is identical to th®©rgano part. Both contain the

complete musical text of the instrumental bass glon
with the thorough-bass figures and the entries for
soprano, alto and tenor, which are absent from the

otherwise identical parts foriolone and Fagotta On
the other hand, th®rgano ripienocontains only the
choral parts. Since KV 109 (%4is the Litany calling
for the smallest forces, the same number of partke

continuo in performances of the other three Litanie
can be regarded as a minimum. For KV 125 the
Organoripieno part is missing, the extant instrumental

bass parts are head&httuta Organg Violone and

>* On him cf.Riemann Musik-LexikoMainz'%1959, article
Otto Bach Letters by O. Bach are in H. Federhofarei
Mainzer Sammlungen von Musikerbriefen des 19.
Jahrhundertsin: Mainzer Zeitschriftyear 60/61, Mainz,
1966, pp. 5f.

*> A Mozart Pilgrimage. Being the Travel Diaries ohe@nt
and Mary Novello in the year 1828 the German edition
(Eine Wallfahrt zu Mozart. Die Reisetageblcher vonnd
M. Novello aus dem Jahre 1828d. Nerina Medici di
Marignano and Rosemary Hughes, translated by Ruwist,
Bonn, 1959) on p. 97. Cf. also Senn in NMA I/1, Bes
and Requiem, Section 1, Masses, pp. XVIf. — Th&ent
parts material for KV 125 shows sings of intensige. It is
clear from the two pencilled dates ilBassopart,15. 1.
[1]882 Laschek; / 30. 9. [1]88Zhat they were still being
played from after 1873. In another hand of the spared,
the performance duration is marked, again in peanithe
secondBasso as 35 minutes, while a similar remark on a
Basso rip.part has been corrected44 to 45 minutes long
There are even performance notes Baaso concpart for
KV 109 (74) dating from the 20th centur@itizens’
hospital on 30 December 1900; / 7 May [19]08 Peoasgtc
Sunday, Cathedrakhowing at the same time that this
material, which was obviously originally Mozart's\ate
property and came only later to St. Peter’s in I8alg, was
also loaned out to other churches.
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Basso(with duplicate); all five parts contain the sar
complete musical text of this part and show addgito
the dynamic markings and elsewhere in Mozart’s ha
For KV 195 (186), Battuta Organg Violone and
Fagotto — all four of identical content — are extan
Here again theédrgano ripieno part is missing. The
same applies to KV 243, of whose entire instrumer
bass onlyViolone and Fagotto | & Il (bound in one
parts book) have been preserved. In the partsitdedcr
here, we observe a phenomenon repeated in sin
authentic material for masses, vespers and mi
compositions for the churcli:there is no part specially
for violoncello, from which it should not be condkd,
however, that this instrument was not used, aswosvk
the names of cellists who were members of t
Salzburg Court Music. The autograph score of KV, 2
in whoseAgnus Deithe solo soprano is accompanie
by a Concertino consisting of flute, oboe anc
violoncello, provides an insight here. Now, becaiise
violoncello was already specified in a concertawle
in Litanies of the Sacrameby M. S. Biechteler and K.
H. Biber?’ one could say that with this practice Moza
was simply keeping up a Salzburg tradition. Butt th
the master also envisaged the instrument as pdhieof
continuo is shown unambiguously by his directic
Violoncello col Basso at the beginning of the
“Miserer€ of KV 243 (cf. facsimile, p. XXVI), where
the Concertino ends. The violoncello could alss-na
the church compositions of J. J. Fux — at leaskh:
doubled tenor entries, which — exactly as for thigies
of soprano and alto — are replaced in Yhelone and
Fagott parts by rests. These parts therefore seem nc
have been used by the violoncelfdt seems that they
did not use any part of their own at all, but phyem
the Battuta a practice suggested by the headi
Violoncello Per la Battutain a Litany by J. E.
Eberlin>®

% Cf. Senn, as above, p. XVII; also Fellerer andrSetier,
Kritischer Berichtto NMA 1/2/2, loc. cit., pp. b/4ff. — In the
authentic Salzburg copies of the four Litanies,phds for
the solo organ are headed sim@isggang notOrgano
Concerto

" Rosenthal, op. cit., p. 437. There are also sévera
occasions on which two violoncellos are calledifor
Litanies of the Sacrament by Biechteler and K. HheB

%% In one of the two parts mark@&ahssofor KV 125, the
tenor entry in measure 93 of tRggnusis indicated in the ¢
clef, while theBassopart has rests. This seems however tc
be purely coincidental, since all other entrietheftenor are
absent in botiBassoparts; in their place there are often
rests.

*¥Senn in NMA I/1, loc. cit., p. XVII, footnote 56.
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Battuta and Organo indicate entries of soprano, alto
and tenor in the appropriate c clefs, which havenbe
replaced, as in the case of the same clefs in doalv
parts, by the treble clef or the treble abtfava bassa

Whether the music director occasionally played from
the Battuta— which, as one can see from the name, was

primarily used as a guide for beating time — on ohe

the four side organs which Leopold Mozart says were

in Salzburg Cathedr& at rehearsals, for example, is
not known but is quite conceivable.

In the musical text, the uniform designatiBassi ed

Organohas been applied to the instrumental bass staff
without further reference to the suggested rests fo

violoncello, bassoon and violone at the relevaates
already discussed at length above. As in the aapbdgr
the two independent bassoon lines in Yhaticum of

KV 243 have been allocated to a staff of their own.
Wherever Mozart writes a two-voice instrumentalshas

in this section, the upper voice refers to violdlecand
violone, while the lower is for the organ.

Solo and tutti indications have been written out

uncommented in full, even where they are abbrediate
to S: and T: in the sources. They also occur in the

instrumental bass parts of KV 195 (fBﬁnd KV 243,
where the indicatiorsolo can refer not only to vocal
solos but also to instrumental introductions, ioiges
and postludes. This manner of indication is a tesiul

the use of two organs, of which one accompanied the

vocal soloists and instrumentalists, the other dhby

choir. Since the vocal soloists, according to the

evidence of the parts, usually sangtatti passages as
well, the solo organ, along with violoncello, basso
and violone (16' bass), also accompanied tatti
passages, while the choir organ hadet not only
during the vocal solos but also during all instrataé
passages, which explains Mozart’'s directiBalo in
both cases. Only in thAgnus Deiof KV 195 (186)
does the solo soprano have rests atuttepassages, a
necessary consequence of the overlappingotd and

tutti of this part in measures 13 and 34. In the relevan

part for Canto conc; from which this can be deduced,

the copyist — copyist A according to Walter Senn —

placed the additional headin@anto Solo at the
beginning of theAgnus Dei In the same section of this
work, at measures 14, 41 and 43, the headlngs or

Solo correspond to those in the autograph and the

copies Battutg Organg, althoughTutti as early as

® Friedrich Wilhelm MarpurgHistorisch-Kritische
Beytrage zur Aufnahme der Musik Berlin, 1757, p. 187.
The passage in question is also in NMA 1/2/2, tt, p.
XII.
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measure 13 an8oloor Tutti in the measures 41 and 4
could not be expected in any way. The dynamichef
passages in question no doubt prompted Mozarttto
this divergent indication here, although it applasy
to theOrganoripieno, whose part has unfortunately nc
come down to us. — In the transitions betwéatti and
Solo sections, the final note length in th@rgano
ripieno part can in each case be lengthened to a qual
note, while theDrganq VioloneandFagott parts move
on at such places in eighth-notes. As these ralstips
are visible only in the parts and not in the auapgs,
and as both organ parts have been preserved otilg ir
case of KV 109 (73, such minor divergences, whicl
presuppose the use of two organs, have not beed n
in the edited score, but only in tKeitischer Bericht™
In the autographs of KV 109 (94and KV 125,
however, missingoloand Tutti indications have been
made up as appropriate in italics.

In Violino I and I, divisi play is not intended where
Mozart notates two or three part chords, sometin
with double stems, sometimes with single stems.
have therefore printed all chords, including thosth

double stems, with single stems. Einstein’s spéicuma
that, in those parts of Mozart's church music whaoe
viola is notated, it was understood that this unsient

should double the instrumental b¥skias not been
confirmed by any authentic parts material so f
discovered. A making-up of the viola in KV 109 fy4
is therefore not appropriate. In the other threariies,

%1 Soloin the autograph of KV 195 (186 from Salus
infirmorum (measure 33) on, for example, means that the
solo organ plays an eighth-note at the beginningef
measure, while th@&rgano ripieng whose part has
unfortunately not been preserved, holds the sariee as
last note of the preceding section and in agreemghtthe
vocal parts, as a quarter-note followed by redte. T
procedure is similar in all analogous passagesijrethe
following sectionRegina Angelorunimeasure 27), where
Organo ripienohas to conclude thEutti, concurring with
the vocal bass, with two quarter-notes on d, wihiésother
bass instruments continue in eighth-notes.

62 KV3? (= Supplement Ann Arbor, 1947), pp. 992f.,
footnote to KV 237 (189 and K\, footnote to KV 167. Cf.
in addition Einstein, op. cit., p. 378. Anothertohstein’s
statements, op. cit., pp. 366fin‘Salzburg four trumpets
and three trombones were available if necessasufport
the boys, but no divisi violgss likewise false. The latter
was in fact in typical of the Salzburg traditiom @is cf.
RosenthalZur Stilistik der Salzburger Kirchenmusik von
1600-1730in: Studien zur Musikwissenschaftl. 17,
1930, p. 89; and again the same authmzart's
Sacramental Litanieop. cit., p. 437, where Litanies of the
Sacrament by Biechteler and K. H. Biber with twolag are
mentioned.
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Mozart makes use of the viola. The relevant part
designation in the autographs of KV 125 and 243 is

Viole, which can be understood as a directiondioisi

play. This also confirmed by the authentic parts
material. The material for KV 125 contains copied

parts markedviola 1™ and Viola 2%, These parts fit

together, but progressions in two-note chords, Wwhic

Mozart usually filled out himself iiola 223 were in

many cases subsequently simplified by crossings-out

in ink (Mozart?) or pencil, so that the top partsinch
passages was left to the first viola, the lowerthe
second viola. While the parts material for KV 248yo
has one part, this is nevertheless markeae and in
the sectionViaticum the two-note chords are divided
following the directions 1™ and 2% But divisi
realisation is absolutely necessary in other placésis

1/2/1
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works published here. The only articulation maithat t
can be definitively interpreted as dots are thc
attached to series of notes under one phrasing n
(e.g. p. 301, measure 4; p. 311, measure 25). Bash:e
vocal parts should probably be seen as callingar
articulation of the syllables rather than a shortgrof
the relevant note values. The dash can addition:
signify an accent, particularly in the instrumeraks.
Yet it is precisely in this staff that it is usecrly for
the organ — in the same sense as the thorough-
figure 1, namely fortasto sold™ In not a few cases, the
unison character permits an interpretation, pderty
in arpeggio figures, simultaneously as an accesgs(|
often as staccato mark) and as a thorough-bas®figu
It is therefore not surprising that dashes are tisbe
seen in the copied parts fgiolone andFagott where

work, because performance as a double-stop can be the autograph alone might without hesitation |

ruled out on technical grounds, elyrie, measures 60,
61 (p. 260);AgnusDei, measure 44 (p. 359). Double
stems encountered in the originals have been eztain
in the viola part in all cases whedgvisi performance

can be considered certain or very probable. In the

autograph and in the copied part in KV 195 ()8the
corresponding instrumental designation Mgla. As
usually one note, occasionally even both noteghef
two-note chords in this part falls on an open gtrin
there is no need of divisi realisation. Any double

stems occurring in the sources have therefore been

rendered here as single stems.

The autographs often suggest parallel motion isami
for first and second violins with the directiomisonq

while parallel play oViola andBassois marked by the
abbreviationcol Basso The notation implied by both

instructions has been written out. As the authentic

copies confirm, the doubling of the instrumentatda
by the viola at the places marked is pitched adeaan

octave higher and only twice, in KV 125, because of

the high tessitura, at the unistn.

interpreted as the figurke For this reason, the dash he
only been replaced by the figute at places where
another interpretation can be ruled out, e.g. wileee
continuo part or parts running in unison with thes®
are slurred, as in KV 109 (794 Salus infirmorum,

measure 8 (p. 15); KV 24Banisvivus measure 87 (p.
270) andPignus measure 10 (p. 328). Everywhel
else, the dash has been retained and the figadked

below the bass staff in square brackets. TheseaefgL
themselves do not occur in the manuscript, ancdeee

in the copies only at the beginning of tiegnus

(Battuta Organg of KV 125 in the archaic form,

probably as an addition from the hand of Leopc
Mozart. On the other hand, the figure 8 occurs W k
243, Tremendummeasures 4 and 25 as a suggestior
an octave. It can also be seen in individual césat
Mozart set dashes simultaneously above and belew
notes, as in KV 109 (™ Sancta Maria measure 63

8 Cf. H. FederhoferStriche in der Bedeutung von “tasto
solo” oder der Ziffer “1” bei Unisonostellen in
Continuostimmerin: Neues Augsburger Mozartbydbc.
cit., pp. 497ff.; the same auth&ine Salzburger

Staccato marks_ have been rendere_d uniformly aS GeneralbaRlehre (1803)n: Festschrift Bruno Stéablein zum
dashes. The existence of passages in one case With70. Geburtstaged. Martin Ruhnke, Kassel etc., 1967, pp.

dots, in a parallel case with dashes, shows thatakio
did not differentiate between these two signs ia th

%3 This also explains the minor divergence betwgieta 2*
in theAgnusDei, measure 51, and both autograph iuda
1™ here the top voice of the last two chords coasi§the
step ¢"- d", which would result in unison patallgith
Violinell. In this case the top voice of the two chords in
measures 48-53 has again been crossed out.

® Kyrie, measure 66, 2nd eighth-note — measure 68, 1st
eighth-noteAgnusDei, measure 39, 3rd eighth-note —
measure 40, 1st eighth-note.

33ff. Its author, organist in the city parish chuia Hall,
Tirol, Joseph Alois Holzmann (1762-1815), comments:
“Occasionally one will fingl...] in score material or in the
bass parts dashes of this kind | | | | which sigtiie same as
if the figures indicated octavés.] But here a remark is
necessary. If the bass notes in a fugue are da#®sshow
that only the bass notes alone should be playm36.
Holzmann’s manuscript in two volumes is to be foimthe
Priesterhaus-Bibliothek in Salzburg under the sigedvi
2619/1-2 On Holzmann cf. Sen#\us dem Kulturleben
einer suddeutschen Kleinstadt. Musik, Schule urechEn
der Stadt Hall in Tirol in der Zeit vom 15. bis zd®S
Jahrhundert Innsbruck—Vienna—Munich, 1938, pp. 302ff.

International Mozart Foundation, Online Publication

XVII



New Mozart Edition

(p. 11) and in KV 243Panisvivus measure 87, 2nd
note (p. 270) andPignus measure 29 (p. 332), which
also provides a graphical expression of the double
significance of the dashes.

Mozart usually writes the figures below, but also
occasionally above, theOrgano staff, mostly
depending on the space available. In the copies,
however, where this problem does not exist, theréig
are always written above the staff. Thorough-bass
figures and prolongation dashes made up by the

volume editors have been placed in square brackets.

Making-up of this kind has been applied sparinglye
figures does not always correspond literally to the
voice-leading in the upper parts, but refer somesim
only to the intended harmonies without taking actou
of suspensions and anticipations, e.g. in KV 108)(7
Salusinfirmorum, measure 8 (p. 15). Wrong figures
occur only seldom. They have been corrected aretnot
in theKritischer Bericht

Cautionary accidentals which are superfluous
according to modern practice have mostly been
dropped without mention in theesartenverzeichnis
[list of variant readings], whereas accidentalsnoes

to apply earlier within a measure have been rendiare
large print and noted in theesartenverzeichnim the
Kritischer Bericht Ties are used much less often in
vocal than in instrumental parts. Contrary to aoirre
practice, they also occur extending over one sidlab
within melismas or series of notes, apparenthyhtow
into relief smaller musical semantic units and thois
enliven the performand®.These have therefore been
retained. Ties have in general only been made dipein
light of parallel passages or analogous voice-tfead

the same measures.

With very few exceptions, which are noted in the
LesartenverzeichnjsMozart reproduces the standard
texts of both Litanies correctly. In homophonic
passages, the text is not usually underlaid irvadial
parts. In such cases — exactly as with text rapest
which are not written out — it has been made up

1/2/1
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closed with a full stop. The orthography is basedhe
relevant standard forms of the litury.

*

Sincere thanks are due to all persons and institsiti
who have supported the work on the present volu
with information, advice and access to sourcesyab
all Dr. Josef Heinz Eibl, Eichenau, Upper Bavari
Erich Gackowski, Goggingen by Augsburg, Region
Archive Director and Counsellor Dr. Herbert Kleir
Salzburg, Dr. Robert Minster, Munich, Dr. Ka
Pfannhauser, Vienna, Prof. Dr. Géza Rech, Salzb
Univ.-Prof. Dr. Walter Senn, Sistrans by Innsbruitk,
the Benedictiner Foundation of St. Peter, Salzbilng,
library of St. Stephan’s, Augsburg, the CathedrakM
Archive, Salzburg, the Deutsche Staatsbibliothe
Berlin (Director Dr. Karl Heinz Kohler), the
Custodians of the Dominican Monastery Heilig Kreu
Augsburg, the State Library of the Foundatic
Preul3ischer Kulturbesitz, Berlin (SPK). A specialrdv
of gratitude is moreover owed to Karl Heinz Fuls:
Vienna, for the careful reading of the correctiansl to
the Editorial Board.

Hellmut Federhofer Renate Federhofer-Konigs
Mainz-Finthen, in Advent, 1968

Translation: William Buchanan

®” TheLauretanischd.itanei has been printed in many
liturgical compilations. Our standard was tantuale ed.
Carolus Cohen, editio nona, Regensburg, 1937, wdigth
contains invocations added after Mozart's death. Cf
Federhofer-Konigs, op. cit., p. 113. — The Latixt &f the
Litany of the Sacrameint seen less often. Here we
consulted théreces et meditationes e sanctis patribus

uncommented. Missing punctuation marks have been Freiburg, 1870. The text printed there concurs witt used
added as the sense requires and incomplete semtence by Mozart, as far as can be judged from the polgaho

6 E.g. p. 214, measure 26, soprano, tenor; p. 28@sure
112, soprano, tenor: p. 235, measure 156, sopaitoo,
tenor; p. 240, measure 9ff., soprano; p. 241/2433ure
14ff., soprano, tenor, bass; p. 250, measure &h,tahor.
On this cf. Senn, in NMA 1I/1, loc. cit., p. XVIII.

setting, which — as mentioned above — does noagoany
of the invocations followingPignus futurae gloriaewith
the exception of the three-fokjnus Dei Comparison with
the version in thlanuale sacerdotuped. Josephus
Schneider, editio quinta, Cologne, 1868 shows\hdants
existed for this text. Beside minor divergencesrétis the
more significant absence of the invocatioRais
omnipotentia verbi caro factugand “Sacramentum
pietatis’, while the word ‘Sacrificiunt before “Vere
propitiatorium’ seems to be an addition.
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Facs: 1litaniae Lauretanae B. M. \KV 109 (74) = No. 1: folio 1 of the autograph in the possession of the DeutStaatsbibliothek Berlin. Cf. pages
3—4, measures 1-5.
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Facs: 21 itaniae Lauretanae B. M. \KV 109 (74) = No. 1: folio 10 of the autograph (beginning of tBalusinfirmorum). Cf. page 14, measures 1-5,
and Foreword, p. XIV.
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Facs: 3litaniae de venerabili altaris Sacramer®&/ 125 = No. 2: folio 1 of the autograph from the collection in the forrReussian State Library,

Berlin, now State Library Berlin - Prussian Cullutteritage. Cf. pages 23-24, measures 1-8.
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Facs: 41litaniae de venerabili altaris Sacramerf&/ 125 = No. 2: a page from th&olino Il part from the manuscript parts material in thespgsion of
the Cathedral Music Archive in Salzburg = mm. lefithePanisomnipotentig(cf. pages 86—88) with dynamic markings in Mozaawn hand in staves
7 (for: in the penultimate measure = m. 30)f@:(andp: in the last measure = measure 34) an@© (n each of the first two measures gmd: in the
third measure = mm. 35-37) as well as, similarlilozart’'s own hand, staccato dashes added lastaues 9 and 10. Cf. also Foreword, p. XIII.
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Facs: 5litaniae Lauretanae B. M. \KV 195 (186) = No. 3: folio 1 of the autograph in the possession of the DeutSthetsbibliothek, Berlin. Cf.
pages 135-136, measures 1-5.
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Facs: 61litaniae de venerabili altaris Sacramer®&/ 243 = No. 4: folio 1 of the autograph from the collection in the forrReussian State Library,
Berlin, now State Library Berlin - Prussian Culturgeritage. Cf. pages 251-252, measures 1-12.
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Facs: 7Llitaniae de venerabili altaris Sacramer®&/ 243 = No. 4: folio 220f the autograph (close of thistiasanctaand beginning of the
Tremendum Cf. page 299, measures 125-127, and pages 3D0m&@sures 1-4, as well as the Foreword, p. XIV.
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Facs: 8litaniae de venerabili altaris Sacramer®&/ 243 = No. 4: folio 480f the autograph (measures 87—96 ofAaus Deiwith the beginning of the
“Miserer€). Cf. pages 364-366 and Foreword, p. XV.
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